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strip, bandd desenatd, képregény, cmpun — the alternate names
for the medium of comics vary as widely as the forms it takes in
Croatia, Slovenia, Romania, Hungary and Serbia. The history of
its development is directly reflected in these countries’ political
histories and their societies’ openness to this form of art and
communication. Thus, the line between mainstream and alter-
native also varies from country to country.

The exhibition comiXconnection introduces independent
comics from these five countries in the broadest sense of the
term, highlighting the differences and possible connections
between them.

The collection of essays accompanying the exhibition illuminates
the background of a cultural niche that has yet to be discovered
by a larger audience. The authors, coming from all countries
involved in the exhibition, are partly intellectual observers of the
local scenes, partly themselves graphic artists, gallery owners,
editors or organizers of exhibitions and workshops.

Through an insider’s lens they comment on the historical devel-
opment of regional structures and conditions of art production.
They report on diverse activities and develop theories and meta-
theories about the independent comic genre in its particular
contexts.

The collection conveys an understanding of the form and
function of a vast, autonomous field of art and should be seen

as an invitation for further debate and discussion.

Jorn Nuber, Beate Wild
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Stoletje neodvisnega stripa

Neodyvisni strip in politicna levica na
Slovenskem 1914 - 2013

Iztok Sitar

Malo je primerov v svetu, da bi se stripovska zgodovina nekega
naroda zacela z neodvisnim, v bistvu ilegalnim in protirezim-
skim levicarskim stripom, kot se je to zgodilo na Slovenskem s
Smrekarjevimi in Bambicevimi satiri¢nimi stripi. Po drugi strani
pa najbrz ni medija, ki bi bil pri nas tako stigmatiziran s strani
uradne kulture, dasiravno je v veliki meri sam kriv za to, saj je
nemalokrat hodil po tankem robu med umetnostjo in kicem,
pa najsi gre za komercialni strip v visokonakladnih ¢asopisih in
revijah ali neodvisni strip v neuglednih fotokopiranih fanzinih.

Sicer pa, poskusimo najprej definirati in lociti relativno Sirok
pojem neodvisnega stripa (pod katerega lahko $tejemo avtorski
strip, protirezimski strip, protiklerikalni strip, alternativni strip,
underground, samizdate, mini knjizice, fanzine itd.) od tako-
imenovanega komercialnega. Splosno znano je dejstvo, da se
je strip rodil iz povsem komercialnih razlogov boljse prodaje
Casopisa. Luc sveta je ugledal v Ameriki, 5. maja 1895. leta v Pu-
litzerjevem New York Worldu v obliki rumenega decka v risani
zgodbi z naslovom At the Circus in Hogan's Alley. Ker novorojen-
Cek Se ni znal govoriti v oblacku (ta je kasneje postal zas¢itni
znak stripa), ga je srecni ocka Richard Felton Outcault oblekel v
do tal segajo¢o rumeno spalno srajco (po kateri je kasneje dobil
tudi ime Yellow Kid), ki je bila kot nalas¢ za to, da je lahko nanjo
pisal svoje duhovite in neredko tudi jedke komentarje. Dasirav-
no je sam porod potekal brez tezav, pa se je cirkus preselil iz Ho-
ganove ulice v celotno mesto, ko je medijski mogotec William
Randolph Hearst iz New York Journala hotel dobiti skrbniStvo

A Century of Independent Comics

Independent comics and left-wing
politics in Slovenia 1914 - 2013

Iztok Sitar

There are few nations in the world whose comics history began
with independent, essentially illegal and anti-establishment
left-wing comics, as was the case in Slovenia with the satirical
comics of Smrekar and Bambic. On the other hand, there prob-
ably is no medium as stigmatised by our official culture — even
if that is largely its own fault since it has often walked the fine
line between art and kitsch — be it commercial comics in large
circulation newspapers and magazines, or independent comics
in disreputable photocopied fanzines.

However, let us first attempt to define and distinguish the rela-
tively broad term independent comics (among which we can
count authorial comics, anti-establishment comics, anti-cler-
ical comics, alternative comics, underground, samizdat, mini
booklets, fanzines, etc.) from so-called commercial comics. It is
a well-known fact that the comic strip was born out of purely
commercial reasons — better newspaper sales. It saw the light
of day in America, on 5 May 1895 in Pulitzer's New York World,
in the form of a yellow boy in a drawn narrative entitled At
the Circus in Hogan'’s Alley. As the newborn had yet to learn to
speak in speech bubbles (which later became the comic strip’s
trademark) its proud dad Richard Felton Outcault dressed it in
an oversized yellow nightshirt (which later gave it its name The
Yellow Kid) that served as the perfect canvas for his humorous
and often caustic commentary. Although the birth itself went
smoothly, the circus soon spread from Hogan’s Alley into the
whole city when media mogul William Randolph Hearst of the

nad vse bolj popularnim malckom, ki je dvigoval naklade kon-
kuren¢nim Pullitzerjevim ¢asopisom in ga v umazani igri tudi
dobil (takrat je nastal tudi izraz rumeni tisk, ki oznacuje senza-
cionalizem in mrhovinarstvo v novinarstvu') Sprva socialno in
druzbeno kriti¢ni komentarji na Kidovi majici so kmalu zvodeneli
in se spremenili v bolj ali manj zabavne dialoge ter s tem za-
pecatili vlogo stripa kot izklju¢no lahkega zabavnega Ctiva za
Siroke mnozice. Za razliko od komercialnega stripa, ki je bil, kot
smo videli, ,odvisen” od ¢asopisov, pa je imel neodvisen strip
popolnoma drugacen, avtorski pristop tako v vsebini, pri kateri
ne gre vec za golo zabavanje bralcev z dnevnimi humoristic¢-
nimi pasicami ali pustolovskimi stripi na nedeljskih tablojih?
in v samostojnih zvezkih, ampak bodisi za satiro na aktualno
druzbeno politicno dogajanje ali povsem intimno, najveckrat
avtobiografsko pripoved; kot tudi v nekonvencionalni risbi,
katere namen nista estetika in komercialna vSe¢nost SirSemu
stripobralstvu, temve¢ je prilagojena sporocilnosti samega
stripa v Sirokem likovnem razponu od skiciozne, nedodelane
risbe, preko grobih, ekspresivnih potez s ¢opi¢em do liricnih
mehkih linij, ki so bolj ali manj stilizirana lastnost, a vsekakor
zelo oddaljena od suhoparnega akademizma, ki je prisoten
v klasi¢énem stripu. Druga znacilnost neodvisnega stripa je na-
klada, ker stripi niso bili zanimivi za visokonakladne ¢asopise
in revije, da o knjiznih izdajah sploh ne govorim, ali pa so bili
zaradi druzbene kritike ali potencirane spolnosti usmerjeni na
manjso, bolj specificno publiko, so izhajali v manjsih nakladah,
pogosto v samozalozbah ali pa v fanzinih, ki jih je navadno iz-
dajala skupina entuziastov. Tretja znacilnost neodvisnega stripa
pa je polititna orientiranost tako avtorjev kot njihovih izdelkov,
saj so bili v vecini primerov, Ce Ze niso bili nevtralni, blizu levici
in celo skrajni levici, kar pa je bil samo 3e razlog ve¢, da so izhajali
v stripovskem Undergroundu. Toda, kot bomo videli kasneje, te
zahodnjaske trzne zakonitosti niso povsem samoumevne tudi
za slovenski strip.

Satiri¢ni enostranski strip Iziemno zanimiv primer elefantiaze
Hinka Smrekarja (ta je bil naravnost virtuozen risar, odli¢no je
obvladal anatomijo in imel je globok smisel za kompozicijo), je
prisel v javnost leta 1914, na sam predvecer prve svetovne voj-
ne. Smrekarjevo delo ima vse atribute neodvisnega stripa, e
za¢nemo pri samem avtorju, ki je bil izrazito levi¢arsko usmer-
jen (kar je kasneje placal tudi z Zivljenjem3), majhni nakladi
(strip ni izSel v ¢asopisu, ampak je bil tiskan na letaku), ter seve-
da satiri¢ni vsebini s pornografskimi elementi, ki pridejo Se po-
sebno do izraza v mojstrski Smrekarjevi risbi. Zanimivo je tudi,
da je bil strip napisan v nems¢ini, s katero Smrekar kot velik ro-
doljub 3e potencira satiro na Avstrijce (Slovenija je bila namre¢
do leta 1918 v sestavu Avstroogrske monarhije). Po koncu vojne,
leta 1919 je Smrekar pri Umetniski propagandi izdal bogato

New York Journal attempted to gain custody of the ever more
popular toddler who was boosting circulation of Pulitzer's com-
petitive newspapers; in a dirty game he won it (the term Yellow
Press, which labels sensationalism and vulturous journalism,'
was also coined at this time). The at first socially critical com-
mentaries on Kid’s nightshirt were soon watered down and
turned into more or less fun dialogues, thus sealing the role of
the comic strip as exclusively light entertainment reading for
the masses. As opposed to commercial comics, which were,
as we have seen, ‘dependent’ on newspapers, independent
comics had a completely different authorial approach both in
content as well as in unconventional drawing. The content was
no longer concerned with just entertaining readers with daily
humour or adventure strips in Sunday editions? and independ-
ent volumes, but either satirised the current socio-political
situation or dealt with intimate, mostly autobiographical stories.
Likewise, the purpose of the drawings was no longer aesthetics
or commercial likability for a wider comics readership; instead
it was adapted to the concept of the comic itself and covered
a wide artistic range from sketchy, non-detailed drawings
through rough, expressive brushstrokes to lyrical soft lines,
which are a more or less stylised feature but nevertheless far
removed from the dry academicism present in classical comics.
The second characteristic of independent comics is circulation.
Because comics were of no interest to large circulation news-
papers and magazines, not to mention book editions, or were
aimed at smaller, more specific audiences due to their social
criticism or heightened sexuality, they had smaller circulations
and were often self-published or published in fanzines (usually
produced by a group of enthusiasts). Finally, the third charac-
teristic of independent comics is the political orientation of the
authors and their works. In most cases they were, if not neutral,
close to the left and even extreme left, which was merely an
additional reason for them to be published in the underground
scene. However, as we shall see later on, these western market
laws are not entirely self-evident when it comes to Slovene
comics.

The satirical one-page comic Iziemno zanimiv primer elefantiaze
by Hinko Smrekar (a truly virtuosic artist with an excellent com-
mand of anatomy and a deep sense of composition) came out
in 1914 on the eve of the First World War. Smrekar’s work has
all the attributes of independent comics: small circulation (the
comic was not published in a newspaper, but printed on a leaf-
let); satirical content with pornographic elements, which come
to particular expression in Smrekar’s masterful drawings; and
the author himself was also decidedly left-wing (for which he
later paid with his life). It is also interesting that the comic was
written in German; Smrekar as a great patriot used it to heighten



ilustrirano knjizico na 24 straneh, Crnovojnik v kateri na satiricen
in hudomusen nacin opisuje svoje vojaske zgode in nezgode,
od vpoklica v vojsko do pristanka v nori$nici in jetnisnici v letih
1915/16 in ki je bila predhodnik danasnjih stripovskih zvezkov
in fanzinov. V Crnovojniku se prvi¢ pojavi tudi stripovski oblacek
in ta je, kot vemo, zas¢itni znak stripa in ga je kot drugi stripo-
vski avtor uporabil Milko Bambi¢ 3ele leta 1927 v alegorijskem
politicnem stripu Zamorcek Bu-ci- bu. Strip je izel v trzaskem
Nasem glasu, pripoveduje pa o zamorskem kralju, ki je s svojo
aroganco in netoleranco popeljal svoj zamorski rod v propad.
[talijanski fasisti so v tem, sicer otroskem stripu videli asociacijo
na Mussolinija in so ga po stirih nadaljevanjih prepovedali, tako
da ga lahko navkljub relativno visoki nakladi in objavi v uradni
reviji glede na politi¢no satiricno ost in kasnejso prepoved ter
avtorjevo usodo* uvrstimo v neodvisni strip. Po osvoboditvi so
se jugoslovanski narodi na referendumu z veliko vecino odlocili
za socialisti¢ni politi¢ni sistem in Jugoslavija se je gospodarsko
ter kulturno tesno naslonila na Sovjetsko zvezo, tako da je bil
strip kot produkt imperialisticnega Zahoda vse do spora z
Informbirojem® nezazelen v dnevnem tisku. V ¢asu ruskega
embarga je Jugoslavija na siroko odprla vrata na Zahod in tako
si je strip ponovno in tokrat dokonéno pridobil domovinsko
pravico. Leta 1952 je prislo do prave ekspanzije ameriskega in
evropskega stripa v jugoslovanskem ¢asopisju, kar je dalo stimu-
lacijo tudi domacim avtorjem, ki so se kaj kmalu zaceli poskusati
enakovredno kosati s tujimi®.

Drugi val neodvisnega stripa je pljusknil v Slovenijo direktno
iz Amerike v podobi Crumbovega undergrounda. Sestdeseta
leta so bila v znamenju levicarske ekspanzije, anarhizma in Che
Guevare, Studentskih nemirov in protestov proti vietnamski
vojni, Beatlesov in psihadeli¢nega rocka, hipijev in otrok cvetja,
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Hinko Smrekar, Crnovojnik

the satire aimed at the Austrians (Slovenia was a part of the
Austro-Hungarian Empire until 1918). After the end of the war,
in 1919 Umetniska propaganda published Smrekar’s richly illus-
trated 24-page booklet called Crnovojnik, in which he in a sa-
tirical and humorous way describes his military adventures and
misadventures — from his conscription to ending up in a mental
hospital and then prison in 1915/1916 — and which is consid-
ered the forefather of today’s comic books and fanzines. In
Crnovojnik the speech bubble appears for the first time, which
is, as we know, the comic’s trademark. In 1927, in the allegorical
political comic strip Zamorcek Bu-ci-bu, Milko Bambi¢ was only
the second comic strip author to use it. The comic was published
in the Trieste monthly Nas glas and tells the story of an African
king whose arrogance and intolerance led his people to ruin.
Italian fascists saw in this otherwise children’s comic a link to
Mussolini and banned it after four episodes. Considering its
politically satirical point, subsequent ban, and its author’s fate*,
we can therefore place it among independent comics despite its
relatively large circulation and the fact that it was published in
an official magazine. After liberation the Yugoslav nations held
a referendum and voted with a great majority in favour of the
socialist political system. Yugoslavia thus leaned heavily on the
Soviet Union both economically and culturally, which meant
that comics, a product of the imperialist West, were disdained
in the daily press until the conflict with the Informbiro®. In the
time of the Russian embargo Yugoslavia opened its door to the
West and thus comics once again, and this time once and for
all, gained their right of abode. In 1952, the first expansion of
American and European comic strips into Yugoslav newspapers
occurred, which also stimulated domestic authors who soon
started to try and rival foreign ones.®

The second wave of independent comics came directly from
America and splashed onto our shores in the form of Crumb'’s
underground. The sixties were the decade of left-wing expan-
sion, anarchism and Che Guevara, student unrest and protests
against the Vietnam War, the Beatles and psychedelic rock, hip-
pies and flower children, the sexual revolution and free love,
marihuana and LSD, and — Robert Crumb. Comic strips published
by Slovene newspapers drew inspiration from American ad-
venture comics of the forties and fifties, and in America Robert
Crumb shook the comic strip scene with the underground, lib-
erated comics from all taboos of sex and violence and lacked
any semblance of respect for politics, the church or traditional
family values. Crumb appeared in the mid-sixties with Fritz The
Cat,in 1967 established his own newspaper Zap Comix,” and with
Mr. Natural, Devil Girl and other completely bonkers characters
forever changed the perception of comics. Crumb’s international
voice was heard in Yugoslavia as well, where it caught the very

Kostja Gatnik, Fatamorgana, ©Kostja Gatnik

seksualne revolucije in svobodne ljubezni, marihuane in LSDja
ter — Roberta Crumba. Stripi, ki jih je objavljalo slovensko ¢aso-
pisje, so bili potegnjeni iz naftalina ameriskega avanturisticne-
ga stripa Stiridesetih in petdesetih let, v Ameriki pa je takrat
zatresel stripovsko sceno Robert Crumb z undergroundom,
osvobojenim vseh tabujev seksa in nasilja in brez kakrdnega
koli reSpekta pred politiko, cerkvijo in tradicionalnimi druzinski-
mi vrednotami. Fritz se je pojavil sredi Sestdesetih let zMackom
Fritzom, leta 1967 pa je ustanovil svoj ¢asopis Zap Comics’ ter
z Mr. Naturalom, Demonko in drugimi popolnoma odstekanimi
liki za vedno spremenil pojmovanje stripa. Crumbova interna-
cionala se je slisala tudi v Jugoslavijo, kjer ji je z veliko posluha
prisluhnil mladi Student likovne akademije Kostja Gatnik (1945),
ki je pri dvajsetih letih debitiral s kavbojsko parodijo Silver Kid,
v kateri Se ni bilo zaznati Crumbovega vpliva, saj je ta pridel do
pravega izraza Sele leta 1969 z objavljanjem v Studentski Tribuni
in rezimskemu humoristicnemu listu Pavlihu, kjer je zaslovel s
svojimi kratkimi graficno impresivnimi, navadno enostranskimi
druzbeno kriti¢nimi stripi, v katerih pa ne obravnava samo
univerzalnih tem 3estdesetih let, kot so erotika, upornistvo, hi-
piji in narkomanija, ampak se v skladu z jugoslovansko politiko
neuvr$cenosti loti tudi in predvsem slovenske malomes¢anske

talented ear of a young fine arts student — Kostja Gatnik (1945).
Gatnik made his first appearance in print at the age of twenty
with a cowboy parody called Silver Kid, in which Crumb’s influ-
ence was not yet felt, for it came to real prominence only in
1969 in works published in the student magazine Tribuna and
the establishment’s comics bulletin Pavliha. There Gatnik found
fame with his short, graphically impressive, usually one page
long socially critical comics, in which he tackled not only the
universal themes of the sixties such as eroticism, rebellion,
hippies and drug addiction, but in accordance with Yugoslav
nonalignment policy also and mostly dealt with Slovene small-
town narrow-mindedness, the Catholic Church, the domestic
political reality from corruption to inflation, and national themes
such as alcoholism. With these he so endeared himself to his
readers that some of his comics became a part of national folk-
lore, and his works were readily quoted by both workers and
school professors (in Yugoslavia a similar status was enjoyed only
by Alan Ford). ®

Unlike West European and American independent comics,
which were financed primarily with the help of the authors
themselves and through the sale of fanzines, Slovene inde-
pendent comics in Yugoslavia were effectively never completely
independent. Even Gatnik’s underground comics were pub-
lished in large circulation newspapers, and in 1977 the Student
Cultural Centre (Studentski kulturni center — SKUC) in Ljubljana
published them in comics album format under the title Magna
Purga. SKUC did represent a singular opposition to the estab-
lishment of the time and the mainstream in general, but was
nevertheless financed by the state; likewise, Stripburger later
in independent Slovenia. Magna Purga completely altered the
perception of comics at the time as shallow entertainment for
the working class, and placed it on a pedestal of art in Slovenia
and the whole of Yugoslavia. With Kostja Gatnik and his Magna
Purga, Slovenes in the seventies took up the leading position
in the extremely strong Yugoslav comics scene’ — which had
not happened before nor has happened since — and rivalled
European and American comics of the time. In 1979, after the
(un)expected success of Magna Purga (because it sold out im-
mediately, the comic was reprinted the next year) rival student
newspaper Tribuna, sticking to the old, tried and tested Slovene
saying 'kuj Zelezo, dokler je vroce’ — ‘strike while the iron’s hot’,
published a comics version of Marx and Engels’ The Communist
Manifesto by ltalian alternative author Rodolfo Marcenaro. Even
though the Slovene authorities observed with gritted teeth this
transformation of the seminal work of communist theory which
had an almost cult status in the socialist system into an already
stigmatized form such as comics (even though the author was
an ltalian communist), their grimace quickly turned into a smile



zaplankanosti, Katoliske cerkve, domace politi¢ne stvarnosti od
korupcije do inflacije ter tradicionalno domacijskih tem, kot je
alkoholizem, s katerimi se je bralcem tako priljubil, da so ne-
kateri njegovi stripi ponarodeli, njegove citate pa so s pridom
uporabljali tako delavci za Sankom kot profesorji za katedrom
(podoben status je v Jugoslaviji imel samo $e Alan Ford)?.

Za razliko od zahodnoevropskega in ameriskega neodvisnega
stripa, ki se je financiral predvsem s pomocjo samih avtorjev
in prodajo fanzinov, pa slovenski neodvisni strip v Jugoslaviji
v bistvu nikoli ni bil ¢isto neodvisen, namre¢ tudi Gatnikovi
undergruond stripi so izhajali v visokonakladnih ¢asopisih, leta
1977 pa jih je Studentski kulturni center (SKUC) v Ljubljani, ki
je sicer bil svojevrstna opozicija takratnemu rezimu in main-
streamu nasploh, vendar pa ga je financirala drZava, prav tako
kot kasneje v samostojni Sloveniji Stripburger, natisnil v knjizni
obliki pod imenom Magna Purga, ki je popolnoma spremenila
takratno pojmovanje stripa kot plehke zabave za delavski
razred in ga v Sloveniji ter celotni Jugoslaviji postavila na pe-
idestal umetnosti. S Kostjem Gatnikom in Magno Purgo smo
Slovenci v sedemdesetih letih prevzeli primat na iziemno mocni
jugoslovanski stripovski sceni®, kar se nam ni zgodilo ne prej
ne pozneje in se enakovredno kosali z evropskim in ameriskim
stripom tistega Casa. Po (ne)pricakovanem trznem uspehu
Magne Purge (ker je bila takoj razprodana, so naslednje leto
strip ponatisnili) so pri konkurencem Studentskem casopisu Tri-
buni, drzec se starega in preizkusenega slovenskega pregovora,
da se Zelezo kuje, dokler je vroce, leta 1979 izdali Komunisti¢ni
manifest Marxa in Engelsa v stripu italijanskega alternativnega
avtorja Rodolfa Marcenara. Ceprav je slovenska uradna poli-
tika s stisnjenimi zobmi gledala preobrazbo temeljnega dela
komunisti¢ne teorije, ki je imelo v socialisticnem sistemu ma-
lodane kultni status, v Ze tako stigmatizirano formo, kot je strip
(¢eprav je bil avtor italijanski komunist), pa so se ji usta razsirila
v nasmeh, ko je videla, kako hitro je naklada 5000 izvodov po-
sla in rade volje dovolila ponatis s 15.000 izvodi, ¢es, ¢e ljudje
Ze ne berejo dolgoc¢asnega Komunisticnega manifesta, pa naj
vsaj strip! Dasiravno imam sam osebno precejsne pomisleke
glede adaptacij knjiznih del v strip, ki redkokdaj, Se pogosteje
pa nikoli ne dosegajo kvalitete izvornega dela (isto velja za
filmske metamorfoze stripov ali knjig), kajti strip je povsem
avtonomen umetniski medij s svojimi zakonitostmi in specifi¢-
nimi lastnostmi, ki se popolnoma razlikujejo tako od knjizevnosti
kot od filma, pa sem bil ob Komunisti¢cnemu manifestu v stripu
prijetno presenecen: Marcenaru je namrec uspelo pretvoriti
dokaj dolgocasno in mestoma nerazumljivo znanstveno delo v
iskriv, satiricen in predvsem duhovit povzetek s sijajno stilizira-
no risbo, zato sploh ni ¢udno, da sta ga predvsem mladina in
Studentarija vzeli za svojega.

when they saw how quickly the comic’s 5,000 copies sold out
and willingly allowed a reprint of 15,000 copies, as if to say: ‘If
the people aren’t reading the boring Communist Manifesto, they
might at least read the comic!” Although personally | have con-
siderable scruples about comics adaptations of literary works,
which are rare and often never on a par with the original work
(the same applies to film transformations of comics or books),
because comics is a completely autonomous artistic medium
with it's own laws and specific characteristics entirely different
from literature as well as film, | was pleasantly surprised by the
comics version of the Communist Manifesto. Marcenaro managed
to transform a rather boring and occasionally incomprehensible
scientific work into a vibrant, satirical, and above all witty sum-
mary with brilliantly stylized drawing. It is therefore no wonder
that youths and students embraced it above all else.

After Magna Purga, nothing was the same. With it Slovene
comics finally lost their innocence and became a fully grown
and paid-up member of the urban subculture. Ten years after
publication of the cult comics album, Ivo Standeker,® a humani-
ties student, launched the column XX stoletje (XX Century) in
Miladina, in which he sailed far and wide across a fictitious comics
world, and at the same time also on the pages of Mladina in Novi
slovenski strip (New Slovene Comic) created a real one, which no
longer had recourse to imaginary themes and heroes, but in
a naturalistic way reflected the harsh social reality whose
protagonists were ourselves. One of the first artists who began
drawing for Mladina was Zoran Smiljani¢ (1961). Smiljanic, as
early as 1983 in a photocopied fanzine of the Music Lovers Club
in Kranj, published some ‘new wave’ comics. Among these, Hisa
Metoda Trobca (The House of Metod Trobec, based on a song by
Carniolan punk musician Saso Novak) garnered the most atten-
tion. This was a two-part parallel interpretation of the same
event: a socialist interpretation with the naturalistic perspec-
tive of lumen-proletarian and serial killer Metod Trobec, and a
capitalist interpretation with the Hollywood perspective of a
fictitious fascist. The condemnation of fascism in all its forms
was otherwise a constant in Smilijani¢’s earlier comics. In 1986
in Katedra (a student newspaper published in Maribor, which
was considered an opposition newspaper just like Mladina) he
published the comic strip 7945. Its protagonists are quintessen-
tial bad guys, three Chetniks fleeing from the Partisans across
Slovenia towards the West and killing anything and everything
that happens to cross their path. 7945 is considered to be the
first partisan naturalistic comic, in which the protagonists
are no longer merely black and white, but also and chiefly all
shades of grey. A year after Smiljani¢’s debut in Mladina, the
then anonymous Tomaz Lavri¢ (1964), today most definitely
the leading name in Slovene comics, started drawing Diareja
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Po Magni Purgi ni bilo ni¢ ve¢ tako kot prej. Z njo je slovenski
strip dokon¢no izgubil svojo nedolznost in postal odrasel ter
polnopraven clan urbane subkulture. Deset let po izidu kultnega
stripovskega albuma je $tudent humanistike Ivo Standeker'
v Mladini osnoval rubriko XX stoletje, s katero je po dolgem
in pocez prekrizaril fiktivni stripovski svet in hkrati na straneh
Mladine z Novim slovenskim stripom ustvaril realnega, ki se ni
ralisticno odslikaval surovo druzbeno stvarnost, katere glavni
junaki smo bili mi sami. Eden prvih, ki je zacel risati za Mladino,
je bil Zoran Smiljani¢ (1961), in ta je Ze leta 1983 v fotokopiranem
fanzinu kluba ljubiteljev glasbe iz Kranja objavil nekaj novova-
lovskih stripov, od katerih je najvecjo pozornost vzbudila Hisa
Metoda Trobca (to je narisal po pesmi kranjskega pankerja Sasa
Novaka), dvodelna vzporedna interpretacija istega dogodka,
socialisticna z naturalisticnim pogledom lumpenproletarca in
serijskega morilca Metoda Trobca in kapitalisti¢na s holivudskim
pogledom fiktivnega fasista. Obsodba fasizma v vseh njegovih
oblikah je sicer stalnica Smiljani¢evih zgodnejsih stripov, leta
1986 je v mariborski Katedri (Studentskem casopisu, ki je ravno
tako kot Mladina, veljal za opozicijskega) objavil strip 7945, v
katerem so glavni junaki bad guys, trije Cetniki, ki pred partizani
preko Slovenije beZijo na Zahod ter spotoma pobijejo vse Zivo,

kar se jim znajde na poti in ki velja za prvi partizanski natura-
listicni strip, v katerem protagonisti niso ve¢ samo ¢rni in beli,
ampak tudi in predvsem sivi v vseh njenih odtenkih. Leto dni po
Smiljani¢evem debiju je v Mladini zacel takrat anonimni Tomaz

(Diarrhoea), a stylized, artistically minimalist comic strip freed
from all interior and exterior ballast with a clean-lined protago-
nist. It would be a struggle to place Diareja into any genre. On
the one hand, it does fall into humorous satirical comics in
relation to its script; on the other hand, it blurs the borders
between political caricature and comics and each week without
mercy comments on Slovene (before that also Yugoslav) political
anomalies. Thus, it is also a unique record of the disintegration
of Yugoslavia and the birth of a new country, and certainly lends
a more authentic perspective on the semi-past history than all
the establishment’s historical textbooks combined. Ten years
after the autobiographical Rdeci alarm (Red Alert, 1996, consid-
ered one of the best Slovene comics of all time due to its natu-
ralistic script spiced up with juicy slang dialogues, masterful
drawing with strong contrasts and dynamic framing, and self-
published just like the anti-war Bosanske basni (Bosnian Fables,
1997) that opened the doors to the West" for him), he returned
to the heart of domestic politics with satirical melodrama Sokol
in golobica (The Hawk and the Dove). With its main protagonist
Janez Jan3a, a symbol of the far right, he mercilessly laid bare
Slovenia’s nationalistic and chauvinistic politics.”

Jansa first appeared as a comics protagonist as early as 1991
in Afera JBTZ (JBTZ Affair), a political thriller by Dusan Kastelic
(1964) in which the author shatters the myth of the Slovenian
Spring, locks petty thieves behind bars, and generally puts
things in their place. As a supporting character, however, Jansa
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Lavri¢ (1964), danes vsekakor prvo ime slovenskega stripa, risati
Diarejo, stiliziran, likovno minimalisti¢ni pasicni strip, osvobojen
vsega balasta interierja in eksterierja z glavnim junakom diste
linije, ki bi ga tezko uvrstili v katerikoli zanr, scenaristi¢no po eni
strani sicer spada v humoristi¢no satiri¢ne stripe, po drugi strani
pa brise meje med politicno karikaturo in stripom in vsak teden
neprizanesljivo komentira slovenske (prej tudi jugoslovanske)
politicne anomalije in je tako tudi svojevrstna kronika razpada
Jugoslavije in rojstva nove drzave, ki nam vsekakor podaja bolj
avtentien pogled na polpreteklo zgodovino kot vsi rezimski
zgodovinski u¢beniki skupaj. Po avtobiografskem Rde¢em alarmu
(1996), ki z naturalisticnim scenarijem, zacinjenim s so¢nimi
slengovskimi dialogi, mojstrsko risbo z moénimi kontrasti in
dinami¢nem kadriranjem velja za enega najboljsih slovenskih
stripov nasploh in ki ga je ravno tako kot protivojne Bosanske
basni (1997), ki so mu na stezaj odprla vrata na Zahod", izdal v
samozalozbi, se je s satiricno melodramo Sokol in golobica po
desetih letih vrnil v osr¢je domace politike in z glavnim prota-
gonistom Janezom Jansem, simbolom skrajne desnice, do obisti
razgalil slovensko nacionalisti¢no in Sovinisti¢no politiko.”

Sicer pa se Jansa kot junak stripa pojavi Ze leta 91 v politicnem
trilerju Dusana Kastelica (1964) Afera JBTZ, v kateri avtor razbije
mit o slovenski pomladi, spravi kurje tatove za zapahe in na-
sploh postavi stvari na svoja mesta. Kot stranski junak pa se
Jan3a pojavi tudi v znanstveno fantasti¢ni melodrami Stiri tiso¢
(2001) Iztoka Sitarja (1962), v kateri brezkompromisno razgalja
slovensko desnicarsko politiko s pojavi nacionalizma, 3oviniz-
ma, rasizma, homofobije, ksenofobije, nestrpnosti do drugace
mislecih, manjsin, Zensk in drugih anomalij. To pa ni prvi strip,
ki se ukvarja z druzbenopoliti¢no tematiko, Ze prej je izdal tudi
antikatoliske Crne moZe, bele kosti, par let kasneje pa $e verjetno
najbolj ateisticen strip do zdaj, Zgodbo o bogu, ki nam na samo
Sestdesetih straneh, verjetno pa bi jih bilo lahko $e manj, po-
polnoma logi¢no in argumentirano prikaze neobstoj boga (za
kar je, denimo, Richard Dawkins potreboval dobrih 400 strani s
precej bolj kilavimi argumenti). Znacilnost neodvisnega stripa
pri nas je poleg druzbeno politicne angaziranosti tudi eroti¢ni
in pornografski strip kot samostojna zvrst in ¢eprav Slovenci od
prvega satiricnega pornografskega stripa Hinka Smrekarja dol-
go ¢asa nismo imeli predstavnika tega Zanra, smo z Marjanom
Amaliettijem (1923 - 1988) konec devetdesetih let dobili vrhun-
skega avtorja, ki je s stripom Pet oleva Neninog deteta (verjetno
najbolj feministi¢nim stripom pri nas) z izvrstno zgodbo o dveh
puncah, ki ju posili pet tipov in nato vzameta pravico v svoje
roke, namesto da bi nebogljeno ¢akali na policijo, in jih enega
za drugim kastrirata, postavil slovenski strip v klub emancipira-
nih stripovskih drzav, toda zal samo stripovskih; v realnosti smo
namre¢ Se vedno na dnu enakopravnosti. Amalietti je kasneje

also appeared in the science fiction melodrama Stiri Tiso¢ (Four
Thousand, 2001) by Iztok Sitar (1962). In it Sitar uncompromis-
ingly exposes Slovenian right-wing politics - its nationalism,
chauvinism, racism, homophobia, xenophobia, intolerance of
opposing opinions, minorities and women, and other anoma-
lies. However, Stiri Tiso¢ is not his first comic strip to tackle
socio-political themes. Prior to it he had already published the
anti-Catholic Crni moZje, bele kosti (Black Men, White Bones), and
a couple years later his probably most atheistic comic so far,
Zgodba o bogu (The Story of God). It uses a mere sixty pages (this
probably could have been even fewer) to prove to its reader in
an altogether logical and reasoned manner the nonexistence of
God (for which Richard Dawkins, for example, needed a good
400 pages of rather more feeble arguments). A characteristic of
Slovene independent comics, besides socio-political engage-
ment, is also erotic and pornographic comics as an independent
genre. Although Slovenes for a long time after the first satirical
pornographic comic strip by Hinko Smrekar lacked a represent-
ative of this genre, we gained an excellent author at the end of
the nineties — Marjan Amalietti (1923 - 1988), an author who
with his comic Pet oceva Neninog deteta, probably the most
feminist Slovene comic, and its excellent story about two girls
who after being raped by five men take justice into their own
hands instead of helplessly waiting around for the police and
castrate them one at a time, placed Slovene comics into the
circle of emancipated comics countries. Sadly though, eman-
cipated only in relation to comics; in reality we are still at the
bottom of the equality scale. Amalietti later also drew an entirely
pornographic comic strip entitled Vesele pocitnice. In contrast
to the previous comic, here the story is entirely secondary to
the drawing, which naturalistically shows different sexual vari-
ants in all possible and impossible positions. An interesting and
revealing fact, however, is that both comics were published in
album format only after the author’s death, the first in 1989 and
the second in 1990 on the very eve of the Yugoslav Civil War.

Far away from the comics front line — with Afera JBTZ, Tocno
opolnoci (At Midnight Sharp), 1991" and Bosanske basni in the
firing line — in the depths of the legendary Ka 4’s underground
in the second year of the war, an (un)wanted child of the com-
ics scene was born - Stripburger. Following a difficult birth, it
developed from a prematurely born child, who few thought
would survive at all (No. 1, 1992), into a well-built and lively kid
(No. 4/5, 1994), and soon enough became the standard-setter
for new independent Slovene comics, immune (at least in the
beginning) to both politics and social climate, as well as the
tradition of classic picture storytelling. Although comic critics
labelled Stripburger an underground magazine, it did not con-
sider itself a representative of the genre and Crumb’s Zap was as



narisal tudi povsem pornografski strip Vesele pocitnice, v katerem
za razliko od prejs$njega zgodba ne igra nobene vloge, ampak
je popolnoma podrejena risbi, v kateri nam naturalisti¢no pri-
kaze razlicne spolne variante v vseh mogocih in nemogocih
polozajih. Zanimivo in zgovorno pa je dejstvo, da sta oba stripa
v albumski obliki iz3la Sele po avtorjevi smrti, prvi leta 1989 in
drugi 1990, na sam predvecer drzavljanske vojne v Jugoslaviji.

Dale¢ od stripovske frontne linije z Afero JBTZ, Tocno opolnoci,
1991 in Bosanskimi basnimi v prvih bojnih vrstah se je v glo-
bokem podzemlju legendarnega Ka 4 v tezkih porodnih kréih
v drugem letu vojne rodil (ne)zaZelen otrok stripovske scene,
Stripburger', ki se je iz nedonosencka, za katerega so le redki
mislili, da bo sploh prezivel (3t. 1, 1992) razvil v stasitega in Zivah-
nega otrocaja (St. 4/5, 1994) in kaj kmalu postal zastavono3a
novega neodvisnega stripa pri nas, (vsaj v zacetku) imunega
tako na politiko in druzbeno klimo kot tudi na tradicijo klasic-
nega pripovedovanja zgodb v slikah. Ceprav so stripovski kritiki
oznacili Stripburger za underground magazin, pa se sam ni imel
za predstavnika tega zanra in Crumbov Zap mu je bil enako tuj
kot Moebiusov Métal Hurlant, zato pa se je lahko popolnoma
poistovetil z revijo RAW'®, ki sta jo v New Yorku izdajala Art
Spiegelman in Francoise Mouly. RAW je bil ustanovljen kot
protiutez Crumbovemu Zapu, Spiegelmanu se je namrec zdel
po eni strani preve¢ naturalisti¢en, po drugi strani pa prevec
intelektualisti¢en, zato je z RAWom prikazal svoj pogled na
alternativni strip, v katerem ni vec toliko pomembna risarska
izvedba stripa kot ideja sama. Isti koncept so uporabili tudi
uredniki Stripburgerja' in za razliko od politicnega in protire-
Zimskega stripa v Smrekarjevi dobi ter protikomformisticnega
undergrounda v ¢asu Gatnika in Studentske revolucije, ki se je
napajal predvsem iz psihadeli¢nega roka in hipijevske filozofije,
so se Stripburgerjevi avtorji dobesedno posvetili avtorskemu
stripu, saj so bili najbolj zastopana zvrst v magazinu tako ime-
novani osebnoizpovedni stripi, katerega glavni predstavnik v
svetu je bil Spiegelmanov Maus'®. Hkrati je bil Stripburger tudi
valilnica kadrov, saj so malone vsi slovenski avtorji, rojeni po
sedemdesetem letu, zaceli svojo stripovsko pot pri njemu, ne-
kateri so sicer kasneje svojo kariero gradili na bolje placanemu
komercialnemu stripu, vecina pa jih je ostala zvesta svoji prvi
ljubezni, saj niso bili finan¢no odvisni od stripa, ampak so imeli
druge poklice in so se s stripom ukvarjali ljubiteljsko. Zanje je
znatilen zgolj in edino povsem avtorski pristop z ve¢inoma
osebnoizpovedno in avtobiografsko tematiko, v likovhem pogle-
du pa prisegajo na ¢im bolj nekonvencionalno risbo ter ekspe-
rimentalni pristop tako v risbi kot v samih stripovskih izdajah.
Tako je Stripburger poleg mati¢nega lista v tradicionalno maga-
zinski formi produciral tudi celo vrsto posebnih izdaj v obliki
tematskih koledarjev, kompilacij mini knjizic'®, stripov po motivih

foreign to it as Moebius’ Métal Hurlant.”> It could, however,
identify entirely with the magazine RAW'® published in New
York by Art Spiegelman and Francoise Mouly. RAW was estab-
lished as a counterpoise to Crumb's Zap; Spiegelman considered
it on the one hand too naturalistic, but on the other hand too in-
tellectual, which is why he used RAW to present his perspective
on alternative comics, in which the artistic execution is no long-
eras important as the idea itself. Stripburger’s'” editors adopted
the same principle, and unlike political and anti-establishment
comics in Smrekar’s time and the anti-conformist underground
rooted mostly in psychedelic rock and the hippy philosophy in
the time of Gatnik and the student revolution, Stripburger's au-
thors focused fully on authorial comics; the most represented
genre in the magazine were so-called confessional comic strips,
whose chief representative in the world was Spiegelman’s Maus
(Mouse).™® Stripburger was also a cradle of skilled workers, for
nearly all Slovenian authors born after 1970 began their comics
journey at Stripburger. Some did later build their careers on bet-
ter-paid commercial comics, but most remained faithful to their
first love because they were not financially dependent on it, but
had other occupations and worked in comics as amateurs. Char-
acteristic for them is an entirely authorial approach with mostly
confessional and autobiographical themes. In an artistic sense
they swear by a drawing, which is as unconventional as possible,
with an experimental approach in both drawing and the comics
editions themselves. Thus, besides the central bulletin in tradi-
tional magazine form, Stripburger also produced a whole series
of special editions in the form of thematic calendars, compila-
tions of mini booklets, comics based on beehive panel motifs,
city posters, wall graffiti, and of course virtual comics. In Europe,
however, it became most recognizable by its integral thematic
volumes, by means of which it transformed from a passive ob-
server of the domestic and international social situation (which
it was in the beginning) into a critical and insightful protagonist
with a left-wing view of the world and in which it explored a
wide range of social phenomena from sex (XXXburger) to war
(Warburger).® In thematic volumes, just as in regular volumes,
foreign authors — mostly from Europe as well as America, and to
a lesser extent from other continents — collaborated alongside
domestic authors. Thus, Stripburger in fact became an interna-
tional’ magazine of independent authorial comics and as such
a legitimate successor of the legendary RAW. This did not go
unnoticed by spoiled international comics critics; in 2001 at the
Angouléme International Comics Festival Stripburger won the
prestigious Alpha-Art award for best fanzine.

In the very first volume, Jakob Klemencic¢ (1968), one of Strip-
burger's most prolific authors, published his first comic page,
and with eccentric, morbid and degenerate figures indicated
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panjskih kon¢nic, mestnih plakatov, zidnih grafitov in seveda
virtualnih stripov, v Evropi pa je postal najbolj prepoznaven po
integralnih tematskih Stevilkah, s katerimi se je od pasivnega
opazovalca druzbenega stanja doma in po svetu, kakrsen je bil
na zacetku, prelevil v kriticnega in pronicljivega protagonista
z levicarskim pogledom na svet in v katerih je obravnaval cel
spekter druzbenih aktivnosti od seksa (XXXburger) do vojne
(Warburger)®. V tematskih izdajah so, ravno tako kot v rednih,
poleg domacih avtorjev sodelovali tudi tuji, predvsem iz Evrope
kot Amerike, v manjsi meri pa tudi z drugih celin, tako da je
Stripburger postal dejansko internacionalna?® revija neodvisnega
avtorskega stripa in s tem legitimni naslednik legendarnega
RAWa, kar je opazila tudi stripovsko razvajena mednarodna
kritika in mu leta 2001 na angoulemskem festivalu podelila
prestizno nagrado Alph-Art v kategoriji najboljsega fanzina.

Ze v prvi stevilki je svojo prvo stran stripa, s katerim je nakazal
bodoco usmeritev s cudaskimi, morbidnimi in degeneriranimi
figurami, objavil Jakob Klemenci¢ (1968), eden najbolj produk-
tivnih Burgerjevih avtorjev in s Skrivnostjo stare ribogojnice v
dvojni drugo-tretji Stevilki zakolicil svoj ekspresivni ¢rnobeli
slog risanja z mojstrskimi kontrasti, ki je postal njegov zas¢itni
znak in ga tudi kasneje ni veliko spreminjal. Po scenaristi¢ni
plati se od ostalih lo¢i predvsem po trdni strukturi stripovske
zgodbe, kar je pri alternativnih avtorjih prej izjema kot pravilo.
Scenaristicno zelo mocan je tudi Matjaz Bertoncelj (1971),
Stahanov slovenskega stripa, kot ga je duhovito oznacil Max
Modic, namigujo¢ na kvantiteto njegovega dela (do zdaj je
namre¢ izdal Ze deset dokaj obseznih albumov); Bertoncelj v
mausovskem slogu risbo popolnoma podredi tekstu in velja za
najprepricljivejSega pripovedovalca osebnoizpovednih avtobi-
ografskih zgodb, najveckrat omejenih na stran ali dve. V Cetrto-
peti Stevilki je svoj prvi strip Ko zaprem o¢i (1994), ki je bil v
bistvu uvertura v kasnejsi album Antique (1996), objavil tudi
Milo$ Radosavljevi¢ (1968) in z eksperimentalnim graficnim
fotorealizmom postavil temelje takoimenovane zeZljevske 3ole,
ki pa zal ni imela pravih naslednikov. V Stripburgerju je debitiral
tudi Marko Kociper (1968), ki je kmalu nadaljeval kariero v ¢aso-
pisnem in revijalnem tisku in po robustnih zacetniskih stripih v
Miladini prisel do polnega izraza v Poletu z Eroti¢nim almanahom
(2005) in macisti¢nim antropomorfnim Jazbecem (2009). Sicer
pa je imel vsak avtor, ki je objavljal v Stripburgerju, svoj lasten
pristop k stripu, tako je multimedialni umetnik Andrej Stular
(1967) v Lustrih (2000) prikazal iziemno grafiko in oblikovanje
strani, Damjan Sovec (1970) se je posvetil izklju¢no grotesknemu
stripu, Ciril Horjak (1976) se je s stilizirano skiciozno risbo posvetil
fiktivnemu avtobiografskemu stripu (Ride 2004, Mostovi 2007),
Primoz Krasna (1976) pa v ekspresivnem lesoreznem slogu
adaptacijam Cankarjevih ¢rtic, Matej Kocjan (1978) je v svojem

his future path. With Skrivnost stare ribogojnice published in
the double second/third volume he cemented his expressive
black-and-white drawing style with masterful contrasts, which
became his trademark and remained relatively unchanged
over time. On the scriptwriting side of things he differs from
others mostly in the firm structure of his story, which is usually
an exception rather than a rule with alternative authors. Also
very strong with respect to his scriptwriting is Matjaz Bertoncelj
(1971), the Stahanov of Slovene comics as he was wittily dubbed
by Max Modic, who was hinting at the sheer quantity of his
work (so far he has already published ten rather extensive al-
bums); Bertoncelj in the manner of Maus entirely subordinates
the drawing to the text and is considered the most convincing
narrator of confessional, autobiographical tales, most often lim-
ited to one or two pages. Milo$ Radosavljevic (1968) published
his first comic strip Ko zaprem oci in 1994 in the fourth/fifth
issue, which was essentially an overture to the later album
Antique (1996), and with his experimental graphic photorealism
laid the foundations for the so-called ZeZelj school, which sadly
lacked any real successors. Marko Kociper (1968) also made his
debut in Stripburger. He soon continued his career in newspa-
per and magazine print, and following robust first comics in
Mladina reached his full potential in Polet with Eroti¢ni almanah
(Erotic Almanac, 2005) and macho anthropomorphic Jazbec (The
Badger, 2009). Every one of Stripburger’s published authors had
their own individual approach to comics. Multimedia artist
Andrej Stular (1967) demonstrated his outstanding graphics
and page design in Lustri (Chandeliers, 2000); Damjan Sovec
(1970) devoted himself exclusively to grotesque comics; Ciril
Horjak (1976) used stylized sketchy drawing for his fictionally
autobiographical comics (Ride 2004, Mostovi (Bridges) 2007);
and PrimozZ Krasna (1976) employed an expressive woodcut-
based style for his adaptations of Cankar’s sketch stories. Matej
Kocjan (1978) in his most ambitious project used a Kafkaesque
atmosphere and dynamic drawing to offer his perspective on
the student confession Pagatova izpoved (Pagat’s Confession,
2005). Izar Lunacek (1979) adopted the best manner of American
anthropomorphic comics for his extensive philosophical biogra-
phy of a tortoise in Oklepaj (Bracket, 2007). PrimoZ Bertoncelj
(1980) with his stylized comic strip Joker (1995) became a repre-
sentative of comics of the absurd,?? and Gasper Rus (1983) with
a classic comics approach and innovative composition tackled
a biographical adaptation of Vinko Méderndorfer in Omejeni
rok trajanja (Limited Sell By Date, 2008), however with Gugalnica
(Swing) from the same year which addresses the Slovene national
problem of suicide and was written by Ziga Valeti¢, he became
one of the few authors of graphic novels. David Kran¢an (1984)
used an enviable graphic technique to transform Andraz Poli¢'s
haikus Na prvem tiru (On the First Track, 2008) into comic strip

najambicioznejsem projektu skozi kafkovsko atmosfero in dina-
micno risbo podal svoj pogled na Studentovsko Pagatovo izpoved
(2005), Izar Lunacek (1979) pa je v najboljsi maniri ameriskega
antropomorfnega stripa zrisal obsezno filozofsko biografijo
Zelvaka Oklepaja (2007), PrimoZ Bertoncelj (1980) je s svojim
stiliziranim Jokerjem (1995) predstavnik stripa absurda,® ki
je pripeljal strip do — absurda, Gasper Rus (1983) pa se je v
Omejenem roku trajanja (2008) s klasi¢nim stripovskim pristo-
pom in inovativno kompozicijo lotil biografske adaptacije Vinka
Ma&derndorferja, z letosnjo Gugalnico, ki govori o nacionalnem
slovenskem problemu, samomoru in jo je narisal po scenariju
Ziga Valetica, pa se je uvrstil med redke avtorje grafi¢nih roma-
nov, David Krancan (1984) je v zavidljivi grafi¢ni tehniki v strip
prelil haikuje Andraza Poli¢a Na prvem tiru (2008), do¢im se je
Ziga Aljaz (1983) odlo¢il za pionirski pristop k digitalnemu stripu
s svojim interaktivnim Stripgeneratorjem, s katerim si je lahko
vsak, Se tako risarsko neves¢ bralec ustvaril z ze izbranim izborom
likov in drugih elementov popolnoma svoj strip.

Na zacetku novega tisocletja zacnejo v Stripburgerju kontinui-
rano objavljati svoje stripe tudi dekleta. Sicer je ze v osemdesetih

Miniburger, ©Stripburger/Forum Ljubljana

form, while Ziga Aljaz (1983) decided upon a pioneer approach
to digital comics with his interactive Stripgenerator with which
anyone, no matter how lacking in drawing skills, could create
their own comic using a choice selection of characters and other
elements.

At the beginning of the new millennium women started to
regularly publish their comics in Stripburger as well. Helena
Klakocar (1958) had already published distinctly artistic comics
in the eighties in the Zagreb Polet and Mladina from Ljubljana,
to which she in 1999 added the award-winning autobiographi-
cal travel sketchbook Passage en douce, however the trend of
women’s comics®® did not appear until a group of female art
students including Sasa Kerkos, Mina Zabnikar, Andreja Kocjan,
and Kaja Avberiek came onto the scene. Among the most in-
teresting authors is definitely Sasa Kerko$ (1977) who made
her debut in 2001 at the fifth International Festival of Young
Independent Artists Break 21, where she presented the initial
pages of her biographical American urban adventure Harlem
Story, which was published a year later in album format — the
first in Slovenia authored by a woman. Exceptional naturalistic



Strip Bumerang, ©Studio Risar

letih v zagreb3kem Poletu in ljubljanski Mladini izrazito likovne
stripe objavila Helena Klakocar (1958), ki jih je leta 1999 nad-
gradila z nagrajeno avtobiografsko potopisno skicirko Passage
en douce, vendar pa se je trend Zenskega stripa?* pojavil sele
z ekipo likovnih $tudentk Sase Kerko$, Mine Zabnikar, Andreje
Kocjan in Kaje Avbersek. Med najbolj zanimivimi avtoricami je
vsekakor Sasa Kerkos (1977), ki je debitirala leta 2001 na petem
mednarodnem festivalu mladih neodvisnih ustvarjalcev Bre-
ak 21 s predstavitvijo prvih strani stripa biografske ameriske
urbane pustolovicine Harlem story, ki je leto dni kasneje iz3el
tudi v albumu, prvemu izpod Zenskega peresa pri nas. Zgodbo
odlikuje izredna naturalisti¢na dramaturgija, povsem sprosce-
na krokijska risba in nekonvencionalen pristop z eno samo sliko
na vsaki strani brez kakrSnega koli odvecnega teksta. Izrazito
eksperimentalen pristop je imela tudi Mina Zabnikar (1978) s
stripoma Caffe Time (2001) in Ljubezensko pismo Josipa Ostija
(2002) z odli¢no kompozicijo, vizualno privlacno tipografijo, ki
se povsem vkljuci v krhko senzibilno risbo in sijajno dramatur-
gijo. Zabnikarjeva se s stripom sicer ni veliko ve¢ ukvarjala, se je
pa zato toliko bolj Andreja Kocjan (1978), ki je leta 2001 objavila
svoj prvi sanjski strip Svit Drimz v tehniki praskanke in nada-
ljevala s stripi v razli¢nih grafi¢nih slogih, ki jih je leta 2008
zmiksala v sploh drugem Zenskem albumu pri nas, Mikserju.

Slovenski klasiki v stripu, ©Mladina/Forum Ljubljana

dramaturgy, completely relaxed sketch-like drawing, and an
unconventional approach with only one image per page de-
void of superfluous text distinguish the story. A distinctly
experimental approach was shared by Mina Zabnikar (1978).
Her comics Coffee (2001) and Ljubezensko pismo Josipa Ostija
(Josip Osti’s Love Letter, 2002) display excellent composition,
visually attractive typography perfectly integrated into the
brittle sensitive drawing, and brilliant dramaturgy. Zabnikar did
not work much with comics after that, however Andreja Kocjan
(1978) did. In 2001 she published her first dream comic strip
Svit Drimz in scratchboard technique, and continued to produce
comics in various graphic styles which she joined together in
2008 in the second Slovene album by a woman — Mikser (Mixer).
That same year Kaja Avbersek (1983) made her debut in Strip-
burger. With her minimalist drawing she has collaborated on
all experimental projects in recent years: Pozdravi iz Striponije
(Greeting from Cartoonia, 2009), Cu ¢u ¢aki (2010) and the chil-
dren’s Pojoci grad (The Singing Castle, 2010); with her innovative
graphic approach she illustrated the cover of the celebrated
Slovenski klasiki (Slovenian Classics).

Tomaz Lavri¢ conceived Slovenski klasiki as early as 1992 on the
pages of Mladina with his satirical adaptations of Slovenian relics,

Istega leta je v Stripburgerju debitirala Kaja Avbersek (1983)
in s svojo minimalisti¢no risbo sodelovala tudi pri vseh eks-
perimentalnih projektih v zadnjih letih: Pozdravi iz Striponije
(2009), Cu ¢u ¢aki (2010) in otroski Pojoci grad (2010), z inova-
tivnim grafi¢nim pristopom pa je likovno opremila znamenite
Slovenske klasike.

Slednje je Ze leta 1992 na straneh Mladine spocel Tomaz Lavri¢
s satiricnimi adaptacijami slovenskih relikvij, od klasi¢nih ro-
manov do zimzelenih melodij, brez kakrSnegakoli reSpekta do
nacionalno domoljubnih simbolov od goveje juhe do drzavne
himne in jih z nemajhno pomocgjo ostalih petiniestdesetih av-
torjev zakljucil leta 2009 s Spehnato 200 stransko knjigo, ki je
hkrati postala svojevrstna antologija sodobnega stripa in ki jo
je kulturniska srenja sprejela odprtih rok, saj je bila kmalu po
izidu razprodana.

Nenazadnje smo v zadnjih nekaj letih poleg precejSnega 3te-
vila albumov domacih ustvarjalcev dobili tudi temeljna dela
svetovnega stripa v slovenskem prevodu®, pa tudi temeljni
deli s podro¢ja ustvarjanja stripov Kako nastane strip in Kako
razumeti strip (2011) Scotta McClouda, ki sta, kot pove Ze na-
slov, klju¢nega pomena za razumevanje stripa kot samostoj-
ne likovno-literarne umetniske zvrsti. Vsekakor velja omeniti
tudi sijajno protikapitalisticno teoretsko delo Kako brati Jaka
Racmana (2007), v katerem Ariel Dorfman in Armand Matte-
lart brezkompromisno razgaljata rasisticno — imperialisticno
ideologijo v otroskih Disneyjevih stripih. Nekaj let pred Jakom
Racmanom, leta 2004, pa smo na obrobju (kamor strip v institu-
cionalni slovenski kulturi seveda sodi) Ljubljane dobili tudi prvo
specializirano trgovino s stripi Strip.art.nica Buch, na internetu
pa prvi stripovski forum Striparno.com.

Decembra 2006 smo kot alternativo(!) Stripburgerju dobili tudi
komercialno revijo klasi¢nega stripa Strip Bumerang®, ki ga
zgolj z lastnimi sredstvi brez kakr$nekoli drzavne pomoci ali pri-
vatnih dotacij ureja entuziast Vojko Volaviek in je tako edini ¢i-
sto pravi neodvisni strip pri nas, kar je svojevrsten anahronizem,
namre¢, na Zahodu se je underground, ki je dejansko vzniknil
iz kletnih fotokopirnic, ril pod tabuji malomesc¢anske druzbe in
spodkopaval njene zelezobetonske temelje, financiral izklju¢no
iz lastnih virov, pri nas pa je bil enfant terrible slovenske kultu-
re tako v asu Titove Jugoslavije kot samostojne Slovenije bolj
ali manj prisesan na drZavne jasli. Paradoksalno je tudi, da smo
imeli v ¢asu samoupravnega socializma, ki je bil Ze a priori bolj
naklonjen levicarskim, protiklerikalnim, protinacionalisti¢nim
in protifasisticnim temam veliko manj druzbeno kriti¢nih stri-
pov, ki so obravnavali nastete anomalije, kot zdaj v kapitalistic-
nem sistemu.

from classical novels to evergreen melodies, devoid of respect
for national patriotic symbols ranging from beef soup to the
national anthem. He finished the project in 2009 with no small
help from sixty-five other authors; the end result was a bulky
200 page book that became both a singular anthology of mod-
ern comics and was at the same time accepted with open arms
by the cultural community, selling out soon after publication.

Last but not least, over the last few years we have received in
addition to a considerable number of albums by domestic art-
ists Slovenian translations of the seminal works of international
comics,? and also seminal works in the field of comics produc-
tion, Kako nastane strip (Making Comics) and Kako razumeti
strip (Understanding Comics, 2011). These two works by Scott
McCloud are, as their titles suggest, crucial for the understand-
ing of comics as an independent literary-art form. It is certainly
also worth mentioning the brilliant anti-capitalist theoretical
work Kako brati Jaka Racmana (How to Read Donald Duck, 2007),
in which Ariel Dorfman and Armand Mattelart uncompromis-
ingly lay bare the racist-imperialist ideology in Disney’s chil-
dren’s comics. Moreover, a few years before Donald Duck, we
received in 2004 our first specialized comic book shop, Strip.art.
nica Buch, on the outskirts (where comics in the institutional-
ized Slovene culture naturally belong) of Ljubljana, and on the
Internet our first comics forum Striparno.com.

In December 2006 as an alternative(!) to Stripburger, we
also received a commercial magazine of classic comics, Strip
Bumerang,® edited by enthusiast Vojko Volaviek entirely
through the use of his own resources without any form of
state subsidy or private donations. It is therefore the only truly
independent comics magazine in Slovenia, which is a singular
anachronism. In the West, the underground, which sprung up
from basement photocopiers, burrowed its way under the ta-
boos of bourgeois society and undermined its cast-iron founda-
tions, was financed solely through personal means. In Slovenia,
however, the enfant terrible of the Slovene culture in the time of
Tito’s Yugoslavia as well as in the time of independent Slovenia
was more or less still run under government auspices. It is also
paradoxical that in the times of self-regulating socialism, which
was a priori more inclined to left-wing, anticlerical, antination-
alist and antifascist themes, we had far fewer socially critical
comics that dealt with the above-mentioned anomalies than
we do now in the capitalist system.

Everything considered, one might think that Slovenian comics
have never had it better; however, in a time of economic and
financial crisis they have not been spared either. In the printed
media, they are the first in the line of fire and editors have no



Glede na vse nasteto bi morda kdo pomislil, da se stripu v Sloveniji
ni Se nikdar godilo bolje, vendar v ¢asu gospodarske in finan¢ne
krize tudi stripu ni bilo prizaneseno, e veg, v tiskanih medijih je
prvi na udaru in uredniki se mu z lahkoto odpovejo, tako da je
trenutno v Sloveniji zelo malo ¢asopisov in revij, ki bi objavljale
stripe, kar pa je po drugi strani lahko velika priloznost za nov
zagon neodvisnega stripa.

1 Povelikem uspehu Yellow Kida je tudi drugi ¢asopisni mogotec in Pulitzerjev
konkurent Hearst v svojem New York Journalu uvedel stripovsko prilogo, v ka-
teri je zbral najboljSe humoristi¢ne risarje tistega ¢asa: Swinnertona, Opperija,
Dirksa in Outcaulta, ki ga je z vi$jo placo zvabil k sebi. Pulitzer se seveda ni dal
in je Outcaulta zmamil nazaj, nakar ga je Hearst $e enkrat in tokrat dokonéno
kupil za Journal. Pulitzer se je tako odrekel Outcaultu, ne pa tudi Hoganovi
ulici, za katero je imel avtorske pravice, tako da je Yellow Kid hkrati izhajal v
obeh ¢asopisih, a pod razli¢nima naslovoma, kar je postala stalna praksa v ka-
snejsih sodnih sporih. Od tod izvira tudi izraz ,rumeni tisk“ za senzacionalizem
v novinarstvu.

2 5. novembra 1907 je izSel prvi strip v pasicni obliki, Mutt and Jeff Buda
Fisherja, kar je pozneje postala stalna praksa pri dnevnih ¢asopisih. Pasice so
izhajale 3est dni v tednu, nedeljska izdaja pa je stripu posvetila celo stripovsko
stran (navadno Stiri pasice).

3 Hinko Smrekar se je rodil leta 1883 v Ljubljani, kjer je koncal gimnazijo
in se leta 1901 vpisal na Studij prava na fakulteto v Innsbrucku, ki pa ga ni do-
koncal. Na Gasparijevo pobudo se je pridruzil umetniskemu drustvu Vesna na
Dunaju, kjer je spoznal Ivana Cankarja, kateremu je kasneje opremil in narisal
naslovnice za vecino njegovih knjig. Poleg tega se je ukvarjal tudi z knjizno
ilustracijo in ¢asopisno karikaturo. Svoje karikature v eni ali vecih slic¢icah je
pogosto risal prijateljem in znancem, tako da je veliko njegovih originalnih del
izgubljenih. Smrekar je bil velik rodoljub in svobodomislec, ki v ¢asu fasisticne
okupacije (1941 - 1945) ni skrival svojega prepri¢anja, ampak je javno razsta-
vljal protestne karikature in satiricne risbe po nekaterih ljubljanskih izlozbah
in jih tudi osebno Siril med ljudmi. 29. septembra 1942 ga je prijela italijanska
patrulja in pri njemu nasla propagandne letake Osvobodilne fronte. Dva dni
zatem so ga brez sojenja ustrelili v Gramozni jami. Kako zaveden Slovenec je
bil pri¢a tudi anekdota, da so ga bile fasisti¢ne oblasti pripravljene izpustiti na
prostost, ¢e sam zaprosi za pomilostitev, kar pa je Smrekar z gnusom zavrnil.

4 Milko Bambic se je rodil leta 1905 v Trstu, kjer je po kon¢ani osnovni 3oli
obiskoval nemsko realko, kasneje pa se je vpisal tudi v zasebno slikarsko Solo
bratov Rendi¢. Leta 1927 se je skusal vpisati na benesko likovno akademijo,
vendar so ga zaradi politi¢nih razlogov zavrnili (Ze kot dijak je sodeloval z ilu-
stracijami in karikaturami v slovenskem levicarskem tisku v Italiji, bil pa je tudi
simpatizer in podpornik ilegalne protifasisticne organizacije (prve v Evropi!)
TIGR, ki se je borila za prikljucitev Trsta, Istre, Gorice in Reke matici Jugoslaviji.
Po objavi Zamorcka Bu-ci-buja so ga najprej zaprli in potem izgnali v Jugosla-
vijo. Umrl je leta 1991 v rodnem Trstu.

5 Informbiro je kratica za INFORMacijski BIRO, ki je zdruzeval evropske
komunisti¢ne stranke pod vodstvom Sovjetske zveze (1947 — 1955). Spomla-
di leta 1948 je prislo do spora med sovjetsko in jugoslovansko komunisti¢no
partijo. Konflikt se je razsiril na meddrzavne odnose in Jugoslavija se je znasla
na robu vojne s Sovjetsko zvezo in satelitskimi socialisticnimi vzhodnoevrop-
skimi drzavami. Vzrok spora je bil v hegemoniji Sovjetske zveze nad celotnim
socialisticnim blokom, Tito pa je Zelel enakopraven polozaj in lastno pot v so-
cializem. Spor se je dejansko koncal s Stalinovo smrtjo leta 1953, uradno pa
leta 1955, ko se je prisel njegov naslednik Nikita Hrus¢ov v Beograd opraviciti
predsedniku Titu.

6  Eden prvih je bil Miki Muster (rojen 1925 v Ljubljani) in ta je leta 1952 v
Tedenski tribuni zacel objavljati v Disneyjevem stilu narisane dogodivicine pre-
metenega lisjaka Zvitorepca, ki pa je kmalu zasencil svojega vzornika, saj so ga
ljudje brali rajsi kot Disneyjeve junake. Zvitorepec je izhajal od leta 1952 do 1973.

difficulty giving them up. Therefore, there are currently very
few newspapers and magazines in Slovenia that publish com-
ics, which could on the other hand also be a great opportunity
for independent comics to gain new momentum.

1 Following the runaway success of The Yellow Kid, Hearst, newspaper mogul
and Pulitzer’s rival, also introduced a comics supplement into his New York
Journal. In it he gathered the best comic strip artists of the age: Swinnerton,
Opper, Dirks and Outcault; he had lured the latter to his side with a higher sal-
ary. Pulitzer, of course, would not give in and tempted Outcault back, only to
have Hirst once more, and this time once and for all buy him back for the Journal.
Thus Pulitzer relinquished Outcault, but not Hogan’s Alley, for which he held
the copyright. The Yellow Kid was therefore published in both magazines simul-
taneously, but under different titles, which became common practice in later
litigation. From here the term Yellow Press, used to describe sensationalism in
journalism, also stems.

2 On 5 November 1907 the first daily comic strip, Mutt and Jeff by Bud
Fisher, was published. Daily comic strips later became common practice in
daily newspapers. They were published six days a week, and the Sunday edition
dedicated a whole comics page (usually four tiers) to it.

3 Hinko Smrekar was born in 1883 in Ljubljana. After finishing high school
there he started studying law in 1901 at the University of Innsbruck, which he
did not finish, however. At Gaspari's initiative he joined the artistic society Vesna
in Vienna, where he met lvan Cankar. He later designed and drew the major-
ity of Cankar’s book covers. Besides that he also worked as a book illustrator
and newspaper caricaturist. He often drew his one or many-panel caricatures
for friends and acquaintances, therefore a lot of his original works have been
lost. Smrekar was a great patriot and free thinker who did not hide his convic-
tions during the fascist occupation (1941 — 1945), but publicly displayed his
protest caricatures and satirical drawings in some display windows throughout
Ljubljana and also personally distributed them among the people. On 29
September 1942, he was arrested by the Italian patrol who found Liberation
Front propaganda leaflets on his person. Two days later he was shot without
a trial in Gramozna jama. An anecdote that tells of how the fascist authorities
were prepared to let him go, if he were to plead for pardon also bears witness
to what a conscious Slovene he was — Smrekar declined the offer with disgust.

4 Milko Bambi¢ was born in 1905 in Trieste, where he finished primary
school, attended the German Realschule, and later enrolled at a private art
school run by the Rendic¢ brothers. In 1927 he tried to enrol at the Venice
Academy of Fine Arts, but was turned down due to political reasons (as a teen-
ager he was already contributing to the Slovene left-wing print in Italy with
illustrations and caricatures, he was also a sympathizer and supporter of the
illegal anti-fascist organization (the first in Europe!) TIGR, which fought for the
annexation of Trieste, Istria, Gorica and Rijeka to its motherland Yugoslavia.
After the publication of Zamorcek Bu-ci-bu he was first arrested and then
deported to Yugoslavia. He died in 1991 in his native Trieste.

5 Informbiro is an abbreviation for the Information Bureau, which combined

the European communist parties under the leadership of the Soviet Union

(1947 - 1955). In the spring of 1948 conflict arose between the Soviet and Yu-
goslav communist parties. The conflict spread to international relations and

Yugoslavia found itself on the brink of war with the Soviet Union and satellite

eastern European socialist states. The cause of the conflict was the hegemony

of the Soviet Union over the whole of the Eastern Block; Tito demanded equal

footing and our own path into socialism. The conflict actually ended with

Stalin’s death in 1953, but officially in 1955 when his successor Nikita Khrushchev

came to Belgrade to offer his apologies to president Tito.

6  One of the first was Miki Muster (born in 1925 in Ljubljana). In 1952,
Tedenska tribuna began publishing the adventures of his cunning fox Zvitore-
pec drawn in the manner of Disney. Zvitorepec, however, soon overshadowed
its role model, for people preferred reading it to Disney’s heroes. Zvitorepec
ran between 1952 and 1973.

7 Zap Comics je izhajal od leta 1967 do 2004, iz3lo je 15 Stevilk.

8 Leta 1970, samo leto dni po italijanski premieri, je v Jugoslaviji izsla prva Ste-
vilka satiricnega in crnohumornega Alana Forda Grupa TNT Magnusa in Bunkerja
v sijajnem prevodu in adaptaciji Nenada Brixyja ter na mah osvojila bralce od Var-
darja pa do Triglava. Zanimivo je, da strip ni uspel nikjer drugje v Evropi in svetu,
razen v Italiji in Jugoslaviji. V rodni Italiji je bil sicer samo eden od dokaj uspe3nih
stripov in nic¢ ve¢, v Jugoslaviji pa je z neusmiljeno kritiko tako kapitalizma kot
stalinizma dozZivel kultni status in se s svojimi citati, ki so jih znali na pamet tako
mulci pri fuzbalu kot castniki na oroznih vajah (,ako zeli$ pobijediti, ne smijes
izgubiti”) in ki so aktualni Se danes, zapisal v zgodovino jugoslovanskega stripa.

9  Glavnino jugoslovanskega stripa sta tako po kvaliteti kot tudi kvantiteti tvo-
rili srbska in hrvaska produkcija Ze od leta 1935 dalje. Sicer pa jugoslovanska
stripovska scena ni bila mo¢na samo doma, ampak tudi v tujini, tako po $tevilu
stripovskih izdaj kot po kvalitetnih avtorjih smo bili v samem vrhu evropskega
stripa, poleg Francije, Belgije, Italije, Anglije in Spanije.

10 Ivo Standeker se je rodil leta 1961 v Mariboru, umrl pa je kot vojni dopisnik
v Sarajevu leta 1992. Velja za najboljsega stripovskega teoretika v Sloveniji,
njegovi eseji iz rubrike XX. stoletje, ki je izhajala v Mladini od 9. 1. 1987 do 2 .2.
1990, so bili leta 1993 ponatisnjeni v posebni Stevilki Problemov.

11 Po Bosanskih basnih, ki so bile izdane v Franciji, Italiji, Spaniji in na Hrva-
Skem, je Lavri¢ v tujini objavil $e Nove ¢ase (Fr, It, Srbija), Glisto na begu (Fr, It,
Hr), Ekstremne $porte (Sp, Hr), Slepo sonce (Sp), trilogijo Lomm (Fr), trilogijo
Evropa (Fr, Hr, Sp), Dekalog po scenariju Faranka Girouda (Fr, §p, It, Portugalska,
Belgija, Nemcija) in Appoline po scenariju Jeana Davida Marvana (Fr)

12 Zanimivo je, da so desnicarski mediji zaradi napacne interpretacije kovali
protidesnicarski strip v zvezde, podobno kot so klerikalci v Presernovem
¢asu hvalili njegovo protiklerikalno Nebesko procesijo.

13 Leta 1988 je Romeo Strakl (1962) v Mladini objavil strip To¢no opolnodi, v
katerem je nostradamovsko napovedal vojno v Sloveniji, leta 1992 pa je Zoran
Smiljanic objavil strip 1991, ki nam prikaze vojno v Sloveniji skozi o¢i ,zadnjega
okupatorskega vojaka“ kot se je strip prvotno imenoval, ki ga je JLA ob odho-
du ,pozabila” v Sloveniji.

14 Prva Stevilka Stripburgerja je izsla septembra 1991, do konca leta 2012 je
iz8lo 58 Stevilk.

15 Revijo novovalovskega stripa Métal Hurlant so leta 1974 v Parizu ustano-
vili Moebius, Druillet, Dionnet in Farkas, izhajal je do leta 1987. MH je bil eden
najvplivnejsih stripovskih projektov, izpod njegova plaica je izslo polno danes
svetovno znanih striparjev, v Jugoslaviji je po njegovih stopinjah hodila za-
grebska stripovska skupina Novi kvadrat, vplival pa je tudi na Tretjo generacijo
slovenskih striparjev.

16 RAW je izhajal od leta 1980 do 1991, izslo je 11 Stevilk.

17 Uredniski odbor so v zacetku sestavljali Boris Baci¢, Jakob Klemencic in
Katerina Mirovic, kasneje pa so se jim po rotacijskem sistemu pridruzili $e drugi
avtorji v SB.

18 Maus je zacel v nadaljevanjih izhajati v RAWu leta 1980 do 1991, ko je iz3el
v knjizni obliki, naslednje leto je Spiegelman dobil zanj Pulitzerjevo nagrado.

19 Med Stripburgerjevimi avtorji so bile iziemno popularne knjizice majhnega
formata, od A6 do A7, takoimenovane mini comics, ki so vsebovale od 16 do
24 strani. V zacetku so jih avtorji izdajali v samizdatu kot fotokopirane fanzine
povsem domace izdelave (med njimi sta prednacila predvsem Jakob Klemencic¢
in Primoz Krasna), v letih 2000 in 2004 pa sta izsli pri Stripburgerju kompilaciji
desetih minicev razli¢nih avtorjev, izdanih v li¢nih Skatlicah, ki so jih reklamirali
kot Big Stories in Small Format.

20 Poleg XXXburgerja in Warburgerja so iz3le Se tematske $tevilke Handybur-
ger, Madburger, Ekoburger, Workburger in druge, predvsem pa velja omeniti Se
dve Stevilki Stribureka, v katerih je predstavljena relativno nepoznana stripo-
vska scena vzhodnoevropskih drzav.

7 Zap Comics ran between 1967 and 2004, 15 volumes were published.

8 In 1970, only a year after its Italian premiere, the first issue of Alan Ford
and the TNT Group by Magnus and Bunker, brilliantly translated and adapted
by Nenad Brixy, was published in Yugoslavia. It instantaneously won over
readers from Vardar to Triglav. It is interesting that the comic did not succeed
anywhere else in the world apart from Italy and Yugoslavia. Although in native
Italy it was merely one in a line of fairly successful comics and nothing more,
it reached cult status in Yugoslavia with its ruthless criticism of both capital-
ism and Stalinism, and went down in the history of Yugoslav comics with its
quotes, which both kids playing footy and officers during firearms exercises
(‘ako zeli$ pobijediti, ne smijes izgubiti’ - ‘to win you cannot lose’) could recite
by heart and which remain current to this day.

9 Thebulkof Yugoslav comics from as early as 1935 onwards, both in quality
and in quantity, were made up of Serbian and Croatian comics productions.
Otherwise, the Yugoslav comics scene was strong not only at home, but also
abroad; both in number of comics publications as well as in quality, authors
were at the pinnacle of European comics alongside France, Belgium, Italy, Eng-
land, and Spain.

10 Ivo Standeker was born in Maribor in 1961; he died in 1992 working as a

war correspondent in Sarajevo. He is considered to be the best comics theore-
tician in Slovenia, his essays in the column XX Century, which was published in

Mladina between 9. 1. 1987 and 2. 2. 1990, were reprinted in a special issue of
Problemi in 1993.

11 Following Bosanske basni (Bosnian Fables), which were published in
France, Italy, Spain, and Croatia, Lavri¢ also published Novi casi (New Times) in
France, Italy, and Serbia; Glista na begu (Larvae on the Run) in France, Italy, and
Croatia; Ekstremni Sporti (Extreme Sports) in Spain and Croatia; Slepo sonce (The
Blind Sun) in Spain; trilogy Lomm in France; trilogy Evropa (Europe) in France,
Croatia and Spain; Dekalog (Le Décalogue), written by Farank Giroud, in France,
Spain, Italy, Portugal, Belgium and Germany; and Appoline, written by Jean
David Marvano, in France.

12 Itis interesting that right-wing media sung the praises of anti-right-wing
comics due to false interpretation; similarly, clerics in the time of PreSeren
praised his anti-clerical Nebeska procesija (Heavenly Procession).

13 In Mladina in 1988, Romeo Strakl (1962) published the comic strip To¢no
ob polnoci (At Midnight Sharp), in which he in a Nostradamus-like fashion pre-
dicted the war in Slovenia, and in 1992 Zoran Smiljani¢ published the comic
strip 1991 showing the war in Slovenia through the eyes of ‘the last occupying
soldier’ (which was the comic’s initial title), which the Yugoslav People’s Army
‘forgot’ in Slovenia when it left.

14 The first volume of Stripburger was published in September 1991; 58 vol-
umes had been published by the end of 2012.

15 Meétal Hurlant, a New Wave (French: La Nouvelle Vague) comics magazine,
was established in 1974 in Paris by Moebius, Druillet, Dionnet and Farkas; it
ran until 1987. It was one of the most influential comics projects; it took many
comics artists under its wing and brought them world fame. In Yugoslavia Za-
greb’s group of comic book creators Novi kvadrat followed in its footsteps. It
also influenced the Third Generation of Slovenian comics artists.

16 RAW ran between 1980 and 1991; 11 volumes were published.

17 The editorial board consisted of Boris Baci¢, Jakob Klemenc¢i¢ and Katerina
Mirovi¢. They were later joined in rotating order by other Stripburger authors.

18 Maus was published in RAW in instalments between 1980 and 1991, when
it was published in book format. The following year Spiegelman received a
Pulitzer Prize for the work.

19 Extremely popular among Stripburger's authors were small-format book-
lets, from A6-size to A7-size, so-called mini-comics which contained 16 to
24 pages. In the beginning, authors published them in samizdat as entirely
home-made photocopied fanzines (among them Jakob Klemenci¢ and Primoz
Krasna led the way). In 2000 and 2004, however, Stripburger published two



21 Vse tematske izdaje so v angleskem jeziku, ravno tako so stripi v maticnem
Stripburgerju objavljeni v slovens¢ini, srbohrvascini in anglescini.

22 Za zacetnika stripa absurda v Sloveniji velja vsestranski likovni umetnik
Bori Zupancic (1949), sicer virtuozni risar, kar je razvidno Ze iz njegovega prve-
ga stripa za Nedeljski dnevnik, klavstrofobi¢no misjo Storijo Tam veste kjer ste
(1975), v kateri se zduhovitimi dialogi, ki jih pripelje do absurda, in sijajno kom-
pozicijo norcuje poleg ostalega Se iz stripa samega.

23 Zazacetnico Zenskega stripa v Sloveniji velja slikarka in ilustratorka Melita

Vovk (1928). V Solskem letu 1973/74 je v Cicibanu objavila serijo napol eduka-
tivnih stripov O ljubezni, v katerih govori o najstniskih problemih takratne mla-
dine. Z netipi¢no kompozicijo, ki ne priznava zakonitosti kvadrata in skiciozno,
na pogled nedodelano risbo, je prva slovenska striparka zakolicila stil, ki so ga

uporabljale avtorice pri SB Sele ¢ez trideset let.

24 Omeniti velja vsaj s pulitzerjem nagrajen strip o holokavstu, Mausa Arta
Spiegelmana, pretresljiva dokumentarna stripa o vojni v Bosni GoraZde in
Posrednik Joa Sacca, avtobiografijo iranske gastarbajterke v Franciji Perzepolis
Marjane Satrapi, poeti¢no ljubezensko zgodbo Odeje Craiga Thompsona,
epilepti¢no biografsko trilogijo Na boZjastni poti Davida B., najstnisko upor-
niski Svet duhov Daniela Clowesa, biografijo Kafke izpod peresa legendarnega
Roberta Crumba, stigmaticne Stigme Lorenza Mattottija in svojevrstno adap-
tacijo Flaubertove klasike Gemmo Bovery angleske ilustratorke Possy Simmon-
ds, protirasisti¢ni mladinski roman v stripu Moje vzporedno Zivljenje Johana
Unengeja, jugoslovanski vojni potopis Bosanski sploscenec Maxa Anderssona
in Larsa Sjunnessona ter lani $e kultno protivojno Vojno v jarkih Jacquesa Tardija.

25 Strip Bumerang je revija klasicnega avanturisticnega stripa po vzoru no-
vosadske Stripoteke. Objavlja predvsem francoske albumske stripe razli¢nih
zanrov, obcasno pa izdaja tudi tematske Stevilke slovenskih avtorjev. Od leta
2006 do konca leta 2012 je iz$lo 60 Stevilk.

Sources / Viriin literatura

France Zupan (1969) Masovna kultura - strip, Problemi 73/74, Ljubljana
Ivo Standeker (1993) XX. stoletje, Problemi/ Eseji §t. 2, Ljubljana

Irena Cerénik (1996) Od Tisiglavce do Stripburgerja, Slovenski strip, GSU, Celje
Max Modic (1996) Po vseh teh letih Se vedno sam, Slovenski strip, GSU, Celje
Spela Standeker (2006) Sodobni slovenski strip, Strip in animirani film, GSU, Celje
Jakob Klemencic (2006) Knjige Ze, literature pa ne, Strip in animirani film, GSU, Celje
Iztok Sitar (2007) Zgodovina slovenskega stripa 1927 — 2007, UMco, Ljubljana

Damir Globoc¢nik (2009) Zacetki slovenskega stripa, Forum $t. 5/6, Ljubljana

compilations of ten mini-comics by various authors. They were issued in neat
little boxes and advertised as Big Stories in Small Format.

20 Besides XXXburger and Warburger, thematic volumes of Handyburger,
Madburger, Ekoburger, Workburger, and others were published. Also worth
mentioning are in particular two volumes of Stripburek, which showcase the
relatively unknown eastern European comics scene.

21 All thematic editions are in English. Comics in the main Stripburger are
also published in Slovenian, Serbo-Croatian and English.

22 All-round artist Bori Zupancic (1949) is considered to be the pioneer of
comics of the absurd in Slovenia. His virtuosity was evident as early as in his
first comic strip, Tam veste kjer ste (1975), a claustrophobic story with mice as
protagonists published in Nedeljski dnevnik, in which he uses witty dialogues,
streched to the absurd, and brilliant composition to make fun of, alongside
other things, comics themselves.

23 Painter and illustrator Melita Vovk (1928) is considered to be the pioneer
of women'’s comics in Slovenia. In Ciciban, in the school year 1973/74, she pub-
lished a series of semi-educational comics entitled O ljubezni (About Love), in
which she talks about the problems of teenagers at the time. With unusual
composition that renounces the law of the square and a sketchy, at first sight
unfinished drawing style, the first Slovene female comics artist cemented a
style that Stripburger's female authors would employ 30 years later.

24 It is worth mentioning at least the Pulitzer Prize winning graphic novel

about the Holocaust, Art Spiegelman’s Maus; the shocking documentary com-
ics about the war in Bosnia, Joe Sacco's GoraZde and Posrednik (The Fixer); the

autobiography of Iranian Gastarbeiterin in France, Perzepolis (Persepolis) by

Marjana Satrapi; the poetic love story Odeje (Blankets) by Craig Thompson; epi-
leptic biographical trilogy Na boZjastni poti (Epileptic) by David B.; the teenage

rebellious Svet duhov (Ghost World) by Daniel Clowes; the biography of Kafka

penned by the legendary Robert Crumb; the stigmatic Stigma (Stigmata) by

Lorenzo Mattotti; the singular adaptation of Flaubert's classic, Gemma Bovery
by English illustrator Possy Simmonds; the anti-rasist youth novel in comics

form Moje vzporedno Zivljenje (My Spare Life) by Johan Unenge; Yugoslav war
travelogue Bosanski sploscenec (Bosnian Flat Dog) by Max Andersson and Lars

Sjunnesson; and last year's still cult anti-war Vojna v jarkih (War of the Trenches)

by Jacques Tardi.

25 Strip Bumerang is a magazine of classic adventure comics following the
model of Stripoteka from Novi Sad. It publishes mostly French comics albums
of various genres, and occasionally also thematic issues of Slovene authors. 60
issues have been published between 2006 and the end of 2012.
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Alternative Comics in Serbia through
the History of its DIY Media

Aleksandra Sekuli¢

The culture of enthusiasm and radical amateurism represent
essential conceptual tools for understanding the specific inde-
pendent, authorial, alternative comic-strips production in Serbia
over the last 30 years. This production is nowadays encounter-
ing new possibilities of archiving and thus being accessible
through different interfaces, which also presents a challenge
of being thus involved in the official memory of institutional
culture. In the socialist Yugoslavia, fanzine — as a medium of
‘graphic language of resistance’ (Triggs, 2009:69) — was the
product of a specific cultural movement opposing the official
aestheticization and professionalization. It resulted in particu-
larly widespread practices which can be adequately termed as
radical amateurism. Radical amateurism could be interpreted
precisely as a counter-position to the presupposed profes-
sionalism of then dominant cultural elites. According to Aldo
Milohni¢ - who percieves those amateur practices as a con-
stituent part of the neo-avant-garde art practices of the late
1960s and the early 1970s, as well as the alternative culture of
the 1980s in the former Yugoslavia - radical amateurism was
‘aesthetically unburdened by the media and materials used in
their work’, but nevertheless ‘participating in a spontaneous
ideology of immediate radical intervention in cultural, social
and political spheres of Yugoslav society’ (Milohni¢ 2012:6).
As a continuation of those immediate radical interventions,
comic-strip fanzines in the past two decades in Serbia could be
seen as the indicators of historical and political transformations
within the paradigm of alternative culture.

The Continuities

Enthusiasm, as the main driving force of amateur cultural pro-
duction, was embedded within the institutional framework of
socialist Yugoslavia that was designed to provide for everyone’s
artistic creativity in their leisure time. Although amateur prac-
tices and organizations were constituted as a part of the official
cultural policy of democratization, we can differentiate from its
framework the rise of radical amateurism since the 1960s. This
can be used as an umbrella term for the opposition to the pre-
supposed professionalism of the cultural elites and as a part of
the neo-avant-garde art practices of the 1960s and 1970s, as
well as the alternative culture of the 1980s. Within the wider
notion of culture of enthusiasm — immanent to the cultural
projects of socialist countries in the process of democratization
of culture — radical amateurism as a practice sheds light on
the ongoing process of distancing from the proclaimed public
policy of democratization. The adjective radical denotes here
the conscious choice of taking the position of amateur as op-
posed to the tendency of elitism in the socialist art and culture.
Although the practices of radical amateurism, nevertheless, can
be understood as a process of developing the parallel and in-
creasingly autonomous infrastructure, until 1990s they were
still using some of the remaining public infrastructure of the
existing youth culture institutions. The movement of cinema
clubs, unburdened by the academic or official rules of art pro-
duction, represents an example of self-organized production
which was open for different kinds of experimentation. The
concept of state policy of cultural democratization through a
wide range of measures — among which was an important pro-
duction of youth media, established and run by youth organi-
zations and student alliances - transformed over the decades
into a complete ignorance of the actual youth culture, overtly
neglected by the official culture and education. Initially, youth
magazines and student press provided the space for young
comic-strip artists, and it was only after their progressive disap-
pearance that fanzines became the dominant form of alternative
cultural production.

The liberalization of the youth magazines followed after the
wave of 1968 student protests, enabling thus the formation of
a new generation of authors. The first exhibition of alternative
comics was held at Belgrade’s Students Cultural Centre - an
institution established as a result of those protests — in 1975.
According to Slobodan Ivkov, one of the participants at the time,
Studio for New Comics (Studio za novi strip) was established
then, and lasted until 1980. During this period Studio organized
various events, and was also publishing Zeleni Zamorac, taken
to be the first known fanzine. The fanzines were printed and
distributed by very rudimentary means using various copying
techniques. Making fanzines with Gestddtner and photocopy

(Xerox machine) remained the primary forms of fanzine pro-
duction during the 1980s and the 1990s. The culture of fanzines
— just like that of rebellious youth and students press from the
1960s — was continued and developed along the new music
trends (punk, new wave), multiplied and disseminated within
the framework of the unofficial cultural production, exerting
thus a relatively large and lasting influence. One of its outcomes
is the comic-strip fanzine, a form that enabled rapid develop-
ment of an entire generation of comic-strip authors in Serbia
during the 1990s, intensifying in vernacular production in the
contemporary conditions of digital capillarization of alternative
culture practices.

Fanzine

‘When | started to make comics, | already had an experience of
fanzine making as a teenager in the years 1979/1980. It was a
self-made production of photocopied magazines, still a novelty
at the time, and a part of the new wave iconography. Anyway,
this self-published fanzines opened a way to start collabora-
tion with the national rock music magazine called DZuboks,
and also with several other magazines published by the social-
ist State in order to promote the creative effort of the youth.
Aleksandar Zograf, 2011 (pers. comm.)

Fanzine production has not been systematically collected and
preserved in any of the existing cultural institutions, so their
categorization classification has been articulated by the comic
strip community itself. The general term comic-strip fanzines in
this case includes magazines made in the manner of produc-
tion and distribution of fanzines (Striper, Mutanat, Tit bit and
others); self-made graphic magazines in the fanzine form pub-
lished under emerging labels (Momci, Phantom works, Morcina,
Feathered Friends); comic fanzines by authors and collectives
directly stemming from punk fanzine culture (Krpelj, Debilana,
Titov zabavnik or Zadrugar); products of workshops and col-
lective works (Kuhinja, Covek iz bunara and so on); and, finally,
experimental forms which are the result of the process of cross-
fertilization in the field of the new media (which can be found
at the Studiostrip platform, e.q. Gorski vijenac, Bolji Zivot, Bizar,
Tvrdi strip, Hororretard, Intimna Masina etc).

The D.LY. (DoltYourself) concept of alternative culture’s un-
official economy, most clearly visible in the fanzine culture, has
made the strongest impact after its appearance in Yugoslavia
during the 1980s as a characteristic of punk — the music and
social movement. DIY emancipated the comic-strip production
from the mayhem of the official publishing in the 1990s and
enabled comics fanzine to become a medium that is opening a
new public space for new authors and audience. The rare comic-
strip magazines that featured alternative comics or those that

implied higher production and editorial policy standards have
also become visible in the context and framework of an alterna-
tive culture, underground, and consequently, in terms of their
range and role in the development of the entire scene, can in
most cases be considered as fanzines. The term alternative
comics is, by itself, a result of the efforts in the beginning of 1990s
to describe the difference and the specificity of a production
deeply intertwined with alternative music and alternative cul-
ture as a more general term used in the US. After the breakup of
Yugoslavia, civil wars, the economic and cultural sanctions and
isolation, the alternative culture has increasingly defined itself
as an alternative in the framework of a culture dominated by
the nationalist model, in an autistic and closed media system,
and has therefore developed parallel structures of production
and dissemination, open, but yet limited in their range. The al-
ternative comic-strip scene managed to create its own audience
and the new generation of authors through initiatives based on
enthusiasm, supported, strengthened, and developed within
the collaborative events of alternative culture. During the 1990s,
this comicstrip scene developed performative aspects of its
activities, through public workshops, exhibitions with music, film
and video content, as well as the promotions of magazines. After
2000, the new uplift was produced by more intensive communi-
cation and increased mobility, articulation of Internet initiatives
and portals, and easier organization of international events.

Printed and performative comic-strips: editions and events

The type of magazine production which has enabled produc-
tion and public context for alternative comics builds upon the
rich and interesting tradition of comics’ presence in the mass
and especially printed media, popular and youth culture in the
former Yugoslavia. In conceptualizing the fanzine culture as a
practice of alternative culture in general terms, we must take
into account the fact that comics were available and distrib-
uted through the official culture: children and youth magazines
in schools, newsstands, book fairs. The fanzine culture was
performed through the alternative culture and that practice
lead to empowerment of the initiatives which haven't relied
on the infrastructure of production and distribution of the of-
ficial culture. We can surely note the decentralized production,
through the emerging local initiatives and development of the
local scenes, the communities gathered around collaborative
production and various events. The variety of schools, specific
interconnections among local musical, video, literary and other
communities with the comic-strip communities and authors
contributed to the unpredictable, erratic and varied scene of
alternative comic-strip production especially in 1990s.

The magazines such as Patagonija from VirSac or Lavirint from
Cacak, as well as a handful of other print media, hage enabled



alternative comics to become included in the general overview
of all current comics production outside the usual fanzine edi-
tions, making the alternative visible and accessible to wider
comics public. The Striper magazine, based in Belgrade, with its
production and distribution strategy that evidently exceeded
the fanzine level, also became a channel for its international
promotion, primarily through cooperation with the Stripburger
magazine, and subsequently through a network of internation-
al magazines and festivals. Velocity and unboundedness of In-
ternet distribution as the key factor for international visibility of
this production has been amply served its purpose in the case
of Aleksandar Zograf, whose work has been printed and distrib-
uted worldwide at the time when Yugoslavia was undergoing
the worst period of international isolation, wars and crises.

Comic-strip festivals have provided an opportunity for the
scene to be developed and they have facilitated production
through various workshops and editions. One of the best ex-
amples is the GRRR! Festival in Pancevo, founded upon the ini-
tiative of and organized by Sasa Rakezi¢ alias Aleksandar Zograf.
This author helped to launch the local scene in the 1990s and
by organizing this festival in the 2000s, brought together a
large number of authors, collectives, publishers and initiatives
from Serbia, the region and around the world. The workshop
Kuhinja (The Kitchen) and other activities instigated the local
scene to make joint appearances (Stevan Markus, Zontag, Mr.
Spiral & Lulu, Letac, Vuk Palibrk, Napred u proslost group and
others). The GRRR! International Authorial Comics Festival was
held for the first time in 2002 in the cultural center Pancevo.
It has introduced the concept of a festival-city, traveling pro-
grams and exhibitions throughout cultural institutions’ venues,
but also pastry shops, shop windows, marginal city venues, city
radio etc. The comic-strips were an essential component of the
local cultural policy adopted as such already in 1992 by cultural
institutions. There is also a significant continual work on devel-
opment of historiography of comics in Serbia, in cooperation
with comics historian Zdravko Zupan. The GRRR! continues to
exist through events and discussion programs within Elektrika
Gallery in Pancevo, in lively cooperation with Pancevo initia-
tives Klopka za pionira and Ceger Fanzine, numerous local and
regional groups and Turbo Comix organization, and is probably
the most active center of continual public presentation, promo-
tion and exposition of alternative comics in Serbia today.

One of the key events in Belgrade - the XER Festival which
was organized in 1998 by Striper magazine and Radovan
Popovic¢ - established a model of flexible festival of the comics
and all kindred activities and (re)connected an initial network
of cooperation in the region of former Yugoslavia. This was as
a reaction to slightest possibility for regional gathering in the
conditions of dominant discouragement of such endeavors. Its

intervention was recognized as an intrusion into dominant
politics of ignoring the regional, ex-Yugoslav context, which left
a huge gap in official culture and education. Gathering authors
from ex-Yugoslav region and establishing a point of visibility
for the connections which were functioning — more or less all
the time, even during the wars — through the fanzine networks,
comics communities and alternative culture continuities, this
manifestation revealed a potential for re-constituting the
common context of alternative culture. The festival catalogue,
the XER Files, brings articles reporting from Slovenia, Croatia,
Bosnia and Herzegovina, Macedonia, Serbia, as well as present-
ing products of workshops and documents from exhibitions
that have been held at the festival.

‘Despite the war propaganda, blockade, non-functioning
of postal and traffic relations, contacts have not been com-
pletely cut off. Probably the most intensive contacts have
been maintained by people engaged in alternative culture.
The desire is to rebuild and strengthen existing bridges ...
(Zivanovic and Popovic 1999-4)

This regional project anticipated the intensification of the
joint production in the region of former Yugoslavia, due to
the deterritorialization of the scene, numerous communities
interconnected and flowing across the official borders.

The promotions of Striper magazine, conception and dis-
tribution of which has its origins in fanzine tradition, have
enabled the scene in Belgrade to be established as a dynamic
field of new expression and experiment, making way for new
authors (such as Danijel Savovi¢, Sasa Mihajlovi¢, Milan Pavlovi¢
Mr. Stocca, Nikola Vitkovi¢ and Momci group, Neda Doki¢, lvan
Grubanov, Maja Veselinovi¢, Lazar Bodroza, Seljak, Burek and
many other younger authors). The Cyber-Rex Platform has pro-
vided digital infrastructure for development of new interfaces
and comics formats inspiring thus some long-term projects
and cooperation between the demo scene and the comics. The
scene has certainly been given a boost with its participation in
the Low-Fi Video movement, established in 1997 as an inde-
pendent organization (Milos Kukuri¢, Igor Basorovi¢, Aleksandar
Gubas). The aim was to produce programs that would screen
video and film works accumulated by open call, promoting thus
the idea of video as an accessible technology for democratization
of art and rejuvenation of tenets of Yugoslav film amateurism.
The Low-Fi Video has swiftly evolved into a movement gather-
ing together hundreds of participants and became included in
the microcinema movement.

One of the main manifestations of this movement was Yugo-
slav Cheap Film Festival, in Subotica, where the rich local tradition
of fanzines (Entropija) and alternative culture made a welcoming
basis for growth of the new community, drawing from the overall

osmosis among media and disciplines. Probably best illustrated
by the work of Damir Rijowitch and Damir Smit, whose parallel
and intertwined opuses within both Low-Fi Video movement
and the comics scene are probably the best example, but also
a number of other comics authors coming from Subotica (Damir
Pavi¢ Septik, Miroslav Lazendi¢, Leo fon Punkerstein etc), and
through this manifestation the whole range of new local scenes
gained visibility and a place in the community. The festival dis-
played this cross-connecting and collective work as workshops,
performances, exhibitions of comics.

The usual workshop mentor at those events was Danilo
Milosev Wostok, who has managed to initiate workshop and
exhibition events on the local scene of his hometown of Vrsac.
Since the first exhibition of comics in Vrac in 1992, the comics
scene has swiftly developed and been recognized locally in only
in a couple of years. Wostok and Grabowski gathered a group
around the Krpelj fanzine production (Grabowski, Zlikovac,
Lola and others), who have produced an impressive number of
fanzines and developed activities nearing an audio-visual per-
formance, continuing therefore to (re)animate the audience’s
making use of social networks. It was this author who was the
first to explore and test the possibilities of new interfaces for
fanzine activism and alternative comics, the so-called facebook
librarianship, thereby establishing new lines of communication
between older and topical production and drawing unexpect-
edly large audience. In a public discussion at Novo Doba Festival
2010 in Belgrade, he explained how using Facebook tools to
connect various content and communicate it to new audience,
so uploading, displaying, arranging and sharing fanzines which
had just a symbolic print run (couple of copies at the time) can
be a practice of further empowerment of self-organized pub-
lishing and struggle against institutional and market restrictions
in production, increasing quality of communication with the
audience and self-organized cultural memory model.

The establishment of the Studiostrip web portal in 2001
marks the move to a new form of independent electronic
publishing, which has stemmed from the overall activity of
the Kosmoplovci collective and exponentially accelerated both
production and distribution, continuing the activity of Striper
magazine in the new circumstances. Parallel to the electronic
emancipation of the publishing of alternative comics as public
good, there were magazines which created and maintained
basic audience through the conventional publishing infrastruc-
ture. The Graficka zavera magazine, editions of SKC (Students
Cultural Centre) Belgrade and SKC (Students Cultural Centre)
Novi Sad provided in the 2000s occasional or regular insights
into topical productions. The journal for literature and culture Re¢
was among the first in the 1990s to open a space for affirmation
of alternative authorial comics and has enabled permeation (?!)

of new literary production in Serbia with experiments which
alternative comics were conducting in narrative and visual
modes. The cooperation of journal editor Dejan Ili¢ with alter-
native comics scene has reached its peak in an edition which
represents joint production of publishing house Fabrika knjiga
and Studiostrip, and in which authors are given a rare opportu-
nity to publish comic books (Aleksandar Opaci¢, Lazar Bodroza,
Radovan Popovi¢ and others), as well as that opportunity was
given later in Symposion magazine in Subotica. However, the
dominant alternative comics media — the fanzine - has con-
tinued to blossom in previous years and to experiment with
new interfaces — digital distribution.

The work of the Kosmoplovci group from Belgrade since
their inception in 2001 has indicated vast and varied possi-
bilities for symbiosis among the computer demo scene, music,
video and comics production within the framework of an Inter-
net platform, for intensive cooperation with the international
scene and regional authors, also for organizing joint events, the
example of which is N.O.M.A.D. - Electronic Art Festival. One of
the most important activities of Studiostrip section, the work
of which can fully be seen on the Kosmoplovci platform, is re-
gional cooperation, especially with the group Komikaze from
Zagreb, which encompasses numerous tours, workshops and
exhibitions. The intertwining scenes in Belgrade and Zagreb
introduced several joint interfaces, and this symbiosis has been
intensified in the last couple of years with the appearance of
Turbo Comix organization, which in Belgrade in 2009 launched
the New Era - Festival of Non-Aligned Comics (Novo Doba
Festival), continuing regional and international cooperation
facing new demands. After comics exhibitions and workshops
she organized in cooperation with the French Cultural Center in
Belgrade and the Elektrika Gallery in Pancevo, Johanna Marcade
established in Belgrade, together with Bruno Toli¢, the Turbo
Comix organization. One of the first editions of this production
was the book issued in 2009 Stripovi/Stripovi — Contemporary
Comics in Croatia and Serbia. These two scenes, by now in-
tricately connected, are also associated with Lisa Mangum,
comics historian, and Katie Wozniacki, the author. The New Era
Festival was created in close cooperation among Turbo Comix
(organizers), Studiostrip and Metaklinika with Komikaze group
from Zagreb as well as initiatives from Belgrade, Pancevo and
Subotica, namely Klopka za pionira, Studiostrip, Metaklinika,
Ceger Fanzine and the young generation of activists such as
Bojana Petkovi¢, Vuk and Vladimir Palibrk and others. One of the
numerous reasons for this designation is an allusion to increas-
ingly obvious internationalization of alternative comics in Serbia,
starting from regional cohesion to increasing number of authors
and theoreticians from other countries who are becoming its
actors and historians.



After 2000, comics workshops have occasionally been recognized
and supported through local cultural policies as an interesting
way of communicating with youth. This form of open public
happening acquired its shape already in the 1990s at festivals
such as Yugoslav Cheap Film Festival (JFJF) and was subse-
quently developed by Serbian Electrical Film Festival (SFEF),
N.O.M.A.D. and others. In the process of work on its own produc-
tion, Kosmoplovci collective promotes workshop work, both
collective and team work, thus resembling/evoking comics
collectives and labels (like Syndicate Bill McLurre) who have
authored science fiction comics and been included in Yugoslav
youth magazines. In addition to workshop activities enabling
new generation and the youngest authors to meet the inter-
national scene, Turbo Comix group has launched an interesting
form of performative distribution, implying a tour of various
towns in Serbia and the region, staging a series of events as-
sembling large audience and many authors in the live, public
process of producing screen prints, multiplying of various comics
forms, workshops and exhibitions.

Alternative

At the time of resuscitating samizdat and fanzine culture created
by punk, the idea that one’s own expression of rebelliousness
is possible and accessible to everyone has remained the basis
of subsequent history of what can be termed alternative com-
ics. By demonstrating such an open structure, experiment and
critical attitude, alternative comics deserved their status of an
alternative mostly owing to the new social circumstances and
their position within the cultural and social system, rather than
owing to their formal or stylistic prerogatives as they pertain
to official art disciplines. After 2000 subversiveness of alternative
comics has been affirmed largely through their continuous
struggle for availability of culture as public good, and their flex-
ibility, incontestable in exploring new possibilities and interfaces
in integrated media systems. Evoking the specific modes of
production of public good, this practice can claim continuity
with the radical interventions by which the culture they stem
from is best remembered by.

This overview is drawing on the initial research undertaken as the
beginning of a thoroughgoing historiographic work, that was
supported by the National Library of Serbia in 2010, presented at
the conference Independent Comics Worldwide at the University
of Liege in November 2011.
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PaposaH Monosuh

Meceunma, faHUMa, MUHYTMMA CE€ MYUYMM Ca OBUM TEKCTOM,
3aMONIMO CaM ApYroBe fia Me He 30BY, UCKYLUeHY CaM pag, a
bebpyap oBe roanHe Huje NpecTynaH. JefaH AaH, TamaH KONMKo
MU Gpanu Aa 3aBpLUUM OBaj TeKCT. MoxJa Mano BuLLe, roanHa
UK jow Koja AeueHuja. Moxga ga caMo yK/byuyum ayTtomar-
CKOT MnoTa U ceyem/nenum OHO LUTO Ce Of MeHe ouekyje.
Mpolwna je yeTBpTUHA BeKa roanHa of AeBefeceTux, cyrec-
TVBHOM ayTOCYreCTijoM y3 NOMoh KOHTpON1CaHe ayToLeH3ype
NOKYLLaBaMm Aia ce CeTuM, y CTBapy, TpaHCMOPTYjeM y AieBeaeceTe.
Hema waHce.

CBako MMa CBOjy Mpuyy O AeBefeceTM, OBO je CUrypHO
HajobjeKTMBHUja U3 Moje NepcrneKkTUBe, C 063MpPoM aa je ja nu-
LueM, LleHTap KOHLeHTpaLmje, MeTafloroBop n3mehy BpemeHa 1
NpoCTopa, Ta rpaHnLa, Tauka NyLUAHOCTY, HU TauKa, HULLTA, TO.
KakodoHuja nprya 13 peBegeceTux Koja je noyena ymm cy no-
yene fieBefieceTe, Yak 1 npe, npetehin ca cTaanoHa U MaCOBHUX
OKyMNJbatba HaLMoHan-coumjanncTa, kaga cy sgomahu dbuamosm
W pujanumu woyosu 3aMeHUNN No3uumje, Kag je KpCT TeLKOM
MYKOM 3aMeHMO NeTOKpaKy, HajaBmbyjyhn noBpaTak HuKapa-
WHer Mmopana, kaga cy ce ceharbe 1 CBeCT cpenu y uctu nyn
BEPOBatba, CyjeBepOBatba Y Nax, Kafja cy nobernu cBu Koju je
Tpebano Aa ocTaHy U OHW KOju Cy MOFNK, 1 06paTHo, jep Cy 1
jeaHu n apyru yBuzienu ofHoC CHara 1 peanHu Ucxop cykoba
OHWX Koju Bepyjy y nobeay, cneny nobeny y cnenom cykoby, u
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illogical chronology of nineties in comic,
comix in nineties

Radovan Popovi¢

I have been struggling with this text for months, days, minutes,
| have asked all my friends not to call me, | am easily tempted,
and this year February does not have 29 days. One day, exactly
what I am lacking to finishing this text. Maybe a little bit more, a
year, or a few decades. Maybe | should just go on autopilot and
cut/paste what is expected of me. A quarter of a century has
passed since the nineties, | am trying to remember, or better
said, transport myself to the nineties using suggestive autosug-
gestion and controlled self-censorship. But no dice.

Everyone has their own story from the nineties. From my per-
spective this is certainly the most objective, considering that
| am writing it, the center of concentration, meta-agreement
between time and space, that limit, the lucid point, not even a
point, nothing, it.

The cacophonic stories from the nineties, that started with these
years, and even before, threatening from the stadiums and
mass gatherings of national-socialists, when domestic movies
and reality shows switched identities, when the cross took the
place of the five pointed star with much struggle, announcing
the return of morals which never before existed, when memories
and consciousness met in the same loop of belief, superstitions,
believing in lies, when all those that left should have stayed
and all those that stayed should have left, because both sides

OHWX KOju He Bepyjy Y CyKob, Tako ia HeMajy LaHcy 3a nobeay
Koja je 13 HMXOBE NepcreKTrBe noHako MpoBa, kaga cy ce ca
Heba CnycTunM MUNOCPAHN aHhenu 1 13 orwa ycnenm yooru
[eMOHM, fla ce CPeTHY Ha jeHOj XOPU3OHTaNHOj PACKPCHULM
nyTeBa, BEPTUKaNHO, Ha 6paosnTom bankaHy, 3emmb1 necHuKa
UKW paTHUKa/HULWTa n3melyy/, nonyocTpBy rae je nonybayk no-
NYOKPY»KMO MOyeBpONy U pacTypuo cacTaBHe fenose aToma
Ha 6eckoHauyHO Manu 6poj 6eckoHauHor Hevera, 6aBUTK Ce CTpU-
MOM, ayTOPCKNM, JINYHUM, OBAE je 61no cTeap A06POTr, NNYHOT,
CaMOYKor BaCnuTaka 1 Bepe y neriie cyTpa.

3ancTa, Kako He OUTW LMHMYAH 1 BP/O IAaKO C€ MPOHMYHO
0AMaKHY TV ot GJIOCKyNa TUMa — 0p2aHU308aHO basberbe cmpu-
nom, eKOHOMCKO coyujanHe nojage, jako usdagawmeo, 0o6po
mpxuwime, 8pXyHCKU hpoghecuoHanu3am, ... 20e y MexnyaHosom
CMUCITY ..., HAOAXHYMu amamepu npase npozpec ... 6U3HUC je
npenywmeH npogecuoHanyumd, 0akne cmpydyrbayumd, me-
Hauepuma, ... c8e cy mo nocmynamu 6u3Huca y uHoycmpuju
3a6age ... /N jeHOCTaBHO He NONYAETH, aKo Mo TUM Noj-
pa3ymeBaMO jaBHO emMUTOBabe U 0bjaBSblBatbe HECBECHOT,
WTO 6V Buna HajTauHmja aedpuHMLUMja OHOra YMme CMO Ce MU
6aBuny 1 LWUTa CMO pagunmn y pasmaumma nsmehy pefosa, a wto
je jenHa op peduHuymja nyauna, aa umtupam Wostoka, upHor
nany gomaher aHaeprpayHaa.

Par, Kpu3a, HecTalmLa, HAOPYKaHW MyXjaLy, »eHe Y LpHUHY,
CaHKUMje, oneT paT, ToTasHa Aenpeckja, jow caHKuWja, jedTuHe
U jake fpore, npeTtba bombapaoBarbeM, jolll jefaH par, riag,
6epa, jow jaue gpore, jow Lpra 6ep3a, HaopyXaHW Aevaum,
[ieBojumLie Ha Npogajy, Npenpojaja yHyTpaLltbyix opraHa, oTu-
Matbe, OTUMatbe YHYTpallukbUX OpraHa, anconyTHa Kopynuuja,
CBM Mefnju y pyKkama HauucTa, py/ba Ha ynuum, CB1 3ajefiHo
— 3a part, NPOTKB paTa, 3a Kpasba, 3a TuTa, NPOTUB jolu jeAHOr
u3rybsbeHor pata, 3a nobegy, NpoTMB Mopasa, NPOTUB MONu-
Lwje, jedHU NPOTUB ApPYriX, CBAKO 3a cebe, jow jefjaH paT, Haj3aj
ucnyreHo obehatbe joww jefHor 6ombapaoBarba, CUpeHe, fela
niauy, Apora je ckopo 6ecnnaTHa, jow jaua, Hajjaya, Anvca Ha
KONIOABOPY MCMpe[, 300M10WKOr BpTa, Nanaraj Koju jefe cam
CBOje rpyaW, MajMyHW KOjU Nnadvy, camu, rmagHu, Npoknety,
pobOBY CBY, CBUX MOPOKa U NPOPOKA, HOBE CEKTE NPEey3nMajy
Meawje, HUKO He npumehyje fa je dunm LpHo 6enu, Hyap, cee je
[03BOJbEHO, CBE je Ha NPOofiajy, HAopYKaHu NoMNoswu y Typbo Lin-
NMoBMMAa BO3e [iBeCTa Ha caT y CynpoTHOM MpaBLy Kpo3 LieHTap
Beorpapa, y KpBu BriLLe 0f LIeCT NpoLieHaTa ankoxona, MyLume
KpBape Ha wodepluajoHama, ynuue nyHe KyhHUX, usrnagHe-
nnx, pojyyepalltbnx KyhHux mbybrmala, Tymapajy y Mpaky y
no 6ena fjaHa, LpHU nac Koju ce 3oBe benu, 6enn nac Ha uujoj
Kyhuum nuwe LUpHu/ upHu nac benu n 6enu nac Upxu. Ja je
6env nac 6vo 6eo, a LPHM Nac LipH, HUYEr He 61 6uso.

realized the power ratio and the real outcome of the conflict
between those who believed in the victory, blind victory in a
blind conflict, and those who didn’t believe in conflict, and thus
stood no chance of winning, which from their perspective is a
bitter win, when merciful angels descended from heavens and
wretched demons ascended from hell fire, meeting at a hori-
zontal crossroad, vertically, in the hilly Balkans, the land of poets
or warriors/and nothing in between/, a peninsula where a half-
boggle half-circled half-Europe, and dispersed atoms into a
limitlessly small number of limitless nothings, making comic
strips, one’s own, personal, here was a matter of good, personal,
self-taught upbringing and faith in a better tomorrow.

Indeed, how does one avoid being a cynic and ironically dis-
tancing oneself from platitudes such as ‘organized work in the
field of comic strips’, ‘economic and social phenomena’, ‘strong
publishing’, ‘good market’, ‘top professionalism’, "... where in
McLuhan’s sense’, ‘inspired amateurs are making progress’,
‘business is left in the hands of professionals, experts, manag-
ers’, ... these are all business postulates in the entertainment
industry ..." and/or simply to not lose one’s mind, if by that
we mean public broadcast and publishing of the unconscious,
which would make the most precise definition of what we were
doing in between the lines, which is one of the definitions of mad-
ness, to quote Wostok, the black pope of domestic underground.

War, crisis, poverty, armed males, women in black, sanctions,
war again, total depression, more sanctions, cheap and strong
drugs, bombing threats, yet another war, hunger, misery, yet
stronger drugs, black market, armed boys, girls for sale, sale
of human organs, kidnapping, stealing human organs, absolute
corruption, all media in the hands of the Nazis, mobs in the
streets, all together — for war, against war, for the king, for Tito,
against another lost war, for victory, against defeat, against the
police, against each other, each one for themselves, still yet
another war, the promise of bombing finally realized, sirens,
children crying, drugs almost free, even stronger, the strongest,
Alice at the train station in front of a zoo, a parrot eating its own
chest, monkeys crying, alone, hungry, damned, all enslaved, by
all vices and prophets, new cults take over the media, no one
notices the film is black and white, noir, everything goes, every-
thing is for sale, armed priests in turbo-charged sport utility
vehicles drive 200 km/h in the opposite direction in downtown
Belgrade, over 6% alcohol in their blood, flies bleeding on the
windscreens, streets full of what until yesterday were someone’s
pets, stamping in the dark in the middle of the day, a black dog
named Whitey, a white dog whose house says Blacky/a black
dog white and a white dog black. If the white dog had been white
and the black one black, none of that would have happened.



O6pHYTa Cpa3MepHOCT ca CMUCIIOM, TaKO HOPMarHa, nepcnek-
TVBa CaBpLUeHa, OfHOC LpHOT 1 6enor y NoTnyHOj paBHOTEXM.
CBakor TprHaecTor y MeceLly, CBake rognHe, Te ieBeTe feLeHuje,
nocnefie y nocneftem Beky, HepopmanHu camuTh akTepa
Jomaher ayTopckor cTpuna, npomouuje n3fama Yy jefHOM
NpUMepKy, pa3MeHa CTpuUn u3gama, HoBaL UCnog 4actu, us-
noxo6e opuruHana, ¢potorpaduja, unyctpaumja, dpycrpauuja,
npojekumje, KOHLepPTW, pafuoHuLe CTPUMNOBa W paAnoHMLe
daH3uHa ... paguoHule xemuje. CycpeT ayTopa CTpUMoBa M
daH3MHa, camoKpuTYapa 1 NMPaTCKMX M3AaBaya ca NpocTopa
Henpu3HaTux, Npu3HaTux 1 GpaHTOMCKMX ApxaBa busLie Jyro-
cnaBuje, 6GVBLIMX rpafoBa, AHEBHU cTpun daH3mHU. HacTaBak
y cnegehem 6pojy, Hema pasunaxerba, CnaBamo jefiHn Kop
APYrux, jefiemo WTa nma, NijeMo LWTa Hemamo, 3noynoTpebiba-
BaMO emouuje [0 Kpajibux rpaHunua usgpKmhBoCT Tena. Ym
je UCKIbyuyeH, anu je HeyM yKibyuyeH. KnacmyaH mexaHusam
obpTama Hecpehe y CONCTBEHY KOPUCT, HAPABHO Y3 XKPTBY Koja
Ce nogpasymeBa 1 0 KOjoj Ce He NprYa, Kao 1 0 OHKMa Koju Cy
Ce KPTBOBaNW, Koju Cy XXPTBOBaHW, HeCTanu, noberau, nryom-
nn ce y xogHuuuma cehamba, y kapoBuma aytobuorpadckmx
CTPVNOBA 3aCHOBAaHMM Ha QUKTUBHWUM porabajuma, nNycTm
CHOBMMa U1 NapanenHoj jasu.

Cpbuja je 6una LeHTap NnaHeTapHe eHepruje y TOM TPEHYTKY,
eHepruje HeraTMBHe y OBOM CJ1yuajy, LpHe Tauke, ymeluane cy
ce Heuncte cune. Cpbuja je MHaye No3HaTa MO E€KCTPEMHOM
cyjeBepjy, 6ankaHckoM cneumjanuTeTy, Telkoj u 6oraToj no-
KaNnHOoj MUTONOTrMjU, KOja He MNOCTOjU CaMO Y PYPaNHOM MUsbey
Beh n 'y ypbaHum nereHpgama. Hapop cTaB/ba LipHe HaBnake Ha
npo3ope, Kpujy CBOj CTpax, HEBUASbMBY aBUOHM norahajy cee
WITO KOLWTa, BojcKa ce Beh cakpuna y 6onHule u ob6aaHuLLTa,
LUKONe, HOBW PaT, UCTW paT, Camo ce MPOTUBHULIM Meajy, CBaKK
nopas y NpeTxoHOM, HOBY je NnoBof, 3a cieaehin, XPOHONOLLKK,
LpHO 6enu mMaroBu 1 NPOCTacTPosio3n BpuwTe ca TB ekpaHa,
norofheHa je Tenesusuja, Moja NpBa 6omba, 6o cam y Knyby
ya/beHOM CTO MeTapa of 3rpaje TeneBusuje Kaga je norohe-
Ha. HakoH wTo cam cuwao ca 6y6reBa 1 Npeckouuno jefHor
o[} HeKoNMKo 6acucTa, CPYLINO CamM MUKCETY, CIOMUO 3BYYHNK
M OTULIAO 3a LWAHK, NOHeO KOJIMKO MOTy Aa JOHeceM, CBe je
6ecnnaTtHo 6uno Te Hohv, noaenunu cMo cBe daH3nHe 1 CTpU-
noBe CBakoMe KO Huje 1Mao HOBLA Aa Nnatu uau je nnatmo
nuhe, oTpoBy, GaH3NHW, CTPUNOBYK, OPUTMHANW U XUBOT 3a
abe. Ceo cam Ha cTeneHuue, yuBao y byum mawmHa. Mpwja-
Te/b Mopef MeHe je 3acrao, npobyauo ra je ynapau ca Heba
Hag beorpagom. LTa je 6uno, U3awnu cmo Hanosbe, Noroguu
Cy TeneBu3unjy, XUCTEPUYHO Ce CMejemo, YNialnam cMo ce ga
Hehemo Mohu ia NnpecTtaHemo, KacHWje CMO YCTaHOBUAW, UCTO
Kao LUTO CMO YCTaHOBWIY 1 HUje CMELLIHO, jep HaMm je npujaTesb,
CJlyyajHU Npona3sHKK 1 Tpehin YOBEK CAoMLUTMO KOMKMKO je rbyan

Reverse reciprocity with a meaning, so normal, a perfect per-
spective, black-white ratio in full balance. Every 13th of the
month, every year, in the last decade of the last century, informal
gatherings brought together domestic comic strip authors,
publication launches held with one copy, the exchange of
copies, money offensive, exhibitions of the original copies,
photographs, illustrations, frustrations, projections, concerts,
comic strip and fanzine workshops ... chemistry workshops.
The gatherings of comic strip and fanzine authors, self-critics
and illegal publishers from unrecognized, recognized, and
phantom countries of ex-Yugoslavia, ex cities, daily comic
strips and fanzines. To be continued in the next issue, no going
away, we sleep at each other’s place, we eat what we have,
drink what we don’t have. Classic mechanism of turning mis-
fortune into one’s own benefit, of course with a sacrifice that
goes without saying, but is not to be mentioned, just like we
don’t mention those who were sacrificed, who were victims,
missing, escaping, got lost in the halls of memory, frames
of autobiographical comics based on fictional events, futile
dreams and a parallel reality.

Serbia was the center of planetary energy at the time, negative
energy in this case, a black point, dark forces intervened. Serbia
is generally famous for extreme superstition, a Balkan specialty,
rich and heavy local mythology, which does not only exist in
the rural areas, but in urban legends as well. People put black
drapes on their windows, hiding their fear, invisible planes hit
everything of value, the military was already hiding in hospitals
and kindergartens, schools, a new war, the same war, only the
opponents are different, each one a defeat in the one before,
each new one a reason for the next, chronologically, black and
white magicians and astrologist scream from your TV, the tel-
evision building has been hit, my first bomb, | was in a club a
hundred meters from this building when it was hit. After getting
up from my drums, jumping over one or several bass players, |
knocked down a mixer, broke a speaker and headed for the bar,
took all | could handle, everything was free that night, we gave
out all the comics and fanzines to everyone who could not pay
for the drinks or already had, poisons, fanzines, comics, origi-
nals, and life for free. I sat on the stairs and enjoyed the noise the
machines were making. A friend next to me had fallen asleep,
and a hit from the Belgrade sky woke him up. What happened,
we went outside, they hit the television building, we laugh
hysterically, afraid we could not stop, we later realized, realizing
nothing was funny, because another friend, a third man, told us
how many people were in the building. Later we all found out
that everything was known about where, who and why, and
why not. We are people, and this is just one bomb from one of
the battles from one of the wars.

0CTano y 3rpaauv Tenesmsuje. KacHuje ce 3Hano Aa ce 3Hano Kag
W LWITa, ¥ KO 1 FAe 1 3alUTO 1 3alUTo Aa He. Jbyam CMo, 0BO je caMo
jenHa 6omba jeHe GUTKe jeaHOT Of paToBa.

TproBnHa Koja He 3Ha 3a rpaHuue, mpouBaT LpHor cnoboaHor
TPXWLWLTa, cCnobofiHe HeKoHTponucaHe dapmakonoruje, dbrpme
Koje npopajy 6onect u nek, pefepuHucarbe TpaH3uLuje, yBeK
CMO 6unn NpBY 1 Haj6osbK, yCpen KOMYHM3Ma MManm CMO Ka-
nuTanusam, ycpes AMKTaType MManu CMo Hajsuwe cnobofe,
yBeK, OHAa, Taja, caga u 3ayBek. Majka Jlapca ¢poH Tpupa je
TO 3Hana Kafa My je mpuyana o Jyrocnasuju, 3em/bU Koja je
jeomHa ocTBapwuna mgean, camoynpaBHU coumjanmsam. Jlapc
je op Taga ogpactao. Caga 3Ha. 3atm npBu gomahu xut dunm,
Mu Hucmo anbenu. AHheo 1 HaBo Kpoje cyabuHy jeaHe HeBUHE
6eorpapicke TMHejllepKe 13 6orator 1 ersoTuuHor npearpaba,
XKMBOT y npeTonnum 60jama, py>Kn4acTim TOHOBUMA, 8ecne Ha
ynuuama, Xypke y no 6ena faHa, Ha ynvMuama LBeTa camo Ma-
pvxyaHa, jepy ce heBanu y Mma 0aHa, cumnaTuyHK nonvuajay
Koju ApXun feTe y pykama Ha 3ufy y NonnLunjckoj CTaHnuuu, rae
cam npuBefeH 360r nNaHka v Hepepa, [EBOjKO Mana, Necmo
Mora rpagia, naj, ca HajBuiumx cyboTUUKIX 3rpafja ce npeTBapa
y nocnefmm neT, Kaxe CrrKepKa Ha HaLMOHaNHOj TeNeBm3mnju,
cnefu 6noK peknama NOANTUUKKX CeKTU, M0oau v npujatern
1M Mpenopyuyyjy Aa camu npenopyuye cBoje NpPou3Bofe, Bepy,
cHary, moh, Jby6aB Koja je iema camo [IOK Ce yeka, Hafa, CBe-
Buaehe oko, Kamepe CHUMajy Kamepe 1 TeneBu3ope Ha Kojuma
Ce NPOojeKTyjy CTaTUUHM BUAEO CHAMLM Kamepa, oy-baj Buaeo
peBonyuuja, paT y peasHOM BPEMEHY, Ha MalioM eKpaHY, KOM-
njyTepy y lianama 3704MHaLA, Xakepu raname, anum octanu
hyTte. OBe UpTajy cTpunoBe, 60Xe, KakBa Cy TO UMEHa, Kaxe
CNyyajHO 3anyTanu HOBWHAP, LUMWjYH, TYPUCTA, KO 3HA, HekKa
ra; ca 3amnapga, CTpun ayTopu ca MMeHUMa PaTHUX 3M104MHaLa.
To cy Bam nceygoHumun? He, xBana, To Cy MeHa 1 Npe3nMeHa,
HeKa Cy HaM Janu poauTesby, a Heka cMo camu bupanu, cebu n
jeaHn apyruma, Tako CMo ce YKibyuunu y urpy, cBe Bpeme cMo
61K Ty, y LeHTpasHOj HeraTUBHOj TauKM OBe Maje nnaHeTe y
TOM TPEeHYTKY, 6Unn cmo 3ajeiHoO, CBe Bpeme, paauin cMo ce
CTPMMOBMMA U 3HaNM CMO 13, aKO OCTaHeMO HeBUHU, nobeannu
cmo. [1a KonmMKo 13pXKMMO. 3a1cTa, Kako He BUTU NaTeTrnyaH.

Mcyce, KaKBa Cy BaM TO UM€Ha, NOHaBJ/ba 36yI-bEHI/I CTpaHaul.

Wostok, AnekcaHpap 3orpad, Professor, Septic, Grabowski,
Schmidt, Schlemmer, Oto, Kovacs, Manukyha, Bonoha Manu6pk,
Byk Manubpk, Mr. Stocca, Nlasap bogpoxa, Thursday madness,
Habop [esonau, lomuHaTop, Vicyce 6oxe KakBa cu BU MMEHA
najete, Pobot, Kyp, Cemak, Ynua, MpTeu, Muwa, MepHatn
npujater, Morcina, Momum, Hutkos, Tpom6, UBaH pyb6aHos,
Leonid fon Punkerstein, Damir Rijowich Originalow, Bnagumup

Border-less trade, flourishing of the free black market, free
uncontrolled pharmacology, companies who sell both diseases
and cures, redefining transition, we have always been the first
and the best, we had capitalism in the midst of communism,
we had the most freedom during a dictatorship, always, then,
now, and forever. Lars von Trier's mother knew this when she
told him about Yugoslavia, the only country that reached an
ideal, self-governing socialism. Lars has grown since then. He
now knows. Then the first domestic blockbuster, We Are Not
Angels. An angel and a devil are tailoring a Belgrade teenager’s
destiny from a rich and exotic suburb, life in warm colors, rosy
tones, Vespas in the streets, day parties, only marijuana blos-
soming, eating ¢evapi in There will be Days, a congenial cop
holding a child in his hands on the wall of the precinct where |
was brought to for punk and disorder, my little girl, the song of
my town, a fall from the tallest buildings in Subotica turns into
the last flight, the anchor woman on national TV announces
a commercial break of political cults, Idols and friends recom-
mend them to recommend their own products, faith, strength,
love which is only beautiful while you wait for it, hope, the om-
nipotent eye, cameras taping cameras and TVs projecting static
video footage, low-fi video resolution, war in real-time, on the
small screen, computers in villains’ claws, hackers make noise,
but the rest are silent. Here they are making comics, God, what
kind of names are those, says a misplaced journalist, a spy, a
tourist, who knows, let him be; from the west, comic authors
with names of war criminals. Those are your aliases? No thanks,
those are first and last names, some given by our parents, and
some that we chose for ourselves and for others, that’s how we
joined the game, we have been here the whole time, in the cen-
tral negative point of this little planet in that moment, we were
together, all the time, getting high on comic books and knew
that, if we stayed innocent, we would win. So we hung in there
for that while. Truly, how can you avoid being pathetic?

Jesus, what kind of names are those, asks a confused foreigner
again.

Wostok, Aleksandar Zograf, Professor, Septic, Grabowski,
Schmidt, Schlemmer, Oto, Kovacs, Paliku¢a (Houseburn),
Voloda Palibrk, Vuk Palibrk, Mr. Stocca, Lazar BodroZa, Thursday
madness, Nabor Devolac, Dominator, Jesus God what kind of
names are you giving, Robot, Kur, Seljak (Peasant), Cica (Uncle),
Mrtvi (Deadbeat), Misa (Misha), Pernati prijatelj (Feather Friend),
Morcina, Momci (Boys), Nitkov (Bum), Tromb (Blood Clot), Ivan
Grubanov, Leonid fon Punkerstein, Damir Rijowich Originalow,
Vladimir Kuzmanov, Bogdan Milo3ec, Lola, Ivana Filipovi¢,
Dusan Jevtovi¢, Nedim Hadziahmetovi¢, Harmonija haosa
(Harmony of Chaos), Entropija (Entropy), Miroslav Lazendi¢,



Ky3amaHos, boraan Munoweu, Jlona, MBaHa Qununosuh, yiwaH
JeToBuWA, Heprm XaymaxmeTosuh, XapmoHuja xaoca, EHTponuja,
Mwupocnas llazenanh, Koprokomix, Dr. Skrotum, Dr. Fuzz, KocTa
MwunosaHosuh, Odenujunu napasnty, Peyia, Hukona Tonysosuh,
Ninja, Havoc, lapuwo WanTuh, Batba Cy6oTuh, Mupko Ctonnkos,
Jletau, haeo, Hangop, Clown, Bnagnmunp bypcah, bota, Eyren
CnaBuK ... ja MOMEHEMO CaMO Heke.

MpoBana BapBapa, LOCTOjaHCTBO, OYKBaIHO N3paxaBakbe, OHO
LITO Ce A€ellaBa, NocTojano je. 3orpad u Kugom nod caHkyujama,
TO HaM je 6uno JoBOBLHO, HKje 6uno notpebe fa caf cBu page
10. Wostok kao otau, 3orpad je majka, koja je Ty, Aa nasu ga
Hac oTaL, Kao MpayHa Gpurypa BeYHor natpujapxata, He noHece
npesuLLe foNe, OTaL Koju Na3u Aa HaC MajKa NpesyLLe He pas3-
Ma3u. buno je u jeaHor n apyror, NCTUHA je Ha CpeaunHK, Tako
penatMBHa fa He NOCToju. Hucam Buwe Morao ga n3gpxum,
MoKyllao cam aa noberHem, 6e3 nacolwa, na wra Oyae, cau cy
NoKylwanu fa noberHy, CKopo HUKO Huje ycneo. NperoBopu n
pasroBopu OKO MPBUX CTPUM Yacommca, Myyerbe, HeocTaTak
nHdopmauuja, nsonosaHoct Cpbuje 1 camux rpafosa y camo-
30/10BaHOCT, U30/10BAHOCT 0} CaMUX cebe, MarnuHe OKOJTHOCTY
y u3onauuju, CBM ancypaHu aorahaju, UCTM NMKOBY, HEMO3HATK
JbYAW, KOMYHMKaLWja y CTpUMY, CTPUM He Kao MHAycTpuja, Beh
HauMH KOMYHWKaLmje ABOCMUCIEHOCTM, TPOCMUCIEHOCTH, KaKo
CMO Ce CBUW YNO3HaNM, HUCaM 3HAO HUKOT, OTULIAO CaM Ha Npo-
MOLMjy NPBOT CTPUN MarasuHa, CLeHa je buna aeleHTpann3oBa-
Ha, ayTopu ce HUCY No3HaBanu, rpagosm cy hytanu, Cy6otuua,
MaHueBo, Bpwau, Kparyjesau, 3emyHckn KnaH, banatcko Hoso
Ceno, ObpeHoBaL, CTPUM ayTopu Kao ynuyapw, nujy mcnpen
JparcTopa, 3aBnaye ce no macaxuma, ynase y ranepuje, Kyn-
TYpHe LeHTpe, ayTcajaepn Ha TB-y, mowTo je Bnagajyha Ho-
MeHKMaTypa NoHeKaf, Hepafo, nonywTana nog NpUTUCKOM, a
N N3 COMCTBEHUX TaKTUUKKX Pa3fiora, BeHTUIE, NOHeKaa HeKu
CnoboAHN Mepuj, ayTcajaepcke HOBUHE, NOKaNHY Tenesusujy,
Manu paguo ... ako ce npesuLle NycTu, yrace ra. Crapa wkona
penpecuje.

Ocmahe y cmpuny camo oHU Koju 3aucma eepyjy y mo wmo pade,
pekao je Hukona BuTtkoBuh y uHTEpBjyY, Y jeAHOM of TuX np-
BMX MOKYLLaja Aa HanpaBMMO Yacomnuc, fia He Mopamo fAa ce
3amapamo ca poToKonmpamem, fa yHecemo b6ap mano 6oje, n
noroamo je.

3orpad je 6M0 npeBuLle 3a0KyMIbeH CBOjUM XMBOTOM MOf
CaHKUMjaMa, COMCTBEHUM €er3ucTeHuMjanHuM npobnemuma,
Carbaperby ca CBOjUM aMepUYKUM Kosierama, aytobuorpad-
CKUM CTOpUjaMa, NONUTUYKAM KOMEHTap1Ma, JOKYMEHTapHIM
CTPYNOM, YMMe Ce MU HUCMO BaBunK, Aa HKje HU NPUMETHO Jia
OKO Hbera byja jeHa eHAeMCKa BPCTa, EKCTPEMHO MyTUPaHM

Koprokomix, Dr. Skrotum, Dr. Fuzz, Kosta Milovanovi¢, Ofelijini
paraziti (Ophelia’s Parasites), RedZa, Nikola Topuzovi¢, Ninja,
Havoc, Dario Santi¢, Vanja Suboti¢, Mirko Stoilkov, Leta¢ (Flyer),
Pavo (Devil), Nandor, Clown, Vladimir Bursac, Bota, Eugen Slavik

... toname but a few.

The outbreak of barbarians, dignity, literal expressions, what is
going on, existed. Zograf and Life Under Sanctions, which was
enough for us, there was no need for everyone to do it now.
Wostok as a father, Zograf a mother, always there, watching
over us, a father as a dark figure of eternal patriarchy, not taking
you too low, a father making sure our mother does not spoil
us. There was this and that, the truth in the middle, so relative
it didn’t exist. | could not take it anymore, | tried to run away,
without a passport, but ready for anything, everyone tried to
run away, hardly anyone succeeded. Talks and negotiations
about the first comic strip magazine, torture, lack of informa-
tion, the isolation of Serbia and its cities within themselves,
isolation from ourselves, magical circumstances in isolation, all
the absurd events, the same characters, unknown people, com-
munication in comics, comics not as an industry but rather a
way to communicate double and triple-meanings, how we all
got to know each other, | hadn’t known anybody, | went to a
launch of the first comic magazine, the scene was decentralized,
authors did not know each other, the cities were quiet, Subotica,
Pancevo, Vriac, Kragujevac, Zemun Clan, Banatsko Novo Selo,
Obrenovac, comic authors as homeless people, drinking in
front of stores, lurking in alleyways, entering galleries, culture
centers, outsiders on TV, because of the governing elite some-
times, reluctantly enough, cracked under pressure, from their
own tactical reasons, valves, from time to time a free media,
outsider newspapers, local television, small radio ... if it plays
too much, they shut it down. Old school repression.

‘Only those who truly believe in what they are doing will remain

in the area of comics’, Nikola Vukoti¢ said in an interview in
one of our first attempts at making a magazine, not to have
to be bothered with photocopying, to insert a bit of color, and
he was right.

Zograf was too wrapped up in his life under sanctions, his own
existential problems, dreaming of his American colleagues,
autobiographical stories, political comments, comics docu-
mentaries, which we didn’t deal with, that he didn't even notice
an endemic species flourishing around him, extremely mutated
offspring of punk, comics, a media space, common comics from
Subotica, Pancevo, all the other poor cities with even poorer
suburbs, everyone tried what they could. We could not find our
way around anything, and in this chaos we found some meaning,

n3faHak naHka, ctpuna, Meaujckm npocTop, 3ajeHNYKN CTPUNo-
By 13 Cy6otuue, MaHueBa, CBMX OCTanMX CPOMALIHWX rpafioBa
Ca CBOjUM joLU CMpOMaLLHUjuM Npearpahuma, CBako ce CHanasmo
KaKko je ymeo 1 morao. My ce HUCMO CHanasuin H1 'y yemy n'y
TOM XaoCy CMO Hawwnu cmucao, Typbo dponk mysuka, TeKCTOBU
M HaUMH >KMBOTA Ce CaBpLUEHO yKflanao ca CTPUNOBKMA, Ca-
YHOTPEK 3a CTPUMOBe Huje Grna anTepHaThBHA My3uMKa, HUje
6uno GecmucneHe KpUTKKe y CTpUMy, TUNa, Cpam ux 6uno Lwra
Ham page. Moe3uja y ctpuny, dunm, nutepatypa, yBeK jaya og
namonerta.

MejHcTpyM cueHa je NnoTNyHO 3ampna, OCUM HEKONMKO Tparu-
KOMWYHUX U FPOTECKHMX NOKYLLaja. To Ux Huje cnpeyusno ja ce
CBMM CHarama ycTpeme Ha Hac 1 Ha pacTtyhy npogykuujy ¢paH-
31Ha, NojaBy NPBO HEKONMLMHE, a KaCHUWje 1 romuie ayTopa
Koju Cy CBOj M3pa3 HaLUW Camu, MaKo OfirajaHn Ha MejHCTPUMY,
neTnapaykMm poMaHMma utanujaHcke TBpTke boHenw, Kao u
ctpuny Anan Qopg koju oBgae, y Cpbuju npesasunasu oksupe
rby6aBy 1 MOLITOBaba M Npenasn y WAONONOKNOHCTBO, 3aTUM
dpaHuycKo-benrujcke WKone, Kao M CHaXHor yTuuaja jyro-
CNOBEHCKOT CTPUNA Koju je Hekafla 61o n3y3eTHO nonynapaH.
AyTOopu Cy yXuUBanu yriep aHTUKYNTypHe jaBHOCTW, CnaBy
Heno3HaTUX pPoK My3unyapa, Manu cHary u eHTy3ujasam npo-
nane aeaHrappe. lomewaTtn jegHy Tako 34paBy OCHOBY ca
AeceT rofiuHa nakna Huje Mmorno Aa nsahe Hu Ha LwTa HOpMasHo.
3HaKOBW HEOMHTEpPNyHKLUMje NnonyT CMajnunja, cpua, n ocTanmx
3arpaja, 3aneTa, Tauaka 1 Taukuua camo 61 jow BuLie 36yHuUnu
yuTaole oBor Tekcta. CBe ce nomellano, MpPoHWja je mocTana
NaTETUYHA, TYXXHU NCKa3N LIMHUYHW, HAKO HIje 3HAO LWTa KO MU1-
CN1, HajMakrbe OHaj KOju MUCAIM, OCMEX Ce CMejao Ha NorpeLlHM
MeCTMMa, Cy3e Cy Teksie o cmexa.

MpBu paH3MHK, rpyne ayTopa, jaBrbajy ce, WTO je BPAO YyaHO,
ann 1 KapakTepUCTUYHO 3a CPMCKY CTPUM CLeHy feBefeceTumx,
He camo 1 npeo y beorpagy, rnaBHom rpagy, Hero napanenHo
n y Manuesy, Bpuyy, CyboTnum ... 1 WTO je 3ancTa YygHo, He
3Hajy jeiHW 3a ppyre, unu cy Tek Hauynu. Jyr Cpbuje, noTnyHo
OfceueH, TONMKO Aa MU HU JaH AaHacC He 3HaMO LITa ce Tamo
pagnno ca CTpurnom fiesefeceTmx. Jow je paHo, MOMUCIUX, No-
rpeLwHy TeMy cam n3abpao, AeBefeceTe, Mano je NpoLso, anu
Ce TeLWMM fa je OBO CaMo jefiaH Of} TEKCTOBA, NMPBY, KOJMKO je
MeHW No3HaTo, a ia Huje GakTorpadcko apxrnBapCKo KONeKLmo-
Hapckm ogpebheH. MpeokpeT ce goroamno jeHe Hohu, Ha camom
noueTKy AeBefeceTux, y Knyby VHOycmpuja, Bpluayku ctpun
yaconuc llamazoHuja je mana cBoje NPBO NPeACTaB/bare Y
beorpapy, casHanu cmo ga noctoju Kpnesv, nereHgapHu cTpun
daH3MH Koju of Tafla HWje MpecTao fa WM3nasu u Koju je npe-
MaLLvo BuLLe of xurbady 6pojesa. CBu cy gowwnu. YnosHanu ce,
YNo3Hanu jegHe ca Apyruma, AoLWo ce A0 Ca3Hakba fAa ce 1cTa

Turbo-folk music, lyrics and a life-style perfectly blending with
comics, the soundtrack for comics was not made of alternative
music, there was no pointless criticism in comics, like, shame
on them for what they are doing to us. Poetry in comics, film,
literature, always outweighing pamphlets.

The mainstream scene was almost completely dead, apart from
a few tragicomic and grotesque attempts. That did not stop
them to go after us and the growing fanzine production with
full force, emergence of firstly a few, and later loads of authors
who found their own expression, even though they had been
raised on mainstream, pulp fiction of Italian Boneli company
as well as Alan Ford comics, that here in Serbia were not only
loved, but idolized, then French-Belgian school, and the strong
influence of Yugoslavian comics that used to be wildly popular.
Comic creators were highly regarded in the anti-cultural sphere,
they had the glory of little-known musicians, strength and en-
thusiasm of a failed avant-garde. Mixing such a healthy basis
with ten years of hell could not result in anything normal. Neo-
punctuation signs such as smiles, hearts and other brackets,
commas, dots would only further confuse the readers of this
text. Everything got mixed, irony became pathetic, sad remarks
became cynical, nobody knew what anyone thought, smiles
were smiling at wrong places, tears ran from laughter.

The first fanzines, groups of creators were emerging, which is
very strange, but also typical for the Serbian comics scene in
the nineties, not only and firstly in Belgrade, the capital, but
also in Pancevo, Vrsac, Subotica ... and oddly enough, they
didn’t know about each other, or had barely heard of each other.
The south of Serbia is completely cut off, so much so that we
don’t know yet today what was happening in the comic scene
there during the nineties. It’s still early, | thought, | chose the
wrong topic, the nineties, not enough time has passed, but |
comfort myself that this is just one of the texts, the first one, as
far as | know it is not facto-graphically archived and directed by
collectors. The turnover came one night, at the very beginning
of the nineties, in the club Industrija, where a magazine from
VrSac named Patagonija had its first introduction to the Bel-
grade scene, we found out there was Krpelj, a legendary comic
fanzine which since then hasn’t stopped production and has
exceeded more than a thousand copies. Everyone was there.
We got to know each other, found out that the same thing was
happening in Subotica, the magazine Striper from Belgrade
had been collecting remains of the ripped Belgrade comic
scene, with no apparent success. The content and concept
were changed that night, everyone was there that night and
everyone knew that now there was no going back. Heavy are
the words of the pathetic, so discretely packed in the charming



cTBap Aelwwasa u y Cybotuuw, yaconuc Cmpunep v3 beorpapa je
Beh nap rogMHa CKyn/bao ocTaTKe nouenaHe 6eorpagcke cTpun
cueHe, 6e3 Beher ycnexa. Te Beuepu je NpoMerbeH cafpaj 1
KOHLenumja, Te Beuepu Cy CBM O1mM 1 CBM CY 3HaNN [1a, MAKo ce
BefivHa NpBY NyT cpena, HWje 6KUNNo NMyTa 3a Ha3aa. Telke cy
peuu naTeTuKe, Tako ANCKPETHO CMaKOBaHE Y WapMaHTHY Coj
WHPAHTUNHOT NOMMaHa JIOKalHe UCTOpUje Y MUTCKUX MOMe-
HaTa Ha rpaHuLY KoMHUMAeHUMje n cyabrHe. MuToMaHuja Ham
HUKag HUje 6una cTpaHa. MecHnum 1 paTHULW.

Bunn cmo okpeHyTH cebu, Hije NOCTOjao HeKM HAPOUNT NHTepec
3a TO WTO Ce Aewasa y Cpbuju y MHOCTPAHCTBY, HU 06paTHO.
OcMm HeKonMKO m3neTa y objaB/bMBarbe MO 3anagHOeBpPON-
CKMM daH3MHMMa 1 cnoBeHaukom Cmpunbypaepy, Koju je UMao
unak mMano ¢uHujK, cneumduyaH yKyc 3a Hall HeyKyc, YKycC
BULLIE OKPEeHYT 3anaJlHOEBPOMCKMM LUKOflama HOBOT CTPuUMa,
CpncKa cTpun cueHa je 6una okpeHyTa cebu 1 umnnoampana
je. Mopana je, Tpebano je u ycnena je aa Hahe cBoj NyT, Ha CBUM
nonoBrMHamMa packplha gobpor 1 nower, roper u jow roper,
ucnpep ranepuje, ranamehn no 6ubnuotekama, upTajyhu ctpu-
noBe Ha HenpuKnaZHUM MecTUMa, no KagaHama v knybosuma,
Ha yNuLUK, NapKy, y ayTobycy, Bo3y, M3nox6e y OMOBMMa 3a fielly
6e3 poauTerbCcKor Haf30pa, Y ToaneTma eNMTHUX ranepuja,
repuicke akumje no 3abpareHnm 31a0BMMa, ONeT NaTeTrka,
anu 1 pomMaHTUKa.

[eBepecete, kakas ¢nelw. Jbyb6as n cmpT. [lok Hac Jby6aB He
ybuje.

Benn majmyHn ca cynpoTHe cTpaHe KaBe3a. lepuenuuja fo-
maher cTpuna of CTpaHe CTPAHOr, 3aMajHor, CKOPO Hac/oB
cnepeher nacyca, nnak, fia He UCMagamo 13 HapaTMBHOT HM3a U
He KBapuMOo puTam ako Beh mopamo menogujy.

MpuAnyHO pauMOHaNHO paLVOHaNU30Bake paLWOHaNHO-
nepuenupaHor Mogena jegHor cTpun aytopa, nocseheHuka,
daHaTuKa, Ha rpaHNLIM OMCECMBHO KOMMYNCUBHOT 3aBUCHUYKOT
obpacua, y 0BOM Ciyyajy 0 CONCTBEHU paj, Mamwe o cebu ca-
MOM, cebU Kao HEKOM NOCMaTPaHOM ca CTpaHe, u3 Tpeher nnua
jenHnHe. CBakako, no cpeam je ncvuxonowku nopemehaj, koju
MOXe OUTW YCNIOB/bEH Kako reHeTCKMM npeamcnosuuujama,
Tako W [pYLUTBEHO COLMjaNHOM MWU/bEY Yy KOMe je 0ApacTao,
MOCTao, HacTao ... yTULajuma CpeAmnHe, LUTO 3a OBE NPOCTOPE, Ha
Koje ce, NpeTnocTaB/baM, O4HOCU NPOLIEHa, HOCY jeflaH Ay6rbu,
TEXW KOHTEKCT ycrnef cneunduyHoCTy, Kako farbe, Tako 1 bnuxe
NCTOPUjCKe OCHOBe.

HepocTaTak unMTarba n3mehy pefoBa, Kao Aa MallMHa TpaHC-
noHyje Menoaujy y putam, nasuTe, paumoHan13am je 3apasHa

blend of infantile notion of local industry and mythical moments
on the border between coincidence and fate. Mythomania had
never been our strong point. Poets and warriors.

We were turned to ourselves, there was no particular interest
for what was going on in Serbia from the outside, or vice versa.
Apart from a few releases in Western European fanzines and
the Slovenian, Stripburger, which had a bit finer, more specific
taste for our distaste, a taste more turned towards Western
European schools of the new comics, the Serbian comics scene
was turned in on itself and imploded. It had to, it was supposed
to and it found its way, in all half crossroads of good and bad,
worse and even more worse, in front of galleries, making noise
in libraries, making comics in inappropriate places, in taverns
and clubs, in the streets, in parks, in buses, trains, exhibitions
in homes for abandoned children, in the toilets of elite galleries,
guerrilla actions on forbidden walls, pathetic again, as well as
romantic.

The nineties, what a flashback. Love and death. Until our love
kills us.

White monkeys from the opposite sides of the cage. The percep-
tion of domestic comics from the side of foreigners, the West,
almost a heading to the following paragraph, still, we don’t
want to break the narration and spoil the pace if we must do
so to a melody.

A pretty rational rationalization of the rationally perceived
model of a comic book creator, a dedicated man, a fanatic, on
the verge of obsessive-compulsive addiction, in this case to his
own work, less to himself, himself seen from the outside, spoken
of in third person. Certainly, it is a psychological disorder, which
can be conditioned as a genetic predisposition as well as by the
social milieu he grew up in, emerged, came to life ... the en-
vironmental influence, which carries an air of deeper, heavier
context considering the specificity, further, as well as closer
historical basis.

The lack of reading between the lines, as if a machine transports
a melody into rhythm, mind you, rationalism is an infectious
disease not to kid with, to paraphrase the doctor who first real-
ized there was an outbreak of Variola Vera in Belgrade. To catch
the moment where unreal things become real, where north
falls into south, around hurricanes, a peaceful place in the midst
of a hurricane, a balance point.

What is a mad man to do when he sees, when he has no choice
but to see, when it has been shown to him, one doesn’t close

60necT 1 C HOM Ce Huje WanuTu, Aa napadpasrpam JoKTopa
KOju je MpBM CXBaTMO enupemujy Bapuone Bepe y beorpaay.
YXBaTUTV Taj TPEHYTaK rAe HecTBapHe CTBapM NoCTajy CTBapHE,
rAe ce CeBep YNMBA Y jyr, OKO yparaHa, y cpef yparaHa M1pHo
MecTO, Tauka paBHOTEXe.

LLITa MOXe NyAmMcTa Kafl BUAW, KaJ HE MOXE [1a He BUAW, Kag My
Ce yKasano, npef TUM Ce He XXMYPK, TO CE He OBOAM Y NNTakbE,
TO HELWTO HeyXBaT/bMBO, Taj GECHW MUP, NCKYCTBO NpajenoBa,
UCTOpMja KPBIbY UCMNCAHA, Ha YAapy BUHapHOT Koaa ca 3anaja
1 Kpe3aBe KypBe, enunx ouunjy, Hajneniue.

Kao pa npBo v gpyro nvue He NocToje, Kao Aa ce He NOo3Hajy,
uyfHa nepuenumja HeKor Ko Mepaa y 06jeKkT aHanu3e, KoMyHULU-
pa C UM/ HOM, HEKO HeobjalhbKBO ocehatbe MexaHUYHOCTU
npoLeca KoMyHuKaLuje namehy cybjekTa 1 objekTa npoLeHe.

Mpemyica fecTPyKTUBHOCTY je NOTNYHO ancTpaKkTHa, Kao fa ce
n3beraBa OHO LITO 61 Yy TOj MOTEHUMOHANHO] KOMYHUKaLujun
Tpebano fa ce nogpasymesa. Kao poguTerb, Majka Koja He no-
KyluaBa fla pa3yme CBOje JeTe Hero ra noABpraBa OnwiTenpux-
BaheHMM mMeToflaMa M obpacumma OnwThX MecTa BacnuTamwba,
yy6eHnukor npuctyna. ONWTYM MecTUMa NorpeLLHOr NPUH-
LMna BacnuTatba.

OBpae ce objekaT cBOAM Ha UHPAHTUNHOT aHaHTeprbna, Koju
13 06ecTu pywn nepnetym mobune, CUcTem, MalMHY Koja no
npupoan ctBapu obehaBa cBe ygobHocTy ManorpahaHckor
xuBoTa. Jlygucta pywn (rnaron?) cee aytoputeTe, 6uno gobpe
WK nolle W3 UMarvHapHux, HefeduHUCaHUX, ancTPaKTHUX
pasrnora, 3abopaesbajyhu, onet, cneyndUUHOCT UCTOPUjCKO
reorpapcke ocobeHoctn nopHebsba. Of Kpaja ocampeceTux,
TOKOM paToBa U pa3aparba Ha CBMM HUBOMMA, MOPAJSIHO eTuY-
KUM, COUWjasiHO APYLUTBEHUM, KYNTYPHUM, €KOHOMCKUM Ha-
paBHO, OO je A0 Nonapr3oBakba APYLUTBA Y MOAUTUYKOM
NPBEHCTBEHO CMUCIY, U3 Yera Ccy npousunasune u apyre pas-
NIMKe, YaK ay6rbe n KomnnekcHuje. Mpony»keHa agonecueHLUwja,
Jakne MHGaHTUAHOCT Koja ce mpunucyje objekTy je oner, no-
HaBJ/baM, BULLIE Ha HWUBOY OMLUTEr HEro NojefiMHauYHor Cnyyaja.
Crpun ayTopu yrnaBHOM Aofiase M3 eKCTpeMHO AUCPYHKLMO-
HanHUX nopoauLa, buslLe cpefjrbe Kace, pagHUYKMX NopoanLa
1 nponane LpBeHe bypxoasuje, 6e3 nKakBUx unysuja y 6omy
6ynyRHOCT, yrnaBHOM Ha camoj UBMUM er3ucTeHuuje. Moctoje
[Ba MyTa Koja Cy ce nokasana kao obpasal, pa3Boja cTpun ayTo-
pa, jakne jefiaH je OHaj Koju y NokyLwajy aa usbanaHcmpa csoj
ayTopcKu pag v 60pby 3a ronu XuBOT, Er3UCTEHLM)Y, MOUNtbE
Aa ce 6aBM 1 Hau3rned CPOAHMM rpaHama oBe AenaTHOCTH,
ayTOPCKMM CTPUMOM, NMa je y UCTO Bpeme W Au3ajHep, unu
KOnuvpajTep, 3anocieH y MapKeTUHLWKOj dupmu, rae 3a begHy

one’s eyes before it, it is not to be questioned, that evasive
thing, that angry peace, the experience of great-grandfathers,
a history written in blood, a target of binary code and a tooth-
less whore, with pretty eyes, the prettiest.

As if the first and the second person do not exist, as if they don't

know each other, a strange perception of a person looking at

the object of analysis, communicating with him/her, an unex-
plained feeling of melancholy for the process of communication

between the subject and the object of evaluation.

The premise of destructiveness is completely abstract, as if
what should go without saying in this potential conversation
is avoided. As a parent, a mother not trying to understand her
child but to succumb it to the generally accepted methods and
patterns of upbringing, the textbook approach. The general
points of the wrong upbringing principle.

Here, the object is brought down to infantile L'Enfant terrible,
who is, from pure malice, destroying the perpetual mobile, the
system, the machine which, by the nature of things, prom-
ises all the comforts of the petty-bourgeois life. The madman
knocks down (verb?) all authorities, whether good or bad, from
imaginary, undefined, abstract reasons, forgetting, again, the
specific context of the historical geographical characteristic of
this area. Since the end of the eighties, during the wars and
destructions on all levels, moral-ethical, social, cultural, economi-
cal of course, the polarization of society has appeared, in the
first place politically speaking, and other differences have fol-
lowed from that point, even those deeper and more complex.
Prolonged adolescence, thus, infantilism attributed to the object
is again, | repeat, more noticeable in general cases than in
individual. The authors of comic mostly come from extremely
dysfunctional families, ex-middle class, blue-collar families and
fallen red bourgeoisie, without any illusions for a better future,
usually on the very edge of existence. There are two ways which
represent the pattern of how the authors of comics developed.
The first one, trying to strike a balance between their written
work and the struggle for bare existence, started dealing with
the activities related to comic making, thus, at the same time
being a designer, or a copyrighter employed in a marketing
company, where he toils for a pathetic pay, because he got
scooped when the transition cards were dealt, due to incom-
prehensible corruption (according to the Western norms) and
slave-holding approaches. Thus, the authors slowly started
giving up their writing, with some attempts which usually
appeared in some anthological editions, or they wrote comics
for the foreign markets, so that, in time, the work on their
own comics had been completely neglected and forgotten.



nnaty pmbaun Leo AaH, jep y nogenu TpaH3NULMOHMX KapaTa,
ycneq, 3a 3amajiHa Mepuna HecxBaT/biBe Kopynuuje u pobo-
BIACHUYKOT MPUCTYNa N3BMCMO, Na ayTOpy Nosiako oaycTajy of
ayTopCKor paja, NoHeKu NOKYLLAj Koju ce yrnaBHOM Mojasu Yy
HEKOM Of} 3[jatba aHTONOMMJCKOT KapaKkTepa, unu pag Ha cTpu-
ny 3a MHOCTPAHCTBO, 1a 61 BpeMeHOM MOTMYHO 3anocTaBmo 1
3ab0paBMO pag Ha ayTopckom CTpuny. [lpyra KpajHOCT, anu un
peanHoCT Cy yNpaBo ayToOpW ONUCaHW, KapuK1paHu, Hagam ce
Ca UPOHNYHOM [UCTaHLOM, 61no 61 TparnuHo fa HKCY, ayTopu
Koju, AaK/e XMBe W paje y CBOjUM joll yBeK feujum cobama,
XMBe KOA W Ha payyH pofuTesrba, a OHO Mano GuHaHcujckor
NpunmBa Huje Hi 6113y JOBO/BHO OCKM 3a NOBPeMeHe berose
13 peasnHor ... CTalH1 NPUAVB 3apaje, Nporpec, pasmuLLibatbe
0 HEKOj KNacnyHoj mopoanum n canyHe rnynoctu. Kpaj gese-
JeceTux je obenexuo, usmehy octanor ynpaso Ty nogeny Ha
NpaBOBEPHE N OHE KOju Cy CUOM NPWAKKA, Npe WK KacHuje
noanerny NPUTUCKY CpeaunHe UM M3rybunu MHTepecoBake.
C ppyre ctpaHe daHaTMYHOCT, NocBeReHOCT, KOHCTAHTHOCT, aT-
mocdepa Mehy oHMMa Koju cy n3abpanu oBaj Apyrv nyT je nyT
Kojum ce pehe nge 1 He pasmuLLba Cce NYHO O TOMe Kako, 3a-
LUTO, KOJIMKO, HEro Ce pafin eKCNI03MBHO, UMMNYACUBHO, cpehiom
na noctoje manu GpecTmBanu, paguoHuLie CTPUNOBa 1 yonwTte
jenHa nnemeHcKa NOBE3aHOCT ayTopa Koju ce OBAe U3BPraBajy
pyrny, 3abopassbajyhiv ce fa YecTo Tv cam He BupaLl NyT KojuM
heww nhn, Hero nyT 6upa Tebe.

[la, npobnematiKa aHraxxoBaHOCTH Y CTPUNY Ce OBAE NPOBaun
seh nap geuexvja, KouHumnanpajyhn ca pexumom CrnobofaHa
MwunoweBuha. AyTOpCKM CTpUN HYKaZ HUje ynao Yy 3aMKy KOH-
KpeTHe 1 AMPEeKTHEe KOMYHWKauuje, Konabopauuje n Kputusu-
parba ONPecuBHOr peXunMa 1 HUXOBUX MHCTUTYLUWja. Ycyano
6ux ce pehu aa je ycnena fia ce oapxu jenHa 3awwTnhieHa HeBU-
HOCT, He eckanu3am, Beh TpaHCLeHAEHTaNHOCT TeMaTuhKe, Kao
1 BU3yesHor npumepa. Hukaga 1o HUCy bunm KnacuyHu nonu-
TUYKN KapuKaTypanHu rer CTPMNOBY KakBe MOXeMO BUAETU Y
cpeame-3anaHo-ceBepHoeBponckom cTpuny. Ta 6aHanusa-
Lyja Huje 3aXMBena u 0CUM HEKOSTIMKO NPOonanux nokyLuaja Huje
HW nocTojana, Morno 6u ce pehin. TelKo je noa jeaHy CTaBKY noa-
BECTM 3ajeJHNYKN UMEHUTESb CTUICKE TEMATCKO UAejHe HUTK
HapaTKBHO BM3YeNTHOT KapaKTepa Tako BenuKor 6poja noTnyHo
pasnuunTMX ayTopa 1 OAPeSuUTH LWTa UX NoBesyje. YTuuaj jeaHnx
Ha Apyre, HeCKPOMHO je pefin, anu 60rbe Hero naxHo CKPOMHO
naraTtv ¥ KBafMTeT, MOHTMMAjTOHOBCKM HaJPeaMCTNYKO aBaH-
rapfiaH, Mame, MHOTO Matbe HEero pycka KrbImKeBHOCT U Gunm,
MCTOYHOEBPONCKA LUKONa aHuMUpaHor éunma, borata Tpaau-
LMja KaKo KBanWTETHUX NPETXOfAHMKa, He 3abopaBuMo fa je
y CTapoj Jyrocnasuju noctojana Bpno 036usbHa 1 KBanuTeTHa
CTpMN CLeHa, 3aMpna ca NOYETKOM jyroc/IoBeHCKMX paToBa, 3a-
TVIM Tpaguumja mpew, nasan, 1 yornwTe }KaHPOoBCKu oapeheHor

The other extreme, which is also a reality, includes exactly the
authors described, caricatured, | hope from ironic distance,
because it would be tragic otherwise, the authors who still live
and work in the same bedrooms they had as children, supported
by their parents, while the small amount of financial flow they
getis not nearly enough except for the occasional escapes from
reality ... constant earnings, progress, thoughts about a clas-
sical family and other nonsense. The end of the nineties marked,
among other things, the division into the orthodox and those
who, under the circumstances, sooner or later, succumbed
under the pressure of society, or they simply lost interest. On the
other hand, fanaticism, dedication, continuity, the atmosphere
among those who chose this other way, the way rarely chosen,
without questioning how, why, how much, but working with
an explosiveness, impulsively, luckily, there are small festivals,
comic workshops, and altogether a certain tribal connection
between authors, who are, in this case, exposed to ridicule, for-
getting the fact that, often, you do not choose the way, but the
way chooses you.

Yes, the problem of being actively engaged in comic making
has been present for a couple of decades, coinciding with the
regime of Slobodan MiloSevi¢. Written comic books never
became a subject for concrete and direct communication, col-
laboration, and criticism of the oppressive regime and its institu-
tions. | dare say that a certain protective innocence was being
kept, not escapism, but the transcendentalism of the subject, as
well as the visual example. There were never examples of clas-
sical political caricature gag comics, as could be found in the
Middle-West-Northern-European comics. That kind of triteness
did not take hold, and, apart from some unsuccessful trials, we
can say it never existed. It is difficult to find one general idea
of this style thematic line of a narrative visual character, which
combines and joins such a large number of completely different
authors, and determine what they have in common. The way
they influence each other, immodestly speaking, better than
being a modest liar, and the quality representing the surreal-
istic avant-garde of the Monty Python style, less, much less
than Russian literature and film, the Eastern European school
of animated movies, the rich tradition of high-quality forerun-
ners, let’s not forget a serious and prestigious comic scene in
former Yugoslavia, which ceased to exist with the start of the
Yugoslavian wars, then the tradition of trash, palp, and generally
comics defined by genre, Yugoslavian, as well as European, in
first place Italian. It could be said that perhaps the authors from
this area were inspired by the same models, together with the
social milieu, then the regime, the church, military, and police
mentality, patriarchy ... not having enough will to compro-
mise is a moral choice, not the arrogant view of the infantile

CTpuna Kako u3 Jyrocnasuje Tako u 1u3 EBpone, NnpBeHCTBEHO
ViTanmje, ce TO 3ajeAHo, Aakne morno 6um ce pehu ga cy moxpa
Y30pU HELWTO WTO NnoBesyje ayTope ca 0BOr noAHeb/ba, Kao
U COLMjaTHO APYLUTBEHO €KOHOMCKU MWIbe, 3aTUM Pexum,
LPKBa, BOJHWYKO NOAWLMJCKM MeHTanuTeT, matpujapxat ...
HeflocTaTak BO/be 3a KOMMPOMUCOM je MoparHu n3bop, a He
aporaHuuja nHGaHTUAHUX cpearbenpyrawa. Aytopu cy Bpno
CBECHW e XMBe, WTa pafe YaKk U Kaj 1CnosbaBajy HeCBecHo,
WTO CTpUNoBMMA Aaje Galw Taj KBanuTeT, HepocTaTak Mpo-
decnoHanu3ma je focTaTak ayTEHTUYHOCTYW, ayTOXTOHOCTH,
opurMHanHocTy, ybojutoctu, cHare. Mopehere ca xakepuma
HapaBHO He CMeTa, HaMpPOTWB, Ma BPI0 MHOTO UCTHHE, Na YaK
1 KOHKpeTHe capafbe nsmehy oBux noTKynTypa, Kocmonsiosyu
Cy jepaH of TMX npumepa, 6€CKOMNPOMMUCHOCT, eKCrnepruMeH-
TanHoct, noceeheHNuko QaHaTUUHKU NPUCTYN, JOCNEeAHOCT
AOKasaHa, caja Beh BulefeLeHNjCKUM PafioM HeCMabeHoM
xecTrHom. WctmHa, 6uno je cnarbmBara CTPUMOBA, YHWLITA-
Bakba, anu He M3 AeCTPYKTUBHMX pasfiora ynpkoc camope-
CTPYKTVBHOj OCOBEHOCTM OBUX 1 OCTAJIUX PUTYana, HaNnpoTuB,
OBJaLlbV ayTOPU Cy BP0 MOHOCHW Ha CBOj PaA U Ha YnHbeHNLY
Yy KakBMM je OKOMIHOCTMMa HacTao. Hemajy HuwTa npoTvB da
CBOj paf NoKaxy, U3N0xe, MOK/OHe, NMPOoAajy, anu HW jegHor
TPeHyTKa Huje gowsno Ao o36ubHe Konabopauuje ca Hempwja-
Te/beM, PEXMMOM U yKanynberbem y ouyekuBarba GaHanHor
npucTyna GoHAALIKOr KapakTepa, 6e3 0631pa LITo Cy CpeacTBa,
nako orpomHom BefinHom cammspatu, ogpeheHa nomoh je go-
nasuna v ca CTpaHe, ann Heke 036ubHUje Nnpogaje Huje buno.
HeBMHOCT je cauyBaHa, Na 6ap Kako Tako, Huje 6o naKo, anu
ja mmcnum fa Benmka BehHa ayTopa M A0 AaH AaHac MoXe
61TN NOHOCHA Ha, KaKo CBOj paf, nocseheHoCT, KBanuTeT, a Uc-
Topuja hie noKasaTu, M KBaHTUTET, jep orpoMHa BehmHa pagoBa
HacTanux Tafa, AeBeAeceTunx, Na Yak U KacHuje, jow yBeK nexmu
no MarauuMHuma, y drokama, rnaBama v opmapuma, UCnog
KpeBeTa, Ha X1/bafiama TeLIKMX UCKOBA, Ha TaBaHUMa 1 Y Mo-
ApyMUMa. YecTo He3aBpLUEHW 1 YHULITABaHW, MaK CKEHWpPaHW,
cauyBaHW, 3a jefiHy 6ynyhy, jow jeHy BaBUNOHCKY 61MGNNOTEKY.
OBoO je CMrypHO LWana, 3aHNMSbUBOCT 1 OHO LITO Me MHCMNpHLLEe
y OBOM TeKCTY je ynpaBo Ta HeoppeheHOCT y CMUCTTY MPOHUje
TEeKCTa, Te cam NPUXBATMO Urpy Tako Aa 036ubHO ofroBapam
Ha NPOBOKAaTMBHA NMUTaka Ha Koja je Hemoryhe aaTtu npasm v
UCKpPEeH ofroBop, nocTassbajyhin cebe y He3aBUAaH Monoxaj,
WTO Me AofaTHO MHcnupuwe. bactapa cBeTcKe KynType, eB-
poncke aBaHrapge U 6ankaHckor naraHwsma, gomahu ctpun
je cupoue ca XuBMM poamuTesbuma 6e3 3aMeHcKe nopoauLe 1
Joma 3a He36puHyTy fieuy. Octana je ynuua, a y ynuuu ranepuja
1 KrbiKapa.

Otay ce nojaBbyje y GUKTUBHO NPETNOCTaBIbEHOj YNO3M, Aa-
K/e He nojaesbyje ce y peanHoM BpemeHy 1 NpocTopy, Hema

middle-distance runners. The authors are fully aware of their
surrounding and what they are doing when they express them-
selves even unconsciously, which gives the exact quality to the

comics. An insufficient amount of expertise actually presents

authenticity, author-authenticity, originality, creativity, a deadly
strength. There is no harm in comparing this subculture with

that one of the hackers. On the contrary, they are both truthful

and even cooperate with one another. The group Kosmoplovci
is just one of the examples of uncompromising quality, experi-
menting, fanatic dedication, proven consistence while working

with the same passion for several decades. The truth is, there

were examples of comics being burnt, destroyed, but not for
the purpose of destruction. Although this and similar rituals are

considered to be destructive, in this case, on the contrary, local

authors are very proud of their work, taking into account the

conditions in which it was being done. They do not hesitate to

show their work, exhibit, give it as a present, or sell it. However,
there was no chance, at any moment, of collaborating with the

enemy and the regime, or of getting stuck in the expectations

of mediocrity, no matter that the means were hard to get, the

work was mostly self published, and certain kinds of help was

always present from external sources. However there were no

examples of some serious sale. The purity was kept, in some way,
it wasn't easy, but | think that the majority of authors could be

proud of their work, commitment, quality, and, the history will

prove, even the quantity because most of the work created at

that time, in the nineties, and even later, is still left to lie in some

warehouses, drawers, heads and wardrobes, under the beds,
on thousands of heavy compact disks, in the attics and base-
ments. The comics which were often incomplete and destroyed,
and yet, some of them were scanned, kept for one more future

Babylon library. This must be a joke, it is precisely this lack of
definition, in terms of the irony of the text, what inspires me in

this text and makes it interesting, so | accepted to play a game

and give serious answers to provocative questions, which can-
not be fully and honestly answered, thus putting myself into an

unenviable position, which inspires me even more. A bastard of
the world culture, European avant-garde and Balkan paganism,
the domestic comic is an orphan with living parents, without a

foster family and without an orphan’s home. What is left is the

street, and in that street a gallery and a bookshop.

The father appears with a fictively assumed role, which means
he doesn’t appear in a real time and place, has no identity,
even his character determined by this situation is not clear, be-
cause it is presented as an authority, pater familias, who is, at
the same time, without saying accepted as a leader, protector,
bread-winner and role model, and at the same time he’s also
given some negative characteristics, typical of characterization



WOEHTUTET, YaK HK KapakTep ogpefieH 0BOM cUTyauUmnjom Huje
jacaH jep ce npeTtnocTtaBsba Kao ayTopuTeT, pater familias koju
je y ncro Bpeme npehyTHO Npu3HaT Kao BONa, 3aLUTUTHUK,
XpaHunay nopoAaule u y3op ob6jekTa, a y UCTO BpemMe My ce
NPUNUCYjy W HeraThBHa CBOjCTBA, CBOJCTBEHA KapaKTepu3a-
LMju ¥ KapukaTypanusaumju oua nopoauue, na n oua Hauuje,
cBOjcTBEHO reorpadcku ogpeheHom geny bankaHa Kao He camo
reorpadckn Beh 1, Yak U Mpe reoncMxonoLLKK, YKOINKO Mo-
cmaTpamo cyyaj GeHOMEHOOLWKMK, Y CoLMjanHo APYLUTBEHOM
KOHTEKCTY, a oneT, Tpyaehn ce fa u3berHemo cTepeoTune, Kako
pofHe/nosiHe, Tako 1 HAaLMOHAJNTHO pacHe.

Majka pakne, Kao 1 oTal, yoCTajloM Kao 1 006jeKT, OAHOCHO
JeTe, y OBOM CJIyyajy CUH, jep ce Kao LITO NpeTnocTaB/bamo
CMTyalmja OAHOCK Y CBOM FeHOMY Ha 0BO ofipeheHo noaHebbe
ca CBUM CBOjUM 0cobMHama, ocebyjHOCTUMa, npefpacysama
1 pacynama, gpaktorpadpcko, eMNMPUJCKO AOKa3aHUM, HapaBHO
Camo Yy NpeTnocTaBum, jep nnak je WTNBO NPUANYHO LITYPO
Aa 6u My ce pana jegHa 06jekTUBHWja, ncLpnHmMja, ogpeheHuja
oLeHa. Ycnep HepfocTaTka M3HUjaHCMPAHOCTW OAHOCA Koju Cy
anpropu KOMMNIeKCHU, KOMMNNKOBaHU 1 Cy6jeKTUBHM NO CBOM
KapakTepy Kao TakBOM, iBOjHI MO CBOjOj NPUPOAMK, @ TPOjHM NO
6pojy npeTnocTaB/beHoOr 6poja, Kako peanHux, Tako U NPeTno-
CTaB/beHNX, a ONeT jeANHCTBEHWN NO NPUPOAN CTBapu, Aenyjy
Kao MeXaHMYKe JIyTKe Y HEKOM MMarMHapHoOM NpriMereHOM
nosopuwTy. Kao ynyTcTBo 3a ynotpeby, 0fHOCHO yrno3opeme
3a 3noynoTpeby. OBAe ce paay 0 KNacMYHOM Clyyajy caMonpojek-
Luje, 1 TO Ha BULUe, peKao bux, Ha CBe acneKTe OBe counoeny-
KaTVBHe KOHCTpyKumje. Hagam ce Aa HUCTe HULITA NOTPELLIHO
CXBaTWIW, anu CTe oCceTunu.

Cynepsu3zuja: Anekcangpa Cekynuh

Supervision: Aleksandra Sekuli¢

and caricature-type father of a family, even a father of a nation,
typical of the geographically determined part of the Balkans,
not only geographically, but also geo-psychologically, if we
look upon the case in a phenomenological manner, within a
social context, and again, trying to avoid stereotypes, gender
stereotypes, as well as national racial.

The mother, thus, the same as the father, and as an object, after
all, that is a child, in this case a son, because the situation is, as
we assume, concerned, in its own genome, with this particular
area with all its characteristics, diversity, prejudices and rational,
which were facto-graphically, empirically proven, of course only
as an assumption, since the reading matter is quite bleak to be
given a more objective, detailed and specific mark. Owing to
the insufficient nuance of the relationships which are a priori
complex, complicated and subjective according to their char-
acter as such, dual in accordance with their nature, and triple
according to the number of the assumed number, of the real
as well as assumed, and again unique according to their nature,
they act as mechanic dolls in some imaginary adapted theater.
Like a user’s manual, that is, a warning for abuse. This all is about
the classical case of self-projection, increasing one, | would say,
to all the aspects of this socio-educational construction. | hope
there were no misunderstandings, even if so, | hope you were
able to feel beyond it.



Guerilla Publishers and Strip-Tease Artists

Contemporary Croatian comics scene

Bojan Kristofic¢

Pisati o sceni ,nezavisnog” stripa u Hrvatskoj nedvojbeno
znadi uhvatiti se ukostac s vrlo specifi¢nim i problemati¢nim
tematskim okvirom. Kronoloski gledano, ocito je rijec o razdo-
blju od osamostaljenja Hrvatske pocetkom devedesetih godina
proslog stoljeca, pa sve do danas, gotovo Cetvrt stoljeca kasni-
je. Tijekom tih godina, cjelokupna hrvatska kultura, pa tako
i strip (kao njen bitan i prepoznatljiv segment), prosla je kroz
fazu prividnog konsolidiranja, odnosno emancipacije od pret-
hodnog, kozmopolitskog jugoslavenskog identiteta; a zapravo
stagnacije, te potom i apatije, uvjetovane sveprisutnom i do-
minantnom odrednicom institucionalne kulture devedesetih
- nacionalistickom politikom vladajucih, pa i nekih opozicijskih
parlamentarnih stranaka, koje su suptilno, ali dovoljno jasno
tezile sve vidove kulture podvrgnuti svojoj svjetonazorskoj
optici. Isklju¢ivanje nepodobnog sadrzaja iz sluzbenog kul-
turnog Zivota zemlje provodilo se bilo otvorenom cenzurom
i smjenama nepocudnih kadrova s relevantnih pozicija u vaz-
nijim institucijama; bilo jednostavnim, no vrlo ucinkovitim
dokidanjem financijske potpore manje komercijalnim vrstama
umjetnicke produkcije, pa tako i stripu. Medutim, 1999. godine,
nakon smrti prvog predsjednika Republike Hrvatske dr. Franje
Tudmana, vodeceg kreatora takove politike, te posto je lijevo-
liberalna koalicija na izborima 2000. godine osvojila vlast, situ-
acija se donekle mijenja, a nulte godine ovoga stoljeca postaju
razdoblje relativnog procvata ovdasnje ,nezavisne” kulturne
scene (za $to su korijeni posijani jo$ u proslom desetljecu), a
time i stripa, koji je uz glazbu i amatersko kazaliste bio jedan od

Guerilla Publishers and Strip-Tease Artists
Contemporary Croatian comics scene

Bojan Kristofic¢

Writing about the ‘independent’ comics scene in Croatia, one
cannot avoid having to cope with a highly specific and prob-
lematic context. Chronologically, we are concerned with roughly
the quarter of a century that has passed since Croatia gained in-
dependence in the early 1990s. Croatian culture as a whole, and
the comics scene as its notable and recognizable segment, has
gone through a phase of virtual consolidation and emancipa-
tion from its previous cosmopolitan Yugoslav identity, which in
reality brought about stagnation, followed by apathy, and con-
ditioned by the all-pervasive, defining trait of institutionalized
culture in the nineties — the nationalist ideology of the ruling
party and even some of its parliamentary opposition, which
have tended, subtly but clearly enough, to subdue all aspects
of culture to their biased viewpoint.

The exclusion of ‘unsuitable’ material from the official cul-
tural life of the country has occurred through open censorship
and the dismissal of dissenting functionaries from relevant
positions in important institutions, as well as through simple
but effective denial of financial support to less commercial
branches of art production such as comic books. However, af-
ter the death of the first president of the Republic of Croatia,
Dr. Franjo Tudman, in 1999, and the victory of the liberal-left
coalition at the 2000 elections, the situation has changed to
a certain extent. The first decade of the new century brought
about a blossoming of the local independent cultural scene
(the roots of which were established in the previous decade)
including comics, which along with music and amateur theatre

bitnih ¢imbenika definiranja omladinskih supkultura, odnosno
kontra-kulture onih skupina mladih ljudi koji nisu pristajali na
bilo kakve politicke, etnicke, rodne, seksualne i ine podjele, u
principu karakteristicne za hrvatsko drustvo. No, postupna libe-
ralizacija institucionalne kulturne politike ucinila je svoje, te je
drzava u vrijeme relativnog ekonomskog blagostanja u proslom
desetljecu snaznije nego prije podrzavala alternativne, nevladine
kulturne programe i inicijative, stoga su i neki projekti u stripu
dobili svoju $ansu, a pojedini su je i vise nego uspjesno isko-
ristili, pa su njihovi nositelji postali prvo regionalno, a zatim i
medunarodno prepoznati i priznati igraci. Neki od njih svojim
su djelima zastupljeni i na ovoj izlozbi.

Prema tome, pojam ,nezavisnosti” na hrvatskoj se strip
sceni moze tumacditi dvojako — u devedesetima, epitet ,nezavisni”
zaista je znacio ekonomsku, a time i politicku izdvojenost, jer je
vecina relevantnih izdanja nastala prema uradi-sam principima
isklju¢ivo zahvaljujuci entuzijazmu autora i posvecenih izda-
vaca, poznavalaca stripa, iako sam sadrzaj ili forma stripa nisu
nuzno morali biti eksperimentalni ili kontroverzni, premda su
Cesto bili. Tijekom nultih godina, pak, kada se raspadnuto
jugoslavensko trziste stripa pocelo oporavljati i obnavljati, a
nacionalne drzave u odredenoj mjeri stale podrzavati kulturu
stripa, ,nezavisnost” je od oznake poslovnog modela opstanka
na sceni sve vise postajala estetska odrednica, jer Ministarstvo
kulture RH svoje donacije nije odredivalo prema tom kriteriju —
dapace, cesto se dogadalo da avangardnija i Siroj publici teze
razumljiva strip izdanja dugorocnije dobivaju financijski priliv
od onih za koje je procijenjeno da bi mogla ostvariti neku pro-
dajuizaradu, $to je u neku rukuilogi¢no. No, praksa je pokazala
da je produciranje domaceg stripa kratkoro¢no neisplativa in-
vesticija, te da se ulozeni novac nece tako brzo vratiti, a kamoli
da ce izdavac i drzava ostvariti realnu financijsku korist, iako je
sasvim jasno da je takva praksa domacem stripu najpotrebnija,
a ucinak se ne mjeri zaradom, ve¢ unapredenjem tog segmenta
kulture i pruzanjem prilike svim zainteresiranim osobama da se
sustavno bave stripom. Kad je rije¢ o stranom stripu, to jest o
prijevodima, situacija je prilicno drugacija i danas se ve¢ moze
proglasiti vrlo optimisti¢cnom, pa i propulzivnom. U svakom
slucaju, ne treba zanemariti ulogu kvalitetnih prijevoda stranih
stripova, kojih u Hrvatskoj ne manjka, u opéenitom senzibilizi-
ranju publike (pogotovo mlade) za strip opcenito, pa tako i
za radove vrsnih domacih autora, medu kojima zaista imamo
svjetski znacajnih imena, i medu autorima blizima mainstreamu, i
medu onima opredijeljenima za avangardni, underground strip.

Beyond the Iron Curtain

No, kako god definirali ,nezavisni” hrvatski strip, gdje su njegovi
istinski korijeni? Oni su, zapravo, proklijali jo$ i prije devedesetih,
a tragove njihovog rasta mozemo pratiti otprilike sve do sredine

have been a defining factor for youth subcultures, or rather the

counter-culture of young people who did not consent to po-
litical, ethnic, gender-based, sexual and other divisions largely

typical of Croatian society. There was a gradual liberalization

of institutional cultural policy, and the relatively prosperous

economical situation of the decade allowed for stronger sup-
port of alternative, non-governmental cultural programs and

initiatives, providing a chance for some comics-related projects,
which certain individuals successfully made the most of and

became regionally and eventually internationally renowned

players. Works by some of them are included in this exhibition.

That is why ‘independent’ can have a double meaning in

the context of the Croatian comics scene: in the nineties, it re-
ally did mean economic and therefore political insulation, as

most relevant publications based on DIY principles were rely-
ing solely on the enthusiasm of artists and the devotion of their
publishers and fans, and although it didn't mean that the com-
ics themselves were necessarily experimental or controversial

in form or content, they quite often were. In the 2000s, when

the former Yugoslavian comics market started to recouperate

and re-integrate, and the separate states started to subsidize

comics culture to a certain extent, ‘independence’ became

more of an aesthetic qualification than a business model of sur-
vival on the scene, as the latter criterium was disregarded by
the Ministry of Culture when deciding on the donations. In fact,
it was often the case that the more avant-garde work, deemed

too impenetrable for a wider audience, enjoyed more reliable

financial support than the potentially more commercially viable

and profitable publications, and one can also see the logic in

that. The reality soon proved that no investment in the local

production of comics could be expected to bring about a re-
turn on the investment, let alone profit for the publisher or the

state, although such practice would absolutely be most useful.
It also proved that its effect must not be evaluated on an eco-
nomic basis, but rather in terms of promoting this segment of
culture and enabling new talent to emerge and continuously
develop. The same set of rules does not apply to Croatian edi-
tions of foreign comics, where the situation is quite satisfying

even now and promises an even more substantial future. The

quality and abundance of translations undoubtedly play a role
in educating an audience for comic books (especially among

youths) that can be expected to take interest in the works of ac-
complished local artists, some of which are truly relevant on an

international level, both among the more mainstream-oriented

and the avant-garde, underground forms of expression.

Beyond the Iron Curtain

Regardless of how we define ‘independent’ Croatian comics,
what are their true precedents? They can actually be traced back



sedamdesetih, kada je raznovrsni jugoslavenski omladinski
tisak, obilato financiran iz drzavne kase, bio stoZzerno mjesto
avangardnih tendencija u stripu diljem svih bivsih jugoslaven-
skih republika, pa tako i u Hrvatskoj, te je predstavljao prvu
pravu domacu opreku stripu kao didaktickom ili eskapistickom
Stivu za djecu i mlade adolescente, uhvativsi korak s naprednim
inozemnim inovacijskim tendencijama, prvenstveno francusko-
belgijskim, ali i ameri¢kim. Vrijeme je to poznate grupe Novi
Kordej, Radovan Devli¢, KreSimir Zimonic i drugi) u meduvre-
menu ostvarili impozantne regionalne i medunarodne karijere
u stripu, dizajnu i animiranom filmu, a kasnih su sedamdesetih
u vlastitim, briljantnim strip-minijaturama u lokalni kontekst
originalno prenosili iskustva kako najavangardnijih francuskih
autora okupljenih oko izdavacke ku¢e Humanoides Associés i
Casopisa Métal Hurlant (Moebius, Philippe Druillet i drugi), tako
i tradicije ameri¢kog hipijevskog underground stripa (Robert
Crumb, Gilbert Shelton), koji je znatno utjecao i na satiricki
francuski strip (Claire Bretécher, Jean Marc-Reiser), u to doba
prevoden i u nas, i to u istim ¢asopisima gdje su ¢lanovi Novog
kvadrata objavljivali svoje stripove (zagrebacki Polet, Studentski
list, Pitanja, beogradski Vidici, ljubljanska Tribuna, i drugi), pa je
utjecaj stranih autora na domace lako dokazati. Pa ipak, unato¢
sadrzajnoj provokativnosti stripova ,Novokvadratovaca”, koja
je po prvi put u Hrvatskoj kao opceniti trend podrazumijevala
autorski zreo i dosljedan prikaz seksa, iracionalnog nasilja, egzi-
stencijalnih nedoumica, apsurda svakodnevnice i distopijskih
futuristickih vizija, uz mnoga za lokalnu sredinu vrlo inovativna
i do tada nevidena formalna rjesenja, tesko je njihova djela
strpati u ladicu ,nezavisnog” stripa. Zasto?

Naprosto zato $to je drzava, to jest Komunisticka partija
Jugoslavije, putem svojih omladinskih organizacija vrlo lukavo
i pronicljivo pruzala legitimitet takvoj vrsti (sup)kulturnih praksi,
zadrzavajudi kriticke inicijative respektabilnom financijskom
potporom i nizom simboli¢nih priznanja u okvirima prihvat-
liivog i po drzavu, zapravo, bezopasnog djelovanja. Tako je
Novom kvadratu uruéeno priznanje Sedam sekretara SKOJ-a
(Saveza komunisticke omladine Jugoslavije) za znacajan rad u
kulturi, cime je definitivno osporena njihova nezavisnost i kontra-
kulturna pozicija, ali je, s druge strane, domadi autorski strip
postao pozeljan medij izrazavanja koji je pronasao svoje mjesto
u raznovrsnom kaleidoskopu urbane rock kulture Novog vala,
zadrzavsi pritom i svoju egzoti¢nost i odredenu anarhoidnu pri-
vlacnost. Medutim, trebalo je pri¢ekati na daljnju ideolosku ra-
dikalizaciju jugoslavenskih supkultura sredinom osamdesetih,
da bi se u takvom kontekstu pojavili politicki zaista subverzivni
stripovi, premda je taj fenomen ostao ogranicen prvenstveno
na Sloveniju (Lavri¢, Smiljani¢, Kasteli¢ i ostali autori okupljeni
oko tjednika Mladina) i djelomi¢no na Srbiju, dok je hrvatska

well before the nineties and into the 1970s, when various youth
publications, well financed by Yugoslav authorities, served as
vessels for avant-garde tendencies in all the former federal re-
publics including Croatia. The notion of comics as didactic or
escapist fodder for children and young adolescents was first
challenged, tuning in local efforts to forward-thinking, innova-
tive international trends, mostly French and Belgian, but also
American. It was the time of the acclaimed group Novi Kvadrat
(New Square), the frontrunners of which (Mirko lli¢, Igor Ko-
rdej, Radovan Devli¢, KreSimir Zimoni¢ and others) went on to
achieve admirable regional and international careers as comic
artists, designers and animators. In the late seventies they cre-
ated brilliant comic miniatures comparable to the most radical
French artists associated with the Humanoides Associés pub-
lishing house and Métal Hurlant magazine (Moebius, Philippe
Druillet and others). They were also comparable to the same
American hippie underground comics (Robert Crumb, Gilbert
Shelton) that influenced French satirists such as Claire Bretéch-
er and Jean Marc-Reiser, whose work was translated and pub-
lished in the same Yugoslavian magazines where members of
Novi Kvadrat published their own comics (Polet, Studentski list
and Pitanja in Zagreb, Vidici in Belgrade, Tribuna in Ljubljana,
and some others), making the foreign influence on local art-
ists easy to identify. Novi Kvadrat comics were provocative in
content and introduced new standards with their artistically
mature and uncompromising visions of sex, irrational violence,
existential doubt, the absurdity of the everyday and dystopian
futuristic fantasies, accompanied by highly innovative formal
solutions previously unseen in Croatian comics — and yet it is
difficult to deem them ‘independent’. Why?

Simply because the state, or the ruling Communist Party of
Yugoslavia and its youth organizations, was clever enough to
make that kind of (sub)cultural practice legitimate, rewarding
it with respectable financial support and prizes, which kept its
critical potential in the realm of acceptable activity unthreat-
ening to the general order. Novi Kvadrat won the Sedam Sekre-
tara SKOJ-a (Seven Secretaries of SKOJ) prize, awarded by the
Union of Communist Youth of Yugoslavia for significant cultural
achievement, which has definitely denied them the position
of counter-cultural mavericks, but at least it established local
comics as an important creative medium in the kaleidoscopic
diversity of Yugoslav New Wave urban rock culture, while allow-
ing them to retain an aura of exotic and anarchic attractiveness.

Meanwhile, for truly politically subversive comics to appear,
Yugoslavian subcultures had to become ideologically even
more radical, which happened by the mid-1980s, and then
mostly in Slovenia (Lavri¢, Smiljani¢, Kasteli¢ and other artists
working for the political weekly Mladina) and to a lesser extent
in Serbia. The Croatian comics scene became a sort of a buffer
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strip scena preuzela ulogu svojevrsnog lakmus papira izmedu
avangardnijih susjednih tendencija, te su inovativni proboji
postizani uglavnhom u domenama estetike i formalnih istraziva-
nja jezika stripa, uz povremene, ali neobi¢no vrijedne izlete u
krajnje intimno i pomalo hermeti¢no tumacenje permanentnih
drustvenih kriza. Zbog ogranicenosti prostora, ovdje ¢emo
spomenuti samo krug autora okupljen oko pozeskog ¢asopisa
Patak, cije su umjetnicki najuspjesnije godine bile kasne osam-
desete, sve do tragi¢nog raspada Jugoslavije i samog pocetka
rata, kada je u ¢asopisu objavljeno i nekoliko jasno i nedvosmi-
sleno proturatno angaziranih stripova, $to je bio hvalevrijedan
doprinos malom, ali bitnom pokretu otpora. Isticu se imena
Magde Dul¢i¢, Dusana Gaci¢a, Dubravka Matakovica, Danijela
Zezelja i ostalih autora koji ¢e, kao i oni prethodne generacije, u
kasnijim godinama ostvariti vrlo znacajne karijere i izaci iz okvira
~nezavisnog” stripa, nerijetko se okrenuvsi i radu za inozemne
izdavace, a sve u zelji da Zive prije svega od rada na stripu, bez
suvisnih kompromisa. S druge strane, tijekom istog razdoblja
djelovala je druga vazna grupa u recentnijoj povijesti hrvatskog
stripa (skupina autora koja je nastupala sa zajednickim progra-
mom i stripove potpisivala kolektivno) — grupa ZZOT, ciji se
¢lanovi uglavnom nisu bavili stripom u uvrijezenom smislu rije-
¢i, ve¢ multimedijalnim umjetnickim projektima na granicama
stripa, klasi¢nih vizualnih umjetnosti, novih medija i kazalista.
Medu njima su zamjetan trag u stripu ostavili Helena Klakocar-
Vuksi¢, kako svojim krac¢im radovima, tako i ,grafickom novelom”
(jednim od prvih domacih stripova kojemu je pripala ta nova
zanrovska, odnosno izdavacka odrednica) Passage en Douce,
objavljenom najprije u Francuskoj 1999. godine; te Milan
Manojlovi¢-Mance, osebujni zagrebacki glazbenik i graficki
umjetnik, koji se svojim ludickim strip-minijaturama, bliskima
knjizevnosti apsurda, povremeno, ali kontinuirano javlja u fan-
zinima i nisko-tiraznim ¢asopisima ve¢ gotovo trideset godina.
No, u teSkom i za kulturu krajnje nesigurnom poratnom razdo-
blju devedesetih, temelje za preporod hrvatske strip scene na
bitno smanjenom, okrnjenom trzistu nisu postavili najavangar-
dniji i eksperimentima najskloniji autori, ve¢ naprotiv oni stilski
blizi poimanju stripa kao populistickog masovnog medija, ¢ija
su prirodna stanista sveske i specijalizirani ¢asopisi, odnosno
kiosci i knjizare, a ne galerije, knjiznice i opskurnija kulturna
glasila. Pa ipak, premladi da bi se odmah otisnuli u pustolovinu
rada za strane izdavace, i s premalo kapitala i resursa da bi u zemlji
poharanoj ratom mogli pokrenuti profitabilna strip-izdanja, ti
Ce se autori, kao $to je na pocetku spomenuto, okrenuti uradi-
sam poslovanju i tiskanju fanzina, financiranih gotovo iskljucivo
iz vlastitog dzepa, te ¢e takve inicijative postati ZariSta oku-
pljanja novih umjetnickih kolektiva posveéenih stripu. Ujedno,
hrvatska ,fanzinska” scena devedesetih godina predstavljala je
prvu zaista nezavisnu inicijativu u domacem stripu, slobodnu

zone between more avant-garde neighbouring concepts, its
breakthrough innovations belonging to the realm of aesthetics
and formal investigation of the language of comics, with occa-
sional but valuable excursions into highly an intimate, but also
somewhat hermetic commentary on permament social crisis.
The need for brevity allows us only to mention the circle of
artists around the Patak magazine published in PoZega, which
sustained its creative highpoint from the late eighties until the
tragic breakdown of Yugoslavia and the beginning of the war,
when it published a number of clearly and unambiguously
anti-war comics, a valuable contribution to the small but
significant resistance movement. Magda Dul¢i¢, Dusan Gacic,
Dubravko Matakovi¢ and Danijel Zezelj are among the artists of
this generation who, like their predecessors, went on to achieve
notable careers and outgrew the frame of ‘independent’ comics,
often working for foreign publishers in order to make a living
as comic artists without conceding to other kinds of work. This
was also the active period of another group of artists sharing
a common manifesto and signing the works collectively —
the ZZOT group, whose members did not make comics in the
usual sense of the word as much as they devoted themselves
to multidisciplinary art projects blending comics with classic
visual arts, new media and theatre. Among the authors from
this group, Helena Klakoc¢ar-Vuksi¢ was noted not just for her
short works but also a graphic novel (one of the first Croatian
comics to be categorized by publishers in this way) Passage en
Douce, first published in 1999 in France. Another standout is
Milan Manojlovi¢-Mance, the eccentric musician and graphic
artist from Zagreb, whose playful comic miniatures, akin to ab-
surdist theatre, have been an occasional but steady presence in
fanzines and limited edition magazines for almost thirty years.
However, it was not the experimental avant-garde artists who
formed a base for the revival of the Croatian comics scene on
the diminished market in the difficult post-war period of the
nineties, when it was not easy to begin any kind of cultural en-
terprise: it was rather those whose style was closer to the notion
of comics as a populist mass medium with a natural habitat in
albums and magazines, newsstands and bookstores, instead of
galleries, libraries and obscure cultural editions. Still, too young
to immediately proceed into the adventure of working for inter-
national publishers, and lacking capital or resources to create
profitable comic editions in a country devastated by war, those
artists, as previously mentioned, also turned to DIY methods
and began publishing self-financed fanzines, this kind of initia-
tive becoming focal to the formation of new artistic collectives
devoted to creating comics. The Croatian fanzine scene of the
nineties was also the first truly independent initiative in local
comics, free from political dictate as well as from commercial
instincts of professional publishers. In this way, the culture of

kako od diktata politike, tako i od komercijalnih poriva profesi-
onalnih izdavaca. Na taj nacin, iz ograni¢enosti i uskogrudnosti
kulture toga vremena proizasla je moguénost neopterecenog i
slobodnog stvaranja za $acicu mastovitih i hrabrih mladih ljudi.

Across the Borders of Cultures

Posljedice rata i prekinutog kontinuiteta izdavanja stripova
mogu se sazeti u nekoliko natuknica: nepovratno osipanje
publike, nepostojanje bilo kakve relevantne domace strip pe-
riodike, nestanak vaznijih festivala stripa, pojava sumnjivih i
nekvalitetnih piratskih izdanja stranih stripova, pojava ,ratnih
generacija” mladih nenaviklih na ¢itanje stripova, tako dalje ...
Dok je Patak devedesetih sve viSe gubio na Citljivosti i znacaju
zbog vrludanja urednickih koncepcija i osipanja domacih autora
trbuhom za kruhom, u Zagrebu je 1992. godine objavljen prvi
broj strip fanzina Endem. Tada interna zafrkancija studenata
grafickog odsjeka Likovne akademije, predvodena urednicima
Tihomirom Tikulinom i Sebastijanom Camagajevcem, Endem je
tijekom osamnaest godina i 34 broja postao i ostao najvazniji i
najutjecajniji hrvatski strip-fanzin - platforma za osebujne ra-
dove najrazlicitijih autorskih osobnosti, u kojem su u pocetku
povremeno, a kasnije sve viSe, objavljivali i stariji profesionalci u
pauzama rada za strane izdavace. Vec je i Patak u ranijim broje-
vima, dok je Kresimir Zimoni¢ dosljedno uredivao ¢asopis, unio
u hrvatski strip mnoge novine post-modernog pristupa mediju
- fragmentarnost zbivanja, naglaseno citiranje sadrzaja drugih
djela popularne i masovne kulture, nepostojanje ¢vrstih pro-
storno-vremenskih struktura u naraciji, neprozirnost i naglasenu
metaforicnost sadrzaja i svojevrsnu ,estetika apsurda”; no tek je
s Endemom i njegovim prvim autorima (Camagajevac, Ercegovic,
Ivezi¢, Kuki¢, Kumanovi¢, Majnari¢, Pisaci¢, Talaji¢, Tikulin itd.)
takav svjetonazor postao dominantan autorski stav u hrvat-
skom stripu, Sto je uslijed stagnacije kvalitete Patka ucinilo
Endem gotovo jedinom autenticnom pojavom na sceni prije
1995. godine. Osim Endema, treba spomenuti jo$ dva fanzina
bitno razlicite koncepcije. Prvi je Stripoholic, sluzbeno glasilo
kontroverzne strip grupe Novo Hrvatsko Podzemlje, nastalo na
jakom utjecaju americkog underground stripa, a drugi je Variete
Radikale, fanzin pokrenut na radionicama u Istri i Kvarneru gdje
je KreSimir Zimoni¢ talentirane osnovnoskolce i srednjo3kolce
poducavao kreiranju stripova. Nekolicina entuzijasta s tih radi-
onica osnovala je strip grupu Kolektiv i pokrenula spomenuti
fanzin, a medu njenim ¢lanovima bili su i danas poznati i pri-
znati dizajneri Damir Brali¢ i Vanja Cuculi¢, kao i neki poznati
ilustratori, animatori i likovni pedagozi poput Matije Pisacica,
Damira Steinfela i Draska Ivezi¢a. Okrenuti naglaseno autor-
skom poimanju medija, daleko od opustenije post-moderne
zafrkancije Endema i Stripoholica, Kolektiv i Variete Radikale nisu
dugo izdrzali na okupu — ipak, svojim su postojanjem doprinijeli

a period with many limitations and severe restrictions allowed
the possibility of unimpeded creativity for a group of imagina-
tive and brave young people.

Across the Borders of Cultures

The effects of war and the interruption of comics publishing
can be boiled down to a few factors: the irretrievable loss of
audience, the absence of any kind of relevant comics periodicals,
the discontinuation of important comics festivals, the appear-
ance of dubious and technically lacking pirated editions of
foreign comics, the arrival of ‘war generations’ of youths unac-
costumed to reading comic books, among others. While Patak
became less and less readable and relevant as its editing policy
started to weaken, and local artists started to consider living
abroad, the first edition of Endem fanzine came out in 1992 in
Zagreb. Begun as an inside joke among graphic arts students
from the Academy of Fine Arts in Zagreb and edited by Tihomir
Tikulin and Sebastijan Camagajevac, over the next 18 years and
34 editions Endem established itself as the most important and
most influential Croatian comic fanzine. It was a platform for
the expression of diverse and original artistic sensibilities, and
in the course of its existence attracted contributions from the
more experienced professionals, in breaks from their commer-
cial work for foreign publishers. Some of the novelties of post-
modern treatment of the medium - the fragmented storylines,
obvious references to other works of popular mass-culture, the
absence of clearly defined spatial and temporal frames in the
narration, the obscure, metaphorical qualities of the content
and an aesthetics nearing on absurdism — were already intro-
duced in earlier editions of Patak; but it was Endem and its first
contributors (Camagajevac, Ercegovi¢, Ivezi¢, Kuki¢, Kumanovig,
Majnari¢, Pisaci¢, Talaji¢, Tikulin, etc.) who made it the dominant
artistic statement in Croatian comics. The stagnation of Patak
pushed Endem to the position of the only authentic presence on
the scene in the period before 1995.

Two other important fanzines with significantly different
concepts followed some time after Endem. The first was Stripoholic,
the official publication of the controversial comics group Novo
Hrvatsko Podzemlje (New Croatian Underground), strongly influ-
enced by American underground comics, and the other was
Variete Radikale, a fanzine created at comics workshops that
Kresimir Zimoni¢ conducted with gifted elementary and high-
school pupils in Istria and Kvarner. Enthusiasts from these work-
shops who formed the comic group Kolektiv and published the
fanzine include Damir Brali¢ and Vanja Cuculi¢, who went on
to make their name in graphic design, as well as Matija Pisaci¢,
Damir Steinfl and Drasko Ivezi¢, who later came to prominence
as illustrators, animators and art mentors. Developing highly
idiosyncratic personal visions of the medium far from the re-
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pluralizmu i heterogenosti fanzinske scene, koja je definitivnu
potvrdu svoga znacaja dobila na Salonu stripa u Vinkovcima
1996. godine, kada se mlada generacija autora stripa po prvi
put nasla rame uz rame sa starijim kolegama - zaceta su vri-
jedna prijateljstva i razmijenjeni kontakti, Sto ¢e kasnije utjecati
na pokretanje prvog zagrebackog festivala stripa Crtani Romani
Sou 1998. godine.

Bitno je istaknuti kako su fanzini, osim novog pristupa
stvaranju stripa, donijeli i novi nacin oblikovanja, odnosno
dizajna strip izdanja. Pristup dizajnu djelomi¢no su bastinili od
jugoslavenskih glazbenih fanzina iz doba punka i novog vala
(Urbana gerila, Bankrot, Iznad, Kreten), a s druge su strane bili
vrlo bliski estetici ostalih fanzina tada objavljivanih u Hrvatskoj,
a bilo ih je zaista mnogo - od glazbenih do intimnih fanzina
pisanih u formi dnevnika (Lunatic, Adijo pamet, Cempress, You
& me itd.). Zbog niske cijene i velike pristupacnosti, fotokopirni
strojevi bili su univerzalna tehnika izrade Endema i ostalih
fanzina, sto je potaknulo koristenje kolaza kao dominantnog
izraZajnog sredstva u dizajnu dijelova publikacije neispunjenih
stripom. Ipak, autori su kolazom takoder izrazili jasnu poveza-
nost dizajna i sadrzaja vecine stripova, temeljenu na raznorod-
nom utjecaju najrazli¢itijih pop kulturnih motiva. Na primjeru
razvoja dizajna Endema, od fotokopiranog fanzina do digitalno
otisnute publikacije mnogo sofisticiranijeg vizualnog izri¢aja,
moguce je pratiti sve mijene hrvatske strip scene od pocetka
devedesetih do danas, gdje su na produkciju i dizajn strip izda-
nja u velikoj mjeri utjecali brojni vanjski faktori, od tehnologije
i trgovine do korjenite promjene strip publike. Nadalje, ras¢u
i razvojem festivala Crtani Romani Sou (Funny Comics Show),
koji se odrzava i dan danas, nastavila se zamjetna centralizacija
strip scene prema Zagrebu (s izuzetkom bizovackog ¢asopisa za
teoriju stripa Kvadrat, izdavackog programa Slobodne Dalmacije
i nekih rijeckih i splitskih fanzina), $to je ipak znacajno doprinijelo
jatem povezivanju rasprsene strip publike, koja je od tada na-
stavila sporo ali postojano rasti, sve do pokretanja makarskog
festivala stripa MaFest 2006. godine, pri ¢emu je dolazak
Citatelja stripa sa svih strana bivse drzave u Makarsku znacio
definitivan oporavak hrvatske strip scene. Zatim, pokretanje
novih izdavackih kuca krajem proslog desetljeca logi¢no je
dovelo do veceg broja strip izdanja, ali je doslo i do segmentira-
nja publike gdje se pojedinci najcesce opredjeljuju za praéenje
produkcije jednog ili dva izdavaca; zbog toga $to se u Hrvatskoj
danas naprosto objavljuje viSe stripova nego $to ih pojedinac
prosjecnih Citateljskih apetita i financijskih mogu¢nosti moze
konzumirati. Medutim, kao $to je ranije spomenuto, rijec je ma-
hom o (izvrsnim) prijevodima stranih stripova, dok se, sukladno
tezi s pocetka teksta, gotovo cjelokupna produkcija domaceg
stripa moze do neke mjere proglasiti ,nezavisnom”, ponajvise
zato $to uglavnom ne pogoduje ukusima najsireg Citateljstva,

laxed post-modern entertainment of Endem and Stripoholic,
the members of Kolektiv and Variete Radikale did not stay to-
gether for very long — but they contributed to the pluralism and

heterogeneity of the fanzine scene, finding recognition of their
efforts at the 1996 Vinkovci comics salon. Here, the young gen-
eration of comic strip artists first appeared in the same context

with older peers, sparking valuable friendships and exchanging

contacts that enabled the creation of the first comics festival in

Zagreb — Crtani Romani Sou (Funny Comix Show) in 1998.

It is important to mention that fanzines brought about not
only new methods of creating comics, but also fresh ideas for
graphic editing and publication design. They were partially
inherited from Yugoslavian music fanzines from the time of
punk and new wave (Urbana gerila, Bankrot, Iznad, Kreten), and
shared a similar aesthethic with the other fanzines of the peri-
od, which were plentiful in Croatia: from those concerned with
music to intimate fanzines written in diary form (Lunatic, Adijo
pamet, Cempress, You & me, etc.). The low cost and high avail-
ability of photocopying made it the universal method of print-
ing Endem and other fanzines, which in turn promoted collage
as the dominant visual expression in parts of the publication
unencumbered by comics. This technique also denoted a clear
relation of layout to content in most of the comics, also assem-
bled from diverse existing pop-cultural motifs. The progress of
Endem'’s design from a photocopied fanzine to a visually sophis-
ticated digitally printed publication can be used as a case study
of the changes in the Croatian comics scene from the early
nineties until today, wherein the methods of comics creation
and publication design were heavily influenced by multiple ex-
ternal factors: printing technology and methods of distribution
as well as a radical shift of the target audience. The develop-
ment of the Crtani Romani Sou festival, still in existence today,
dictated a notable centralization of the comics scene towards
Zagreb (with the exception of Bizovac-based comic theory peri-
odical Kvadrat, the publishing program of Split-based Slobodna
Dalmacija and fanzines from Rijeka and Split). Also, however, it
administered to the consolidation of a dispersed comic audience,
which continued to rebuild slowly but steadily, culminating in
the formation of yet another festival, MaFest in Makarska, first
held in 2006, when the convening of comics fans from all parts
of former Yugoslavia proved the definitive recovery of the
Croatian comics scene. A number of new publishing houses
that started to appear towards the end of the last decade logi-
cally brought about a larger number of comics publications, but
also a fragmentation of the audience, as most fans settled for
following the output of one or two publishers; there are simply
more comics publications in today’s Croatia than an individual
of average reading appetite and financial means can consume.
But as mentioned previously, this almost exclusively concerns



vec tezi razvijati, koliko je to u danom kontekstu moguce, origi-
nalne glasove pojedinih autora. Zbog toga u Hrvatskoj danas
zapravo i nema komercijalnog, ili, bolje re¢eno, mainstream
domaceg stripa, makar bi stripovi odredenih autora u drugacijim
trzisnim uvjetima zasigurno bili bolje prodavani, a mozda i pro-
fitabilni podjednako za autora i za izdavaca. No, buduci da tome
nije tako, u kontekstu ove izlozbe i publikacije, nezavisnima
podrazumijevamo one autore koji u svojem radu dosljedno
obraduju teme bliske kontroverzi; razvijaju formalni jezik stripa
van aristotelovske logike uzro¢no-posljedi¢noga pripovijedanja;
koriste se grafickim stilom srodnim aktualnim tendencijama u
vizualnim umjetnostima (utjecaj art-bruta i enformela, povratak
figuraciji i simbolicko-narativnim prikazima, citiranje opcih
mjesta popularne i masovne kulture), te se deklariraju kao pri-
padnici specificnih supkultura mladih koje su tijekom nultih
godina, pa i danas, Cinile kicmu onoga 5to se uvrijezeno naziva
»nezavisnom kulturnom scenom”. Upravo su autori zastupljeni
u ovom katalogu bili i ostali relevantni pokretaci i protagonisti
te scene, okupljeni u neformalnu grupu, odnosno udrugu strip
autora Komikaze.

Subculture as a Solution

Od pocetka proslog desetlje¢a, Komikaze su, zahvaljujudi
dosljednom umjetni¢ckom konceptu i jasnoj ideji o svrsi svoga
djelovanja, malo pomalo postale sredisnji inicijator i organi-
zator dobrog dijela svih aktivnosti vezanih uz alternativni ili
underground strip u regiji, a unazad tri-Cetiri godine, otkako
su im ambicije opravdano porasle, pokazuju dovoljno snage,
Zelje i moguc¢nosti za ozbiljno Sirenje izvan zemljopisnog okvira
bivsih jugoslavenskih drzava. A cijeli je projekt krenuo od web
stranice www.jedinstvo.hr/komikaze (danas www.komikaze.
hr), medu ¢ijim je autorima bilo nekoliko manje ili vide poznatih
imena, pripadnika generacije koja se afirmirala sredinom deve-
desetih (Damir Steinfl, Emil Jurcan, Nadan Rojnic), ali i posve
novih, nesto mladih lica (Vanc¢o Rebac, Vinko Bari¢, lvana Arma-
nini, Dunja Jankovi¢, Irena Juki¢-Praniji¢), Zeljnih objavljivanja
drugacijeg stripa na tada jos relativno jednoobraznoj strip sceni.
Ubrzo su im se prikljucili neki likovni umjetnici kojima strip nije
bio primarni interes, ali ih je ova inicijativa potakla na povratak
mediju, ili na prihvacanje istog kao dominantne stvaralacke
matrice (Igor Hofbauer, ve¢ spomenuti Milan Manojlovi¢ Mance).
Takoder su vrlo brzo uspostavljene veze s neposrednim susjed-
stvom, te su na web stranicama Komikaza stripove poceli objav-
ljivati i neki srpski autori sli¢cnog usmjerenja, istaknuti stvaraoci
vec tada prili¢no jake lokalne alternativne strip scene (Aleksandar
Zograf, Ivan Mitrevski, kasnije i Vuk Palibrk te Danilo Milosev
Wostok). Buduci da su Komikaze kao svoje glavno oruzje i naj-
vazniju medijsku platformu odabrale nevjerojatno brzo rastudi
Internet, glas o njima uskoro se probio i do Sireg inozemstva,

(very good) translations of foreign comics, while almost the
entire local production of comics can ostensibly be classified as
‘independent’, mostly as the artists seldom pander to the tastes
of mass audiences and prefer to develop original, personal,
artistic voices as far as the context allows. Commercial main-
stream comics are just not produced in Croatia, although there
are artists who would perhaps benefit from a larger market
where they could be expected to garner profit for themselves
and their publishers. Since this situation remains fictional, in
the context of this publication we will continue to use ‘inde-
pendent’ as a qualification for artists who continuously work on
controversial subject matter, develop the formal language of
comics beyond the Aristotelian logic of cause-effect narration,
use a graphic style akin to contemporary tendencies in visual
arts (the influence of art brut and art informale, the return to
figuration and symbolical narrative, referencing of mass-culture
cliches), and declare themselves members of specific youth
subcultures which formed the nucleus of what was commonly
called ‘the independent cultural scene’ in the 2000s, and still
is today. The artists in this catalogue are exactly the ones who
have formed and led this scene, associated in an informal group
of comic strip artists which goes by the name Komikaze.

Subculture as a Solution

Making their first appearance in the early 2000s, Komikaze
soon distinguished themselves by the integrity of their concept
and clear vision of their goals, and gradually became the main
initiators and organizers of activities connected to alternative
underground comics in the region. Understandably, in the last
three or four years their ambition has grown, and they continue
to prove themselves strong, willing and able enough to spread
beyond the borders of former Yugoslavia. The starting point of
the project was the website www.jedinstvo.hr/komikaze (later
shortened to www.komikaze.hr), that initially presented the
works of some established artists who rose to prominence in
the nineties (Damir Steinfl, Emil Jurcan, Nadan Rojnic), but also
a lot of fresh, somewhat younger authors (Vanco Rebac, Vinko
Bari¢, Ivana Armanini, Dunja Jankovi¢, Irena Juki¢-Pranijic), all of
whom sought to bring some diversity into a comics scene that
at the time seemed quite monotonous. They were soon joined
by visual artists who primarily work in other media, but the ac-
tion either reignited their interest in comics, or they acquiesced
to its dominant position in the creative mainstream of the period
(Igor Hofbauer, the previously mentioned Milan Manojlovi¢
Mance). They were also quick to establish connections with
neighbouring countries, and Komikaze’s web page became an
outlet for similarly minded artists from Serbia, some of whom
were already noted figures in the quite strong alternative comics
scene there (Aleksandar Zograf, lvan Mitrevski, later Vuk Palibrk

Komikaze 2, cover 2003
Komikaze 10, cover 2011

Vanco Rebac, The Joke, 2003




Milan Manojlovi¢-Mance

te se vec u tre¢em broju njihovog web fanzina naslo mjesta za
$vedske autore Maxa Anderssona i Larsa Sjunessona i njihov
strip Bosnian Flat Dogs, inspiriran ratom u Bosni, bas kao i remek-
djelo Joe Sacca, Safe Area GoraZde.

Mnogi ¢lanovi Komikaza, osim Sto djeluju kao underground
strip autori, ujedno su i pripadnici srodnih im urbanih supkultura,
te su vec sredinom devedesetih sudjelovali u brojnim akcijama
i inicijativama nevladinih udruga. Njihova imena vezu se za
djelovanje takvih organizacija kao $to su Autonomna Tvornica
Kulture — Attack!, UdruZenje za razvoj kulture, brojne anarhisticke,
veganske i skvoterske inicijative, udruge i grupacije, te je posve
ponesto odstupa od prevladavajuceg nacina misljenja u Hrvat-
skoj. Bas kao $to su spomenute udruge prema mnogim gorucim
drustvenim pitanjima i kulturnim problemima zauzele nepo-
kolebljiv, ,alternativan” stav, interpretirajuci tranzicijsku stvar-
nost i formalno demokratsko uredenje hrvatskog drustva kao
indirektan poziv na akciju i priliku za vlastitu inicijativu u smislu
geneze originalnih kulturnih i drustvenih sadrzaja, a protiv
prevladavajucih 3ovinistickih i nacionalistickih stereotipa, tako
su i Komikaze ponudile vlastitu viziju izraZzajnih moguc¢nosti
medija stripa u skladu s takvim supkulturnim vrijednostima.
Klju¢ razumijevanja sadrzajnih i estetskih elemenata njihovih
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Dario Kukic, 1994

and Danilo Milosev Wostok). Using the incredibly quickly ex-
panding Internet as their primary weapon and main media
platform, Komikaze spread further from home and included a
pair of Swedish artists in their 3" edition, Max Andersson and
Lars Sjunesson, whose Bosnian Flat Dogs, like Joe Sacco’s master-
piece Safe Area Gorazde, was inspired by the Bosnian war.

Apart from their work as underground comic strip artists,
many members of Komikaze take part in urban subcultural ac-
tivities and have been active in non-governmental initiatives
since the nineties. They worked within organizations such as
Autonomna Tvornica Kulture (Autonomous Culture Factory)
Attack! and UdruZenje za razvoj kulture (Association for Devel-
opment of Culture), took part in many anarchist, vegan and
squatting initiatives and groups, and clearly promoted an at-
titude to life and creativity that stood apart from the worldview
to which most Croatians are accustomed. In much the same
way that those associations took a hardcore ‘alternative’ stance
towards many controversial social issues and cultural problems,
interpreting the realities of the transitional period and the for-
mal instigation of democracy in Croatia as a call to action and
a chance to facilitate the genesis of original cultural and social
content opposed to dominant chauvinist, nationalist stereotyp-
ing, Komikaze offered a vision of comic expression in tune with

stripova lezi upravo u razumijevanju ideala supkulturnog kon-
teksta iz kojeg su proizasli — ti stripovi zanemaruju tradicional-
no strukturiranu fabulu, jedinstvo vremena, mjesta i radnje,
sustav protagonista, antagonista i sporednih lica, zanemaruju
Zanrovske kliSeje; zanemaruju zapravo vecinu postojece pripo-
vjedacke i vizualne tradicije klasi¢cnog komercijalnog, trzisno
isplativog stripa, pa ¢ak i nekih njegovih radikalnijih podvrsta,
poput americkog nezavisnog stripa koji jest radikalan u smislu
sadrZaja, ali u pogledu propitivanja forme i jezika stripa ¢esto se
drzi utabanih putova. To, medutim, ne znaci kako stilsko opre-
djeljenje Komikaza nema prethodnika. Ima, i to s obje strane
Atlantika, no skup utjecaja koji su ga oblikovali puno je 3iri od
granica tradicije stripa. Cini se kako su Komikaze predano upi-
jale utjecaje iz suvremene vizualne umjetnosti, i to ne samo iz
grafike, vec i slikarstva, kiparstva, konceptualne umjetnosti, pa
¢ak i performansa, ako se osvrnemo na njihova brojna javna
predstavljanja, predavanja i radionice. Drugim rije¢ima, rije¢
je o stripu koji svakako nikada nece biti u sredistu masovnog
ukusa, ali Cije bitne inovacije i stripovima srednje struje osigu-
ravaju napredak i znace snaZan izvor iz kojeg se moze crpiti i
uciti. Dakako, to ne znadi da su svi stripovi Komikaza uspjela
djela, niti da pozicija autora pitkih, komercijalnih stripova nije
legitimna, ve¢ samo da stripovi Komikaza u prvom redu slave
individualnost, originalnost i nepredvidivost, ¢ak i kad im to ide
na Stetu. Rijec je, dakle, i o autorima koji su najblize definiciji
nezavisnog stripa u suvremenoj Hrvatskoj, kako smo naznacili
na samom pocetku teksta — umjetnicima ¢iji su radovi nezavisni
prema svojim estetskim i sadrzajnim iskoracima i postignu¢ima,
$to i jest temeljna odrednica tog krila domace strip scene danas,
kada su gerilski modeli izdavastva, koji su nekad znacili nezavi-
snu poziciju autora i izdavaca, s viemenom djelomicno instituci-
onalizirani. Takoder, ¢lanovi Komikaza, kao i jo$ poneki autor ili
autorica bliski njihovom krugu istaknuti su na ovoj izlozbi, pret-
postavlja se, i zbog toga Sto su ve¢ dozivjeli odredenu medu-
narodnu afirmaciju u kulturnim krugovima zainteresiranima za
takvu vrstu stripa. To ¢e reci kako ih se predstavlja kao prikladne
ambasadore Zivosti i raznovrsnosti hrvatske nezavisne strip sce-
ne, koja je probojem na europski kontinent zaokruzila odredeno
razdoblje svoga postojanja, te ¢e se u buduénosti orijentirati
prema novim ciljevima i novim prioritetima. A kakvima, to ¢emo
tek vidjeti u uzbudljivim i nepredvidivim godinama koje dolaze.
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subcultural values. To comprehend the content and aesthetic
elements of their work, one must be able to comprehend the
ideals of the subcultural context from which it springs. Their
neglect of traditionally structured plots, unities of action, space
and time, the system of protagonists, antagonists and support-
ing characters, and the clichés of genre comics, can be seen
as a rejection of almost the entire narrative and visual tradi-
tion of classic commercial comics intended to make a profit on
the market, and even some of its more radical forms, such as
American underground comics, which dealt with controversial
subject matter but weren't so prone to experimenting with
form and visual style. That doesn’t mean the style of Komikaze
is without predecessors: they do exist, on both sides of Atlantic.
But the influences exceed the comics tradition and also come
from graphics, painting, and conceptual art, with even a trace
of performance art present in their public promotions, semi-
nars and workshops. In other words, these kinds of comics will
never appeal to majority taste, but their innovations open up
new possibilities for mainstream comic books and represent a
significant source of experience to be appreciated and studied.
It does not mean that all the comics by members of Komikaze
succeed as works of art or that producing escapist commer-
cial entertainment is not a legitimate artistic activity, just that
Komikaze comics should principally be viewed as a celebration
of individuality, originality and unpredictability, even at their
own risk. It follows that they are closest to the position of inde-
pendent comics in today’s Croatia as defined in the beginning
of this essay: artists who stand apart for their visual and narra-
tive experiments and formal innovation, which remained their
strong points even as their former guerilla publishing model
was gradually institutionalized. It is also quite safe to assume
that the members of Komikaze, as well as some other authors
close to their circle, have been selected for this exhibition be-
cause they already enjoy some international recognition in
cultural circles interested in this form of comics. This means
they are considered representative of the vibrance and diversity
of the Croatian independent comics scene, and their European
presentation surely marks the end of a certain phase of their
progress, leaving them to find new goals and priorities to aspire
to in the future. Which goals those will be, we will see in the
exciting and unpredictable years that are to come.
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Kad bijasmo gnomovi

Hrvatska distopija u SF stripu

Vjeran Kovljani¢

U proteklih trideset godina mogli smo ¢itati nekoliko SF vizija
budu¢nosti koje su domadi autori nacrtali nedvojbeno pota-
knuti dogadajima oko sebe i ne treba izbjegavati da ih se Cita
kao dokument vremena i prostora. Machu Picchu Radovana
Devli¢a, Ponos Vragova Darka Macana i Edvina Biukovica te
Entropola i Gnom de Monde Ivana Marusica funkcioniraju dvo-
jako. Oni su svjedocanstvo trenutka u kojem nastaju, ali ujedno
i pokusaj da se preosmisli zadana situacija, odnosno povijesni
horizont. Ta dvostruka kodiranost spekulativne fikcije njezina
je zanrovska klauzula. S jedne strane, svaki SF treba Citati kao
analogiju izmedu simbola i parabole. Ekstrapolacija SF u futoro-
loSkom smislu Cesta je zabluda, a spoznajnu vrijednost SF treba
traziti u analoskom odnosu prema autorovoj sadasnjosti, a ne
predvidanju.2 Odnosno, SF autor je kriticki komentator, a ne
vrac. S druge strane, SF se ne rada samo iz znatizelje, odnosno
igre bez jasnog oznacenog, vec je uvijek povezan s nadom u
otkrice idealnog sistema, nepoznatog u suvremenom povije-
snom okruzenju. SF pretpostavlja mogucnost drugih, ¢udnih
kovarijantnih koordinatnih sustava i semantickih polja. On je
narativ utopije koji idealisticki vjeruje u moguénost novuma
unutar zadane jezi¢ne igre i povijesne prakse.® Spomenuta tri
stripa SF su utoliko $to donose zac¢udnu sliku novih svjetova koji
uspostavljaju istancane veze s viemenom u kojemu su stripovi
nastajali, 1983.-1988. Machu Picchu; 1994.-1995. Ponos Vragova;
2007. Entropola, 2010. Gnom de Monde. Kontinuitet tog vriemena
za nas same prelomljen je svojevrsnim tranzicijskim “svjetovima”
pomocu kojih osmisljavamo vlastito povijesno iskustvo. No,

When We Were Gnomes
Croatian dystopia in SF comics

Vjeran Kovljani¢

In the last thirty years, a number of SF' visions of the future
have emerged from the drawing boards of Croatian artists,
clearly inspired by their authors’ surroundings and meant to
be read as documents of their time and place. Machu Picchu by
Radovan Devli¢, Pride of the Devils by Darko Macan and Edvin
Biukovi¢, Entropolis and Gnom de Monde by Ivan Marusi¢ all
serve a double function. They are testimonies to the moment
of their creation, but are also attempts to reconsider the given
situation and its historical foundation. This double-codedness
is a general requirement of speculative fiction. On one hand,
every SF piece should be read as an analogy between a symbol
and a parable. It is a common mistake to extrapolate SF in terms
of futurology, as its cognitive function should be sought in its
relation to its creator’s present, and not its ability to predict.? In
other words, an SF artist is a critical commentator, not a clair-
voyant. On the other hand, SF is not only born from curiosity, a
game in which the signified is unclear, but is also always based
on the hope that a perfect system can be discovered, one that
is still unknown in the historical circumstances of the present.
SF assumes the possibility of other strange, covariant, coordi-
nate systems and semantic fields. It is a narrative of a utopia,
idealistically convinced of the possibility of innovation inside
the given language game and historical practice.® The three
comic books mentioned above belong to SF inasmuch as they
create de-familiarizing pictures of new worlds which then form
subtle relations to the time in which the comics were created:
the period of 1983-1988 for Machu Picchu; 1994-1995, Pride of

uspostavljene veze izmedu povijesnog i fikcionalnog mogu se
interpretativno nadovezivati i uspostavljati medu samim stripo-
vima kao svojevrsna prostorna kontingencija medu zanrovskim
narativima unutar medija. Pritom nije za odbaciti ni to da su
sva tri stripa izuzetno politi¢ni kao $to bi svaka pravovjerna SF
trebala biti.

Dvostruko kodiranje SF narativa — i kao kritike sadasnjeg
trenutka, i kao pokusaja da se prodre s onu stranu zrcala povi-
jesti, Radovan Devli¢ je sam najbolje dijagnosticirao u svojim
intervjuima.* ,Upravo dobro poznavanje danasnjice, sa svim
proturje¢nostima, omogucuje mi da u SF stripove ukompo-
niram razlicite konotacije i predvidanja” izjavljuje na jednom
mjestu da bi na drugome ustvrdio kako je njegov SF toliko
bezvremenski ,da u njemu politicke implikacije pronalazi samo
zlonamjeran Covjek.” Drugdje Ce iznositi da se povijest ponavlja
ciklicki, a zatim i da je u Machu Picchu® postupno uvodio sve
viSe svagdasnjeg kako se rad na stripu bliZio kraju osamdesetih
godina dvadesetog stoljec¢a. Radnja ove distopijske sage zbiva
se u ratu nakon Rata. Atomski rat koji je sravnio sa zemljom
Citavu civilizaciju prethodi prici, a Citatelj prati zbivanja u posta-
tomskom dobu u kojemu se ponovo ratuje, a da se vise i ne zna
zasto. Klasi¢an postapokalipti¢ni scenarij Devli¢ je oplemenio
cinicnom obradom ratne tematike, a tesko je odoljeti videnju
stripa i kao svojevrsne anticipacije ratova na podrucju bivse
Jugoslavije. Naime, i oni su bili ratovi nakon ratovanja, ¢esto
predstavljeni kao drugo poluvrijeme nerazrijeenih dugova iz
Drugog svjetskog rata. U stripu se globalni svjetski rat izmedu
dvije strane naziva gradanskim ratom upravo da bi se naglasio
apsurd bratoubilackog sukoba dviju strana koje govore istim je-
zikom i po nicemu se ne razlikuju. Pritom Machu Picchu cinicki
zaostrava besmisao binarnom opozicijom — jedni su crni, drugi su
bijeli. Jedni se zovu Militaristi jer se zalazu za ratovanje, a drugi
Antimilitaristi jer su protiv rata pri ¢emu nas prefiks anti- ironic-
no tjera da se zapitamo kakvo je to ratovanje protiv ratovanja?
Odgovor na pitanje trajno je odgoden, a varijacije izricanja
pitanja dostizu vrhunac u obliku ratnog poklic¢a: ,Za mir! Kolji!”

Jezgru Devliceve distopije ¢ini postupno uvodenje razlicitih
interesnih skupina medu podijeljene strane. Glavna medu njima
su Otpadnici iz cije perspektive je strip ispripovijedan. Otpad-
nici su u potrazi za utopijskim prostorom Machu Picchu i ne
Zele se prikljuciti ratovanju, ali njihov grijeh tim je vedi. Ratni
dezerteri kaznjavaju se stroZze od neprijateljskih zarobljenika
pa se uhvaceni Otpadnici bezuspjeSno pokusavaju legitimirati
kao neprijateljski vojnici. lako je rije¢ o ¢estom motivu ratnih
fikcija kojim se glorifikaciraju Cast i obveza ratnika, Machu Picchu
zapravo prikazuje kako se izvodi ideoloski odstrel onih koji ne
Zele sudjelovati u ratu, tzv. domacih izdajnika. Onih koji vjeru-
ju da nije svaki rat nuzno i totalni rat te da je moguce biti civil
u izvanrednom stanju. Naprotiv, najvedi grijeh upravo je ne

the Devils; 2007, Entropolis and 2010, Gnom de Monde. Our own
sense of continuity of that time is refracted through transitional
‘worlds’ which enable us to reconsider our historical experience.
However, the established relations between the historical and
the fictional can be interpretatively supplemented and re-
established between the comics themselves as a sort of spatial
contingency between genre narratives within the medium. It
should also be noted that all three comic books are highly po-
litical, as any orthodox piece of speculative fiction should be.
The double coding of SF narratives — as both a criticism of
the present moment and an attempt to break through the look-
ing glass of history, was most precisely diagnosed by Radovan
Devli¢ himself in the interviews he gave.* ‘My familiarity with
the many contradictions of the present enables me to enrich
my SF comics with various implications and predictions’, he
says in one interview, while elsewhere he states that his SF is
so timeless that ‘only a malicious person would find political
implications in it". In yet other statements, he has expressed his
belief in the circular repetition of history, and also confided that
he began introducing more everyday matters to Machu Picchv’
as he brought the series to its end in the late 1980s. The plot
of this dystopian epic takes place during a war after the War.
The nuclear war which has brought an end to the entire civi-
lization precedes the story, and we read of the goings-on in a
post-atomic era in which another war has broken out, although
nobody knows why. Devli¢ has enriched a classical post-apoca-
lyptic scenario with a cynical view of warfare, and it is difficult
not to read the comic book as an anticipation of ex-Yugoslavian
wars. Those, too, were wars following the big war, often inter-
preted as the continuation of grudges left unsolved by World
War Il. In the comic book, a global war between two sides is
termed a civil war, to emphasise the absurdity of fratricidal con-
flict between belligerents who speak the same language and
bear no discernible differences. Machu Picchu cynically adds to
the absurdity with a binary opposition: one side is black, the
other white. One side is called the Militarists because they sup-
port the war; the other is the Antimilitarists, because they are
against war, although this just leaves us to question the ironic
nature of fighting against fighting. The answer to this question
has been indefinitely postponed and its phrasing varies, going
so far as to turn into a warmonger’s cry: ‘For peace! Slaughter!’
The core of Devli¢'s dystopia is the gradual introduction of
various groups positioned between the two sides. The main
group is the Renegades, from whose perspective the story is
told. The Renegades are searching for the utopian site of Machu
Picchu and refuse to join the warfare, but their sin is only graver
for it. As deserters are more severely punished than captured
enemy soldiers, Renegades that are caught try in vain to pass
themselves off as enemy soldiers. Although in a way resembling
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zauzeti stranu i motiv izdaje neprestano se ponavlja kroz pricu.
Kada ih uhvati jedna od vojski, Otpadnici zavrsavaju u logoru
na prisilnom radu. lli ratovanje ili logor. Apsurd rata viden oc¢ima
Otpadnika podupire i sama pri¢a koja izmedu ostalog prati i
pukovnika Harama. Haram je lik na kojemu se neprestano
prelamaju optuzbe za izdaju, a on je nakon svake optuzbe jos
ustrajniji u nakani da bude lojalan svojoj vojsci. Devli¢ Haramovu
lojalnost “nagraduje” tako da mu suborci nikada ne povjeruju
u pripadnost, pa ni kada im se odluci samoubilacki pridruziti u
unaprijed izgubljenoj bitci. Stovise, neprijateljska pukovnica ga
namjerno proziva kao izdajnika pred suborcima Zele¢i od njega
napraviti Otpadnika dok on ustrajava u svom odabiru strane u
ratu. Odnosno, tragikomi¢no inzistira na tome da bude privrzen
konkretnoj ideologiji ne iz kakva politickog uvjerenja, ve¢ samo
zbog pripadnosti kao takve.

Promisljanje otpadnistva Devli¢ okoncava dvojako. S jedne
strane uvodi u radnju incijativu Otpadnika za ujedinjenjem,
naoruzavanjem i ulaskom u rat kako bi okoncali besmisleno
klanje izmedu Militarista i Antimilitarista. Pritom, trojica Otpad-
nika protagonista naslu¢uju proturje¢je cijele incijative. Tko god
ulazi u ratis kakvim god motivima da ulazi, moZe postati jedino
jos jedna strana u sukobu. Medutim, ovdje strip nagriza i bitno
pitanje: $to se postize pasivnoscu? Ili, kako se boriti i ne postati
zrcalni odraz svoga neprijatelja? S druge strane, strip postupno
atrofira iz visoko postavljenog antiratnog, antiutopijskog kom-
pleksa u trivijalu uvodeci naknadno historicisticke i pulp motive,
new age i pseudorodnu tematiku. U pri¢u tako ulaze amazon-
ke, ljudozderi, hibernirani putnici kroz vrijeme, ali i Devli¢eva
gorljiva strast prema povijesnim motivima. Historicizam je pa-
radoks buduénosti u Machu Picchu, ali i trend koji je kolektivno
obiljeZio postjugoslavenske kulturne identitete, tijekom i nakon

the glorification of martial honor and obligation often present
in war fiction, Machu Picchu actually depicts the ideologically
motivated slaughter of those who refuse to participate in the
war: the Fifth Column. They believe that not every war must be
total and that civility is possible even in a state of emergency.
Their refusal to pick a side is considered a cardinal sin, and
treason is a recurring motif in the story. Captured by one of the
armies, the Renegades are sent to a labour camp. This is either
the front or the camp. The absurdity of war as seen through the
eyes of the Renegades is supported by the plot, which intro-
duces the character of Colonel Haram. He is repeatedly accused
of treason, and every accusation only makes him more deter-
mined in his loyalty to his army. Devli¢ rewards’ Haram'’s loyalty
by never having it acknowledged by his peers, not even when
he decides to join them in a suicide mission in a battle that was
lost in advance. Moreover, an enemy colonel singles him out as
a traitor in front of his comrades in an attempt to make him join
the Renegades, but he still stands by his chosen side. He tragi-
comically persists in his loyalty to ideology, not out of political
commitment but merely out of a yearning to belong.

The ending of Devli¢’s contemplation of rebellion is am-
biguous. On one side, he introduces the Renegades’ initiative
to consolidate, take up arms and enter the war in order to end
the senseless slaughter of Militarists and Antimilitarists. Three
of the Renegade protagonists are aware of the paradox of this
initiative. Whoever enters the war, regardless of their motiva-
tion, is only likely to become another side in the conflict. But
the book also asks the important, corrosive question: what
is achieved by passivity? Also, is it possible to fight and not be-
come a mirror reflection of the enemy? On the other side, the
book gradually deteriorates from a pacifist, anti-utopian high
concept into frivolity, making room for historicism and pulp mo-
tifs, new age and pseudo-gendered subject matter. Amazons,
cannibals, hibernated time travelers enter the story, as well as
Devli¢’s fiery passion for history. Historicism is a paradox of the
future in Machu Picchu, but also a trend that has collectively de-
termined post-Yugoslavian cultural identities during the wars
on former Yugoslavian territory and thereafter. From the per-
spective of urban culture of the seventies and eighties, it was
a future marked by reaffirmation of diverse notions previously
left to sink into obscurity. The Renegades grow resentful of the
utopia of peace and a place free of ideology, and the mythical
Machu Picchu is dubbed a ‘very healthy lie" and ‘a slut’, while
one of the characters denies the utopian significance of Machu
Picchu as an ideologically unallied entity: ‘all our safeties are
derived from belonging. To a religion, to a group, to one’s self.
Your Machu Picchu also beacons belonging!” Eventually, Machu
Picchu becomes a symbol open for ‘free interpretation’. The
determination of characters engaged in a physical search for

ratova na podrudju bivie Jugoslavije. Iz perspektive urbane
kulture sedamdesetih i osamdesetih, bila je to budu¢nost rea-
firmacije svakojakih potonulih blaga. Gor¢ina Otpadnika prema
utopiji mira i mjestu onkraj svake ideologije postupno raste
pa se mitski Machu Picchu tako u stripu pocinje nazivati ,vrlo
liekovitom izmisljotinom” i ,droljom®, a jedan od likova odri¢e
utopijski znacaj Machu Picchua u smislu ideoloskog nepripada-
nja: ,sve nase sigurnosti potjecu od pripadnosti. Bilo vjeri, bilo
grupi, bilo samom sebi. Tvoj Machu Picchu takoder je pripad-
nost!” U jednom trenutku Machu Picchu postaje tek simbol
kojeg je moguce ,slobodno interpretirati”. Odlu¢nost likova u
konkretnoj potrazi za utopijskim mjestom zamjenjuje sofisticko
relativiziranje vlastitih pocetnih pozicija. Distopijsko kretanje
Machu Picchua olituje se tako da potraga za pribjezistem pro-
gonjenih postaje puka tlapnja. Kako se blizi kraj pri¢e, Machu
Picchu je sve dalje. Strip tako na zadnjim stranicama koje je
Devli¢ uspio nacrtati ostaje vizija razjedinjenog zapadnog svijeta.
Prostor Europe i Amerike kojim lutaju i ratuju razli¢ita plemena,
toboze partikularnih identiteta i svakako iracionalnih poriva.
Machu Picchu Devli¢ nije uspio zavrsiti, ali se poc¢etkom
devedesetih dobrovoljno javio u rat, na stranu Antimilitarista
ili mozda naoruzanih Otpadnika. Otprilike u isto ratno nevrijeme,
Darko Macan pise scenarije za dva mini serijala® koji donose
pomalo sli¢nu premisu price: postapokalipti¢na buducnost koja
izgleda poput povratka u daleku proslost i besmisleno ratovanje
izmedu zaracenih plemena. Razlika je ipak bila bitna: prepo-
znati nadolazedi rat u Devli¢evom stripu sam autor je nazvao
podlim, ali ne vidjeti ga u stripu Macana i Biukovica kada se ve¢
ratuje potpuno je nemoguce. Pa ipak, Ponos vragova preuzima
iz ratne stvarnosti isklju¢ivo prepoznatljive motive od kojih za-
tim gradi vlastiti narativ. To je strip koji aludira na stvarni rat, ali
ga ne fabulira mimeticki ve¢ alegorijski. Dopustiti Ponosu vra-
gova status alegorije znadi pristati na raspodjelu uloga i smisao
koji diktira strip, a ne kakav nadredeni povijesni diskurz. Ponos
vragova nasljeduje od Machu Picchu regionalizam europske bu-
ducnosti pa tako u stripu ratuju razliciti Grendel klanovi: Vineri,
Balaton, Karantanci, Agram, Save, Zare ili Spalati. Aluzija na te-
kuci sukob izmedu Hrvata i Srba u stripu iskrsava, ali i nestaje jer
prikazana regionalna plemena fragmentiraju nacionalni identitet
do besmisla kao Sto i klanovi mijenjaju suparnike na dnevnoj
bazi. Tako klanovi za koje moZemo pretpostaviti da predstav-
ljaju Srbe u jednom trenutku ratuju protiv pretpostavljenih
Hrvata, ali onda im se vec iduci dan pridruZe u ratovanju protiv
nekih drugih klanova. Ako odredeni likovi vizualno prizivaju
karikaturalni izgled onodobnih srpskih cetnika, onda tako izgle-
daju i neki likovi koji pripadaju zagrebackom klanu Agramera. |
obrnuto. Kuriozitet: ako se mitski lik Srbina devedesetih igdje
ukazuje u stripu, onda je to ono Covjekoliko cudoviste koje Zivi
u divljini, kolje ovce i napada ljude, a klan Agramera ga dobija

the utopian site is swapped for sophistic denigration of their
own initial positions. The dystopian streak of Machu Picchu has
the effect of making the quest for the outsiders’ refuge seem
illusionary. As the story draws to a close, Machu Picchu seems
further and further away. Even to the last panels that Devli¢
completed, the book remains a vision of a divided Western
world. Various warmongering tribes roam European and Ameri-
can territories, harboring illusions of their respective identities
and decidedly irrational motivation.

Devli¢ never finished Machu Picchu, choosing instead to
volunteer for the actual war in the early nineties, in which he
joined the side of the Antimilitarists, or perhaps an armed version
of the Renegades. In about the same tragic period, Darko Macan
wrote the scripts for two miniseries® with a similar concept: an
absurd war between two tribes set in a post-apocalyptic future
resembling the distant past. There was also a significant differ-
ence: while Devli¢ deemed it malicious to search for reflections
of the forthcoming war in his comic, it was perfectly impossible
not to see them in the work of Macan and Biukovi¢, made while
the war was raging. Still, in Pride of the Devils, creators only used
certain details from wartime reality in order to form their own
narrative. They referred to the actual war, but the construction
of the plot was allegorical rather than mimetic. To grant Pride of
the Devils the status of an allegory, one has to accept the roles
assigned and the meaning dictated by the book itself, rather
than derived from an external historical discourse. What Pride
of the Devils inherits from Machu Picchu is the regionalism of
future Europe, so that the war is waged between various Gren-
del clans: Viners, Balaton, Karanthanians, Agram, Savas, Zaras
or Spalats (mostly named after Croatian and regional toponym:s).
Allusions to the contemporary Serbo-Croatian conflict appear
throughout the book, but also disappear, because the depic-
tion of regional tribes fragments national identities ad absurdum,
and the clans change enemies on a daily basis. For instance,
the clans we could identify as representative of Serbs do at
one point wage war against clans we can assume to represent
Croatians, but just a day later they all join together in a fight
against some other clans. Certain characters do visually resem-
ble caricatures of bearded Serbian Cetnik warriors, but some of
them belong to the supposedly Zagreb-based clan of Agramers,
and vice versa. The character most reminiscent of the mythical
image of Serbs in 1990s Croatia is actually the humanoid mon-
ster whom the Agramer clan is assigned the task of eliminating,
who lives in the wild, slaughters sheep and attacks people. Pride
of the Devils whorishly offers itself to be read as a parable of
the politics of its time, invoking the common experience of the
Serbo-Croatian war, but then it constructs a dystopian world
from a different ideological viewpoint, renouncing the comic’s
reference to nationalist interpretations of genetic vendetta and



zadatak efikasno ukloniti. Ponos vragova je strip koji se kurvanjski
nudi biti ¢itan kao parabola dnevne politike baratajuéi opéim
mjestima prozivljenoga rata, ali onda gradi distopijski svijet s
drukcije ideoloske pozicije i ukida referenciju izmedu narativa
stripa i nacionalisti¢kih interpretacija o genskoj vendeti posta-
juci tako narativ politicke subverzije. Njegov alegorijski smisao
ne iscrpljuje se konkretnim ratom na pocetku devedesetih. Taj
rat samo pruza rekvizite da bi se evociralo jedno vece povijesno
vrijeme u kojemu su sublimirana sva plemenska ratovanja upi-
sana u stvarni i imaginarni prostor Bureta baruta.

Time Ponos vragova ni¢ime ne nadilazi pocetnu briljantnost
Machu Picchua u prikazivanju besmisla militarizma. Stovise, svi
Macanovi ratnici pisani su pomalo u komercijalnoj maniri good
guys protagonista ¢ime ne odudaraju od slike “nasih de¢ki” koja
je karakteristicna za svaku ratnu mitologiju. Dopadljivi su i
kada igraju prljavo te navode na identifikaciju mnogo vise od
Devli¢evih antijunaka prema kojima njihov autor ¢ini se nije
imao pretjerane naklonosti. Macanov scenarij takoder temati-
zira otpadnistvo i izdaju kroz dvije ljubavne price u kojima se
ostro suprotstavljaju privatno i politicko kao dvije nesumjer-
ljive dimenzije subjekta. No postoje onda jo$ dva momenta u
kojima se Devli¢eva antiutopija pocinje Ciniti plo3nijim, a Ponos
vragova kompleksnijim prikazom svijeta i vremena. Prvo. Mo-
ment univerzalizma Devli¢eve distopije zanimljiv je sam po sebi.
Poriv da smjesti radnju naokolo ¢itavih kontinenata kako bi re-
kao nesto o tom cjelokupnom prostoru navodi na razmisljanje
da je u osamdesetima osjecaj pripadnosti zapadnom svijetu jos
uvijek bio mogu¢, unutar Jugoslavije ili mozda ba$ zbog toga.
Naravno, hladni rat je takoder bio Zanrovska inspiracija Machu
Picchua, a Zanrovski stripovi uvijek imaju epohalan zamah jer
izjednacavaju Citav svijet sa Zapadom i njegovim dogadanjem.
Medutim, ¢ini mi se da ovdje osjecaj zajednistva sa Zapadom
prethodi Zanrovskom konstruiranju pri¢e, odnosno prihvacanju
zanrovskog modela kao takvog. Desetak godina kasnije Ponos
vragova problematizira upravo imperijalisticki univerzalizam
zapadnog svijeta koji gospodski uvozi civilizacijske manire na
primitivni istok. U Ponosu vragova ne postoje toliko mi i oni kao
razli¢ita plemena, koliko mi i Oni, tzv. ,vojska rekonkvista”. Oni
su tehnoloski nadmocnija vojska koja vizualno podsjecajuci na
Nato dolazi na Balkan povratiti izgubljeni prostor manipulirajuci
ratnom igrom po principu divide et impera. Balkanski klanovi
tako ispadaju samo manje i odmetnute podruznice velikog
klana sa Zapada, ba3 kao 5to je i sam Ponos vragova zapravo
egzoticni spinoff Dark Horseovog Grendel strip serijala. Grendel
kan, vrhovni zapovjednik vojske rekonkviste i originalni brand
Grendel serijala, pritom moze biti simbol restauracije kapitalizma,
ako iceg.

Drugi bitan moment u Ponosu vragova je postojanje Citave
drustvene stratifikacije koja se javlja u pozadini price, ali time

turning into a politically subversive narrative. Its allegorical
meaning extends beyond the specific war in the early nineties.
That war only supplies the props to evoke a longer historical
period into which all the tribal wars inscribed in the actual and
imaginary space of the Balkan powder keg are sublimated.
Pride of the Devils does not exceed the initial brilliance
of Machu Picchu as a portrayal of the absurdity of militarism.
Moreover, Macan depicts his warriors in a somewhat commer-
cial manner, as good-guy protagonists true to the image of ‘our
guys’ which permeates all war mythology. They are likable even
when they play dirty, and the reader is more likely to identify
with them then with Devli¢'s unsympathetically portrayed anti-
heroes. Like Devli¢, Macan is preoccupied with rejection and
betrayal in the two love stories in which the private and the
political are confronted and treated as two incommensurable
dimensions of an individual. However, there are two aspects
in which Devli¢’s dystopia seems more superficial, and Pride
of the Devils a more complex portrayal of time and place. First,
the universality of Devli¢'s dystopia is interesting in itself. The
fact that the plot takes place over whole continents and its con-
cerns are almost global suggests that in the eighties it was still
possible to feel a part of the Western world even if one lived
in Yugoslavia, or perhaps precisely because of it. Of course,
the Cold War was also genre inspiration for Machu Picchu, and
genre comics always have an epic span and equate the whole
world with the West and what happens there. Here, however, it
seems to me that the feeling of belonging to the West predates
the genre construction of the narrative, or the appropriation of
a genre model. Ten years later, Pride of the Devils criticizes this
very universalism of the West, imperialistically gentrifying the
primitive East with its civilized manners. Pride of the Devils is not
so much about us and Them as different tribes, as it is about us
andthem in the sense of a ‘reconquista army’. They are a techno-
logically superior army visually reminiscent of NATO, arriving to
the Balkans to retrieve lost territories by means of a manipula-
tive war game based on the principle of divide et impera, divide
and conquer. The Balkan clans turn out to be small renegade
branches of the big western clan, just as Pride of the Devils itself
is actually an exotic spinoff of Dark Horse’s comic series Grendel.
Grendel-Khan, commander-in-chief of the reconquista army
and a trademarked brand of the original Grendel series, can be
viewed as a symbol of the restoration of capitalism, if anything.
The other important aspect of Pride of the Devils is the
existence of a whole system of social stratification, which only
serves as the background to the story but is nevertheless im-
portant. The social class structure in the world of the comic
book has deteriorated several steps away from modernity into
a future system quite close to feudalism. There is Grendel-Khan,
amighty emperor and his warrior caste — the Grendel clans who

nije nista manje bitna. Stovise, strip klasni ustroj drustva vraca
od moderniteta nekoliko koraka unatrag pa prikazuje buduc¢nost
kao nesto vrlo nalik feudalizmu. Tu je Grendel kan, car mo¢nog
imperija i njegova ratnicka kasta — Grendel klanovi koji Zive
prema ratni¢ckom kodeksu. Politicari koji su apsolutno nemo¢ni
pred ratnicima klana vrse samo simbolicku funkciju predstav-
nika civilnog stanovnistva dok u ratnom stanju vladaju samo
oni koji i ratuju. Civilno stanovnistvo u stripu prikazano je kao
kolateralna i apsolutno pasivna Zrtva klanovskih odmjeravanja
snage. Narod trpi tkogod imao trenutnu prevlast u podrudju nji-
hova Zivotnog prostora i zapravo im je svejedno $to se dogada
u kastinskim razredima iznad njih jer je njihov status i uloga u
drustvu unaprijed predodreden i otporan na bilo kakve promje-
ne. Kolonijalni status domaceg prostora u odnosu na utopijski
projiciran Zapad kao i prvenstvo klasne diferenciranosti drustva
pred njegovom plemenskom homogenos¢u Ponos vragova na-
metnuo je kao temu alegorizacije prve polovice devedesetih, u
trenutku kada se hrvatski politicki mainstream hrani upravo i
prvenstveno negacijom tih dviju Cinjenica!

Za vrijeme rata u Hrvatskoj, a sukob se ve¢ bio prosirio i u
Bosnu i Hercegovinu, na hrvatskim kioscima pocinje izlaziti
dvotjednik Arkzin’. Arkzin je bio prvo fanzin, a onda magazin
udruge Antiratna kampanja i ideoloski su se pokusali profilirati
kao svojevrsni Devli¢evi Otpadnici. Naravno, onoliko koliko je to
u bipolarnom vrijednosnom sustavu ratovanja bilo moguce, a
etikete izdajnistva pljuste na sve strane. Sam proces ideoloskog
pozicioniranja bio je autorefleksivno tematiziran u magazinu
od pocetka do kraja njegovog izlazenja, ali i nakon toga pitanje
Was ist Arkzin? nije prestalo biti zanimljivo. Osim politi¢kih tek-
stova, Arkzin gotovo Citavu polovicu prostora otvara sadrzajima
kulturnog predznaka i aktivisticki podupire svaku dinamiku ne-
zavisne kulturne scene u devedesetima. Na stranicama Arkzina
javlja se prvim objavljenim stripovima i lvan Marusic. Bili su to
uradci underground estetike upereni protiv domaceg esta-
blishmenta, dakle svega $to se u tom trenutku moze detektirati
kao nacionalni mainstream — crkva, vojska, policija, kampanja
protiv lakih droga i sl. Neto vise od desetljeca kasnije, Marusi¢
objavljuje pod urednickom palicom Darka Macana dvije disto-
pijske vizije svijeta — Entropolu i Gnom de Monde. Stovi$e, Gnom
de Monde idejno rjeSenje ovitka izravno citira od jugoslavenske
edicije StripStrip koja je nudila jeftine stripove za Siroke mase.
Umotati autorski strip art estetike u populisticko ruho na gotovo
nepostojecem trziStu nostalgija je na proslo svrSeno vrijeme
jedne potonule stripovske kulture.

Sam naziv Entropola nastao je kombiniranjem rijeci entro-
pija i metropola te naznacuje pomak prema urbanom krajoliku
koji je u distopijama plemenskih sukoba bio nepotrebna kulisa jer
su doti¢ne ratovale po Sumama i gorama. Glavni lik Entropole®
usamljeni je pojedinac koji luta nepreglednim prostorom

live according to a warrior codex. Politicians, powerless in
comparison to the clan warriors, only serve a symbolic func-
tion as representatives of the civilian population, but it is the
warriors who rule in times of war. Civilians are depicted in the
comic as collateral, absolutely passive victims of the clans’ power
struggles. The people suffer regardless of who temporarily
reigns over the territory where they live, and are indifferent to
what goes on in the castes above them because their status
and social role is preordained and not subject to change. The
Balkans’ status as a colony, the utopian projection of the West
and the precedence of class stratification over the tribal homo-
geneity of the society were established in Pride of the Devils as
dominant subjects in the allegorisation of the early nineties, a
time when major political points were garnered in the main-
stream chiefly by denying those very notions!

During the war in Croatia, which had already spread to
Bosnia and Herzegovina, the semimonthly Arkzin” made its
first appearance on Croatian newsstands. Arkzin was published
by the association Antiratna Kampanja (Anti-War Campaign)
initially as a fanzine but graduated to a magazine format, and
took up an ideological position similar to Devli¢’s Renegades.
Of course, this occurred only to the extent that was possible in
a bipolar wartime value system overflowing with allegations of
treason. The very process of ideological positioning was self-
referentially reconsidered in the magazine’s articles from the
beginning to the end of its run, and the question Was ist Arkzin?
continued to spark interest even in its aftermath. Besides politi-
cal essays, about half of the magazine was devoted to cultural
events, supporting any trace of dynamic activity in the nineties’
independent culture scene in a true activist spirit. It was this
section of Arkzin in which the comics by lvan Marusic¢ were first
published. Their underground sensibility was opposed to the
local establishment, to anything that could be detected as the
national mainstream of the moment: the Church, the military,
the police, soft drug prohibition and so on. About a decade
later, Maru3i¢ published two dystopian visions edited by Darko
Macan: Entropolis and Gnom de Monde. The cover of Gnom de
Monde was designed to resemble the old Yugoslavian edition
StripStrip in which cheap comics for mass audiences were pub-
lished. To present an artistically ambitious comic book in this
populist manner is an act of nostalgia for a bygone age of an
extinct comics culture.

The name Entropolis is a combination of entropy and metropo-
lisand signifies the introduction of urban landscapes unnecessary
to the dystopias of tribal conflicts occurring ‘in the woods and
in the mountains’ (as the WWII Yugoslav Partisan song puts it).
The protagonist of Entropolis® is a lonely individual wandering
the immense metropolitan area of a city and its surroundings.
The anti-hero Krsko lacks an enemy clearly defined as another
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velegrada i njegove periferije. Antijunak Krsko na prvi pogled
nema precizno iscrtanog neprijatelja u liku drugih individua ili
nadindividualnih zajednica, etnickih ili klasnih. Njegov glavni i
najvedi neprijatelj je on sam i borba koju vodi prikazana je kao
dijalog s demonom koji ga jeftinim opijatima uljuljkava u rav-
nodusnost prema obitelji, kolegama, vlastitim moguénostima
i nepromijenjivom ustroju svijeta. Grad tako postaje vizualna
metafora ideoloske neproni¢nosti trenutka, nemoguc¢nosti da
se pronade vrijednost u zastrasujuce pulsirajucoj suvremenosti.
Ono 5to je za Machu Picchu i Ponos vragova bio labirint povije-
sti, za Entropolu je nepregledni prostor “Zivotnih moguénosti”
u kojem se je nemoguce orijentirati. Ogromni vir koji mahnito
usisava usred beskona¢nog mora jedna je od klju¢nih vizualnih
metafora stripa.

Ali pojedinac je ujedno i taj koji ima ogromnu snagu destruk-
cije jer njegov pasivni nihilizam moze unistiti privatne svjetove
dragih mu osoba. Na spomen radnickih prava, on zakljucuje da
mu je svejedno radi li za crvenu ili crnu korporaciju. Nema ra-
zlike izmedu Militarista i Antimilitarista. Na prijedlog kolege da
luditski razbiju strojeve za rad, antijunak Krsko mu odgovara da
ima i boljih metoda, ali mi ne saznajemo koje su to. Odjednom,
kao da smo ponovo u situaciji u kojoj drustvene promjene moze
pokrenuti jedino nasilje. S druge strane, protagonist i sam biva
napadnut od stanovnika mjesta koje mu je besc¢utni poslodavac
dao na zadatak srusiti kako bi gradio nove i luksuzne “stratos-
ferske rezidencije”. Kada ga oni opremljenog poput robota
(robotnika) goloruko napadnu, on ih naziva teroristima. Prostor
u koji robotizirani radnici dolaze rusiti slumove budu¢nosti,
Krsko po siromastvu prepoznaje kao “juzne krajeve”. Pritom
ovdje uopce ne prepoznajemo juzne krajeve Hrvatske. Sav
trud politickih elita da homogeniziraju pleme iz perspektive
prezrenih pada u vodu. JuZnjaci na periferiji Entropole nesto su
poput vjecitih Ciganana. MoZzda Balkanci ili svi europski juznjaci.
Vjerojatno svatko tko se danas tako osjeca, a osjecaj je, €ini nam se,

Ivan Marusic, Gnom de Monde

individual or an association of individuals based on ethnicity or
class. His main and biggest enemy is himself, and the conflict
is depicted in the form of a dialogue with a demon that uses
cheap opiates to numb him into indifference towards his family,
colleagues, his own possibilities and the unchangeable order of
the world. The city thus becomes a visual metaphor for ideo-
logical imperceptibility of the moment, the impossible search
for value in the intimidating pulsation of everyday reality.
What to Machu Picchu and Pride of the Devils is the labyrinth
of history, to Entropolis is the immense and disorienting space
of ‘life options’. A huge whirlpool in the middle of an endless
sea, manically sucking in, is one of the key visual metaphors in
the book.

However, an individual also has great power of destruction
because one’s passive nihilism can destroy the private worlds
of people one holds dear. When labor rights are mentioned,
Krsko concludes he does not care if he works for the red corpora-
tion or the black one. When his fellow worker makes a Luddite
proposition to break the machines, Krsko tells him there are
better methods, but we never find out which methods he has
on his mind. It is as if we are suddenly in a situation where only
violence can bring social change. On the other hand, the pro-
tagonist himself is attacked by the inhabitants of a village that
his cruel employer ordered him to tear down so that luxurious
new ‘stratosphere residences’ could be built. Equipped like a
robot (robotnik), he calls the bare-handed attackers terrorists.
The area to which robotized workers have come to tear down
futuristic slums is recognized by Krsko as ‘the south’ for its pov-
erty. It bears no similarity to the southern part of Croatia. All the
effort political elites have invested in order to homogenize the
tribe from the perspective of the despised went to waste. The
southerners at the outskirts of Entropolis are like eternal Gypsies.
Maybe this goes for all Balkan people, or even the whole south
of Europe. It probably concerns anyone who feels that way, and

nadregionalan i transhistorijski. No Kr$ko se ne identificira olako
ni sa kime. Dok mu nepokretna baba Siva goblen sa zvijezdom
petokrakom, on je upita: ,Jel onda Zivot bio bolji?” To ultimativ-
no pitanje jugonostalgije Macchu Picchu nije mogao, ni trebao
postaviti. Entropola odgovara u najmanju ruku sarkasti¢no jer
je svaka memorija pomalo plemenska i dijalog s utvarama. Po-
gotovo ako je izgubila svoje mjesto u pisanju sluzbene povijesti.
+Nisam ovako zamisljao buduc¢nost” rezimira Krsko svoj toboze
individualni Zivotni put.

Fantazmagori¢ni unutarnji krajolik iz kojeg dolazi Krskov
demon bit ¢e u Gnom de Monde® povanjsten kao mjesto radnje.
Paklenska vizija nije vise metafora unutrasnjosti individue, ve¢
suvremeno okruzenje koje neki tek trebaju nazrijeti kroz kopre-
nu utvare, a drugi vrlo intenzivno Zive. Opreka izmedu Gnom
de Monde i Entropole granica je unutarnjeg i vanjskog pakla.
Entropolu proizvodi dekadentni pojedinac koji ne prizeljkuje
drustvenu promjenu, ve¢ smak svijeta, pa strip ovdje nastupa
s vrlo liberalnih pozicija jer vidi u ¢ovjeku sukrivca za vlastitu
otudenost. U svijetu Gnom de Monde otudenje mnogo nedvo-
smislenije dolazi “odozgo”. Svijet je to u kojem Zive raznoliko
vizualizirani demoni i uniformno zamisljeni gnomovi vrlo nalik
ljudima. Demoni utjelovljuju klasu koja posjeduje mo¢, a vrijeme
provode smisljajudi izrabljivacke metode kojima ce stedi jos
modi i profita ili uZivajudi u orgijama tjelesnosti i opijata. Ziveci
bez ikakvih skrupula, demoni se medusobno nadmecu jedni s
drugima, a ako se nadu jedan drugome na putu doslovno se
odsjecaju i glave. Njihov je svijet cudovisan, ali i prepun aluzija
na korporativne odnose, tajkune sumnjivih profila, svijet medija
koji se bavi proizvodnjom stvarnosti, outsourcing poslova pre-
karnim radnicima za male nadnice ili celebrity kulturu. Gnomovi
su, pak, hrana demona. | metafori¢ki, ali i doslovno. Zive u rupa-
ma opustjelog postapokalipti¢nog krajolika koje funkcioniraju
poput podzemnih stambenih zgrada. Zivot u potpunoj bijedi
njihova je svakodnevica, a strip tematizira mogu¢nost prelaska
u visi svijet demona kao lazno utopijsko obecanje.

Odmah na pocetku radnje saznajemo iz demonskih usta da
su se gnomovi nakotili preko svake mjere i da ih treba broj¢ano
reducirati. Medutim, taj posao ne moze biti odraden metodom
klasi¢nog genocida. Ne zato jer bi to bilo ikome neprihvatljivo,
ve¢ ne bi podrazumijevalo nikakvo obrtanje kapitala. Demoni
stoga odlucuju povesti reklamnu kampanju koja je u visoko-
oktanskom korporativhom svijetu sama sebi svrha. Kampanju
protiv gnomova radi, naravno, gnom, a obecana pla¢a mu je
kuglica koju ¢e progutati i doZivjeti upgrade. Upgrade podra-
zumijeva priblizavanje svijetu “visih sfera” i nadu da nece biti
pojeden. Na putu do Zeljene kuglice, gnom Dzafer proZivljava
malu odiseju na kraju koje ¢e uspjeti zadovoljiti poslodavca i
pobrinuti se za svoju obitelj, a usput ¢e i naivno pomisliti kako
ga oni iz visih sfera mogu prihvatiti kao jednakovrijednog.

the feeling is most probably ubiquitous and transhistorical. But
Krsko is not one to identify easily with anyone. While an immo-
bile old woman sews a tapestry for him with the Communist
symbol of a five-pointed red star, he asks, ‘Was life better then?’
Macchu Picchu could not, and did not need to, pose that ques-
tion. Entropolis answers it sarcastically, to say the least, because
every memory has a tribal quality to it, and a sense of convers-
ing with ghosts, especially if it was omitted from the official his-
tory books. ‘I didn't imagine my life would be like this’, Krsko

says, as if he truly believed himself to lead an independent life.

The phantasmagorical inner space from which Krsko’s
demon comes is externalized as the setting for the plot of
Gnom de Monde.? The hellish vision is not a metaphor of an
individual’s inner life anymore, but the contemporary setting
that certain people are yet to perceive through a ghostly veil,
while others are immersed in it intensely. What sets Gnom de
Monde apart from Entropolis is the border between internal and
external hell. Entropolis is produced by a decadent individual
who does not yearn for social change but rather for the end of
the world, and in that respect the book speaks from a liberal
perspective, assuming that the individual is partly to blame for
his own alienation. In the world of Gnom de Monde, alienation
is much more unambiguously depicted as coming from ‘above’.
It is a world of variously visualized demons and uniformly de-
picted anthropomorphic gnomes. The demons represent the
class in power and spend their time either inventing new ex-
ploitative methods to gain more power and profit, or enjoying
narcotics-fuelled sexual orgies. Living without any scruples, the
demons compete with each other, and when their paths cross,
heads are known to roll. Their world is monstrous, but it is also
filled with allusions to corporate relations, tycoons with dubious
backgrounds, the media world that counterfeits reality, the out-
sourcing of work to barely surviving workers for minimal wages,
and celebrity culture. The gnomes are, conversely, fodder for
the demons, metaphorically as well as literally. They live in the
holes in the post-apocalyptic wasteland that function like under-
ground apartment blocks. Their lives are terminally miserable,
and the possibility of elevation into the world of demons is
treated in the comic book as a false utopian promise.

In the very beginning we are informed by a demon that
the gnomes are breeding excessively and their number needs
to be reduced. However, this task cannot be accomplished by
means of classic genocide. Not because it would be morally
unacceptable, but because it would not reap any profit. The
demons decide to start a marketing campaign, which serves
its own purpose in the high-octane world of corporations. The
campaign against gnomes is, of course, managed by a gnome,
who was promised to be rewarded with an iron ball he could
swallow to be ‘upgraded’. The ‘upgrade’ means he will advance



Usput upoznaje jos jednog gnoma koji se maskira u demona
umjetnim protezama, a sve kako bi mu posao isao bolje. Ako na
trenutak DZafer i pomisli kako je nasao sudruga na putu prema
gore, ovaj ¢e mu ve¢ u idu¢em trenutku okrenuti leda jer milosti
nema — ili prozdires ili bivas prozdran.

Dva momenta u Gnom de Monde posebno su zanimljiva. Svi
gnomovi odreda imaju imena s isto¢njackim prizvukom: Dzafer,
DZevdeta, Mileusna, Nefisa. Taj prizvuk, medutim, ne pobuduje
univerzalne asocijacije poput “juznjaka” u Entropoli. Gnom de
Monde je izrazito premrezen motivima koji izravno aludiraju
hrvatsku stvarnost: od izravnog citiranja imena lokalnih korpo-
racija do autoironi¢na autorova zbijanja $ala na racun bavljenja
grafickim dizajnom kojeg mnogotko u umjetnickim krugovima
danas svastari. U tom vrlo lokalnom kontekstu imenovanje gno-
mova Cak i trenutku sveopce klasne podijele ¢uva paméenje na
onu koja joj je prethodila — nacionalnu. Stovise, veza je gotovo
izravna u trenutku kada jedan od pripadnika visih sfera kaze
kako se njegov genom stolje¢ima usavrsava u obiteljskoj lozi.
Drugi vazan detalj je i snaZna biopoliticka crta. Kada Dzaferova
kéi DZevdeta dobije prvu mengutaciju, $to je ponovo igra rijeci
od menstruacije i mutacije, odvode je zra¢nim putem do nebe-
skog otoka na kojem se nalazi veliki kompleks zgrada ograden
bodljikavom Zicom. U njemu ih docekaju, postroje i peru dru-
gi gnomovi to je izravna aluzija na Drugi svjetski rat. Tamo ¢e
im gnomske Zene sluziti za rasplod i proizvodnju mesa 5to je

“duznost prema gornjim sferama”. Zauzvrat, one dobivaju zastitu
od gnomozderstva, a za sve Ce se pobrinuti Gyneral, lik ¢ije ime
spaja ratno nazivlje i ginekologiju.

Oba Marusi¢eva stripa zavravaju pomalo optimisti¢no.
Medutim, obrat koji se dogodi u prici nije sistemsko preobra-
Cenje distopijskog u utopijski svijet, ve¢ unutarnja promjena
koju njegovi likovi dozivljavaju. Oni poti¢u preobracenje Zivot-
ne situacije u svoju korist i uspijevaju za dlaku izbjec¢i posasti
koja im ¢itavo vrijeme prijeti. Time Marusi¢ donekle otvara pro-
stor emancipaciji subjekta koja pojedincu pretpostavlja mo¢
i slobodu kreacije boljeg svijeta “odozdola”. Gnom de Monde
jest svojevrsna terapija u jednako zaklju¢anoj situaciju kakvu
su projicirali i Machu Picchu i Ponos vragova. Devlicev strip od
prvotne poletnosti upada u apsolutni pesimizam prema uto-
pijskoj ideji, a Macan i Biukovi¢ donekle optimistican zavrSetak
prikazuju samo u vidu definitivnog odlaska iz prostora radnje,
odnosno dijegetickog univerzuma. Mogucnost spasa stoga tu
nije nedvosmisleno naznacena. Marusicevi stripovi, pak, antici-
piraju ono sto se ve¢ danas ponegdje naziva ratnom situacijom
- ratom izmedu “gnomova i visih sfera”. Medutim, njegovi stripovi
donose novu osjecajnost u kojoj individuum skoro iracionalno
zadrzava osobnost usprkos nadredenoj pripadnosti. Ako je pa-
sivnost pojedinca i autodestruktivna, to je samo cijena njegove
slobode. Velike rijeci kojima se opterecuju Devlicevi likovi, kao

towards the world of ‘higher spheres’ and can reasonably hope
he will not be eaten. To win the ball, the gnome Dzafer under-
goes a small odyssey which he completes by satisfying his em-
ployer and providing for his family, while also harbouring the
unfortunately naive belief the higher beings can accept him as
their equal. During the course of his actions, he meets another
gnome who uses prosthetics to impersonate a demon in order
to improve his business. DZafer barely has time to be thankful
for a soul mate in social advancement before he is betrayed by
his new acquaintance, because there is no mercy: you either
devour or will be devoured.

Two aspects of Gnom de Monde are especially interesting. The
names of all the gnomes have an eastern feel: Dzafer, Dzevdeta,
Mileusna, Nefisa. Their oriental status does not, however, elicit
universal associations like the ‘southerners’ in Entropolis. Gnom
de Monde is interspersed with allusions to Croatian reality: from
the direct quoting of local corporate brand names to the au-
thor’s self-deprecating jokes about the graphic design industry
in which many contemporary artists dabble in order to survive.
In this locally specific context, the names of gnomes preserve
the memory of segregation that preceded class stratification:
segregation based on ethnicity. The relation is almost direct
when one of the creatures belonging to the ‘higher sphere’
confides that his genome has been perfected in his family line
for centuries. The other significant detail is a strong bio-political
thread. When DZafer’s daughter DZevdeta gets her first men-
gutation, which is another compound word combined from

‘menstruation” and ‘mutation’, an aircraft takes her away to an

island in the sky where a complex of buildings is surrounded by
barbed wire. They are encountered, assembled and washed by
other gnomes, in a scene clearly alluding to the Second World
War. The institution is where the female gnomes will be used
for breeding and production of meat, which is an ‘obligation to
the higher spheres'’. In turn, they will be spared from being eaten.
The whole operation is managed by Gyneral, whose name is
combined from military and medical terminology.

Both of Marusi¢’s comic books end on a somewhat hope-
ful note. Still, the twist in the plot is not a systematic turn of
the dystopian world into a utopian one, but the inner change
his protagonists experience. They manage to alter their living
situation to their benefit and narrowly escape the predicament
that has been constantly threatening them. In this way, Marusic¢
allows the possibility of emancipation of a subject which grants
the individual the power and the freedom to create a better
world ‘from below’. Gnom de Monde is a therapy of sorts, as the
turning point occurs in a situation just as closed as was projected
in Machu Picchu and Pride of the Devils. Devli¢'s book graduates
from initial enthusiasm to absolute pessimism towards the uto-
pian idea, and the relative optimism at the end of Macan and

i nemogucnost da se ne bude plemenski zigosan u Ponosu
vragova, Marusicevi svjetovi postmodernisticki tretiraju kao
neobvezujucu igru. Gnom Dzafer svakako je svjestan svoje
gnomske pripadnosti, kao i krvnog porijekla koje mu je sadrzano
u samome imenu. No, ako je ideja o postanku ne¢im drugim
i druk¢ijim iluzorna, on Ce je svakako pokusati odigrati jer je
identitet sam po sebi tek jedna od fikcija u multiverzumu moder-
nosti. Gnom de monde ne odustaje od historizma i plemenskog
porijekla da bi premjestio problem na druge temelje jer se kla-
sni sukob ne zbiva pod krinkom identitetskog ve¢ kao njegova
reifikacija. Identitet i prostor tretirani u Machu Picchu i Ponosu
vragova ozbiljno i visokoparno u Gnom de Monde postaju paro-
dija. Time Marusi¢ u svoje distopije skriva klicu utopizma jer
je zanr utopije od svojih pocetaka povezan s karnevalesknom
subverzijom kako ju je opisao Bahtin. Utopija negira dominantni
osjecaj stvarnosti vise klase, odnosno eksplicira ono $to satira
implicira.’”® Demonski svijet u kojem zive gnomovi nije nista
manje dijaboli¢an od svijeta u kojem Zive Devli¢eva europska
ili Macanova balkanska plemena. Gnomovi samo imaju smisla
za humor.

1 SFkoristim kao kraticu za spekulativnu fikciju.

2 Darko Suvin, 2010, Metamorfoze znanstvene fantastike, Zagreb, Profil, str. 128
3 Ibid, str. 38
4 Kvadrat, ¢asopis za strip, 2001, br. 13

5 Radovan Devli¢, 2009, Machu Picchu, Bizovac/Zagreb, Matica hrvatska i
Mentor

6  Devils and Deaths i Devil’s Choices odvojeni su serijali koji su potom objedi-
njeni u knjizi koja je u hrvatskom prijevodu objavljena kao Darko Macan i Edvin
Biukovi¢, 2010, Ponos vragova, Zagreb, Fibra.

7 Arkzin postoji od pocetka ratnih sukoba pa sve 1998. Godine.
8 Ivan Marusi¢, 2007, Entropola, Zagreb, Mentor
9 Ivan Marusi¢, 2010, Gnom de Monde, Zagreb, Mentor

10 Darko Suvin, 2010, Metamorfoze znanstvene fantastike, Zagreb, Profil, str. 100

Biukovi¢'s work only springs from the fact that the protagonists
are departing from the location where the plot took place and
its entire diegetic universe. The possibility of salvation is not
unambiguously indicated in these works. The comic books
by Marusic¢ anticipate what today is already dubbed a state of
war — between the ‘gnomes’ and the ‘higher spheres’. However,
they also bring about a new sensitivity in which an individual
preserves his or her individuality in an almost irrational man-
ner, in spite of subordination. If the passivity of an individual
is self-destructive, it is just the price of freedom. The big words
pondered by Devli¢’s characters, as well as the impossibility
of avoiding tribal tagging in Pride of the Devils, are treated in a
playful postmodern way in the books by Marusi¢. The gnome
Dzafer is perfectly aware of his gnomeness, and of the ethnic
origin reflected in his name. Although the notion of a meta-
morphosis is illusory, he is nevertheless willing to play the game
because identity itself is just a fiction in the multiverse of mo-
dernity. Gnom de monde does not give up historicism and tribal
roots to assign the problem to other causes, as the class conflict
is not disguised by the conflict of identities, but is a reification
of it. Identity and location, treated solemnly in Machu Picchu
and Pride of the Devils, turn into parody in Gnom de Monde. This
is how Marusi¢ smuggles a seed of utopianism inside his dysto-
pias, as the utopian genre is fundamentally connected with
carnivalesque subversion, as described by Bakhtin. Utopia sub-
verts the dominant assumptions of reality sported by the ruling
class, and externalizes what is implied in a satire.” The demonic
world in which the gnomes live is not any less diabolical than
the worlds inhabited by Devli¢’s European or Macan’s Balkan
tribes. The gnomes just happen to have a sense of humour.

1 luse SF as an abbreviation for speculative fiction.

2 Darko Suvin, 2010, Metamorfoze znanstvene fantastike, Zagreb, Profil, p. 128
3 Ibid, p.38

4 Kvadrat, comics theory magazine, 2001, Issue 13

5 Radovan Devli¢, 2009, Machu Picchu, Bizovac/Zagreb, Matica hrvatska
and Mentor

6  Devils and Deaths and Devil’s Choices were originally created as separate
miniseries, later to be united and published in Croatian translation as Darko
Macan, Edvin Biukovi¢, 2010, Ponos vragova, Zagreb, Fibra.

7 Arkzin was published from the beginning of the war until 1998.
8 Ivan Marusi¢, 2007, Entropola, Zagreb, Mentor
9 Ivan Marusi¢, 2010, Gnom de Monde, Zagreb, Mentor

10  Darko Suvin, 2010, Metamorfoze znanstvene fantastike, Zagreb, Profil, p. 100



Szerzéiség a kortars magyar
képregény kulturaban

A magyar képregény ujjasziiletése

Téth Zoltan Janos

A kortdrs magyar képregénykultira és a magyarorszagi
képregényfogyasztas sajatos jellegzetességeket mutat és
jelentdsen eltér mas orszagokétdl, kilondsen az olyan nagy
képregénykulttraval rendelkez6 orszagokétdl, mint az Egyesiilt
Allamok, Franciaorszég, Belgium, és esetleg Olaszorszag.

Ez a kiilonbség leginkabb abban ragadhaté meg, hogy
a magyar képregény piacérél hidnyzik a tomeggyartasban
megjelené m(faji képregény. A sorozatokban megjelend
képregények leginkabb a kiilf6ldi franchise-ok magyar nyelv(
forditasaira korlatozddnak. A Magyarorszagon legnépszer(ibb
képregény tipusanak igy sokkal inkabb az a szerz6i képregény
nevezhetd, melynek meglatdsom szerint jelenleg harom for-
maja létezik. Az elsé tipus a tomeggyartast el nem éré miifaji
képregény, ahol az alkot6t nem korldtozzék a piac torvény-
szer(iségei, ezért a kiadok nyomasa nélkil valdsithatja meg
koncepcioit. Mivel nincs mogottiik téke, ezért leginkabb az
interneten koncentralédik ez a tipus, és egy sziikebb szubkul-
tura figyelme jelenti a médianyilvanossagot ebben az esetben.
A masodik tipus a mifaji archetipusoktol tavol, egyfajta artiszti-
kus vallalkozasként valik ismertté. Elismertségét nem feltétlendl
képregényként, sokkal inkabb mdvészi targyként nyeri el. A
harmadik, és Ggy gondolom a kézonség dltal legismertebb,
tipus célja a szérakoztatd tarsadalomkritika. A legismertebb
képregényalkotok, mint példaul Grof Balazs, Futaki Attila, Stark
Attila, Marabu ilyen képregények alkotoiként valtak ismertté.

A kortars magyar képregénykultira viszonyait, akdrcsak
mas orszagokban, globdlis és lokalis kériilmények egyszerre

Authorship in Contemporary
Hungarian Comics Culture

The rebirth of Hungarian comics

Zoltan Janos Toth

Contemporary Hungarian comics culture and consumption
display some specific characteristics that differ significantly from
that of other countries, especially from those that have a huge
comic culture such as the US, France, Belgium and perhaps Italy.

The difference can mostly be grasped in the fact that the
Hungarian comics market lacks the mass-produced comic book
genre. The comics that come out in series are mainly limited to
Hungarian translations of foreign franchises. Therefore, it can
be said that the most popular type of comics in Hungary is
rather the authorial comic, which | believe has three forms at
present. The first type is the comic book genre that does not
reach mass production, ensuring that the authors are not con-
strained by market regulations and can carry out their concepts
without pressure from publishers. As there is no capital behind
it, this type is most often concentrated on the internet, and in
this case only a rather narrow subculture garners any media
publicity. The second type is becoming known as a kind of artis-
tic entrepreneurship, far from the archetypes of the genre. It
gains recognition not necessarily as a comic but rather as an
artifact. The third type, which in my opinion is the most familiar
to the public, aims at an entertaining form of social criticism.
The most well-known comics authors such as Baldzs Grof, Attila
Futaki, Attila Stark and Marabu have gained their popularity as
authors of such comics.

As for those of other countries, the relations of Hungarian
comics culture have been shaped by global and local circum-
stances at the same time. The concept of culture has changed

alakitjdk. A posztmodernben a kulttra fogalma &talakult, a
magas- és mélykultira diszkrét kilonélldasa megsziint, ami
egyitt jart a populdris kultdra akadémiai és kdznapi Ujraértéke-
Iésével is. A populdris kultdra statuszanak megvaltozasa hozza-
jarult a képregény egyre fokozoddé emancipacidjahoz. Az olyan
szubkultdrék, mint példaul a hipster vagy geek a mainstream
zenei, divatvilag stb. részévé valtak, melyek a képregény iko-
nografiajat a pop arthoz hasonlé rajongassal vették koriil és
sajatitottak ki. Jollehet a fiatalabb korosztaly szdméra a belé-
pési pontot a képregény vildgaba elsédlegesen nem maguk a
képregények jelentik, hiszen a szuperhésok, manga figurak és
kanonikus torténetek a szamitdgépes jatékokbol és egész estés
filmekbdl vélnak els6sorban ismertté. A kétezres évek elsé évti-
zedében a filmkézonség nagyon gyorsan reagalt a képregény
novekvé népszer(iségére. Nem csupan az egyik legfontosabb
inspiracios bazissé lépett el6 a film, de a blockbusterek jelentds
része képregény-adaptacié volt. A népszer( sorozatok (Bing
Bang Theory) és filmek (Die Hard 4, Shop Stop, Shop Show) ismert
komikus karakterévé lépett el§ a geek, aki a popkultura és élta-
laban a képregények fetisiszta rajongoja.

Ezek a valtozéasok jél tiikr6z6dnek a képregénykultiraban
is, ami leginkdbb a fogyasztds intézményesiiltségével mérhetd.
Ezt az intézményesiiltséget Maksa Gyula ugy értékeli, mint a
magyar képregénykultira megsziiletésének elsé lehetdségét:

»Az intézményes onélldsulast nemcsak a képregényre speci-
alizdlédott kiaddk szovetségének 2007-es megalapitdsa, a
hozza kot6dé fesztivalok, hanem tobbek kozott kiallitasok,
a Magyar Képregény Akadémia (lapja: a Pinkhell) és a képre-
gény-muzeum funkcidjat is részben betolté kArton Galéria
jelzi. (...) A képregénykritika ugyan felbukkant, de még nem
onaéllésultigazan a képzémdvészeti, nem rajzolt irodalmi vagy
filmkritikdhoz képest. Ezen valtoztat majd (az indulaskor) az
elsé magyar képregényfanzinnak tartott Panel is, amely mar
kezdetben is inkabb a hagyomanyos rajongdi magazin és
a specializalt kulturdlis folydirat kozotti atmenetnek, azaz
prozinnak latszott.”

Maksa Gyula azt dllitja, hogy a kilencvenes évek végéig a
magyar képregény protomédium szakaszaban volt, és ebbdl
csak az utébbi idében Iépett ki. Ennek az elhiz6d6 sziiletésnek
tobb oka is van. A protomedidlis szakaszban rekedt képregény
életét hosszu évtizedekig, leginkdbb az 1989-es rendszervalta-
sig fennallé szocialista rendszer kulturpolitikdja szabta meg. A
popularis kultira legfontosabb médiumai és mdifajai t(irt vagy
tiltott kulturalis terméknek mindsiiltek. A tomegfilm és a popu-
laris képregény szinte a vildig minden orszdgaban egymdsra
reagélva alakult, hiszen az archetipusaikat, mifaji mintakat és
tematikus allanddikat egyszerre vagy egymassal versengve dol-
gozta ki a majdnem egyszerre indul6 két médium. A mai magyar
tomegfilm is sok szempontbdl hasonlé utat jart be és hasonlé

in the postmodern era; the discreet distinction between high
and low culture has ceased to exist, which brings along with
it the re-evaluation of popular culture in both academia and
everyday life. The changing status of popular culture has contrib-
uted to the increasing emancipation of the comic. Subcultures
like hipsters or geeks that have built fandom around comics
similar to that of pop art and appropriated the iconography of
comics have become part of mainstream music, fashion, etc.
However, for the younger generation the entry point into the
world of comics has not been provided primarily by comics as
such, since superheroes, manga characters and canonical stories
have become popular first and foremost through computer
games and motion pictures. In the first decade of the 2000s,
the movie audience was very quick to react to the increasing
popularity of comics. Films became not only one of the most
important sources of inspiration, but also a significant number
of blockbusters were adaptations of comics. The geek, who is
the fetishistic fan of popular culture and comic books in general,
has stepped forward as a recognizable character of popular
television series (Big Bang Theory) and movies (Die Hard 4, Shop
Stop, Shop Show).

These changes are reflected well in the comics subculture,
which can best be measured by the institutionalization of con-
sumption. Gyula Maksa sees this institutionalization as the first
possibility for the birth of the Hungarian comic: ‘Institutional
independence is not marked solely by the foundation of as-
sociations specialized in publishing comic books and the
festivals associated with it in 2007, but among others by the
exhibitions, the Hungarian Comics Academy (its paper: Pinkhell)
and the kArton Galéria (Cardboard Gallery), which partly fulfills
the function of a comics museum too. (...) Comic book critique,
even though it has appeared, has not yet gained its independ-
ence compared to the artistic, non-illustrated or film critiques.
This is one of the issues Panel, the first (to be) Hungarian comic
fanzine aims to change, which seemed to be a transition be-
tween the traditional fan magazine and the specialized cultural
journal, i.e. a prozine even at its very beginning.

Gyula Maksa believes that until the end of the ‘90s the
Hungarian comic was in its protomedium phase, and it has only
recently stepped out of it. There are several reasons for this diffi-
cult birth. The life of the comic stuck in the protomedium phase
was for decades determined mainly by the cultural policy of
the socialist regime that lasted until 1989. The most important
media and genres of popular culture were classified as either
tolerated or banned cultural products. In almost all countries
of the world, the mass movie and the popular comic have de-
veloped by reacting to each other, because the two media that
emerged almost at the same time have developed their consist-
ent thematic features either simultaneously or in competition



tényezok alakitottdk mint magyar képregényét. Emiatt a késéb-
biekben is tobbszor hivatkozok majd ezekre a hasonlésagokra.

A szocializmus cenzuraja egyformdn érintette a popkulturélis
filmet és a képregényt, hiszen minden m(ifaj gyanus volt, amely
nyugati értékeket és mintdzatokat hirdetett. A szocializmus
mas tipusu hésoket és megoldasokat preferalt, mivel egészen
mas értékrendszert épitett fel. A biin ild6zése, amely szamtalan
m(faj alapmotivuma a krimit6l a szuperhds képregényekig,
nem, vagy csak mérhetetleniil eltorzitott formdban jelenhetett
meg. A szocialista kultdrpolitika és cenzira olvasasi médja a
minden fikci6t kizard referencidlis megértés volt. A szocializmus
utépikus valésagédban nem létezett szegénység, alkoholizmus,
homoszexualitds, mint ahogy ennek megfeleléen a bin léte
is paradoxon volt. A szocialista krimiben a bin ezért mindig
csak az orszagon kiviilrél, rendszerellenes elemként érkezhe-
tett. Kolozsi Laszlé: ,A magyar rendszerben nem volt helye a
magannyomozénak: egy magannyomozé puszta léte is magat
a rendszert kérddjelezte volna meg. A magyar rendérség —
természetesen — 6ner6bdl, minden kiilsé segitség nélkil megold
minden esetet. Ennek ellenkezgjét éllitani egyenesen allamelle-
nes cselekmény lett volna. A blinozés eltdrlését minden diktatu-
ra, nem csak a kommunista rezsimek, zaszlajara tlzi: a b(in6zés
eszerint a régi, eltaposott rend 6roksége, melyet gondosan fel
kell és fel lehet szamolni. Ezért sem késziiltek sem nalunk, sem
mas kdzép-eurdpai orszagban igazi krimik.”

A tobbi mifaj a krimihez hasonldan keriilt kirekesztésre
vagy oldddott fel a rendszer altal engedélyezett termékekben.
Az amerikai minta esetében a képregény a film konkurenseként
torténete soran mindig kévette annak miifaji matrixat. Magyar-
orszagon a hidnyz6 miifajokat egyetlenegy tipusu képregény
potolta. A hatalom csupan azokat a képregényeket engedélyez-
te, melyek a szérakoztatd kalandpoétikat didaktikus célokkal
tudtak alatéamasztani. Igy a magyar képregény aranykorszakdnak
nevezett idészak az 6tvenes évektdl hihetetleniil szegényes
kindlattal jelentkezik. ,A masodik vilaghabort uténi fél évsza-
zad leghiresebb magyar képregényei adaptécidk. E korban
leginkabb a klasszikusnak tartott irodalmi mdvek, elsésorban re-
gények feldolgozasa, tdgabb kdrben népszerdsitése altal nyert
némi kulturdlis legitimaciét Magyarorszagon a képregény.”

Maksa Gyula szerint a képregényt formanyelvi szempontbdl
is visszatartotta a fejlédésben a politika. A szébuborék és mas
hangutdnzé megoldasok alkalmazasa korlatozas ala esik, mivel
a kulturpolitika szerint ezek az eljarasok leszoktatnak az irasbe-
liségrél és az olvasasrdl.

Ugy gondolom, hogy ez az idészak mérhetetleniil fontos
szerepet jatszik abban, hogy a magyar miifaji képregény he-
lyett példaul szerzdi torténetek és latdsmod valik népszer(ivé,
kiilondsen akkor, ha ez az 6sszes korosztaly szdmdara elérhet6
fellileten és az 6sszes korosztaly szamara értékelhet6 céllal jon

with each other. The contemporary Hungarian mass movie has
in many respects followed this same path and has been shaped
by similar features that influenced the Hungarian comic. For
this reason | will continue to refer to these similarities below.

Socialist censorship has equally affected pop culture films
and comics, since all genres that promoted Western values and
patterns were deemed suspicious. Socialism preferred a dif-
ferent type of hero and solution because it created an entirely
different value system. The prosecution of crime, which is the
basic motive of numerous genres ranging from crime movies
to superhero comics, could appear only in a largely distorted
form or did not appear at all. The socialist cultural political way
of reading was a referential interpretation lacking all kinds of
fiction. In the utopist reality of socialism there was no poverty,
alcoholism or homosexuality, and conversely the existence of
crime was a paradox. Therefore, in the socialist crime movie,
crime could only come from abroad, as an element subverting
the regime from outside. As Laszl6 Kolozsi writes, ‘in the Hun-
garian regime there was no room for the private detective: the
mere existence of the private detective would have questioned
the regime itself. The Hungarian police solve all cases, on their
own of course, without any external assistance. Claiming the
opposite would have been a direct act against the state. All
dictatorships, not only communist regimes, aimed at the eradi-
cation of crime: according to them, crime is the legacy of the
old trampled order that can and should be carefully liquidated.
This is the reason why there were no crime movies made either
in Hungary or in other Central-European countries.’

Similarly to the crime movie, other genres were marginalized
or melted down into cultural products allowed by the regime.
In the case of the American pattern, as a competitor of the film,
the comic has always followed its genre matrix in its plot. There
was only one type of comics permitted in Hungary that com-
pensated for the missing genres. The state power allowed only
those comics that could support the entertaining adventure
poetics with didactic goals. Thus, the period of the so-called
golden age of Hungarian comic books after the ‘50s represents
an unbelievably poor offering. ‘The most famous comics of the
half-century following the Second World War were adaptations.
In this era the comic in Hungary gained some cultural legitimacy
mostly through the adaptation and popularization of literary
works thought of as classical, mainly novels.

According to Gyula Maksa the development of comics has
been restrained by politics with regards to form as well. The use
of the speech bubble and other onomatopoetic solutions has
been restricted, because according to the cultural policy of the
time these procedures limited literacy and the habit of reading.

[ believe that this period has played an extremely important
role because of the fact that instead of the Hungarian comic book
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létre. Az élclapok és karikaturak hagyomdényat részben folytaté
alkotdék esetében, mint ahogyan azt Gréf Balazs esetében is
lathatjuk, ez a siker biztositott.

Felmeriil ugyan a kérdés, hogy a szocializmus végével, lassan
husz év alatt, miért nem tortént igazi véltozas. Azt gondolom,
hogy a fiatalabb generdcié szamara ezt a keresletet kindlattal
toltotte fel a nemzetkozi piac, amely a halézati kultdra kordban
korlatlanul valt elérhetévé. A halézat végképp felszamolta a
nemzeti hatdrokat. Akarcsak a filmek, a képregények esetében
is elveszett a jelentésége a hazai premiereknek, hiszen a szami-
t6gép, mint multimedialis platform és mas interfészek (tabletek,
okostelefonok) nem csak a nyomtatott, de a rajzolt irodalom
befogadasat is magukhoz ragadtak. A mindenki altal elérhetd
grafikai szoftverek pedig hozzdjarultak ahhoz, hogy a tartal-
mak a felhasznalok éltal torténé magyaritdsaval ez a folyamat
felgyorsuljon.

A magyar fikcié hidnya leginkdbb abban érhet6 tetten,
hogy a magyarorszagi popularis kulturanak nincsenek magyar
hései. Tin Tin, Asterix, Blueberry, Astroboy torténeteinek ismerete
mas orszagban szorosan hozzatartozik a nemzetiidentitashoz,
és ez kozelviszi az embereket képregénykulturahoz kortdl és
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genre, it was for instance the authorial stories that became
popular, especially since they were created on a platform acces-
sible to all generations and with an aim that all could evaluate.
In the case of authors who have partially followed the tradition
of satires and caricatures, as seen in the case of Balazs Grof,
success is guaranteed.

The question that arises now is how, with the end of social-
ism, there has been no real change in almost twenty years. In
my opinion, for the younger generation the demand has been
met by the supply of the international market which has be-
come unlimitedly accessible in the era of the internet. The In-
ternet has permanently eradicated national borders. Just like
with movies, in the case of comics domestic premiers have lost
their significance because computers as multimedia platforms,
as well as other interfaces (tablets, smart phones) have halted
not only printed but also graphic literature as well. The graphic
software accessible by everyone has also contributed to the
acceleration of this process by making it possible for users to
‘Hungarianize’ the contents.

The lack of Hungarian fiction can best be grasped in the
fact that Hungarian popular culture has no Hungarian heroes.



nemtdl fliggetleniil. Magyaroszagon a képregényfogyasztas
egy olyan fiatal generaciéhoz koétédik elsésorban, akik a rend-
szervaltas utan néttek fel és a nyugati mintakat tartjdk meg-
hatédrozénak. A magyar nemzetet egyébként is jellemezi egy
nagyon erds fikcié-idegenség. Legyen sz6 mozirdl, irodalomrol
vagy képregényrdl, a magyar alkotok és magyar befogadok
mindig kozelebb érezték magukhoz azokat a m(ifajokat, amelyek
levezethet6ek a tarsadalmi vagy politikai valdsaghdl, esetleg ép-
pen arra reflektalnak. A dokumentum mdifajai Magyaroszagon
mindig gy6zedelmeskedtek a fikcié mifajain. A talan elsé lat-
szatra tulzénak t(ing allitast bizonyithatja az, hogy a magyar
m(ifaji film matrixa teljesen nélkiil6zi a science-fiction, a horror,
a musical stb. mifajokat. A hazai filmgyértas alig mozdul ki a
vigjatékok és romantikus komédidk, illetve dramak teriiletérdl
és idegenkedik a popkulturdlis mitoszokt6l. A mai magyarorsza-
gi filmgyartas pontosan ezt az izlést tiikrozi, és azt gondolom,
hogy a képregény jelenlegi tdvolmaradasa a fikciétél szintén
részben ezzel a szemlélettel magyarazhato.

Ahogyan a kordbban altalam idézett Maksa Gyula is kiemelte,
az utébbi néhény évben torténtek ezzel kapcsolatban hianypot-
16 alkotasok, illetve megemlithetiink elszigetelt prébalkozasokat,
de ezek mennyiségileg és népszer(iség tekintetében nem véltak
a tomegkultira részévé.
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In other countries, knowing the stories of Tin Tin, Asterix, Blue-
berry or Astroboy is tightly connected to national identity and
brings people closer to comics culture regardless of age and
gender. In Hungary, the consumption of comics is primarily
linked to a younger generation that grew up after the change
of regime and considers Western patterns definitive. In general,
the Hungarian nation is characterized by a very strong aversion
to fiction. Be it film, literature or comics, both Hungarian au-
thors and audience have always felt closer to genres that can
be derived from social or political reality or directly reflect their
lives. In Hungary, the documentary genre has always won out
against the genres of fiction. This claim may seem an exaggera-
tion at first, but the fact that the matrix of the Hungarian genre
film completely lacks the horror, science fiction, musical and
other genres may prove it. Hungarian filmmaking has hardly
ever left the territory of comedies, romantic comedies and
dramas, and popular myths are alien to it. Contemporary Hun-
garian film production reflects exactly this taste, and | believe
that the current absence of comics from fiction can also be
partly explained by this view.

To refer to Gyula Maksa again, the things that have taken
place in the past few years met a demand in existing work; iso-
lated attempts can also be mentioned, however they have not
been incorporated into the mass culture in either number or
popularity.

Of these works meant to fill a gap, one should certainly
mention those comics that popularize the important events
and characters of Hungarian political and sports history. Critics
and cultural historians always sound the alarm when popular
culture incorporates ‘official” culture. However, an integrative
culture cannot be thought of without the participation of
popular culture. What is more, popular culture and comics play
an inevitable and crucial role in maintaining cultural memory.
The successes of Persepolis or Maus prove that the comic is
capable of fulfilling this function. The French historian Pierre
Nora writes that after organic memories have faded, the past
is conserved by external memory sites. However, it is important
that these memory sites (lieux de mémoire) are also emptied in
the process of their institutionalization. ‘On the horizon of soci-
eties possessing a historical consciousness, on the borders of a
fully historicized world, the deprivation of sanctity is extreme
and definitive. The process of history, the historical aspiration
does not glorify what has really happened but destroys it. There
is no doubt that the general critical attitude preserves muse-
ums, coins, monuments, i.e. the toolbox necessary for historical
work, but at the same time it empties everything that makes
these lieux de mémoires for us.” To keep memories alive, new
and alternative memory sites have to open up constantly. | do
not want to reflect here on cultural memory, but only claim that

A hidnypétl6 alkotdsok kozott mindenképpen megemlitendéek
azok a képregények, amelyek a magyar torténelem és sporttor-
ténet fontos eseményeit és személyiségeit popularizaljék. A kri-
tikusok és a kulturtorténészek mindig meghutzzak a vészharan-
got, amikor a popularis kultira bekebelezi a hivatalos kulturat.
Integrativ kultira azonban elképzelhetetlen a popularis kultira
részvétele nélkiil. Mindemellett a kulturdlis emlékezet fenntar-
tdsaban sziikségszer( és nagyon fontos szerepet vallal a popkul-
tara és a képregény. A Persepolis vagy a Maus sikere bizonyitja,
hogy a képregény képes ellatni ezt a funkciét. Pierre Nora fran-
cia torténész azt irja, hogy amikor vége az organikus emlékezet-
nek, a multat emlékezethelyek rogzitik. Fontos azonban, hogy
ezek az emlékezethelyek (lieu de mémoire) intézményesiilésiik
soran ki is iresednek. ,A torténeti tudattal biré tarsadalmak ho-
rizontjan, a teljességgel historizalt vildg hatdrain a szentségtdl
valé megfosztas végso és végleges. A torténelem folyamata, a
torténeti torekvés nem dicséiti a valdban megtdrténtet, hanem
megsemmisiti. Kétségtelen, hogy az éltaldnos kritikai attit(id
meg0rzi a muzeumokat, az érméket, a miiemlékeket — tehat
a torténeti munkahoz sziikséges eszkdztarat —, ugyanakkor ki
is Uritve mindazt, ami szeminkben lieu de mémoire-ra teszi
ezeket.” Az emlékezet életben tartasdhoz folyamatosan uj és
alternativ emlékezethelyeknek kell megnyilniuk. Nem a kultu-
ralis emlékezetrdl akarok gondolkodni, csupan azt szeretném
kijelenteni, hogy az Uj médiaelbeszélések Uj emlékezethelye-
ként sziiletnek meg, és a film mellett ezt a feladatot a képregény
képes a leghatékonyabban vallalni. A Felvidéki Mikl6s és Pertics
Robert alkotéparos 2012-ben kiadott képregénye a Papp Laci. A
Londoni olimpia bajnoka a magyar dkolvivas ikonikus alakjanak,
Papp Laszl6nak az 1948-as londoni olimpién elért gy6zelmét
narrativizélja Ujra képregényben. Felvidéki Miklds békeid6kbeli
retro rajzstilusa a vizualitason keresztiil hozza azt a nosztalgiat,
amit Pertics torténetében a keménykdtésd, nyakas Papp Laci
sztorija épit tovabb. A képregény tovabb épiti a nemzeti hésként
tisztelt Papp Laci mitoszat, tovabb keményit azon a karakteren,
aki egyébként is generdcidk szdmdra jelentett példaképet.
Fazekas Attila és Ban Moér a Tiizvihar 1956 cimi képregényében
az 1956-os forradalom eseményeibél készit popularis mitoldgiat.
Az 1956-0s forradalom hosszu id6kig neuralgikus pontja volt a
magyar torténelemnek, kiilondsen azért, mert a forradalom vér-
befojtdsa utan a szovjet er6k Magyarorszég lazadasat ellenfor-
radalomnak mindsitették. A mordélisan sulyozott témadk, mint a
Holocaust vagy diktaturak, mindig nagy ellendllasat valtanak ki,
ha a popkulturaban jelennek meg. Szlikségszer( azonban, hogy
altaldban otven év elteltével, amikor lekdszon az utolsé szem-
tanuként jelenlévé generacid, Uj alternativ elbeszélések jonnek
létre, és a torténelem fikcionalizélasa szabad utat kap. A filmm(-
vészetben ez az Ut vildgosan latszik. A Bukds, a Goodbye Lenin
vagy a Mdsok élete ezt a feladatot vallalja fel. A képregényben

new media stories are born as new memory sites, and apart
from films, comics are the most effective in taking up this task.
In 2012 the comics Papp Laci (Laci Papp) were published by the
pair of authors Miklds Felvidéki and Robert Pertics. A londoni
olimpia bajnoka (The Champion of the London Olympics) retells
the narrative of Laszlé Papp’s victory, the iconic figure of Hun-
garian boxing at the 1948 London Olympics. The old-school
retro drawing style of Mikl6s Felvidéki brings out nostalgia
through its visual style, strengthened by the story of the well-
built, unruly Laci Papp in Pertics’ plot. The comic further develops
the myth of Laci Papp, celebrated as a national hero, and solidi-
fies his character that has in any case been an idol for several
generations. In their comic Tizvihar 1956 (Firestorm 1956) Attila
Fazekas and Mér Bén construct a popular mythology out of the
events of the 1956 revolution. For a long time the revolution
of 1956 was a neuralgic point of Hungarian history, especially
since after the bloody suppression of the revolution the Soviet
forces regarded Hungary’s uprising as a counter-revolution.
Morally weighted topics such as the Holocaust or dictatorships
always meet resistance if they appear in popular culture. Yet, it
is inevitable that usually fifty years after the last eye-witness
generation resigns, new alternative narratives are created and
the fictionalization of history gets the green light. This is clearly
visible in film. The Fall, Goodbye Lenin and The Life of Others
take up this task. Firestorm can be seen as a similar undertaking
in comics. In these adaptations, the revolution becomes a
spectacle, a background that offers a pathetic setting for the
developing melodramatic line of the story. The main heroine
Eva falls in love in the cavalcade of the revolution. Firestorm
builds on easily recognizable patterns and sequences of action.
Genre incorporates history.

With regard to completely fictional genres probably the
most visible tendency is that there is no domestically produced
superhero on the Hungarian comics market. This is, on one
hand, part of the aversion towards fiction that | have already
mentioned. On the other hand, Hungarian society does not fic-
tionalize its problems like, for instance, American society does.
To be more precise, the heroes of DC and Marvel are popular
among Hungarian comics consumers as well, however according
to the domestic taste it is much more unimaginable that a similar
hero would operate in the Budapest nights.

Among the domestic authors we can find some that are at-
tracted to fiction, however these comics are closer to traditional
adventure poetics. In Roland Pilcz’s character Joe Kalyber one
can recognize the inspiration for the Indiana Jones stories. The
six-part series Deveraux by Imre Papp is about a demon hunter
whose parents were killed by a demon. Hungarian critique
considers Imre Papp to be the Hungarian Mignola. The style
and the diegetic world of the comic can indeed be considered



hasonlé vallalkozasnak a tekinthet6 a Tiizvihar is. A forradalom
latvannya alakul, olyan hattérré, ami patetikus kdrnyezetet kindl a
torténetben kibontakozé melodramatikus szélnak. A fészerepl6
Eva a forradalom kavalkadjaban lesz szerelmes. A Tdzvihar jol
felismerheté mintakbdl és akcidszekvenciakbol épitkezik. A tor-
ténelmet bekebelezi a mifajisag.

A teljesen fikcié mifajok teriiletén taldn leginkdbb szembet(-
né tendencia, hogy a magyar képregény piacardl hidnyzik a hazai
kiallitasu szuperhés. Ez részint annak a fikcididegenségnek is a
része, amelyet kordbban mar kifejtettem. Masrészrél a magyar
tarsadalom nem fikcionalizalja problémait, mint példaul azame-
rikai. Pontosabban fogalmazva a magyar képregényfogyaszték
korében is népszerliek a Marvel és a DC hései, de a hazai izlés
szerint az mar sokkal elképzelhetetlenebb, hogy egy hasonlé
hés a budapesti éjszakéban ténykedjen.

A hazai alkotok kozétt taldlunk ugyan olyanokat, akiket a
fikcié vonz, de ezek a képregények kozelebb allnak a hagyo-
manyos kalandpoétikikhoz. Pilcz Roland Kalyber Joe figurajan
az Indiana Jones torténetek inspiracidja ismerheté fel. Papp
Imre hat részes Deveraux-sorozata egy olyan démonvadaszrol
sz6|, akinek egy démon végzett a sziileivel. Papp Imrét a magyar-
orszagi kritika a magyar Mignolaként tartja szamon. A stilus és a
képregény diegetikus vilaga valéban a Hellboy-széria egyenesagi
leszarmazottjanak tarthato, de Papp sokkal nagyobb hangsulyt
fektet a humorra. Nem egyszer( klénja Mignola képregényé-
nek, hanem egy olyan munka, amely posztmodern értelemben
intertextudlisnak nevezheté.

A mifaji és az artisztikus képregények esetében is fontos
torténés, hogy a mai magyar képregény nem fejlédott organi-
kusan. Hosszu hidtus és fokozatossag nélkiil fejlédé képregény;
Thomas Schatz fogalmaval élve atmenet nélkiil a barokk sza-
kaszaba lépett. Thomas Schatz elmélete szerint, aki a filmes
mfajok vizsgalatat végezte el, az egyes miifajok kiilonb6z6
életszakaszokon haladnak &t fejlédésiik soran. Schatz célelvi
torténeti narrativajaban a m(ifajok fejlédése négy szakaszra
bonthaté. Az elsé szakasz a kisérleti szakasz. A m(ifaj életében
ez az az id6szak, amikor a mifaj alapvetd elemei és sémai rogziil-
nek. Ezt koveti a klasszikus szakasz, melyben a nézék felismerik
a mfajt és megtanuljak dekédolni. A mdifajjal kapcsolatban
ekkor alakulnak ki azok az elvarasok, melyek a késébbiekre
nézve is meghatarozzak, hogy a kozoénség mit fogad el a miifaj
reprezentansaként. A kifinomult szakaszban a mfaj enervaltta
valik és eloregedés jeleit mutatja. A manierista vagy barokk sza-
kasz a mlifaj fejlédésének utolso fazisat jelenti, amikor a miifaj
onreflexivvé valik és sajat, a klasszikus szakaszban megszilar-
dult, jegyeit kezdi el lebontani. Ha ezt a kulturalis evolucionista
elméletet a képregényre értelmezziik, akkor azt mondhatjuk,
hogy hidnyzik a magyar képregény fejl6désébdl az a szakasz,
amely a mifajokat, a kiilonb6z6 képregénytipusok alapvetd

a lineal descendant of the Hellboy series, but Papp puts much
more emphasis on humor. It is not a mere clone of Mignola’s
comic but rather a work that can be called intertextual in the
postmodern sense. It is an important event in the case of the
comic book and artistic comics that the Hungarian comic has
not developed organically. After a long hiatus and without
any evolution in its development, it suddenly stepped into a
baroque phase without transition, to use Thomas Schatz’s
concept. According to the theory of Thomas Schatz who has
conducted an analysis of film genres, in their development
genres go through various life stages. In Schatz’s goal-oriented
historical narrative, the development of genres is divided into
four phases. The first phase is the experimental phase. This is the
period of life of a genre when the basic elements and schemes
are established. This is followed by the classical phase, in which
the audience recognizes the genre and learns to decode it. In
this stage, the expectations related to the genre are being cre-
ated that will later determine what the audience will accept as
representative of the genre. In the refinement phase, the genre
loses vigour and displays signs of senescence. The mannerist or
baroque phase, then, is the last phase of the development of a
genre in which it becomes self-reflexive and begins to decon-
struct its own characteristics established in the classical phase.
If we apply this cultural evolutionist theory to the comic, we
may claim that the development of Hungarian comics lacks the
phase that would have established the genres and basic pat-
terns of different types of comics. In both authorial comics and
the comic book genre, it is the postmodern playfulness of the
baroque phase that is emerging. One of the main features of
this playfulness is that the genre, or possibly the entire medium,
is not capable of taking itself seriously. It is not capable of tak-
ing the genre, the medium and already established patterns
seriously. Internationally, the most successful comics from Alan
Moore’s Watchmen to Mark Millar's and John Romita’s Kick Ass
display this type of irony.

| believe that this irony can have a strong presence in the
authorial comic, as the authorial comic book is actually differ-
ent from the mass-produced comic book in that the author is
not completely subordinated to the patterns of the genre. In
this case, it is the author who can manipulate and rewrite the
archetypes. For artistic comics and others that avoid the rigid
expectations of the genre, freedom is guaranteed.

Within Hungarian comics this type of irony is made quite
successful by Baldzs Grof. Grof is a comics author who is in-
novative enough to also capture the attention of the younger
generation, while for cultural consumers who grew up in the
old regime his comic strips and series call to mind the world of
satire and caricatures.

mintazatait, jegyeit megalapozta volna. A szerz6i és miifaji
képregényben is a barokk szakasz posztmodern jatékossaga
érvényesil. Ennek a jatékossdgnak az egyik legfébb ismérve,
hogy a m(ifaj, de taldn az egész médium, nem képes komolyan
venni magat. Nem képes komolyan venni a m(ifajt, a médiumot,
az eddig bevett mintdkat. A nemzetkoézileg legsikeresebb kép-
regények Alan Moore Watchmenjétél egészen a Mark Millar és
John Romita Kick Ass-éig ezt a tipusu iréniat viszik szinre.

Azt gondolom, hogy ez az irdnia igazén intenziven a szer-
z6i képregényben tud megjelenni, hiszen a miufaji szerz6i
képregényt éppen az kiilonbozteti meg a sorozatgyértott
képregénytdl, hogy a szerz6 nincs teljesen aldrendelve a mifaj
mintainak. Ebben az esetben a szerz6 az, aki kiforgathatja és
Ujrairhatja az archetipusokat. Az artisztikus és egyéb képregé-
nyek szamara, melyek még a mifaji kotottséget is elkeriilik, eleve
biztositott ez a szabadsag.

A magyar képregényen beliil ezt a fajta irdniat viszi igazan
sikerre Grof Baldzs. Gréf olyan szerz6i képregényes, aki eléggé
innovativ ahhoz, hogy a fiatal korosztaly érdeklédését is felkelt-
se. A rendszervaltas el6tt kulturalis életet él6k szamara pedig
az altala készitett sorozatok, stripek a karikaturak és élclapok
vilagat idézhetik.

A tarsadalomkritikus él pedig biztosit egy olyan referen-
cialistast, ami a valésagkdzpontiva és bizonyos értelemben
realistdva teszi az egyébként fiktivnek nevezhetd torténeteket
is Grof esetében. Masrészrdl az élclapok és karikaturak hagyo-
manya, amelyre Grof Balazs épit, él6bb hagyomany a magyar
hétkoznapi ember szdmara, mint az amerikai képregény.

Grof groteszk, néhol sziirrealista torténetei és az ehhez pa-
rositott szintén groteszk, sokszor keresett amatérizmusa téma-
ban és stilusaban is a hetvenes évekbeli amerikai underground
képregényeket idézi. A hetvenes évek undergroundja nem egy-
szer(ien tarsadalomkritikus volt, de ezt tematikailag és vizualisan
is agresszivan képviselte.

»Az underground alkotéi hazilagos — netan félprofi — koril-
mények kozott készitették és terjesztették miveiket: a nyomda-
technika hidnyossagait a grafikai kreativitas és a minden tabut
elegénsan szemberohdgé tematika pétolta, a terjesztés pedig
az ellenkulturdlis sejtek (hippi-boltok, headshopok) kdzrem(i-
kodésével szervez8dott. Az underground képregény olykor
pszichedelikus, szexabrazolasa pornograf — megmutatja, melyik
szerv hol van és mit lehet vele kezdeni —, politikailag radikalis
és aktivan tarsadalomkritikus. Ha amerikai underground comix,
akkor Robert Crumb, Haight-Ashbury, San Francisco: Zap. A
fekete-fehérben indul6, majd szinesbe valté képregény-magazin
maniakus ihletettséggel illusztralja, milyen az, ha az ember tul
sok LSD-t haszndl a rajzolashoz. A torténetek sziirredlisak, eré-
szakosak és szokimondoéak, a kor nagy témadit dolgozzék fel a
foldalatti néz6pontbal.”

In the case of Grof, the social critical blade provides a reference
that makes the otherwise fictional stories reality-centered and
to some extent realist.

On the other hand, the tradition of satire and caricatures
that Balazs Grof builds upon is a more lively tradition for the
common Hungarian than that of American comics.

In its themes and style, the grotesque, sometimes surreal
stories of Grof and the also grotesque, often deliberate amateur-
ism that goes with it reminds one of American underground
comics from the 1970s. The ‘70s underground was not simply
critical towards society but it represented it aggressively both
in its visual style and themes.

‘The authors of the underground created and disseminated
their works in a do-it-yourself, even half-amateur manner:
graphical creativity and the elegantly taboo-breaking topics
made up for the shortcomings of the printing technique, while
dissemination was organized with the cooperation of counter-
cultural cells (hippie-shops, headshops). The underground
comic is sometimes psychedelic; its representation of sex is
pornographic in showing where each organ is and what it can
be used for, politically radical and actively socially critical of so-
ciety. If we talk about American underground comix, then it is
Robert Crumb, Haight-Ashbury, San Francisco: Zap. The comic
magazine that started in black and white and later switched to
colorillustrates with a manic inspiration what it is like when one
uses too much LSD for drawing. The plots are surreal, aggressive
and outspoken, they process the big issues of the period from
an underground perspective’.

In the comics of Baldzs Grof we can find this kind of un-
derground perspective compounded with postmodern self-
reflexivity. Baldzs Gréf, who also makes animation films, started
publishing his series in the Est Lapok (Evening Papers) in 1996.
The most famous of these is the Butapest-series (StupidPest)
which generates grotesque stories with typical characters of
the urban space. Grof offers a sarcastic presentation of the phe-
nomena that are in themselves grotesque distortions of con-
sumer society. Such phenomena can include, for instance, the
programmed world of celebrities, the impingements of politi-
cal subcultures, the events of the music scene and pop culture.
These series describe a Hungary in which sarcasm is the only
weapon against the meaninglessness of everyday life. His series
Rizsa' (Rice) got its title from the main character’s name who
constantly wears a paper bag on his head. At first glance, the
series looks like a genre parody of a superhero comic, but Rizsa
is actually a teenager who constantly fails in his communication
with the world, and at the end he usually even gets beaten up.

The bloodiest and the most aggressive of Gréf’s comics is
definitely the series entitled Darabolés Pingvin (Frittering Pen-
guin). In the Frittering Penguin, it is as if the character Michael



Grof Baldzs képregényeiben ez az underground szemlélet
koszon vissza a posztmodern onreflexivitdsdval 6tvozve. Az
animaciods filmkészitéssel is foglalkozé Gréf Balazs 1996-ban
kezdte el el megjelentetni sorozatait az Est Lapokban. Ezek
koziil a legismertebbek a Butapest-sorozat, mely a urbénus tér
tipikus figurdival general groteszk torténeteket. Gréf azokat
a jelenségeket dbréazolja szarkasztikusan, amelyek 6nmaguk-
ban is groteszk torzuldsai a fogyasztéi tarsadalomnak. Ilyen
példaul a celebvildg programozottsaga, a politikai szubkultu-
rak tulkapasai, a zenei szintér és a popkultura torténései. Ezek
a sorozatok egy olyan Magyarorszag képét festik le, amelyben
a szarkazmus az egyetlen fegyver a hétkoznapok értelmet-
lensége ellen. A Rizsa cim(i sorozat f6hésérél kapta nevét, aki
folyamatosan egy papirzacskét hord a fején. Elsé latasra egy
szuperhds képregény zsénerparodidjanak tlnik a sorozat, de
Rizsa valdjaban olyan tinédzser, aki folyamatosan kudarcot
vall a vildggal valé kommunikdacidja soran, és ennek altaldban
az a vége, hogy el is verik.

Grof képregényei koziil a legvéresebb és a legtobb agresz-
szi6t felvonultaté sorozat egyértelmien a Darabolds Pingvin. A
Darabolés Pingvin olyan, mintha a Michael Douglas altal az
Osszeomldsban jatszott karakter a texasi lancfiirészessel egye-
stlne. Az Est Lapokban megjelent képregényekbdl 2005-ben
jelent meg egy vélogatds Képregények cimmel.

Grof Balazs stilusa rendkiviil valtozatos. A fekete-fehér
expresszionista stilustél a Paint eszkdztarat imitalé egyszer(
grafikdig nagyon sokféle vizualitasu képregénnyel taldlkozunk.
Grof akar egy sorozaton beliil is szivesen kisérletezik eltéré meg-
jelenésekkel, valtozatos a panelek elrendezése is, az egyszer(itd|
a retorikusabb oldalakig sokféle megvaldsitassal talalkozunk.

A Grof Balazs altal a képviselt kritikus szemlélet azonban
a képregény rovidebb formadinak kedvez. A rovidebb stripek
pedig jobban illeszkednek a haldzat struktirajahoz. A halézat
mémek millidrdjait keringeti és 6konomizalja. A rovid képregé-
nyek, stripek a mikroblogok és a nagy kozosségi oldalak népsze-
ri tartalmaiva valtak. A http://parkocka.hu olyan oldal, mely
az orszag hires és népszer( rajzoléi ltal allit ki naponta gyors
reagélasu, a politikai és a gazdasagi élet torténéseit kifigurazo
képregényeket.

Az artisztikus képregények kiallitasa altaldban olyan magas
minéség(, hogy a képregényfogyaszték korén kivil is sikeres-
sé teszi 6ket. A Nikolényi Gergely altal irt és Futaki Attila altal
rajzolt Spirdl cim( képregény minden egyes kockajat megfes-
tette nagyméret(i olajvasznon Futaki. A kivitelezés annyira
impozéns, hogy a francia képregénypiacon is értékesitik. Stark
Attila Kulo City-je is egyfajta intermedidlis vallalkozds. A képre-
gény talan nem is képregény, hanem street artosként indulé
Stark mivészeti albuma. A Kulo City a majmok vérosa, ugyanis
Starknal, akarcsak Grof Balazs Butapest cim(i sorozataban, a f6-

Douglas from Falling Down has been united with the Texas
chainsaw. In 2005 a selection entitled Képregények (Comics) was
printed from the comics published in the Evening Papers.

Baldzs Grof's style is remarkably varied. From the black
and white expressionist style to the simple graphics imitating
the MS Paint toolbox, we come across a great variety of visual
styles in his comics. Even within one series, Grof willingly ex-
periments with different perspectives; the ordering of panels is
also varied, with many examples ranging from simpler to more
stylistic pages.

However, the critical perspective represented by Baldzs Grof
favors shorter forms of comics. The short strips fit well with the
structure of the internet. The internet circulates and economizes
billions of memes. Short comics and strips have become the pop-
ular contents of micro-blogs and large social networking sites.
http://parkocka.hu is a site that publishes swift-reaction, high
quality comics parodying the events of political and economic
life by famous and popular comic designers around the country.

The publication of artistic comics is usually of such a high
quality that they become popular outside the circle of comics
consumers as well. Every frame of the comic entitled Spirdl
(Spiral) written by Gergely Nikolényi and designed by Attila
Futaki was painted in oil on a large canvas by Futaki. The design
is so compelling that it is being sold on the French comics mar-
ket as well. Attila Stark’s Kulo City is also a kind of intermedial
enterprise. The comic is perhaps not even a comic, but an artis-
tic album by Stark, who started out as a street artist. Kulo City
is a city of monkeys, because Stark, similarly to Balazs Grof's
Butapest-series, captures the capital’s sweaty, dirty world on
the pages. In Kulo City, everyone is a monkey.

In these comics the visual takes primacy, which involves
the bracketing of the narration and traditional storyline. In one
sense, this is a feature of artistic creations as well. They turn
away from the hero type of the comic book genre, therefore
the adventure is not determined as physical, but rather as a
mental adventure which creates a world balancing on the bor-
der between reality and hallucination. In Futaki’s Spiral, reality
is indistinguishable from the protagonist’s hallucinations. In a
world without fangs, one cannot be sure of anything, just as
when the hero cannot know whether he had been deceived,
yet takes revenge while he circles in madness and jealousy.

Daéniel Csordas’s comic entitled Nocturne — Az éjszakai Idto-
gaté (Nocturne — The night visitor) published in 2008 also makes
use of the dream-like nature of nocturnal events. In search
of childhood memories, the book’s protagonist involves the
reader in a psychedelic world. In Némajdték (Mime) by Miklds
Felvidéki, creative imagination is the main motive, because the
story’s protagonist is a pantomimist who can bring his thoughts
to fruition in emergency situations.

varos fiilleszt6, koszos vildga keriil at az oldalakra. Kulo City-ben
mindenki majom.

Ezekben a képregényekben a vizualitdsé az elsébbség, amely
a narracié és a hagyomanyos értelemben vett torténetvezetés
héttérbeszoruldsaval jar egyiitt. Ez bizonyos értelemben az
artisztikus alkotasok sajétja is. Elfordulnak a mdifaji képregény
héstipusatdl, ezért a kaland sem fizikaiként hatarozédik meg,
hanem sokkal inkdbb mentdlis kalandként, ami olyan vilagot

hoz létre, amely a valdsdg és a hallucindcié hatdran billeg.
Futakiék Spirdljaban a valésag megkiilonbozhetetlen a fé6hds
hallucinacioitol. Ebben a kapaszkodék nélkili vildgban nem
lehetiink biztosak semmiben, mint ahogy a f6hés sem abban,
hogy megcsaltdk, mégis bosszut all, mikdzbe az ériilet és a fél-
tékenység koreit réja.

Csordas Daniel 2008-ban megjelent Nocturne — Az éjszakai
ldtogaté cim( képregénye szintén kihasznalja az éjszakai torté-
nések dlomszer( jellegét. A kotet f6hdse gyermekkori emlékei
utan kutatva egy pszichedelikus vildgba vonja be az olvasét.
Felvidéki Mikl6s Némajdtékaban szintén a teremt6 képzelet a f6
motivum, hiszen egy olyan pantomimes a torténet fészerepldje,
aki vészhelyzetben valéra tudja valtani azt, amit elgondol.

Erdekes felfigyelni arra, hogy mig a tarsadalomkritikus
szerz6i képregények éppen a referencialitasuk altal valnak
ismertté, addig az artisztikus produktumok az attél valé el-
szakaddst célozzak meg.

A magyar képregénynek és a magyar kulturanak a fikcios
m(ifajok teriiletén ez a kisérleti terepe jol lathatéan a hélézat,
hiszen az online feliilet a legkdltséghatékonyabban kinal meg-
jelenést és nyilvanossagot. A 2010-ben indult http://5panels.
kepregeny.net/ cim( oldal remek példajat szolgaltatja annak,
amikor fiatal alkotok egyesiilésének kdszonhetSen jon létre
képregényes adatbézis, amely az offline piacrdl hianyzé miifa-
jokat is megjelenit (példaul sci-fi, cyberpunk).

It is interesting to note that while the socially critical authorial
comic books are known for their referentiality, artistic products
aim at moving away from this.

The field of experimentation in the area of fictional genres
in Hungarian comics and culture is clearly the internet, since
the online platform offers the most cost-effective publishing op-
portunity and publicity. The site http://5panels.kepregeny.net/,
which started in 2010, provides a great example of a comics data-
base created by the association of young artists that publishes
genres missing from the offline market (e.g. sci-fi, cyberpunk).

1 InHungarian slang rizsa also means a lot of meaningless talk.



Kaoszesztétika és vallomasossag

Stark Attila Kulo City-je a Roham magazin
kontextusaban

Nemes Z. Mario

A Roham magazin mdr induldsa éta (2006) a kiilonb6z6 kulturélis
szférak kozti interakciok megvalésitasaban érdekelt.! Ennek a
mellérendeld stratégianak az irodalmi kivetiilése, hogy a lapban
egyszerre publikdlnak a kortars irodalom kanonizalt iréi-koltéi
és a fantasy-sci-fi szintér képviseldi, illetve olyan kiviildll6 szer-
z0k, akik nem illeszthetéek be a hivatalos irodalmi rendszer
struktdrdjdba. Ez a szerkesztési elv egyediilallénak mondhaté
a magyar lapkiadas kontextuséban, hiszen a folyéiratrendszer
maig kifejezetten monolitikus és a kiilonb6z6 irodalmi regisz-
terek tisztdntartdsdra torekszik, vagyis nehezen elképzelhet
az un. tomegmlifajok és magaskulturdlis kodok képvisel6inek
kozos szovegtérben vald szerepeltetése. Ugyanakkor a Roham
szOvegszer( teljesitményét nem aldbecsiilve, mégis ki kell jelen-
teni, hogy a lap kultikus jelentéségét azéltal nyerte el, hogy a
kulturalis regiszterek kozti hataratlépés programjat vizualis sikon
is sikeriilt megvalésitania.

A vizualis fordulat 2007-re tehetd, amikor a szerkesztéséghez
csatlakozott tobb frissen végzett grafikus (Stark Attila, SzolIGsi
Géza, Vidak Zsolt, Baranyai B. Andras stb.) és fest6-képzémi-
vész (Gyorffy Laszld, Kis Rdka Csaba). Az ezutdn megsziiletd
lapszamok mar egy teljesen mas paradigmaba tartoznak, mint
a korszak legtébb kulturdlis orgdnuma, hiszen itt a képiség
expanzidjaval szembesiliink, vagyis azzal az igénnyel, hogy
a szinre vitt vizualitds ne egyfajta utélagos ornamentika - a
szOveget kiviilrl ékité cirdda — legyen, hanem a szdveggel
egyenrangu jelentésalkoté mez6. Ez a folyamat a kétezres évek
végének abba a képantropoldgiai trendjébe illeszkedik bele,

The Aesthetics of Chaos and Testimoniality

Attila Stark’s Kulo City in the context of
the Roham magazine

Marié Z. Nemes

Since its foundation in 2006, Roham (Assault) magazine has
been interested in promoting the interaction of different cul-
tural spheres.! The literary manifestation of this strategy is that
canonized writers and poets of contemporary literature publish
simultaneously with representatives of the fantasy-sci-fi scene
in the paper, as well as outsider authors who cannot be fit into
the structure of the official literary system. This editorial prin-
ciple can be considered unique in the context of Hungarian
magazine publishing, since the system of magazines is still a
monolithic one that strives to keep the different literary registers
clean, i.e., it is hardly imaginable for representatives of the so-
called mass genres and high cultural codes to be included in a
common textual space. However, without underestimating the
textual performance of Roham, it should be noted that the pa-
per has won its cultic significance by managing to implement
its program of visual border-crossing between cultural registers.

The visual turnover can be said to have taken place in 2007
when a number of freshly graduated graphic designers (Attila
Stark, Géza Szoll6si, Zsolt Vidak, Andras B. Baranyai, etc.) and
painters/visual artists (LaszI6 Gyé6rffy, Csaba Kis Rdka) joined
the editorial staff. The magazine issues created after this belong
to a paradigm completely different from most of the cultural
organs of the period, as here we are faced with a pictorial ex-
pansion, i.e., the requirement that the staged visuals are not a
kind of post-ornament, a decoration that adorns the text from
outside, but rather a meaning-making field that is of equal value
with the text. This process fits the visual anthropological trend

amikor a kiilonb6z6 irdnyultsagu mivészeti és (szak)folydiratok
(Symposion, Argus, Prizma, Miidt, Prae stb.) elkezdték érzékelni
o6nmaguk materialitasat, vagyis rdébredtek arra, hogy nem lehet
a betl primatusan feliil alakitani a kulturalis kinalatot.

Az ebben a kontextusban korvonalazédé programot a ko-
vetkez6képp lehetne 6sszefoglalni: Fel kell fedezni a lap testét
és meg kell haladni azt a monokrém esztétikat, mely a fehér
lap és a fekete betl kettésségében gondolkodik. Vagyis meg
kell valni attol a szovegkultirabdl eredé megkiilonboztetéstdl,
miszerint gondolatokat olvasunk és képeket néziink. A dualista
megkozelités helyett egy fiziognémiai tekintetre van sziikség,
mely megsziinteti, illetve hibridizalja ezeket az ellentéteket.A
fiziognomia eredeti értelemben annak mivészete, hogy ,vala-
kinek a lathato alakjabdl kiindulva a bensgje feldl itéljiink, akar
érzékenységét, akar gondolkoddsmaodjat illetéen” (Immanuel
Kant). Egy folydirat fiziogndmiai olvasasa olyan mvelet, mely
nem egyszerien a lathaté alakot helyezi el6térbe, és onnan hatol
a bensd jelentésig, hanem az a felszabadult esemény, amikor a
szoveg és a kép médiuma egy kozos pszichofizikai érzékeny-
ségben keveredik el.

A Roham oldalain ez a stratégia egyfajta kaotikus érzé-
kiséget eredményez. A szdvegeket szinte szétszaggatjak a
képi effektusok, melyek egymassal sem alkotnak egységes
vizualis paradigmat, ugyanis a szerkeszt6k nem tdrekedtek a
radikalis stiluspluralizmus (a street arttél a horror-esztétikaig)
dekorativ 0sszefésiilésére, inkdbb valamiféle posztmodern
Kunst és Wunderkammer megteremtése volt a cél, melyben a
popkulturdlis ikonografia és a kortars képzémiivészeti kanon
kolcsondsen megfertézheti egymast. Ez a barokkos attitlid a
poétikailag rokon Symposion folydirattdl® is megkiilonbozteti
a Rohamot, hiszen mig a vajdasagi lap szigort tematikus szer-
kesztés segitségével probalja szamrol szamra djradefinialni kép
és szOveq viszonyrendszerét, addig a pesti magazin nem szolgalt
még dtmeneti definicidkkal sem, ugyanis az egyetlen koncep-
Ci6 a vitalis kdoszérzékelés, melyet az esztétikai provokacié
gesztusai motivalnak.

Ezen a ponton - el6revetitve a magyar underground képre-
gény fogalmanak kérdésességét — érdemes roviden utalni az
underground fogalma korili nehézségekre. A magyar tudoma-
nyos diskurzusban az underground, az ellenkultura, illetve az
alternativ kultura kifejezések a hatvanas, hetvenes, nyolcvanas
évek olyan heterogén kulturalis-mivészeti képz6dményeire
utalnak, melyek a hivatalos szocialista kulturaval, illetve esztéti-
kai kanonnal val6 szembenallas gesztusa alapjan definialodtak.
Ezekhez a kifejezésekhez gyakran tarsulnak az autenticitds és
a szubverzivitas fogalmai, de az underground esetében jelen
vannak a titkossag és a lathatatlansdg motivumai is, hiszen a
nem-hivatalos kultdracsindlds — magyar kontextusban leginkédbb
neoavantgard - stratégiaja feltételezte az azonosithatatlan

of the late 2000s in which the differently oriented artistic (and
professional) magazines Symposion, Argus, Prizma, M, Prae
etc. began to perceive their own materiality, i.e. the fact that the
cultural market cannot be formed taking the primacy of letters
for granted.

The program outlined in this context could be summed up
as follows: The body of the page has to be discovered and a
monochromatic aesthetics which thinks in the duality of white
paper and black letters has to be transcended. In other words,
one needs to get rid of the discrimination arising from textual
culture claiming that thoughts are read and images are seen. In-
stead of a dualistic approach, one needs a physiognomic view
that eliminates or hybridizes these contradictions. In its original
sense, physiognomy is the art of jjudging a person’s disposition
or way of thinking by his visible form’ (Immanuel Kant). The
physiognomic reading of a magazine is an operation that does
not simply put the visible form to the fore and from there pen-
etrates the inner meaning, but is a free event where the media
of text and image mix in a common psychophysical sensitivity.

On the pages of Roham, this strategy results in a kind of
chaotic sensuality. The texts are almost torn to pieces by the
visual effects, which do not form a unified visual paradigm
even with one another, because the editors did not seek to
decoratively comb together the radical pluralism of styles
(ranging from street art to the aesthetics of horror). Rather,
the aim was the creation of some kind of postmodern Kunst
and Wunderkammer, in which pop culture iconography and
the contemporary art canon mutually infect each other. This ba-
roque attitude distinguishes Roham from the poetically related
Symposion magazine,? since while the Vojvodina paper tries to
redefine the relationship of image and text from one issue to
another, the Budapest magazine has not provided even tempo-
rary definitions, its only concept being vital chaos motivated by
gestures of aesthetic provocation.

At this point, foreshadowing the conceptual problem of
Hungarian underground comics, | should refer briefly to the
difficulties surrounding the concept of the underground. In
Hungarian academic discourse the terms underground, counter-
culture and alternative culture refer to the heterogeneous
cultural-artistic formations of the sixties, seventies and eighties
which have been defined according to their gestures opposing
the official socialist culture and aesthetic canon.® These expres-
sions are often associated with the concepts of authenticity and
subversion, but in the case of the underground the motives of
secrecy and invisibility are present as well, for the strategy of
unofficial culture-making, which in the Hungarian context has
mostly been the neo-avant-garde, presupposed the position
of the unidentifiable outsider. From this point of view, it is im-
portant to note that today these concepts have a historical and



kivllallas pozicidjat. Sajat szempontunkbdl fontos kiemelni,
hogy ezek a fogalmak immar torténeti-politikai indexszel
rendelkeznek, vagyis a kortdrs mivészeti mozgasokra — a kul-
turalis struktdra megvaltozdsa miatt — nem, vagy csak erds
fenntartartasokkal, alkalmazhatéak.

A Roham poétikajat illetéen talan az alternativ jelz6 jelenthet
fogddzot, mégpedig a pluralitas, parhuzamossag, valaszthato-
sag értelmében, hiszen a kdoszérzékelés a (kép)kultura decent-
ralizalt felfogdasat implikélja, vagyis a kiilonb6zé képnyelvek
ideoldgiai megel6zottség nélkili szabad kombinalhat6sagat
feltételezi. Ugyanakkor a vitalis tarsithatésagnak ebben a demok-
ratikus terében elbizonytalanodik a hivatalos és nem-hivatalos
kultdra kozti kiilonbségtétel, mely az underground fogalom
hasznalhatésagéanak (egyik) alapja. Ami bizonyos szempontbdl
emlékeztet a kiilonb6zé (neo)avantgard mozgalmak militans
attitldjére az a lendiiletnek, dinamikanak, erének a hang-
stlyozasa, mely mér a — az expresszionista der Sturmra utalé

— névvdlasztasban is kifejezédik. ,A Rohamot azért készitjiik,
hogy torténjen valami. Hogy mindaz, amit mivészetnek hivunk,
ne csak zakatol6 és unalmas onreflexié meg ideoldgia legyen,

Roham magazine cover, 2009

political index, i.e., due to a change in the cultural structure,
they can be used for contemporary artistic movements with
strong reservations or not at all.

Regarding the poetics of Roham, probably the attribute
alternative can be referenced, especially if it means plurality,
parallelism and electivity — since its perception of chaos implies
a decentralized concept of (visual) culture - or if it assumes the
free combination of different visual languages without ideologi-
cal pretexts. At the same time, in this democratic space of vital
associability, the differentiation between official and unofficial
culture gets blurred, which is (one of) the base(s) of the appli-
cability of the concept of underground. What is to some extent
reminiscent of the militant attitude of various (neo-)avant-
garde movements is the emphasis on movement, dynamics
and strength, already reflected in the choice of their name
associated with the expressionist der Sturm. "We make Roham
because we want something to happen. We want what we call
art to become something other than just rattling and boring
self-reflection and ideology, to become an event. And there
are few spaces where the generation born after the regime
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hanem torténés. Es kevés az olyan feliilet, ahol a rendszerval-
tozés utani generdcié elmesélhetné és viszontlathatna torténe-
tét. Alighanem ennek a generacionak forradalmi tette éppen az
ilyen szabad feliiletek feltaldlasa lehet.” -- irja Korchma Zsom-
bor, a lap fészerkeszt6je, a 2007-es majusi szam elGszavaban.
A dinamizmus (az eseményszeriiség) kultivalasa az esztétikai
szubverzid iranti elkdtelez6déssel fligg Ossze, hiszen a Roham
kdoszpoétikajat a linearitassal, homogenitassal, organikussag-
gal szembeni averzié mellett a kulturalis-esztétikai tabuk allan-
dé feliilirasa jellemzi. A pornografia, a horror, illetve a kulturalis
szenny minden formaja iranti vonzddas azonban nem merdil ki
egy sokkesztétika kiszolgalasaban, inkdbb a kilonboz6 izlésre-
giszterek kozti éles valtasokbdl adédé vizualis irritdcié jellem-
zi az elérni kivant hatast. Mindez Georges Bataille Documents
cim( folyéiratanak képpoétikajat idézi, ahol a vizudlis hetero-
genitas szinte kioltotta az egyes képek altal kozvetitett tartal-
makat, ugyanakkor valahol a vitalitds és a megsz(inés hatdran
mégis Uj (forma)mindségek teremtédtek, vagyis az irritacié
nem csupdn zavart hoz létre az érzékelésben, hiszen a latas
kisiklatdsa 0j perspektivak megsziiletését is jelentheti.®

A Roham egyik kdzponti jelentéségl vizudlis mdfaja (az
illusztracidk és kollazsok mellett) a képregény. Magyarorsza-
gon - osszefliggésben a szocialista korszak képregény-ellenes
kultdrpolitikdjéval® — nem beszélhetiink nagy hagyomanyra
visszatekintd és virulens képregénykulturardl. A kétezres évek-
ben ugyan megkezd6dott a mara klasszikussa valt szerzék (Art
Spiegelman, Enki Bilal, Moebius, Alan Moore stb.) alapm(iveinek
szinvonalas megjelentetése, illetve a magyar szerzdi szintér
kiépiilése, de ezek a folyamatok pénziigyi és kulturalis kontex-
tusban sem jelentettek maradandé sikert. A magyar kulturdlis
kozegben (értve ezalatt a képz&miivészeti szcénat is) a képre-
gény Idthatévd valt ugyan, de megmaradt egyfajta egzotikus
senkifoldjének. (Ebbdl a szempontbdl tdité kivétel képez a Mdiut
irodalmi folydirat, mely mar induldsa (2007) éta rendelkezik
képregénymelléklettel, illetve rendszeresen kozol képregény-
elméleti irasokat.)

Ebben a kozegben a Rohamban kozolt - illetve a Roham
Kiado¢ éltal konyv/flizet alakban megjelentetett’ — underground
/alternativ/szerz6i képregények egyszerre szdmitanak UGttoré
jelentéséglinek és zarvanyszerlinek, hiszen képregénykultira,
illetve képregényes mainstream hidnyadban ezeknek a mivek-
nek a progresszivitdsa csak hézagosan értelmezheté.® Tulzé
altalanositas nélkil nehéz a népes szerzdgarda (Szollési Géza,
Stark Attila, Csordas Déniel, Dorcsinecz Janos, Baranyai B.
Andras, Siraly Déri, Karpati Tibor, Grof Balazs stb.) altal képviselt
poétikakat 6sszefoglalni, hiszen ahogy azt mar tobbszor meg-
jegyeztem, a Roham egészére a plurdlis gondolkodas jellemzé.
Annyit azonban ki lehet jelenteni — és ez a késébb részleteseb-
ben targyalandé Stark Attila mivészetére fokozottan jellemz6

change could tell and see their story. Probably this generation’s
revolutionary act is exactly the invention of such free spaces.” 4
These are the words of Zsombor Korchma, editor-in-chief of the
magazine, in the preface to the May 2007 issue. The cultivation
of dynamism (the event-likeness) is related to the commitment
to aesthetic subversion, since apart from the aversion towards
linearity, homogeneity and organicity, the chaos poetics of
Roham has been characterized by a constant overwriting of
cultural and aesthetic taboos. However, attraction to pornog-
raphy, horror and all forms of cultural trash is not limited to
serving an aesthetics of shock, but is also intended to achieve
a visual irritation resulting from sharp transitions between vari-
ous registers of taste. This is reminiscent of the visual poetics
of Georges Bataille’s magazine Documents, where visual hetero-
geneity almost extinguished the content conveyed by each
image, yet somewhere on the verge of eliminating vitality new
qualities (of form) were born. In this sense, irritation does not
only create confusion in perception, but the derailment of vision
can also mean the birth of new perspectives.®

One of the central visual genres of Roham (in addition to
illustration and collage) is comics. For reasons related to the anti-
comics cultural policy of the socialist era,® we cannot speak of a
virulent tradition of comics culture in Hungary. Even though in
the 2000s quality publishing of the main works of now-classic
authors (Art Spiegelman, Enki Bilal, Moebius, Alan Moore, etc.)
and the foundation of a Hungarian authorial scene were begun,
these processes did not mean lasting success in either the fi-
nancial or cultural context. In the Hungarian cultural context
(meaning here the visual art scene as well), comics did become
visible, but they have remained a kind of exotic no man’s land.
(From this point of view, a refreshing exception is the literary
magazine Mddt (Driveway), which has a comics supplement and
regularly publishes articles on the theory of comics since its
foundation in 2007).

In this environment, the underground/alternative/authorial
comics published in Roham magazine and by Roham Publishing
House in the form of books or booklets’ can be considered simul-
taneously works of pioneer significance as well as conformity,
since in the absence of a comics culture and a comics mainstream
the progressivity of these works can be understood only im-
perfectly.® It is difficult to summarize the poetics represented
by a team of a great number of authors (Géza Szoll6si, Attila
Stark, Déniel Csordas, Janos Dorcsinecz, Andras B. Baranyai,
Déri Siraly, Tibor Karpéti, Balazs Grdf, etc.) without excessive
generalization because, as | have already pointed out, pluralistic
thinking is always a characteristic of Roham. However, it can be
claimed — and this is highly characteristic of Attila Stark’s art
that will be discussed at greater length below — that the aes-
thetics preferred by the magazine goes against the commonly



- hogy a magazin altal preferalt esztétika szembemegy azzal
a kozkeletl elképzeléssel, miszerint a képregény medidlis sa-
jatossaga a torténetek kép és szavak kombinaciéjaban torténd
elmesélése? Ezzel a narrativa-centrikus értelmezéssel — melynek
sok mainstream képregény megfelel(het) - szemben itt egy
olyan elképzelés érvényesiil, mely ha nem is torli el teljesen a
narrativat, kép és szoveg kapcsolatdt nem a kdlcsonds sze-
mantikai kiegészités, hanem a kreativ irritacié dimenzidjaban
értelmezi. Az irritacié nem (de)konstrual szlikségszerden torténe-
tet, inkdbb egy olyan szuggesztiv — egyszerre kognitiv és érzéki
- eseményt tar fel, melynek narrativ mozzanatai is lehetnek.

Ebbd6l a szempontbdl Aleksandra Sekuli¢ és Radovan
Popovi¢ értelmezését érzem termékenynek: ,Régen, és még
annal is régebben beszélnek a képregény problémajarél, mint
két médium, az irott szé és a kimondott szé hibridjérél, megej-
téen ovalis felh6cskékbe sritve. Szanalmas mainstream utddai,
akik vakon kovetik a mainstream tulkapasait, és belevesznek a

»szoveget rendelni képhez” szészerintiségébe, képtelenek latni
sajat médiumukat, a képregényt, amely, hogy szazadszor is elis-
mételjiik: nem csupdn ezen két kifejezési formanak az egyszer(
Osszeaddsa, hanem éppen ellenkezéleg, és mintegy ellenében
a hétkoznapi szamtannak, valami kozottes: a latszdlag res
tér két képregénykocka kézott, a kimondhatatlanul lebegé a
harom pont felett; ismeretlen, de érzékletes ..."™ A(z alternativ)
képregény tehat valami ismeretlen és tavollévd kozottes, vagyis
raciondlisan nem kisajatithat, hiszen mindig elmozdul a jelen-
tésalkotas el6l, mert |ényege szerint hidnyt kdzvetit. Ugyanakkor
a hiany érzékletes, mert az igy szinre vitt tavollét érzékileg irrital-
ja a befogadot, aki a sz6 és kép koztességében vald imaginarius
utazast élvezi. Ez az élvezet nem egyszer(ien a jelentésadas
kudarcabdl taplalkozik, hiszen akkor csupdn nem értenénk azt,
amit l[atunk, hanem inkdbb a jelentések és jelek kozti érzéki elid6-
zésbél, mely ,szellemileg-fizikailag oszcillalo elevenségtapasz-
talatban” (K. Ludwig Pfeiffer) részesiti a befogadot.

Ha az alternativ képregény egyik meghatdrozé jegye a hidny
szinrevitele, akkor lehet-e alkalmasabb médium néla az En szin-
reviteléhez? A szubjektum illékony szerkezete képantropoldgiai
értelemben ugyancsak egyfajta érzéki tavollétként foghato fel,
mint ami a képek és onreprezentaciok altal mindig megmutat-
kozni kivan, de sohasem tehet szert teljes jelenlétre, hiven Hans
Az elébbiek értelmében tehat az alternativ képregény szubjek-
tivizmusa — a mainstream m(ivekhez képest — medialisan (is)
megalapozottnak tlinik. Ez a vonas erésodik fel akkor, amikor
a képregény (6n)reflexiv médon fel is prébélja mutatni a sz6
és kép koztességében oszcilldlo Ent, vagyis amikor a mivész —
autofikciés médon — 6nnon 6néletrajzat teszi meg a mu kiin-
dulépontjaul. ARoham szerz6gardajabdl Stark Attila az a szerz6,
aki egy hangsulyozottan biografiai alapu, vallomdsos poétikat

held notion that the medial specificity of comics is storytelling
through the combination of images and words.? As opposed to
this narrative-centered interpretation with which many main-
stream comics (may) comply, the idea that prevails here, even
if it does not abolish the narrative completely, is to interpret
the relationship of image and text not in terms of reciprocal se-
mantic supplements, but as creative irritation. Irritation does not
necessarily (de)construct a story, but rather reveals a suggestive
event that is both cognitive and emotional and that could also
have narrative moments.

In this respect, | consider the interpretation by Radovan
Popovic and Aleksandra Sekulic to be productive: ‘For ages and
ages there has been a lot of talk about the problem of com-
ics as the hybrid of two media, the written and the spoken
word charmingly concentrated in an oval bubble. The pathetic
mainstream descendants blindly follow the excesses of the
mainstream and get lost in the word-for-word meaning of ‘as-
signing text to image’, unable to see their medium, the comic,
which is - to repeat for the hundredth time — not only the mere
sum of these two forms of expression, but on the contrary, and
as opposed to everyday arithmetic, something in-between: a
seemingly empty space between two frames of a comic, the
unspeakable floating above the three dots; unknown, but
expressive ...” ' The (alternative) comic is therefore some un-
known and distant in-betweenness, i.e., rationally impossible to
appropriate since it always moves away from meaning-making
because mediating a deficit is its inherent property. However,
this deficit is expressive, since this staged absence becomes a
sensory irritation to the beholder, who enjoys the imaginary
travel in the in-betweenness of word and image. The enjoyment
does not simply feed from the failures of signification, as in that
case we would not just understand what we see, but rather
from the sensual lingering between the meanings and signs,
which grants the recipient a ‘mentally-physically oscillating ex-
perience of liveliness’a la K. Ludwig Pfeiffer.

If one of the defining features of the alternative comic is the
staging of absence, can there then be a more suitable medium
for the staging of the Self? The volatile structure of the subject
in a visual anthropological sense can also be understood as a
kind of sensual absence that has a permanent urge to show it-
self but can never gain full presence, according to Hans Belting’s
definition that ‘the person is the empty space of images." Thus,
in this sense the subjectivism of alternative comics, compared
to the mainstream, seems (also) medially justified. This feature
intensifies when the comic book tries to show the Self oscillat-
ing between the word and the image in a (self-)reflexive man-
ner, i.e,, when the artist in an auto-fictional way makes his or
her own biography the starting point of the work. Within the
creative team of Roham, Attila Stark is the author who represents

képvisel, bar azt mar az elemzés elején le kell sz6gezniink, hogy
az Ennek a Kulo Cityben val6 szinrevitele nem jelent kézvetlen
onkifejezést, inkabb egyfajta 6nszimuléciérél van szé, ahol az
En valésdgeffektusok (Roland Barthes) és fikcionalis aktusok se-
gitségével — mint m(ivészi konstrukcié — teremtédik meg.

Stark Attila 2005-ban diplomazott a Magyar Iparm(ivészeti
Egyetemen. Diplomamunkaja a — Roham Kiad¢ altal 2007-ben
megjelentetett — Kulo City — Kula Jani kalandjai cim{ mivész-
konyv. Ez a kotet egy olyan medidlis hibrid, mely egyszerre
vazlatkonyv, pszeudo-naplé és képregényszekvenciakat, fest-
ményeket egyarant tartalmazé mvészeti album. ,Stark Attila
bizonyos értelemben Ujra feltalalta a konyvet. Azt a kdnyvet,
amely nem nagyipari termék, hanem kézmdves alkotas. Ame-
lyet nem egy meghatarozott lizenet sokszorositdsa miatt ho-
zott csak létre, hanem a létrehozas oroméért is.””> A kézmi-
ves-jelleg valéban meghatdrozd, hiszen a Stark-féle poétika
alapveté mozzanata a személyesség aurajat szuggeralé kéz-
nyom allandé jelenléte. A képek tobzédnak az expressziv, fes-
t6i gesztusokban, a figurak jellegzetesen elrajzolt, neoprimitiv
firkdkbdl épiilnek fel, illetve a képszekvencidkban megjelend
szovegek is kézirdsos formaban jelennek meg. Ebbe a festéi-
grafikai térbe aztan fotdkat, plakatokat, talalt fecniket implikal a
m(ivész, ekdzben a beillesztés technikai jellege is reflektalédik,
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a strongly biographical testimonial poetics, although already
at this early stage of analysis it must be clearly noted that the
staging of the Self in Kulo City does not mean a direct self-
expression, but rather a kind of self-simulation where the Self
is created through reality effects (Roland Barthes) and fictional
acts as an artistic construct.

Attila Stark graduated from the Hungarian University of
Applied Arts in 2005. His thesis work was the art book Kulo City
— Kula Jani kalandjai (Kulo City -- The Adventures of Jani Kula).
This volume is a medial hybrid that is at the same time both a
sketch book and an artistic album that contains a pseudo-diary,
sequences of comics and paintings. ‘Attila Stark in a sense re-
invented the book. The book that is not a mass product, but a
handicraft. Which he created not only for duplicating a specific
message, but also for the joy of creation.”? The handicraft-
likeness is truly defining, since the basic feature of Stark’s poetics
is the constant presence of the handprint suggesting privacy.
The images are replete with expressive pictorial gestures, the
characters are typically built from smeared, neo-primitive
scratches, and the texts in the sequences of images appear in
handwritten form. Into this painted/graphic space the artist
then includes photos, posters and scraps that he has found,
while the technical nature of the insertions is also reflected in
order for the end product to display the ambivalent interplay
of rawness and decorativity. The previously discussed poetics
of chaos enters into operation here, but at the same time the
establishment of this decentralization requires a strict aesthetic
control, which turns the artistic automatisms into integral parts
of the volume’s composition.

The word kulo that appears in the title can (also) refer to the
Hungarian word kula, i.e., sputum, saliva, shit, however, according
to one of Stark’s interviews®™ the phrase comes from a Span-
ish rhyme lining up ‘F" words."* With this interference between
languages, kulo becomes a general signifier of abject contents,
and coupled with the word city it conveys the ironic inversion
of sin city. In other words, already from the title it can be seen
that Kulo City can be interpreted as a kind of parodic city-book
that tries to collect the traces of the Self through the subjective
mapping of urban spaces. The connection between the city and
artis a recurring theme of Stark’s art, as he has been a member
of the street art group called 7000%, which is responsible for
the decorative work of the most frequented sites of Budapest
ruin pub culture (Mumus I and II, Szimpla Kert, T(izraktér, Kiado,
Palank, Roham Bar, etc.). Both the ruin pub paintings and the
street art projects fit into Stark’s aesthetic program of indi-
vidualizing the city. From this perspective, the individual works
can be understood as spatial practices a la Michel de Certeau
which break up the grand narratives along the lines of individu-
ally used and aesthetically appropriated spaces. ‘Behind the



hogy a végeredmény nyersesség és dekorativitas ambivalens
0sszjatékat mutassa. A kordbban mar targyalt kdoszpoétika lép
itt is m{ikodésbe, ugyanakkor ennek a decentralizaltsagnak a
|étrehozédsa szigoru esztétikai kontrollt kdvetel meg, mely a
m(ivészi automatizmusokat a kotet kompozicidjanak integrans
részévé avatja.

A cimben megjelend kulo sz6 a magyar kula, vagyis kdpet,
nydl, szar szavakra (is) utal, ugyanakkor Stark egyik interju-nyilat-
kozata szerint™ a kifejezés egy csunya szavakat felsorakoztatd
spanyol mondokabol szérmazik.* A kulo ezzel a nyelvek kozti
interferencidval az abject-tartalmak altalanos jelol6jévé valik és
a city széhoz tarsulva a biinds varos toposzénak ironikus kifor-
ditasat kozvetiti. Vagyis mar a cimbdl is lathatjuk, hogy a Kulo
City egyfajta parodisztikus varoskonyvnek is felfoghaté, mely
az urbanus terek szubjektiv feltérképezése altal prébalja dssze-
gy(ijteni az En nyomait. A varos és a mivészet dsszekapcsolasa
Stark m(ivészetének visszatér6 motivuma, hiszen tagja annak
az 1000% nev( street art csoportosuldsnak, mely a budapesti
romkocsmakultura legfrekventdltabb helyszineinek (Mumus |.-
Il., Szimpla Kert, Tlzraktér, Kiadd, Paladnk, Roham Bar stb.) deko-
raciés munkaiért felel6s. A romkocsma-festészet és a street art
projektek Starkndl egyarant a varos individualizaldsanak eszté-
tikai programjaba illeszkednek. Ebbdl a szempontbél az egyes
m(vek olyan térgyakorlatokként (Michel de Certeau) foghatdak
fel, melyek az urbanizmus nagy elbeszéléseit az individuélis
hasznalatba vett és esztétikailag kisajatitott helyek mentén
bontjak fel. ,A varost ideoldgidkkal atszové diskurzusok mogott
szaporodnak a megragadhatatlan poziciéju, olvashatatlan iden-
titdsu, raciondlis attetszéséget nélkiil6z6é erék cselszovései és
szovetkezései, melyeket lehetetlen irdnyitani.”™

A Kulo City-ben ez a megragadhatatlan poziciéju szubjektum
egy ember és majom kozti hibridlény (Kula Jani) alakjaban
jelenik meg. A majomsdg a figura dsztdnlény voltat hivatott
hangsulyozni, ugyanakkor ez az animalitds nem fenyegetd,
inkabb a szubjektum kiszolgaltatottsagaterdsiti, illetve az dbra-
zolas humoros-ironikus regisztereit szervezi.'® Kula Jani vagyai
és érzelmei strukturdljdk magat a kotetet is: az elsé fejezet (I.
| have ...) egy éllapot- és val6ségregisztracié, a masodik (Il. |
hate ...) egy (belsd) konfliktus dbrazoldsa, mig a harmadik (lll.
| want ...) a konfliktus megoldasa utani allapotot és a lehet-
séges jovét korvonalazza. Mit szeret, illetve hogyan él Kula
Jani? Vagyai latszélag nem bonyolultak: szeret enni, inni, tlni,
acsorogni, hanyatt-, hason-, oldalt fekiidni, fejjel lefelé lenni.
Mindezt Budapesten szereti csindlni, mely varoshoz ugyanakkor
ambivalens érzelmek fiizik: ,Budapest rettent6é szutyok hely.
Mégis itt éliink. Kénytelenek vagyunk. En speciel szeretem ezt a
varost, de utdlom is annyira, hogy szivesen itt hagynam, ha tud-
nam,hova... mit...""” Akotetels6 fele térképekkel,avaros egyes
helyszineit, illetve a barati kort dbrazol6 skiccekkel, fotokkal,

discourses permeating the city with ideologies, the intrigues
and alliances of forces with ungraspable positions, illegible
identities and a lack of rational transparency are reproduced.™

In Kulo City this subject with an ungraspable position ap-
pears in the form of a hybrid being between human and ape
(Jani Kula). The apelike qualities are intended to emphasize the
instinctual nature of the character; however, this animality is
not threatening but rather reinforces the subject’s vulnerability
and organizes the humorous-ironic registers of the portrayal.'s
Jani Kula's desires and emotions structure the volume: the first
chapter (I: I have ...) is a registration of a situation and reality,
the second (Il: I hate ...) is a representation of a(n internal) con-
flict, while the third (lll: | want ...) outlines the situation after
the resolution of the conflict and the possible future. What does
Jani Kula like and how does he live? His desires are apparently
not complicated: he likes to eat, drink, sit, stand around, lie on
his back, on his stomach, and be upside down. He likes to do all
these in Budapest, the city towards which he has ambivalent
feelings: ‘Budapest is a damn awful place. Yet we live here. We
are made to. | personally love this city, but | also hate it enough
to be happy to leave it, if | only knew where ... what ..."” The
first half of the volume is full of maps depicting some parts of
the city, sketches, photos, paintings of the circle of friends, and
journal-like entries reflecting on these; from these pseudo-
documents we learn about Jani Kula’s urban everyday life.
Based on these, Stark’s character is the parodic, animalized
distortion of the bohemian, urban artist and Benjamin’s fldneur,
who, instead of searching for sophisticated and complex aes-
thetic qualities, lives the urban existence as sensual hedonism.
He has no self-reflection, more precisely the story of the book
shows exactly the formation of this self-reflection, since with its
creation, Kulo City as a work of art proves that Kula was able to
recognize and organize his own destiny as an aesthetic order.
In other words, the book stages at the same time its own birth,
and inseparably from this the birth of the artistic subject.

In this respect, Stark’s volume is a kind of educational story
and can also be read as an artist’s novel. Kostil Danila’s film
Kulocity (2010)" also uses this interpretation, which leads to the
linearization of Stark’s fragmented visual imagery and split
narratives in the course of the adaptation, while the parallel
amplification of the biographical dimension reduces the complex
subjectivity of the original work."” As opposed to this biased ref-
erential reading, the relationship between testimoniality and
fiction is far from clear-cut, since, as already noted, the alterna-
tive comic medially supports the display of center-less subjects:
‘The comic’s constructions of Self are therefore increasingly
complex, fragmented, contradictory and unstable, to which
simultaneously the easily shifting points of view and the com-
plex narration using image and text further contribute.”® Kulo



festményekkel és az ezeket reflektald, naplészerl bejegyzé-
sekkel van tele, vagyis ezekbdl a pszeudo-dokumentumokbdl
ismerhetjiik meg Kula Jani urbanus hétkoéznapjait. Ezek alapjan
Stark figurdja a bohém, nagyvarosi m(ivész és benjamini k-
szalé (flandr) parodisztikus — animalizalt — torzképe, aki-ami a
kifinomult és komplex esztétikai minéségek kutatésa helyett
érzéki habzsolasként éli meg a varosi létet. Onreflexidja nincsen,
pontosabban a kdnyv torténete épp ennek az dnreflexidnak a
kialakuldsat mutatja be, hiszen a Kulo City mint mialkotas a
[étrejottével bizonyitja, hogy Kula képes volt esztétikai rendként
felismerni és megszervezni 6nndn sorsat. Vagyis a kotet egy-
szerre viszi szinre 6nmaga — és ettdl elvalaszthatatlanul — a
mvészi szubjektum megsziiletését.

Ebbdl a szempontbél Stark kotete egyfajta nevel6dés-
torténetként, illetve mivészregényként is olvashaté. Kostil
Danila Kulocity (2010) cimi filmje'™ is ezzel az értelmezéssel
él, ami ahhoz vezet, hogy Stark fragmentalt képi vildaga és
narrativa-tdredékei linearizalédnak az adaptacié soran, mikoz-
ben a biografiai dimenzi6 parhuzamos felerésitése redukalja az
eredeti ml komplex szubjektumkezelését.” Ezzel az egyolda-
ldan referencidlis olvasattal szemben a kétetben tavolrél sem
egyértelm( a vallomdsossdg és a fikcié viszonya, hiszen — ahogy
azt mar korabban is megjegyeztem — az alternativ képregény
medidlisan is tdmogatja a kozéppont nélkiili szubjektumok
megjelenitését: ,A képregényes énkonstrukciok tehét fokozott
mértékben dsszetettek, tagoltak, ellentmondasosak és instabilak,
amihez a hangulatok és érzések véltozatos képi megjelenitési
lehetdségei, valamint a képet és szoveget egyarant hasznald
komplex narracié mellett a kdnnyen vdéltoztathaté nézépont-
ok is hozzajarulnak.”A Kulo City szdamos olyan megoldéssal
él, melyek a személyesség, intimitas, onéletrajzisdg hatasat
prébdlja kelteni, de ezek az elemek nem a kdzvetlen valdsag
reflektdlatlan tényei, hanem a muivészi konstrukcié szolgélata-
ban allé poétikai effektusok. Itt van példaul a kézirasos lizene-
tek, feliratok, bejegyzések kérdése. A kéziras a lejegyz6 személy
testi jelenlétének érzéki nyoma, a szubjektum egyfajta hitelesité
pecsétje, illetve — grafolégiai-pszicholégiai értelemben - az
En megismerhet8ségének egyik eszkdze. A kéziras miivészi fel-
hasznélasa esetében azonban egy hatdréatlépéssel van dolgunk,
hiszen sz6 és kép kdlcsonds irritacidja megy végbe, mikdzben
egy olyan koztesség nyilik fel, melyben a szubjektumhoz vezet
nyomok elkeverednek. Stark tehat a kézirassal egy szubjektum
jelenlétét mimeli, de ezzel nem hozzéférhet6vé teszi az alanyt,
hanem mualkotast — konstrukcidt — hoz létre bel6le, mikézben
a valdsag és fikcio jeleit esztétikai strukturaba szervezi.

Hasonléan mikddik a The Shit Catalog of Our Districts cim(i
vegyes technikdju képszekvencia is. A Kulo City-nek ezt az olda-
lat kiilonboz6 eredetd, valtozatos formaju fekaliakrél készitett
fotokollazs alkotja. Az oldal tetején a kutydjat sétdltatdé Kula

City uses a number of solutions which try to create the effect of
privacy, intimacy and biographicality, but these elements are
not the direct unreflected facts of reality, rather poetic effects in
the service of artistic design. Take, for example, the problem of
handwritten messages, captions and entries. Handwriting is the
sensible trace of the physical presence of the person writing, a
kind of subject’s stamp authentication or in a graphological and
psychological sense one of the tools for recognition of the Self.
However, in the case of the artistic use of handwriting we can
speak about a border-crossing, since what is taking place is the
mutual irritation of words and images, while an in-betweenness
is opened up in which the traces leading to the subject inter-
mingle. Thus, with handwriting Stark mimics the presence of
a subject, but this still does not make the subject available but
instead creates a work of art, a construct, while organizing the
signs of reality and fiction into an aesthetic structure.

The sequence of images with a mixed technique entitled
The Shit Catalog of Our Districts works in a similar way. This page
of Kulo City is made up of a photo collage of feces of various
origins and shapes. At the top of the page Jani Kula can be seen
walking his dog, so if we follow the biographical code, we can
assume that this is a personal collection recorded by the camera
of a real character rambling in the city. However, there is not
any solid evidence for this; what we see is just a set of pseudo-
documents, which are components of an aesthetic field practice.
This field practice takes the form of a sort of ironic city adver-
tisement, since Stark introduces feces as art as an attraction of
the living space of Budapest. The fecal matter as a ready-made
does not only signify an aesthetization, i.e., a display of the rich-
ness of its abstract forms, but is at the same time also an ironic
manifesto about the essence of metropolitan life that success-
fully deconstructs the system of tragic-heroic urban ideologies.

In summary, it can be claimed that Kulo City is one of the
significant achievements of the aesthetics of chaos represented
by Roham magazine and the diasporic alternative comics scene.
Stark managed to validly summarize the most varied processes
and paradigms of image-making, and in such a manner that the
end result is not exhausted in empty technical professionalism,
but is capable of conveying important claims about urban ex-
istence and the complex relationship of the city and the subject.
Furthermore, what also makes the work significant is that Kulo
City stages the Self using the medial characteristics of the al-
ternative comic, i.e., he creates a pseudo-testimonial poetics
unique to the contemporary comic which renews the visual
forms of self-talk with the toolkit of poetic inventiveness.

Jani is lathato, vagyis ha az életrajzisag kodjat kovetjiik, akkor
feltételezhetjiik, hogy itt egy személyes gydjteményrél van sz,
melyet a vérosban készalé valos figura rogzitett fényképezégép-
pel. Ugyanakkor erre nincs semmilyen szildrd bizonyiték, amit
latunk, az csupan pszeudo-dokumentumok halmaza, melyek
egy esztétikai térgyakorlat elemei. Ez a térgyakorlat egyfajta iro-
nikus varosreklam formajat olti, hiszen Stark a fekaliat a buda-
pesti élettér latvanyossagaként avatja mlvészetté. A fekalia mint
ready-made nem csupan az abject esztétizalasat — absztrakt for-
magazdagsaganak felmutatésat — jelenti, hanem egyuttal ironi-
kus manifesztum a nagyvarosi életvitel Iényegérdl, mely sikerrel
irja szét a tragikus-heroikus urbanus ideoldgiak rendszerét is.
Az eddigieket 6sszefoglalva kijelenthetjiik, hogy a Kulo City
a Roham magazin éltal képviselt kdoszesztétika és szérvanyal-
lapotban létez6 alternativ képregényszintér egyik fontos telje-
sitménye. Starknak sikeriilt érvényes formaban Gsszegeznie a
legkiilonb6zébb képalkotasi eljdrasokat és paradigmakat, még-
hozzé gy, hogy a végeredmény nem meril ki ires technikai
profizmusban, hanem képes jelentds allitadsokat kdzvetiteni az
urbanus létezésmaodrol, illetve a véros és a szubjektum dsszetett
kolcsonviszonyarodl. Emellett az is jelent6ssé teszi a munkat,
hogy a Kulo City az alternativ képregény medidlis sajatossagait
kihasznalva hajtja végre az En szinrevitelét, vagyis egy olyan a
— kortdrs mezényben egyediildll6 — pszeudo-vallomdsos poétikat
hoz létre, mely az énelbeszélés vizudlis formait a kolt6i invencid
eszkoztaraval djitja meg.

1 A 2009-es erotika-szdm volt az eddigi utols6, nyomtatott formdban
megjelent Roham-lapszam. Ezutén elkésziilt még a 2010/6szi szam is, de ez
mar csak elektronikus formaban tekintheté meg a rohamarchive.blogspot.
hu oldalon, ahol a kordbbi magazinok, illetve a Roham-kollektiva méas mun-
kai megtalalhatéak. A magazinhoz kéthet6 alkotok még mindig szdmos mi-
vészeti projektben (ilyen volt példaul az Organs & Extasy (organsandextasy.
blogspot.hu) csoportos kiallitas Besztercebanyan) dolgoznak egyiitt, és a lap
Ujrainditasanak hire is rendszeresen szérnyra kap. Mindezek miatt nem egyér-
telmd, hogy a Rohamrél mult vagy jelen idében érdemes-e inkabb beszélni.

2 A Symposion és a Roham alkotégardaja kozott tobb egyittm(ikodés is
létesiilt. Ezek koziil a legfontosabb a Symposion Tolnai-szdma (No. 59.), mely-
ben a két folydirat képzémiivészei Tolnai Ottd versei alapjan készitettek kép-
szOveg fuziokat, u.n. vizualizaciokat. Ennek a lapszamnak az anyagat aztan
- tobbek kozo6tt — a pesti Roham Galéridban mutattak be 2010. szeptemberében.

3, A Kéadar korszak kontextusdban az underground kifejezés sok esetben
azt a meglehetdsen heterogén kulturdlis vildgot jelentette, amelybe a haboru
el6tti polgdri kultara tuléléi, a nem-kommunista baloldali értelmiségiek cso-
portjai, az 1956-os forradalom prominensei, tovabb a hatalom altal perifériara
szoritott kulturdlis, tudomanyos, m(ivészeti irdnyzatok (avantgard mdvészet,
szellemtorténet, pszichoanalizis) képviseléi egyarant beletartoztak.” — irja
Havasréti Jézsef in: UG.: Alternativ regiszterek — A kulturdlis ellendllds formdi a
magyar neoavantgdrdban, Typotex, Budapest, 2006, i. h. 26.

4 Korchma Zsombor: Nehéz szerelem, in: Roham 4, 2007/tavasz, http://www.
roham.hu/magazin_view.php?cmd=view&id=15

5 Vé. Georges Didi-Huberman: Formlose Ahnlichkeiten oder die Fréhliche
Wissenschaft des Visuellen nach Georges Bataille, Miinchen, 2010.

1 The 2009 erotica issue was the last edition of Roham published in printed
form. After that, the 2010/Fall edition was prepared, but can be read only in elec-
tronic form on the rohamarchive.blogspot.hu website, where earlier magazines
and other works of the Roham-collective can be found. The authors associated
with the magazine still cooperate in a number of artistic projects (such as, for
example, the Organs & Ecstasy (organsandextasy.blogspot.hu) group exhibition
in Banska Bystrica), and news about the re-launch of the magazine is regularly
heard. For these reasons, it is not clear whether it is worth talking about Roham
in the past or present tense.

2 There has been vast cooperation between the creative teams of Symposion
and Roham. The most important of these is the Tolnai issue of Symposion (No.
59), in which the visual artists of the two magazines created picture-text fu-
sions, i.e. visualizations based on Ott6 Tolnai’s poems. The material of this is-
sue was then, among other places, exhibited in the Roham Gallery in Budapest
in September 2010.

3 ‘In the context of the Kadar era the expression underground meant in
many cases the quite heterogeneous cultural world in which survivors of the
pre-war bourgeois culture, groups of non-Communist left-wing intellectu-
als, prominent figures of the 1956 revolution, as well as the representatives
of those cultural, scientific and artistic trends (avant-garde art, spiritual his-
tory, psychoanalysis) that have been marginalized by those in power were all
included.- Jozsef Havasréti (2006) in: Alternativ regiszterek — A kulturdlis ellendil-
Ids formdi a magyar neoavantgdrdban (Alternative Registers - Forms of Cultural
Resistance to the Hungarian Neo-avant-garde), Budapest: Typotex, pp. 26.

4 Zsombor Korchma (2007), Nehéz szerelem (Difficult love), in: Roham 4,
2007/Spring, http://www.roham.hu/magazin_view.php?cmd=view&id=15

5  See Georges Didi-Huberman (2010) Formlose Ahnlichkeiten oder die Frohliche
Wissenschaft des Visuellen nach Georges Bataille, Minchen: Wilhelm Fink Verlag

6  See Sandor Kertész (2012) Képregény a homokozéban (Comics in the sand-
box), in: Symposion-Hid, 2012, pp. 64-69.

7 Attila Stark (2007) Kulo City - Kula Jani kalandjai (Kulo City - The Adventures
of Jani Kula), Déri Sirély (2008) Kiberidda vol. 1., ZAP Magazin (antology), Attila
Stark (2008) Kulo City - Bélvdros (Kulo City — Gut City), Szabolcs Tebeli(Brazil) (2008)
Johnny Fellow - A navigdtor (Johny Fellow - The Navigator), lvan Kemenes and
Péter Varga (2009) Bdbel verme (The Hole of Babel), Levente Szabé (2011) Scrap.

8 It is no coincidence that due to the absence of the Hungarian context,
Symposion, coming from Serbian comics culture, has become a major creative
partner.

9 See Hermann Josef Schnackertz (1980), Form und Funktion medialen
Erzéhlens — Narrativitdt in Bildsequenz und Comicstrip, Miinchen: Wilhelm Fink
Verlag, pp. 42.

10 Aleksandra Sekulic and Radovan Popovic (2012) Ldthatatlan képregények
— Az alternativ képregény Szerbidban 1980-2010 (Invisible comics: The alternative
comic in Serbia, 1980-2010), translated by Petra Bakos Jarrett, in: Symposion-Hid,
22-42, pp. 24.

11 Hans Belting (2003) Kép-antropoldgia (An Anthropology of Images), trans-
lated by Pal Kelemen, Kijarat, pp. 14.

12 Zsombor Korchma (2007) Nehéz szerelem (Difficult love), in: Roham 4, 2007/
Spring, http://www.roham.hu/magazin_view.php?cmd=view&id=15

13 Gyula Sz(ics, Stark Attila szakitott a majmokkal (Attila Stark broke up with
the apes), http://index.hu/kultur/klassz/kakakul0929/

14 In Spanish: ‘Kaka, kulo, pedo, pis’, i.e. ‘shit, ass, fart, piss’.

15 Michel de Certeau (2011) A cselekvés miivészete (The Art of Practice),
translated by Sandor Sajé, David Szollath and Zoltan Z. Varga, Kijarat, pp. 121.

16 ‘I do not like to think while | paint, | rather let myself; | think the pictures
don’t come out of me, they just pass through me. If | try to force something |



6 V0. Kertész Séndor: Képregény a homokozéban, in: Symposion-Hid 2012,
64-69.

7 Stark Attila: Kulo City - Kula Jani kalandjai (2007), Siraly Déri: Kiberidda vol.
1.(2008), ZAP Magazin (antoldgia) (2008), Stark Attila: Kulo City - Bélvdros (2008),
Tebeli Szabolcs (Brazil) (2008): Johnny Fellow — A navigdtor (2008), Kemenes
Ivan-Varga Péter: Bdbel verme (2009), Szabo Levente: Scrap (2011).

8 Nem véletlen, hogy a magyar kontextus hianyaban épp a szerb
képregénykultura fel6l érkezé Symposion vélhatott jelentds kreativ partnerré.

9 V6. Hermann Josef Schnackertz: Form und Funktion medialen Erzéihlens —
Narrativitdt in Bildsequenz und Comicstrip, Wilhelm Fink Verlag, Miinchen, 1980,
i.h.42.

10 Aleksandra Sekuli¢ - Radovan Popovi¢: Ldthatatlan képregények — Az
alternativ képregény Szerbidban 1980-2010, forditotta Bakor Petra Jarret, in:
Symposion-Hid, 2012, 22-42, i.h. 24.

11 Hans Belting: Kép-antropoldgia, forditotta Kelemen Pal, Kijarat Kiado,
2003,i.h. 14.

12 Korchma Zsombor: Nehéz szerelem, in: Roham 4,2007/tavasz, http://www.
roham.hu/magazin_view.php?cmd=view&id=15

13 Szlics Gyula: Stark Attila szakitott a majmokkal, http://index.hu/kultur/
klassz/kakakul0929/

14 Spanyolul: ,Kaka, kulo, pedo, pis”, vagyis: ,kaka, segg, fing, pisi”.

15 Michel de Certeau: A cselekvés miivészete, forditotta Sajé Sdndor, Szollath
David, Z. Varga Zoltén, Kijarat, 2011, i.h.121.

16 ,Gondolkozni nem szeretek festés kdzben, inkabb hagyom magam, azt
hiszem a képek nem bel6lem jonnek, csak athaladnak rajtam. Ha valamit
er6ltetni probalok, abbol idegeskedés lesz, a festék elkezd ragadni, mindent
Osszekenek, és a folyamat megtorik. Széval inkdbb hagyom magam, és nem
tudok mit mondani arra, hogy miért majmok, de szeretem a fiileket, fogakat,
inyt, szemeket, a grimaszokat és a mozdulatokat. Szeretek mindenféle hust, a
levegét, a zsufoltsagot, és mindennek a forditottjat is.” — jegyzi meg Stark a
figura sziiletésérdl, ugyanakkor a Kulocity (2010) cimU filmbdl kideriil, hogy a
majomember vizudlis forrdsa Edward Muybridge (1830-1904) egyik fotésorozata.

17 Stark Attila: Kulo City — Kula Jani kalandjai, Roham, 2007, 2.
18 http://www.daazo.com/kulocityfilm/films

19 Kula Janit maga Stark Attila jdtssza egy majommaszkban, illetve az
narracidja kiséri végig a filmet.

20 Dunai Tamas: Ujraalkotott emlékek — A képregényes 6néletirdsok jellegzetes-
ségei, in: Miiut 2013/37, 44-47,i.h. 47.

start to worry, the paint starts to stick, | smear everything and the process is
broken. So I rather let myself; and | don’t know what to say about why apes, but
| like the ears, teeth, gums, eyes, grimaces and the gestures. | love all kinds of
meat, the air, the crowd, and the opposite of all these, too.’ Stark here describes
the character’s birth, but from the film Kulocity (2010) it becomes clear that the
visual source of the ape-man is one of Edward Muybridge’s (1830-1904) series
of photographs.

17  Attila Stark (2007) Kulo City - Kula Jani kalandjai (Kulo City — The Adventures
of Jani Kula), Roham, 2007, 2.

18 http://www.daazo.com/kulocityfilm/films

19 JaniKulais played by Attila Stark himself in an ape-mask, and his narration
follows the film.

20 Tamas Dunai (2013) Ujraalkotott emlékek — A képregényes dnéletirdsok
Jjellegzetességei (Recreated memories — The characteristics of comics biographies),
in: Mdiut 2013/37, pp. 44-47.
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Novo poglavje slovenskega stripa

Odgovori na spremenjeno politicno in eko-
nomsko stvarnost v samostojni Sloveniji

Ciril Horjak & Jasmina Hlaj

.V nasem Zivljenju in v zgodovini slovenstva se resni¢no pri¢enja
novo poglavje ... Nocoj so dovoljene sanje. Jutri je nov dan.”
(Nocoj so dovoljene sanje, jutri je nov dan, Slovesnost ob razglasi-
tvi samostojnost Republike Slovenije, Govor predsednika Predsed-
stva Republike Slovenije Milana Kucana, 1991)

»Having an active mind entails asking the question, What is going
on here?’ rather than pronouncing ‘This is the law here’”
(Oliver E. Williamson, 2010)

Takratni predsednik Slovenije Milan Kucan je v govoru ob osamo-
svojitvi Slovenije napovedal za naso dezelo novo poglavje. Hkrati

pa je namignil, da nas ob tem ¢aka soocenje s kruto realnostjo, ki

nas je hitro tudi doletela. V to zgodbo so se vmesali tudi stripi, ki

so sanjali s Slovenijo in v nastali situaciji ustvarili povsem novo

zgodbo. Zgodbo, ki je lastna Sloveniji in se je oblikovala ter se e

vedno oblikuje avtonomno ter iz leta v leto bolj udarno.

Zacetno navedeno predpostavko O. E. Williamsona razumeva
takole: vsako stvar je mozno pogledati z ve¢ zornih kotov in
ni¢esar na tem svetu ni nujno jemati kot neizpodbitno dejstvo.
Moramo se spradevati, kaj natanéno se ,tukaj dogaja” in ,zakaj
je temu tako”. Citat iz Williamsonovega govora ob prejemu
Nobelove nagrade sva prenesla na razvoj stripovskega medija
in na njegov razvoj v Sloveniji. Odprl se nama je Sirok — Ze skoraj
tezko obvladljiv horizont. Na strip je mogoce pogledati iz novih
vidikov, za katere meniva, da so bili do sedaj prezrti.

A New Chapter in Slovene Comics

Responses to the altered political and
economic reality in independent Slovenia

Jasmina Hlaj & Ciril Horjak

‘Indeed a new chapter is beginning in our life and in the history
of the Slovene nation ... This evening, dreams are allowed.
Tomorrow is a new day.’

(This evening, dreams are allowed. Tomorrow is a new day. Cer-
emony marking the Declaration of Independence of the Republic of
Slovenia, Speech by the President of the Presidency of the Republic
of Slovenia, 1991)

‘Having an active mind entails asking the question, “What is
going on here?” rather than pronouncing “This is the law here.””
(Oliver E. Williamson, 2010)

In his speech marking the independence of Slovenia, Milan
Kucan, then president of Slovenia, foretold a new chapter for
our country. In the next breath, however, he implied that along-
side it a harsh reality awaits us — which was indeed soon upon
us. Comics also wove their way into this story; they dreamt with
Slovenia and in this new situation created a whole new story, a
story which is Slovenia’s own, a story which formed itself and
continues to shape itself autonomously and ever more strikingly.

We understand the initial quoted hypothesis by O. E. Williamson
as follows: It is possible to view every single thing from several
points of view and it is not necessary to deem anything in this
world as irrefutable fact. We must ask ourselves what exactly
is ‘going on here’ and ‘why this is so’. We took the quote from
Williamson’s Nobel Prize acceptance speech and applied it to

Najprej ugotavljava, da je za razumevanje stripa potrebno
upostevati njegov Sirsi kontekst. V petih tockah nato pokazeva
odgovore stripa na politicne in ekonomske spremembe, ki so
nastopile z osamosvojitvijo Slovenije. Nazadnje naju to privede
do zanimivega spoznanja, da kljub spremembam politicnega
in gospodarskega sistema ministrstvo, pristojno za kulturo, 3e
vedno financira tudi stripovske izdaje. Prevladujoca produkcija
stripov je Se vedno stvar posameznikov in obrtniskega postopka.

Rojstvo stripa v kontekstu industrijske revolucije
Slovenski strip in tradicija slovenskih casopisov

Iztok Sitar, slovenski risar in teoretik stripov, v knjigi Zgodovina
slovenskega stripa: 1927-2007 pravi, da je prvi slovenski strip
Zamorcek Bu-Ci-Bu avtorja Milka Bambica iz leta 1927. Sitar to
parodijo fasizma razume kot prvo zgodbo v sli¢icah, ki ima dovolj
lastnosti stripovskega medija, da si zasluzi titulo prvega sloven-
skega stripa (Sitar, 2007: 11-12). Najve¢ja tezava z Bambicevim
poskusom vizualne naracije je, da niimela nobenih naslednikov,
ki bi nadaljevali tradicijo pripovedovanja v slicicah.

Scott McCloud (1993) je napisal temeljno ¢tivo za razume-
vanje stripovske umetnosti Understanding Comics. To je delo, ki
nam razlaga, kako naj gledamo na to sozitje likovne in literarne
umetnosti, a pri tem se je omejil zgolj na njegovo semantiko
in sintakso. S tem delom si je torej mogoce pomagati, potem
ko nam je ze razjasnjeno, kaj strip sploh je. Tudi pri tem nam
McCloud nekoliko pomaga. In sicer z navodilom, da naj k
stripom Stejemo le tiste ilustrirane zgodbe, kjer se dogajanje
nadaljuje s pomocjo slicic/okvirckov. Vendar pa ta kvalifikator
morda le ni dovolj. Prepri¢ana sva, da je za razumevanje stripa
nujno potrebno raziskati irsi kontekst. Se posebej pri tistih, ki
jih zelimo oznacevati za zacetnike, utemeljitelje in prve med
prvimi. Ce se ob tem vrnemo k Bambi¢evemu Bu-Ci-Buju, se
pojavi se en dvom. In sicer dvom v njegovo izvirnost.

Ob raziskovanju konteksta tega stripa nama je padla v oko
neverjetna podobnost z zgodnejsimi stripi italijanskega avtorja
Mussinoja, pri ¢emer ni odvec poudariti, da je Bambic zivel in
deloval v Trstu. Mussino je morda prvi italijanski risar stripov, in
sicer z delom Bilbolbul iz leta 1908 (Robinson, 2011: 304-305).
Podobnost z Zamorckom Bu-Ci-Bujem je ocitna tako v slogu
risbe kot v kadriranju in ritmu besedila. Kje je torej meja in kaj
vse je pogoj, da se lahko nekemu izdelku zares in povsem brez
slabe vesti rece strip in koliko so te meje strozje pri raziskovanju
preteklosti, ko Zelimo ugotoviti, kaj je prvi strip?

Z dognaniji, do katerih sva prisla, nikakor ne Zeliva vzeti pomemb-
nosti Milku Bambicu v razvoju slovenskega stripa, a meniva, da
s0 s svojim delom k razvoju stripa pripomogli tudi karikaturisti
in ilustratorji pred njim.

the development of the comics medium in general as well as its
development in Slovenia — a broad horizon, one almost difficult
to handle, opened up to us. Itis possible to view comics from new
perspectives, ones which we think have so far been overlooked.

Firstly, we assert that in order to understand comics one needs
to consider their wider context. In five points, we then show
how comics reacted to the political and economic changes that
arose from the independence of Slovenia. Lastly, this leads us to
the interesting finding that despite changes in the political and
economic system the Ministry of Culture continues to finance
comics publications. The production of comics is still predomi-
nantly a matter of individuals and the artisan process.

The birth of comics in the context of the Industrial Revolution
Slovene comics and the tradition of Slovene newspapers

Iztok Sitar, Slovenian draughtsman and comics theoretician,
states in his book Zgodovina slovenskega stripa: 1927-2007 (The
History of Slovenian Comics: 1927-2007) that the first Slovene
comic was Zamorcek Bu-Ci-Bu by the author Milko Bambi¢ pub-
lished in 1927. Sitar considers this parody of fascism to be the
first picture story possessing enough characteristics of the
comics medium to deserve the title of the first Slovene comic
strip (Sitar, 2007: 11-12). The biggest problem with Bambic’s
attempt at visual narration is its lack of any successors who
would have carried on the tradition of picture storytelling.
Scott McCloud (1993) wrote the seminal work for the under-
standing of the comics art form, Understanding Comics. It is a
work which explains how to view this coexistence of art and
literature, however in doing so it limits itself merely to seman-
tics and syntax. It is therefore a work helpful only to those who
already understand what comics are. Nevertheless, in this re-
gard McCloud is also of some help, namely with the instruction
that we should count as comics only those illustrated stories in
which the plot is carried out through a sequence of panels or
frames. However, this qualifier might not be enough after all.
We are convinced that in order to understand comics it is essen-
tial to explore their broader context. Especially when it comes to
comics we want to identify the beginners, the founders, the first
among the first. With that in mind, if we return to Bambic¢ and
his Bu-Ci-Bu, another question arises — the question of originality.

While exploring the context of this comic strip, we noticed an
incredible similarity to earlier comics by Italian author Mussino;
in relation to this it is not insignificant that Bambi¢ lived and
worked in Trieste. Mussino is perhaps the first Italian comic strip
artist, namely with his 1908 work Bilbolbul (Robinson, 2011:
304-305). The similarity to Zamorcek Bu-Ci-Bu is obvious both
in the style of drawing as well as the framing and rhythm of the



Zgodovino medija je torej mogoce razumeti tudi drugace, in sicer
tako, da za¢nemo pripovedovati zgodbo v 19. stoletju. Prvi po-
membnejsi satiri¢ni list Pavliha je izhajal na Dunaju Ze leta 1870.
Knjizevnik in jezikoslovec Fran Levstik je s pomo¢jo posojil, med

drugim tudi od kranjskega deZelnega predsednika Conrada pl.
Eybesfelda (Globo¢nik, n.d.), zacel izdajati Stirinjastdnevnik
Pavliha. Ta je smesil predvsem nemskutarske Slovence, ki jih

je risal ¢eski karikaturist Karel KIi¢. Sprva je bil Paviiha finan¢no

uspesen —do Seste Stevilke, ko so se zaradi neprimernostiizbora

karikature zacela trenja. Sedma 3tevilka je bila posledi¢no cen-
zurirana v smislu, da je bil na karikaturi tuj drzavnik (Bismarck)

in ne vec Slovenec. Bila je tudi zadnja (Globo¢nik, n.d.). Pavliho

je torej ilustriral ¢eski, ne slovenski risar. Na prve stripovske forme

bo potrebno pocakati $e nekaj desetletij in na londonske in

newyorske tiskane medije.

Zakaj je torej Pavliha pomemben za razvoj slovenskega
stripa?

1. Ker je eden od prvih izrazito vizualnih slovenskih tiskanih
medijev.

2. Ker bosta denar in politika ostala dva fokusa elipse
slovenskega stripa.

3. Ker bo problem cenzure ostal aktualen vsaj do slovenske
osamosvojitve.

Koordinate, v katerih je zacel in nehal izhajati Paviiha, bodo ostale
v veliki meri podobne vsa leta do konca 80-ih let in slovenske
osamosvojitve. Dobrih sto let! Prvemu Pavlihi je leta 1892 sledil
nov list z enakim imenom in do druge svetovne vojne se je na
slovenskem zvrstilo lepo Stevilo satiri¢nih listov (Valeti¢, 2012).
Postopoma so se v teh listih oblikovali slovenski karikaturisti.
Sodobni strokovnjak za zgodovino slovenskega ¢asopisnega
novinarstva Bernard NeZzmah pravi, da politi¢ni humor v medijih
rabi klimo in idealna klima je oblika ne prehude diktature. Trda
diktatura vse zanulira, toda v obdobju Franca Jozefa so Casopisi
smesili in postavljali pod vprasaj tabuje (Valeti¢, 2012).

Leta 1944, v KoCevskem Rogu obnovijo Pavliho, katerega
sestavni del so bile duhovite karikature, ki so smesile naciste
in njihove sodelavce. Tega leta ga je ustanovila komunisti¢na
partija kot svoj legalni list. S satiro je izrekal stali$¢a uradne ju-
goslovanske politike (Nezmah, 2012: 167-169). Pavliha je izhajal
tudi po vojni vse do leta 1990 (Valeti¢, 2012).

Sitar pobucibujevske stripe sicer iS¢e Ze v obdobju pred 2.
svetovno vojno, a to so redki poskusi, ki so zgovorni v formi-
ranju zgodbe in bi jih z McCloudovimi merili lahko umestili med
stripe, vendar so to obrobni poskusi.

Prvi med Slovenci, ki mu je uspelo z veliko nogo prodreti
med ljudstvo, je bil Miki Muster, Se danes eno najvegjih imen

text. So, where are the boundaries and what are the conditions
that have to be met for a particular work to be well and truly
without hesitation deemed a comic, and how much more
stringent are these boundaries when it comes to exploring the
past and defining the features of the first comic strip?

With our findings we are in no way trying to diminish the impor-
tance of Milko Bambic in the development of Slovenian comics,
however we think that the work of caricaturists and illustrators
before him have also contributed to the development of comics.

The history of the medium can therefore also be understood
in a different way by beginning our story in the 19th century.
Pavliha, the first satirical publication of importance, was pub-
lished in Vienna as early as 1870. Writer and linguist Fran Levstik
began publishing the bi-weekly Pavliha with the help of loans,
including one from Carniolan provincial chairman Sir Conrad
Eybesfeld (Globo¢nik, n.d.). The publication ridiculed mostly
Deutschtiimler (Germanomaniac) Slovenes drawn by Czech
caricaturist Karel Kli¢. At first, Pavliha was a financial success —
until the sixth issue, when conflicts arose due to the inappro-
priate choice of caricature. Consequently, the seventh issue was
censured in the sense that the caricature was now of a foreign
statesman (Bismarck) and no longer a Slovene. It was also the
last (Globo¢nik, n.d.). Thus, Pavliha was illustrated by a Czech
and not by a Slovene artist. The first comic strip forms will require
another few decades to appear in the London and New York
printed media.

So, why is Pavliha so important for the development of
Slovene comics?

1. Because it is one of the first distinctly visual Slovene
printed media.

2. Because money and politics will continue to be the two
foci of the ellipse of Slovene comics.

3. Because the problem of censorship will remain current
at least until the independence of Slovenia.

The circumstances in which the publication of Paviiha began
and ended will remain largely similar over the years until the
end of the eighties and the independence of Slovenia. For a
hundred years! The first Pavliha was followed by a new publica-
tion with the same name in 1892, and by the Second World War
a considerable number of satirical publications had appeared in
Slovenia (Valeti¢, 2012). These publications gradually moulded
Slovenian caricaturists. Bernard Nezmah, a contemporary expert
in the history of Slovene newspaper journalism, says that political
humour in the media requires a certain climate and the ideal

slovenskega stripa. To se je zgodilo 3ele slabih 10 let po koncani
drugi svetovni vojni in da bomo razumeli, kako je do tega pri-
$lo, se moramo ozreti na stanje in priljubljenost stripa v takratni
Jugoslaviji. V drzavo, ki se je tvorila po drugi svetovni vojni in
del katere je bila takrat danes samostojna Slovenija, je kot dru-
god po svetu prodrlo ime Walt Disney in vse mlado je ob boku
s svojimi starsi norelo za prigodami o Mickey Mousu in Donaldu
Ducku (ti so izhajali v Politikinem zabavniku ze nekaj let pred
vojno). Medvojna kriza je pustila posledice in Politikin zabavnik
se je vrnil 3ele sedem let po osvoboditvi. Do tega leta je bil strip
prevec negativno povezan s politiko in riziko je bil prevelik, da
bi si uredniki delali preglavice z izdajanjem stripov (Gale, 1981:
22). Omenjenega leta pa se je Politkin zabavnik okrepil in ob-
novil in najverjetneje prav ta dal zagon, da so zaceli stripe bolj
pogumno objavljati tudi drugod. Taistega leta je imel namrec
tudi slovenski tednik Poletove podobe in povesti narolene stripe
s slavnimi junaki Walta Disneyja. Ti so bili na carini pridrzani'
in ker s ¢akanjem na njih tednik ne bi 3el pravocasno v tisk, so
narodili svojemu ilustratorju Mikiju Mustru, naj zapolni prostor.
Zelja je bila jasna — ustvariti nekaj, kar bi se lahko kosalo in bilo
dovolj podobno naro¢enemu stripu (Sitar, 2007: 20-25).

Miki Muster se je sicer po Disneyu zgledoval, je pa dale¢ od
tega, da bi ga kopiral. Namesto univerzalnih je za junake vzel
slovenske avtohtone Zivali, poimenoval jih je z licnimi slovenski-
mi tvorjenkami. Izrabil je torej priloznost, da dela samostojno
in se le ohlapno drzal navodil. Ta tvegan korak se mu je skoraj
¢udezno obrestoval in postal je ljubljenec mnoZice. Se ve¢ - z
risanjem stripov si je ustvaril zasluzek za prezivetje. Necenzuriran
je izhajal za otroke, odrasle in mladino. S tem je postal vodilno
ime slovenskega stripa. Posredno je zasluzen za prvo mnozi¢no
priljubljeno slovensko stripovsko revijo, ki si je nadela ime prav
po njegovi lisici Zvitorepcu in je v svojih zlatih letih dosegla letno
naklado 60.000 izvodov (Sitar, 2007: 48). Zvitorepec je izhajal
kot tednik v letih od 1966 do 1973. Letnice, mimogrede, sovpa-
dajo z obdobjem gospodarske liberalizacije in njenim zatrtjem,
ki sta bila posledica zadolZevanja drzave v 70-ih letih (Horvat,
2008: 1-31).

Ce torej McCloudovim kvalifikatorjem dodamo $e pomemb-
nost kasnejsega vpliva, mnozi¢no produkcijo in izvirnost, lahko
z gotovostjo trdimo, da je v resnici prvi pravi slovenski strip Sele
Mustrov Zvitorepec, ki je oZigosan z letnico 1952, torej kar Cetrt
stoletja kasneje od vprasljivega Bu-ci-buja.

V sledecih letih je mocan primat v priljubljenosti revija
Zvitorepec suvereno drzala, zacela pa se je Ze kaliti veja sloven-
skega alternativnega stripa. Tu je prvak Kostja Gatnik s svojo
nepozabno Magno Purgo, izdano leta 1977. To je stripovski album,
kjer so zbrani vsi Gatnikovi stripi od leta 1969-1973, ki so bili ob-
javljeni v Pavlihi, Tribuni in Stopu. Mo¢na satira in druzbena kritika
v vsebini ter eksperimentiranje s tradicionalnimi formami so

climate is a form of lax dictatorship. A firm dictatorship annuls
everything, however in the period of Franz Joseph the newspa-
pers ridiculed and questioned taboos (Valeti¢, 2012).

In Kocevski Rog in 1944, Pavliha was renewed. An integral
part of it was witty caricatures, which ridiculed Nazis and their
collaborators. The communist party established it in this year
as its legal publication. It used satire to express the views of the
Yugoslav authorities (Nezmah, 2012: 167-169). Pavliha continued
to be published after the war up until 1990 (Valeti¢, 2012).

Sitar starts his search for Bu-Ci-Bu's successors as early as
the period before the Second World War and finds a few rare at-
tempts which are significant in the formation of the story and
which could be included among comics according to McCloud'’s
criteria, but are nevertheless marginal attempts.

The first Slovene who managed to garner fame from the
public was Miki Muster — until this day, still one of the greatest
names in Slovene comics. This happened no sooner than about
ten years after the end of the Second World War and in order to
understand how it occurred, we must look back on the state and
popularity of comics in former Yugoslavia. Just like elsewhere in
the world, the name Walt Disney made an impact in the coun-
try, which began forming after the Second World War, a part of
which was the now independent Slovenia. Readers both young
and old were fascinated with the adventures of Mickey Mouse
and Donald Duck (these were already being published in Politkin
zabavnik a few years before the war). The wartime crisis left its
mark, and Politkin zabavnik did not reappear until seven years
after liberation. Until that year, comics had been far too nega-
tively linked with politics and the risk was too great for editors
to trouble themselves with the publishing of comics (Gale, 1981:
22). That year, however, Politkin zabavnik strengthened and re-
newed itself and most likely provided the impetus needed for
others elsewhere to start publishing comics with more courage.
In fact, that very same year the Slovene weekly Poletove podobe
in povesti had also ordered comics with Walt Disney’s famous
heroes. These were held at customs' and since waiting for them
would have made the weekly late for print, they commissioned
their illustrator Miki Muster to fill the space instead. The request
was clear — to create something which could rival and be similar
enough to the comics ordered (Sitar, 2007: 20-25).

Miki Muster did model himself on Disney; however, he far
from copied him. He used indigenous Slovenian animals as his
heroes instead of universal ones and gave them neat Slovene
compound names. He took the opportunity to work independ-
ently and only loosely followed the instructions. This risky
move paid off almost miraculously and he became the darling
of the crowd. Even more surprisingly — he earned a living
by drawing comics. His uncensored works were available for
children, young people and adults, and made him the leading



MASOVNI MEDUI

odlike alternative, ki se je skoraj so¢asno razbohotila z Robertom
Crumbom v Ameriki in prestopila tudi jugoslovanske meje
(Sitar, 2007: 25-39). Kostja Gatnik je pomemben tudi zaradi prvih
stripov, ki so bili narisani z namenom izobraZevati in motivirati.
Iskra, eno izmed najbolj inovativnih podjetij v Jugoslaviji, mu je
leta 1983 narocilo serijo stripov, ki so na duhovit nacin kazali,
kako lahko z inovativnim in ustvarjalnim nac¢inom misljenja op-
timiziramo delo v podjetju. Stripi so spodbujali nov pogled na
delovne procese in obsegali razlicne teme: izrabo delovnega
Casa, varstvo pri delu, uporabo domacih materialov ipd.>

V 10-ih letih od izdaje Magne Purge je strip v Sloveniji mo¢no
pridobival na ugledu. Cedalje ve¢ avtorjev se je bolj ali man;
uspesno lotevalo te vabljive in na nek nacin Se vedno precej
skrivnostne forme. Dobili smo prve poskuse ustripanja lepo-
slovja, stripe namenjene zgolj otrokom in na drugi strani drzne
poskuse v podtalnem stripu.

Skrajnost v minimalizaciji risbe je dosegel Tomaz Lavri¢, ko
je zacel risati pasicni strip Diareja za tednik Mladino (Sitar, 2007:
66). Diareja je od svojih zacetkov pa do danes, kar je ze celih
25 let, med domaco publiko najbolj priljubljena pasica, tudi pri
tistih, ki tednika Mladine sploh ne berejo’.

INDUSTRIJSKA REVOLUCLJA

Obdobje najvecjega
priseljevanja v mesta te\e\,u_'\'\a
(npr. London, New York)
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Nastanek stripovskega medija moramo razumeti v kontekstu industrijske revolu-
cije, ki je vplivala na nastanek masovnega medija: ¢asopisa. V casopisih se je
proti koncu 19. stoletja besedilo vse bolj umikalo podobam. Strip je posebna
zgodba v slikah, katere specificni jezik se je oblikoval na prelomu 19. in 20. stole-
tja. O stripu lahko govorimo Sele takrat, ko so koordinate jezika vzpostavljene.
Za mnoge teoretike stripa je newyorski Yellow Kid koordinata nic stripovskega
medija.

The formation of the comics medium needs to be understood in the context of
the Industrial Revolution, which influenced the formation of a mass medium:
the newspaper. Towards the end of the 19th century, text in newspapers in-
creasingly gave way to images. A comic is a special type of picture story whose
specific language was formed at the turn of the 20th century. We cannot talk
about comics before the characteristics of the language were established. Many
comics theoreticians consider the New York Yellow Kid to be the origin of the
comics medium.

THE INDUSTRIAL REVOLUTION / MASS MEDIA: 18th century / 19th century /
20th century — The period of the greatest immigration into cities (for example:
London, New York); television; radio; mass media: newspapers; fine arts sections
of newspapers; newspaper stories in pictures; comics

name in Slovene comics. The first massively popular Slovene
comics magazine indirectly owes its existence to him; it named
itself after his fox Zvitorepec and in its golden years reached an
annual circulation of 60,000 copies (Sitar, 2007: 48). Zvitorepec
was published weekly between 1966 and 1973. These years,
incidentally, coincide with the period of economic liberalisation
and its suppression, a consequence of the country’s debt accu-
mulation in the seventies (Horvat, 2008: 1-31).

Therefore, if we also add the importance of subsequent influ-
ence, mass production and originality to McCloud’s qualifiers,
we can claim with certainty that the first real Slovene comic is
in fact Muster’s Zvitorepec stamped with the year 1952, about a
quarter of a century later than the questionable Bu-ci-bu.

In the years that followed, Zvitorepec effectively maintained
its popularity, and Slovene alternative comics already began to
take root. Of these, the champion is Kostja Gatnik with his unfor-
gettable Magna Purga published in 1977. This is a comics album,
a collection of Gatnik’s comics published in Pavliha, Tribuna
and Stop between 1969 and 1973. Strong satire, social criticism,
and experimentation with traditional forms are virtues of alter-
native comics, which flourished almost simultaneously with
Robert Crumb in America and crossed the Yugoslav border as
well (Sitar, 2007: 25-39). Kostja Gatnik is also important in con-
nection with the first comics that were drawn with the intent to
educate and motivate. In 1983, Iskra, one of the most innovative
companies in Yugoslavia, commissioned him to produce a series
of comics humorously illustrating how to optimize work in a
company with innovative and creative ways of thinking. The
comics encouraged new ways of looking at work processes and
encompassed a variety of topics: utilisation of working hours,
safety at work, use of domestic materials, etc.?

In the ten years following the publication of Magna Purga,
the reputation of comics in Slovenia greatly improved. An in-
creasing number of authors more or less successfully tackled
this enticing, and in a way still rather mysterious, form. We ex-
perienced our first attempts at adapting literature into comics,
comics intended solely for children and, on the other hand, dar-
ing attempts in underground comics.

Tomaz Lavri¢ achieved extreme minimalism in drawing with
his comic strip Diareja (Diarrhoea), which he started drawing
for the weekly Mladina (Sitar, 2007: 66). Diareja has, since its
beginnings a good 25 years ago, remained the most popular
comic strip with domestic audiences, even with those who do
not read Mladina.?

In the seventies and eighties, comics by foreign authors
were also read throughout the former Yugoslav region. The
Serbo-Croatian translation of Alan Ford by writer Max Bunker
and illustrator Roberto Raviola-Magnus was among those who
made their way into the hearts of Slovene readers.

Ciril Horjak: Pripadnik slovenske teritorialne obrambe unici jugoslovanski tank,
ilustracija, 2010

Ciril Horjak: A member of the Slovenian Territorial Defence destroys a Yugoslav
tank, illustration, 2010

V 70-ih in 80-ih letih 20. stoletja se je po celotnem obmocju nek-
danje Jugoslavije bralo tudi stripe tujih avtorjev. V srbohrvas¢ino
prevedeni Alan Ford pisca Maxa Bunkerja in risarja Roberta Ravi-
ola-Magnusa je eden tistih, ki se je vselil v srca slovenskih bralcev.

V tem Casu se je na podro¢ju gospodarstva mnogo dogajalo,
a na prve resne poskuse spremembe gospodarstva je morala
Slovenija pocakati do konca osemdesetih, prve resni¢ne spre-
membe pa so se zgodile Sele po osamosvojitvi v zacetku devet-
desetih let (Horvat, 2008: 18-31).

Zgoraj navedene misli so kratek prikaz dogajanja na podro-
¢ju stripa v Sloveniji do leta 1991. Namen nadaljnjega razmislja-
nja je namre¢ poskus prikaza korenitih preobratoy, ki jih je leto
1991 prineslo za strip na slovenskem trgu. To je leto, ko se je Slo-
venija odcepila od Jugoslavije in postala samostojna Republika.
Do tega trenutka se je vsakrSno dogajanje v navezi s stripom
neposredno ali posredno navezovalo na celotno obmogje nek-
danje Jugoslavije, od tu naprej pa to ni bilo ve¢ mogoce. Tudi ¢e
bi si Zeleli sodelovanja, je bilo to za vsaj nekaj let zaradi vojnih
razmer na Balkanu primorano k prekinitvi. Slovenija je torej, ¢e
je zelela nadaljevati izvrstne zametke, morala vzeti stvari v svo-
je roke in jim vdahniti svezino.

Spremembe po osamosvojitvi Slovenije

Na dan slovenske osamosvojitve 26. junija 1991 so ukinili Pavliho
(Valetic, 2012).

Slovenija je izgubila stik z do tega trenutka vodilnimi kultur-
nimi centri v Jugoslaviji — Novim sadom in Beogradom. Poleg
fizicne locitve pa je Slovence sedaj dokon¢no locil tudi zgodo-
vinski razvoj in z njim povezan nastanek jezika. Slovens¢ina je
namre¢ precej drugacna od srb3cine in hrvascine, ki sta si zelo
sorodni. Tudi na politicnem podrocju so se snovale drasti¢ne
spremembe. Razcep Jugoslavije je pomenil konec socialisti¢ne
ureditve in sprejem v svetu vzpenjajocega se kapitalizma.

At the time, a lot was happening in the economic sphere, but
Slovenia had to wait until the end of the eighties for the first seri-
ous attempts at economic change; the first substantial changes
did not occur until after independence at the beginning of the
nineties (Horvat, 2008: 18-31).

The abovementioned thoughts are a brief overview of the
developments in Slovenian comics until 1991. The purpose of
the reflections that follow is an attempt to illustrate the radi-
cal changes that the year 1991 brought to comics in the Slovene
market. 1991 is the year when Slovenia seceded from Yugoslavia
and became an independent republic. Up until that moment,
anything that happened in connection with comics was directly
or indirectly related to the whole of the former Yugoslav region;
from that point on, however, that was no longer possible. Even
if cooperation had been desired, it was forced to a halt for at
least a few years due to war conditions in the Balkans. There-
fore, if Slovenia wanted to continue its excellent beginnings, it
had to take matters into its own hands and breathe new life
into them.

Changes after the independence of Slovenia

On the first day of Slovenian independence, 26 June 1991, Pav-
liha was cancelled (Valeti¢, 2012).

Slovenia lost contact with what were until then the lead-
ing cultural centres in Yugoslavia — Novi Sad and Belgrade.
Besides the physical separation, however, Slovenes were now
also irrevocably separated by historical development and the
associated language change. The Slovene language differs
considerably from the Serbian and Croatian languages, which
are very similar to each other. Drastic changes were also form-
ing in the political sphere. The collapse of Yugoslavia marked
the end of the socialist regime and acceptance into the world
of rising capitalism.

The change in the perception of the comics art form on the
Slovene market between 1991 and today can be condensed
into 5 observable stages:

1. Start of publication of Stripburger magazine, which
raised alternative comics to the level of high art and
created an extensive international network.

2. Attempt to reissue before the eclipse of popular main-
stream comics.

3. Shifts in the perception of the usefulness of comics,
which start to make their way into schools, businesses,
and other areas and emphasise their educational value.

4, Start of widespread use of new media - the computer
and associated World Wide Web.



Od leta 1991 pa do danes se lahko spremembo v dojemanju stri-
povske umetnosti na slovenskem trgu strne v 5 opazZenih ravni:

1. Zacetek izhajanja revije Stripburger, ki je povzdignila
raven alternativnega stripa na raven visoke umetnostiin
ustvarila obsezno mednarodno mrezo.

2. Poskus ponovne izdaje pred odcepitvijo priljubljenih
mainstreamovskih stripov.

3. Inovacija v percepciji uporabnosti stripa, ki se za¢ne
seliti v Sole, podjetja in na druga podrog¢ja ter poudarja
svojo edukativno vrednost.

4.Zacetek uporabe novih medijev - racunalnika in z njim
povezanega svetovnega spleta.

5. Percepcija stripov kot umetnostno delo in posledi¢no
njihovo pogostejse pojavljanje v muzejih in galerijah v
Sloveniji.

1. Stripburger

Stripovski entuziasti se Ze prvo leto po osamosvojitvi zaceli z
necim, kar je preraslo v legendo, kakrine si nihce verjetno ni
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5. Perception of comics as a work of art and consequent-
ly their more frequent appearance in museums and galler-
iesin Slovenia.

1. Stripburger

As early as the first year after independence, comics enthusiasts
started something which has since grown into a legend no
one probably even dared dream of. In 1992 the first volume
of the world famous magazine Stripburger was published. In
1994 it defined proper guidelines and clearly demonstrated
its central focus; these are no longer strictly socio-critical and
satirical comics, but predominantly experimental comics ex-
ploring their dimensions within the fundamental idea (Sitar,
2011: 19). However, Stripburger has for a long time been more
than a magazine. It is a movement that strives for international
cooperation. It also publishes foreign authorial works and
forms connections with foreign countries. Its voice is heard
across Europe as well other continents; since the independ-
ence of Slovenia it has been at the forefront of the Slovene
comics market. It is a kind of mainstream alternative, which
excellently and with incredible drive presents Slovenian comics
to the world.
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Slovenija je bila ves cas gospodarsko uspesnejsa od jugoslovanskega povpredja, a se ji je v zacetku devetdesetih poznala izguba trzis¢a nekdanje Sirse domovine.
Pretok blaga (tudi stripovskih revij) med drzavami nekdanje Jugoslavije je bil za nekaj let prekinjen. V ta stripovski vakuum je leta 1992 vstopila revija Stripburger.

Graph showing the gross domestic product of SFRY

Graph showing the gross domestic product of Slovenia

Slovenia was consistently more successful economically than the Yugoslav average, however the loss of the market of the larger former homeland in the beginning
of the nineties was evident. The flow of goods (including comics magazines) between the former Yugoslav countries was interrupted for a few years. In 1992, the

magazine Stripburger entered into this comics vacuum.

niti upal zeleti. Leta 1992 je iz3la prva Stevilka svetovno znane
revije Stripburger. Leta 1994 je postavil prave smernice in jasno
razodel, kaj Zeli v svoji sredici objavljati. To niso vec strogo druz-
beno-kriti¢ni in satiri¢ni stripi, ampak predvsem eksperimentalni
strip, ki naj raziskuje svoje razseznosti znotraj temeljne ideje
(Sitar, 2011: 19). Stripburger pa ze dolgo Casa ni zgolj revija. Je
gibanje, ki se zavzema za mednarodno sodelovanje. Objavlja
tudi tuje avtorske izdelke in se povezuje s tujino. Njegov glas
seze po vsej Evropi in tudi na ostale kontinente in je od osamo-
svojitve do danes postal vodilo slovenskega stripovskega trga.
Je nekaksen mainstream alternative, ki slovenski strip vec kot
odli¢no in z neverjetnim zagonom predstavlja svetu.

2. Ponatisi

Za bolj nagnjene k tradiciji, se je nasel ¢lovek s poizkusom nada-
lievanja mogo¢nega mainstreama, ki je z letom 1989 (ko je iz3la
zadnja $t. Zabavnika, nadomestila za Zvitorepca) poniknil v ne-
azurnost. To se je zgodilo precej kasneje, leta 2006 z revijo Strip
Bumerang (Sitar 2011: 22). Ta je ali zamudila val navdusenja ali
pa se je preprosto vsesplo$no zanimanje za mainstreamovske
stripe poleglo oziroma preobrnilo v drug format. V teh casih se
je namrec tudi pri nas zacel razvijati graficni roman. Na police
knjigarn je sedlo mnogo prevodov, ¢edalje vec pa se pojavlja
tudi izdelkov domacih avtorjev, ki so bolj kot nad kontinuiteto
navdudeni nad strnjeno obliko. Kljub temu da Strip Bumerang
ni dosegel (verjetno pricakovanega, Ce ne pa vsaj Zelenega) Ste-
vila bralcev, pa je vendarle do neke mere dosegel duh ¢asa, ko
je bil tradicionalni strip prva in edina Zelja za branje predvsem
med mladino.

Bolje se je iz8lo za avtorje, ki so se usmerili na mlajse bralce -
otroke. Marjan Mancek je denimo tako pred kot po osamosvojitvi
risal predvsem zanje, glede na odziv in kontinuiteto objavljanja
pa je moc reci, da je po letu 1991 prej povecal, kot pa zmanjsal
delez priljubljenosti.

3. Edukativni stripi

Nekaj povsem novega pa je povpre¢nemu bralcu stripa nekoli-
kanj manj znan pristop do te umetnosti. To je ustvarjanje stripa
v edukativni namen.

Najvedji pobudnik taksne vrste stripa je v Sloveniji Ciril
Horjak, ki si je s tovrstnim udejstvovanjem priboril unikaten
prostor v svetu slovenskega stripa. Misija je jasna — ljudem pri-
blizati u¢no snov prek stripa z izobrazevalno vsebino. Ti stripi
verjetno ne bodo nikoli dobavljivi v trafikah ali knjigarnah, saj
so stripi, ki so namenjeni izklju¢no uceci publiki in se osredo-
tocajo na specificna podro¢ja, ki jih ta publika zahteva. Gre
predvsem za ljudi, ki so ob svojem delu primorani udelezbe
doizobrazevanj. Ce jim pri tem predo¢is strip, bo moznost, da
izobrazevanja ne bodo ve¢ le nujno zlo, ampak zabaven dodatek

2. Reprints

For those more inclined towards tradition there was an attempt
to continue the mighty mainstream, which had fallen behind
the times in 1989 (the year the last issue of Zabavnik, the re-
placement for Zvitorepec, was published). This happened much
later, in 2006, with the magazine Strip Bumerang (Sitar 2011: 22).
It had either missed the wave of excitement, or the general in-
terest in mainstream comics had simply died down or turned
into another form. These were the times when the graphic novel
began to develop in our region as well. Many translations ap-
peared on bookshop shelves, however an increasing number of
works by domestic authors, who were more enthusiastic about
compact form than continuity, also began to appear. Despite
Strip Bumerang not reaching the expected (or at least desired)
number of readers, it nevertheless to some extent tapped into
the zeitgeist of the period, when the traditional comic was the
first and only choice on the reading lists of young readers in
particular.

Things turned out better for authors who focused on younger
readers. Marjan Mancek, for example, both before and after the
independence of Slovenia drew works intended primarily for
children, and considering the response and longevity of pub-
lication it can be said that his popularity increased after 1991,
rather than decreased.

3. Educational Comics

However, one approach to this art form is somewhat less known
to the average reader of comics. That is the creation of comics
for educational purposes.

The biggest initiator of this type of comics in Slovenia is Ciril
Horjak, who has won a unique place in the world of Slovene
comics with this type of work. The mission is clear - to bring the
subject matter closer to the people through the use of comics
with educational content. These comics will probably never
be available at newsstands or in bookshops, because they are
designed exclusively for the learning audience and focus on
specific fields. The audience are mostly people who are obliged
to attend courses in addition to their work. If you present them
with a comic in such a course, the potential for it to no longer
be viewed as a necessary evil, but a fun addition to work, dras-
tically increases. So far, this approach has proven to be more
than successful. Ciril Horjak regularly keeps up with the feed-
back from participants of such courses and constantly receives
commissions for new comics.

4, Stripgenerator

With the computer, which many artists soon started using as
a drawing tool, came the World Wide Web. Ziga Aljaz em-
ployed a unique approach to tackle the Internet. He created
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Ciril Horjak, Kuhna, izobraZevalni strip za potrebe podjetja Slorest, 2009

Ciril Horjak, Kuhna, educational comic for the needs of the company Slorest, 2009
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Strip, ustvarjen na spletni strani Stripgenerator*

Comic created on the Stripgenerator* website

k delu, drasti¢no povecana. Do tega trenutka se je ta pristop
izkazal za ve¢ kot uspesnega. Ciril Horjak redno sledi povratnim
informacijam udelezencev izobraZevanj in redno dobiva narocila
za nove stripe.

4, Stripgenerator

Z racunalnikom, ki so ga mnogi risarji kmalu zaceli uporabljati
za risarski pripomocek, je prisel tudi svetovni splet. Z iziemnim
pristopom se je interneta lotil Ziga Aljaz. Ustvaril je Stripgenerator.
To je spletna stran, kjer lahko vsak posameznik s pomo¢jo stri-
povske zgodbe ustvarja stripe, deli mnenja ali pa sprosca svoj
humor. Ze samo vstop na prvo uvodno stran ti poda jasno sliko,
da kljub nekaterim vnaprej izrisanim elementom, ustvarjalnost
posameznega uporabnika ni prav ni¢ omejena. Od leta 2004
do danes ima Stripgenerator ze vec¢ kot 150.000 registriranih
uporabnikov (Ziga Aljaz, n.d.).

Na podoben nacin se lahko privrZenci Diareje igrajo z razli¢nimi
liki tega kultnega pasi¢nega stripa, ki je postal jedro neodvisnega
tednika Mladine.

Svetovni splet pa izrabljajo risarji stripa tudi v druge namene.
Skorajda ni ¢asnika v Sloveniji, ki ne bi vseboval pasi¢nega stri-
pa. Avtor pasi¢nega stripa Vecerko v mariborskem ¢asniku Vecer,
Ciril Horjak, na internetu objavlja postopek nastajanja takega
stripa, da bi bralcu priblizal $e pogled v notranje dogajanje in s
tem deli ne samo izdelek pac pa tudi svoje delo v samem procesu.

5. Strip kot umetnost

Zadnja ugotovitev se nanasa na pojmovanje stripa kot likovne
umetnosti. Se posebej v zadnjih letih se je pojav stripa kot ga-
lerijskega eksponata v Sloveniji opazno razsirila. Spomin nama
seze najprej v leto 2004, ko je bila zgoraj omenjena Diareja vzeta
iz revije in postavljena na stene Bezigrajske galerije. Njen avtor
Tomaz Lavri¢ je dobil svoje mesto leta 2010 v Moderni galeriji z
retrospektivno razstavo svojih stripov. Leta 2011 pa sta so¢asno
potekali otvoritvi samostojne razstave Marjana Mancka v Tru-
barjevi hisi literature in za ovinkom, v Mestni galeriji Ljubljana,
velike razstave Risba v stripu na Slovenskem. ObseZna razstava je
pokazala natan¢no zgodovino in razvoj slovenskega stripa, ob
njej pa je izsel tudi zajeten katalog. Omenjene razstave so le
izbor tistih bolj odmevnih in najkasnejsih in 3e te so omejene
zgolj na prestolnico Slovenije, Ljubljano. So pa nedvomno do-
volj velik pokazatelj, da se je po osamosvojitvi tudi v smeri ce-
njenja umetnikov, ki ustvarjajo stripe na naSem ozemlju, storil
pozitiven preobrat.

Leto 1991 je bilo torej za Slovenijo in njene drzavljane prelo-
mno. To je vplivalo na delovanje kulture, v katero se vklapljajo

Stripgenerator. Stripgenerator is a website where visitors can
create comics with the help of a comics story, share opinions or
simply joke around. Entrance onto the main page alone makes it
clear that despite some pre-drawn elements, the creativity of the
individual is not limited in any way. Since 2004 Stripgenerator has
attracted more than 150,000 registered users (Ziga Aljaz, n.d.).

Similarly, fans of Diareja (Diarrhoea) can play around with differ-
ent characters from this cult comic strip, which has become the
heart of the independent weekly Mladina.

The World Wide Web is, however, used by comics artists for
other purposes as well. There is hardly a newspaper in Slovenia
which does not contain a comic strip. Ciril Horjak, author of the
comic strip Vecerko which runs in the Maribor newspaper Vecer,
publishes the process of creating such a comic on the Internet
in order to give the reader an insight into the inner workings of
its creation, and so shares with the public not only his product
but his work in the production process itself.

5. Comics as art

The finding just mentioned relates to the perception of comics
as a fine art. Especially in recent years the phenomenon of
comics as gallery exhibits has noticeably spread in Slovenia.
Our memory first takes us back to 2004, when the abovemen-
tioned Diareja was taken out of the magazine and placed upon
the walls of the BeZigrad Gallery. Its author Tomaz Lavric¢ gained
his place in the Museum of Modern Art in 2010 with a retrospec-
tive exhibition of his comics. Further, 2011 saw the simultaneous
opening of Marjan Mancek’s independent exhibition at the
Trubar Literature House, and the large exhibition Risba v stripu
na Slovenskem (Drawing in Slovene Comics) around the corner
from it in the Ljubljana City Art Gallery. The extensive exhibi-
tion presented the comprehensive history and development of
Slovene comics and a comprehensive catalogue was published
alongside it. The exhibitions mentioned are merely a selection
of the more high-profile and recent exhibitions, and even these
are limited only to the capital of Slovenia, Ljubljana. However,
they are undoubtedly a sufficient indicator that after independ-
ence a positive change had also taken place with respect to the
appreciation of local comics artists.

The year 1991 was thus a turning point for Slovenia and its
citizens. It influenced the workings of a culture in which comics
were playing an increasingly important role. We can see that a
major shift occurred in this branch of art, mostly in regards to the
representation of the mainstream and alternative scenes. Any
attempt to revive the mainstream was overshadowed by an in-
creasingly strong alternative current, which was established and



PRODUKCIJA IN DISTRIBUCIJA STRIPA V TRZNI EKONOMIJI ZDA TRZISCE (1990) - 250 MIO

DISTRUBUTOR 1

TISKARNA 2

urednik

ZALOZBA 3

scenarist  risar (svincnik)  risar (tus)
kolorist  vpisovalec besedila

PRODAJALEC 3

tekoci trak

Industrijska produkcija stripa v razvitem kapitalizmu. Podjetja so v zasebni lasti. Produkcijo doloca trziSce.

Model industrijske stripovske produkcije na tipicnem (ameriskem) kapitalisticnem trziscu. Pri izdelavi stripa sodeluje vec ljudi, njihove naloge so sistematizirane. Zalozba
na trzis¢u poisce najbolj ugodna podjetja za tisk, distribucijo in prodajo stripa.

Model of industrial comic strip production in a typical (American) capitalist market. Several people cooperate in the production of a comic; their tasks are systematized.
The publisher seeks out the most favourable businesses in the market for printing, distribution and sale of the comic.

PRODUCTION AND DISTRIBUTION OF COMICS IN THE AMERICAN MARKET ECONOMY — MARKET (1990) - 250 MIL
From left to right: publisher 1/2/3 (editor; writer; penciller (pencil); inker (ink); colourist; letterer; assembly line); printing house 1/2/3; distributor 1/2/3; seller 1/2/3
Industrial production of comics in developed capitalism. Companies are privately owned. The market determines the production.

PRODUKCIJA IN DISTRIBUCIJA STRIPA V SAMOUPRAVNI EKONOMUJI JUGOSLAVUIJE TRZISCE (1990) - 24 MIO
KOMUNISTICNA PARTIJA

urednik

ZALOZBA TISKARNA DISTRUBUTOR PRODAJALEC

avtor stripov

Obrtniska produkcija stripa v socializmu. Podjetja so v druzbeni lasti. Produkcijo nadzira partija, sofinancira jo drzavni proracun.
Tipi¢no ima avtor stalno zaposlitev.

PRODUCTION AND DISTRIBUTION OF COMICS IN THE SELF-GOVERNING YUGOSLAV ECONOMY — MARKET (1990) - 24 MIL
The communist party / From left to right: publisher (editor; comics author); printing house; distributor; seller — The artisan production of comics in socialism.
Companies are publicly owned. The party oversees the production; it is co-financed by the state budget. Typically the author is permanently employed.

tudi stripi. V tej veji umetnosti lahko ugotavljamo, da se je zgodil

velik preobrat predvsem pri zastopanju mainstreama in alterna-
tive. Vsak poskus ponovne oZivitve mainstreama je bil zasencen

s Cedalje mocnejsim alternativnim tokom, ki ga je vzpostavil in

ga Se danes vodi Stripburger. Nov pristop so edukativni stripi, ki

se ne morejo umescati ne v eno ne v drugo kategorijo, saj so

namenjeni izbrani publiki in pri njej izpri¢ano uspesni. Slovenija

je Sla v korak s ¢asom in tudi na spletu postavila slovenskim

stripom prav posebno in priljubljeno mesto. Vse te ugotovitve

pa so pripomogle k temu, da je strip z velikim prstom opozoril

nase in vrata so mu odprle tudi eminentne slovenske galerije.
Veliko spremembo v prepoznavanju stripa kot medija prinasa se

dejstvo, da stripe izdaja Znanstveno raziskovalni center Sloven-
ske akademije znanosti in umetnosti. Kaj takega si v Jugoslaviji

ni bilo mogoce predstavljati.

Modeli stripovske produkcije

Randy Duncan in Matthew J. Smith v knjigi (Duncan and Smith,
2009: 88), ki je pisana kot u¢benik za ameriske dodiplomske
Studije, katerih del je Studij stripa, delita stripovsko produkcijo
na dva tipa: industrijsko in obrtnisko. Pri prvem je delo razde-
lieno med vec sodelavcev, kar pomeni, da so v produkciji stripa
zaposleni razli¢ni strokovnjaki, ki pokrivajo svoje podro¢je. V
najozjem smislu so to scenarist, risar, kolorist in vpisovalec
besedila, kjer njihovo delo nadzira urednik. Govorimo lahko o
tekoc¢em traku (assembly line).

Drugi nacin, torej obrtniski, je delo enega samega avtorja
(artisan process) (Duncan and Smith, 2009: 88). Slovenski strip
je v obdobju jugoslovanske industrializacije imel visoke naklade,
znadilne za to obdobje, nacin ustvarjanja stripa pa je ostal izrazito
obrtniski in v rokah posameznika. Nad delovnim procesom so
vsaj posredno bdele institucije socialisticne republike.

Tako kot ameriski Yellow Kid, je tudi na podro¢ju danasnje Slove-
nije nastanek stripa izrazito povezan z industrijsko revolucijo.
Yellow Kid je bil formiran leta 1895 — v ¢asu prvega mnozi¢nega

preseljevanja v ZDA in bil namenjen prav priseljencem. Slovenija

je leta 1952 dobila Zvitorepca, ki je dobro izkoristil takratno trzisce,
na stezaj odprto s koncem 2. svetovne vojne. Po 2. svetovni vojni

se je strip razsiril tudi v marsikateri drugi drzavi in celo celini!

Zgodba o Sirjenju stripa je torej del zgodbe o industrijski revolu-
ciji, ki se je zacela leta 1712, ko je Skot Thomas Newcomen izumil

prvi parni stroj (Allen, 2009: 156).

Zakljucek

Za uvod v najino razpravo sva uporabila citat prejemnika No-
belove nagrade za leto 2009 na podrocju ekonomije. Oliver
E. Williamson je v svoji raziskavi, za katero je dobil prestizno

is until this day led by Stripburger. A new approach is educational
comics, which cannot be placed into either category, because
they are intended for select audiences and are undoubtedly suc-
cessful with them. Slovenia has kept pace with the times and has
even created a very special and very popular place for Slovenian
comics on the Internet. All these findings have helped comics
call attention to themselves, causing even eminent Slovenian
galleries to open their doors to them. A significant change in
the recognition of comics as a medium was also brought about
by the fact that comics are published by the Scientific Research
Centre of the Slovenian Academy of Sciences and Arts, some-
thing which was unimaginable in former Yugoslavia.

The models of comic strip production

Randy Duncan and Matthew J. Smith in their book (Duncan and
Smith, 2009: 88) written as a textbook for American undergrad-
uate studies (a part of which is the study of comics) divide the
production of comics into two types: industrial and artisan. In
industrial comic strip production, the work is divided between
several collaborators, which means that various experts in
various fields are employed in the production. In the narrowest
sense these are the writer, illustrator, colourist and letterer, with
the editor supervising their work. We can speak here of an
assembly line.

The second method is the work of a single author — it is an artisan
process (Duncan and Smith, 2009: 88). In the period of Yugoslav
industrialisation, Slovene comics had large circulations typical
of this period, however the method of comic strip production
remained distinctly artisan and in the hands of the individual.
The work process was at least indirectly under the watchful eye
of the institutions of the socialist republic.

Just as with the American strip The Yellow Kid, the creation of
comics in present-day Slovenia is also distinctly connected to
the industrial revolution. The Yellow Kid was formed in 1895 —
in the period of the first mass migration to the USA and was
intended specifically for immigrants. In 1952 Slovenia received
Zvitorepec. It took advantage of the market at the time, which
had been opened wide following the end of the Second World
War. After the war, comics also spread to many other countries
and even continents. The story of the proliferation of comics is
therefore a part of the story of the Industrial Revolution, which
began in 1712 when Scotsman Thomas Newcomen invented
the first steam engine (Allen, 2009: 156).

Conclusion

As an introduction to our discussion we inserted a quote by
the 2009 Nobel Prize recipient in economics. In his research for



PRODUKCIJA IN DISTRIBUCIJA STRIPA V MLADI TRZNI EKONOMIJI REPUBLIKE SLOVENIJE TRZISCE (1990) - 2 MIO

TISKARNA 1

ZALOZBA

urednik

avtor stripov

DISTRUBUTOR

MONOPOLIST PRODAJALEC 1

Obrtniska produkcija stripa v zgodnjem slovenskem kapitalizmu. Podjetja so v me3ani lasti ali povsem zasebni lasti.
Avtor nima stalne zaposlitve, ponavadi strip v celoti ustvarja sam, kadar ima sodelavce je to ponavadi le scenarist.

PRODUCTION AND DISTRIBUTION OF COMICS IN THE YOUNG MARKET ECONOMY OF THE REPUBLIC OF SLOVENIA — MARKET (1990) - 2 MIL

From left to right: publisher (editor; comics author); printing house 1/2/3; monopolist distributor; seller 1/2

The artisan production of comics in early Slovenian capitalism. Companies are in joint venture or entirely privately owned. The authors are not permanently
employed, they usually create the comic entirely on their own, and if they do have co-workers, a writer is usually the only one.

IRRIAREL N

Ce se v poslu obe strani ne strinjata, si bosta pa¢ nasli nove poslovne partnerje.
Ce je trg dovolj velik, seveda.

If both parties in a transaction disagree, they will simply find new business part-
ners — if the market is large enough, of course.

=
-
-
-
-
-
-
-
=

B rpnnnnni

Ce pa je trg premajhen in je vsaka stran preve¢ odvisna od druge, je boljse, da se
zdruzita pod streho enega podjetja.

If, however, the market is too small and both parties are too dependent on each
other, it is better for them to merge under the roof of one company.

nagrado, ugotavljal razlike poslovanja na trgu, kjer je primerljivih

vevy

ponudnikov veliko — na velikem trziscu, s tistim, kjer moznost
izbire ni tako obsezna — majhnem trzis¢u.

V svoji raziskavi ugotavlja, da trgi in podjetja spore reSujejo
zelo preprosto. Ce z enim od partnerjem nismo zadovoljni, ga
bomo zamenjali. A to lahko storimo le tam, kjer imamo dovolj
moznosti. Ce pa na trgu ni veliko ponudnikov, pri tem nastane
tezava. Williamson pravi, da je v takem primeru najbolje, da se
dve strani, ki druga brez druge ne moreta poslovati, zdruzita v
enakovredna partnerja (Stojan, 2009: 6-7).

V produkciji stripa ima Slovenija majhno trzisce. Ali morda tu tici
razlog, da se nikoli ni zares razvila industrijska oblika izdelova-
nja stripov? Kaj pa ¢e imamo moZnosti za vzpostavitev velikega
trzis¢a in je razlog v tem, da v Sloveniji ostaja zelo pomembna
vloga vlade pri financiranju kulturne produkcije in s tem tudi
stripovske kulture? Kot v SFRJ tudi v Sloveniji torej drzava prek
komisij za dodelovanje sredstev ohranja nadzor nad proizvo-
dnjo. Kaj pa Ce se brez tega nadzora strip v Sloveniji sploh ne
bi razvil in ne bi imeli niti obrtniSke oblike? V kolik$ni meri je
slovenski strip odvisen od politi¢cne ureditve drzave? Bi ga imeli
v isti obliki, e se Slovenija ne bi osamosvojila? Je imela sociali-
sti¢na Jugoslavija ve¢jo moznost za odprtje industrijske oblike®?

Racunava na pogum vseh, ki nas preucevanje stripovskega
fenomena vznemirja. Verjameva, da si je mo¢ z redefinicijo
vprasanj priznati, da strip ni le kulturni fenomen, ampak je tesno
povezan vsaj e s politiko in ekonomijo.

1 Miki Muster pravi, da je povsem verjetno, da so table z narocenimi stripi
prisle v Slovenijo, a so obstale v urednikovem predalu (vir: zasebni pogovor z
Mikijem Mustrom).

2 Vir: zasebni pogovor s Kostjo Gatnikom.

3 Njegove stripe je mogoce opaziti med transparenti, ki jih nosijo ljudje na
protestih.

4 stripgenerator.com

5 Sodelovanje jugoslovanskih stripovskih avtorjev v industrijskih procesih
stripovske produkcije je bilo zelo redko, vezano na sodelovanje s tujimi zaloz-
bami ali na izdajanje licen¢nih stripov v Jugoslaviji, primer Tarzan Branislava
Kerca.
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which he received the prestigious award, Oliver E. Williamson
studied the differences in market transactions between a large
market with many comparable providers and a small market
with fewer choices.

In his research he concludes that markets and businesses
solve disputes in a very simple manner. If we are not satisfied
with one of our partners, we replace it, but we can only do so
if we have enough options. However, if there are few providers
in the market, a problem occurs. Williamson states that in this
case it is best for the two sides, neither of which can oper-
ate without the other, to merge and become equal partners.
(Stojan, 2009: 6-7).

Slovenia has a small comics production market. Maybe that is
the reason why the industrial model of comic strip production
never truly developed. But what if we do have the potential to
establish a large market and the real reason lies in the fact that
in Slovenia the government continues to play a very important
part in the financing of cultural productions, and therefore
comics culture? Thus in Slovenia, as was the case in SFRY, the
state maintains control over the production through committees
for the allocation of resources. But what if without this super-
vision comics in Slovenia had never even developed and we
now would not even have the artisan form? To what extent are
Slovene comics dependent on the country’s political system?
Would Slovene comics today exist in the same form if Slovenia
had never gained independence? Did socialist Yugoslavia have
a greater potential for the development of the industrial form?°

We are counting on the courage of all who are excited by
the study of the comics phenomenon. We believe that by rede-
fining the questions one can acknowledge that comics are not
only a cultural phenomenon, but are also closely connected at
least to politics and economics.

1 Miki Muster says it is perfectly likely that the storyboards with the comics
ordered did arrive in Slovenia, but ended up in the editor’s drawer (source:
private conversation with Miki Muster).

2 Source: private conversation with Kostja Gatnik.
3 His comics can be spotted among banners carried by protesters.
4 stripgenerator.com

5 Theinvolvement of Yugoslav comic authors in the industrial processes of
comics production was very rare, tied to the cooperation with foreign publish-
ers or to the publishing of licensed comics in Yugoslavia, for example Tarzan
by Branislav Kerc.
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Dobro pognojena zemlja

Poskus orisa najpomembnejsih
trendov v objavljanju prevedenih
stripov v Socialisti¢ni federativni
republiki Jugoslaviji

Jakob Klemenci¢

Nobenega dvoma ni, da lastnosti zemlje vplivajo na lastnosti
sadezev, ki zrastejo iz nje. To velja tudi o stripovski kulturi — vsaj
do casa pred zmagovitim pohodom interneta (pred desetletjem
in $e malo), ki je vsakovrstne vizualne informacije napravil in-
stantno dostopne, razsiril polje pojmovanja stripovskega izraza
(tudi s povecanimi moznostmi bralceve interakcije) in je daljinsko
nakupovanje papirnatih publikacij od kjerkoli na planetu postalo
prava malenkost. Pred obdobjem klikanja pa je bilo obdobje, ko
je bil temeljni obred stripovskega konzumenta obhod kioskov
in drugih prodajnih mest periodi¢nega tiska. V svojem besedilu
Zelim skicirati glavne trende v objavljanu uvoZenih, t.j. preve-
denih stripov (predvsem v obdobju od konca druge svetovne
vojne do zacetka vojn na obmodju bivse socialisticne Jugosla-
vije), in orisati specifike, ki bi lahko vplivale na razvoj lokalne
stripovske kulture.

Pojem lokalen tu ni ¢isto enoznacen. Ceprav se bom pretezno
posvetil stanju v Sloveniji, je treba vedeti, da je bil tisk v srbskem
in hrvaskem jeziku (ki smo ju takrat skupaj imenovali kot en,
LSrbohrvaski” jezik), vsaj tisti s kolickaj resno naklado, naprodaj
po vsej Jugoslaviji, pri cemer je bil prav pri stripovskih publika-
cijah delez obeh omenjenih najvedjih jezikov 3e posebej mocan.

Tako je bilo Ze v ¢asu pred drugo svetovno vojno, ko je bilo, po
Dragincicu in Zupanu, objavljenih okrog 15.000 strani stripa v

Well Fertilised Soil

An attempt at outlining the most
important trends in the publishing
of translated comics in the Socialist
Federal Republic of Yugoslavia

Jakob Klemenci¢

There is no doubt that the characteristics of the soil affect the
characteristics of the fruits it bears. This is also true of comics
culture — at least it was until the triumphant march of the
Internet (a decade and a bit ago), which made all sorts of visual
information instantly accessible, expanded the borders of our
understanding of the comics expression (also with increased
options for reader interaction) and made the remote purchase
of paper publications from anywhere in the world a piece of
cake. Before the time of the Internet, which brought the world
to our doorsteps at the click of a button, the standard ritual of
comics consumers was to ‘do the rounds’ of newsstands and
other periodic print resellers. In this essay | want to outline the
main trends in the publishing of imported, that is, translated
comics (particularly in the period between the end of the Second
World War and the beginning of the wars in the former socialist
Yugoslavia region) and give a summary of the specifics that could
have influenced the development of the local comics culture.

The term local is not entirely unambiguous here. Although | will
focus mostly on the situation in Slovenia, it is important to note
that Serbian and Croatian (at the time known together as one:
Serbo-Croatian language) printed material with at least a some-
what substantial circulation was available all across Yugoslavia.
Both of these most commonly spoken languages had a particu-
larly large share of comics publications.

okoli 20 publikacijah, od tega tretjina del domacih avtorjev. Od
uvozenih stripov je poleg Disneya treba omeniti vsaj Raymon-
dovega Agenta X-9, ki je debitiral I. 1935 v beograjskem casopisu
Politika. V Sloveniji je bil v tem ¢asu od prevedenih avtorjev
najpopularnejsi G.Th. Rotman s slikani¢nimi pripovedmi (niz
uokvirjenih slicic z besedilom pod vsako). Med drugo svetovno
vojno, ko so si Jugoslavijo razdelili okupatoriji, je strip Se vedno
Zivel, omejen na lokalne centre, po vojni pa je nekaj ¢asa veljal
za nezazelen produkt kapitalisticnega Zahoda.

Kot sem namignil Ze v prvem odstavku, je bila stripovska kultura

v Socialisti¢ni federativni republiki Jugoslaviji izrazito stvar peri-
odi¢nih publikacij. Strip je v knjizni obliki nastopal le sporadi¢no

in Sele v drugi polovici osemdesetih se je pojavilo nekaj knjiznih

izdaj, ki so se po obliki in opremi jasno navezovale na takrat za

Evropo Se vedno najtipi¢nejso knjizno stripovsko formo, tradi-
cionalni francosko-belgijski album formata A4 (ali tam nekje)

Z 48 stranmi, po moznosti trdo vezanega in v barvah. Ostale

stripovsko-knjizne publikacije s prevedenim materialom so bile

ne samo redke, ampak tudi vsebinsko in/ali formalno netipicne:

taksne so bile npr. prevedene pouc¢ne knjige Fernanda Fer-
nandeza o ustroju in delovanju ¢loveSkega telesa in ko je leta

1980 zacel izhajati kompleten Fosterjev opus Princa Valianta, je

bilo to v mehkovezanih knjigah velikega formata (33,5 x 23,7 cm)

na supergladkem brezlesnem papirju.

Osnovna nosilca stripovske kulture sta bila torej stripovska revi-
jain stripovski zveZc€ic. Revije so, vsaj spocetka, stripovski mate-
rial praviloma kombinirale z ilustriranimi besedili (pustolovske
in zabavne zgodbe, pa tudi pouc¢na besedila) na podoben nacin
kot npr. britanski Look and Learn. Klasi¢ni predstavnik takega
tipa revije je Politikin Zabavnik; revija s tem imenom je izhajala
Ze v letih 1939-41 in bila znova oZivljena (z novo numeracijo)
leta 1952. Med letoma 1973 in 1989 je izhajala tudi v slovenscini.
V obliki, ki se je ustalila leta 1968, je imela poleg enostranskih
barvnih humoristi¢nih stripov Se 24-stransko sredico (¢rnobelo,
prvotno z enim dodanim barvnim tonom), v kateri so pomemb-
no vliogo (e vedno) imeli ameriski sindikalizirani stripi, poleg
njih pa — ob le sporadi¢ni prisotnosti domacih avtorjev — vse
takrat pomembnejSe stripovske produkcije: britanska, itali-
janska, francosko-belgijska in celo $panska (npr. Jekleni gusar
— Corsdrio de hierro) kar je glede na ne najboljSe odnose med dr-
Zavama v tem casu, $e vedno pod pec¢atom Francovega rezima,
pravzaprav presenetljivo. Britansko produkcijo je seveda zasto-
pal material, ki ga je licenciral IPC/Fleetway; poleg stripov je
ta hisa priskrbela tudi veliko pou¢nega materiala, tiskanega na
barvnih straneh (drugivirtovrstnega gradiva, zlasti dvostranskih
spreadov z resni¢no zgodbo v 6-8 barvnih ilustracijah s kosi
besedila pod njimi — formo so za pripovedi z jugoslovansko

Such was already the case in the time before the Second World

War when, following Dragici¢ and Zupan, around 15,000 pages

of comics were published in about 20 publications; a third of
these were works by domestic authors. Among imported comics,
besides Disney it is important to mention at least Raymond’s

Agent X-9, which made its debut in 1935 in the Belgrade news-
paper Politika. In Slovenia the most popular translated author at
the time was G. Th. Rotman with his picture stories (a series of
framed drawings with text underneath each one). During the

Second World War when Yugoslavia was divided among its

occupying forces, comics carried on, albeit restricted to local

centres. After the war, however, they were for a time considered

an unwanted product of the capitalist West.

As implied in the first paragraph, comics culture in the Socialist
Federal Republic of Yugoslavia was distinctly a culture of periodic
publications. Comics in book form appeared only sporadically
and it took until the latter half of the eighties for some book
editions to appear, clearly linked in both form and content to
the most typical comic book form for Europe at the time , the
traditional Franco-Belgian album (approx. A-4 size with 48 pages,
if possible hard-cover and printed in colour). Other comic book
publications containing translated material were not only rare
but also unusual in both content and/or form. Such were, for
example, the translated educational books by Fernando Fern-
andez about the structure and function of the human body,
and Foster’s complete opus of Prince Valiant, which began
publication in 1980 in the form of large-format (33,5 x 23,7 cm)
paperback books printed on super-smooth wood-free paper.

The basic media of the comics culture were therefore the comics
magazine and the comics booklet. At least in the beginning,
magazines as a rule combined comics with illustrated texts
(adventure and humour tales, also educational texts) in a manner
similar to the British Look and Learn. A classic representative of
this type of magazine is Politikin Zabavnik; a magazine was al-
ready issued under the same name between 1939 and 1941 and
was revived (with new numeration) in 1952. Between 1973 and
1989 it was also published in the Slovenian language. In 1968 it
settled on a form consisting of the one-page humour comics
in colour along with an additional 24-page comic at its centre
(black-and-white, originally with one added colour tone). In it,
American syndicated comics continued to play an important
role, and also — alongside a sporadic presence of domestic au-
thors — all the more important comics productions of the time:
British, Italian, Franco-Belgian and even Spanish (for example
Jekleni gusar, Corsdrio de hierro), which was actually surprising
considering the rather bad relations then between the coun-
tries still under Franco's regime. The British production was of



tematiko prevzeli tudi domaci ilustratorji — je bil nizozemski
Oberon. Od kvalitetnejsih stripov italijanske produkcije, objavljene
v Politikinem Zabavniku, gre omeniti predvsem Prattovega Corta
Malteseja, pa stripe Dina Battaglie in Jacovittijevega Cocco Billa.

Druga pomembna revija s kombinacijo stripa in ilustriranih
besedil je bil Plavi Vjesnik (1954 — 1973), ki je izhajal v Zagrebu,
njegov nosilni strip pa je bil precej ¢asa britanski Dan Dare.

Najizrazitejsa oblika stripovske publikacije, ki je jugoslovan-
skemu bralstvu prinasala kvaliteten tuj strip, pa so bile revije
podobnega formata, torej spet priblizno A4, katerih strani so
v celoti zavzemali stripi; vrstile so se zgodbe v nadaljevanjih,
daljse in krajse kompletne epizode ter enostranski humoristic¢ni
strip, slednje véasih tudi kot zaporedje nekaj dnevnih pasic. Ce
je bilo kaj pisanega besedila, se je to neposredno nanasalo na
strip: $lo je za intervjuje z avtorji, recenzije in tudi bolj poglo-
bljene eseje, lahko pa tudi za pisma bralcev in male oglase.
Revije so bil tiskane v ¢rnobeli tehniki, ceprav jih je nekaj zacelo
svojo pot v Stiribarvnem tisku. Ta se je po pravilu izkazal za pre-
zahteven zalogaj in revija je presla na ¢rnobeli tisk, kar je poleg
ocem blagodejnejse reprodukcije imelo $e dodatno vrednost:
precej uveljavljeno je mnenje, da je ¢rnobeli tisk avtorjem, ki
so se ob njem oblikovali, pod koZo vsadil obcutek za ucinkovit
¢rnobel kontrast.

Za primer vzemimo Stripoteko, vsekakor centralno jugoslo-
vansko stripovsko publikacijo, ki tako kot Politikin Zabavnik
$e vedno izhaja (izdajatelj, novosadski Forum, se je medtem
preimenoval v Marketprint). Svojo pot je zacela leta 1969 kot
odvod stripovske revije Panorama. Naslovnica prve Stevilke je
najavljala Goscinnyjev in Uderzov strip Oumpah-Pah in tudi sicer
je v reviji na zacetku prednjacil francosko-belgijski humoristi¢ni
strip prvega kakovostnega razreda (Lucky Luke in Asterix). V
nadaljevanju se je med aktualno produkcijo — poleg franko-
belgijske tudi italijansko, Spansko in argentinsko — ter neka-
terimi klasi¢nimi stripovskimi serijami vzpostavilo ravnotezje;
ob boku Blueberryju (Charlier in Giraud), Bernardu Princeu in
Comanche (Greg in Hermann), Gastonu (Franquin), Brodolomcem
casa (Forest in Gillon), Valerianu (Christin in Mezieres), Cortu
Malteseju (Pratt), Mortu Cinderju (Oesterheld in A. Breccia) in
Torpedu (Abuli in Bernet) so stali Prince Valiant (Foster), Spirit
(Eisner), Steve Canyon (Caniff) in Rip Kirby (Raymond), ce se
omejim na najpomembnejse. Za nekaj disonance je skrbel le
Marvelov strip (Conan, Silver Surfer, Thor). Takoj ko je revija za
platnicami uvedla Se en barvni list, se je na teh straneh pojavil
Corben z Bloodstarom, ki sta mu kasneje sledila Svet mutantov
in Den. Pomembno je omeniti, da so bile francosko-belgijske
albumske epizode po pravilu objavljene v celoti v enem kosu.

course represented by material licensed under IPC/Fleetway.
Besides comics this publishing house also issued a lot of educa-
tional material printed in colour (the second source of this type
of material, especially two-page spreads featuring true stories
in the form of 6-8 colour illustrations with text underneath, was
the Dutch Oberon - the form was also adopted by domestic
illustrators for their tales containing Yugoslav themes). Among
the higher quality Italian comics published in Politikin Zabavnik,
Pratt’s Corto Maltese, as well as Dino Battaglia’s comics and
Jacovitti’s Cocco Bill are particularly noteworthy.

A second important magazine that combined comics and illus-
trated text was Plavi Vjesnik (1954 — 1973). Published in Zagreb,
its central comic was for quite some time the British Dan Dare.

The most distinct form of comic strip publication brought
quality foreign comics to Yugoslav readers: magazines of a
similar format, again approximately A4-size, whose pages were
entirely covered in comics. Stories in several instalments, longer
and shorter complete episodes, and one-page humour com-
ics, the last sometimes even as a series of several daily strips,
lined up on its pages. If there was any written text, it related
directly to comics: interviews with authors, reviews and in-depth
essays as well as readers’ letters and small ads. The magazines
were printed in black and white, though some had started out
in four-colour printing. This as a rule proved too difficult and
the magazines switched over to black-and-white printing. This
type of reproduction was more soothing to the eye, but also
had an added value: it is a rather established opinion that black-
and-white printing instilled in its authors a deep sense of how
to efficiently employ black-and-white contrast.

Let us take Stripoteka as an example. This publication funda-
mentally central to Yugoslav comics is still published today, as
is Politikin Zabavnik (although its publisher, Forum in Novi Sad
has since been renamed to Marketprint). It started its journey
in 1969 as a derivative of the comics magazine Panorama. The
cover of the first volume advertised Goscinny and Uderzo’s
comic strip Oumpah-Pah; otherwise it was also first-class Franco-
Belgian humour comics (Lucky Luke and Asterix) that led the
way in the beginning. Later on, a balance was struck between
the current production — besides Franco-Belgian also Italian,
Spanish and Argentinian — and some classic comics series:
alongside Blueberry (Charlier and Giraud), Bernard Prince and
Comanche (Greg and Hermann), Gaston (Franquin), Brodolomci
¢asa (Lost in Time, Forest and Gillon), Valerian (Christin and
Meziéres), Corto Maltese (Pratt), Mort Cinder (Oesterheld and
A. Breccia) and Torpedo (Abuli and Bernet) stood Prince Valiant
(Foster), Spirit (Eisner), Steve Canyon (Caniff) and Rip Kirby

V drugi polovici osemdesetih, v ¢asu inflacije in ekonomske
krize v pocasi razpadajoci socialisti¢ni Jugoslaviji, je Stripoteka
iz tedenskega izhajanja presla na mesecnega, pa ugasnila in
se spet pojavila malo pred dokonénim razpadom drzave. O
statusu, ki ga je revija imela, nekaj pove podatek, da je sredi
devetdesetih na Hrvaskem izslo pet Stevilk revije z enakim
imenom in celo grafi¢nim oblikovanjem logotipa (da o formatu
in konceptu niti ne govorimo), le podnaslov je bil spremenjen iz
JJugoslovanske” v ,hrvasko” strip revijo.

Edina slovenska revija, ki je bila v tem ¢asu v celoti posvecena
stripu, je bil tednik Zvitorepec (1966-1973), ki pa je stripe dosle-
dno objavljal v nekajstranskih nadaljevanjih (tako kot npr. no-
vosadska Panorama ali prva inkarnacija sarajevskega Strip Arta).
Tudi tukaj je bil izbor stripov dovolj reprezentativna mesanica
amerikega Casopisnega stripa, francosko-belgijske in angle-
ke produkcije — Jerry Spring, Bernard Prince, Asterix, Lucky Luke,
Tiffany Jones, Popeye itd. - , slovenskim bralcem pa se je bogve
zakaj najbolj priljubil Tullyjev in Blascov Steel Claw.

Poleg Stripoteke in omenjenih luksuznih izdaj Princa Valianta bi
od Forumovih izdaj veljalo omeniti vsaj Se Spunk (med letoma
1979 in 1983 je izslo 17 Stevilk), ki je objavljala stripe podobne-
ga profila kot Stripoteka, vendar je bila vecina revije dostojno
natisnjena v barvah, in Asteriksov Zabavnik s kompletnimi epiz-
odami Asterixa in Lucky Lukea, publikaciji, ki je bila namenjena
prodaji na kioskih in je izhajala v brosirani vezavi in (ne povsem
posreenem) barvnem tisku, ta pa je bil poskus priblizka klasic¢-
ni francosko-belgijski kulturi strip albumov.

Ce so se stripu posvecene revije, vsaj najbolj$e med njimi,
konceptualno - ¢e so Ze bile omejene pri tehni¢nih moznostih
- poleg britanskih zgledovale po francoskih in belgijskih (Spirou,
Pilote, Circus), ima druga pojavna oblika stripovske publikacije
korenine v sosedniji Italiji. Gre za zveZ¢ice formata 20 x 15 cm in
navzdol, ki za velik del tukajsnjih stripovskih konzumentov, za
neposvecene pa sploh, predstavljajo sinonim za strip. Eksplozijo
so doziveli v sedemdesetih letih. Iz Italije pa ni bila uvozena le
oblika, temvec pretezno tudi vsebina. Po eni strani je Slo za
zanrsko produkcijo milanske zalozbe Bonelli in satelitov, ki jo je
v Jugoslaviji zastopal novosadski Dnevnik; kljub nepotrebnim
cenzorskim posegom, ki so v¢asih mejili na paranojo, in kljub
naslovnicam iz domace kuhinje so junaki, kot so Zagor, Blek,
Tex, kasnje tudi Dylan Dog in Martin Mystere izhajali v bomba-

sti¢nih nakladah (tudi ¢ez 100.000 izvodov).

Drugi pol stripovskih zveZ¢icev so predstavljale izdaje zagreb-
Skega Vjesnika; izdajali so sicer mdr. tudi prevode britanskih
zveZ(icev iz serije War Picture Library (ki so v slovens€ini izhajali

(Raymond), to name but the most important. Only Marvel
comics (Conan, Silver Surfer, Thor) provided some dissonance.
As soon as the magazine introduced another colour section,
Corben appeared on its pages with Bloodstar, followed later by
Svet mutantov (Mutant World) and Den. It is important to mention
that as a rule Franco-Belgian album episodes were published
together in one volume. In the latter half of the eighties, in the
time of inflation and economic crisis in the slowly disintegrating
Yugoslavia, Stripoteka went from being published weekly to
monthly, faded away and reappeared shortly before the final
disintegration of the country. The fact that in the mid-nineties
five volumes of a magazine were published with the same
name and even the same graphic logo design as Stripoteka (to
say nothing of the format and concept), with only the description
in the subtitle changed from ‘Yugoslav’ to ‘Croatian’, says some-
thing about the magazine’s status at the time.

The only Slovene magazine at the time entirely dedicated to
comics was the weekly Zvitorepec (1966-1973), although it
consistently published its comics in instalments a few pages
long at a time (as did, for example, Panorama in Novi Sad, and
the first incarnation of Strip Art in Sarajevo). Here also, the com-
ics selection was a sufficiently representative mix of American
newspaper comics and Franco-Belgian and English produc-
tions: Jerry Spring, Bernard Prince, Asterix, Lucky Luke, Tiffany
Jones, Popeye etc. However, surprisingly it was Tully and Blasco’s
Steel Claw that endeared itself most to Slovene readers.

Worth mentioning among Forum’s publications besides
Stripoteka and the aforementioned luxury editions of Prince
Valiant are at least Spunk (17 issues were published between
1979 and 1983), which published comics of a similar profile to
Stripoteka, although most of the magazine was decently printed
in colour; and Asterix's Zabavnik with the complete episodes of
Asterix and Lucky Luke, a publication that was designed for sale
at newsstands, was published in paperback, and (not entirely
successfully) printed in colour (an attempt at copying the classic
Franco-Belgian comics album culture).

While magazines dedicated to comics, at least the best among
them, conceptually modelled themselves after British as well as
French and Belgian (Spirou, Pilote, Circus) comics magazines, the
second form of comics publication had its roots in neighbouring
Italy — booklets of 20 x 15 cm or less in size, which for a great
number of comics consumers, the uninitiated especially, are
synonymous with comics. They experienced a boom in the sev-
enties and it was not only their form that was an Italian import,
but also chiefly their content. On the one hand, these booklets
were a genre production of Milan publishing house Bonelli and



kot posebne izdaje Zvitorepca), zares pa je zaslovel le Alan Ford.
Crnohumorni strip Bunkerja in Magnusa (ter naslednikov) je
predvsem zaradi duhovitega prevoda, za katerega velja, da je
bil boljsi od originala, v Jugoslaviji postal $e popularnejsi kot v
domovini Italiji. In Se ve¢ - postal je edini resni¢no kultni strip
na podrodju bivse Jugoslavije, saj so se in se Se vedno po likih
ter pojmih iz stripa imenovali lokali, napisana in uprizorjena je
bila kak$na dramska predstava po motivih stripovske serije,
sledijo si vedno novi ponatisi, in kar je najpomembnejse - citati
iz oblackov se Se vedno vpletajo tako v pogovore kot v publici-
stiko. Nekje dale¢ zadaj (po kultnosti) Alanu Fordu sledi Zagor,
v Sloveniji pa obcasno po vseh teh letih Se vedno slisite citat iz
zgoraj omenjenega Steel Claw: ,Ni miru za Jekleno pest!”.

Kaj nam pokaze pogled na izbor prevedenega stripovskega
materiala? Ce sestejemo vse, kar je bilo objavljenega od sredi-
ne petdesetih do zacetka devetdesetih in odmislimo obcasne
cenzurne posege ter splosno ne previsok tehnicni nivo, dobimo
pravzaprav precej dobro odslikavo situacije v globalni stripovski
publicistiki. Edina resni¢na luknja med klasiki je kveéjemu
Hergéjev Tintin, katerega zgodnja epizoda Crni otok se je poja-
vila leta 1979 v celoti v reviji Eks Almanah, ¢ez mnogo let (1990)
pa sta sledila Se dva albuma, Faraonove cigare in Let 714), pa
Jacobsova Blake in Mortimer (Sele 1989 v Politikinem Zabavniku)
ter Caniffov Terry and the Pirates. Od sodobnih avtorjev najbol;j
izstopajoCe manjka Moebius; z izjemo nekaj v kontekstu nje-
govega opusa nepomembnih kratkih zgodb se je pojavil Sele z
albumi o Incalu, ki jih je I. 1985 izdal privatni zaloznik. Nekaksen
pogled skozi priprta vrata so v tem primeru (in podobnih)
nudili reportazni prispevki, ki so bili ilustrirani z navadno precej
pomanjsanimi ilustracijami, sicer pa so Moebiusove likovne
stileme jugoslovanski bralci najbolje spoznali prek del srbskega
risarja Zorana Janjetova.

Lakoto po nekaterih vrhunskih imenih alternativnejSega aktual-
nega stripa so delno lajsale ,padalske” objave v nestripovskem
tisku: slovenska literarno-druzboslovna revija Problemi je npr.
v svojih tematskih Stevilkah, posvecenih punk kulturi, objavila
Moebiusa (Rock City), Druilleta, Caroja ter kratko zgodbo Tambu-
rinijevega in Liberatorejevega Ranxeroxa.

Zanimivo je dejstvo, da so stripi, ki jih je po svetu licencirala
pariska zalozba Editions Vaillant in so bili zaradi komunisti¢nega
pedigreja zalozbe lepo sprejeti po Vzhodni Evropi, v takratni
Jugoslaviji predstavljali le precej obstransko epizodo.

Nekateri vrhunski stripi pa so v teh krajih objavljeni celo premi-

erno. Osebnemu prijateljstvu Hermanna Huppena s sarajevskim
zaloznikom Ervinom Rustemagi¢em gre zasluga za to, da sta

its branches, represented in Yugoslavia by the Novi Sad Dnevnik.
Despite unnecessary censorship which sometimes bordered on
paranoia and homespun covers, comics with heroes such as
Zagor, Blek, Tex, later also Dylan Dog and Martin Mystére had
massive circulations (even as much as over 100,000 copies).

On the other hand, publications by Zagreb newspaper Vjesnik
represented these booklets. Vjesnik published, among other
things, translations of British booklets from the War Picture
Library series (which were published in Slovenian as special
editions of Zvitorepec); the only one to truly make it big, how-
ever, was Alan Ford. This black humour comic book by Bunker
and Magnus (and successors) became even more popular in
Yugoslavia than in native Italy mainly due to its witty translation,
which is considered to be better than the original. Moreover, it
became the only true cult comic in the former Yugoslav region.
Bars were and continue to be named after its characters and
concepts, a few theatre pieces based on its motifs have been
written and staged, new reprints continue to follow, and most
importantly its speech bubble quotes still weave their way into
conversations as well as journalism. Somewhere far behind
Alan Ford (in cult status) is Zagor, and in Slovenia one can occa-
sionally, after all these years, still hear the following quote from
the abovementioned Steel Claw: ‘Ni miru za Jekleno pest!” (‘No
rest for the Steel Claw!’).

What can we see by looking at the selection of translated
comics material? By adding up everything that was published
between the mid-fifties and the beginning of the nineties and
subtracting occasional censorship and a generally low level of
technicality, we end up with an actually rather good reflection
of the situation in international comics journalism. The only
true gap among the classics is perhaps Hergé’s Tintin, whose
early episode The Black Island appeared in 1979 in its entirety
in the magazine Eks Aimanah; many years later (1990) it was fol-
lowed by two other albums: Cigars of the Pharaoh and Flight 714,
as well as Jacobs’ Blake and Mortimer (only in 1989 in Politikin
Zabavnik) and Caniff's Terry and the Pirates. Among contempo-
rary authors, the most conspicuously absent is Moebius. With
the exception of some unimportant short stories, he first ap-
peared with his albums about the Incal published by a private
publisher in 1985. In this case (and similar ones), newsreels il-
lustrated with usually rather small illustrations offered a sort of
glimpse behind closed doors; apart from that, Yugoslav readers
got to know Moebius’ artistic stylistics best through the works of
Serbian artist Zoran Janjetov.

The hunger for some of the finest names of current alternative
comics was somewhat sated by random publications in non-

bila tako Jeremiah kot Tours de Bois Maury prvi¢ objavljena v
socialisti¢ni Jugoslaviji, in sicer v drugi inkarnaciji Rustemagice-
vega Strip Arta, revije, ki je |. 1984 na mednarodnem salonu stripa
v Lucci dobila nagrado Yellow Kid za najboljsega tujega zaloznika.

In kako je ta bogati in raznoliki uvoz vplival na domaci strip?
Najbolj ocitni so primeri avtorjev, ki so se slogovno oblikovali
po enem avtorju — za primer naj sluzi hrvaski risar Zeljko Beker,
ki je svoje bogate grafizme gradil po vzoru Britanca Franka
Bellamyje. Tudi gosto naseljene kadre stripov Dubravka Mata-
kovi¢a z mnozico dodatnih dogajanj v ozadju ter konéno tudi
njegovo nekoliko cevasto stilizacijo figur si tezko razloZzimo
brez Jacovitija. Po drugi strani pa so, ¢e se omejim na slovensko
sceno, pri treh najpomembnejsih prebojih sodelovali tuji stripi,
ki so fizitno prisli od zunaj. Svet Mikija Mustra je — poleg Disneya
- pomembno zaznamoval Walt Kelly, katerega strip Pogo je v
obliki zvez¢i¢a iz ZDA prinesel novinar. Na Kostjo Gatnika je
tako graficno kot vsebinsko bistveno vplival ameriski under-
ground strip, ki ga je lahko spoznal zaradi blizine zahodne meje
(Zivel je v Novi Gorici). Tudi vzorov, ki jih Tomaz Lavri¢ navaja
kot odsko¢ne deske za svoje raznorodne slogovne pristope
(Edika, Baru, Frank Miller) v ¢asu tozadevnih Lavri¢evih objav
$e nismo imeli prevedenih in jih je on lahko spoznal le prek
uvozenih publikacij.
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comics print: Slovenian socio-literary magazine Problemi, for
example, in its thematic issues dedicated to punk culture pub-
lished Moebius (Rock City), Druillet, Caro, and a short story from
Tamburini and Liberatore’s Ranxerox.

It is interesting that comics licensed across the world by Paris
publishing house Editions Vaillant and well accepted across
eastern Europe due to the publishing house’s communist pedi-
gree still played a rather marginal role in former Yugoslavia.

Some of the greatest comics, however, were even published
for the first time in our region. Owing to the personal friend-
ship between Hermann Huppen and Sarajevo publisher Ervin
Rustemagi¢, both Jeremiah and Tours de Bois Maury were first
published in socialist Yugoslavia, namely in the second incarna-
tion of Rustemagic’s Strip Art: a magazine that in 1984 received
the Yellow Kid award for best foreign publisher at the Interna-
tional Comics Salon in Lucca.

So how did this rich and varied import affect domestic comics?
The most obvious examples are of authors who modelled them-
selves stylistically after a single author — take, for example, the
Croatian artist Zeljko Beker who built his rich graphics on the
model of Briton Frank Bellamy. Dubravko Matakovi¢'s densely
populated frames with a multitude of added background hap-
penings and also his somewhat tubular stylisation of figures is
hard to explain without Jacovitti. On the other hand, if we limit
ourselves to the Slovenian scene, foreign comics that physically
came to Slovenia from abroad played a part in three most im-
portant breakthroughs. The world of Miki Muster was — besides
Disney - significantly influenced by Walt Kelly, whose comic
Pogo was brought from the USA by a journalist in the form of
a booklet. Kostja Gatnik was both graphically and content-wise
substantially influenced by American underground comics,
with which he became familiar due to the physical closeness of
the western border (he lived in Nova Gorica). Even role models
cited by Tomaz Lavri¢ as springboards for his diverse stylistic
approaches (Edika, Baru, Frank Miller) were not yet translated
at the time of his works being published; he could only become
familiar with them through imported publications.
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On Publishing Comics

A birthday suit view of the use vs. exchange
value particular to this rare commodity

Octav Avramescu

‘Interested in comics?' ‘No, thanks! | don't use those.’

This is the uncanny answer | got when | approached an
elderly man browsing through a bunch of local mini-comics
and graphic novels on display at a Bucharest book fair. Book-
arrest — the pun is not intended; books aren’t faring spectacularly
here now, while comics, the subspecies under discussion, are
for the same commercial reasons (or lack thereof) to be con-
sidered virtually outside the trade. Their presence at a book
fair or elsewhere is often entirely the result of a cultural project.
The gentleman mentioned above couldn’t have suspected that,
and most likely did not quite recollect on the spot what drawn
stripes (or benzi desenate, the name for comics in Romanian)
mean. Did he think he was about to be talked into buying some
useless, modern contraption or another? Are non-brand, local
independent comics — and not the international trademarked
ones that always seem to go under the name of the main
character/s — really some sort of shady concept and feeling at
the same time?

A disclaimer is thus in order: it is uncertain whether this is merely
accidental or reflects something that needs to be acknowl-
edged. It seems strange not to recognize comics when you see
them, and this is in fact not that uncommon among the public,
when there’s one to be had at all. The few Romanian authors
who create works in that format without anybody asking them
to do it are all too familiar with the response. As such, it makes
little sense to discuss here grand narratives or designs that are
supposed to legitimate a ‘who’s who’ and ‘what’s what’ in the

i

Romanian sequential narrative field. Not short, but shorter
reclamations and recontextualisations work best for now, when
so little gets published and author reputations are built and lost
on works few and far between.!

Luckily, under the general confusion concerning the per se
of the thing, nothing seems outside of its time. Both future and
past are present. For the time being, anybody that publishes is
an independent; there’s no real need to talk of alternative comics
(to what?); all quarrels between Ancients and Moderns feel like
neighbourly feuds (but treat pompously such subjects asimmo-
rality corrupting young people!). All this should be much more
interesting in a situation where supply baffles demand, provid-
ing added value, fetishism. From the little that gets made, it
looks like the local comics commaodity is in its DIY phase, which
almost always involves art graduates. What good are obscure art
comics? Only market exchange value for the mini-comics artists
produce without anybody telling them to do so will eventually
make some of them less obscure in the future, and develop
the readership passion which their creators recognize. These
are raw comics that have now only a use value, and it comes in
handy that artists have a certain know-how in publishing or can
easily get some. To be more specific, the genre not only touches
but links diverse individuals through works they want to make
public, i.e that they publish. Without that, comics would truly
be a ghost economy worldwide, not only locally.

How does one, then, fight to revolutionize such comics
production? Here we have to reckon with some of the newest
local standards. A trend of decentralized national folklore heroes
turned superheroes, as well as some horizontal revisionist re/
collections of preteen and gag comics rescued from the prover-
bial past. Not quite marketable yet, but eagerly waiting to make
a comeback from their respective repressed pasts, loaded with
meanings unclear as to what they might represent today, both
stand poised around the corner to paint the town red (again).
Nationwide, kids have sizable buying power through the pockets
of their parents, who are hard pressed to find anything of special
interest in bookstores or newsstands for them. And parents are
given to nostalgia, as we know. Not least from the rise of manga
that kids consume to stand their own. The format fascinates here,
too. Some gets made locally, mostly entry level manga fan stuff,
and several authors have moved on as they got older.

Comics moguls and larger print runs are expected to ap-
pear alongside obscure art and to cover all sorts of grounds.
Politically, this can easily take the spotlight. Patronage for col-
lective experiences takes the form of a book-launch/exhibition
around the general theme of a comeback of innocence and
valiance with some local tinge, and this just goes to show that
the future is better protected than the past from appropriation.
In the meanwhile, graphic narratives dealing with the recent

past still seem too delicate to attempt: too much insight and
politics/liberalism for now. Given the craze for graphic novels
elsewhere, this could be the ticket to greater things, like some
cultural media attention. It’s all still up for grabs - even the
specialised cultural media.

As for some really engaged comics, however obscure, perhaps
they do exist if we consider the Dadaist, surrealist rhizome
buried deep in the Romanian soil. It's pushing forth situationist,
psycho-geographical flanneries, blooming into psychodoodlia,
facing the religious orthodox visual cannon or even more East-
ern ones. Other paradoxical comics prefer to dissect or propa-
gate consumerist indigestion. More singular directions include
meta-comics that double as autofiction, ping pong strips and
a dystopic soccer graphic novel, some mixed violence and war
stuff, and ... no autobiographical craze! Often just the oneiric,
erotic, cartoon style, a different form altogether of being
trapped inside your own story. In this way, the graphic-narrative
conflict is often not really the core of a story but of a situation,
where the characters created do not need to have a clear identity
beyond the ambiguity and confusion they seem to represent.
It often justifies the choice of comics as a system of signs more
appropriate than those of other mediums because it feels so
new. For the sake of this newness, comics can betray any preset
form, and also forgo publication; some great comics appeared
simply because the artist needed a problem format. Can we
want more of that??

Something is not yet ripe in the city, and the artistic scene is
young and super concentrated. Publish or perish, the sensation
is all too real. This is the moment, so close to the never before
seen diversity, yet still not quite there. Comic art scripting is
down the hole, little can be said about writerly texts. This is the
other extreme of the local scene, whose works talk about what
the imaginary is like in reality, here/today. And also about a
non-scene: at its best, an outside without a mainstream, a par-
adox of the general extremely reduced ability to self-publish.
It's this that should change first. More DIY tokens of use value
need to be introduced in the system for exchange value to ap-
pear. In terms of actual books, two or three of the Romanian
authors in the exhibition have been edited abroad, but most
are known locally through small contributions, of which the
number and frequency are miniscule. The Romanian dimension
of the comiXconnection event could be this one: it might be your
last chance to see these artists, who are not quite authors. Or
maybe it testifies to a transitional phenomenon, an eternal return
of the underground standard where we can hope that what's
missing today in the field will grow tomorrow? As a collective
experience summed up for now, it gives only the inevitability of
the concept/feeling of a Romanian alternative comics uncanny.?

And because individual micro-comics are so rare, here are some
thoughts about how to escape from the above story and live it up:

Publish and distribute: wheel and deal for yourself and others!

Put out something sooner rather than later, or people will forget
about you!

Ok, if you want to publish a graphic novel expect to work hard
at it (3 years is not even bad), and at least you get to decorate
it nicely...!

If the local scene seems too crowded for what it's doing, travel
to specialised conventions elsewhere, and paradoxically you'll
feel better about what you still need to accomplish!

Do not expect to make a living from comics before publishing
at your own expense, fantasy and leisure all your early opus!

But also,
Try all the grant schemes - think of it as an occasion to prove
your artistic maturity!

Do not go all digital, paper seems to still be around for a while!
Social media can help you publish/edit your short form comics
but soon you'll feel like you're working for an internet company
and not getting paid!

Advanced printing technology is expensive while the look of a
cheaply printed mini-comic in the future might not even be too
artsy!

If comics seem too serious and grown up, do not despair, the
times are always changing!

Read!

Don't hate other authors or you'll get stuck (which is probably
best for all of us)!

1 It might also be said, considering the range of artists selected for this col-
lective exhibition, that the opposite is also true: larger slippages and decon-
textualisations are needed now for comics to step out of their bubble and find
alarger, potential ... use.

2 Praise be to autobiography/autofiction; it has worked wonders for comics
authors in the true sense of the word. This is a difficult task for the local drawing
pool that seems so fragile without this self-mirroring. Collective exercises as
cultural projects have tried to introduce it, but no native effort really pursues it.

3 Uncanny: x is merely a coincidence=x is not just coincidence; Freud’s
unheimlich: x is familiar=x is strange; doppelgangers, the phenomenon of
doubling; ghosts as questioning of reality, suspicion as grounds for theory.



Das Individuum im Netzwerk

Der Independent Comic in Slowenien,
Kroatien, Serbien, Ungarn und Rumanien

Jorn Nuber

Wie in nur wenigen Bereichen der Kunst sammeln sich um den
Independent Comic individuelle Kiinstler in Kollektiven zur
gemeinsamen Herausgabe von Magazinen, organisieren sich
in Netzwerken mit unterschiedlicher Reichweite und nehmen
wechselseitig an von anderen Gruppen vorbereiteten Veran-
staltungen und Veroffentlichungen teil.

Hier soll versucht werden, die bestehenden Netzwerke des
Independent Comic in den Landern Slowenien, Kroatien, Serbien,
Ungarn und Rumanien beschreibend zu kontextualisieren.! Die
Auswahl der Lander ermdglicht den direkten Vergleich fiinf
unterschiedlicher, einander angrenzender Comic-Kulturen.?
Trotz ihrer unterschiedlichen GroBe sind die einzelnen Netz-
werke ahnlich angelegt, insbesondere insofern sich die Kiinstler
und Herausgeber von Independent Comics flir gewohnlich an
den Entwicklungen des westlichen Comics orientieren, jedoch
bislang nur eingeschrankt an einer Verkniipfung mit den Netz-
werken ihrer Nachbarn arbeiten — obwohl diese vielleicht viel
versprechend ware.

Herkunft

Die Urspriinge des Independent Comic (auch: Alternative
Comic) reichen in die USA der 1960er und 1970er Jahre zuriick,
als sich zunachst die Kiinstler der sogenannten Underground-
comix-Bewegung in Zeiten des gesellschaftlichen Aufbruchs
von dem bis dahin verbreiteten Schema des Superhelden in
kommerziellen Comics emanzipierten und die formalen und
inhaltlichen Mdglichkeiten dieser Kunstform ausloteten — dies

The Individual in the Network

Independent Comics in Slovenia, Croatia,
Serbia, Hungary and Romania

Jérn Nuber

Almost an anomaly among the arts, independent comics draw
individual artists together into collectives with the common
goal of publishing magazines, organising into networks of vary-
ing size and scope and participating in events and publications
initiated by other groups.

The existing networks centred around independent comics
in the countries of Slovenia, Croatia, Serbia, Hungary and Roma-
nia shall be described here in context.! This country selection
allows a direct comparison of five different neighbouring com-
ics cultures.? Despite their differences in size, the individual
networks are similar inasmuch as the artists and publishers
of independent comics are normally oriented to the develop-
ments in the Western comics world, while still working towards
a connection with their neighbouring networks only to a limited
extent—although this could prove quite promising.

Background

The origins of independent comics (also: alternative comics) can
be traced back to the United States in the 1960s and 70s, when
the artists of the so-called underground comix movement first
broke away from what was then the widespread superhero tem-
plate in commercial comics and explored the art form’s possibil-
ities for both form and content—and this most often with aclearly
antibourgeois, provocative stance (Hatfield, 2005: IX-XI). In the
early 1980s, this now tired movement received new inspiration.
The anthology RAW (1980-1991) published by Art Spiegelman
and his wife Francoise Mouly as well as the magazine Weirdo

zumeist in deutlich antibiirgerlicher, provozierender Haltung
(Hatfield, 2005: IX — XI). Anfang der 1980er Jahre erhielt diese
nunmehr ermiidete Bewegung neue Impulse. Der von Art
Spiegelman und seiner Frau Francoise Mouly herausgegebenen
Anthologie RAW (1980-1991) sowie dem Magazin Weirdo (1981-
1993) von Robert Crumb gelang es, den Underground Comic
thematisch weiterzuentwickeln und boten den Zeichnerinnen
und Zeichnern eine kiinstlerische Plattform mit professioneller
Aufmachung. Diese von GroRverlagen unabhangigen Publikati-
onen konnten in den seit den 1970er Jahren er6ffneten Laden,
die sich allein auf den Verkauf von Comics spezialisieren, ver-
trieben werden. So entstand am Rande des Marktes fiir Main-
stream-Comics eine Absatzmaglichkeit fiir Produkte der Szene
des sogenannten Alternative Comics. Der Alternative Comic
richtet sich im Gegensatz zum Mainstream-Comic in der Regel
an Erwachsene, wird von einem Kiinstler allein und zumeist
ohne inhaltliche und formale Vorgaben erstellt, er entsteht
szeitverschwenderisch und spielerisch wie bei den hoch aner-
kannten Kunstlern legitimer Kultur” (Becker, 2009: 244). Er
findet sein Publikum in vorgebildeten Leserkreisen, die auch
vor fragwiirdigen Themen, einer ungewdhnlichen Erzahlweise
und einer experimentellen Erscheinung nicht zuriickschrecken.
Der Mainstream-Comic dagegen will insbesondere unterhalten,
wird oft in Zusammenarbeit groBer Teams hergestellt und mit
dem Ziel der Gewinnsteigerung vertrieben.

Als mit Art Spiegelmans Graphic Novel Maus schlieBlich 1992
zum ersten Mal ein Comic den renommierten Pulitzer-Preis
erhielt, wurde offensichtlich, dass der Alternative Comic sich
langst als ernstzunehmende Kunstform etabliert hatte. Dabei
vertrat Spiegelman eine Reihe von Zeichnern und Autoren,
J(...) forwhom comics were first and above all an acutely personal
means of literary expression.” (Hatfield, 2005: XI)

Die Maus erschien in loser Folge in der Anthologie RAW.
1988 hatte das Magazin eine Auflage von 20.000, wovon etwa
4.000 Exemplare nach Europa geliefert wurden (Knigge, 2004,
S. 379). Von Belgien und Frankreich (es war ein Franzose, der
die bande dessineé bereits 1971 als ,neunte Kunst”® anerkannte)
gingen ebenfalls globale Einfliisse aus. Auch hier schlug sich
der gesellschaftliche Wandel in Inhalt, Form und Vertrieb des
Comics ab den 1970er Jahren nieder. Diese Bewegungen trafen
in den 1970er Jahren auf die seit Anfang des 20. Jahrhunderts
bestehenden, lebendigen Comictraditionen im damaligen
blockfreien Jugoslawien,* wo neben den Eigenproduktionen
auch auslandische Comics erhdltlich waren. Die Regierung
unter Tito verstand den Comic als Kulturgut, unterstiitzte die
regionale Produktion und lie den Import zu - offenbar war
Jugoslawien darin entschiedener als Linder wie Osterreich, wo
Politiker ein Verbot zum Schutze der Jugend forderten.> Neben
den Erzeugnissen internationaler Massenkultur (hervorzuheben

(1981-1993) by Robert Crumb succeeded in further developing
underground comics thematically and offered the artists a more
professional platform. These publications were independent of
the large publishing houses and could be distributed in shops
that since the 1970s were able to specialise only in the sale of
comics. Thus, a potential niche appeared on the margins of the
mainstream comics market for products of the so-called alter-
native comics scene. In contrast to mainstream comics, alterna-
tive comics are usually geared towards adults, composed by a
single artist mostly without prerequisites as to form or content,
and come into being “playfully and impractically just as with
the prestigious artists of legitimate culture” (Becker, 2009: 244).
Their audience consists of educated readers who do not flinch
at questionable themes, unusual narrative structures and an ex-
perimental appearance. Mainstream comics, on the other hand,
aim in particular to entertain, are often by large teams of artists
and are aimed at profit-oriented distribution.

When Art Spiegelman’s graphic novel Maus (Mouse) won
the renowned Pulitzer Prize in 1992 as the first comic book to
finally achieve the distinction, it was obvious that alternative
comics were now an art form to be taken seriously. In this context,
Spiegelman represented a series of artists and authors” (...) for
whom comics were first and above all an acutely personal means
of literary expression” (Hatfield, 2005: XI).

Maus appeared as a loose series in the anthology RAW. In
1988 the magazine printed 20,000 copies, of which about 4,000
were delivered to Europe (Knigge, 2004, S. 379). Belgium and
France likewise exerted global influence (it was a French critic
who already in 1971 recognized the bande dessineé as a ninth
art®). Here, too, social changes were reflected in the content,
form and distribution of comics beginning in the 1970s. These
movements encountered in the 70s a thriving comics tradition
alive since the beginning of the 20 century in the former non-
aligned Yugoslavia,* where both local and foreign comics were
available for sale. Tito’s government recognised comics to be a
cultural treasure, supporting regional production and allowing
importation-in so doing, Yugoslavia was clearly more influen-
tial than countries like Austria, where politicians proposed a ban
to protect young people.’ Besides the products of international
mass culture (noteworthy here is the Italian series Alan Ford),
also local independent works® that criticized the political system
were successfully distributed. The first large-scale platform
for independent comics admittedly appeared alongside the
dissolution of Yugoslavia: In 1992 in Ljubljana the magazine
Stripburger appeared, showing works by foreign artists from
the very beginning. Even today it is seminal in the field and
enjoys substantial international recognition.

Comparable imported comics could be bought in private
sector niches of the equally unrestrictive Hungarian socialism.



ist dabei die aus Italien kommende Reihe Alan Ford) fanden
auch lokale Independent-Produktionen® Verbreitung, die das
politische System kritisierten. Die erste groe Plattform fiir den
Independent Comic entstand allerdings erst mit dem Zerfall
Jugoslawiens: 1992 erschien in Ljubljana das Magazin Stripburger,
das von Anfang an auch Werke auslandischer Kiinstler zeigte.
Es ist bis heute wegweisend und findet international grof3e
Anerkennung.

In den privatwirtschaftlichen Nischen des ebenfalls wenig
restriktiven ungarischen Staatssozialismus konnten gleicher-
mafen importierte Comics gekauft werden. So waren in un-
garischen Urlaubsgebieten zumeist deutschsprachige Comics
erhiltlich? Ungarische Jugendmagazine druckten Ubersetzungen
aus dem franzosischen und belgischen Raum (z.B. Asterix). Auch
die beachtliche Zahl einheimischer Produktionen zielte vor
allem auf Kinder und Jugendliche ab. Produktionen, die man
heute eher dem Independent Comic zuordnen wiirde, blieben
jedoch eine Randerscheinung des Samisdat.

In Rumanien waren Produktion und Vertrieb von Comics
offenbar strenger kontrolliert. Das Magazin Licurici (bis 1967)
diente ausdriicklich dazu, ,familiarising children with the new
times, at training them into all sort of community actions”® Das
daraus hervorgehende, wochentlich erscheinende Magazin
Cutezatorii bot neben patriotischen Gedichten, Fortsetzungs-
romanen, Berichten (iber die Leistungen rumanischer Pioniere
auch zwei Seiten Comics. Trotz des geringen Umfangs konnte
sich eine ganze Generation rumanischer Comicautoren tiber
diese Rubrik profilieren. Das Magazin Cutezdtorii war auch fiir
die bis in die 1980er Jahre veréffentlichten Ubersetzungen des
franzdsischen Kindercomics Pif Gadget verantwortlich.

Bedingungen

Dass Ungarn eine Sprachinsel bildet, wahrend sich die rumani-
schen Eliten traditionell an der franzésischen Kultur orientieren,
ist sicher noch heute spiirbar. Zu erwahnen ist an dieser Stelle
auBBerdem der unterschiedliche Verlauf der politischen Transfor-
mation, und damit einhergehend, die abweichenden Reise- und
Kommunikationsmdglichkeiten.

Mit Ausnahme von Slowenien (und eingeschrankt Kroatien)
sind allen Landern die im Vergleich zu (nord-)westlichen
EU-Landern mehr oder weniger schwierigen wirtschaftlichen
Voraussetzungen gemeinsam: ein geringes Durchschnitts-
einkommen, schwach ausgebaute Sozialsysteme, eine hohe
Arbeitslosigkeit sowie geringe Arbeitsplatzsicherheit haben
direkte Folgen fiir die Wahrnehmung von Chancen und Hand-
lungsoptionen der Menschen. Korruptionsskandale, und allge-
mein verbreiteter Nepotismus diirfte das Vertrauen in Inhaber
einflussreicher Positionen einschranken.

Mostly German-language comics were available in Hungar-
ian holiday resort towns.” Hungarian youth magazines printed
translations from French and Belgian works (e.g. Asterix). Also,
the considerable number of local works mainly targeted chil-
dren and young adults. Works that would today be considered
independent comics, however, were only distributed rarely by
way of the samizdat.

In Romania, the production and distribution of comics was
clearly more strictly regulated. The magazine Licurici (published
until 1967) served the express function of ‘familiarising children
with the new times, (of) training them into all sort of community
actions’ The subsequent weekly magazine Cutezatorii offered
its readers, next to patriotic poems, serial novels and reports
on the accomplishments of Romanian pioneers, two pages
of comics. Despite the limited scope, an entire generation of
Romanian comics authors were able to distinguish themselves
through this venue. Cutezdtorii also published translations of
the French children’s comics Pif Gadget through the 1980s.

Conditions

It is still evident today that Hungary stands alone as a linguis-
tic island, whereas the Romanian elite traditionally oriented
themselves around French culture. Of note here are also the
two countries’ diverging paths of political transformation and
the accompanying differences in travel and communication
opportunities.

With the exception of Slovenia (and to a limited extent,
Croatia), all countries share more or less difficult economic
conditions compared to (north)western European countries:
low average income, poorly developed social systems, high
unemployment as well as low job security all have direct con-
sequences regarding the population’s perception of chances
and opportunities for engagement. Corruption scandals and
general widespread nepotism serve to limit trust in individuals
occupying influential positions.

Drawing in a protected space

Independent comics free themselves almost completely from
the bourgeois economy, proudly displaying their anti-com-
mercial insignia. This is consequential for all those active in
independent comics networks: In the entire region, not even
a handful of artists or publishers can fully support themselves
by means of independent comics alone. Even when the comics
are able to be published and sold, they do not bring in great
returns. Almost all the authors have an artistic education and
work, for example, as illustrator, designer or art teacher. Never-
theless, along with this work the drawing and publishing of
comic books and the organisation of comics workshops or exhi-
bitions occupies a special place in the lives of all.

Zeichnen im geschiitzten Raum

Der Independent Comic [6st sich nahezu vollstandig von der
biirgerlichen Okonomie und steht unter antikommerziellen
Vorzeichen. Dies hat Auswirkungen auf jeden, der sich in den
Netzwerken des Independent Comic bewegt: In der gesamten
Region lebt nicht einmal eine Handvoll Kiinstler bzw. Herausge-
ber allein von ihren Aktivitaten im Bereich Independent Comic.
Auch wenn die Comics publiziert und verkauft werden kénnen,
macht das nicht reich. Fast alle Autoren haben eine kiinstlerische
Ausbildung und arbeiten zum Beispiel als Illustrator, Designer
oder Kunstlehrer. Doch nimmt neben dieser Arbeit das Zeichnen,
Herausgeben von Comic-Magazinen, Veranstalten von Comic-
Workshops oder Comic-Ausstellungen einen besonderen Platz
im Leben eines Jeden ein.

Der lokale Markt fiir die Produkte des Independent Comic ist
offenbar tiberschaubar. Die Kiinstler produzieren gegenwartig
vorwiegend fiir sich, ihre Mitstreiter und fiir eine spezialisierte
Leserschaft. Ob sie damit einer Produzentengemeinschaft ent-
sprechen, die sich an ein zukiinftiges Publikum richtet, steht zur
Diskussion.

Das Verhaltnis der Gesellschaft zum Independent Comic
wird als vergleichsweise unterentwickelt beschrieben — dies
trifft insbesondere auf Rumanien und Ungarn zu. In den anderen
Landern findet der Comic offenbar mehr 6ffentlichen Zuspruch,
aber auch hier wird der Independent Comic gesondert wahr-
genommen. Der Comic ist vor allem als Unterhaltungsform fiir
Kinder akzeptiert, nicht aber als Kunstform anerkannt. Wenn
Erwachsene sich (iberhaupt damit beschaftigten, sind sie in
der Regel nicht bereit, Geld dafiir auszugeben. Doch offenbar
interessieren sich tendenziell auch immer weniger Jugendliche
fiir das Lesen von Comics. Wenn der Comic allerdings in die
Unterrichtspldane der Schulen aufgenommen wiirde, kénnte
langfristig ein anspruchsvolleres Publikum entstehen, da Er-
wachsene, die sich in ihrer Jugend nicht mit Comics beschaftigt
haben, normalerweise keinen Zugang mehr dazu finden. Wah-
rend in Rumanien aufgrund der rigiden Ablehnung durch das
Schulpersonal gar nicht daran zu denken ist, den Comic in den
Lehrplan aufzunehmen, wird in einigen Landern (Slowenien,
Serbien) mehr oder weniger erfolgreich dafiir geworben. Dari-
ber hinaus prasentieren sich die Independent Comic-Kollektive
allgemein offen und zugénglich. Immer wieder werden Interes-
sierte aufgerufen, die Initiative zu ergreifen und bei Workshops
oder den zumeist in kleiner Auflage hergestellten Magazinen
mitzumachen.

Aufgrund der Marktsituation sind eigentlich alle auf die
Region bezogenen Comic-Zeichner dem Independent Comic
zuzuordnen: Selbst wer es wollte, findet keinen angemessenen
Markt vor, der einen regelrechten Mainstream-Comic halten

The local market for the products of the independent comics
scene is clearly limited. The artists currently produce their work
mainly for themselves, their fellow comrades and for a very
specialised readership. It is debatable whether they thus corre-
spond to a production community that hopes to target a larger
audience in the future.

The relationship between society and independent comics
can be described as relatively underdeveloped - this particu-
larly applies to Romania and Hungary. In the other countries,
comics clearly enjoy a larger public reception, but even in this
case independent comics are perceived separately. Comics
are first and foremost accepted as a form of entertainment for
children, but not recognised as an art form per se. If adults
take interest in them at all, they are usually not prepared
to spend money on them. Nevertheless, clearly fewer and
fewer young people are interested in reading comics. If comics
were to be included in school lesson plans, though, a more
sophisticated audience could emerge for the long term, since
adults who did not read comics as children normally never gain
access to them later. While including comics in lesson plans in
Romania cannot even be considered due to the rigid refusal
of school personnel, it has been more or less successfully pro-
posed in a few countries (Slovenia and Serbia). Moreover, in-
dependent comics collectives in general present themselves
openly and accessibly. Interest is always being sparked to take
initiative and participate in workshops or work with the mostly
low-circulation magazines.

Due to the market situation, actually all of the regional
comics artists can be classified under independent comics:
even if they wanted to, they would not be able to find an ap-
propriate market that would support established mainstream
comics. Only occasionally do artists succeed in introducing their
drawings undisguised, so to speak, as textbook illustrations or
even in brochures and handouts for adults. Usually, however,
they work on assignments for which formal requirements must
be satisfied or certain purposes must be achieved, and are not
considered independent comics.

One possibility for professionalization as a comics artist lies
abroad, where the markets are larger. Even if one observes the
developments in the West (especially France and the US) and
occasionally also publishes there, however, this does not appear
to be a real option because the work would have to bend to the
expectations of publishers and audiences there. On the other
hand it would be difficult meanwhile to keep their place in their
home network-because the task of occupying a position in
such an organically growing, self-organising web should not be
underestimated. Still, many artists write their texts in English in
the hope also of gaining international attention; this is above all
more of an exchange with a specialised audience.



konnte. Nur in Ausnahmen gelingt Kiinstlern der Spagat, ihre
Zeichnungen sozusagen unverstellt als Illustration von Schul-
biichern oder gar in Broschiiren und Informationsblattern fiir
Erwachsene einzusetzen. In der Regel jedoch werden Auftrags-
arbeiten, die formalen Vorgaben geniligen miissen oder zu
bestimmten Zwecken eingesetzt werden sollen, nicht dem
Independent Comic zugeordnet.

Eine Maglichkeit zur Professionalisierung als Comic-Zeichner
bestiinde in einer Karriere im Ausland, wo die Markte gréBer
sind. Auch wenn man die Entwicklung im Westen (insbeson-
dere Frankreich und den USA) beobachtet und gelegentlich
auch dort veroffentlicht: Eine wirkliche Option scheint dies
nicht zu sein, da man sich einerseits ungern an die Erwartungen
der dortigen Herausgeber und des Publikums anpasst. An-
dererseits ware es so schwierig, seinen Platz im heimischen
Netzwerk zu halten — denn das Ausfiillen einer Position in einem
derart organisch gewachsenen, sich selbst organisierenden
Gewebe ist ein nicht zu unterschitzendes Motiv. Dennoch
schreiben viele Kiinstler ihre Texte in englischer Sprache, um
auch internationale Aufmerksamkeit zu erhalten; dabei geht es
vor allem um den Austausch mit einem Fachpublikum.

Hier liegt eine Besonderheit des Feldes, die vielleicht einzig

in ihrer Art ist und auch nicht mit Untergruppen in anderen

Bereichen der Kunst verglichen werden kann: Der Independent
Comic scheint den Kiinstlern eine Art Schutzraum zu bieten,
den preiszugeben einem Tabu gleicht. Dieser Schutzraum er-
moglicht einen freien kreativen Prozess, der oft ganzlich unge-
plant verlauft und dem Kiinstler als Ausdrucksmaglichkeit sehr
wichtig, wenn nicht heilig ist. Trdume gehen in diesen Prozess

ein, und Erlebtes wird auerordentlich subjektiv verarbeitet. So

erklart sich, dass ein Auftragswerk, ein absichtlich auf den Mas-
sengeschmack abzielendes Werk oder ein Werk, bei dem sich

der kiinstlerische Aspekt einer Botschaft unterordnet, von den

Kiinstlern zumindest am Rande des Independent Bereichs ver-
ortet wird bzw. dem Mainstream oder schlicht der Illustration

zugesprochen wird. Dieses fest eingeiibte Wahrnehmungs-
schema sorgt dafiir, dass der Independent Comic grundsatzlich

zur Selbstreflexion neigt.

Politisch ist der Independent Comic insofern, als der Kiinstler
sich inhaltlich und formal von allem emanzipiert, was sich von
einem Publikum auBerhalb der Szene vereinnahmen lie3e. Wenn
man so will, ist dies, neben dem personlichen Ausdruck, eines der
wenigen Gestaltungsprinzipien. Nur in Ausnahmen beschreiben
Kiinstler ihre Werke explizit als politisch. Wenn der Independent
Comic gelegentlich sozial engagiert ist oder politische Implika-
tionen aufweist, dann zumeist nur, weil der Autor sich mit dem
Thema identifiziert, es ihn personlich beschéftigt und sich so
artikuliert. Die Kosten fiir die Erhaltung dieses Schutzraums sind

Here one peculiarity in the art form comes to light, which is
perhaps unique to its kind and cannot be compared to other
subgroups in other art fields: independent comics seem to
offer their artists a kind of protective space, the abandonment
of which is practically taboo. This protective space permits a
free creative process that often develops totally unplanned
and is a very important, if not sacred, outlet for the artist’s
self-expression. Dreams enter into the process, and personal
experiences are worked through extremely subjectively. This
explains why an assignment, a work consciously targeting
the taste of the masses or a work in which the artistic aspect
is subordinate to the message is at the very least relegated to
the edges of the independent realm by artists, or even consid-
ered mainstream or simply illustration. This deeply ingrained
perspective ensures that independent comics basically tend
towards self-reflection.

Independent comics are political in the sense that the artist
emancipates the work in terms of form and content from every-
thing that bows to the pressures of an audience outside of the
scene. It could be said that this is one of the few creative prin-
ciples besides personal expression. Only rarely do artists ex-
plicitly describe their works as political. If independent comics
are on occasion socially engaged or have political implications,
this is mostly only because the author personally identifies
with the topic and articulates it as such. The costs of maintain-
ing this protective space are relatively high: one artist can be
named who turned down an offer to create an ad campaign
for a well-known beverage distributer, because the company’s
values were not in line with her own. Another artist rejects all
assignments with content requirements as a matter of principle,
because he refuses to limit his freedom.

Rejecting the bourgeois economy represents a not unprob-
lematic relationship to institutions and the institutionalisation
of the field, which is always attended by controversy. The
disadvantage of this low degree of institutionalisation is that
the artist’s network or local scene is always dependent on the
desire and receptivity of individuals,’ and the network as a
whole remains unsecured. The advantage lies in the liveliness,
flexibility and continuously new structures to be organised and
negotiated. Because there seems to be a consensus regarding
general values, and because the networks are not defined by
power struggles, this form of organisation is considered thor-
oughly productive. Finally, this also makes up the vibe of the
movement, as one artist observed.

The development of independent comics’ role in society
has been observed and examined. The assumption that the
passage of time must necessarily bring greater recognition and
with it distinction, institutional positions, awards and money, as
may be the case with other movements and artistic directions,

relativ hoch: Exemplarisch sei hier eine Kiinstlerin genannt, die
das Angebot zur Gestaltung der Werbekampagne eines bekann-
ten Limonadenherstellers ablehnte, weil ihre Werte nicht mit
denen des Konzerns vereinbar seien. Ein anderer Kiinstler lehnt
Auftragsarbeiten mit inhaltlichen Vorgaben grundsatzlich ab, da
er seine Freiheit nicht einschranken mochte.

Der Ablehnung der biirgerlichen Okonomie entspricht auch
ein nicht unproblematisches Verhiltnis zu Institutionen und
der Institutionalisierung des eigenen Feldes, die immer mit
Kontroversen einhergeht. Nachteil dieses geringen Institutiona-
lisierungsgrades ist, dass die Vernetzung der Kiinstler oder der
lokalen Szenen immer vom Willen und der Ansprechbarkeit
einzelner Personen abhdngt® und das Netzwerk als Ganzes so
keine Absicherung erhdlt. Der Vorteil liegt in der Lebendigkeit,
Flexibilitat und standig neu zu organisierenden und auszuhan-
delnden Struktur. Da iiber die generellen Werte Konsens zu
herrschen scheint und sich die Netzwerke nicht durch Kampfe
um Machtpositionen definieren, stellt sich diese Organisations-
weise als durchaus produktiv dar. SchlieBlich mache das den

Vibe” der Bewegung aus, wie ein Kiinstler bemerkt.

Die Entwicklung der Rolle des Independent Comic in der
Gesellschaft wird beobachtet und intensiv reflektiert. Der
Anspruch, dass mit der Zeit auch mehr Anerkennung und
damit Auszeichnungen, Posten in Institutionen, Preise und
Geld kommen miissten, wie es bei anderen Bewegungen und
Kunstrichtungen der Fall sein mag, gehort nicht zum Selbst-
verstandnis der Angehdrigen der Netzwerke. Offenbar besteht
kein immanentes Interesse, sich dem Feld der Macht anzunahern
oder aus der eigenen Position heraus Profite auBerhalb des
Feldes zu machen. Die konsequente Ablehnung der kiinstleri-
schen Vereinnahmung, die strikte Abgrenzung zu einem eher
birgerlichen Kunstgeschmack bei gleichzeitigem Argwohn
gegeniiber Institutionen und Institutionalisierung erinnert
in seiner Konstellation am ehesten an Pierre Bourdieus (1999:
127-128) Beschreibung der avantgardistischen Kiinstler der L'art
pour l'art-Bewegung im 19. Jahrhundert. Dass die Netzwerke
des Independent Comic zwischen vergleichbaren Positionen
aufgespannt sind, bedeutet jedoch nicht, dass sie mit dem Be-
griff Avantgarde hinreichend erfasst waren. Die von Bourdieu
beschriebene Avantgarde stellt eine Bewegung dar, die langst
von Gruppen und Institutionen vereinnahmt ist, gegen die sich
der Independent Comic noch immer richtet.

Die Ablehnung etablierter bzw. biirgerlicher Kunstformen
und die Wahrung des freien kreativen Ausdrucks beeinflusst
freilich auch die Formsprache des Comics. Dem ungeschulten
Auge mdgen einige Produktionen mitunter wie einfache Krit-
zeleien erscheinen. Fiir den ausgebildeten Kiinstler mit seinem
potenziell breiten Spektrum an Ausdrucksmdglichkeiten stellt
diese Wahl nicht zuletzt eine Positionierung dar, es ist sein

cannot persist for the networks’ members. Clearly there exists
no intrinsic interest in approaching the power play or gaining
profit outside of one’s field. The consistent defence of artistic
license, the strict confinement to a rather bourgeois artistic taste
along with a simultaneous distrust of institutions and institu-
tionalisation is most closely reminiscent of Pierre Bourdieu’s
(1999: 127-128) description of the avant-garde artists of the
I'art pour I'art movement in the 19" century. The fact that inde-
pendent comics networks are stretched between comparable
poles does not mean, however, that they can be sufficiently
described by the concept of the avant-garde. Bourdieu’s avant-
garde represents a movement that has long been monopolised
by groups and institutions against which independent comics
still struggle.

The rejection of established or bourgeois art forms and the
preservation of free creative expression certainly also influences
the comics’ design. To the untrained eye, some works may
appear to be nothing but simple scribbles. For the educated
artist who has access to a wide spectrum of means of expres-
sion, this decision represents not least a commentary on artistic
traditions, the art market and art business, in which context the
statement must be understood.

The networks are clearly held together by one attitude al-
ways implicitly or explicitly held by members of the networks:
Membership in the independent comics network requires en-
thusiasm. This is reflected in the willingness to be satisfied with
recognition from only local like-minded comrades with the
same special interests; for most artists, free drawing seems to
be so elementary that one has the impression they would do it
even if the possibility of publication did not exist.

Enthusiasm and the protection of economic independence
bring the members of the network into a position that affords
them the highest possible degree of authenticity, artistic license
and thus autonomy — autonomy at least in the sense that the art-
ists reflect on their dependence (including that of their origins
in US mainstream culture) (Frahm, 2009: 183). This distinguishes
independent comics networks from other artistic realms
marked by a less radical anti-economy attitude and which
are represented in part by traditional institutions, a complex
system of critique and counter-critique, galleries, professional
buyers and collectors.

The particular living circumstances in the countries exam-
ined here require special consideration. It is more than justified
to recognise membership in an independent comics network
as entailing greater risks and higher stakes than in a wealthy
western country.



Kommentar zur Kunsttradition, zum Kunstmarkt, zum Kunstbe-
trieb, in dessen Kontext die AuBerung verstanden werden muss.

Zusammengehalten werden die Netzwerke offenbar durch
eine Gesinnung, die von den Angehdrigen der Netzwerke
implizit oder explizit immer wieder beschworen wird: Die Zu-
gehorigkeit zum Netzwerk des Independent Comic erfordert
vor allem Enthusiasmus. Dieser schlagt sich etwa nieder in der
Bereitschaft, sich bisweilen nur mit der Anerkennung lokaler
Gefahrten mit demselben speziellen Interessen zufrieden zu
geben; fiir die meisten Kiinstler scheint das freie Zeichnen so
elementar, dass der Eindruck erweckt wird, sie wiirden es auch
tun, ohne je die Moglichkeit zur Veréffentlichung zu haben.

Enthusiasmus und die Bewahrung wirtschaftlicher Unabhén-
gigkeit bringen die Angehdorigen der Netzwerke des Independent
Comic in eine Position, die ihnen groBtmaogliche Glaubwiirdig-
keit, Deutungshoheit (nicht zuletzt iber sich selbst) und damit
Autonomie verschafft - Autonomie zumindest in dem Sinne, als
die Kiinstler ihre Abhangigkeit (auch die ihres Ursprungs vom
amerikanischen Mainstream) mitreflektieren (Frahm, 2009: 183).
Dies unterscheidet die Netzwerke des Independent Comic von
anderen Bereichen der Kunst, in denen eine weniger radikale
Antiokonomie herrscht und die durch teils traditionelle Institu-
tionen mit einem verzweigten System von Kritik und Gegen-
kritik, von Galerien, professionellen Einkdufern und Sammlern
vertreten werden.

Unter Berlicksichtigung der Lebensbedingungen in den
untersuchten Landern verlangt dies besondere Beachtung.
Sicher ist die Feststellung berechtigt, dass das Bekenntnis zur
Zugehorigkeit zu einem Netzwerk des Independent Comic hier
groBere Risiken birgt und mit einem hoheren Einsatz verbunden
ist als in einem wohlhabenden westlichen Land.

1 Die Beschreibung wurde auf Basis tibersetzter Transkriptionen insbesondere
von Interviews und &ffentlichen Diskussionen mit Kiinstlern, Herausgebern
und Veranstaltern aller beteiligten Lander erstellt. Aus Griinden der Einfachheit
und der besseren Lesbarkeit wird hier durchgehend die grammatisch mann-
liche Form verwendet, weibliche Personen sind dabei stets mitgemeint.

2 Der Beitrag wurde begleitend zur Ausstellung comiXconnection verfasst.
Die Ausstellung prasentiert Kiinstler und Herausgeber der Independent Comic-
Szene der Lander Slowenien, Kroatien, Serbien, Ungarn und Rumanien und
soll zu einer vertieften Vernetzung beitragen.

3 Rolf Lohse zitiert den franzdsischen Kritiker Francgios Lacassin (Lohse,
2009: 309)

4 Zur Geschichte des jugoslawischen Comics und seine Verbindungen der
Zeichner zur westlichen Comickultur, siehe z.B. Knigge, 1996: 230-232.

5  Balkansky, Bogumil: Helden aus Papier und Tusche—Ex-Yu als Comic-Paradies.
http://www.dasbiber.at/content/helden-aus-papier-und-tusche%E2%80%93-
ex-yu-als-comic-paradies (6. Februar 2013)

6 InderFolge wird der Begriff Independent verwendet um den besonderen
Freiheitsaspekt der Netzwerke zu betonen. Der Begriff Alternativ versteht
sich eher in Abgrenzung zum Mainstream. Auch wenn sich die 6ffentliche

1 This description is compiled from translated transcriptions particularly of
interviews and public discussions with artists, publishers and event organisers
from all participating countries.

2 This contribution accompanies the comiXconnection exhibition presenting
artists and publishers of the independent comics scene in Slovenia, Croatia,
Serbia, Hungary and Romania, and is meant to promote a deeper interconnec-
tion between them.

3 Rolf Lohse cites the French critic Frangios Lacassin (Lohse, 2009: 309)

4 For the history of Yugoslavian comics and their artists’ connection to
Western comics culture, see e.g. Knigge, 1996: 230-232.

5  Balkansky, Bogumil: Helden aus Papier und Tusche— Ex-Yu als Comic-Paradies.
http://www.dasbiber.at/content/helden-aus-papier-und-tusche%E2%80%93-
ex-yu-als-comic-paradies (6 February 2013)

6 The term independent is used here to emphasise the freedom of the net-
work. The term alternative is used rather as a contrast to the mainstream. Even
when public perception in some countries is limited to a distinction between
classic comics and children’s comics, independent should identify individual
artists and collectives that work and publish outside of these categories.

7 See http://www.ddr-comics.de/ungarni.htm (6 February 2013)

8 From Oana Tdnase in a description of Alexandru Ciubotariu’s and Dodo
Nitd's History of Romanian Comics. 1891-2010. Bucharest: 2010. See http://art-
actmagazine.ro/ history-of-romanian-comics.html (6 February 2013)

9 An efficient integration of local networks can only be found in the scene
within former Yugoslavia.
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Edition itinérante
Ateliers/Collectifs/Festivals

Johanna Marcadé

Pancevo - Belgrade, Belgrade - Zagreb, Zagreb - Pula,
Pula - Ljubljana...

Quand je suis arrivée en Serbie il y a six ans, il ne m’a pas
fallu trés longtemps pour trouver mes pairs. Je ne savais pas
grand-chose, je connaissais juste le travail d’Aleksandar Zograf
et le fanzine slovéne Stripburger, mais contacter le premier a
I'adresse mail trouvée a la fin de l'un de ses fanzines m‘a suffi
pour étre invitée a un atelier de bande dessinée, ety rencontrer
des auteurs. La bande dessinée indépendante crée un lien fort
entre ses adeptes et ses auteurs, ou qu'ils se trouvent. Comme
le dit Anna Ehrlemark (artiste suédoise qui travaille entre la
Suede et les Balkans), ils sont plus proches les uns des autres
que des autres personnes qui les entourent.

Méme si cela peut arriver en France de fagon informelle
ou lors de festivals, la pratique de la bande dessinée collective
sous forme d'ateliers m’a parue ici plus fréquente et m'a semblé
s'organiser et s'improviser dans toutes sortes de situations: au
coin d’une table lors d’'un concert, prévue lors de la venue d’'un
auteur étranger, durant toute la nuit chez les uns et les autres,
dans n'importe quel contexte en présence de Wostok — auteur
de Vr3ac et membre du groupe Tehno muda. Wostok répartit
un texte sur des pages blanches, séparées en quatre cases et
numérotées, et fait dessiner toutes les personnes présentes,
tous les passants, et surtout tous les membres de sa famille,
jusqu’a ce que I'histoire soit complétement illustrée. Il a ainsi
publié 700 numéros de son fanzine photocopié Krpelj, composé
de bandes dessinées ainsi réalisées, d'interviews, de collages, de
chansons illustrées. Ce genre d'information fait vibrer les ama-
teurs de fanzines, qui ont tous un peu un c6té collectionneur.

Itinerant Edition

Workshops/Groups/Festivals

Johanna Marcadé

Pancevo - Belgrade, Belgrade - Zagreb, Zagreb - Pula,
Pula - Ljubljana...

When | arrived in Serbia 6 years ago, | did not need a lot of time
to find my soul mates. | did not know a lot, | only knew the works
of Aleksandar Zograf and the Slovenian fanzine Stripburger, but it
was enough for me to contact the first email address | found at
the end of one of his fanzines to be invited to a comics workshop
and to meet authors there. The independent comics movement
creates a very strong link between fans and authors, no matter
where they are. As Anna Ehrlemark (Swedish artist who com-
mutes between Sweden and the Balkans) rightly says, they are
much closer to each other than to other people around them.

Even if this can happen in France in an informal way or in
the context of festivals, the practice of the collective comic in
the form of workshops seemed to me to be more frequent here
and | had the impression that it sort of organised itself in an
improvisational manner in all sorts of situations and places:
around a table after a concert, as part of welcoming a foreign
author, all night long at somebody’s house, anywhere in the
presence of Wostok, the author of Vr$ac and a member of the
group Tehno muda. Wostok would, for example, distribute a
text on white pages divided into four boxes and numbered and
would ask each person present, all the passers-by and all the
members of his family to draw something until the story was
completely illustrated. This is how he published 700 volumes of
his photocopied Krpelj, composed of comics that were created
in the above-mentioned way and with interviews, collages and
illustrated songs. This kind of information does seem to excite
the fans of fanzines, who all have a bit of a collector’s spirit.

La publication de fanzines et de livres dans la bande dessinée
alternative s'organise souvent en groupes. Stripburger (magazine
biannuel de Ljubljana), Studiostrip (groupe d'auteurs de Belgrade)
et Komikaze (magazine annuel de Zagreb), respectivement
créés en 1992, 2001 et 2002 et toujours productifs a ce jour, ont
joué un réle majeur dans les échanges entre les auteurs de la
région, a travers publications, organisation d’expositions et
d'ateliers. Stripburger, qui s'est fait connaitre en France apres
avoir recu le prix de la bande dessinée alternative au festival
de la bande dessinée d’Angouléme, publie auteurs slovénes et
auteurs étrangers en anglais, pour permettre de faire découvrir
les uns aux autres; Komikaze publie principalement les auteurs
de Serbie et de Croatie. Ces deux éditeurs organisent de nom-
breux événements autour de ces publications, des expositions
et des ateliers. Le collectif Studiostrip rassemble les auteurs
de bande dessinée dans le collectif Kosmoplovci, encore plus
large et actif dans différents domaines comme la vidéo et la mu-
sique. Les auteurs de Studiostrip, Radovan Popovi¢, Aleksandar
Opaci¢, Danijel Savovic et Lazar Bodroza, ont tellement dessiné
ensemble, repassant sur les images de |'autre, découpant, recol-
lant, modifiant, qu'ils rendent parfois impossible I'identification
de l'auteur. lls ont publié quelques fanzines, mais sont surtout
présents sur internet, qu'ils considérent comme un support édi-
torial a part entiére. Sur le portail internet www.kosmoplovci.
net sont réunis les travaux de leurs premiéres années d'acti-
vité, sous formes interactives. Aujourd’hui cette publication en
ligne s'est déplacée vers les réseaux sociaux. Par ailleurs, le site
Kosmoplovci continue de publier des ouvrages entiers sous
formes de pdf a télécharger.

Ces derniéres années sont venus s'ajouter de nouveaux
groupes d'auteurs et/ou d’éditeurs comme Symposion (Subo-
tica), Elektrika (Pancevo), Mubarec¢ (Belgrade) et Novo Doba
(Belgrade/Pancevo). Certains se consacrent plus particulié-
rement a la production, comme Mubare¢, dont les membres,
tous autodidactes et ‘sur-actifs’, se retrouvent chaque samedi
depuis quelques années pour produire ensemble sculptures,
collages, vidéos et performances. Cété publications, a part
quelques fanzines, ils sont surtout omniprésents sur internet.
Par contre, l'activité principale d’Elektrika est l'organisation
d‘éveénements dans la galerie du méme nom a Pancevo, gé-
rée depuis plusieurs années par Vladimir Palibrk et Aleksandar
Zograf entre autres, mais ces auteurs publient aussi réguliére-
ment des ouvrages collectifs de bande dessinée. Symposion
est principalement un magazine bilingue serbo-hongrois de la
ville du nord de la Serbie, Subotica, proche de la frontiére avec
la Hongrie (dont une grande partie de la population appartient
a la minorité hongroise). A l'origine principalement éditeur
littéraire, Symposion s'est depuis environ quatre ans ouvert a la
bande dessinée. Quant a notre collectif Novo Doba, il consacre

The publication of fanzines and books in the alternative comic
milieu is usually realised in groups. Stripburger (the biannual
magazine of Ljubljana), Studiostrip (a group of authors from
Belgrade) and Komikaze (the annual magazine of Zagreb), created
in 1992, 2001 and 2002, respectively, and still productive to this
very day, played a major role in promoting exchange among
the authors of the region, with their publications and the or-
ganisation of exhibitions and workshops. Stripburger, which
became known in France after having received the alternative
comics prize at the international comics festival in Angouléme,
publishes the works of Slovenian and foreign authors in English
so that they can discover each other; Komikaze publishes the
works of authors from Serbia and Croatia primarily. These two
publishers organise a host of events around these publications
as well exhibitions and workshops. The Studiostrip group draws
in comic strip authors from the Kosmoplovci group, which is even
larger and more active in different domains such as video
and music. The authors of Studiostrip, Radovan Popovic,
Aleksandar Opaci¢, Danijel Savovi¢ and Lazar Bodroza, have
worked together so intensively, completing each other’s illus-
trations, cutting them, sticking them together again, that it is
often impossible to identify the author. They have published a
few fanzines but they are mostly present on the internet, which
they consider a publishing tool. On the internet portal www.
kosmoplovci.net the works from the first years of their activity
can be found in an interactive form. Today this online publi-
cation has been transferred to the social networks. Besides
this, the Kosmoplovci continues to publish entire works in a
downloadable PDF format.

In the past few years, new groups of authors and/or pub-
lishers have emerged, such as Symposion (Subotica), Elektrika
(Pancevo), Mubare¢ (Belgrade) and Novo Doba (Belgrade/
Pancevo). Some of these are more devoted to production in
particular, like Mubare¢, whose members, all self-made art-
ists and ‘overly active’, have been meeting every Saturday for
a few years now to produce sculptures, collages, videos and
performances together. Although they have published a few
fanzines, they are omnipresent on the Internet. The main activ-
ity of Elektrika, on the other hand, is the organisation of events
in the gallery in Pancevo bearing the same name. The gallery
has been managed by Vladimir Palibrk and Aleksandar Zograf
among others, but these authors also publish collective comic
strips on a regular basis. Symposion is mainly a bilingual Serbo-
Hungarian magazine from the north of Serbia, the city of
Subotica, close to the Hungarian border (the majority of the
population of this city belongs to the Hungarian ethnic minority).
Originally mainly a literary and publishing community, Sympo-
sion has opened up and embraced comics for about four years
now. And our group Novo Doba spends most of its time and



Vi -

FESTIUAL hESURSTRNDE STRIFA

FRNNCEGER TURRBD COMIK EIDSPETTH

KOMIEATE E2iR0) PROCEEM ELDETRIE
STUDMISTEP ARIMARIME METaLEL R

MEDLISKER ARREOLOGLAE Fandih KRWELl

\WILW.hOUODORAFESTIUAL. RET

08-06- LE0 09.06. 20 hEEGONA EIELAOTERA KC GRAD WLOG. {299 IAEH FILH

TLOE PRI 204 ML REN W56 GALERLE ELEKTRIND FARCEUD DOM OHLADME PInCELD

Nilwinie

NESURSTANOG

4 Affiche/Poster Novo Doba Festival, 2010

< Affiche/Poster Novo Doba Festival, 2011

le plus gros de son énergie a organiser le festival du méme nom
dont je parlerai un peu plus loin, et ses autres activités sont la
sérigraphie et I'édition.

Dans le milieu de la bande dessinée indépendante en Europe,
c'estune chose courante que de travailler en collectif. Le principal
avantage est de rendre les auteurs maitres de leurs publications
et indépendants des attentes des gros éditeurs. Si pour cette
forme de bande dessinée, les éditeurs n'existent pas, il ne reste
plus aux auteurs qu’a devenir éditeurs eux-mémes. Pratiquement,
travailler a plusieurs rend possible 'auto-publication, l'organisa-
tion d’évenements et la circulation des livres et images ainsi
imprimés. Souvent en Europe, les collectifs d'auteurs-éditeurs
sont aussi imprimeurs. La pratique de la sérigraphie est la plus
répandue, mais certains groupes utilisent d’autres techniques
d’impressions, comme l'aquatinte, la lino gravure, la gravure sur
bois, le pochoir, le tampon, lerisographe ... C'estun phénoméne
récent et rare dans les Balkans ou la photocopie est toujours le
moyen le plus courant - et le favori — dans I'édition de fanzines.
Son c6té brut et bon marché a de nombreux et fidéles adeptes.
La sérigraphie a ceci de particulier qu’elle permet de réaliser des
tirages de plusieurs centaines d'exemplaires; elle permet aussi
d’imprimer sur de nombreux supports (papier, textile, papier ad-
hésif, plastique). Cela rend possible pour chaque collectif d'im-
primer ses propres livres, ses propres affiches, éventuellement
des tee-shirts, des autocollants, des cabas etc. Méme si pratiquer
réguliérement la sérigraphie nécessite un matériel important
(table a insoler, karcher, bac pour laver les cadres, produits,
encre etc.), cette technique a l'avantage de pouvoir s'adapter au
contexte (insolation a la lumiére du soleil pendant les beaux jours,
lavage des cadres a I'eau de Javel dans une cabine de douche ...).

Ces collectifs sont donc composés d'auteurs et d'éditeurs ‘au-
toproclamés’, mais souvent certains d’entre eux sont aussi musi-
ciens, graphistes, peintres, poétes. C'est une des spécificités de
cette forme de bande dessinée d'aimer a expérimenter les com-
binaisons possibles entre les différents domaines artistiques.

Dans cette situation sans hiérarchie ou tout s'improvise et
se bricole au fur et a mesure, et ou l'on est jamais assez nom-
breux, chacun se retrouve a faire un peu de tout. Les besoins va-
rient: rédaction, graphisme, impression, recherche de matériel,
scénographie et installation d'exposition, peinture murale, re-
cherche de fonds, envois de lettres, de paquets, de mails, coup
de téléphones, rendez-vous, mise en page, visite chez I'impri-
meur, animation d‘ateliers, installation de stand, traitement
d’images sur Photoshop, achat de billets de train et d’avion,
réservation d’'auberge de jeunesse ...

Trouver des volontaires pour le rédactionnel et le graphisme
est un moindre probleme dans le monde de la bande dessinée
ou chacun a des notions de I'un et de l'autre. Mais pour ce qui est
des autres taches, c'est un combat de chaque jour pour trouver

energy organising the festival bearing the same name which
| shall describe below, and other activities including screen-
printing and publishing.

In the context of the independent comic strip movement
in Europe, it is a current trend to work collectively. The principal
advantage of this is to make the authors the masters of their
own publications, independent from expectations of the
big publishers. If in this case there are no publishers, then
the authors have no other choice but to become publishers
themselves. Working practically together makes possible self-
publication, the organisation of events, and the dissemination
of books and pictures printed in this way. Often in Europe the
collective author-publishers are printers as well. The practice
of serigraphy is the most widespread, but certain groups use
other printing techniques such as aqua ink, linoleum engraving,
woodcut, stencil, stamping and risography. This is a recent and
rare phenomenon in the Balkans where photocopying is the
most current method — and most preferred - in the publish-
ing of fanzines. Its crude and cheap character has many and loyal
follower. The advantage of serigraphy is that it makes possible
the printing of several copies of a given volume; it also allows
for printing on different supporting materials (paper, textile,
and adhesive paper, plastic). In this way, each group can print
its own books, posters, and even T-shirts, stickers, tote bags,
etc. Even if practised and applied regularly, screen-printing
requires a lot of material (an insolation table, cleaning equip-
ment, a small tub to wash the frames, ink and other material)
yet the advantage of this technique is that it can be adapted to
the context: insolation with sunlight during the sunny days and
hours, washing the frames with bleach in a shower, and so on.

These groups are then composed of self-proclaimed au-
thors and publishers, but often some of them are even musi-
cians, graphic artists, painters and poets. One of the special
features of this type of comics group is that it enjoys experi-
menting with the different artistic media.

In this situation where there is no hierarchy, where every-
thing is improvised and put together step by step and where
there are never enough hands, everyone does a bit of everything.
The needs vary: writing, graphic design, printing, research
and procurement of material, scenography and installation of ex-
hibitions, mural painting, fund raising, mailing letters and parcels,
phone calls, meetings, layout, meeting the printers, organising
and hosting workshops, setting up stands, Photoshop-editing
pictures, buying train and plane tickets, reserving youth hostels.

Finding volunteers for the editing and the visual part is not
such a problem in the world of comic strips where everyone
has an understanding of the one or the other. However, for
the other tasks it is extremely difficult to find time and en-
ergy resources when everything is voluntary. The only driving



du temps et de I'énergie quand tout est bénévole. Le seul moteur
est I'enthousiasme, et I'envie de voir tel livre imprimé ou tel
auteur exposé.

Belgrade - Pancevo, Pancevo - Mali LoSinj, Mali LoSinj -
Rome, Rome - Angouléme ...

Ces collectifs et éditeurs sont la plupart du temps trés liés avec la

scéne musicale “équivalente” (noise, musique expérimentale ...),
avec la littérature et les arts visuels. lls sont bien plus proches en

réalité de ces domaines artistiques que du milieu de la bande

dessinée classique. Cette ouverture fait des concerts, des ateliers

et des festivals des points de rencontres privilégiés, et méme

nécessaires pour ces collectifs. Il existe aujourd’hui un réseau,
chaque année plus important, de festivals totalement consacrés

a cette bande dessinée, a I'estampe et a 'auto-publication.

Ces moments sont importants pour ces collectifs, pour
recevoir un feedback sur leur travail, vendre, échanger, brader,
donner leurs publications, et continuer leur éternelle quéte
de nouveaux auteurs, de nouveaux éditeurs, de nouvelles tech-
niques d'impressions, de nouveaux formats, de nouvelles reliures.

Parfois ils s‘organisent en marge d'un festival de bande
dessinée plus général, comme c'est le cas a Angouléme, ou
le festival FOFF a lieu en méme temps que le festival officiel
(le Festival international de la bande dessinée d’Angouléme,
a priori le plus grand festival européen de bande dessinée —
tous genres confondus); certains festivals sont exclusivement
consacrés a la bande dessinée indépendante et underground,
comme le festival Crack! a Rome et notre festival Novo Doba a
Belgrade et Pancevo en Serbie; d'autres sont des festivals multi-
médias, comme Skver! en Croatie, dans lequel la bande dessinée
est un domaine artistique parmi d‘autres, comme la peinture
murale, la performance ou la sculpture. La encore, comme dans
I'édition de bande dessinée indépendante, les organisateurs
de ces festivals sont les mémes personnes: auteurs de bande
dessinée, graphistes, musiciens, sérigraphes etc. Le moteur est
le méme, I'enthousiasme. Le temps et I'énergie fournis sont en-
core plus grands, et toujours bénévoles. lls ne sont pas formés
dans l'organisation, mais a priori les invités le savent et sont
tolérants par rapport au désordre et aux autres lacunes. lls se
retrouvent donc plus indépendants, et plus responsables de
leur propre participation. Au festival Crack! a Rome par exemple,
qui accueille chaque année depuis huit ans plusieurs centaines
de collectifs, une cellule des catacombes de la forteresse
Forte Prenestino (squattée depuis les années 80) est donnée
a chaque collectif, qui y installe son stand lui-méme. Mini ex-
position, peinture murale, projection, sculpture, chacun occupe
son espace de la facon qui correspond le mieux a son travail.
Chaque festival s'organise en accord avec le principe d'auto-or-
ganisation, et dans le contexte ou il se trouve. Les organisateurs

force is enthusiasm and the desire to see this or that publica-
tion printed or exhibited.

Belgrade - Pancevo, Pancevo - Mali LoSinj, Mali LoSinj -
Rome, Rome - Angouléme...

These groups and publishers are very often strongly related to

the equivalent musical scene (noise, experimental music, etc.),
to literature and to the visual arts. In fact, they are very much

closer to these artistic domains than to the classical comic strip

scene. This open approach embraces concerts, workshops and

festivals that are privileged meeting points which are vital for
these groups. There is a network of festivals, which is becoming

more and more important each year, that is totally devoted to

this type of comic strip, embossing and self-publication.

These moments are important for these groups in order to re-
ceive feedback on their work, to exchange works, sell or give their
publications to others and to continue their eternal quest for new
authors, publishers, printing techniques, formats and bindings.

Sometimes they organise themselves as the fringe of a larger
comic strip festival, as is the case in Angouléme, where the
FOFF Festival takes place at the same time as the official festival
(the Festival international de la bande dessinée d’Angouléme, in
fact the largest European comic strip festival , with all genres
present). Certain festivals are exclusively devoted to independ-
ent and underground comic strips like the Crack! Festival in Rome
or our Novo Doba Festival in Belgrade and Pancevo in Serbia; then
there are other festivals with a focus on multimedia, like Skver!
in Croatia, where the comic strip represents but one of the many
artistic media, such as mural painting, performance or sculpture.
And there, as in the case of the independent comic strips, the
organisers of the festivals are the very same people: authors of
comic strips, graphic artists, musicians, serigraph specialists, etc.
The driving force is the same: enthusiasm. The time and energy
invested is even greater, and also on a voluntary basis. The
volunteers do not receive any training within the organisation
and the guests are aware of this and are also tolerant of the dis-
order and shortcomings. Thus, they are even more independent
and responsible for their own participation. At the Crack! Festival
in Rome, for example, where for the past 8 years several hundred
groups have been hosted, a cell in the catacombs of the fortress
Forte Prenestino (occupied by squatterssince the 805s) is given
to each group where they set up their own stand: a mini exhibi-
tion, or mural paintings, or projections, sculptures or anything
else that is closest to their way of creating and working. Every
festival is organised on the principle of self-organisation in the
given context. The organisers of the FOFF Festival for example,
find a place in the city of Angouléme, rent it for the duration of
the festival, have electricity installed, print flyers and posters,
and share the costs among all the participating groups, who in

du festival FOFF, par exemple, trouvent un local dans la ville
d’Angouléme, le louent pour la durée du festival, font installer
I'électricité, impriment flyers et affiches, et répartissent les frais
entre tous les collectifs qui louent en quelque sorte leur stand,
a un prix modeste. Un bar et des barbecues sont assurés, qui
payent les groupes qui jouent chaque soir, assurant l'entrée
gratuite pendant toute la durée de I'événement.

Le festival Crack! a Rome a entierement lieu, chaque année,
a Forte Prenestino. La forteresse, un vrai labyrinthe a l'intérieur,
n‘a par contre qu'une entrée. Lors du festival, a partir d'une
certaine heure dans l'apres-midi, elle devient payante, et l'ar-
gent ainsi récolté permet de couvrir les trajets de certains des
collectifs et de participer aux autres frais du festival. La cuisine
du squat, qui vend des repas aux visiteurs, permet de nourrir
les participants, qui dorment tous dans la forteresse, dans diffé-
rentes salles, dans des tentes ou des caravanes. Chaque année,
durant quatre jours, une dizaine de milliers de spectateurs assiste
a cette manifestation.

Notre festival, Novo Doba, ne peut pas se vanter d'une telle
autonomie financiére, a cause du manque de lieu dans lequel
nous puissions produire I'ensemble des évenements, et la
priorité que nous mettons a ne proposer que des événements
gratuits pour le public. Nous faisons donc appel aux aides pu-
bliques, aux ambassades des pays d'ou viennent nos invités, et
parfois a des fondations étrangéres. Avec l'argent obtenu, nous
pouvons prendre en charge les trajets et le logement des invi-
tés, I'impression d’un catalogue qui est en réalité un recueil de
bande dessinée, la production des expositions, et ce qui reste
sert a offrir un repas par jour aux participants.

Skver!, festival qui a lieu sur I'ile de Mali Loginj en Croatie, a
un systéme assez proche de Novo Doba en ce qui concerne la
production. Dunja Jankovi¢, originaire de I'ile, y a grandi avant
de faire des études d'art a Zagreb puis a New York. Aujourd’hui
elle partage son temps entre Mali Lo3inj et Portland aux Etats-
Unis. Elle organise le festival Skver! depuis trois ans sur sa petite
fle, dont la principale activité est le tourisme. Sa bonne connais-
sance de ['ile et de ses habitants lui assure le soutien d'autres
organisations de I'fle: camping, auberge etc.

Ainsi ces quatre festivals ont en commun le bénévolat des
organisateurs, puis selon leur contexte, ils trouvent une com-
binaison possible entre I'autonomie financiére, la gratuité pour
les collectifs invités et la gratuité pour le public.

Laccent mis sur la production est un lien entre les quatre
festivals. La sérigraphie, par exemple, y est tres présente. Soit
imprimée sur les tee-shirts des visiteurs comme a Novo Doba,
soit lors d'ateliers improvisés avec les moyens du bord comme
au FOFF et a Skver!, soit comme a Crack!, ou l'atelier de sérigraphie
de Forte Prenestino est mis a la disposition des participants et
tout le matériel est fourni par le festival. Dans celui-ci, nombreux

fact rent their own stand for a very modest price. There is a bar
and a barbecue stand, the revenue of which pays for the groups
who sing or perform every evening, thus ensuring free entry to
all events of the festival the entire time.

The Crack! Festival in Rome takes place every year entirely
in the Forte Prenestino. The fortress, a real labyrinth inside, has
but one entrance. During the festival, from a certain time in the
afternoon entrance requires a fee; this revenue helps cover the
travelling costs of certain groups and contributes to other costs
related to the festival. The squatters’ kitchen that sells food to
the visitors also helps feed the participants who all sleep in the
fortress, in different halls, in tents or in caravans. Every year for
four days, several thousand visitors take part in this event.

Our festival, Novo Doba, cannot boast of such financial inde-
pendence as we do not have a place where we could organise
all the events together and also because for us it is a priority
that all events be free for the general public. Thus, we appeal
to the local authorities for public aid, to the embassies of the
countries from which our invited guests come and sometimes
to foreign foundations. With the help of the money received
we can cover the travelling and accommodation costs of our
invited guests and costs related to the printing of the catalogue

— in reality is a collection of comic strips, costs related to the ex-
hibitions, and from the remaining amount we can offer a meal
a day to the participants.

Skver!, the festival that takes place on the Island of Mali Loginj
in Croatia, has a system quite close to the one of Novo Doba
with regards to the production aspect. Dunja Jankovi¢, origi-
nally from this island, grew up here before embarking on her
art studies in Zagreb and then in New York. Today she divides
her time between Mali LoSinj and Portland in the USA. She has
organised the Skver! Festival on her little island, where the main
activity is tourism, for three years now. The fact that she knows
both the island and its people very well ensures support from
other organisations: camping sites, restaurants, etc.

A common aspect of these four festivals is the voluntary
contribution of the organisers. Then, depending on the con-
text they find a possible combination between voluntarism and
financial autonomy, ensuring that the participating groups and
the general public enjoy free access to the events.

The fact that the main emphasis is laid on production is an-
other element that links the four festivals together. Serigraphy,
for example, is very much present in all of them: either as T-shirt
prints for visitors as in the case of Novo Doba, or in the form
of improvised workshops based on whatever material one can
find as in the case of FOFF and Skver!, or as at the Crack! Festival,
where the serigraphy workshop of Forte Prenestino is at the dis-
posal of all the participants and where the festival provides all
the necessary materials. In these cases there are many groups
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sont les collectifs présents qui organisent leur propre atelier
dans leur espace: le Garage L, de Forcalquier en France, pro-
pose un atelier de linogravure; le collectif de Belgrade Mubarec¢
aanimé lors de la derniére édition un atelier de sculpture a base

d'objets récupérés, pour ne citer que ces exemples. Le festival

Skverl, lui, est entiérement consacré a la production artistique:

la vingtaine d'artistes présents est invitée a investir le chantier
naval (Skver!, dans la langue locale) toujours en activité sur I'ile.
Les ouvriers et les artistes partagent donc le lieu pendant une

semaine, et chacun choisit son activité, peinture murale, sculp-
ture, performance, vidéo, musique, sérigraphie. Lors du dernier
FOFF, la Fanzinothéque de Poitiers a produit sur place un fanzine

imprimé sur place au risographe, pour lequel tous les collectifs

ont dessiné, et nous avons imprimé en sérigraphie des masques

que l'on distribuait le soir lors des concerts. Pendant Novo Doba,
sont aussi organisés des ateliers, comme par exemple de col-
lage avec le collectif Mubarec, de bande dessinée avec Wostok,
ou encore de scénographie avec Dunja Jankovi¢ et Anna Ehrle-
mark. Chaque année, le festival itinérant pour enfants KidsPatch

organise des ateliers pour les plus petits, animés par certains

des auteurs invités au festival.

Enfin, ces manifestations sont aussi l'occasion pour les collec-
tifs de présenter leurs publications. Les stands, activité centrale
dans les cas de Crack et du FOFF, sont présents une journée lors
de Novo Doba, et lors des événements & Skver!. Chaque collectif/
éditeur s'occupe d'installer et d'animer son stand. Les nouveaux
livres et les nouvelles impressions se montrent, s'‘échangent, se
comparent (combien de passages en sérigraphie, quel format,
quel papier, quel nouvel auteur, avec quelle technique il des-
sine, dans quels fanzines il a déja publié ...).

Ces festivals sont souvent la principale (voire dans certains cas
I'unique) occasion pour ces collectifs de montrer et de vendre
leur travail. Ce n’est certainement pas le but de ces événements
mais I'un des moyens qui les rendent possibles: la vente couvre
une partie des frais des collectifs, parfois une partie du trajet.
La distribution de ces publications, en dehors des festivals, est
le plus souvent assurée sur internet ou dans un petit réseau de
librairies. En Serbie, la plupart des librairies soit font partie de

who organise their own workshops on their own premises: le
Garage L in Forcalquier, France, proposed a linoleum engraving
workshop, and the Mubare¢ group from Belgrade organised a
sculpture workshop based on all sorts of objects found, to men-
tion just a few examples. The Skver! Festival is entirely devoted
to artistic production: the approximately twenty artists present
are invited to occupy the dockyard (Skver!, in the local language)
still active on the island. This means that the workers and artists
share the site for a week and everyone chooses their own activ-
ity: mural painting, sculpture, performance, video, music, and
serigraphy. On the occasion of the last FOFF, the Fanzinotheque
of Poitiers produced a fanzine on the spot printed with the ri-
sography technique and for which all the groups invited had
drawn something; we printed masks produced with serigraphy
and distributed them in the evening for the concerts. Work-
shops are also organised during the Novo Doba festival as, for
example, the collage workshop with the Mubare¢ group, comic
strip workshops with the Wostok group or scenography work-
shops held by Dunja Jankovi¢ and Anna Ehrlemark. Every year
the itinerant children’s’ festival KidsPatch organises workshops
for the very young held by certain invited authors of the festival.

Finally, these events are also an occasion for the groups to
present their publications. The stands, the main attraction in
the case of the Crack and FOFF, are present again at the Novo
Doba for a day and during the events of Skver!. Each group/au-
thor installs and animates their own stand. The new books and
publications are presented, exchanged and compared (how
many paragraphs produced with serigraphy, what format, what
type of paper, new authors and their techniques and which
fanzines contain their works, etc.).

These festivals are often the main (in some cases even the
only) occasion for these groups to show and sell their works. It
is definitely not the main objective of these events, yet a means
to make them possible: sales cover a part of the group costs,
sometimes a part of the travelling costs. The distribution of
these publications outside the festivals is most often assured via
the internet or through a small network of bookshops. In Serbia
most of the bookshops are either part of the big chains and do

grosses chaines et n‘acceptent pas les livres des petits éditeurs,
soit elles dépendent d'une maison d’édition en particulier et ne
vendent que leurs propres livres. Il y a un réel probléme de di-
versité. Heureusement, quelques librairies indépendantes sont
ouvertes sur les petits éditeurs et les éditeurs étrangers. C'est le
cas des deux librairies belgradoises ou nos livres sont disponibles,
Beopolis et Baraba. Nos publications peuvent aussi se trouver a la
librairie Le Monte-en-I'air a Paris, et nous souhaitons agrandir ce
réseau. Nous travaillons actuellement sur le site Fijuk qui donnera
le plus d'informations possibles sur les collectifs et auteurs de la
région et qui leur permettra de vendre leurs livres et impressions.

Malmo6 - Timisoara, Timisoara — Zagreb, Zagreb - Lyon,
Lyon - Vienne...

Le fanzine et l'auto-publication dans la bande dessinée alter-
native ne sont pas des nouveautés: ils se sont développés sur
plusieurs décennies, depuis le mouvement underground dans
les années 60 aux Etats-Unis, en passant par le mouvement
punk a partir des années 70. Musiciens et artistes se sont sou-
vent ainsi autoproduits, surtout dans la musique et la bande
dessinée. Cependant il semble que cela se passait de facon plus
confidentielle et qu'aujourd’hui se développe un plus grand
réseau de collectifs; il semble également que les outils néces-
saires pour s'autoéditer sont plus accessibles qu'avant.

Chaque année, de nouveaux collectifs apparaissent. Chacun
peut se laisser convaincre lors d'un festival de tenter sa chance.
Quelques personnes, une photocopieuse, une agrafeuse, et 'on
peut se lancer. Un fanzine, deux fanzines, on décide d'essayer
la sérigraphie, un livre, une affiche, un premier stand lors d’'un
festival, dix livres, dix affiches, on part plus loin, on rentre chez
soi, on décide de monter son propre festival.

Les festivals dont je parle sont relativement jeunes: Novo Doba,
Skver! et le FOFF n‘ont que quelques années. Crack! est le plus
ancien, huit ans, et inspire les autres. Notre collectif Novo Doba
est depuis quelques années présent a de nombreux festivals, et
chaque année de nouveaux apparaissent. En Suéde, le festival
Alt Com a Malmo a eu lieu pour la troisieme fois I'année derniére,
en France, le Grand salon de la micro-édition a Lyon ouvrira sa
quatriéme édition en avril, et cette année apparaissent encore
de nouveaux salons: Vendetta a Marseille, Indélébile a Toulouse.

En ce qui concerne la région qui nous intéresse, on y dé-
couvre aussi de nouvelles manifestations: le festival Ohoho! a
Zagreb aura lieu trés bient6t dans sa deuxiéme édition, comme
le festival CA.T.A. a Timisoara. Ces nouvelles manifestations, les
récentes rencontres avec l'auteur grec llan Manouach, le collec-
tif d'auteurs Roham de Budapest, Anamaria et Octav de Librdria
Jumatatea plind (la Librairie a moitié pleine) de Bucarest et l'ap-
parition de projets comme celui pour lequel jécris a présent,
promettent de nombreuses nouvelles collaborations.

not accept the works of small publishers, or they belong to and

depend on one particular publisher and sell only their books.
There is a real problem of diversity here. Fortunately, some in-
dependent bookshops are open to small publishers and foreign

publishers. This is the case with the two bookshops in Belgrade

where you can find our books: Beopolis and Baraba. Our publica-
tions can also be found in the Le Monte-en-Iair bookshop in Par-
is, and we would like to expand our network. We are currently
working on the Fijuk site that will provide as much information

as possible on the groups and authors of the region and that will

make it possible for them to sell their books and publications.

Malmé - Timisoara, Timigsoara - Zagreb, Zagreb - Lyon,
Lyon - Vienna ...

The fanzine and self-publishing techniques in the alternative
comic strip scene are not new: they have developed over the
course of several decades, since the underground movement
in the 60s in the USA and via the punk movement from the 70s
on. Musicians and artists often ‘created themselves’ especially
in the domain of music and comic strips. However, it seems that
this process used to be more closed to the outside and that
today a larger network of groups is developing. Also, the tools
necessary for self-editing and publishing are more accessible
then they used to be.

Each year new groups emerge. Everybody can convince
themselves over the course of a festival that they can take this
opportunity. One collects a few people around there, gets a
Xerox machine and a stapler — and off one goes. One fanzine, two
fanzines, one decides to try serigraphy, a book, a poster, a first
stand at a festival, then ten books, ten posters, then one goes fur-
ther and goes home and decides to organise one’s own festival.

The festivals | am talking about are relatively new: Novo
Doba, Skver! and FOFF are only a few years old. With its 8 years,
Crack! is the oldest and inspires the others. Our group Novo
Doba has been participating in several festivals for a few years
now and each year new ones emerge. In Sweden, the Alt Com
Festival in Malm& was organised for the third time last year. In
France, le Grand salon de la micro-édition in Lyon will be opened
for a fourth season in April. And even new salons will appear
this year: Vendetta in Marseille, Indélébile in Toulouse.

Concerning the region that is of interest to us, one finds
new events there as well: the Ohoho! festival in Zagreb will take
place for the second time very soon, as will the CA.T.A. Festival
in Timisoara. These new events and the recent encounters with
the Greek author llan Manouach, the group of authors called
Roham from Budapest, Anamaria and Octav from Librdria
Jumdtatea plind (the ‘Full Half’ bookshop) in Bucharest and
the appearance of projects like the one | am writing for right
now promise a lot of new collaborative projects.



Biographies

Radovan Popovic¢ was born in Belgrade/Serbia in 1969. Film,
literature and life in general led him to comics, a medium that

both fascinates and consumes him, not only as reader. He con-
stantly endeavours to make this graphical form of storytelling

more popular. He is active as publisher and editor of magazines

(Striper, Super) and fanzines. Founder of the festival Novo Doba.
He organises exhibitions and workshops and has worked in the

comic book store Beopolis. Member of Kosmoplovci and Studio-
strip. His own comics, drawn digitally or with the traditional

pen and pencil, thematise science fiction, horror, the occult and

the weird. He lives and works in Belgrade.

Octav Avramescu doesn’t know what a comic is when he sees
one, but is willing to give it a try. This is partly due to some
schooling in literature and history with a theoretical emphasis on
the document and discourse, and consequently also due to the
‘revelation’ that authors (except for comics, and a few others)
do not really make books (but rather manuscripts, mock-ups,
etc). Octav thus discovered that there is more to literature than
literature: while disassembling and observing what makes a
comic a good comic, he and a colleague decided to present
themselves as if they were a company, as this implies the pos-
sibilities of production, distribution, profit, deceit, and other
unique activities in such a way as to blur the barriers of art
and industry. Octav is now secretary of something larger than
himself, called in translation, The Full Half.

Mario Z. Nemes (1982), poet, aesthete. Besides reviews and
articles on contemporary films, fiction, poetry, and fine arts, he
has extensively published studies dealing with contemporary
artistic and literary discourses on the human body. Books:
Alkalmi magyardzatok a husrél (Casual Readings of Flesh, Poems,
2006) and Bauxit (Bauxite, Poems, 2010) He lives in Budapest.

Johanna Marcadé (Paris, 1983) is a designer and publisher
(Turbo Comix). Her first project was a book in French about
comics in Serbia and Croatia, Stripovi/Cmpunosu. Since then,
she has promoted comics from the Balkans in France. She is
part of the collective Novo Doba, which organizes the comics
festival of the same name in Belgrade and Pancevo, Serbia,
working as a silkscreen printer and comics publisher, and setting
up exhibitions, concerts and performances during the rest of
the year. Parallel to that, she has her own practice as a graphic
designer, illustrator and comics artist, mostly in the technique
of photo-montage. She lives and works in Serbia.

Vjeran Kovljani¢ (1983) is a professor of Croatian language and
literature. He writes about film and animation for Filmonaut and
Hrvatski filmski ljetopis magazines. He is on the editorial board
of Q strip magazin where he is currently publishing a series of
interviews with Croatian art-oriented cartoonists. He is preparing
a book of essays about all sorts of things.

Jasmina Hlaj was born in Ljubljana, Slovenia in 1983. In 2010
she graduated from the Department of Arts with a work entitled
The history of comic books and their educational value. In 2011
she co-wrote an article with Ciril Horjak about comic author
Andrej Herman for a catalogue to the exhibition Risba v stripu
na Slovenskem at the City Art Gallery of Ljubljana. In 2011 she
volunteered at the Festival of Comic Books (at the Museum of
Comic and Cartoon Art) in New York, USA. Currently she teaches
Slovenian language and literature at a high school and helps
with editing and operating at the BeZigrajska Galerija in Ljubljana.

Aleksandra Sekuli¢ PhD candidate in art and media theory,
University of Arts, Belgrade. MA in cultural management and
cultural policy in the Balkans, University of Arts, Belgrade (MA
thesis: Archiving as a cultural form: creating video archives and
databases). BA in general literature and literary theory in the
Department of Philology, University of Belgrade. Archive and
project manager at the Centre for Cultural Decontamination,
Belgrade. Member of: Media Archaeology, Kosmoplovci and
Low — Fi Video.

Jakob Klemenci¢ — Born 1968 in Ljubljana (Slovenia), where
he still lives. He is an art historian by profession and works part
time at the University of Ljubljana as an assistant librarian. The
rest of his time is mostly split between comics, illustration,
printmaking and a (very occasional) article about comics. Co-
founder of the Slovenian Stripburger comics magazine (first
issue published in 1992). In the 1990s, he drew quite a number
of mini-comics. His short stories have been published in many
anthologies in Slovenia and abroad.

Iztok Sitar was born in 1962 in Ljubljana where he later gradu-
ated from the Graphics Department of the School of Design. His
first and slightly autobiographical comic entitled Who killed the
comics” drawer? was published in 1984 in the literary magazine
Mentor. Since then, signed with his name or the pseudonym
Ninel, his comics have been published in most Slovenian maga-
zines and newspapers. In addition to drawing, Sitar also deals
with the theory of comics. For the 80th anniversary of Slove-
nian comics in 2007 he published the first ever national mono-
graph on this topic - The history of Slovenian comics. Sitar be-
longs to the third generation of Slovenian comic authors who
at the end of the 1980s established the so-called New Slovenian
comic. These comics were characterised by the freedom from
any prejudices and traditional respect towards sex, politics and
the Church.

Ciril Horjak was born in Slovenj Gradec, Slovenia, in 1975. He
studied at the Academy of Fine Arts in Ljubljana. In November
2003, Stripburger published his first graphic novel Ride. For the
Slorest company he designed an educational comic book and
received a prize for it in 2008 as the most innovative personal
practice. Since 2007 he has been active for the newspaper Vecer.
At Radio Student’s show Risanka he draws live cartoons. In 2011
he was awarded a prize by the Slovene Adult Education Centre
for his educational work. With his dentist Rok Juri¢ he is cur-
rently preparing an educational comic about teeth treatment
- Endodontostrip. As a guest lecturer he teaches at different
Slovenian university departments.

Bojan Kristofi¢ was born in 1987 in Zagreb, capital of Croatia. He
received his MA degree from the School of Design - Department
of Architecture, University of Zagreb, and is an aspirant member
of the Croatian Designers Society, of which he is a permanent
associate. He is also a member of the editorial board of Zarez,
a well-known local journal for cultural and social issues, as an
editor of illustrations and cover pages, and a regular journalist
in the fields of visual communications and contemporary art.
Additionally, he works as a freelance designer, illustrator and
writer. For his design and writing work he has received several
awards. Bojan enjoys punk rock music and shows, bicycle rides
and thinking about stuff.

Zoltan Janos Téth (born 1980) is an assistant lecturer for the
Department of Visual Culture and Literary Theory at the Univer-
sity of Szeged. Téth graduated from the University of Szeged
with an M.A. in history and Hungarian literature. Currently he
is writing his Ph.D. thesis on contemporary hardcore porn. His
main academic areas of interest are film history, film genre,
comics, mass media, biopolitics and visual culture.

Jorn Nuber — Born 1975, studied philosophy and comparative
literature in Gottingen, Konstanz, Berlin and Paris. He worked
in Poland and the Czech Republic for a while and published
articles especially about Eastern Europe. From 2007 to 2012 he
lectured as a DAAD fellow in Osijek, Croatia.
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