From Sallust to le Journal de Tintin: when comics get back at history A book on classical reception in popular fiction cannot skip the medium of comics.

More accessible than books thanks to the immediacy of picture, largely aimed at young people, the extent of comics' audience let them play a major role in the constitution of a shared imaginary and culture. Comics have been considered as a 'mass medium' 1 for a long time before being gradually eclipsed by television.

As evidenced by characters such as Alix, created by Jacques Martin in 1948, or Asterix, imagined by Goscinny and Uderzo in 1959, Ancient Rome has successfully inspired the Franco-Belgian comics scene after the second World War. Coinciding with unrest in the colonial empires, these series introduce fictional characters caught in the expansion of Rome.

From one volume to another, Roman and non-Roman people interact, Gallic firstly, but also Carthaginian, Germanic or Hellene. The scene of the comic book series Jugurtha!, which this paper focus on, takes place in antique Numidia, a North-African country west of Carthage, and rarely explored so far by the popular fiction of twentieth century Western Europe. 2 Jugurtha! was published between 1967 and 1991 by Tintin comics magazine. 3 The script was submitted by very young journalist Jean-Luc Vernal, using the pen-name Laymilie, along with Hermann for the visuals of the first two volumes. Vernal chose a historically proven character as his eponymous hero, adding this originality to his unusual origin. 4 This innovation is in line with short didactical biography strips launched in the fifties by both of the major Belgian weekly comics magazines, Les Histoires de l'Oncle Paul (in Spirou) and Histoires complètes (in Tintin). 1 In the words of Fuchs & Reitberger 1972. Comics in Belgium and France have undergone a considerable development after 1946 (Baron-Carvais 2007 pp. 22-26).

2 Antique Numidia appeared in Giovanni Pastrone's Cambria, a silent movie of 1914. A Numidian character is fleetingly introduced in Martin's La Griffe noire (1959 pp. 21-22), but the imagery of Africa is usually dominated by Carthage and Sub-Saharan Africa. Yet, the last episode of the continuation of Alix comics, Pardelà le Styx (2015), takes extensively place in Numidia. 3 It first appeared weekly in seven-page chapters which were later brought together in hardcover books.

The only historical source of Jugurtha's story is the monograph written by the Latin historian Sallust entitled Bellum Iugurthinum (The War against Jugurtha, ca. 40 BC). This work is a major piece of what is called 'classical literature', precisely because most of the readers would have, most often, translated or read Bellum Iugurthinum at school. Therefore, if Jugurtha! allows to study how the context of its redaction affect the perception of Ancient Times, it offers as well an insight into the positioning of an author with respect to the conveyors of the reception.

No archaeological evidence remain, no other written testimony from that period: everybody, including Vernal, is dependent on Sallust's narrative, which is written from the winner's point of view and tells us Jugurtha's military success as well as his countless crimes.

The first two volumes of the comics series, Le lionceau des sables (The Lion Cub of the Sands) and Le casque celtibère (The Celtiberian Helmet), 5 follow the basic outline found in theBellum Iugurthinum. Vernal had then to cope with two constraints: on the one hand, the didactic aims of historical comics and the culture of the readers; on the other hand, it was required to make Jugurtha a hero likely to captivate Tintin's readers. At what cost did Vernal resolve these antagonistic requirements? We'll see that the distortions he made met with disapproval, not only because he was taking too many licenses with Sallust's authority, but also because his character matched an anti-imperialistic ideology that was likely to displease late sixties readers.

Jugurtha from Sallust to Vernal: one man, two figures

The junction between history and fiction in the new Jugurtha! series has been a major argument in editorial policy, as shown by the caption of the advertisement, which says: 'History books tell my story… My adventures bounce at a frenzied pace in Tintin magazine' (ill.1). 6 As a matter of fact, the historical series offered to the magazines a moral endorsement, since the genre was still unfavourably looked on: they explicitly aimed to illustrate history lessons in a more captivating way. 5 Le lionceau des sables gathered 44 plates published in seven chapters between May 1967 and December 1968, Le casque celtibère, 45 plates published in six chapters between April 1969 andJuly 1970. 6 'On parle de moi dans les livres d'Histoire… Mes aventures rebondissent en cavalcade dans le journal Tintin.' Thus, a late sixties child was naturally led to compare the comics' character with the Sallustian figure. According to the Latin historian, at the very end of second century BC, Numidia was a North African native kingdom allied with Rome since the second Punic War.

Jugurtha, king Micipsa's nephew, but born out of wedlock, was adopted as a child by the king and set co-heir of his two cousins, Adherbal and Hiempsal. The three of them were supposed to share the throne. Driven by ambition, Jugurtha had Hiempsal murdered and declared war on Adherbal, who called for Rome's help. Jugurtha then waged a seven-year war against Roman army. Despite his efficient strategy of bribery towards the Roman elite, he was eventually defeated and died of starvation in the Tullianum jail.

Jugurtha's portrayal

At the beginning of his monograph, Sallust provides a portrayal of Jugurtha. As the main character, the Numidian prince is minutely depicted, in a full characterization that will be used as a point of reference for the reader to evaluate the evolution of Jugurtha through the book. He comes on stage as he enters adulthood:

Qui ubi primum adolevit, pollens viribus, decora facie, sed multo maxume ingenio validus, non se luxu neque inertiae conrumpendum dedit, sed, uti mos gentis illius est, equitare, iaculari, cursu cum aequalibus certare et, cum omnis gloria anteiret, omnibus tamen carus esse; ad hoc pleraque tempora in venando agere, leonem atque alias feras primus aut in primis ferire, plurumum facere et minumum ipse de se loqui. Quibus rebus Micipsa tametsi initio laetus fuerat, existumans virtutem Iugurthae regno suo gloriae fore, tamen postquam hominem adulescentem exacta sua aetate et parvis liberis magis magisque crescere intellegit, uehementer eo negotio permotus, multa cum animo suo volvebat. Terrebat eum natura mortalium auida imperi et praeceps ad explendam animi cupidinem, praeterea opportunitas suae liberorumque aetatis, quae etiam mediocris viros spe praedae transvorsos agit; ad hoc studia Numidarum in Iugurtham adcensa, exemplum quibus, si talem virum dolis interfecisset, ne qua seditio aut bellum oriretur anxius erat. (B.J. VI.1-3) 'As soon as Jugurtha grew up, endowed as he was with physical strength, a handsome person, but above all with a vigorous intellect, he did not allow himself to be spoiled by luxury or idleness, but following the custom of that nation, he rode, he hurled the javelin, he contended with his fellows in footraces; and although he surpassed them all in renown, he nevertheless won the love of all. Besides this, he devoted much time to the chase, he was the first or among the first to strike down the lion and other wild beasts, he distinguished himself greatly, but spoke little of his own exploits. At first, Micipsa was delighted with this conduct, believing that the prowess of Jugurtha would contribute to the glory of his kingdom; but when he realized that the man was young and constantly growing in power, while himself was advanced in years and his children were small, he was seriously troubled by the situation and gave it constant thought. He dreaded the natural disposition of mankind, which is greedy for power and eager to gratify his heart's desire, while his own years and the youthfulness of his sons offered that opportunity which through the hope of gain leads astray even men of moderate ambition. He observed too the devotion which Jugurtha had inspired in the Numidians, and was apprehensive of some rebellion or war from that source, if by treachery he should cause the death of such a man.'7 

On the whole, Jugurtha's portrait is flattering, but Sallust already includes discreet qualifications, the seeds of the prince's criminal fate. From this characterization, taken point by point, mostly positive aspects remain in Vernal and Hermann's comic book.

First of all, Sallust's Jugurtha comes across as a handsome and strong man. This is obviously an advantage for a hero, so Hermann draws an athletic figure, with black, long, abundant hair and noble facial features (ill.2-3). His skin is slightly darker than those of European character. 8 We have no evidence that the illustrator looked for the archaeological sources, and there is actually no accurate iconographic representation left, but there is a portrayal on a coin that has been usually, yet mistakenly, attributed to him since the end of nineteenth century (ill.4).9 Maybe Hermann has drawn from it the high cheekbones, the strong and slightly prominent chin and the very singular eyebrows of his character.

Jugurtha's extraordinary physical strength manifests itself through various sport activities: horse riding, javelin throw and footraces, hunting wild beasts. This is the way Greek and Roman writers stereotyped Numidian people. 10 Thus, our comics begin with a lionhunt scene that is most probably inspired by Sallust's remark.

Africans are generally seen as excellent riders, that is why most of the classic representations, that is Libyc engraved stones, coins or Roman bas-relief show them as horsemen. 11 Hermann is quite faithful to this iconography, in particular as regards weaponry: he has his character wear a javelin and the typical small round shield with a central boss (umbo) (Camps et al. 1989), which is yet more decorated than its antique model (ill.5-6).

However, ancient writers often stressed the fact that Numidian riders were extremely quick and nimble but did not use any horse tack; a bridle was enough to guide their mount. 12 A panel showing Jugurtha avoiding an arrow by leaning down on the side of his horse shows a striking likeness to an Apulian terracotta figurine (ill.8), now exhibited in the Louvre Museum and known as the 'Canosa horseman'. It presents a wounded Numidian horseman falling from his horse (Rostovtzeff 1946). The bodily posture is quite similar but, supposing the artist actually knew it, he turned a position denoting failure into a dodging trick, sign of the hero's physical and tactical skills.

But more than these scholarly recollections, all in all hypothetical, we may find a more obvious source of inspiration in Western comics. Indeed, as Hermann works on Jugurtha!, the first volumes of the famous Western series Blueberry are published. The visuals (ill.9), by Jijé and Giraud, 13 have probably deeply impressed the young artist. Jugurtha significantly borrows many features of Indian characters: especially his way of fighting, with projectile weapons, and his very acrobatic way of riding (ill.10-11).

Moreover, this physical perfection turn out to be a telltale sign of upstanding moral qualities, especially the ability to strictly discipline himself despite his rank. He is also extremely smart and his intelligence matches an outstanding bravery in war, as Sallust says in the next paragraph. To complete the portrait, Sallust emphasizes Jugurtha's human qualities, as modesty and affability. The historian points out that Jugurtha embodies a very rare 10 See e. g. Strabo XVII.3.7. 11 See e. g. LIMCicon ID 3183,3251,3416,3424,3432,3436. 12 Livy XXIII.29.5 ; Strabo XV.3.7. Hermann draws halters and saddle. 13 Jijé drew 31 pages of the series Fort Navajo, 9 in the volume Tonnerre à l'Ouest and 22 in le Cavalier Perdu (1965). combination of qualities, summed up here in the term virtus. This leads to his popularity amongst Numidian people as well as Romans. The same personality traits are to be found in the comics, which result in the same public favour, as summed up by a panel depicting Jugurtha coming back from Numantine War, surrounded by the cheering of an invisible crowd.

But, in Sallust's text, by this time Micipsa already worries about the danger of human ambition, especially as far as Jugurtha is concerned. This burning ambition will thereafter spoil all his qualities and lead him to crime and bribery. Further in his book, the historian calls Jugurtha acer, bellicosus ('violent', 'warlike'). 14 He becomes daring and needlessly cruel, committing gratuitous crimes, named by harsh words as scelus ('crime') or atrocitas ('atrocity'). 15 This clear development hardly appears in the comic book: Vernal has Jugurtha, at most, slightly impetuous. But is this really a failing for a hero? However, one cannot deny that the historical war with Jugurtha broke out because two of the three heirs of Numidia died a violent death. As a result, maintaining the positive image of the young man entails not only wiping the dark side of his personality but also altering a few elements in the plot.

Distorting the facts

The first two volumes of the series globally stick to the first third of Sallust's account, until Jugurtha's unsuccessful negotiations in Rome, followed by the decision of the Senate to send proper troops in Numidia under the command of Metellus. Vernal himself admitted that he had rewritten Sallust's narrative in a slightly more novelistic way. 16 In actual fact, he has drastically misrepresented events so as to imply an interpretation opposite to the original meaning.

Two methods are used to this end. The first one is adding or deleting characters, or even episodes, in order to disparage Jugurtha's enemies, especially Hiempsal and Adherbal, 14 B.J. XX.2. 15 scelus: XXV.6, XXVII.2; atrocitas: XXVII.1. while enhancing his glorious image. For instance, Vernal figures precisely Jugurtha's exploits during the battle of Numance, 17 something that Sallust only alluded to.

The second way is the distortion of events formerly related by the historian. The most striking examples are precisely Jugurtha's worst crimes: the assassination of his two contenders and the active corruption of Roman senators. In the Sallustian version of Hiempsal's assassination, Jugurtha uses duplicity and send a troop of henchmen to murder his cousin by night. They chase him in the servant's hut he was hiding in and bring his head to Jugurtha. 18 Vernal reverses the roles: according to him, Hiempsal, arrogant and jealous, has attempted to have Jugurtha treacherously murdered. As the latter comes to the royal palace to ask for explanation, Hiempsal throws himself on purpose upon Jugurtha's sword, in order to present him as a murderer to the posterity. 19 In this manner, the hero is entirely exculpated.

Moreover, classic historiography is shown as erroneous, out of naivety or intentional calumny.

The storyboard similarly modifies the murder of the elder son of Micipsa, Adherbal. In Sallust's account indeed, as Jugurtha takes Cirta, capital of Numidia, he has Adherbal tortured to death in the most horrible manner. 20 On the other hand, according to Vernal, Adherbal, cornered by his cousin, falls down accidently from the walls of the citadel. 21 Last but not least is the charge of bribery that Sallust holds against Jugurtha, since the prince uses repeatedly his money and connections to corrupt the Roman elite, despite Scipio Aemilianus' warnings. But in Vernal's narrative, Jugurtha bribes the Roman Senate only once, the unique reason of his decision being the senators are too greedy to listen to his words when he has tried to convince them rationally of his just cause. Faced to such bad faith, he contemptuously pours riches in front of them, saying: 'but as there is only one mean to convince you… Here it is! And consider it as an insult!' Then, a senator thinks: 'Oh, my 17 Le Lionceau des sables (Laymilie et al. 2011 pp. 20-23). 18 B.J. XII.4-5. 19 Le Lionceau des sables (Laymilie et al. 2011 p. 37). 20 B.J. XXVI.5. 21 Le casque celtibère (Laymilie et al. 2011 p. 96). favourite insult!' 22 As a result, guilt is on the Roman side, and Jugurtha's scornful disdain keeps him above suspicion.

Comics versus official historiography

Thus, comics engage in competition with history, denounced by Vernal as an official history, biased and ideological. Sallust's narrative appears as a web of speeches, which are sometimes intentionally misrepresenting facts. The caption of the closing vignette of the chapter entitled 'La lutte pour la couronne' ('Struggle for the Crown') makes this explicit: 'Jugurtha's future was likely to be quite dark. Latin historians, steered by their patriotism, presented him to the world as a murderer indeed: Jugurtha was, for them as well, the one who inflicted defeat upon defeat to their African army…' 23 By this, Vernal claims that Roman historians (a Roman historian, in fact) gave priority to a version inimical to Jugurtha, because it was in the interest of their own colonialist aims and legitimated the Roman interference in Numidian business. In an interview, he named Sallust 'an extremist who set Rome's grandeur above any sense of objectivity' 24 . Vernal claimed for counterbalancing an obviously Latincentred text with a native tradition, the Tales of Numidia, which was, according to him, 'relayed by oral tradition and written down in the 19th century' (Plessis 2011 p. 10). These tales were supposed to present Jugurtha as a hero of Berber independence. As a matter of fact, there is no trace of such a book, and Vernal never gave an answer when he was pressed to specify his source (Thiébaut 1997 p. 126).

In the same vein, the editorial policy of Journal de Tintin systematically identified Vernal to an historian who tests one source against another one and reveals a hidden truth.

The editorial board even compared him to Henri Guillemin, a leftist French historian famous for his works, which often took the opposite view of official history (Thiébaut 1997 p. 126).

The public was then led to keep in mind the ideological issue while reading. 22 Le casque celtibère (Laymilie et al. 2011 p. 106). 23 'L'avenir de Jugurtha se présentait sous un jour peu brillant. C'est en effet comme un assassin que les historiens latins, gouvernés par leur patriotisme, le présentèrent au monde : Jugurtha était aussi, pour eux ; celui qui infligea défaite sur défaite à leur armée d'Afrique.' Le Lionceau des Sables (Laymilie et al. 2011 p. 37). 24 'Salluste était un extrémiste qui plaçait la grandeur de Rome au-dessus de tout sentiment d'objectivité', J.-L.

Vernal in Journal de Tintin n°15/1969 (quoted by Pessis 2011 pp. 10-11).

Jugurtha in the late 60s: ideological and political readings

As Vernal clears Jugurtha of the accusations of ambition and greed for power, he leaves him only one motive to wage war against Rome: fighting for the independence of Numidia. The Numidian prince appears then as a resistance fighter towards imperialism as a concept.

Vernal's target: American imperialism

We must note that Sallust's character already took a stance against Roman domination. The Roman historian has him saying these words as he exhorts his military ally Bocchus, king of Mauretania:

Romanos iniustos, profunda avaritia, conmunis omnium hostis esse; eandem illos causam belli cum Boccho habere, quam secum et cum aliis gentibus, lubidinem imperitandi, quis omnia regna advorsa sint. (B.J. LXXXI.1) The Romans, he said, were unjust, of boundless greed, and the common foes of all mankind. They had the same motive for a war with Bocchus as for one with himself and other nations, namely, the lust for dominion, and their hatred of all monarchies. This trend 25 is in accordance with opinions of Vernal, who, before being a scriptwriter, is a journalist, prone to standing up for the oppressed. In charge of the section 'Our Time', in Special, an important weekly newspaper in the sixties and seventies, he was the first one to let the Belgians know about the slaughters committed by the Khmers Rouges in Cambodia. That is why Jugurtha becomes, under his hand, the spoke-speaker of antiimperialism, transposed without further reflexion to Antiquity. In order to back this up, Vernal traces back the prince's hatred towards Rome to an episode of the Numantine War, which is a complete fabrication. According to the comics, the Romans would have rejected non-violent negotiations and unfairly slaughtered Iberian people. 26 From now on, Jugurtha unites claims of all oppressed peoples, so that Iberians, Nomads from the South, Black Africans, make up his army (ill.12). Such a diversity of oppressed peoples reflects a union similar to the Third World, of which Algeria was leader in 25 Similar anti-imperialistic words can be found in Sallust's History, ascribed to Mithridates of Pontus (Hist.4.69.5). Sallust is actually condemning the moral corruption of his fellow-citizens, but no anti-imperialism can be inferred from these words, always put in the enemy's mouth: the historian himself is convinced that Rome's hegemony over the barbarian world is legitimate (Claassen 1993 p. 277; quoting Earl 1966 p. 109). 26 Le lionceau des sables (Laymilie et al. 2011 pp. 47-48).

the sixties and seventies. The aim is to create a parallel between antique Rome and the United States of America, both imperialistic and cynical powers. Vernal wrote: 'Rome at this time was rather similar to today's America. (…) History repeats itself forever.' 27 At the time that the Vietnam War aroused serious protest in America and in Europe, Jugurtha was presented as the first guerrilla in history.

The reader's interpretation: the Algerian War

However, even though Vernal did not ever mention it, one cannot forget that antique Numidia, for the independence of which Jugurtha is fighting, spreads over today's Algeria and Tunisia, and the first comic-book of the series was published no more than five years after the end of Algerian War, whilethe wound were still open. Hermann, the drawer, has later recognised the reference, saying: 'It was similar to the FLN 28 against the French army during the Algerian War'. 29 Though Vernal is not French, a large part of his public was, and tended to identify Jugurtha's struggle for independence with FLN's fighting.

As a matter of fact, reinterpreting Jugurtha's figure as a nationalist is not new. From the beginning of colonisation, French historians as J. Michelet have praised Jugurtha as a hero of the national cause fighting against Roman expansion (Alexandropoulos 2012 p. 17 Revisiting ancient times in order to show that liberty was deeply rooted in North Africa, this text sets explicitly Jugurtha as a foreshadowing of the maquisards, fighting for Algeria and Maghreb against the West. It was reedited in Paris in 1968 (Thiébaut 1997 p. 126).

The reference to the Algerian nationalist movement is actually blurred, in particular because, in the fifties, it did not have only one leader, who could be seen as a hero, crystallise the nascent sense of independence, and then constitute a model for Vernal's Jugurtha. That is why the figure that mainly comes to mind is the one of Emir Abd el-Kader, who led a serious 27 'La Rome de cette époque était un peu semblable à l'Amérique d'aujourd'hui […]. L'histoire est un éternel recommencement.' (Pessis 2011 p. 10). 28 The Algerian National Liberation Front. quoted previously, Vernal alleged that he has found a happy medium between Sallust's 'bad' Jugurtha and the hero of Berber legends, but, as we have seen, he clearly states his position against imperialism. Yet, Tintin's editor-in-chief, Greg, disapproved of all political hints in his magazine(Pessis 2011 pp. 10-11); so he stopped the publication, before the end of the story .

It will make a fresh start six years later, resuming the plot after the supposed death of Jugurtha, in a revival that calls for a brief remark. Taken over by another artist, Franz, the series stepped out of the historic frame, while Sallust was now clearly presented as the narrator. Paradoxically, this continuation strays gradually from verisimilitude opening up to fantastic and eroticism, but the figure of Sallust brings legitimacy to it: at the beginning of the first volume of the new series, entitled La Nuit des Scorpions (The Night of the Scorpions), Sallust is represented writing his Bellum Jugurthinum. He summarizes the end of the 'official story', and then speaks about other versions he has heard of. In this way, Sallust is set as an authority, at least for the first instalments. Indeed, the distancing allows infinity of new adventures without clearly interrupting this reading contract, though it must have been gradually forgotten. The ambiguity between history and fiction fertilises the series, which becomes a form of 'uchronia'. 32 However, Jugurtha keeps on standing up for the oppressed all over the world.

Apparently, an entrenchment referring too precisely to the uncured trauma of Algerian War seemed delicate; 33 but, given the spreading anti-imperialism of seventies, a decontextualized apology of resistance was appreciated.

Conclusion

What does the example of the reception of Jugurtha teach about the use of ancient times in popular fiction? The historical Jugurtha was defeated by Rome. Antiquity most exemplifies the truism 'history is written by the victors', because of the lack of documentation coming from the vanquished, especially in Numidia, where even archaeology does not say 32 See Lemaire's article in the present book. 33 Martin's La Griffe noire (1959) and Les Légions perdues (1965) were also hardly banned because of alleged references to the Algerian War (Labé 2010 p. 23). much about this period. That is why, like Vernal, artists are tempted to give a voice to the unfortunate enemy, by taking the opposite point of view and creating heroes. In Franco-Belgian comics tradition, two types of heroes are visible, the collaborator, as the young Romanised Gallic Alix, and the resistant fighter. Jugurtha is one of the latter, as Astérix, who treats the subject of political antagonism more humorously.

As far as Jugurtha! is concerned, Vernal and Hermann were little concerned by ancient history, and set the character in the codes and conventions of the genre, using especially the artistic universe of the Western and a stereotyped colonialist imagery. Vernal was more interested in featuring, by analogy, the contemporary conflict between the perception and the memory of peoples and official history. Nevertheless, being at variance with a founding historian as Sallust and with all the classical education contributed to his criticism.

More broadly speaking, the figure of Jugurtha illustrates the paradox of the vanquished become people's hero. As for Vercingetorix, Jeanne of Arc, or William Wallace, nationalist memory changes the defeat into an advantage, for two main reasons. First, the fight he led implies that a national community already existed, 34 in front of a common enemy; second, his premature death did not let time to see his weaknesses and the division of his partisans, so he brings to the community, by his sacrifice, a form of transcendence.

  16 'Tout en restant fidèle aux événements, j'ai cependant pris le parti de romancer quelque peu la chose et d'en faire une sorte de grande fresque épique comme l'avaient fait Alexandre Dumas avec Les trois Mousquetaires et Maurice Druon avec Les Rois maudits.' J.-L. Vernal in Journal de Tintin n°47/1983 (quoted by Pessis 2011 p. 6).

  ), paving the way for his ideological reclamation by the other side. Putting aside the controversial Tales of Numidia, in 1947, as the Algerian liberation movement was increasing, the militant M.-C. Sahli published a book entitled le Message de Yougourtha (Yougourtha's Message).

  29 'C'était un peu le FLN contre les troupes françaises pendant la guerre d'Algérie' (quoted by Pessis 2011 p. 11).

All texts and translations of Sallust by J.C. Rolfe 1985.

This representation is quite accurate; in 1971, the Numidian slave Duplicatha (whose name still refer to Jugurtha) introduced in Astérix, le Domaine des Dieux looks like a Sub-Saharan man, and not to a Berber[START_REF] Goscinny | Astérix, le Domaine des Dieux[END_REF].

This portrait is now known as a representation of the Phoenician god Melqart(Alexandropoulos 2012 pp. 25- 26).

resistance against French troops from 1832 to 1847. The parallel between the two North-African warriors was common in French colonial historiography (Alexandropoulos 2012 p. 19). 30 A previously quoted vignette of Le lionceau des sables make allusion to 'the African army'; that may refer to Roman exercitus Africae as well as the usual appellation of the French army that conquered Algeria. Besides, Hermann's visuals clearly match the colonial imaginary and remind the reader of typical sceneries, with desert and Bedouin tents, as a comparison with postcards of the colonial period will show (ill.13).

In some places, visuals condemn implicitly colonialist policy, as on a noteworthy plate (ill.14) which relates Roman reaction to Adherbal's death: same landing on the coasts, same wiping out the supplying columns, same plundering. Street architecture and white feminine shapes remind the Casbah and the battle of Algiers. The second-last panel shows military abuses and the flames remind of the napalm attacks. A journalist at heart, Vernal wanted to expose the lies of official speeches, which hid or legitimated monstrosity of the 'events of Algeria'.

The context offered various possible references. Vernal was not quite interested in an academic debate about the bias of ancient historiography: by analogy, he aimed at official lines, at history as a construction written by the vanquisher, colonialist France in particular, but, more widely, any contemporary imperialistic power.

Escaping from reality

Vernal's commitment was not to the reader's liking, neither to the editor's, so the series was suspended in 1970. The first reason was the license taken with the Sallustian pattern, which shocked many readers. In school, classics still took an important place in education and pupils had a direct access to the original text. It also significant of a traditional relation of complete faith towards the ancient texts, summed up by the major historian Fustel de Coulanges: 'The best historian is the one who keeps very close to the texts, who writes and even think only after them'. 31 Letters to the Editor sparked off the controversy, entailing firstly, in April 1969, an 'official explanation' in the magazine. In this defence, that we 30 The French historian E. Mercier called Abd el-Kader a 'modern Jugurtha' (Mercier 1880 p. 40), and A. Rimbaud dedicated to him a poem in Latin and in French, calling him the 'new Jugurtha'. 31 'Le meilleur des historiens est celui qui se tient le plus près des textes, qui n'écrit et même ne pense que d'après eux' (Fustel de Coulanges 1888 p. 33).