


FRED (France, 1931-2013)

Was it because his fi rst professional experiences in drawing were so fi rmly rooted 
in reality and the everyday that Fred came to develop one of the most beautiful 
imaginations ever encountered in comics?
When, in 1966, René Goscinny off ered him the chance to publish in Pilote the 
fi rst pages (rejected by Spirou) of the incredible saga that would later become 
Philémon, Fred doubtless still had in mind the countless tasks carried out in the 
service of press illustration and social critique. His experience alongside Cavanna 
and Choron, with whom he co-founded Hara-Kiri six years earlier - and for which 
he would produce dozens of covers - had already enabled him to identify what he 
wanted from then on: to invent and construct worlds, bringing together in equal 
measure fantasy, poetry, humor, subtlety, tenderness. To celebrate nonconformity 
and nurture dreams. To fl ee the very notion of choice and stop the clocks.
His storytelling, built around a singular, unpredictable gentle madness, responds 
to the earlier readings of George Herriman or Frank King, where the page had to 
be a place of surprises, experimentation, and an expansion of possibilities.
The author foreshadows the avant-garde that would soon revolutionize comics. 
Fred was already there.

Fred, Philemon, Couverture "Le Mémémoire", 1977, encre de chine sur 
papier, Indian ink on paper, 30 x 42 cm, 11 3/4 x 16 1/2 in, (FRED25-002)



GABRIELLA GIANDELLI (Italy, 1963)
The Milanese artist Gabriella Giandelli demonstrates at every stage of her career a 
wide-ranging interest in the art of storytelling through images, with a remarkable 
breadth that can no doubt be explained by a noble and steadfast quest for the 
ideal narrative.
While one can easily appreciate and identify her broad palette of graphic tools 
and artistic techniques - where her command of color, luminosity, and contrast is 
expressed with great mastery - one can also savor the evolution of her narrative 
work.
In 1984, when she was not yet twenty, Giandelli was already exploring the 
possibilities off ered to her by comics. In Lisa, the lively rhythm of the story 
benefi ts from the author’s interest in cinematic language (at that time she was 
studying at the Institute of Art at the School of Comics, then at the Milan Film 
Academy). This marks the beginning of a tone, a particular way of looking at 
the world, regardless of the books that would follow: often, as here, feelings of 
wandering and drifting, of gentleness and melancholy intersect with surprising 
impetuosity - sometimes underlying, but always very much present.

Gabriella Giandelli, Lisa, Alter alter, 1984, crayons de couleur, pastels 
et gouache, colored pencil, pastels and gouache on paper, 35 x 50 cm, 
13 3/4 x 19 3/4 in, (GGIA25-002)



GARY PANTER (United States, 1950)

Working for over fi fty years and constantly redefi ning the contours of the margins, 
Gary Panter is often cited by his peers as the most important voice to emerge 
from punk graphic aesthetics.
Heir at once to hippie disillusionment, the underground comics of the ’60s, and 
the radicalism of the punk movement of the ’70s, his transversal and protean 
body of work is among the wildest that exist. Jimbo, his grotesque character 
created in 1977 at the center of a fi erce post-nuclear comic, carries a critique far 
more subtle and erudite than his primitive, borderline indecipherable line might 
initially suggest.
His chaotic page compositions, saturated with information and narrative overlays, 
induce vertigo. This experimental dizziness, which has inspired generations of 
artists, does more than unsettle: it questions the boundary between the ugly and 
the beautiful, marks the separation between the legible and the incomprehensible, 
bridges scholarly high culture and popular art, and above all relentlessly tramples 
the contours of normativity.

Gary Panter, Omega-3 Fatty Acids, 2000, encre sur papier, ink on paper
21 x 28 cm, 8 1/4 x 11 in, (Gary130)



GUIDO CREPAX (Italy, 1933-2003)

When Valentina fi rst appeared in the pages of the celebrated Italian magazine 
Linus in 1965, could Guido Crepax have known he had just given life to one of the 
most iconic characters in the history of comics?
What remains unforgettable is fi rst the heroine’s distinctive black bob, and then 
the whimsical, uninhibited imagination into which her creator plunged her - 
leading her through countless adventures, whose erotic charge remains perhaps 
the most enduring.
Valentina, very much a child of her time - an era rich in cultural movements and 
radical change - mirrored many of Crepax’s own obsessions, while also allowing 
him to explore the vast possibilities of the medium itself. Reality and imagination 
blend seamlessly, fostering a metafi ctional approach to which readers readily 
surrendered. Like the black ink that spreads across the page under Valentina’s 
hand, Crepax’s work escapes containment, leaving behind the lingering memory 
of an ethereal, elusive gaze - above all, unforgettable.

Guido Crepax, I vestiti nuovi dell’imperatrice, 1973, encre de Chine sur 
papier, Indian ink on paper, 40 x 50 cm, 15 3/4 x 19 3/4 in, (GCRE24-009)



JOSÉ MUÑOZ (Argentina, 1942)
The art of José Muñoz is the result of an extraordinary life journey: the early 
passion of a young Argentinian, long hours spent studying Alberto Breccia’s 
expressionist blacks, and the awakening of artistic curiosity under Huberto 
Cerantonio - together forming the foundation of his lifelong devotion to drawing. 
From Breccia’s lessons, Muñoz retained an anatomical precision that would 
inspire him through out his career, soon leading him to leave his own mark on 
the history of black and white - and later to collaborate with Hugo Pratt.
His life was also, inevitably and tragically, shaped by the social oppression of 
Argentina’s dictatorship, which forced him into exile in Europe. There, in 1972, 
he met writer Carlos Sampayo in Spain: from the very fi rst day, like in the best 
of stories, their newfound complicity gave rise to Alack Sinner. Without plan 
or script, each page emerged as a masterclass in control and spontaneity: 
contrast, balance, shadow and light, line and solid black… Always at the service 
of exemplary and inspiring storytelling, the graphic power of the Argentinian 
master remains unmatched to this day.

José Muñoz, Alack Sinner, page 93, encre de chine sur papier, Indian ink on paper, 
33 x 42 cm, 13 x 16 1/2 in, (JMUN20-004)



LORENZO MATTOTTI (Italy, 1954)
Lorenzo Mattotti is one of those rare comic book authors for whom drawing is 
not merely a means, but a reservoir of possibilities from which a narrative thread 
can emerge.
The pursuit of this vision has given us, over the years, a series of remarkable books 
- each a major contribution to the enrichment and expansion of the language of 
comics. By embracing surrealism, dreamlike imagery, and poetry, Mattotti opens 
up a spectrum of possibilities that he arranges with uncompromising formal 
radicality, placing color at the very heart of his creative process: luminous, 
radiant, daring, absolute. Essential as never before, color here exalts the eye and 
stimulates the imagination in equal measure.
The rest is well known: now recognized worldwide as one of the most important 
illustrators of his generation, Mattotti’s work in comics still resonates with the 
same force as it did at the beginning. Nearly forty years later, the recursive 
narratives of Labirinti, guided beyond the realm of dreams, continue to achieve 
the impossible task of telling the untellable.

Lorenzo Mattotti, Labirinti, page 11, crayon et pastel de couleur sur papier, 
colored, pencil and pastel on paper, 24 x 32 cm, 9 1/2 x 12 5/8 in (LMAT25-068)



Miroslav Sekulic-Struja (Croatia, 1976)

In just a few years, Croatian author Miroslav Sekulic-Struja has become one of 
the most striking and disarming portraitists in contemporary comics.
What fi rst captures the reader’s eye is his dazzling command of direct color: 
acrylics and gouache draw us instantly into a world overfl owing with humanity - 
at times radiant, at times tragic, but always unpredictable.
Each panel is a miniature critique of a fractured society, of torn countries, of 
destinies adrift. Each page demonstrates an extraordinary craftsmanship in 
the precision and delicacy with which disillusionment seeps into this gallery 
of disenchanted, lifelike characters. And with every book, closeness replaces 
distance, as the author brings us a step nearer to encountering the other.
Together, his works form a tender, luminous tableau, imbued with nostalgia and 
authenticity, where everything seems possible and where, despite it all, love, 
passion, and life burst forth with every brushstroke.

Miroslav Sekulic-Struja, Petar & Liza, couverture, 2022, peinture acrylique sur carton, acrylic paint on cardboard, 
120 x 80 cm, 47 1/4 x 31 1/2 in, (MSEK22-031)



ALEX BARBIER (France, 1950-2019)
A singular creator, Alex Barbier established himself as a pivotal fi gure at the 
crossroads of painting and comics. A recognized pioneer of direct color, he burst 
onto the artistic scene in the 1970s with stories published in Charlie Mensuel, 
notably Lycaons. Raised on a diet of classic comics (Hergé, Franquin, Tillieux), 
Barbier quickly broke away from traditional codes to construct a world where 
eroticism, existential anxiety, and a raw approach to reality prevailed.
Trained at the Beaux-Arts in the late 1960s, Barbier began by briefl y teaching 
visual arts before being dismissed for his unconventional methods. A chance 
discovery of a batch of old inks proved decisive, leading him toward an intense 
practice of direct color - an essential hallmark of his work.
Though relatively brief, his oeuvre left a lasting impact, probing the limits of 
fi guration and imagination while remaining fi rmly rooted in lived and sensory 
reality. His unfl inching, lucid gaze on the world, his explicit rejection of meaningless 
abstraction, and his highly personal way of weaving fantasy with reality made him 
a complex artist—admired by his peers and regarded as a true innovator.

Alex Barbier, inédit, env. 1995, encre et collage sur papier, colored ink 
and collage on paper, 40 x 50 cm, 15 3/4 x 19 3/4 in (ABAR24-006)
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HERR SEELE & KAMAGURKA (Belgium, 1959 & 1956)

With Cowboy Henk, created in 1981 as a four-handed venture, Herr Seele and 
Kamagurka carved out a unique territory where the absurd reigns supreme. 
Friends since their student years at the Royal Academy of Fine Arts in Ghent, they 
quickly established their hulking blond cowboy in the pages of Raw, Hara-Kiri, 
Psikopat, and L’Écho des savanes. Henk - both grotesque hero and iconic fi gure 
- inhabits a zany universe where each gag pushes illogic, biting humor, and mad 
laughter to new extremes.
The duo embodies a rare complementarity: Kamagurka, irreverent spirit, delves 
into the grotesque and instinctive, while Herr Seele- “Monsieur Âme” - maintains 
a constant dialogue with the history of Flemish painting and Belgian surrealism. 
Together they achieve an unprecedented synthesis of the trivial and the erudite, 
the clownish and the refi ned. Whether through painting, comics, cabaret, 
cinema, or radio, their creativity overfl ows every frame and gleefully undermines 
established certainties.

Herr Seele & Kamagurka, Museum, Cowboy Henk - L’Art Actuel, p. 31, 
2009, encre sur papier, ink on paper, 51 x 65 cm, 20 1/8 x 25 5/8 in 
(HSEE25-007)

extrait du communiqué de presse avril 2025



UGO BIENVENU (France, 1987)
By steadily producing both books and animated fi lms with remarkable consistency, 
Ugo Bienvenu has been building a body of work of striking cohesion.
Focusing on the temporal elasticity off ered by anticipation, he weaves together 
some of the moral questions that unsettle our society and its individuals, down 
to their most intimate lives. In doing so, he underscores the transformative power 
that creation aff ords us: his stories, fi rmly rooted in reality, open the door to new 
possibilities through a wide range of always timely references.
His drawing and compositions also emerge from deep refl ection, resulting in a 
series of masterclasses in storytelling: each panel feels like a fi lm sequence, 
each cinematic moment like a snapshot - part of a vast project of fragmenting 
time. In a display that is as meta as it is poetic, Ugo Bienvenu explores both the 
outer and inner dimensions of the constant technological vertigo that surrounds 
us - and accomplishes this feat by insisting on the enduring power of the image.

Ugo Bienvenu, Dessins & Maisons, pages 378/379, 2022, encre de chine sur papier, indian ink on paper, 59 x 42 cm, 
23 1/4 x 16 1/2 in, (UBIE25-006)



THIERRY VAN HASSELT (Belgique, 1969)
There is one constant in the work of Thierry Van Hasselt: every new book is 
bound to be surprising, bound to be powerful. This regularity mirrors that of 
Frémok, the unparalleled publishing collective dedicated to bringing forth works 
like no others. As one of its key fi gures, anticipation was high when Van Hasselt 
announced his reinterpretation of the myth of Saint Nicholas, protector of all 
children.
The result is an explosive work of rare ferocity - a jubilant fresco such as comics 
seldom off er.
Amid the cacophony of a world in decline - mired in social decay, vain confl icts, 
ecological disasters, and ultimately its own self-destruction - the author poses 
the question: who cares for the children?
Taking up watercolor for the fi rst time only heightens the achievement. The 
large, luminous panels radiate warmth, yet what unfolds within them is brutally 
unspeakable. The colors appear gentle, but the violence is radical. And the fi nesse 
of his inking adds a subtlety to the whole: delicacy and ferocity, combined as 
never before.

Thierry Van Hasselt, La Véritable Histoire de Saint Nicolas, 2023, encre et aquarelle sur papier, ink and watercolor on paper, 
48 x 32 cm, 18 7/8 x 12 5/8 in, (TVHA23-045)



THOMAS OTT (Suisse, 1971)
One could dwell for hours on the unique, instantly recognizable quality of Thomas 
Ott’s compositions.
Emerging in the world of alternative publishing at the end of the 1980s, his work 
seems to follow a deceptively simple modus operandi when summarized: crafting 
desperate plots steeped in unease, horror, and oppression - served by a perfectly 
suited graphic universe. Yet a closer look complicates things. His art is created 
using scratchboard, a technique akin to engraving, in which Ott has continually 
distinguished himself, saturating each page with an expressionist chiaroscuro 
that seeps from every incision - mastery that has earned him unanimous acclaim.
And then there is his choice: silence. From the very beginning, Ott has embraced 
wordless storytelling. Without a single line of dialogue, with absolute restraint 
and unquestionable clarity, his stories become even more formidable, more 
unsettling; the terror gripping his characters resounds all the louder for being 
mute.
Not without humor, he consistently ends his tales on failure - acidic, bittersweet. 
Thomas Ott has mastered absolute darkness.

Thomas Ott, Goodbye, Greeting From Hellville, 1995, pages 1 - 12, carte à gratter, scratchboard, 
20 x 29.5 cm, 7 7/8 x 11 5/8 in



DOMINIQUE GOBLET (Belgium, 1967)
Any attempt to pin down the work of Dominique Goblet is as impossible as it is 
senseless.
From the very beginning, the author and visual artist has seemed intent on 
multiplying her explorations, whether thematic or formal. Each new book refl ects 
a radical embrace of the moment, leaving no room for formal repetition and 
instead inviting a constant breaking down of boundaries.
And yet, certain ideas run through all of her work: the tensions that separate and 
connect intimacy, autobiography, and fi ction, often through projects of memory 
excavation as personal as they are singular; a relentless drive to probe what 
lies hidden beneath the surface, to understand what causes a secret to confi ne 
reality; and a taste for collaboration that proves as stimulating for her partners 
as it is enriching for readers. A case in point is her long-standing, fruitful pictorial 
and narrative dialogue with Kai Pfeiff er, another great specialist of fragmentation.
Goblet thrives on paradox: her gift for illuminating the gaze - most notably through 
a memorable use of color and unprecedented technical power - balances her 
determination to reveal what hides in the shadows.

Dominique Goblet & Kai Pfeiff er, Le Jardin des Candidats, page 262, 2024, 
encre de couleur sur papier, colored ink on paper, 30 x 40 cm, 11 3/4 x 15 3/4 
in, (DGOB25-001)z
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From its founding in Paris in 2008, Martel distinguished itself with a 
strong identity and a bold position: fi rst, the conviction that graphic arts 
must be valued in their widest diversity, and then the will to do so with 
rigor—embracing contemporary creation in all its endless profusion.

The premise was clear. Everywhere in the world, at all times, certain 
artists have advanced their fi eld with passion, determination, and per-
sistence.
Illustration, painting, comics, animation: each of these practices has 
been shaped by determined innovators, inspired experimenters, fear-
less inventors—working against conventional publishing expectations 
and beyond familiar territories.
Without their contributions, without them, narrative graphic art would 
remain stuck in mere visual entertainment, a pleasant distraction. It is 
alongside these essential artists that Martel set out to celebrate such 
fertile and stimulating forms of expression.

Internationally renowned artists such as Art Spiegelman, Joost Swarte, 
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or Lorenzo Mattotti appear alongside trailblazers like Dominique Goblet, 
Anke Feuchtenberger, and Anna Sommer. The seminal Tomi Ungerer and 
Roland Topor are presented next to emerging voices such as Emil Ferris, 
Nine Antico, and Yann Kebbi. In seventeen years, more than fi fty artists 
have been exhibited.
Some collaborations have also extended into projects with international 
museums (Centre Pompidou and the Bibliothèque nationale de Fran-
ce, Museo di Santa Giulia in Brescia and Palazzo Blu in Italy, Carto-
onmuseum Basel in Switzerland…) as well as with major institutions 
(Fondation Cartier pour l’art contemporain, Bibliothèque publique d’in-
formation, Cité internationale de la bande dessinée et de l’image in An-
goulême, Fondation Louis Vuitton…).
Strengthened by this reach, a second gallery was opened in Brussels in 
2024, connecting two pivotal points on Europe’s graphic arts map.

This fertile and virtuous circle linking artists, their works, and their au-
diences inspires new impulses, new aesthetics, and heralds a renewed 
critical and public perception.
By working to break down boundaries between graphic languages, 
Martel naturally brings singular voices to the fore. It upholds a heritage 
and conservation mission, while at the same time playing its part in the 
ongoing renewal—with fervor and enthusiasm.

Julien June Misserey


