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PREFACE

De Uillustration a la peinture

Le MOT « peinture » est laid.
René Magritte

L es originaux des illustrations ont longtemps été considérés comme
indignes de la peinture, a coup sOr trés inférieurs, au mieux un produit
d'artisanat, au pire des brouillons qui ne méritaient méme pas d'étre
conservés. C'est dautant plus paradoxal que de I'Antiquité a la fin

du 19 siécle — avec la possible exception des primitifs médiévaux qui
représentaient des motifs symboliques —, les peintures, sur toile, sur bois
ou fresques sur mur ont toujours été des illustrations évoquant des scénes
historiques, des batailles, des faits d'actualité comme Le Radeau de la
Méduse, ou de paisibles intérieurs bourgeois. Ces illustrations furent méme
déclinées sous forme de gravures pendant plusieurs siécles sans que
I'original s'en trouve déprécié, bien au contraire.

Ce fut la photographie qui amena les peintres a renoncer a I'illustration.

Ce qui n'amena pas cette derniére a disparaitre, bien au contraire. Lamateur
de revues anciennes, comme Le Tour du monde et Le Magasin pittoresque,
s'amuse de constater que sous certaines des splendides gravures sur bois
qui les ornaient figure la mention « D'aprés une photographie de M. Untel ».
Lorsque la photo obtint le privilége de I'impression directe, ce fut au
détriment de la beauté des images.

Tandis que les peintres renongaient a l'illustration réaliste, celle-ci devint
populaire notamment sur les couvertures des magazines et des livres vers
la fin du 19 siécle, et c'est probablement ce qui provoqua la déchéance

et la dévalorisation, au moins temporaire, des originaux des illustrations.
Dans I'édition en particulier, on distingua soigneusement les ouvrages

« littéraires », sérieux et respectables, de collections et de titres réputés
populaires, en leur conservant une couverture purement typographique, tout
au plus ornée d'un filet de couleur variant selon les maisons. Certes, bien des
tableaux célébres furent reproduits en entier ou dépecés sur les couvertures
des titres qui en étaient jugés dignes a I'occasion de leur reprise en poche.
Mais les genres réputés populaires présentaient d'autres visages. Qui dit
populaire dit vulgaire, on le sait trop bien. Pourtant, bien de ces couvertures
«vulgaires » ont un charme irrésistible, toute nostalgie mise a part. Regardez
un René Brantonne ou un Michel Gourdon.

Lillustrateur ne serait pas un artiste, il serait un artisan, soumis  un tiers,
aun théme, a un texte. Ainsi Michel-Ange décorant le plafond de la Sixting
serait un artisan. Si I'on confiait @ Manchu ce plafond, il y peindrait sans
doute des astronefs sur fond constellé de galaxies. Au demeurant,

la distinction, légérement méprisante, entre artisan et artiste est bien
difficile a établir et reléve surtout d'une convention assez récente, largement
d'inspiration marchande.

Dailleurs, la contrainte supposément exercée par le texte n'est pas si
rigoureuse. Tout le temps que Manchu a travaillé avec moi, il m'a proposé
chaque fois, en toute liberté, plusieurs esquisses et nous choisissions
ensemble celle qu'il traiterait. La plupart du temps, nous sommes tombés
d'accord sur I'esquisse a retenir. J'ai, du reste, conservé toutes ces esquisses
tracées d'abord au feutre puis, la technologie y poussant, sorties
d'imprimantes. Je compte les léguer au département iconographique

de la Bibliothéque Nationale.

Lindignité présumée n'empécha pas des peintres de talent et @ la réputation
bien établie de chercher sous le boisseau un complément de revenus dans
I'illustration de livres de poche. Le plus fameux est sans doute Tibor Csernus

PREFACE

From the illustration to the painting

The WORD “peinture” is ugly.
René Magritte

he originals of illustrations have long been deemed unworthy as

paintings, inevitably quite inferior in quality, at best decent pieces of
craftsmanship, at worst rough drafts that were not even worth keeping. This
attitude is all the more paradoxical given that, from Antiquity right up until the
end of the nineteenth century — with the possible exception of primitive artists
during the medieval era who depicted symbolic motifs —, paintings, whether on
canvas, or on wood, or as frescoes on walls, have always been illustrations of
historic scenes, battles, and notorious events such as The Raft of the Medusa,
or of the peaceful interiors of bourgeois dwellings. These illustrations were even
made available in the form of engravings for several centuries without the value
of the original ever being depreciated. Quite the opposite, in fact.
It was photography that led painters to abandon illustration. But it did not lead
to the disappearance of illustration itself, on the contrary. Connoisseurs of old
French magazines, such as Le Tour du monde and Le Magasin pittoresque, are
often amused to find beneath the splendid wood engravings that embellish
their pages the words “based on a photograph by Mr. So-and-So". When the
photograph itself finally obtained the privilege of being printed directly in
publications, it was at the expense of the beauty of the images.
But just when painters were giving up on realistic illustration, it became
increasingly popular, notably on the covers of the books and magazines
published towards the end of the nineteenth century. And it was probably this
phenomenon which provoked, at least temporarily, the decline and
devaluation of the originals of illustrations. In book publishing, particularly,
there would be a careful distinction between serious, respectable “literary”
works from so-called “popular” titles and imprints, distinction made by giving
the former a purely typographical cover, enlivened at most by a dash of colour,
depending on the publishing house. To be sure, plenty of famous paintings
were reproduced in their entirety or in part on the covers of titles that were
judged worthy of such treatment when reprinted in paperback. But the so-
called “popular” genres presented a quite different face. When one says
“popular” one means “vulgar”, as everyone knows. Yet, a good many of these
“vulgar” covers possess an irresistible charm, all nostalgia left aside. The work
of French illustrators René Brantonne and Michel Gourdon are good examples.
The illustrator was not considered to be an artist but a craftsman, subordinate
to a third party, to a theme, to a text. By that criterion, Michelangelo
decorating the ceiling of the Sixtine Chapel would be a craftsman. And if one
gave the commission for that ceiling to Manchu, he would probably paint
spaceships against a background dotted with galaxies. But when all is said
and done, the slightly scornful distinction between craftsman and artist is
quite difficult to establish and stems above all from a fairly recent convention,
largely inspired by commercial motives.
In the end, the constraint supposedly exercised by the text is not very
rigorous. During the entire period when Manchu was working with me, for
each book he proposed, with complete freedom, several sketches, and
together we chose the one he would develop further. Most of the time we were
in complete agreement as
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(illustration de couverture du numéro 100 de Galaxie), Enki Bilal (Les
Phalanges de I'Ordre noir) et autres dieux et déesses de la planche a dessiner.
Le lecteur s'étonnera peut-étre que je n'aie pas retracé dans cette préface la
carriére de Manchu. Mais outre que le présent album la décrit mieux que je
ne saurais faire, j'ai préféré la situer dans un contexte plus vaste ol elle est
venue parfaitement s'insérer et dont elle devrait bénéficier.

Passer de I'illustration la plus réche qui demande une certaine exactitude
anecdotique a la peinture de chevalet réclame toutefois une sorte de
mutation. Le peintre doit introduire dans son ceuvre quelque chose qu'il est
bien difficile de définir ou méme de nommer sauf avec des termes batards
une profondeur, de la poésie, un relachement de la figuration, une singularité
qui ne peut appartenir qu'a lui et qui le fait reconnaitre. La difficulté est plus
grande dans le domaine de la science-fiction puisque sa représentation
graphique comme littéraire fait nécessairement appel a des idées alors

que la peinture moderne puis contemporaine, a de notables exceptions prés,
s'est efforcée de faire abstraction de toute idée.

Manchu n'a pas eu de grandes difficultés a accomplir cette mue que j'ai vue
s'assurer au cours des quelque trente années durant lesquelles je I'ai
accompagné, peut-étre conseillé, et publié. Déja Manchu peintre percait sous
Manchu illustrateur.

Un des prolongements les plus singuliers de son ceuvre est la concrétisation,
sous forme d'une maquette au 1/35¢ a@ monter disponible au moins un temps
chez Industria Mechanika, de I'automobile a vapeur qu'il avait imaginée pour
I'édition au Livre de Poche de La Machine a différences, une uchronie de
William Gibson et Bruce Sterling. Ne reste ensuite qu'a la réaliser en vraie
grandeur.

Manchu a entrepris un parcours complet : d'illustrateur de science-fiction,

il est devenu un artiste astronomique puis un peintre, sans jamais renoncer

a I'espace ni a I'avenir. Il me reste a lui souhaiter d'obtenir le Prix Lucien
Rudaux, de se voir attribuer un astéroide (quelques-uns sont encore
disponibles) et de donner son nom & un cratére martien, de préférence
proche de la plaine d'Argyre.

Gérard Klein
13 juin 2017
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Unfortunately, he is almost forgotten here in France while continuing to be -« 2016

celebrated in English-speaking countries: a lunar crater and the asteroid 3574
both bear his name. In the year 2000, the /nternational Association of
Astronomical Artists, founded in 1986, created the Lucien Rudaux Memorial
Award, the first of which was attributed to him as a posthumous tribute. It
would be fitting if a French art publisher envisaged a Collected Works or at
least a selection of reproductions of Rudaux's paintings.

His best-known successor was Chesley Bonestell (1888-1986), an architect
and painter. Although scientific accuracy was not his strongpoint (he continued
to publish views of canals on Mars, and his mountains on the Moon were found ~ [Tranche du livre] + 2011
to be less realistic than the more rounded formations of Rudaux, once the first
astronauts were able to photograph them), the splendid illustrations he provided
for Life and Collier’s magazines had a lasting impact on readers’ minds and
helped make the American venture into space a popular cause. He also
illustrated the covers of Astounding Science Fiction, The Magazine of Fantasy &
Science Fiction and Willy Ley's book, now a classic, The Conquest of Space. He
was given the second Rudaux Award and also had a Martian crater and an
asteroid named after him. His works now command sky-high prices. | won't cite
all of the space and science fiction artists who succeeded these two pioneers,
despite their talents and achievements, but will make an exception in the case
of William K. Hartmann and Ron Miller, the latter having notably produced a
history of astronomical art in his monumental volume, The Art of Space: The
History of Space Art, from the Earliest Visions to the Graphics of the Modern
Era (2014), in addition to his own admirable works. And I'll also mention the
British artist Chris Foss (1946 —) who shares equal passions for spaceships
and the female anatomy. He worked as much for cinema as in publishing and
remains probably the most influential (and the most imitated) space artist,
while not manifesting much regard for scientific detail. He was no doubt
partly responsible for putting Manchu on his chosen career path

Manchu wasn't the only contemporary astronomical artist working in France
Lionel Bret was another. As far as I'm aware, they were both treated relatively
well by the reviews where their “artist’s visions” appeared, since their names
were mentioned, whereas many others remained anonymous — another
example of the lack of consideration suffered by most creators in this field.

The rehabilitation of illustration originals, underway for decades now in the
English-speaking world, and particularly in the United States, where museums
and collectors vie with one another to acquire pieces, has lagged behind in
France, but finally made a good start in the last ten years or so. It was initially
the original plates for the most famous bande dessinée albums which attracted
S interest and soon obtained stratospheric prices. Illustrations for books and

Ailleurs & Demain
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magazines then followed. Entire scholarly works have been devoted to both art
forms. | would like to give some examples here of this welcome evolution.

As far as bande dessinée is concemed, the most noticeable phenomenon is to
be found not so much at public auctions as in special re-editions of works, such
as The Empire of a Thousand Planets and even more so, Birds of the Master,
produced by Editions Caurette. Published in very large format, they provide
facsimiles of the original plates by Jean-Claude Méziéres. The first volume is
quite remarkable, but the second is absolutely breath-taking, and goes as far as
reproducing the scotch tape used to attach the plates to their boards. It's like
looking at the original through a giant, and faithful, magnifying glass.

Another example of this rehabilitation is the interest taken in these originals by
art galleries, such as Daniel Maghen Gallery in Paris, which has notably
welcomed and presented works by Manchu together with Christie’s, organised
auctions for which it has produced sumptuous catalogues. | will mention in
particular the latest two catalogues, devoted to items put up for sale on

17 June 2017, which included originals by Rosinski (Thorgal), Mcebius

(The Incal), Jean-Claude Méziéres (Valérian), Philippe Druillet (Mirages),
Philippe Caza (his cover illustration for the 100" issue of Galaxie, the French
science fiction magazine), Enki Bilal (The Chaos Effect) and other gods and
goddesses of the drawing board

The reader will perhaps be surprised that | haven't recounted Manchu's career
in this preface. But beyond the fact that the present album describes it better
than | could do, | have preferred to situate his work in a vaster context where it
has inserted itself perfectly and should prove beneficial for it.

Proceeding from the roughest illustration sketch, which calls for merely
anecdotal accuracy, to an easel painting, however, requires a certain sort of
mutation. The painter must introduce into his work something that is quite
difficult to define or even give a name to except in half-baked terms: a depth,
a sense of poetry, a loosening of the portrayal, a uniqueness that can only
come from the artist and makes him stand out recognisably from others. The
problem is even greater in the field of science fiction, since both the graphic
and literary representations necessarily draw upon ideas, whereas modern and
now contemporary painting, with some notable exceptions, have attempted to
abstract themselves from any given idea.

Manchu has never had much trouble performing this shift, as | have witnessed
him do in the course of some thirty years when | was working with him,
perhaps advising him, and publishing his work. Manchu the painter was

Bureau 21

2017

already peeping out from beneath Manchu the illustrator. One of the most
extraordinary extensions of his work was the creation of a 1:35 scale model, to
be assembled from a kit available for a while from Industria Mechanika, of a
steam-powered automobile he had imagined for the French edition by Le Livre
de Poche of The Difference Engine, an alterate history written by William
Gibson and Bruce Sterling. Now all we need to do is build a life-size version.
Manchu has now gone the full course: from science fiction illustrator he has
become an astronomical artist and then a painter, without ever renouncing
space and the future as his chosen themes. My only remaining wish is that
one day he wins the Lucien Rudaux Memorial Award, and has an asteroid
(there are still some available) and a Martian crater named after him,
preferably somewhere within Argyre Planitia’.

Gérard Klein

13 June 2017

? The author of this preface, Gérard Kiein,
‘often wrote under the pseudonym “Gilles d’Argyre
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searching through this sad mound, as my methodical friends had already
done. | presume that when the publishing house moved elsewhere, all of
these originals were simply tossed in the bin.

Very fortunately, not all artists were treated in this fashion. Most publishers
returned works to their authors in perfect condition. That was true at Le Livre
de Poche, where | worked, and notably for Manchu, which allowed me to
acquire some of his originals later on. And these feature among my proudest
possessions.

The relationship between easel paintings and illustrations is complex and, as
far as | know, its history has yet to be written. But it is striking that if, in the
liberal West, painting liberated itself from illustration, this wasn't the case in
countries subjected to totalitarian rule: Nazi Germany and the Soviet Union
and China under Communism, where art was merely an instrument of
propaganda. Nazi art, astoundingly mediocre in quality, mixed idyllic images
of nature with housewives. The Communists favoured an outrageously
figurative “socialist realism” with a hagiographic preponderance of portraits of
their great leaders, Stalin and Mao. lllustration can also be an ideological
tool, as its religious use had already shown.

Opposed to any form of idealism, in America, Edward Hopper (1882-1967)
started off as an illustrator, a means of earning a living which he hated, and
then, as a painter and engraver, he chose to depict the daily life of the middle
classes, its loneliness and melancholy. But even when he became renowned,
he was not adverse to occasionally gracing the covers of intellectual
magazines such as The New Yorker, which in fact reproduced some of his
paintings. In the same spirit, | should also cite Norman Rockwell (1894-
1978), who for a long period illustrated The Saturday Evening Post.

Itis very possible that these painters, along with others (although | don't know
of any French examples) contributed to the revival of interest in illustration
originals. For a long while now, these originals have been fetching high prices
in auctions on sites such as Heritage Auctions, with opening bids today
starting anywhere from $1,000 to $20,000 or more, usually with a marked
preference for pretty women in scanty outfits, signed by Vargas and others.
Beautiful science fiction illustrations are also much sought after.

Which brings us back to the genre where Manchu works, which has its roots
both in the illustration of nineteenth-century novels, such as those by Jules
Verne, and in astronomical art?. The founding figure of the latter art form is
without question Lucien Rudaux (1874-1947), whose finest work remains Sur
les autres mondes [On Other Worlds, 1937] republished in 1989. The son of
painter Edmond Rudaux, Lucien Rudaux, a commercial illustrator who became
a painter himself, as well as an amateur astronomer of near-professional
status, gained fame in his times for his books and lectures. He made a major
contribution to the decoration of the Palais de la Découverte in Paris.

See the article by Elsa de Smet, “Le paysage spatal:de I'Ecole de Barbizon aux Pulp
Magazines”, in Res Futurs (May 2015), accessible on Intemet
hitps:/restrevues. org/63974ang =en#bodytn17
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to which sketch would be used. As it happens, | have saved all of these
sketches, at first drawn with a felt-tip pen, and then as the technology
progressed, in the form of print-outs. | am planning to bequeath them to the
Iconography Department at the Bibliothéque Nationale here in France.

The supposed unworthiness of the task did not prevent talented painters with
well-established reputations from seeking extra income on the sly by doing
illustrations for paperback books. The most famous case in France was
probably Tibor Csernus (1927-2007), an artist of Hungarian origin granted the
title of Chevalier des Arts et Lettres in 1986, who provided the French
publishing house J'ai lu with dozens and perhaps even hundreds of covers
over the years. The fate of his originals, like those of other illustrators, varied
considerably. While some publishers took great pains and returned them to
their authors, others treated them very casually: they ended up in the
wastepaper basket, or even, in the case of one particular publishing house, in
the dungeon. One day, some friends brought me, to my great delight, the

original gouache painting of the cover of my novel, La Loi du talion [The Law
of Retaliation], published by J'ai lu, and told me where they had recovered it
But they were unable to find the original for another of my novels, Les
Seigneurs de la guerre’. At the time, J'ai lu was located on Rue Madame in
Paris, and | went there to verify my friends' account, although | had no reason
to doubt it. Once | arrived there, | was politely invited to make a descent into
their cellar, and in this dank and confined space, | discovered hundreds and
perhaps thousands of originals in A4 format, heaped in unsorted stacks. | did
not discover another Csernus, but since these drawings were unsigned, it
would have been an impossible task to identify them without having
memorised all of the covers for J'ai lu. And | lacked the courage to go

Translator’s note
! Published in English as The Overlords of War (Doubleday, 1973).
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