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ABSTRACT

This dissertationexaminesdifferent manifestations of medievalism in anglophone comics
producedprimarily since the year 2000. Medievalism appears in the form of setthgscter
attributes, character tropes and story tropes. While aiming to produce a comprehensive catalogue
ard analysis of more popular comics featuring medievalist female characters with a religious
calling, this project also considers the comics where just such characters are conspicuously absent
in an effort to map their presence and use utilizing a frameefdte ActorNetwork theoryOn

a final level, the dissertation considers what these comics mean to fans in different communities
by considering Fan Theory.

This dissertation looks at case studies of simulacra of place as in the medievalization of
spacesuch as castles, monasteries, and crypts; and medieval tropes, such as the chivalric rescue.,
medievalist tropes of character and story, as well as ideological simulacra. Focusing on medievalist
characters, there is a study on nun characters in comitsrgues that nun characters are a set
trope, and are necessarily medievalistic. Following this and building on the trope of the nun
character, pagan priestesses, witches and also magical beings are examined. In contrast to the
comics which highlight femal protagonists, there are also popular comic book series which have
female characters, who are Pagan or have some religious marker, but which emphasize the
historicity of the comic.

More abstract forms of medievalism are identified in the comics, subhugality and
misogyny in the guise of historic accuracy and medievalist authenticity. On the opposite end,
comicswhich fall further into the fantasy category often present more equal roles and include
gueer representation of characters. When considgang communities and their use of
medievalism in comic, this dissertation also considers the medievalist memes, comics and graphics

of white supremacy and ideologically radical groups.



ACKNOWLEDGMENTS

The greatest thanks go out to my parents Rodger and Sandy for their unflagging support, and to
my family for their interest and understandihgvould like to thank the Department of English
and American Studies for giving naenplefreedom in researchingis topic, and specifically to

Prof. Marcel Arbeit for his patience, insights, and work as my supervisor.



INTRODUCTION

Medievalism is not a true representation of the Middle Ages but rather a contemporary
interpretation of what modern people think isedieval and, as readers and creators, our
imagination of the Middle Ages is much more complex and personal than it would seem at first
glance. This dissertation is looking at the broad question of medievalism in comics, and how the
presence of medievalisaifects the presentation of stories and characters. Specifically, it reflects
how medievalism or a medieval setting changes the presentation of female characters, and even
more narrowly, female religious characters. Religion in the medievalist comics riiogethe
concretd Pagan, Christian, and Jewish faiths (with almost no mentions of Islam appearing in any
of the comics) to the fantastical, including magical beings and witches. Medievalism also differs
between different comic book creators and is remkdifferently by consumers.

The first chapter of this dissertation is a summary of the most important literature and
methods applied in this research project. This section can also serve as a quick orientation for
readers who may be unfamiliar with onemoore fields of study which this project draws from.

The study of medievalism is already an interdisciplinary field, and despite having narrowed the
focus of research on comics and graphic novels, this project reaches heavily into Fan Studies.
Several telenical terms which will be used throughout my work are defined in this section for
clarity.

The first case study looks at medievalism in general, as it appears in three comic book
adaptati ons ©ohe CdstleBha medikvalitnk dhie £astlas multi-medial, in that
it appears both within the story and the visual presentation of the story. The depiction of the
eponymous castle is examined, as is the Gothic subtype of medievalism, which is most strongly
present in the graphics of the adaptatiorte Theory that Kafka wrote the story as an adaptation
of the medieval grail myth dParzivalalso comes into play, as the comic book creators present
their own medievalist theories about the original inspiration for the unfinished novel.

The second caséusly looks at two comic serieBhe Leather NuandLips Tullian,which
are illustrated by two of the artists who were introduced in the previous ahdpg&American
illustrators Robert Crumb and Spain Rodriguez, and the Czech illustrator Kaja Saudekasvho
directly inspired by American comics and the work of Robert Crumb. This chapter examines

medievalization of medieval space, such as castles, monasteries, and crypts; and medieval tropes,



such as the chivalric rescue. The comics by Crumb and Rodrigake the nun characters
perverse, while Saudek presents them as romantic prizes.

The fourth chapter focuses on nun characters in comics and argues that nun characters are
a set trope, and a necessarily medievalistic one. This chapter draws on primarily Anglophone
comics of European or North American origins; because of the global&@acderof the comic
book industry, examples from manggle comics are considered as well. The nun trope is not
only a character, but she comes with established story tropes and settings, which also have
medieval roots, but have been adapted to suit madetiences.

Just as the chapter on nuns seeks to describe and analyze the trope as it appears in modern
comics, the fourth chapter applies this process to Pagan and witch characters. The two types are
addressed together, as some comics treat them agitencgpangeable. Chapter 5 looks at religion
from a different angle, including Pagans and witches, or otherwise magical beings, and their
relationship to medievalism in comics. There are four comics in particular which are introduced in
the first part othe chapted Heathen, Rat Queens, Hemloakd1602: Witch Hunter Angeldn
contrast to the comics which highlight female protagonists, there are also popular comic book
series with female characters, who are Pagan or have some religious markers, betnphasize
the historicity of the comic.

The second part of the chapter introducesNbghlandersandBlack Roadseries, both of
which were created by Brian Wood, and released around the sameBotheof these series
position themselveas being histacally accurate in the details, if not in the story itséliough
they employ medievalism, more fantastical eleméntsuch as living gods, magic, and
witchcraf® do not appear in the serjdsecause of the attempt to present a realistic medieval
storyworld Nun characters also do not appear, bechatieseriesfocuseson the Norse Pagans.

It is essential to introduce these comics, because they provide a rich contrast to the other comics
which do not try to present themselves as being historically accurate, a characteristic which proves
to correlate with other factorsuch as depictions of brutality, and white nationalistozight The

aim here is not to point out anachronisms, but it is important to pick out the parts of the comics
which use history to validate or provide a false precedence for an ideologicaiyonnshetoric.

The final section o€hapter 5 moves away from the introduction of the comics and begins
to draw on the collected corpus of comics and graphic novels for analysis. One such reoccurring

element in these medievalist comics which emphasig®ritity is the presence of brutality,



especially brutality of a misogynistic type. This is problematic, especially when these comics stand
out in sharp contrast to comics which accept or even play with the notion of anachronistic
medievalism, which tentb be very inclusive and femapmsitive. The implications of this
brutality and misogyny are historic, while inclusivity and feminism are only attributes of a fantasy
settingd can lead to real world actions, which is examined in greater detail withinrhle f
chapters.

The topic of medievalism in media is urgen
recent years there has been a surge of interest in medieval content, and while some of these works
show a forwardooking use of medievalism, othease utilizing medievalist content to promote
white nationalism and misogynistic arguments. Even in 20fEconomistpublished a report
documentingthe AARi ght 6s ent husi as mbuthistoriansdalé kmowa this st me
unfortunate correlatiofor a while. In an interview soon after the now infamousRi§ht rally in
Charlotte, North Carolina, Australian scholar Helen Young pointed out that the connection
between racism and the study of medieval history has been well established for almost two
centuries. | also noted the use of medievalist imagery by thRigitt and more extreme groups,
and thus this was unavoidably included in my research, which originally sought to only examine
the presentation of women in medievalist comics, not knowingntiealievalist comics would
overlap with raceasbiology and that white supremacy would be involved. | took heart, as
historian Helen Youngtated

Webve mostly stopped talking about that di

changin@ saving medieval studies will take more than silence. We need to work at

change; it does not happen by itself or without effort in medieval studies any more than it
does anywhere else. Our core busifiegsaching, research, servicghey are all places

where we camvork collectively and individually to make not just medieval studies more

inclusive and more diverge

1Seed The Far Ri ght 6s New F a s ¢ i Hcanomiisp Januawi 2t B017t h e Mi
https://www.economist.com/democraityamerica/2017/01/02/thar-rights-newfascinationwith-
themiddle-ages(accessed March 20, 20).

2David M. Perry, AHow Can WeMediavdl Studigs? & ColersatioawitBu pr e m
Australian Schol ar Hel en Young, 06 Oct ob-whte 9, 201
supremacyfrom-medievaistudiegaccessed March 20, 2020)
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This dissertation will be relevant for medievalists, scholars of medieval History proper, scholars
interested in fandoms and Audience Studies, andywfke, those involved in the study of comics
and graphic novels$.hope that even the casual reader will be interested in the surprising ways that
nuns, witches and Pagan women appear in comics and graphicdnavgtienomenon which the
layman would be forigen for overlooking, when there is such a wide, usrésearched or even
unresearched, production of such comics.

Therefore Chapter 6 looks at the effects of comic book medievalism in the real world, or
rather how realorld medievalism appears in comiéscusing on the AlRight movement as it
appeared in the yea2916 2019 and their medievalist media. This chapter uses methodology from
Fan Studies to make connections between the aj
social activism inthe AltRight, as well as the recent creation of-Right media, such as the
Based Stick Manomic or the webcomi€he Iron Pill and how medievalist content can be used
to recruit and indoctrinate participants in the movement. This chapter also censaier
medievalism is used to frame the ideology, which is being indoctrinated, and how the medium of
comic books is a uniquely effective format.

The seventh chapter returns to a more uplifting topic, and looks at the history and present
of medievalism in eamics as a positive source of support and inspiration for women. The eighth
chapter ties into this and looks specifically at how certain fandoms of comic books, Reth as
SonjaandRat Queenscreate positive models for fans, and how creators have hbkselcomics
evolve over time to keep up with modern social trends, leading towards greater inclusivity and a
sense of agency for female readers and fans, and modelling healthier relationships and social
arrangements for all.

A general warning: this disgation contains images from comics and media which are
graphically sexual or violent in nature, contain nudity, hate symbols, and scenes of rape and torture.
If this is disturbing for the reader, | recommend that they download the text with images removed
Images are used to provide support and evidence for the text, but it is possible to read and

understand the text without them if needed.
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CHAPTER 1: LITERATUR E AND METHODS

This chapter will introduce the background of the dissertation theme, in orbdestt familiarize

the reader with the approach and foundation of the main ideas and arguments.

COMICS STUDIES

The format technically includes cartoons, costigps, comic books, graphic novels, web comics,

and a wide range of experimental formats, and as Neil Cohn has pritneeworking definition

of AWhat is a comic?0 is a fraught as trying
purpose of ti  t e xt , ¢ b mewiksbe used tdi et CHARLE CAAPL "””?"‘"‘"“A"EW MR,

signify sequential graphic art which incorporates text |4

create a narrative; it is a narrow definition tailored to 1=

fact that the corpus is made up of serialized classic cc |

books and graphic novels (somet'mm)pearing alsoaswe 3

formats used for the purpose of this research project.

Simply summarized, although Egyptia %

hieroglyphics, the Bayeux Tapestry, or later narra

oft cited as the first comics, comics proper really start w &=

, =
The Yellow Kid(1895)," representing a format Whlch Figure 1A vintage Charlie Chaplin

spilled over into comic bookKswhich originated ascomic unfettered by copyright

. . . . . enforcement.
collections of strips published elsewh@rike Funnies on

3SeeNei | Cobef, i miUng Idtenatiorialcisurnél of Comic Art, no. 2 (October 2005):
236 48.

4 The character Mickey Dugan, commonly called the Yellow Kid, was crégt&ichard Telton Outcault
in the end of the nineteenth century, as part ofg a n 6,| netv$paperygomic strip about adventurous
city children in theNew York WorldThe character later moved to tRew York Journalappearing in
the serieMc Fa d RewmddHat§ Oct ober 18, 1 8 9Asount the Wald with theO |, 1
Yellow Kid( January 17, 189 RyNMay s I @®dreepid &mbler &r8d 189
1898).

89
7
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Parade(1933f and other strips from the early part of the twentieth century. The concept of image

and word was in no way new or innovative, but rather the format of serialized angnodissed

pop culture graphic narratives, which demarcate thel€woAge of comics, from the 1930s to

1950s, representing a departure unique to the modern era. The Golden Age saw the creation of
superheroes, such as Superman and Bat man, i n
cartoons, and comics based onrdii#m stars such as Charlie Chaplin. Comics based on films or

film stars had a very loose interpretation of copyright, as seen in Figure 1.

Early analysis of c¢ o miClassic ComicslanddTheir @reatotsi n St
(1942), and TbeBailyConticuStriz: Naerétige Strips and Picture Stories in the
European Broadsheet from c. 1450 to 182873), but comics studies really launched with Will
Ei s n@omidssand Sequential A(L985), which successfully combined the perspectives of
consumers,critics, and the artists themselves, as Eisner was uniquely positioned to offer his take
on each of these rol es. Sub s equ &onics asCualtdrena r k t
(1990) and S d&oderstandvig Cdmagi@P8psMcCloud himself in a similar
approach as Eisner in his role as both creator anddcaticl fellow artist Robert C. Harvey
publishedThe Art of the Funnies: An Aesthetic Hist¢t994) andThe Art of the Comic Book
(1996) with an academic publisher.

Both Roland Barthes iRhetoric of the Imag€él964) and Umberto Eco in his 1964 book
Apocalittici e integrati(Apocalyptic and Integrated)ddressed the theory of comics early on.
Specialized theoreticians include Neil Cohn, Thierry Groensteen, Hannadirdgj Barbara
Postema, Hillary Chute, and many others, who have moved definitions for sequential art and the
terminology for discussing comics further. Comics creators continue to offer their analyses,
including Trina Robbins, Neil Gaiman, and Robert CouiMany academic journals focus on the
study of comics, the most prominent anglophone journals b&img:Comics GridEuropean
Comic Art ImageTextiNKS, International Journal of Comic ArtheJournal of Graphic Novels

and ComicsSIGNsandStudies in @mics Critical Inquiry released a special volume in Spring

® The Funnies on Paradevas an experimental pretmmic book made up of collad reprints from
newspaper comic strips, published in 1933 by Eastern Color Press. The books were folded down
broadsheets in a nifi®y-twelve-inch format, making an eigitage gnomic book. This format was
picked up in 1935 by National Periodicals, prodgooriginal comics for the content, which was called
New Fun Comigswhich is arguably the first comic book as we know the format today.

12



2014 dedicated to Comics and Media, and journals sulcheage [&] Narrative or theJournal of
Popular Cultureoccasionally include work from comics scholars.

Comics studies has developed sirfee 1980s into a fulkfledged field. The current texts
for the study of comics i ncl AGanichSiudies Reader s an
(2008), Dun cThePowenad CoBiasi Histoy,4-orm, & Cultui2015), Duncan and
S mi tQritca Approaches to Comics: Theories and Meth¢2811), as well as a slew of
supporting networks and sites that offer bibliographies such as ComicsResearch.org, the
International Association of Word and Image StudiBise Comics Studies Sociegnd new
organiations and resources are appearing each year. Currently, the study of comics stretches over
many different disciplines, such as cognitive science (with research on subjects likenoualti
reading), art history, literary sciences, pedagogy, communicasmasce, media, and popular
culture.

Regarding female characters in comics, there are a few volumes which address this topic
speci ficall y: Worddr Wonaen: FednmismsrasdoSaperhel(@e94) looks at
classic comics and therole of femimssu per her oes i n the twentieth ¢
Graphic Women: Life Narrative and Contemporary ConfR310) goes beyond this temporal
scope to |l ook at al so underground Qupemirlx s and
Fashion, FeminisipFantasy, and the History of Comic Book Heroi(2309) takes a wider view
of female characters in comics and considers their visual presentation, a tradition in American
comics which results in the depiction of nun characters as explored in Chapteis4lsertation,
as wel |l as Debor B8lck Womernz ia Bequerte:-RiNng Coeics) Graphic
Novels, and Animg@016). Much can be drawn from studies on female characters in film and other
pop medi a, s uc h d&amal&AcaodHerses: 1A .Guid€ noi Wpimeén dnsComics,
Video Games, Film, and Televisibnr2 0 1 0 ) , J e bangenous CuBveso Actiod KHeroines,
Gender, Fetishism, and Popular Cultuf2011) and his later volumBeyond Bombshells: The
New Action Heroine in Popular Cultu(@015).

MEDIEVALISM

Medievalism is the key element of the content contained in comics, the format which is under
examination in this dissertation. When discussing specific terminology related to the study of

medievalism in comicdyledievalism: Key Critial Terms(2014), edited by Elizabeth Emery and

13



Richard Utz, was indispensable. Medievalism i:
as a way of describing an engagement either with the historical period known as the Middle Ages
orwithwhatwap er cei ved as bel ongi®fhs dissertatiohis isterésteds t o r i
in the interplay between what is known about the Middle Ages and what is perceived as belonging

to the Middle Ages, in the form of simulacra which appear in comics arghigraovels.

Simulacra, taking Gilles Deleuzeds concept wi
by Lauryn Mayeasinot a degraded copy of a copy, but t
elements and cannot be defined in relation te thp a r & dlaygrntiesothis with Jean

Baudrill arddés APrecession of Simulacra, o whic
|l ate capitalism producing fAmediatic i mages a
brands, etc.)withnorefr ent but themselves, 0 which |  wild.l

in comic books and graphic nowveabkitwandwiUmbient)
become unable to tell the difference between reality and simulation; or rathediffénience
becomes ul ti nfd@hegodpylar media propagat@madf medlievalist simulacra, those
notions about the Middle Ages which are more real than the real, appear both graphically (as in

the famous chainmail bikini of the comic book character Red Sonja), or textually, as in the nun
escape stories which appear in comics suchhesMagdalendwhich is explored in Chapter 4).

The term fineomedievalismo is intended to draw
contemporary medievalism; however much of the medievalisms useshby book creators are

in fact drawing heavily from Victorian influences so | have not found a need to specifically use
the term. Moreover, Aineomedi eval i smo is used
for example referring to the transformati@f international relations and economics in the
prediction of a ANew Dark Age, 0 bui YBkdamsg on t
of the use of the term Aneomedievalismo in th

for the sakef clarity.

¢ Elizabeth Emery and Richard Utz, eddedievalism: Key Critical Term@ambridge: D. S. Brewer,

2014), 2.

"Lauryn S. Ma y e rMedie8alismuKeyaCeitical TedmElizabeth Emery and Richard Utz,

eds., (Cambridge: D. S. Brewer, 2014), 225.

8 Mayer, 25. See Gilles DeleuzBjfference and Repetitiorirans. Paul &ton (New York: Columbia

Uni versity Press, 1995) ; Jean B &imdacra &nb Gimulationsin The P
trans. Sheila Glaser (Ann Arbor, MI: University of Michigan Press, 1984R;land Umberto Ecd;ravels

in Hyperreality trars. William Weaver (New York: Harcourt Brace, 1990).

9 See Umberto Ecd,ravels in Hyperrealitytrans. William Weaver (New York: Harcourt Brace, 1990).
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There is no formal taxonomy for what constitutes a medievalist character, a medievalist
building, or a medievalist story, but medievalisms can be delineated through their codification in
specific media, wherein the character trope or stottyngecan be traced to a source in modern
media rather than a truly medieval origin. The collective monoghdass Market Medieval:

Essays on the Middle Ages in Popular Cultfirgrovides many examples demonstrating the
variety of different medievalist sinlacra which have matured in contemporary media, including

the characters of the Arthurian knights and the Viking warrior tropes as filtered through the lens

of heavy metal and pr o-gveaeng karbarians,witythievesnand sage, or
wi zards, often encountering or c¥whictghawe bdes an d
standardized in the ganmi@ungeons & DragonsThe medievalist storyworld, in for example
Dungeons & Dragonscan be described through an approach to creationr rddireaigh finite

features. Marshall describes what he calls the fundamental secondary world in the fantasy game
asfimedievalisbi n t he sense that it fAseems to use the
t hat direct c¢ onnaywdrldmecomas elesediinoetself as itstrdliamce rt the
real Mi ddl e Ages is increasingly irrelevant a
adoption of medieval influences to become an autopoietic system that generates its evolving
secondarywor | d owut o f i1’tTlsis poolnyed @rbcess efnrépkcement of the
medieval with the medievalist, until the storyworld becomesrsédfrential in its medievalist
simulacra, is a phenomenon seen in comics and graphic novel storyworlds abeveiedievalist

simulacra in popular media is of equal value and primacy as characters, buildings, and stories of
direct medieval origin, and for the unaware these simulacra seem more real and béliaadble

more authentid@ due to hyperreality.

The distin¢ion between what is medievalist (that what is constructed outside of the Middle
Ages, comprised of simulacra and confirmed through the lens of hyperreality) and what is
medieval (that which designates something originating in the Middle Ages, with gfisisori

confirmed through primary evidence or research) becomes an essential factor when examining

10See David E. Marshall, edMlass Market Medieval: Essays on the Middle Ages in PopDigture,

(Jefferson, NC: McFarland, 2007).

"David Marshall, AA World unto |Itsel fDungeonst&o poi et |
Dragonsd0 Mass Market Medieval: Essays on the Middle Ages in Popular CuléateDavid E.
Marshall, (Jefferson, NQVicFarland, 2007), 171.

Mar shal |, AA World unto |tself,o0172.
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how fans, consumers, and creators of comics and graphic novels employ medieval content to relate
to reatwork, contemporary phenomena, as is shown in Chapt@&rafd 8. Medievalist simulacra

are mislabeled as medievaistory in the context of historical fiction, and the assumption of
authenticity has been found to be of great importance to fans and creators of these comics and
graphic novels.

Outside of themedium of comics and in the context of literature studies in general,
medievalism is arguably not a branch of medieval studies, but rather a historiography of
approaches to medi eval s t lovdnting she Midde Age@d903) Cant or
outlined the most influential minds and their approaches to analyzing medieval material: the range
of medievalisms is reflected in the proliferation of medievalisms in popular media. Medievalism
is, in sort, the study of the study of the Middle Ages, focusingttitudes, approaches, and
interpretations of medieval source material, or material such as simulacraandbefievedto be
medieval. InMedievalism: A Manifest(2017), Richard Utz demonstrates the range of application
of the study of medievalismamnging from text to architecture and popular media. Utz also offers
an annotated bibliography of studies regarding medievalism in the appendix of his volume but
from comics and graphic novels scholars only Chris Bishop is included.

Scholarly works, relatesbecifically to literary and art, dealing with historical medievalism
within the medium of comics and graphic novels are few. The most essential sources related to the
topic of this di s s erNMedévalist Gomicnand thedAeeri€akrr@urys Bi s h
(2016), in particular the chapters on tRed Sonja s main character and
Northlandersseries, though Bishop takes different approaches to each of the series than | use in
this dissertation; my interest is to explore how the applicaifomedievalism translates to fan
ideologies in the real world. Bishop looks at the graphic evolution and historiograRlg &onja
while he focuses on the visual stylistics and genfdarthlanders arguing that the series draws
heavily on manga visuinguage in the presentation of its main protagonist. Though it is indirectly
addressing medi e @ahicinf€omics ahdiGraplaic Nev&RD M ypdosided an
excellent methodological model for approaching Gothic material in comics from samngles.

There are no full books currently in print dedicated to research on religious women, such as nuns,
in comics, or on witches and Pagan women in comics. These are currently the only monographs
which look at medievalism specifically in the formatcoimics and graphic novels. There is also

an attempt to create an international, online corpus of medieval (but not medievalist exclusively)
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comics, called the Medieval Comics Project, which is sponsored by The Association for the
Advancement of Scholarghand Teaching of the Medieval in Popular Culture, which emphasizes
Arthurian legends and medieval texts adapted to the comics format. Models of theory and
methodology regarding the study of medievalism in comics and graphic novels, with a focus on
the dejiction of female religious characters, had to be drawn from other fields of media studies, or
studies focusing on other time periods or genres. There are some more complex studies related to
fans and medievalist simulacra, but these do not explore famaedidvalist comics specifically,

which is a lacuna | sought to partly fill within this dissertation.

In order to create a background for theories of medievalist ideologies and their transfer to
fans, I c ons ul tMedievdllFaotdsy as IPeri@ance:nTher Shaety of Creative
Anachronism and the Current Middle Agg®10), which relates to the rdde practices of
consumers and creators of medievalist materials, and was relevant for looking at how fandoms act
out medievalist simulacr@igital Gaming Rdmagines the Middle Ag€2014), edited by Daniel
Kline, and similarlyNeomedievalism in the Media: Essays on Film, Television and Electronic
Gameq2012), edited by Carol Robinson and Pamela Clements, look at medievalist simulacra in
popular meth such as television and the interactive media of games, though the term
Aneomedi eval i smo i s applied |l oosely her e. Tl
medi evalism in fil m ThaReeldMiddle Agas:|American, KWesteinmndH a r t
Eastern European, Middle Eastern and Asian Films about Medieval Eyék ed. 2006),

Ni ckol as MbdaeyMedievdlisins The Imaginary Middle Age908), andRace, Class,

and Gender i n A20e7y edeed bylLyonn Ramey anu &ison Pugh chiielped

inform an approach to female medievalist characters in comics. Film is particularly relevant to the
study of comics books and graphic novels because it incorporates sequential graphics and
visualities into the approach of criticism. The primaifyedence, however, is the forced speed of
sequence in film, and also the cinema environment, both elements of which are not reproduced in

comics. Similarly, film cannot address the issue of action in the gutter between frames.
FAN STUDIES

The final chaptrs of the dissertation consider the consumers of comics and consider how the
comics they read affect their behavior, or vice versa, how popularity among fans can create waves

of change in the comics industry. There are texts related to the ideologyio$ soich a€omics:
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Ideology, Power, and the Criticisitoy Martin Barker (1989), an€omics and Ideologypy
Matthew McAllister, Edward H. Sewell Jr., and lan Gordon (2001, 2006), though these do not
address medievalism and medievalist ideologies. There are no studies on the ties between
medievalist comics and ideologer se

In order to get closer to th@msumers of comic | turned to the field of fan studies. There
are sever al standard texts to get oriented in
The Companion to Fandom and Fan Studgl8) as an introduction to the study of fandom, as
they occasionally mention comic book fandomhe | i ssa CIl i ck 3dhe®outtedgeanne
Companion to Media Fandotn2 0 1 7 ) ; Jonat han Gray, Cornel Sa
Fandom: Identities and Communities in the Mediated W@087); and Kristh a B uFsamiagd s
Fan Fiction: Literary and Social Practices in Fan Fiction Communi{2817) | found Cornel
S a n d Wans: e Mirror of Consumptiof2005) the most useful, as it often mentioned comic
book fandoms among the examples, and focused enrdtationship of the fandom with
consumption and the creation of fan ideology and identity. There are many articles written about
individual comic book fandoms, but these generally related to classic comics of the superhero
variety, and there was no tekiat related to medievalist comics which could be used as a source
for this study. Al so used in this research pr
Audienceqd 1 998) , Raa Cultures(l2l 0s062 ) , and Cdlene (2606),Jvbichk i ns 6

describe the role of media in society and fandoms though not focusing on comics specifically.
MEMES

One of the dominant types of online graphic mediums are memes, originally described by Richard
Dawkins as fda unit of ¢ unli tt &ftbatiodigited medmtheéyhaweé on,
become a type of simple imaggxt graphic, similar to single frame or limited frame comics, and
branching out into various subgenres, including hudriwen political memes, a phenomenon

described by Limor Shifan already in 201%' The scholarly community is still debating whether

BThe idea is expounded upThe SelfisRGend aarl d hbaivgki rDsadn i feil r
characterization of memes as mind viruses is very perceptive to the current mediae®mRicl&ard
Dawkins, The Selfish Gen@New York: Oxford University Press, 1976); and Daniel C. Denfetim
Bacteria to Bach and Back: The Evolution of MijNew York: W.W. Norton, 2017).

“SeeLi mor Schi f man, AMay The Excessive Force Be Wi
Memes in Digital CulturgBoston: MIT Press, 2014), 1180, www.jstor.org/stable/j.ctt14bs14s.12
(accessed March 20, 2020).
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memes are comics, but it is a fact that comics become me¢
(such as the Pepe charactérRage Comicsmemes, and —

webcomics by KC Green, like Staredad), while the fasi >~

moving online ommunity has widely agreed that memes u,"[;“‘,l DO
' AAGE AND TEXT.TO CC

indeed comics. For example, writer Keith Pille cites S
Mc Cl oudds def iUmdenstandimg Conficqd,999)
as an image juxtaposed with text or other images in a delib
sequence, intending to conveyeaning® Indeed, there ar BUT COMICS AR PANE
singleframe comics and mulframe memes, and th : £ AR
designation of meme or comic often refers more to a mea

distribution (online chats and websites versus traditi

publishing) rather than a visual format. Because manl;henf

=

H TRADITION 0
AND ANYWIRY THIS
\LL THESE PANELS

T

|HERE'S
comics considered for this research project are di e

3

productions, webcomics, or memes, especially in Chapt

regarding AltRight comics, it is necessary to consider men

because they represent what is identified by James Willmor ' -
Darryl Hocking as a very democratic form for amateurs to cr o -
conversational medium which are able to react to the minut - |

minute developments in society and culttf@he difference

which Bradley Wiggis and Bret Bowers describe in the DU IDIOT! LOC

anal ysis of !%absartifignespreasable pesitm= ' 5 ARE COMICS! = |

Figure 2 American Chopper Mer
© Keith Pille2019

between memes and comics is rather the process of forme * |
|

(which can react quickly to current events), which then tu

15 SeeGeorge HawleyMaking Sense of the ARight (New York: Columbia University Press, 2017).

Hawley sunmar i zes it i n t HReht is,dike|Pepw, ivuiggr, ivegeyent, irénik,land
goofy. Despite its innocuous name, theeRlt ght i s al so, at its core, a I
SeeKei th Pille, f@AMemes Are Comics, and Weobre Liuvi
September 12, 2019, https://www.comicsmnt.com/?p=25X&¢aed March 20, 2020).
"James Will more and Darryl Hocking, f#il nlouenalofet Me m
Asia-Pacific Pop Culture2, no.2 (2017): 14066.
8¥The fAimemescapeo is a collogquial term designating

production, circulation, and consumption. It is an ecosystem, in that memes have their own lineage,
species, and genre, and can berngferential; knowledge of previous permutations of a meme, or
copying another meme, can be key to understanding a meme.
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into an emergent meme, and finally is guted through popularity as a fifledged meme, which
they separate into a unique gehtAnastasia Denisova has looked at memes and their political
context in greater detail in her very recently published botdknet Memes and Socig3019),

and Bradley Wiggins attributed to the discussioire Discursive Power of Memes in Digital
Culture (2019).

Though there are no secondary sources specifically focused on the theme of medievalism
and ideology in comics, as related in particular to the portrayal of female religious characters, |
have created an approach to this in an interdisciplinahydiasThis dissertation aims to collect
and describe occurrences of medievalism in comics, identify its relation to nuns, witches or Pagan
female characters, or comment on the conspicuous absence thereof; to analyze these comics in
terms of the choices tleeators make in order to use the comics format to present ideologies or
approaches to the Middle Ages; and examine how fans are evidenced applying medievalist

ideologies, as transmitted through the format of comics, tenreddl actions.

¥SeeBradl ey Wiggins and Bret Bower s, iMemes as
Me me s c algewv, Media & Society 17, no. 11 (December 2015): 188066,
https://doi.org/10.1177/1461444814535194 (accessed March 20, 2020).
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CHAPTER 2: MEDIEVAL IST SIMULACRA IN COMICS

This chaptelooks at the application ehedievailsmin comics which are not specifically intended
to containmedievalcontent, but rather useedievaist elements to express secondary ideas or
subversive notionsThough the two comics were created around the same span of years and the
artists are connected in several ways, the two works themselves present different approaches to
using medievailsm as a vehile for communication, occasionally intersectingotigh shared
symbolism andstory. These two comics demonstrate the strengthedievaist content to over
power historicmedievalcontentwith pop culturemedievailst media, arguably because tbie
potental of medievailsmto communicate in ways that actmaédievalreferencegsamot.

The two comics that thishapterfocuses on were not selected because they demonstrated
a certain phenomenon, but rather unignorable connections arose while studying the two comics in
separate research projects. The utility of focusing on them as a contrasting pair became apparent,
as thg both present a unique lens by which to approach questions about the functions of
medievailsmin comic books. What is most striking is not the comparative element, but rather how
deeply they are connected, referencing each other while executing twerdiffaths to readhe

shareccommunicative goal of subverg norms.

THE LEATHER NUN

The first comicoriginatedin the United StatesThe Leather |

story waswritten and illustratecby a different authorRoger L—‘

Brand (pages 643) Robert Crumb(pages 1720) Spain ‘,

BAKERSGFIELD C AIX-L
awwnz kwxaw(wwx)’\

251 31), Pat Ryar(pages 3P35), and Dae Sheridar(pages 1 ; :
16). This chaptemwill focus on the chaptersf The Leather Nun | :X i - 3*“*’3:5?? i

AGTGASP ECO-FUNNIEF
»L 12.BERX. CALIF. 947

titled AiThe Adventures of R. Crumb Himsel§tarting on page ;

17, written and illustrated by &bertCrumh?! andiiThe Leather } o R
Flgure 3The
© Last Gasp Ecéunnies 1973

Nun dGets Hergd written and illustrated by $in Rodriguez

20Roger Brand et alTales from the Leather N{Berkeley: Last Gasp Eeéunnies, 1973).
2Robert Crumb, @AThe Adv e nTaes fom theolfeather.N(BemkaleybastHi ms e |
Gasp Ecerunnies, 1973), I20.

21



starting on page 2% although the whole comic is relevdot the argument made in thitiapter
Robert Crumb (b. 1943) is a prolific comics creator, credited with being a pillar of the underground
comics movement of the late 1960s and 19#@duding Fritz the Caf Mr. Natural and
collaborations on several zines. He continued with his signature illustration style throughout the
1980s andl990s, but is still primarily known for his work before the 198%8paird Rodriguez
was born as Manuel Rodriguez in 1940 (d. 2012), and got his start in the 1960s working in New
York City contributing to theEast Village Otherand published his own seriealled Zodiac
Mindwarp. He later cefounded the United Cartoon Workers of America and worked across the
board for underground comics publications. This collaboration plays on the salacious illustration
style of the twaauthorillustrators andThe Leather Nnwas crafted withthe intention to shock
and awe with a hint of historicity, satirically advertisifigintage pord on the title pagelts
references to historically accurate buildings and objéawiever,the presentatiorof the nun
characterfiave ber alteredto serve the authavsvhims.

In fiThe Adventures of R.

Crumb Himselfy the story opens
with an image of Crumb on ar §
armchair, with a thought bubble | ¢ 4
sayingfil think I will go for a walk . ?
5 2 He decides to get some | ,

professional training (for reason

unclear) and finds the Natione
School of Hard Knocks. He is picke
up by arobust nun and thrown ir &
front of three men representin
various state institutions who sper

three frames beating Cruidb

character. As part of his beating, t

is set up for an impromptu castration Figure 4 Detail: b e
Last Gasp Ec&unnies 1973

2Spain Rodriguez, @The ThlesdronhtleerleatNar NuBérkeleyt Lsast Gaspg s, 0 O

EcoFunnies, 1973), 224.
2Cr umb, iThe Adventures, o 17.
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the hands of the nun, dramatically set up with atmifs cleaver on a dirty chopping block.
Crumlbis character wrestles the cleaver from the hands of the nun, chops her head, off, and
throwing it to the three men who had been beating ekolaims:fiThis gives me a hardn!o?*

Crumls character runs awayjthout pants but having found a shirt between frames, and
bombs the School of Hard Knocks (now illustrated with a Nazi swastika and a dollar bill on its
facade). Running from the explosion, still pantJéesfinds another schoolfhe School of Hard
Knockers tknocker® being slang for breasts). A visibly excited Crumb calls fidit gurls!!

Where do | enrollSlaver droold (misspelling offigirlso in the original)as he hooks his arms
around twdigurlsograbbing on to their breasihe chapter ends with a personal narrative caption
from Crumb himself simply statingiSo k&m a male chauvinist pig. . nobodys perfect . &%°

This leads into the chapter by Spain Rodrigueechoes the previous chapter in that
follows a male focal character (there is not really any protagonist or antagonist) as he interacts
with the nun. Theopeningsets the scene withchild walking bythe exterior of The Cloisters,

hearing only a sliver ahe debauchery going on downstairs, in the fictitious crypt of the building.

Youv HAVE SUGGESTED THAT
SOMETHING oTHER THAN RIS
WRATH 1S RESPONSIBLE FoR
STORMS/DROUQHT-S/ ESTIL«LE-NCES

OFFICIAL [6th
CENT. CHURCH
PROCEDURE
ED. NOTE

o s i T Y
Figure 5Detail(The Leather N@8) © Last Gasp Ec&unnies 1973

22Cr umb,
SCr umb,

Adventures, o 19.
Adventures, o 20.
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A splash page with the title and credits follows the introductory page, and the story proper begins
on page 23, initiated wita monologue spoken by the nun from the title page, who is very
scandalouslylressed.

Inexplicably three frames later, the nun finds a man in the crypt (who is for some reason
shirtless), and immediately accuses him of blasphemy agaowt Apparently,the man is a
meteorologist, who attributed bad weather to Lucifer rather than being the wr@thdofT his
frame is interesting, because the man immediately conflates the abuse of the nun with feminism,
and the illustrator createmn extra narrative captioto label the interaction as a latedieval
church procedure, presented as an authorité&déorts noted The nun threatens to put the man
into the Iron Maiden torture device, and the man gives in to repent. At the end of his ordeal, labeled
simply asfilated with a narrative caption, the nun proclaithe manfithe perfect Catholicf® as
he walks away whippingsimself with a chain, andatisfied with her workgoes to relax. She
fipresses a secredeh in the walb next to a large statue of the crucifix, which causes a phallus to
emerge from the statue of Christ, which the nun suggestively climbs up to,dookén her

shoulder to tell the readdiités ok. Wére married?’

LIPSTULLIAN
The second comic considered in telsapteris Lips Tulliar® (the Czechtitle is Lips Tullian,
nej ob8vannj g3 aCe&chsariésnritdn bylJaroslawvelgeland illustrated bKaja
Saudekpublishedin weekly installments irthe Czech magazinkllady s v (Ybung World)
during 1972.Kaja Saudekvasbornin 1935in Prague aneé&ngaged in a career in the arts along
with his photographer brother Jan Saudelud®ks Jewish heritage plays a more prominent role
in the next chapter, bdior the sake of this chapter, | will only summarize thatwas first and
foremosta prominent comic book artist known for hstrips and serieprinted in popular
magazines, post art, and paintings.

The Lips Tullian seriesis st roughly aroundhe seventeenth centurthough freely
borrows from all eras, ancient to modeditrfollows the misadventures of the eponymous hero as
he chases damsels, fighiandit® though he himself isned andthenchasegvenmore damsels

while occasionally being chased himself. Despiteviliguetemporal settin@f the story world in

®Rodriguez, fAnThe Leather Nun 6Gets Hers, 00 24.
2’Rodriguez, fAThe Leather Nun 6Gets Hers, 00 24.
28 Kaja Saudek and Jaroslav Weiddhs Tullian(Prague: Albatros, 2010).
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this serieshistoric references and especially vishatoric references are spread over a wider
timeline; thischaptemwill consider specifically thenedieva) or rathemedievaist, elements which
appear in theeries from the vantage of bostoryand illustratian.

Lips Tullianis loosely based off the series of the samertfleased by the publishafois
Hynek in 1894° and opens with the hero, Lips, being publicly punished. He is whipped and
branded with &Ho (for the wordifhanbago in English:fishameod the scar itself rotates of its own
accord into arfil0), and he rebels by uprooting the very stake that he is tied to and running off. The
stake is shaped like a giant peneihd with the pencil to write his own story, Lips escapeg
important characts are introduced in this episode: Hildanhoblewomanwho aggressively
pursues Lips, and Hedvika, who is aggressively pursued by Lips Tullian. |alildehesa search
after the escaped Lips Tullian, thus initiated the séfies.

| will briefly summarize tle relevant points of the plot so that | can focus on individual
episodes in the analysis without needing to review the larger story for each instaheeseries,
Tullian (callediFilipd) comes across the lovely and innocengi&i(introduced in Episad2) who
Tullian decides to marry, and a slightly more sinister dadgdit from the same band which Lips
Tullian leads, Berta (introduced Episode 4) who immediately becomes jealous of Tullian and
plots ways to split him from his new fianc&hich comficates the plot further as glik a al s o
becomes a target of pursuit. Lips leatresband of banditend Berta and Hildare seeking Lips.

In the interim, Lips meets and falls in love with Hedvika.

In Episoe 7, fiThe Beautiful Novicg an unnamed nun (in full habit, despite the title
identifying her as only a novice), is being followed by two lecherous monks, who plan to attack
her, into the nondescript depths of the monastastlehybrid building As noted by Norman
Holland and Leon&herman, in th&othicgenrea castle here is a symbol of the her@nbody,
combining &tfhenthegioe sseabout the castle ¥With th
The men attacker, but suddenly finding strength to fight off heould-berapists, the nun pushes
them off and runs off into the dark, falling through a random hole ifidbe She falls through
into the lower levels of the crypt, where Lips Tullian is passing through in his escape. He
recognizes her adis Hedvikao and theykiss in the crypts, only for Hedvika to spook and run

29 Saudek and Weigellips Tullian,4.

%0 Saudek and Weigeljps Tullian, 7.

3 Nor man Holl and and Leona Séwelitenagy History® @o. 2 fWinter Po s s i |
1977): 28182.
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away. At this point, not only is Tullian pursued, butdoatinues tursue Hedvika, with many
adventures on the way.

Hedivka is nearly killed by Berta, but survives and ends up captive in a gyppyladlian
goes to rescue Hedvika, and while searching for her in the gypsy camp he finds and frees three
other girls who have been tied up there. He fights off the whole band of gypsies (which appears in
the series as much a racialized artifact of th&0$%s one would imagipandtakes all four girls
away on a horse back to the camp of his bandits. When Hedvika is revived, she and Tullian rekindle
their romance, which infuriates Berta, and so Berta seeks out a wiigisode 29fiThe Love
Potion 10 This episode is illustrated in macabre pomp, with a decrepit witch, terrifying ¢ h e s 6
familiars, an animated bat skeleton, and the witches working table is even outfitted with chicken
leg® referencing the legendary Slavic witch, Baba Yaga. EpisodBT8@ Love Potion Ibties
up themes of the darkesbthicadventure, and psychedelic 1970s pop cultuegery The scenes
are completed with caldrons, bats, snakes, graveyards, back cats, goblins, an owl, and a full, yellow
moon appearing as if at the alies very fingertips. Berta receives a love potion with complicated
instructions, which if followed improperly will lead to death. Berta swearsfihgust a week,
Lips Tullian will be mine!'B®? Back at Tullialis home, where he is living happily with Hekha,
Berta poisons Hedvika bedside water jug with the intentionally incorrectly portioned love potion,
which promptly kills Hedvika?

Crushed, Tullian buries Hedvika in a glass coffin, EpisodeTst Glass Coffin carried
through the woods in a prosgsn by what look to be dwarfs and one extremely tall man who must
walk in the adjacent creek in order to be of equal heigtg.funeral procession with the dwarves
carrying the glass coffin looks very similar to the scene of the funeral processiorhttireungpods
in Disneyods film Snow *Bheirtiezedasioncaisds ¢he Bengream Dw a |
to fall in love with her in the end.

By the end of Episode 50, the untitled last episode, Tullian is still in love only with
Hedvika, and the four woem who had pursued him (Tereza and Katerina of Freundberg are

introduced in later episodes) make a toast and say goodbye as all the characters gather round in a

32 Saudek and Weigellips Tullian,71.

33 Saudek and Weigellips Tullian,72.

34Walt Disney, et alSnow White and the seven dwa(Byrbank, Calif: Walt Disney Enterprises, 2001),
film.
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banquet dinner. It is revealed that the witch secretly gave Hedvika a cure during the eidteraft
funeral, and Lips Tullian bids a happy ending to all his readers.

The series was published originally in Czech, and to date there is no collectigs of
Tullian translated into English. Both the writing and the illustrations contain plays orsword
pung too numerous to list hedemany of which are very temporally and culturally specific. The
episodes also contain various references to Sésidektemporaries, including public personas,
and Saudseds personal friends and family. Obvious advertiset:idor the magazine and other
products appear as well. The magazitiady sv1 (Young World) was targeted at a younger
audience, butips Tullian contains a large amount of very adult, sexual content, which would
seem out of place in a youth magazine yodéhe character of Lips Tullian briefly returned to
Mlady SVl in 1974, in theBlack Filip (Lerny Filip) series, but was not published beyond its

seventh instalment.
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ANALYSIS

For the sake of this chapter | will focus on Episo@&, 22 and23. Previously in Episode 21,

fnBertads Mission,o Tullian asks the bandit

where she is living and bring the girl back to hBerta, who is clearly very attracted to Tullian

and would like to have him for herself, agrees to the mission with thoughts of revenge to motivate

gaiean 2 EgAS —— .
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Figure 6(Lips Tullian Episode 28n the Edge of De&atBaudekWeigel 1972.
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her . I n Episode 21 fiBertads Plot, o0 takes Bert
accepted aa novice appropriately clothed and armed with a dagger, she goes to find Hedvika.
The nunnery has become a site of action, and
nun trope, as will be explored in Chapter 4) is at the center of focasveral episodes.

In Episode 237i0n the Edge of Deajintwo women are competing for the affection of the
hero, Lips Tullian: the beautiful, blonde and very naive Hedvika, and the dark and sinister Berta,
who sports a dramatic unibrow. Hedvika has given up on life and love in previous episodes and
has run away tbe in a nunnery. Berta thought that this would make Tullian available to her, but
the hero stilpinesfor the fairer maiden, so Berta decides that it is time to plot Hedvikarder.
Several weapons are considered: a dagger, poison, a hoose, crudiikiem stabbingloes not
go as planned, Berta follows Hedvika as she climbs up to ther towdramatically long for her
love, Filip, but Berta catches her there and throws her from the tower.

Berta, though not always in niecostume can be quite intidaiting and goes through great
lengths to get Lips Tullian to sleep with herBpisode30, titled fiLove Potion 1j0 Berta consults
a witch and gets a nefarious potion to use on the hero. The visual elements of the episode are
Gothiad the evil witch with he Renaissancstyle garb, the graveyard, the black, daertas
glowing red eyed meanwhile the bottleshich the potion is dispensedanehilariously modern

and medical looking.

Figure 7 Detail (Lips Tullian,Episode 30© Saudek, Weigel 1972.
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The two comic® The Leather Nuras a stan@lonecomic bookandLips Tullianas a
collected serigs featureseveral elements that link themcludingthe application of unintentional
medievaizations, the direct influence of owemic bookscene on the other, and similar themes
arising directly or througkheir attempts to be subversiweither ofthese comicsvere initiated
as seriousnedievalprojects, nor were they intended to be parodifeserious research. Neither
comic really sticks to enedievaist agenda so much as they appigdievaltropes and symbols as
it suits the authors and artists. The unintentiomadievaismsd which would be indistinguishable
from references tevidencebasel reconstructions ofmedievalartefacts or culture to both an
author who has not specializednredievalhistory or an uninformed readesay volumes about
the aims of the authors, in the same way a Freudian slip reveals the inner preoccupations of a
speake Thesemedievailsms are distinctly different from the work of eager amateur historians in
that they are loosely worked into the comic book environment at the éssadarvenience and
rely on being more firmly grounded in pop culture references thaermsad

Even thoughthe Middle Ages took placéar from Crumlds native Philadelphiaor
Rodriguezs New York upbringingeuropean American heritage drawsmoedievalEurope in the
construction on their own culture. In order to secure physical manifestations of this heritage, it is
enthusiastically imported, or at least reconstructed, for North American consumption. Americans
go through the financial and physical efftw bring physical evidence of the Middle Ages from
Europe to American cities. These pieces are intended to be authentic and historic. When a physical
artefact cannot be procured, efforts are directed to the domestic creation of hyperreal artefacts.
This can be seen in the reconstruction of ancient architectural monuikigsuly private castles
and Renaissance festivals that can be found throughoUnitexd StatesThese are presented as
meticulous reproductions, as real or realer than the origimaldering on hyperrealism through
their massgproduced excess and reliance on what is readily identified by the mas¥eslas
rather than giving in to the ambiguities and uncertainties that necessarily make up historic research.
British scholatJulia Raind, in her 2014 bookhe Gothicin Comics demonstrates how thpays
out in quite the same way in comit$.would like to build on her research to show thatomics
the visual background of the story woclah validate the historicity of an objectidea, even when
the following frames very clearly stray from any semblance of historical accuracy, because the

validation itself is very powerfulAs Nicolas Haydock examined the role of authenticity in his

35 Julia RoundGothic in Comics an&raphic NovelgJefferson, NC: McFarland, 2014), 83.
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2008 book on filmMovie Medievaism The Imaginary MiddleAges®® in order to create the
impression of sougkdfter authenticitycreatorsgo through great pains to validate an artefact,
whether it is imported or fabricatefls Haydockdemonstrateshe presence of historical accuracy
caneven comprise the hype and identity of a comic book or film, as the efforts to be accurate are
used in publicity?’

In Lips Tullian,Kaja Saudek makes explicit visual references to a Dishgdgd, fairytale
castle with a fantastical crypt in the lowevdés, and while the exterior of The Cloisters shown in
The Leather Nurs presented as authentic, the interior is similarly fictionalized to feature a crypt.
Firstly, why does the Czech illustrator, whas access to genuineedievalcastle structures imé
very city he lives in and even more in the region around him, make use of a foreign, pop culture
artefac? The Czechs have a fantastic wealtmetlievaheritage, well preserved evdrese days
ranging from the earlynedievalfoundational myths of the Czech people, the Great Moravian
Empire, to vampire legends in the countryski@g Charles IV and his role in developing the city
of Prague, or Rudolphd circle of alchemists and curiosities. Thedievalhistory of the Czdt
people features heavily in the basic education system and everyday lives of modern wikizens,
engage in schodtips to significantmedievalcastles,are tested on thkistory of military and
diplomatic deedsand have access tdiving museums and redar public reenactments of
traditional festivals or event§hese points are part of the public education program and the
average Czecshould havéasic knowledge of famousedievalplaces, personaand events. For
children in particular, the Middle ges are reimagined again and again in the form of faleg
which are filmed at authentic locations and based on folktales rootetdrevalor peasant
culture. These films, their ideologieand their philosophy make up the bread and butter of
childhod imagination, just as superhero cartoons and their accompanying moral codes are fed to
children in North America.

Significantly for Kaja Saudek, the Middle Ages were also being produced in North

America.Disneyss rendition of theSnowWhite storywas sceenedn Czech Republic in 1938,

36 Nickolas HaydockMovie Medievalism: The Imaginary Middle Addefferson, NC: McFarland, 2008),
7.
37 See HaydockiMlovie Medievalism
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premiering at WéneeslaSquag onG\ugust dandHelena Diesing reports
that this wawiewed by the youn#aja Saudekand hisbrother3® Kéja Saudek commented many
times about the impression that this film left on him, and very similar imagetyeferences to
Snow White appear in thaps Tulliancomics in the form of the castle from the film, appearing
at the opening frame of the finststallment,iSvatba (The Wedding)througha band of dwarfs
carrying the glass coffin of a fallen heroine through the woods in the last frame at the end of
Episode 35 The costume design of the charactevsings between modern hippie and late
medieval By preferring the American manufacturetedievaism to its local conception, which
would thus be tied to Czech identity, Saudek visually detaches his story from its Czech setting and
realigns it more internationgl

The medievailsm which appears iips Tullian and inThe Leather Nums not the classic
medievaism of the Victorian period, but a type of pop culture medievaism, whichfalls within
Lauren Mayets definition of simulacrumShe describesedievaist simulacraas being builon
the symbols and tropes of the past so thoroughly that all the nuance of historic research has been
replaced with a militant amateuriswhich demand accuracy and is thus comfortable with the
constructed nature of recreatiobecauseit provides a firmy established and agreed upon
packaging of the Middle Age$.Thus, the playfulness of ne@dievaism is both sefaware of
the artificiality of its constructs and yet unable to see beyond them, using sinagaoo#éh the
representation of theedievalanda parody omedievaism.

In the context of this chaptesimulacrumis the primary medium ahedievalcontentin
comics, which is described hyaurenS. Mayer aginot a degraded copy of a copy, but the product
of the encounter of disparate elements, @mshot be defined in relation to a paradigfhDisneys
Snow White castle was conceived as a composite of famous and picturesque European castles,
which were not necessarily themselves studied in their origiadlevalform, but in their modern
constructio, and thenwvasrepeated in so many permutations that the symhb@heflievalcastl®

became standardizeghichmakes itmuch more real than an actuaédievalcastle in the eyes of

$¥BSeeJ. H., fAPSed 80 | ety snhDhur kiae szkbao Siell ad2v2kZeep, s i L Tv2]
https://ct24.ceskatelevize.cz/kultura/2339¢88d 80-lety-snehurkazborila-skepsivuci-kreslenemu
filmu (accesed March 20, 2020).

®Hel en Di esi ng a KaaSaudekFaguePArbor kitagy 20k3), 17.

““SeeLauren S. Ma ¢ e u Medi@vsisnm Key Critical Termsds. Elizabeth Emery and
Richard Utz (Cambridge: D.S. Brewer, 2014), 223.

“Mayer, ASimulacrum, o 225.
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the public. The simulacrurof a medievalcastle is used by Saudék addition tothe actual
medievalcastles that heometimesises to represent specific locations with known landmarks.

The two comics share three different repeated simulacra: a-chssieercrypt hybrid
building, the nun chacter, and a chivalric rescue. The three elements play dominantrrties i
storiesof the two comics and as visual components of the page. | will describe each simulacrum
and then examine how it is applied in each of the two contexts

The first simulaanm is a type of setting. It is distinctlynaedievalbuilding on the visual
level, composed of Romanesque &dthic architectural elements freelmounted beside one
another and exaggerated to highlight the components which are most striking for a modern
audiencejthat iscolumns, narrow windows, stone building material, turrets and toaedshigh
walls. However, without further reference to real architectural norms, this structure is described as
comprisinga castle, a cloister (or a castlbich happengo function as a cloister), and in the lower
levelsa crypt The conflation of castles being used to house monastic communities, or that either
castles or cloisters (the area of a monastery which provides the housidgydodiay buildings
for the monk} should have a subterranean crypt is presented in both comics without further
explanation or justification, allowing readers to assume that this arrangement is normal. The
appearance of this architectural oddity in both comics, in addition to otbeie\alist comics,

provides the range of circulation and repetition to codify a fabrication into simulacrum.
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The opening frames dthe Leather NuhapteriiThe Leather NuriGets Her& (Figure
8) go through great pains to validate the authenticity of the building by taking careful note of the
origins of the buildings. Though this information may satisfy the North American desire to vet
historic objects in order to increase their credypiland thus cultural value, the origin story is
itself a fabrication. The idea that the stones of the building were flown over and reconstructed from
an originalmedievalbuilding in Europe is a more direct certificate of authenticity than the real
story, which requireshe knowledge of several key people and multiple phases of designing and
building the museutf? The Metropolitan Museum of Aat Cloisters (known commonly @ he
Cloister®) in Upper Manhattanwhich houses the muse@mmedieval and renaissance art
collections*® However, the origin story presentedTihe Leather Nuis simulacrum in the sense
that it has been repeated among students visiting the museum, through tour guides, by history and
art enthusiasts, for so long that anyestBxplanation seems like a falsification.

Immediately after the authenticity of the building is established, the comic veers into
fantasy, visually moving from the heavily vetted exterior to an expansive and imaginative interior.
Any visitor to this sitecould confirm that a vast underground chamber such as the one pictured in
the comic could not possibly exist underneath such a diminutive buiighthe reader is shaw
an expansive crypt attributed to that building. In the casehefLeather Nunthework done in
validating the building seems to prepare the réadeedulity to be stretched for the presentation
of the cryptwhich is found after enteringven visually on that page, the layout of the frames so
that the exterior iSabove ground andhe interior isbelow, @hile the two scenes seem to carry
on simultaneously, emphasize the formal, historic facade with a secret, corrupt crypt at the core.
Here, theostentatiouslyetted exterior is created to contain an intefilid with simulacravhich
fuel the story

The castlecloistercrypt hybrid in Lips Tullian appears similarly constructeghile
fulfilling a different role K4ja Saudek has illustrated the exterior of these buildings with detalil,
placing them elegantly in the centerddimatic landscapgeg seems that the choice to use this

setting was at least in part aesthetic. There is no need to validate théoctstleeaderbecause

2Though it is the authorodés experi encaalegefddhatthemany v
building was transplanted as a whole, the correct history is described on their official website
https://www.metmuseum.org/abetlie-met/history(accessed March 20, 2020).

3Seefi Kbit ory of the Museum, o accessed Novemidher 18,
met/history (accessed March 20, 2020).
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the various castleersionseither directly reference the castle in Disteynow Whitgor fanous

Czech castles, such #® PragueCastleandK a r | .gHoweyen the decision of which skin to

apply follows a pattern of preferring fantasy over reality. Real castles are referenced only out of
necessity when a specific place is referenced, suathgasting the PragueCastle when the
characters are near Prague. Meanwhile, more action takes place in the castle simulacrum, which is
more flexible, and can bdlustratedto contain space for monastics as well as the-pregent

crypt. Buildings which owvardly appear as castles are used to house nuns, bandits, or royalty, and
can have great halls, churches, mysterious corridors and stairways, or towers inside thdra.

Round examined the theme of the cryptGothic comics** here too the crypt appesaas an

element of the buildin® medievaist, Gothicsimulacrum.

ALE
VAS maA}?ME,zmzﬁE
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KDOKOLIV DOVEDEL

Figure 9Detail Lips Tulliakpisode 7) © Saudek, Weigel 1972

The cryptservesas a setting for all dark, mysterigasid deviant acts. It provides the artists
an opportunity to decorate the background with skeletons, weak torches, spidemdeiminous
statues. The crypt iglsowhereillicit sexual actsoccur. InThe Leather Nunasa comic more
focused on sexual dnce tharLips Tullian all the action takes place in the cryphdall the

44 SeeRound,Gothic,92i 111.
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action is either violent or sexually expliciising the crypt in a similar wayn Lips Tullian As
mentioned inEpisode?, fiThe Beautiful Novice the femaleprotagonistis chased down to the
crypt by a pair of monks threatening rape, only to be rescuddeliyps Tullian himselfin the
following episoddiln the Company of the DeadEpisode8), at which point the sexual element
changes tone to become romanméther than aggressive.

Both comicsconnecthe crypt scenasith a nun character. The nun herself is simulacrum

always emphasizedwhile any
attempt to depict her life as a nun
is omitted Her religious vocation
is rathera provocative barrier to
gy the realization of her
heteronormativesexual potential
than something that she has
dedicated herself to in earnest. The

abstraction oher monastihabit is

enough toindicatethe identity of

the character as a numlespite
being only simulacrum,and thus communicate to the reader her sugpobkastity. The nun
simulacraappeamore titillating inThe Leather Nuras the nun herself is the driverafert sexual
deviance engaging in suggestions of sat@sochistic bondage and shown in states of undress
while it is only used as a foil to theomantic aspirations of the hero luiips Tullian Just as the
medievakrypt is a simple instrument in communicating the notion of a place for dark and secretive

deeds® the nun is also symbolic of a particuhaedievaist simulacrunof anideal of a suppsedly

45 SeeRound,Gothic,56.
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pure, untouchgdand pious femalé® The purpose of focusing on this particutaedievaist
simulacrum will be discussed further imnregard tahe choices of the creators.

The final simulacrum is a narrative element, that of the chivalric resdoieh is a
medievaist story trope described by Susan Griffin in her 1996 study on the history of nun escape
narratives, which started to appear as popular reading in the Victorian era, but which continued to
be reused throughout theentiethcentury*’ This is built on thenedevalist trope of a knight or
hero saving damsein distressIn Lips Tullianthis is carried out directly, as Lips rescues his love
interest from two perverse monks. The situatioif e Leather Nuis subvertedhowever, in a
way that only functions ineference to the readsrknowledge of the original simulacrum, making
it truly neomedievaist. The male charactérom thetwo episodes of he Leather Nuexamined
in this chapters the opposite of a knightly herappearing weak and small, and in dang shock
and wonderhe is the one who needs to be saved, and ultimately rescues himself from castration
and other threats posed by the nuns. Therst#irdamsels in distress in the sidelirfies example
a naked woran being tortured byhe eponymousun), but the knightly trope is reversed.

While The Leather Nuwery conspicuously references and subverts standard simulacra
(the ridiculously campy crypt, the perverse nun, the helpless male protadapsiullianplays
up the standard simulacra ¢oeate a subversion of social nhorms of the 1970s within his own
graphic languagesaudekaccepts and utilizes the expectations of the male and female leads; Lips
Tullian is tall, darkand muscular, his love interest at the beginning of the story is the ideal waifish
blonde of the hippie era. The story and settings are technically within the scope of typical Czech
fairytales However, even as the love story plays out exactly as it dlwwupaper, it is delivered
wrapped with sarcasm. Within Saudgekody of work outside dfips Tullian he drawsimsel®
as well as his persondleroe® as lean and scrappy, while his parodytloé male ideal is
represented as brawny Aryan airheads. Onsittrum, Lips Tullian falls into the latter category,
and his character is written as a shallow, narcissistic simpleton, who always lands on his feet as a
heroshould butacks honorable motives for his adventures and succeeds through brute strength,

anda lot of help from his female admireratherthan through his own ingenuity.

461t is common knowledge that medieval nuns could also be widows, unwed mothemnen seeking
to retire from public life, not just young virgins.

““SeeSusan M. Griffin, fAAwful Dinsthes kEse @AM Nemds
no. 1 (January 1996): 8807, https://doi.org/10.2307/463136 (accessed March 20, 2020).
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Likewise, Lipsslove interest is an innoceragolescentooking blona with long, ironed
hair, and a complete lack of agency in her own life. She is a typical fairptateess but
exaggerated to the logical limits of that troflee stands in stark contrast to the female protagonists
of Saudeks other works, who are busty, energediaed a little sinister. Saudek drew the women
involved in his personal life this way as welmphasizing their boundless hourglass figures, wild
eyes, uncontrollable haand strong sensualitguch as using his wife Hana Saudkové as the model
for the Super Hanaseries.These types of female characters appear als@sTullian but they
are dfable antagonists, who try to foil tHee ma | e plah ana tdap the hero for themselves.
They are technically the villains, but they are much more engaging than the heroine, and take up
significantly more space in the story, both visually on the padearratively.

In a larger scholarly survey on ideology in Czech comiti$, Schmarc argues that
medievaist simulacra were usdaly film makers to producpropaganstic fairy talesand also in
comics such akips Tullian®® The presentation and subtle rejectiomuddievalsimulacrawas
one of many ways for Saudek to use the comic platform to communicate tisgamie ideology
and escapeppressionat least for a timeéSchmarc points out how Saudesed a similar strategy
in his comic adaptation of the popular TV shi®0 p S2 pad T d(&he 80rCaseZoé ma n a
Major Zeman), in which he exaggerated the comic book escapism so much that the ideology that
the series was outwardly aiming to represent became trite and ariifithi@ comic world, to the
point where this covert act of rebellion attracted the attentiautiforites®* Tom&8 g Pr ok Tpe
notes in his biographic research on Sadslework that Saudelks own interest lied in
Americanism>® and the wildeyed women represtsd the freedom and adventure he saw in
Western movies, which he had adored since childhood. His first wife, who had dark hair and
shockingly large eyes, was nicknamiite Indian®? and that female ideal stuck with him and in
his illustrations throughodtis career.

8y 2t S ¢ h méable LinesfiofJHtistos: Czech Comics 19220 1 2 Signdly m e z n 8§ ma : Lesk
komiks 19222012 (Signals from the Unknown: Czech Comics 18712) ed. Tom§8g Pr ol
(Prague: Arbor vitae, 2012), 196.

“SeeSc hmarc, fUnreliable Lines of History,o 210,
®Tom8g ProkTpek, fADreams Under tmhezH@maes Lek kIlToikse
19222012 (Signals from the Unknown: Czech Comics 1222 1 2 ) ed. Tom8g ProkT

Arbor vitae, 2Q2), 269.
1Di esi ng pakKdja Jaudekk8T
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In Lips Tullian which was discontinuedn 1973, Saudek occasionalipcorporated
Americanismin his comic illustrationsnore openly Faint busts of Batman and Superman can be
seen outlined in the clouds in the first frame featurifigiry-tale castle, appearing in the eighth
frame of Episode 44l’he scene shows a hero bravely riding up to the castle to rescue the maiden
in despairand the presence of the American superheroes aligmaehésvaist simulacrum of a
chivalric rescueHere the medievaisst simulacrum is supported by referencing the American
superhergenre, linking the fairytale rescue with a modern model of heroics.

It is not enough to define and examine the codes used in these two comics. The real subject
of inquiry is wty both artists utilized the same simulacra, selected from the wide obati¢he
possiblemedievaist simulacra, and what function do they perform during the consumption of
these comics by the intendetal reader using Round examination of th&othic in comics as
a modeP? | would like to focus on the use of nuhscausehey necessitat¢éhe castlecloister
crypt simulacrumand are exclusive to iThe castlecloistercrypt simulacrum in these comics is
constructed to contain the nun character arzbtentered by the male protagorastyvell as being
the siteof the chivalric rescum Lips Tullianand the male protagonistselfrescue inThe Leather
Nun What work do the nigandtheir surroundings perform for the consumer of these comics?

Though the Middle Ages, as approached by scholars, are not described as homogenously
white, medievaismin the form produced by popular media historically is. freslievaist setting
is a path aroundnodern political correctnesdescribing the role of the perception of purity in
medievaist literature Amy Kaufman argues thahe whiteness of the simulacra is so deeply
embedded that it is unquestionable, as doing so would seem to be an atfiidkliby to the
pasto®® Kaufman furthernotesthat thehistoric authenticityof finineteentkcentury American
medievalsm was often code for white male authority, female submission, and the disappearance
of people of color who could bileansdbout of the sothern gentlemais paradise just as they
appear to be absent from Westenedievalnarratived®* It returned as a counter weight to the
suffragetté movement and the reappearance of this typaenafdievaism in the era of the civil
rightsin the1970s Americdodes ill in seeral ways.Alternatively,medievailsm could be used to
tie publicly accepted tropes to nods at American popular culture under the nosmmmiunist

52 This approach was also used by Julia Round (2014) in examining the Gothic in comics.

¥SeeAmy S. Kauf maMedievalighukey Griycal dernjed. Elizabeth Emery and Richard
Utz (Cambridje: D.S. Brewer, 2014), 205.

“Kauf man, APurity, o 202.
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authoritiesMedievaismin these two emics functiongs apathto communicat@more unseemly
ideology to thadeal reader

Louise DPArcens argues thatne of the applications afmedievaism is a finostalgic
corrective to modernitg®° In this function, themedievaist content is not only aidtive
presentation of the past, it is aware of its disconnect with the present. By conspicuously placing
themedievaist simulacra in contrast to the modern world, the author can elicit a value judgement
from theidealreader, playing on the readganxieties about modernity, as LouiséAicens puts
it. Kaufman notes thahis tactic was applied by not ontyedievalromantics, but also bje Ku
Klux Klan, Nazi Germanyand fundamentalist sects of religious movements, all of which imagine
the medievalera as a pristine space in which whiteness and masculinity assume a prevalence
naturalizel by the soft focus ofmedievalsmd psewlo-historical lens® Or, as Nickolas Haydock
frames the practicality of this in the modern, éraovie medievaism s historyin a hurry, driven
by the nostalgia of popular culture, as well as the commercialization of paranoia in global
capitalism¢®’

Although the objective of thi€hapteris not to point out historic inaccuracies, it is
necessary to emphasize the difference betwthanedievaist conception of racial demographics
and the scholarly understanding of diversity in the Middle Ages, and why these two perspectives
are significantly differentlt is common knowledge thae different cities oEuropewerewell
connectd to the southern and eastern Mediterrantb@ough trade, travehnd communication
throughout most of the Middle Agellowever,medievaism sees this differently, preferring to
reconstructnedievalpeople as homogenously Caucasian, preferably of a fairerextemded to
an unspoken but understood racial puaityl purity in social norms, including roles for men and
women For an American publication, the lack of diversity could be excused byermgotal
setting, as false as the belief was, thus detouring around the progress of the Civil Rights movement
to place norwhites in the public eyer female characters in any role beyond that of a sexual
object

The assertion of whiteness as a historiomés tied in with the role of the nun character.
By using amedievalsetting, the creators of the comic are allowed to apply what they perceived as

Loui se DO Ar c e n Mediediasm:eKeyeCritical Bempgad Elizabeth Emery and Richard
Utz (Cambridge: D.S. Brewer, 2014),51.8

%SeeKauf man, APurity, o 199.

®" Nickolas HaydockMovie Medievalisms.
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medievalnorms regarding gendeAs Susan Casteras describes in her study of the historic
portrayal of nunsperceptions of gender in the Middle Ages were primarily informed by the Pre
RaphaelitegndRomantics who applied their Victorian social norms to heavily skenedieval
imagery and literaturé® Themedievalchivalric romances became a convenient wastr@ngthen
the divide of the sexes into two spheres: the weak yet saintly female in the domestic sphere and
the male acting as the champion of the family in the rough and corrupt public sphere. By
confirming their own social norms throughedievaism, the Victorians left an extensive and
artistically exquisite trail ofmedievailsms behind them, which proved more enduring in the
popular imagination than innovative research that attempted to clear up those misconceptions in
thetwentiethcentury. Beloved othe medievaist gender roles is that of the knight, the pinnacle of
masculine heroism. Thaedievaist knight is in constant pursuit of a lady, to woo and rescue her,
and if she is taken by another or dies, to find another lovely object of affection.r@imesype is
not a family man, or a nation builder, or a scholar; just an adventinitepnderer

As themedievaist model presented submissive women and manly men, it attracted the
types of people who wished to maintain a patriarchal social orderinireavhen the role of men
in society and their role in private relationships with the newly emancipated female population
(however, the concept of the emancipation of womaadifferentin Czechoslovakiaueto the
Communisticprinciples of thanclusionof all citizens in thewvork proces} a return to a social
orderwhich placed men back on top could be found attradiiveome readers

| argue thats understood and turned on its head in both the comid@hdr_eather Nun
the male character is cartoonishly meek, small and weaker than the archetypabkwigintirely
sexually unappealing in an exaggerated manhiee knight exists as the mirranage against
which a perverse opposite can be created.ips Tullian, the eponymous hero is brawny and
handsome, pursues women in a knightly fashion,dsipreviously mentied, appears as a bit of
an airhead Saudek displays obedience to the tropethasmedievalhero is one of the tropes
utilized bypropaganttic medig ascitedin Schmargonly so long as he can thumb his nose at it
while playing along. While neither artist embraces the knight as their own hero, they install the
medievaistic undestanding of chivalric society to put their male character in the forefront and

establish an expectation of submissive females in the background.

®SeeSusan P. Casteras, AVirgin Vows: The Early Vic

Victorian Studie24, no. 2 (Winter 1981): 1534.
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As Kaufman notesiWhite male identitymedievaism reveals, is symbiotic: its power is
elevated by white fent@ vulnerability. The inverse was also held to be true: female independence
and autonomy were thought to weaken ¥t he reversal of this trope Fhe Leather Nuplays
a double role in making space for sexual deviance as well as expandgenéralGathic theme
of the cryptas described in Rounfy introducing théimonstrousvomaro as castratgiwhich is
described by Cristina Santos in her study of female magical beings in lit€fathéle the
creators off he Leather Nuacknowledge this formula to construct an opposite, and thus perverse,
environment, Saudek applies it fliéartedly. The female characters appearingpa Tulliancan
go so far as to be evil and scheming, but they are never a match for their malepents)tend
they always fall under the romantic spell of the hero.

Finally, the medievaist context provides permission to engage in graphic violence. As
Haydock dissects it, the application of fiireedievad in pop culture media connotes that which
falls outside of civilized societ$ It is thusunsurprisinghatboth comics go beyond adventurous
fight scenes anthsteadorture appears frequently as an element ofhtbhdievalin these comigs
without explanation These scenes appear appropriately inctigpt, where all that is dark and
forbidden is allowed to take place, according to the standards of the simulddharperception
of the authentic Middle Agessinherently violent building on Haydock and applying Kaufn@an
theory of purity then iffollows thatsome form of violencenustbe included to add credibility to
the depictionBoth Lips Tullianand The Leather Numnclude graphic visuals of the torture of
especially female characters, which is gratuitously exploitative agalin indicative of the
interests of thédeal reader

Round applies David Puntirtheoryof the Gothicin literature to comics, and tineedeval
appears here too dma response to social trauéna subversive and critical way of addressing
problems in societg®? During the reconfiguration of the social sphere in the United States with
both thecontinuingeffectsof social movements and tisexwal revolution, Czechoslovakia was
also in the throes of extreme stress from when the Prague Spring was quashed by the Soviets and

the Normalization period was initiated. Comics builtroadievaist simulacra become a refuge

®¥Kauf man, APurity, o 201.

60 SeeCristina Santod,)nbecoming Female Monsters: Witches, Vampires, and Viggorslon: Lexington
Books, 2017).

1 Haydock,Movie Medievalismg.

62 Round,Gothic,55.
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for theideal readem this time; on the one hand confirming the standing of white males who may
be feeling their traditional position in society threatened, while on the other hand acting as a vehicle
to communicate subversive ideology by pitting imeedievaism against the established
medievaist tropes. In this process, the simulacra become more real than any legitimately
researched information about the Middle Agasd Pam Clements, in her examination of the
conception of authenticity in medievalism, notes ttie question of autiméicity becomes
secondary to the importance of the function of simulacra for the con§&imer.

The application omedievalsimulacra was not limited to these comics alone. In American
mediathere was a significant rise in interest in fBethic around thel960s and1970s. The
inclination to set stories in crypts with occultist mysteries implied in the background could be seen
in other media, such as regular showings of horror films on tedavis

There is one final element at play here, which does not pose a comparative point, but ought
to be notedthe role of Americanism and Americamedievaism as it appears ihips Tullian
Rather than avoiding the perceived decadence of Western daitiBehmarc explainf Saudek
embraced it and applied it where he could. It is unclear if this was an infatuation with American
culture itself, or if American culture was the only obvious symbolic tool that was posiésned
countercultural reference poiand influence in Saudékworld. In the case dfips Tullian his
references to Disney or Batman and his subversion ofti@ieytropes within his presentatioha
historic storyworld werenot so much amfantilization of the material, but aommuniation of
ideology, while at the same timige wasstating that Lips Tullian isot supposed to be read as a
Supermar?®

To summarize, both comics make usen&dievaist elements: the castle, the cloister, the
crypt, and the nun. Faall these elements, simulacra prove more powerful than readily available
medievalmaterial that has been vetted by research. However, rather than holding static meaning,
these simulacra deliver a range of meanings dependent on context and usage, pertssesl harne
by the authoasan accidental manifestation of cultural currents which the artist freely expresses.
In this caseeven thoughneither comic makes expressed intentions to addrestieval or
medievaist materials, an examination of tineedievaist elements can help create a deeper and

63SeePam Cl ement s, Médievalisra: rKeyi Gritical Yerngsedsi. Blizabeth Emery and
Richard Utz (Cambridge: D.8rewer, 2014), 23.
“Schmarc, #AUnreliable Lines f History,o 198.

o)
%SeeJ. T. and K8ja Saudek, MAbdp aupiwibl1972an Nen?2 Super
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more complex interpretation of theork andreveal how muctnedievaism is applied in popular

media, and to whadffect
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CHAPTER 3: SIMULACRA OF PLACE: ADAPTATIONS OF KAFKA &
THE CASTLE

This chapter looks at another set of comics which now integratBevaism in the process of

adapting Franz Kafl@a novel The CastlgDer Schloss1926)into comic book, with illustrations

again by Crumb and Saudek, kdmadditientotthenediedalsm | | ust r
of the original tex@s adaptation of the grail questgdievaismappears as a part of the transcoding
proces® of the literary text to a visual languagmda shift in explanation of the origin of the

story from which Fanz Kafka supposedly adapted his novel from, from raedievalmyth to

another.

THE CASTLEAS A MEDIEVALIST BILDUNGSROMANBASED ONPARZIVAL
Though there are many interpretations of Franz Kafkbhe Castlel would like to focus on John
Winkelmarés conclusion that the unfinished novel represenisldungsroman or educational
journey, as the reader follows the progress oftle protagonist of the noveh Purgatory as he
tries to resolve the sin of pride which he manifests throughisuheetings in the village and his
probably death by suicide which is implied throughout the%exs will be examined in more
detail in this chapteMinkelmanis working from the original German text, ahdilds onMax
Brod andhas been confirmed by more recent scholars such as JonatharPtilyotlink of The
Castleto Wolfram von Eschenbaéh thirteenth century worRarzival which is amedievalepic
poem on the grail theme. Von Eschenliagbipem is based on the earleedieval Perceval; ou
le conte du Graalthe unfinished romance by Chretien de Troyes, and the grail myth in ¢&€neral

The Castlas a novel set in a village which is dominated, both physically and figuratively,
by a Castl8 | will proceed tavrite thiswi t h a capit al ACO to signif)
the idea, of the Castle, which is almost a character in the.nidwektory follows the character K.,
a stranger to the village, in his mission to get into the Castle and speak to Count Wstigsest
joined by two assistants, Arthur and Jeremiah, and becomes engaged in a romantic relationship
with Frieda, a barmaid who is also the former lover of the Klamm, an official from the Castle who

®lindaHuth eon and Si ocAbTheary of Adagtatiqy(Mew York, NY: Routledge, 2006)j 7
8Defined as fda shift of medium . . . Oor genre

John Winkel man, AAn | nt er pNMmdtsheftédono. 2¢1D72)KIdBlk ads o6 D

®Jonat harKallklayst ,GGarmdn Quzades\83] ne. 4 (2010): 4348.

%9 Seeluliette WoodThe Holy Grail: History and Legenardiff: University of Wales Press, 2012).
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is K.O6s contact per son. oThe ellagetwbareyis it@mplegoosislywi t h
written whether K. has been invited or not, ar
K. stays at the town inn, and is notified that he is to report to the Mayor, who offers him a position
as a schoataretaker. K. seeks contact with the Castle in various ways: he uses his lover Frieda to
get closer to Klamm, he makes the acquaintance of Barnabas, who is a messenger of the Castle,
K. tries to walk up to the Castle, he tries to take a carriage theréeatnies to gain contact with
any secretary or official associated with the
poor working relationship with the school teacher, under whom K. has been subjugated, and K. is
distracted by visitswitBBar nabasdés family, where he | earns
which I ead to their public shame. Al Il cadf K. &s
utilitarianism towards his assistants and his lover Frieda are laid baratamzked; and the novel
concludes bef or erepgairedos K. manhgasttd reachshle Castee. ar e
Winkelmanmakes an excellent argument fiine Castléo be read as Bildungsroman
inspired by the grail quest story, a conclusion that he comleg closely reading the text rather
than applying a contemporary theoretical framework, such as Marxist, feramrpsistmodernist
theores As he explains in his article, the eponymous Castle acts as an abstract authority
challenging K. to purge hisosl of the sin of suicideWinkelmantheorizes that the possible
conclusion of this story would see K. as casting aside his pride and arrogance to gain salvation for
himself and the other unredeemed souls trapped in the village, which represents Purgestory.
interpretation accounts for the otherworldliness of the village: the discomforting temperatures, the
permanent dark winter, the bridge one crosses to arrive, the seemingly infinite boundaries of the
village, and the slippery inaccessibility of thesHla itself.
This theory accounts for Bs inexplicably rude behavior towards others, the way he uses
people for his own gain, the complex side story about Barpabalkager who holds the honored
position as castle messenger, and fammily, and the reelations regarding the relationships
between K. and representatives of the cadfle @ssistants, the Major, Klamm, etc.). Most
importantly, this interpretation provides an explanation for the implied lie @f osition as a
land surveyor and his reass to be in the village at all, in light of his later confession to another
profession and answers the question as to why he is there, why he cannot return home and why he
unflaggingly seeks better footing in relation to the Castle and, ostentatioushy,Baron

Westwest. In the comic book adaptations examined in this chapter, those details from the book
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which would support Winkelmdr interpretation are omitted or reframed to support the
interpretation of the adaptors, who remake the story to servadéeiogical stance.
The evidence whickVinkelmanprovides to support th@Parzivalin Purgatorg theoryis
summarizedn the following four paragraphs
- K. was clearly never summoned by anyone, nor is he a surveyor. He interpfestikis
acceptance of his improvised lie as a challenge. K. even admits that it i€ K.liwas
most likely a tailor in his past life, as evidenced by his knowledge and interest in the
Landladys dresseé:
- The village is spatially endless and has an unknowrbeuwf inhabitants, one must travel
a long distance and cross a bridge to eftkeere isa castle official for each villagehis
implies that the number of officials is infinite to accommodate the endless Vitlagd,
the village is radically unrelated the world that K. knows, which is often commented on.
The journey made to get there is rather qualitative than spatial.
- Manyvillagers are sick or old. The lively villagers are those in a sinfslaicide situation
as K.;Winkelmansees this as an irddition that K. is in the realm of the dead. It also
explains why K& betrothal to Frieda would be valid when it seems that he has a wife and
childrenfiat homed™
- Kilamentsil f only | wer e her ed*Wipkelmansuggestatita, n o't
the bridge crossing which opens the story can be understood in that K. has crossed the river
Styx without permission (death without Gedleave). It also explains the villagérs
insistence that he does not belong there, and their avoidance of him asestatdhere
is also the possibility of wordplay; as Erich Heller pointed &iurveyobis Vermessdy
in German, a word which echoes the ndi@nmessenheitr hubrispthe sin of pride which
is committed in the act of suicide.

®Franz Kafka,The Castle,trans. Willaand Edwin Muir (New York, NY: Schocken, 1951), 246; | also
compared this with: Franz Kafk&he Castle: A New Translation Based on the Restored Text By Franz
Kafka trans. Mark Harman (New York, NY: Schocken Books, 1998), Bé&yz Kafka,The Castle
trans. Anthea Bé&l(Oxford: Oxford University Press, 2009), 274.

"See Winkel man, AAn Interpretation, o 120.

?SeeWi nkel man, AAn I nterpretation, o 121.

73 Kafka, The Castletrans. Muir and Muir28.

74 Kafka, The Castletrans. Muir and Muir,37.

“Erich Heller, i The Whe Dikitheried MingCambidge: BRoavésk&aBpwes, i n

1952), 169.
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Winkelmargs interpretabn provides a rebuttal for all others. Should this be interpreted as a story
of disillusionment with bureaucracy? No: K. himself admits that he is not really a land surveyor,
and the attentions of the castle are aimed at his moral (not professionatiatesad to gracefully

lower himself before others as the school grounds keeper, to be empathetic and kind towards his
assistants, to see Frieda as a person and netjesins to an endsnothing is done in regards to

his appointment as a land surveyor. fEhis open reflection about &.failure with each of these
challenges, and models of the choice to seek forgiveness or not are clearly laid out in the long
chapter describing Amalie act of pride, and her paredt®peless endeavors to seek forgiveness

on her behalf (and her refusal to bendhich leads to the downfall and prolonged suffering of the

family. Winkelmanwarns against ideological interpretations, saying:

Since it is an absurd noveko they think it must be a novel of the absurd, in otherdg

a reflection of the absurdity of the world we live in. But all that is absurd is their
interpretation of the novel and their implied interpretation of the \@odd interpretation
definitely not shared by Kafk®

If The Castlas aBildungsromanset inPurgatory, and an adaptation of thmedievalromance
Parzival then it is itself anedievaist work. The Middle High German poem treats the themes of
humility, compassion, sympathgnd the quest for spirituality, acted through the lens of chivalry.
The sory cuts off before K. finally reaches his goal and finds his way into the castle, to obtain his
Holy Grail: an explanation as to why he exists and what his purpose is, which is universal human
guestion. HoweverThe Castledoes show K. circling closer t@rds finding a way to redeem
Barnabas and his family, and to redeem himself, in the eyes of the other villagers, andhbus

eyes ofcastle.

ADAPTATION ISSUES

A comic book adaptation of Franz Kafkdal he Castle€faces a range of issues in the adaptatio
process: how the story world (or heterocpamLinda Hutcheon termg ) is adapted, the balance
between fidelity to a welknown original, and indigenizing the story to a modern medium and

modern audience.

Wi nkel man, #AAn Interpretation, o 118.
"Hut cheon aATheo® of Adaytatiqrl4.
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The Castlecontains language describing howdh is to actually see things, and though
it contains references to modern inventiaswech as electric lights and phone service, the setting
is rather unhinged from time. This leads to a range of complications for how to illustrate what is
described agmpossible to see. Having encountered similar issues in adaptation projects, in the
introduction to the graphic adaptation Bfa u | ACitg of &lass Art Spiegelman (1986,
1991Y8 explains that he began a quest to join some serious novelists to mwamaeios for skilled
graphic artists and thus turned to adaptations of popular literature. This process led to a
collaboration with Paul Auster, but Spiegelman saw problems with @ingf Glass

For all its playful references to pulp fictioBity of Glassis a surprisingly nonvisual work
at its core, a complex web of words and abstract ideas in playfully shifting narrative styles.
(Paul warned me that several attempts to turn his book into a film script had failed

miserably.}®

Indeed, Kafka is als@inonvisuab in the sense that the complex descriptions are meant to
leave the reader afloat in their own interpretation, one example of this being the lack on any
concrete description the bugfiMetamorphosi® despite the constant presence of the bugéiin
and descriptions of the reactions that the bug causes. Hutcheon notes that absence and silence are
powerful in text, but a challenge to the adapter who must dramatize that which is néft wigod,
is no less in the case in Kafleatext, which is véyose in its description of absenckelaw does
Kafka, then, describthe Castle? This is the main question of the novel, both for readers and
character@ although the characters never pose the question quite so dréatlysing instead
on more immediate gtswhich invariably involve the Castle. In the famous opening of the novel,

the Castle is ominously present even in its absence:

It was late evening when K. arrived. The village lay under deep snow. There was no sign

of the Castle hill, fog and darknessrreuinded it, not even the faintest gleam of light

BArt Spiegel manPaidl nfAuse tlaec fed PadliKérasik anfl Da@d Mazzscchelli
(New York: Avon, 2004),iii.

®Spiegel man, q[Parentmesisdariginalil on, 0 i i

®Hut cheon aATheo® of Adaptatiqrv,l.
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suggested the large Castle. K. stood a long time on the wooden bridge that leads from the

main road to the village, gazing upward into the seeming emptthess
Which is translated by the Muirs magoeetically as:

The Castle hill was hidden, veiled in mist and darkness, nor was there even a glimmer of
light to show that a castle was there. On the wooden bridge leading from the main road to

the village K. stood for a long time gazing into the illusenyptiness above hifi.

One subcategory ehedievaism is theGothic(referring tomedievaist conceptions of the
late medievalperiod specifically)which has been visually codified in comics as being connected
with the dark, monstrous, shiftingnd ruined. The description of the Castle hill as hidiesiled
in mist and darknegs suggests an element of secrecy and perhaps deceit in the&Castle
presentation. Does the Castle inhabifilnsory emptines&? or is it merely an empty illusion?
Despite the darkness, K. is clearly aware of the Castle. Indeed, why else would liersadndg
time gazing into the darkness above him? The Castle is the fundamental gaal qdiést from
its beginning. Because the Castle is the focus of the opsoeng, it forces illustrators to make
concrete decisions about its visualization.

The next morning K. sets out from the Bridge Inn and &slearply outlined in the clear
air and made even sharper by the stfow icl ear |y def i n tastheMuishe gl i
have it).This clarity, however, is deceptive. At firgtjistant prospect of the Castle satisfied K.'s
expectation®despite its appearancef@srambling pile consisting of innumerable small buildings
closely packed together®® But in the fdlowing paragraph, upon closer approach, K. is
fidisappointed in the Castle; it was after all only a wretdbekling town, a huddle of village
houses, whose sole merit, if any, lay in being built of stone; but the plaster had long since flaked

off and thestone seemed to be crumbling aw&$The Castlé appearance is decidedly at odds

81 Kafka, The Castletrans. Harman, 2N ot e, Ant hea Bel | does not <capit
translation, but Mark Harman does, as do the Muirs.

82 Kafka, The Castletrans. Muir and Muir, 4.

83 Kafka, The Castletrans. Muir and Muir, 4.

84 Kafka, The Castletrans. Harman, 30.

85 Kafka, The Castletrans. Muir and Muir, 9.

86 Kafka, The Castletrans. Muir and Muir, 9.

87 Kafka, The Castletrans. Muir and Muir, 9.
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with its power and authority in the village. Buggardingthe Castle, appearances are always
deceptive and subject to revision.

K. reflects on his former life (which would be his earthly life before the suicide, according
to Winkelman and the sacred occupied a wedfined place in relation to the human comnni
the church tower is rooted in tfiearthly,0 yet soargiunfalteringlyd heavenward, witlfia clearer
meaning than the muddle of everyday 6f&.This description suggests a cosmic order well
justified by the spiritual nobility symbolized by the churclwéo. The novel contrasts this idealized
symbol of a church tower from &. past with the Castig tower in the nové present:

The tower above him hedethe only one visiblé the tower of a house, as was now
evident, perhaps of the main building, was umiflyr round, part of it graciously mantled
with ivy, pierced by small windows that glittered in the duwith a somewhat maniacal
glitterd and topped by what looked like an attic, with battlements that were irregular,
broken, fumbling, as if designed by thembling or careless hand of a child, clearly
outlined against the blue. It was as if a melancimofd tenant who ought to have been
kept locked in the topmost chamber of his house had burst through the roof and lifted
himself up to the gaze of the wofd.

There is a definite hierarchy between village and Castle, but the exact nature of thé Castle
authority remains obscure. Significantly, the boundary between the village and the Castle is hard
to define. Schwarzer, the son of an urdastellan, reminds Kupon his arrivabf the fact that
fwhoever lives here or passes the night here does so, in manner of speaking, in the Casfe itself
And the schoolteacher remark&here is no difference between the peasantry and the Céstle

Yet, when K. sets out teach the Castle on his first day in the village, it recedes, like the horizon

to the traveler, ever farther into the distance. Communication with the Castle is difficult if not
impossible. The Castléts intoLeona Sher mands defteraturetas@am o f

amorphous space which may ndaccept many di ff et

88 Kafka, The Castletrans. Muir and Muir, 9.
89 Kafka, The Castldérans. Muir and Muir, 911
%0 Kafka, The Castletrans. Muir and Muir, 4.
%1 Kafka, The Castletrans. Muir and Muir, 10.
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further that it AthredamradchsdBkaminea O s speargly | eanni
everywhere and nowhere, more threatening precisely through its inconsistency, again building on
the impression of a dark, shiftinGothicmonstrosity

There is one final issue with attempting a visual adaptation of the text, and thigranses
the translation choices which lead to the use of the teastlé®as opposed to a lessedievaly
charged, and more correct, translation. In Czech, a language in which Kafka was also proficient,
fizamek has a similar play on words, meaning both apahnda lock. The translation afer
Schlossto the English wordicastl® is simply incorrect; in Central Europe these two words
designate substantially different buildings, both historically, architecturalith different
implications in the usage dfie building. Had the first translators, Willa and Edwin Muir, been
more sensitive to at least the building type implied by the wierdSchlossthey would have
translated it agpalacedchateaibor dnanordbut it has been noted that their competencgzech
and German were rudimentary and heavily aided by dictionaries and poetic.fitemssuld
personally argue for the ter@hateadbecause that appears most often in the English translations
of such buildings found in this area, which would be catled Schlossor zamekin local
languages* The play on words would be lost, but at least the type of building and all the
associations ith it would be preserved. Yet, they did not, and the Titie Cas# stuck not only
as the name of the book, but necessarily as the term used for one of the most important inanimate
characters of the book.

Reportedly, the Muirs spent less than four gearCentral Europe before undertaking the
translation, in which case they might have been ignorant about the unique characteristics of these
two types of buildings as they appear in the region. In the Bloimg Scotland, structures
designated as castlepalaces, manoysand chateaus overlap much of the same cultural
connotationd they share similar building styles, appearing startified with turrets, gatehouses,

crenellated parapets detailing the walls, and so forth, and are primariytariate medeval

“Hol Il and and Shermam82 iGothic Possibilities, o
%SeeMar k Harman, @A6Dilggi nBetthan<Plidt iofg BFarhé#enay Kaf k a
History, Special issueRroblems of Otherness: Historical and Contempor&y, no. 2 (Spring 1996):
298.

“For example, the building at Mikulov in Moravia,
rise between larger hills with the town skirting it, it was built around the original medieval castle by the
Liechtensteins. Paspieé Bt seorigsnsgdeasgaatdi on hae

change in its form.
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construction works. Additionally, all these different types of buildings can be found in isolation
outside of towns and village centers. Perhaps as poets and authors of fiction they intentionally
chose to midranslate the word to more heavily emphasihe significance of the abstract yet
infinitely consequential entity that pervades the book. Max Brod, whose edition of the text the
Muirs were working from, emphasized the spiritual symbolisderfSchloss® and perhaps the
Muirs sought to reproducééd symbolic richness of this element by being more flexible in their
translation. | do not have confirmation one way or the other as to thedvhmes thoughts leading
to their choice in the translation, but their ultimate selection of the waslléadds another layer
of medievalsm and poetic fantasy to an already fantastical aratlievaist rendition of the
Parzivalstory.

Just as the wor&ryptbhas certain connotations in our society, which influence how this
is manifested and used in comics, so does the @astlé Charles Ross notes that the function
which readers associate with the implication of a castle in the story world dictatessit@epo
inclusion of ideals of chivalry, lovely damsels in need of rescue, a king or queen in control of a
kingdom, et® Norman Holland and Leona Sherman see the castle as a linkGotthie®’ They
sayt hat i n particul ar tntddangersais drdhac langegoe amdeenn t s A v i
sceneit fits childishperception®f adult threats. The castle is a nighttime hausedmits all we
can imagine into it of t%FerAceicakreaddrs; liwguldarguei n g,
that the waod alone immediately suggests a form and function only to individuals informed about
European history and culture; otherwise the first connotation might simply be the classic Disney

castle.

INTRODUCING THECOMICS

This chapter will look at three comics: dwecent publications undertaken by David Zane
Mairowitz in cooperation with the illustrators Robert Crumb (in the 1996 adaptation), and with
Jarom2r Gvejd2k (in the 2013 adaptation). The
from 1967 titledivV zamku awn a d z &(Imthe Castle anidls Surroundings Aboyebutthe date

for its actual print publication is unliste@erhaps having been archived without publication

9% Kafka, The Castletrans. Harman, Publisher's note,ivii.

%®Charles S. Ross, fACasAdreasl if r DanB (Ep0)ic2d38.ios tTi.c&S. EI i
"Hol |l and and Sher man, AfGot hic Possibilities,o 279
®Hol |l and and Sher man, AGot hic Possibilities, o 28
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MAIROWITZ AND CRUMB
David Zane Mairowitz (b. 1943) is an American writer whess undertaken a range of projects
throughout his career, including several plays, a radio drama, and some graphic novels, including
two introductoy biographies; one on Kafka, the other on Albert Camus. Robert Cwamsb
introduced in the previous chaptéfong with Mairowitz,as of the time of this writinge lives in
Southern Franc®

The presentation of the adaption Tfe Castlein this book is heavily colored by the
ideological approach the author and illustrator take. In this volume, Crumb andwiMairo
undertake a 17page digest of Kafl@ life, work and personal philosophy. The book opens with
a splash page of Crur@illustration of the quote&iThe image of a wide pork butclierknife
swiftly and with mechanical regularity chopping into me, shguoff razonthin slices which fly
about due to the speed of the wotR The quote itself floats above the image of Kafka in a
narrative caption dominated by t®thicinitial letter 6T ,6which protrudes beyond the frame of
the caption. ThéT6creates a visual balance with the equally black bowler hat, also offset by a
similar yet mirrored angle and the same size as the initial. The third equisized visual element is
KafkaGs face, based on a composite of his formal portrait photos but witlgdgsaédened open,
eyebrows tilted upwards in concern and the corners of his mouth drawn slightlyd down
lobotomized expression to accompany the oversized, hairy hand bringing down a heavy, square
cleaver on Kafkés left hemisphere, three slices of his hélghg off to the side and a halo of
blood splatter around the portrait. The triangle of sitk@iar sized circular elements create a
summarized iconography of Kaf&ahe Gothic initial implies historicity (and in this case,
medievaism) andacts as aymbol referencing his literary work, the hatsas a reference to his
very civilized, worldly life as an office worker known for a smart and tidy appearance, and a head
in the midst of a brutal act of destroying the brain and the face of the subjdogngaged in
manual, routine labamather than brutality

These three elements foreshadow how the authors of this book will present Kafka
throughout the rest of the pages, the primary factor being a dual historicity of thenesutigth

century and a d&er, more brutazothicelement. This historicity givscontext for the other focus

®SeeAl exander Wood, AAbout Crumb Biography: Preser
August 12, 2019, https://www.crumbproducts.com/PreBayt @ 121.html (accessed March 20,
2020).

1009 pavid Zane Mairowitz and Robert Crunttafka(Seattle: Fantagraphics Books, 2007), 3.
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of the bookthe difficulties Kafka faced in his life, and the difficulties he placed his characters in
while writing. These are presented not just as minor trials, bubksice and rejections towards
individuals who cannot or choose not to defend themselves, just aspéskiaely stands the
process of being horrifically chopped apart is the first impression to greet the reader upon opening
the book.

The authors etrark on their framing of Kafl@ biography, following a similar theme. The
next page insists th@throughout most of his life, Franz Kafka imagined his own extinction by
dozens of carefully elaborated meth@4$,and includes a threfteame depiction of onef these
methods, emphasizing the gory destruction of K@flkeody. The authors follothe depiction of
this form of torture with anothemhich they claim to haventuited from their studies on Kafka
the use of Kafk& name as an adjectiveK@fkaesque), which is illustrated by showing Kafka
himself turning away from a group of people using the word, pressing his hands to his ears and
making a wideeyed, drogawed expression reminiscent of Edvard MuisgraintingThe Scream
The authors do not refuteitrather dismiss the interpretations of Kafka by Jeaul Satre, Albert
Camus, and Max Brod, insisting that these e qork-butcher$ of modern culturé'° have
missed the true theme of Kafisavork:fithe Jewish Jol®as Mairowitz and Crumb call it.

When giving concrete biographical information, the first fact presented is that Kafka was
a Jew from Pragueillustrated by a silhouetted composite of the Prague skyline, emphasizing
historical domed and spired rooftops, and the towers of St.0¢itisedal. To his Jewish heritage,
the attributes of afinescapable tradition of storytellers and fantasists, gloetalers and eternal
refugeesdis appended, insisting that Pradseffocated hird and implying that he struggled with
identity issues, all as matter of conjecturé® The next few pages frame Kafikabiography
through his Jewishness; as an ethnic marker, as a political marker regarding the Zionist movement,
as a geographic marker tied to Josefov, and as a limkettievaland renaissance magicadan
mysticism. Having declined to cite a scholar before the tenth page of the biography, now Crumb
and Mairowitz cite the Kabbalistic expert Gershom Scholem and his claim that mysticism still
projects a force within Kafka work through the magic of the Helr alphabet® Four pages are
subsequently dedicated to an illustrated retelling of the Prague legend of the Golem, concluding

101 Mairowitz and CrumbKafka, 4.
102 Mairowitz and CrumbKafka5.

103 Mairowitz and CrumbKafka, 6.
104 Mairowitz and CrumbKafkal11l.
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with an image of a young Kafka walking past the-Qlkelv Synagogue, which is describediase

of the most sinistelooking buildings in the Prague Ghettt® textually drawing the reader back

to the chill of theGothicadjacent to a heavily bladled rendition of the building and the serious,
sideways glance on young Kafé&aface as he hunches liKafka would have had no way of
avoiding their fantastical imprintolaim the authors in reference to the legends ofPtfague
ghetto!®though they note themselves that Kafka was not a practicing or religious Jew, nor had
he mentioned the legends in his works in any significance.

The most interesting part of their presentation of K&fhaography is that from the very
first few pages they visually imagine him in situatiasn thoughhey present no evidence for
thesedact®beyond conjecture. Kafka is seen suspiciously slinking by theNeld Synagogue,
smiling in a lamgit street corner of the ghetto, looking ashaigeaway from his father, reading
antisemitic newspaper columns, and interacting with his family in a dramatic fashion. There is
evidence that Kafka attended a Yiddish theatre troupe, as defitted, the authors are not
forthcoming with their source fdhe depiction of the performance (meanwhile Kélaresence
is only indicated by the back of his head, implied by his distinct ears).

The authors then launch into a survey of antisemitism of the aaelgtieth century,
depicting Kafka reading evidencé the firabid hatred of Jevis®®in a paper purchased from a
street vendr. This is a transition into a highly camp image of the ritual murder which Jews were
accused of, a phenomenon which the authors incorrectly identify as being the most prevalent myth
in Eastern Europe (apparently being unfamiliar with the geographic designation of Central
Europe). This functions as a set up to address the Hilsner case, in which a young Jewish man was
accused of the murder, and later found innocent, of a young ChristianRplna, so thaheantk
Semiticriots may be depicteth the comic. Thissubsequentlyeads to a scene depictirige
protection of Kafkés fatheés shop implying that it was shieldeloly recognitionof a Czech rather
than Germaflewish name, specifily showingthat a shop front with the German surname
AiHeitzmanm was attacked, but the Czech surndiafkao protected the building from rioters.

The authors then initiate a theme which they return to many times throughout their
presentation of Kafk@ biography and his work; his sdtathing. On page 26f the bookthey

105 Mairowitz and CrumbKafka, 15.
106 Mairowitz and CrumbKafka, 15.
107 Mairowitz and CrumbKafka, 20.
108 Mairowitz and CrumbKafka,21.
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attribute this to a stereotyped Jewish-$eifed, and on the very next page reroute the source of
this tension to Kafk& relationship with his father, Hermann. Hermandepicted as larger than

life, aggressive and demeaning, juxtaposed with medallions of Franz commenting on his father.
The authors propose that Frameelationship with Hermann represéatve in the face of superior

power, Which is expressed through thewels The Trialand The Castlé®®and then go on to
evidence how Franz internalized this abasement through the shofidteryudgemeriwherein

a young man is commanded by his father to jump into the river, and is so compelled by the sentence
that he Kis himself.

Shame is presented as a driving factor in Kéfkinpetus to write, created by his
relationship with his father. This shame extends to his body and thus also to romantic intimacy;
the idea that the authors address later in the voluiivetamaphosi® is presented as a
manifestation of Kafk& perceived wish to disappear, scripted to make the circumstances of the
insects death as pitiable as possible. The other animal lead $tdilée Burrowo
fAlnvestigations of a Dog,fiReport to the AcademyandfiJosephine the Sing# are presented
as examples of sedrasure. The tendency towards annihilating the self is conflated withd&afka
ill health and hypochondria, again tied to his Jewishness by the authors.

The book jumps quickly betweenrange of points in Kafla biography: his interest in
fdiscipline andnanlines®'°and in pursuit of these ideals, possible marriage. This time is framed
as using marriag® escape his father, meanwhile considering multiple other means of escaping
marriage. The flow of his biography in this volume concludes his quandary with tubesculos
which is said to end his marriage prospects, and Kafkaccess in university and employment at
the Workmais Accident Insurance Institute as placating his father.

Crumb and Mairowitz maintain their portrayal of Kafka struggling against himselhand t
whole world around him, insisting that Kafisawriting is about power, submissiomnd
humiliation,**? and claiming thafiin the Penal Colonyis not only evidence of thisut is
predictive of the horrors of theventiethcentury yet to come. Their adapt of this story leads

into a presentation of the mood in Pragiuing the First Republicywhich summarizes thahe

109 Mairowitz and CrumbKafka, 28.
110 Mairowitz and CrumbKafka, 62.
111 Mairowitz and CrumbKafka,72.
112 Mairowitz and CrumbKafka,72.
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fiJews were caught in the middiend thafiCzech nationalists were traditionally aBg@mitic 6°

The Trialis presented as being writtémthe spirit of this time, despite the fact that earlier the
authors claimed that the book had been inspired by Kafkase relationship with his father, and

note that Kafka received uncontrollable laughter upon reading passages of the story (though who
laughed at which passages or why is not evidenced), a comment which is positioned with great
irony against the final panel of the illustrated adpn of the story, which ends wifiit was as if

the shame of it should outlive high'*

The authors seemgistant to accommodating a more nuanced understanding of identity
which could extend beyond one language and one natiaghdhtyugh bilingualism or
trilingualism and an overlap of multiple state or social affiliations has been evidenced among
inhabitants of Central Europe since the Romans recorded interchange alDagbé&éanimes
and so label Kafka exclusively here as a Gersaaking Jew, and Kaf&gaexistewe in the new
Republic of Czechoslovakia as doubly persecui@grmans were now assaulted in the streets and
their shops looted. And of course, for the Czechs, what liSte@manéto avenge themselves on
than the Jewsfthe authors summariZé& It is important for the authors to present the Czech
people as the ultimate villains in this phase, and to separate Kafka from his personage as a Prager
and a Czech language speaker, in order to reveal what they perceive as an ironic intereskin Kafka
work by hisCzech oppressors at the conclusion of their book.

The trajectory of the biography is now suddenly interrupted by introducing another one of
Kafkafs romantic partners, Milenkesenskédescribedby the authors primarily by her religious
affiliation (nontJewish), and a language marker as his Czech translator. Her personage is
insignificant beyond her contribution to the myth of Kafka which the authors are trying to promote.
The interlude about Milerda effect on the writer is linked to the hypothesis thatdharacter of
Frieda in Kafkés The Castlas modelled on her. The biography then embarks on an illustrated
adaptation offhe Castlewhich will be addressed at greater length later in this chapter. Because
of the author@belief that The Castleés autobographical, the charactériedais assumed to be

Milena Jesenska anf@riedais illustrated to loolexactlylike Jesenskéd: r 1 erelatianship with

113 Mairowitz and CrumbKafka, 85.
114 Mairowitz and CrumbKafka, 95.
115 Mairowitz and CrumbKafka, 98.
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K., who is illustrated with the same facial structure and ears as the artist used to indicate Kafka, is
exaggerated to take up more space in the story than it does in the original novel.

ThoughThe Castlewas previously said to be inspired by Kakkaeldgionship with his
father, while theylo notsee Kés journey as an unfinished grail quest, they still tie the stofpef
Castleto a medievalsource: the myth of the wandering Jew. Richard Cohen examined the
thirteenth century origins of this tale and imodern manifestations® which is often
misunderstood as biblical in origin rather timedieval a mistake which the authors seem to have
made here as well. They claim that Kafka never intended to finish the story presdifte Cismstle
becauseiany éendingd would have probably spoiled this [labyrinthine path], one of the great
literary Gourney®of our timeo''’ The following page shows the silhouette of a male figLites
Kafka or K., considering thése illustrated identically with a trami@s bindle gainst the
backdrop of a town, as the text above claims that the characféng iG@astlevere indeed from
Kafkas own life, and that Kafla abandonment of the text in 1922 further linked the character of
K. with Kafkads real self in a quest for acceptanbutfin the end, like the Wandering Jew,
unwelcomeon!!®

Crumb and Mairowitz emphasize the role of female charact&itsaiCastleand especially
those who have a relationship to K., in order for the novel to act as illustrationdgplamnation
of the role of comfort women in Kaf life andhis perceived fear of women and $é%The
following thirteen pages of the book look at Kai#aomantic life, his relationship with the women
around him and his female relatives. This narratidgherole of women in Kafl@ life and writing
is punctuated by Kaflia fantasies about leaving central Europe and perhaps moving to Palestine,
and ending with a very curt conclusion that he fineigund a woman he could live with?° This
refers to higelationship with 19/earold Dora Diamant, with whom he lived in Berlin and Prague
in 1923 until he moved to a sanatorium near Vienna in 1924 where he later died. The seemingly
happy relationship with Dora is granted only a few peripheral notes, assitndbdit with the

image of Kafka as a tormented, hopelesslyamantic creative genius, and the biography speedily

1Rj chard Cohen, AiThe oé6Wandering Jewd fTheoArntofMedi eV
Being Jewish in Modern TiméBhiladelphia: University of Pennsylvania Press, 2008%; 5.

117 Mairowitz and CrumbKafka,125.

118 Mairowitz and CrumbKafka,126.

119 Mairowitz and CrumbKafka,127 39, containing an adaptation Biie Trialfocusing on the wife of the
Court Usher.

120 Mairowitz and CrumbKafka,139.
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proceeds onward to Kaf&adeath, and an illustrated adaptionidhe Hunger Artisb Kafkals
problematic relationship with the women ogHife and his creative worlcorrespondeavith a
version of Kafka whaloes notunderstand his own desires and is too timid or hindered by the
complex workings of his mind to engage socially with finesse. This is in discordance to the other
version of Kafla the authors so eagerly present when it suits them, one who visits cafes and
brothels, is well read and weHavelled, successfully chats up women who he fanaies is fit,
smartly dressed, and has a respectable position among the writers of Prague.

Crumb and Mairowita book concludes with an afterword, an attempt at a historiography
of the literary reception of Kafka. They provide closure in the form of Max @rediting, the
arrival of the Nazis, and the death of Milelesenskand Kafkds sistersn concentration camps.
They note that Kafkdiwas slowly becoming Thédjectivé'?! as they put itS meaning the
beginnings of people trying to agaé his work, an endeavor which Crumb and Mairowitz ridicule,
presenting an image of literal strawmwith trite speech bubbles forced into their mouths carrying
mundane statements about college reading and smug holidays in Prague, as if reading the work of
Kafka were a private and exclusive rite reserved only for those who truly understand his genius,
as the authors imply they have. They continue their strawman argument deriding all literary
scholarshipstudying Kafka, discarding all scholarly work on the tamdoffering praise only for
works which they found themselves to be genuine: Ernst BaWad Nightmare of Reasgi?
Elias Canettis Kafkads Other Trials'?® Pietro Citatés Kafka 2% Ritchie Robertsofs Kafka:
Judaism, Politics and Literatuf&®and generally recommending the work of Marthe Rolzert
French essayist and translatas, a whole. Unsurg@ingly, these authors are not academics, but
rather essayists, writersr in othercreative fielé. Indeed, the recommended reading items are
popular textswell executed and unburdened by footnotes. They are also, just as the work by
Crumb and Mairowitzbased on an intuitive, empathetic and sympathetic interpretation ofafka

life and works, rather than the applicatioradheory.

121 Mairowitz and CrumbKafka, 156.[Emphasis in the original.]
122Ernst Pawel, The Nightmare of Reason: A Life of Franz Kafldew York, NY: Farrar, Straus and
Giroux, 1984).
128Elias CanettiKkaf kads Ot her Tr i aBerlin: Schoeker,¥88). er s to Fel i ce
124 pjetro Citati,Kafka translated by Raymond Rosenthal, (NewRY®&tY: Knopf, 1990).
125 Ritchie RobertsorkKafka: Judaism, Politics, and Literatur@Oxford: Oxford University Press: 1985).
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The aftervord also takes care to dismiss one last foe of the myth of Kafka, that being the
Czech people themselves. Thappose that Kafla relationship to the region of his birth was
flambiguous to say the least?®and insist that Kafk& work was never accepted amadiige
Czechs oiting the paucity of work translated into Czech language. The authors claim he was
rejected by the Communists, and later inexplicably rehabilitated in a 1963 celebration of his life
and work when it was deemed that his writiiigstered the humanist triéidn and countered the
rise of world imperialisni#’ illustrated with an imagined photograph of dignitaries standing in
front of a framed triptych of Marx, Lenjand Kafka, flanked with flags and stars.

Crumb and Mairowitz present any enthusiasm for Hafkiginating in Prague as
disingenuous. To honor his tomb in the Jewish cemetery is diminished as an act of mere tourism,
and they laughingly point out the sale of souvenirs with references to Kafka. In an attempt at irony,
they include an illustration dhemselves, clad in Kafkashirts, standing in a square in Prague, as
if they are above the joke themselves, uniquely informed observers of a comically misplaced
enthusiasm for Kafka. They solemnly note that the Franz Kafka Sowibty,seekto revive
Pragués Jewish heritageas being the only legitimate organization for approaching authentic
Kafka. iAfter years of ignoring him or treating him as a pariah, the new Czech Republic is finally
discovering its strange Jewish son, no longer a threat and $ydommkableas a tourist
attractiond*?® quip the authors. Insisting on their intimacy with Kaikaner thoughtéthe irony
would not have been lost on histt’the authors conclude, thus concluding their work with an
image of thediAmerican colong in Praguewith McKafka Hamburgers and trashy tourists, under
the watchful eye of Prague castle. The castle in this image seems to be a reference back to the
illustrated adaption oThe Castleprovided on pages 10924, where Crumb declined to even
attempt a depiadin of the castle there, the scene on the final pages of the book would have easily
fit the role.

In conclusion of this introduction to the book, Crumb and Mairowitz place Katkaative
impetus on no other sources but his Jewishness and his relatiathhings father and women, all
while deriding Kafka scholars and the pop culture consumption of Bafkark and biography.

The irony of the authoépresentation of themselves as being in on the joke is that they are in fact

126 Mairowitz and CrumbKafka,160.
127 Mairowitz and CrumbKafka,163.
128 Mairowitz and CrumbKafka,175.[Emphasis in the original.]
129 Mairowitz and CrumbKafka,175.
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the butt of their own ridice, having reduced Kafka to a twdamensional, marketable character
without support from evidence or even a reflection on the logic of their thinking. They get basic
facts wrong, such as placing Bohemia in Eastern Europe, or claiming thatK&dtkaly was
saved from antisemitic riots in 1900 by the fact that his family name was recognized a$*€zech.
The alternate between overemphasizing and ignoring information as it suit® #mehrather
seelng to reflect themselves in the biography of Kafka than attempt anything resembling an

objective approadh makes the two projects by Mairowitz extremely interesting side by side.

MAIROWITZ AND QVEJDIK
Mairowitz does not openly criticize his previous projetien introducing the book adaption of
The Castlebut he also avoids giving a reason for attempting a second comic format adaptation
with a new illustrator. He is also silent on the reasoning behind the choice of illustrator.
Jarom2r Gv e pa@zkch ¢olmic bodkSudishs welliaghe lead singer of the
band Priessnitz and later musical projects such as a@®0m8. The Bombers, an occasional poet
and guitarist. His illustration work appears under the name Jarorttin@®h | will be referrig
to him by his proper name in this chaptdor example, inllustrated the populaflois Nebel
comics. He uses a special technique of cutting out the images from paper, usually black and white
with gray for a monochrome effect, then layering the sheatseate the image with shading; he
uses traditional pen and ink or painting techniques as well. He is currently the most internationally
recognizable Czech comic book artist in the domestic comics scene.
The coll aboration bet vwaspublishdtian 20idétlished byand Gv
Self Made Hero, London). This adaptionTdfe Castlas much more substantial, extending 144
pages on thick paper. The pages are left unnumbered, and the image often extends to the edge of
the page. The volume includesexy brief introduction by Mairowitz and is otherwise unburdened
by any sort of gloss or text beyond the story itself. A summary of the presentation of the material
follows below.
The initial image opens the same as in Créamnersion: the lone figure of.Kcrossing a
bridge into the village. The page layouts now include identifying place namegrevide
demarcated narrative captions in a distinct style of all capital letters, imitating the booming tone

of a cinematic voic®ver. As comics have beenheavy i nfl uenced by d&ci nema

130 SeeMairowitz and CrumbKafka, 23 34.
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visual presentation is primarily cinematic (dividing the action into clearly separated scenes, using
pantouts and zoonmns, restricting the images and characters to their designated frames and
panels), while occonally tapping into tricks which are intrinsically available only in comics (the
use of different text styles to present diffefevmices, replacing symbols for words in the speech
bubbles, reducing scenes to isolated silhouettes, allowing conspingousistencies in the shape

of the castle in the distance).

The MairowitzGv e j d 2 k a @he Gdstfully aceeptsottat K. is a land surveyor
and that he himself arranged the arrival of the assigtahtsreason he does not recognize them
is explaired away in that they are not i@@merassistants. There is no ambiguity as to why he is
in the town, nor about his previous life outside of the town, as appdéra ih koagnal version.

The dialogue aims to remain true to the original, but is sgvateicated as lines are picked out
of the text and taken out of their wider context. Dialogue in general is cut short, so that sentences
are as curt as possible, and often anlg or two-word statements are uttered.

Visually, there is no artificial hisrization of the characters or background; the figures are
dressed in a way that is undetailed but implyingttbentiethcentury, there are electric lights and
phones, as would be appropriate to the time when Kafka composed the text. The starkness of the
di alogue fits wel/l with the st ar krseteclnique,f t he
which is not unique to this publication but is used in almadtis illustrations, all the images are
selectively reduced to a bare minimum: only threeresédues maximum, selective presentation
of subjects, and ample use of negative space. The grayscale color with the jagged edges of
G v e fsdethkique give an impression of something dérlare trees, the silhouettes of crows,
up-turned collars and bowld@ats hining at a film noir aesthetic, while the historic buildinmgfect
thehopelessness of the contdetiring towards theGothic

Because of the truncation of the episodes in the ddok examplethe chapter wherein
K. visits the steamy room where the neighbors are bathing is limited to three pages with very little
context,with only a few lines of dialogyeand cuts off abruptfy the reader gets the impression
of being trapped in a nightmare wherelden changes in scene or story happen without meaning,
and all plot is lost in a confusing jumble of unrelated actions and conversations. The episodes are
labeled with a title caption in the upper left of the first frame, allowing the artist and tecitwid
transitions, and giving a sense of structure to the otherwise hacked up adaptation of the book.

Having lost the thread of meaning in Kadkatory, K. is juggled between romantic entanglements
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and his attempts to get into the Castle. There isengesof a genre beyond the visudHgthic
presentation, which supplies the textual content some sort of style where the abridging of the
original text has otherwise left none.

The two projects led by Mairowitz share many similarities ¢xampé, the exlicit focus
on K.& sexual activities, the editing of the story to highlight moments of rejection by the villagers),
but can be compared on three points: their treatment of the assistants, their depiction of the Castle,
and the final conversation with tlendlady, which Winklman picks out as a scene which supports

his theory that the story is in facBadungsromarin purgatory.

THE LAND SURVEYORBASSISTANTS

The choices applied in portraying thssistan® Jeremiah and Arthdr area key inThe Castle

in thatthe assistantare narrated as being separate and unanetonly K. is incapable of telling
them apartwhich isa demonstration of his disinterest in others miln@ perceives as being below

himself. In both of MaiowitzGs projects, however, the assistants are presented as uniquely joined,

WEW, YOU'RE
LATE ... WHERE'S
THE APPARATUS 1

BUT IF You ARE MY
OLD ASSISTANTS, oL
MUST KNOW SOMETHING

ABOUT SURVEYING /7.

Figure 12Detail gamekl3),© g v e pndl Mairowitz

Figure 11(Kafka 112)© Crumb and Mairowitz 2013.

2007. K: o0Tomorrow you two W
Assistants: O0That 1 snbd
castle] without per mis
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so that the reader sees them as K. sees them, rather than with the critical distance that the reader
of the original is provided*

In K.Gs tenacious efforts to gain access to the Castle, where he imagines he belongs, these
two men are in fact directly in contact with the Castle and are official representatives of power. In
his arrogance, K. ignores their significance and potential to sidyy, only later finding out that
they have official connections even closer than those of Barnabas, and could have easily provided
K. with information about the townspeople. K. was too proud to consider consulting with them
and preferred to treat them@swvelcome animals.

Mairowitz andCrumb embrace Ks egocentric view of the assistants as truth and interprets
them as such in their graphic account. Several elements are edited to reframe their interactions in
a way that forces the story into line withairowitz and Crumés interpretation of the work. The
conversation between them, in which K. is aware that they are all playing along with the same
rouse, the challenge posed by K. and accepted by the Castle, is edited out completely and replaced
with K.G genuine surprise that they are not his original assistants. Visually they are illustrated
exactly the same, so that the reader is inclined to believe that K. cannot possibly tell them apart
(rather than seeing an example oftKinsensitivity and dehumamizon towards the pair).
Moreover, in departure from the original, the two share the same speech text, finishing eé&h other
sentences. The narration above the illustration emphasizes that théywaranad fools,
Tweedledee and Tweedledum, straight duhe Yiddish theatré!*? However, a close reading of
the original text indicates nothing of the sort. This interpretation serves only to tie elements of the
text more closely to the perceivéewishnessf the text.

K.G acts of violence against them aeyer depicted, mdhe revelation thathe assistants
actually work much more closely with ti@astle than K. believed and are quite deeply wounded
by his unfair behavior towards them. The exclusion of these keglpimtentdeads the reader to
see K. oly as a confused visitor to a strange town, portrayed as a kindly man in an unfortunate
situation, thus furtheringlairowitz and Crumbs vision of the work as autobiographical, and
further favoring their presentation of Kafka as an unappreciated and alarseédspecifically
Jewish) genius, denying space for any other characteristics to be attributed to him.

B1The assistants are written as being distinct individuals, and while throughout the novel all the other
villagers can tell them apart and treat them as two separate people, K. himself sees them as identical and
does not bother distinguishing between them.

132 Mairowitz and CrumbKafka,112.
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Perhaps because it is not tied to an effort to present &afkéing as a perfect mirror to
his life, and vte versa, the graphic novel form does rdit out the revelation that the assistants
are agents from th€astle, but it does reframe éeriah as attempting to steal away Frieda from
K., trying to shoehorn the story into a romantic drama form, as any more intellectual readings of
the text seem too much for Mairowitz.

In the second Mairowitz projecthe assistants alggainillustrated aseingidentical to
each other, sharing the same lines, and in this case finishing eads sdmgences over separate
speech bubbles. They are portrayed with jagged teeth and blank, animalistic expressions, again
immersing the reader in &. own perspect® rather than providing the narrative context of the
original. A little confusion is allowed in their introduction, butiknowledgethat the whole set
up is a farce is glossed over, making their first encosoigally awkwardather than an important
revelation of K false identity.

Both interpretations use the visual depiction of the assistants to lean towards a certain
presentation of K. as an innocent sufferer in the face of unexplained injustice. To depict the
assistants in a style closer to tomtent of the original would not have been diffiduthere would
only need be enough difference in the physical characteristics of the two men for the reader to call
into question K& judgement when he flippantly saysdamnottell them apart, and thaewould
rather just call them botfArthur.0 Including thefiheavy blows and other abuses that K. inflicted
on the assistants would not be impossible, asame seen from action comics, and the oft repeated
message of Ks inequity towards others woulthve been successfully transmitted from the

original.

THE CASTLEAS ANOBJECT

Because of the significance of the wdodstledthe artistic interpretations the two Mairowitz
projectsput excessive emphasin theCastle as a place, when in the original text @aestle is a
force, or even a characfe? more than a physical location. This is on¢hofse instances of literary
text whichfeel visual buiarein fact not at all. Winkelman note8#hat is the role of theastle in
all of this? It is the unseen hand that engineers everythiAgruly, in the scene when K. meets

the school teacher outdoors with his pughg teacher says that the village andGhastle are the

Blwouldargug hat it is similar t Waitihgffer GadaiHees nat fhereGluid o t
he is al ways O6present 6.
Wi nkel man, AAn I nterpretation, o 126.
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sameentity, and it is implied that the popuians of both are infiniteThe abstract nature of the
Castle is confirmed in multiple ways. This, however, is a visually slippallyeit correct,
interpretation. It seems that Kaflsavriting doesot lend itself willingly to visual literalism.

Crumbis Castle is depicted only briefly, in one
frame as a tower jutting out from a mass of village
roofs, with the external commentary addiriif is
clear from the start that he [K.] will never get to the
Castle, and that the usual rigid hierarchy of power will
suppress his attempds$® This succinctly dedres
Mairowitz and Crumbs interpretation and explains
why the rest of the text focuses the officials as
individuals rather than the peasants and the officials

themselves as being fundamentally one with the

Mairowitz 207. Castle. The story is summed up at the end with an
image of K. wandering through a literal labyritith

and the lingepeatedrom the school teachsithere is no dirence between the peasants and the

Castl®'?’ is left without interpretation, despite the fact that there is a narration above dithating

fimost of the officials who work for the Castle are as aloof as the Count, and the villagers

themselves are kept atdistance& which stands in direct contrast on the very same page.

135 Mairowitz and CrumbKafka,110.
136 Mairowitz and CrumbKafka,125.
187 Mairowitz and CrumbKafka,111.
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Jarom?2r & @&asdeg ds? keavily

influenced by knowledge of the correct Czech
translation ofdas Schlosas a large urban estate in
the sense ofamekand firsthand knowledge of the
great number of such structures around the Czech
lands. Kafka, a man having traveled ard@entral
Europe, speaking both Czech and German, would
have been very clear about the distinctibetween

a Schlosizdmekand aBerghrad, and nothing was

| barring him from using the latter term if that had
been his intention. Interestilyg the silhouet of
GV e fsCastelooks distinctly like thezamekin
Mikulov, Czech Republicwith the shape of the
tower, its position on the hillwithin the buildings
and its curved outer wallThis is not to say that
Gv e jsdehditionof theCastleis notfictitious, but

the concept of chateauwhich heis illustrating is

Figure 14 (Zamelkd6,E gvej d2 k
2013.

' founded in lived normsin comparison to Crumb,

Gvejdz2k appears unafraid
visualized Castle as often as it is verbalized in the book, without requiring an overkpdagied
dialogue.

G v e jddes & better job of incorporating tBastle into the visual interpretation of the
storyd the Castle shapeshifts and looms in the back of the frame like arpex&ent eyeThe
structureconstantly seems to shift its locatiand composition as well, whitgftenremaining an
undefined silhouette in the distanttecomes off as being remote on some pagetjust around
the corner on others, true to the original feelxgressed in Kafl@a text This is a point where
visual irterpretation acts as successful adaptatigthin the process of transcodiigfrom text

to visual media

B8Hut c heon aATheo® o6f Adaptatiqr0.
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Figure 15 (Zamek 83,9297, 103, E Gvej d2 k and Mairowitz 201

THE CONVERSATIONWITH THE LANDLADY
The final point of comparison in tl@o Mairowitz projects is the presentation of the conversation
of the landlady with K. about her dress€kis scene appears towards the end of the novel, where
K. is walking furtively down a hall of officials when he is caught by the Landlady and hesralse
conversation with her. She scolds him and K. makes ahaoifi comment about her wardrobe,
which is full of fine dresses. She agrees about the quality of her dresses, and then shuns K. for
being so very bad to say these things to her, and thabbeaidand surveyor at all. K. agrees with
this and he exits the floor, leading to another scene.

The original text allows this as a moment wheéskassumed identity as the land surveyor
slips, and he not only confesses to the falsehood, but giveshhisstrue professigmaost likely
a tailor. This revelation is crucial for understanding the novel Bigdangsromanas it negates
the thesis that K. is in the village to His stated job. He, quite simply, is not. If that is not his true
fapprenticelip,0 then the key must lie elsewhek®inkelmaninterprets this as another moment
where K. is given a challenge to overcome his pride, which he fails, and the landlady as an agent
of the Castle, and thus an assistant i lgath to redemption and gratti@ows him back out with
a flurry of what would seem unnecessary scolding. However, if we accept the theory of purgatory,
the scolding is suitable, and the scenario makes sense.

Mairowitz andCrumiis adaptatiorof the scene with the landladyg tailored to suitheir
reductiveconclusion thahe Castlaepresentshe fate of the outcast Jew and closes the story at

the point where K. gets throwout of the landlad§s building depictedin shock at his own bad
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luck. The narratioin Mairowitz and Crumls adaptatioffialsely stateshat fithe novel, as Kafka

left it, ends with these wordg2® Perhaps the lapbrtion of the text, the encounter with Gerstécker,
wasleft out in the act of editingMairowitz and Crumb are unreflective of the libestibey have

taken in the adaption process, and rather insist to the reader that this short adaption is canon and
equal to the original.

Oddly, between the two projects, both penned by dair, the Crumb version claims that
the novel ends witkhe convesation with the landlady, which sdmpactednto four framesand
omits therevelationaboutK.& professionin contrast, in the collaboration witdv e jthe text
faithfully states the landlady identification of K& lie, but not hisconfessionconfirming the
landladyés accusation that K. is not really a land surveytie story does not end wikh getting
thrown out but ends properlgs Kafkads original doesat the home ofGerstacker and the
unfinished utterance @erstackeis mother.14°

ADAPTATION AND INTERPRETATION

Mairowitz and Crumbs adaptation and whole biograplyp through great lengths to parody
fiKafkologistso illustrating Kafka himself as running away from themhirror.}4! Through all

their antiintellectualismthe authorslaim to offer an honest interpretation of Kadkdife and

works. One of their jabs at the establishment, as they perceive it, is to insist that Kafka is an outsider
in Prague, and align themselves witmhas outsiders themselves, trying to poke fun at the circus

of Kafka which popped up in Prague to serve tosiréss if to let the reader in on their private club

of being above the average literary consurtiney notesarcastically that

in thedree Prguedof the 1990s, where his books are not banned (though not necessarily
read) you can buy a Kafkashirt on every street corner in the tourist quarter, or his image
on porcelain plates or artisanal wood carvings. (A welcome antidote to this is the
recently founded Franz Kafka Society in the Old Town Square, which seriously seeks to
revive Pragués Jewish heritage:¥

139 Mairowitz and CrumbKafka,124.
140 Kafka, The Castletrans. Bell, 2756 S h ee Kghentrembling hand and made him sit down beside her.

She spoke with di cul ty, it was hard to understa

141 Mairowitz and CrumbKafka, 5.
142 Mairowitz and CrumbKafka,165.
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As they make fun of the tourists and the attempts to stuff Kafka into a convenient cultural box,
they seem to have completely overleditheir own contribution to this phenomenon. There can
be no Disneyficatiolf* without the demands of American tourists, who come to Prague to buy
Kafkat-shirts, chocolates, and take Kafka tours, even if they think they are doing it ironically. The
Mairowitz and Crumkbook summarizes thdivhat most educated people probably know about
Kafka without having to open any of those tomes about him:

- He was a Jewish writer. He came from Prague and wrote in German.

- He wrote a story about someone who wakes up oneingpchanged into an insect

anddoes nothange back.
- He had problems with his father, with his job and with women. Judging by the
content and style of his writings, those were not his only prob&ths
And, indeed, thats where Maiowitz and Crumis interpretationtself begins and end€rumb
and Mairowitz have also strangely positioned the Czech people as the past and present enemies of
Kafka. Mairowitz and Crumb, as they undermine the research of others present themselves as the
sole swiors of Kafk@s legacy, the only ones who understand him and his work, are so willfully
ignorant and insensitive of their role in the process.
Mairowitzés second projecaklated to Kafkés The Castlevas published in 2013, and it
appears to have beenrparily a commercial endeavor. It is unclear wigchose to collaborate
with Gv e | abitlekfromG v e jfsdiltekdy secured success on eechcomic book scene
(despite no lack of other potential Czech artists), and Mairowitz, in his misguided search for
authenticity wishing to secure a Czech artist to ta€kie Castlen amoreextensive adaptation
G v e jbuiltokthegraphic noveprojectwith Mairowitz as much as possible, including a

musical projectwith collaboratorsputting the texts to song in an album call&mek!*® He
organized the groulgafka Band, isolated ten stories from the baoid set the text to minimalistic

musical accompanimenthe oveall sound of the bandounds exactly like his band Priessnitz,

“Jean Baudrillard wrote Simulatrda and Sinsustmry, Simiulacreset at i o
Simulation1 9 8 1 , English translation 1983), ADi sneyl an
believe that the rest is real, when in fact all of Los Angeles and the America surrounding it are no longer
real, but of the order of the hypasral and of simulatio. 6 I n t his dissertation
mean the adjustment of reabrld phenomena to adhere to the traits and characteristics of the theme
park and company visual language, specifically in the creation of medievalist simulacra.

144 Mairowitz and CrumbKafka, 2.

145 Kafka BandDas Schlos§zamel, Suprajpon Februaryl14, 2014. Compact disk.
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just under a different flag. The effect was praised by some critics as being an intgnegéng

but panned by others for beingwapid commercial project to profit froranything vaguely
intellectual or artistic builon the mention of Kafka name. Many Czech reviewers claim to prefer

simply reading the originaReviewer Ondrej Be& who reviewed the albunfor the magazine

iDnes summarizes that just as his listeners suppodadiyhed as Kafka read alouidThe Trialo

sotoowill audiences chuckle atthisalbufJ i S2 Gpi | 8k and Mil og Hroch
at the national radio statioheskyrozhlasrated the album at a ten percent approval, scathingly

stating

To base a album on the banal motif of misunderstandimgween people who speak
different languages is insufficient . Unlike CzechSoda, KafkaBandhas theunpleasant
aftertaste of projeavhich issponsoredby thepoor tastef literary institutions and Czeeh
German cet@rs, and speaks tHanguageof kitsch, the mosteprehensiblsimplification

andempty posturing of arft’

The references tdlles gute refer to reoccurring segment created by David Vavra and Milan
Gt e i mdHe €zech@omedy TV showe s k §, whiahwas producedrom 19931997 by
L e s tel@vize. TheAlles gute segments were comedic lessons of German language for native
Czech speakerand the album reviewers here agéerring to the treatmewtf Kafkads text in the
vocals of the albudh a monotonous, gruff reading of the German text overlaid with Czech lyrics
translating or adding to the text.

The graphic novel reduc@&se Castlen a similar wazthe singlepageintroduction written
by Mairowitz restates his simplified interpretation of Kakkawork as beingpurely
autobiographicalrestatingthe directcorrelaton of Kafka the persoro the character K. in the

novel. Mairowitz writes with the air of authority but declines to say why this graphic adaptation is

“65eeOndSej Bezr, fARecenze: Kaf ka BinedczRebraaryd9 k pous
2014, https://www.idnes.cz/kultura/hudba/katk@ndrecenze.A140219 094910 hudba_ob (accessed
March 20, 2020).

“73ji S2 Gpil &8k and Milog Hroch, AiKaf ka Band = Al
https://wave.rozhlas.cz/kafkeandallesgutebande5209059 (accesselflarch 20, 2020)Ai Post avi t

desku na ban8l n2m motivu neporozumBDn?2 | id? mluv?
od Lesk® sody ale zTst&8v§ u Kafka Bandu pachus$
instituerNDmeacHKdestheac a promlouvg jazykem kT e, t

vypr8zdnhDn® hry na umRDn2.0 Translation mine.
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necessary, or why the visualizations manifested the way they didoé¢enoteflect on the role
of hissubjectivity as a medium for interpreting the text, or what it means to rathtiez elements

of the story graphically.

SAUDEK

The third adaptation is a short comic written by Karel Steigerwald and illustrated by Kaja Saudek
from 1967 titledfiv zamku a wn a d z &(im thé Chateau and its Surroundings Abp#&which
playson the title dsfV zBwkg a pa d & B(mbHe \CBateau and its

Surroundings Below}® which waswritten in 1856 and infamously lives on as dull required

. W K. B S A % R, KLAMMA JSEM DAUNO Z(
proe % 2

IMHM“.GM.’ S 1B A TEBE ZOIZIM TES

e ! . i g

VAAK RANA NEDOZ:

NEJSEM TU ABYCH
MEBTOJE LG, ,
;

148 Kaja Saudek and Karel Steigerwallzamku a v nadmdl , 1967, Comic, 62x45 cm, Appearing pages
202-203 in Helena Diesing Kéja Saudek, publication and archieve unfiatiedtranslated by Martin

Schweitzer at Palackl University. APodz8&8mci O
aroundo r bel ow a chateau, i f itds placed on a hi
chateauds grounds in Central European wurban |

Di esi ng a rkdjaJaudekRORB.e k ,
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reading for school childref?® though Saudek does not go further in this reference, perhaps only
intending to draw a line between one piece of required reading to another.

Saudeks adaptation is included here because it is clever in its acknowledgement of the
translation issue descal at the beginning of the chapter, and it specifically referencegHath
artistic style(or visual language)f Robert Crumb (though it préates Crumés adaptation ofhe
Castle)and Disnegs signature castld he illustration is done in black lineworkth monochrome
blue shading and spots of yellow for accesgept fora selfportrait Saudek includes which
features more colors. The whole comic fits between two pages, over the span of seventeen frames,
the first as a title and introductory scene, #émel final frame being only a text advertising the
magazindmpuls

The first frame includes the title in large block lettering, and a figure, identifiéd.as
heading towards a castle in the distance, which the readers are informed is the home of Count
Westwest. K. is dressed as a contemporary of Saudek, a modern traffic sign bends in the wind, and
a pub stands between K. and his destination. A Star of David is posted almost like another traffic
sign in front of the pub, and the castle in the distase®ihing like Kafké description, but sits
high on a dramatic mountain, featuring high towers and a dramatic shape. K. knocks on the door
to the pub and by the third frame he is greeted by two men in a contaalyc setting, with a
candle stuck into dark bottle on the table, spiderwebs in the corner, one man drinking from a beer
stein modeled as a skull, while the two hold-taldhioned pipes. The electric lights mentioned in
KafkaGs original story are replaced at every turn by dramatic candlesthe@tmospheric
insertion of antique objesalongside modern ones continues throughout; swords hang on the wall
next to semautomatic guns, a flashlight is used to light a spooky toldbstone(labeled
fiBertrand, 1967 beside it another one label@ax Brotd), There isa full coat of amour with
comically pointed breasts followed by a very modern blonde bombshell character in skimpy

clothing. Advertisements fdmpulsmagazine and its sing@@®logo are inserted throughout.

Whil e Hel ena Diesing nokiaSudekhlbs my chleague Martin Elaehd Pr o
at Palacky University, and | subsequently confirmed this, examining user comments on the Czech book

database website. User AVANnnaodo sums-piotviunpn 8nolsett boc
Zat2m tkoa,j ektker28g mND nej m2 R bavila, al esegurddl t o ne
reading. Itds the | east entertaining book thus
Dat abazekWwi hZ&mku fia WBoB@edma8 mMINDmcov § |. © Dat ab

https://www.databazeknih.cz/knihyaamkua-v-podzamci604 (accessed March 20, 2020).
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K. moves through this comicalimedievaized story world, leaving the pub and heading to
the castle. Before harives,he meets beautiful womanwho is described as Frida, adapted here
as the daughter of Count Westwestl @mgineer Klami@ girlfriend. She supposedly leads K. to
the castle, where he enters and is met by the two men from the pub. K. exclaims that he is not the
land surveyor, but his there to free Frida. The codnposed comically in front of a deer head
mounted on the wall, so that he appears to have Boct&ms to have gottendiof Klamm, and
promises to do the same with K.

The narrative caption in the next frame tells the reader that K. is lost, as the castle
background falls away, and the assistans mnound to stab K. in the front with a gigantic fountain
pen. Dramatically falling back, K. sayd havebeen institutionalized by the modern era, ow ow
ow.0r! At that point the story abandons any connection to Kafkhe Castleand proceeds to
referencerather the modern era and contemporary criticism of Kafleork, as the young man
from the third frame (in the pub) suddenlyeneters the story and say® ou idiots of the fetishized
interior! 16m putting you into my essayTo thisthe dying K. add$éiToo late, but well said The
final narrative, which fills the last frame, ties up the story iRbor engineer Klamm, poor Miss
Frida! Their love never saw the light of dagnd finishes with an advertisement for the magazine.

Written very smallputside the illustration frames and above the title, the following text is

written:

As it is complex and artistic, literature tends to be too complicated and artistic for the
average reader, we decided to bring the literature closer to the reader.ahé@se, we

will include some beautiful and complex images here.

The second column readdn case anyone cares to sneer, we add that an illustrated series is
nothing to sneeze at, and to its own degree is complex and artistic and has its own worth. (RIP
Kirby'®?) And sa0 This explanation is wordlessly expounded upon by an image inserted in the
third frame of the second page, which shows Saudek himself in full color contrast, posing as if to

paint a landscape of the castle in the background, bhisaranvasthere is gpaintingof a lock.

BIDi esi ng a rkdja JaudekR0B.peat ln Figure 16, translation mine.
1521 pelieve this is referencing the comic book artist Jack Kirby, known for his work at National Comics

Publications and DC Comics. Kirby did mdudeddi e un:

here.
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The castle itself appears now very clearly as a stylized Disney castle, and is moreover
anthropomorphized and expressing an exclamation point in a speech bubble.

The miniaturization of Saudék frame (a stylization also repeated in the coveGo80

ABNEL

1A JE UZAVRENA WESTWESTEM L
JZENI KTERE TAHLO KA K

Vo
s

Figure 17Comparing R, Crumbos ssteyldiszedss mal Idema

Detail ¥ z § mk u a2)@®@ SandeldandgSteijearwald 1967.
vs. Superhanand some other staradone illustrations), references a visual language already well
developed by Crumb, which Crumb titlasreepy little guys Saudek and his brother Jan Saudek
make references to Crumb in their work, as mentioned in the previous chapter. The direcereferenc
to theCastle from the Disney filnfsnow Whiteo depict the castle from Franz Kai&k&he Castle
in this adaptation is a bold choice, perhaps explained by the way it is being painted on the canvas,
as a lock, something that Saudek and Steigerwald fghtrbe inaccessible to the average reader.
The authors of this adaption have put the larfiehavebeen institutionalized!into the mouth of
K. himself, anticipating Mairowit® concerns about the mishandling of academics in analyzing
the work of Kafkaput Saudek and Steigerwald have achieved this criticism very neatly in their
adaptation of the stohroughthe addition of the single image of landscape painting the Castle

itself.

CONCLUSIONS

While Winkelmanasserts thalhe Castlas an adaptation ahe Parzival grail story from the
Middle Ages, an idea which is supported by Brod, Kafka does not include explicit references to
medieval objects or ideas beyond creatingGathic atmosphere of fog, decaand bizarre
uncertainties. In the comic book adapins, Mairowitzs first project with Crumb is heavily
influenced by the arguments made in their biographical presentation of Kafka, and instead of

seeing a connection with a grail quest, they link the story witm#dievalimyth of the wandering
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Jew. Though themedievalinspiration for these adaptat®is not named explicitly, anachronisms
shift the storyworld to an earlier time, and the us&ofthicvisual elements insert a new layer of
medievaism into the story world. Saudékillustration goes even further and depicts the Castle

itself as a piece afedievaist simulacrum.Medievalsm appears as inherit to the comic book
adaptations of the text.
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CHAPTER 4: NUNSIN COMICS

153Pesigned to shock and awe, the combative nun cteassappearing in modeday comic books
transport the reader to fectionalized context in which the nun acts as a lightning rod for
romanticizedmedievalism. Drawing on the film studies and art history disciplines represented in
this volume, this chapténvestigateshe popular medium of comic books and graphic novels and
their role in representing the archetypal nun. Her visual and literargyiégauilt upon waves of
reinterpretation going as far back as late medieval conceptions of early Christian martyr saints,
building an image of devout, monastic women sacrificing themselves in the face of great violence
for the sake of their sacred prasem. Thus, the reverberations of the presentation and re
presentation of pugnacious sistarsarms create an archetype that is both wholly modern and yet
timelessly capable of reinvention.

| do not intend this chapter to be a definitive account of @liwences of nuns in comic
books. Rather, | would like to propose a few concepts to address the phenomenon, with the aim of
orienting both readers who possess full comic book literacy and those who are uninitiated in the
genre. This chapter is concernedhwthe framing and depiction of nuns and religious women in
comics, the historical precedents for these, and the implications ofcbachcterizationsn
contemporary culture, not only in theory, but for the end consumer as well.

As an amateur producef@omic books and illustrations, | have been drawn into the current
debates about the treatment of female characters in the traditionally masculine media of computer
games and comic books. My graphic work revolves around the interpretation of primaglytanc
medieval, and early modern sources, usually with the aim of creating material that is both sincere
and consumable, as well as artistic. This brought to my attention works with similar ambitions,
such as Claire Bretéchisrgraphic novelLa vie passionée de Thérésedbvila (The Passionate
Life of Teresa of Avila1980), which is based on the life and written accounts of the sixteenth
century saint> The writings by the nun herself are considered to be a great contribution to the
history of mysticism irChristianity, and the lighihearted depiction of a saint in the comic bdok
a stark contrast to the gravity with which the painter Francois Gérard imagined her around the year

182® raised my curiosity about the choices of the artists. During my investigainto

153 A version of this text was published in the antholdgyere is History Today: New Ways of Representing
the Pasteds. Marcel Arbeit and lan Christie, (Olomouc: Palacky University, 2015),1739
154 See Claire Bretéchelra vie passionnég e T h ® r — (Pais: Bavgaud,i2003).
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contemporary reactions to the new mendicant orders spreading throughout Europe in the thirteenth
century, | came across both derisory caricatures of nuns and very solemn images of saints
commissioned by monastic institutions, saints who wereegkakt role models for women in their
spiritual vocation'>®

An attempt to address the phenomenon of nuns in comic books can seem doomed to
become mired in a mess of shocking, isolated
pitfalls in dealing wih all historical subjects, but religious topics have some peculiar daiteéfers
A serious examination of nuns in comic books not only faces several sensitive themes but also
brings gender issues into the fray. Tdmeavois fraught with the potential to dece the artists
to misogynistic opportunists, to view the characters themselves as erotic fantasies, and the
production of such comics as consumerism at its worst. In the sphere of recurrent female stock
characters, nuns appear with the same regulartystmdardizatiorthat comic book consumers
expect of other stock figures. However, religious female characters must navigate a unique cultural
terrain of both inherited and modern issues.

The depiction of nuns in comics is the translatiographic traditions into a modern visual
language. As Maureen Moran suggests, in order to broach a temporally and culturally complex
i ssue, readers fAmust inhabit a double %i me, s
While approaching it throughti s fi-d a "8 Wweémust maintain what Judith M. Bennett
calls fdessent i a%fin aderitcsavoidran anactranistic nalysig &f a historical
subject or, conversely, to avoid judgment of modern phenomena through the prism of our lived
experence. But the doublgaze is insufficient without comic book literacy arahtextualization

of the nun character within her graphic evolution.

¥ use the term fAmendicanto here in the meaning 0
|l ife and outside religious activity, o notereferr
MerriamWe bst er Dicti onary, Amendicant. 0 Some notabl

female mendicant communities include Saint Clare of Assisi, Saint Margaret of Hungary, and Saint
Agnes of Bohemia. For more information see, for example, Peaébo JohnsorEqual in Monastic
Profession Religious Women in Medieval France (Chicago: University of Chicago Press, 1991); or
Leslie Knox, fAAudacious Nuns: I nsti ChutchHstog!| i zi ng
69, no. 1 (Mar 2000), 4562.

®Henry Ansgar-REgi Bypniiat Né oo kChauter Reviesi, ooe2 (6996): Nuns , 0
115.

"Maur een Moran, AiThe Art of Looking D&¥icaiar ousl! y:
Literature and Culture32, no. 2 (2004): 479.

¥Mor alnhe AArt of Looking Dangerously, o 479.

¥¥Judith M. Bennett, i @gpeedulueb8 (@993):828. and Femi ni sm, 0o
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The following pages will approach nun characters in comic books as archetypes, involving
standardizedharactestics and storylines, employed in some cases as stock characters. The nun
character is, moreover, intrinsically related to contemporary romzattam of the Middle Ages,
as well as to Victorian medievalism, and carries graphic baggage acquired overeseott
popular depictions of religious women. Though the sexual charge of certain depictions of nuns can
be shocking to readers unaccustomed to whetaisdarccomic book artwork, the specific issues
surrounding thevisualizationof female characters general will not be addressed here. That is a
thorny topic in its own right, and occupies the full attention of other autPfaxer will we discuss
the more intensely sensational use of nun characters in erotic comics, though such series

technically alsd a | | under the umbell a of fAnuns in con

NUNS AS STOCK CHARAUJERS

The examples on which this study draws are taken from comic book series that are widely
circulated and accessible, with a reasonably large readership, or comic book series that are
popularly regarded as classics. Nun characters appearing in purely supporting roles or in peripheral
series®?are not deeplyanalyzedn this study, although their characteristics were noted and can
generally be said to agree with the wider findings. Fag#da plethora of examples, how can we

tease out what makes the nun character stand out within the context of female characters in
general? Comic books unabashedly use stock characters built on established tropes in order to
move the story along or to ioke a previously established context as shorthand for peopling a
comic book world which has to be squeezed into thirty pages or less. A quick survey of other
female stock characters, such as superheroines or supporting characters for male superheroes,
shows how unique the nun is among these. Among the stock female characters who are at the same
time sex objects, there are fleenme fatalébuxom and dressed in black), bimbo (cheerful, blonde,

and dull), sexy librarian/journalist/hacker (usually acting asviag information-gap filler),

180 Some informative introductions to this topic can be found in the works of Jeffrey A. Brown, who
examines the evolution of roles given to female
Her oi ne: Har dbodi es a rCihenma lbwnal 8% moi 3n3$pring 1996N 6Z1.Ret ur n,
Sheri Kl ein | ooks at the depiction of women in n
Humor : | mages of Wo mAarrEducatiord6me. 5 (Beps199B) 66Me di a, 0

161 See, for example, Daven&ridan, Robert Crumb, Spain Rodriguez, Jaxon, Roger Brand, and Pat Ryan,

Tales from the Leather NY®an Francisco: Last Gasp EEannies, 1973).

162There are many smadkcale or locally printed comics that could feature nun characters, but because of

their limited circulation it is next to impossible to identify every occurrence of a nun in them
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ingénue (fresaced and simple), sexy android or alien (emotionless and perfect), and flawed
alpha female (who just wants a man). Of course, there are alsseroal characters, such as the
hag (an old woman of frightfulgpearance) or mum (a romantically undesirable supporting female
of advanced age). Finally, there amasculinizedwvomen: the Amazon (buff and militant), the
barbarian (not unlike the Amazon, rough, athletic, and featuring costumes of either ancient or
savaye design), and the powerful princess (usually a girl of immense family wealth). There are
also combinations of the abov Nuns do not come close to any of those existing stock
characters, yet as a group they have a unique and consistent set of chacacteri

Nuns become stock characters in that they have slavishly repeated storylines and
characteristic traits that can be referenced in shorthand by a comic book artist or author. The
consistently repeated visual signifiers are a generic habit (whitelgyiblpck hood), exaggerated
religious paraphernalia, superior strength or physicality, and their weapons, usually a sword or a
gun. Some of the characteristic elements are more abstract or demonstrative, such as the capability
to perform supernatural fesain the form of miracles while encircled by or in opposition to other
members of the convent, and, finally, the explicit motivation tied to their religious vocation. There
are other characters that are shown with various degrees of revealing cloth#sasubstantial
stylization However, in all nun characters the presence of these elements is basic.

The weaponry most often attributed to nun characters is very telling. Comic books tend to
include a lot of violence, and a charaGeweapon or fightingkills are often an integral part of
their persona. The recurring fighting style of nuns is perhaps closest to that of the Amazon or
barbarian characters. Unlike other female comic book characters, such as Supergirl, they do not
rely on super powers ofszifi or wildly imaginative sort but they are endowed with supernatural

powers of divine origif®*Mor eover, they use fAphallicd sword

183 For more about female characters in comics, in part via film studies, see, for example, Jeffrey A. Brown,
Dangerous Curves: Action Heroines, Gender, Fetishisid Ropular CulturdJacksonMS: University
Press of Mississippi, 2011); Hillary L. Chuteraphic WomeriNew York: Columbia University Press,
2010); Mike Madrid,The Supergirls: Fashion, Feminism, Fantasy, and the History of Comic Book
Heroines([N. p.]: Exteminating Angel Press, 2009).

¥There is no I|iterature dealing with the useful
Asupernatur al powers. o While miracles performed
powers, 0 t hseupeamadaptr adfo is frequently related t
Pagliarini, A6ANnd the Word Was Ma d e FCemtigyh 6 : Di
Ameri can and CReligibroahd Ammeri€Cam Cultwé7,aq. @ (Summer 2007), 22The

term Asuper powers, o0 commonly used in comic book

or Christian tradition.
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contactfree weapons®® The Amazon and barbarian heroidesuch as Xena froldena, Warrior
Princess SheRa from SheRa: Princess of Powe(1985), and Red Sonja froif@onan the
Barbarian'®®d use axes and swords as well,urtlike nuns, they are almost entirely fabricated,
and not present among us today.

The storylines involving nuns are also folaia. There is no nun without a convent, and
they are alwaysontextualizedas either acting within or against their community; the nun super
heroine is acting either as an agent of the
st or i es . asualyhsetsiresongerdealistic Jud€bristian conflict, although they vary
between good and evil alignment.

Some or all of these key signifiers arlized to form a single character within one of
many visual languages, which creates the visual pregenthat readers experience when they
open up a comic book. The traits are then fil
(VL) t he most common of which are MfAMainstrea
American VLO ( i BWrandindapenidnt VESIThgreaare o ovurse, almost
infinite variations created by artists within a single visual language, but here are some examples
for orientation.

Kirbyan visual language is the most common one in American and Western comic books,
and gives its characters a clean, athletic look that is indicative of traditional superheroes or other
typical genre characters. Within this visual language, nun characters often take on a more
suggestive physicality, though this is more the effect of tbeaV language than an intentional

165 Other comic book heroines prefer contiee weapons: for example, Catwoman (Selina Kyle) from
Batman and Wonder Woman @ia Prince) from the eponymous series use whips, womenriarnX
use noncontact restricting powers, and the Black Canary (Dinah Lance) uses a lethal sonic cry. It is true
that Wonder Woman has an Amazonian bsitky but her adventures involve an invisidiglane and
other modern oddities.

166 All the heroines appear in comic books and their film adaptations in various incarnations and under
different names. Xena appeared in Topps Comics inTEBand Dark Horse Comics in 192®00;
the fourvolume collectd edition ofXena, Warrior Princesappeared in 2000. Stira, a.k.a. Princess
Adora appeared for the first time in the TV seig$f®Ra: Princess of PowelF{mation Associates,
2005 7); there were 93 episodes in three seasons. Red Sonja, whose origiagotsthe 1930s, is
still best known f BadSdjglino d tadrenkis, ¥9B53.c her 6 s f i I m

167 See Neil CohnThe Visual Language of Comi@isew York: Bloomsbury, 2013), 1384, 15356. The
AKi rbyano i s named a fackKirby (191894)pwho areatedrCaptam Armedcas ar t i
and went on to work for both Marvel Co nmk06®, and D
who worked for the Disney Studio and became famous for his comics about Donald Duck and as the
creator of Ucle Scrooge.
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message about the personality of the nun. Comic book series that use a more traditional visual
language includ@he Magdalenale Troisiéme Testamerdr Warrior Nun Areala'®®

Barksian and Independent comic books botloemgass a wide range of subcategories and
variations. Barksian visual language is distinguished by the simplicity of facial features and
comically exaggerated physicality, for example, bulbous noses or hands composed of only four
fingers. Independent visulainguage contains all those variants that cannot be readédgorized
into Kirbyan or Barksian standards. Several comic book series featuring nun characters fall into a
grey area between Barksian and Indeperddém illustrations are simplified for humaus effect,
but include many aspects which are idiosyncratic to a specific artist. Comic book series that use
this range of visual languages inclu8eore Ninjaand Sister Claire andLa vie passionnée de
Thérése dvila also belongs heré?

The range of visual languages would be incomplete without including Japanese visual
language. Because of the enduring popularity of manga comics both domestically and in the West,
this visual language has crossed borders througHatems adaptation, and imitation. As the users
of Japanese visual language frequently expdoibticized Christian European tropes, many
Japanese comic books feature nun characters, often combined with subplots involving vampirism.
While these comics areften detached from European culture or misinterpret it, the visual
signifiers listed earlier are still employed. Within Japanese visual language, there is often an
emphasis on dress, community, and supernatural powers (in opposition to super poweesgwhich
not from God but rather from outer space) associated with the nun character. Comic book series
that use Japanese visual languages indHelsing(whose nun characters are sometimes featured

in their own chaptersf Certain Magical IndexandTrinity Blood!°

168 Joe Benitez et alThe Magdalenayol. 1i 12 (Top Cow Productions, Apr 20iA@pr 2011); Alex Alice
and Xavier Dorisonle Troisieme Testamentol 1i 2 (Glénat; Grafica, June 199¥ov. 2013); Ben
Dunn,Warrior Nun Arealavol. 3, issuesill9 (Antarctic Press, Dec 198beb 2001).

189Davide La Rosa and Vanessa Cardirfalipre Ninjavol. 1i 6 (Star Comics, Mar 14, 201.3an 2014);
Elena Barbarich, Sister Claire vol. 1’12 (Dec 201Bongoing as of Sept 2014),
http://www.sisterclaire.com/ (accessed eta 20, 2020); see also Bretéchkg vie passionnée de
Th®r se doAvil a.

170 Kouta Hirano,Helsing vol. 1 10 (Young King OURs; Shonen Gahosha, Sept 18&8ch 2009);
Kazuma Kamachi and Chuya Kogib Certain Magical IndeXToaru Matjusu no Indekkusu), vdi
14 (ASCIl Mediaworks, Nov 20Gbngoing as of Oct. 2014); Sunao Yoshida and Thores Shibamoto,
Trinity Blood,vol. 1i 2 (Kadokawa Shoten; Apr 200Nov 2003).
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It would also be possible to include the popular and widely circulated Sagsore '
Although the community of female characters in this series are not explicitly nuns, they work in
concert with the Church, and are formed on a Joan of Atalhiheme as female warriors in
medieval armor, carrying the massive swords after which the series is named. Inducted into their
order through vows and initiation, they are transformed into winged creatures that draw heavily
on European Christian conceptgofangels mixed in &othicway with gargoyles, demonstrating
all the characteristics of religious women or crusaders on the periphery of monasticism.

The characteristic features of nuns in comic books are neither accidental nor innovative.
Rather, themost significant characteristic of religious women in comic books is their dogged
reliance on historical tropes. Nun characters are a vehicterfanticizedmedievalism: they are
almost always placed in@othicenvironment, and all the elements of th@iesentation draw on
remnants of various phases of medievalism. We have examined how the nun character exists as an
abstraction and a stock character, but before attempting to understand this in contemporary
application, we must ask: when female monasiire contemporary, and the nun characters interact
with modern characters, why are they retrofitted into a hygaanticizednedieval context and
where do their storylines originate?

MEDIEVAL SOURCES

From the beginning, nuns as Christian women veiacterizedby religiousfervor andvigor

and their initial presentation came through the hagiography of early Christian martyrs. JoAnn
McNamara gives as an example Saint Perpetua, who, in order to brave the ordeals of tf arena,

is said to dalalvie ditsryispeencht her sel f o fPaadithe t hat
strength which allowed her to bear her violent fatehisracterizeh s fAmascul i ne. 06 Th
that can be seen in modern comic book nuns has a very long pedigree. The traditiortiofdepic
religious women with swords is also initiated from the outset with iconography that depicts martyr

saints with the weapons of their own execution.

171 Norihiro Yagi, Claymore vol. 1i 26 (Shueisha; Jan 200@nhgoing).

172 Supposedly living at the tarof the 3rd century CE, Saints Perpetua and Felicity were early Christian
martyrs. Their legend was recorded in both Latin and Greek, describing their martyrdom in an arena by
decree of the Roman emperor Septimius Severus; they were set upon by wadabdasivordsmen
until they died of their injuries

173 Jo Ann McNamaraSisters in Arms: Catholic Nuns Through Two Millent@ambridge, MA: Harvard
University Press, 1998: 31.
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In addition to the Virgin Mary, whose story is nothing less than heroic, nuns preferred to
dedicate thie convents to female patron saints, the most popular being the heroic martyrs: Saint
Catherine (of Alexandria), Saint Margaret, Saint Thecla, and Saint Agnes of Rbifitee
popularity of Saint Catherine and Saint Margaret is particularly interesting.Gatimérine, who
was possibly a fabricated character, but enjoyed a great repute especially at the time of the
Crusades, is a saint of heroic spiritual combat, a martyr, depicted not only with the wheel, but
frequently with a sword. Saint Margaret is alsoally depicted with a sword, and although in this
case the weapon is symbolic of execution rather than skigirting, a legend depicts her killing
a dragon. Both Saint Catherine and Saint Margaret appeared in visions to Joan of Arc, and
according to a lgend it was at a church consecrated to Saint Catherine that Joan of Arc found her
sword, thus making the symbolic weapon an active'61faint Thecla rejected social conventions
by cutting her hair and serving the budding Christian community in the sanrenss a mah?
while the hair of Saint Agnes of Rome was miraculously transformed into armor around her body
to protect her from harm. In general, saints are a type of pictorial stock chaextgnizabldy
their symbolic attributes; their images imtiegely communicate not only aspects of their legends,
but also their supernatural powers.

Rather than be held to their secular roles, dictated by gender, the women of the early
Christian Church seized opportunities to expand their influence and paiesibMirgins (both
men and women) enjoyed a special position within the Christian community, including enhanced
spiritual roles. For females, virginity raised them to the same level as men, or even higher, by
relieving them of the qualities that made themmmen. While popular conceptions of sexuality
today see gender as binary, at t hat ti me, as
conceptualize a third gender, apart from the two sexually active genders, harking back to the old
view that, withouect i ve sexual and reprodul€tive activit

Later in the Middle Ages, religious women weargyanizedinto controlled communities
and monasticism wastandardizedTheologically and practically, female monastics entered a

negative feedback loop; they were increasingly pushed into dependencecninatimeonialium

174 See McNamar&Sisters in Armsx.

1 These legends and others can be read in a range of sources. See, for example, Albdam@utlers
of the Fathers, Martyrs, and Other Principal Saifisiblin: James Duffy, 1866).

176 McNamaraSisters in Arms25.

177 McNamaraSisters in Armsl44.
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(obligation for the care of nuns), while simultaneously they were derided as weak and burdensome.
Thera pect that had been garnered through the p
power when virgins wer e tYAThis refeneinizedmole dpenedthea | | e g
door to the latesexualizatiorand consequeiiemonizatiorof womarhood. Women took on more

restricted, cloistered roles, even as convents were more and more disenfranchised. In claustration,
the community became inseparable from the identity of a nun, and religious women seeking freer
expression joined alternative comnitigs. At the same time the visual signifiers of a spiritual
vocation, such as the distinctive habit, winenalized

VICTORIAN MEDIEVALISM
Nuns in contemporary comic books are a shorthand embodiment of Victorian medidvalism
Gothicin the literary sensef the word. They are placed in environments éladith popular
cultural symbols of th&othic raw stone interiors with vaulted ceilings, ominously illuminated
by candles, and halls filled with statues of saints raising their hands in solemn prayaugAlth
the style of comics today may seem fresh and
gazeo in order to project the medi evdist- qual it
century pageutilizing much of the symbolic information thatis accumulated through the ages.
Thus, regardless of being set, for example, in a Kungpmbie story or a space western, an
anachronistic buxom nun in a black habit and armed with a sword seems more predictable than a
fat nun equipped with a neagreenhabit and a laser gun, although the setting may rather suggest
the latter.

In many ways, nun characters @othic literature, for example in the work of Charlotte
Dacre, an English writer dBothic novels!’® mirrored themasculinizedreligious woman of the
early Christian Church, violating the sensibilities of ninete@etfitury contemporaries with their
brutal affront to feminine ideals. According to Moran, in the presentation of stories about saints
and martyrs, nineteenttentury readers were again forcedaccept a duality of gender roles

encompassed by the women who were depicted, who were lovely yetfferce.

178 McNamaraSisters in Arms44.

"james A. Dunn, fCharlotte Dacr e aGemurytLitesturE®8mi ni z a
no. 3 (Dec 1998): 326. Dacre (ca 1vX&25), who also wrote under the pen name Rosa Matilda, became
famous for her novelsnost prominently Zofloya (1806), introducing aggressive and violent women.

see Moran, fAThe Art of Looking Dangerously, o 480
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The voyeuristic romantic tension that places nuns in a precarious position in some comic
books (although no female of any profession avoids beljectified if the author so wishes or
the visual language lends itself to that) owes much to the nineteenth century. Nuns of the nineteenth
century, not unlike their late medieval sisters, were caught between the confused desires of a
society that was lib highly suspicious of monastics and also titillated by them. As Susan P.
Casteras noted, a cloistered nun, as a fAsymboc
secular sister in real life, was enshrined in an atmosphere of mystery anchabdityathat made
her simultaneously innocent and repugnant, titillation inHoetus conclususf femininity and
c h a s PliThe yart af the era reflects this, using religigustenseso present beautiful young
women on the canvas. Simple graphicssiitated the texts of stories of girls escaping corrupt
convents, where an ar@iatholic public assumed that priests abused the sisters as in a harem,
further compounding the element of fantasy.

One of the characteristic plot formuéa¢ h a t of tnhued alfoehascita yisead
roots in the nineteenth century. Susan M. Griffin suggests that, as part of tieathatic
movement, and spurred by Protestant suspicion of Catholic practices tbeflnte North
America,'®? stories of escaped nuns were used itilyvmonastic institutions. These stories
included fabricated and exaggerated testimonies of girls escaping convedénifenizingthe
convent as a brothel or prison overseen by crooked priests. Medieval sources were held up as
earlier evidence of theocruption of Catholic nuns. The escape plots of modern comic books trade
heavily on these features: the womariimized by the convent environment, abused by the
clergy, and in the case of one seridsCertain Magical Indexa nun is literally rescueilom a
convent by agents of the Anglican Chutéh.

Again, these nun characters aramagined in astylizedmedieval environment, engaged
in harsh acts of corporeal penance and housed in dark anéaotict interiors. Although the
modern world exists Bhround the convent and other characters periodically intrude with all the
trappings of the twentieth century, in the comic book world, the community of nuns is frozen in

an imagined time.

BSusan P. Casteras, AVirgin Vows: The Early Vic
Victorian Studie®4, no. 2 (Winer 1981): 182.

sSysan M. Griffin, AAwful Di sclosur e PMLAMA,m@nd6s Ev
1, Special Issuerhe Status of Eviden¢éan 1996): 9i3107.

183 See KamachiA Certain MagicalIndex v ol . 10, chapt eAug2®,2018The Great
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In the 1980s, when Umberto Eco famously announced thatwewedredig i n a fAnew
A g e$*codmetic medievalism was certainly being embraced in popular culture. Elements of
medievalism appeared especially on television, while comic books were reaching an explosive
mass circulation and the feminist movement was riding high on power suits andeshgads.

Female counterparts to male heroes garnered extra attention: Conan had Sonia, Hercules had Xena,
Superman flew alongside Wonder Woman, even the Joker, a villain, was accompanied by Harley
Quinn, and successful female characters got their owiessen the period of increasing
enthusiasm for comic books, that is, in the 1970s and 1980s, there was, incidentally, a development
of the scholarly study of medievalism, with several conferences bejagizedand journals being
initiated 18° Gothicimages of combative nuns began appearing in comic books at about this time,
spreading rapidly both as supporting characters and headliners of their own series. A synthesis of
the strong female characters introduced in the 1980s and the conooimanticizedecycling of

Victorian medievalism, bolstered by real academic research, was packaged with all the awe and
sentimentaldealizationthat could be expected of secular, yet thoroughly contemporary artists.

The comic book storyline of pugnacious sistersesssn arms both spiritually and literally,
channels not only the Victorian romance but the medieval paradigms of martyrdom and sacred
heroism that the nuns of thasealizedtimes embraced. As Jeffrey Brown points out, in an era of
alternative historieand historical fiction, modern comics act as a sort of belated wish fulfilment
for the emancipated woman, where females engage in the service of the Church, in a physical way
previously only available for men, in a direct and radical rejection of claostrahd secular
feminine norms8 Such a role validates and even necessitates the medievalist framing of nuns and

their storylines in comic books, despite the subsequent anachronism it creates.

NUNS IN CONTEMPORARYCOMICS
Having outlined the defining characteristics of nun characters in comics, as well as some of their

historical roots, we may wonder what this cultural phenomenon means for the end user. How does

BUmberto Eco, @AThe Return of t he TrawelsdidHygerreAlgye s, 0
Essay41986; New York: Mariner Books, 1990), 58.

185 For exampleStudies in Medievalispfounded in 1979, stemming from Western Michigan Ursiviert y 0 s
Medieval Institute, itself founded in the 1960s. The International Conference on Medievalism first met
in 1986, originally named the General Conference on Medievalism. In the early 1990s, some prominent
contemporary scholars of medievalism, sucRifiard Utz and Tom Shippey, received their doctoral
titles and entered the academic world.

jef frey A. Brown, fAGender and the Action Heroine
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this character fit into the current debate about role moaelstee movement to create desirably
strong female characters?

Two measures have been created regarding the presence of female characters in comics:
the Smurfette Principle and the Bechti¢hllace Test. The Smurfette Princigbeoposedy Katha
Pollitt, an American essayist and poet, is a tonrgueheek summary of female presence in most
TV, games, and comic books not aimed specifically at a female audience: that is, a group of men
i's Aaccented by a | one f emal e littlessistertypepatbynpyi c al |
in a pink dr es'¥lttakedits mameé from Smubfdite the character fidm
Smurfs whose only defining attribute is that she is female and a romantic foil. She is not even a
true Smurf, but originally a creati sent by the evil wizard Gargamel to infiltrate the Smurf
community:88

The stock nun character, however, really triumphs as a champion of women. Not only does
a nun intrinsically reference a community of women, but she is most often accompanied by that
community, either ostentatiously or in the background. Moreover, like the heroines of Aroazon
barbariarthemed series, nuns naturally lend themselves to beamgextualizedwith other
women, while avoiding being undermined as barbaric or mythical. Naracters also stand a
good chance of avoiding being reduced to romantic foils, and so their stories have to move beyond
the traditional twists offered to a ASmurfet:t
themed comics, such 8sster Claire Warrior Nun Areala Suore Ninjaand episodes within other
series, to pass the Bechd#hllace test. Although not an absolute measure of feminism, this test
proposes an orienting standard. For a work to pass, it must: 1) include at least two women; 2) who
have at least one conversation; 3) about something other than a man6? iteese qualifications
may seem relatively easy to meet, but it is surprising how small the number of works is that
achieves even this level of gender inclusion. Few popular comic d®@es would pass the test
but all of the comic books with nun protagonists do so safely; it is partly because women

themselves are their creators.

B"Katha Pollitt, fHer BewYdrkhTeneBpnlwr199, tsec.e6. Pr i nci pl e, o

188 See Pollitt. The Smurfs are a community of small blue creatures inhabiting a forest, created by the
Belgian artist Pierre Culliford (Peyo) in 1958, which have since become a global franchise in many
media.

189 Alison BechdelDykes to Watch Out For #lthaca: Firebrand Books, 1986), 22. Bechdel, an American
cartoonist, credits her friend Liz Wallace as aacthor of the test.
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The contemporary appeal of the nun character was caught in Terrys3mesview with

the author Ann Rahett, in which she said:

| was with nuns the whole time | was growing up and they were my role models, they were
career women who didnhave children. They were women who said | have this thing that
| really want to do. | want to devote my life to Goddanot get married and not have

children1®

These are women relieved of worldly expectations, free to focus on their vocation. If they can be
attractive and handy with a sword as well, what is not to like for women, and men, in a world
where the choice beten marriage and children or claustration is no longer a burden? The nun
character, primarily understood as a female trope and vehicle for the exploration of historical
themes, in the canon of comic book heroines is hardly a bad thing for the consucearscof
books.

To conclude, the essential role that history plays in modern media is undeniable, and yet
the representation of historical materials is often altered to suit the needgitdraor artist. In
the case of nun comic book characters, the nugetipn of their historical elements speaks to the
cultural atmosphere in which they are reinterpreted. This phenomenon is, however, hardly a new
development, as artists and writers of the past made use of nun characters in the same way. As the
Victorian medievalists represented their subjects in an alteredamnadnticizedway, so did late
medieval artists in their reinterpretation of earlier saints. For the nun archetype appearing in
todays comic books and graphic novels, the layers gqiresentation have a dynamic history of

their own.

Terry Gross, ifPatchett : I n Bad Rel at i BreshAin, ps, 06T
National Public Radio, aired J&3, 2014, transcript dittp://www.wbur.org/npr/265228054/patchett
in-badrelationshipsherecomesa-daywhenyou-gottago (accessed March 22020).
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CHAPTER 5: PAGANS AND WITCHES IN COMICS

This chapter will examine thérst collections of the followingcomic book seriesAngela
Asgards Assassiit® Angela: Queen of Hgl®2 1602: Witch Hunter Ange)a®® Heathen!®*
Northlanders'®® Black Roacl®® Witchblade!®’ Rat Queens® and Hemlock?!®® After a short
introduction to the theme of witchcraft afhgaimsm in general, the instances of these two
elements in comic books will be examined. Each comic will be introduced in more depth at the
beginning of its section.

Our understanding of the tiéetweenPagamsm and witchcraft are inherited from a long
legacy of cultural developmewhich, for thePagaism of the Vikings and the pi@hristian magic
of the early Britons, were recorded in the Middle Ages and are referenced in the context of the
Middle Ages andnedievaism. For the sake of thishaptey | will be considerindg®?agaism and its
associated magic to be tied to religion in the same sense that the matgieale® created by
nun comic characteeredependent on their religious affiliation. Withoutitheligion there is no
magic. We are not accustomed to thinkingPafyaimsm as a religiomper se but this is rather an
effect of the Jude€hristian context of modern Western culture which underminest other
religions as not being @eligiono but rather some sort of superstition or merely the subject of
mythology. As comedian Ricky Gervais summed up this logical falf@idyere have been nearly
3000 Gods so far but only yours actually exists. Tihers are silly made up nonsense. But not
yours. Yours is rea¥® In the case oPagarcharacters, they are all part of some religious system,

without gods (not unlike Shinto, which is respected in the West, and is a religion without a god)

BlKieronGillenetalAngel a: As gdPriakléssScéits @CaGasadanMarvel Worldwide, Inc.,
2015).

192 Marguerite Bennett et alAngela: Queen of H&lJourney to the FUNderwtat (Salem, VA: Marvel
Worldwide, Inc., 2016).

193 Marguerite Bennett et al1,602: Witch Hunter AngeléScott, QC, Canada: Marvel Worldwide, Inc.,
2016).

194 Natasha AltericiHeathen: Vol. 1(Bethesda, MD; Missoula, MT: Vault, 2017).

%BrianWoodetalNor t hl ander s: -Baxwdkn IBudahi) @&A: BOnCyroics, 2016).

1% Brian WoodetalBl ack Road: Vol ume (B&kekry: Iindgk Eomidsy 20¥6). Nor t h o

197 Caitlin Kittredge, Roberta Ingranatand Bryan Valenza)itchblade (2017), Vol. (Los Angeles: Top
Cow, 2018).

198 Kurtis J. Wiebe, Roc Upchurch, and Ed Brisseat Queens: Volume One: Sass and SoreatylLaura
Tavishati (Berkeley: Image Comics, 2015).

199 Josceline Fentomemlock: Issue OngSelf-published, printed through Lulu.com: mild tarantula, 2010).

200 Ricky Gervais. @rickygervais, Twitter Post December 29th 2015, 2:33 AM.
https://twitter.com/rickygervais/status/681785157808993266essed March 20, 2020).
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or with recogrzable gods of European heritage. VikiRggas have many gods which we
associate with mythology, but for tetory worldof these characters the gods are as consequential
as the Jude€hristian godThis chapter will look aPagaimsm as anedievaist tropein graphic
novels and comics, especially regarding female characters whose superpower is magic.

The type of magic practice &agaism varies widely between the comics in the corpus.
fiPagaim designates only a ne@hristian European type of spiritualitiyiere isa lot of space for
variety. Most of the series, suchfAsgela: Asgard AssassimAngela: Queen of He1602: Witch
Hunter AngelaHeathen Northlanders andBlack Roadreference the weknown Scandinavian
pantheon, whileWitchblade Rat Queensand Hemlock (also some characters 1602 Witch
Hunter Angelain a different universe btthe same story world as the Angelaserie$ havestory
worlds built on a nontheisticeligion, still referencingnedievalEuropean folk practices. The
witchcraft appearing in these comics ranges from a na@asedpre-Christian practicetp thetype
of magic whichMichael Bailey, in his study of the evolution of the definitions of watelft from
the Middle Ages to the Early Modern eted to the vision of witches developed in the early
modern era, thanks to the popularization of witch h&fit§hese two simultaneously existing
depictions of witchcraft reflect the prand postChristianization phases of Europén the late
antique and eariynedievalperiods, as Christianity imposed itself on classicalRaglarsystems
of magic, ecclesiastical authorities emphasized the demonic nature of most magic, and thus
condemned most ne@hristian ritual’®2 The worship oPagangoddesses was tied to witchcraft
as well. Bailey demonstrates how church officials created dedms of witchcraft built on
previous textsfor example fourteenthcentury Aragonese inquisitor Nicholggymeric citedat
lengththe famous tentisenturyCanon EpiscopP® at length, which condemned sorcery in general

and included the following passage:

2'Mi chael D. Bailey, f@AFrom Sorcery to Witchcraft:
A g e Speculuny6, no. 4 (October 2001): 990, https://doi.org/10.2307/2903617 (accessed March 20,
2020).

2Bail ey, AFroemhSoafttery 989 Wit

203 Originating in the 10th century, it appears in Gratian's Cojmis canoniciof ¢. 1140(Decretum
Gratiani, causa 26, quaestio 5, canon 12) A full version of the text (in a 1939 translation by Henry Lea)
is available heréttp://www.personal.utulsa.edu/~magarlson/witch/canon.htn{accessed March 20,
2020).
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Some wicked women, perverted by the devil, seduced by illusions and phantasms of
demons, believe and profess themselves, in the hours of the night, to ride upon certain
beasts with Diana, the goddess of th@gas, or with Herodias, and an innumerable
multitude of women, and in the silence of the dead of night to traverse great spaces of the
earth, and to obey her commands as of their mistress, and to be summoned to her service

on certain night$%

Witches by the official canonical definitiomeed not befemale, but the dominant cultural
assumptions imagine practitioners of magiche real and historic sense, to be wonh@ma Apps
and Andrew Gow show in their study on the gendering of witchcraft tleateiasons for this are
not necessarilylattering; tre female gendering originat@s the postChristian construction of
witchcraft, as women were considered intellectually weaker and more subject to corruption by the
Devil 205

Witches are not generally considered to practice in isolattbey are imagined wiin
covens. As was heard in the tewtimtury textCanonEpiscopj women worship together. This is
similar to the presentation of nun charactscribed in the previous chagethere is a certain
weight achieved in a faceless female group. One of the qualities of being in the group, a convent
or a coven, is often sexlessness, both in the concept of gender presentatioraahdal access
to heterosexual relationships. This lbofrees and supports the characters to engage in
Aunfeminine fighting activities (as they are not tied down by typical secular female concerns
such as cooking, cleaning, and chi&hring), as well as naturally facilitates openly queer
characters who amdready in a samsex environment.

What is most interesting about these coiedgth the exception ofNorthlandersand
Black Roadand theirattemps to be historically accuradeis that th& embrace of high fantasy
elements like magic and fantastical lgsrtorrelates witktories that highlighiemale agency and
heroism, or queer relationships. The appearance of witches as challengers of patriarchal norms has
been the subject of scholarly examinatititere isCristina Santa® study on the Queen ithe

Snow Whitestory, who is portrayed as a witciihe Queeds witch state is defined &sllows:

2“Bail ey, AFrom Sorcery to Witchcraft, o 975.
05| ara Apps and Andrew Colin Gowlale Witches in Early Modern EurogeManc hest er , UK
York: Manchester University Press; Palgrave, 2003)i 331
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insisting on having a personal sense of identity, sexual and otherwise, aside fromher non
biologically imposed motherhood the Queen is perceived adb#temothed or dwitchd

because she does not accept theadmiegating and sacrificial role of tigpod mothe#%°

As Santos argues her texf the queen is not young, beautjfat a potential mother, so she is
rendered useless in the context of a patriarchal society, and drama arises from her conflict with
Snow White, who is all those things and fits with gender norms. Being a witch, in this case, is a
last attempt to retain somersof agency in her own life. It is questionable if this classic witch
character is feminist, but modern portrayals of witches in media are tied with feminist motives.
The connection between witches and femgistother forms of media haalso been
addessed in scholarly research. In Meg Loneégamalysis of th@V seriesAmerican Horror
Story: Coverconfirms that the series uses the starting witches (as being a feminist perspective

anchor) to talk about other modern issues such as

persistent white garemacy) particularly within academéthe political differences
between generations, affiéiminist meids movements (soalled mes rights, the Red
Pill,2%” etc.), as well as the diverse subgroups of feminism represented by the diverse

characters in the shogincluding critical disability and environmental feminism%).

Douglas Ezzy, a of sociol@d, notes thatte rise of witchcraft iomicsfollows the rise of interest

in fwhite witchcrafd as a combination of interest in nPagamsm and sekhelp, wherein

206 SantosUnbecoming Female Monsters).

2"The term firedpillingd originated as a reTherence
Matrix. Mor pheus: ANo one can be told what the Matr
last chance. After this, there is no turning badtiu take the blue pill and the story ends. You wake up
in your bed and believe whatever you want to believe. You take the red pill, you stay in Wonderland
and | show you how deep the rabbile goes. Rememlierall | am offering is the truth, nothing mare
(The Matrix Warner Bros., 1999). The implication is that we are all in a naive delusion, and only by

taking the red pill (meaning to acceptahtoes wal | ow trut h) will we wake
someone is to bring them around to a subversigaspiratorial way of thinking, which is believed to
be the hidden truth. Redpilling in online mediaisnotedinveca S. Greene, -foDepl ¢

Right Memes, White Genocide Tweets, and RedpilNing r mi Seudies &in American Humér, no. 1
(2019): 3169, https://doi.org/10.5325/studamerhumor.5.1.0031 (accessed March 20, 2020).

2Meg Lonergan, fAWitches, Bitches, and White Femin
C o v eRendeér: The Carleton Graduate Journal of Art and Culthirg2016): 1, digital publication
https://carleton.ca/arthistory/agontent/uppads/Lonergan_WitchesBitchesWhiteFeminism.pdf
(accessed March 20, 2020).
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witchcraft is really a path to the American dreasuccess can be obtained by the individual,
through the help of a little magidle concludes that this phenomemuogressed further in comics
after 2010thanks tancreased socla&onsciousness, progress in queer, trans and w@amigits,
and also thanks to the expansion of media ontme platforms, selpublishing, and the constant
growth ofpopularcomics conference®?

The serieswhich have been selectddr this chapter wre choseralong the following
criteria: critical success and popular circulatithve main protagonist Bagarwith access to magic
powers the main protagonist is either a witch or witehated the main protagonissfemale with
a supporting collecte of other female characterthdt is not a token female characté?),
magicPagaism/witchcraft play an essential role in the identity of the character anstdhe
world. They will be introduced and described in relation to each other, with specmicattde
role that magicPagaism and witchery plays in the series, and how this corresponds with an

emphasis on modern social issumgch ageminism and queer love.

HEMLOCK, VOL. 154

This selfpublished series originated as a webcofhieyritten and illustrated by British cartoonist

and animator Josceline Fentdtrior to the debut oHemlock the artist had also been actively
publishing work on the website Deviant Art, and had two con@lags)e (2009) andJkin (2010),
bothout in print The series was first published online in 2010 after Fenton branched out from her
Deviant Art page to launch the series, opening with a blackégage with white text floating on

the lower half with a quote from T.S. ElsfThe WasteLand AAnd | will show you something

2 Dougl as Ezzy, AWhite Witches and Black Magi c:
Wi t ¢ h doumadl df Comtemporary Religidil, no. 1 (January 2@): 19.

2°Tokenism theory states that Atokenso are individ
|l ess than 15% of a groupds total. Regarding toke
subject: Reminigt ReseéaschBrospect and Retrospeatdited by Tancre&heriff Peta,
(Montreal: McGilll Queen's University Press, 1988), Z&

211 See Josceline Feno n, i He dmbckk firet modified June 10th, 2010,

http://hemlock.smackjeeves.com/comics/11328BH2 Last accessed November M®019, the
website is now defunct.

96



different from either your shadow at morning striding behind y

or your shadow at evening rising to meet you, | will show you f
in a handful of dusb.At the time of writing, the series continue
to be updated with collections available in print, while Fent
actively appears at comic conferences and artist events.

In illustratingHemlock,Fenton uses Indian ink with sma
size brushes on A4 heavyweigtaper sometimes with pens fc, .z
details and scans the final product for online publicatick:._._,.;"' 78S
performing small digital corrections Comic book artists |
traditionally use larger paper at about 18x43cm for sketching
the average trade paperbacks which measit 17x26cm, but HEM .

Fentor@s finished printed comics measure roughly 15x21c ASCNE ENT

Figure 18 Promotional Art,

resulting in both her images and the printed comics to hold rou© Fenton 2010

four frames per page, which is incidentally also comfortable

viewing on a laptop screefhe image is theacannegdcleaned up digitallythenspeech bubbles

and other details are addesingMangaStudio Debut v4212 The artist notes on the conafficial
webpage that the choice of illustrating in black and white was largely a practical choice for faster
updaes and cheaper printing (though she quips that she also likes the aesthetics). As far as

inspirations go, Fentooifers the following list

aubrey beardsley, john bauer, ted naifeh, mike mignola, tove jansson, egon schiele, gustav
klimt, sailor moon, wooblock prints, german expressionism, dolls, action figures,
traditional/folk/national costume, historical fashion, street style, cute ceramics, graphic art,
calligraphy, haute couture, animation, a whole bunch of comics and manga, the list goes
on and onmostly visual stuff, if something looks cobWill want to draw it. faces t@o

people who have interesting or slightly odd faces are the ones i want to draw. my sister

says this usually means a weird ndkmver case text and punctuation in the origifidl]

22 Josceline Fentlemlock fir¥E A Qnodified June 10th, 2010,
http://hemlock.smackjeeves.com/fagast accessed 10.11.2019, the website is now defunct.
23Josceline Fenton, AFAQ. O
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Because of the smaller scale of the image size and the weekly publishing of one page at a
time, the story moves slowly, but there is significant attention to visual detail. A single page
contains minimal text and substantial visual information, placimgdfein thefishow,do nottello
modeof storytelling.Themedievaist foundations of the series are evident in the visual style, rather
than the writingFenton presents the characters drawndetaitrich blend ofmedievaffolk-dress
and Victorian fashin, and draws omedievalfolktales to design her characters. One character,
Baba Yaga is a popular legendary witch froradievalSlavic folklore?**she supposedly flies in
a mortar and uses tipestleas a weapon, lives in a house with chicken legs, andr®g between
good and evil roles in the fairy tales. Fenton has used the folklore character loosely here, and the
rest of the characters connected to Feist@&aba Yaga in this series are of Fedawn creation,
though she notes that they are roughdgdzion Scandinavian and Russian folklofeenton has
imagined a new chivalric folklore around Baba Yaga, which places the old witch at the head of a
royal dynasty, followed by her three soSsndri, Simo, and Sisi\s a folkloric plot mechanism,

Baba Ya@ ages each time she is asked a question, and each of her sons has been promised one
guestion.The settingsn the seriesare either charmingly folksy, as in the cottages of the local
humansmedievaist urban, such as the market where Lumi stops on her way to visit King Simo;

or the grand anothicpalace of the King oll witches.

Lumi is the protagonist of the seriebessconsidered young witch (though hundreds of
years old), who had started out as a rather inadequate witch schooledald tvay® before the
story beginsLumi lives in a home builinto the shell of a giant snail named Richmond and is
accompaniethy a threeeyed frog changelingamed Tristan, who died at the aganinfeteerand
became Lunts animal familiar in the body of a frog through a mishap in the ritual of the@itch
familiar. Thoughthe series mentions no othgitches marrying, Lumi happe to be married to
one of Baba Yadathreesons Sindri, who tricked her into coming close to the cave where he was
imprisonedslipping awedding ban@round her anklé'he magical ring changes sizes and shrinks
to such as size as to crush Lasranklewhen Sindri calls to her from any distan8éndri used to
be King of the witchasrealm, but he was cast out and his younger brother Simo became King,
while the youngest, Sisu, continued to work closely with his mother and assist her in her magical

tasks.

214 Concisely described iBr i an C o oYaga; the Biinikaeggea: A Short Note on the Witch and
Her N &lemeZeatand Slavonic Journd997, 8288.
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Lumi does not live witther husbandindri because she is rather afraid of him and his
violent, magical manipulations of her widind rather puts her efforts against him and her marriage;
needless to say, theirs is not a romarglationship, but rather a pldevice As summarized in

the review of the series published by Sloane Leor@pimics Journal

Most of her time is spent concocting hemldwavy poisons to keeper evil husband
Sindri sedated, at the threatening request of King Simo, but Sindri has developed a
tolerance to his wif@s poisons, and his awakening presence is bound to cause problems for

Lumi and his brother rival Sim»15

Figure 19 (Hemlockmages 2.70 and 2.78)Fenton 2011
There are male supporting chaters, but the society of witches is female. Baba &aga
three sons, Sindri, Simo, and Sisiave positions and titles stemming from Baba Ysgavn

position of absolute authority over all the magical beings. The witches are a closed sisterhood, but

outsde of the royal court they live individually. The story includes witches court, overseen by

21551 oane L e on @he Cdmiteournaekemider 4th, 2017,
http://www.tcj.com/reviews/hemtk/ (accessed March 20, 2020).
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Baba Yagé middle son Simo, which the readers see when Lumi is summoned in front of King
Simo to discuss her responsibilities towards her husband, who the kimdj Wkeudead. This is
located at an underwater castle, which is agaimedievalstructure with references to Russian
architecture. The inside is strongly inspiredgthicarchitecture, featuring high pointed arches
andstainedglasselements, with a brick and masonry texture to the walls. Aside from King Simo
himself and a few guards (none of whom are implied to be witches), all the inhabitants are clearly
female gendereditches identified by their dresselsnote herdiclearly female genderéthecause
Fentorgs renditions of faces, hair, and body forms do not themselves always clarify@eheer
kingGs guards could easily be read as female, but it is hard to make ast@mclu

Baba Yagés progenyare described in Fent@nfolklore as beingreated through a union
with an entire peopl€Sindri is from the union with the night people, Simo of the dawn people,
and Sisu of the day peoplaggther than through Baba Yagaeldionship with asingle male
individual. There isno talk about marriage, family life, childbearjngr other traditionally
feminine concerns. Witches in this series are set apart from mankind, apparently b@ated
aswitches When retelling the storgf her being tricked into her marriadaymi is described as
fia young witch bButthere isno note that she was maidéo a witchor trained into beingne

The primarymedievaism of this series is its narrative reliance on Scandinavian mythology
and its visual references to imagimaddievalffolk attire. There are mangothicelements as well,

beyond the somber tone of the storytelling. In Sisdcave therés a secret chambea dark,

Figure 20(Hem|oc|kmagé7) Figurre 21 (Hemlockmage 4.89
© Fenton2013. © Fenton2013 © Fenton20M4.
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Gothiccryptwhere the head of Sindsidead horse is secretly interredth vaultedceilings anca
mysterious talking skullThe illustratio@s style, working heavily on the black and white balance
also add to theGothic atmosphere, enhancinlget shadows and black figures outlined in white,
and the starkness of light, as s@ethe example imagggigures20-22) .

Fenton seems to have chosen the time setting partly thanks to the fastiieneod

character@garments are painstakingly drawn in detail

reminiscent of the French designer Erté (Romain
Tirtof), with the dramatic black and white line work se:
in the work of Aubrey Beardsley or Harry ClakIl
these artists worked through tluen of thenineteentho
twentiethcentury and all drew heavily fromedievaist
inspiration, depicting figures in reinvented historic ga
Having set the story in a rural background gave the a z
!%ﬂf(f /

Figure 23 (Hemlockmage 4.106
seem too modernlamps appear rather than electric © Fenton2013.

permission to retrograde many of the innovations ef

nineteenthcentury and so Fenton omits items whic..

lights; travel is done by horse or by foot rather than by bicyalgmobile,or train; natural
fipotion® are sold instead of modern medicif@ntonalso omitsnnovations such aglegrams,
telephones, courier serviges anything looking like a post offic&here isno mention of worldly
government or civic duties that were in full effect at the time. While she is usually seen with a quill
(as aboven Figure ), perhaps the only contemporary technology appearing in the series Lumi
does usés a modern pencil, which was an invention from the téeteentrcentury the series is

set not in theeal nineteentlcentury truly, but in the Victoriarmedievaist nineteentrcentury.

Fenton has numerowsheropportunities to reference the gfar exampleshe could have
easilyincorporated itn the language used by the characters. It is not a rule, but often comics will
try to dosely mimic the dialogue of the time. Othaedievaist comic series, such dse Mouse
Guardseries by David Peterspa collection ofmedievaist animal fables based on a story world
populated by HighMedieval mice, give the mice geriodappropriatevoice and also period
appropriate forms of speech includingedievaized soliloquies and royal proclamations the
case of1602: Witch Hunter AngeJavhich will be describe in length later in this chapter, the
charactersboth use and intentionally play thi the language of Shakespearian dialogue. In
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Hemlock however, while there are some attempts to give certain chatedi@myue a more
lyrical edge to emphasigeseudefolkloric origins, nothing sounds like dialogue composed in the
nineteenthcentury Occasionally the dialogue swings between modern caui®d, Bm just
gonna close my eyes naw 0?1 to slightly more formal utterances suchfitgeeks of human.
It cannot possibly be a familiafl’ Sloane Leond review sees this use of language assitipe
attribute for readers, sayingWhile many of the main cast members, including Baba Yaga and
her three servants, hail directly from old folklore and communicate with some of the lyrical syntax
of their traditional origins, Lumi and Tristan providenore contemporary entry point for readers
with their modernized witty languagé'®

Lumi works with magic, primarily potions that she cooks up, and does not carry any
weapons other thaheodd ceremonial dagger (Figu2d), wooden spoon or broomstick. Swords
appear in the series (Figue®&), but thereareno combat or fight scenes, thduthereis a fair
amount of bloodto accommodatehe needof certain ingredients for spells. Thei® also a
reoccurring emphasis on the fact that the magic that Lumi uaeslderor moreearthhbased folk

magic, which sets her apart from the other megwho use newer contraptions such as wands and

crystal ballsas being particularly antiquated, which is also a typeedievaization.

Figure 24 (Hemloclkmage 5.58% Fenton2018. Figure 25 (Hemlockmnage 5.25% Fenton205.

216 Fenton,Hemlock: Issue Onemage 1.48.
217 Josceline Feon, Hemlock: Issue FoufSelf-published: mild tarantula, 2013), image 4.37.
. eong, fAHemlock. o
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In sum,Hemlockpresents readers with a witchy sisterhood mmealievaist setting, telling
the story of a witch ofhe old ways struggling to unravel Fenderiolklore and find a way to
dissolve her marriage. Both the visual presentation and the story contain strong elements of
medievaism, while not being overly selfeflective of the historic content, as the neximeg
Heathen,is. Additionally, while Hemlockdoes not contain any openly homosexual characters,
heteronormative romance is uprooted in Baba @garromantic relationships with her sans
fathers (of an infinite number, as all males of a people form the collective father for each son), and

LumiGs quest to be relieved of her unconsummated, loveless marriage.

HEATHEN, VOL. 154

This series is published by Vault, partly crowdfunded througikd€arter, written and illustrated

by Natasha Alterici. The lettering is done by Rachel Deering, who is granted equal billing on the
cover. The first issue of the series was so popular after its 2017 debut that it sold out and went into
a second printing ithin the year?!® and was selected as aoihg Adult Library Services
Associatio® 2018 Great Graphic Noveflor Teens??® Moreover, the creators have been
approached about a film adaptation which was announced in 2018, with Constantin Films and
Prime Universg?! The series has six issues releaseth issues #7 and #8 planned for a future
date, at the time of writing.

Heathenhas very clearly stated social and political leanings. The main protagonist is a
young woman named Aydis, and the story follows her interactions with an imagined Viking people
and a lightly interpreted Nordic mythology. The series clearly advertises atssééfminist and
gueer, with the official blurliiBorn into a time of warfare, suffering, and subjugation of women,
she is on a mission to end the oppressive reign of th&iggdOdind on the back of every issue.
Aydis is forced to leave her community,daat a loss she decides to take on Odin and rescue the

Valkyrie Brynhild???who Odin has cursed to live at the top of a mountain surrounded by magical

A] |l Gdeankos

29SeeRi ch Johnston, AfHeat hen #1ABdIl I $068u
201-Z1sellsht t ps: /

Vi kings, 06 Bleeding Cool, March 15,
goessecondprint-thankslesbianvikings/ (accessed March 20, 2020).

20SeeYoung Adult Library20ed& vGceat A6saphinti Nmyvelis
http://www.ala.org/yalsa/201greatgraphicnovelsteens (accessed March 20, 2020).

2lSeeVaul t | AHEATHEWYNa Rlet u€Comi ¢s, January 15, -2019,
returns/ (accessed March 20, 2020).

222The character is loosely inspired by the mythical figure Brunhild, Alterici is referencing the spelling
used in theleEddi & Bogmhil dar . o
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fire. As only a warrior with a pure heart can break the curse and pass through the fire, Aydis takes

it upon herself to break the assumed masculine requirement for the challenge, and indeed frees
Brynhild. The two make a deal to help each other end the reign of Odin. The gods and the other
Valkyries are upst by this event, and even moreAy d is migs®n to destroy Odin, so they set

out to place barriers in th

paths of Aydis and Brynhild.

The series is currently & -

ongoing, so the story has n&‘\ N
\ : i
yet reached its conclusion. 5

The storyis queer in
the sense that it talks openlg
about the issues faced

THE FIRE
MAY HAVE LET

lesbians in an imagineq YOU I HERE, BuT e
. . OR EVEN IF WE CAN I D0 TO
medieva) conservative e - T

Scandinavian communit

(though there imo evidence
that lesbians were, as a rul
subjected to exile or executio

as the comic implies¥® The

t - t,\ t | d th You CAN STEART BTY
. |
protagonist8struggles an s T?éu“.&g:%omé“ —
H A RULE. I
stands she takes again T Kory MR
Z NOT WHAT T ASKED . i
suppressio / N O NARRYING AGE NoT
7 > T AT HOME WITH HER

pseudehistoric

HUSBAND, OR AT

speak volumes more about t / AR RS

modern era and will be mors \ YOUR PEOPLE'S
! CUSTOMS. YOU'RE
EITHER BREAKING

relatable to a teenager from ) e
§ > ¢ 0!
7 YOU'VE

conservative  suburb i 7 N\ &S

Wisconsin than transmitting

any reliable information ajut Figure 26 (Heatherssue 2, J7© Alterici 2017
the Middle Ages The

?2SeeGunnora Hallakarva, AiThe Vikings and Homosexu
Sourcebooks Project , https://sourcebooks.fordham.edu/pwh/gayvik.asp (accessed March 20, 2020).
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language used to talk about homosexuality is strongly referential to modern, Christian complaints
that the kiss the two girls sharad fiunnaturab or in some wayfbreaking rule® There isno
evidence to indicate that Viking cuiiheld any such rules beyond using some slurs as insults,
andthe research by Carol Clover intoedievalNorse society suggests thabmen might have
very well been able to take sarsex lovers?

While Heathenworks hard to emphasize a support for guemmen and a feminist revision
of history, thefeminist aspect is a modern spin on already misinterpreted history. The angst at
being tied to kitchen is rather a reaction to 1950s American society, rather than a reaction to the
realities of Nordic communitgein the Middle Ages. Archeological evidence shows that there were
female warriors, that women were buried with honors, held high political positions, and were in
many ways equal to their male peers. Theassevidence of strong societal reliance omgger
roles, but these did not necessarily dictate who one could sleep with, and there appears to have

been some flexibility regarding sexual orientattéh.

24Carol J. Clover, AThe Politics of Sc%candinavian: Not e
StudiesNorse Values and Socief§0, no. 2 (Spring 1988): 1488.
2°See Clover, @AThe Politics of Scarcity.o
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One of the important symbols which appeadaathen and also il602andRat Queens
is horned headgear. The antlers or horns play a masculinizing role, in that Aydis puts them on as
part of her warrior outfit, to fulfill the assumedly male role of fngeBrynhild. Also, the antlers
have a geographic and temporal connotatigke many renditions of the public imaginations of
fiPagamsmo or Vikingsd or simply as a popular music festival accessory of tadégshion

conscioud antlers appear as one (

the daninant visual elements of th
depiction of Aydisas part of her
Viking attributes Thisis ironically
written into a dialogue with the

Valkyrie Brynhild who notes that
\EEDLEWORK

the ornamentation is not typicall DESICR S LA
SEAFARING PEOPLE.
A TRUE WARRIOR'S

Viking. This might be new HeLMET
information for many readers whd

EXCEPT FOR

are used to seeirfigagancharacters o B s
outfitted with a romantic set o
antlers, as can be seen @&602:
Witch Hunter Angek® magical

woodland character Th

TELL ME,

Enchantress, where it appes _ ; DI, UKl
4 ‘ R £ FORYS O

without comment. While taking = 4 " i 00

You?

time to comment othe antlers, the

characters seem oblivious to the fa
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i ; ORAWING THAT MY \. : IT LOOKED
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archeological evidence suggests

that medieval Nordic women Figure 27(Heatherssue 2,d),© Alterici 2017
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dressed theselves, in the dead of winter no less, like Red S&fja

This moment of feigned concern for historical accuracy has nothing to do with upholding
visual realism in the series. Rather, the previous page in the issue shows Aydis sewing her helmet
with determimtion, a typically female activity which will enabher character to preseherself
in masculine drag, as Alterici seems to imagine that lesbianism must entail an overt confrontation
with gender presentation. PartAfy d igseérsdentity is tied up inncorroborated assumptions
aboutmedievalScandinavian society and the very modern notiontthasgressingender roles
is signaled by challenging gendered dress.

It is oddthat Alterici didnat abandon the leather bikini as a visual indicatoAgf d i s 6 s

transition into her role as a warrior. This can perhaps be explai
by the fact that the leathandchainmail bikini is already a Q
medievaist comic staple, thus there is meason for Alterici to s
remove it, since it also serves as a visual remindek vfd i
sexuality, and her position as a warrior is only secondary, ha
arisen from her acceptance of her sexual orientation in the fa
exile from her community. The euadng nakedness of thé
characters can also be attributed to what is cafltservicedas =%
suggested by the use stantily clad characters as semmotic
subjects for alternative covers by guest artists which are incli ’

in the issues.

nnnnnnnnnnnnnnn

The medievaisms of Heathenprimarily draw on modernFrigure 28 No. 3 Variant Cover
simulacra of the Viking age. Anachronisms abound, but the W%ﬁthewd' 1), © Jen Bartel,
sepia color palette, the abundance of leather, fur, chainmail, snowy rural landscape, rystic huts
and themedievaist staple tavern all reliably draw theader back into anedieval mindset.
Fighting is done with shields, swords, bovesmd battle axesdaggers and spears appear as
accessoriedt seems more necessary to create a situation which requredievalweapon to be
displayed than to solve phyaiacconfrontation in the more historically accurate manner of fists and
whatever heavy objects are laying around. Nordic mythologsfésencedand Issue 4 starts off

with a Beowulfreference to insert sontestoric authenticitythrough associatioff’ Yet, there is

226 Red Sonja is described in Chapter 7.
22'The theme of authenticity is explored@®]1 e ment s, @A Aut henticity. o
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no attempt to maintain a facade of realism: animals talk, the mythical Valkyries and Norse Gods
are involved actors in the story, no one gets cold marching through the sniaaiinesbikini.

It is unclear if a queer story necessitated a gexually liberal Freyjd28the inclusion of
Valkyries as a separate group of charactersif imagining Freja and the Valkyries this way
seemed like a promising setting for a queer story. The portrayal of Odin as a misogynistic,
controlling deityseems forced, a way to focusdigés anger at her community on a single symbol
of oppressionAlterici surroundsAydis with female characters, includirgtting Aydis visit the
castle where thall the Valkyries live despite not being a Valkyrie herseffiearwhile Ay di s 0 s
only malecompanioris a young man who is literally mute and primarily passiwhe adventure
This is a strong reversal of the female tokentgpical in older comic book series, where the
female characters were often restricted tatheof supporting the male protagonist, often quietly
and without agency.

Meanwhile, themembers of thé&/alkyries, along with Freyja, Brynhild and Aydis are
linked together in a way reminiscent of the nun comics. The Valkyrie sisterhood resides @ua sacr
castle in théigodlandso their only obligation is talotheir Gods( i n t hi s casaed, Odi n
the greatest disgrace is to be thrown out into the secular world. The Valkyeisscially
structuredn a hierarchical sisterhood like a nunnery, however with Freyja ifiethigesé position
the sisters are granted substantially more romantic freétforhis, howeverdoes not include the
freedom to marry or participate in secular gender roles. In faghihBdé punishment for
disobeying Odin iso beexpelled from the Valkyries and marry a margértof BrynhildGs curse
is to be artificially made weak and helpless in her mountain top prgaiting for some warrior
(who she could have easily bestader previous rolep rescue her so she can be married again
a cycle which is embarrassing for a formerly powerful Valkyaigdthen she must endusach
husband aging and subsequent deailhile she continues to be immortdlhis is similar to
Hemlack, heterosexual marriage appears in the story as a horrible curse forced upon a female
character by a magically stronger male character, which then destroys the female é&aracter
strength and autonomyhep | oeimphasis on portraying issues with sekyand inclusion of

commentary about gender roles is a departure from the nun comics, which avoided lesbian

22Again, the spelling of the name is Altericids ch
229 Freyja seures human servants and voluntary sex workers to service the Valkyries while they are on rest
leave at the castle in the godlands.
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storylines in favor of more Victoriafinun rescue or escape stories, where the runaway sister
separates from the community in order to participateecular gender roledydis follows the
medievaist nun standards of havingnaedievalweapon (a bow), and female comic book combat
standards in that she has a +oomtact weapon. It will be interesting to see how the seviks

develop further and what position Aydis will have in relation to the Valkyries.

RAT QUEENS, VOL. 155
The series is written by Kurtis J. Wiebe and has been published by Image Comics sinde 2013
was nominated for the 2014 Eisner Award for Best New Sanidsvon the 2015 GLAAD Media
Award. The lllustrations for issues8were done by Roc Upchurch, Tess Fowler illustrBiedja
#1 with Kelly Fitzpatrick providing colomndi ssues 9 and 10 were il l us
Tess Fowler returned as thausgtrator in issues 116, with coloring done by Tamra Bonvillain.
There was a reboot in 2017 illustrated and colored by Owen Gieni who continued on until issue
15 of the reboot. Issue 16 saw a complete replacement of creators, following the team who
execued the speciabwamp Rompdue out in April 2019, with story by Ruan Ferrier, art by
Priscilla Petraites and color by Marco Lesko. The series was initially met with rave reviews, but
as the series carried ,dans got frustrated with the slow and incomeldévelopments in the story,
the revolving door of artists and issues with the inner politics between cré#fiels admitted
thatfit is no secreRat Queen$as had its share of controversié® The series continues to be
popular evenits reboots. For the sake of this text, | will be focusing on issugsad they are
contained in Volume,ISass and Sorcery

It is hard to better summarize the impression Ratt Queensvishes to make than the

official series blurb, which appears eachcover ofthetrade paperbacks:

Theyde pack of boozegyuzzling, deatkldealing battle maiderA®r-hire, and thegre in the
business of killing all godscreatures for profitlt is also a darkly comedic fantasy series.
This modern spin on an old school geisra violent monstekilling epic that is like Buffy

meets Tank Girl in a Lord of the Rings world on crack!

230 Kurtis Wi e b e, AThi s Inkide thMéindNad Wurts J. Wiebelanuary 24, 2019,
https://kurtiswiebe.com/ (accessed March 20, 2020).

109



It is significant that the blurb touches on modern feminist media icons that are popular among
comic book consumer8uffyandTank Girl (both exist in both comic and screen folBuffyis a

comic based on the TV series ahahk Girlis cult classic film fom 1995 starring Lori Petty in

Figure 29 The Rat Queens Hannah Violet, Dee and B&ttweibe and UpchurcB017

the eponymous role based on the hit comiibe characterBom Rat Queensuild on these past
icons andsound like the results of social media audience analyasbespert years developing
the concept of the series witlitist Roc Upchurchfine tuning the charactefsom the initial
negative reactions to th&oblinette® Wiebe and Upchurds first collaborative, feminist
projecd to the final version of the serié&.

The series follows the characters through a stream efdgkes; first, they are assigned a
minor mission which reveals a larger conspiracy in the local government, meanwhileatbey
angered a gigantic ogress who they must fight, and then the conspiracy takes them to another
secret, and they must rescue thsirorn enemy from kidnapping. The looseness and the speed
with which the heroines jump from one adventure to another is characterishedivaist
adventure series, such &onan the Barbarianwherein the depth of the adventures is less

important tharthe thrill of the actionEach of theharactersepresent somaassof magical being:

BlKurtis Wiebe, iRat Qu e e ns Geek ang rSundrigMay 5y i2@14é, Kur t i
https://geekandsundry.comAgiieensinterview/ (accessed March 20, 2020)
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Hannah the&iRockabilly Elven Mage who is something of a speathsting demon, Violet the
fiHipster Dwarven Fightémnwho carries a sword aratcasionallysports a beard, Dee thatheist
Human Clerioé formerly from the cult of Mrygoth, still capable of some magic, and Betty the
fHippy Hobbit Thieb whose primary contact with magic is her constant consumption of magic
mushrooms. The beings closest to logkmuman, Dee and Hannah, are the practitioners of magic,
while the two very obviously fantasy beings, Violet and Betty, are more worldly.

Like Heathen Rat Queengocuses on its female characters, not because that is simply a
legitimate thing to do whenalif of the population and roughly half of comic book readees
women?32but as a political statement. In a 2014 interview, creator Kurtis Wiebe was aware that

an alifemale cast goes against the grain:

With Rat Queens in particulat(s the opportunityto do something different and to make
some positive changes in a quickly changing industry. To be part of this new era of creators
who embrace the diversity of the real world by representing it in comic books with a diverse
cast.lté been amazing to selee love coming from the fans who are gay, straight, black,
white, big, small, old and yountve never seen such a wide variety of fans in my life as

a comic writer anddn absolutely honored to be right there alongside their exciteih@nt.
opened my es in a lot of ways, especially because | was worried that Rat Queens

wouldnid be given a chance. An d#male team fantasy book created by two (283.

In a 2015 interview with Image Comid®at Queenartist Tess Fowler stated/Ve live in asociety
that ostracizes noisy, outspoken women. It makes outcasts of them. The heart of RAT QUEENS
is the love between such outcasts. @habmething a lot of people can relate to. Includingfife.

It should be noted that Fowler had a falling out withghgject within a year of the interviéw

22Brett Schenker, fiFacebook Fandom Spotlight: Who .
1, 2014, https://graphigticy.com/2014/02/01/facebodlandomspotlightwho-arethe-us-comicfans
5/ (accessed March 20, 2020).
23Wi ebe, fARat Queens Interview with Kurtis Wi ebe. o
234Tess Fowler and Kurtis WiebBat Queens Untangled with Tess & Kurtigerview by Image Comics,
November 5, 2015, https://imagecomics.com/featureglragnsuntangledwith-tesskurtis (accessed
March 20, 202
235 She accused the project founders of sexism and went on a public campaign claiming that her work and
the work of female contributors was not equally
i ssues with his wifabdss accusations of domestic
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anddid notcontribute to issues after 2016, but her statement communicates the frarRag of
Queensas a reaction to contemporary society rather than a projeutditvaist fantasy purism.
Medievalsmin this cag is a tool for transmitting modern ideals about social issues.

The creators approached this project explicitly azedievaist fantasy, and play with the
genre by openly commenting on the genre norms and parodying the speech style of characters in
series such a$rince Valiant Alternatively, when moderday references are usededievaism
is inserted back into it.

Some examples dhis medievailsminclude Violets line fiwWe can sit around and bitch or
we can make some monsters bleed. And my sword is hungry for &fdthis very ingenre
exclamation is met with immediate ridicule: Betty retd@Reallydand Violet revels in the ihé

sayingfil havebeen sitting on that one for a wedikis terrible, isrit it?0 fiThe worst) confirms

DON'T PULL
THAT SHIT ON ME!
MY MOTHER 16 NEAR
SIGHTED AND I'M JUST
A PRODUCT OF FAMILIAL
TRAITS! I SUPPOSE YOU
JUST LOVE DWARVEN
ALE... BECAUSE
YOURE A
DWARF/

Betty, taking the words righ

YOU'RE
THE ONE
WITH ELVEN
EYES! ELVEN!
EYES!

out of the readés mouth.

As can be seen in Figug®,

the series dialogue heavil

YOU KNOW
I ONLY DRINK WINE!
AND DO YOU SERIOUSLY
THINK MY PEOPLE ONLY
BREW ONE KIND OF BEER
AND THEN, WITH THE
B\ CREATIVE IMAGINATION OF
A DONKEY'S COCK, NAME
IT DWARVEN?!

plays on known

stereotypes,

WELL, I ONLY
KNOW ONE DWARF
WHO DRINKS WINE
AS A MATTER OF
PRINCIPLE. AND IT'S
REALLY GODSDAMNED

Ny & ™ R
sets up the awareness of tt Figure 30Demonstrating medieval awareness, not parody.
(Rat Queenssue 2, 3), © Weibe and Upchurch 2015.

flaunting them and picking

apart their problems. Thig

story world and open
disagreement with the parts of thtery worldthat go against the uglier partsroodern society,
specifically addressing issu@s the roles of women, trans people, the queer commuaist,
people of colo. There are no characters representing the disabled, but pehegpsill be

included in future issues.

6Wiebe, Upchurch, and BrissoRat Queensl5.
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Going in the opposite directioalements of contemporary come® retrofitted to suit the
medievalfantasy environmenfor exampleBettyds comment after a night of partyingJggh, |
feel like inicorn-doo?®’ Also, Hannah has a necromarisestondinfused with the tortured souls

of the dead &% which MW,,W,W i

functions basically as a celiyg
phone to take calls fro
her mother. Some !
background charactemsre ; ‘ﬁ a 'f"f‘ “ : ~
illustrated ~ with  very | s
modern  piercings o
haircuts. Most importantlyl J
the gender roles are fa
afield of oldermedievaist |
fantasy.Rat Queengakes |
it upon itself to go after
modern gender issues bY
Figure 31Rat Queeosver referencmg cIas@cnan the Barbacmrer art.

attacking them within the
medievaist story world Rat Queensaddressessexist stereotypessometimes even very
aggressively subverting them, going on a feminist messadeqofalityo and implying rather
revased gender roles. The review of the serie¥ite said fiThe Queens are simultaneously
annoyed and unapologetic of the trappings of their genre; agency and back story never feel forced
but a logical organic extension of living in a world originally dasigl by white manchildrethat
is they are done taking your siaf®

Weibe was conscious about the potential awkwardness of two men creéfamimso
comic, and the series has had some issues in this regard. The original artist, Roc Upchurch, was

removal from working on the serié® due to domestic abuse issues in his personal life. Weibe

Z7Wiebe, Upchurch, and BrissdRat Queensh2.

28 \Wiebe, Upchurch, and BrissdRat Queeng).

2Vivek Gopal, @AWe ReWeg By »R018Rat Queens. , 00
https://www.vice.com/en_in/article/zmknx3/weviewedrat-queens (accessed March 20, 2020).

205eeAl bert Ching, fARoc Upchurch Off 6 R@BR(fofmedye ns 0 Fc
Comic Book ResourcgsNovember 21, 2014, https://www.cbr.comAgachurchoff-ratqueens
following-domestieabusearrest/ (accessed March 20, 2020).
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himself eventually passed the series into the hands of Ryan Ferrier for upcoming issues in 2019,
having been caught up in controversy with formaiaborator Tess Fowler. Out of all the series
mentioned in this study, this is the only sefmsnchedwith anall-male creave team,and the

only series where creatob seatlife behavior constantly derailed production and development.
The ordeals wre made into a documentary film by Lonnie Nadbbuted at the DOXA
documentary film festival in Vancouver in May 2018.

It is also interesting that with the male creators this is the only series where the female
characters are conspicuously copying thalecharacter standards of the genre, rather than
creating a new dynamichis is reminiscent to the dynamapparent in Hollywood action movies
of the 1980s, as described by Jeffrey Brown in his study on female characters in the action movie
genre?*! Again, this does not go unnoticed by reviewers and .f&us example, one reviewer
wrote fiEnd of the dayit is still two dudes writing a comic centered around women. And it does
occasional flounder into marying-too-hardto-write-liberatedwomen territoy.024? Still the
series is very popular, and the characters are popular subjects for cosplay.

Rat Queensffers amorespecial perspective of thigirl gang than other series. In this
case, the story is all action, and the characters are held togetieirbydatual allegiance to the
team rather thaby their religious affiliation or natural grouping (as in the case of nuns or the
Valkyries). Their diversity is their strength in this case, both in the sense of providing a more
interesting storjne and intheir battle strategy. This is also partly a reaction to the genre, a

welcome upgradef the faceless female collectives.

1602WIiTCH HUNTER ANGELA, VOL. 154

In 1993 ToddMcFarlane contracted Neil Gaiman, along with three other recogaigbdrs, Alan
Moore, Dave Sim, and Frank Milleto write one issue dpawn a dark superhero comiévhile

doing so, Gaiman introduced the characters Angela, CogliostrayladvalSpawn. All three
characters were ecreated and designed by series aedicFarlane. Angela is supposed to be
anfiange] more importantly the sister of Thor and part of the Nordic pantheon. She was designed
from the start as part ohedievaized storyline in the Spawn universe. She is outfitted with a

broadsword, Valkyrie éad gear, a battle ax, the requifietkdievalbabe uniform of gauntlets on

#lseeJ ef frey A. Br own, ifGender and the Action Heroi
Cinema JournaB5, no. 3 (1996): 521, https://doi.org/10.2307/1225765 (accessed March 20, 2020).
2Gopal , A WeRaRueensdwed 6
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the arms and a flowing skirt cloth head up byaamored befi very similar to the styling we saw
on Brynhild, the Valkyrie fromHeathen

Though Neil Gaiman and Todd Marlane retain rights to the character, she has been
filtered through various lensess different writers and artists interpret her stémyan earlier six
issue seriesAngela: Asgar@ Assassincreated in 2014yasbuilding on Angelé story within

the Marvel universecrossing paths with th&uardians of the GalaxyThe following series

Angela: Queen of Hetame out in 2015, writteloy Marguerite Bennett, featuring line art by Kim

JESL

Dy AYYAT/DL

SO e e

Figure32Angel ads evolution from 1993 to 2016.

Jacinto and color by Israel Silvas well assubstory art by Stephanie Hans. The praise for the
latter notesfiAngelais a great jumpingn point for anyone interested in representation, diversity
and women with sword®*3 This sums up the trajectory of Angédavarious rebirths: diverse
characters and a femdked storyline tied together wittmedievaism.

Marguerite Benett, with a spot by Kieron Gillen, wrote the story for the 2016 series titled
1602: Witch Hunter AngeJaand Stephanie Hans returned to illustrate the series with additional
art done by Marguerite Sauvage (#1), Irene Koh and Jordie Bellaire (#2), Frvazgr#3), and
Kody Chamberlain and Lee Loughridge (#4).

2 Al l en Thomas, ARevi ew: A nQpmitody, OctQhere &) 2015f He |
http://www.comicosity.com/revievangelagueenof-hel- 1/ (accessed March 20, 2020).
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Thestory worldover each of these series moves fart

away from Todd McFarlarde image of Angela, startingith |
Angela: Asgards Assassin presenting Angela as a[;
autonomous character, moreover with a queer love inte
Sera (later writterasfiSerald in 1602 Witch Hunter Angela g
The love interest and relationship between Angela and Sers r
front and center in all three series, becoming more explic
queer with each manifestation. Moreover, each new series ¢ “ /8 v ®
moremedievaist trappings, untill602: Witch Hunter Angel& g re 33 Detail Angela: Queen

set in the Tudor era with heawyedievakeferencelt is perhaps F@I:)e:?,sr?rljgttl,’\]?c)i’r]to, Hans 2016,
unnecessary to nothkatthe characters also get more and more

clothes with each new series.

The story in1602: Witch Hunter Angeldollows Angela and Serah as they hunt the
Witchbreed supenatural beings who possess magical powers and cause a disruption to human
society and politics. Angela is also seeking to destroy the Faustians, who @richdireed but
are considered even more evil because they bhwsento be endowed with magicalowers
through a contract with a nefarious forlike the traditional story of Fauswhichtells of a human
making a deal with the Devilt is not clarified whether that Angela is humahe seems to have
magical attributes, in how her eyes glow, her clothes magically float arourathtiehe possesses
beyond human strength. Serah seems to be human, howevére ardagonistic magical being,

The Enchantresss first presented clearlgs asupernaturalbut in the end it is revealed that her
magic comes from her office (so she is neitWéichbreednor Faustian), which Angela inherits

when she takes on the role, also gaining the associated magical powers.
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Partly abandoning Angdia previously developed backstory from the first two series
(explained by the fronpage in this seriegtroducing it as part of thBSecret Warguniverse of
the Battleworldin which fieach climature is a domain unto iteedfverseen by its god Victor Von
Doom), inlssue 1 ofl602: Witch Hunter Angel&erah tells the story of her first meeting and
eventual friendship with Angela to their shared upbringing in a ecunVée story is told slightly
tonguein-cheek, referencing some key points of the previous two series, and:Statngere
educated in the most genteel and delicate artSga
fine needle work [image showing fencing]. . .
the graceful languages [imagdowing spel

casting magic] . .0%* which is implying that

Serah is not telling the story with full honesty.

Beyond this, Serah and Angela a
visually very similay as they were in previous
series, and their depiction is cycled throu
multiple artists within 1602: Witch Hunter
Angela The writing is tight and keeps within th
previous series regarding Serah and Angge
personalities and their relationship to each ot
even reference their sori$carborough Faif*®
from the first series. The dialogugdelivered in

a pseudéhistoric dialectfil heard what Marlowe

Figure 34 Detail (602Witch Hunté\ngelalssue

told thee, back in the Mermaid Tavern, | hearc4’ 4)© Bennett, Jacinto, Hans 2016,

him warn thee of the dark path down which |

would lead hee, | shall give up what | am, Serah,

if it means thou canst keep who thou@ff Angelasays in the final scene, after she has become
The Enchantres$iaving killedthe original holder of that titleThe main plot of this series is

Angelas conflict with The Enchantress, resulting in Semldeath, and Angels eventual

244Bennett et al.1602: Witch Hunter Angeld 4.
AScarborough Fairo is a traditional English ball
must perform. 't fits i nto t khatthwdglouttheirfadvéheuresa h anc
they often have to go to great lengths to rescue one another.
246 Bennett et al.1602: Witch Hunter Ange)&82.

117



resurrection of her loveln order to resurrect Serah, Angela must kill The Enchantress; killing
The Enchantresmeans takingip the role ofThe Enchantressbecause it is revealed that her
character and magic are not her individidantity butare rathe properties of the office that she
occupies

The imagery and dialogue dip betwaradievalandRenaissance references. The story is
set in KingJameés England, perhaps to ease reference to witch huntSlaakespeads Macbeth
However,the imagery oftie earliermedievalcrusades is used heavily. There a few ruffed
collars, but more swords than gunpowder, and thanks to the w@adstle settinghe feel is
medievaist, with references to King Arthur, the Picts, faereasd so on.

The artists anevriters may have been aiming for the Tudor era, but they conflated it with
medievailsm to suit the theme, often usingrmaedievalGothic aesthetic to create atmosphere
matching the story of death and mystery. yfoenstantly present castle interiors, darkened fqrests
and macabre yet beautiful ghosts.

The characters villains, heraes, andgupportingcharacterd are female centered@here is
reference to a nunnery and thackground storpf Serah and Angeltakes phcein a monastic
setting Thisis clearly amedievaization, as it would otherwise be anachronjstmnsideringhe
Dissolution of the Monasteries, sometimes referred to as the Suppression of the Monasteries,
initiated in 1536 and 1541 by Henry VIII. WaiSerah and Angefaconnection to the monastery
is not emphasizedvenly throughout the stgrgharacters reference Ang&anembership to the
Holy Order housed at a witchunting abbeyand Serah and Angé&madirecion to kill the
AWitchbreed and thefiFaustian&®*’ comes from God (who isVictor Von Doomin this series).
The Enchantress calls her fogood Sister Angetaand presents her with a vision of what she

thinks will be the highest temptation fahero:theattentionof the MotherSuperior.

“"Angela describes the Faustians as different fr
Witchbreed ardornfoul. These new threats [the Faustiactsposed a mn a tBeénoett et al., 10.
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Holy sister
Angela.

4

Figure 35 The Enchantre§déemptation Detail (L602: Witch Hunter Angeldssue 4, 6),
© Bennett, Jacinto, Hans 2016.

On the opposite side of the fantastical spectrum\\thehbreedn this series are males or
females born into the role, while the Faustians (named after Christopher MarjaesDoctor
Faustu$ have similar powers achieved through bartering a dealthgihsoul.Incidentally, King
James @ for all his fear of witche$ turns out to beWitchbreed and perhaps predictably
Marlowe is revealed to have gotten all his inspiration first hand, as he is himself a Faustian. Angela
considers the Faustians to beanuvorse, because they had a chol, this assumption is
challenged by the Enchantrésalso calledithe Dealmaker on the edge of all thifig&he Leader
of the Wild Hunto or fithe Bride of the Faerie King*® saying that desperate people barter with
what they have in order to survive. TWitchbreedand Faustians look human, but turn into
horrible monsters when they are in fighting mo@karacters fronThe Guardians of the Galaxy
appear in this serigé?but in an alternative form with alternative namas,magical beings in a
gypsy caravan.

The depiction of the Enchantress is high fantasy. She looks like a woodland elf, spends

time in dark and mysterious forests, and conducts all her dealings with magic. She also features

248 Bennett et al.1602: Witch Hunter Ange)20 21.
249 Because of overlapping comic book universes.
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antlers, which, as was seerHeatherandRat Queends anoftenrepeatedgimulacrum ofPagan
dress implying magical or special powers.

The dialogue breaks style oftby jumping between contemporary and histdcrowingly
playing on genre norms. Fokample,in one scene, while on a quest to find the source of the
Faustian conversions, Angela and Serah emteuspicious village with pentagram graffand
Serah comment$iThis village certainly seems. Pagaro iiVery Pagarno confirms AngelafiOne
might say . . .Pagademonium@ continues SerahiThis is a pity smile, my sweetretorts
Angela?®®Venturing deeper into the village, they discover that a public wedding is to take place,

and that thenarriage requires a blood ritudhe followingconverstionoccurs:
SerahifiThats rather . . . archaic and anatomical.
Angela:fiwe do live in the 1% century, my loved

Serah:fiBreaking the fourth wall isny purview,

Angela,shhho [italics in originalf>*

The main characters are aware of the elements of
the era which would be considered unsavory for
twenty-first century progressive thinkingand also
what elements of the contentpoy era would not

be acceptable in King JanitesEngland Their

lesbian relationship is played out on two levels:
within their own conversatiaAngela and Serah
Figure 36 The Enchantress. Detdib02: Witcl carry on as they would in the liberal modern era,
gugéiﬁgg?ﬁscisﬁtiilgig)s’ 2016. however in public they alteventheir baclground
stories to neutralize their relationship into
something more palatabiyiedieval presenting themselves a pair of sistarunsfrom the same

religiousorder. This is relatable in modern society, in which people in queer relationships present

250Bennett et al.1602: Witch Hunter Ange)a&1.
21Bennett et al.1602: Witch Hunter Ange)&4.
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their story differently depending on the audience: in this casentleglievalor early modern cohort

is code for conservative society.

CONCLUSIONS
Considering the series in this study follow similar trajectoriethase whichhave been seen in
television series, likAmerican Horror Story: Covenyitches are used as a character representing

females outside of traditional gender roles. As Lonergacluades:

Feminists, like witches, remain unpopular speakers of truth to oppressive powers and
patriarchy. . .these stories exemplify playing with history and a construction of a feminist
mythos that is not different than other patriarchal constructedtines (such as Hobh&s

state of nature or Locke signing of the social contracfy

With the added element ofedievaist fantasy, the possibilities are even more open for characters
to use magic in order to exercise their power, and reflect on the pglits omedievalsociety as
they have remained in our culture until today, for examgil# trying to move past the role of

women being limited in media to objects of male attention or mothers.

2 onergan, AWitches,jnBistmce®, and White Fem
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MEDIEV ALIST PAGANS AND THEPSEUDGOHISTORIC
NORTHLANDERS
NorthlandersBook t The AngleSaxon Sag# over 400 pages long, but entirely written by Brian
Wood, the creator of the series, and illustrated by Dean Ormston, Danijel Zezelj, Davide
Gianfelice, Marian Churchlandnd Ryan klly. David McCaig, whalsocollaborated with Wood
onBlack Roadand Dean Ormston did the coloring, Travis Lanham was the letterer, and Massimo
Carnevale did the cover art for both the series and collection. The collection includes a variety of
stories vhich are linked only temporally, as they all are set between 793 CE and 1014 CE, and
geographically within the British Isles. The collection is divided into five parts: Part |
fLindisfarne (Northern England, A.D. 793F>Part Il fiThe Shield Maideris(Danish Mercia,
North of the Humber, A.D. 868} Part Ill fiSven the ReturnédOrkney Islands, A.D. 98GF°
Part IViiThords Daughted (The Outer Hebrides, A.D. 996)° Part ViiThe Cross & The Hammeér
(Occupied Ireland, A.D. 10145/ Part Ill and Part V dominate the collection, while the other three
parts seem like afterthoughts by comparison. Part Il and Part IV featuredendhateries, and the
art is done by female artistsut they arevisually the weakest contributions to thellection, and
the shortest.

Part IfiLindisfarne is set in northern England in the lat &ntury. The first chapter is
the story of a boy named Edwin, who lives near the monastery of Lindisfarne, and is raised by a
strict and violent father. Edwin hasmuch older brother, Cedric, who is equally violent and cruel,
and is their fathés favorite. As is common in Brian Wo@dwriting, the mother is absent after
dying in childbirth, and is only referenced as a beloved memory. The mother G raan
Paan and though Edwiis father turned to the Christian church for help dfegdeath and raised
Edwin within Christianity, Edwin secretly worships the gdtdo meant business. . the old
Germanic ones with terrible names and terrd#eds saying,fil am her son Wodenborn and

proudy?®8 (italics in the original).

3WoodetalNort hl ander s: -Bawdkn UBuhglik,EA: BG Comics, 2016)i 96.
254\Wood et al.Northlanders57i 104.

255\Wood et al. Northlanders]05 292.

256\Wood et al. Northlanders 293 314.

257\Wood et al. Northlanders 315 454.

258\Wood et alNorthlanders21i 22.
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Wood3s choice to phrase this specificallyidodertborn and proudis anachronistic to
say the least, and more importantly it echoes the speech of white supremacist groups such as Sons
of Odin, and groups who identify with Wodenism, as will be discussed in a later chapter. These
fiHeathew groups, as they call themselvase not white nationalist or supremacist as a rule, but
many serious hate groups, such as the Proud Boys, have found grounding in Wodenism or have
subgroups who identify as such. Wé@ahoice to regularly return to the theme of absolute faith
in ongs fdk (which he consistently defines as based exclusively on birth, natohreligion),
and his strongly negative portrayal of characters who betray or leave their folk, is problematic
through this lens.

Edwin continues to narrate the story, outliningdbeses of the Christian priests, until one
day a Viking ship appears at the beach, and Edwin takes the chance to offer the invaders specific
directions to the monastery. He is reluctantly accepted by the Vikings, who speak his language,
and he agrees teelp them further. The next chapter continues the story, starting with the bloody
raid of the Lindisfarne monastery. As for Ed@mole in it, he saydl had not guilt1 felt no shame
whatsoever . .this wasright . . . this was the gods balancing than?>° However, Edwiids father
and brother mount a counter attack with the rest of the men from the nearby village, and Edwin
sees them slaughtered. Again, he feels little remorse, and demands that the Vikings take him with
them when they leadewhich they gree to do so long as Edwin, the small child, proves his
strength and fights one of the men. Of course, little Edwin lands a blow on the warrior and sticks
adaggerinto his hip, and the story cuts aheadiyears lated where Edwin is a man and has been
alongside the Vikings for years. He is illustrated to specifically reference his réstiodoratiod
long red hair and green eyes, to visually emphasize his dedicationRadgasmother and her
heritage, rather than his brovimaired, browneyed andChrigian father and brother. Adult Edwin
repeats agaifil am Woderborng as he leads his Viking band on a r&itiThe story ends with
Edwings full adoption of the Northmés culture, and he is well ranked and respected by them,
thus fulfilling the wishes he lakat the beginning of the story as a young boy.

Part Il presents a story of three women who are holding a fort against a band of Christian
soldiers. The title i§iShield Maidens who are trained female warriors among the Vikings, and

despite the name are not necessarily maidens, but women from all walks of life who have been

259\Wood et al. Northlanders39.
260\Wood et al. Northlanders53.
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trained to fight. The story opens with a narration spaced out over multiple frames on multiple pages
showirg how the AngleSaxons of Mercia fought back and persecuted the Danes who had settled
in their land, graphically highlighting the butchering of Danish women and children. The
characters are introduced; three woh@rhyra, Gretta (the narrator), and &if shovn running
from a burning village under the narrative capfie chose to resigé®!

The story itself would barely pass the Bechdel Test, as the women primarily talk about
their husbands, the men following theand the men they attack, and then speak sw@e about
their husbands. The women séiwhat future is there without menbut then promising under
siege thafif we survive this day, | swear to you, you will never need aémaelp agairf®?
however the third woman, Lif, who is unmarried, is fredlyenonsidered untrustworthy with
references specifically to henarital status. The subsequently validate all their actions with
reasoning likefthais what the men would i3 After a few days of siege and the women
attacking those from the Angl®axon land who getdo close to their fort, a Christian priest stands
outside and chides them about submitting to their husbands, which tmey gect, but rather
focus on accusing the Christians of having killed children (and offering to fart in thégfaes).
They are performing at this point ideal conservative ferbatevior primarily focusing on the
issues of their husbands and their children; which are the two themmaiizedby women of the

Alt-Right, such as Cecilia Davenport, a blogger inteveié bythe Economist She statedi

As for female empowerment, thé&enothing that has made me feel more empowered in
my life than supporting and being supported by a strong man. | think that men and women
are better off when we stop fighting nature and allow our distinct identities to shine through,
working together as team. Again: just like race is real, biology is real. Why do so many
fight it?225

The women of this story fight not in aggression, but in defense only, specifically for the sake of

children, and specifically in the memory and for the honor of their husbands.

261\Wood et al. Northlanders63.

262\Wood et al.Northlanders,;74.

263\Wood et al. Northlanders83.

264 See Cecilia Davenport interviewed inWo me n  a n-Ri ¢ Hicteonamist Eebruary 1, 2017,
https://www.economist.com/democraityyamerica/2017/02/01/womemdthe-alt-right (accessed
March 20, 2020).

124



The women sayiconsider us Odiis wolves)in response to being called bitcHé€sagain
aligning the writing more closely with todd@yOdinist group speech than any historic reference to
early medievalDanish religion. They emphasize their nationalitg aeligion above all, stating
that their enemies wifiknow tofearthe Danish womar?®® but they alsi&nowthat the Christians
outside their fort are not necessarily afraid of them as enemies, but rather because they are an
anomaly and the male warrioneaunsure how to proceed against three women holding an empty
fort. The Christians are representediagent o suppressing its womei®’ and but it is left unsaid
how the Danish women are less suppressed. The women arrange themselves into a hierarchy
defined by their marital bonds, so that Thyra, who was the wife of an, edd®iost respected;

Gretta simply has a husband and is thus respected for his sake; and Lif is unmarried and considered
unreliable and unhelpfél she is told to be quiet because dbes nohave children or a husband,
and thus cannot be understood to have the motivation to fight (though she fights).

The women escape the siege, Gretta and Lif by swimming away in thé Aibiita goes
into the water and walks dripping wet through thssed Saxon encampment, who allow her to
pass through unharmed. The story picks up again seven years later when all the women (Gretta
and Lif now described as spinster gaikers) are reunited back in Jutland. They have recovered
part of the hoard letty Thyrads husband back in Danish Merica, and the story ends with all three
wealthy thanks to the foresight of Thyahusband, and back in their homeland.

Part Il iSven the Returnéds the longest part of the series, featuring eight chapters in
total. This story, as the title suggests, focuses on Sven and his return to the north from
Constantinople. The setting of the first chapter starts in Constantinople in the year 980 CE, when
Sven of the Orkneyslands is fighting a ship of competing Norsemen pero water. One of the
opposing warriors gives Sven a message that@vatmer was killed and that the whole settlement
and inheritance belongs to him, but that 8evil uncle Gorm has claimed it in his absence. Sven
decides to go home, and the stdkips ahead six weeks later to rejoin Sven on a ship at Pentland
Firth of Orkney. His fellow passenger notes that, thoughshdressed like a foreigner, he

remarkably has thidegs and stomacf?® for the harsh northern waters, which is again the writer,

265\Wood et al. Northlanders 66.
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Woaod, emphasizing the blood and soil myth that people are inherently tied to the land of their birth
through physical attributes and an affinity for the environment there.

Once on land, Sven is immediately recognized by his @Gwien, who apprehend him and
take him to Gorm. Sven sees the villagérsy fathefs peoplé?®®he calls them, have suffered
under Gorns leadership. Gorm shouts abuses to Siéoy grew up into the disgrace you were,
hopeless with a blade, a welitkbed, knockkneed mothds boy, cliging to her skirts ?8° almost
repeating the abuses shouted at Edwin in the first chapter. Wood seems to be repeating the image
of toxic masculinity?’* featuring the abuse of young men or boys by older men who accuse them
specifically of physical weakness aattachment to women, a fear which was popularaféer
WWII by Philip Wylie?’?and other (such as Edward Streckéiand today by writers such as
Jordan Peterson who has termed thigibevouring Mothes). Wylie describes the danger of men

attached to theimothers, here noted as the abstract idéiviofmo

Mom had already shaken him out of that notion of being a surveyor in the Andes which
had bloomed in him when he was nine years old, so there was nothing left to do, anyway,
but to take a stockroom job in the hairpin factory and try to work up to thereselency.
Thus,the women of America raped the men, not sexually, unfortunately, but morally, since
neuters come hard by morals. | pass over the obvious reference to the deadliness of the

female of the species, excepting only to note that perhaps, heacirggtive physical part

269\Wood et al. Northlanders,120.
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in the universe, she falls more easily than man into the contraposite role of spiritual

saboteur’

WylieGs notes on the dangers of women depending on their roles ii8 thves plays a large part
in both Edwi® and Svefs stories It would seem that the protagonist here Gaay Stu?’° he is
impossibly handsome, skilled, respected, clever, hugely successful sexually, and he will prove
everyone who doubted him wrong. Publicly accused of weakness and then publicly overcoming
the we&nes$® being rehabilitated in absence of the mother, who is deadhemdjhthe violent,
punitive death of the abusive older men who made the accusatielGary Stu character is the
writer and readés personal wish fulfilment, who see themselves asviekened boy and hope
to see themselves as the triumphant man.Q@dmy Sty such as Edwin or Sven, is even the one to
incite or directly kill the abusive older men in what is seen as an act of justice (while the young
female characters, such as Brigid ahdia in Black Roadare portrayed as evil traitors and
betrayers when they turn against the older men). Sven, as the Mary Sue in this story, goes on to
prove that he not only has detached himself from a reliance on women (as a boy), but now he uses
them Dr his convenience and sexual gratification (as an ad\ih).o df@msle characters, who
turn against the men who abuse them, are not later shown in triboighey are portrayed as
instruments of the men they are attachedsoifNorthlanderswhereinBrigid is depictedas the
submissive wife of her chieftain husbarahd betraysher father; and Julia as the Cardial
bodyguard, who turns against Magntie protagonist ddlack Roagl

Sven is beaten by Gorm and his men, and is left for dead in thgrgside, where he
recovers and hatches a plan to get his inheritance back from Gorm. Two characters are introduced
at this point, a female archer who shoots at Sven from the distance and hits him once in the arm,
and an old man named Ivarsson, who dessrihe archer @& miserable, ratty bitghiving in the
wild in the cliffs to the north or fithe Hunteds daughtet?’®and it is later explained that she is

214\Wylie, Generation of Vipersl 87 88.
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one of the few remaining ancestors of the islands native inhabitants who were there before the
Viking settlements. Ivarsson takes Sven back to be healed by his nameless wife, who Ivarsson
himself simply callgithe wifed They tell Sven the story how his ala Gorm came to claim the

land, and tell him that his mother is dead, and that Sven Raistlaright . . . and legitimacy to

rule &'’ Sven sees his mission as a single man against what he describes as a dictastospip, a

of classic American heroismaimsposed into medievalsetting.

Sven spends time preparing his @agetting information from the locals, and proving his
belonging to them, mostly through violence, winning every fight. He also goes to find the archer,
beats her bloody and throws he biova fire, and lectures her sayifipgrew up on this land. My
family owns thiswhole areafrom this sea wall south and | deserve to be treateddeiitrene,
not living in thedirt like a slave gettingnipedat by the likes of yod?’® He does her a fav by
pinning her to the ground andolently setting her nose, which he broke, whicim Woods
logicd inspires her sudden trust and, though she cowers with the proper deference he demands,
she talks with him briefly. After asserting his male fantasy donuedhere, Sven struts home to
find a beautiful, naked woman lounging in his bed. The woman is Thoraewhlysbackground
is that Sven knew hevhenthey were both children, and she insists that they have sex immediately,
which Sven acquiesces to.

The story jumps ahead two weeks to show the archer, now without her bow, pitifully
struggling to catch a fish for six frames, until Sven appears smirking behind a tree in the seventh
frame. Sven smugly walks into the water and catches a fish on thehip ®#ord, chiding her
AYou arerd very good at this,and upon seeing her eagerly grab the fish off the sword he chirps
fhungry® to which she respondsiyou broke my bow.0?’® Sven, in his narrative caption,
congratulates himself internallyiShe did what | told her, this wil&cots girl. She kept her
distancel wasthe one who made the first attempt at pegé®

The opposite page shows Sven back in bed with Thora, who teis t8at Gorm talks
about his nephew often and has sent out ssen has noticed these spiehisnarrative caption

Svenindicates that hdas been having sex with Thora for the past five nights, to his own

21"\Wood et al. Northlanders135.
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frustration, for the sake of getting infoation. Thora is Goris fiservant and plaything®! and
asks Sven to take her away with him, hoping to rekindle the plans they had when thelyilchene
and they assumed they would have ended up married.

Sven then mounts a series of attacks on @Gdrmen playing on the older man
superstitions in order to make it seem supernatural. During one attack, Sven is helped by the archer,
who has a bow again, and helps defend him from @omen before disappearing. Gorm consults
with an elder about the percedremen of the attack, which turns some of G@radvisors against
him, because tlyeobviously suspect Sven. Sven leaves a bit of meat for the archer as way of
thanks, goes home to find Thora waiting for him, naked in bed again, but with no use for her
anynore, Sven tells her to stay or,dpt to not speak to him. She stays and just sits sobbing in the
bed, because apparently she has no agency to change the conditions of her life except for the
possibility of convincing Sven to save her.

Later in the winte Ivarsson and his wife are killed in punishment for helping Sven, and
Sven comes into conflict with Hakkar, one of G@&mmen, who tells him that Thora has betrayed
him, and presents Sven with the body of his lofrem Constantinopléwho had been indated
only briefly in flashbacks)who he had killed and shipped all the way up to Scotland just to harass
Sven. Therés a short flashback to a scaneConstantinoplavith his nameles®xotic loved he
simply commands her to beshying, ficome back now02%? and she abidingly follows his
command. The story then cuts back to the main timeline, showing Sven breaking into thas archer
home at night and forcing himself upon her, sayiptpase,|dn just really cold?®3by way of
explanation and ignores her vocal protests. Wood did not write in any consequences for Sven about
this rape scene, and even concludes the story with Sven and the archer as a couple with a child. If
a reader is to understatite character of Sven assary Sty the implications are truly disturbing.

In order to explain the significance of tweo m a deadsbodyrom Constantinople, which
is presented to Sven, the next chapter goes back twenty years to show Sven as theltdkimey
settlement. Of course, the flashback is rife with child abuse, with older men specifically deriding
the young Sven for weaknessregard tchis mother. He comes home to find his house on fire and
his mother slaps him for being a coward andsyatlhim that a real man should act otherwise and

281\Wood et al. Northlanders161.
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be ready to die to defend their house and their @oihis not depicted, but the scengpliesthat
the man who had harassed Sven earlier came by the house, abused his mother, then set the place
on fire in his fathegs absence. His mother finds her footing and angrily stalks away. The toxic
masculinity is just exploding off the page at this point, and Sven sulks and runs away. He becomes
a slave rowing on merchant ships and ends up in Constantinople, ehareets the beautiful
Zoe, who is his mastér daughter. There is a scene where Zoe is informed by heiGdblismess
partner that her father has been killed, and she is set to be killed too, when little Sven miraculously
finds the strength to kill ®nman himself, and persuades his henchmen to follow his orders, thus
saving Zoe. She takes charge of her faileusiness, and Sven becomes her-figinid man. They
are in love, in a nemonogamous modern relationship, but dedicated to each other &s addlt
to the success of the business. The comic includes the last memories he has of her, and then cuts
back to the present time, with a visibly bearded and weathered Sven standing dramatically in the
snow at a cliff.

The next chapter opens with Sven amurderous rampage, slaughtering Garmen,
which isillustrated predominately in red monochrome against an ongeltav sky. Then it cuts
back to the archés, now we know her name is Enaad thehouse where Sven now liveghere
heds decorated thedntentrancewith the heads of those @sekilled, of which the archer expresses
her dislike. He poses triumphant amid the heads on stakes andistataseautiful dayo?®*

Sven orchestrates a military shaown with Gorngs militia. Gorm sends Thorhattered
and one eye covered by a bloody bandag#,to deliver Gorrss message, asking Sven to
surrender. Sven sees her state, and offers simply to help her die, telling her to keep a sword by her
so that he can kill her in the confusion of the battleer/companion commends this, saying
fithat was honorable of ya#®® Despite the fact that Gorm is Swsmuncle and his own flesh and
blood, Sven says of the fight against the invader and illegitimate ruler thadialost a broken
people and survival identity and unityy again echoing the chants and arguments of white
supremacists and thi&reat Replacememtonspiracy theory. This theory was cited by Patrick

Wood Crusius, for example, as he shot twenty people and wounded -siewtyers in Texas
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fdefending my country from cultural and ethnic replacem@&ftand is popular among white
supremacist mass murderers in recent times. Wood has chandgedubef thestory from a
family dispute of inheritance to an armed conflict about the survival of a geduqed and unified
by the land they live on and their collective identitsho, for some reasqrconsider Gorm an
interloper.

Just as the battle will start, Saxons land on the coast and the two opposing armies have to
fight a single, even more ethnicaland geographically different enemy to protect their land.
During the fighting, Hakkas battle cry is literallyil was born here! This is my land! My laé’

This suggestsin assumed birthight validated by geography, rather than focusing fighting fer th

sake of the lives of the villagers. As the battle rages on, Sven kills Gorm in rage, and then Kills
Thora in mercy. The Norsemen win the fight, and one warrior gitteger understand the point

of it all, invading and conquering and the like. Can yethjust be content with what God has seen

fit to give you®?®8 This statement isunsettling in concert with the other statements Wood has
written in, becausi echoegherhetoricthe Great Replacemethteory.The Norsemen retreat and

Sven returns to the Saxon camp to negotiate a surrender everything to them. Sven later explains
that he did this to surprise the Saxons and buy the Norsemen time to plan a-attackerHe

leaves Hakkar in charge of the settleinen

Sven buries Thoria what he calls a sla@&grave, and finally reflects thidltwas an asshole
for treating her the way | dicf® He sees this gesture and his yielding of the lordship of the
settlement to Hakkar as his salvatias he then runs awayittv Enna the archer, claiming that
they had something stronger than love between thHempond from shared experience and
adversity, forged in hard times and harsh climates. Two people facing death and walking away
from it together?®® Though he reflects dnis abuse of Thora, he seems unrepentant about beating
Enna into submission, starving hand then raping her, causing the death of the few villagers
sympathetic towards her and upturning the very social order and political security of the settlement,

very likely giving Enna few choices for survival beyond leaving with him. They settle in the Faroe

2%Talia Lavin, AThe Boundaries of Wh Natiemmpegasss, Are Pr
2019, https://www.thenation.com/article/replaceriiebryracismwhite-supremacy/  (accesd
March 20, 2020).
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Islands, and have a child, in cultural purity and isolation. Sven promises the child specifically, over
a scene of him walking away with Enna and the béitwereds no one comingand 8l protect you
with my life.o?°!

The next partfiThords Daughted is very short. It is set in the Outer Hebrides in 990 CE,
and if follows Birna ThorsDottir, the daughter of the lord of the island. Her mother is absent,
perhaps dely and her father is murdered, and she reattrgsheis fjust the pointless burden of
a daughter, fit for nothing but to be cast aw&f.One darkhaired, haggard man seems to be the
one who orchestrated the murder, and denies Birna any assurancassg&ms a long time
reflecting on her identity as being her fatisedtaughter, doing what her father would have wanted
for her. Again, Wood writes a story focused on place and bigtht; the other men of the
community murder the man who murdered hendgtand as Birna takes up her fathdrelmet
and swordandshe saysihis island took my mother form me. And my father. It tried to take my
birth right. And idl try again. But this island is my home, and | swear on my fé&hsmeldl
never let itgo.6?°3 That is the end.

The fifth and final part has five chapters and is set in Ireland, to the northwest of Dublin,
around 1014 CE. The titf@he Cross & Hammabalong with the setting note that the story takes
place inNorseoccupied Ireland sets expectations about a foouligious and ethnic conflict.

This story is special in the collection because the Vikings are actually the bad guys, and, Magnus
a floyal son of Irelan®?**is the Christian protagonist. Magndses notspeak much about
religion, but he has krgeCeltic cross pendant hanging around his neck at all times. Mé&gynus
wife is dead, because Wood seems to be incapable of (or as ldiagiterested in) writing a story
which includes details about a healthy martial relationship, and it will not surprissatiers that

she was good and beautiful. Magnus is running from the Viking invaders witbungdaughter,

Brigid.

The two are being pursued by Ragnar Ragnarsson, who is sometimes a narrator through
narrative captions which appear as excepts from repagnar has written to his superior, Lord
King Sigtrygg Silkbeard. Through this we learn that Magnus has been on a rampage, killing
seemindy innocent people in the countryside. Ragnar describes hiithigssuspect, this killer
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this NATIVE .0?%° We see Magus is injured and in hiding with his daughter. While she is sewing
an injury in his arm, they are attacked by a pack of wolfhounds. Magnus fights them off for five
whole pages, and in the end, Brigid runs off into the forest. Magnus eventually finds inest u
tree. The story then continues to the evening when Magnus chats with his daughter and she helps
him validate the killing of the dogs, rationalizing that it had to be done.

The next chapter opens with boats landing at night in Clontarf, and wasoimisig on
shore in a secret attack, and then cuts to Ragnar again, with his thoughts laid out in narrative
captions quoting another report to his superior about the progress of his mission to capture Magnus.
Ragnar writes thdihis choice of victims poistto a hatred of our presence in these lands, but more
philosophical that personal. This is likely not a man wrongedso much as a man driven to a
CAUSE ¢ The story turns back to Magnus, who is approaching a Norse farm, asking if they
have enjoyed rping the land and citizens quite wedindthen kills the adult men at the scene,
calling on Saint Cian&d’ for help. Magnus sends the fairchildren running, raids the house for
supplies, and heads out, his daughter alongside. The story shows Ragraeftugth his men,
and Magnus chatting about his dead wife with his daughter.

In the next scenetan unnamed location, Brigid is bathing in a rivérile Ragnar spies
on her. Magnus catches him at it and attacks the Viking, receiving a deep cuknee¢hia the
process. Magnus beats Ragnar, still in the water, but then runs away to find Brigid, who has
disappeared in the meantime. Unfortunately, Ragnar has gotten a good look at the red bird tattoo
on Magnuss left forearm, which can be used to idgntife fugitive in the future. Still looking for
Brigid, Magnus is greeted by a friendly fisherman, but still in a rage Magnus kills the Norse
stranger, then finds a nearby house and slaughters everyone, women and children, on the premise,
saying to himselthat hedoes notven know what drove him to it, just that it was easy. Brigid
reappearsapologizesand they continue on their way, sfsecontinues to offer her father rational

excuses for his violence, statififpe mission was sountf®in the end.
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In an attempt to draw Magnus out of hiding and provoke him to do something to expose
himself to capture, Ragnar instructs his men to go on a rampage and destroy the local Celtic
population and their land, commandirfigtumiliate this landthese peopletheir pride their sense
of selfworth and selrespectleave them bloodied and destitdf€® This is all broken into smaller
narrative captions laid over scenes of brutality and destruction. Seeing the heads of his countrymen
on spikes, Magnutakes the bait and goes out to the field to collect the heads and bury them. He
is attacked by a band of men who stake his hand through with a sword into the ground and beat
him.

The fifth chapter opens with Magnus in captivity, a rope around his nedkshdnds tied
back while angry Norsemen take turns beating him in revenge for his various personal offenses
againstthem Through the beatings, a sequence of his memories of Brigid as a little girl out in a
field with sheep are shown. FingliRagnar apgars to question him, and it is revealed that Magnus
is Magnus Mag Rodain, an important and wealthy man who became a Cistercian monk at some
point in his past, explaining his Christianity and the large cross he carries. Wood turns the
conversation betwedviagnus and Ragnar into a conversation between conqueror and the innocent
conquered, specifically on a racial basis, with Ragnar chiding Magiiysiu think that you are
somehowelevating your racén the eyes of some tyranny, you are sadly mistaR&The typical
accusations against racially foreign invaders are put in Mé@gnmusuth as heaysAYou steal our
land and our wome@®°! Ragnar promises to make an example of Magnus for the other Celts, who
have not fully submitted, and further taunts Magnusuabas daughter. At this point it becomes
clear that Magnus haérseen his daughter in real life for many yéatise girl tagging along with
him has been only a hallucination, and his actual daughter isgrémih woman, who ran away
from him and gave hieelf over to the Norse leaders years ago. The story up to this point, of Brigid
constantly running off and then reappeayimgs been Magnasimagination, reenacting her first
disappearance and soothing himself with her apologies that he fantasizesatiodime he
imagines her return to him. She never ages beyond the year that she was when she left. Being
reminded of this, Magnus goes berserk and breaks his ropes, beats back every Norseman in his

path and escapes.
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The final chapter operend havingpresented the capture of Magnus in parallel to short
scenes showing the Norse occupation of Ireldegjctsthe end of th@ccupation phaséMagnus
has run and hid under a stone bridge, but his daughter, an adult, has seen him and followed the
bloody tral there, along with a supporting band of Norse warriors. Magnus continues to hallucinate
his daughter as a little girl, hiding with him under the bridge until his real daughter peaks her head
in and says casuallfitime to come on out of there now¥ She has been violently commanded to
bring him out, but she is so afraid of him that her first instinct had been to run, causing Ragnar to
strike her to the ground in anger, and then drag her by her neck to the mouth of the hideout. Brigid
goes in to havealk with him, but he only sees the fresh injuries to her face, and she slaps his hand
away as he reaches out to touch her. Upset, she shouts a¥bimare a horrible, horrible man,
you always have beeso selfish, so narrosminded!And thaés why | Idt, Da, before | died of a
broken heart just like Ma didfi® Magnus appears crestfallen at this, and it becomes clear that
Magnus has been amreliablenarrator, and the reality is that Magnus had cursed his wife for
birthing a girl and that the woman heather died of despair aridsingthe will to recover after
childbirth, and so Brigid had run away at age eleven. Magnus explains that he thought he could
get the ugliness out of him by clearing the Norsemen from the land, and eventually obediently
gives p his hiding spot and goes out for his execution. The last page is Brigid running from the

scene in tears while her father is executed at the river.

BLACKROAD, VOL.10 HE HOLY NORTHO

Black Roadvol. 1 fiThe Holy Nortlo was created by Brian Wood and GaBsown. The story

was written by Brian Wood, art by Garry Brown, the coloring by Dave McCaig, and Steve Wands
provided lettering and production. The volume contains the indivicagdé paperback issugso

5, published in 2016 by Image Comics, Inc.

Theseries starts with a long introduction, setting the stage of the story, wherein Christians
have appeared ifthe Norttdo and have initiated conversion of the Northerners. The first frames
show a large man carrying the body of a woman out to the hillswagthg her. This is a preface
to the first chapteiiThe Holy North which issubtitled agiA Magnus the Black Mystery ®he
story opens in Iskfold where the local population is being converted to Christianity through

taxation, andrutalites, such asrucifixion. The protagonist, that bignanfrom the preface who
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is revealed to be Magnus the Black, call@aitwarzone %8*He is tasked with heading north to
escort a church officiah cardinalThe character Kitta the Blacksmith is briefly introduced, she is
described later a@@mnooristbo and is illustrated as a black woman with short hair. She returns to the
story later, andeaders will certainly remember her, as she is the onlywiote character present.

The story follows Magnus and the cardinal on their journey, and Magnus reflects on what
he should do about the Christians; whether to resist them or join them. Thetaakedby a
group of men, whodespite Magnus efforts to protect the cardinal, outnumber Magraunsl
capture the cardinal and kill him, then strike such a blow to Mdgmesadalmost killingas well.
Unconscious, he is pulled away from the scene ditaek by a small female figure in a red cloak,
with the hood obscuring her face. When Magnus wakes up, she introduces herself as Julia, the
cardinats adopted daughter.

Readers oNorthlanderswill find the pai® the mountainous and weathered older man,
and a darkhaired, innocenyet-feisty little girld very similar to the characters Magnus and his
daughter Brigid from Part ViThe Cross and the Hamm&f® Indeed, both men named Magnus
protect a young girl in their charge, but in both cases they are béeétazyl left to die by the girl.
There are even similar scenes repeated in both stories, such as a wolf attack. Both men lost their
beloved wives, who are described as being too good for them, with Magnu8irolnRoad
saying filém a miserable, uglgrick of a mary*°® and the Irish Magnus is described @harrible,
horrible manso selfish, so narrowmind&d’’ by his own daughter, who has abandoned not only
him, but has adopted Norse culture. The presentation of the men to the reader in both stories,
however, does not suggest that they really are tedritiley are both presented to the reader as
beinghonorableand doing the righteous thing to protect their homeland, the North or Ireland as
the case may be, and they are doggedly devoted to the meofahes dead wives, faithful till
the end. They are cruelly misunderstood and unappreciated by the little girls who they take care
of, and are eventually undone not by the men and wolves they fight throughout the story, but by
these ungrateful little ds who betray them. While the girls appear almost identical, down to the
redcolorof their cloaks, the only difference between the men is that the MagnuBlackRoad
is bald and bearded, and not Christian yet, while Magnus Korthlandershas hair ad a red

304\Wood et al.Black Road10.
305\Wood et &, Northlanders 315 454.
306 \Wood et al. Black Road36.
397Woodet al.,Northlanders 449.
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dragon tattoo on his left forearm. The writer Brian Wood, who created and wrote both comics, has
not commented on the repetition in any of the interviews which | consulted for this chapter.

In the story of Magnus the Black, he decides to helgithewhile distractedly reflecting
on the background of his wile death, as a sort of reasoning as to why he should help Julia. In the
next chapter, Magnus and Julia quickly catch the man who killed the cardinal, and blurts out under
torture that Julias afiJewess (which is her primary defining feature, along noting how small she
is and hefidusky skim®®®) and that the cardinal was considered to be an apostate and had to be
assassinated. Mags has a foupage flashback detailing his love of carnageaher similarity
he has with the Irish Magnus of Northlanders. Then Julia executes the man who killed her adopted
father, and the two continue along tBkck Road In the woods they are attacked by woles,
scene which is vergimilar to the dog attack iNorthlanders the action is placed after a long
digression explaining the arrival of the Christians. Julia is responsible for the wolf attack, because
she insisted on cooking a rabbit.

Though the chapter is callé®ut Come the Wolvesthe wolf attack igust a background
story while shorter background stories are inserted to explain the circumstances behind Julia and
Magnus meeting on thigular Black Road It shows Juliés past as a servant in the house of the
cardinal, back in Rome. The main storyksidack up after the wolf attack has passed, they are
walking, injured, to a village nearby. Magnus intuits that they are being followed, and this
foreshadows the events in chaptefiShield Wallp which is one long flashback to the events
leading to his wifés death A lord who Magnus had defeated in battle gets revenge by burning
down Magnués village, and while Magnus runs out to fight (naked, with ridiculously exaggerated
musculature and manhoplde is shot in the back and his wife dies as the village is razed. While
reflectingupon it Magnus remembers that Kitat he af or ementi oned M@Amoor
hired assassinyas there at the scene, and mentioning it, Julia points out that Kitdoising
them in the distance.

The story jumps ahead to show Magnus shot through full of arrows, in a hut in the village
where he and Julia were heading. Kitta walks in and states that she had been following him in
order to warn him specifically aboutllia. The last chaptefiThe Village North of the Lake o
provides a fuller backstory to Kitimlife, and explains how Julia ended up shooting down Magnus

with her crossbow. When it seems that Kitta has gained on the pair, Julia suddenly turns on Magnus

3%8\Wood et al. Black Roadf9.
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ard begins shooting, and then runs away. While Magnus is healing from his wounds, Kitta tracks
Juliads trail, headed north, as far as she can until the trail stopsishei§prouted wings and took
flight.**® Magnus decides to follow Julia, Kitta demandsaéme along, and the story is broken
by another flashback to the horrors and violence which the Christian missionaries inflicted upon
their Pagarconverts. It shows a scene wherein the resiftagas are accused of witchcraft and
insubordination, and alé on fire as a group. The volume ends with MageustatemenfiJulia
was playing me for a fool all alontim on a vengeance mission no#° As Magnus and Kitt@
silhouettedisappear over the hills, Julia appears in the village behind them, and toeigithow
them from behind.

Unlike Northlanders there is only one illustrator for this volume, Gary Brown, so the
chapters are stylistically cohesive. Tdworingby Dave McCaig focuses @arth tonesvith pops
of bright red, and also a lot of blue m@hoome. Flashbacks are set off from the main story through
strong color shifts. The battle scenes are done in almost a red monochrome, with a red sky, and
theflashbackscene® f J u |in Ro@eshave a yellow cast, and the scenes with the burning of
the village and the burning of tiagas is dominated by a marigold orange color. The people are
illustrated in a very realistic style, lean and muscular, while the protagonist, Magnus, is a hulking,
exaggerated figure; his muscles are depicted so out of proportion with his body that lestis&ull
same size as his knee, and everything else (including his manhood, which the producers make a
point to display the reader twice, despitere isno other nudity in the story) is minimally double
the normal human size. Because of this, Magnus startds sharp contrast even among the other
warriors. The dialogue is sparse, and there are curt narrative captions in tperficst voice of
Magnus. Other narrative captions provide information about place and date. The characters are not
often shown egaged in dialogue with one anotBemther they tell stories and are passively

listenedto orare involved in some sort of violent interaction.

MEDIEVAL ISMASPERMISSION FORBRUTALITY

This section of the chaptevill focus on one specific element ofedievaism within the comics
mentioned in previous chaptekdow is history used to legitimize horrors which would otherwise
not be included in modern comics? In other spheres of comic production, female chaeaeers h

moved beyond passivity and roles as objecfdartropes However, nun figures and thé&agan

309\Wood et al.Black Road114.
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equivalents in the witchégoven are regularly contextualized in a backgroundnedlievaist
fantasy which has been traditionally deeply misogynistiamsthrk contrast to the transformation
underway in the portrayal of female comic book characters. This chapter will look under the hood
of this phenomenon, delineating the roleneédievailsm in permitting and moreover seemingly
validaing the inclusion © brutality and violence in both tod&ypopular comic book series and
popular comics of the pasthe comics mentioned in this chapter have been described in greater
detail in previous chapter§he comic bookThe Leather Nuns addressed in Chapter Rat
Queens, Heathen, 1602: Witch Hunter AngBllarthlandersandBlack Roadare described ithe
previous section

Neither historic norcontemporary nuns demale Pagas (sometimes asvitches) are
necessarilynvolved inarmedcombat but thesecharacters in comics have been used as both the
trigger and the objects of grotesque violence, which is propelled by a feedback loop in the close
ties between the creators of comics anditleal readeras will be examined in this chapnt
Drawing from a tradition of blatant misinterpretation and abuse of religious women in art and
literature, these comics apptyedievailsm as a final bastion of tolerance for such content, relying
on the legitimizing effect of what appears to be histtwipermit the inclusion of cruelty and
distinctly oldfashioned ideas about gender.

This chapter will look at several modern, Englishd foreigalanguage comic book series
which include nun anBagarcharacters, anatthemedievaist tradition that informs their content.
Consideration will be given to earlier comics which apply similar tropes, and these will be placed
in contrast to other female archetypes which have undergone modernization over the last two
decades, such as actiondiaes, superheroines, and characters in progressive independent comics.

Before getting into the feedback loop, | would like to describe the approach used to form a
picture of how these female characters are placetkettievaist texts. The goal is to appActor-
Network Theoryto map occurrences of female characters and their contexts within the comics.
This theory posits that objects, ideas, processes, and any other relevant factors are seen as just as
important in creating social situations as hasd he aim of ANT is to explore how networks are
built and maintained to achieve a specific objectik®lT presents a theoretical framework
wherein social scientists map how human and-maman actants work within a network, as
descri bed i nReBssamhling the &dcial:UAn iiteoduction to ARED09, 2015). As

139



a basic reference | uségplying the ActoiNetwork Theory in Media Studi€2017) by Markus
Spohrer and Beate Ochsner.

The network that lwill be looking at ismedievaist comics and grdpc novels, as
evidenced through production, distributi@amd audience response where applicabkdievaism
in this case, as before, is not necessarily a picture of history founded on intense research and vetted
by extensive textual and archeologicaidewice, but rather it is the gray area where the pisblic
ideas about the Middle Agel® notline up with evidenceMedievaist content is often perceived
by the public as morngauthentio than research content. The unit of measure for identifying actors
in this context will bemedievaist simulacra. Finally, there is a question as to the point when the
actors turn into agents which generate meaning, and influence people to takerigaiction.

The research of this network revealed what | will term &feadback loop in that it is self
contained and seffropagating, circulating from text to life and back to t&kie mechanics of the
feedback loop seem to work as follows:
- Tropes thatequiremedievalcontextualization are propagated andibdg seem
more real that the real itsglf
- Medievaist simulacrum of brutality is not required, but employed only in some
cases
- Medievaist characters are subject to brutality at levels that caeredath the
intention to preserihistorical authenticitg,
- Authors may then choose to emplmedievailsm as a legitimization to portray
certain world views as not only natural, but part of shared heyitage
- Authors wishing to react against this and portpaggressive messages further
solidify the simulacrum as reality by correlating absence of brutality with distance
from historicity.

Examples of tropes and simulacra which requinmedieval contextualization include
charactersuch as wizards, kings, makknights, Vikings, barbarians, witches, nuns, queens,
shield maidensPaganpriestesses, bar wench typasdvampires; settings in crypts, cloisters,
castles, ruinsYiking long ships or improbable combinationsf these(such as a crypt under a
castle which happens to be a nunnasythey appear in Chaptdr @r typical omicbook elements
that comprise the fantasy/action genre, like swords, magiigious powers, axes, exaggerated

bodies and impossible costumes.
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When giving an overview of the comics considered in this section, | will include
thumbnails of the cover or an illustrative figure, so that the reader can quickly oriergosthait
visual style the comic is, and get a sense of the presentation of the nun characters. | believe this
visual reference will be indispensable for the graphic comparisons later in the chlaptesmics

corpus includes the following volumes, bothtbigc and modern, anglophone and foreitjh

CLAIRE BRETECHER

4 trie

Ao
Trérese LAVILA

Figure 37 Comics featuring nun protagonists. Publishing details in footnote.

311The first two historical texts are described@r i f f i n, A A wBnard etRliTales frosmgher e s ; 0
Leather Nunn Kazuma Kamachi and Chuya Kogina, Certain Magical Index (Toaru Matjusu No
Indekkusu)vol. 1l 14 (Tokyo: ASCIl Mediaworks, 2004)Elena BarbarichSister Claire Vol 12 (Self
published, 2013), http://www.sisterclaire.com/ (accessed March 20, 28@@ek and WeigeLips
Tullian. Claire BretécherL a Vi e Pas si onn ®eélst dddion TI8®(Paris: ®argaud,Av i | a
2007). Davide La Rosa and Vanessa Cardiraliore Ninjavol. 1i 6 (Italy: Star Comics, 2013).
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In addition, comics including nulike characters, or female characters who exist within a

closedcollective defined by religious alliance (such as a witdhesen) are as follows?

Figure 38 Comics featuring a magieilding pagan protagonRublishing details in footnote.

There are, of coursenany other comics with single characters or appeararicess, but
the abovecomicshave been selected because the nun characters ma@rmarole or are the
protagonists, and the comics are in wide distributiwhich
necessitatethe exclusion oHemlock which is a indieseries).

There are two other cadm series which were well
received and claim to be inspired hyedieval history:.
NorthlandersBook One fiThe AngleSaxon Saga (Vertigo,

: £ Y 2016) andBlack Road Vol. One iThe Holy Nortto (Image,
Figure 39Medievalist comics  2016) In their attempt to minimalize historic accura@rian

attempting historical authentic ) . .
from Chapter 6. Wood, the writer andcreatorof both serieshas omitted female

312 From top left to bottom rightlorihiro Yagi,Claymore vol. 1i 27 (Tokyo: Shueisha, 2001)oe Benitez
et al., The Magdalenavol. 1112 (Top Cow Productions, 2010outa Hirano,Helsing vol. 11 10
(Tokyo: Young King OURs; Shonen Gahosha, 19%j)ebe, Upchurch, and BrissoRat Queens:
Volume One: Sass and Sorceiittredge, Ingranata, and Valen2&/itchblade (2017), Vol..JAlex
Alice and Xavier Dorisonl,.e Troisieme Testament. Vol.2l(Glénat: Grafica, 1997).
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