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B Zuzana JarosSova

Zuzana Jarosova

generdlna komisdrka BIB, predsednicka Medzinarodného
komitétu BIB

Polstorocie Bienale ilustracii Bratislava

PolstoroCie existencie Biendle ilustracii Bratislava je pri-
lezitostou nielen oslavovat, ale aj rekapitulovat a hodnotit.
Z bratislavského biendle sa stala nielen unikatna prestizna
medzinarodna sutaz originalov ilustracii knih pre deti a mla-
dez prvého medzinarodného rangu. BIB sa stal aj ¢imsi viac.
Stal sa fascinujucim fenoménom, ktory treba komplexne pre-
skumat aj na tomto medzinarodnom sympdziu.

Kazdy z prispevkov je kamienkom do mozaiky obrazu BIB-u.
Bienale vytvorilo jedine¢nu medzinarodnu platformu na hlada-
nie a konfrontaciu najkvalitnejsich umeleckych ilustracii knih pre
deti. Krok za krokom, &asto v temperamentnych diskusiach,
odbornici z celého sveta hladali spolocnu odpoved na otézku
— Go je dobra umelecka ilustracia. Krystalizovali sa a defino-
vali kritéria, Co bolo nesmierne délezité. Takto BIB zasadnym
spbsobom stimuloval rast kvality obrazovych knih pre deti na
celom svete. A ako povedal taliansky kritik Livio Sossi, BIB dal
svetu velku lekciu o novej podobe obrazkovej detskej knihy.
Bez Biendle ilustracii Bratislava by dejiny obrazkovej knihy za
posledné polstorocie vyzerali celkom inak. Od zaliatku svojgj
existencie BIB spolupracuje s UNESCO a s IBBY. Bez tych-
to medzinarodnych organizacii by BIB nebol reprezentativhou
prehliadkou toho najlepSieho z celého sveta. BIB dalgj rastie
s novou vitalitou a dynamikou. Rastie pocet Statov na sutazi aj
kvalita narodnych kolekgcii. Prestiz BIB rastie s prestizou Clenov
poroty. Preto vyberame Spickové renomované osobnosti, ilu-
stratorov a expertov detskej knihy.

Verim, ze kazdy prispevok sympdzia pombze komplexnej-
Sie zmapovat fenomén Biendle ilustracii Bratislava.



B Wally de Doncker

Wally de Doncker, Belgicko
prezident IBBY

50 rokov Bienale ilustracii Bratislava

BIB dnes oslavuije zlaté vyrocie. Znamena to, ze IBBY a BIB
su blizkymi partnermi uz 50 rokov: uz nie je bezné zostat si
navzajom verni taku dihd dobu. ,Kazdé dieta ma mat moz-
nost Citat' kvalitné knihy na vysokej literarnej a umeleckej
drovni“ je jeden zo spolo¢nych cielov obidvoch organiz&cii.
Venovat sa tomu istému cielu 50 rokov, urcite za tym musi
byt aj laska.

Vyuzijem teraz prilezitost a vyjadrim vdacnost jednej z le-
gendarnych osobnosti IBBY DuSanovi Rollovi za tlohu, ktoru
zohral v IBBY. Bez jeho motivacie by sme neoslavovali 50. vy-
rocie BIB. ,Ak nemdzeme ist do zahrani¢ia my, prinesieme
zahraniCie k nam* je jeden z jeho znamych vyrokov, ktoré su
dodnes platné. Vzdy sa ndjdu ludia, ktori budu chciet pokra-
govat v napifiani cielov IBBY a BIB. Chcel by som podakovat
vSetkym tu, v Bratislave, ktori pokraduju v odkaze Jelly Lep-
manovej, najma Petrovi Tvrdonovi, riaditelovi Bibiany, Zuza-
ne JaroSovej, generalnej komisarke BIB, Viere Anoskinovej,
veducej Sekretariatu BIB, a Timotee Vrablovej, Clenke nasho
vykonného vyboru a sucasnej prezidentke Slovenskej sekcie
IBBY.

Sestdesiate roky boli velmi vyznamné obdobie pre
ilustratorov literatlry pre deti a mladez. Bola uznana ich dloha
pri tvorbe kvalitnych knih a konecne dostali pozornost, aku si
zasluzili. IBBY Cena H. Ch. Andersena za ilustraciu sa udeluje
od roku 1966; od roku 1965 sa nemecka Cena za literaturu
pre mladez udeluje aj v kategorii obrazkové knihy; americké
ocenenie Boston Globe-Horn Book Award od svojho zalozenia
v roku 1967 malo kategoriu pre obrazkovu knihu.

Pre¢o presne doslo k posunu v nahliadani na hodnotu ilu-
stracii pocas tychto rokov? Suviselo to nejako so silnejdcim
mladeznickym hnutim? S oslobodenim dietata? Alebo zakla-
dy polozil inovativny umelec? Mozno to bol Maurice Sendak
so svojou knihou Where the Wild Things Are (Tam, kde Ziju
divociny) z roku 1963, zobrazujucou surredlny a hrozivy svet

yiuioqz
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B Wally de Doncker

fantastickych tvorov. V polovici sedemdesiatych rokov sa
objavil novy typ obrazkovej knihy, v ktorej ilustracie dominovali
nad textom. Jasné, odvazne kolaze, ktoré Eric Carle vytvoril
z0 zafarbeného papiera, ktorymi v roku 1967 debutoval v die-
le Brown Bear, Brown Bear, What Do You See? (Medved,
meadved, ¢o vidis?). Jeho kniha The Very Hungry Caterpil-
lar (Velmi hladna husenica) sa stala klasikou predskolakov.
Svajtiarsky ilustrator Alois Cariget je prvym lauredtom Ceny
H. Ch. Andersena za ilustracie z roku 1966. Jeho obrazkove
knihy, predovSetkym Schellen-Ursli (Zvony pre Ursl), vy-
chadzaju na celom svete.

Druhy laureat Ceny H. Ch. Andersena za ilustraciue bol
Cesky ilustrator Jifi Trnka v roku 1968. Trnka chcel ilustracie
zahrnut ako sucast knihy: obrazky s rovnocennym postave-
nim ako text.

»~Jedna z fascinujucich veci na detskej literature je, ze je
barometrom cias. Vidite, ako meria teplotu kultury.* Vyzera
zmatena. ,Neviem pochopit, preco to eSte nikoho nezauja-
lol“ pise Rosemary Goring v stipeku v §kdtskych novinéch
The Herald Scotland.

Tak ako Rosemary Goring, ani ja nechapem nedostatok
zaujmu o detsku literattru. Casto ma zardza skuto&nost, ze
popredné osobnosti literarnej komunity tak malo vedia o li-
terature pre deti a mladez. Podla méjho nézoru detské knihy
sU najlepsimi vyslancami krajiny a kultdry.

Obrazkova kniha vo svete prekvita. Irénia je, ze pbvodnu
obrazkovu knihu najviac ohrozuje neurcitost. Junko Yo-
kota v prednaske na nedavnom kongrese IBBY v Malajzii
uviedla, Zze z detskej literatury sa vytraca kulturna identita.
Velki medzinarodni vydavatelia produkuju pre deti a mladez
neurdité knihy, ktoré su ,na jedno kopyto* pre oraz viac glo-
balizovany trh.

Tu je miesto pre organizacie ako IBBY a BIB. Musime
vytvarat front proti rastlicej komercializacii literatdry pre deti
a mladez. Musime odmietat’ vnimanie mladych citatelov ako
komer&nych produktov. Chcem ich pestovat ponukou kvalit-
nej literatdry a ilustracii. BIB a IBBY deti beru vazne. Nie aby
zarabali peniaze, ale preto, Ze len to najlepsie je dost dobré
pre deti.



B Viera Anoskinova

Viera Anoskinova (Slovensko)

VyStudovala Filozoficku fakultu Univerzity Komenského v Bra-
tislave, odbor veda o vytvarnom umeni, neskér absolvovala
postgraduélne Studium na Academii Istropolitane v Bratisla-
ve. Od roku 2001 bola riaditelkou galérie, zameranej predo-
v8etkym na graficku tvorbu a kniznu ilustraciu. Je kuratorkou
vystav na Slovensku i v zahraniCi, ako aj autorkou viacerych
clankov a spoluautorkou niekolkych knih. Je Clenkou poroty
Najkrajsia kniha Slovenska, NajkrajSie a najlepsie knihy jari,
leta, jesene a zimy, ceny Trojruza a Ceny Ludovita Fullu. Koor-
dinatorkou Medzindarodného sympozia BIB je od roku 2007.
Od roku 2009 pracuje v BIBIANE, medzinarodnom dome pre
deti na oddeleni BIB. Od roku 2010 je vedicou Sekretariatu
Bienéle ilustracii Bratislava.

50 rokov Medzinarodného sympoézia BIB

Tuto jesen je to uz patdesiat rokov, odkedy sa Bratislava spa-
ja s ilustraciou pre deti a mladez vdaka Biendle ilustracii Bra-
tislava. Aj ja si ho paméatam uz od detstva, ale az ked' sa stalo
sucastou mdjho profesijného zivota, som si uvedomila jeho
velky vyznam pre celosvetovd ilustracnu tvorbu, &i uz z hla-
diska ocenenych ilustracii, ktoré ovplyviovali ilustracnu tvor-
bu vo svete, ale aj z hladiska teoretického, kedze od zaciatku
bolo sucastou BIB-u aj Medzinarodné sympdézium, ktorého
sa zUCasthuju vytvarni teoretici z réznych krajin a ponukaju
svoj uhol pohladu na rézne aktualne témy, suvisiace s ilu-
straCnou tvorbou. Aj tohtorocna téma ,,Ako Bienale ilustraci
Bratislava za polstorocCie ovplyvnilo podobu obrazkovej det-
skej knihy vo svete” zaujala Sestnastich teoretikov, ktori svoji-
mi prispevkami zhodnoatili prinos BIB-u v ich krajinach. Po ich
precitani si, myslim, kazdy dokaze uvedomit dosah Biendle
ilustracii Bratislava na celosvetovu ilustratorsku tvorbu.

yiuioqz
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B Ali Boozari

Ali Boozari (ran)

VyStudoval graficky dizajn a kniznu ilustraciu na Art Univer-
sity of Teheran. Je autorom viac ako péatdesiatich clankov
zameranych na detsku literatdru a umelecku historiu Perzie.
Napisal aj tri uCebnice o historii perzského umenia. llustroval
viac ako tridsat” knih pre deti. Vystavoval v Irane, Turecku,
Korei, Dansku a dalsich krajinach. Pracuje aj ako koordinator
maliarskych tvorivych dielni pre deti a kurator vystav detskych
knih. Je ¢lenom viacerych vyborov realizujicich vystavy, ako
aj ¢lenom viacerych pordt zameranych na ilustraciu.

Iran 50 rokov na Bienale ilustracii Bratislava
Polstoroc¢né institucie

Literatura pre deti a mladez je kategoria literatury, ktora sa
odliSuje na zaklade vekovej skupiny publika. Tato literarna
klasifikacia vznikla, ked si dospeli uvedomili, ze deti a mla-
dez, vzhladom na ich kognitivne schopnosti a charakteristiky
rastu, nie su pripravené pochopit komplikované texty a po-
trebuju obsah primerany stupriu ich rozvoja. Napriek tomu,
ze literatura v celej Sirke svojich Zanrov a formatov od nepa-
mati zamestnavala ludstvo a kazdy vek priniesol svoj vklad
do kanonu, az v 18. storoCi sa detska literatura zacala brat
vazne a autori zacali pisat Specialne pre deti. V nasledujucich
storoCiach sa literatura pre potreby deti postupne vyvinula na
samostatny zaner a sluzi vyznamnému percentu Citatelskej
populacie.

Zadiatkom sedemdesiatych rokov narast vyznamnosti det-
skej literatury viedol k vytvoreniu s nou suvisiacich institdcil.
Mnohé priklady dokazuju, ze to bol celosvetovy jav. Mozno
prva institucia tohto druhu bola Medzinarodna unia pre det-
Sku knihu, ktord v ZUrichu zalozila v Nemecku narodena zur-
nalistka, spisovatelka a prekladatelka Jella Lepman (1891 —
1971) s cielom zlepsit kvalitu knih pre deti a mladez, rozvijat
kniznice pre tuto skupinu a vytvorit porozumenie medzi mla-
dymi generaciami réznych krajin. IBBY sa teraz méze chvalit
76 aktivnymi Clenskymi krajinami z celého sveta. IBBY zacala
prijimat ¢lenov v roku 1953 a podla Statistickych udajov naj-
uspesngjsi rok, s najvySSim poctom novych ¢lenov, bol rok
1964, ked' IBBY zaregistrovala 9 novych Clenov'. (graf 1)

1 Chcem podakovat Noushin Ansariovej, generalnej komisarke Iranskeho vyboru pre detsku knihu, Liz Pageovej, vykonnej riaditelke IBBY, a Dr. Zuzane JaroSovej, generainej

komisarke BIB-u za spristupnenie archivnych materidlov pre potreby tohto prispevku.



B Ali Boozari

Graf 1

Prirastok ¢lenskych krajin IBBY

Veltrh detskej knihy v Bologni, najprestiznejsi svetovy knizny
veltrh venovany detom, sa prvykrat konal v roku 1964. Tento
veltrh knihy/ilustracie v roku 2013 oslavil 50. vyrocie a je jedinec-
nym priestorom v oblasti obchodu detskej knihy na celom svete.?
Medzinarodna kniznica mladeze v Mnichove, ktord v roku
1949 zalozila Jella Lepman, publikuje vyrocny kataldg Biele
havrany (The White Ravens), ktory uvadza povSimnutiahodné
nové publikacie vhodné pre deti z celého sveta.’

Iran napredoval podobnym spdsobom. V roku 1962 vznikla
Rada pre detsku knihu (The Children Book Council, CBC)?,
ktora sa neskér stala narodnou sekciou IBBY a v roku bol
zalozeny Institut pre duSevny rozvoj deti a mladeze (Kanoun)®.
Iran bol jednou z 9 krajin, ktoré sa v roku 1964 stali lenmi
Medzinarodnej Unie pre detsku knihu.

V roku 1966 bola ilustracia zaradena ako samostatna kate-

2 Viac informécii na: The 50th Anniversary Celebration Book of the Bologna Children’s Book
Fair (Slavnostna kniha k 50. vyro¢iu Veltrhu detskej knihy v Bologni). Bologna: Bologna
University Press v spolupraci s Veltrhom detskej knihy v Bologni.

3 Viac informécii na: www.ibby.org

4 Viac informacii na: www.cbe.ir

5 Viac informécii na: www.kanoonparvaresh.com

gdria do medzinarodnej Ceny Hansa Christiana Andersena,
ktora sa v roku 1956 zacala udelovat vynikajucim autorom
detskej knihy. Len o jeden rok neskoér, v roku 1967, zacalo
pbsobit Biendle ilustracii Bratislava na zaklade inovativnej
myslienky Dr. DuSana Rolla. Tato vystava sa da oznaCit
za jeden z priekopnickych momentov v medzinarodnych
sutaziach ilustracie detskej knihy ako sutaz, kde ilustracie
novopublikovanych knih hodnoti devatclenna porota.

1. Iran na BIB

Histdria spojenia Iranu s BIB siaha do samotnych zaciatkov
vzniku podujatia. Iranski ilustratori sa na tomto podujati zacali
zUCastnovat v roku 1969 (ked sa konal druhy ro¢nik biendle).
V tom roku sa na tomto medzinarodnom podujati zd¢astnilo
6 ilustratorov z Iranu a v tom roku Farshid Mesghali (*1945)°
ziskal Cestné uznanie BIB za ilustracie diela The Little Black
Fish (Cierna rybka). Spolupraca dosiahla vrchol v obdobf
rokov 2003 — 2007, ked sa na sutazi zuCastnilo 20 ilustra-
torov z Iranu a 2 boli na workshope Albina Brunovského.
Pocas mnohych rokov iranski zastupcovia boli Elenmi medzi-
narodnej poroty. NajnizSiu ucast mal Iran v roku 1989 po
vojne medzi Iranom a Irakom (1980 — 1988), ked sa nikto
z Irdnu nezucastnil na BIB v ziadnej funkcii ani sutazi. Treba
poznamenat, ze pocas celého obdobia vojny mal Iran mini-
malne zastUpenie na BIB.

1.1 Nominacény organ

Nominacny organ na zaciatku BIB bola vyznamna vladna in-
Stitucia pre detsku literaturu v Irane, Kanoun.

Kanoun bolo v tom Case jediné vydavatelstvo, ktoré malo
prostriedky a zdroje, a kedze v krajine bol nedostatok velmi
kvalitného materialu, do sutaze prihlasovalo len viastné pra-
ce. V poslednych rokoch vSak do medzinarodného oddele-
nia Kanounu prichadzaju stovky knih z celého Iranu, aby sa

6 Drzitel' Zlatého jablka BIB 1973, HCA 1974, 1. miesto, BFF Graphic Prize Fiera di
Bologna 1969 a NOMA druhé miesto v roku 1984.

yiuioqz
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B Ali Boozari

prihlasili do tejto prominentnej kulturnej sutaze. Kanoun musi
tieto prace vyhodnocovat s pomocou réznych odbornikov
v oblasti ilustracie.

Od roku 2009, na Ziadost 50 ilustratorov, sa Kanoun usiluje
proces vyberu pre BIB vykonavat v partnerstve s Radou pre
detsku knihu (Children’s Book Council, CBC) a Kulturnym/
umeleckym zdruzenim ilustratorov (Cultural/Artistic Associa-
tion of lllustrators, CASI).

1.2 Ugastnici

Do dnesného dna sa BIB-u zucastnili dve stovky umelcov
z Irénu. Pocas prvych rokov bol poCet umelcov mensi,
v poslednych rokoch vzrastol tak, ze pocet Ucastnikov
v prvych 17 roCnikoch sa rovna pocCtu Ucastnikov
v nasledujucich Styroch roénikoch (t. j. 18. az 21. ro¢nik BIB).
Podrobné Udaje o zastupeni Iranu v réznych kategdriach
tohto festivalu su v grafe 2.

Ako tento graf naznaCuje, UcCast iranskych ilustratorov na
Bienale ilustracii Bratislava nikdy nebola rovnomerna. Dost
premenliva krivka grafu ukazuje, ze v rokoch 1967 a 1983
na BIB-e neboli Ziadni ilustratori z Iréanu; v rokoch 1979,
1981, 1997 a 1999 bol vzdy len jeden, v roku 1989 boali traja,
v roku 1977 Styria, v roku 1985 piati, v rokoch 1969, 1971
a 1975 vzdy Siesti, v roku 1973 a 1987 vzdy siedmi, v roku
1993 6smi a v roku 1991 deviati iranski ilustratori. NajvySsie
zastUpenie na BIB-e mal Iran v nedavnej minulosti, v roku
2018 sa ho zu&astnilo 13 ilustratorov, v roku 1995 to bolo
14, v rokoch 2009 a 2011 vzdy 15 ilustratorov, v roku 2001
sa ho zucastnili 19 ilustratori a napokon v rokoch 2003, 2005
a 2007 vzdy 20 ilustratorov.

-
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Graf 2. Ugast iranskych ilustratorov na BIB

1.3 Clenovia poroty

V roku 1975, na piatom ro¢niku Biendle ilustracii Bratisla-
va, bol do poroty tohto podujatia menovany prvykrat porot-
ca z Iranu Farshid Mesqgali. Na nasledujucom biendle mal
Iran opat Clena v porote, stal sa nim Sirous Tahbaz (1939
—1998y)". Po islamskej revollcii v Irane (1979) a nasledujuce;j
vojne medzi Iranom a Irakom (1980 — 1988) v porote BIB-u
nebol ziaden expert z Iranu. V roku 1999 sa BIB-u zucastnil
Noureddin Zarrinkelk (*1937)% ako porotca. V rokoch 2003
az 2007 boli iranski experti Clenmi poroty BIB-u. Rok 2007 je
posledny, kedy ako ¢len poroty BIB-u pdsobil Iranec, bol to
ilustrator Mahnoush Moshiri (*1949)°.

Iranski porotcovia, ktori pésobili na BIB:
1975: Farshid Mesqali

1977: Sirous Tahbaz

1999: Noureddin Zarrinkelk

7 Spisovatel a v tom ¢ase riaditel publikacného oddelenia Kanounu.
8 Ziskal Zlaté jablko BIB 1971, IBBY HL 1974 a 1976.
9 llustrator a graficky dizajnér
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2003: Behzad Gharibpour'™
2005: Abol-Fazl Hemmati-Ahouei'
2007: Mahnoush Moshiri

1.4 Oceneni ilustratori

V roku 1969, pocCas druhého BIB, kniha The Little Black
Fish (Cierna rybka) s ilustraciami Farshida Mesqaliho ziskala
Cestné uznanie BIB. Pogas 24 rognikov, ktoré sa zatial konall,
10 Iranci ziskali ocenenie v sutazi. Tieto Uspechy su: dve
Cestné uznania (1969 a 1999), Sest Zlatych plakiet (1973,
1987, 1991, 2003, 2007 a 2011), tri Zlaté jablka (1971, 1973
a 2007) a jeden Zlaty strom (2005). Medzi ocenenymi su
dvaja ilustratori — Farshid Mesqgali a Farshid Shafi-ei (*1968)'?
— ktorf ziskali Cestné uznanie aj Zlaté jablko.

Oceneni iranski ilustratori:

Farshid Mesqali

CESTNE UZNANIE BIB 1969 za knihu:

Behrangi, Samad. Mahi siah-e Kouchoulou [The Little Black
Fish (Cierna rybka)]. ill. Farshid Mesghali. Tehran : Kanoun,
1968. — [40] s. : col. ill. ; 19 x 19 cm.

Noureddin Zarrinkelk

ZLATE JABLKO BIB '71 za ilustracie do knihy:

Ebrahmi, Nader. Kalagh-ha [The crows (Vrany)]. ill. Noured-
din Zarrinkelk. Tehran: Kanoun, 1970. - 24 s. : col. ill. ; 25 x
25 cm.

Bahman Dadkhah (*1940)*
ZLATA PLAKETA BIB '73 za ilustracie do knihy:
Youshij, Nima. Touka-yee dar gafas [An Ortolan in the Cage

10 Drzitel' Runner-up NOMA 1988 a Encouragement 1994

11 Vitaz IBBY HL 1992

12 Ziskal NOMA Encouragement 2000 a Runner-up 2002, IBBY HL 2006 a Zlaté
jablko BIB 2007.

13 Ocenenie Zlaté jablko BIB 1973, IBBY HL 1980 a nominacia HCA 1976

(Strnadka v kiietke)]. ill. Bahman Dadkhah. Tehran: Kanoun,
1972. - 28 s.: cal.ill. ; 24 x 24 cm.

Farshid Mesqali

ZLATE JABLKO BIB '73 za ilustracie do knihy:

Kasrayee, P. Arash-e kamangir [Arash the Bowman (Lukostr-
elec Arash)]. ill. Farshid Mesghali. Tehran: Kanoun, 1972. -
24 s.:col. ill. ; 33 x 16 cm.

Mohammad-Reza Dadgar (*1949)'*

ZLATA PLAKETA BIB '87 za ilustracie do knihy:

Aziminejad, J. Yek harf-o do harf [Letters and Words (Pis-
mena a slova)]. ill. Mohammad-Reza Dadgar. Tehran:
Kanoun, 1986. - 24 s. : col. ill. ; 24 x 25 cm.

Karim Nasr (*1952)'°

ZLATA PLAKETA BIB '91 za ilustracie do knihy:

Mazinani, Mohammad-Kazem. Ab mesl-e Mahi [Water
means Fish (Voda znamena rybu)]. ill. Karim Nasr. Tehran: Art
Institute, 1990. - 24 s. : col. ill. ; 22 x 15 cm.

Honar-e Norouz Publishing House

CESTNE UZNANIE BIB '99 PRE VYVADATEL'A za knihy:
Zolfagari, Javad. Boz-e zangoule-pa [The little bell goat (Koza
a kozliatka)]. ill. Farshid Shafi’ei. - [Tehran] : Honar-e-Norooz,
1999. - 44 s. :ll. ;

21 x 14 cm. - ISBN 964-91947-0-3

Zolfagari, Javad. Kadou Qelqgelezan [Pumpkin lady (Tekvico-
va dama)]. ill. Farshid Shafi’ei. - [Tehran] : Honar-e-Norooz,
1999. - 40 s.:ill. ; 21 x 14 cm. - ISBN 964-91947-1-1

Hafez Miraftabi (*1964) "
ZLATA PLAKETA BIB 2003 za ilustracie knih:

14 Ocenenie Zlata plaketa BIB 1987 a NOMA Runner-up 1984
15 Ocenenie Zlata plaketa BIB 1989 a NOMA Runner-up 1998
16 Ocenenie Zlata plaketa BIB 2003
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Yosoufi, Mohammad-Reza. Bayad be fekr-e fereshte boud
[We must be thinking of the Angel (Musime mysliet na anje-
la)]. ill. Hafez Miraftabi. Tehran: Shabaviz, 2002. - 32 p.: col.
ill. ; 24 x 17 cm. - ISBN 964-505-000-6

Rahmandoust, Mostafa. Elyas [Elias]. il. Hafez Miraftabi. Te-
hran: Shabaviz, 2003. - 36 p. : col. ill. ; 24 x 17 cm. - ISBN
964-505-017-0

Ali-reza Goldouzian (*1976)'"

GRAND PRIX BIB 2005 za ilustracie knih:

Shams, Mohamad-Reza. Medad-e siyah va medad-e qger-
mez [The Black Pen and the White Pen (Cierne pero a biele
pero)]. ill. Ali-reza Goldouzian. Tehran: Shabaviz, 2004. - 20 p.
ccol. ill. ; 24 x 17 cm. - ISBN 964-505-037-5

Taqgdis, Sousan. Jourab-e sourakh [Hole in the Sock (Diera
v ponozke)]. ill. Ali-reza Goldouzian. Tehran: Shabaviz, 2008. -
24 p.:col.ill. ; 24 x 17 cm. - ISBN 964-505-096-0

Hoda Haddadi (*1976)'®

ZLATA PLAKETA BIB 2007 za ilustrécie do knih:
Akbar-pour, Ahmad. Agar man khalaban boudam [If | were
a Pilot (Keby som bol pilot)]. ill. Hoda Haddadi. Tehran: EImi
Farhangi, 2006. - 28 p. : col. ill. ; 21 x 25 cm. - ISBN 964-
445-770-6

Rahman-doust, Mostafa. Baz ba baran [Again Rain (Zas
prsi)]. ill. Hoda Haddadi. Tehran : Kanoun, 2005. - 56 p. : col.
ill. ; 26 x 21 cm. - ISBN 964-391-116-0

Farshid Shafi’ei

ZLATE JABLKO BIB 2011 za ilustracie knih:

Khal’atbari, Faride. Peyvand [The Tie (Viazanka)]. ill. Farshid
Shafi’ei. Tehran: Shabaviz, 2006. - 36 p. : col. il.; 24 x 17
cm. - ISBN 978-964-105-222-3

Akrami. Jamaleddin. Zarbal [Zarbal]. ill. Farshid Shafiei. Te-

17 Ocenenie BIB Grand Prix 2005 a IBBY HL 2012
18 Ocenenie NOMA Encouragement prize 2002 a 2008, Zlata plaketa BIB 2007

hran: Shabaviz, 2005. - 32 p. : col. ill.; 24 x 17 cm. - ISBN
964-505-194-0

Rashin Kheirie (1979-)"

ZLATE JABLKO BIB 2011 za ilustrécie knih:

Agar man Shahrdar boudam [If | were the Mayor (Keby som
bol starostom)]. ill. Rashin Kheirie. - Seoul: Yeowon Media,
2009. - 36 p. : col. ll. ; 28 x 24 cm.

Amadi, Ahmad-reza. Mowj-ha-ye darya yek botri ra be sahel
avardeh ast [The Waves brought the Bottle to the Shore
(Viny flasu priniesli na breh)]. ill. Rashin Kheiriyeh. - Tehran:
Cheshme Publishing House, 2010. - 36 p. : col.ll. ; 22 x 23
cm. - ISBN 978-964-362-779-9

1.5 U&astnici workshopu Albina Brunovského

V roku 1989 pocas 12. rocnika BIB a 4. workshopu Albina
Brunovského mal Iran na BIB jedného ilustratora. V rokoch
1995 a 1999 sa na workshope zucastnili vzdy dvaja ilustrato-
ri a od roku 2001 boli iranski ilustratori nepretrzite zastupeni
na workshopoch Albina Brunovského. V rokoch 2001, 2005,
2007 a 2011 Iran mal na workshopoch po dvoch mladych
ilustratoroch. Niektori vytvarnici, ktori sa zucastnili na work-
shope, sa neskér zucastnili aj sutaze BIB, napriklad Behzad
Gharibpour, ucast na workshope v roku 2001, Clen poroty
a lektor v roku 2003; Farshid Shafi’ei, u¢ast na workshope
v roku 2001, Zlaté jablko BIB 2007; Hoda Haddadi (*1976)>°,
Ucast na workshope 2005, Zlata plaketa BIB 2007; Ali Boo-
zari, Uc¢ast na workshope 2007, lektor na sympdéziu 2013.

Iranski ucastnici workshopov Albina Brunovského:
1989: Mehrnoush Ma’soumian (*1945)
1995: Nasrin Khosravi (1950 — 2010)?

19 Ocenenie NOMA Encouragement prize 2002 a 2008, Zlata plaketa BIB 2011 a BBF
New Horizons Award (osobitné uznanie) 2009

20 Ocenenie NOMA Encouragement prize 2002 a 2008, Zlat4 plaketa BIB 2007, ocen-
enie BBF New Horizons Award (osobitné uznanie) 2010

21 Ocenenie NOMA Runner-up prize 1994 a Grand Prix 2000 a nomindcia na HCA 2000
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1999: Firouze Golmohammadi (*1951)2

2001: Behzad Gharibpour a Farshid Shafi’ei

2003: Pezhman Rahimizade (*1968)*

2005: Hoda Haddadi a Ali Khosh-dam (*1967)

2007: Mohammad-‘Ali Bani-asadi (*1955)** a ‘Ali Boozari
(*1978)*°

2009: Marjan Vafaiyan (*1978)*°

2011: Fariddedin Moulai (*1982) a Maysam Mousavi (*1984)
2013: Aileen Bahmanipour (*1990)

1.6 Sympodzium BIB

Od 18. ro¢nika Biendle ilustracii Bratislava v roku 1999, ked
sa Iran prvy raz zdcastnil na sympdziu, iranski odbornici sa
stali pravidelnymi ucastnikmi tejto konferencie a predniesli 14
prispevkov na réznych sympdziach BIB. V roku 2013 sa na
sympdziu zucastnili dvaja experti na detsku literatdru.

Na sympdziach BIB vystupili s prispevkom tito lektori:

1999: Zohreh Ghaeni (*1953)?": Strucné dejiny detskej lite-
ratdry v Irane

2001: Farshid Mesghali: llustracia a malba

20083: Behzad Gharibpour: Caro ilustrécie

2005: Parnaz Nayeri (*1960)%8; llustrovanie pribehov H. Ch.
Andersena v Irane (formovanie identity)

2007: Mahnoush Moshiri: Rozpravkova krajina deti a éra
plazmovej obrazovky

2009: Hamid-Reza Shahabadi (*1967)%°: Cesta na nebesia.

22 Ocenenie NOMA Runner-up prize 1988, 1990, 1992 a 2000, druhd cena 1998
a Encouragement prize 1996 a IBBY HL 1994

23 Ocenenie IBBY HL 2004 a nominacia na HCA 2016

24 Nominacia na HCA 2012

25 Ocenenie NOMA Encouragement prize 2006, IBBY HL 2010 a cena BBF New
Horizons Award (osobitné uznanie) 2012

26 Ocenenie NOMA Runner-up prize 2004 a Encouragement prize 2006

27 Odbornik na detsku literaturu, Elen poroty HCA 2002-2004 a predseda poroty
HCA 2008-2010.

28 Odbornik na detsku literattru a ¢len poroty HCA 2006.

29 Autor

Pribeh o ceste proroka Mohameda do neba (Mi'raj)

2011: Sahar Tarhandeh (*1977)%: K svetu novych médii
2013: Ali Boozari: Iranska ilustracia v globalnom kontexte*
a Zohreh Parirokh (*1958)%": Pribeh o kozliatkach: svetova
téma, narodna identita v ilustracii

2. BIB v Irane

Prispevok Iranu k BIB-u sa neobmedzuije len na ucast umel-
cov, odbornikov a vydavatelov na bienale. Ked'v roku Iranske
ministerstvo kultdry a islamského dohladu rozhodlo o us-
poriadani prvého biendle ilustracii v Irane, pouzilo Struktdru
BIB-u ako model. NavySe, v roku 1991, poc¢as druhého bie-
nale ilustracii, ktoré sa konalo ako regionalne azijské podu-
jatie, Dusan Roll a DuSan Kallay boli ¢lenmi SestClennej po-
roty. V roku 1993 sa konalo tretie biendle ako medzinarodné
podujatie a Dusan Kéllay bol medzi lenmi poroty.

Zaver

Priblizne pred 50 rokmi sa v réznych Castiach sveta vytvorili
institucie na podporu a posilnenie detske;j literatury. Bratislav-
ské biendle patri medzi ne. Semienko, ¢o zasial Dusan Roll,
je teraz plodiaci strom, ktory ma svoje postavenie vo svete
ilustracie a mapuje cestu, ktorou sa ubera svetova ilustra-
cia. Iran, ako jedna z priekopnickych krajin na poli ilustra-
cie detskej literatury, bol zivym a vplyvnym ucastnikom tohto
poduijatia. Tak ako toto podujatie ovplyvriuje proces ilustracie
v Iréne, irdnski ilustratori sa usiluju obohatit Bratislavské bie-
nale ilustracii svojimi pracami.

30 Odbornik na detsku literattru a ¢len poroty HCA 2012-2014
31 Autor a ilustrator
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Kirsten Bystrup (Dansko)

Pracuje ako knihovnicka v Centre pre detsku literaturu v Ko-
dani. Cely zZivot sa zaobera kniznymi ilustraciami z réznych
uhlov pohladu — ako knihovnicka, kriticka, editorka, aj ako
ucitelka.



B Kirsten Bystrup

Ako Bienale ilustracii Bratislava za polstorocie ovplyvnilo podobu obrazkovej detskej knihy vo svete

BIB 1983

TeSima, ze sa mbzem zucastnit na tomto podujati, ked' si pripominame 50. vyroCie
vzniku Biendle ilustracii Bratislava. Chcem sa blizSie pozriet na tému tohto sym-
pdzia Ako Bienale ilustracii Bratislava za polstoroCie ovplyvnilo podobu obrazkovej
detskej knihy vo svete a chcem sa tejto téme venovat z méjho osobného pohladu.
Mojim vychodiskom bude otazka: Ako Biendle ilustracii Bratislava v priebehu rokov
ovplyvnilo mna a mdj pohlad na detské obrazkové knihy?

Mna ovplyvnilo mnohorakym spésobom. Na bienale som bola niekolkokrat. Pre-
hliadka vystavenych ilustracii v Dome kultury a na dalSich miestach v meste, tcast
na sympodziu a na workshope Albina Brunovského — to vSetko mi prinieslo SirSie ve-
domosti a pohlad nielen na ilustracie a obrazkové knihy, ale aj na ulohu ilustratora.
Casto som podula tvrdenie, Ze ilustracie patria do knihy a nemaju sa vystavovat.
A tiez som Casto pocula, ze byt ilustratorom nie je také Uctyhodné, ako byt vytvar-
nym umelcom. Biendle vyvratilo obidva vyroky tym, ze obrazky si ceni ako originaly
a ilustratorov ako umelcov, a tym, ako detom a dospelym dava moznost nazerat
cez ramena vytvarnikov, €o najviac sa priblizit k umeleckému dielu.

Moja prva navsteva na bienale bola v roku 1983 — obrazok ukazuje inStalaciu BIB
1983 vo vstupnych priestoroch Domu kultdry. Citala som o bienéle v odbornych
Casopisoch ako knihovniCka pre deti a kedZe ma velmi zaujalo, vedela som, ze tam
musim ist a vidiet podujatie na vlastné oci.

Dnes nas to mozno ani nenapadne, ale v tom ¢ase sme cestovali viakom, cesta
trvala niekolko hodin. Aby som z cesty vytazila ¢o najviac, zariadila som cestu pre
skupinu knihovnikov, autorov, ilustratorov, vydavatelov a méjho manzela, ktory —
mimochodom — ma na biendle vzdy sprevadzal.

Tu vidite Cast' skupiny, ako sedi pri zeleznicnej stanici. Prosim, vSimnite si damu
vlavo od muza v bielej koSeli — je to ilustratorka Lilian Bragger, o ktorej budem
neskdr hovorit — mna ndjdete vpravo, v paskovanej bluzke.
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Bola to velmi pekna skusenost — skupi-
na bola na biendle a v Bratislave. VSetci
ilustratori s dielami na BIB boli aj osob-
ne pritomni — diela danskych ilustra-
torov boli v priebehu rokov pekne za-
stupené. Na obrazku nas vidite takmer

vSetkych 14 [udi — Lilian Bragger stoji

v strede, v Ciernom obleceni.

V roku 1983 Dusan Kallay ziskal Grand
Prix. Vtedy som sa po prvykrat obo-
znamila s jeho dielom a s ilustraciami
ku knihe Alica v krajine zazrakov. Na
obrazku vidime DuSana Kallaya pred
Slovenskym narodnym divadlom bez-
prostredne po udelovani ocenen.

DusSan Kaéllay mal v meste vystavu
v umeleckej galérii, kde boli vystavené
jeho grafiky a malby. Vidiet ilustratora
ako vytvarného umelca a vytvarného
umelca ako ilustratora bez toho, Ze by
si v nieCom protirecil, mi otvorilo oci
a tuto skusenost som odvtedy vyuzi-
vala pri praci s obrazkovymi knihami.
Prehliadka ilustracii z celého sveta mi

novy pohlad na obrazky v knihach.
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Ked’ Linda nechcela ist domov

Bienale, podla méjho nazoru, malo velky vplyv na dansku ilustratorku Lilian Breg-
gerovu. Chcem vam ukéazat niekolko prikladov jej prac z obdobia pred bienale,
pocénuc rokom 1976, az po rok 2014. Je to dihy ¢asovy Usek — od samotného
zaciatku kariéry Lilian Braggerovej po suc¢asnost, ked'je najvyznamnejsou ilustrator-
kou v Dansku v generacii po znamom Ibovi Spangovi Olsenovi (1921 — 2012).

Na obrazku vidime titulnd stranu jednej z prvych obrazkovych knih Lilian Brog-
gerovej Ked' Linda nechcela ist domov z roku 1976, diho pred jej prvou navstevou
biendle. Je to socialno-realisticky pribeh kazdodenného zivota dietata v rodine,
kde sa rodi¢ia rozviedli a matka ma nového partnera, ktorého Linda nema rada. In-
tenzita zobrazenia Lindinej nalady to ukazuje — kysla, nahnevana tvar a frustrovany
vyraz —to je typické pre prace Lilian Breggerovej. Tvrdost, farby a tvar diev€atka su
v8ak charakteristicky prejav toho obdobia. V tom Case bola Lilian Bregger znama
ako ilustratorka, ktora tvorila ,Skaredé” deti.

Pribeh o CistiCovi okien

Pribeh o Cisticovi okien bol publikovany v roku 1984 — potom ako Lilian Bragger
bola na biendle. V Case medzi dielami Ked' Linda nechcela ist domov a Pribeh
o cisticovi okien Lilian Bragger vytvorila niekolko knih, medzi nimi Alicu v krajine
zazrakov, kde jej prejav je farebnejSi a svetlgjsi ako v diele Ked' Linda nechcela
ist domov. Podla mna zmena jej obrazového vyjadrenia sa datuje k obdobiu po
navsteve biendle, v spbdsobe, ako kresli postavy, ako vybera farby a ako vytvara
perspektivu. Postavy su poetické a velmi lahké — Cisti€ okien vyzera ako fantas-
ticka poeticka postava, s Ciernymi fuzmi a malou Ciapkou ako francuzsky Pierrot
—je tam len jedna farba, modrasta siva, farba, ktora ladi s atmosférou skorého rana
a textu — text je piesen o CistiCovi okien, ktory zotiera oblaky zo sinka.
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Pribeh o GistiCovi okien 2

VSetky obrazky v knihe su modrasto-
sivé s pridanou bielou a Ciernou az po
poslednt dvojstranu, ktorti vidite. Cistic
okien zotrel mraky zo slnka, vidime
duhu vo vsetkych jej farbach. VSimnite
si kompoziciu — domy su sucastou
kompozicie obrazu namiesto toho, aby
boli zobrazené v spravnej perspektive.
Zeby ilustratorka nasla indpiraciu
v slovenskych a Ceskych ilustraciach?

Uspavac H. Ch. Andersena

Dalsi priklad indpirdcie z biendle su ilustracie Lilian Braggerovej k Uspdvacovi Han-
sa Christiana Andersena. Na obrazku vidite epizddu z posledného dna v tyzdni,
nedele. Ole Lukoie hovori chlapcovi Hjalmarovi, citujem: ,Tam,” povedal, ,uvidi$
moju sestru, druhého Uspavaca — nazyva sa aj Smrt. Vidi§, nie je taka hrozna, ako
ju zobrazuju, len kost a koza. Nie, ma striebrom vysivany plast z cierneho zamatu,
ktory veje vo vetre. Pozri, ako uhana na svojom konil®

Na tomto obrazku tiez vidim inSpiraciu z navstevy na biendle, najmé slovensku
a Cesku tradiciu — v tvare, kresbe postavy, kompozicii a farbach, v spésobe, ako
Lilian Brogger interpretuje pribeh dost odliSnym spdsobom, s dérazom na viac
fantastické Crty postavy, ako by ste oCakavali od danskej tradicie. V skutocnosti
si vysluzila tvrdu kritiku, najméa od jedného kritika vo vyznamnych danskych novi-
nach, ktory sa citil hiboko dotknuty siinym osobnym spésobom ilustrovania diela
milovaného Hansa Christiana Andersena. Jej ilustracie boli v tom Case velmi pro-
vokativne.
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BIB UNESCO workshop A. Brunovského 2001 - llustratori hovoria tou istou reCou
Ako som uz spomenula, vidiet ilustratora ako vytvarného umelca a vytvarného
umelca ako ilustratora bez toho, ze by si v nie€om protirecil, mi otvorilo oci, ked’
som bola na biendle prvykrat v roku 1983. Ugast na workshope Albina Brunovské-
ho v roku 2001 ma v tomto nazerani utvrdila a rozsirila mi obzor. V Dansku sa autori
Casto povazuju za dolezitejSich ako ilustratori — slovo je dbleZitejSie ako obrazok.
Workshop tento postoj obratil hore nohami. llustrator tu je Uplne nezavisly od textu,
spolieha sa len na svoju fantaziu a schopnost interpretovat a vyrozpravat pribehy
v obrazoch na zaklade danej témy. Lilian Bregger bola jednou zo 4 veducich na
tomto workshope. Daléi veduci boli Dugan Kallay (Slovensko), Mescak Asare (Gha-
na) a Regina Yolanda (Brazilia). Lilian Bragger je po lavej strane ¢lanku, ktory som
o workshope napisala do danskeho periodika pod ndzvom Born og Bager — Deti
a knihy.

Popri samotnom bienale pre mna boli velmi dblezité workshopy Albina Bru-
novského, kde sa stretavaju mladi ilustratori z celého sveta, v obdobi, ked zacinaju
ilustrovat’ a rozvijaju svoj prejav. Obrovska rozmanitost vyjadrovania v obrazoch
mi poskytla Sirsi pohlad na obrazkovu knihu, a to som sa snazila sprostredkovat
Citatelom v Clankoch v danskych periodikach.

BIB UNESCO workshop A. Brunovského 2001 — Pre ilustratorov knih pre deti
- Fantasticka zooldgia

Téma bola Fantasticka zooldgia alebo mytologia sucasného sveta. Od vedeckej
terminoldgie ku kreativnemu umeniu pre detsku knihu. Ulohou ilustratorov, ktorf sa
zUcastnili tohto workshopu, bolo porozpravat pribeh so zvieratom vytvorenym vo
fantazii, ale zaroven podobnym zvieratu v krajine ilustratora.
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Prispevok Lilian Breggerovej: Koncept

Koncept Lilian Breggerovej bola kniha s abecedou
o rybe s vyuzitim smieSnych nazvov v danskom ja-
zyku, napriklad kufrikova ryba, chrli¢ atramentu (cho-
botnica), morska macka, zebriCka. Obrazok ukazuje
titulnu stranu kataldgu diel ucastnikov workshopu.

Prispevok Lilian Brgggerovej:

Organova ryba = orgelfisk

Tento obrazok vnutornej strany kataldgu predstavuje
prispevok Lilian Breggerovej: Organova ryba, kombi-
nacia organu a ryby.
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Titulna strana knihy Rybarove rymovacky a melddie.
Rybia abeceda

Tento obrazok ukazuije titulnd stranu knihy s rybou za pis-
Fiskenes ABC - Rybarove rymovacky a melodie. menom S, v dancine silden, sled. (Silden Skipper er ra som
Rybia abeceda f&/men soger faktisk en mage/gerne en med logringe pa&/
Neskoér Lilian Brogger skutoCne vytvorila knihu s nametom  og en duft af eksotisk lage). Pri praci na tejto knihe Lilian
z workshopu. V danskom jazyku jej titul je Rimfiskerremser,  Bragger rozsirila svoju pracu ako ilustratorka a spolupraco-
¢o sa dost tazko preklada vzhladom na aliteraciu, ale v pria-  vala s autorom. Jej predstava, koncept z workshopu, bola
mom preklade to je Rybdrove rymovacky a melodie. Rybia  zékladom pre ilustratorku aj pre autora. Lilian nezacala tvorit
abeceda. Vidim, ze organova ryba sa tu premenila na dansky  obrazky a autor nezacal pisat texty. Namiesto toho vytvarali
druh ryby, Alen = thor. obrazky aj texty spolu ako pri pingpongovych vymenach.
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Zlaté jablko BIB 2005 - Sto velmi hranatych pri-
behov

V roku 2005 Lilian Bregger ziskala Zlaté jablko za
ilustracie knihy Sto velmi hranatych pribehov od
Louisa Jensena. Dalo by sa to nazvat celozivotny
projekt autora a ilustratorky, ktorf pripravuju tieto kni-
hy s malymi Stvorcovymi pribehmi a s ilustraciou pre
kazdy desiaty pribeh s prvkami vybranymi z pribehov.
Zamer je povedat 1 001 pribehov — predpokladam,
inSpirovanych 7 007 noci. Prvy diel vysiel v roku 1992,
8. diel v roku 2014 — 101 pribehov este pride! Tento
obréazok je zo 4. dielu.

Zlaté jablko BIB 2005 - Sto vel'mi hranatych pri-
behov 2

a nasledujuci zaber ukazuije Lilian Breggerovd v dost
odliSnej Ulohe ako ilustratorku v predchadzajucej
knihe. Mohli by ste povedat, ze Lilian Bragger pracuje
tradicnym spdsobom, ako ilustratorka, ktora vklada
text do obrazkov. Nie je to celkom pravda, pretoze
Lilian Bregger neilustruje kazdy maly Stvorcovy pri-
beh. Je len jeden obrazok na kazdych desat pribehov
a hoci tychto 10 obrazkov v knihe je inSpirovanych
textom, v knihe Ziju svojim viastnym zivotom.
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Anton ma rad Ymer. Antonyma Anton ma rad Ymer. Antonyma 3

V dalSom priklade je Lilian Brogger autorkou aj ilustratorkou.  ESte niekolko dalsich prikladov: pravy — faloSny
Zostavila peknu kolekciu antonym a urobila o nich nauénu
knihu. Samotny nazov uvadza tému: Anton ma rad Ymer
— a zéroven sa vytvara pribeh. Vidime dve macky, ktoré sa
maju rady — jedna sa vola Anton, druha je Ymer a spdja ich
srdce: Anton ma rad Ymer. Samotna obdlka tiez uvadza
tému, ked zobrazuje antonyma: kratky — dlhy, pricom diha
macka pokracuje na zadnej strane obalky.
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Anton ma rad Ymer. Antonyma 4
staticky — dynamicky

&

Anton ma rad Ymer. Antonyma 2
»2Antonymum je slovo, vyraz protikladného vyznamu*“ — uva- Anton ma rad Ymer.
dza slovnik. Pri pohlade na obrazky sa to da lahsie pochopit Antonyma 5

— ako tu: velky — maly. viditelny — neviditelny

23
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Dovidenia a vela Stastia, Balder. Velka kniha o Balde-
rovi, 90 s.

Mam dalSie 4 ukazky prac Lilian Breggerovej, kde vidime jej
velmi osobny pristup a pochopenie Ulohy ilustratorky a jej vy-
jadrenie prostrednictvom obrazu. V tomto pripade ide o Skol-
sku knihu Dovidenia a vela stastia, Balder. Velka kniha o Bal-
derovi, kde by ste ogakavali, ze ilustracie budu popri texte
mat’ sekundarnu ulohu. UkéZzem vam priklad z knihy, kde
hlavnou postavou je chlapec Balder, ktory rozprava o svojej
mame: ,Bola obrovitdnska a mamovelka a velmi Stastna.”

Ako Bragger ilustruje tuto velkd mamu?

Dalo by sa povedat, ze Lilian Bregger v tejto ucebnici
pouziva sp6sob ilustrovania ako v obrazkovej knihe, tak ako
dvojstrany pouziva pri rozpravani pribehu — naraz ilustruje
dve strany oproti sebe — tak ako vyuziva dramaticky moment
obracania strany, slovami Barbary Badersovej (Picturebooks
from Noah’s Ark to the Beast Within, 1976). Tymto spdso-
bom dava ucebnici dalsi rozmer.
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Utrpenie mladého Werthera

Daléi priklad je urdeny pre celkom int vekovi kategériu ako predchadzajica
kniha. Chcem vam ukazat, ako Lilian Bragger ilustruje klasicky text. Ako pracuje.
Aky je to proces. Ako sa rozhoduje pri vybere obrazového vyjadrenia a o tom, kde
bude zasadena scéna. Utrpenie mladéeho Werthera od Goetheho je dielo sveto-
vej literatlry vytvorené Specidlne pre mladych ludi. Zamer je predstavit mladym
Citatelom niekolko zakladnych diel svetovej literatlry v adaptovanej podobe — text
aj obrazky. Lilian Bregger si precitala text a prvy krok bolo potom nacrtnut postavy.
Urobila rukou nakres ceruzkou. Toto je konecny nakres Werthera.

yiuioqz
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Utrpenie mladého Werthera 2

Tu je finalny obrazok v knihe. VSimnite si, akou vyraznou
zmenou presiel nacrt. Prva zmena sa robila rukou. Lilian
Bragger prerobila pévodny nakres tusom, perom a Stetcom.
Druha zmena sa robila pomocou pocitaca. VSimnite si Struk-
turu sivej farby v pozadi a grafity. Lilian Bregger tu kombinu-
je pozadie a grafity, ktoré nasla na nete alebo sama nafotila
a potom naskenovala do pocitaca spolu so svojou kresbou
Werthera. Pytala som sa Lilian, ¢i by také obrazky vedela
urobit’ ruéne, bez pouzitia pocitata. Odpovedala, ze nie.
Skusala to, ale nevedela docielit vizudlne vyjadrenie mladosti
podla svojej predstavy. Preto postava aj scéna su zasade-
né do sucCasnosti. Zatial' o text je lokalizovany na vidieku,
obrazky su zasadené do Kodane v obdobi devatdesiatych
rokov 20. storoCia.

Utrpenie mladého Werthera 3

Mam pripravené dalSie ukazky z knihy, kde uvidime, ako sa
Lilian Breggerovej podarilo znamy klasicky pribeh Werthera
od Goetheho — ktory bol prvykrat publikovany v roku 1774
— prerozpravat prostrednictvom obrazov, ktoré su blizke
mladym d&itatelom. Chcem sa sustredit na to, ako Lilian
Bragger vytvara emocionalnu realitu — vyraznu sucast jej die-
la — v tejto knihe pomocou pocitaca ako nastroja na vytvara-
nie obrazkov, a ukazem, ako dokazala adaptovat aj narativnu
formu z obrazkovej knihy do svojho obrazového rozpravania.
M&j prvy priklad je zo zaciatku pribehu. Werther sa zamiloval
do Lotty a ide na schddzku s hou. Ako vidite, takmer lieta vo
vzduchu. VSimnite si Cervené SoSovky a jeho okuliare.
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Utrpenie mladého Werthera 4

Tento obrazok zobrazuje jeho ndladu po navSteve u Lotty.
Sosovky ukazuju, ¢o sa stalo. UZ nie su Gervené, ale Zlté,
odhaluju milostny trojuholnik. Tymto spdsobom Lilian Brog-
ger pridava nezavisli obrazovd vypoved, ktord zaroven
zdb6razrfiuje text a pokraCuje v jeho rozpravani.

Utrpenie mladého Werthera 5

Mozno si pamatate Goetheho pribeh o svetabdli, nestasti
a neopatovanej laske, kde sa Werther nevie vyrovnat
s tym, ze Lotte neopétuje jeho city a nevidi iné rieSenie ako
samovrazdu.

Ked sa pozriete na tento obrazok, ihned zbadate zufal-
stvo, ktoré Werther pocituje. Kraca k nekonec¢nému &ierne-
mu tunelu a tier umocnuije jeho zufalé rozpolozenie. VSimnite
si grafity na stene: no hope = niet nadeje. Lilian Bregger za
Utrpenie mladého Werthera dostala v roku 2010 Cenu Minis-
terstva kultury.
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Diera na nebi (Hullet i himlen)

Predposledny priklad je Diera na nebi, klasicka gronska
povest. Tato obrazkova kniha je prikladom toho, ako Lilian
Bragger vyrazne novym spbsobom ponima ulohu ilustratora.
V tejto knihe bol autor nahradeny rozpravacom, pisané slo-
vo bolo nahradené hovorenym slovom. Dorte Futtrup, sedi
vpravo, je rozpravacka. Text v bublinke pod jej fotografiou
je: ,Myslis, ze sa da zachovat chvila — mam na mysli spon-
tannu skusenost, ked pocuvas hovoreny pribeh?“ A pod
obrazkom Lilian Bregger odpoveda: ,Ked rozpravas pribeh,
hlavu mam plnu obrazov. Vyskusajme to — ty rozpravaj a ja
budem kreslit.“ Myslim si, ze treba zd6raznit skutocnost, ze
Lilian Bregger nikdy nehladala tieto obrazy. Namiesto toho
pri kresleni sa ponorila do instinktivneho a podvedomého
procesu, musela byt rychla, nemala ¢as vyberat, nemala ¢as
nieCo po sebe skontrolovat, nemala ¢as na autocenzuru.
Zakusila, ze kreslenie tymto spésobom jej brani premyslat.
Vysledkom boli kresby, na ktorych su viditelné hrubé, inten-
zivne a expresivne pocity. To nas privadza spat k prvej knihe
Ked' Linda nechcela ist domov. Ukazovat na obrazku pocity
[udi bolo a je pre Lilian Braggerovu vzdy podstatné.

Diera na nebi 2

Lilian Bregger pouzila rovnaku techniku ako v Utrpeni mladeé-
ho Werthera. Najprv spravila rukou nékres a potom obrazok
dokoncila pomocou pocitaca. Kniha ma 56 stran, ale ja vam
ukazem len niekolko dvojstran, aby ste mali predstavu ob-
rovskej rozmanitosti vytvarného vyjadrenia a ako majstrovsky
Lilian Bregger spdja dvojstrany do celku napriek ich rozmani-
tosti. V tejto Uvodnej scéne vidite hlavné postavy — Zzenu a jej
dvoch synov.
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Diera na nebi 3

Pribeh je stara nemecka povest o zene, ktorej more vezme
dvoch synov. Na tomto obrazku umiera posledny syn. Matka
je taka zufala zo straty synov, ze sa rozhodne ist za nimi do
riSe duchov.

Diera na nebi 4
Putuje cez dieru na nebi, ktora sa uvadza v nazve knihy. Tu
vidime svet duchov — vSimnite si odkaz na tupilakov.

Diera na nebi 5
Matka synov ndjde a vidi, ze sa maju dobre.

Diera na nebi 6

KedZe eSte nenastal jej Cas, vracia sa na svet medzi Zivych.
Po ceste dolu cez dieru v nebi stretne mladého muza z jej
dediny. Muz sa rozhodol umriet, ale ona mu nedovoli prejst
cez dieru v nebi rovno do sveta duchov.
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Diera na nebi 7
Privedie ho spéat do dediny a on sa o fiu vzorne stara do
konca jgj zivota.

Gorila, ¢o bola gorila

Dovolte, aby som zakoncila prispevok ukazkou jednej z po-
slednych knih Lilian Breggerovej a citovanim jej slov. Raz
povedala: ,Ako dieta som snivala, ze viem hovorit vSetkymi
jazykmi sveta. Ukazalo sa, Zze to je reC obrazov.“ Lilian
Brogger dalej skima svet obrazov a ja som presvedcena,
ze bienale zohralo velmi délezitu ulohu a poskytlo jej vela
indpiracie v praci ilustratorky. Dakujem, Ze ste ma sprevéadzali
po tejto ceste od roku 1983 az po dnesny den.




Bl Iveta Gal Drzewiecka

Iveta Gal Drzewiecka (Slovensko)

VyStudovala ucitelstvo vytvarnej a etickej vychovy, doktorat
v odbore estetika ziskala na Filozofickej fakulte PreSovskej
univerzity v PreSove. Od roku 2012 pdsobi ako vyskumny
pracovnik v Kabinete vyskumu detskej reci a kultiry Peda-
gogickej fakulty PreSovskej univerzity. Zaobera sa umelecko-
-historickymi a teoretickymi otazkami ilustracie a vizualnou
semiotikou. Je autorkou monografie tykajucej sa vztahov
obrazu a slova v grafickej vizualizacii basnického textu a via-
cerych Studii a odbornych ¢lankov o kniznej ilustracii a dizaj-
ne. Recenzuje sucasnu slovensku ilustratorsku tvorbu. Popri
vyskumnej praci sa venuje malbe a ilustrovaniu detského
casopisu.

Za hranicou detstva

K problematike originality obrazkovej detskej knihy
v koncepcii BIB-u

Bienadle ilustracii Bratislava je jednou z najvacsich a naj-
vyznamnejsich prehliadok aktualneho diania v kniznej ilustra-
cii, ktora dodnes Uspesne odolava tlakom komercie zasa-
hujucej i do tejto oblasti vytvarnej tvorivosti. Vystavna kon-
cepcia, podla ktorej ilustratori z celého sveta uz pol storocia
prezentuju originaly ilustracii detskych knih, ju predurCuje
byt unikatnym podujatim upriamujucim pozornost” tvorcov,
odbornikov i Sirokej verejnosti na najzaujimavejSie umelecké
vysledky v oblasti vizudlnej podoby knih pre deti. Vytvara-
nie kolekcii na narodnej Urovni, ktoré predchadza samotnu
Ucast autorov na biendle, je navySe nielen dobrou zarukou
jeho kvality, ale aj prehladovej komplexnosti. Odraza pohlad
jednotlivych krajin na to, o povazuju v ramci svojej kniznej
kultury za inovativne, umelecky prinosné a reprezentativne
v interkultUrnej komunik&cii.

Kone¢na podoba obrazkovej knihy sa rodi v napéati me-
dzi rydzo umeleckymi pohnutkami a pragmatickymi limitmi.
llustratorsky obraz obsahuje prvky subjektivneho vytvarného
nazoru, umeleckych tradicii i aktualnych trendov, no ovplyv-
Auju ho aj mnohé ,neumelecké” faktory — spolocensko-ide-
ové vychodiskd, predstavy o edukacnom poslani detskych
knih &i edicna a obchodna politika vydavatelstiev. Nemozno
si preto mysliet, ze je v moci BIB-u Ci ktorejkolvek inej pre-
hliadky kniznej tvorby formovat a menit podobu obrazkovej
knihy priamo. Kazda takato udalost je v3ak prilezitostou na
reflexiu suCasného stavu a vyvojovych tendencii, pomenova-
nie umeleckych kvalit a hodnotovych rebrickov vyjadrenych
VO vizualnom stvarneni detskej knihy. Pozastavenie sa v Zi-
velnej a samohybnej vytvarnej praxi vytvara nielen priestor na
vzajomnu inSpiraciu tvorcov z celého sveta ¢i kultUrnu osvetu
u Sirokého publika adresatov detskej knihy, ale aj odstup po-
trebny na spolocensku a umenovednu diskusiu.
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Obrazkova detska kniha ma aj napriek lakadlam novych mé-
dii eSte vzdy svoje nezastupitelné miesto v osobnostnom
rozvoji dietata. Jej podoba je zrkadlom postoja spoloénosti
k najmladSej generécii. Diskusia 0 poetologickych a axiolo-
gickych rozmeroch vizudlneho stvarnenia knihy pIni vyznam-
nu Ulohu v hodnoteni a usmerfovani vytvarnej praxe. Je pre-
to na mieste zamysliet sa nad tym, aké podmienky pripravilo
biendle pre chapanie umenia ilustracie ako osobitného vy-
tvarného druhu a akou ,filozofiou® vizualneho stvarfiovania
detskej obrazkovej knihy operuje.

Originalita ako atribut ilustratorského diela

Podla svojho Statutu je BIB sutaznou prehliadkou originalov
ilustracii knih pre deti a mladez, na ktorej sa predstavu-
ju pbévodné, tlatovou reprodukciou nesprostredkované
ilustratorské obrazy v epoche ich zivota ,pred knihou“. Prave
toto Specifikum umeleckej originality zbavenej akychkolvek
pragmatickych aspektov, ktoré inak prirodzene sprevadza-
ju kniznu produkciu, vyClenuje biendle spomedzi inych pre-
hliadok ilustratorskej tvorby. Hoci autori spolu s origindalmi
poskytuju aj definitivne tlacené vydania obrazkovych knih,
pozornost poroty aj publika sa sustredi na ilustracie ako p6-
vodné umelecké obrazy s autentickymi atributmi ich vytvar-
nej realizacie.

Ak si vypoziCiame terminoldgiu teoretika médii Waltera
Benjamina (2013), originaly ilustracii obklopuje akési magic-
ké pole — ,aura“ pravosti a neopakovatelnosti jedine¢ného
[udského vytvoru. Tato aura sa technickym reprodukovanim
a multiplikaciou v kniznom naklade straca. Fyzicka pritomnost
a autentické charakteristiky ilustracie ako artefaktu vytvaraju
predpoklady pre esteticky zazitok Uplne odliSného charakteru
v porovnani s tym, ktory umoznuje reprodukcia obrazu v tla-
¢enom médiu. Ide napriklad o intenzitu zazitku podmienenu
mikroperceptivnymi charakteristikami autorského rukopisu, vy-
razovymi moznostami vytvarného materialu a techniky, pévod-

nymi rozmermi a formatom ilustracie, ktoré sa zvy¢ajne odlisuju
od reprodukovanej formy. Aj v pripade technicky dokonalgj
a idedlne vernej reprodukcie sa vytraca ono ,tu a teraz ume-
leckého diela, jeho neopakovatelny ontologicky status. Repro-
dukovany obraz je totiz ,vdaka svojim charakteristikam ,,menej
zvodny, menegj dojimavy a viac intelektualny” (Malraux 2008,
s. 184); americky muzeoldg John McAndrew (1955) v inej su-
vislosti hovori o ,faksimilovej diéte”“. Proces autentickej tvorby
a okolnosti vzniku ilustracie su zastreté procesom produkcie,
¢o pri beznom vnimani knihy vedie aj k zahmleniu umeleckej
funkcie jej obrazovej stranky'. Nevyhnutnym désledkom je tiez
urCita spolocenska profanacia ilustracie — sklon vnimat' ju ako
predmet beznej spotreby, jeden z mnohych prejavov vizudlngj
kultury, ktoré nas dennodenne obklopuju.

Podla Benjaminovej tedrie aktom reprodukovania straca
auru nielen reprodukcia, ale aj samotny reprodukovany origi-
nal. Auratickost teda nie je kvalitou vyplyvajucou z materiality
umeleckého diela. Vyjadruje tuzbu Eloveka po transcendent-
ne, ktoré sa zjavuje v umeni vdaka géniu jeho tvorcu. Zaro-
ven je do velkej miery zdlezitostou institucionalneho ramca,
spoloCenskej akceptacie, vyznamu a hodndt pripisovanych
kulturou. V tejto kulturnej evalvacii ilustracie plni svoju neza-
stupitelnu dlohu aj BIB.

Samozrejme, je mozné polemizovat o tom, kde dochadza ku
skutognej komunikacnej realizacii ilustracie (origindlny vytvarmy
artefakt/jeho kopia v médiu knihy), a &i reprodukcia neposkytuje
iny typ aury podmieneny samotnym dispozitivom ilustracie v kniz-
nom meédiu. Dizajnérska prax v kniznej tvorbe ma svoje viast-
né remeselné zakonitosti i tvorivé Specifika a zvyCajne pridava
K ilustratorskému dielu dalSie kvality, ktoré mu mdzu v konecnej

1 Informécia o autorovi a umeleckom kontexte ilustracie zvy¢ajne zostava pre bezné-
ho recipienta knihy latentna a malo délezita; obrazova a graficka podoba knihy podlie-
ha hodnoteniu vzhladom na jeho osobné estetické preferencie, normy a vkus. V tejto
konfrontécii dochadza k prevahe estetickej funkcie nad umeleckou.
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podobe knihy po estetickej stranke poméct, ale aj poskodit. Kym
bienale vo svojich zadiatkoch prostrednictvom prezentovanych
originalov kompenzovalo aj nie vzdy idealnu Uroven polygrafickych
technoldgii, jeho dnesnou Ulohou je skér zdbrazfiovat pbévod-
né hodnoty ilustratorského obrazu, ktory nebol pozmeneny
a ovplyvneny Stylom typografickej Upravy, zviastnostami tlace Ci
technickymi parametrami postpressovej finalizacie knihy. Hoci
medzinarodna porota biendle pri svojom rozhodovani zohladriuje
aj tento aspekt, samotna expozicia nespristupniuje ,treti rozmer*
knihy, subor ilustracii ako celistvé dielo v architektonike knizného
celku (napr. to, ako sa ilustrator vysporiadal s priestorovym i
sémantickym vyvazenim obrazovej a literamej zlozky, vytvar-
nou suslednostou a gradéaciou ilustracii, ¢i aky bol dizajnérsky
zamer pri vystavbe vizuainej podoby knihy). Mozno aj preto sa
obcas javi rozhodnutie poroty ako navonok nepochopitelng, ¢o
vSak iba poukazuje na nevyhnutnost komplexného pohladu na
problematiku ilustracie, ktord nie je mozné posudzovat vyluéne
na zaklade izolovanych atribUtov artefaktov.

Originalita ako atribut autora

ExpoziCny priestor bienale podporuje vnimanie ilustracie mimo
jej utilitarneho ramca. S trochou zveliCenia, v Case konania BIB
ilustracia prestava byt vSednou ,vecou” Ci ,komoditou” a jej
autor ,vyrobcom* obrazkov, ktorého meno diskrétne ukryva ti-
raz. Naopak, figuruje ako individualita s mohutnym tvorivym
potencialom, typickym Stylom, originainym a vynaliezavym
wytvarnym jazykom?. Ako dokazuje pestra vyrazova i tema-
ticka réznorodost diel vystavenych v priebehu polstorocnice
konania bienale, ilustracia nie je v svetovej mierke, ani v re-
giondlnych rozmeroch jednotnym a celistvyym javom. Je skoér
otvorenym pluralitnym priestorom, v ktorom sa realizuju sa-
motni ilustratori a ich Specifické ilustratorske Styly.

2 Z hladiska vyznamu pre detsku knihu sa v suc¢asnosti podiel ilustratora vyrovnava
podielu spisovatela. Istym ddkazom je aj rovnocenné uvadzanie autora ilustracif
priamo na obalke knihy.

BIB svojim akcentom na umelecké hodnoty ilustracie vyva-
Zuje zaujmy vydavatelov, ktoré tlaCia podobu knihy smerom
k priemernému spotrebitelskému vkusu. Ako nekomercné
podujatie podporuje osobitosti autorskych Stylov i miestne
Specifika v kontraste s globalnym trendom Standardizacie
a uniformity ilustracii a vizualnej podoby knih. Vdaka
medzinarodnej prestizi, ktoru si biendle za polstorocie svojej
existencie vybudovalo, udava medzinarodné trendy a zvySuje
tak aj Standardnu uroven knih. V spletitej fenomenalite
ilustracie plnia ocenenia Ci pozitivne reakcie kritiky funkciu
akejsi ,navigacie“, neraz i precedensov, ktoré zviditelfuju
jednotlivych autorov nielen pre umelecky svet, ale aj pre vy-
davatelov a cielové publikum. Potvrdzuje to aj skutocnost,
ze ocenenie na BIB-e sa nemalo ilustratorom postaralo o po-
pularitu a dalSie knizné zakazky.

S umeleckou inovativnostou sa vSak spdjaju aj isté rizika:
jej precenovanie a nadradenie nad iné kvality ilustracie legiti-
mizuje i extrémne polohy originality, ilustratorsky ,lartpourlar-
tizmus*, ktory sice mdze robit tvorbu autora pozoruhodnou
v kontexte umenia, no nefunkénou, nezrozumitelnou pre
detského adresata. Originalitu dnes nemozno chapat v mo-
dernistickom zmysle ako pokrokovost, zdokonalovanie ale-
bo prevratnost rieSenia vizudlnej podoby knihy. Aj ilustracie
s nepochybnymi umeleckymi kvalitami, vysokou remeselnou
bravdrou a sofistikovanym vizualnym ndpadom sa minaju
svojmu poslaniu, pokial sa neukazuju ako zmyslupiné vo
vztahu k detskému adresatovi.

Originalita v digitalnej dobe

Sucasnu podobu detskej knihy ovplyvnil najma koniec mi-
nulého storocia, ktory sa niesol v znameni rychleho rozvo-
ja pocitacovej grafiky a DTP technolégii. RozliSovanie me-
dzi origindlom a reprodukciou Vv tejto oblasti tvorby stratilo
zmysel (Davis 1995, Malina 1990). Digitalna ilustracia nema
fyzicky zaklad; jej realizacia je projekciou dat, o ju v istom
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zmysle znevyhodhuje v optike tradiCnych perceptivnych
ocCakavani spojenych s artefakticitou ilustratorského obrazu.
Na BIB-e tomu nasvedcuje aj minoritny podiel autorov, kto-
ri vyuzivaju digitalne postupy. Tento typ ilustracie ma sice
predispozicie k maskovaniu rukopisnej stopy a neosobné-
mu, technicistickému vyzneniu projektovaného obrazu, pre
vytvarnika vSak mdze predstavovat tvorivd vyzvu vyuzit Spe-
cifika pocitata ako nastroja ,pre premenu, pohyb a transfor-
maciu digitalnych informacii, nie ich fixovanie" (Malina 1990,
s. 33). Originalne zuzitkovanie moznosti i obmedzeni, kto-
ré ilustratorovi uréuje pocitatova technika, navadza na hru
s vytvarnymi principmi ako opakovanie, varirovanie, mnoze-
nie, hromadenie, selekcia, montaz a podobne. Efektivne vyu-
zitie automatizovanych operacii navyse urychluje rutinnu cast
realizacie obrazu a pomaha sustredit sa na vytvarny napad.

Hoci digitalna ilustracia spodiatku nebola na BIB-e prijima-
na jednoznacne kladne (Brathova 2001), v sucasnosti na
nom koexistuje sice v mensinovom podiele, ale rovnocenne
s tradiénymi ilustratorskymi formami. V reakcii na to sa aj
sympdzia BIB zamyslaju nad jej osobitostami a otazkami
umeleckej hodnoty. V poslednom Case sa ukazuije tiez zmysel
tohto spolunazivania: autori objavuju nové cesty, ako sa odlisit
od trividlnych, stereotypnych a unifikovanych rieSeni komerc-
nych grafickych foriem — anonymnej podoby propagacnej Ci
produktovej ilustracie, ktora zaplavuje verejny priestor.

Ako vazne berieme ilustraciu?

V byvalom socialistickom Ceskoslovensku poskytovala ilu-
stracia detskych knih azylovy priestor pre relativne slobod-
ny umelecky prejav mnohym domacim vytvarnikom. Vysoka
koncentracia vyraznych osobnosti slovenskej malby a grafi-
ky, rovnako i podnety zo svetového umenia, ktoré k nam vda-
ka BIB-u prichadzali, stimulovali nielen dalsi rozvoj ilustracie,
ale aj pozornost odbornej verejnosti. Exponovanie ilustracie
ako autondmneho vizualneho diela v galerijnom kontexte

nepochybne prispelo k narastu jej vaznosti a umeleckého
kreditu. Kym skor sa ilustracia posudzovala v ramci druhovej
prislusnosti k malbe alebo grafike, v sucasnosti to uz kvoli
jej Specifickym funkciam a rdéznorodosti vyjadrovacich pro-
striedkov nie je mozné. Svoje zasluhy na tom, ze sa ilustracia
postupne sformovala ako autondmna a plnohodnotna vy-
tvarna disciplina, ma nepochybne aj existencia bienale. Ten-
to posun prispel k Specializacii suc¢asnych vytvarnikov, pre
ktorych uz ilustracia vacsinou nepredstavuje iba pridruzenu
oblast, ale doménu ich tvorby.

Aj vdaka sympdziam BIB, ktoré fungovali ako otvorené
umenovedné pracovisko, boli v domacom prostredi i v oko-
litych krajinach pomerne podrobne rozpracované teoreticke,
umeleckohistorické, estetické ¢i edukacné aspekty ilustracie.
Eurdpsky odborny priestor je v suicasnosti bohaty na prehla-
dové, interpretacné &i komparativne Studie tykajlce sa prob-
lematiky ilustracie a vizudlneho stvarnenia detskych knih.
Preto az tak velmi nepocitujeme, ze zaujem o kriticku refle-
xiu a dejiny ilustracie ako svojbytného vytvarného druhu sa
v svetovom meradle ani dnes nevyrovnava pozornosti, aka
je venovana napriklad grafickému dizajnu®. Napriek tomu je
potrebné neustdle si klast otazku: Ako seridézne berieme ilu-
straciu? Ako sa sama ilustracia berie vazne?

Zrkadlenie dietata

V suvislosti s obrazkovou knihou sa ¢asto pripomina skutoc-
nost, Ze ilustracia je miestom prvého kontaktu dietata s vytvar-
nym umenim a svojimi presahmi za hranice detstva i jednou
z bran do ,dospelého” sveta. Napriek tomu, Ze BIB sa progra-
movo orientuje na detsku knihu, v poslednych roénikoch sme
na nom mohli zaznamenat viacero originalnych ilustratorskych

3 Tato nedostatocnost odbornej reflexie je pocitovana napriklad v angloamerickej kul-
ture: ,llustracii chyba silny kriticky ramec jej hodnotenia pre nedostatok analytickych
Studi a knih o ilustréacii.“ (Poynor 2010)
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prac, ktoré nie su typicky detské tematikou ani receptivnou
pristupnostou vytvarného spracovania. Objavuju sa ilustra-
torské adaptacie vaznejSich literarnych titulov, velkych textov
narodného Ci svetového kultirneho dediCstva, tabuizovanych
tém, ale i celkom intimne, ,malé" obrazkové naracie s vyrazne
individualizovanym, filozofickym &i spoloCenskym nametom.
Nové podnety, ktoré do detskej obrazkovej knihy prichadzaju
z ,umenia pre velkych®, naznaduju, aké zlozité je vymedzit
detstvo. Argumentuje sa, Ze nejde ani tak o ohraniCenie ve-
kom, ale skoér o stav ducha charakterizovany hravostou, zve-
davostou, objavovanim nepoznaného. Sucasnost kladie zvy-
Sené naroky na schopnost porozumiet réznym typom obra-
zov. Tak vytvarné umenie, ako aj ilustracia pre deti absorbuju
nové formy vizuality, su Coraz menej ,ilustrativne”, nazorné
a vyznamovo jasné. llustratorské obrazy (fiktivneho) sveta sa
neraz v druhom plane stavaju iba zamienkou na rozputanie
interikonického diskurzu. Obsahuju narazky na iné formy
umeleckych i neumeleckych obrazov podliehajucich hetero-
génnym vizualnym epistémam, nemozno sa preto spoliehat
na ich prirodzenu a univerzalnu zrozumitelnost. Detsky adre-
sat sa ocita v Uplne odliSnej situacii ako pred patdesiatimi
rokmi. Obrazkova kniha je neraz skor zlozitou obrazovou Sif-
rou nez vliudnou kamaratkou, a tak vyvstava otazka — su v6-
bec niektoré ,detské knihy“ dietatu primerané a pristupné?
Ako bude na tieto zmeny a rozpory vo vymedzeni detského
aspektu reagovat bienale?
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B Nazan Erkmen

Nazan Erkmen (Turecko)

VyStudovala graficky dizajn v Istanbule. Pésobila ako prode-
kanka a veduca Katedry vytvarnych umeni a neskér ako de-
kanka Fakulty vytvarnych umeni Marmarskej univerzity. Patrila
k zakladajucim ¢lenom tureckej Zenskej kniznice a dokumen-
tacného centra. Bola organizatorkou Studentskych trienale,
ako aj viacerych symp0ozii, na ktorych sa zucastnilo 54 krajin.
llustrovala viac ako stovku knih pre deti a bola nominovana
na Cenu H. Ch. Andersena. Zucastnila sa mnohych vystav
a sutazi ilustracnej tvorby.

Turecka ilustracia

Umenie miniatdr v tureckej histdrii bolo ovplyvnené syrskymi,
perzskymi, egyptskymi, iranskymi a indickymi miniatdrami.
Rukopisy perzskej a sasanskej civilizacie boli velmi délezité
a miniatdry manicheizmmu mali velky vyznam v umeni turec-
kej miniatury a ilustracie (odvodenej od perzského umenia
miniatdry).

Islamska kultira a umenie kaligrafie

Islamska kultura dosiahla vrchol v 8. storoci a veda a kultura
v 12. storodi. Islamské kniznice mali najmenej 10-tisic knih
vysokej kvality. Je zaujimavé, ze v 13. storo¢i v Osmanske; riSi
prelozili Dioscorida. Poukazuje to na zaujem islamského sve-
ta o svet intelektualneho Grécka. Da sa povedat, ze islamské
umenie miniatdry napredovalo paralelne s islamskym
nabozenstvom. Islam broji proti figuralnej malbe a rovnako
je nepripustné zobrazovat akékolvek zivé tvory aj v umeni.
V 15, storoCi viaceri umelci vytvorili manuskripty o laske
a vojne, ale nikdy sa do nich nepodpisali. V reprezentatnom
umeni sa uplatnovala skdr dekoracia ako ilustracia. Koran bol
vytvoreny v bohatom kaligrafickom vyhotoveni a v islamskom
umeni bola kaligrafia dokonala. Uvadza sa podoba urcitych
islamskych kaligrafickych diel s umenim Skoly Hiberna Nor-
tumbria z 9. a 12. storoCia, napriklad v knihe Book of Durrow.
Kaligrafia vS8ak ma Sirsi vyznam ako ilustracia.

Turecké umenie miniattry

Umenie miniatdry, ilustracia knih sa zacala v 8. storodi
pocas obdobia viady dynastie Abbasidovcov. Z toho ob-
dobia najddlezitejSia ilustrovana kniha je Kelile a Dimne.
Gigantické umeleckeé dielo s nazvom Makamat ma mnozstvo
fantastickychilustracii zvierat a je prikladom cennejilustrovane;
knihy. Varaka a Gllsah z &ias Seldzukovcov z 13. storoCia je
prvou ilustrovanou knihou v Anatdli.
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Miniatury z 13. storoéia

V umeni 13. storoCia El Hariri Makamat patri medzi naj-
vyznamnejsSie ilustracie islamského umenia. Je to ilustrovana
kniha z 13. storoCia, ktora podava informacie o beznom den-
nom Zivote v neskorom perzskom obdobi a je doplnena sati-
rickymi a velmi elegantnymi ilustraciami. Je vystiznym prikla-
dom zobrazujucej miniatury neskorého perzského obdobia.
Zvieracie ilustracie su velmi realistické a poskytuju detailny
obraz kazdodenného zivota Perzanov.

Makamat, 13. storoCie, obdobie Seldzukovcov,
abbasidovské obdobie

llustrovana kniha Makamat z Cias Abbasidovcov je jedna
z najddlezitejsich iluminovanych knih 13. storodia. Su v nej
nadherné ilustracie prirodzenych ludskych postav a zvierat.
Su v nej dokonca aj surrealistické ilustracie, kedZe niektoré
vtaky maju ludské hlavy v prekrasnej prirodnej scenérii.
llustracie su velmi Stylizované, priroda je nadherne zobrazena
a su v nej aj vojnove pribehy.

Harirri Makamat

Kitab el-Haflaifi; vzacne priklady ilustrovanych knih z 12. sto-
roCia. Dolezité ilustrované knihy z 13. storoCia ako El Hariri
Makamat; v suCasnosti v Parizskom muzeu, ilustroval Yahya
bin Mahmud el Vassit v obdobi Abbasidovcov.

Miniatury od Mevlana, seldzukovské obdobie, 12. sto-
rocie

Spravcovia v obdobi Seldzukovcov, podporovatelia Meviana,
vytvorili novi umelecku skolu. V 12. storo¢i bolo umenie ilu-
stracie knih velmi bohaté. Spravcovia Artuklu venovali velku
pozornost umeniu miniatury. Diyarbakyr bol centrom dynastie
Artuklu a mal obrovsku kniznicu, v ktorej bolo 140-tisic knih.

Mbzeme uviest nazvy vyznamnych ilustrovanych knih:
Kitab-ul El-Hatait

MedicaEl-Hiyel el-hendesiye

Hariri'nin Makamat’y

Varaka a Gulsah. Pribeh neStastnej lasky

Kelile ve Dimne. Pribehy o zvieratach

Kitab el-Baytara

Dalgia kniha £l Hiyel el Henhnedisey je z obdobia turkménskej
dynastie Artuklu. Uvadzaju sa v nej pomocou ilustraci
vedecké objavy, vysvetluje Archimedove tedrie a objavy
suvisiace s vodou, hodiny, vodnu nadrz, symboly a pod.

Kitab elm-Hasais

Tato kniha je kdpia Materia Medica, Dioskoridovej knihy bo-
taniky a zooldgie z 9. storodia. llustrator bol Abdulcabar B.
Amli. Kniha Kitab elm-Hasais obsahuje viac ako 600 ilustracii
rastlin a zvierat. llustroval ju Abdulcabar B. Ali v roku 1288.

Varaka a Giilsah

Pribeh sa odohrava v obdobi Turkov Gazne. Napisal ju basnik
Ayyuki. Prepisal ju Yusuf-i Meddah ako mesnevi. Defteremini
Mustafa Celebi napisal Varaka a Giilsan v 16. storodi. Je to
velmi smutny pribeh.

Kelile a Dimne

Prva ilustrovana kniha obdobia Abbasidovcoy, 8. — 13. sto-
roCie, vznikla v bohatej spolo¢nosti, kde sa pozornost veno-
vala umeniu. Kelile a Dimne napisal indicky autor. Pozostava
z bohato iluminovanych pribehov o zvieratach. Kelile a Dimne
bola napisana v 1. storoci. Je to bajka, ktord napisal Bey-
deba a je to prva bajka s pribehmi o zvieratach. Pribehy su
navzajom previazané. Cielom tejto knihy je poucenie pre 3
lenivé Sahzady. Su ako Ezopove a La Fontainove pribehy.
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Umenie iluminacie Ujgurov, 7. az 9. storocCie

Historia tureckej kniznej ilustracie siaha k ujgurskym Turkom.
llustrované knihy, ktoré sa nachadzali v 7. az 9. storoCi v uj-
gurskych mestach, dokazuiju, ze umenie ilustracie ma zaciat-
ky v ranej tureckej historii.

Siyah Kalem

Siyah Kalem zil v 15. storoci. Jeho obrazky su odrazom Sa-
manizmu. llustracie démonov a ohavnych tvorov, ako gj ilu-
stracie denného Zzivota a zvierat vyjadruju strach ludi, ktorf
sU zobrazeni, ako vykonavaju obety podla ich nabozenstva.
Siyah Kalem vo svojich ilustraciach pouzival tus a pri pohla-
nebol lahky. Tieto ilustracie nie su romantické, skor su tvrdé
a hrozivé a odrazaju vtedajSie drsné podmienky Zivota. llu-
strovanie zobrazujuce ludi a bezny Zivot sa da robit aj surre-
alistickym spdsobom. Vidime to v ilustraciach Siyah Kalema.
Korene ilustrovania knih siahaju do Cias ujgurskej civilizacie
pocas 7. az 9. storocCia.

llustracie z roku 1479

Zahrani¢ni ilustratori ilustrovali knihy v obdobi 14. a 15. sto-
roCia pocCas viady osmanského sultana Timura. Bihzad patri
medzi vyznamnych ilustratorov z Iranu, ktori ilustrovali basne
autorov Sa’dui a Nizami v 70. rokoch 15. storoCia do roku
1520. Perzské umenie iluminacie ovplyvnilo islamské umenie
a Sa’dui a Nizami boli v tom Case vyznamni umelci.

Umenie v obdobi roku 1469

Belliniho do Istanbulu povolal Fatih Sultan Mehmed
Dobyvatel z Istanbulu v roku 1479. V tom Case v Irane mala
literatura a umenie vyznamné postavenie. Fatih si zelal, aby
Gentile Bellini namaloval jeho portrét. V Case Kanuniho a Ya-
vuza Sultana Selima boli ilustratori knih povolani do Istanbu-
lu. llustrovanie knih sa stalo dominantnym umenim a umelci

nevenovali ziadnu pozornost prirode, délezité bolo postavu
portrétovat realisticky a zachytit’ jej charakteristické &rty.

Levni, velky majster miniattry z ¢ias Osmanskej riSe
VWyraz miniatira sa v tureckom umeni pouziva pre knizné
ilustracie. Slovo znamena: vySivka, popis a zobrazenie.
Turecké umenie z 8. a 9. storoCia sa vyznacuje nastennymi
malbami, figurativnymi malbami a miniaturami. Miniattry Tur-
kov, ktorf Zili v Strednej Azii, este vzdy zdobia paléc Topkapi.
Mnohé miniatdry z &ias sultdna Fatiha Sultana Mehmeda sa
zachovali do dnesnych dias. Tieto miniatury poskytuju ob-
raz o tom, ako sa ludia odievali, 0 beznom zivote, viade,
tradiciach, vojnach Osmanskej riSe, skutoCnosti zo zivota
sultanov aj beznych ludi. Obdobie Kanuniho sultana Suley-
mana je novym obdobim v umeni ilustracie knih.

Miniatury za ¢ias Kanuniho

Nazyva sa Sehnamecilik, ¢o znamena pisanie textov pre
vtedajSie osmanské palace. Histdria je pisana aj ilustrovana
a zaznamenana Vv ilustraciach. Vojny Osmanskej riSe sme-
rom na zapad a smerom na vychod, sultani preberaju viadu,
prijfimaju zahrani¢nych ministrov, nabozenské slavnosti bajram.
Portréty sultanov boli velmi délezité a rovnako aj obrazy, ktoré
zaznamenavali zivot, o sa zachovali dodnes. V neskorSom
obdobi umenia miniatlry bolo cielom realistickym spdsobom
v ilustracii zaznamenat zivot. Miniatury v palaci Topkapi maju tie-
to charakteristiky. Mnohé zobrazenia s budovami a okolim su
iluminované velmi realisticky. Kazda miniatura je v skuto&nosti
zarovent dokument. V schémach popisanych v miniatdrach su
mnohé skuto¢né udalosti zachytené v ilustracii a v dokumentoch.

Miniatury zo 17. storocia

Umenie miniatur 17. storoCia zachytava tradicie, slavnostné
vyjavy aj obrazy z bezného Zivota. lludia v miniatUrach zau-
jimaju svoje miesto a predstavuju svoju identitu. Ku koncu
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Obdobia tulipanov (1718 — 1730), obdobie reforiem viady
sultana Ahmeda lll., turecké umenie prenechava miesto za-
padnému Stylu portrétovania na platne olejovymi farbami.
Turecké miniatdry dominuju svojim realizmom az do neskor-
Sieho obdobia. Vidime na nich sultanov, vezirov a ddlezitych
muzov velkej riSe, ako sa pozeraju na tanecnikov.

Neskoré obdobie iluminacie

Miniatury z neskorého obdobia Osmanskej riSe zobrazuju
spravu rise, miesta, kde sa spravcovia stretavali, a schému
spravy. Rozdiel medzi Levniho miniatirami a Vychodom je,
7e v osmanskom umeni neexistuje anatémia, hibka, svetlo
a tma. Postavy v dialke su zobrazené v rovnakych dimenzi-
ach. Jediny rozdiel vo velkosti spociva v miere ich ddlezitosti.

Charakteristiky tureckej iluminacie

Maliar miniatury tvaruje malbu so zretelom na farbu a sub-
jekt. Umelec pracuje na postavach pomocou nacrtu. Posta-
vy, zivé alebo mrtve, su ilustrované velmi detailne. Odevy su
realistické. V Casoch Osmanskej riSe su portréty velmi dole-
zité. Levni zaviedol portréty sultanov v tradi¢nom Style. Je to
dokument spolocenského Zivota. Tancujlce zeny v jednodu-
chych farbach a formach a akrobati na lanach.

Charakteristiky tureckého umenia iluminacie

Levni vyjadril v portréte dolezitost osoby a jej postavenie
v spolo¢nosti. Vychod sa venoval poézii, romanom, hrdin-
skym a nekonec¢nym pribehom lasky. Osmani zachytavali
dejiny, vojenské udalosti a historické dianie v okoli sultana.
Levniho Surnamei Vehbi v ilustraciach zachytava udalosti,
ktoré sa stali vtom Case v Osmanskej riSi. Sultan sa vzdy na-
chadza uprostred zastupu. Realita a dokumentaristické cha-
rakteristiky tureckych miniatur zo zapadnej Casti a vychodnej
Gasti krajiny sa odliSuju. V iranskych miniatdrach su hrdinovia
Vacsi ako ostatné postavy.

Charakteristiky tureckého umenia iluminacie 2

V osmanskej miniature je to rovnaké, ale pozorujeme skor
objektivny pohlad na hrdinov. V miniatdrach od Levniho a Bu-
hariho su Zzeny doélezité. Levniho Zeny nie su vzneSené a vazne
ako zeny v iranskych ilustraciach. Levniho Zzeny tancuju, hraju
na hudobnych nastrojoch, oblecené su do modernych ode-
vov a niekedy aj lezia a odpodivaju. Pri zenskych postavach
sU aj muzské postavy. Muzské postavy v miniatirach su
Stihle a zobrazované ako zamilovani muzi, osmansky muz je
obvykle zobrazeny ako vojak alebo remeselnik.

Charakteristiky tureckej iluminacie 2

Turecki iluminatori uprednostfiujl obraz bez dekoracil.
llustruju, Co treba, a eliminuju dekoraciu. V osmanskych
ilustraciach je mensi pocet farieb a su to Cisté farby,
najCastejSie Cervena. Priroda tiez nie je vyzdobena. Iranske
iluminacie su vypracované. V osmanskych ilustraciach su
budovy ilustrované otvorené. Casto sa na nich nachadza
palac Topkapi. lluminacie sa ponimaju skér ako dokumenty,
a nie ako umeleckeé diela. To je velmi dblezité. Po 19. storodi
miniatira straca svoje charakteristiky ako dokument
zachytavajuci histériu a umelci zacinaju uprednostiovat
techniku olejomalby podla zapadného vzoru.

1732 Obdobie tulipanov

Said Celebi a Ybrahim Miteferrika zakladaji prvé
vydavatelstvo zacCiatkom 18. storodia, pocas reformného
Obdobia tulipanov. Casom sa meni aj ndbozenské mysle-
nie. Jednou z najddlezitejsich ilustrovanych knih je Cihannd-
ma. Nachadza sa v nej 40 map a ilustracii. V tom &ase zacal
pracovat prvy turecky graficky umelec.

Zaciatky tureckého grafického umenia teda predstavuje Ci-
hanntima s prvymi ilustraciami a mapami. Migirdic z Galaty
a Ibrahim z Tophane a Ahmet Kirimi boli prvymi grafickymi
umelcami. Turecké znamky boli ilustrované v 50. rokoch
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19. storocdia litografickou technikou v Darphan-i Amire,
pricom grafici boli zname osobnosti: AbdUlfettah a Tophaneli
Agop, a autor ornamentacie bol architekt Muzaffer Begh.

Tarihi Handi Garbi 1732

NajvyznamnejsSie ilustrované knihy su:

e Vankulu Disitionary

Tuhfet’Uy Kibarfi Esfari’l Bihar

Tarih-Hindi Garbi; Tarih/i Seyyah

Tarih-i Tiemur-i Gurkan, Tarh-iMisri’l-Cedid

Tarih-iMysri’l Kadim, Gulten’i Hulefa

Su to knihy s mapami, histériou, preklady a turecka grama-
tika.

Siyer-i Nebi

Siyer-i Nebi je turecka epika o zivote Mohameda, vytvorena
okolo roku 1388. Napisal ju Mustafa, syn Yusufa z Erzurumu,
znamy aj ako al-Darir, mevlevsky dervi§ pocas vlady sultana
Berkuka, mamluckého panovnika v Kahire.

llustracie obdobia modernizacie Tanzimat (1839 -
1876) 1

PocCas obdobia Tanzimat su dokonale ilustrované pribehy
o0 zvieratach. Ebulziyya Tevfik je jeden z vtedajSich
najprominentnejSich ilustratorov. Pre deti tej doby nebolo
[ahké snivat, pretoze ilustraciam chybal humor.

llustratori obdobia Tanzimat

llustracie boli realistické a realizmus sa vtedy stal
popularnym modelom pre ilustratorov. V roku 1839 ilustratori
uprednostnovali $tyl art nouveau. Ako model im sluzilo ume-
nie na Zapade, ale svet fantazie nebol spristupneny detom.

Vel'ky vodca Mustafa Kemal Atatiirk
Potom ako Mustafa Kemal Atatlrk zaviedol demokraciu

a v roku 1923 zalozil Turecku republiku, ludia zacali viac &i-
tat. Arabské pismo sa modernizovalo a navrat k latinke bol
uspesSne zavedeny do $kdl. Zmena z arabskych pismen na
latinsku abecedu viedla obcanov Turecka k tomu, aby konali
demokraticky, rozhodovali a hlasovali sami za seba.

Vyznamny vytvarnik Erciiment Kalmyk

Jeden z najvyznamnejsich tureckych maliarov Erciiment Kal-
myk, sa venoval detskej knihe a ilustroval vela knih pre tu-
reckeé deti.

Vedat Nedim Tor a ¢asopis Dogan Kardes

Vedat Nedim Tor zalozil najvyznamnejsi turecky Casopis pre
deti Dodan Kardet, ktory bol velmi dblezity pre zacinajucich
autorov a buducich ilustratorov. Vedat Nedim Tor poskytol tu-
reckym spisovatelom a ilustratorom otvoreny priestor. Znami
ilustratori tureckej histdrie ziskali popularitu svojimi ilustracia-
mi publikovanymi v tomto Casopise.

Giling6r Kabakc¢ioglu

Po 50. rokoch 20. storocia sa objavili novi ilustratori knih pre
deti: Mustafa Eremektar, Gevher Bozkurt, Selma Emiroglu,
Altan Erbulak, GUngor Kabakgioglu a mnohi dalsi. Zaujimavé
je, ze mnohi vyznamni maliari, napriklad Mustafa Aslier, Nuri
Abac, Nevzat Akoral, Abidin Dino, Mirside icmeli, Kayhan
Keskinok, Orhan Peker a Adnan Turani tiez ilustrovali detsku
literatiru a umenie ilustracie sa stalo cenenym umenim
v histdrii literatury pre deti.

Nevide Gokaydin

Usilie ilustrovat uéebnice umeleckym spdsobom sa spéja
s menom Nevide Gokaydm, profesorom akadémie umeni.
V tom Case mnohi ilustratori zacali ilustrovat ucCebnice.
VWtvarnici ako Tan a Deniz Oral pdsobili v oblasti karikatiry
a animovanych filmov pre deti po prvykrat v histérii Turecka.
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Firuz Askin

Firuz Askin, Tongug Yatar, Sururi, Tevki Cankaya, Bedri Kora-
man su niektoré dalSie vyznamné osobnosti karikatury, ktoré
tvorili aj pre detské knihy.

Prof. Miirside icmeli

Po roku 1960 sa zacal klast déraz na publikacie pre deti.
Profesori Mirside icmeli, Can Géknil sU vyznamné osobnosti
tureckej ilustracie v 60. rokoch 20. storodia. Profesorka ic-
meli je znama svojimi kompoziciami, vyraznym ilustratorskym
rukopisom a vyuzivanim kontrastu svetla a tmy.

Can Goknil

Can Goknil je autorkou aj ilustratorkou svojich knih, ktoré boli
prelozené do flamciny a nemciny. Je jednou z mala ilustrato-
rov, ktori ilustruju pre vekové kategdrie mladsie ako 5 rokov.

Nazan Erkmen

Daléi vyznamn( ilustratori sti: Selcuk Demirel, Yildiz Cibirog-
lu, Ferruh Dogan, Feridun Oral, ismail Kaya, Nazan Erkmen,
Saadet Ceylan, ismail Kaya, Serpil Ural, Mustafa Delioglu,
Feridun Oral, ktori reprezentovali svoju krajinu na mnohych
biendle a podujatiach v zahranici.
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Senka Vlahovic Filipov (Srbsko)

Venuje sa dizajnu a ilustracii knih, teoretickym studiam ilustra-
cle, ako aj fotografii, malovaniu, video umeniu, experimentu-
je s réznymi umeleckymi médiami a oblastami ich aplikacie.
VyStudovala aplikovanu fotografiu (2007) a Specializovala sa
na ilustraciu knih (2011) na vysokej skole (Higher Education
Technical School of Professional Studies) v Novom Sade.
Magistersky titul ziskala na Akadémii umenia v Belehrade. Je
zakladatelkou, riaditelkou a Clenkou poroty Festivalu kniznej
ilustracie BooKILL Fest v Novom Sade. V roku 2013 publiko-
vala knihu On illustrating poetry books: history, theory, prac-
tice (O ilustrovani knih poézie: historia, tedria, prax). Pésobi
ako umelecka riaditelka v kulturnom centre bandtu v Novom
MiloSeve.

Sila ilustracie cez prizmu polstorocia publiko-
vania zbornikov BIB

Medzinarodné sympdzium, ktoré je suCastou Bienale ilustraci
Bratislava (BIB) medzi dalSimi podobnymi programami tohto
mnohorako vyznamného a svetoznameho biendle — institlicie
VO svete ilustracie, sa organizuje od zalozenia BIB-u, nepre-
trzite od roku 1967 az dodnes (s vynimkou roku 1993). Na
kazdom ro¢niku organizatori sympdézia vedu autorov k tomu,
aby preskumali a pisomne spracovali konkrétnu tému v ob-
lasti tedrie a histdrie ilustracie detskej literatury a predstavili
Svoje prace na sympdziu v ramci BIB-u.

Organizatori sympoézia BIB-u — najprv Slovenska narodna
galéria v Bratislave (1967 — 1987), potom Medzinarodny dom
umenia pre deti BIBIANA v Bratislave (od roku 1989), pravi-
delne publikovali prispevky prednesené na sympdéziu v zbor-
nikoch vo viacerych jazykoch.

V obdobi rokov 1967 — 2013 BIB ovplyvioval rozvoj ilustra-
cie vo svete prostrednictvom vyberu ilustracii prezentova-
nych na biendle, ¢o urcilo vyvojové prudy ilustracie, a dalSim
— menej viditelnym — spdsobom, cez tedriu, organizovanie
sympdzii a publikovanie zbornikov o ilustracii, o bolo velkym
prinosom pre smerovanie a rozvoj tedrie ilustracie, €o je ove-
la mladsia disciplina ako samotna ilustracia. Tedria ilustracie,
dalo by sa povedat, sa eSte vzdy vyvija a zaostava za vse-
obecnou tedriu umenia, z ktorej Cerpa pristupy k skdmaniu
ilustracnych prac.

Pohlad na témy sympdzia za vSetky uplynulé roky ukazuije,
ako organizatori pristupovali k problematike teoretického vy-
skumu ilustracie a ako zaroven usmerniovali autorov sympo-
ziovych prispevkov v otazke spracovania tematiky ilustracie
tym, Ze definovali témy. Témy zachytené v zbornikoch reflek-
tuju problematiku daného obdobia, do ktorého bola zasa-
dena ilustracia vo vztahu k vS8eobecnému rozvoju vo svete,
odrazaju prudy v tedrii umenia, témy sUvisiace s teoriou ilu-
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stracie a témy, ktoré sa spracovali vo va¢Som alebo mensom
rozsahu.

Sympdzil sa zUcastnovali teoretici a historici umenia z roz-
nych krajin sveta a prostrednictvom prispevkov prinasali svoj
pohlad na problematiku danej témy sympdzia a predstavo-
vali uCastnikom Specifika ilustracie vo viastnej krajine, &im ich
sprostredkovali autorom z odliSného spolocenského, kultur-
neho a konkrétneho narodného prostredia.

Za 48 rokov bolo v zbornikoch BIB publikovanych viac
ako 400 prispevkov od autorov z mnohych krajin: Ruska
(byvalého Sovietskeho zvézu), Nemecka, Ceska, Slovenska
(predtym Ceskoslovenska), Srbska, Chorvétska, Slovinska
(byvalej Juhoslavie), Rakuska, Japonska, USA, Finska, Ma-
darska, Turecka, Talianska, Belgicka, Velkej Britanie, Holand-
ska, Polska, Grécka, Brazilie, Bulharska, Rumunska, Kuby,
Nigérie, Portugalska, Iranu, Juznej Afriky, Kamerunu, Indie,
Venezuely, Juznej Kdrey, LotySska atd’.

Znama skutocnost je, ze nie je vela knih o tedrii ilustracie,
nehovoriac o tedrii detskej ilustracie, najma v malych krajinach,
¢o eSte viac zvysilo hodnotu zbornikov BIB. Podotykame, Ze
je viac publikacii o ilustracii detskej literatury ako o ilustracii
inych typov narativnych zanrov, a tak mnohi Cerpaju z vysled-
kov tedrie ilustracie detskej knihy, aj ked pracuju s ilustraciami
pre inu ako detsku literatlru a s ilustraciami mimo knihy.

V Srbsku napriklad mame len dve knihy od srbskych au-
torov o ilustracii, zatial o bolo publikovanych vela &lankov
rozptylenych v réznych publikaciach, ktoré sa neSpecializuju
na ilustraciu. Iste, vo svete bolo vydanych viac knih na tuto

tematiku, ale vyznam zbornikov BIB je nespochybnitelny, ked’

sa pozrieme na zborniky ako celok, ziskame prierez rozvoja
ilustracie vo svete za obdobie 50 rokov prostrednictvom ¢lan-
kov autorov z rdznych krajin, z réznych obdobi ilustracie, ktora
prezila a preSla mnohymi fazami. Ked' si vezmeme do Uva-
hy skutoCnost, ze od nedavna je toto bohatstvo teoretickych
Uvah o ilustracii k dispozicii zadarmo na webovej stranke BI-

BIANY, v slovencine, angli¢tine (s vynimkou dvoch publikacii,
ktoré su v slovencine, nemcine a niektoré z nich aj v rustine),
da sa povedat, Ze to dava Uplne inl dimenziu prinosu sympo-
zii BIB, kedze mladé generacie vyskumnikov z celého sveta
vnimaju ilustraciu prostrednictvom vysledkov teoretickych Stu-
dii prezentovanych na sympdziach BIB za polovicu storocia;
jediné, Co potrebuiju urobit, je kliknut na poditacil

Tento prierez ilustraciou vo svete tazko najdeme inym spo-
sobom, pretoze by sme museli Studovat teoretické knihy
z mnohych krajin, ktoré mozno neboli prelozené do anglictiny
alebo jazyka toho, kto ich potrebuije, alebo neexistuju novsie
vydania a staré sa nedaju kupit, resp. poziCat z kniznice, o
by znamenalo, Ze autor napriklad projektu by musel cestovat
a Studovat knihy o ilustracii v zahranici. To vSetko potvrdzuje
tézu o doblezitosti tychto zbornikov pre komplexny pohlad na
ilustraciu za pol storocia, z pohladu réznych tém, kontextov
a pohladov autorov z rbznych krajin.

Mnohi hovoria 0 nespochybnitelnom vyzname BIB pre
tvorbu ilustracii samotnych, ale sympdzium a prinos BIB
v oblasti tedrie zostava v Uzadi a tieni samotnych ilustracii
a biendle, ¢o je prirodzené, pretoze najprv sa vytvori dielo
a potom ho teoretici skumaju. Niekedy je kauzalnost otoCe-
na, a to vtedy, ked' tedria a reflexia ovplyvnia rozvoj ilustrato-
rov, ich vzdelanie a samotny pristup k praci, takze sa dosta-
vame k momentu, kde teoretické $tudia, aj ked sekundarne,
nie su o ni¢ menej ddlezité. Vysledky sympdzii BIB vo forme
zbornikov, prostrednictvom spétnej vazby, ovplyvnili tvorbu
samotnych ilustracil.

Uz v zborniku z roku 1971 Anna Urblikova (Slovensko)
v Uvode poznamenala, ze popri existujucej literature o ilu-
strovanych knihach pre deti absentuje systematicky prehlad
Struktury tedrie ilustracie pre deti a predpovedala, ze sym-
pdzia BIB vyplnia tuto medzeru (Urblikova 1971: 138). Tiez
uviedla absenciu Specializovaného Easopisu pre oblast tedrie
ilustracie detskych knih, kedze ¢lanky o tejto problematike sa
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publikuju najmé v publikaciach venovanych detskej literature
alebo pribuznej oblasti, ¢o spbdsobuje, ze s ilustraciou pre
deti sa zaobchadza ako s oblastou druhoradého vyznamu.
Nakoniec Urblikova uzatvara a zaroven urcitym spésobom
zadava Ulohu a dalsi ciel sympozii: ,Tedria ilustracii sa ma
rozvijat na BIB-e, nemala by sa vyhybat zasadnej a podstat-
nej Ulohe. Esteticka funkcia ilustracii by sa nemala oddelovat
od etickych vychovnych a spolocenskych hodnét. Len tak
sa tvoriva sila svetovej ilustracie pre deti moze stat spolutvor-
com S$tastného a spokojného zivota deti na celom svete.”
(Urblikova 1971: 138)

ESte v tom istom roku 1971 Ella Gankina (ZSSR) ocenila
Usilie sympdzia BIB ako mimoriadne ddlezité slovami: ,Na
zaver by som chcela vyjadrit uznanie organizatorom BIB, vy-
skumnym pracovnikom Slovenskej narodnej galérie a vset-
kym ¢lenom Medzinarodného kuratdria odbornikov v oblasti
detskej literatlry za obrovsky rozsah a rozmanitost aktivit vy-
konanych od prvého biendle. Len vdaka ich Usiliu mézeme
dnes prezentovat problematiku historického a teoretického
skumania ilustracie knih pre deti.” (Gankina 1971: 141)

Chronologicky pohlad tém sympozii ukazuje, aké otazky
zaujimali teoretikov ilustracie v danej chvili: vplyv ilustracii na
citovu vychovu (1967), problematika ilustracie ako Specific-
kého Zanra/kategdrie vytvarnych umeni (1969), ilustracia ako
Specificka kategdria umeleckého vyjadrovania (1971), este-
tické a iné ako estetické aspekty ilustracie pre deti (1973),
formy a metddy popisovania pritomnosti v ilustraciach knih
pre mladez (1975), vyznam a vplyv ilustracii u¢ebnic a ich ob-
sah (1977), obrazkova kniha pre mladsie deti (1979), procesy
tvorby pri ilustrovani detskych knih (1981), dopad umelecké-
ho vplyvu a tradicie na ilustrovanie knih pre deti (1983), deti
a mier v ilustraciach narodov sveta (1985), dieta ako hrdina
a nositel spoloCenského aspektu Casu v ilustrovanych kni-
hach pre deti (1987), vztah ilustrovanej knihy a animovaného
filmu (1989), fantazia a predstavivost v ilustraciach a animo-

vanych filmoch (1991), ilustracie ako komodita — umelecka
hodnota ilustracii na su¢asnom kniznom trhu (1995), ilustra-
tor a jeho vztah k sucasnym zivotnym podmienkam (1997),
nové milénium v ilustracii knih pre deti (1999), vyskum v ilu-
stracii (2001), fenomén postmodernizmu v detskej ilustra-
cii (2003), psychologické a spoloCenské aspekty suvisiace
s ilustraciami diela H. Ch. Andersena (2005), globalizacia
a rozmanitost' v ilustraciach knih pre deti (2007), vztah me-
dzi ilustraciami a textom (v knihe podla vyberu autora alebo
porovnanie ilustracnych stratégii v réznych vydaniach knihy
Alica v krajine zazrakov od L. Carrolla) (2009), ilustracia vo
svete novych médii (2011) a narodna kulturna identita ilustra-
cii v Case globalizacie (2013).

Pohlad na chronologicky usporiadané témy odhaluje, ze or-
ganizatori definovanim tém primarne smerovali vyskumnikov
k urcitym fundamentalnym alebo vSeobecnejSim otazkam ilu-
stracie pre deti ako vychova, umenie, estetika, tvorivy proces,
vplyv umeleckej tradicie na ilustraciu a pod. a v druhej po-
lovici existencie sympdzii (od polovice osemdesiatych rokov
dodnes) sa témy zuzovali a boli konkrétnejsSie sustredené na
aktudlne otazky, na vyvoj v spolocnosti a v umeni: ilustracia
a fantazia, ilustracia a animovany film, ilustracie knih urcitych
autorov (Andersen, Carroll), ilustracia, deti a mier, az po najak-
tualnejSie a velmi Specifické témy: ilustracia na trhu, vo svete
globalizacie, v postmodernych podmienkach, ilustracia a nové
média. Neznamena to vsak, ze pévodné ,fundamentalnejsie
témy* boli uz vyCerpavajlico spracovang; vzdy sa mdzu revi-
dovat v kontexte novej doby, priestorovych ramcov a pokroku
v tedrii. Pozorujeme velmi vSimavo vybrané témy v tretom ti-
sicroci, ktoré Uplne odrazaju aktudlne otazky suvisiace s ilu-
straciou v novych umeleckych, médiovych a spolocenskych
ramcoch (postmodernizmus, nové média, globalizacia. . .).

V rémci zvolenych tém autori nasli priestor pre rézne pod-
témy alebo uzSie zadefinované témy, ktoré boli zastreSené
zadanou hlavnou témou. Nasleduju priklady réznych tém,
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o ktorych autori pisali, ktoré v tomto kratkom prispevku o dI-
hej existencii sympdzia BIB ilustruju, ¢im sa zaoberali urci-
ti autori: rozvoj umeleckého citenia u deti (Nikita Carugin,
USSR, 1971), koncept a program tedrie ilustracie pre deti
(Frantisek HoleSovsky, CSSR, 1971), estetické a socidlne as-
pekty ilustracie knihy (Ella Gankina, ZSSR, 1973), niekolko
faktov o preferencii farieb u deti a mladeze (Hieronym Florek,
CSSR 1975), vnimanie a interpretacia ilustracie u deti (Anton
Macko, Ceskoslovensko, 1977), problematika jednoty textu
a obrazkov v knihach pre malé deti (Leo Lionni, USA, 1979),
o umeleckom dizajne knih pre deti (Milan Hegar, Ceskoslo-
vensko, 1981), typograficky navrh jednej detskej knihy ale-
bo pribeh o tom, ako sa robf kniha (.ubomir Kratky, CSSR,
1981), vplyv komiksu na produkciu obrazkovych knih v Ne-
meckej spolkovej republike (Otilie Dinges FRG, 1983), vplyv
ilustracie art nouveau na sucasnu knihu (Jana Brabcova,
CSSR, 1983), funkcia folkldru a jeho vplyv na rozvoj ilustré-
cie detskej knihy (Vesna Lakicevic, Juhoslavia, 1983), motiv
priatelstva v ilustracidch knih pre deti (Jifi lljey, CSSR, 1987),
pouzitie intermedialnosti v ilustracii detskej knihy (Carla Poe-
sio, Taliansko, 1989 — 1991), obdlka knihy: sty¢ny bod medzi
komunikaciou umenia a reklamou (Carla Poesio, Taliansko,
1995), DTP a knihy pre deti (Igor Imro, 1997), informacna
spolo¢nost a ilustracia v knihach pre deti (Pirjo Julkunen, Fin-
sko, 1999), africki ilustratori, ako tvoria a ziju (Mbala Elanga
Edmond VII, Kamerun, 2001, ilustrované knihy pre deti v Ja-
ponsku od 8. storoCia po sucasnost (Yumiko Bando Saito,
Japonsko, 2001), postmodernizmus v rakuskej obrazkovej
knihe (Silke Rabus, Rakusko, 2003), ako danski a francuz-
ski ilustratori pristupuju k tej istej rozpravke H. Ch. Ander-
sena (Kirsten Bystrup, 2005), detska rozpravkova krajina
a vek plazmovej obrazovky (Mehrnoosh Moshiri, Iran, 2007),
verbalne, vizudlne a auralne v obrazkovych knihach (Riita Oit-
tinen, Finsko, 2009), Citanie obrazov (Regina Yolanda, Brazi-
lia, 2009), vyuzitie kinematografického jazyka v ilustraciach

detskych obrazkovych knih (Fanuel Hanan Diaz, Venezuela,
2011), moja ndrska kultdrna identita (Bjorn Ousland, Nérsko,
2013).

Aj samotné priklady titulov prispevkov na sympdziach na-
znaCuju bohatstvo a rozmanitost pristupov k ilustracii ob-
siahnutych v zbornikoch BIB.

Uvedieme niekolko prikladov prispevkov v zbornikoch,
ktoré su zaujimavé z pohladu aktualneho momentu, oko-
mentujeme ich, naznacime paralely a porovname pristupy
k skumaniu ilustracie v priebehu polstorocia publikovania
zbornikov.

V skors$ich zbornikoch napriklad autori z krajin byvalého vy-
chodného bloku zdérazriuju didakticky, pedagogicky a eticky
aspekt ilustracii knih pre deti, ktory, ako citia, nie je v proti-
klade s estetickym a umeleckym imperativom a poziadav-
kou uplatiovat viadnuce ideoldgie u mladsich generacii v ich
krajine.

Boris Dechterev (ZSSR) o tom hovori: ,Stojime pred di-
lemou: &i absolutne a rozhodne opustit pohlad na umenie,
ktoré potvrdzuje svoju Uplnu nezavislost od akéhokolvek uti-
litarskeho ciela, alebo povazovat ilustraciu za jav, ktoré sa
neda zaradit do sféry umenia. Organizacia BIB, ako aj cela
Skala inych skutoCnosti dokazuje, ze v spolo¢nosti sa tato
dilema riesi v prospech umenia ako prostriedku ideologic-
kého vplyvu. A preto vyrok, ze ilustracia ma svoju vychov-
nu a pedagogicku funkciu, nie je v antitéze s jej umeleckou
hodnotou, naopak, tato ilustracia ju potvrdzuje.” (Dechterev
1971: 141)

Podobne, Ella Gankina (ZSSR) uvazuije: ,Abstraktné ume-
nie, expresionizmus, surrealizmus, ako aj naturalizmus pre-
nikaju v sucasnosti do ilustracii pre deti, snazia sa tam najst
Siroky priestor na experimentovanie bez ohladu na ideolo-
gicky, naucny alebo vzdelavaci charakter ilustracii pre deti
a skutocne su velmi nebezpecné. Umenie ilustracie knih pre
deti mbze dosiahnut vysSiu umelecku uroven a dosiahnut pl-
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nohodnotné ideologické a umelecké vysledky len tam, kde
ho podporuje stat, ked sa uplatfiuje v zaujme pokrokovych
idel, ako aj v zaujme umeleckej urovne knih pre deti.“ (Gan-
kina 1971: 147) Gankina dodava, ze vyznamny problém je
kontrola a zabezpecenie ilustracii vysokej kvality v ,kapitalis-
tickych* krajinach, kde ilustracia detskych knih je previazana
s uspechom a ziskom z ¢innosti, ¢o — podla jej slov — vedie
nielen k estetickym, ale aj ideologickym chybam. Z dnesné-
ho pohladu je zaujimavé povazovat problém vplyvu socialis-
tickej a komunistickej ideoldgie na umenie a ilustraciu v kraji-
nach vychodného bloku za nieCo, ¢o reprezentuje opusteny
pristup, ale privadza nas to aj k otazke, Ci sucasné ideoldgie
globalizovanej a konzumeristickej spolo¢nosti sa tiez projek-
tuju do reality, len inym spdsobom, a my si neuvedomuje-
me, do akej miery formuju nas zivot, a dokonca ako formu-
ju ilustraciu a umenie. V zbornikoch BIB je vela prispevkov
autorov z vychodného bloku, kde uvazuju o réznych prob-
lémoch ilustracie v kontexte ideoldgii v ich krajinach v tom
Case, a preto je dblezité, aby teoretici a historici ilustracie sa
zaoberali tymto obdobi a tymto problémom, ale tieto clanky
v kazdom pripade aj poukazuju na hodnoty tohto pristupu
k ilustréacii, Co nas privadza ku skutocnosti, ze Gankina Cias-
to¢ne mala pravdu, pretoze v sucasnosti sa nachadzame na
pokraji Uplne odliSného extrému, ktory diktuje ideoldgia spo-
treby a globalizacie aj v oblasti knih pre deti.

Moznost uplatnit a zapojit ilustraciu je otazka, ktora sa aj
dnes objavi a potom zanikne, a nebola to zalezitost len spo-
minaného ideologicky zafarbeného obdobia. UrCiti sucasni
teoretici uvadzaju problém atributu ,,aplikované” umenie, ked
ide o ilustraciu.

Napriklad v knihe Stevena Hellera a Marshala Arismana
(USA) Teaching illustration (Vyucba ilustracie) nachadzame
nasledujuci text: ,llustracia je definovana ako aplikované
umenie. Je to definicia Uplne neadekvatna na vysvetlenie ob-
lasti a objasnenie, ako funguje. A predsa, na mnohych aka-

démiach a univerzitach v celej krajine sa teraz oCakava, ze
ilustracia je aplikované umenie ako graficky dizajn. Reélna
definicia ilustracie je forma figurativneho umenia zalozeného
na rozpravani pribehu.” (Heler, Arisman 2006: xix)

Rozsah zmeny vztahu k ilustracii si uvedomime, ked po-
zorujeme, ako David Blend (UK) zaobchadza s ilustraciou vo
svojej knihe dejin ilustracie, publikovanej v roku 1969, kde
tvrdi, Ze je ,ako umenie vylucne zavislé od literatury, ale stale
pozoruhodné a hodnotné” (Bland 1969: 19). V ¢ase od pub-
likovania tohto nazoru po sucasnost ilustracia ziskala neza-
vislejSie postavenie.

Slobodan Ivkov (Srbsko), srbsky teoretik aplikovaného
umenia, najma komiksu', vidi ilustraciu takto: ,V Uzkom slova
zmysle ilustracia je vizudlna interpretacia textu vytlaceného pri
nej. ... V SirSom slova zmysle ilustracia je vizualna interpretacia
situacie a vztahu autora k jeho prostrediu a postoj k nemu. ...
Text mdze, a nemusi existovat ako prvotny impulz na vznik
umeleckého diela: nie je to conditio sine qua non, t. j. pod-
mienka, bez ktorgj ilustracia nembéze byt vytvorena. K tomu
sa dostavame teraz — v uzSom slova zmysle — fotografia ve-
dla textu je tiez ilustracia. Ked' teda ideme do ddsledkov, téza
o SirSom kontexte je: Akekolvek vyhotovené dvojrozmerné
umeleckeé dielo je ilustracia. (lvkov, webovy zdroj)

V mojej diplomovej praci (MA) na zaklade vyskumu a vy-
svetlenia umeleckého projektu obhajujem tézu, ze ilustra-
cia, ked je to ilustracia v pohybe v ramci audiovizualnej for-
my — video ilustracia knihy — potvrdila svoju univerzalnost,
a nie je limitovana na dvojrozmerny obraz, ale je eSte SirSia,
je v pohybe, da sa dokonca povedat je filmovy obraz, ktorym
sa literarne dielo da ilustrovat” (Senka Viahovic¢ Filipov 2015:

1 Ivkov je presvedceny, ze komiks bol odvodeny od ilustracie a Ze medzi komiks a ilu-
straciu sa da dat znamienko rovnosti s tym rozdielom, Ze komiks je vZzdy ilustracia, ale
ilustracia nie je vzdy komiks. Poznamenava: ,Komiks, aj ked sa spochybnuije, je viac
ilustraciou ako ilustracia chapana klasickym spdsobom. Komiks je najkrajsia a najzrej-
mejsia syntéza vizudlineho a narativu.” (lvkov, zdroj z webu)
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110). Preto video ilustracia je audiovizudlna forma, ktora po-
solstvo odovzdava v dvoch kédoch — audio kdde (prijima sa
sluchom: text, hudba, rézne zvuky) a vizualnom kdde, ktory
ilustruje text alebo posolstvo.

Jaleen Grove, sucCasny kanadsky historik a teoretik ilustra-
cie, cituje podobné tvrdenia: ,V poslednych rokoch historici
umenia zacali spochybriovat tabu 20. storoCia, ktoré obklo-
puju ilustraciu. Ako pokrocila tedria vizualnej kultury, neochota
uznat kresby a malby vytvorené pre Easopisy, reklamu, knihy
a doGasné diela sa Coraz viac povazuje za symptomatické pre
historicky moment, ktory sa uz koné&i.” (Grove 2013: 7)

Pri pohlade na problém uzitoCnosti a zapojenia ilustracie
v zmysle vnimania ilustracie prostrednictvom uvedenych pri-
kladov postojov autorov z krajin vychodného bloku postoj
britského historika ilustracie Davida Blanda verzus niekolko
desatroci neskorsich tvrdeni spominanych sucasnych ame-
rickych, kanadskych a srbskych autorov, ze ilustracia je ne-
adekvatne definovana len ako aplikované umenie, sa dosta-
vame k poznatku, Ze v poslednych desatrociach sa ilustracia
zaCala viac ocefovat a stala sa rovnocennou vytvarnému
umeniu napriek jej potencialu pre aplikaciu. Tejto otazke sa
venuije slovinska autorka Tanja Mastnak v jednom z nedav-
nych zbornikov BIB: ,Len v poslednych rokoch ilustracia
knih Coraz viac upUtava pozornost teoretikov, kuratorov aj
suc¢asnych umelcov, pretoze je najvypracovanejSim spso-
bom komunikacie medzi textom a vizualnym komponentom,
ktory prezil véetky zmeny histdrie umenia.“ Co ovplyvnilo tie-
to zmeny? Tanja Mastnak konstatuje, ze postavenie kniznej
ilustracie v kontexte vytvarného umenia bolo také, ze ilu-
stracia bola povazovana viac za segment dizajnu ako vyso-
kého umenia, ale to sa v poslednych desatrociach zmenilo
v dbésledku procesov, ktoré sa odohrali v sucasnom ume-
ni. ,RozSirenim postmodernizmu v sedemdesiatych rokoch
20. storodia sa zmenil vSeobecny postoj k vztahu medzi tex-
tom a vizualnym aspektom. Silné teoretické zazemie ovplyv-

nilo aj vytvarné umenie. Toto marginalizované a s dizajnom
spdjané Specifické vizudlne vyjadrovanie si vytvorilo viastny
svet, trochu oddeleny od ostatnych vizualnych jazykov a viac
previazany s literarnym svetom.” (Mastnak 2009: 166,167)

V tgj istej Studii Tanja Mastnak uvadza velmi zaujimavy pri-
klad skupiny mladych umelcov a kuratorov, ktori v roku 2007
zorganizovali vystavu s nazvom ,Biendle nezavislych — prvé
propagovanie slovinskych sucasnych ilustratorov, autorov
a kontextov“, ako sa spajili okolo myslienky, Ze ilustracia je
»akykolvek vizualny komentar k svetu okolo nas“ a ze nemu-
si nevyhnutne suvisiet s knihou, ale predstavuje kontextovy
komentar vytvoreny vizudlnym spdsobom. Heslo vystavy je
»,Poobzerajme sa okolo, aby sme (ne)videli“.

Postavenie ilustracie sa pozdvihuje na vyssiu Uroven, ked
sa ilustracia ceni ako forma umeleckého vyjadrenia v zmys-
le vysokého umenia, ale aj v ramci grafického odvetvia, kde
tiez nadobudla vyznam, kedZze jej miesto uz nie je viazané
len na knihu, publikacie, plagaty a urcité zauzivané formy, ale
uznava sa, ze je pritomna pri kazdom kroku v ¢ase intenziv-
nej vizualnej komunikacie, ked sme obkoleseni a vystaveni
extrémne vysokému mnozstvu vizualnych posolstiev pro-
pagacného priemyslu. Ako sme uz uviedli, také postavenie
ilustracie v sucasnosti viedlo aj k vacsiemu zaujmu o tedriu
ilustracie. Toto vSetko su skutocnosti, ktoré podopieraju mi-
moriadny vyznam vsSetkych predchadzajucich aj buducich
zbornikov BIB pre Studium ilustracie v Case, ked' tedria ilu-
stracie nadobudla urcity spad.

llustracia ma jedno z kltuCovych postaveni pri vizualnom
vyjadrovani textu alebo posolstva bez ohladu na typ textu
a okolnosti, potreby alebo povinnosti prispbsobit sa autorovi,
editorovi, koncepcii, vydavatelovi, trhu... llustrator vzdy Cell
problému, ako povedala Barbara Brathova v zborniku 2009:
LAKO vizualizovat text do atraktivnej vizualnej formy umenia,
ako ho umocnit, podopriet, alebo sa mu submisivne podria-
dit, alebo opacne, ukazat dominanciu. V praci ilustratora jeho
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B Senka Vlahovi¢ Filipov

osobny vztah k téme a jej obsahu sa profiluje podvedome.
llustrator vo svojom postoji k vizualnemu charakteru jasne
prezentuje ako text citi, ako ho chape a ako ho urobi zrozu-
mitelnym aj pre inych. A mozno nie.“ (Brathova 2009: 107)

Vyvstava teda eSte jedna velmi ddlezita otazka tykajuca sa
ilustracie knih: Nevnucuije ilustrator urcitym spdsobom svoju
vlastnu vizualnu skusenost s textom Citatelovi, ktora by v pri-
pade Citatela urcite bola znaéne odlisna?

Predstavujeme si Malého princa iného, ako ho zobrazil
Exupéry? Ziadna in4 ilustracia tejto postavy nie je takd pri-
tomna ako tato konkrétna, ani jeden ilustrator, pravdepodob-
ne ovela lepsi, neuspel a nepotlaCil Exupéryho zobrazenie.
Alebo ked sme precitali roman a potom videli film podla toho
romanu, ostaneme prekvapeni, pretoze — ked sme Citali kni-
hu — sme si postavy predstavovali Uplne inak a rezisér ich
divakovi predstavuije inak; alebo opacne, ked sme film videli
skoér, ako sme ditali knihu, urcite si postavy budeme pred-
stavovat tak, ako ich predstavili herci vo filme. Vizualna pre-
zentacia konkrétneho narativu ma silny vplyv na divaka. To
nezmensSuje vyznam samotného narativu, ilustrator, dokonca
aj rezisér ako niekto, kto vizualizuje scenar, sa nevyhnutne
opiera o text, ale tvorca vizudlneho zobrazenia daného textu
vnucuje svoju viastnu vizualnu skdsenost aj ostatnym.

Ale to prave je sila ilustracie!

Tajomstvo jgj sily v poslednom polstoro&i odhalovali teore-
tici a historici ilustracie z mnohych krajin, ktori sa sustredovali
na Medzinarodnych sympdziach BIB a prispievali neocenitel-
nym spdsobom k tedrii ilustracie na celom svete.
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Piet Grobler (Velka Britania)

llustrator a pedagog. V sucasnosti posobi na univerzite vo
Worcesteri ako pedagog ilustracnej tvorby. llustroval viac ako
70 knih, pracoval aj pre rézne noviny a ¢asopisy. Zaujima sa
o ilustraciu v zmysle, akym spbsobom sa multidisciplinarita
prejavuje v sucasnom ilustracnom umeni. Okrem klasickych
ilustracii sa venuje aj trojrozmernej, interaktivnej ilustracii.
Zaobera sa aj vplyvom kulturneho prostredia na esteticku
vizualizaciu v kniznej ilustracii. Zaujima sa o multikultarny pri-
stup a zapojenie spolocnosti do obrazkovych knih. Za svoje
ilustracie ziskal viacero oceneni, okrem iného aj Zlaté jablko
BIB 2009.

Odkaz Bienalne ilustracii Bratislava: vyskum
a inkluzivnost’

Uvod

Retrospektivne témy typu ,Ako Biendle ilustracii Bratislava za
polstorocie ovplyvnilo podobu obrazkovej detskej knihy vo
svete” sU potrebné, ked sa v histdrii organizacie alebo podu-
jatia dosiahne milnik. Vtedy sa nielen bilancuje minulost, aby
sme sa z nej poucili, o treba robit inak, ale ¢lovek si méze
dovolit tesit sa z Uspechov dosiahnutych pocas cesty. Som
presvedCeny, ze jedno z najvyznamnejsich posolstiev BIB-u
je rastuce povedomie, ze svet obrazkovych knih je nadherne
Siroky, velky a rozmanity. V tom svetle BIB plnil mimoriadne
délezitd ulohu pri inSpirovani mnohych ilustratorov vo svete
a konkrétnejSie — viedlo k nedavnemu zalozeniu Medzinarod-
ného centra pre obrazkovu knihu v spolo¢nosti (International
Centre for the Picture Book in Society, ICPBS) pri Univerzite
Worcester vo Velkej Britanii.
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Pripadova studia a osobna cesta

Toto tvrdenie vychadza z mojej viastnej skusenosti, pricom
netvrdim, ze mdj pribeh je osobitne doblezity alebo zau-
jimavy. Tento ,dbkaz“ je nepriamy, ale je dostatocny pre
pripadovud Studiu, ktora vyustila do podpory inkluzivnosti
a medzinarodného povedomia v dvoch vyrazne odliSnych
akademickych prostrediach.

Vo veku 30 rokov som nemal jasnU predstavu, v akej
oblasti by som sa chcel Specializovat. Uz som ilustroval
niekolko nauénych knih, stip&ekov v &asopisoch, robil som
vS8eobecny graficky dizajn a zurnalistické prace. Potom mi
jeden znamy dal Katalég BIB 1993. Bol som uneseny, ked
som videl rozmanitost’ vizualnych reCi a kulturnu diverzitu,
tradi¢né charakteristiky a — €o je dblezité — experimentalnu
povahu mnohych poloZiek v katalégu. Zatuzil som byt v tom
kataldgu. Chcel som byt sucastou toho sveta.

K tomuto pribehu by som mal dodat, ze som vyrastal
v Juznej Afrike v Case apartheidu. Kulturna rozmanitost sa
uznavala, ale s tym, ze prave preto maju ludia zit oddelene.
Kultdra Juznej Afriky sa dostala do izolacie a rovnako aj pro-
stredie knih. Len akademici skutoCne zanieteni za detsku
literaturu si boli vedomi nadhernej rozmanitosti kreativity
v ramci medzinarodného prostredia obrazkovej detskej knihy.
Verejnost, ba dokonca vacsina ilustratorov poznala len ob-
razkové knihy, ktoré videli v kniznici. Boli to knihy z anglofén-
neho prostredia okrem niekolkych nadhernych vynimiek
prekladovych obrazkovych knih. S nadSenim spominam na
moje stretnutie s obrazkovou knihou o JanoSovi a Berna-
dette prelozenej do afrikanciny pred mnohymi rokmi.

Prostrednictvom kataldgu z roku 1993 som sa oboznamil
s pracami mnohych uzasnych ilustratorov. Boli to okrem
inych: Francois Place, Kveta Pacovska, Lilian Brogger, Har-
rie Geelen, Pierre Pratt, Quint Buchhoz, Klaus Ensikat, Jozef
Wilkon, Dusan Kallay, Lorenzo Matotti a niekolko zaujimavych
ilustratorov z Iranu. Boli tam gj ilustratori z Juznej Afriky, Joan

Rankin a Zwelethu Mthetwa, ktorych som uz poznal, ale bol
som vo vytrzeni, ked” som ich videl v katalégu. Odvtedy sa
juhoafricki ilustratori sporadicky objavovali v sutazi, ale bez
vacsieho uspechu.

Vsimol som si aj dalSiu skutocnost: obmedzenu ucast,
niekedy UpInud absenciu, ilustratorov z anglicky hovoriacich
krajin v sutazi. Tiez som si vSimol, ze k tvorbe knih boli rézne
pristupy v zavislosti od kultdrnych regionov a prostredi. Videl
som tiez trendy a Styly, ktoré niekedy prekracovali hranice
kultdr, zrejme vplyvom sveta, ktorého komunikacia sa glo-
balizovala. Byt sucastou tohto vzruSujuceho a zéahadného
prostredia ako ilustrator sa stalo mojim snom, ktory polozil
zaklady mdjho zaujmu o akademické aspekty a vyskum ob-
razkovej knihy ako formy umenia a vizualneho vyjadrenia.

To ma priviedlo k UcCasti na BIB-e po¢nuc rokom 1995,
k Ucasti na workshope v Bratislave, k stretnutiam s mnohymi
Uzasnymi [udmi z oblasti obrazkovych knih. Napokon som
ziskal plaketu a Zlaté jablko a dokoncil som magisterské
Studium vytvarného umenia so Specializaciou na obrazkovu
knihu. Ciastodny Uvazok ako ugitela na dvoch juhoafric-
kych univerzitach mi poskytol prilezitost zdielat rozmanitost
a experimentovat v prostredi medzinarodnej obrazkovej kni-
hy so Studentmi v Juznej Afrike po prvych demokratickych
volbach v tejto krajine.

Medzinarodné povedomie a inkluzivnost: medzinarod-
né centrum

NajlepSia moznost, ako toto vSetko odkomunikovat &o
som bol menovany za veduceho Studijného programu ilus-
tracie na Univerzite Worcester vo Velkej Britanii. Kolega To-
bias Hickey a ja sme zanietene chceli zlepsit medzinarodnu
informovanost britskych Studentov a ilustratorov a zacali sme
premyslat o podobe Medzinarodného centra pre obrazkovu
knihu v spolo¢nosti.
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Centrum by malo plnit tri hlavné ciele:

V prvom rade, poskytnit medzinarodné zameranie
vo Velkej Britanii v oblasti tvorby a Studia obrazkovych knih
v najsirSom zmysle:

e detské knihy

komiksy

rucne vyrobené knihy

ziny

naucné knihy

elektronické knihy

grafické romany

Medzinarodné zameranie je vlastne nasou reakciou na zja-
vne limitovanu expoziciu anglicky hovoriacich krajin obraz-
kovym kniham v inych jazykoch. Obrazkové knihy prelozené
z inych kultur publikované v USA alebo vo Velkej Britanii tvoria
menej ako 5 %. Tato spokojnost s publikaciami len v ramci
rodiny anglicky hovoriacich krajin ma dopad na kreativitu
a chapanie experimentalneho charakteru uréitych obraz-
kovych knih. V anglofénnych krajinach sa publikuju brilantné
experimentalne prace, ale zda sa, ze Studenti, a dokonca
aj profesionalni ilustratori maju velmi limitované vedomosti
o0 knihach publikovanych mimo anglofénneho bratstva.
Tento postoj do seba zahladeného pohladu niekedy vedie
k ,omielaniu“ existujucich Stylov tvorby obrazov a dizajnu.
Tento pocit verejne vyjadril aj britsky ilustrator, laureat
Ceny Hansa Christiana Andersena, Quentin Blake a profe-
sor Martin Salisbury z magisterského Studijného programu
ilustracia detskej knihy na akadémii Cambridge School of
Art. Napriklad na kniznom veltrhu v Bologni, pri pohlade na
pocetné stanky publikacii v anglickom jazyku je evidentné,
ze obrazkové knihy v anglickom jazyku taha mocny a vysoko
profesionalny priemysel, ale dbsledok toho su rady a rady
firemnych stankov, ¢asto so strednoprddovymi knihami
predikovatelného charakteru.

Referencia k pochopeniu obrazkovej knihy v najsirSom
zmysle je prijat skutocnost, Zze sa obrazkova kniha — zda sa —
stéle rozSiruje a meni s prichodom novej techniky, platforiem
a médii. Ako akademicka institucia chceme byt v popredi
a sledovat a nachadzat novy vyvoj.

Nasim dalsim cielom je uplathovat inkluzivny pristup k za-
pajaniu ‘spolo€nosti’ v najSirsom slova zmysle do oblasti
obrazkovych knih, zahrndt mensiny a socialne znevyhodne-
né skupiny.

Univerzita Worcester v roku 2012 otvorila novd ocenenu
kniznicu The Hive (U). Tato kniZnica je prva v Britanii a jedna
z prvych v Eurdpe, ktora je spolocna pre mesto a univerzitu.
Dokazuje to étos univerzity, ktora sa rozhodla byt blizSou
sucastou spolo¢nosti a nefungovat ako vo vezi zo slonovej
kosti. Kniznica The Hive so svojimi priestormi je miestom,
kde sa budu konat aktivity medzinarodného centra ICPBS.

Centrum, okrem kniznice The Hive, bude vyuzivat aj za-
riadenia a ateliéry Studijného programu ilustracie v prospech
spolo¢nosti, v ramci ktorej univerzita pdsobi. Pokial ide
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0 bezprostrednu spolocnost, centrum uz ponuka work-

shopy o tvorbe knih a tlaCi a podujatia zamerané na roz-

pravanie pribehov pre ludi, ktori nemaju pristup k rovnakym
moznostiam a zariadeniam ako my. Sme presvedceni, ze ilu-
stracia obrazkovych knih by mala byt ¢o najdemokratickejSia

a najinkluzivnejsia.

Studenti uZ posobia ako asistenti profesiondinych
ilustratorov a rozpravacov, ktori vedud umelecké workshopy
pocas festivalu rozpravania pribehov Beeline Story Telling
Festival, ktory sa kona na univerzite kazdy rok.

Centrum sa nedavno zapojilo do dvoch vyskumnych pro-
jektov, ktoré kladu déraz na inkluzivnost:

e Dizajn ailustrovanie obrazkovej knihy, ktora bude rovnako
podnetna pre vidiace aj zrakovo postihnuté deti

e |lustrovanie a dizajn obrazkovej knihy, ktora sa venuje
problematike rodi¢ov rovnakého pohlavia

Treti ciel centra je podporovat’ informovanost a povedomie

vo Velkej Britanii o tvorbe obrazkovej knihy mimo anglofén-

neho prostredia prostrednictvom platformy na uvadzanie
obrazkovych knih na celom svete.

Medzinarodné zameranie centra znamena, ze bude brit-
skych Studentov, ilustratorov, deti, vydavatelov a nadSencov
pre knihu oboznamovat so zahrani¢nymi knihami. Najpria-
modiarejSie sa to da uskutolnit vystavami kolekcii knih a ilu-
stracii.

e Najdostupnejsi spdsob, ako tuto cinnost realizovat, je
ziskavat obrazkové knihy z celého sveta, ktoré budu
sUstredené ako vyskumna zbierka v kniznici The Hive
ak dispozicii Studentom, verejnosti a detom zo skél. Mame
v Umysle pozyvat zahrani¢nych ilustratorov, autorov,
knihovnikov, akademikov, vydavatelov, organy z oblasti
knih/Citania, aby sa stali ,priatelmi medzinarodného centra
ICPBS". Aby sme si uctili priatelstvo aj z naSej strany,
propagujeme prace naSich priatelov na nasej webovej
stranke a raz za rok darujeme nasim priatelom originalnu

sietotlac alebo rytinu nasho najlepsieho Studenta. Ako
protihodnotu ziadame naSich priatelov, aby centru da-
rovali obrazkovu knihu podla viastného vyberu — v pévod-
nom jazyku.

Len za rok existencie centra ICPBS sme zhromazdili takmer

sto obrazkovych knih. Viaceré z tychto knih darovali vydava-

telia.

Lemniscaat

e NaSa prva vystava sa konala v oktébri 2014 a pred-
stavila 12 vyhercov sutaze ilustracii obrazkovych knih
vydavatelstva Lemniscaat, ktora sa kona v Holandsku
a vo Velkej Britanii.

e Potom nasledovala prezentacia a workshop medzinarod-
ného nemecko-britského ilustratora Axela Schefflera.

e V marci 2015 sme vystavovali knihy, usporiadali sme
informaénu vystavu o tvorbe knih a vystavu original-
nych sietotlaci od TARA books z Indie. Na tomto podu-
jati odznela prednaska Gity Wolfovej pre Studentov aj
vergjnost a detom miestnej Skoly sa rozpraval pribeh.
Studenti ilustracie po¢as workshopu opéat posobili ako
asistenti.

e \ druhej polovici roku 2015 sa bude v spolupraci
s vydavatelstvom Lemniscaat z Holandska konat' vystava
vitazov (Holandsko, Nemecko, Juzna Afrika a Velka Brita-
nia) svetovej sutaze obrazkovej knihy (World Wide Picture
Book Competition). Tuto sutaz vo Velkej Britanii podporilo
centrum ICPBS v spolupraci s Walker Books.

e V septembri tohto roku budeme v The Hive vystavovat
Cestné knihy IBBY za rok 2014/15.

e \Ircholna akcia v roku 2016 bude vystava vitaznych diel
z tohtoroCnej sutaze BIB.

Nastavajuca vystava BIB u nas v The Hive je pre nas mimo-
riadne délezita a urCitym spbsobom uzatvara kruh od méjho
prvého oboznamenia sa s BIB-om.
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Medzinarodné centrum pre obrazkovu knihu v spolo¢nosti
bolo akceptované spolu s IBBY UK ako oficialny organ na
nominovanie diel z Velkej Britanie do sutaze. Po rokoch limi-
tovaného zastUpenia alebo absencie na BIB-¢e je v roku 2015
Velka Britania na sutazi reprezentovana 14 ilustratormil

Zaver

Ako som uz povedal, netvrdim, Ze toto je mimoriadne dblezité.
V kazdom pripade sme vSak nadviazali vztah s BIB, IBBY UK,
ako aj medzinarodnou radou IBBY, Medzinarodnou kniznicou
pre mladez v Mnichove, sutazou ostrova NAMI v Kdrei, La joie
par le livre in Paris, kataldgom Sarmede a Casopisom Ander-
sen v Taliansku, viacerymi ilustratormi, akademikmi, kniznymi
organmi a vydavatelmi na celom svete. S tymi ludmi som

sa zoznamil v dosledku retazovej reakcie. .., ktora sa zaCala
na BIB-e. VSetci ocenuju a chvalia nase Usilie ako hodnotnu
snahu podporovat inkluzivnost a medzinarodné povedomie
v prostredi obrazkovej knihy.

Verim, ze BIB sa bude nasledujucich 50 a viac rokov vzmahat
a mocniet a bude inSpirovat mnoho dalsich ludi k ginnosti vo
vzrusujucom a rozmanitom svete obrazkovych knih.

... a nikdy nepodcente strhujuci efekt jedného katalogu!
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B Viadimir Kravéenko

Vladimir Kravéenko (Moldavsko)

i
<

Graficky umelec a vyskumnik kniznej ilustrécie. Studium gra-
fického umenia absolvoval na Statnej pedagogickej univerzi-
te Moldavska. Ziskal viaceré ndrodné ocenenia v sutaziach
exlibris. V roku 2013 ukondil studia histdrie umenia na Mol-
davskej akadémii vied, Ustave kultirneho dediéstva a v su-
casnosti je doktorandskym kandidatom tohto Ustavu. Zame-
riava sa na moldavské umenie ilustracie pre deti. Vedecké
Studie o moldavskych ilustratoroch a obrazkovych knihach
publikoval v Moldavsku a Rusku. Pésobi ako vyskumny pra-
covnik Ustavu kultirneho dediéstva v Moldavsku a ako gra-
ficky umelec vo vydavatelstve Prut v KiSiriove.

llustracia literatury pre deti v Moldavsku

Osobnosti a trendy

V novodobych dejinach je Moldavsko mala republika vo vy-
chodnej Eurépe s pohnutou histériou. llustrované knihy pre
deti sa tu zacali publikovat v 30. rokoch 20. storocia, ked
krajina bola suc¢astou Rumunského kralovstva (1918 — 1940).
Ale az v povojnovom obdobi doSlo k rozmachu ilustracie
detskej literattiry v Moldavsku, vtedajSej sucasti Sovietskeho
zvazu (1944 — 1991). Kisinov, hlavné mesto Moldavska, bolo
po vojne jedinym vydavatel'skym centrom v krajine.

Moldavska ilustracia ako fenomén kultdry nie je znama za
hranicami republiky, ale v krajine sa vytvorili jedine¢né tradicie
detskej literatury a ilustracii, ktoré su zaujimavé aj v medzinarod-
nom kontexte. llustracie moldavskych umelcov boli opakovane
vystavované na medzinarodnych kniznych veltrhoch a su-
taZiach. V tomto kontexte je prehliadka ilustracii na BIB-e
najvyznamnejSia. Poénuc rokom 1971 po posledné desatrocie
sa na sutazi BIB zucastnilo viac ako 20 vytvarnych umelcov
z Moldavska. V roku 1987 ilustracie Moldavskych ludovych
povesti ziskali Zlaté jablko BIB a v roku 2007 vydavatelstvo
v Kisifove ziskalo Cestné uznanie BIB pre vydavatela.

Za povojnovy rozvoj moldavskej ilustracie vdacime Bo-
risovi Nesvedovovi (1903 — 1963) (obr. 1 az 3). Jeho
perokresbové ilustracie s jemnymi tahmi pripominaju staré
rytiny. Prvky malieb scenérie pozoruhodnych farebnych ilu-
stracii davaju jedinec¢ny dojem priestoru.

V roku 1946 v sovietskom umeni bola potvrdena tzv.
metdda socialistického realizmu, inymi slovami, naturalisticky
narativny Styl. B. Nesvedov sa usiloval pribeh nielen
prerozpravat, ale aj odhalit jeho podstatu. Bol prvym mol-
davskym ilustratorom, ktory sa venoval estetike ludového
umenia (hracky, malby, vysivky), syntetizoval tradicné vy-
tvarné techniky a v kompozicii zachovaval realistické tvary'.

1 KpaeueHko, B. [leTckue nnnioctpaumnm boprca Hecsepnoga. In: AHTrKkBapuart. MpeameTs
VICKYCCTBA W KonneKuroHuposarus [Art Antiques and Collectibles]. 2015, No 3 (124),
p. 104-114.



B Viadimir Kravéenko

Zaujimavé je skumat znaky art nouveaux a art déco v jeho
pracach. Treba vziat do Uvahy ucnovské roky umelca pred
vojnou Vv ateliéri Augusta Baillayreho, vynikajucej osobnosti
moldavského umenia, spriaznend dusu ruskych avantgard-
nych umelcov. V ilustraciach B. Nesvedovova nachadzame
mnohé metddy a Styly prepozi¢ané zo starych nemeckych
a ruskych ilustracii knih pre deti: kreslenie siluet, kresba
tuSom a akvarel, perokresby v Style Oscara Pletscha a Ilvana
Bilibina a pod. Moldavsky umelec dobre poznal kulturu Ne-
mecka, pretoze sa po vojne zucastnil prestavby Berlina.

B. Nesvedov zil a tvoril esSte pred zalozenim BIB v roku
1967 a predtym, ako IBBY v roku 1968 otvorila sovietsku
sekciu v Moskve, ktora umoznila ilustratorom vystavovat na
vystavach v zahranici.

V tom d&ase slavny maliar Igor Vieru (1923 — 1988)
(obr. 4 az 6) vela Casu venoval ilustracii knih. Patril medzi
prvych umelcov, ktori reprezentovali moldavské umenie na
vystavach v zahranici vratane vystav ilustracii a knizného
umenia (IBA Lipsko, BIB Bratislava). NajnovSie ilustracie
. Vieru k moldavskym ludovym rozpravkam vysli v Japonsku.

Umenie |. Vieru ma vyrazne narodny predmet aj latku.
Umelec, aby odhalil narodného ducha, uplatnil staré malby,
rytiny a tapisérie, ako aj prace sucasnych rumunskych
a litovskych grafickych umelcov na narodnu literatdru. llustra-
cie, ktoré vytvoril I. Vieru, maju osobitnu historicku a umelecku
hodnotu vzhladom na previazanost literarneho a umelec-
kého obrazu na zakladnej zrozumitelnej drovni. V soviet-
skych Casoch umelci museli dodrziavat oficidlne smernice
pre pouzivanie narodnych znakov v ilustraciach: ,socialisticky
obsah v narodnej forme*. Vieru sa vSak pri vytvarani narodnej
umeleckej identity vyhol dogmatickym normam.

Humorny Styl ilustracii bol koncom 70. rokov a v 80. ro-
koch mimoriadne popularny u moldavskych ilustratorov
aj u verejnosti. Pritomnost diel moldavskych umelcov na
medzinarodnych veltrhoch v Moskve a Bologni spdsobila,

ze moldavskeé legendy a povesti boli publikované v preklade
do angli¢tiny, francuzstiny a Spaniel€iny. Niekolko edicii toh-
to typu zdobia velmi kvalitné ilustracie Leonida Domnina
(1936 — 2014) (obr. 7 az 8), ktory bol znamy najma ako au-
tor animovanych knih a Specializoval sa na moldavské roz-
pravky?. Jeho knizné ilustracie, rovnako gj ilustracie, ktoré
vytvorili B. Nesvedov a I. Vieru, vzdavaju hold narodnym hrdi-
nom. Oblubena metdda Stylizacie L. Domnina je karikatudra,
pretkana jemnou satirou.

L. Domnin sa od 70. rokov pravidelne zuCasthoval na vy-
stavach BIB. Jeho ilustracie Moldavskych ludovych rozpra-
vok v roku 1987 ziskali Zlaté jablko BIB. Dodnes je to naj-
vySSie vyznamenanie moldavskej ilustracie. Posledné dve
desatrocia svojho zivota L. Domnin preZil v rodnom Rusku,
kde pokracoval v kariére ilustratora knih.

Novovzniknuty komercny trh v Moldavskej republike (sa-
mostatnej od roku 1991) vyustil do ilustracii knih podla vkusu
spotrebitelov. Vyznamni a originalni umelci sa velmi snazia
vytvarat atraktivne obrazky umeleckej hodnoty, mieSaju roz-
ne Styly a pouzivaju autorské techniky.

V roku 1997 sa v Kisinove otvorila Moldavska sekcia IBBY.
Pod patronatom tejto organizacie sa odvtedy kazdy rok
v KiSinove kona Medzinarodny veltrh knih pre deti a mladez.
Specidlne sutazné vystavy veltrhu motivujli rozvoj ilustracie
knih pre deti v krajine. Ocenené ilustracie® a tiez ilustracie
pre knizné prekvapenia, Specialne pre projekt veltrhu*, pred-

2 Vesely, M. Animated book and film illustration — connections and relations (Ani-
mované knihy a ilustracia filmov). In: Miscellany of the Slovak National Gallery 7. BIB
‘81. Bratislava: Slovenskd ndrodna galéria, s. 266-270.

3 Ocenenia ilustracii na Medzinarodnom veltrhu knihy pre deti a mladez v Kisinove:
Kniha roka, Najlepsia kolekcia detskych knih, NajlepsSie grafické spracovanie detskej
knihy, Najlepsia ilustrécia detskej knihy, Specidina cena Zvézu umelcov v Moldavsku.
Viac informacii najdete na: www.bncreanga.md/scp a www.bncreanga.md/scp/
Premii.htm.

4 Od roku 1998 kazdoro¢ne vychadza knizné prekvapenie v ramci Medzindrodného
veltrhu knihy pre deti a mladez v KiSinove. Knihy sa rozdavaju zadarmo vSetkym
mladym navstevnikom veltrhu. Pozri: www.bncreanga.md/scp/Cartea-surpriza.htm.

yiuioqz

eAe|SIEIg J19RASN]| djRUAIY "GZ

eAe|SIleAg SUOeAISN||| JO [e1uudlg ;G2

55



Bratislava

acii

©
>
iy
n
=
©
S
[a1]
[72]
c
o
=
©
S
=]
(72}
=
-
o
e
c
c
2
[a1]
>
[Te)
AN

25. Bienale ilustr

zborni

56

B Viadimir Kravéenko

stavuju vyznamné momenty v evolucii tejto formy umenia.
Vacsina umelcov uvedenych nizSie mala prace vystavené na
BIB-e, ako aj na miestnych vystavach v réznych mestach
Eurdpy.

Umelci starSej generacie, ktori ostali verni ilustrovaniu,
v poslednych desatroCiach vytvaraju Uplne nové produkty.
Alexei Colibneac (*1943)°, (obr. 9 az 10) skuseny graficky
umelec, ktory debutoval este v 70. rokoch, sa v roku 2000
vratil k ilustrovaniu klasickych diel narodnej literattry, meno-
vite ilustroval [udové rozpravky slavneho moldavského roz-
pravaca lona Creanga. V Colibneacovych akvareloch s tahmi
&iernej ceruzky badame skibeny kognitivny zmysel a jemny
psychologicky nakres postav. Dekorativne motivy a zlozi-
té ornamenty pripominaju moldavské koberce a potvrdzuju
jemnu interpretaciu narodného typu a konvencii. Za zmienku
stoji aj preciznost portrétov a realizmus detailov, ktoré cha-
rakterizuju obrazy. Colibneacov spbsob vizudlneho narativu
dokonale ladi s pribehmi Spiridona Vangheliho, medzinarod-
ne uznavaného sucasného moldavského spisovatela.

Daldia osobnost, ktord patri medzi najvyznamnejsich
moldavskych ilustratorov sovietskeho aj postsovietskeho ob-
dobia, je Lica Sainciuc (*1947) (obr. 11 a 12). DesatrocCia
bol verny grotesknému skreslovaniu okruhlych tvarov,
nasledujuc trendy, ktorymi sa vyznacuju prace Ulfa Léfgrena
a Etienna Delesserta. Moldavsky vytvarnik tvoril pokojné kari-
katury s dérazom na vyreCné detaily a charakteristické gesta,
bez zbyto¢ného zatazovania kompozicie trivialnymi vyrazmi
tvare. Vizudlne idey L. Sainciuca su milé, hoci inSpirované
dobre znamymi interpretaciami karikatdr.

Po roku 2000 umelec experimentoval s expresivnymi moz-
nostami vektorovej grafiky v ilustracii, uplatfioval juxtapoziciu

5 Laureat zapisany na Cestnu listinu IBBY 2006 (Punguta cu doi bani by I. Creangé.
Chiginau: Prut international, 2004).

perokresieb a zivych farieb vkladanych pomocou gradientov.
V skuto¢nosti to bol on, kto zaviedol pocitactom generova-
ny Styl do ilustracie moldavskych knih pre deti. Na umenie
L. Sainciuca sa da nahliadat ako na model, ktorym sa daju
postulovat argumenty v prospech buduceho rozvoja ilustra-
cie obrazkovych knih v Moldavsku.

Na rozdiel od L. Sainciuca lon Severin (“1954)¢ (obr. 13
a 14) prijal zlozitost, a dokonca nejednoznacnost delinea-
cie tvarov. Na jeho ilustraciach nachadzame zlozité vzorce
a fantastické tvary akoby utkané zo surového materidlu.
Surrealistické priblizené portréty [udi a zvierat vystupuju zo
Strukturovanych explézii drobnych prvkov a textdr. V plas-
tickej fragmentacii priestoru je evidentny vplyv polského
grafického umenia. Obrazy |. Severina si vyzaduju skumavy
pohlad a zdaju sa neditatelné, prirodu zobrazuju akoby pod
drobnohladom a zameriavaju sa na deti, ktoré vedia ocenit
sofistikované obrazy’.

Z pohladu atraktivnosti pre starSie deti su osobitne zauiji-
mavé diela Simiona Zamsha (*1958) (obr. 15 a 16), zname-
ho moldavského grafického umelca a odbornika na grafiky.
Jeho rané ilustracie dejin Moldavska sa datuju do zaCiatku
80. rokov 20. storodia a prinasaju dramaticky kontrast svetla
a tiena, ktory symbolizuje spojenie sveta minulého so sve-
tom sucasnym. llustracie S. Zamsha vytvorené autorskou
technikou monotlace su zahmlené, Stylovo vagne symbolis-
tické a pripominaju malby so zastretymi krajmi a odvaznymi
koloristickymi kontrastmi. Su na nich jemné allzie na staré
freskové malby a tiez na vynikajlce grafické diela Albina Bru-
novského. Pre umelca je zjavne ddlezitejSia atmosféra pribehu

6 Medzindrodna osobnost roka 1998, bol zapisany do Cestnej listiny IBBY 2002
(Aventurile baronului Minchausen od R. E. Raspe. Chigindu: Prut international, 1999).
7 llustracie |. Severina boli reprodukované na strankach medzinarodného ¢asopisu
pre detsku literaturu. Pozri: Bookbird. 2000, vol. 38, ¢. 1, obdlka; Bookbird. 2002, vol.
40, ¢.1,s. 5.
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ako samotna akénost. Cez postavy v zavoji svetelného oparu
kompozicie nadobudaju déverné lyrické tony. Nedavne akva-
relové ilustracie S. Zamsha k [udovym rozpravkam, ktoré
napisal I. Creanga, predstavuju dynamické postavy a v pod-
state su zobrazené realistickym Stylom.

Mimoriadne Uspesna ilustratorka detskych knih so zam-
eranim na klasicku anglicku a rusku literaturu je Violeta Za-
bulica-Diordiev (*1966)%. (obr. 17 a 18) Jej kniha s perokres-
bovymi ilustraciami ziskala Cestné uznanie pre vydavatela na
BIB 2007. V. Zabulica-Diordiev ilustrovala mnohé rozpravky
a pribehy v zanre fikcie pre deti modernym spbésobom, hoci
pouzila narativne metddy predchadzajlcich desatroci. Re-
alistické prvky sa na strankach volne kombinuju s roman-
tickymi konotaciami. Odraz rozptyleného svetla sa pretavuje
do Zivych farebnych odtiefiov a vytvara iliziu Cara a pocitu
harmonie.

V prvom desatrodi tohto storoCia v Moldavsku nastal
vzostup obrazkovych knih pre predskolakov, ktoré napisa-
i suCasni basnici. Autori grafickej prezentacie takych knih
experimentovali s dekorativnostou kompozicie, poskytovali
rozmanitost tvarov a vyznamov. Pri hladani novych estetic-
kych foriem sa ilustratori skor riadia vSeobecnymi pravidla-
mi a zakonmi dobrého vkusu a Citatelnostou ako ur&itymi
Stylizaciami, ktoré sa snazia nanutit medialne zdroje, napr.
karikaturne zveliCovanie alebo prekritenie tvarov.

Medzi najzaujimavejsie diela mladych moldavskych ilustra-
torov nesporne patria prace Violety Dabijaovej (*1979)°.
(obr. 19 az 21) Ked' ilustruje pre deti, vynaliezavo kombinu-
je akvarel, gvas, tus, farebné ceruzky, povrchy s texturou aj

8 Drzitelka IBBY Cestného uznania H. Ch. Andersena 2008, zépis do Cestnej listiny
IBBY 2008 (Ursuletul Winnie-Pooh od A. A. Milneho. Chisindu: lulian, 2008), Cena za
ilustracie na Medzinarodnom kniznom veltrhu v Minsku 2013.

9 Uvadza sa v 07/2008 Edition of 200 Best lllustrators worldwide.

See: www.violetadabija.com.

prvky pocitadovej vektorovej grafiky a dokaze pritom hovorit
vlastnou vytvarnou reCou s malymi divakmi, ktori su prilis mali
na to, aby citali knihy. Namiesto toho, aby sa pridizala tra-
di¢nych spdsobov vyjadrovania v moldavskych ilustraciach,
hlada nové spdsoby, sleduje medzinarodné vzorce ilustrova-
nia obrazkovych knih. Humorného ducha pribehov podpori
zivou a vyvazenou farebnostou a jemnymi liniami. Viaceré
knihy v nedavnych rokoch publikované v USA prinasaju to
najlepsie zo svojského Stylu V. Dabijaovej. Vychadza z osobi-
tého mixu manualnych technik, ktoré jej obrazkom dodavaju
mimoriadnu makkost’. "

Jedno z najplodnejsich sucasnych vydavatelstiev v Moldav-
sku je Prut v KiSiflove (Prut International). Pocetné vydava-
telské edicie ilustrovali vSetci uz uvedeni moldavski umelci,
ktori zacali aktivne pdsobit v poslednych desatrodiach. Kon-
ceptualny dizajn mnohych ilustracii a celych kniznych edici
vydavatelstva Prut predstavuje prinos umeleckého riaditela
Romana Kutsjuba (*1953) (obr. 22 az 23), estonskeho gra-
fického umelca z Moldavska. Predovsetkym jeho volné grafiky
a obrazy, ktoré vytvoril v Esténsku v 80. rokoch, boli neskor
reprodukované v ediciach poézie a aforizmov prominentného
suc¢asného moldavského basnika Grigorea Vieru. Dve knihy
s ilustraciami R. Kutsjuba vytvorené Ciernou ceruzou a pas-
telovou ceruzou su azda tie najlepsSie ilustrované edicie diela
basnika G. Vieru.

V tajuplnych scénach R. Kutsjuba sa objavuje jemné vni-
manie vyznamov. Jedine¢ny mikrokozmos ukryva drama-
tické prezivanie vztahu medzi &lovekom a prirodou. Jeden
z protagonistov umeleckého diela v Ciernej ceruzke je holu-

10 A Leaf Can Be (List méZe byt) od Laura Purdie Salas. Minneapolis: Millorook
Press, 2012: Riverby Award 2012, Golden Kite Award 2013, Minnesota Book Award
Finalist 2013, Notable Children’s Books in the Language Arts 2013; Water Can Be
(Voda méZe byt) od Laura Purdie Salas. Minneapolis: Millorook Press, 2014: Highly
Commended title by CCBC’s Charlotte Zolotow Award committee 2015, Minnesota
Book Award Finalist 2015.
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bica zvyCajne zobrazena z profilu. Umelec do obrazu votkal
fragmenty Stylizovanych ludskych tvari a kvetinovych mo-
tivov, fascinovany zlozitym dizajnom vtacich a motylich kri-
del. Obrazy jednotlivych vtakov a mytické postavy, ktoré ich
pripominaju v kompozicii s dominuijtcim bielym pozadim, su
zéhadné a zaroven zviastne blizke. Viaceré listy z tejto série
boli vystavené v Parizi na vystavach sucasného umenia''.

Diela R. Kutsjuba vytvorené pastelovou ceruzou predsta-
vuju fantastické scény pbsobivého majestatu. Elegantné
snubenie reality s fantaziou, jemné porusenie Casopriesto-
rovych relacii a poetické napatie umoznuje divakovi prezivat
novost Citania basni, ktoré sa prave stali suc¢astou narodné-
ho literarneho dediCstva'.

V druhej polovici 20. storocia a v prvom desatroci 21. sto-
roCia sa ilustrovanie knih v Moldavsku povazovalo za sp6-
sob, ako tvorit narodny vytvarny Styl. Vytvorenie narodnej
identity prostrednictvom ilustracie bol dihy proces, ktory si
vyziadal cestu pochopenia tradi¢ného ludového umenia’.
V Usili ngjst’ expresivne grafické vyjadrenie kulturnej jedinec-
nosti moldavski ilustratori Cerpali inSpiraciu z réznych objek-
tov umenia ako ikony, kostolné knihy, koberce, ludové rezby
a rytiny. Imitovanie umenia z minulosti sa nikdy nerobilo len
s cielom zachytit ducha doby, ale na evokovanie narodného
ducha a aktualizaciu ur&itych kddov (Igor Vieru, Leonid Dom-
nin, Alexei Colibneac, Simion Zamsha). Vysledkom tohto
snazenia bol obrovsky uUspech kolekcie ilustracii k rozprav-
kam na BIB-e.

11 Salon 2006 de la Nationale des Beaux-Arts, Paris, 14-17 décembre 2006. Cata-
log. Paris, 2006, p. 97; Le salon Violet Prestige de I'’Art Contemporain, Paris, 3-15
juin 2008. Catalog. In: Univers des Arts. Le magazine de I'information artistique. Mai
2008, No. 131, p. 82.

12 Ghicitoare fara sfarsit od Grigore Vieru s ilustraciami od Romana Kutsjuba (Chisi-
nau: Prut international, 2005) ziskala druhd cenu na Medzinarodnom kniznom veltrhu
v Moskve 2005.

13 Pyliotou, M. Between Tradition and Modern Technology (Medzi tradiciou a mo-
dernymi technoldgiami). In: Bookbird. 2004, vol. 42, ¢. 1, s. 34.

Dalgie vyznamné zdroje umelcov boli detské knihy, najma
knihy publikované vo vychodnej Eurépe, menovite polskeé,
Ceské a slovenské knihy a predovsetkym tie z pobaltskych
krajin. Tak sa vytvorili urcité tradicie umeleckej tvorby na
vysokej medzinarodnej urovni, ako dokazuju ilustracie kla-
sickej zahranicnej literatury a sucasnej detskej poézie, ktoré
sa v poslednych troch desatrodiach presadili v oblasti detskej
kniznej produkcie. Mnohé ilustracie tychto typov su dielom
moldavskych umelcov: L. Sainciuca, I. Severina, V. Zabulice-
-Diordievaovej a V. Dabiju, ktori su uz znami medzinarodni
umelci. Preto oCakavame, ze v buducnosti také ilustracie
budu vyznamnou udalostou na vystavach BIB.

Obr. 1
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B Mary Kritikou

Mary Kritikou (Grécko)

Pracovala v Asociacii pre psychosocialne zdravie deti a mia-
deze (A.RH.C.A.). Bola zodpovedna za komunikaciu a orga-
nizovanie podujati pre deti. Koordinovala, editovala a prezen-
tovala publikacie vydané A.PH.C.A, organizovala vzdelavacie
semindre a workshopy v Grécku i v zahrani¢i. Je Clenkou
Gréckej sekcie IBBY, ktoru reprezentuje na medzindarodnych
kongresoch a vystavach.

50 rokov Bienale ilustracii Bratislava a ucast

Grécka

,Bratislava je od Viedne vzdialena na hodinu cesty. Mbzete
cestovat’ autobusom, vlakom alebo lodou po rieke. Napo-
sledy v septembri vacSina navstevnikov priSla do hlavného
mesta Slovenska a na Biendle ilustracii Bratislava autobu-
som alebo viakom. Prisli 6smi autori, ilustratori, vydavatelia,
zurnalisti, resp. ludia so zaujmom o ilustracie knih pre deti.
Bratislava sa vSetkym odmenila.

V sucasnosti BIB, spolu s kniznym veltrhom v Bologni, su
dve najddlezitejSie udalosti — institlicie vo svete ilustracii knih
pre deti.

Detom sa urcite pacia makety a obalky knih na vystave.
Odbornici dostavaju moznost posudit a hodnotit’ trendy vo
svete vytvarného umenia pre deti prostrednictvom prezenta-
cie umeleckej tvorby, ktora sa rodi. Na BIB-e mdzeme vidiet
viaceré umeleckeé pociny, ktoré sa vo forme knihy dostanu do
ruk tisicov deti a potesia ich oci a srdcia.

llustracie pre deti — ako ich vidime na vystavenych make-
tach v Bratislave — nam pomézu sformulovat’ niekolko zauiji-
mavych zaverov.

Pri prenose do knihy umelecké dielo maliara/ilustratora
mdze stratit nieCo zo svojej umeleckej vybavy. Ako samo-
statné umelecké dielo vSak zodpoveda umeleckym naro-
kom na najvy$Sej urovni. A tu nas mdzu potesit koncepty
vynaliezavosti a komplexnosti pojatia. Ni¢ nie je ponechané
na nahodu. Popri technickych moznostiach a profesionalnej
kompetentnosti, ktora je pritomna pri aSpiraciach autora, ilu-
strator knihy pre deti ma jedine¢né privilégium byt tym, kto
mdze mladych divakov podnietit’ k inovaciam a Usiliu, kto-
ré z nich uz na cely zivot urobi citlivych posudzovatelov. To
vSak predpoklada existenciu estetickej nasobilky, ktora bude
ucinne a rozhodne fungovat vo vztahu medzi rodi¢mi a detmi
a ilustratormi a autormi.”
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Uvedeny text je vybrany z prispevku, ktory pripravil zurna-
lista Takis Psarakis k 11. BIB v roku 1987. Bol osobne na
biendle a svoje dojmy popisal pre grécky ¢asopis Epiloges.

Pripominame si 50 rokov systematickej prace a Usilia insti-
tdcie, podujatia, ktoré sa kona kazdé dva roky, patri medzi
najuznavanejsie v Eurdpe a zucastnuju sa ho umelci zo vset-
kych piatich kontinentov.

BIB ma sprievodné podujatia, napriklad individualne ale-
bo kolektivne vystavy ilustratorov, vystavy socharskych prac,
sympdzium, workshop ilustrovania a pred niekolkymi rokmi
sutaz animovanych filmov.

Schadzaju sa tam ludia z celého sveta a vznikaju medzi nimi
vazby, podnety a spolupraca. Za uplynulych 50 rokov sa urobilo
mnozstvo prace, ktora je cenna pre umelcov — tych, ¢o maju
radi umenie, aj pre teoretikov. Praca je cenna aj pre deti, ich
rodicov, pedagdgov, dokonca aj pre odbornikov na psychoso-
cidlne zdravie. Popri tom bienale pontka jedinecnu skusenost,
moznost zoznamit sa s osobnostami ako Albin Brunovsky,
Emanuele Luzzati, Elizabeth Waldman, Kveta Pacovska, Fré-
deric Clement, Nikolaj Popov, Stasys Eidrigevicius, Janine Des-
pinette, Manorama Jafa, Roberto Innocenti, Binette Schroeder,
Dusan Kallay, Aria Kanerva, Einar Turkowski, Tassies.

Treba pripomentt, ze biendle nie je vystava malieb, ale ilu-
stracii. Inymi slovami, je to prehliadka obrazkov, ktoré tvoria
sUcCast textu a spolu s nim rozpravaju pribeh, ktory je — rov-
nako ako ilustracie — uréeny pre deti. Dobry priklad toho, ako
sa Citatel dozvie pribeh o Sikanovani vyjadreny v obrazkoch,
ktoré Tassies vytvoril pre knihu Ukradnuté mena (Stolen Na-
mes), publikovanu vydavatelstvom APCHA v Grécku. Text
treba prelozit, ale obrazky hovoria medzinarodnou recou,
ktora nas vSetkych spaja. Udalosti a aktivity na BIB-e posu-
vaju dopredu prave tuto dimenziu.

Treba poznamenat, ze Kataldg BIB je mimoriadne ddlezity
zdznam pre tych, ¢o chcu skdmat historiu ilustracie v prie-
behu rokov.

Grécko ma zastupcov na BIB od roku 1969.

Prevazna vacsina gréckych ilustratorov si bienale osvojila

a pravidelne nan posiela svoje diela.

llustrator Petros Zabelis sa zUc¢astnil BIB v roku 2001 aj

na dalSich troch ako ¢len medzinarodnej poroty, ktora

rozhoduje o udeleni cien. Grécka ilustratorka Photini

Stephanidi ziskala v roku 2001 Plaketu BIB (obr. 1). V tom

roku sa sutaze zucCastnilo 290 ilustratorov z 43 krajin

sveta s 2 315 originalnymi ilustraciami.

e Na sympodziu v roku 2002 s Ustrednou témou llustracné
ouvertury autorka a ilustratorka Philomila Vakali-
-Syrogiannopoulou predstavila prace gréckeho ilustratora
Nicholasa Andrikopoulosa (obr. 2), ktory bol nominovany
na Cenu Hansa Christiana Andersena za ilustracie.

Uéast Grécka v &islach
[ )
[ )

Obr. 1
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Obr. 2

Chcem zdoraznit tuto Cast jej prispevku:

ESte chcem doplnit nieco, Co suvisi s identitou kazdej krajiny.

Kazdy umelec ma svoju osobnu znacku, ale poznamenava ho

aj jeho narod, kultura, tradicia krajiny. Pévod sa neda vymazat.

Jeho vplyv na dielo umelca je prirodzeny a neodmyslitelny.

e Ugast umelca Theodorosa Syrogiannopoulosa na
workshopoch v rokoch 2003 a 2005 (obr. 3).

e Aktivna Ucast autoroy, ilustratorov a odbornikov z oblasti
literatury pre deti na sympdziach.

Dosah ¢innosti BIB-u v Grécku

Grécka sekcia IBBY prilezitostne organizuje:

e Prednasky a prispevky ilustratorov, ktori sa zUcastnili na BIB-e
a ktori hovoria 0 svojej skusenosti a prinasaju délezité infor-
macie 0 medzinarodnej sutaznej prehliadke ilustracii BIB.
Mimoriadne zaujimava vystava ocenenych diel v 80. rokoch.
Stretnutia a informacné materidly s pravidelnym prisunom
informé&cii pre Clenov IBBY v Grécku o aktivitach BIB-u.

APHCA (Association for the Psychosocial Health of
Children & Adolescents; ZdruzZenie pre psychosocialne
zdravie deti a mladistvych)

V roku 2009 sa Zdruzenie pre psychosocialne zdravie deti

a mladistvych (APHCA) zucastnilo BIB-u, kde sa jeho zastup-

covia stretli s osobnostami na podujati a nadviazali spolupra-

cu, ktora vyustila do aktivit vratane tychto:

e Autorka/ilustratorka/kriticka a profesorka na Univerzite v Tampere
Riita Qittinen bola pozvana do Grécka v ramci spoluprace medzi
Finskym instititom v Grécku a Gréckou sekciou IBBY. Konali
sa viaceré tvorivé aktivity: navstevy skél, umelecky workshop
s gréckymi ilustratormi a prednaska s nazvom Verbalny, vizualny
a auralny aspekt v obrazkovych kninach.

e Stretnutie s jedine¢nou autorkou Manorama Jafa, ktora
ponukla ludom pracujucim pre APHCA moznost zucastnit
sa kongresov IBBY India v roku 2012 a 2014 s knihami,
ktoré organizécia publikovala na tému Sikanovanie
a kybersikana.

e Spolupraca s Tassiesom, Spanielskym ilustratorom, ktory
ziskal na BIB-e v roku 2009 Grand Prix a organizacii ponukol
autorské prava ku knihe Ukradnuté mena (Stolen Names).

e Tassies bol pozvany do Grécka tri razy. ZuCastnil sa
na workshopoch pre pedagégov a tiez zorganizoval
workshop s gréckymi ilustratormi.
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Reflexie a dojmy ucastnikov
Vasso Psaraki, ilustratorka, autorka ,llustracia knih pre deti“
Ked ste wytvarnik, sedite v pracovni a s nasadenim a laskou
svedomito pracujete na svojgj Ulohe, izolovany od vsetkého
ostatného. Autor a/alebo vydavatel sa pozrie na vasu pracu,
mozno bude nadSeny a potom pravdepodobne budete mat
dobré hodnotenia, stanete sa uznavanym vytvarnikom a vase
prace tiez. Potom dostanete dalSie ponuky na ilustrovanie textu
amate pocit, ze ste Uspesny... V tej chvili rastie nebezpecenstvo
— podla méjho nazoru —, ze vytvarnik zacne pocitovat prehnanu
istotu, Ze nasiel ,svoju vlastnu cestu” a — podvedome — sa pre-
stane snazit’ ist dalej, skimat, experimentovat a nieCo menit...
AZ jedného dna ide na vystavu a uvidi na nej trendy z celého
sveta. Vedome alebo nevedome porovnava svoju pracu s kaz-
dym jednym vystavenym dielom. Tu hrozi nebezpecenstvo ob-
rovského sklamania. Ale experimentovanie s novymi materiaimi,
prijatie novych prvkov dava vytvarnikovi nové podnety a pomaha
hladat rieSenia, o ktorych rozmyslal, ale nemal odvahu ich uplat-
nit. VSetko uvedené urcite prinasa inSpiraciu pri praci.”

Thodoris Syrogiannopoulos, ilustrator

O workshope BIB-UNESCO 2005

Moja ucast na workshope BIB-UNESCO v roku 2005 bola
Stastnou zhodou okolnosti, na ktort nikdy nezabudnem.

V atmosfére eufdrie, viudnosti v kazdej oblasti — citovej,
ako aj realistickej — vSetci UCastnici workshopu prezili
jedineCnu skusenost a ziskali velmi vela pre svoje umelecké
smerovanie; skusenosti, ktoré pozitivne ovplyvnili dalSie
napredovanie v oblasti ilustracie.

Prvé pbsobivé stretnutie s krasnym mestom Bratislava nas
naladilo na vSetko pekné, Co nasledovalo. Pohostinnost,
ochota, porozumenie a blizkost zo strany organizatorov
a priatelska neziStna spolupraca medzi UcCastnikmi
workshopu, ktora nas sprevadzala a stale sprevadza.

Zeldm si také prileZitosti aj v buduiicnosti.

Filomila Vakali-Syrogiannopoulou, autorka, ilustratorka
Mnohi sa pytaju na vyznam ucasti ilustratora na Biendle
ilustracii Bratislava — na prinos a vysledky...

V prvom rade, biendle sa neda vnimat izolovane od mesta.
Biendle je vSetko spolu: mesto, [udia a kultdra, ktord vSade
vidite. PoCas tych dni celé mesto vyvolava vo vas dojem, ze
oslavuje — kazdé miesto, kazdy roh, kdekolvek sa nachadzate.

Nevystavujete svoje prace; vy nimi konverzujete. Konverzujete
ako umelkyna a s miestnym vytvarnikom konverzujete ako oso-
ba s osobou a zaroven aj s jeho umenim. Je to jedinec¢na pri-
leZitost konverzovat s ,kazdym*! Viytvarnici z celého sveta a ich
diela tvoria panoramu, slavnost — také umelecké diela v noci
urCite nespia, a tancuju. Aj takto si ich mézeme predstavit.

Kazdy jeden prinasa so sebou svoju kulturu. Davate a za-
roven dostavate. Vymienate si nazory a umenie sa rozvija ako
osobné, miestne a medzinarodné. Vrcholné chvile su, ked' sa
[udia zjednotia — to sa stava vzdy na stretnutiach s dobrymi
umyslami. Takym spbsobom sa buduje vSeobecné porozu-
menie a pokoj. Takto Ucastnici prezivaju ¢aro umenia — ob-
last, ktoru na Slovensku poznaju velmi dobre.

BlahoZelame ludom, ktori sa inSpirovali a organizuju
spominané podujatia po vSetky tie roky. Zazelajme tomuto
C¢arovnému podujatiu, nech ma vzdy ¢o ponukat a nech
otvara cestu eSte mnoho rokov. Velmi pekne dakujem za
pozvanie oslavit 50 rokov BIB s vami. Je to pre mna Cest!

Vsetko najlepsie do dalsich rokov!
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Hl Steffen Larsen

Steffen Larsen (Dansko)

Niekolko rokov Studoval historiu. Od roku 1972 pracoval ako
kritik literatdry pre deti v hlavnych danskych novinach. V su-
casnosti pracuje pre Politiken, ¢o su najvyznamnejsie Kul-
tdrne noviny v Dansku. Tiez pise pre odborné casopisy ako
napr. Born & Bager (Deti a knihy). Mal mnozstvo prednasok
o literatdre pre deti pre knihovnikov, ucitelov a inych odborni-
kov. Okrem Clankov v ¢asopisoch je aj autorom dvoch knih.
Bol ¢lenom vedenia Danskej sekcie IBBY a je pravidelnym
ucastnikom BIB-u. Bol aj ¢lenom poroty BIB-u (2005). Bol aj
¢lenom poroty na Tl v Talline a zorganizoval vystavu iranskych
ilustratorov v Dansku. Viackrat sa zucastnil sympdzia BIB-u.

Duch 67

Roky 1967 a 1968 boli roky slobody. Slobody myslenia na
celom svete. BIB je toho sucastou. Podla méjho nazoru je
sucastou aj toho, ¢o sa tejto krajine stalo rok potom, tzv.
kratkom obdobi jari ’68. Dalo by sa povedat, obrazky otvorili
dvere — a oci.

Nemyslim, ze sa urCity konkrétny spdsob ilustrovania da
spdjat’ s BIB-om. Nie je to reC obrazov, ktora je dblezita. D6-
lezita je samotna existencia tohto nekomercného, priatelské-
ho féra na vzajomnu vymenu obrazkov (a pohladov). Dalo by
sa povedat, ze to najddlezitejSie na BIB-¢ je to, ze existuje.
Odtial vyviera Caro.

UrCite, stretnutie s osobnostami ako Kallay (obr. 1 a 2),
Brunovsky, Uchnar a Zimka je zdrojom inSpiracie. Na Cloveka
hiboko zapdsobi stretnutie so starosvetskymi cnostami ako
seridznost a Ucta k majstrovstvu, a to je mozno vacsia inSpi-
racia ako konkrétny spdsob ilustrovania. Ale — je tu ,ale”. Ak
BIB mal nejaky vplyv, a to velmi konkrétny, ten podla mna
spoCiva v miestnych farbach. BIB predstavuje prostredie
strednej Eurdpy. Najprv je stimena a tmava, siva a hneda,
melancholicka a urCitym spdsobom ako ikona. Ale odrazu
vidite, ze je posiata bodkami zlatého svetla slnecnic alebo
Cervenou farbou kralovského plasta, do ktorého je odety
rozpravkovy princ. A ak sa objavi nejaka zamracena nalada,
urcite je to preto, ze more je tak daleko... Mam pravdu?

TakZe — €o BIB uci, ak nieco uci, je sloboda vyjadrovania.
PocCetni danski umelci navstivili Bratislavu. Medzi Design-
school of Kolding in Jutland a Vysokou Skolou vytvarnych
umeni v Bratislave je dlhoro¢ny kontakt. Viem od mnohych
danskych ilustratorov, Ze ich prekvapila seridznost a niekedy
starosvetsky spbsob vyucby umenia ilustracie. DuSan
Kallay mohol byt obavany ucitel pre mladd damu, ktora za
normalnych okolnosti kreslila svoje obrazy na prvy pokus.
Musela obraz prerabat, znova a znova. Na brehoch Dunaja,
deti vychované v lezérnej volnosti a dobre Zivené nordickym
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socialnym Statom sa stretavali s vaznymi a tvrdo pracujuci-
mi ludmi, ktorym na nich skutocne zalezalo. Niektori na to
doma v Dansku este vzdy spominaju.

Takze BIB sprostredkoval dalsi novy jazyk klasickym, dost
starosvetskym spbésobom. V mojej krajine si tento jazyk
naSiel svoj postmoderny spdsob a Casto sa definuje jedno-
ducho ako: Velké odi. Velké Usta (a zuby). Nie velka hibka.
A obvykle Uplne bez kontaktu s pevnou pddou. Milujeme ten
Styl. V Dansku nadalej ilustrujeme tymto Stylom. Ale v kazdej
postave a za kazdym rohom — podla méjho nazoru — zbadate
pozostatky stredoeurdpskej dialky a tmavosti. Tak daleko od
mora.

Posledna vec v suvislosti s vplyvom BIB-u by mohla byt,
ako ked si poziCiate metaforicky obraz z potravinarske-
ho priemyslu. Rychle obc&erstvenie — fast food a pomalé
obcerstvenie — slow food. Prichddzame sem so vSetkymi
Uzasnymi napadmi a projektmi. Vy nam hovorite: Zostante
chvilu. Stiste sa. Pozrite sa na slnecnicu.

BIB mal obrovsky vplyv na danske ilustracie. Stalo sa to na
zaCiatku, prostrednictvom jednej jedinej osoby. llustratorka
Lilian Bragger (*1950) (obr. 3 az 6), ktora tu bola niekolkokrat,
bola ¢lenkou poroty v roku 1993 a ziskala Zlaté jablko v roku
2005. Ona tu bola na zaciatku 80. rokov a ked sa vratila
domov, do Danska, odstartovala zlaty vek danskej ilustra-
cie, verzia 2.0 (verzia 1.0 bola pred druhou svetovou vojnou).
Urobila to, napodiv, ako DuSan Kallay s ilustraciami pre Ali-
cu v krajine zazrakov (1982). A jej vplyv bol vac&si ako Zivot.
Priatelka Kirsten Bystrupovej vam o tom nieco povie. A opat
nie preto, ze jej kolegovia kreslia ako ona — okrem jedného
—, je to preto, ze citili neobmedzenu slobodu vyjadrovania,
ktoru ona priniesla z Bratislavy. Vplyv Lilian sa neda precenit.
A jej sofistikovana obrazova rec je uz jasne viditelna v tomto
prvom pokuse vysporiadat sa tymi velkymi chlapikmi.

Jedna ,vynimka"“, ktord som spominal, je Cato Thau-Jen-
sen (*1966) (obr. 7 a 8), ktory ,vniesol“ re¢ Lilian Breggerovej

do nevidanych obrazov a rozsiril tuto re¢ o humor, makkost
a akoby ikonové obrazy. Chvilu bol aj Cato ovplyvneny
spominanym stredoeurdpskym pohladom. Prestal, mozno
vtedy, ked ho popadlili sinec¢nice.

Dalia ilustratorka ovplyvnend slovenskym spdsobom
malovania je Kamilla Wichmann (*1975), drzitelka Zlatého
jablka z roku 2007 (obr. 9 a 10). Ona tiez zachytila zablesk
farieb za slneC¢nicami. A tiez ich premenila na obrazy podob-
né ikonam.

Niektori z ilustratorov, ktorych teraz spomeniem, mozno
BIB nikdy nevideli. Ale vplyv sa Siri ako voda — viete —
a prinasa so sebou vaznost. A pomaly proces dosahovania
toho spravneho vyjadrenia vo farbach, ociach a zvieratach.
Poviem vam o dvoch z nich.

Damy maju prednost! Anna Jacobina Jacobsen (*1971)
(obr. 11 az 13) priSla s niecim, ¢o je mimoriadne nezvycajna
obrazova reC na danske pomery. Ni¢ predtym tak nevyzeralo.
Pouziva stredoeurdpsku farebnost. Otvara nam oci pre velké
pocity, velké trapenie a ukazuje ich také, aké su. Nema velku
produkciu. Pracuje velmi pomaly, a premyslene. Jej prace
vyzeraju, akoby boli nieCo z velkej dialky a z davnych ias,
ale ona s pocitacom pracuje majstrovsky a jej maly trik je,
ze ,namalované” postavy na obrazovke vystrihne a opat
ich naskenuje, aby dosiahla efekt mali¢kej hibky a dimenzie
na obraze. Podla méjho nadzoru Anna Jacobina Jacobsen
— ktorej prace mbzete skimat na tohtorocnom BIB-e — je
jedna z najtalentovanejSich a najneoCakavanejsich ilustrato-
riek tychto rokov. Ma cit pre BIB, hoci nikdy na BIB-e nebola.

Otto Dickmeiss (*1969) (obr. 15 az 17) tu uz bol. Jeho diela
su Casto vystavené na BIB-e. Dickmeiss je priatelsky a du-
chovny surrealista a vSetko, €o robi, robi s bezprecedent-
nou Uprimnostou. Je nabozensky zalozeny a Casto ilustroval
krestanské texty — a Hansa Christiana Andersena (obr. 18 az
20) — niekedy to je to isté. Tento ilustrator si tiez poZzical velké
hladiace oCi a plochy obraz, kde ni¢ nie je skryté. V jeho tva-
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Bl Steffen Larsen

rach najdete utrpenie aj odpustenie zaroven. Ticho a nevinny
udiv — takmer ako v zene. Jeho majstrovské dielo zatial je
LisCia pasca, (obr. 21 az 24) za ktoru dostal Cenu Minister-
stva kultury za ilustraciu v roku 2013. A Uzasné su — ako
o chvilu uvidime — ilustrécie z hibky jeho srdca k dielu Cesta
k Bohu Louisa Jensena. V LiS¢ej pasci Dickmeiss pouziva
techniku, ktora je dost bezna. Urobi obrazky vo farbe, potom
ich naskenuje a vysledok je Ciernobiely. Tym ilustracia nado-
budne vinenu dimenziu, ktord oko nepostrehne, ale zachyti
ju pohlad duse a srdca (obr. 25 az 30).

V Dansku mame starého otca ludovych strednych $kél. Ni-
kolaj Frederik Severin Grundtvig, ktory pred 150 rokmi, spolu

Obr. 1. Dusan Kallay

s dalSimi ucitelmi s otvorenou myslou vytvoril druh $kél, kam
sa mladi ludia chodia zapalit. O to prave iSlo. Osvietit Zia-
kov, nie memorovat dlhé zoznamy nemeckych slovies, ma-
tematické vzorce a podobne, ale vzbudit v nich zvedavost
a vstepit' im tUzbu po samostatnom mysleni. Sme velmi hrdi,
ze sme takto prispeli v rozvoju vzdelavania. Zda sa mi, ze
prave to sa dialo tu v Bratislave s BIB-om. Od zaciatku az
po dnesny den. Od zapdlenia po osvietenost. A ist do sveta
obrazov a povedat im o slobode, radosti a laske. Presne tak
ako duch roku 1967.

Obr. 2. Dusan Kallay
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Obr. 3 az 6. Lilian Bregger:
ilustracie z knihy
Alica v krajine zazrakov
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Obr. 7 az 8. Cato Thau-Jensen: ilustracie k pribehu
Kazda mala pomoc
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Obr. 11. Anna Jacobina Jacobsen: Obr. 12. Anna Jacobina Jacobsen: Obr. 13. Anna Jacobina Jacobsen:
ilustracie z knihy Lukas a Maria ilustracie z knihy Lukas a Maria ilustracie z knihy Lukas a Maria
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Obr. 15. Otto Dickmeiss: ilustracie Obr. 16. Otto Dickmeiss: ilustracie Obr. 17. Otto Dickmeiss: ilustracie Obr. 18. Otto Dickmeiss: titulna
z knihy Wiet k Bohu z knihy Wlet k Bohu z knihy Wylet k Bohu ilustracia z knihy Pieskovy muz
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Obr. 19. Otto Dickmeiss: titulna ilustracia ~ Obr. 20. Otto Dickmeiss: titulna ilustrécia
z knihy Cervené topanky z knihy Snehova kralovna
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Obr. 24. Otto Dickmeiss: ilustracie z knihy LiSCie triky
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Obr. 25. Otto Dickmeiss: ilustracie Obr. 26. Otto Dickmeiss: ilustracie Obr. 27. Otto Dickmeiss: ilustracie Obr. 28. Otto Dickmeiss: ilustracie
z knihy Stary otec z knihy Stary otec z knihy Stary otec z knihy Stary otec
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Obr. 29. Otto Dickmeiss: ilustracie Obr. 30. Otto Dickmeiss: ilustracie Obr. 31. Steffen klaci pred ilustraciam Farshida Shafieeho
z knihy Stary otec z knihy Stary otec
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Manuela Vladi¢-Mastruko (Chorvatsko)

Absolventka Akadémie vytvarnych umeni triedy prof. Ferdi-
nanda Kulmera z roku 1985. Mala niekolko samostatnych
aj kolektivnych vystav v Chorvatsku aj zahrani¢i. Popri pro-
fesionalnej umeleckej ¢innosti sa venuje aj praktickému vy-
skumu v oblasti vizualneho vyjadrenia a kreativity Cloveka. Je
autorkou viacerych multimedialnych umeleckych projektov
pre deti a dospelych. V sucasnosti spolupracuje s muzeami
a galériami pri organizovani a riadeni umeleckych projektov
pre navstevnikov. Manuela bola &lenkou viacerych pordt pre
oblast umenia a ilustracie. Napisala a ilustrovala 10 pbvod-
nych obrazkovych knih pre deti a napisala niekolko ¢lankov
0 umeni. Za svoju umelecku Cinnost ziskala viacero oceneni
a vyznamenani. Je ¢lenkou Spolocnosti chorvatskych umel-
cov a Chorvatskeho zdruzenia nezavislych umelcov.

Ako Bienale ilustracii Bratislava za polsto-
roCie ovplyvnilo podobu obrazkovej detskej
knihy vo svete

»+Ako Biendle ilustracii Bratislava za polstorocie ovplyvnilo po-
dobu obrazkovej detskej knihy vo svete” je viac ako logicka
volba témy na sympdzium v tomto roku, ked' si pripominame
50. wyrocie zalozenia BIB-u. Oslavujeme spolu, pretoze BIB
je prvé, a teda aj najstarSie, bienale ilustracii v Eurépe. Vda-
ka tomuto biendle sa praca a aktivity vSetkych, ktori pésobia
v oblasti detskej knihy, nespocetnekrat pretkavali a zanechali
stopu na nas vsetkych. Je pre mna velka Cest a poteSenie
zUCastnit sa na tejto slavnostnej chvili a prispiet k téme sym-
pdzia z pozicie umelkyne/ilustratorky, ktora sa zaroven zaujima
aj o Sirsi kontext tvorby obréazkovej detskej knihy. Som pre-
svedCena, ze viaceri recnici sa tento rok budu venovat hlavnej
téme ovela kompetentnejSie a profesionalne a chronologicky
budu hovorit o vyzname tohto podujatia: zdéraznia zivotopisy
vSetkych ctenych osobnosti, ich jednotlivé aj spolocné uspe-
chy. Ja tiez pondkam urcity typ chronoldgie, rekapitulaciu na
viacerych urovniach s cielom a Zelanim, aby sa tieto Urovne
spojili a poskytli jednoliate — ak nie odpovede o minulosti —, tak
aspon otazky do buducnosti. Preto mi dovolte uviest chrono-
I6giu ucCasti Chorvatska na BIB-e.

Chorvatski ilustratori sa zucasthuju BIB-u od roku 1967,
prvykrat v ramci byvalej Juhoslavie a po roku 1995, ked' sa
Chorvatsko osamostatnilo, sa chorvatski autori organizuju
v ramci Chorvatskej sekcie IBBY pod vedenim pani Ranky
Javorovej. Zial, tento rok kompetentné inétitdcie, na rozdiel
od minulosti, neposkytli finan¢nu podporu, a preto sekcia vy-
zvala chorvatskych autorov, aby svoje obrazkové knihy a ilu-
stracie prihlasili individualne.

Nie je mozné uviest v tomto prispevku vSetkych autorov, ktorf
mali diela na vystave, pretoze ich skutocne bolo vela. Mdze-
me vSak spomenut autorov, ktori sa zUcastnili na nedavnych
sprievodnych programoch BIB-u: reCnici na sympdziu boli
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(viackrat): Ranka Javor, knihovnicka a poradkyna, vedu-
ca Chorvatskeho strediska pre detskd knihu, Kniznice mesta
Zahreb, Manuela Vladi¢-Mastruko, akademicka maliarka,
Koraljka Juréec-Kos, historicka umenia a kuratorka galérie
Klovicevi dvori a Chorvatskeho biendle ilustracii (zalozeného
v roku 2004). U&astnici workshopu Albina Brunovského boll
chorvatski ilustratori: lvan Vitez (1997), Andrea Petrlik-Hu-
seinovi¢ (2001), Manuela Vladi¢-Mastruko (2003) a Vendi
Verni¢ (2013). Svjetlan Junakovi¢ bol Clenom Medzinarodnej
poroty BIB 2013. Dvaja chorvatski autori, Svjetlan Junakovi¢
(2001) a Andrea Petrlik-Huseinovi¢ (2003), ziskali Plaketu
BIB: Junakovic¢ za ilustracie obrazkovej knihy Roter Frosch, gru-
ner Flamingo (Cervend Zaba, zeleny plameniak) a Mit Pauken
und Trompeten (Pavuky a trdby) publikované v Bohem Press,
ZUrich, Andrea Petrlik-Huseinovi¢ za ilustracie obrazkove;
knihy The Blue Sky (Modré nebo) a ilustracie znameho diela Ali-
ca v ri8i divov pre vydavatela Kasmir promet v Zahrebe.

Rozhodujucu ulohu pri mojom vybere predmetu tohto pri-
spevku hrali biografické a autobiografické prvky v obrazko-
vych knihach, ktoré napisali a ilustrovali spominani umelci,
spolu s hlavnou témou tohtoro¢ného sympdzia, ktoré svojim
spbsobom je tiez autobiografické, a v spojeni s mojou pra-
cou na mojej vlastnej autobiografickej obrazkovej knihe Kuca
s tri Cempresa (Dom s tromi cyprusmi).

50 rokov! Biografické a autobiografické prvky
v obrazkovych detskych knihach

Zda sa, ze existuje bod, z ktorého sa nemodézeme po-
hnut dopredu bez toho, aby sme sa obzreli dozadu

Kazda vystava ilustrécii pre deti je sama osebe ako rozpravka
— medzinarodna alebo svetova vystava ilustracii je ako rozprav-
ka vSetkych rozpravok: je to procesia starych archetypovych
postay, fantastického prostredia v kombinacii so sucasnym
mestom, africkych buSov v protiklade s arktickymi ladovcami,
imaginarnych hrdinov, ktori sa stretavaju so Zivotopismi realinych

[udi vSetkych farieb a narodnosti, o maju sucasné problémy
a zivotné pribehy, a to vSetko sluzi Jeho Vysosti, Dietatu!
VSetky nedorozumenia medzi dospelymi, ktori slizia dietatu
ako jeho ,poddani®, ich narodnost, politické konflikty a osobné
zaujmy, by sa mali — aj sa stavaju — ni¢im, ked' stoja pred dieta-
tom. Dospeli robia vSetko preto, aby detom vysvetlili svet, utiSili
ich bolest, vycariliim Usmev na tvari, zocelili ich pred zapasom,
zotreli im slzy, ulahCili im zivot, podopreli ich pri chddzi, po pade
ich zodvihli, rozosmiali ich a... pridali sa k nim (opét) a verili v Zi-
vot, v svet. Nie je mozné byt s dietatom a neverit v svet taky,
aky je, v jeho lepsiu podobu; predstavit ho v lepSom svetle
a ziadat, aby svet bol lepSim miestom vo vesmire.

Kazda rozpravka, tak ako kazda biografia, je pribeh o vyras-
tani. Od narodenia po chvilu (50 je pekné ,,okruhle” Cislo), ked
citime, ze potrebujeme bilancovat — pozriet sa spat, aby sme
lepSie rozumeli. Ak sa o tom rozhodneme pisat, je to preto,
Ze chceme ukazat, ze zivot nas formoval, nas a naSe umenie.

Ked' sa doZijeme 50 rokov, vstupujeme do obdobia zrelosti
a mudrosti, ¢o niektori ludia symbolicky nazyvaju jesen — Cas
na zber bohatej Urody ovocia, ktoré sme na jar vypestovali
zo semienka a ktoré dozrievalo poc¢as dihého hortceho leta.
Dalgie symboly jesene (a rozprévania pribehov) st prvky ako
vietor. Pozrime sa teda, ako polsky spisovatel Witold Gom-
browicz zacal svoj zivotopis s vyuzitim vetra ako prvku:

... ,Pseudojesenny vietor ma vysadu privolavat minulost a ¢asto,
sediac niekde na lavicke, sa jej vzdam na celé hodiny. Tam, s van-
kom v tvari, sa snazim dosiahnut' nemozné, nieco, ¢o si tporme
zelam — pridat’ sa k Witoldovi Gombrowiczovi s nezvratnym ca-
som. Nepoznam mdj Zivot alebo pracu ... chcel by som ukdzat,
ako ma zivot formoval, mna a maoju literatdru. Minulost vieciem za
sebou ako plynovy chvost kométy... "

1 Witold Gombrowicz, Posmrtna biografija (Autobiografia posmiertna), Fraktura, 2014,
prelozil Mladen Marti¢
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Vo veku 50 rokov pocitujeme potrebu bilancovat svoj Zivot
a pracu, pretoze to je chvila, ked sa musime obzriet spét,
aby sme zivot pochopili, mohli ho dalej zit' v budtcnosti a ist
dopredu. Do buducnosti sa mbézeme pohnut len potom,
ked sme definovali minulost — zaostrili rozmazany pohlad
na kométu. Chvost kométy, ktord spomina Gombrowitz, sa
premiefia na symbolického hada Urobora, pozierajuceho
vlastny chvost, ktory symbolizuje Zivotny cyklus, naplnenie
kruhového cyklu, ktory — ked” uzavrie jeden kruh, otvori
dalsi a novu kvalitu existencie. Zivot sa da pochopit, ked
sa obzrieme spat, a zit, ked hladime dopredul!

Zatial' Co niektori umelci vidia svoj zivot ako ryhu v Case,
ktoru tahaju za sebou ako kruh, ktory sa nikdy neuzavrie,? pre
inych spomienky na detstvo su ako krok do prazdna v ¢ase,
ktory ich napini do celku.®

Zda sa, ze existuje bod, ostrov uprostred mora ¢asu, z ktorého
sa nepohneme dopredu, kym sa neobzrieme dozadu. ,,Ako [u-
dia rastu, ¢oraz viac potrebuju miesto, ktoré ich urobi celistvymi,
miesto, odkial prisli a kam sa mozu vratit, a zda sa, Ze také miesto
Jje Ostrov detstva.”™ Aby sme sa mohli pohnut’ do buducnosti,
musime zadefinovat minulost. Evokovanie spomienok z detstva,
pochopenie a akceptovanie vin Zivota, ktoré nds formovali, ako
okruhliaky na brehu rieky, je mimoriadne délezité pre formova-
nie nasej identity. Ked sa oddelime od spomienok, stracame
svoju skutoCnu identitu, a ked nevhodne visime na spomienke,
mb&zeme sa rozpoltit — stratit tvar a zostat deformovani.

Detstvo a dospievanie su velmi zlozité a dynamické obdobia
v zivote kazdého &loveka. ,Bez ohladu na to, &i nase dospie-

2 ,Nezmizneme bez stopy. Zanechavame kruh, ktory nikdy nezmizne, ryhu v Case,
ktorl s ndmahou nechdavame za sebou.” Lars Saabye Christensen, Polubrat (The Half
Brother; Polovi¢ny brat), autobiografia, do chorvatéiny prelozil Munib Delali¢.

3 ,Ked premyslam o svojom detstve, vzdy vidim ten isty prazdny otvor, do ktorého
vstupujem a pritom sa stavam celistvejsim a dplnejsim Clovekom.* Ellen Mattson, Zim-
sko drvo (Vintertrédet), biografia Grety Garbo, do chorvatCiny prelozil Zelika Cernok.

4 The Island of Childhood project (projekt Ostrov detstva), z predslovu v kataldgu,
Manuela Viadi¢-Mastruko, 2011.

vanie prechadzalo tazkymi fazami a ndtenou socializaciou, ale-
bo ho glorifikujeme, idealizujeme a zabetdnujeme v zbierke pa-
méiti, detstvo je pociatoCny a urcujdci bod v casovej linii nasho
dospievania a vyvinu.” Spomienky na detstvo rozhodne
tvaruju nasu identitu a su kltiGové pre identitu osoby. Ak
spomienky tohto druhu suU vyjadrené a zviazané v knihe na-
pisanej pre deti, nembézeme iné, len sa opytat, ¢i rozpravanie
zivotného pribehu nejakej inej osoby, autobiografia/biografia,
sa podiela na formovani identity dietata.

Na ceste k zrelosti treba prekonat mnozstvo vyzev. Roz-
pravkovi hrdinovia, tak ako ludia v redlnom zivote, musia
prekonat vela kriz vo svojom vnutornom svete a objektivne
nebezpeCenstva vonkajSieho sveta. Vonkajsi svet je Casto
projekciou vnutorného sveta. Ale Zivot, tak ako rozprav-
ka, nedovoluje neobmedzeny pocet chyb, treba zviadnut
skusku dospelosti, a zrelost dokazat. Dozrievat znamena
rozvijat svoju osobnost a vediet nadviazat vztah s inymi lud-
mi. Budovanie identity sa vzdy deje s odkazom na dalSich/
spolu s dalSimi (sme to, ¢o si pamadtame - alebo to, ¢o si
ini pamataju o nas) a autobiografia nadobuda afirmativnu
autonémnost, ked je zasadena do SirSieho kontextu. ,,Ako
sa natahujeme vpred v Ustrety ¢asu, ¢oraz viac zachytavame
spomienky a zvecriujeme obraz minulych skusenosti v snahe
zabranit minulosti, aby sa skizla do nioty.“® Autobiografia,
ako interpretacia tychto pamati, je napis na SirSom hori-
zonte vyznamu - spriada ich do latky identity jednotlivca
na osnove, ktord poskytuje spolo€nost a jej identita — kul-
tara ako celok.

Samozrejme, uznavame, ze ludia si vzdy paméataju alebo
rozpravaju vlastné pribehy z uréitého uhla pohladu, tak

5 The Island of Childhood project (projekt Ostrov detstva), z predslovu v kataldgu,
Manuela Vladi¢-Mastruko, 2011.

6 Miroslav Volf, Zrcalo sjecanja (The End of Memory, Remembering Rightly in a Violent
World), do chorvétciny preloZil R. Karlovic.
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ako udalosti vnimaju z urcitého zorného uhla. Pravda o minu-
losti je pribeh, ktory sa nam osobne javi ako najatraktivnejsi
¢i nevyhnutny, alebo ktory nam bol nanuteny presviedcanim,
pripadne spolocenskym tlakom.

Pisanie a malovanie autobiografii méze byt pre autora te-
rapiou, moze to byt ,proces zotavenia“, ktory pozostava
z interpretacie spomienky dotknutej osoby. Preto je mimo-
riadne doélezité spravne si paméatat. Hoci sa snazime pama-
tat’ si korektne — bolest, nespravodlivost alebo podvedoma
tuzba ukazat sa v Co najlepSom svetle, lahko mdzu nase
spomienky skreslit. Ked' v knihe uvadzame pod nazov spo-
mienky alebo autobiografia, prijimame povinnost pravdivo
podat, ¢o sa stalo.

Ako bytosti minulosti, pritomnosti a bududcnosti do velke;
miery presahujeme nase pamati, pricom ,,spdsob, akym tieto
spomienky formuju nasu identitu, nezavisi len od samotnych
spomienok, ale aj od toho, ¢o my alebo ini robia s tymito
spomienkami."”

Uloha odovzdat spomienky najvaésim dedidom buduc-
nosti — detom sa ukazala ako velmi zloZita vyzva. Musi sa to
robit takym spdsobom, aby vnimali, spracovali a zapamatali
si, pricom ,spdsob, ako si pamataju, musi na jednej strane
chranit a liecit zranenia jednotlivych oséb a spolo¢nosti, ale
na druhej strane nesmie pritom prehlbit priepast medzi lud-
mi, ktora ich rozdeluje, ale im ma pomahat stavat' medzi nimi
mosty*”.® Deti neslobodno ponechat chladnymi alebo laho-
stajnymi k ludom a minulosti sveta.

V modernych obrazkovych knihach archetypové (prapd-
vodné) obrazy zo sveta fantazie a zdzraCnych rozpravok sa
Coraz Castejsie nahradzaju suc¢asnymi obrazmi kazdodenné-
ho zivota, nie v zaujme vacsej modernosti, ale preto, ze si
uchovali rovnaké staré archetypy boja dobra a zla, me-

7 Ibidem
8 Ibidem

dzi svetom temna a svetom svetla — ktoré sa teraz roz-
pravaju/maluju s pouzitim sucasnej ikonografie a symbolov.

Pripomenme si v kratkosti, ako sa vyvijala obrazkova kniha.
Od svojho zrodenia v 18. storoCi presla dihd cestu. Najprv
bola urCena len pre malé deti a rozvijat sa zaCala s nastu-
pom tlagiarenskych technik; detstvo mala zacCiatkom 19. sto-
roCia, ked ponukala sacharinovy obraz zivota deti z obyva-
Ciek strednej vrstvy prostrednictvom realistickych Zanrovych
scén; absolvovala vek dospievania v druhej polovici toho is-
tého storocia, ked rebelovala vo forme Struwwelpeter (Stra-
paty Peter); az v 20. storoc¢i nakoniec dosiahla ur&itd formu
nezavislosti a zrelosti, individuality vo forme samostatného
umeleckého diela a knihy pre vSetky generacie.

Neexistuje téma, ktora by bola prili§ trapna alebo nezvy-
¢ajna pre sucasnu obrazkovu knihu a na slovné a obrazo-
vé spracovanie, napr. trauma spbsobena nejakym osobnym
postihnutim, traumy spbsobené spolocenskym konfliktom
a utrpenim (politické, vojna, rasové, narodné). Preto autori
autobiografickych a biografickych obrazkovych knih pre deti
,by mali byt komplexni jednotlivci s vynimocnymi povinnosta-
mi a kvalitami UMELCA, VVYCHOVAVATELA A TERAPEUTA*.®
Ich skutocné Zivotné pribehy musia poskytovat silny sym-
bolicky impulz, ktory vedie k priamemu retazcu emdci,
konceptov a vnemov u Citatela — divaka.

Identifikacia, individualizacia a socializacia hlavnej
postavy a realneho protagonistu pribehu, ktory riesi kazdo-
denné problémy medziludskych vztahov v rodine a komuni-
te, ulahCuje detom a rodiCom spoznat problémové situacie
v ich vlastnom zivote.

Ked jednotlivé osoby spracovavaju'® spomienky z mi-
nulosti na psychické utrpenie, nespravodlivost a zlé zaob-

9 Hela Gigko, citdt zo zbierky Kakva je knjiga slikovnica (Aké kniha je obrazkova
kniha), Chorvatska sekcia IBBY, KGZ, Chorvatske stredisko detskej knih
10 Znamena Specidlne terapeutické spracovanie traumy v Jungovej psychoanalyze.
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chadzanie alebo radost zo zivota a tvorby, mdze sa to stat
tvorivou investiciou do budticnosti, vyklipenim pre nas
samotnych, ako aj pre komunitu, v ktorej Zijeme a pra-
cujeme. Bud preto, Zze sa ponarame do emocionalnych ran
dotknutej osoby a budujeme empatiu s utrpenim niekoho
iného na zéklade jeho Zivotného pribehu, alebo preto, ze
nas tento pribeh ozivuje, aby sme dosiahli kvalitny spésob
zivota vo svete. Solidarita s obetami nepripusta tole-
rovanie takej hrozy v pritomnosti a buducnosti, pricom
kreativita a zanietenie jednotlivcov, ktori boli dost silni,
aby budovali svoju osobnost’ prostrednictvom Zivota
[ov kazdého veku.

Jeden z aspektov ludského génia je schopnost uéit’ sa
z vlastnych chyb. Rozhlad, skisenosti a spomienky ludi,
ktori v sebe nasli mudrost napriek osobnému postihnutiu ale-
bo utrpeniu, nas ucia, rovnako dospelych ako aj deti, ako Zit
svoj zivot: nedopustit’ destrukciu nasej osobnosti a Zit
s vedomim, Ze nie sme sami ani v tych najzufalejSich hodi-
nach, ked sme oddeleni od dominantnej skupiny.

Dnes, ked je vSetko vopred naprogramované a tak malo
Casu ostava pre predstavivost a tvorivost, viac ako kedykol-
vek predtym potrebujeme ludskych géniov — moralne au-
tority, ktoré cez spomienky rozpravaju pribeh a dejiny sveta.
Premostuju priepast a ambivalentnost suc¢asného pohladu
sveta: na jednej strane priepast konzumného spdsobu zZivota
rusi nasu individualitu a robi z nas moralnych zombie, a na
druhej strane predklada tvrdenia, Zze ako ludia sme nedo-
konali, treba nas okresat, odludstit a premenit na robotov. '

Nedavno, ked som bola na svetovom veltrhu obrazkovej
detskej knihy a na vystave ilustracii pre deti, ma premkol po-
cit (ktory sa da velmi vystizne popisat starym chorvatskym

prislovim), ze ,pre les nevidime strom®;'? v zastupoch nav-
Stevnikov veltrhu neboli takmer nijaké deti. Viem, Ze veltrhy
spravidla nie su urcené pre deti a Ze trpia vSetkymi neduhmi
hyperprodukcie a masového pristupu, ale predsa len — pro-
dukcia a prezentacia (a vSetky medziludské vztahy pritom-
né v tychto procesoch) knih pre deti by mala byt vedena
ludskejSimi kritériami — vSetkymi principmi, ktoré sme
dietatu garantovali, ked’ sme mu dali do ruk obrazkovu
knihu!

Kde, v SirSom kontexte, sa dnes nachadza detska
obrazkova kniha? Kto ju vyraba a preco, pre koho je sku-
toCne urcena? Pre niektorych ludi je to Cisto len tovar, objekt
nekonecnej komercializacie, suCast sveta biznisu a priemys-
lu, boja na trhu a spdsob tvorby zisku.

Pre inych zjednoduSovanim zlahCuje ludskost, zavdacuje
sa svetu plytkou zabavou a zneuZziva svet deti.

ESte dalsi vyuzivaju nadmernd umelecku Stylizaciu ako
cestu na sledovanie vlastnych umeleckych zaujmov — lart
pour l'art, alebo materidlneho zaujmu... nemdzem si pritom
nepolozit otazku (budem parafrazovat vyraz pre koho je mal-
ba), obrazkova kniha tu je pre deti, alebo deti su tu pre
obrazkovu knihu?

Dokazeme ,my, poddani sluzobnici Jeho VeliCenstva Dieta-
ta“ v produkcii obrazkovych detskych knih skutocne stavat’
mosty? A do akej miery preklenujeme priepast nedorozu-
menia, nepriatelstva, politickych a narodnostnych konfliktov
a osobnych zaujmov?

Nakolko sme vyzreli pod vplyvom nasho osobného pribe-
hu a aké vztahy sme si vybudovali s dalSimi ludmi? Dokaze-
me ako autori obrazkovych knih, ktori piSu a kreslia pre lepsi
svet, rozvijat’ vlastni osobnost, nase lepSie ja? A nemalo
by to byt to prvoradé v celom rade vyzev a uloh, ktoré na

11 Viac v: Rob Riemen, De Universiteit van het Leven (ékola Zivota), Tim Press 2015,
do chorvatciny prelozila Snjezana Cimic

12 Prislovie, ktoré sa da vyjadrit aj opacéne: pre stromy nevidi les, o popisuje situaciu,
ked' nevidime cely obraz alebo Sirsi kontext, pretoze trvame na malom detaile.
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nas kladie obrazkova kniha ako médium na vychovu a rozvoj
dietata, ale aj v zaujme naSej osobnej vychovy a rozvoja —
vhimania samého seba?

Kolko hier, kde civilizacie a spolocnosti bojuju 0 moc, kde
sa deje nasilie, sa v tejto chvili odohrava vo svete/za svetom
detskych knih, veltrhov, vystav a podujati? V sukromnych
a profesionalnych sporoch medzi autormi, autormi a vydava-
telmi, autormi a Clenmi poroty?

LPravdepodobne eSte existuje moje idealne Ja, niekto/
niec¢o, prostrednictvom ktorého rozvinieme svoje lepSie Ja?
Pokial toto miesto nezaujal niekto, kto vie ako manipulovat
postoje?"3

Nakoniec, po tychto kritickych otazkach a usili ndjst na ne
odpovede, dovolte aby som sa s vami podelila o jednu z naj-
krajSich spomienok spojenych s Bienale ilustracii Bratislava:
UCast na workshope Albina Brunovského v roku 2003. V tom
Gase som prezivala [udské a tvorivé vazby so vSetkymi pri-
tomnymi na workshope: U¢astnikmi a veducim workshopu,
Luboslavom Palom, koordinatorkou Barbarou Brathovou.
Kazdy z nas bol Sistym jednotlivcom; zili sme sa tam z r6z-
nych Gasti sveta, boli sme strom s autentickou korunou v lese
sveta.' Na tom mieste, na ostrove v mori ¢asu, nepozname-
nani povrchnymi cielmi, pévodom, narodnostou, nabozen-
stvom ... s chvenim v srdci a pokorou sme sledovali nepo-
koje v Kolumbii, ktoré nedovolili naSmu kolegovi z tej krajiny
pridat sa k nam. Vedomie, Zze kazdu chvilu niekde vo svete
bojuje dobro so zlom, tma so svetlom, robili sme vSetko, ¢o
bolo v nasich silach, aby sme boli lepsi l'udia — a ziarili na
strane svetla, aby nase malé svetielka zosilnili ziaru.

13 Ljiljana Filipovié, Kako prezivjeti odrasle? (Ako prezit dospelych?), Bilten Ziva voda
pripovijeda (Rozpravky o Zivej vode), Zahreb, 2015.
14 Parafrazovanie uvedenej frazy, ale v opacnom smere.

Dnes, takmer 10 rokov neskér, mdzem s radostou pove-
dat, ze naSe malé svetielka eSte vzdy ziaria na mosty ponad
LFokliny* nielen v nasich spomienkach, ale aj v listoch, ktoré
si vymiename a na stretnutiach v su¢asnosti.

V nadeji, ze BIB bude nadalej stavat mosty medzi ludmi
a ze nase malé svetielka budu ziarit z tohto miesta daleko do
buducnosti (kde sa neodvratne odohraju nové zapasy medzi
svetlom a temnom), ze zachova uz vytvorené mosty, blaho-
Zeldm z hibky srdca a Zeldm vam este Uspesnejsie dalsie
kolo buducnosti.

Obr. 1. Zapraseny trpaslik, text Zelimir Hercigonja, ilustracie Manuela Via-
di¢-Mastruko, Golden Marketing, Zagreb, 2002
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Obr. 2. Zapraseny trpaslik, text Zelimir Hercigonja, ilustracie Manuela Vla-

di¢-Mastruko, Golden Marketing, Zagreb, 2002
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Obr. 3. Moja cesta, text a ilustracie Svjetlan Junakovic¢, Algoritam, Zagreb,
2007

Obr. 5. Modra obloha, text a ilustracie Andrea Petrlik-Huseinovi¢, Kasmir-
-promet, Zagreb, 2003
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Obr. 8. Slova mojej piesne Zivo-
ta, text a ilustracie Ashley Bry-
an, Atheneum Books for Young
Readers, New York 2009
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Obr. 6. Otto, autobiografia medve-
dika, text a ilustracie Tomi Ungerer,
Phaidon Press Limited, 1. vydanie
v Nemecku 1999

Obr. 9. Malovanie spaméati, text a ilustracie

m Allen Say, Scholastic Press, New York, 2011
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Obr. 7. Stena: dospievanie za Zelez-

nou oponou, text a ilustracie Peter Sis
Frances Foster books, New York, .
2007 (WS THEITT 4 TN S A ST Py e

PETER SiS

e ey 1

Obr. 10. Gus & Ja: pribeh méjho starého
otca a gitary, text Keith Richards, ilustracie
Theodora Richards, Orion Children‘s Books,
Londyn, 2014
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Takeshi Matsumoto (Japonsko)

Studium absolvoval na Tokiiskej ndrodnej univerzite vytvarného
umenia a hudby. Po smrti svojej matky Chihiro Iwasaki zaloZil
v roku 1977 muzeum umenia obrazkovych knih Chihiro Iwasaki
Art Museum of Picture Books (Chihiro Art Museum Tokyo), prvé
muzeum umenia na svete venované obrazkovej knihe. V' roku
1997 zalozil muzeum umenia Chihiro Art Museum Azumino, kto-
rého bol riaditelom, a bol aj riaditelom muzea umenia Prefectural
Art Museum. Pésobil ako Clen poroty na sttaziach obrazkovych
knih a venuje sa zberatelstvu prac najlepsich svetovych umelcov
v oblasti detskej obrazkovej knihy. Medzi jeho knihy patri Why
| made the Chihiro Art Museum Azumino (Preco som vytvoril
Mudzeum umenia Chihiro Azumino), Artists of the Chihiro Art Mu-
seum (Umelci Mdzea Chihiro), obrdzkova kniha The child from
Fukushima (Dieta z Fukusimy), obrazkova kniha The child from
Fukushima graduates (Dieta z Fukusimy konci skolu) a dalSie.

Umelecka hodnota ilustracii obrazkovych
knih - uloha a vplyv BIB-u

V roku 1997 bolo v Japonsku zaloZzené Zdruzenie pre Studia
obrazkovych knih. Som jeden zo zakladajucich ¢lenov zdru-
Zenia a v sucasnosti jeho predseda.

A preco bolo potrebné zalozit také zdruzenie?

V sucasnosti sa obrazkové knihy ¢asto pokladaju za knihy
pre deti. Je to najmé preto, lebo rozvoj obrazkovych knih je
od 20. storocia Uzko spojeny so vzdelavanim a vychovou deti.

Ked sa vSak zameriame na formu obrazkovej knihy
(knihy s obrazom a textom), dostaneme sa dalej do histo-
rie a nagjdeme napokon pdvod obrazkovych knih v ¢asoch
starého Egypta a ilustrovanej Knihe mftvych na papyruse.
V rbznych &astiach sveta neskdr vznikali knihy, ktoré mali
formu obrazkovej knihy. V Cine sa vypracované obrazkové
zvitky objavuju v 4. storoc¢i. V Japonsku obrazkové zvitky
s kombinaciou pribehov a obrazkov vznikaju od 9. storocia
a v 12. storo¢i sa vyvinuli do obrazkovych zvitkov vysokej
umeleckej hodnoty. Po 17. storoli obrazkové knihy so
strankami, ktoré vytvorili umelci doskotlace, ziskali velku
popularitu medzi beznymi ob&anmi a stali sa reprezentativ-
nou sucastou kulttry obdobia Edo (17. az 19. storocie ).

,Obrazkové knihy“ s kultirnou hodnotou nachadzame aj
v inych Castiach sveta, napriklad v Strednej a Juznej Amerike
sa nasli zvitky s ilustrovanymi mytmi, v islamskej kulture sa
vytvarali miniatirne malby pre obrazkové knihy. V Eurdpe,
v starSom stredoveku sa ako drahokamy objavili ilumi-
nované manuskripty ako Kniha hodin. V Anglicku od konca
19. storoCia do zadiatku 20. storocCia boli velmi popularne
bohato ilustrované Specidlne viazané obrazkové knihy.

Tieto historické ,obrazkové knihy* maju nielen historicku
hodnotu, ale maju aj umeleckd hodnotu. Citatelia tychto knih
vSak neboli deti, lez dospeli.

Zdruzenie pre Studia obrazkovych knih sustreduje
pozornost na umeleckd hodnotu obrazkovych knih. Vy-
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znam a hodnota obrazkovych knih pre deti je velka téma,
ale kulturna a umelecka hodnota obrazkovych knih je tiez
dblezitou oblastou Studia.

Biendle ilustracii Bratislava, ktoré sa zacalo v roku 1965,
bolo prelomové, pretoze selektovalo obrazkové knihy podla
originalov ich ilustracii a hodnotilo ilustracie z umeleckého
pohladu. Vo svete obrazkovych knih, kde hlavné kritéria boli
hodnota knihy pre deti, BIB priniesol nové kritérium — ,,0b-
razkova kniha ako umelecké dielo”. Da sa povedat, ze tento
postoj a vysledky pdsobenia BIB-u mali vplyv na zalozenie
Zdruzenia pre Studia obrazkovych knih v Japonsku.

Chihiro mizeum umenia zalozené v roku 1977 je prvé
muzeum na svete venované obrazkovym kniham a jedna
z Uloh v jeho poslani je sprostredkovat spolo¢nosti umelecku
hodnotu ilustracie obrazkovej knihy.

Chihiro muzeum umenia ma v sucasnosti zbierku priblizne
26 700 umeleckych diel z 33 krajin a regiénov od 203
umelcov a povazuje sa za najvacsiu zbierku svojho druhu.
Zbierka zahffa aj diela viac ako dvoch desiatok autorov, ktorf
ziskali rézne ocenenia BIB (Grand Prix, Zlaté jablko a dalSie).

V Japonsku je v sucasnosti viac ako 40 muzei umenia suvi-
siaceho s obrazkovymi knihami a také muzea otvaraju svoje
brany aj v USA a Eurdpe. Za ostatnych 50 rokov si umelecka
hodnota obrazkovych knih ziskava Coraz SirSie uznanie.
Bratislavské bienale ilustracii zohralo velmi vyraznu ulohu pri
etablovani tejto hodnoty ,,obrazkovych knih ako umenia®“.

V mojej prezentacii sa budem venovat umeleckej hodnote
ilustracii obrazkovych knih, pricom pouzijem priklady zo zbie-
rok Chihiro muzea umenia.

V roku 1977, pred 38 rokmi, som zalozil MUzeum umenia
obrazkovych knih Chihiro lwasaki. Muzeum sa teraz nazyva
Chihiro Mizeum umenia v Tokiu a v roku 1997 som zaloZil
Muzeum umenia Azumino Chihiro v prefektire Nagano. V roku
1985 som sa zucastnil ako Clen panelu na tému Deti a mier
v ilustraciach na sympdéziu BIB a odvtedy som bol viac razy

¢lenom poroty. Myslim, Ze vacsina z vas je presvedcena, ze
obrazkové knihy maju umelecku hodnotu. Ale pred 50 rokmi,
pred zaciatkom BIB, malo ludi povazovalo obrazkovu knihu
za umeleckeé dielo. Dnes by som chcel hovorit o Ulohe, ktoru
zohral BIB pri pozdvihnuti umeleckej hodnoty obrazkovych
knih.

Zdruzenie pre Studia obrazkovych knih bolo v Japonsku
vzniklo v roku 1997. V Case jeho zalozenia som bol jednym
z Clenom predstavenstva. PreCo bolo treba zalozit zdruzenie?

Mnohi ludia si myslia, Ze obrazkové knihy su len pre deti.
Hlavnym ddvodom takého pristupu je, ze od 20. storocia ro-
zvoj obrazkovych knih Uzko suvisel so vzdelavanim deti. Ked’
sa vSak pozrieme blizSie na formu obrazkovych knih — inymi
slovami, ked sa na ne pozrieme ako na knihy, v ktorych sa
kombinuije text a obrazky, uvedomime si aj ich dalsi aspekt. Pri
pohlade do histdrie, majuc tuto formu na zreteli, ako daleko
do minulosti sa dostaneme? K Orbis Pictus od Komenského?
Nie, eSte dalej do minulosti. Histdria nas privadza ku Knihe
mftvych, do starého Egypta, do obdobia okolo roku 1500
pred nasim letopoctom. Kniha mitvych bola ilustrovany papy-
rusovy zvitok, ale jej forma obrazkovej knihy je zretelna.

Odvtedy v roznych Castiach sveta vznikali knihy, ktoré mali
formu obrazkovej knihy. V Cine 4. storogia sa objavili vyso-
ko vypracované obrazkové zvitky. V Japonsku zaciatkom
9. storocia vznikali obrazkové zvitky, na ktorych sa kombino-
vali pribehy a obrazky a v 12. storoCi sa vypracovali na ob-
razkové zvitky vysokej umeleckej hodnoty, ktoré ziskali velku
popularitu. Po 17. storo&i obrazkoveé knihy so strankami, kto-
ré vytvorili umelci doskotlaCe, ziskali velkl popularitu medzi
beznymi ob&anmi. Hokusai a Utamaro ilustrovali obrazkové
knihy. Obrazkové knihy sa stali reprezentativnou sucastou
kultury obdobia Edo.

,Obrazkové knihy” s kultirnou hodnotou vznikali aj v La-
tinskej Amerike vo forme zvitkov s ilustraciami mytov
a inych pribehov. V regidne s islamskou kulturou boli obraz-
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kové knihy ilustrované miniaturami. VV Eurdpe v druhej polovici
stredoveku vznikol drahokam, iluminovany manuskript Kniha
hodin. V Anglicku koncom 19. a zaciatkom 20. storoCia zis-
kavali popularitu extravagantné obrazkové knihy (Richard
Doyle In Fairy Land).

Tieto historické ,obrazkové knihy* st vyznamné nielen pre
kulturnu hodnotu, ale aj pre ich umelecku hodnotu. Tieto
knihy necitali deti, ale dospeli.

Zdruzenie pre Studia obrazkovych knih v Japonsku
povazuje skumanie kultirnej a umeleckej hodnoty obraz-
kovych knih za ddlezité vyskumné témy. Hodnota, ktoru ob-
razkové knihy prinasaju detom, samozrejme, tiez patri medzi
vyznamné vyskumné témy.

ZacCiatok BIB-u sa viaze na rok 1965. Tento rok otvoril
novu éru hodnotenia ilustracii obrazkovych knih z pohladu
ich umeleckej hodnoty a ako originalneho umeleckého diela.
Dovtedy sa obrazkové knihy hodnotili predovsetkym podla
toho, aku mali hodnotu pre deti. BIB vSak zaviedol nové
kritérium hodnotenia: obrazkova kniha ako umelecké dielo.
Da sa s istotou povedat, ze tieto aktivity BIB-u boli jednym
z dbvodoyv, ktoré viedli k zalozeniu Zdruzenia pre Studia ob-
razkovych knih v Japonsku.

Muzeum umenia Chihiro, zalozené v roku 1977, je prvé
muzeum umenia na svete venované obrazkovym kniham.

Jedna z Udloh Muzea umenia Chihiro je sprostredkovat
spolo¢nosti umelecku hodnotu ilustracii obrazkovych knih.

Zbierky Muzea umenia Chihiro maju priblizne 26 700 diel
od 203 autorov z 33 krajin a regidnov sveta a povazuju sa
za najvacsiu kolekciu svojho druhu. Cheel by som ukazat ilu-
stracie od nasledujucich autorov: DuSan Kallay, Kveta Pa-
covska, Jozef Wilkon, Evgenii Rachov, Binette Schroeder,
John Burningham, Eric Carl, Maurice Sendak, Arnold Lobel,
Yasuo Segawa (ziskal prvu Grand Prix), Suekiti Akaba.

V zbierkach su diela viac ako 20 autorov, ktorych diela na
BIB-e ziskali Grand Prix a Zlaté jablka. Pre¢o? Lebo ja som
bol na BIB-e. Venoval som pozornost tymto vynikajlcim ilu-
stratorom. BIB je idealna prehliadka diel ilustratorov z celého
sveta na jednom mieste.

V Japonsku je v sucasnosti priblizne 40 muzei umenia ve-
novanych obrazkovym kniham a podobné muzea otvaraju
svoje brany v regionoch USA a Eurdpy.

Za uplynulych 50 rokov sa dosiahol obrovsky pokrok v pod-
pore uznavania umeleckej hodnoty obrazkovych knih. Mys-
lim, Zze tento pokrok mézeme pripisat Cinnosti BIB-u. Svoj
prispevok by som chcel zakoncit zelanim, nech BIB nadalej
pIni vyznamnu dlohu v rozvoji detskej obrazkovej knihy.
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Fred Minn (Juzna Kérea)

VyStudoval Konkuk University, odbor so zameranim na kul-
turne kontexty. Je riaditelom sekretariatu sutaze Nami Con-
cours, riaditelom sekretariatu  Medzindarodného festivalu
NAMBOOK a vydavatel’nami Books.

Nami Concours 2015: novy pristup v medzina-
rodnej sutazi ulustracii obrazkovych detskych
knih

Uvod

Ostrov Nami, jedna z najoblubengjSich korejskych destinacif
turistov z celého sveta, je uz 10 rokov dejiskomm NAMBOOK,
Medzinarodného festivalu detskej knihy na ostrove Nami
(Nami Island International Children’s Book Festival). Aby sa

plne uplatnilo motto festivalu NAMBOOK ,Jedzme a pime
knihy, a pritom sa pohybujme a hrajme uprostred knih!“, cely
ostrov sa premiena na ,kniznicu v lese”, kde su knihy vsa-
de, aj v hotelovych izbach, na zachodoch a na chodnikoch
v nadeji, ze budu in3piraciou pre predstavivost a tvorivd silu
vSetkych navstevnikov.

Nami lIsland, Inc. je oficidlny sponzor IBBY Cien Hansa
Christiana Andersena, najvyssieho medzinarodného uznania,
ktoré mdze ziskat autor alebo ilustrator detskych knih. Inicia-
tivy a aktivity Nami Island vychadzaju z presvedcenia Minn
Byeong-do, zakladatela Nami Island, ktory uz pred rokmi
podporoval kultdru a umenie v Kérei, hudbu, vytvarné ume-
nie a najma knihy pre deti. Tato inherentna hodnota umoz-
Auje privitat tri milidny navstevnikov, prichadzajucich kazdy
rok na ostrov Nami za kultdrnymi a umeleckymi zazitkami na
podujatiach v nadhernom prirodnom prostredi.

Medzinarodné stretnutie ilustracie Nami Concours (Nami
Island International lllustration Concours) vzniklo v roku 2013
s cielom podporit” tvorivost vytvarnych umelcov a prispiet
k zvySovaniu kvality ilustracii obrazkovych knih. Kona sa
kazdé dva roky ako jedna z hlavnych akcii v ramci SirSieho
festivalu NAMBOOK, ktory trva jeden mesiac a ponuka roz-
ne vystavy, predstavenia, seminare a workshopy pre deti aj
dospelych. Slavnostné odovzdavanie cien Nami Concours
sa obyCajne kona pocas oficialneho otvorenia festivalu NAM-
BOOK.

Nami Concours sa mdzu zucastnit ilustratori obrazkovych
knih z celého sveta bez tematického obmedzenia. Do prvej
sutaze v roku 2013 bolo zaregistrovanych 619 prihlaSok z 42
krajin. Uspednost prvého stretnutia nds motivovala hladat
spbsoby, ako dalSej generacii ilustratorov lepsie poskytnut
uznavanu celosvetovu platformu, kde budu moct predstavit
svoje diela SirSiemu publiku. V tomto smere sa skumali moz-
nosti zmeny procesu prihlasovania a posudzovania v ramci
druhého ro¢nika sutaze v roku 2015.

yiuioqz

eAe|SIEIg J19RASN]| djRUAIY "GZ

eAe|SIleAg SUOeAISN||| JO [e1uudlg ;G2

87



Bratislava

acll

©
>
iy
n
=
©
S
[a1]
[72]
c
o
=
©
S
=]
(72}
=
-
o
e
c
c
2
[a1]
>
[Te)
AN

25. Bienale ilustr

zborni

88

B Fred Minn

Prihlasovanie

Na rozdiel od prvého ro¢nika sutaze, kde sa vyzadovalo
predlozenie originalov ilustracii do sutaze, sme zaviedli sys-
tém on-line prihlasovania a nahravania obrazovych suborov
s vysokym rozlisenim.

Podmienky zaradenia boli:

a) Subor ilustracii by mal prinalezat k jednému pribehu.

b) Pocet ilustracii na jednu prihlasku 5~10.

¢) Kazda prihlasena osoba najprv vyplni on-line prihlasku.

d) Velkost dat nesmie prekroCit spolu 20 MB (RGB format/
jpg subor).

e) Prihlasovaci poplatok nie je nijaky.

Proces prihlasovania trval 3 mesiace (od 1. juna do 30. sep-
tembra 2014), aby sa predbezné hodnotenie mohlo konat
v oktdbri, ked sa zostavil uzsi vyber kandidatov do finalne;
sutaze. Pocas prihlasovacieho obdobia bolo prijatych 1 330
prihlasok zo 71 krajin.

Medzinarodna porota

Clenovia medzindrodnej poroty: Dr. Junko Yokota (USA),
Anastasia Archipova (Rusko), Yusof Ismail (Malajzia), Roger
Mello (Brazilia), Wee-sook Yeo (Kdrea) a Zohreh Ghaeni (Iran),
vSetci s bohatymi skisenostami ako medzinarodni porotco-
via z rozmanitého kulturneho a profesionalneho prostredia,
aby bola zaruena rozmanitost pohladov a nazorov. Clenovia
poroty zastupovali zaroven rdzne geografické casti sveta.

Kritéria hodnotenia

Porota v roku 2013, ako aj v roku 2015 navrhla ocenenia,
ktoré — slovami poroty — predstavuju ,viziu Nami“ a ktora
vyjadruje zakladné hodnoty festivalu NAMBOOK, v ramci
ktorého sa sutaz konala. Porota sa zaujimala o umelecké
vyjadrenie, ktoré bolo dékazom piatich vlastnosti: sympatia,
univerzalnost, kreativita, inSpiracia a reSpektovanie rozmani-
tosti, ¢o su hlavné hodnoty, na ktorych je postaveny festi-

val NAMBOOK. Clenovia poroty v&ak navrhli tieto klticové

kritéria na skumanie predlozenych prac:

e Kvalita ilustracie je zastresujuce kritérium. Posudzuje sa
technicka realizacia zvoleného média, ako aj efektivnost
uplatnenia umeleckych prvkov pri vizualnej komunikacii.

e Stupen evidentnej pritomnosti ,duse”. Inymi slovami, ako
skuto¢nost, Ze dielo ,ma dusu” je vyjadrené v pravdivosti
a zastupeni ludi sveta.

e Konzistentnost vizudlnej naracie s vyjadrenim zrozu-
mitelného rozvijajuceho sa pribehu, resp. ako su prezen-
tované informacie.

e Do akej miery sa praca javi ako vhodna pre Siroku Skalu
detského publika.

e Potencidl mnohorakych interpretacii a viacvrstvovych
spbsobov interakcie s pribehom.

e Jednoduchost, podstatnost, jasnost vo vyjadreni pribehu.

e Stupen preukazanej originality a inovativnosti.

Proces hodnotenia

Proces hodnotenia pozostaval z 2 kol, predbezného a final-
neho, pricom obe sa konali v priestoroch Narodnej kniznice
pre deti a mladez v Soule s trojmesacnym intervalom medzi
uvedenymi dvoma kolami. PoCas predbezného hodnotenia
¢lenovia medzindrodnej poroty preskumali vSetky prihlasené
digitalne prace jednotlivo aj v subore, aby vybrali uzsiu skupinu
kandidatov v pocte 10-nasobku podtu moznych ocenenych.
V roku 2015 bolo do zUzeného vyberu zaradenych spolu 94
kandidatov z pévodne prihlasenych 1 330. Potom boli kandi-
dati v zizenom vybere vyzvani, aby poslali kvalitné reprodukcie
ilustracii, ktoré prihlasili do sutaze, aby mohli byt vyhodnote-
né v zaverecnom kole. V zavereCnom kole s mensim poctom
posudzovanych ilustracii mali porotcovia viac ¢asu aj na dis-
kusie a ocenenych vyberali po dékladnom zvazeni. Po celych
dvoch dnoch porotcovia vybrali 16 laureatov na nasledujuce
ocenenia: Grand Prix (1), Golden Island /Zlaty ostrov (2), Green
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Island /Zeleny ostrov (3) a Purple Island /Fialovy ostrov (10).
Okrem penaznej odmeny boli vSetci vyhercovia pozvani na ofi-
cidlne odovzdavanie cien 8. maja na ostrove Nami, so zabez-
peCenym ubytovanim pocas pobytu v Koérei, a traja najvyssie
oceneni vyhrali aj cenu spiatoCnej letenky. Diela vSetkych
ocenenych a kandidatov v zUzenom vybere budu vystavené
na nasledujucom festivale NAMBOOK a zahrnuté do katalégu.

Vystavenie ocenenych prac na Veltrhu detskej knihy
v Bologni

Po oznameni vitazov v januari budu vitazné prace vystavené
na Veltrhu detskej knihy v Bologni v Taliansku v stanku ostrova
Nami v medzinarodnej sekcii haly ¢. 29. PoCas poslednych
dvochroénikov porotcoviaaocenenizorganizovali stretnutie tzv.
autorsku kaviaren s podnetnymi diskusiami o skusenostiach
pri praci porotcu alebo skulsenostiach oceneného v tejto
jedinecnej sutazi. Sekretariat tak ziskal moznost dozvediet
sa viac 0 napadoch a potrebach porotcov a Ucastnikov, ktorf
zasa pomohli vyladit cely proces dalSej sutaze o dva roky.

Vystava ocenenych prac

Vystava vitaznych prac bola zostavena s velkym dbérazom
na detail a usilovala sa stelesnit motto festivalu ,Z knih do
knih“ v podobe jedineéného vystavného priestoru pre kaz-
dého vitaza. Inymi slovami, navStevnici mohli mat pocit, Ze
je 16 vystav pre kazdé zo 16 vitaznych prac. Prace, ktoré sa
dostali do uzSieho vyberu, boli vystavené v lese, kam maju
bezni navstevnici ostrova lahsi pristup a kde boli lepsie vi-
ditelné. Kreativny dizajn a interaktivny charakter vystavy sa
stretol s pozitivnym ohlasom kritiky a velkou spokojnostou
Sirokej verejnosti, ako aj odbornej verejnosti.

Odovzdavanie oceneni a workshop
Slavnostné odovzdavanie cien sa konalo 8. maja na ostrove
Nami a zucastnilo sa ho 300 pozvanych hosti vratane vita-

zov, Clenov medzindrodnej poroty, velvyslancov a diplomatov
z 15 zahraniCnych velvyslanectiev, prezidenta IBBY Wallyho
de Donckera, predsedniCky poroty Ceny H. Ch. Andersena
Patsy Aldanaovej, umelcov a odbornikov v oblasti detskej knihy
Z celého sveta. Pozvani medzinarodni umelci viedli workshopy
pre deti na réznych miestach ako suc¢ast Festivalu detskej knihy.
V maji, ked sa konala hlavna vystava vitaznych prac 2. ro¢nika
Nami Concours, na festival prislo 400 000 navstevnikov.

Zaver

Prvoradym cielom Nami Concours je poskytnut umelcom
prilezitost predstavit svoje prace na svetovej urovni, aby
ilustratori na celom svete mohli Cerpat inSpiraciu a vytvarat
umelecké prace vysokej kvality. Tento ciel sa napifa, Soho
dbkazom je VAGSI priestor pre vitazov, ktori Casto dostavaju
publikacné ponuky z réznych Casti sveta. Napriklad Magical
Sound of a Moktak (Carovny zvuk moktaka) od Kim Sung-
-hee z Korey, vitazné dielo ocenené Grand Prix na 1. podujati
Nami Concours, si vysluzilo vynikajuce kritiky a v su¢asnos-
ti sa publikuje v Cine a Svajiarsku. Dielo The End of the
Line (Koniec radu) od Macelca Pimentela z Brazilie ziskalo
Grand Prix na 2. ro¢niku Nami Concours a tiez sa bude tento
rok publikovat v Kérei a Cine. Zadina sa formovat zaujimavy
trend — prace, ktoré ziskali Grand Prix na Nami Concours,
publikuje CPPG, najvplyvnejSie vydavatelstvo detskej lite-
rattiry v Cine. Sonja Danowski (Nemecko) tieZ uzavrela vel-
mi Uspesny projekt spoluprace na obrazkovej knihe s Cao
Wenxuan, ktory je povazovany za najznamejSieho ¢inskeho
autora detskych knih, tiez vdaka zviditelneniu prostrednic-
tvom Nami Concours. V Kdérei vychadza vela prelozenych
obrazkovych knih, ktoré vydavatel propaguje s dérazom na
skutoCnost, ze ilustrator ziskal urcité ocenenie na Nami Con-
cours. Podujatie Nami Concours sa zrodilo len pred dvoma
rokmi a skuma svoj potencial, ale v kazdom pripade veri, ze
prispeje k zvyseniu kvality ilustracii obrazkovych knih pre deti.
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Anita Wincencjusz-Patyna (Polsko)

Pbsobi ako odborna asistentka na Akadémii umenia a dizajnu
Eugeniusza Gepperta vo Vroclavi. VyuCuje historiu umenia,
tedriu umenia a historiu malby. Vedie aj vyucbu uzitkového
umenia 20. a 21. storoCia v Polsku na Univerzite vo Vroclavi
(Katedra historie umenia). Je autorkou knihy venovanej pol-
skej ilustracii v obdobi rokov 1950 — 1980, ako aj pocetnych
Cldankov o tedrii a histdrii ilustracie v Polsku a zahranici. Je
Clenkou Polskej sekcie IBBY.

poland@bib.sk

Polsko bolo zastipené na Biendle ilustracii Bratislava od
zaCiatku histdrie podujatia, dokonca este skér. NajskorSie
obdobie je spojené so Zbigniewom Rychlickym, polskym
vytvarnikom, predovsetkym aktivnym ilustratorom knihy pre
deti a mladez, a s jeho organiza¢nou cinnostou v Medzina-
rodnom vybore samotného BIB-u. Rychlicki bol svojim sp6-
sobom zviazany so sutazou az do posledného dna svojho
zivota — skonal v Bratislave a to po¢as dvanasteho bienale,
10. septembra 1989.

Uast Poliakov bola rozmanitd — samozrejme, na BIB cho-
dili ilustratori, ktorf sutazili so svojimi dielami, ¢lenovia medzi-
narodnej poroty a prednasajlci na sympdziu.

KedZe ilustratori su klu¢ovymi ucastnikmi BIB-u, su jeho
jadro a zmysel, pripomenme si autorov ilustracii. Prekvapu-
juce mbze byt, Zze Polsko ma najvyssi pocet uCastnikov zo
vSetkych krajin s vynimkou (z jasnych dévodov) Slovenska
spolu s Ceskom (po roku 1993, dovtedy ako Ceskosloven-
sko) ako hostitelskej krajiny BIB (557), Nemecka s dvojna-
sobnym poctom zastupcov krajiny poCas prvych 20 rokov
(do roku 1989, ked sa Nemecko zjednotilo, aj so Zapadnym
Berlinom — spolu 554). S po¢tom ucastnikov 405 sme pred-
behli Japonsko s 390 vytvarnikmi a Rusko (predtym ZSSR,
¢o Udaje trochu komplikuje) s prekvapivym poctom 390 ilu-
stratorov. Udaje sa tykaju v8etkych ro¢nikov biendle. Pouzi-
la som Statisticky zoznam krajin a ilustratorov na BIB 1967
— 2009 publikovany v tlacenych materidloch k 22. Biendle
ilustracii Bratislava /Slovensko' a pripocitala som pocty za
posledné dva ro¢niky BIB (23. a 24. v rokoch 2011 a 2013).

Reprezentanti Pol'ska priniesli z BIB-u 23 oceneni: 3 Grand
Prix, 8 Zlatych jablk, 11 Plakiet, 2 Cestné uznania a 1 Cestné
uznanie pre vydavatela.

1 Vypracovalo CIDaK-BIBIANA, 27.08.2009, s. [1-3] V zozname chybali Udaje za rok
2003 (z neznamych dévodov), ked Pol'sko reprezentovalo 16 ilustratorov.
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Pri tejto vyznamnej prileZitosti, ked oslavujeme 50 rokov
od zalozenia BIB a jubilejny 25. ro¢nik sutaze, je vhodné pri-
pomenut si ocenenych autorov, pretoze také bilancovanie
zaroven buduje histdriu ilustracie v Eurdpe, predovsetkym
v strednej a vo vychodnej Eurdpe. Na kazdom BIB-e v obdo-
bi rokov 1967 az 1991 a potom rokov 1999 az 2001 umelec
z Pol'ska ziskal ocenenie, spolu ich bolo 16. Tato ,zlata nit*
bola prerusena v obdobi rokov 2005 az 2009, verim, Ze len
na kratky Cas.

1. BIB 1967 — Zlaté jablko: Elzbieta a Marian Murawski
za: Wiktor Woroszylski, Blow of the Painted Wind (Malovany
vietor)

— Plaketa: Krystyna Witkowska za: Jozef Ratajczak,
Castles on Ice (Hrady na lade)

2. BIB 1969 — Plaketa: Jézef Wilkon za: Anna Kamienska,
In Non-Paris and Elsewhere (V Ne-Parizi a inde)

3. BIB 1971 — Grand Prix: Andrzej Strumitto za: Robert
Stiller, A Groom from the Sea (Zenich z mora) (obr. 1)

4. BIB 1973 — Plaketa: Zbigniew Rychlicki za: F. L. Baum,
The Wizard of the Emerald City (Carodejnik zo smaragdové-
ho mesta)

— Cestné uznanie: Jézef Wilkon za: Tadeusz Kubiak, Letter
to Warsaw (List do VarSavy)

5. BIB 1975 — Plaketa: Janusz Stanny za: Hanna Janus-
zewska, Lions (Levy)

6. BIB 1977 — Zlaté jablko: Marian Murawski za: Inexhaus-
tible Jug (Divotvorny hrncek)

— Plaketa: Janusz Stanny za: Hans Christian Andersen,
Fables (Bajky)

— Cestné uznanie: Waldemar Andrzejewski za: Tadeusz
Kubiak, Let’s Laugh! (Zasmejme sal)

7. BIB 1979 — Zlaté jablko: Teresa Wilbik za: Joanna Kul-
mowa, My Lolling About (Moje kolisanie)

8. BIB 1981 — Plaketa: Stasys Eidrigevicius za: Paul Dela-
rue, King of Ravens (Kral havranov)

9. BIB 1983 - Plaketa: Elzbieta Murawska za: Jacob a Wil-
liam Grimmovci, Fables (Bajky)

10. BIB 1985 - Zlaté jablko: Elzbieta Gaudasinska za:
Jozef Ignacy Kraszewski, Old Man and Old Woman (Dedko
a babka)

11. BIB 1987 — Zlaté jablko: Antoni Boratynski za: Michael
Ende, Neverending Story (Nekonecny pribeh)

12.BIB 1989 — Grand Prix: Marian Murawski, The Book of
Polish Fables (Kniha polskych bajok) (obr. 2)

- Plaketa: Stasys Eidrigevicius za: Hans Naselang (vydané
vo Svajgiarsku)

13. BIB 1991 — Grand Prix: Stasys Eidrigevicius za: Char-
les Perault, Poos-in-Boots (Kocur v ¢izmach) (publikované vo
Svajgiarsku) (obr. 3)

17-BIB 1999 - Plaketa: Maria Ekier za: Hanna Krall, What
Has Happened with Our Fairy Tale? (Co sa stalo s nasou roz-
pravkou?)

18. BIB 2001 — Plaketa: Krystyna Lipka-Sztarbalto za:
Anna Onichimowska, The Dream that Went Away (Sen, ktory
sa stratil)

20. BIB 2005 - Zlaté jablko: Pawet Pawlak, Jajuriciek

21. BIB 2007 — Zlaté jablko: Iwona Chmielewska za: Jiwo-
ne Lee, Thinking ABC (publikované v Juznej Kdrei)

— Plaketa: Maria Ekier za: Polish Tales and Legends (Pol'ské
rozpravky a legendy)

22. BIB 2009 - Cestné uznanie pre vydavatela — Wytwérnia
za: Tuwim

Clenmi Medzinérodnej poroty boli: Olga Siemaszko, Jézef
Wilkon (viac razy), Krystyna Michatowska, lwona Chmielew-
ska a uz uvedeni laureati Grand Prix. VSetci talentovani, vyso-
ko uznavani a ceneni ilustratori vo svojej krajine aj v zahranici.
Na sympodziach sa zucastnili: Zbigniew Rychlicki, Danuta
Wrdblewska — kritiCka a zurnalistka, Joanna Olech — autorka
knih pre mladez, ilustratorka a autorka pocetnych cClankov
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o vytvarnom umeni, Matgorzata Cackowska — docentka na
Univerzite v Gdansku, odborni¢ka na obrazkoveé knihy, a na-
pokon osoba, ktora piSe tieto slova, ja — ktora som mala Cest
byt na BIB po tretikrat. Danuta Wrdblewska bola autorkou
pocetnych Clankov venovanych ilustracii ako takej, ona vac-
Sinou pisala o BIB a jej ¢lanky vychadzali vo vyznamnom od-
bornom pol'skom Casopise Projekt [Design], ktory sa venoval
aplikovanému umeniu a vychadzal v rokoch 1956 az 1997.
Texty boli bohato ilustrované a vzdy priniesli urcité zhodnote-
nie prislusného ro¢nika BIB a informacie o vSetkych ocene-
nych umelcoch.

Poc¢nuc prvym roc¢nikom sa bienale v Pol'sku tesilo velké-
mu zaujmu tak zo strany vytvarnych umelcov, ktori sa chceli
zUCastnit sutaze, aj zo strany Sirokej verejnosti. Biendle po-
nukalo prilezitost oboznamit sa so zahrani¢nymi ilustracia-
mi, ktoré v Polsku neboli bezne dostupné v 60., 70. a 80.
rokoch minulého storodia, najméa ilustracie zo zapadného
sveta a vzdialenych, exotickych krajin (Iran, Japonsko, Bra-
zilia a pod.). Uspechy nasich vytvarnych umelcov potvrdil
vysoku kvalitu polského knizného dizajnu pre mladych Cita-
telov. Treba pripomenut, ze v politickej a spoloCenskej situ-
acii v tych Casoch kazdy uUspech na medzinarodnej scéne
bol zufalo potrebny. Kazdé ocenenie a vyznamenanie bolo
vzacne a umelci si ich vysoko cenili. Podarilo sa mi hovorit
S viacerymi ocenenymi a vSetci potvrdili radost a spokojnost
po ziskani ocenenia.

Spomedzi polskych ilustratorov Elzbieta a Marian Murawski
boli najuspesnejsi — celkove na BIB ziskali 1 Grand Prix a tri Zla-
té jablka. Podarilo sa mi porozpravat s tymito umelcami Spe-
cidlne pre UcCely tohto prispevku a obaja potvrdili, ze Uspech
bol pre ich profesiondlnu kariéru velmi doélezity, kedze zacali
pdsobit ako ilustratori len kratko pred prvou Uéastou na Biena-
le ilustracii Bratislava. Také velké uznanie od medzinarodnych
porotcov bolo to najlepsie, ¢o si mohli zelat. Velmi si ich cenilo
aj vydavatelstvo Nasza Ksiegarnia, v tom ¢ase najvacsia a naj-

vyznamnejSia institUcia zodpovedna za knizny trh pre mladych
Citatelov v Polsku. Nasledné ocenenia pre tychto umelcov im
priniesli eSte vacsSie uznanie, pozvania na dalSie sutaze ilustraci
(okrem inych aj v Barcelone) a miesto v porote BIB-u.

Ocenenie v urcitych pripadoch prinieslo laureatom konkrét-
ne vysledky. Krystyna Lipka-Sztarbatto bola ocenena na BIB
2001, a to bol hlavny dévod preco dielo Dream which Went
Away (Sen, ktory sa stratil) bolo prelozené do Styroch jazykov
a publikované v Nemecku, Slovinsku, Litve a Juznej Kdrei.
Uz 14 rokov je kniha zaujimavou témou pocetnych worksho-
pov, ktoré viedla Lipka-Sztarbatlo a spisovatelka Anna Oni-
chimowska. Tento rok (ako vzdialeny efekt Uspechu) bola
ilustratorka pozvana na vystavu v Saarbrickene s ndazvom
Traumwelten, ktora je sprievodnym podujatim Eurdpskeho
veltrhu knih pre deti a mladez (Europaischen Kinder- und Ju-
gendbuchmesse).

Maria Ekier uvadza, Ze jej ocenenia, najma to prvé z roku
1999, jej pomohli etablovat sa na pol'skom trhu ako ilustratorke.

Zlaté jablko Iwony Chmielewskej bolo nesmierne ddlezité
pre jej korejského vydavatela (Nonjang zo Soulu).

Oceneni ilustratori nevedeli povedat, aky konkrétny vysle-
dok priniesli ocenenia, ale zddraznili, aké doélezité bolo oce-
nenie BIB pre ich sebahodnotenie ako uznavanych ilustrato-
rov, ¢o jednoducho potvrdilo u nich vedomie, ze umelecka
cesta, ktorou sa vydali, je spravna. Neocenitelna skutocnost,
ze vSetci polski vytvarni umelci dostali prilezitost konfrontacie
so zahraniénymi, najma vzdialenymi krajinami, a to v ¢asoch
Pol'skej ludovej republiky (do roku 1989), s celym zapadnym
svetom, je neprehliadnutelna. Sutaz, kde podmienky platili
rovnako pre vSetkych a vyhra v tejto sutazi nad krajinami,
kde pouzivali lepsie tladiarenské zariadenia, viac investovali
do vydavatelskej Cinnosti a kde mali slobodny pristup k no-
vinkam v oblasti aplikovanych grafickych umeni, bolo viditel-
nym dbékazom, Ze prace polskych vytvarnikov boli hodnotné
a atraktivne.



B Anita Wincencjusz-Patyna
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Obr. 1. Grand Prix BIB 1971 Andrzej Strumillo
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Obr. 2. Grand Prix BIB 1989 Marian Murawski Obr. 3. Grand Prix BIB 1991 Stasys Eidrigevicius
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B Maria José Sottomayor

Maria José Sottomayor (Portugalsko)

VyStudovala dejiny umenia. Pracovala v kniznici pre deti
amlddez. Predndsala na tému vztahu textu a ilustrécie v Spa-
nielsku, Brazilii, Francuzsku, Taliansku, Argentine a na Kube.
Viackrat sa zucastnila Medzindrodného sympdzia BIB. Je au-
torkou viacerych Clankov s tematikou knih pre deti a miadez
a kuratorkou viacerych vystav.

Ako originaly vystavené na BIB za 50 rokov
pozdvihli umelecku uroven ilustracii detskej
literatary

Narodila som sa na juhu Portugalska, na pobrezi Atlantické-

ho oceanu, kde som pozorovala rybarov — jedni prichadzali,
ini odchadzali. Zvyknem hovorit, Zze som sa narodila s tuzbou

ist z jedného miesta na druhé. Od detstva, ked som hladela
na more, som tuZzila vidiet, ¢o je za horizontom.

Naucila som sa Citat obrazy, potom text, neskér som zaca-
la cestovat a mdj horizont sa rozsiroval a rozSiroval.

AZ jedného dna, zacCiatkom septembra 1979, som priSla
do Bratislavy na Biendle ilustracii. A neprestala som dodnes,
ked oslavujeme 50 rokov od prvého BIB-u.

Ked som sa dozvedela, ze téma sympdzia je ,Ako Biendle
ilustracii Bratislava za polstorocie ovplyvnilo podobu obraz-
kovej detskej knihy vo svete”, hned som si povedala, ze by
som sa ho chcela zucastnit.

Tu teda som, dakujem, ze ste ma prijali a ze po vsetky tie
roky som mala moznost vidiet, ¢itat, poCuvat, analyzovat tak
vela knih od vynikajucich umelcov a autorov.

Ked som sa pripravovala na sympdzium, tuzila som ukazat
vam portugalské knihy a porozpravat vam o nich. Ale ktoré
z nich vybrat? Nakoniec som vybrala naro¢nu a zriedkavo
spracovanu tému — knihy o umeni pre deti —, kde prevazuje
fikcia, kde emotivne, subjektivne a poetické videnie verbalne;
reCi vedie dialdg s ilustraciami.

Bude to spdsob, ako vam priblizit niektorych nasich naj-
vyznamnejSich maliarov a vytvarnikov. Samozrejme, v tomto
procese sa prejavila moja volba a velmi subjektivny pristup.

V mysli som si pripomenula mnozstvo originalov, diela ktoré
vychadzali z rik umelcov a predstavivosti velkych maliarov,
rytcov, socharov, ktori za tychto 50 rokov nezavrhli ilustro-
vanie detskej literatury a pracovali s nesmiernou hrdostou.
Spominam na Albina Brunovského, Miroslava Cipéra, Dusa-
na Kallaya, Nikolaja Popova — vSetci maju diela v muzeach
a sukromnych zbierkach — a Rumuna Done Stana, ktorého
prace su sucastou stalej zbierky Centra Pompidou v Parizi.
Aj Stasys Eidrigevicius, ktorého dielo Portugalci mohli vidiet
na vystave polského divadelného plagatu v Lisabone, v na-
dacii Calouste Gulbenkiana. Reklamny plagat vytvoril sam
Stasys. Popri spominanych su mnohi, mnohi dalsi — Japon-



B Maria José Sottomayor

ci, Iranci, Taliani... — tolki, ze v pamaéti a v srdci uz stracam
nadisto prehlad.

V Portugalsku vydavatelia stavili na kniny o umeni, ktorych
hlavnou funkciou je odovzdat vedomosti. Su vynimky, ale je
ich malo a niektoré su uz dost staré. Nedavno bola publiko-
vana zbierka Olhar um Conto (Pozri sa na pribeh). Vybrala
som tento titul a chcem vam ho pribliZit.

Také knihy maju Specifikum: verbalne a vytvarné texty a gra-
ficky projekt artikuluju, buduju obraz s mnohorakymi vyzna-
mami, ktoré neustéle dalej rozvijaju. V nich je jazyk grafického
projektu (dizajnu), ktory je hnacou silou vztahu medzi verbal-
nym a ikonickych jazykom a buduje z neho plasticky celok zor-
ganizovany na jednej strane alebo dvojstrane. Cim néroénejsia
kniha, tym viac dialdgu je medzi obrazom, textom a grafickym
projektom, a tym viac vyzev pre dovtip Citatela.

Preto knihy, ktoré som priniesla, su knihy pre deti s ver-
balnym textom, ilustrované umeleckymi dielami, ktoré hra-
vym a tvorivym spésobom rozsiruju repertodr kultdry pre deti
a zaroven podnecuju ich predstavivost. Detom ponukaju
prilezitost spoznat mnohoraku interpretaciu reality, a tak im
pomahaju najst’ si svoje miesto ako plnohodnotni obd&ania,
ktori dostali do daru moznost byt Citatelmi.

Historias em ponto de contar

(Rozpravanie pribehov ako vysSivka )
Tu je 2. vydanie (nového vydavatela)
prekrasnej knihy, ktora bola viac ako 20
rokov stratena. Reedicia jednoducho
nebola mozno preto, Zze by nebola zis-
kova — kto vie — alebo preto, ze knihy
ilustrované umeleckymi dielami sa ne-

1 20 edition. Lisbon: ASSIRIO e ALVIM, 2009

cenili, pripadne preto, ze vychovavatelia ich nevedeli Citat,
resp. preto, ze podla nich boli pre deti prilis tazké.

Motivaciou tychto pribehov bola praca publikovana v Parizi
v roku 1912 pod nazvom XX Dessins, ktorej autorom bol ma-
liar Amadeo de Souza-Cardoso, predchodca modernizmu
v Portugalsku.

Amadeo sa narodil v roku 1887. Vo veku 20 rokov odiSiel
do Pariza, kde sa spriatelil s dalSimi mladymi maliarmi, ktorf
sa stali vyznamnymi protagonistami su¢asného umenia.

Anténio Torrado a Maria Alberta Menéres, inovativni
autori, ktori ziskali Literarnu cenu za literattru pre deti (1988
a 1986), prijali vyzvu priniest nam dielo XX Dessins od Ama-
dea, ktoré dovtedy nebolo v Portugalsku publikované.

= @H HWYy-=@Dh
B~ il A= @ < i
WY = @BW § =

1] = , I -
i~ M B ii=

@ H =V @wH

Uz obélka nas uchvati silou a mnohorakostou prvkov jed-
ného z XX Dessins, kde — napriek dekorovanému pozadiu —
citime vplyv expresionizmu — intenzitu dramatickej expresie —
jedného z kolegov, ruského umelca Jawlenského a kubizmus
— geometrické tvary — Juana Grisa. Listy prinasaju detaily
kresby, takmer akoby odkazovali na novu (kresliacu) dosku.
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B Maria José Sottomayor

Historias em ponto de contar zadina ilustraciou viavo — dve
zenské postavy, jedna druhud chrani — kde citime, ze autor
objavil primitivne umenie — africké —, ktoré spoznal prostred-
nictvom svojho velkého priatela, Taliana Amedea Modigliani-
ho.

Maria Alberta Menéres a Antonio Torrado nam prinasaju
nadhernu poeticku prozu v podobe hlasu matky a dcéry, ktoré
spriadaju, tkaju, strihaju a vysivaju, ako metaforu spriadania
nite zivota. Je to zivot v spolulcasti, pri vySivani, ktoré
umoznuije pochopit obraz spdsobom, ktory nie je linearny, nie
je okamzite zjavny, kde sa strieda hovorenie s rozpravanim,
ktoré Citatela privadza k neustédlemu odhalovaniu toho, ¢o

je tu, a toho, ¢o je tam, aby z toho vyvstalo teraz a ,davno,
pradavno”.

Amadeove Zzenské postavy pocitujeme ako viac previaza-
né s kazdodennym zivotom matky a dcéry — maju tela ako
sochy a vidime na nich vplyv rumunského priatela, sochara
Constantina Brancusiho, vidno, ako objavil a obdivuje ku-
bistickych maliarov.

Prostrednictvom textového jazyka, ked sa vnorime do
obrazu, vidime ilustratné kresby hldv. Tie nam pripominaju
africké masky, ktoré Modigliani predstavil Portugalcom,
ainé, ktoré sa podobaju na orientalne koberce s mnozstvom
detailov sprostredkovanych Amadeovym majstrovstvom,
ktoré nas vedie k tomu, aby sme ich vnimali, akoby hyrili



B Maria José Sottomayor

fantastickymi farbami, hoci su len ierno-biele.

Vo verbalnom jazyku je nieCo ako prehrade-
nie medzi dennym zivotom a fantéziou, ¢o zd6-
razhuje graficky projekt. Pouzité su dva typy
pisma, ktoré oznacuju a zvyrazfiuju rozhovor
medzi vysivajucou matkou a dcérou, posilfiuju
¢aro hovorenia, predstavovania si a snivania.

Zltkasty papier obélky s reprodukciami kre-
sieb nas prenasa do Cias davno minulych, do
momentov, ked Amadeo de Souza-Cardoso
maloval tychto dvadsat obrazkov alebo — eSte
davnejSie — do dias spomienky a subjektivizmu.

Teraz vam chcem ukazat portugalskd kni-
hu Olga e Claudio®> (Olga a Claudio), ktoru
povazujem za mensi majstrovsky kus. Vydana
bola v Porto v roku 1984.

2 2. vyd. Porto: Edigbes Afrontamento, 1998

By o '.r"r""_f-:: i Pl
SRR el
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Toto dielo je dostupné, ale
v konkurenénom hiuku medzi
vydavatelmi, v spolocnosti, kde je
na programe len to nové a &erstvo
vydané, je takmer nemozné najst
tuto knihu v knihkupectvach alebo
na kniznych trhoch. Kniha sa nedis-
tribuuje a nik si ju neziada.

Vacsina nasich sprostredkovatelov
knihu nepozna. Takym spdsobom
kniha, ktora bude vzdy nova, nebola
dopriata nasim detom a mladezi.

Spisovatel Mario Claudio je
autorom nadherného textu s roz-
pravanim, ktoré poeticky hovorf
0 priatelstve medzi Manuelom, por-
tugalskym basnikom Zijucim v Lisa-
bone, a Giovannim, talianskym ma-
liarom Zijucim v Benatkach.
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Maria Anténia Pestana ilustrovala dielo Olga e Claudio.
Vychodiskom boli fotografie Grande Panorama de Lisboa
(Velka panorama Lisabonu), panelu portugalskych azulejos
z 18. storoCia a obrazov Benatok od benatskeho maliara
Francesca Guardiho. Sest origindlov jej ilustrécii bolo na
BIB 1985.

Rovnaky dialdg, ako vznika vo verbalnom texte medzi po-
stavami, ilustracia Marie Antonie Pestanaovej vytvara medzi
vizualnou a verbalnou reCou obrazovym a fotografickym
spbsobom, v kompozicii podporenegj siluetami a kresbami
pozyva Citatela k dalSiemu &itaniu o Lisabone a Benatkach.

llustracie su velmi originalne, inovativne, experimentator-
ské a nachadzame v nich odkaz na rusku avantgardu.

T

e

Vynikajuci graficky projekt Olga e Claudio sa zacina na
obdlke a kond&i sa na zadnej doske.
Maria Antdnia Pestana puta nas pohlad ako sucast vel-

- = .

kého panelu Grande Panorama de Lisboa (Velka panorama
Lisabonu) a brilantnym spdsobom, tam, kde obkladacky od-
padli, vypifia prazdne miesta paldcmi, domami, riekou, loda-
mi z malieb Francesca Guardiho.

Z textu sa zoznamime s Giovannim a Manuelom, ktorf
si Casto piSu. Hovoria o svojich mestach a mackach, Olge
a Claudiovi. Spolu s nimi Citatelia objavuju Benatky a Lisa-
bon, ako macky, spoznavaju priatelstvo a lasku svojho pana.



B Maria José Sottomayor

S rastucim priatel'stvom, prostrednictvom ikonického jazyka,
Lisabon a Benatky Coraz viac do seba navzajom prestupuiu,
sprostredkuju, odrazaju a zdbraznuju vztah medzi basnikom
a maliarom.

Maria Antdnia Pestana je priklad toho, ze autori kniznych
ilustracii by nemali zapriet sami seba a vzdat sa experimen-
tovania, riskovania a prezivania dobrodruzstiev po¢as odvaz-
nej cesty ako Citatelia textu.

Hoci vo verbalnom jazyku Olga e Claudio su vytvorené
referencie, niekedy anachronistické, ktoré sa v Benatkach
a Lisabone posuvaju v Case vpred a spat, dielo sa da
rozpravat/Citat detom, ktoré eSte nevedia pisat. Kedze deti
vedia Citat obrazky, zacinaju objavovat tieto umelecké diela
a vedia, ze origindly su vystavené v nasich muzeach. Mnohé
deti maju tieto muzea hned vedla svojho domu. Tato kniha
vedie deti, mladez a dospelych, aby uznali, ze predstavivost,
emdcie, pocity a umenie sa mézu stretndt a pomoct nam
rozpravat o priatelstve medzi ludmi z réznych kultdr.

AS BOTAS DO SAR-

A5 “Wolal >
dar Sargents GEI\!TO . (Serzantove
Pmlm-ﬂ: topanky)

Aké priiemné prekvape-
nie je kolekcia Olhar um
conto (Pozri sa na pribeh)
od Quetzal Publishers!
Detom a dospelym sa
po prvykrat predstavuju
prace sucasnych portu-
galskych maliarov aj so
sprievodnym textom od
nasich spisovatelov.

==

3 4. vyd. Lisboa: Quetzal Editores, 2008

Vybrala som pre vas Serzantove topanky s ilustraciami od
Pauly Regovej, maliarky, ktoru anglické noviny Financial
Times oznacili za ,jednu z najvacsich Zijucich maliarok®.

Pribeh vyrozpraval Vasco Graga Moura, basnik,
spisovatel, prekladatel a kritik, ktory sa venuje textom
0 maliaroch a osobnostiach zo sveta umenia. Toto je jeho
prva kniha pre deti.

Citatel, vopred upozorneny, Zistuje, Ze skutoéne, radost
z knihy sa nekonci prvym precitanim; kniha nas vedie k tomu,
aby sme sa k nej vracali a opatovne ju ¢itali v snahe vstupit
do hry medzi maliarkou a autorom pribehov.

Paula Rego vzdy Zila vo svete Zien, kde muzi akosi
chybali. Vo veku 16 rokov odchadza do Londyna Studovat
na slavnej Art Slade School. Od 50. rokov zije v Anglicku
a stala sa ,najportugalskejSou anglickou maliarkou®. Jej
detstvo bolo popretkavané ustnou tradiciou, pocuvanim
pribehov, niekedy bizarnych, niekedy hrézostraSnych — ako
sa sama vyjadrila.

Neprekvapuie, ze vo svojich malbach vzdy rozprava nejaky
pribeh. To v pInej miere plati o diele Serzantove topanky.
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Na obalke je jasna figurativna malba a také budu aj vSetky
ostatné. Dvaja mladi [udia, jedna postava otocena chrbtom
k divakovi — Citatelovi, druha postava pozerd, ale mierne boc-
nym pohladom, akoby vyzyvala, nas nabada otvorit’ knihu.

Ale ani verbalny titul, ani vizudlne zobrazenie neodhaluju,
¢o sa bude diat' v tejto poviedke.

Na krycich listoch
vidime nieco Uplne iné
— reprodukciu  prvej
prace Pauly Regovej,
vytvorenej z vystrinnu-
tych kresieb pospéja-
nych do obrovského
obrazu  vytvoreného
kolazou, kde je pritom-
ny vplyv tradi¢nych pri-
behov a komiksov.

Graficky projekt
(resp.  graficky  di-
zajn, ako sa to nazyva
dnes), ktory vytvorili Rosario Machado a Anténio Marques,
od zaciatku preplieta drobné detaily malieb — zvierat —, ktoré
sa spominaju v pribehu od Vasca Graca Moura; je prekvape-
ny a chce sa dozvediet viac o rozpravani, dokonca vnasa do
diela chvile ticha a odlahduje textovu plochu.

Kniha sa zacina vlavo, len s ikonickym vyjadrenim, opakuje
obraz z obalky. Na pravej strane stranky je jeden z tych malych
detailov, ktoré sa objavuju na novom obrazku s dvoma milady-
mi damami, jej dcérami, pretoze maliarka pri svojej praci vzdy
pouziva modely, ale len [udi, ktorych skutocne dobre pozna.

A tu zaCina dialdg medzi vytvarnym a literarnym jazykom
— spisovatel nam rozprava o Styroch pribuznych, niektori sa
hraju, ini — komplici — len Sepkaju.

Stale vidime a objavujeme malbu Vojakova dcéra. Mo-
delkou je Lina, PortugalCanka, ktora vzdy pracovala pre

vytvarnicku. Ona je takmer maliarkino alter ego. Na tejto
malbe predstavuje stav zeny, zatial o pre spisovatela je
slizkou v rodine dievcat.

Paula Rego predstavuje velku zenu/slUzku uprostred plat-
na. Aké silné su jej obrazy!

Drobné postavy, jej matka a otec/vojak, kazda na jednej
strane obrazu, su zobrazené len do polovice tela. V pozadi je
dom, kde diev&a vyrastlo na Zzenu, ktora vzdy sluzila druhym.
Skibe hydinu a zabfja malé prasiatka. Preto ju vnimaju ako
tvrdu a zld, ako nam prezradza Vasco Graca Moura.

Casto spomina svojho otca — vojaka, ktory bol vyborny
tanecnik a nosil Carodejné topanky, ktoré ona ulozila na povale.

Podla Pauly Regovej v malbe nie je fikcia. Maluje spomien-
ky a skusenosti zo svojho detstva, tak ako dobra rozpravacka
pribehov, Co nesporne je. A vzdy to robi figurativnym Stylom.

Teraz je to spisovatel, kto je fiktivny v literarnej hre a pri-
pomina nam fantasticky realizmus. Medzi sprisahancami
je tajomstvo. A kedze je to tajomstvo, musi byt utajené...
,Nikomu to nesmieme povedat”: jedna z mladych dam sa
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chce dostat k topankam a obut si ich na tanec v ten vecer.
Jedine¢na prilezitost.

V ikonickom jazyku sluzka CeSe mladika, ktory pbéjde
tancovat. Maliarka opét sustreduje pozornost na zenu. Ona
je napadna, uputava kontrast bielych pancuch a zastery
s pozadim. Ona je ta postava, plna sily a zivota. On je krehky,
ba az submisivny (on je maliarkin muzsky model — Angli¢an,
spisovatel, basnik, kritik).

Vasco Graca Moura dalej odvija a opéat navija, €o spaja jeho
pribeh s pribehom Pauly Regovej v scenari pozoruhodnej
originality.

Topanky Cistia, kym sa neblyskaju, a potom ich potajme
nesu na tancovacku.

Prichadzame na bal. Malba dycha tajuplnou atmosférou. Je
noc a svieti mesiac. Vidime pohyb, vytvara ho ilustracia a zenie
vas, aby ste sa aj vy pridali k tancujucim. Ako nas stimuluje!

Pary v objati maju v sebe nieCo romantické, ale vidime
spolu tancovat aj zeny a jedna tancuje sama. Nemaju muza,
resp. ani jeden ich pozval tancovat.

Opat, sila vypovede maliarky ukazuje, aky je stav zien
v mojej krajine.

Spisovatel nam rozprava o mladej dame, ktora si obula
topanky. Najprv boli tazké. Potom sa odviazali a zobrali ju do
tanca a tancuiju, tancuju donekonec¢na.

Vasco Graga Moura metaforicky odkazuje na pribeh
Cervené topénky Hansa Christiana Andersena, o tom, ako
Clovek, ¢o maltopanky na nohach, nemohol prestat tancovat.

Ale v tejto rozpravke vsetko bol iba sen.

Dej, ktory Vasco Graga Moura buduje pomocou malieb Pauly
Regovej, vyusti do brilantne ne¢akaného zaveru — mlada dama,
¢o sa vracia do centralneho bodu malby, ktorym je v knihe jej
otec, teraz ponoreny v spanku, Citala o diele Pauly Regove;.

Struéne povedané, kniha SerZantove topanky je festival
mudrosti, ako vzajomne prepojit obrazy, text a graficky dizajn
a poskytovat tak Citatelovi a posluchacovi permanentné lek-
cie estetiky.

Na zaver su uvedené zivotopisy maliarky a spisovatela,
ktoré ndm prindsaju dalsie pribehy a umozfiuji ndm prehibit
Citanie textov oboch umelcov.

Prijatie tejto prilezitosti od BIB ma primalo selektovat,
revidovat, prehodnoatit, precitat dalSie knihy, ktoré som podla
mdjho presvedCenia poznala. Nakoniec som s prekvapenim
zistila, ze knihy si vybrali mfa, aby som si ich znovu precitala.
MGj vztah s ich ilustratormi a autormi sa vyrazne posilnil.

Priniesla som vam zamyslenie nad inymi dielami detskej
literatury, ktoré deti budu viest k SirSiemu repertoaru liter-
atdry, k pestovaniu citlivosti, tvorivosti a laske k umeniu.

PriSla som sa uCit od vas, v dialdgu, konfrontovanim
myslienok a nachadzanim odpovedi na otazky, pretoze — ako
povedal Mark Twain: ,Ak chceme prezit plnost radosti z nasich
myslienok, potrebujeme sa o ne podelit’ s dalSimi fludmi.”
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Milena Subrtova (Cesko)

Pdbsobi ako docentka na Katedre ¢eského jazyka a literatury
Pedagogickeé fakulty Masarykovej univerzity v Brne. Vo svo-
jej pedagogickeé i vedeckej praci sa zaobera problematikou
Ceskej a svetovey literatury pre deti a mladez. Je autorkou
monografie Tematika smrti v Ceské a svetové proze pro déti
a mladez (2007), pod jej vedenim vzniklii kolektivne publikacie
Pohadkové pribéhy v Ceske literature pro déti a mladez 7990-
2010 (2011) a Slovnik autor( literatury pro déti a mladez 2.
Cesti spisovatelé (2012). Spolupracuje s literdrnym periodi-
kom iLiteratura.cz a pravidelne prispieva o diani v ceskej lite-
rature pre deti do revue BIBIANA.

Ceské stopy v historii Bienale ilustraci Bratislava

V plistoleté historii BIB, které je organizacné a koncepcné
zajistovano Slovenskem, Ize nalézt i vyrazné Ceské stopy,
které za sebou zanechali teoretikové a vytvarnici. Zaroven
se vliv BIB jako jedinecné platformy pro tfibeni teoretickych
a kritickych nézor( i pro vzajemnou inspiraci otisknul do jejich
dila. Nasledujici pfispévek se zabyva pouze dil¢im shrnutim
Ceské Ucasti na sympoziich BIB a pfipomenutim ocenéni,
ktera si z BIB odvezli ¢esti vytvarnici; Ceska reprezentace na
vystavach by vydala na samostatny prispévek.

Z hlediska Ceského zastoupeni na aktivitach BIB Ize
v ohlédnuti za uplynulymi rocniky spatfit tfi obdobi. Netroufam
si posoudit, do jaké miry by se daly nékteré z charakteristik
téchto etap zobecnit, vztahuiji je pouze k plsobeni Ceskych
zastupct na BIB. Uvédomuiji si i riziko zjednoduseni, které je
dani za pokus zviditelnit to, co se ve zpétném pohledu jevi
jako priznakové.

1. Konstrukéni obdobi (1967 — 1989)

Federativni usporadani tehdejgiho Ceskoslovenska a dlouho-
dobé synchronizovany literarni vyvoj, ktery mél v oblasti litera-
tury pro déti a mladez odraz napfiklad i ve spolecné teoretické
a kritické revue Zlaty maj (1956 — 1997), vedlo k tomu, ze te-
oretikové nevnimali z&dné hranice mezi Ceskou a slovenskou
knizni tvorbou. BIB se od prvniho roéniku Ucastnila fada Ces-
kych odbornikd. S vyjimkou Ctyf let (1971, 1981, 1987 a 1989)
byl vzdy néjaky Cesky zastupce v poroté BIB. Bohaté bylo i za-
stoupeni ¢eskych specialisttl na sympoziich BIB.

Hned na BIB v roce 1967 vystoupilo na sympoziu s prispévkem
sedm predstavitell Ceské kunsthistorie: Antonin Friedl (1890
- 1975), Ivan Sperling (1930 — 1987), Josef Jav(irek, Viastimil
Vinter (*1921), Blanka Stehlikova (*1933), Jana Hofmeistrova
(*1927) a FrantiSek HoleSovsky (1904 — 1985). V nasleduijicich
letech k nim pribyli Vaclav Zykmund (1914 — 1984), Jiff Setlik
(*1929), Jaromir Uzdil (1915 — 2006), ovSem zvrat spoleCen-
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sko-politického vyvoje po roce 1968 a nastup tzv. normaliza-
ce pocatkem 70. let zabranil nékterym z nich v odborné praci
(nap¥ Jifimu Setlikovi, Vaclavu Zykmundovi). Trvale se pak pro-
blematice détskeé ilustrace na BIB vénovali FrantiSek HoleSovsky,
Blanka Stehlikové, Josef Javiirek, Jaromir Uzdlil. Jejich prispévky
z prvnich roénik{ BIB prozrazuiji, Ze bylo zapotiebi diskutovat o
zakladnich problémech ilustracni tvorby pro déti, a to v Sirokém
kontextu celého fetézce komunikace s uméleckym dilem. Vzhle-
dem ke specificnosti détského adresata se tak do debat postup-
né zapojili i esti pedagogoveé, napriklad Véra Misurcova (“1926),
Eva Opravilova (*1933) a Jifi lliev (*1953). V tomto obdobi, které
Ize nazvat ,konstrukénim®, dochazelo ke zpfesnovani terminolo-
gie i zanrové typologie. Prispévky definovaly funkci a plsobent
lustrace v détskeé knize, a to v presazich k vytvarné a Siteji poji-
maneé estetické vychove. Ojedinéle se sympozii aktivng ucastnili
i Cesti spisovatelé a vytvarnici (napriklad Milena LukeSova ¢i Jiff
Salamoun). Pozornost vénovand ilustradnimu doprovodu détské
knihy se promitla i do skutec¢nosti, ze v Casopise Zlaty maj Fran-
tiSek HoleSovsky a Blanka Stehlikova bézné otiskovali vytvarné
recenze hodnotici ilustrace v détské knize a informovali o dénf
na BIB. Na praci v mezinarodni poroté se podilel FrantiSek Ho-
leSovsky, Adolf Hoffmeister (1902 — 1973) a Jaroslav Lukavsky
(1924 —1984). O tom, jaky vyznam méla setkavani odoornik{ na
BIB, v letech nesvobody, sved&i Miroslav Kudrna (1935), ktery
byl Clenem mezinarodni poroty v letech 1979 az 1991 a po roce
1989 zpétné nazval atmosféru panuijici na BIB v normalizacnich
letech ,,ostrovem tvCiréi svobody“'.

Vyraznym Uspéchem bylo v roce 1969 udéleni Grand Prix
BIB Ceské ilustratorce Evé Bednarové (1937 — 1986) za ilus-
trace k C¢inskym pohadkam, které vydalo nakladatelstvi Artia
v roce 1968. Nakladatelstvi Artia mélo na ceském kniznim
trhu, jenz proSel po roce 1948 zestatnénim, specifickou

pozici. Pfipravovalo publikace pro zahraniéni trh a nezfidka
pfitom spolupracovalo pfimo se zahrani¢nim partnerem,
jemuz v prvni fazi nabizelo maketu chystaného titulu. Ten pak
zpravidla vysel v nékolika jazykovych mutacich s uvedenim
zahrani¢niho nakladatele a jen v nékterych pfipadech (ob&as
i v zavislosti na ekonomickém faktoru, jimz byla napfiklad za-
soba papiru) byl soubézné vydan také v cesting.

Eva Bednarova tedy ziskala ocenéni za ilustrace k cizoja-
zy¢né verzi Cinskych pohadek adaptovanych Danou a Mila-
dou Stovickovymi Contes chinois, vydané v edici Légendes
et contes de tous les pays pafizskym nakladatelstvim Grind
a Cesti Ctenali se s vyznamenanou knihou mohli seznamit
teprve v roce 1972, kdy vySla v Eeské mutaci v nakladatelstvi
Artia pod nazvem Tii zlaté Buddhovy viasy. Udéleni Grand
Prix bylo potvrzenim domaciho ocenéni, nebot za ilustrace
k cizojazy&né verzi ziskala Bednarova cestné uznani v souté-
#i Nejkrasnéjsi kniny Ceskoslovenska v roce 1968.

Bednarova v rozhovoru pro Zlaty maj roku 1970 pfiznala, ze
¢inské pohadky ji pfitahovaly svym baladickym charakterem?.
VWytvarny doprovod knihy nebyl v jejim pojeti ilustraci dlezi-
tych déjovych momentd literarni prediohy, ale spiSe projekci
niternych pocitl. Pfes proklamovanou nedéjovost véak doka-
zala do svych ilustraci k ¢inskym pohadkam vnést dramaticky
naboj, aniz by jim ubrala na jejich meditativni povaze. Strfidma
barevnost jejich leptl koresponduje se snovym charakterem
ilustraci. Postavy vystupuiji z naoranzovélého & cervankove
rudého pozadi, které tmavne do zemitych tonl a bezdécné
tak evokuje prechod mezi skuteCnosti a snem na Usvitu dne
Ci pfi zapadu slunce. Barevné lepty jsou doplnény Cernobilymi
grafikami. Bednarova nepretézuie ilustrace detaily, nepokousi
se s geografickou presnosti lokalizovat prostredi, nesnazi se
dokonce ani individualizovat rysy pohadkovych protagonistd.

1 KUDRNA, Miroslav. BIB — Svétova udalost v ilustraci. In Zbornik BIB 99, s. 11-12.
ISBN 80-967414-6-2.

2 STEHLIKOVA, Blanka — SLABY, Z. K. llustrace osobniho proZitku. In Zlaty méj, XIV,
1970. C. 3, 5. 169-174.
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O to sugestivngji pak pusobi jejich vyraz zachyceny jednodu-
chym prostfedkem: symbolem, elipsou a metaforou. Nevy-
slovny smutek a vy&erpani mladé zeny, ktera se v pohadce
Dlouha zed’ vyda hledat svého muze pracujiciho na stavbé
zdi, jsou na malé ilustraci ztvarnény prostou siluetou shrbe-
nych zad putujici Zeny a splyvajicich viast, které ji vyklouzly
zpod Satku. V horni Casti ilustrace je jako ozvéna kopirovan
tentyz tvar, ktery mize predstavovat hory stejné jako zakru-
ty Dlouhé zdi. Na barevné celostrankové ilustraci jiz sklicujic
smutek hrdinku prerlsta a transformuje se v ¢erného ptaka,
ktery ji provazi jako temny mrak ¢&i stin. Zenina tvar z(istava
hadankou: vlasy ma zahaleny, ze zavienych o¢i kanou slzy,
nos a Usta zakryva bily &atek, jimz osusuje uslzeny oblicej. Sa-
tek prosvétiuje bledy obliCej a pfitahuje pozornost k slzam, jez
jsou ddlezitym motivem pohadky, nebot’ zarmutek nestastné
zeny, ktera se dozvida o smrti svého muze, vyvola v pohadce
snéhovou bouri, ktera zni¢i kus postavené zdi. Vysledkem je
emocné plsobivy obraz, ktery se nepokousi konkretizovat déj,
ale pomaha ditéti interpretovat poselstvi pohadkového textu.

Bedndrova se k asijskym pohadkam ve své tvorbé jesté
vratila: v roce 1978 wytvorila ilustrace pro Cinské pohadky
Dany a Milady Stovigkovych Brokatovy obraz, roku 1984 ilu-
strovala japonské pohadky Vény Hrdlickové Pribéhy o soudci
Ookovi. Ocenéni ziskané na BIB zviditelnilo ve svétovém me-
fitku soudobé Eeské imaginativni umeéni.

V nasleduijicich letech byli na BIB vyznamenani i dalsi Cesti
umelci. V roce 1979 ziskal Adolf Born (*1930) Zlaté jablko
za akvarely a perokresby ke knize Jana Brzechwy Akadé-
mia pana Machulu, kterou vydalo nakladatelstvi Mladé leta.
Born, ktery v té dobé jiz témer dve desetileti ilustroval détské
knihy a osvéddil se jako ilustrator realistickych pribénd, dostal
v tomto vypravéni o bizarni Skole, kde se outsidefi uci kouz-
Iim a magii, pfilezitost prokézat smysl pro absurdni humor.

Roku 1983 obdrzela Zlaté jablko Kvéta Pacovska (*1928)
za ilustrace k basnické sbirce Josefa Hanzlika Pimpilim pam-

pam, kterou vydalo nakladatelstvi Albatros v roce 1981. Josef
Hanzlik zde rozviji fadu nonsensovych situaci a napadd, vytvari
slovni hricky. Kvéta Pacovska tuto jazykovou hru kongenidlné
doplnila svébytnym vytvarnym projevem. Ostatné ilustrovala jiz
Hanzlikovu pohadkovou prvotinu Snéhova hvézdicka z roku
1966, v niz se jiz prosadil jeji typicky styl zaloZzeny na geome-
tricnosti, stylizaci oscilujici mezi folklorni inspiraci a jednodu-
chosti détskeé kresby, patchworkovém Clenéni ploch a personi-
fikacnim sblizovani zvitecich a lidskych vyraz(.

Z BIB v roce 1987 si Zlaté jablko odnesl Jifi Béhounek
(1929 —2005) za ilustrace k Zidovskym pohadkam, které adap-
toval Leo Pavlat. Knizka byla nakladatelstvim Artia pfipravena
pro zahraniéni trh — v roce 1986 vySla pod nazvem Jewish
tales: the eight lights of the Hanukkiya anglicky, soubézné fran-
couzsky, némecky a v dal$ich jazycich. Ceskou edici pfineslo
az v roce 1992 nakladatelstvi Albatros. Jifi BEhounek se zi-
dovskym legendam a pohadkam vénoval diouhodobé a z jeho
ilustraci je citit, Ze mu tyto latky byly velmi blizké.

Plaketu BIB v daném obdobi ziskalo hned nékolik ¢eskych
ilustrétord. V roce 1971 Jan Kudlacek (*1928) za kvase a kola-
ze k baletnimu libretu Petruska, adaptovanému Olgou Hejnou.
Publikaci vydalo nakladatelstvi Artia v roce 1970 v edici Balety
uréené i pro export a Kudlacek za ni v roce 1971 ziskal rovnéz
bronzovou medaili na kniznim veletrhu v Lipsku. Kudlackovi se
podafilo zachytit poetickou atmosféru pohadkového pribéhu
i jeho nadCasové poselstvi, zaroven vsak prostrednictvim deko-
rativnich detailll ponechal libretu jeho ukotveni v ruskych redliich.

Dagmar Berkova (1922 — 2002) obdrzela plaketu v roce 1975
za akvarely ke knize Jifiho Cirkla Kyticka pro stésti, vydané na-
kladatelstvim Albatros roku 1974. Snové vypraveni o méstské
divce pocitujici potfebu kontaktu s pfirodou doprovodila Ber-
kova akvarely, v nichz je divéi svét nahlizen s jistou nostalgi,
a drobnymi ilustracemi s pfirodnimi motivy v zahlavi stranek.

V roce 1981 ziskal plaketu Vladimir Novak (*1947) za ilus-
traCni doprovod kombinovanou technikou k uméleckonauc-
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né publikaci AleSe Skfivana a Petra Kfivského More, objevy,
staleti, jiz vydalo nakladatelstvi Mlada fronta v roce 1980.
Publikace byla ocenéna i jako Nejkrasngjsi kniha roku. No-
vak se jako ilustrator zaméroval v 70. a 80. letech na dob-
rodruznou, historickou a sci-fi literaturu a rovnéz jeho ilus-
trace pro uméleckonaucné knihy v sobé nesly urCity déjovy
naboj. V témze roce byl plaketou BIB ocenén také Miloslav
Jagr (1927 — 1997). Jeho ilustrace k autorské pohadce Vac-
lava Ctvrtka Jak $evci zvedli vojnu pro Gervenou sukni se vy-
znaCuji vyraznou obrysovou linii, pestrou barevnosti a citem
pro charakterizacni detail, kterym Jagr zachycuje atmosféru
pohadkového cisarstvi. Knizka vysla v nakladatelstvi Albatros
roku 1979 a v roce 1980 ziskala Stfibrného orla v Nice.

Perokresby Markéty Prachatické (*1953) k Alence v kraji divi
a za zrcadlem Lewise Carrolla, vydané v Albatrosu roku 1983,
ziskaly plaketu BIB v roce 1985. Alenka v podani Prachatickeé pro-
chéazi bizarnim fantasknim svétem, ale zaroven je sama enigma-
tickou hrdinkou, ktera podstupuie rfizné promeény. Velkoforméto-
vé ilustrace jsou rozélenény do déjovych sekvenci a maji znacny
vypravecsky potencidl. Zvolena technika perokresby s jemnym
Srafovanim, které dodava kresbam hloubku a strukturuje tvary,
evokuje rytiny z 19. stoleti a zarovert modemni technicistni dila.
Prachaticka zabydlela Alencin svét s pochopenim pro bezbre-
host détské fantazie, z niz se mohou rodit i hriizypiné predstavy.
V roce 1984 tyto ilustrace vyhraly Premio grafico v Bologni.

V témze roce byl na BIB ocenén ilustrator eského plvodu
Jindich Capek, ovéem vzhledem k jeho emigraci musime
jeho Uspéch pripsat Svycarsku, kde tehdy Zil a tvoril.

Plaketa BIB byla v roce 1989 udélena Stanislavu Kolibalovi
(*1925) za ilustrace k vyboru ze slovenského folkloru Stfibrné
ofisky, ktery vySel v nakladatelstvi Albatros roku 1988. Détsky
rozverné pastely s dynamickym rozmachem reaguii na hravost
a zvukomalebnost folklornich fikadel, rozpocitadel a popévka.

Je priznac¢né, ze rada z ocenénych titulll vznikala pdvodné
jako vyvozni artikl a Cesti détsti ctenari se s témito knizkami

seznamovali az se zpozdénim, ¢i viibec. To byl pfipad publi-
kace Ludka Peska (1919 — 1999) Die Mondexposition (1966),
za niz nakladatelstvi Artia ziskalo ¢estné uznani na prvnim BIB
v roce 1967. Vedle nakladatelstvi Artia, které se orientovalo
na export, byla vétsina vyznamenanych knih z tohoto obdobi
vydana v nakladatelstvi Albatros, jez mélo prakticky monopol-
ni postaveni v oblasti vydavani détskych knih. Obdrzelo také
Cestné uznani v roce 1985 za publikaci Bohuslava Blazka
s ilustracemi Vaclava Kabata Zpravy z babylonske véze.

2. Bilanéni obdobi (1990 - 2005)

Ceské zastoupeni na BIB v tomto obdobi ovlivnily
celospoleCenské zmeény v roce 1989. V oblasti ceského
knizniho trhu se odehrala rychla demonopolizace. Nakladatel-
stvi Albatros definitivné pfislo o vyluéné postaveni na Ceském
trhu s détskou knihou, rozpad! se i plvodni knizni distribuéni
systém. Vznikla fada novych nakladatelstvi, ktera deklarovala
zdjem vydavat literaturu pro déti a mladez, mnoha z nich vsak
sledovala vyhradné komeréni cile a nedavala prostor skutec-
nym uméleckym pocindm, inovacim, experimentdm. Doslo ke
zpretrhani dileZitych informacnich siti a pri rozkolisani etickych
i estetickych hodnot se ukazalo, jak citelné schazi prostor pro
tifoeni a sdilen kritickych soud( o détské knize (Casopis Zlaty
mgj se stal Ctvrtletnikem a zcela zaniknul v roce 1997). O to
vetsi vyznam méla kontinuita setkavani na BIB.

V letech 1991 — 2005 se v poroté vystfidali Miroslav Kudrna,
Karel Teissig, Blanka Stehlikova, Jiff Salamoun a Bohuslav Holy.
Ceskou Ugast na sympoziich BIB poznamenala do jisté miry
generacni obména. S prispévky vystoupili Blanka Stehlikova,
Karel Teissig (1925 — 2000) a Miroslav Kudrna. Blanka Stehli-
kova shrnula stav Ceské détské knihy v poloving 90. let. Véc-
né popsala doCasnou neutéSenou situaci, kdy nakladatelé
rezignovali na skutec¢né umeélecké hodnoty, a zminila aktivity na
podporu kvalitni détské knihy (napfiklad ocenéni Zlata stuha ¢i
projekt na reprinty vytvarné zajimavych dél pro déti a mladez
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z prvni poloviny 20. stolet)). Rovnéz pfispévky grafika a vy-
tvarného teoretika Miroslava Kudrny mély bilanéni charakter.
Kudrna v nich hodnotil pfinos BIB pro vyvoj svetové ilustra-
ce a pripomnél dllezité vyvojové posuny v ilustracni tvorbé na
zakladé své prace v mezinarodni poroté BIB v 70. a 80. letech.
Sympdzia BIB tak poskytla eskym teoretiklim prostor k reka-
pitulaci, ke zhodnoceni soucasné situace ve vydavani knih pro
déti i k opatrné formulovanym vyhleddim do budoucnosti.

Ackoliv po prekonani stagnace, ktera charakterizovala pd-
vodni ¢eskou tvorbu pro déti v prvni poloving 90. let 20. sto-
leti, doslo k rychlému obnoveni tviréiho potenciélu i ediéniho
zazemi, zadné ocenéni z BIB si ve sledovaném obdobi Cesti
umélci neodvezli.

3. Interpretacni obdobi (2006 - dosud)

V poloving prvniho desetileti 21. stoleti Ize spatfovat dalsi
meznik ve vyvaoiji literarni a vytvarné tvorby pro déti a mladez.
Na kniznim trhu se etablovala fada nakladatelstvi s jasné for-
mulovanym edi¢nim profilem soustfedénym na détské adre-
saty a s naroCnym umeleckym programem (napfiklad Me-
ander, Baobab, Prah, edice Raketa nakladatelstvi Labyrint,
Argo). Toto vitané oZiveni Ceské literarni scény neustava ani
v soucasnosti (napfiklad nove vznikla nakladatelstvi 65. pole,
a ilustracim, ale rovnéz typografii a knizni vazbé. V jejich pro-
dukci dochézi k posuntim détské knizky do tvaru estetickych
i hernich objektl s aktivizacni funkai.

Jednim z nejdynamictéji se rozvijejicich zanrt je v soucas-
né détskeé literature pravé autorska obrazkova knizka. Jsme
pritom svédky situace, kdy mnozi vytvarnici presahuiji svij
plvodni autorsky prostor smérem k teoretické reflexi, kritic-
ké, hodnotici a interpretacni praci. Doklada to i Ceské za-
stoupeni na sympoziich BIB. V tomto obdobi v mezinarodni
poroté zasednul za Eeskou stranu pouze vytvarnik Jindfich
Capek a rovnéz sympozia se zUd&astnili prevazné samotni

tvlrci. llustratorka a spisovatelka Renata Fucikova (*1964),
ktera se sama charakterizuje jako konzervativni ilustratorka
pracujici klasickymi malifskymi a kresebnymi postupy, pfi-
blizila autorska vychodiska svych obrazkovych naucnych
knih, v nichz poznavaci funkci Uzce spojuje s funkci etickou,
estetickou a emocionalni. Editorka a literarni kritiCcka Jana
Cenikova (*1957) spoledné s japonskou ilustratorkou Iku De-
kune (*1969), Zijici v Cesku, predstavily novy vybor z pohéa-
dek klasického Ceského autora Karla Jaromira Erbena, jehoz
ilustrovani bylo odvazné svéfeno autorce, jez se s Ceskou
pohadkovou tradici setkala poprvé. Jejich vystoupeni na
sympoziich prozrazovala soustfedéni na problémy souvise-
jici bezprostfedné s uméleckou tvorbou a méla interpretacni
charakter, stejné jako pfispévek Miroslava Kudrny, jenz se
zabyval analyzou ilustragniho dila Evy Sedivé.

Po dlouhé odmice byl na BIB v roce 2009 ocenén Cesky
vytvarnik. Zlaté jablko BIB ziskal FrantiSek Skala (*1956) za
koldZe ke knize Josteina Gaardera Zabi zdmek, kterou roku
2008 vydalo nakladatelstvi Albatros, a za publikaci Skutec-
ny pribéh Cilka a Lidy, kterou pfipravilo nakladatelstvi Arbor
vitae roku 2007. Pro Skdlu je typicka rliznorodost umélec-
kych postupt, coZ je vidét i na obou ocendnych dilech. Zabr
zamek vyjadfuje v textové rovingé snovy zazitek souvisejici
s hrdinovym potlacovanym traumatem z necekané smrti mi-
lovaného dédecka. Skala ve svych kolazich odrazi zplisob,
jak dité nahlizi na svét, jak nechava vyplynout na povrch fadu
ambivalentnich pocitd a necenzurovanych predstayv, s nimiz
si nevi rady. Gaarderova literarni predloha nezapfe autorovu
pedagogickou profesi, Skala vSak didakti¢nost textu tlumi
a v ilustracnim doprovodu s vtipnou nadsazkou upozornuje
i na zdanlivé okrajové momenty textu; jeho ilustrace tak zis-
kavaji interpretacni rozmeér.

Skdlova autorska kniha Skutecny pribéh Cilka a Lidy je
rozvedenim komorniho pfibéhu o vérném pratelstvi Jak Ci-
lek Lidu nasel (Meander, 2006). Cilkovo dobrodruzstvi je ini-
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ciaénim putovanim skutecnym svétem pfirody, ktery Skala
zabydluje vlastnimi a vlastnoru¢né zhotovenymi bytostmi
a objekty, jez vytvari z prirodnin &i recyklaci civilizacnich pro-
duktl. Cela knizka je zaloZzena na autorové Uzkém propojent
s prirodou, ktera zde neni kulisou, nybrz hybatelem déje. Jde
o fotograficky komiks sestavaijici z vice nez tfi set fotografil
pofizovanych v autentickém pfirodnim prostredi a je to prave
atmosféra prirody v proménach denni i ro¢ni doby, co piibé-
hu dodava na emocionalité.

V roce 2013 ziskala estné uznani Fakulta uméni a designu
UJEP za vydani malonakladové publikace Darmo miuvit s ilu-
stracnim doprovodem Martina Raudenského.

Ceska ilustradni tvorba pro déti a mladez se jiz ve druhé
poloving 20. stoleti stala v narodnim méfitku svébytnou ob-
lasti a dosahla vysoké umélecké urovné navzdory tomu, ze
jeji rozvoj se odehraval v jakési domaci uzavrenosti, bez po-
tfebné systematické konfrontace &i komparace s rozvojem
svétoveé knizni ilustrace. O to vétsi vyznam méla setkavani na
BIB. V pripadé Ceskeé ilustrace se neda Fici, ze by se na BIB
vyprofilovala jako narodni ilustratorska skola, ostatné doka-
zuje to i predlozeny vycet ocenénych umeélct a zminéna pes-
trost jejich autorskych pfistupd a vytvarnych postupd.

Kdybychom si méli poloZit otazku, jakou zpétnou vazbu
o stavu Geské knizni ilustrace pro déti a o jeji odborné re-
flexi nam dnes BIB skytd, odpovédi by bylo potvrzeni pro-
sazujiciho se trendu autorské knihy (srov. napriklad tvorbu
ocenéného FrantiSka Skaly, Renaty Fucikové Ci Petra Sise,
jemuz ve svém prispévku vénovala pozornost v roce 2013
Marloes Schrijvers). Autorské obrazové narativy se zakladaji
na vynalézavém a neoddélitelném kombinovani kodd vizual-
niho i verbalniho vypravécstvi, pficemz hranice mezi nimi se
stiraji. A rozplyvaji se i drive striktngji vymezené role tvirce
a teoretika, nebot dnes jsou to sami autofi, ktefi davaji bez-
prostfedné nahlédnout do viastniho tviréiho procesu a ne-
poskytuji tak pouze ddlezité interpretacni impulzy, ale sami

formuluji i zobecnuijici zavéry. Literarni teoretiCka a historicka
Svatava Urbanova upozoriuje na to, ze Ceska literarni teo-
rie stale nema rozpracovanou teorii typl obrézkovych knih,
které disponuji mnohovyznamovosti a recepcni prostupnosti.
Konstatuje, ze ani odborna kritika neni pfipravena reflektovat
sémanticky bohaté obrazové narativy®. Pravé zde se ukazuje
potencial BIB, ktery je vyznamnou platformou, kde se v dis-
kusich o knizni tvorbé pro déti setkavaji a protinaji myslenky
teoretik( s tvahami samotnych tvirc.
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Miloslav Jagr: Plaketa BIB 1981, Miloslav Jagr: Plaketa BIB 1981,

ilustrace z knihy Vaclava Ctvrtka ilustrace z knihy Vaclava Ctvrtka

Jak Sevci zvedli vojnu pro ¢ervenou Jak Sevci zvedli vojnu pro ¢ervenou e

sukni, 1979 sukni, 1979 2P
Kvéta Pacovska: Zlaté jablko BIB Kvéta Pacovska: Zlaté jablko BIB
19883, ilustrace z knihy Josefa Han- 19883, ilustrace z knihy Josefa Han-
zlika Pimpilim pampam, 1981 zlika Pimpilim pampam, 1981
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Markéta Prachaticka: Plaketa BIB 1985, ilustrace
z knihy Lewise Carrolla Alenka v kraji divi a za
zrcadlem, 1983
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FrantiSek Skala: Zlaté jablko BIB 2009, ilustrace z knihy Skutecny pribéh Stanislav Kolibal: Plaketa BIB 1989, ilu-
Cilka a Lidy, 2007 strace z knihy Stribrné ofiSky
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Vladimir Novak: Plaketa BIB 1981,
ilustrace z knihy More, objevy, staleti,
1980

Martin Raudensky a Fakulta uméni a designu UJEP: Cestné uznani BIB
2013, ilustrace z knihy Darmo miuvit

m



Bratislava

acll

©
>
iy
n
=
©
S
[a1]
[72]
c
o
=
©
S
=]
(72}
=
-
o
e
c
c
2
[a1]
>
[Te)
AN

25. Bienale ilustr

zborni

112

B Andrej Svec

Andrej Svec (Slovensko)

Je historik a kritik vytvarného umenia. Venuje sa vytvarné-
mu umeniu 20. storocCia, v ostatnych rokoch najmé ilustracii
detskej literatdry. Recenzoval cely rad vystavnych podujati
ilustracie a pripravil niekolko samostatnych vystav v tejto ob-
lasti. Podielal sa na odbornej priprave niekolkych sympdzil
Bienale ilustracii Bratislava.

Nielen vidiet, ale aj vediet’
Reflexie k 50. vyrociu Bienale ilustracii Bratislava

»Vtvori-li Biendle ilustraci Bratislava podminky pro vSestranny
rozvoj ilustracni tvorby pro déti, stane se, byt'i jen skromnym
prispévkem k svétovému vytvarné-ilustracnimu déni a umozni-
-li aktivni stretnuti osobnosti a ndzord, spini pak své poslani.“
(J. Grolman, riaditel ¢s. Ustredia kniznej kultury a pred-
seda medzinarodného komitétu BIB, Katalég BIB '67)

,Bienale ilustracii Bratislava ako podujatie bez komercnych
zaujmov a zazemia mdze ovplyvnit buddcnost ilustracie iba
ideou. Nema... ani nembze mat samospasitelnu ctiziadost
zmenit' vsetku ilustracnu produkciu odrazu na umenie. Moze
vychovavat k citlivosti prave tych dospelych, ktori sa priho-
varaju detom. Lebo ako vieme, tym treba dat to najlepsie, ¢o
vytvorila a vytvara ludska spolo¢nost.”

(E. Seféakova, Zbornik SNG BIB 67 ‘69, Bratislava 1972, s. 186)

,BIB sa tradicne hodnoti ako vrcholna udalost v ilustracii det-
skej knihy na medzinarodnej trovni. *

(J. Uliciansky, prezident slov. sekcie IBBY, v rozhovore
pre Pracu, 16. 11. 1995)

LBienale ilustracii Bratislava so vsetkymi svojimi sprievodnymi
aktivitami (sympozium, workshop, vystavy v inych bratislav-
skych sieriach a i.) patri k tomu najpozoruhodnejsiemu a naj-
inSpirativnejsiemu, ¢o ponuka Slovenska republika modernej
Eurdpe, a tym i celému kulturnemu svetu.

(F. Kriska, Revue Bibiana 3/2005, s. 8)

,Myslim si, ze BIB ozaj vyznamne prispelo nielen k propagacii
detskej knihy, ilustracie, otvorilo slovenskym ilustratorom cestu
do sveta a zaroveri pomohlo propagacii Bratislavy a Slovenska
po celom svete.”

(D. Roll, Slovenska detska kniha, Bratislava 2008, s. 241)
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K téme sympoézia

Biendle ilustracii Bratislava (BIB) ma prave 50 rokov. Kedze
,BIB je vo svete &islo jeden™, tento Uspech treba rychlo, ne-
dockavo z podnetu okruhleho vyrocia bienale potvrdit aj cez
Sympdzium BIB 2015. Takto na mna pbsobi zadana téma:
Ako Bienale ilustracii Bratislava za polstorocie ovplyvnilo po-
dobu obrazkovej detskej knihy vo svete.

Téma je ucCelova. Zo samotngj ,ilustracie”, ktord ma poduja-
tie aj v nazve, sa pozornost presuva na ,podobu knihy“, ¢o nie
je to isté. Pokial'ide o termin ,obrazkova detska kniha“, prave
cez nu sa biendle v priebehu rokov len samo nakoniec vypro-
filovalo &i identifikovalo, pretoze tato oblast vykazuje najvyssie
umelecké hodnoty. Pévodne vSak ilustracia“ mala pokryvat
celé zanrové spektrum detskej kniny. Sympdzia k takejto zan-
rovej diferencovanosti nakoniec aj dospeli, ale pri vystavach
BIB-u ju doposial postradame (F. HoleSovsky, 1980).

Napriek tymto vyhradam som odpoved na polozenu otaz-
ku hladal v medidlnom ohlase BIB-u, ale nenaSiel som ju.
Zato sa mi vynarali predtym nepovsimnuté suvislosti.

Od témy BIB-u chyba odstup
Podnet okruhleho vyrocia BIB-u preto vyuzivam len na pre-
zentaciu niekolkych volne plynucich reflexii, ktoré si nenaro-
kuju byt ani stru¢nou rekapitulaciou BIB-u.

ESte vzdy nam chyba odstup na to, aby sme mohli objektiv-
ne zhodnotit BIB, napisat jeho dejiny a vedeli ukazat, o prinie-
sol pre tedriu a dejiny ilustracie?. Jeden projekt ostal v torze.®

1 J. Opoldusova, Pravda, 28. 8. 2011.

2 Podla informécii z médif (Bienale jubiluje, topky.sk, 8. 7. 2015) organizator BIB
pripravuje dve publikécie o histérii BIB-u: Polstorocie BIB vo faktoch a obrazoch

a Pribeh BIB — Polstorocie BIB v spomienkach. Organizator BIB prichystal aj vystavu
o histdrii BIB, ktorou sa prezentoval na Medzinarodnom kniznom veltrhu v Bologni.

3, Podstatnu metodicku zmenu prinieslo sympdzium v roku 1971, ktorého ucastnici priali
nas navrh vypracovat kazdy za svoju krajinu prehlad dejin ilustracie do roku 1945, a pri-
pravit tak spolocnt medzindrodnu viacdielnu knihu o najnovsich dejindch ilustracie. 25.
aprila 1974, ked som z politickych dévodov musela pracu opustit, mal rukopis spolocnej
knihy do 311 strdn textu a 169 obrazovych priloh. Je mi velmi Itto, Ze sa tento projekt uz
nepodarilo realizovat,” (E. Seféakova: BIB 1967-1997. In: Zbornik BIB 97, s. 13.)

Zaciatky BIB-u

Bienale tak, ako ho pozname dnes, malo generalnu skusku
v celoStatnej vystave llustracia pre deti Bratislava v roku
1965, ktorud suborom originalnych ilustracii a vytlacenou kni-
hou oboslalo 36 Ceskych a slovenskych umelcov.*

,Pri tejto prilezitosti pozvali organizatori do Bratislavy medzi-
narodny pripravny vybor na usporiadanie prvého biendle.
A o dva roky bol na svete prvy BIB 67."

BIB 67 prekvapilo ucastou 278 ilustratorov z 25 krajin. BIB
69 uz oboslalo 293 vytvarnikov z 33 krajin.

Vytvarné ambicie ilustracie

Poslanim Biendle ilustracii Bratislava bolo posilnit v ilustracii
pre deti vytvarné ambicie.® V Case vzniku biendle, ktorého
zasluhou je aj to, Zze posunul ilustraciu, najma jej najambicidz-
nejSiu oblast, ilustraciu pre deti, z okraja vytvarnej publicity
priamo do jej centra, to bola spravna stratégia.

Ako uvadza E. Seféakovd’, ,porota musela zjednotit dva
zakladné smery poziadaviek na detsku ilustraciu a s nimi
suvisiacich kritérii: poZiadavky pedagogicko-vychovné a po-
Ziadavky vytvarno-estetické. Nebolo lahké presvedCit niekto-
rych ¢lenov poroty o poslani BIB ako o periodickej vystave
ilustracnych originalov, ktorej organizacny Statut, vyplyvajuci
z podmienok vytvarnohistorickych a z potrieb v oblasti zmys-
lovej a citovej vychovy deti, uprednostriuje v sucasnosti ume-

4 Vystava prispela majma k zhodnoteniu tradicie Ceskej a slovenskej ilustracie a jej
osobnosti, ale rozhodnutim poroty upozornila aj na niekolko pozoruhodnych osob-
nosti mladSich. Porota teda ocenovala najma vytvarny vtip a vynanaliezavost, osobito-
st prejavu i jeho vyraz, slovom hodnotila ilustraciu ako svojbytnu sice, ale vytvarnému
vyvinu zodpovedajlcu disciplinu. Hlavnym prinosom vystavy bola skutoénost, ze
rovnako ako porota pochopili tito prehliadku aj Ceski a slovenski ilustratori, ktori sa
predstavili na nebeznej, nekomercnej Urovni. Hlavné ceny ziskali Albin Brunovsky

a Kveéta Pacovska, zvySené odmeny Eva Bednarova, Julian Filo a Viadimir Fuka, od-
meny Viera Bombova a Jitka Kolinska. (E. Sef¢akova: llustracie detskej knihy na BIB
67 '69. In: Zbornik SNG BIB 67 ‘69, Bratislava 1972, s. 177.)

5 F. Kriska: BIB 73. In: Romboid, 8, 1973, &. 11, s. 76.

6 E. Seféakova, c.d., v pozn. 4, s. 186.

7 E. Sef&akova: Biendle ilustracii Bratislava 1967. In: Wtvarny Zivot, 13, 1968, &. 2, s. 51.
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lecku droven, vytvarnu kvalitu a v suvise s nimi emotivnu ak-
tivitu a podnetnost’ ilustracii pred niektorymi funkciami rydzo
edukacného charakteru. ... ZavereCné uznesenie poroty ...
reSpektovalo poslanie BIB a ocenilo zvacsa prave tie ilustra-
cie, ktoré obohacuju vytvarné i funkéné moznosti discipliny. *

Zlaté jablka udelila porota Leovi Lionimu (obr. 1), Algir-
dasovi Stepanoviciusovi (obr. 2), Wernerovi Klemkemu
(obr. 3), Elzbiete a Marianovi Murawskym (obr. 4) a Viere
Bombovej (obr. 5).

Ocenit v ilustracii jej vytvarné ambicie s prihliadnutim aj na
iné funkcie kniznej ilustracie pre deti sa odvtedy stalo, zjed-
nodusene vyjadreng, trvalou ,pracovnou metddou” porot
BIB-u v podstate trva dodnes. Na druhej strane, je potom
len zdanlivo paradoxné, ked uprednostriovanie vytvarnej/es-
tetickej stranky ilustracie na ukor jej inych funkcii za¢nu BIB-u
vytykat prave vytvarni teoretici a kritici.

Nazory na BIB sa polarizuju

Snad’ najostrejsie formuloval svoje vyhrady voci bienale
J. Abelovsky, ked' v recenzii BIB 1975° napisal, ze podu-
jatie je ,odrazom krizového stavu v tejto oblasti umeleckej
tvorby. Lebo je zrejme, ze sucasnost Ziada nie krasne det-
ské knihy pre dospelych zberatelov bibliofilii, ale detsku
knihu v plnohodnotnom registri jej funkcnosti*.

Autor vytykal BIB-u, ze sa takmer vylu¢ne orientuje na ilu-
straciu pre deti nizsich vekovych skupin na dkor inych zan-
rov, pretoze tato oblast vykazuje najvysSie umelecké hod-
noty. ,Vytvarna autondmnost” potlaca v ilustracii iné funkcie
(noeticke, socialnokritické). Podla neho sucasny kvantitativny
a kvalitativny narast ilustracie by si vyzadoval zmeny v Statute
BIB, aby sa libreto vystavy mohlo lepsie prispdsobit aktual-
nym potrebam vyvoja ilustracie v tom-ktorom obdobi.

8 J. Abelovsky: Biendle ilustracii Bratislava 75. In: Viytvarny Zivot, 20, 1975, ¢. 10,
s. 10.

Napriek svojmu vyhranenému nazoru sa autor stotoz-
nil s udelenim Grand prix BIB 1975 Nikolajovi Popovovi®
z Ruska (obr. 6), ako aj o 10 rokov neskoér'® Francuzovi Fré-
dericovi Clémentovi (Grand prix BIB 1985, obr. 7.

Zaujimavy nazor vyslovil na margo japonskej ilustracie',
ktorej ,vitazny pochod BIB-om* odStartoval Yasuo Segawa
(Grand prix BIB 1967, (obr. 8.).

BIB a sucasna situacia v ilustraciach

Pri prilezitosti 20. vyro€ia BIB (1985) sa v odbornej tladi
prvykrat a naposledy objavuije pristup, ktory BIB dava do su-
visu s teoretickymi poznatkami zo sympdzil.

H. VasSkovi¢ova-Petrova' ocenuje BIB a jeho orientaciu na
IBBY-UNESCO a najmé skutoCnost, ze vytvorilo dovtedy ne-
existujucu medzinarodnu konfrontanu platformu pre rozvoj a vy-
menu najlepsich vysledkov v oblasti ilustranej tvorby pre deti.

Autorka poukazuje na niektoré elementy novo sa polari-
zujucej situacie v umeleckej ilustracii pre deti, ktord odraza
aj BIB. Niektoré z problémov sa riesia paralelne s vyvojom,
iné na rieSenie Cakaju. Vlastné Specifikum detskej ilustracie

9 llustrator je pre Abelovského , prikladom dominancie noetickych a mravnych hod-
nét”... ,v akomsi imagindarnom denniku Robinsona Crusoa zamerne vylucil akukolvek
vytvarnu efektnost, vyvolal dojem nehotovosti, Utrzkovitosti, v jedinom zaujme — v zauj-
me vytvarného znasobenia ideovych hodnét textu. Tieto viastnosti povySuju Popovove
prace na ilustratorsky ¢in par exellence.” (J. Abelovsky, c.d. v pozn. 8, s. 12.)

10 J. Abelovsky: Zapas o ,spravnu podobu®. Vitazné ilustracie BIB ‘85 v suvislostiach
sucasnych problémov ilustracej tvorby. Vecernik, 16.9.1985. Vitazné ilustracie Franctiza
Fréderica Clémenta ,,okrem Cisto estetizujticich a zabavno-rekreacnych hodnét nenasil-
nym spésobom predkladaju detskému vnimatelovi aj sumu poznéavacich informdcii*,

11, Kvalitativnym vrcholom poslednych biendle uz tradicne bola japonska ilustracia. Tajom-
stvo pritaZlivosti japonskej ilustrécie spociva v preciznej syntéze poetizacie a poetiky, ktord
umoZzriovala — na rozdiel od europskej ilustracie smerujucej skor k subjektivnej a typizacnej
interpretdcii textu — podat’ vSeobecnejsi a objektivnejsi odraz literdrnej prediohy; tak sa

sice obmedzili vytvarné moznosti ilustratora, ale na druhej strane sa maximaine oslobodila
vnimavost konzumenta. Toto tajomstvo uz nie je tajomstvom. Darmo, ani v burlivo sa rozvi-
Jjajucom svete ilustrdcie nemozno zostat' pridiho originalnym. llustracie Akasadu, Igarashiho,
Nakataniho a dalsich nie st menej kvalitné ako prédce ich predchodcov, len s tym rozdielom,
Ze divak na vystave je o niekolko rokov starsi.” (J. Abelovsky, c.d., v pozn. 8, s. 13.)

12 H. Vaskovi¢ova-Petrova: BIB '85. K niektorym aspektom ilustracie pre deti.In: Vy-
tvarny zivot 31, 1986, €. 2, s. 2-4.
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spocCiva v polarite umeleckého a pedagogického pristupu.
BIB jednoznacne potvrdil, Ze ilustracia sa definitivne zbavila
otrockej zavislosti od literarnej prediohy a dokazuje svoju es-
tetickl a umelecku svojpravnost.

Verdikty poroty, ktoré mozno chapat ako reflexie teoretic-
kého myslenia, priorizovali, podla autorky, umelecku stranku
ilustracie (Dusan Kallay, Grand prix BIB 1983, obr. 9, spo-
minany Fréderic Clément).

Exkluzivnych edi¢nych ¢inov na vystavach BIB neskorsie
ubudalo ,a pri hodnoteni desiatich rocnikov fungovania bie-
nale mozno povedat, Ze najméa po roku 1975 véacsina vysta-
vujucich smeruje skér k priemeru, ale velmi dobrému. “®

Autorka dalej poukazuje na polaritu danej vkusovej nor-
my a buducnostnej normy. ,Vkus poroty” predbieha ,vkuso-
vU uroven“ vacsiny beznych navstevnikov. Pokial ide o vkus
deti, sme dnes mudrejsi, lebo od roku 1993 pozname vy-
sledky Detskej poroty BIB.

Deti maju svoj vkus

Z recenzistov BIB osobitnd pozornost tejto téme venoval
L. Petransky v Clanku o BIB 2003.'° ,Vysledky ukazali, ze
detskému divakovi imponuje na ilustraciach nieco celkom iné
ako dospelemu,“ konstatovala detska predsednicka poroty.
Potvrdzuju to podla nej aj vitazi predchadzajucich piatich
rocnikov, z ktorych sa ani jeden nezhodoval s verdiktom od-
bornej poroty BIB-u. Cenu Detskej poroty BIB 2003 ziskal
polsky vytvarnik Marcin Kolpanowicz (obr. 10).'®

13 H. Vaskovi€ova-Petrova, c.d., s. 3.

14 J. MareSova: BIB o€ami navstevnikov. Mald anketa na velkej vystave. Slovo maju
dospeli. In: Vecernik, 20.9.1971. Na otézku, €o vam na vystave chyba, 38-ro¢na
lekdrka povedala: ,Chyba mi akési detska porota, ktora by udelovala ceny. Rozpravky
patria najmensim a porota dospelych sa na ne diva inaksie, ¢i nie?*

Trvalo teda vyse 20 rokov, kym sa tento impulz z tlae preniesol do aktivit BIB-u.

15 L. Petransky: BIB prislubov a slovenskych rozpakov. In: Bibiana, 10, 20083, ¢. 4,

s. 19-25.

16 Farebnost a humor boli rozhodujicim kritériom pre ¢lenku poroty Martinku Trunge-
lovii zo Specidinej zakladnej &koly pre telesne postihnutych v Nitre. , Pladticeho klauna

K podobnému zaveru dochadza aj recenzistka ostatného
biendle (BIB 2013) I. Drzewiecka'?, ktora vidi veci v SirSich
sUvislostiach:

»| ked prvotna volba narodnych reprezentantov je na zva-
zeni jednotlivych krajin, akceptacia viacerych autorskych ko-
lekcii kniznych ilustracii vyvolava otazku, ¢i sa bienale predsa
len, mozno nevedomky, neodklana od svojho Statutu medzi-
narodnej prehliadky ilustracii detskych knih a pévodnej mys-
lienky mapovat a verejnosti priblizit uzsiu na dieta orientova-
nu oblast ilustracie. Dokazala to napokon aj Cena detskej po-
roty, ktora bola udelena juhokorejskému ilustratorovi Gi-hun
Lee (obr. 11) za ilustracie k viastnej knihe Plechovy medved.
... Tlato volba ukazuje, ze u deti (aspori tych slovenskych)
jasne vedie ohromenie silou imagindacie, jasnost a zrozumi-
telnost sofistikovaného prevedenia.”

Tretiu skupinu problémov podla H. VaskoviCovej-Petrove;
predstavuje

Ciernobiela vs farebna ilustracia
Dbvody, ktoré vedu ilustratorov k opusteniu farby k jednotvar-
nosti a ochudobneniu vnemov, mdzu byt rézne: rozpoctové
naklady vydavatelov, urcenie ilustracie vy$Sim vekovym katego-
riam alebo jednoducho Unik od ,kultu farby, ba az preexpono-
vanej farebnosti”.'® Ak je takyto prejav zaroven na vysokej ume-
leckej urovni, tak to ma ilustrator u poroty ,vyhrané“. Priklad za
vSetky: Markéta Prachaticka (Zlaté jablko BIB ‘85, obr. 12).
Za cCiernobielu ilustraciu sa vSak udelovali aj pocty najvys-
Sie: Dan Roald Als (Grand prix BIB 1981, obr. 13), Nemec
Einar Turkowsky (Grand Prix BIB 2007, obr. 14) za ilustracie

som vybrala preto, lebo mam rada farebny svet a $asov, pri¢om nezalezi na tom, ¢i sa
smeju, alebo su smutni®. (L. Petransky, c.d., s. 20.)

17 1. Drzewiecka: Divat sa o€ami dietata. Obrazy sveta a obraz knihy na BIB 2013. In:
Bibiana 3/2013, s. 12

18 M. Vesely, Vytvarny zivot 1/1988, s. 5.
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k vlastnej knihe. Oficialny komentar poroty znel: ,/lustratora
sme vybrali kvoli inovacnému spdsobu, akym pribeh rozprava,
vytvarajuc si svoj viastny tichy imaginarny vesmir, a kvoli vyso-
kej vytvarnej trovni jeho diela... Jeho majstrovské Ciernobiele
obrazky Ziaria farbami, humorom, citom i rozumom. “1°

Ostava pripomenut Grand Prix 2013 (obr. 15) udelena dvo-
jici SvajCiarskych ilustratoriek Nina Wehrle a Evelyne Laube
za netraditné obrazové podanie tradi¢ného biblického moti-
vu, kde zaujal aj prekvapujuci publikacny zamer (skladacka).
,Otdzkou viak je, kolko z obsahovej hibky a mordineho po-
solstva dokaze vnimat a vstrebat detsky adresat. “*°

Je teda dobré, ze poroty BIB svojimi oceneniami nabadali
ilustratorov, aby nevahali svoje Usilie viozit aj do Ciernobielej
ilustracie, aby sa aspon Ciastocne vyvazila prevaha farebne
orientovanej tvorby, ktora, zda sa, bude vzdy v ilustracii pre
mladsie vekové kategorie previadat.

Svoje teoretické poobhliadnutie sa za 20-roénym vyvojom
biendle ukoncila H. VaskoviCova-Petrova vyhlasenim:

,Sluzi za Gest Bratislavskému bienale ilustracii, Zze ako prvé
vo svetovom meradle poukazalo na to, Ze kategodria ilustracie
pre deti existuje ako samostatny problém obsahujuci nielen
imanentné umelecké, ale aj etické otazky a ze na ich rieseni
aktivne a uspesne participuje. *

,Vzbura“ na pode BIB-u

Ak pre E. Seféakovi poslanim BIB-u bolo posilnit v ilustracii vy-
tvarné ambicie, v novej zmenengj spolocensko-politickej situacii
na Slovensku po roku 1989 generdlny komisar BIB-u Igor Svec,
ktory vystriedal v tejto funkcii DuSana Rolla (1971 — 1989), chce
vytvarnost ilustracie rovno garantovat’ prostrednictvom vystav

19 F. Kriska: O BIB-e v troch pointach. In: Revue Bibiana 3/2007, s. 6.
20 I. Drzewiecka, c.d., v pozn. 17, s. 7.
21 H. VaskoviGova-Petrova, c.d. v pozn. 11, s. 5.

BIB.22 Nespokojny s tym, Ze bratislavsky organizator BIB-u pini
len pasivnu ulohu sprostredkovatela diel vybranych pre BIB za-
hrani¢nymi partnermi (narodné sekcie IBBY)?, zasahuje (zme-
nou Statdtu BIB, prostrednictvom predporoty) do vyberu, ktorf
urobili zahranini partneri, aby zvysil celkovd Uroven biendle.

LA prave preferovanie vytvarnej kvality mozno ohodnotit
ako pozitivny vklad komisarskeho pristupu k vyberu prac na
15. ro¢nik bienale. *?*

Nakoniec sa ukazalo, ze spolupraca s UNESCO a IBBY su
pre existenciu BIB-u nezastupitelné. Zasahovanie do vyberu
ilustratorov, ktory pripravili organizatori v jednotlivych Statoch,
naruSilo vzajomné vztahy bratislavského organizatora BIB-u
a jeho zahrani¢nych partnerov natolko, Zze poduijatie BIB bolo
ohrozené.?® Po BIB 1995 bol do funkcie generalneho komi-
sara BIB-u ministrom kultury SR opéat menovany Dusan Roll,
ktory uplatnil ,koncepciu revitalizacie BIB-u“.®

22 ,... davnejsie nastal Cas, aby sa BIB hodnotovo pricipidlnejsie vyjadroval k situdcii,
ktoru prezentuje a prezentovat chce. Inymi slovami povedané, bratislavské biendle
dospelo k takému stupriu vyvoja, Ze sa stalo jeho povinnostou garantovat a repre-
zentovat predovsetkym umenie a vytvarnost ilustracie v hodnotovom vyzname tychto
pojmov.” (I. Svec, Katalog BIB 1995)

23 PriznaCnym materidlom z tej doby, po BIB 1989, je ¢lanok ,BIB — Spicka ladovca“
(Vytvarny zivot 1/1990, s. 1-9). Ide o zaznam redakénej besedy s E. Trojanovou, D.
Kallayom, M. Kellenbergerom a I. Svecom, ktort viedol K. VIk. Na besede sa do
centra pozornosti dostala prave pasivna uloha bratislavského organizatora BIB (,BIB
v terajSej podobe je vlastne mozaikou, ktoru skladaju desiatky mozaikarov.”) a otéazka
vyjadrena E. Trojanovou ,dospeli sme tu k momentu, ked'je nam vsetkym jasné, ze
BIB sa dostalo do $tadia, ked' je najvysSsi Cas mysliet na iné formy*.

24 |, Petréansky ml.: Whry a prehry BIB 95, In: Bibiana, 4, 1996, ¢. 1, s. 4.

25 Na vtedajSiu zloZitu situaciu vyrecne poukazuju dva materidly: A. Gregorova:
Otazniky nad Biendle ilustrécii Bratislava (Rozhovor s prezidentom slov. sekcie IBBY
J. Uli¢ianskym, Praca 16.11.1995) a Z. JaroSova: BIB — azyl pre imaginaciu. Uvaha
o 15. jubilejnom ro¢niku BIB, Literamy tyzdennik, ¢. 45, 14.10.1995, s. 44). Vela veci
ostava nevyjasnenych a ten, kto sa raz pokusi objektivne napisat ,dejiny BIB“, bude
musiet vela veci nanovo prehodnotit.

pre Bibianu (1-2/1997, s. 27-28, 25-26.)
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Nevyuzité podnety?

Je paradoxné, ze ,krizové obdobie BIB* (1993 — 1995) pri-
nieslo aj niektoré podnety, ktoré sa v dalSom priebehu bie-
nale nezhodnoatili: Kataldg BIB 95 a exkluzivna detska kniha
Pat zazracnikov (obr. 16) vydana vo vydavatelstve BIB art
s ilustraciami Réberta Bruna, ktory svoj vytvarny nazor oce-
neny Zlatym jablkom BIB ‘87 doviedol eSte do krajnejSej po-
lohy.?” Obe publikacie boli zaradené medzi NajkrajSie knihy
Slovenska 1995.

Napokon je to zostavenie reprezentativnej putovnej vystavy
50 autorov — akési The Best of BIB 95, ktora putovala po
robznych krajinach sveta (Japonsko, Tchajwan, Francuzsko,
Svajdiarsko, Holandsko). ,Je to po prvykrét v histérii BIB, ked
s jeho selektivnym vyberom sa budu moct zoznamit' aj zahra-
nicni divaci, “»®

Je zaujimavé, ze aj recenzent BIB 97 Christian Stottele
v Casopise Bookbird?® prijal napad propagovat prezentova-
nu tvorbu BIB vo svete v rozSirenom zabere s porozumenim.
,What about a travelling exhibition of high quality, color repro-
ductions showing the best of contemporary children’s book
illustrations to the world?"

Revitalizacia BIB-u po roku 1995
BIB v novom kurze od roku 2007
,Doteraz najvyssi pocet zucastnenych krajin,” pise L_. Droppo-
va v Katalogu BIB 97, ,zo vsetkych kontinentov — 46, by nas
mohol opravriovat’ k domnienke, ze BIB nestratil svoje opod-

I

Statnenie, ... ma svoje stale detské i dospelé ,o0becenstvo’,

27 L. Petransky ml., c.d. v pozn. 24, s. 5: ,Zial, prevazne konzervativne orientovana
porota neocenila prave takyto pocin vydavateldtva BIB Art (Bratislava)... a k nespor-
nému majstrovstvu ilustratora iba poznameala, Ze jeho spbsob videnia je pre deti prilis
ndrocny..."

28 L. Petransky ml. c.d. v pozn. 24, s. 6.

29 Christian Stottele: 16th Bienale of lllustrations Bratislava, 1997. In: Bookbird,
Winter 1997, Volume 35, NO. 4, p. 44.

Na Sympdziu BIB ‘97 v8ak E. Sefdkova poukézala na
to, ze si nembzeme byt tak celkom isti tym, ze sme si pro-
strednictvom umelecky narocnych ilustracii a knih zaroven aj
vychovali naroéného detského a dospelého konzumenta.®°

Rokom 2007, 21. ro&nikom BIB-u sa podujatie dostava do
najnovsej etapy svojho vyvoja. Po DuSanovi Rollovi (1997 —
2005) funkciu generalneho komisara prebera Zuzana JaroSova.
Predklada svoju viziu BIB-u do buducnosti, ktora ma tri priority:
rozSirit medzinarodny radius tohto podujatia, zvySit prestiz me-
dzinarodnej poroty a vratit BIB detom (Katalég BIB 2007, s. 11).
Pocnuc 22. rocnikom BIB (2009) je kazdé biendle zastitené le-
itmotivom. Tym prvym je ,,BIB ako otvorena kniha. Svet obrazov
a obraz v knihe,” preto aj kataldg dostava podobu knihy. Leit-
motivom 23. ro¢nika BIB 2011 je ,llustracia vo svete novych
meédii”, leitmotivom 24. ro¢nika BIB 2013 je ,/dentita dnes”.

Stale pozitiva BIB - informacia a konfrontacia®'

,Medzi nesporné klady tejto medzinarodnej prehliadky origi-
nalov ilustracii spolu s ukazkami ich realizacii v knihach pre deti
a midadez patri moznost' informéacie a konfrontacie. Na zakla-
de bohatého materialu ... vytvara bienale prilezitost’ a vhodné
podmienky na zoznamenie sa s najnovsimi trendmi v ilustracii.
VWtvarné prace sustredené z celého sveta umoZzriuju poznanie

30 ,Situdcia, ktora u nas priviedla najvyznamnejsie vytvarné osobnosti do rodiny
ilustratorov, nds trochu rozmaznala a utvrdila v naivnej predstave, Ze vypestujeme z Ci-
tatelov kvalitne ilustrovanych knih ludi s potrebou prenikat’ do vytvarne vyjadrovanych
tajomstiev. Nebrali sme dost vazne hlasy prevazne zapadoeurdpskych odbornikov uz
na prvom sympdziu (Horst Klinnemann, Zbornik BIB 67-69, Bratislava 1972, s. 55-
58), ktori upozorriovali na tienisté stranky nasej ,utdpie”: na skutocnost, Ze kniha je
tovar, na zaplavy banalit v publikdcidch trhovej hodnoty i na to, Ze dieta nie je a priori
vybavené ,bezpecnym instinktom pre krasu a harmoniu®. Kniha dnes uz ani u nas nie
Jje jedinym a vébec primdrnym médiom dusevnej potravy deti* (Zbornik BIB 97, s. 13).
31 BlizSie studium histdrie vystavych podujati BIB-u by si vyzadovalo venovat osobit-
nu pozornost aj vzajomnej kultirnej vymene, ktora na BIB-e prostrednictvom ilustracie
prebiehala, ako na to poukézala v rozhovore ,Bratislava — mekka ilustracie” (Literarny
tyzdennik, 13.10.1989, s.15) Janine Despinette, prezidentka Medzinarodnej jury

BIB 89.
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najréznejsich tvorivych koncepcii, porovnavanie vysledkov...

Z pociatkov BIB-u vynikaju brilantné recenzie vystav BIB
E. Sef&akovej. Priestor pre BIB poskytoval aj &asopis Bookbird,
najobsiahlejSie rozbory vystav BIB-u uverejnoval odborny ¢a-
sopis Vytvarny zivot, po roku 1993 iniciativu prebera Revue Bi-
biana. Z dalSej odbornej tlace uvedme Vytvarnu kultdru, Zlaty
mé4j, rbzne kultire Casopisy a dennu tlag. Uz historickd hod-
notu maju dnes rozhovory s predsedniCkami vtedajSich porét
BIB (C. M. Poesio, J. Despinette) v Literarnom tyzdenniku.

Z odstupu Casu su na kritickych recenziach najzaujimavej-
Sie zovSeobecnujuce zavery. Priklad za vSetky, ktory vyplynul
z podnetov BIB 1985. M. Vesely poukazuije na jeden z trendov
ilustracie, ktory sa vyznaduje ,kozmopolitnou indiferentostou
prejavu”. Vystupuje proti zastancom tejto univerzalne rozSire-
nej typoldgie, maniery a ilustracnej schémy a povazuje to za
nedorozumenie, nepochopenie Specifik ilustracnej tvorby.®

Ak ,BIB vyzavihol ilustraciu na piedestal umenia®*, preco,
pytam sa, IBBY pod vplyvom uspechov bratislavskych bienale,
ktoré ma za sebou uz 50 rokov, nevytvorilo zo svojho tlacoveé-
ho organu Bookbird zameraného na medzinarodnu literatdru,
druhy samostatny Casopis, ktory by sa venoval len ilustracii.

Odpoved je naporudzi. llustraciu chapali vzdy ako sucast
knihy, o ktoru ide predovSetkym. A ak podnety ilustracie ale-
bo vizudlu knihy su vyrazné, nevahaju tomu venovat aj celé
Cislo. Napriklad €. 4/2011 je celé venované téme Graphic
novels around the world a jeden z klti¢ovych dlankov je ve-

32 M. Vesely, Nové slovo ¢. 20/1985. Preciznejsie a obsiahlesSie sa k tejto otazke
vyjadril M. Vesely v ¢lanku ,Stcasnd ilustracia vo svetle BIB ‘83" (Wtvarny Zivot, 29,
1984, ¢. 2,s. 1-3).

33, Podstata umeleckého vyrazu ilustracii sa zaklada hlavne na dvoch zdrojoch,
Cerpajucich z charakteru lierdrneho obsahu i naturelu vytvarnej prace ilustratora. Prave
v tejto individualnosti pristupu k tomu-ktorému dielu a v konkrétnych zdrojoch ume-
leckého vyrazu je vychodisko jedinecnosti a charakteristickej originality ilustracii ako
vytvarnoumeleckych prac v knihe. (M. Vesely: BIB 1985. K Ucasti niektorych mimoeu-
répskych iustratorov. In: Viytvary Zivot, 31, 1986, ¢. 2, s. 10.)

34 J. Opoldusova, Pravda, 8.6.2015

novany australskemu umelcovi Shaun Tanovi, ktory za svo-
ju obrazkovu knihu The Arrival (obr. 17)% dostal Cenu Astrid
Lingrenovej (2011), hoci kniha je Uplne bez textu, a bol za-
pisany na Cestnu listinu IBBY®* v kategdrii ilustracia (2010).
DvojCislo Bookbrid Vol. 33, 3-4/1995-96 je venované téme
Bad books, good reading? (o komikse) a prispela tam aj M. Zilko-
va ¢lankom In Defense of ,,Bad” Books (A View from Slovakia).®”
Z tohto kratkeho exkurzu je vidiet, ze podnety pre rozvoj detske;
knihy prichadzaju aj ,mimo hranic vystav BIB®, ktoré si podujatie
samo zuzuje. Na druhej strane BIB nemdéze absorbovat z knih to,
¢o je v sutazi originalnych ilustracii ,nevystavitelné“* alebo by malo
malu Sancu ,zabodovat” ako napriklad konceptualne knihy.*

35 JEFF SMITH (autor Kustka): ,Neuvéritelné napadity graficky romén zachycujici at-
mosféru dobrodruZstvi a zézrakd, kterd provazi prijezd do zariciho neznéameho mésta.
Pribéh vypravény bez slov, ale s velkym vypravécskym talentem. (Zdroj: Internet)

36 V katalégoch IBBY HONOUR LIST som objavil ,maly BIB*, pretoze su tiez bienal-
ne, napr. IBBY Honour List 1994 obsahuje 150 knih z 52 krajin, s farebnymi repro-
dukciami obdlok knih, v 3 kategdriach: literatura, ilustréacia, preklad aj s prislusnymi
hodnoteniami. Kto ma predstavivost, defiluje pred nim vizual knih z celého sveta

v redlnom zébere. Z estetického hladiska by sme si mali vS§imnut len 50 z nich (kate-
goria ilustracia), detom sa ponukaju vSetky tituly a nie je aZ tak vidiet, Ze by tie v ka-
tagoriach literatura, preklad boli esteticky menej hodnotné.

37 Marta Zilkova, popredna slovenska odbornitka na medidlne umenie (rozhlasové
a televizne), umenie pre deti s dérazom na mediélnu kultdru, v ¢laku brani ,zIé* knihy
pre deti, teda komiks. Ked'ich deti oblubuju, treba si z nich zobrat to, ¢o sa da po-
zitivne vyuzit. K tomu doddvame konkrétny priklad. Slovenska ilustratorka Katarina
Slaninkova sa bude na BIB-e prezentovat ,umeleckejSimi* ilustraciami, ako su tie,
ktoré vytvorila pre knihu J. Sebestu Venussha (Tazky tyzderi), Edition Ryba 2011, ale
v tom komiksovom romane pre tinedzerov je ,efektivnejsia“.

38 Na Slovensku vysla Shaun Tanova kniha Stratena vec, ktord je vlastne revitalizo-
vanym komiksom, o ktory BIB nikdy neprejavil zaujem. Z ,nevystavitelnych knih* na
BIB-e by som chcel upozornit, napriklad, na knihu J. Bodnarovej Moja prva galéria
(rec. Z. Stanislavova, Bibiana 4/2005, s. 59-60) s ilustraciami k reprodukciam vytvar-
nych diel M. Koptéka a D. Stanislavovej.

39 Na Sympdéziu BIB 2007 som predstavil kninu Noha k nohe spisovatela V. Klimacka
a autora vytvarnej koncepcie D. Toétha (1997), 2. prepr. vydaie 2005 (rec. Bibiana
2-3/2003). V ¢lanku A. Kopernickej Iny druh provokovania fantazie (Sme, 2.12.2005)
sa D. Téth vyjadril: ,\V tejto knihe neexistuje ilustracia, ktorda ma jedinecnt hodnotu. Ta
je —vo vyzvach, v provokovani, ¢o je znakom konceptudlneho umenia. Meni divanie
sa na vsednost, na banalitu.”
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Dial6g s BIB-om alebo BIB v dialégu?

Typickou reakciou na nesurodu expoziciu BIB (tentoraz 1987)
je vyjadrenie, ze ,celkovej drovni bratislavskej a sucasnej
svetovej prehliadky ilustracii by len prospelo, keby zahranic-
ni partneri venovali zastupeniu svojich ilustratorov pozornost
primeranejSiu vyznamu celej akcie*,*°

Na vyber ilustratorov pre BIB 2007, pokial ide o kvalitu diel,
naraéza aj pripomienka F. Krisku (O BIB-e a troch pointach),*
ktory napisal, Zze prave nekvalitné diela na BIB-e ,mdzu za-
sadne pomylit neskoleného dbéverciveho divaka svojim na
prvy pohlad pristupnym jazykom, ktory nevyzaduje od neho
nijaku tvorivud spolutcast, nijaké burcovanie obrazotvornosti,
nijaku avahu. ... Slub urobit vsetko, Co je v silach usporiada-
telov, aby sa podobné ,umenie” vo vrcholnej medzinarodnej
prehliadke uz neobjavilo, nech je tretou pointou ndasho spo-
lo¢ného dnesného zamyslenia.”

Kataldog BIB 2013 (Z. JaroSova, s. 8-9) nam vsak hovori
to, €o uz davno vieme: ,Pre rast kvality sutaze BIB je ddlezi-
té, aby narodné sekcie IBBY a dalsie organizacie robili vyber
ilustratorov na BIB kvalifikovane a zodpovedne, aby nomino-
vana kolekcia bola skutoCne reprezentativhou vzorkou toho
najlepsieho. *

ESte v roku 1990 sa v odbornej tlaCi objavila diskusia
pod priznanym nazvom ,BIB — Spicka ladovca“?, z ktore;j,
okrem iného vyplynulo, Ze bratislavsky organizator BIB, ak
chce zvySit kvalitu podujatia, mbéze zahrani¢nych partnerov
usmernit, namiesto priameho zasahovania do ich vyberu,
ako to urobil spominany generélny komisar BIB Igor Svec.

F. Kriska*® vo svojej recenzii BIB 2007 poukazal aj inu za-
vaznu vec, a to na nedostatocnu komunikaciu medzi diva-

40 M. Vesely, Wtvarny zivot 1/1988, s. 3.
41 F. Kriska, Bibiana 3/2007, s. 6.

42 VWtvarny Zivot 1/1990, s. 1-9.

43 F. Kriska, c.d.

kom a vystavenymi dielami spdsobenu tym, ze popisky k die-
lam su v originali, ,,takze, navstevnik, ktory neovlada napriklad
estoncinu, japoncinu &i irancinu atd., nema Sancu dozvediet
sa ani priblizne, k comu vystavené ilustracie boli vytvorené.
A pritom v dvodnom texte vystavného kataldgu generalna
komisdrka uvadza uvadza, ze ,BIB treba vratit detom...”.

My dodavame, ze udaje o knihach by mali byt v slovencine
a angliCtine aj v katalégu BIB, a navySe ten by mal obsaho-
vat agj to, ¢o do Zlatého méaja napisala jedna ceska ucitelka
eSte v roku 1971: ,Rada bych vyslovila jedno piani: kéz by ke
kazdé skupiné ilustraci mohl byt pfipojen zcela jednoduchy
vyklad o namétu knihy. ”

llustracia je teda pol storoCia prezentovana na vystavach
BIB ako vytvarny artefakt odtrhnuty od knihy. V ostatnych ro-
koch chybaju v katalégu aj rozmery diel.

Mnozstvo seriézne zameranych a odborne fundovanych
recenzii a Studii o BIB-e vyvolalo vo mne pocit, ze sa to vset-
ko niekde straca v Case. Nebolo by vhodné po skoncéeni ak-
tualneho BIB-u najlepSie recenzie sustredit do vhodnej publi-
kdcie aj s reprodukciami diel, na ktoré sa odvolavaju a vydat
ju ako ,Spravu o BIB*? Z dialdgu ,0 BIB-e* by sa tak stal
,BIB v dialégu“. Z uvodov v katalégoch BIB a z niektorych
Clankov v tlaCi zaznieva skoér ,Monoldg BIB-u“.**

Zaver alebo esSte vzdy na zaciatku, ale mudrejsi

,Specifickost umeleckej tvorby pre deti je podmienend det-
stvom, ktoré nam osvetluje poznanie zakonitosti, objave-
nych vyvinovou psycholdgiou, pedagogickou psycholdgiou

44 50. vyrocie BIB by sa dalo zuZitkvat aj tak, Ze by sa vydala publikacia, ktora by
sUstredila to najpodstatnejsie, o sa o BIB-e napisalo za ostatnych 50 rokov, aby

sa dala komplexne Studovat nielen ,histéria podujatia®, ale aj to, ¢o BIB prinieslo

o oblasti ilustracie detskej literatury, aké podnety impulzy podujatie prinasalo a ako
sa s nimi vyrovnavala vytvarna kritika a tedria. Ak by také publikacia “BIB 1967-2015
v dokumentoch* bola na svete, sama by bola podnetom k tvaham a zamysleniam,
o ktorych este ani netusime.
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B Andrej Svec

i psycholdgiou umenia,” povedal na pdde Sympdzia BIB 69
F. HoleSovsky.*

Vieme dnes o dietati viac, ako ked BIB zalinal? Ako sa
menil BIB, tak sa menilo aj dieta.

Davame mu to, Co potrebuje, ked vyhlasime, ze 11 cien
biendle sa rozletia do sveta ako znacka najvyssej umeleckej
kvality, originality, objavnosti? Nezenieme sa tak trochu za
vytvarnymi senzaciami samotnej ilustracie?® Nevytvarame si
aj prostrednictvom velkolepého celosvetového podujatia BIB
,SVOj Vlastny dospely svet hodnét uréenych detom*, za kto-
rym bude dieta (aj s rodicom) len dobiehat?

Deti, odkedy sme im to umoznili v roku 1993, sa mbézu
k dielam BIB vyjadrovat cez Detsku porotu. ESte ani raz sa
ich verdikty nezhodli s tymi dospelackymi.

Pripomenme si eSte raz citovanu recenzentku ostatného
BIB 2013 I. Drzewiecku: ,,... akceptacia viacerych autorskych
kolekcii kniznych ilustracii vyvolava otazku, &i sa biendle
predsa len, mozno nevedomky, neodklaria od svojho Statutu
medzinarodnej prehliadky ilustracii detskych knih a pévodnej
myslienky mapovat a verejnosti priblizit uzsiu na dieta orien-
tovanu oblast ilustracie. "

Postskriptum

Vystavy BIB uéili vidiet' a sympadzia ucili vediet.

Takto som sa vela nauCil (ak mam vybrat len jeden priklad)
z prezentacii Kirsten Bystrupovej a Steffena Larsena o dan-
skych ilustratoroch a zaroven som nadobudol presvedCenie,
ze Dani posielaju na BIB nielen to najlepSie a najaktualnejSie
Z0 svojgj ilustracie, ale zaroven aj tvorbu, ktora doma ,fungu-
je" v Sirokej verejnosti.

45 F. HoleSovsky.: K otazke Specifickosti ilustracie pre deti. In: Zbornik SNG BIB ‘67
B9, Bratislava 1972, s. 125.

46 A. Svec: Styrikrat inak. In: Zbornik BIB 2007, s. 8.

47 |. Drzewiecka, c.d. v pozn. 17.

Ide mi o to, ze mnohé z tychto sympozidlnych prezentacii
mi pomohli zniest sa z neba vytvarnych foriem a opojenia
z nich na zem, k skuto¢nému priblizeniu sa ,funkCnosti“ ilu-
stracie.

Pod ciarou: navrhy a podnety

Ako nalozit' s tym ohromnym materidlom, ktory sa kazdé dva
roky na BIB-e zide? Mbze sa zhodnotit len prostredictvom
11 cien? PreCo sa nevratit k 10 Plaketam®? Motivovalo by to
ilustratorov, lebo sa zvysSuje ich Sanca byt ohodnoteny. Lep-
Sie sa zhodnoti produkcia.

Na minulom BIB-e pribudla Cena primatora Bratislavy mla-
dému slovenskému vytvarnikovi, ktora vznikla s cielom sti-
mulovat ilustracnu tvorbu na Slovensku (Kataldg BIB 2013,
s. 9). Dostal ju vynikajuci slovensky ilustrator Peter Uchnar,
43-rodny, ktory uz je slavny. Co tak Cena kritiky? Cena za
experiment v ilustracii? Mohla by sa vyhodnotit najlepsia na-
rodna kolekcia!

Po svete by mohla putovat kazdé dva roky publikacia The
Best of BIB, ktora by obsahovala 100 najlepsich ilustratorov
z BIB.

Stale mi vita v hlave prispevok Horsta Kinnemanna Za
Labecedu” llustrovanej knihy (Niekolko téz kritika k BIB 67),
v ktorom uviedol:

»... tak, ako sa dieta musi naucit' pismena abecedy, aby
mohlo pochopit obsah viet a myslienok, ba celych knih, tak
potrebuje aj tu ,abecedu”, akysi Slabikar obrazovej reci, ktory
si vyzaduje viacej namahy pri fixovani nez vseobecne uznava-
ny kanon reci (Zbornik SNG ‘67 69, Bratislava 1972, s. 58).

Z kazdého BIB-u sa m&ze pre deti takato ,Abeceda ilustra-
cie" poskladat v podobe pritazlivej publikacie s vybranymi re-
produkciami aktualnej ilustracie, ktora by pomahala rodi¢om
viest dialdg s detmi na tému ilustracia.

Pravda, ilustracia v oboch publikacnych navrhoch by mu-



B Andrej Svec

sela byt opatrena textom, ktory ju spaja s knihou, literattrou.
Najlepsie by bolo, keby takuto kratku anotaciu urobil rovno
ilustrator!

Znacku www.bibiana.sk pozna dnes vo svete kazdy, kto
sa chce vizudlne a informativne oboznamit' s ocenenymi ilus-
tratormi na Bienale ilustracii Bratislava. Naraz zistite, Zze tych

Obr. 1. Leo Lioni

cien je nejako viac, akoby ste oCakavali. Tak, ako bolo ro-
zumné znizit pocet vystavujucich z kazdej krajiny z 20 na 15
(myslim si, ze to pdjde este k Cislu 10), tak by ilustrator mal

dostat' moznost predstavit nie dve, ale len jednu knihu. Ved

ta druha v kataldgu aj tak nema reprodukciu. Informativne to
potom maétie.
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Obr. 2. Algidras Stepanovicius
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Obr. 4. Elzbieta a Marian Murawski

Obr. 3. Werner Klemke
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Obr. 5. Viera Bombova Obr. 6. Nikolaj Popov
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Obr. 8. Yasuo Segawa
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Obr. 10. Martin Kolpanowicz Obr. 13. Roald Als
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Obr. 14. Einar Turkowski Obr. 15. Nina Wehrle a Evelyne Laube
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B Zuzana Jarosova

Zuzana Jarosova

Zuzana Jarosovd, BIB Commissioner General, Chair of the
BIB International Committee

Half Century of Biennial of lllustrations Bratislava

The half century of BIB is an opportunity not only to celebrate
but also to look back and evaluate. The Bratislava Biennial
has become not only a prestigious international competition
of original illustrations to books for children and young people
of the top international level, it has become even more. It is
a fascinating phenomenon that must be comprehensively
examined as well at this international symposium. Every
presentation is a piece in the mosaic of BIB. The Biennial has
developed into a unique international platform for finding and
examining best quality illustration art for children’s books.
Step by step, often through arduous discussions, experts
from across the world have sought to find a joint answer to
the question of what a good artistic illustration actually is.
In the process, the criteria have been clarified and defined
and that has been extremely important. This is how BIB
has played a significant role in stimulating the growth in the
quality of children’s picture books across the world. Just like
the Italian reviewer, Livio Sossi said, BIB has given the world
a big lesson on the new looks of children’s picture books.
The history of picture books over the past fifty years would
look completely different without BIB. Since the beginning
of its existence, BIB has been collaborating with UNESCO
and IBBY or BIB would not be a representative review and
display of the best of the world’s illustration art. BIB keeps
growing with new vitality and dynamics. The number of
countries participating in the BIB competition and the quality
of the national collections keep growing. The prestige of
BIB grows along with the prestige of the jury members.
That is why we seek to have top-acclaimed individuals,
experts and illustrators of children’s books to serve as jury
members. | believe that every single symposium paper helps
to comprehensively map out the phenomenon of the Biennial
of lllustration Bratislava.
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Wally de Doncker (Belgicko)
President IBBY

50 Years of Biennial of lllustrations Bratislava

BIB celebrates its golden jubilee today. This means that IBBY
and BIB have had a close partnership for 50 years: it is not
that common anymore to remain faithful to each other for
so long. ‘Every child has to have the chance to read quality
books with high literary and artistic standards’, this is one of
the common goals of both organisations. Devoting yourself
to the same goal for fifty years; surely there has to be some
love involved.

Since | now have the chance, | would like to express my
gratitude to one of our legendary IBBY-personalities, Dusan
Roall, for his part in the history of IBBY. Without his motivation,
we would not be celebrating fifty years of BIB. There will
always be motivated people who want to perpetuate the
objectives of IBBY and BIB. | would like to thank all here in
Bratislava who continue to follow the legacy of Jella Lepman,
in particular Peter Tvrdon the Director of Bibiana, Zuzana
Jarosova BIB General Commissioner, Viera Anoskinova head
of the BIB Secretariat and our EC member Timotea Vrablova
current President of Slovak IBBY.

The sixties were a time of great importance to illustrators
of children’s and youth literature. Their role in creating quality
books was recognised and they finally received the attention
they deserved. The IBBY Hans Christian Andersen Award for

lllustration has been awarded since 1966; since 1965
the German Youth Literature Prize has included a category
for picture books; the American Boston Globe-Horn Book
Award has included a category for picture books since it
inauguration in 1967.

Why exactly was there a shift in appreciation for illustrators
during those years? Did it have anything to do with the
ascent of an independent youth movement? The liberation of
the child? Or was it the innovative artists who laid down the
foundations? Perhaps it was Maurice Sendak with his book
Where The Wild Things Are in 1963, depicting a surreal and
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menacing world of make-believe creatures. In the mid-1960s
a new kind of picture book emerged in which the illustrations
dominated the text. Eric Carle’s bright,

bold collages made from painted tissue paper debuted in
1967 with Brown Bear, Brown Bear, What Do You See? And
his book The Very Hungry Caterpillar (1969) has become
a preschool classic. The Swiss illustrator Alois Cariget
received the first Andersen Award for lllustration in 1966. His
picture books, in particular Schellen-Ursli (A Bell for Ursl,
have been published worldwide.

The second Andersen Award Winner for lllustration was the
Czech illustrator Jiri Trnka in 1968. Trnka wanted to include
the illustrations as an integral part of the book: pictures that
had equal status to the text.

“One of the fascinating things about children’s literature is
that it's a barometer of the times. You can use it to take the
cultural temperature. | can’t understand why no-one’s been
interested in this before!” wrote Rosemary Goring her column
in the Scottish newspaper The Herald Scotland.

Just like Rosemary Goring, | cannot understand the lack
of interest in children’s literature. | am often staggered by the
fact that some of the leading people in the literary community

know so little about children’s and youth literature. In my
opinion, children’s books are the best ambassadors of
a country and culture.

The picture book flourishes around the globe. It is ironic that
the greatest danger to the original picture book is blandness.
Junko Yokota postulated in her lecture at the recent regional
IBBY-congress in Malaysia, that cultural identity is vanishing
from children’s literature. Big international publishers are
producing bland one-size-fits-all children’s and youth books
because of the development of the ever-globalizing market.

Herein lies the necessity for organizations such as IBBY
and BIB. We must present a front against the increasing
commercialization of children’s and youth literature. We must
refuse to consider young readers as commercial products.
We want to cherish them by giving them quality literature
and illustrations. BIB and IBBY take children seriously. Not
to earn money, but because only the best is good enough
for children.

| thank you for your attention!
Wally De Doncker
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Viera Anoskinova (Slovakia)

She received her degree in fine art science from the Faculty
of Arts of Comenius University in Bratislava and did her post-
graduate studies at the Academia Istropolitana in Bratislava. In
2001 she became the director of a gallery focusing primarily
on graphical art and book illustration. She has been the
curator of numerous exhibitions in Slovakia and abroad and
co-authored several books. She has served as a jury member
for the Most Beautiful Book of Slovakia, the Most Beautiful
and Best Books of Spring, Summer, Autumn and Winter, and
for the Ludovit Fulla’s Triple Rose Award. She has been the
coordinator of the BIB international Symposium since 2007,
has worked for BIBIANA, the International House of Art for
Children, BIB Department, since 2009, and has been the head
of the Biennial of lllustration Bratislava Secretariat since 2010.

50. Years of International Symposium BIB

This autumn we marked fifty years since Bratislava has
been associated with illustration of books for children and
youth through the Biennial of lllustration Bratislava. | can
remember the event ever since | was a child but only when
BIB became a part of my professional life did | understand
its big importance for world illustration art. BIB has played
a role through illustrations that won BIB awards since those
have then influenced global illustration art and also art theory
through the International Symposium that became a part
of BIB right from the start and was attended by influential
theoreticians from various countries, offering their points
of view of timely illustration-related topics. This year’s topic
“‘How the Biennial of lllustration Bratislava has influenced
children’s picture books around the world during the last half
century” captured the attention of sixteen theoreticians who
evaluated BIB’s contribution to illustration in their countries.
When one goes through the symposium papers, the impact
of the Biennial of lllustration Bratislava on world illustration
becomes obvious.
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Ali Boozari (Iran)

He studied graphical design and book illustration at the Art
University of Teheran and has written more than fifty papers
on children’s literature and art history of Persia and three
textbooks on the history of Persian art. He has illustrated
over thirty books for children and exhibited his works in Iran,
Turkey, Korea, Denmark and other countries. He also works
as a coordinator of workshops for children and has served
as a member of several committees for exhibitions and juries
for illustration.

Iran’s 50 Years at the BIB

50 Year Institutions

Children and young adult literature is a category of literature
which distinguishes itself on the basis of the audience age
group. This literary classification was created when adults
realized that due to their cognitive capacities and growth
characteristics, children and young adults were not ready
to comprehend complicated texts and needed content
appropriate to their stage of growth. Although literature,
in all its wide variety of genres and formats, has engaged
humanity since time immemorial and each age has added its
own contribution to the canon,, it was only in the eighteenth
century that children’s literature began to be taken seriously
and authors started to write specifically for children. In the
following centuries, literature catering to children’s needs
gradually evolved into a genre in its own right accounting for
a sizeable percentage of the reading audience.

At the beginning of the 1960s, the rise to prominence of
children’s literature led to the establishment of institutions
related to it. This was a worldwide phenomenon as attested
by numerous examples.. Perhaps the first of such institutions
was the International Board on Books for Young People,
founded in Zurich by the German-born journalist, writer, and
translator Jella Lipman (1891-1971), in order to improve the
quality of children and young adult books, develop libraries
devoted to them, and create a common understanding
between the young generations of different countries. IBBY,
which now boasts of 76 active member-countries around the
world, started accepting members from 1953 and according
to statistics, its most successful year with regard to new
memberships was 1964, when nine new members were
registered by IBBY'. (Diagram A)

1 I wish to thank Ms. Noushin Ansari, Children’s Book Concil of Iran General commissioner, Ms. Liz Page, IBBY Executive Director and Dr. Zuzana Jaro$ova, BIB General com-

missioner, for making archival materials available to me for this paper.
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Diagram A. Membership of countries joining IBBY
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The Bologna Children’s Book Fair, the world’s most prestigious
book fair devoted to children, started in 1964. This book/
ilustration fair that celebrated its 50" anniversary in 2013, is a
unigue space for the trade of children’s books from all around
the world?.,

The International Youth Library in Munich, founded in 1949
by Jella Lipman, has been publishing “The White Ravens” an
annual catalogue introducing new noteworthy books, since
1964. This 50-year-old catalogue is one of the most significant
catalogues of books suitable for children all over the world?®.

Iran experienced a similar progression of developments. The
Children Book Council (CBC)*, which later became the national
section of the IBBY, and the Institute for the Intellectual Development
of Children and Young Adults (Kanoun)®, were established in 1962
and 1964 respectively. Iran was one of the nine countries that joined
the International Board on Books for Young People in 1964.

In 1966 illustration was added as a category to the
international Hans Christian Andersen Award that had started
honoring top children’s authors in 1956. After only one year,

2 For more information see: The 50th Anniversary Celebration Book of the Bologna Chil-
dren’s Book Fair. Bologna. Bologna: Bologna University Press with cooperation of
Bologna Children’s Book Fair.

3 For more information see: www.ibby.org

4 For more information see: www.che.ir

5 For more information see: www.kanoonparvaresh.com

in 1967, the Biennial of lllustration Bratislava started its work
based on the innovative idea of Dr. Dusan Roll. This exhibition
which can be cited as one of the pioneering moments in
in international children’s book illustration competitions,
evaluates the illustrations of newly published books with the
help of nine judges.

1.Iran in BIB

The history of Iran’s association with BIB goes back to the early
beginnings of the organization’s establishment. Iranian illustrators
started participating in this international event in 1969 (the second
year the competition was held). Iran participated with six illustrators
and it was in the same year that Farshid Mesghali (1945-)f won
BIB’s honorary diploma for the illustration of the work The Little
Black Fish. The cooperation reached its peak between the years
2003-2007, when 20 illustrators from Iran participated in the
competition and two attended the Albin Brunovsky lllustration
Workshop. In addition, throughout the years, Iranian judges have
served as members of the jury. Iranian participation reached its
lowest point in 1989 in the aftermath of the Iran-Iraq war (1980 to
1988), when no Iranian artist participated in any capacity in BIB.
It is noteworthy that during the entirely of the wartime years Iran’s
participation in BIB was quite minimal.

1.1. The Nominating Body

In the beginning, the nominating body of BIB in Iran was
Kanoun, an important governmental institution in the field of
children’s literature.

While at the beginning, because Kanoun was the sole Iranian
publisher with the means and resources and because of the
general lack of high quality materials, it entered only its own works
in this competition. However in recent years, hundreds of books
from publishers all over Iran have been sent to the Kanoun's

6 Winner of BIB Golden Apple 1973, HCA 1974, 1st place, BFF Graphic Prize Fiera di
Bologna 1969 and NOMA runner-up prize 1984.
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international department to be entered in this prominent cultural
competition. Furthermore, Kanoun has had to evaluate these
works with the help of its various illustration experts.
Nonetheless, since 2009, per the request of 50 illustrators,
the Kanoun has been trying to partner with the Children’s
Book Council (CBC) and the Cultural/Artistic Association of
lllustrators (CASI) in the decision making process for the BIB.

1.2. Participants
To date, 200 lranian artists have participated in the BIB.
During the first years, these artists were few in number but
in recent years their numbers have grown in such a way that
the number of participants of the first 17 rounds equals the
number of participants of the next four rounds (namely the
18" biennial to the 21¢). The details of Iran’s presence in the
various categories of this festival can be seen in Diagram 2.
As can be seen in this diagram, the participation of Iranian
illustrators in the Bratislava Biennial has never followed a steady
pattern. According to this rather erratic path, in the years 1967
and 1983 no Iranian illustrators were present in the biennial;
in each of the years 1979, 1981, 1997 and 1999 only one,
in 1989 three, in 1977 four, in 1985 five, in each of the years
1969, 1971 and 1975 six, in 1973 and 1987 seven, in 1993
eight, and in 1991 nine Iranian illustrators participated in the
Bratislava Biennial respectively. The highest rates of Iranian
artists’ participation were in the more recent years: in 2013
Iran participated with 13 illustrators, in 1995 with 14, in each
of the years 2009 and 2011 with 15 illustrators, in 2001 with
19 and finally in each of the years 2003, 2005 and 2007 Iran
participated with 20 illustrators.

Diagram 2. Distribution of Iranian illustrators participating in the Bratislava Biennale
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1.3. Judges

In 1975, at the fifth Biennial of lllustration Bratislava, Farshid
Mesqgali was selected as the first Iranian judge at this festival.
Iran continued to be part of the jury during the next biennial
with the participation of Sirous Tahbaz (1939-1998)7, as one
of the judges. After the Islamic Revolution of Iran (1979) and
the subsequent war between Iran and Irag (1980 — 1988)
no Iranian expert served as a jury member in BIB. In 1999,
Noureddin Zarrinkelk (1937-)8, participated in the competition
as a judge. Subsequently, from 2003 to 2007 Iranian experts
figured in the jurries of the biennials. The year 2007, marks the
last time an Iranian judge. illustrator Mahnoush Moshiri (1949-
)° represented Iran in the Biennale lllustration Bratislava.
Iranian judges who have participated in the BIB are listed below:
1975: Farshid Mesqali;

1977: Sirous Tahbaz;

1999:  Noureddin Zarrinkelk;

2003: Behzad Gharibpour (1957-)'9;

7 Writer and director of the Kanoun publishing division at that period of time.
8 Winner of BIB Golden Apple 1971, IBBY HL 1974 and 1976.

9 lllustrator and graphic disgner.

10 Winner of NOMA Runner-up prize 1988 and Encouragement prize 1994.



B Ali Boozari

2005: Abol-Fazl Hemmati-Ahouei (1950-)"
2007: Mahnoush Moshiri.

1.4 Winners

In 1969, during the Second Bratislava Biennial, the book The
Little Black Fish with illustrations by Farshid Mesqgali received
the Honorary Award of BIB. During the 24 biennials held so
far, ten Iranians have achieved recognition in the competition.
These achievements include two Honorary Awards (1969
and 1999), six Golden Plates (1973, 1987, 1991, 2003,
2007, and 2011), three Golden Apples (1971, 1973, and
2007) and one Golden Tree (2005). Among the winners, two
illustrators — Farshid Mesqali and Farshid Shafi’ei (1968-)">—
won the Honorary Award in addition to the Golden Apple.
The Iranian winners of the BIB awards are as follows:

Farshid Mesqali

HONORARY MENTION BIB 1969 for the book:

Behrangi, Samad. Mahi siah-e Kouchoulou [The Little Black
Fish]. ill. Farshid Mesghali. Tehran : Kanoun, 1968. — [40] p. :
col.ill. ; 19 x 19 cm.

Noureddin Zarrinkelk

GOLDEN APPLE BIB ’71 for illustrations for the book:
Ebrahmi, Nader. Kalagh-ha [The crows]. ill. Noureddin
Zarrinkelk. Tehran: Kanoun, 1970. - 24 p. : col. ill. ; 25 x 25
cm.

Bahman Dadkhah (1940-)"
GOLDEN PLAQUE BIB ’73 for illustrations for the book:
Youshij, Nima. Touka-yee dar qafas [An Ortolan in the Cage].

11 Winner of IBBY HL 1992.

12 Winner of NOMA Encouragement 2000 and Runner-up 2002, IBBY HL 2006 and
BIB Golden Apple 2007.

13 Winner of BIB Golden Apple 1973, IBBY HL 1980 and nominee for HCA1976.

ill. Bahman Dadkhah. Tehran: Kanoun, 1972. - 28 p. : col. ill.
; 24 x 24 cm.

Farshid Mesqali

GOLDEN APPLE BIB ’73 for illustrations for the book:
Kasrayee, P. Arash-e kamangir [Arash the Bowman]. ill. Farshid
Mesghali. Tehran: Kanoun, 1972. - 24 p. : col. ill. ; 33 x 16 cm.

Mohammad-Reza Dadgar (1949-)'

GOLDEN PLAQUE BIB '87 for illustrations for the book:
Aziminejad, J. Yek harf-o do harf [Letters and Words]. ill.
Mohammad-Reza Dadgar. Tehran: Kanoun, 1986. — 24 p. :
col. ill. ; 24 x 25 cm.

Karim Nasr (1952-)'°

GOLDEN PLAQUE BIB ’91 for illustrations for the book:
Mazinani, Mohammad-Kazem. Ab mesl-e Mahi [Water
means Fish]. ill. Karim Nasr. Tehran: Art Institute, 1990. - 24
p.:col il ;22 x 15 cm.

Honar-e Norouz Publishing House

HONORARY MENTION BIB '99 TO PUBLISHER for the
books:

Zolfagari, Javad. Boz-e zangoule-pa [The little bell goat]. ill.
Farshid Shafi’ei. - [Tehran] : Honar-e-Norooz, 1999. - 44 p. :1ll. ;
21 x 14 cm. - ISBN 964-91947-0-3

Zolfagari, Javad. Kadou Qelgelezan [Pumpkin lady]. ill.
Farshid Shafi’ei. - [Tehran] : Honar-e-Norooz, 1999. - 40 p. :
ill. ; 21 x 14 cm. - ISBN 964-91947-1-1

Hafez Miraftabi (1964-)'°
GOLDEN PLAQUE BIB 2003 for illustrations for the books:

14 Winner of BIB Golden Plaque 1987 and NOMA Runner-up 1984.
15 Winner of BIB Golden Plaque 1989 and NOMA Runner-up 1998.
16 Winner of BIB Golden Plaque 2003.
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Yosoufi, Mohammad-Reza. Bayad be fekr-e fereshte boud [We
must be thinking of the Angel]. ill. Hafez Miraftabi. Tehran: Shabaviz,
2002. - 32 p.: cal. ill. ; 24 x 17 cm. - ISBN 964-505-000-6

Rahmandoust, Mostafa. Elyas [Elias]. ill. Hafez Miraftabi. Tehran:
Shabaviz, 2003. - 36 p. : col. ll. ; 24 x 17 cm. - ISBN 964-505-017-0

Ali-reza Goldouzian (1976-)""

GRAND PRIX BIB 2005 for illustrations for the books:
Shams, Mohamad-Reza. Medad-e siyah va medad-e germez
[The Black Pen and the White Pen]. ill. Ali-reza Goldouzian.
Tehran: Shabaviz, 2004. - 20 p. : col.ll. ; 24 x 17 cm. - ISBN
964-505-037-5

Taqgdis, Sousan. Jourab-e sourakh [Hole in the Sock]. ill. Ali-
reza Goldouzian. Tehran: Shabaviz, 2003. - 24 p. : col.|ll. ; 24
x 17 cm. - ISBN 964-505-096-0

Hoda Haddadi (1976-)'®

GOLDEN PLAQUE BIB 2007 for illustrations for the books:
Akbar-pour, Ahmad. Agar man khalaban boudam [If | were a
Pilot]. ill. Hoda Haddadi. Tehran: Elmi Farhangi, 2006. - 28 p.
ccol. il ; 21 x 25 cm. - ISBN 964-445-770-6
Rahman-doust, Mostafa. Baz ba baran [Again Rain]. ill. Hoda
Haddadi. Tehran : Kanoun, 2005. - 56 p. : col. ill. ; 26 x 21
cm. - ISBN 964-391-116-0

Farshid Shafi’ei

GOLDEN APPLE BIB 2011 for illustrations for the books:
Khal'atbari, Faride. Peyvand [The Tie]. ill. Farshid Shafi’ei.
Tehran: Shabaviz, 2006. - 36 p. : col. ill.; 24 x 17 cm. - ISBN
978-964-105-222-3

Akrami. Jamaleddin. Zarbal [Zarbal]. ill. Farshid Shafiei. Tehran:
Shabaviz, 2005. - 32 p. : cal. ill.; 24 x 17 cm. - ISBN 964-505-194-0

17 Winner of BIB Grand Prix 2005 and IBBY HL 2012.
18 Winner of NOMA Encouragement prize 2002 and 2008, BIB Golden Plaque 2007.

Rashin Kheirie (1979-)"°

GOLDEN APPLE BIB 2011 for illustrations for the books:
Agar man Shahrdar boudam [If| were the Mayor]. ill. Rashin Kheirie.
- Seoul: Yeowon Media, 2009. - 36 p. : col. ill. ; 28 x 24 cm.
Amadi, Ahmad-reza. Mowj-ha-ye darya yek botri ra be sahel
avardeh ast [The Waves brought the Bottle to the Shore]. ill.
Rashin Kheiriyeh. - Tehran: Cheshme Publishing House, 2010.
- 36 p.:coalill. ; 22 x 23 cm. - ISBN 978-964-362-779-9

1.5. Participants of the Albin Brunovsky
lllustration Workshop
In 1989, during the Twelfth BIB and the fourth round of the
Albin Brunovsky lllustration Workshop, Iran participated with
one illustration artist. In addition, in the years 1995 and 1999
two Iranian illustrators attended the workshop and since 2001,
Iranian illustrators have continuously been present at the
Albin Brunovsky workshops. In the years 2001, 2005, 2007,
and 2011 Iran was represented at the Workshop with two
young illustration artists. Some of the artists who participated
in the illustration workshops, participated in the subsequent
BIB competitions as well; for instance, Behzad Gharibpour,
participant of the 2001 workshop, was a judge and lector in
2003; Farshid Shafi'ei, participant of the 2001 workshop, won
the Golden Apple in 2007; Hoda Haddadi (1976-)>°, participant
in the 2005 Workshop, won the Golden Plate in 2007; and
Ali Boozari, participant in the 2007 Workshop, was one of the
lectors at the 2013 conference.

The Iranian participants of the Albin Brunovsky lllustration
Workshop are listed as follows:
1989: Mehrnoush Ma’soumian (1945-);
1995: Nasrin Khosravi (1950-2010)%';

19 Winner of NOMA Encouragement prize 2002 and 2008, BIB Golden Plaque 2011
and BBF New Horizons Award (special mention) 2009.

20 Winner of NOMA Encouragement prize 2002 and 2008, BIB Golden Plaque 2007,
BBF New Horizons Award (special mention) 2010.

21 Winner of NOMA Runner-up prize 1994 and Grand Prix prize 2000 and nominee
for the HCA 2000.
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1999: Firouze Golmohammadi (1951-)%%;

2001 Behzad Gharibpour and Farshid Shafi’ei;
20083: Pezhman Rahimizade (1968-)23;

2005: Hoda Haddadi and Ali Khosh-Jam (1967-);

2007: Mohammad-‘Ali Bani-asadi (1955-)** and ‘Ali Boozari
(1978-)%;

2009: Marjan Vafaiyan (1978-)2¢;

2011: Fariddedin Moulai (1982-) and Maysam Mousavi (1984-);
2013: Aileen Bahmanipour (1990-).

1.6 The BIB Symposium

Since the 18" Biennial lllustration Bratislava in 1999, in which
Iran participated in the Symposium for the first time, Iranian
experts have been regular participants at this conference in such
away that a total of 14 lectures have been given by them during
various BIB conferences. In 2013, for the first time, two Iranian
children’s literature experts participated in the Symposium.
The Iranian lectors of the BIB symposium are listed as follows:
1999: Zohreh Ghaeni (1953-)?7: “A Brief History of Children’s
Literature in Iran”;

2001: Farshid Mesghali: "lllustration and Painting";

20083: Behzad Gharibpour: "The Magic of lllustration”;

2005: Parnaz Nayeri (1960-)%8: “lllustrating H.C.Andersen
Stories in Iran (Shaping an Identity)”;

2007: Mahnoush Moshiri: “The Fairy Tale Land of Children
and the Age of Plasma Display”;

22 Winner of NOMA Runner-up prize 1988, 1990, 1992 and 2000, second prize
1998 and Encouragement prize 1996 and IBBY HL 1994.

23 Winner of IBBY HL 2004 and nominee for HCA 2016.

24 Nominee for the HCA 2012.

25 Winner of NOMA Encouragement prize 2006, IBBY HL 2010 and BBF New Horizons
Award (special mention) 2012.

26 Winner of NOMA Runner-up prize 2004 and Encouragement prize 2006.

27 Expert in children’s literature, Jury member of HCA 2002-2004 and the Jury Presi-
dent of HCA 2008-2010.

28 Expert in children’s literature and Jury Member of HCA 2006.

2009: Hamid-Reza Shahabadi (1967-)°: “A Journey to
the Heavens. The Story of a Journey that the Prophet
Mohammad Took to the Heavens (Mi'raj)”;

2011: Sahar Tarhandeh (1977-%: “Toward the World of New Media”;
2018: Ali Boozari: “Iranian lllustration in a Global Context”
and Zohreh Parirokh (1958-)*": “The Bell-Foot Goat Story:
Global Theme, National Identity in lllustration”.

2. BIB in Iran

Iran’s contribution to the BIB is not merely restricted to the
participation of artists, experts and publishers in the biennials.
When in 1990, Iran’s Ministry of Culture and Islamic Guidance
decided to hold the first lllustration Biennial in Iran, it used
the structure of the BIB as its model. In addition, in the year
1991, during the second illustration biennial that was held as
a regional Asian event, DuSan Roll and Dusan Kallay were
among the six members of the jury. Once again in 1993, the
third biennial that was held as an international event, DuSan
Kéllay was among the jury members.

Conclusion

Around 50 years ago, various institutions were established in
different parts of the world in order to promote and strengthen
children’s literature. The Bratislava lllustration festival is among
them. The seed that DuSan Roll sowed is now a fruitful 50-year-
old tree that has established its status in the world of illustration,
while charting the route of illustration in the world. As one of the
pioneering countries in the field of children’s books illustration, Iran
has been a vivacious and influential participant in this festival. Just
as this festival has influenced the process of illustration in Iran,
Iranian illustrators have tried to enrich the Bratislava Biennial with
their works.

29 Author.
30 Expert in children’s literature and Jury Member of HCA 2012-2014.
31Author and illustrator.
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She works as a librarian in the Danish Centre for Children’s
Literature in Kopenhagen. She has been dedicating herself
to book illustration from various points of view, as a librarian,
author of book reviews, editor and a teacher.
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“How the Biennale of lllustrations Bratislava has influenced the children’s picturebooks over
the world the last century”

First of all, I'd like to take this opportunity thanking you for inviting me to speak at the
biennale.

| am very happy to participate in this festive occasion of the 50th anniversary of the
Biennale of lllustrations Bratislava. I'd like to look at the theme of this year’s symposium,
How the Biennale of lllustrations Bratislava has influenced the children’s picture books
over the world the last century, I'd like to look at this theme from my own personal view.
So - my starting point is the question: In which ways has the biennale through the years
influenced me and my view of children’s picture books? It has influenced me in so many
ways. Visiting the biennale several times, seeing all the illustrations exhibited — both in
The National House of Culture and in town -, participating in the symposiums and visiting
The Albert Brunovsky Workshop has given me a wider knowledge and perspective not
only of illustrations and picture books, but also of the role of the illustrator. | have often
heard the statement that illustrations belong to the book and should not be exhibited.
| have also often heard that it is not as respectable being an illustrator as it is being an
artist. The biennale has disproved these statements in the way it values the pictures
as original expressions, the illustrators as artists, and the way it gives the opportunity
for children and grown-ups to look the artist over his/her shoulder, getting as close to
the work of art as possible. My first visit to the biennale was in 1983 — the slide shows
the installation of the BIB 1983 in the entrance hall of The House of Culture. | had read
about the biennale in professional periodicals as a children’s librarian and due to my
great interest in picture books for children, | knew that | had to go and see it for myself.

We might not think of it today, but at that time you had to go by train and had to travel
for several hours. To make the best out of it, | arranged a trip for a group of librarians,
authors, illustrators, publishers and my husband — who by the way has accompanied
me at all my visits to the biennale.

Here you can see a part of the group sitting at the railway station in Bratislava. Please
notice the woman sitting to the left of the man with the white shirt —this is the illustrator
Lilian Bregger whom | will mention later on - and you can find me to the right with the
striped blouse.
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It was a very fine experience being
a group Vvisiting the biennale — and

Bratislava. Al the  participating
illustrators were represented at the
biennale, and by the way — Denmark
has had a fine representation of works
of illustrators throughout the vyears.
In the slide you can see almost all of
us, we were 14 people in all - and you
can see Lilian Bregger standing in the
middle of the photo, dressed in black

1983 was the year Dusan Kallay won
the Grand Prix, and for the first time
| got acquainted with his work, and with
his illustrations to Alice in Wonderland.
This slide shows Dusan Kallay outside
the The Slovak National Theatre, just
after the rewarding ceremony.

But Dusan Kaéllay also had an
exhibition in town in an art gallery
where he showed his graphic works
and paintings. Seeing the illustrator as
an artist and the artist as an illustrator
and no contradiction between these
two was an eyeopener for me and an
experience | have used in my work
with picture books ever since. Seeing
all these illustrations from all over the
world was also a great inspiration for
me. It gave me a new perspective in
looking at pictures in picture books.
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In my opinion the biennale has also made a great impact on the Danish illustrator,
Lilian Bragger, and I'd like to show you some examples from her works from the
time before the biennale, in 1976, and in the years after up to 2014. A long span
of time — from the very beginning of Lilian Bragger’s career until to-day where she
is the most important illustrator in Denmark in the generation after the renowned Ib
Spang Olsen. (1921-2012)

The slide shows the front page from one of Lilian Bregger’s first picture books
When Linda did not want to go home, from 1976. It is a socialrealistic story from
a child’s everyday life in a family where the mother is divorced and has got a new
boyfriend — whom Linda does not like. The intensity in the description of the mood
of Linda - you can easily see how sulky, angry and frustrated she is — is distinctive
to the work of Lilian Bragger. The solidity, the colours and the shape of the little girl
is however characteristic for the period. At that time Lilian Broegger was known as
the illustrator who made “ugly “children”.

The tale of the Window Cleaner was published in 1984 — after Lilian Brogger’s
visit to the biennale. In between When Linda did not want to go home and The
tale of the Window Cleaner Lilian Bregger made a few books, among these Alice
in wonderland, where her visual telling is more colourful and light. But to me the
change in her ways of visual telling dates from after her visit at the biennale. Now
her figures are poetic and very light — the Window Cleaner looks like a fantastic and
poetic figure with black moustache and a small skullcap resembling the French
Pierrot, there is only one colour, bluish grey, a colour that fits the early morning
atmosphere of the text so well — the text is a song about the window cleaner who
wipes the clouds from the sun.

TEREI E

eAe[sijelg suoneisnj|| jo jeluuslg G2 Aue
eAg[sijelg lloeJaisn|l sjeualg "‘Gg

143



Bl Kirsten Bystrup

All the pictures in the book are in this
ek bluish grey colour, with white and black
b e D added - until the last double spread,
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3 o that you see her. The Window Cleaner
o2 has wiped away the clouds from the
. = .
© .g sun, and you can see the rainbow
m g in all its colours. Please notice the
N d o
R composition — the houses are a part of
§ = the visual telling regardless of making
3 ] the perspective correctly. Maybe Lilian
° 8 Brogger found the inspiration in the
= Slovak and Czech illustrations?

)
2@
&4 Another example of this inspiration from the biennale is Lilian Bregger’s illustrations

to the Hans Christian Andersens’s tale, Ole Lukoie, also called The Sandman in
English translation. In the slide you can see the episode on the last day of the
week, on Sunday. Ole Lukoie tells Hjalmar, the little boy, and | quote: “There,”
he said, “you can see my brother, the other Ole Lukoie. He is also called Death.
You can see that he doesn’t look nearly as bad as they make him out to be in the
picture books, where he is only bones and knuckles. No, his coat is embroidered
with silver. It is the magnificent uniform of a hussar, and a cloak of black velvet
floats behind him and billows over his horse. See how he gallops along.”

In this picture | also see a clear inspiration from the visit at the biennale, specially
from Slovak and Czech tradition— in the shape, the drawing of the figure, the
composition and the colours, and in the way Lilian Brogger interprets the tale in
a quite a different way, with the focus on the more surreal draughts of the figure
than you would expect in the Danish tradition. In fact she was roughly handled by
specially one reviewer in a major Danish newspaper who was deeply affected by
her very personal way of creating pictures to a belowed Hans Christian Andersen
tale. Her pictures were at that time very provocative.
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Seeing the illustrator as an artist and the artist as an illustrator and no contradiction
between these two, this way of looking at the illustrator was - as | have already
mentioned -an eye opener to me visiting the biennale for the first time in 1983.
Visiting the Albin Brunovsky Workshop in 2001 confirmed and enlarged this
observation. In Denmark the authors are often considered being more important
than the illustrators — the word more important than the picture. The workshop
turned this attitude upside down. Here the illustrator was totally independent of the
text, only relying on his/her own fantasy and ability of interpreting and telling stories
P e in pictures based on the given theme. Lilian Bregger was one of the 4 teachers
m-lﬂﬁ'mm" tﬂlﬂ' at this 10 years’ anniversary workshop, together with Dusan Kallay (Slovakia),
A3ININe o Mescak Asare (Ghana) and Regina Yolanda (Brasil).
2 DI gL At M i ke Lilian Bregger is standing to the left in this slide from an article | wrote about the
DL ITTE ST workshop to the Danish periodical, Bern og Bager — Children and Books.
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The theme of the workshop was Fantastique zoology, or Mythology of the Current
World. From scientific terminology to creative art of children’s book. The job of
the illustrators participating in the workshop was telling a story with an animal
created in the fantasy but at the same time having likeness with an animal within
the country of the illustrator.
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1

Lilian Bregger's concept was making an Alphabet
book about fish, based on funny names in the Danish
language, e.g. The Suitcase Fish, The Ink Sprouter
(Octopus), The Sea Cat, The Zebra Fish.

The slide shows the frontpage of the catalogue that
was made in connection with an exhibition showing
the works by the participants of the workshop.

This slide — from the inside of the catalogue — shows
Lilian Bregger's contribution: The Organ Fish,
a combination of an organ and a fish.
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Later on Lilian Bregger actually made a book with the
concept from the workshop. It is called Rimfiskerremser in
Danish, quite difficult to translate because of the alliteration,
but in direct translation it is Rhyme Fisherman Jingles. The
ABC of the Fish. As far as | can see, The Organ Fish here has
changed into a Danish species, Alen=the eel

_ﬂ_ill’lﬁﬂlﬂl‘ﬂlllﬁﬂl’

This slide shows the front page of the book, with the fish that
follows the letter S, in Danish silden, in English: the herring.

To give you a feeling of the rhymes, | would like to read the
rhyme of “silden”: "Silden Skipper er ra som f&/men seger
faktisk en mage/gerne en med logringe pa/og en duft af
eksotisk lage” In making this book Lilian Bregger extended
her work as an illustrator in the way she worked together with
the author. Her idea, the concept from the workshop, was
the basis for both of them, the illustrator and the author. She
did not start making the pictures, and the author did not start
writing the texts. Instead they developed both the pictures
and the text together in a ping pong exchange.
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In 2005 Lilian Bregger received the Golden Apple for
her illustration to Louis Jensen’s book, A Hundred
Very Square Stories. You might call it a life project
for the author and the illustrator making these books
with small, square stories and an—one illustration
for every tenth story with elements taken from the
these 10 stories. The intention is telling 1001 stories
— with inspiration from 1001 Nights, | guess. The
first volume was published in 1992, the 8" volume in
2014 — 101 stories yet to come! This picture is from
the 4" volume.

The previous picture and this one are two examples of
how Lilian Bragger creates pictures that are inspired
by the text and yet in the same time have a life of
their own.
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In my next example Lilian Bregger is both the author and
the illustrator. She has collected quite a few antonyms and
made a book that is both very informative and at the same
time very funny. The title itself reveals the theme: Anton loves
Ymer - and makes a story of it in the same time. We see
the two cats, fond of each other — one is named Anton, the
other Ymer and they are connected with a heart: Anton loves
Ymer. At the same time the cover itself reveals the theme too
in the showing of the antonym: short-long, and the long cat
continues at the back side of the cover.

“An antonym is a word with the opposite meaning of another
word “- says the dictionary. Looking at the pictures it seems
easier to understand — as here: little -big

And let me give you a few more examples - here: genuine-
falsh

Visible-invisible
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| have still 4 more examples of Lilian Bragger’s very personal
way of handling and developing the role of the illustrator and
her visual telling. In this example she deals with the textbook,
Goodbye and Good Luck, Balder. The Great Book About
Balder, where you might expect illustrations as secondary to

the text. | will show you an example from the book, where the
central character, Balder, a little boy, tells about his mother:
“She was giganticly big and motherthick and very happy.”
How does Bragger illustrate this very big mama?

It is not enough with just one double spread -
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My next example is aimed at a quite different age group than the previous one.

I will like to show you, how Lilian Bregger deals with illustrating a classical text.

How does she work — how is the process?

How does she make her choice of the visual telling and the setting of the scene?

The Sorrows of Young Werther by Goethe is from a series of world literature

specially made for young people. The intention is to present the young readers to
- some of the most essential books of the world literature in a rewritten/recreated
" way in both text and pictures.

After having read the text, Lilian Breggers'’s first step is to develop the characters

in her sketchbook. She works in hand with a pencil. This is the final sketch for

Werther.
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And this is the final picture in the book. You will notice, that
the sketch has gone through a remarkable change. The
first change is made in hand. Lilian Bregger has remade
the original sketch in Indian ink, pen and brush. The second
change is made in the computer. Please notice the structure
in the grey colour in the background and the graffitti tags.
Lilian Bragger here combines backgrounds and graffiti tags
she has either found on the net or photographed herself and
then scanned into the computer together with her drawing
of Werther. | have asked Lilian Bregger if it would not be
possible for her to make these pictures in hand without the
use of the computer. Her answer was no. She had tried
doing it, but was not able to reach the pictorial expression
of the youth that she wanted to make. That is why the main
character and the scene are contemporary. While the text
takes place in the country, the pictures are located in the
1980’ies Copenhagen.

| will like to show you a few more examples from the book,
underlining how Lilian Bregger manages retelling the well
known classic story of Werther by Goethe - that was published
the first time in 1774 - in pictures, that meet the young adult
readers. | will like to focus on how Lilian Bregger creates an
emotional reality — a distinctive part of her work — in this book
by using the computer as a tool in making pictures, and how
she knows to adapt the narrative form from the picture book
too in her visual telling. My first example is from the beginning
of the story. Werther has fallen in love with Lotte and is on
his way to a lover's meeting with her. As you can see — he is
almost flying. Please remark the red lenses and his glasses.
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This picture shows his mood after the visit at Lotte’s. The
lenses show what has happened. They are not red any
longer, they are yellow, and they reveal the love triangle. In
this way Lilian Bregger adds an independent visual telling
that at the same time underlines the text and continues its
telling.

As you might remember Goethe’s story of weltschmertz,
unhappiness and unrequited love, Werther cannot get over
that Lotte does not return his feelings and find no other
solution than committing suicide. When you look at this
picture you are at once aware of the despair Werther feels.
He walks towards an endless black tunnel and the shadow
underlines his despairingly mood. Please notice the graffiti on
the wall, saying: no hope. Lilian Bregger received The Ministry
of Culture’s Award for The Sorrows of Young Werther in 2010
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The last but one example | have chosen is The Hole in the
Sky, a classical Greenlandic myth. This picture book is an
example of how Lilian Bragger challenges the role of the
illustrator in quite a new way.

In this book the author is replaced by a storyteller and the
written word replaced by the spoken word. Dorte Futtrup,
sitting to the right is a storyteller. The text beneath her photo
in the balloon says: “Do you think it is possible to keep the
moment- | mean the spontaneous experience of listening
to the oral tale?” And beneath Lilian Braogger's picture
she answers: “ My head is full of pictures when you are
storytelling” and “Let us try — you tell and | draw.”

| think it is essential to call attention to the fact that Lilian
Brogger never made any research for the pictures. Instead
she went into an instinctive and unconscious process in her
drawing, she had to be quick, she had no time for choices,
no time for control and no time for self-censorship. She
experienced that drawing in this way prevented her from
thinking. The result was drawings showing rough and intense
and expressive feelings. And this brings us back to the very
first book, When Linda did not want to go home. Showing the
human feelings in the pictures are still — and always essential
to Lilian Bragger.
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Lilian Bragger's technique is the same as in The Sorrows of Young
Werther. Her first step is drawing in hand and then the picture is
finished in the computer. The book has 56 pages and | will just
show you a few of the double spreads trying to give you an idea of
the great variety in the visual telling , and of how well Lilian Bragger ~ and the travel goes through a hole in the sky, the title of the
manages to tie the double spreads together into a wholeness  book. This slide shows the spirit world — please notice the
despite the great variety they have. In this opening scene you can reference to the tupilaks

see the main characters — the woman and her two sons.
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The story is an old Greenlandic myth of a woman who looses ~ She does find them and discovers that they are well.
her two sons to the sea. In this slide the last son dies. It

makes the mother so miserable loosing her sons that she

has to travel to the spirit world to meet them,
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As her time has yet not come, she returns to the living world. On ~ She brings him back to the settlement, and he takes good
her way down through the hole in the sky, she meets a young  care of her the rest of her life.

man from the settlement. He has decided to die, but she does

not allow him to go up through the hole to the spirit world.

Let me finish my talk by showing a slide from one of Lilian
Brogger’s latest books and by quoting herself. She once
said: “As a child | dreamed | talked all languages in the whole
world. It turned out to be the language of pictures.”

Lilian Bregger is still exploring the world of the pictures and it
is my conviction that the biennale has played a very important
role and a given her great inspiration in her work as an illustrator.




B lIveta Gal Drzewiecka

Iveta Gal Drzewiecka (Slovakia)

She graduated from the Faculty of Education in arts and ethical
education and received her doctoral degree in esthetics from
the Faculty of Arts of the University of PreSov. Since 2012 she
has been a researcher at the Children’s Language and Culture
Research Cabinet at the Faculty of Education of the University
of PreSov. Her focus is on art history and theoretical issues
of illustration and visual semiotics. She wrote a monograph
on relationships between the image and words in graphical
visualization of poetic text as well as several studies and
professional papers on book illustration and design. She writes
reviews of contemporary illustration works and in addition to
her research she paints and illustrates a children’s magazine.

Beyond Childhood

(On the issues of originality of a picture book as
perceived by BIB)

The Biennial of lllustration Bratislava ranks among the
most important reviews of current developments in book
illustration that so far has successfully managed to resist
commercial pressures targeting this area of creative visual
art. The exhibition’s concept of illustrators from around the
world presenting their original illustrations to children’s books
(they have been doing so for half-century now) predestines
BIB to be a unique event guiding the attention of artists,
experts and the general public to the most interesting results
in the field of visuals in children’s books. The compiling of
national collections, preceding the participation of illustrators
in the biennial, is not only a guarantee of its quality but also
of a comprehensive review. The national sets of the selected
works reflect the views of respective countries of what is
considered innovative, a contribution to art and representative
in inter-cultural communication.

The final look of a picture book is born from the tension
between genuinely-artistic drivers and pragmatic limits. The
illustrator’s picture includes elements of the artist’s subjective
visual opinion, artistic traditions and current trends, and is
also influenced by numerous “non-artistic” factors such
as societal and ideological background, the ideas of the
educational mission of children’s books and the publishing
and commercial policy of publishers. That is why it is not
plausible to believe that BIB or any other book production
review can shape and change the image of a picture book
directly. Yet, every event of this kind is an opportunity to reflect
on present status and developmental trends, identify artistic
qualities and the hierarchy of values expressed in the visuals
of children’s books. Taking a break to consider, amidst the
uncontrolled and self-propelled practical visual art, presents
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space for mutual inspiration for artists from across the world
and also cultural awareness-raising with a large audience of
the addressees of children’s books, as well as taking distance
needed for scientific social and art discussion.

Children’s picture books, regardless of the lures of modern
media, play an irreplaceable role in development of a child’s
personality. How they look is a reflection of society’s attitude
to the youngest generation. The discussion of post-ethological
and axiological dimensions of the visual aspect of a book plays
an important role in evaluation and guidance of the visual
art practices. For those reasons it is appropriate to have a
closer look at the prerequisites prepared by the biennial for
understanding illustration art as a specific kind of art and what
“philosophy” it applies to children’s picture books.

Originality as an attribute of the illustrator’s work

BIB, under its statutes, is a competition review of original
illustrations to books for children and young people, where
original illustrations are presented, before they may be adjusted
for print and before they start their life in a book. It is this
peculiarity of artistic originality, free of any pragmatic aspects
that are logically present in book production that makes the
Biennial different from other reviews of illustration works. The
competing artists do supply also the final printed versions of
the books alongside the original illustrations but the attention
from the jury and the public focuses on the original works of art
with authentic attributes of their visual implementation.

Using the terminology of media theoretician Walter Benjamin
(2013), the original illustrations are surrounded with a kind of
a magical field, an aura of a genuine and unique work by a
human. That aura gets lost through technological duplication
and multiplication in book copies. The illustration’s physical
presence and authentic characteristics of an artefact give
prerequisites for an aesthetic experience of a quite different
nature compared with the one that permits duplicating the

picture in printed media. There are aspects such as intensity
of the experience that depend on micro-perception-related
features of the author’s handwriting, expression possibilities
of the visual material and technique, the original dimensions
and the illustration format that usually differ from the
duplicated form. Regardless how perfect the technology is
and how true the print is, the “here and now” of the artwork,
its unrepeatable ontological status gets lost. A print, owing to
its characteristics, is “less attractive, less moving and more
intellectual” (Malraux 2008, p. 184); American museologist,
John McAndrew (1955), inter alia, talks about “facsimile
diet”. The process of authentic creation and circumstances
under which the illustration was made are blurred in the
production process, which results in a misty artistic function
of the pictorial aspect'. The unavoidable result also is certain
societal profanation of illustration, a tendency to perceive it
more like an everyday-use item, one of many manifestations
of the visual culture around us on a daily basis.

According to Benjamin’s theory, the aura is lost in the
printing process not only in the print but also in the printed
original. The possession of an aura is not a quality resulting
from the materiality of the artwork. It expresses human
desire for the transcendental that appears in art through the
genius of the artist. Simultaneously, to a big degree it is a
matter of an institutional framework, societal acceptance,
meaning and values attributed to it by the culture. BIB plays
its irreplaceable role in this cultural evaluation of illustration.

Of course, one could argue over where the real
communication implementation of the illustration happens
(the original visual artefact/its copy in the book medium)

1 Information about the author and the artistic context of illustration usually stay latent
and little important to ordinary recipients of a book; the pictorial and graphical form of
the book is assessed on the basis of her/his personal esthetic preferences, standards
and taste. The esthetic function predominates over the artistic one in this confronta-
tion.
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and over whether a print presents a different type of aura,
dependent on the illustration being available in the book
medium. The designer practices in book-making have their
own craft-related rules and creative peculiarities, and usually
add new qualities to the illustration which may boost or
damage its aesthetics in the final form of the book. While the
Biennial, in its beginnings, compensated for the not always
ideal standard of printing technologies by presenting the
original illustrations, now its task is highlighting the original
values of the illustrator’s picture that has not been changed
and influenced by the printing finish style, by print peculiarities
and technical parameters of post-press finalization of the
book. The international jury does take account of this in
their decision-making but the exhibition does not present
the “third dimension” of the book, the set of illustrations as
an integral artwork in the architectonics of the book’s whole
(such as how the illustrator managed to handle the space
and semantic equilibrium between the visual and the literary
components, through visual consecutiveness and gradation
of the illustrations and what was the designer intent in the
visual construction of the book). This may also be a reason
why the jury’s decision appears incomprehensible to
outsiders, but this also underlines the necessity to take a
comprehensive look at the issues of illustration that cannot
be assessed just on the basis of isolated attributes of the
concerned artwork.

Originality as the author’s attribute

The exhibition space of the Biennial promotes perception of
the illustration outside its utilitarian framework. With a little
exaggeration, at the time of BIB, illustration ceases to be
an ordinary and common “thing”, a “commodity”, and its
author a picture “maker” whose name is humbly hiding in
the imprint. To the contrary, it acts as an individual with a
powerful creative potential, a characteristic style, original and

ingenious visual language®. As proven by a rich expression
and thematic variety of the artworks exhibited over BIB’s
half-century, illustration is not a uniform and integrated
phenomenon, in either a global or regional scale. It rather
is an open plural space where illustrators and their specific
illustrating styles are materialized.

BIB, with its emphasis on artistic values of illustration, is
a counterbalance to publishers’ interests, pushing the form
of books to please the average consumer’s taste. BIB,
being a non-commercial event, supports the specificities of
authors’ styles as well as the local peculiarities in contrast
with the global trends of standardization and uniformity of
illustrations and the visual form of books. BIB has acquired
international prestige over the half-century of its existence
and now sets international trends and in that way also keeps
elevating the standard of books. In the intricate illustration
phenomenality, awards and favorable reviews play the role
of a kind of “navigation”, at times precedence too, that make
individual authors visible not just to the art world but also
to publishers and the target audience. This is also shown
by numerous illustrators whose BIB award made them
popular and encouraged publishers to award orders to the
awarded artists. Artistic innovation, however, also entails
certain risks such as overestimating it and putting it above
other illustration qualities and legitimizing extreme levels and
positions of originality, the illustrator “lartpourlartism” that
may make the illustrator’s works remarkable in an art context
but it may not be functional and understandable to children.
Originality now cannot be perceived in the modernist way
as progressiveness, improvement or revolutionary handling
of the visual aspect of the book. lllustrations, no matter how

2 At present the illustrator’s share in the importance for a children’s book has become
equal to the writer’s share. Equal presentation of the author of illustrations and of the
text on the book cover is certain evidence of this.
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much artistic quality they have, how well they are crafted
and how sophisticated their visual idea is, fail if they do not
make sense to the children’s readers/viewers and have not
accomplished their goal.

Originality in the digital era

The present form of children’s books was influenced especially
at the end of the past century with the rapid development of
computer graphics and DTP technologies. Making a difference
between the original and copies in this area makes no sense
any more (Davis 1995, Malina 1990). Digital illustration has
no physical foundation; its implementation actually is data
projection which gives it certain advantage when it comes
to the traditional perceptive expectations associated with
art facticity of the illustrator’s picture. In BIB this is attested
by a minority share of authors using digital procedures. This
illustration type does have a predisposition for covering up
the handwriting trace and for an impersonal, technicalized
outcome of the designed picture, yet, for an artist this can be
a creative challenge for engagement of computer features as
a tool “for change, motion and transformation of digitalized
information, not for their fixing” (Malina 1990, p. 33). Original
use of the opportunities and limitations that computer
technology gives to an illustrator encourages playing with the
visual art principles such as repetitions, varying, multiplying,
gathering, selecting, assembling and more. An effective use
of automated operations allows the routine tasks be done
faster and helps focusing on the visual art idea.

Digital illustration was not received in an unambiguously
positive way by BIB at the beginning (Brathova 2001) but
at present it does exist in BIB as a minority art but one that
is treated as equal with the traditional illustration forms. In
response, the BIB symposiums have also discussed digital
illustration, its peculiarities and artistic value. Lately, the sense
of this coexistence has become visible: authors discover new
ways to become different from trivial, stereotypical and uniform

solutions of commercial graphic forms, the anonymous form
of promotional or product-related illustration that has been
flooding the public space.

How serious are we about illustration?

Inthe former socialist Czechoslovakia, illustration for children’s
books provided a certain refuge for free artistic expression to
numerous local artists. A high concentration of strong artists,
painters and graphic artists and stimuli from the art world
coming to our country through BIB encouraged illustration
development as well as attention from the professional
public. Exposing illustration as an autonomous visual art in
a gallery setting certainly contributed to higher respect for
and artistic credit to illustration. While earlier illustration was
considered under the umbrella of a certain kind of visual art
such as painting or graphic art, at present it is not possible
anymore because of the specific functions of illustration
and the variety of means of expression. The existence of
the Biennial undoubtedly also contributed to the gradual
shaping of illustration as an autonomous and full-fledged
visual art discipline. This shift encouraged specialization of
contemporary artists for whom illustration is no longer just an
associated area but the core of their work.

BIB symposiums have served as open art-scientific fora
and both in my country and elsewhere have encouraged
quite detailed analyses and work on theoretical, art
historical, esthetical and educational aspects of illustration.
The European professional area now is rich in review-like,
interpretation and comparative studies related to illustration
and visual aspects of children’s books. For that reason we
do not have the feeling that global interest in critical reflection
and illustration history as an autonomous kind of visual art in
its own right is lagging behind the level of interest dedicated
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to graphical design for example®. Nevertheless, there is the
need to keep asking the question: How serious are we about
illustration? And how serious illustration is about itself?

A child’s reflection

[t is often remembered, in relation to picture books, that
illustration is the first contact point of a child with visual art
going beyond childhood and is also one of the doors to the
“adult” world. BIB’s focus is on children’s books but in recent
BIB editions we witnessed several original illustrations that
were not quite the typical children’s topics and their visual
forms perhaps were not quite fit to be received by children.
There are illustrator’s adaptations of serious titles, great
texts of national and world cultural heritage, taboo topics
and also very intimate “tiny” picture narrations with strongly
individualized, philosophical and societal ideas.

New ideas arriving in children’s picture books from the “art
for the big folks” indicate how difficult it is now to delineate
childhood. The arguments are that the boundaries are not
that much set by age but rather by one’s spiritual status,
playfulness, and inquisitiveness in discovering the unknown.
The present time puts higher demands on the capability
to understand various types of pictures. Visual art as well
as illustration for children have absorbed new forms of
the visual; it is ever less “illustrative”, graphic, with a clear
meaning. lllustrator’s pictures of the (fictitious) world, in the
background, often become just a pretext for stirring up an
inter-iconic discourse. They include hints at other forms of
artistic and non-artistic images subjected to heterogeneous
visual episteme, and for that reason one cannot rely on their
natural and universal understandability. A child viewer finds
herself/himself in an altogether different situation from what it

3 This lack of professional reflection is perceived for example in the Anglo-American
culture: “Lack of analytical studies and books on illustration results in a shortage of
a strong critical framework for its evaluation.” (Poynor, 2010).

had been fifty years ago. A picture book often is a complex
picture encryption rather than a kind friend and the question
arises whether certain “children’s books” are appropriate and
accessible to children at all? How is BIB going to respond to
these changes and conflicts in delineation of the aspect of
the child?
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Nazan Erkmen (Turkey)

This artist studied graphical design in Istanbul and then
was the deputy dean and head of the Fine Arts Department
and later on the dean at the Fine Arts Faculty of Marmara
University. She was one of the founding members of the
Turkish women'’s library and documentation center, organized
student triennials and several symposiums with 54 countries
participating in them. The artist has illustrated more than
100 children’s books, was nominated for the Hans Christian
Andersen award and participated in numerous exhibitions
and competitions on illustration.

Turkish lllustration Art

The art of miniature in Turkish History were influenced by
Sryian,Persian and Egyptian,Iranian and Indian miniature art.
The manuscripts of Persian and Sassani civilizations were of
great importance and the miniatures of Mani religion were of
high importance in the art of Turkish miniature and illustration
art (from Persian miniature art)

Islam culture and caligraphy art

Islam culture reaches its peak during The 8th and the 12th
centuries in science and culture. The libraries of Islam held at
least about 100 hundreds of books of precious quality. It is very
interesting that Dioscorides is translated in the 13h century
by the Ottoman Empire.lt shows that the world of Islam is
interested in the Greek intellectual world and It is possible to
say that the the art of Islam miniature had progressed paralell to
Islam religion. There were protests to figure painting and even
protests to any living creature in Islam even in art. However
in the 15th century, Many artists completed their works of
manuscripts on love and wars ,but never put their signatures.
In representational art, it was decoration rather than illustration.
The Quoran was completed in rich caligraphy art and the art of
caligraphy was perfect in Islam art. It was noted in some Islam
caligraphy art the resemblance between Hiberno Nortumibrian
schools of the 9th and 12th centuries as in Book of Durrows.,
However, calligraphy had more meaning than illustration.

Turkish Miniature Art

Art of miniature, book illustration, started during the 8th
century. During the Abbasides period, “Kelile and Dimne” is
the most important illustrated book of that time. A gigantic
work of art ,titled “Makamat”; is covered with phantastic
illustrations of animals, is an example of valuable illustrated
book. “Varaka and Gulsah”; in the time of Seljukians
of the 13th century is the first illustrated books in Anatolia
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The Miniatures of the 13th Century

In the 13th century art, El Hariri Makamat is one of the most
important illustrations of Islam Art . It is an illustrated book of
the 13th century giving information of daily life of late Persian
period which is completed with satiricial and very elegant
illustrations. It is a good sample of the representational
miniature of late Persian period. The animal illustrations are
very realistic and it gives a good detail of the daily life of the
Persians.

Makamat, 13th Century, Seljukians,Abbasids Period
The illustrated book in the time of Abbasids, Makamat is one
of the most important books illuminated in the 13th century.
There are beautiful illustrations of nature humans and animals.
Tehre are even surrealist illuminations as some birds having
human heads in a beautiful nature. The illustrations are very
stylized, nature beautifully described and it also covers the
war stories.

Harirri Makamat
“Kitab el-Haflaifi”; as valuable examples of illustrated books
of the 12th century. Important illustrated books of the
13th century as “El Hariri Makamat”; which is now in Paris
Museum is illustrated by Yahya bin Mahmud el Vassit in the
time of Abbasids.

Miniatures of Mevlana, Seljukian Period, 12th century
The administrators of the Seljukian period,the supporters of
Mevlana created a new art society. In the 12th century, The
book illustration art were very rich. The Artuklu administrators
paid a great attention to miniature art. Diyarbakir was the
capital of Artuklus and had a very large library of 140.000
books. We could titled the great work of illustratons books as:
e Kitab-Ul El- Hasais

e MedicaEl-Hiyel el-hendesiye

Hariri’'nin Makamat’y

Varaka and Guilsah. Story of dreadful love
Kelile ve Dimne. Animal stories

Kitab el-Baytara

The other book El Hiyel el Henhnedisey is a book of Artuklu
period. It holds the scientific discoveries. It explains the
theories of Arshimed and water based discoveries with
illustraitons. Clock, pools,otomats,symbols, etc.

Kitab elm-Hasais

This book is a copy of Materia Medica by Dioskorides
book of botanics and zoology, in the 9th century. The
illustrator was Abdulcabbar B. Amli. Kitab elm Hasais holds
over 600 plants and animal illustrations. It is illustrated by
Abdulcabar B. Ali in 1288 in the 12th century. The other
book El Hiyel el Henhnedisey is a book of Artuklu period.
It holds the scientific discoveries. It explains the theories of
Arshimed and water based discoveries with illustraitons.
Clock, pools,otomats,symbols, etc. The other book El Hiyel
el Henhnedisey is a book of Artuklu period. It holds the
scientific discoveries. It explains the theories of Arshimed
and water based discoveries with illustraitons. Clock,
pools,otomats,symbols, etc.

Varaka and Giilsah

The story takes place in the time of Gazne Turks. Written
by the poet Ayyuki. It is re written by Yusuf-i Meddah as a
mesnevi. Defteremini Mustafa Celebi has written Varaka and
Gulsan in the 16th century.lt is a very sad love story.

The first illustrated book in the period of Abbasids, 11 —13th
century was born in a rich society where attention was drawn
on art. Kelile Dimne was written by an Indian writer. It consists
of richly illuminated animal stories. Kelile ile Dimne is written
in the 1st century. It is a fabl written by Beydeba, it is the first
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fabl consisting of animal stories. The stories are woven within
eachother. The reason for the book is to give a lesson to 3 lazy
Sahzades. It is like Ezop and La Fontaine stories

Kelile and Dimne

The first illustrated book in the period of Abbasids, 11 —
13th century was born in a rich society where attention was
drawn on art. Kelile Dimne was written by an Indian writer. It
consists of richly illuminated animal stories. Kelile ile Dimne
is written in the 1st century. It is a fabl written by Beydeba,
it is the first fabl consisting of animal stories. The stories are
woven within eachother. The reason for the book is to give
a lesson to 3 lazy Sahzades. It is like Ezop and La Fontaine
stories

lllumination art in Uygurians,7th-9th century

The history of Turkish book illustration goes back to Uygur
Turks. The illustrated books found in Uygur cities in the 7th
and 9th centuries, especially the works of Karakalem prove
that illustration art started early in the Turkish history.

Siyah Kalem

Siyah Kalem lived in the 15th century. His pictures are
reflections of Shamanizm. His illustrations of Demons and
monstrous creatures, and illustrations of daily life and animals
underling the influences of fear on people who are illustrated
as giving sacrifices for their religious beliefs. Siyah Kalem
used china ink in his illustrations and looking at faces of
people one could easily see that they had been in stressfiul
living conditions. These illustrations are not romantic they are
rather harsh and threatening reflecting the hardness of life of
that time. There is a surrealistic way of illustrating humans and
dally life. in Siyah Kalems illustrations. The roots of illustrating
books has started in the Uygurians cvizilization during the 7th
and the 9th century.

lllustrations during 1479

lllustrators from foreign countries illustrated books during the
14th and 15th century during the reign of Timur the Ottoman
Sultan. Bihzad is one of the important illustrators from Iran
who llustrated poems of “Saudui’; and “Nizami”; during
1470s and1520. Persian illumination art influenced Islam art
and Sa’dui and Nizami were important artists of the time.(The
Poems of Khwaju, persian illustration)

Art during 1469’s

Bellini was called to Istanbul by Fatih Sultan Mehmed the
Conqueror of Istanbul in 1479. Art and literature was very
important in Iran at that time. Fatih ordered his portrait to
Gentile Bellini. In the time of Kanuni and Yavuz Sultan Selim
book illustrators were called to Istanbul. Book illustration
became a dominant art and artists did not give any attention
to the nature but it was important to portray the character
realistically with charateristic features.

Levni The Great miniature Artist of the Ottoman Time
The word miniature is used for book illustration in Turkish Art.
It means embroidery, description, and “representation”. The
Turkish Art of 8 and 9th century covers wall painting, figure
painting and miniatures in the mean time. The miniatures of
Turks living in the Middle Asia are still in Topkapi Palace. Many
miniatures from Fatih Sultan Mehmed'’s time has reached our
time. These miniatures gives us the facts of wearings, daily
life, government , traditions ,wars of Ottoman Empire and
facts of Sultans and people. The period of Kanuni Sultan
Suleyman, is a new period for book illustration art.

The Miniatures in the Time of Kanuni

It is called Sehnamecilik. “which means writing texts for tne
Palaces of the Ottoman time. The history is both wirtten and
illustrated. And recorded by illustrations. The wars of the
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Ottoman Empire in the East and the West, the sultans coming
to reign,the acceptance of the foreign ministers, religious
bayrams, and the portraits of the sultans were of great
importance and records which were carried by illuminations
up to our time. In the late period of miniature art, the aim is to
determine the period in a realistic way of illustration. Miniatures
showing Topkapi Palace owns this characteristic. And many
of the representations with surroundings and buildings are
very realistically illuminated. Each of the miniature is a real
document. In the schemas described in the miniatures Many
incidents have been illusbtrated as a fact anda documents.

Miniatures of the 17th Century

Miniature art of the 17th century covers a style of tradition,
figures of solemnity, and subjects of daily life takes over.
People takes their places in the miniatures to show their
identity. And at the end of the Tulip period, the minature of
Turkish art leaves its place to the Western style of portraits
drawn in oil paints. And Turkish miniature is dominant with
realism in the late period.The sultans watching the dancers
and vezirs and men of the great empire stand watching.

Late Period of illumination

The late miniatures of the Ottoman Empire, reflects the
administration of the empire, the places where they meet and
the schema of the administration.. The difference between
Levni’s miniatures and the East is that the anatomy, depth,
and light and darnkness does not exist in Ottoman art.
The figures faraway exist in the same dimensions. The only
difference in their sizes lies in their level of importance.

The characteristics of Turkish illumination

The minature painters shapes the painting in consideration
of color and subject. The artist works on the figures with
sketches. The figures alive or dead are illustrated for all the

details. The wearings are worked out realistically. Portraits
are important in the world of illustrations in Ottomans time.
Levni has also introduced sultans portraits in the traditional
style. This is a document of the socil life. Dancing women in
plain colours and forms and tumblers on the rope.

The e characteristics of Turkish illumination Art

Levni gave importance to the personal and social status
of the person he portrayed.East worked on poems,novels,
heroic and endless love stories. Ottomans worked on history,
military incidents, and historicla events around the Sultan.
Levni’s Surnamei Vehbi illustrated the incidents which took
place in the Ottoman time. The sultan always took their places
the midst of the crowd. The reailty and the documentary
characteristic of the Turkish miniature differs West from the
East. In the iranian miniature the heroes are bigger than the
others.

The characteristics of Turkish illumination Art

It is the same in the Ottoman miniature but there is a rather
objective way of looking at heroes. Women is important in
Levni and Buhari miniatures. Levnies’ women are not noble
and serious women of Iranian. The women in Levni, dances,
plays instruments, wears modern fittings, and sometimes
lays down to rest. There are also men figures besides women.
While men figures in Mogol and Iranian miniature are slim and
as man in love, in Ottoman man is a soldier or a craftsman

The characteristics of Turkish illumination

The Turkish illuminators prefers to be undecorated. He
illustrates whatever is necessary and eliminates decoration.
In Ottoman illuminations, the colours are less in number and
they are pure colours. Red is mostly used. The nature is also
undecorated, In Iranian illuminations nature is elaborated. In
Ottoman illuminations,The buildings are openly illustrated.

TEREI E

eAe[sijelg suoneisnj|| jo jeluuslg G2 Aue
eAg[sijelg lloeJaisn|l sjeualg "‘Gg

165



©
P
S
(2]
£
©
>
50
2 c
© ©
0 ©
—
)
I
| S—
==
0 =
S50
o 2
\gc
o .2
Em
. £
O 0
o

llany

misce

166

B Nazan Erkmen

Topkapr Palace is often seen in the illuminations.The
illuminations are documents rather than art pieces. This
is very important.After 19th century, miniature looses its
characteristic to be a document for the history and artists
prefer the oil painting techniques of the West.

1732 Tulip Period
The first publishing house is established by Said Celebi and
ibrahim Muteferrika early in the 18th century of the time of
“Tulip” Age.The religious way of thinking starts to change
by time.Cihanniima is one of the most important illustrated
books. 40 maps and illustrations takes place in this book.
The first Turkish graphic artists are born during this time.
The beginning of Turkish graphic art begins with
“Cihannima” in which the first illustrations of the
maps took their places. Migrrdic of Galata and ibrahim
of Tophane and Ahmet Kirimi were the first graphic
artists. Turkish stamps are illustrated during 1850’s in
litography technique in Darphan-i Amire, and the designers
were known to be Abdulfettah and Tophaneli Agop and the
ornamentations were made by Architect Muzaffer Begh

Tarihi Handi Garbi1732

Most important illustrated books are:

e Vankulu Disitionary

e Tuhfet'ly Kibarfi Esfari’l Bihar

e Tarih-Hindi Garbi; Tarih/i Seyyah

e Tarih-i Tiemur-i Gurkan, Tarh-iMisri’l-Cedid and Tarih-iMi-
sri’l Kadim

e Gullsen’i Hulefa,Grammaire Turque.

These are books with maps, history, translations and Turkish

grammar.

Siyer-i Nebi

The Siyer-i Nebi is a Turkish epic about the life of Muhammad,
completed around 1388, written by Mustafa son of Yusuf
of Erzurum, known as al-Darir, a Mevlevi dervish on the
commission of Sultan Berkuk, the Mamluk ruler in Cairo. The
text is based on a 13th-century Arabic sira by al-Bakri of the
original Biography of the Prophet by al-Wagqidi (748-822).

The illustrations of Tanzimat

During the time of Tanzimat, animal stories are perfectly
illustrated. Ebuziyya Tevfik is one of the most prominent
illustrators of the time. It was hard for the children of that time
to dream, because the illustrations lacked humour but they
were well balanced with the texts.

The lllustrators of Tanzimat

The illustrations were realist and realism became the popular
model for illustrators during that time. In 1839, illustrators
were in favor of art nouveau style. Models were taken from
the west, the world of phantasy were inhibited to the children.

The Great Leader, Mustafa Kemal Atatiirk

After the the establishment of Democracy and The Turkish
Republic in1923, by the great leader Mustafa Kemal Atattrk
people began to read more. The renovation of arabic letters,
the return to Latin Alphabet was successfully adjusted to
education. The change of the alphabet from Arabic letters to
Latin alphabet made the Turkish citizen to act democratically,
to decide and vote for himself.

Erciiment Kalmik The Great Artist

One of the most important Turkish painters, Erclment
Kalmik, also worked for childrens’ books and illustrated
many important books for Turkish children.
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Vedat Nedim Tor and Dogan Kardes Magazine

Vedat Nedim Tor, establishing the most important Turkish
childrens’” magazine, Dogan Kardes , which was very
important both for the outcoming authors and illustrators of
future. Vedat Nedim Toér, who has created this magazine for
children has offered a free platform for Turkish writers and
illustrators. Famous illustrators of Turkish history became
well known with their illustrations published in this important
childrens’ magazine.

Giling6r Kabakcioglu

After 1950s some of the names who illustrated books for
children were Mustafa Eremektar, Gevher Bozkurt, Selma
Emiroglu, Altan Erbulak, Gingér Kabakcioglu and many
others. It is interesting that many important painters like
Mustafa Aslier, Nuri Abac, Nevzat Akoral, Abidin Dino,
Murside icmeli, Kayhan Keskinok, Orhan Peker and Adnan
Turani also illustrated for children and illustration art became
precious in the history of childrens’ literature.

Nevide Gokaydin

The attempt to illustrate course books in artistic manner
started with Nevide Goékaydin who was a professor in the art
academy and many illustrators started working for the text
books. Artists like Tan and Deniz Oral worked for caricatures
and animation for children for the first time in Turkish history.

Firuz Askin

Firuz Askin, Tonguc Yasar, Sururi, Sevki Cankaya, Bedri
Koraman are some of the important names of caricature art,
who also drew for childrens books.

Prof. Miirside icmeli

After 1960 the importance of publications for children were
emphasized. Prof. Mirside icmeli, Can Goknil, are very
important names of Turkish illustrators during 1960s. Prof.
icmeli is known for her compositions, strong characteristic
way of illustrating, and dark and light contrasts in her
illustrations.

Can Goknil

Can Goknil wrote and illustrated her books and her books
were both translated into Flemish and German. She is one of
the few illustrators who illustrated to ages below 5.

Nazan Erkmen

The other important names in illustration art are Selcuk
Demirel, Yildiz Cibiroglu, Ferruh Dogan, Feridun Oral, ismail
Kaya, Nazan Erkmen, Saadet Ceylan, ismail Kaya, Serpil
Ural, Mustafa Delioglu, Feridun Oral, and many others who
represented their country in many biennials and concours
abroad.
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Bl Senka Vlahovic¢ Filipov

Senka Vlahovié Filipov (Serbia)

She engages in design and illustration of books and theoretical
studies of illustration, as well as in photography, painting,
video art, experimenting with various artistic media and fields
of their application. She graduated in Applied Photography
(2007) and specialized in Book lllustration (2011) at the
Higher Education Technical School of Professional Studies in
Novi Sad. She finished her Master’s degree at the Academy
of Arts in Belgrade (2015). She is the founder, director and
Jury member of the Book illustration festival BookILL Fest in
Novi Sad. In 2013 she has published a book On illustrating
poetry books: history, theory, practice. She works as an art
director at the Banat Cultural Centre in Novo MiloSevo.

The power of illustration through the prism of
half of a century of publicating BIB Miscellanies

The International Symposium, which is an integral part of the
Biennial of lllustrations Bratislava (BIB), among other related
programs of this multi-significant and world-renowned
biennial — an institution in the world of illustration, is being
organized since the foundation of the BIB, continuously since
1967 until today (the only exception was the year 1993).
Every year, the organizers of the Symposium have directed
the authors to investigate and write on a specific topic in the
field of theory and history of children’s book illustrations and
to exhibit their work at symposiums within the BIB.

The organizers of the BIB Symposium, first the Slovak
National Gallery from Bratislava 1967 — 1987, and later the
International House of Art for Children BIBIANA from Bratislava
from 1989 to date, have regularly published works exhibited
at the Symposiums in the Michellanies, in multiple languages.

In the period from 1967 to 2013, the BIB has influenced the
development of illustration in the world through two aspects
that can be considered the most important. One of them is
evaluating illustration through a selection of illustrations for
presentation at the Biennial, which has directed the currents
of illustration development, and the other, the less visible
and obvious one, is theoretical, through organizing the
Symposium and the publication of the Michellany related to
illustration, a great contribution was given to the direction
and development of the theory of illustration, which is a much
younger discipline than illustration in and of itself. The theory
of illustration, one might say, is still developing and it lags
behind general art theory, from which, indeed, it draws the
approaches for observing illustration artwork.

Beginning with the topics of the Symposium, through all
the years back, we see how the organizers have approached
the problem of theoretical research of illustration and how
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they have, by defining topics, directed the authors of
articles to deal with the illustration as well. The topics of the
Michellanies reflect the problems of the given moment in
which the illustration was located in, in relation to general
developments in the world, the currents of art theory, the
topics which are related to the theory of illustration and which
have been addressed to in a lesser extent, and the like.

The Symposiums were attended by theorists and art
historians from different countries of the world, bringing,
through articles, their own viewings of problems of the
given topics of the Symposium and presenting the specifics
of illustration in their own countries, thus making them
available to authors from different socio-cultural and specific
national environments.

In 48 years more than 400 articles of authors from a
great number of countries have been published in the BIB
Michellanies, from: Russia (former Soviet Union), Germany,
Czech Republic, Slovakia (formerly Czechoslovakia), Serbia,
Croatia, Slovenia (former Yugoslavia), Austria, Japan, USA,
Finland, Hungary, Turkey, Italy, Belgium, the United Kingdom,
the Netherlands, Poland, Greece, Brazil, Bulgaria, Romania,
Cuba, Nigeria, Portugal, Iran, South Africa, Cameroon, India,
Venezuela, South Korea, Latvia etc.

It is a known fact that books on the theory of illustration in
general, not only on the theory of children’s book illustration,
aren’t in abundance, especially in smaller countries, which
gives great importance to these Miscellanies. We note
that there is a greater number of publications on the
illustration of children’s books than on illustration of other
types of narratives, which causes many to draw on the
achievements of the theory of children’s book illustration
even in the consideration of illustration in non-children’s
literature i non-book illustration.

For instance, in Serbia, only two books on illustration,
written by Serbian authors, have been published so

far, whilst a large number of articles has been published
and scattered through various publications that aren’t
specialized in illustration. Even if there were more books on
this subject in the world, again, the significance of the BIB
Miscellanies would be unavoidable because, if we look at
all the Miscellanies as one whole, we get a cross-section
of the development of illustration in the world for a period
of about 50 years, through articles of authors from different
countries, in different time periods within which illustration
existed in and within which it survived, passing through
various phases. If we consider the fact that, since recently,
this wealth of theoretical considerations of illustration
is made available entirely for free on the internet site of
BIBIANA, in English in addition to Slovak (except the first
two publications that are in Slovak and in German, with
some of them additionally in Russian), it can be said that
this gives a completely new dimension to the achievements
of the BIB Symposium, through the possibility that young
generations of researchers from around the world perceive
illustration through the achievements of theoretical studies
within the BIB Symposium in the last half a century, and that
what separates them from this is just one click!

This kind of a cross-section of illustration in the world
is difficult to view in some other way because it would
be necessary to study theoretical books from different
countries, which are written in different languages, which
may not have been translated in English or into a language
spoken by a particular author, or which are old editions,
inaccessible to buy,_located in libraries and cannot be
borrowed, which would mean that the author has to travel
to study books on illustration in other countries... All this
confirms the thesis of the importance of these Miscellanies
in viewing illustration in the period of half a century, from the
perspective of different topics, contexts and viewpoints of
authors from different countries.
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Many speak of the undisputed significance of the BIB when
it comes to the creation of illustration itself, but the Symposium
and the contribution of the BIB to the theoretical level is
always somehow in the background and overshadowed
by the illustrations themselves and the Biennale, which is
only natural, because first the artwork is created and then
the theorists study them. But sometimes the causality is
reversed, when theory and reflection affect the development
of illustrators and their education and the sole approach to
work, so that we get to a point where theoretical study, even
though secondary isn’t less important. Therefore, the results
of the BIB Symposium, in the form of the Miscellany, have,
through feedback, influenced the creation of illustrations
itself.

Even as early as in the BIB Miscellany published in 1971,
Anna Urblik (Slovakia) noted in the Introduction that, in
addition to the existing literature on illustrated children’s
books, there still lacks a systematic review of the structure
of the theory of illustration for children, forecasting that it
will be the BIB Symposiums that will fulfil this task (Urblik
1971: 138). She also noted the lack of a specialized
theoretical magazine devoted to the illustration of children’s
books itself, about which articles are published mainly in
publications devoted to children’s literature or some other
related discipline, which makes the problem of illustration for
children treated as a matter of secondary importance. In the
end, she concludes and sets as a sort of a task and further
goal of the Symposium: “The theory of illustration for children
we intended to develop at the BIB, should not abandon the
principal and essential thesis of commitment. The aesthetic
function of the illustration should not be separated from the
ethic-educational and social values. Only in this way the
world illustration creative activity for children can become the
co-creator of the happy and contented life of children all over
the world.” (Urblik 1971: 138).

In the same year, 1971, the effort of the BIB Symposium
was recognized as extremely important and valuable by Ela
Gankina (USSR): ,In the conclusion | would like to express
my admiration of the gigantic and such a diverse activity
carried out since the first Biennale by the organisers of the
BIB, the researchers of the Slovak National Gallery and all
the members of the International Curatorium of Specialists
in the literature for children. Owing to their activity only, we
can nowadays present the problem of historical-theoretical
investigation of the illustration of the book for children.”
(Gankina 1971: 141)

Following the topics of the Symposium chronologically
we can see which problems preoccupied the theorists of
illustration at a given moment: the impact of illustration on
emotional education (1967), the problem of illustration as a
specific genre/category among fine arts (1969), illustration
as a specific category of artistic expression (1971), aesthetic
and extra-aesthetic aspects of illustration for children
(1973), forms and methods of describing the present in the
illustrations of the books for the young (1975), Significance
and Impact of Textbook lllustration and its Contents (1977), a
picture book for young children (1979), the processes in the
creation of illustrating a children’s book (1981), the effects of
artistic influences and tradition on illustrating children’s books
(1983), children and peace in the illustrations of the people
of the world (1985), a child as a hero and a bearer of the
social aspect of time in illustrated children’s books (1987),
the relationship of an illustrated book and an animated film
(1989), fantasy and imagination in illustrations and animated
film (1991), illustrations as commodity — the artistic value of
illustrations in the condition of today’s book market (1995), the
illustrator and his relationship towards present conditions of
life (1997), the new millennium in illustrating children’s books
(1999), Research in illustration (2001), the phenomenon of
postmodernism in children’s illustration (2003), psychological
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and social aspects related to the illustrations of H. C.
Andersen’s work (2005), globalization and diversity in
children’s book illustrations (2007), the relationship between
illustrations and text (in a book of the author’s own choosing
or a comparison of illustration strategies in different editions
of the book “Alice in Wonderland” by L. Carroll) (2009),
illustration in the world of new media (2011), a national cultural
identity of illustrations in the era of globalization (2013).

Viewing the listed topics in a chronological order, we
notice that the organizers have, by defining topics, primarily
directed researchers towards engaging in some fundamental
or more general issues related to children’s book illustration,
such as the relationship between the illustration for children
and education, art, aesthetics, the matter of the creative
process, the influence of the artistic tradition on illustration
and the like, so that in the second half of the Symposium’s
existence, from mid 80s to date, the topics would become
narrower and more specific in relation to the given moments
and the developments in society and in art: illustration and
fantasy, illustration and animated film, illustrations of books
of certain authors (Andersen, Carroll), illustration and children
and peace, to the most current and very specific topics:
illustration on the market, in the world of globalization, in
postmodern terms, illustration and new media... This does
not mean that the original “more fundamental topics” have
been given definitive answers; they can always be reviewed
again in contexts offered by new time and spatial frames
and theoretical achievements. We notice very astutely
selected topics in the third millennium, which completely
reflect the most current issues related to illustration in the
newly formed artistic, media and general social frameworks
(postmodernism, new media, globalization...).

The authors have, within given topics, found room for
different sub-topics or topics that are more narrowly defined,
but could be considered within the main topics. Here are

some examples of different topics on which the authors have
written, that can, in this short article on the long existence
of the BIB Symposium, illustrate what some of the authors
of the articles have dealt with: Development of Artistic
Feeling in Children (Nikita Charushin, USSR, 1971), Concept
and Programme of the Theory of lllustration for Children
(Frantisek Holesovski, Czechoslovakia, 1971), Aesthetic
and social aspects of lllustration of Book (Ella Gankina,
USSR, 1973), Some Facts on the Colour Preference among
Children and Young People (Hieronym Florek, CSSR 1975),
Child’s Perception and Interpretation of lllustration (Anton
Macko, Czechoslovakia, 1977), To the Problem of Unity of
Text and Pictures in the Book for Little Children (Leo Lionni,
U.S.A, 1979), On Artistic Design of a Children’s Book (Milan
Hegar, Czechoslovak Socialist Republic, 1981), Typographic
Layout of one Children’s Book, or a Story of Making one
Book (L'ubomir Kratky Czechoslovak Socialist Republic,
1981), Influence of Comics on Picture Book Production in
the Federal Republic of Germany (Otilie Dinges FRG, 1983),
Art Nouveau lllustrations’ Influence on the Book of Today
(Jana Brabcova, CSSR, 1983), Function of Folklore and
its Influence on Children’s Book lllustration Development
(Vesna Lakicevic, Jugoslavia, 1983), The Motif of Friendship
in lllustrations of Books for Children (Jifi lljiey, CSSR, 1987),
The Use of Intermediality in Children’s Book lllustration (Carla
Poesio Italy, 1989-91), The Book Cover: a Meeting Point
Between Art and Advertising Communication (Carla Poesio,
ltaly, 1995), DTP and Children’s Books (Igor Imro, 1997),
Information Society and lllustration in Books for Children
(Pirjo Julkunen, Finland, 1999), African lllustrators and How
They Work and Live (Mbala Elanga Edmond VI, Cameroon,
2001, lllustrated Children’s Books in Japan From the 8th
Century to Modern Times (Yumiko Bando Saito, Japan,
2001), Postmodernism in Austrian Picture Books (Silke
Rabus, Austria, 2003), How a Danish and a French lllustrator
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approach the same Story by H. C. Andersen (Kirsten
Bystrup, drzava 2005), The Fairy Tale Land of Children
And The Age of Plasma Display (Mehrnoosh Moshiri, Iran,
2007), The Verbal, Visual and Aural in Picture books (Riita
Oittinen, Finland, 2009), Reading Images (Regina Yolanda,
Brazil, 2009), The uses of Cinematographic Language in the
lllustration of Children’s Picture-books (Fanuel Hanan Diaz,
Venezuela, 2011), My Norwegian Cultural Identity (Bjorn
QOusland, Norway, 2013).

On the basis of these examples and the titles of works
themselves we can already gather the wealth and variety of
approaches to illustration contained in the BIB Miscellanies.

We will mention some excerpts from the articles of some of
the BIB Miscellanies that are interesting from the perspective
of the present moment, and we will comment on them, in
order to draw a parallel and compare the ways of accessing
the studying of illustration in the last half a century of the
publishing of the Miscellany.

For instance, in the earlier BIB Miscellanies, the authors
from the countries of the former Eastern Bloc emphasize
the importance of the didactic, pedagogical and ethical
in children’s book illustration, which, they feel, is not in
opposition with the aesthetic and artistic imperatives, and in
order to implement the ruling ideologies among the younger
generations in their countries.

Boris Dekhterev (USSR) says about this: ,Anyhow,
we have come to face a dilemma: whether to abandon
absolutely and decisively the view of art which asserts its
total independence of each utilitarian aim, or to consider
illustration as a phenomenon that cannot be ranged into the
sphere of art. The organization of BIB as well as a whole
range of other facts proves that in contemporary society
this dilemma is being solved in favour of art as a means of
ideological influence. And therefore the statement that an
illustration has its educational and pedagogical function is

not in antithesis with its artistic value, on the contrary this
illustration only asserts it.” (Dekhterev 1971: 141)

Similarly, Ella Gankina (USSR) contemplates: ,,Abstract art,
expressionism, surrealism as well as naturalism penetrating
into the illustrations for children of today, try to find here an
ample space for experimenting regardless of the ideological,
aesthetical and instructive nature of illustrations for children
and they are very dangerous indeed. The art of illustration of
books for children can attain a higher artistic standard and
achieve the fully valuable ideological and artistic results only
there where it is sponsored by state, involved in the interest of
progressive ideas, as well as the artistic standard of books for
children.” (Gankina 1971: 147) Gankina adds that the major
problem is controlling and ensuring high-quality illustrations
in ,capitalist* countries, where children’s book illustration is
related to business success and profit, which in her words,
leads not only to aesthetic but also to ideological errors.

From today’s perspective, the problem of socialist and
communist ideological influences on art and illustration in
the countries of the Eastern Bloc is interesting to consider
as something that represents an abandoned approach, but
it also brings us to the issue of whether the globalist and
consumer society ideologies of today are also projected
into reality,_only in a different way, so that we aren’t aware
enough just how much they shape our lives, and even how
they shape art and illustration? The BIB Miscellanies contain
numerous articles by Eastern Bloc authors in which they
consider various problems of illustration in the context of the
ideologies of their countries of that time, which is important
for historians and theorists of illustration dealing with this
period and with this problem, but these articles certainly also
point to the values that this approach to illustration has had,
which brings us to the fact that Gankina was partly right,
because today we are on the verge of a completely different
extreme dictated by a consumer and globalist ideology when
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it comes to children’s books.

The applicability and engagement of illustration is a question
in and of itself even today, and not only in the aforementioned
ideologically coloured period. Some of the contemporary
theorists cite the problem of the attribute ,,applied“ art, when
it comes to illustration.

For example, in Steven Heller and Marshal Arisman’s
(USA) book ,Teaching illustration® we find the following text:
Llustration is defined as an applied art. It's a definition wholly
inadequate to explain the field or how it works. And yet, in
many art colleges and universities, across the country, it is
now expected that illustration is an applied art like graphic
design. The real definition of illustration is a figurative art form
based on story telling.” (Heler, Arisman 2006: xix)

Just how much the relationship towards illustration has
changed we see in how David Blend (UK treats illustration in
his illustration history published in 1969, ,as an art exclusively
dependent on literature, but still remarkable and valuable*
(Bland 1969: 19). In this time span, to date, illustration has
won a more independent position.

Slobodan Ivkov (Serbia), a Serbian theorist of applied arts,
particularly of comics', views illustration in a following way:
.Narrowly speaking, illustration is only a visual interpretation
of the text printed next to it. ... Broadly speaking, illustration
is a visual interpretation of the situation and a relationship of
the author with his surroundings and the attitude towards
him. ... The text can, but needs not exist as the initial trigger
for the occurrence of artwork; it is not a conditio sine qua
non, i.e. a condition without which an illustration cannot

1 Ivkov believes that the comic was derived from illustration and that an equal sign
can be put between the comic and illustration, with the difference being that the com-
ic is always an illustration, but the illustration is not always a comic. He points out: ,A
comic is, although often disputed, more an illustration than an illustration understood
in a classic way. A comic is the most beautiful and the most obvious synthesis of the
visual and the narrative.“ (lvkov, web source)

be created. ... we come to that that, now more narrowly
speaking, a photograph standing next to a text is also an
illustration. More broadly, any photograph is by this standard,
even without text, an illustration. Alas, brought to an end, so
to call it, the thesis about the broader context is as follows:
Any two-dimensional artwork performed is an illustration.”
(Ivkov, web source)

In my Master’s paper, | defend a thesis, through research
and an explanation of an artistic project, that ,an illustration,
being a moving illustration within an audio-visual form — a
video-illustration of a book — has confirmed it's universality,
and that it’s not limited to a two-dimensional image, but that
it’s even wider, a moving, one can even say a fim image,
with which a literary work can be illustrated with* (Senka
Vlahovi¢ Filipov 2015: 110) Therefore, a video-illustration
is an audio-visual form that channels the message in two
codes — auditory (one that is listened to: text, music, various
sounds) and visual, which illustrates the text or the message.

Jaleen Grove, a contemporary Canadian historian and
theorist of illustration cites similar statements: ,In recent years
art historians have begun to question the twentieth century
taboos surrounding illustration. As the theorization of visual
culture has progressed, the reticence to appreciate drawings
and paintings made for magazines, advertisement, books
and ephemerais increasingly acknowledged as symptomatic
of historical moment now passing.” (Grove 2013: 7)

Looking at the problem of the utility and the engagement
of illustration, in the range of considering illustration through
the mentioned examples of attitudes of authors from the
countries of the Eastern Bloc, the attitude of British illustration
historian David Bland, versus several decades of later claims
of the mentioned contemporary American, Canadian and
Serbian authors that illustration is inadequately defined only
as an applied art, we come to the knowledge that in recent
decades, illustration has become more appreciated and

TEREI E

eAe[sijelg suoneisnj|| jo jeluuslg G2 Aue
eAg[sijelg lloeJaisn|l sjeualg "‘Gg

173



©
P
S
(2]
£
©
>
50
2 c
© ©
0 ©
—
)
I
| S—
==
0 =
S50
o 2
\gc
o .2
Em
. £
O 0
o

llany

misce

174

B Senka Vlahovi¢ Filipov

that it has been made equal to fine art despite its potential
for application. This is discussed in one of the recent BIB
Miscellanies by a Slovenian author Tanja Mastnak: ,Only in
the last years book illustration rises more and more interest
among theoreticians, curators and also contemporary artists,
because it is most elaborated way of communication between
textual and visual which survived all the changes through
the history of art. What has influenced these changes?
Mastnak states that the status of book illustration in the
context of visual arts was such that it was considered more a
segment of design than of high art and that this has changed
during the last decades due to processes that took place in
contemporary art. , By the spreading of postmodernism in the
seventies of the 20th century the general attitude towards the
relationship between visual and textual has changed. Strong
theoretical background influenced also visual arts. ... Being
marginalized and connected with design this particular visual
expression formed its own world, a bit separated from other
visual languages and more connected with literary worlds.*
(Mastnak 2009: 166,167)

In the same study, Tanja Mastnak mentions a very
interesting example of how a group of young artists and
curators have, in 2007, organized an exhibition entitled , The
Biennial of independents — the first promoter of Slovene
contemporary illustration, its authors and contexts” and how
they have gathered around the idea that an illustration is “any
visual commentary of the world around us® and that it isn’t
necessarily related only to a book, but that it represents a
contextual commentary made in a visual way. The exhibition
slogan is: “Look around with the eyes to /not to/ see”.

Therefore, the status of illustration is raised to a higher level
both in terms of evaluating illustration as a form of artistic
expression in terms of high art, but also within the framework
of the graphic industry where it also gained significance, as
her place is no longer linked only to a book, to publications,

posters and some established forms, but it is recognized
that it is present at every step in a time of intensive visual
communications in which we are surrounded and exposed
to an extremely great number of visual messages of the
propaganda industry. Such a position of illustration today has
also led to an increased interest for the theory of illustration,
which we have already mentioned. These are all facts that
support the extraordinary significance of all of the previous
and future BIB Michellanies for the study of illustration at
a time when the theory of illustration has gained a kind of
a momentum.

The position of the illustrator is one of the key ones in the
visual presentation of a text or a message, regardless of the
type of text and given circumstances, needs or obligations
for adapting to the author, the editor, the concept, publisher,
market... The illustrator is always facing a problem, as it
was said by Barbara Brathova in the 2009 Miscellany: ,How
to visualize the text to an attractive visual art form, how to
potentiate it, to support it, or to conform to it submissively, or
vice versa to show the dominance. In the illustrator’s work his
personal relationship to the theme and its content is profiled
subconsciously. In his attitude to the visual character he
clearly presents how he feels the text, how he understands it
and how he shall make it understandable for the others. And
maybe not.” (Brathova 2009: 107)

Thus, there is one more very important question related to
illustrating books: whether the illustrator is, in a certain way,
imposing his own visual experience of the text to the reader,
which would for him, with great certainty, be different?

Let's imagine Little Prince different than how he was
portrayed by Exupéry? No other illustration of this character
isn’t as much present as this one is, no other illustrator,
probably even a far better one, didn’t succeed in suppressing
it. Or, for example, when we read a novel and then watch
a movie based on that novel, we get surprised because we
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have imagined the characters completely differently while
we were reading the book and the director has presented
them differently; or vice versa, if we see the movie before we
read the book, while reading, we will certainly visualize the
characters as they were represented by actors in the movie.
The visual representation of a particular narrative strongly
influences the viewer. This does not diminish the importance
of the narrative itself, the illustrator, even the director, as
someone who visualizes the scenario, inevitably lean on the
text, but the creator of a visual representation of the given
text imposes his own visual experience to others as well.
But, this is the power of illustration!

The secret of its power in the last half a century is revealed
by theorists and historians of illustration from many countries
gathered around the International BIB Symposium giving an
indispensable contribution to the theory of illustration of the
entire world.
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Piet Grobler (United Kingdom)

He is an illustrator and teacher and currently is the Course
Leader for lllustration at Worcester University. He has
illustrated more than 70 books and also worked for various
newspapers and magazines. Piet’s interest in illustration is of
a multidisciplinary nature and how contemporary illustration
art is shown. Besides the classical illustrations he also
focuses on 3D, interactive illustration and studies the impact
of the cultural setting on the esthetic visualization in book
illustration and also multiculturalism through involvement
of the society in picture books. His illustrations earned him
several awards including the Golden Apple BIB 2009.

The legacy of the Bienniale for lllustration,
Bratislava: research and inclusivity

1) Introduction

Retrospective themes like “How the Biennale of lllustration,
Bratislava has influenced picture books over the world the
last half century” are necessary when milestones in the
history of organisations or events are reached. Not only does
one take stock of the past to learn what to do differently, but
one is also allowed to enjoy the successes on the way.

| believe that one of the most important legacies of BIB, is
the growing of an awareness that the world of picture books
is wonderfully wide and big and diverse.

As a result, BIB has been instrumental in inspiring so
many illustrators over the world and more specific, led to the
recently founded International Centre for the Picture Book in
Society at the University of Worcester in the UK. (pic. 4)
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2) Case study and personal journey.

| base this statement on my own first hand experience,
without claiming that my own story is particularly important
or interesting. Even though this ‘evidence’ is anecdotal, it
does provide a case study that resulted in the promotion of
inclusivity and international awareness in two very diverse
academic environments.

At the age of thirty, | had no clear idea of what | would like
to specialize in, | have illustrated some educational books,
magazine columns and done general graphic design and
journalistic work. Then a friend gave me a catalogue of the
1993 BIB competition. | was blown away by the variety
of visual languages and the cultural diversity, traditional
characteristics and very important: the experimental nature
of many of the entries in the catalogue. | wanted to be in that
catalogue. | wanted to be part of that world.

The backgroundto thisis that | grew up in South Africa under
the apartheid regime. Cultural diversity was acknowledged,
but with the understanding that people should live separately
because of that. South African culture became isolated and
so did its book environment. Only dedicated academics in
children’s literature were really aware of the wonderful diversity
of creativity within the international picture book environment.
The public and even most illustrators would only know the
picture books they saw on the bookshelves. These were
largely books from the Anglophone environment, with some
wonderful exceptions of translated European picture books.
| think back with fondness of meeting the picture books of
Janosch and Bernadette in Afrikaans translation many years
back.

Exposure to that 1993 catalogue, introduced me to the
work of the following wonderful illustrators, amongst many
others: Francois Place; Kveta Pacovska;

Lilian Brogger; Harrie Geelen; Pierre Pratt; Quint Buchhoz;
Klaus Ensikat; Jozef Wilkon; Dusan Kallay; Lorenzo Matotti

and several interesting illustrators emerging from Iran.

Fellow South Africans Joan Rankin and Zwelethu Mthetwa
| knew already, but it was a thrill to se them in the catalogue.
Since then, participation of South African illustrators were
sporadic and not with particular success in the competition.

| also noticed something else: the limited participation
and at times absence of illustrators from English speaking
countries in the competition.

| also observed that there were different approaches to
picture book making depending on cultural regions and
environments.

| also saw that trends and styles would at times transcend
cultural boundaries, seemingly due to a world that became
globalized in its communication.

To be part of this exciting and intriguing environment as an
illustrator became my dream and a foundation had been laid
to an academic and research interest in the picture book as
a form of art and of visual expression.

This lead to my participation in the BIB since 1995,
participation in the workshop in Bratislava, meeting many
wonderful picture book-people; winning a plaque and a
Golden Apple and completing a Masters Degree in Visual
Arts: specializing in picture books. Part-time teaching at two
South African universities gave me the opportunity to share
the diversity and experimentation of the international picture
book environment with students in South Africa after its first
democratic elections.

3) International awareness and inclusivity:
an international centre
But the best opportunity to communicate this to a wide audience
of illustration students came when | was appointed the course
leader in lllustration at the University of Worcester, UK.

My colleague, Tobias Hickey and | shared a passion to
improve the international awareness of UK students and
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illustrators and began to conceptualize the idea of the
International Centre for the Picture Book in Society.
We have three main aims in mind with the ICPBS:

3.1) In the first instance, to provide an international focus in
the UK for making and studying of the picture book in its
broadest sense:

e children’s books

comics

hand made books

‘zines

educational books

e-books

graphic novels

The reason for this international focus, is our reaction to
the apparent limited exposure English-speaking countries
have of picture books in other languages. Not even 5% of
picture books published in the USA or the UK, for example,
are translations from other cultures. This complacency with
publications from the family of English speaking countries
has an impact on creativity and on the understanding
of the experimental nature of some picture books. Even
though brilliant experimental work is being published in
the Anglophone countries, students and even professional
illustrators seem to have had very limited knowledge of
books published outside of the English fraternity. This inward
looking attitude, does at times lead to rehashing of existing
styles of image making and design.

This sentiment had been publicly expressed also by the
British illustrator and Hans Christian Andersen winner Quentin
Blake, and by Professor Martin Salisbury of the MA course in
Children’s Book lllustration at the Cambridge School of Art.

At the Bologna Book Fair, for example, it is evident when
looking at many of the English-language stalls, that a mighty

and highly professional industry is driving English-language
picture books, but a result of that is often rows and rows
of corporate stands often with mainstream books of a
predictable nature.

The reference to the understanding of the picture book
in its broadest terms is to accommodate the fact that the
nature of the picture book seems ever to expand and change
with the advent of new techniques, platforms and media. We
hope to be, as an academic institution, on the forefront to
observe and encounter new developments.

3.2) In the second place, we aim to take an inclusive
approach to engaging ‘society’ in its broadest terms
with picture books, embracing minorities and socially
disenfranchised people.

The University of Worcester has, in 2012, opened its new
award-winning library, The Hive. This library is the first in
Britain and one of the first in Europe that is being shared
by a city and a university. This demonstrates the ethos of
a university that chooses to be part of a society and not
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function in an ivory tower. The Hive with its facilities will be

the venue where the ICPBS activities be held.

The centre, will in addition to The Hive, use the facilities
and studios of the lllustration course to the benefit of the
society the university operates in. Regarding the immediate
society, the centre already offers book making and print
making workshops and story telling events to people and
communities that do not have access to the same facilities
as us. We believe that picture book illustration should be
democratic and as inclusive as possible.

Students are already acting as assistants to professional
illustrators and narrators who give art workshops during the
university’s Beeline Story Telling Festival every year.

The centre has recently engaged with two research projects
that accentuates its commitment to inclusivity:

e Designing and illustrating a picture book that could be
equally engaging to sighted as well as visually impaired
children

e |llustrating and designing a picture book that deals with
Ssame-sex parenting

4.3) In the third place, the centre will promote a UK awareness
of picture book making beyond the Anglophone environment,
establishing a platform for showcasing picture books
across the globe.

The International focus of the centre means that it will
commit to introducing British students, illustrators, children,
publishers and book enthusiasts to foreign books. Exhibiting
collections of books and illustrations is the most direct way
of doing this.

e The most accessible way of doing this is to acquire pic-
ture books from all over the world that will be held in a
research collection at the Hive to be enjoyed by students,
the public and school children. We came up with the idea
of inviting international illustrators, authors, librarians,

academics, publishers, book/reading bodies to beco-
me a “Friend of the ICPBS”. To honour our side of the
friendship, we promote the work of our friends on our
website and once a year, we donate our friends an origi-
nal screen print or etching by our best student. In exchan-
ge, we ask that our friends donate the centre a picture
book of their choice — in its original language.

e Inonly the one year that the ICPBS has been existing, we
have already accumulated almost one hundred picture
books. Several of these books were donated by Lem-
niscaat-publishers.

e Qur first exhibition, in October 2014, was of the 12 win-
ners of the Lemniscaat picture book illustration competi-
tion held in the Netherlands and the UK.

e This was followed by a talk and workshop by international
German-British illustrator Axel Scheffler.

e In March 2015 we exhibited books, an informative book
making exhibition and original screen prints by TARA
books from India. This event also included a lecture by
Gita Wolf to students and the public and a workshop
and story telling event to children from a local school.
Yet again, lllustration students acted as assistants in the
workshop.

e In the second half of 2015, an exhibition of the winners
of the World Wide Picture Book Competition (Holland,
Germany, South Africa and the UK) will be held together
with Lemniscaat publishers from the Netherlands. This
competition was promoted in the UK by the ICPBS iin
collaboration with Walker Books

e |n addition, the IBBY Honour books for 2014/15 will be
exhibited by us in The HIVE in September this year.

e |n 2016, the highlight of the year will be an exhibition of
the winning works from this year’s BIB competition.

This upcoming BIB exhibition in the HIVE is of great
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importance to us and is in a certain sense the completion of
a full circle since my first introduction to BIB.

The International Centre for the Picture Book in Society
has been accepted, together with IBBY UK to be the official
bodies to nominate the UK entries to the competition.

After years’ limited representation or absence from BIB, the
UK will in 2015 have 14 illustrators representing the country!

5) Conclusion

As already said, | do not claim that this is of massive
importance. Yet, we have established relationships with
BIB; IBBY UK as well as the international IBBY board; The
International Youth Library in Muncih; NAMI Island competition
in Korea; La joie par le Livre in Paris; Sarmede catalogue and

Andersen magazine in ltaly; several illustrators, academics,
book bodies and publishers from across the world. These
people | have met as a result of a chain-reaction.... Starting
at BIB.

Our endeavor is being appreciated and hailed by all as
a worthy effort to promote inclusivity and international
awareness in the picture book environment.

| trust that BIB will go from strength to strength for the next
50 years and beyond and may inspire many more people to
engage with the exciting and diverse world of picture books

... and never underestimate the ripple-effect of one catalogue!
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Viadimir Kravchenko (Moldova)

Graphic artist and researcher of book illustration. Graduated
in Graphic Arts at the State Pedagogical University and the
Academy of Fine Arts of Moldova. Received several national
prizes at the ex-libris competitions. In 2013 he finished his
studies of art history at the Academy of Science of Moldova,
Institute of Cultural Heritage. He is doctoral candidate at
this institution. His focus is in art of children’s illustration in
Moldova. His scientific studies on Moldavian illustrators and
picture books were published in Moldova and Russia. He
works as a researcher at the Institute of Cultural Heritage and
as a graphic artist at the Prut publishing house from Chisinau.

Children’s book illustration in Moldova.

Personalities and Trends

The Republic of Moldova is a small sovereign country in the
Eastern Europe and part of the historical region Moldova
(Romania). lllustrated children’s books began to be published
here in the 1920s, when the country was part of the Kingdom
of Romania (1918-1940). But it was not until the postwar period,
when children’s book illustration evolved in Moldavia, part of the
Soviet Union (1944-1991). The city of Chisinau, capital of Moldova,
had been the only one publishing center of the country after war.

Although Moldavian illustration as cultural phenomenon is
not known outside republic, there have already formed unique
traditions of international interest in national children’s book.
llustrations carried out by Moldavian artists were exhibited
repeatedly at the international book fairs and competitions
specialized in books. In this context, the BIB exhibition is the
most important one. Starting from 1971 until the last decade,
more than twenty Moldavian artists have taken part in the main
BIB contest. In 1987, illustrations on the Moldavian folk-tales
received the BIB Golden Apple and in 2007, the BIB Honorary
Mention for the Publisher was given to the publishing house
from Chisinau.

We owe to Boris Nesvedov (1903-1963) (pic. 1 — 3) the
postwar development of Moldavian art illustration. His pen-
and-ink illustrations resemble old line engravings by delicate
strokes. The elements of scenery paintings distinguishing
color illustrations provide a unique sense of space.

In 1946, in the Soviet art there was reapproved a so-
called “method of socialist realism”, in other words, naturalist
narrative style. B. Nesvedov sought not only to retell the
story, but to reveal its essence. He was the first Moldavian
illustrator to address the folk art aesthetics (toys, paintings,
embroidery), synthesizing traditional artistic techniques and
also keeping the realistic shapes in composition'.

1KpasueHko, B. [letckme nnnoctpaummn bopurca Hecseposa. In: AHTVKBapwaT. MNpeameTs!
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[tis interesting enough to examine features of Art Nouveaux
and Art Deco in his art. Here we must take into consideration
the artist’s pre-war apprenticeship at the studio of Auguste
Baillayre, an outstanding personality in Moldavian art, kindred
spirit to Russian avant-gardists. There can be encountered
multiple methods and styles borrowed from old German and
Russian illustrations of children’s books in the illustrations
by B. Nesvedov, as follow: silhouette drawing, ink and
watercolor drawing, line drawing of Oscar Pletsch and Ivan
Bilibin type etc. Moldavian artist was well acquainted with
material culture of Germany, because he had participated in
the rebuilding of Berlin after war.

B. Nesvedov had lived and worked before BIB was
established in 1967 and before IBBY began its activity in the
USSR. Other Moldavian Soviet artists mentioned in the paper
have activated when the Soviet section of IBBY opened in
Moscow in 1968 and put the artists the way of exposing
illustrations at foreign exhibitions.

At that time, many masters of graphic art created
interesting illustrations for children: I. Bogdesco, I. Carmu,
G. Vrabie, F. Hamuraru. Also, Igor Vieru (1923 - 1988) (pic.
4 - 6), famous painter, devoted good deal of his time to book
illustration. He was among the first to represent Moldavian
art at the exhibitions abroad, including those of illustrations
and book art (IBA-Leipzig, BIB-Bratislava). Latest illustrations
by I. Vieru on the Moldavian folk tale were issued in Japan.

Art of I. Vieru is strongly national in subject and matter.
In order to reveal national spirit the artist applied to old-times
paintings, engravings and tapestry, as well as to the works
of contemporary Romanian and Lithuanian graphic artists
on the national literatures’ subjects. lllustrations created by
I. Vieru are of special historical and artistic value because of

MCKYCCTBa W KonnekumnoHnposaHua [Art Antiques and Collectibles]. 2015, No 3 (124),
p. 104-114.

the link of literary and artistic image fixing on the essential
comprehensive level. In Soviet times, artists had to obey
an official guideline regarding usage of national features in
illustrations: “socialist content in national form”. But it was
l. Vieru who avoided dogmatic standards in creating national
artistic identity.

Humorous style of book illustration was especially popular
with Moldavian illustrators and also public of the late 1970s
and 1980s. Presence of the artworks executed by Moldavian
artists at the international book fairs in Moscow and Bologna
caused the practice of releasing Moldavian legendary
stories in translation into English, French and Spanish.
Several editions of this type are decorated with high-quality
illustrations by Leonid Domnin (1936 - 2014) (pic. 7 — 8),
best known as a cartoonist, specialized in Moldavian fairy-
tales?. His book illustrations, as well as B. Nesvedov’s and
l. Vieru's, are tributes to national heroes. A favorite stylization
method of L. Domnin — caricature, touched with satire.

L. Domnin participated at the BIB exhibitions regularly
since the 1970s. It was his illustrations on the Moldavian
folk-tales that won BIB Golden Apple Award in 1987. To this
day, it is the highest international achievement of Moldavian
illustration. The last two decades of his life L. Domnin spent
in his native Russia, where he continued his career of book
illustrator.

The activity of a new born commercial market of the
Republic of Moldova (independent since 1991) resulted in
the designing book illustrations at consumer’s taste. Artists
of distinction and originality try hard to create attractive
images of artistic value, mixing different styles and using
author techniques.

2 Vesely, M. Animated book and film illustration — connections and relations. In: Mis-
cellany of the Slovak National Gallery 7. BIB ‘81. Bratislava: Slovak National Gallery,
p. 266-270.
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In 1997, the Moldavian IBBY national section opened
in Chisinau. Under the auspices of this organization, the
International Children and Youth Book Fair is held annually
in Chisinau since that year. Special contest exhibitions of the
Fair gave an impetus for the development of book illustration
for children in the country. Prizewinning illustrations® and
also illustrations for Book-surprises, special project of the
Fair*, represent important issues of the evolution of this
art form. Majority of the artists considered below exhibited
their artworks at BIB and also at the local exhibitions held in
different European cities.

Over the past decades, a brand new output has been
created by those artists of older generation, who continued
practicing book illustration. Alexei Colibneac (1943)° (pic. 9 —
10), an experienced graphic artist, that had made his debut as
far back as in the 1970s, returned in the 2000s to illustrating
classical works of national literature, namely folk tales by
famous Moldovan storyteller lon Creanga. There are combined
keen cognitive sense and subtle psychological outline of
characters in the A. Colibneac’s watercolors with touches of
black pencil. Decorative motifs and intricate ornaments with
reference to Moldavian carpets assert fine interpretation of
national type and conventions. Portrait precision and realism
of details featuring images are worth mentioning. Also, the
A. Colibneac’s manner of visual narrative perfectly suits the
stories by Spiridon Vangheli, an internationally renowned

3 lllustrations which were endowed with awards at the International Children and
Young Book Fair in Chisinau, as follow: The Book of the Year Award, The Best Col-
lection of Children’s Book Award, The Best Graphic Presentation of Children’s Book
Award, The Best lllustration of Children’s Book Award, Special Prize of the Artists’
Union of Moldova. For more information see: www.bncreanga.md/scp and www.
bncreanga.md/scp/Premii.htm.

4 Since 1998, book-surprise is edited annually by organizers of the International
Children and Young Book Fair in Chisinau. The books are distributed free of charge to
all young visitors of the fair. See: www.bncreanga.md/scp/Cartea-surpriza.htm.
5 Winner of IBBY Honour List 2006 (Punguta cu doi bani by |. Creanga. Chisinau:
Prut international, 2004).

Moldavian writer for children of our time.

Another person who ranks one of the most important
Moldavian illustrators of the both Soviet and post-Soviet
periods is Lica Sainciuc (1947) (pic. 11 — 12). For decades
he remained abode by grotesque distortion of rounded
shapes, following the trends that distinguish art of UIf
Lofgren and Etienne Delessert. Moldavian artist has created
placid caricatures, laying stress on eloquent details and
characteristic gestures, without overloading composition
with trivial facial expressions. Visual ideas of L. Sainciuc are
the cute ones, although inspired by the well-known cartoon
interpretations.

During the 2000s, the artist explored expressive possibilities
of vector graphics in illustration, juxtaposing line-drawing and
vivid colors inserted by gradients. In fact, it was him who
introduced computer-generated style in Moldavian children’s
book illustration. The art of L. Sainciuc may be seen as
a model, with which to posit arguments in favour of future
development of the illustration of picture books in Moldova.

Unlike L. Sainciuc, lon Severin (1954)¢ (pic. 13 — 14)
accepted complexity and even ambiguity in delineation of
shapes. His illustrations include intricate patterns and fancy
shapes outlined as if woven of coarse matter. Surreal close-up
portraits of men and animals arise from structured explosions
of tiny elements and textures. There is the influence of Polish
graphic art evident in plastic fragmentation of space. The
images of |. Severin require scrutinizing and seem not to be
readable, they depict nature in meticulous way, targeting
children who are able to evaluate sophisticated images’.

Especially interesting in context of appealing to older

6 International Man of the Year 1998, Winner of IBBY Honour List 2002 (Aventurile
baronului Mtinchausen by R. E. Raspe. Chisindu: Prut international, 1999).

7 llustrations by I. Severin were reproduced on the pages of a journal of international
children’s literature. See: Bookbird. 2000, vol. 38, no. 1, cover; Bookbird. 2002, vol.
40,no. 1, p. 5.
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children are creations of Simion Zamsha (1958), (pic. 15
— 16), the well-known Moldavian graphic artist and expert
in printmaking. In his early illustrations on the Moldavian
history dating from the late 1980s, the dramatic contrasts
of light and shadow symbolize connections of the world
of past with that of present. Present-day illustrations by S.
Zamsha executed in the author technique of monoprint, are
misty, vaguely simbolist in style and resemble paintings by
blurred outlines and bold coloristic contrasts. Allusions to old
fresco paintings and also to the excellent graphic works of
Albin Brunovsky are the subtle ones. Obviously, atmosphere
of story is more important for the artist, than action itself.
Compositions gain an intimate lyrical tone due to the light
haze veiling figures. Recent watercolor illustrations by S.
Zamsha on the folk tales by |. Creanga presenting dynamic
characters, are essentially realistic in style.

A highly successful children’s book illustrator, who is keen
on classical English and Russian literature for children, is
Violeta Zabulica-Diordiev (1966)¢ (pic. 17 — 18). It was a
book with her line drawings which won Honorary mention for
the publisher at the BIB 2007. Many fairy-tales and fiction
stories for children are illustrated by V. Zabulica-Diordiev
in a modern way, although she used narrative methods of
the previous decades. In the pages, realistic elements are
freely combined with romantic connotations. Diffuse light
reflections melted in vibrant shades of color create illusion of
magic and sense of harmony.

In the first decade of the century, the rise of picture books for
preschoolers, written by the children’s poets of our days, took
place in Moldova. Authors of graphic presentation of such
books experimented with decorativeness of composition,

8 Winner of IBBY Honorary Diploma H. Ch. Andersen 2008, Winner of IBBY Honour
List 2008 (Ursuletul Winnie-Pooh by A. A. Milne. Chisindu: lulian, 2008), Prize for
llustration of the Minsk International Book Fair 2013.

providing diversity of shapes and meanings. In search of new
aesthetic forms, the illustrators are guided by general rules
and laws of good taste and readability rather than by certain
stylizations, imposed by media sources, i.e. cartoon-like
exaggeration and other types of shape distortion.

Among the most interesting creations of young Moldavian
illustrators are those of Violeta Dabija (1979)° (pic. 19 —
21). When illustrating for children, she inventively combines
watercolor, gouache, ink, colored pencil, textured surfaces and
also elements of computer vector graphics, managing to speak
her own visual language with little spectators, who are too young
to read books. Instead of adhering to the traditional ways of
expression in Moldavian illustration she went on to search for the
new ones, following international patterns of illustrating picture
books. Humorous spirit of the stories is supported by vivid and
balanced colors and delicate lines. Several books released in
the USA in the recent years, show the best of the distinctive
style of V. Dabija. It is based on the peculiar mix of hand-made
techniques, making her pictures look very soft™.

One of the most prolific Moldavian publishers of our time is
the Prut publishing house from Chisinau (Prut International).
Many Prut editions were illustrated by all the Moldavian artists
mentioned above, who have activated during the last decades.
Concept design of many illustrations and of the whole book
series issued by Prut represents the contribution of art director
Roman Kutsjuba (1953) (pic. 22 — 23), an Estonian graphic
artist from Moldova. Most of all, his artworks on free subject,
executed in Estonia in the 1980s, were later reproduced in the

9 Featured in the 07/2008 Edition of 200 Best lllustrators worldwide.

See: www.violetadabija.com.

10 A Leaf Can Be by Laura Purdie Salas. Minneapolis: Millbrook Press, 2012: Riverby
Award 2012, Golden Kite Award 2013, Minnesota Book Award Finalist 2013, Notable
Children’s Books in the Language Arts 2013; Water Can Be by Laura Purdie Salas.
Minneapolis: Millbrook Press, 2014: Highly Commended title by CCBC’s Charlotte
Zolotow Award committee 2015, Minnesota Book Award Finalist 2015.



B Viadimir Kravchenko

editions of poems and aphorisms of the prominent contemporary
Moldavian poet Grigore Vieru. Two books with illustrations by
R. Kutsjuba in black pencil and crayon are perhaps the best
ilustrated editions of Gr. Vieru's oeuvre.

There is a fine perception of meanings revealed in the
mysterious scenes, created by R. Kutsjuba. The unique
microcosm conceals dramatic experiences of the relationship
between man and nature. One of the protagonists of the
artworks executed in black pencil is a dove usually shown in
profile. The artist has woven fragments of stylized human faces
and floral motifs, being fascinated by intricate designs of the
birds’ and butterflies’ wings. The images of single birds and
mythical persons resembling them with white background
dominating in composition are intriguing and strangely familiar.
Several sheets from the series were shown at the contemporary
art exhibitions in Paris'.

The artworks executed by R. Kutsjuba in crayon represent
fantastic scenes of an impressive majesty. An elegant blend
of reality and fantasy, delicate violation of space-time relations
create a poetic tension, allowing the spectator to experience
novelty of reading the poems, which have just become part
of the national literary heritage'.

Over the second half of the 20" century and first decade of
the 21t century, book illustration in Moldova had been regarded
as a means of creating national visual style. The constructing
of national identity in illustration has been a prolonged process
that took the path of understanding traditional folkloric art'.

11 Salon 2006 de la Nationale des Beaux-Arts, Paris, 14-17 decembre 2006. Cata-
log. Paris, 20086, p. 97; Le salon Violet Prestige de I'’Art Contemporain, Paris, 3-15
juin 2008. Catalog. In: Univers des Arts. Le magazine de I'information artistique. Mai
2008, No. 131, p. 82.

12 Ghicitoare fara sfarsit by Grigore Vieru with illustrations by Roman Kutsjuba (Chisi-
nau: Prut international, 2005) won the second prize at the Moscow International Book
Fair 2005.

13 Pyliotou, M. Between Tradition and Modern Technology. In: Bookbird. 2004, vol.
42, no. 1, p. 34.

In search of an expressive graphic representation of cultural
singularity, Moldavian illustrators drew inspiration from different
objects of art such as icons, church books, rugs, popular
engravings. Imitating art of the past had never been produced
just with aim to catch a zeitgeist but also to evoke national
spirit and to update certain codes (. Vieru, L. Domnin, A.
Colibneac, S. Zamsha). As a result, it was illustration to fairy-
tales collections to be a great success at BIB.

Other significant sources used by artists were predominantly
Eastern European, namely Polish, Czech, Slovak children books
and especially those published in the Baltic countries. Thus,
certain traditions of executing artworks of the high international
standards have grown up, as evidenced both by illustration of
the foreign literary classics and that of the contemporary poetry
for children, which asserted their presence in the field of children’s
books during the past three decades. Many illustrations of these
types, carried out by Moldavian artists L. Sainciuc, I. Severin,
V. Zabulica-Diordiev and V. Dabija, have already become
internationally known. That is why we wait for such illustrations to
be important events of the BIB exhibitions in future.

pic. 1
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Mary Kritikou, (Greece)

She has worked for the Association for the Psychosocial
Health of Children and Adolescents (A.PH.C.A.) and was
in charge of communication and organization of events
for children. She has coordinated, edited and presented
materials published by A.RH.C.A. and organized educational
seminars and workshops in Greece and abroad. She is
a member of the Greek IBBY Section and represents it at
international congresses and exhibitions.

How the Biennial of lllustration Bratislava
has influenced children’s picture books
around the world during the last half century

50t anniversary of BIB and the participation of Greece
Bratislava is one hour distance from Vienna. Someone can
travel by bus, train or river boat. Last September most of
the visitors reached the capital of Slovakia and Biennial of
lllustration Bratislava by bus or train. They were either authors
or illustrators or publishers or journalists or people interested
in children’s book illustration; and Bratislava really rewarded
all of them.

At the moment BIB — together with Bologna Children’s
Book Fair — are the two most important events-institutions in
the world of children’s book illustration.

Children surely enjoy the paste-ups and cover pages of
the exhibits. The specialists however, are given the chance
to assess and evaluate the trends developed in the world of
children’s painting through the presentation of artistic material
firstly-born there. During BIB someone can find a number of
self-reliant artistic actions which reach thousands of children’s
hands in the form of books and delight their eyes and heart.

lllustrations for children — as we have seen them on the
exhibited paste-ups in Bratislava - can help us draw a number
of interesting conclusions.

When transferred to books, the painters’/illustrators’
works of art may lose some of their original artistry. Being
self-reliant works of art though, they correspond to artistic
prerequisites of the highest demands. And this is when we
can be delighted with the concepts of inventiveness and
complexity of conception. Nothing is left to chance. Apart
from the comfort with technicalities and the professional
competence that serve each artist’s aspirations, a children’s
book illustrator possesses the unique advantage to be the
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B Mary Kritikou

one who can “initiate” the young recipients to innovations
and attempts that will make them sensitive judges for the rest
of their lives. Such a thing presupposes the existence of an
aesthetical multiplication table which functions effectively and
decisively between parents-children and illustrators-authors.

The above is an excerpt from a presentation by the
journalist Takis Psarakis for the 11" BIB in 1987. He had
attended the Biennial himself and recorded his impressions
for the Greek magazine “Epiloges”.

For an institution that meets every two years, there are fifty
years worth of systematic work and effort, and it has become
one of the most recognised institutions within Europe, with
the participation of artists from all five continents.)

Some of the events that take place during the BIB
exhibition are illustrators’ exhibitions, exhibitions of plastic
arts, a symposium, illustration workshops and animated
movie contests some years ago.

There are relationships, ideas and collaborations that
develop among people who come from all over the Earth.
Important work has been done throughout these fifty years
that is valuable for the artists — those who love art as well as
the theoreticians. This work is valuable for the children, their
parents, the educators, even the specialists on psychosocial
health. On top of that, the Biennial offers the unique
experience of meeting personalities like Albin Brunovsky,
Emanuele Luzzati, Elizabeth Waldman, Kveta Pacovska,
Frederic Clement, Nikolaj Popov, Stasys Eidrigevicius, Janine
Despinette, Manorama Jafa, Roberto Innocenti, Binette
Schroeder, Dusan Kallay, Aria Kanerva, Einar Turkowski,
Tassies.

[t is important for someone to note down that it is not an
exhibition of painting but one of illustration. In other words, it
is an exhibition of pictures that are part of a text and narrate
a story together with it, both addressed to children. A good
example is the way a reader can find out the story about

bullying behind Tassiesl pictures in the book “Stolen Names”
that APCHA has published in Greece. Thus, although texts
need to be translated, pictures make up an international
language that joins all of us. The events and activities that
take place in BIB push forward this exact dimension.

It is worth noting that BIB catalogues are a record of
paramount importance for those who wish to study the
history of illustration throughout the years.
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pic. 2

The participation of Greece in numbers

Greece representatives have been participating since
1969.

The vast majority of Greek illustrators have embraced the
Biennial and regularly send their works of art.

The illustrator Petros Zabelis participated in 2001 as well
as for three more biennials in international committees
that made decisions for the illustrators’ awards.

The Greek illustrator, Photini Stephanidi, (pic.1) was
awarded the BIB Plague in 2001. That year 290 illustra-
tors from 43 countries all over the world had participated
with 2315 original works of art.

During the 2002 Symposium with the topic “lllustration
Overtures” the author/illustrator Philomila Vakali-Syrogi-
annopoulou presented the works of art by the Greek il-
lustrator Nicholas Andrikopoulos (pic. 2) who was then
nominated for the Hans Christian Andersen Award for il-
lustration.

pic. 3

| would like to underline the following part from her speech:
What | would like to add is something related to each

country’s identity. Each artist has his own personal mark

but also the mark of his nation, culture and tradition of his

country. The origins cannot be eliminated. It is natural and

inevitable to influence the artist’s work.

e Participation of the artist Theodoros Syrogiannopoulos .
(pic. 3) in the 2003 and 2005 workshops.

e Participation in Symposiums with speeches by authors,
illustrators and people from the children’s literature field.

The diffusion of BIB work to Greece

The Greek Section of IBBY has occasionally organised:

e | ectures and speeches by illustrators who participant in
BIB and who present their experiences as well as impor-
tant information about the BIB International Exhibitions.

e A particularly interesting exhibition that hosted the awar-
ded works of art of that decade in 1980.

e Meetings and circulation of newsletters that regularly in-
form IBBY Greece members about BIB activities.
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APHCA (Association for the Psychosocial Health of

Children & Adolescents)

In 2009 the Association for the Psychosocial Health of Children

and Adolescents — a scientific and non-profit organisation —

participated in BIB and due to its representative’s meetings
with personalities who had visited the exhibition, there were
important collaborations that took place like:

e The author/illustrator/critic and professor of the University
of Tampere, Riita Oittinen, was invited to Greece in colla-
boration with the Finnish Institute of Greece and the Gre-
ek Section of IBBY. There were a number of creative ac-
tivities that took place: visits to schools, an art workshop
with Greek illustrators and the lecture “The Verbal, Visual
and Aural in Picture Books”.

e Meeting the unique author Manorama Jafa who offered

the people working for APHCA the opportunity to parti-

cipate in the 2012 and 2014 Congresses of IBBY India
with books published by the organisation on bullying and
cyber bullying.

Cooperation with Tassies — the Spanish illustrator who is

awarded the 2009 BIB Grand Prix - who also offered the

rights of his book “Stolen Names” to the organization.

e Tassies has been invited to Greece three times. He took
part in workshops for educators while he also organised
a workshop with Greek illustrators.

Participants’ thoughts and impressions

Vasso Psaraki, illustrator, author

“The illustration of children’s literature books”

When you are an artist, you sit at your office working
conscientiously with relish and love for what you are doing
isolated from all the rest. The author and/or the publisher
may see your work, get excited and then you will probably
receive good comments, become accepted as an artist and
your work as well. In this way, you get more texts to illustrate
and you feel you are successful ... At that point, it becomes
more and more dangerous — in my opinion — an artist to feel
overconfident, to think that he/she has found “his/her own
way” and may — unconsciously — stop trying to go further,
explore, experiment and make changes... And there is one
day that he/she visits an exhibition where trends from all over
the world are there. Consciously or not, he/she compares
his/hers with each one of the works exhibited. There is great
danger to be absolutely disappointed. But, the assimilation
of new elements, the experimentation with new materials will
give the artist a fresh impetus and help him/her try to find
solutions that he/she could have thought of but he/she was
hesitant to attempt. All the above will surely inspire the artist’s
work.”
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Thodoris Syrogiannopoulos, illustrator

My participation in BIB workshop (BIB — UNESCO
WORKSHOP) in 2005 was a blissful coincidence that | will
never forget.

In an atmosphere of euphoria, warmth in every aspect
— both emotional but realistic as well — all the workshop
members lived a unique experience, substantially gaining for
the benefit of their artistic pursuit being positively influenced
for their further progress as far as illustration is concerned.

Filomila Vakali-Syrogiannopoulou, author, illustrator
There are many asking about the importance of an illustrator
participating in Biennial of lllustration Bratislava — about the
benefits and outcomes ...

Firstly, no one can perceive the Biennial isolated from
the city. The Biennial is all the following together: the city,
the people, and the culture you can spot everywhere.
During those days the whole of the city leaves you with the
impression that there is a celebration — every single place,
every single corner you find yourself.

You are not exhibiting your work of art; you are merely
conversing with it. You converse as an artist and person
with the local artist as a person and with his work of art as
well. It is a unique opportunity to converse with “everyone”!
Artists from all over the world and their works of art being
a panorama, a fair — such works of art surely stand up and
dance during the night. This is how someone can imagine all
of them.

This is how universal understanding and peace are built!
This is how participants experience the magic of art — a field
that Slovakians know very well.

Congratulations to the people who got inspired and have
been organizing all the above events for all these years.

Let’s all wish this magic event to be continued offering
potentials and opening up a road for many years.

Thank you very much for inviting me to celebrate the 50"
anniversary of BIB with you. It is an honour for me!

All the best for the coming years!
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Hl Steffen Larsen

Steffen Larsen (Denmark)

He studied history for several years and worked as a children’s
literature reviewer for a leading Danish paper beginning in
1972. Currently he works for Politiken, the top cultural paperin
Denmark and also writes for specialized journals such as Barn
& Bager (children & books). He gave numerous presentations
onchildren’s literaturefor librarians, teachers and other experts
and wrote two books, in addition to many papers for journals.
He has been a member of the Danish IBBY Section and has
been a regular BIB participant. He served as a member of
the BIB 2005 jury and a member of the jury at Tl in Tallinn and
organized an exhibition of Iranian illustrators in Denmark. He
participated in the BIB Symposium several times.

The Spirit of 67

1967 (and 1968) were years of freedom. Freedom of the
mind worldwide. BIB is part of this. In my opinion also a
part of what happened to this country the year after which is
referred to as the short springtime of '68. You could say the
pictures opened the doors — and the eyes.

| don’t think you can point out some specific way of
illustrating being linked to the BIB. It is not the language
of pictures that is important. It is the very existence of this
non-commercial, friendly forum for exchanging pictures (and
views). You might say that the most important thing about
the BIB is — that it exists. From here steams the magic.

But of course meeting people like Kallay (pic. 1 — 2),
Brunovsky, Uchnar and Zimka gives you inspiration. That
touches you deeply meeting old-fashioned virtues like
seriousness and respect for the craftsmanship and perhaps
that inspires you more than some specific way of illustrating.
But there is a”but”. If BIB has had some influence in a very
concrete way it lies, | think, in the local colors. BIB represents
this central European landscape. At first it is dim and dark,
grey and brown, melancholic somewhat iconlike, but
then suddenly you see it is dotted with the golden light of
sunflowers or the red color from a royal robe worn by a fairy
tale prince. And if there is some gloomy mood it perhaps
comes from the fact that the sea is so far, far away. Right?

So if BIB teaches anything it teaches freedom of expression.
Numerous Danish artists have visited Bratislava. There has
been a long lasting contact between the Designschool of
Kolding in Jutland and the Academy of arts here in Bratislava.
| know from many Danish illustrators that they were surprised
by the seriousness and sometimes old-fashioned way of
teaching the art of illustration. Dusan Kallay could be a fearful
teacher for a girl who normally draws her pictures in one single
try. She could be forced to make it over and over again. So on
the banks of Danube River the lasse-fairenes of happy, well-
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fed children from the Nordic welfare states meet solemnity
with hardworking, serious people for whom it really matters.
Some of them still talk about it back home in Denmark.

So the BIB did facilitate another new language in a classic
rather old-fashioned way. In my country this new language
found its own postmodern way and is often defined very
briefly: Big eyes. Big mouths (and teeth). Not much depth.
And normally no contact with the solid ground at all. We love
it. And we still illustrate that way in Denmark. But in every
figure and behind every corner you can — in my opinion -
obviously spot the remains of Central European remoteness
and darkness. So far away from the sea.

The last thing concerning BIB’s influence might be like borrowing
a metaphoric picture from the food industry. Fast food and slow
food. We come here with all our bright ideas and projects. You tell
us: Stay for a while. Calm down. Look at the sunflower.

And BIB did have a tremendous effect on Danish illustrations.
And it happened in the beginning through one and only one
person. The illustrator Lilian Bregger (pic. 3 — 6) (born 1950)
who had been here several times, who took part in the jury in
1993 and who won a golden apple in 2005. She went here
in the beginning of the 80’es, and when she came home to
Denmark she kickstarted the golden age of Danish illustrations
version 2.0 (version 1.0 was in the years before and after
WW 2). She did that, strangely enough, like Dusan Kallay
by illustrating Alice in Wonderland (1982). And her influence
has been larger than life. My friend Kirsten Bystrup will tell
you about it. And again — like the BIB — it is not because her
colleagues draw like her — except for one - it is because they
felt the unlimited freedom of expression that she brought back
from Bratislava. Lilians influence cannot be overestimated. And
her sophisticated pictural language is already clearly visible in
this first attempt to deal with the big guys.

The one”exception” | mentioned is Cato Thau-Jensen (pic.
7 = 8) (born 1966) who’bought” Lilian Broggers language in

pictures unseen and expanded it with humor and softness
and iconlike pictures. For a moment Cato too was influenced
by the beforementioned Central European sights. But he
stopped as perhaps he was burnt by the sunflowers.

Another illustrator visibly influenced by the Slovak way of
painting is Kamilla Wichmann (pic. 9 — 10) (born 1975 and
winner of a golden apple 2007). She too caught the glimpse
of colors hidden behind the sunflowers. And she too turned
them into icon like pictures.

Some of the illustrators | am now going to mention may
never have seen BIB. But influence spreads like water —
you know — and it brings seriousness with it. And the slow
process of getting the right expression in colors, eyes and
animals. | shall tell you about two of them.

Ladies firstl Anna Jacobina Jacobsen (pic. 11 — 13) (born
1971) set out with what is a highly unusual pictural language for
Danish standards. Nothing ever looked like that before. She uses
colors | would call Central European. She opens our eyes for big
feelings, big sorrows and shows it as it is. Her production is not
great. She works very slowly and determined and deliberate.
Her works look like something from far away a long time ago,
but she handles the computer as a master and her little trick is to
cut out the figures "painted” on the screen and scan them again
as to get an effect of a tiny depth and dimension in the picture.
In my opinion Anna Jacobina Jacobsen (pic. 14) — who can be
studied on this year’s BIB of course —is one of the most talented
and unexpected illustrators of these years. She has the feeling of
BIB though she has never been here.

Otto Dickmeiss (pic. 15 — 17) (born 1969) has been here.
He is often on display at the BIB. Otto Dickmeiss is a friendly
and spiritual surrealist and everything he does he does with
an unprecedented earnestness. He is a religious person and
often used to illustrate christian texts — and Hans Christian
Andersen (pic. 18 — 20) — that is sometimes the same. This
illustrator also borrowed the big staring eyes and a flat picture
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where nothing is hidden. In his faces you find sorrow and
forgiveness at the same time. Silence and innocent wonder
—almost like in Zen. His masterpiece so far is "The Fox Trap”
(pic. 21 — 24) wich earned him the Ministry of Culture’s Prize
for illustrating in 2013. And great is — as will be seen — his
wholehearted illustrations to Louis Jensen’s "A Journey to
God”. In "The Fox Trap” Otto Dickmeiss uses a technique
which is rather common | believe. He makes his pictures in
colours and scan them and the final result will come out in
black and white (and grey). This gives a woolen dimension to
the illustrations that the eye will not discover but the viewing
soul and heart will. (pic. 25 — 30)

In Denmark we have this grandfather of folk high schools.

pic. 1 Dusan Kallay

Nikolaj Frederik Severin Grundtvig who with other freedom
minded teachers 150 years ago created the kind of schools
where young people would come to be lit. That is what they
were aiming at. To enlighten the pupils. Not to teach them
long lists of German verbs, mathematical formulas or so but
to make them curious and give them a longing for thinking
themselves. We are very proud of this contribution to the
development of education. And it seems to me that it is what
happened here in Bratislava with the BIB. From the beginning
till now. From being lit to being enlightened. And to go out in
the world of pictures and tell about freedom and joy and love.
Just like the spirit of the year 1967.

pic. 2 Dusan Kallay
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to Alice in Wonderland

pic 7-8: Cato Thau-Jensen ill. to the short story
"Every Little Helps” by Bent Haller

pic. 3-6: Lilian Bragger ill.
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Manuela Vladic - Mastruko (Croatia)

She went on to finish her schooling in Zagreb and graduated from
the Academy of Fine Arts in the class of Prof. Ferdinand Kulmer
in 1985. She has had a number of one-person shows and group
exhibitions in Croatia and abroad. Alongside her professional
involvement in art, she conducts practical research within the field
of human visual expressiveness and creativity . She is the author
of a number of multimedia art projects for children and adults
and now co-operates with museums and galleries by organising
and managing arts projects for visitors. Manuela was a member
of several juries dedicating to art and illustration. She has written
and illustrated 10 original picture books for children and wrote
number of articles on art . She has recevied a number of awards
and prizes for her work.She is a member of the Croatian Artists
Society and the Croatian Association of Independent Artists.

“How BIB has influenced the children’s picture
books of the world over the last half century“

“How the Biennial of lllustrations Bratislava has influenced
the children’s picture books of the world over the last
half century” is a more than logical choice of subject
for this year’s symposium, considering that this year
BIB is marking and celebrating the 50" anniversary of
its existence. We are all celebrating together, because
BIB is the first — which also means the oldest, biennial
of illustrations in Europe. Thanks to BIB, the work and
activities of everyone involved in books for children have
intertwined many times and have left their mark on
all of us. | have the great honour and pleasure of being
present at this ceremonious moment and

being able to contribute to the symposium'’s subject from
the position of an artist/illustrator who is also interested
in the wider context of creating a children’s picture book.

| believe that some speakers this year will address the
main subject with much greater competence and talk
professionally and chronologically about the importance of
this significant event: they will accentuate the biographies
of all the estimable individuals and their separate and
joint achievements. | will also give a kind of a chronology,
a dating on several levels, with the aim and wish for
the levels to merge providing unified, if not answers to the
past, then questions for the future. Allow me, therefore, to
give a chronology of Croatia’s participation at BIB.

Croatian illustrators have been taking part at BIB since
1967, first as part of the former state of Yugoslavia, and
after Croatia gained independence, since 1995, the
involvement of Croatian authors has been headed and
organised by the Croatian Section of IBBY under Ms Ranka
Javor. Unfortunately, this year the competent institutions
that used to aid their appearance did not supply funding,
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so the Section invited Croatian authors to send their picture
books and illustrations to the BIB exhibition individually.

It is impossible to list here all the authors who have
shown at the exhibition because there were truly many
of them. However, we can name the Croatian authors
who participated in the recent supplementary BIB
programmes: speakers at the Symposium were, several
times: Ranka Javor, BA, Librarian Adviser, Head of the
Croatian Centre for Children’s Book in the City of Zagreb
Libraries, Manuela Vladic-Mastruko, academy painter,
and Koraljka Jurcec -Kos, art historian and curator at
the Klovicevi dvori Gallery and the Croatian Biennial of
lllustration (which was founded in 2004). Participants at the
Albin Brunovsky Workshop were the Croatian illustrators
Ivan Vitez (1997), Andrea Petrlik- Huseinovic (2001),
Manuela Vladic-Mastruko (2003) and Vendi Vernic
(2013), while Svjetlan Junakovic was member of the
international jury of BIB in 2013.

Furthermore, we must say that two Croatian authors,
Svjetlan Junakovic (2001) and Andrea Petrlik-
Huseinovic (2003) won BIB plagues: Junakovic for
illustrations in the picture books Roter Frosch, gruner
Flamingo (Red Frog, Green Flamingo) and Mit Pauken
und Trompeten (On Spiders and Trumpets) published
by Bohem Press from Zurich, and Andrea Petrlik-
Huseinovic for illustrations in the picture book The Blue
Sky and illustrations of the well-known classic Alice in
Wonderland for the publisher Kasmir promet from Zagreb.

The biographical and autobiographical elements in the
picture books they wrote and illustrated, together with
the main subject of this year’s symposium, which is also
biographical in a special way, and combined with my
work on my own autobiographical picture book Kuca s
tri cempresa (The House with Three Cypresses) played a
decisive role in my choice of subject for this paper.

Being 50! Biographical and Autobiographical
Elements in Children’s Picture Books

It seems that there is a point from which we cannot
move forward - without looking back

Every exhibition of illustrations for children is a fairy-tale in
itself — an international or world exhibition of illustrations is
the fairy-tale of all fairy-tales, it is a procession: of age-old
archetypical characters, of fantastic settings combined with
contemporary cityscapes, of African steppes counterpointing
Arctic glaciers, of imaginary heroes meeting the biographies
of real people of all colours and nations who have actual
problems and life stories, and all this in the service of His
Majesty the Child!

All the misunderstandings between the adults who serve
as children’s “subjects”, their nationalities, political conflicts
and personal interests, should and do come to nothing
before children. Adults do all they can to explain the world to
children, soothe their pain, brighten their smile, hearten them
before a struggle, wipe away their tears, ease their lives,
support them in walking, lift them in falling, make them laugh
and ... join them in (once more) believing in life, in the world.

It is impossible to be with a child and not believe in the world
asitis, in its better variant; to present it in a better light and
demand that it should be a fairer place in the Universe.

Every fairy-tale, just like every biography, is a story of
growing up. From birth to the moment (and 50 is a nice,
“round” number) when we feel the need to weigh up our life —
to look back so as better to understand. If we decide to write
about this we do so because we want to show how that life
shaped us, us and our art.

When we turn 50 we enter a period of maturity and wisdom
which some people symbolically call autumn — a time for
harvesting the richness of the fruits that were conceived
from seeds in spring and came to maturity during the long
hot summer. Other symbols of autumn (and story-telling) are
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elements such as the wind, so let us hear how the Polish
writer Witold Gombrowicz began his autobiography using
the element of the wind:

... “The pseudo-autumn wind has the privilege of calling up
the past within me and often | surrender myself to it for hours,
sitting on some bench. There, using the draught, | try to
achieve the impossible but ardently desired — to join Witold
Gombrowicz with irreversible time. | do not know my life or my
work ... | would like to show how life shaped me, me and my
literature. | drag the past behind me like the gaseous tail of a
comet..." !

When we are 50 we have the need to take stock of our life
and work, because this is the point at which we must look
back to understand life so as to continue living it in the future
— moving forward. We can only move to the future after we
have defined the past - crystallized our hazy view of the
comet. The comet’s tail Gombrowitz mentioned turns into
the symbolic serpent Ouroboras which, devouring its own
tail, symbolizes the closing of the living circle, the fulfilment
of a ring-shaped cycle which, in closing one round opens
up another and a new quality of existence. Life can be
understood if we look back, and lived if we look forward!

While some artists see their own history as a gash in time
that they drag after them like a circle that never quite closes?,
for others memories of childhood are like stepping into
a empty opening in time that makes them whole.?

1 Witold Gombrowicz, Posmrtna biografija (Autobiografia posmiertna), Fraktura, 2014,
translated by Mladen Martic

2 “We do not disappear without a trace. We leave a circle that never quite disap-
pears, a gash in time that we so laboriously leave behind us.”  Lars Saabye Chris-
tensen, Polubrat (The Half Brother), an autobiography, translated into Croatian by
Munib Delalic

3 "When | think about my childhood | always see the same empty opening which

| enter and in doing so become whole and complete.” Ellen Mattson, Zimsko drvo
(Vintertradet), biography of Greta Garbo, translated into Croatian by Zeljka Cernok

It seems that there is a point, an island in the midst of the sea
of time, from which we cannot move forward without looking
back. “As people grow up, they increasingly need places that
make them whole, places they came from and to which they
can return, and this, it seems, is the Island of Childhood."
To be able to move to the future we must define the past.
Evoking memories from childhood and understanding and
accepting the waves of life that shaped us, like rounded
pebbles on the beach, is crucial for shaping our identity.
If we separate ourselves from memories, fake or deny
them, we lose our real identity, and if we inappropriately
cling to memory we can split — lose our shape and become
deformed.

Childhood and adolescence are very complex and dynamic
periods for everyone. “Regardless of whether our growing
up went through painful phases and forced socialisation, or
whether we glorify, idealise and entrench it in our collection
of memories, childhood it is a starting and defining point on
the timeline of our growth and development.” Memories
of childhood decisively shape our identities and are
a key to a person’s identity. If memories of this kind are
articulated and bound in a picture book written for children,
we cannot but ask how the telling of someone else’s life
story, an autobiography/biography, participates in shaping
a child’s identity?

The way to maturity leads through many challenges. Fairy-
tale heroes, just like real-life people, must pass through
many Inner-World crises and objective Outer-World dangers.
Frequently the outer world is a projection of one’s inner
world. But since life, just like the fairy-tale, does not permit an

4 The Island of Childhood project, from the foreword to the catalogue, Manuela
Vladic-Mastruko, 2011.
5 The Island of Childhood project, from the foreword to the catalogue, Manuela
Vladic-Mastruko, 2011
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unlimited number of mistakes, a maturation exam must be
passed and after that one’s maturity must be proved. Maturing
means building up one’s personality and being capable of
relations with other people. Identity building always takes
place with reference to others/together with others (we are
what we remember - or what others remember about
us), and an autobiography gains affirmative autonomy when
placed in the wider environment.

“As we stretch forward in time, we increasingly catch hold of
memories and eternalise recollection of past experiences to
resist the past slipping into oblivion.”®

An autobiography, as an interpretation of these memories,
is an inscription on a wider backdrop of meaning — it
weaves them to create the fabric of an individual’s identity
on the warp provided by society and its identity — culture
as a whole.

Of course, we will agree that people always remember or
tell their own stories from a certain point of view, just as
they perceive events from a certain point of view. The truth
about the past is simply the story that we personally find the
most attractive or necessary, or which was forced on us by
persuasion or social coercion.

Writing and painting autobiographies can be therapeutic
for the author, can be a “process of recovery” consisting of
a person’s interpretation of recollection. Thus it is extremely
important to remember properly. Although we try to remember
properly — pain, injustice or the unconscious wish to show
ourselves in as good a light as possible, can easily distort
our memories. When we give a book the subtitle memoirs or
autobiography, we take the obligation of truthfully passing on
what happened in the past.

6 Miroslav Volf , Zrcalo sjecanja (The End of Memory, Remembering Rightly in a
Violent World)), translated into Croatian by R. Karlovic

Still, as beings of the past, present and future, we to a great
measure go beyond our memories, “the way in which these
memories shape our identity does not depend just on the
memories themselves, but also on what we, or others, do
with these memories.””

The task of passing our memories on to the greatest
inheritors of the future — to children, has been shown as a
very complex challenge. It must be done in a way that they
can perceive, process and remember, “and the ways in which
they remember must, on one hand, protect and cure the
wounds of individuals and the community, but must not, on
the other hand, in so doing deepen the chasm that separates
people, but help build bridges among them.”® Children must
not be left cold or indifferent to people and the past of the
world.

In modern picture books the archetypical (primordial)
images from the fantasy world and from wondrous fairy tales
are increasingly being replaced by contemporary images
from everyday life, not because of their greater modernism
but particularly because they have retained the same age-
old archetype of the struggle between good and evil,
between the world of darkness and the world of light
— now told/painted using contemporary iconography and
symbols

(Unfortunately, the limited time for my presentation does
not allow me to say more about the picture books that |
am showing here only with their covers and the names of
their authors, but more illustrations and descriptions of their
content can be found on the web.)

7 Miroslav Volf , Zrcalo sjecanja (The End of Memory, Remembering Rightly in a
Violent World).
8 Miroslav Volf , Zrcalo sjecanja (The End of Memory, Remembering Rightly in a
Violent World).
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Let us briefly remember how the picture book developed,; It
went through a long path from its birth in the 18" century,
when it was made only for small children and started its
development parallel with the progress of printing techniques;
through its childhood in the early 19" century, when it gave
a saccharine picture of children’s everyday life in middle-
class drawing rooms through realistic genre scenes; to its
adolescence later in the middle of same century, when it
became rebellious in the form of Struwwelpeter (Shockheaded
Peter); to finally reach some kind of independence and
maturity in 20" century, an individuality acquired in the form of
a self-standing work of art and book for all generations
( coming-of-age story).

There is no subject too embarrassing or unusual for the
contemporary picture book to take up in word and picture:
from traumas caused by some kind of personal handicap to
traumas caused by social conflict and suffering (political, war,
racial and national). Therefore the authors of autobiographical
and biographical picture books for children “... should be
complex individuals with exceptional responsibilities and
the qualities of an ARTIST, EDUCATOR AND THERAPIST.”®
Their true-life stories must provide a strong symbolical
incentive leading to a direct chain of emotions, concepts
and perceptions in the reader-viewer.

Identification and individualisation, and the
socialisation of the main character and real protagonist of
the story as he or she solves everyday problems of human
relations in the family and community, make it easier for
children and parents to recognise problem situations in their
own lives.

When individuals process’® past memories of psychological

9 Hela Cicko, quotation from the collection Kakva je knjiga slikovnica (What kind of Book
is the Picture Book), Croatian Section IBBY, KGZ, Croatian Children’s Books Centre
10 Meaning the special therapeutic processing of traumas in Jung’s psychoanalysis.

suffering, injustice and ill-treatment or of a joy of living and
creating, this can become a creative investment for the
future, redemption both for ourselves and for the
community in which we live and work. Either because
we soak in a person’s emotional blows and build empathy
with someone else’s suffering based on his or her life
story, or because this story makes us alive to a quality way
of living in the world. Solidarity with victims makes it
abhorrent to tolerate such horrors in the present and
future, and the creativity and passion of individuals who
were strong enough to build their personality through
a life full of ups and downs are a lasting inspiration for
readers of all ages.

One aspect of the genius of mankind is the ability to learn
from our own mistakes. The insights, experiences and
memories of people who found wisdom within themselves
despite personal handicaps or suffering teach us, adults and
children, how to live our lives: not to allow the destruction
of our personalities, and that we are not alone even in our
most desperate hours and when we are being separated
from the dominant group.

Today, when everything is pre-programmed and when so
little time is left for imagination and creativity, we more than
ever need the geniuses of mankind — moral authorities
who through their memories tell the tale and history of
the world. They bridge the chasm and ambivalence of the
contemporary view of the world: on one hand the abyss of
the consumer lifestyle cancels our individuality and turns us
into moral zombies, on the other hand lays the claim that we
are imperfect as humans and must be chipped, dehumanised
and turned into robots.™

11 See more in Rob Riemen, De Universiteit van het Leven (School of Life), Tim Press
2015, translated into Croatian by Snjezana Cimic
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Recently, when | was visiting a world fair of children’s picture
books and exhibitions of illustrations for children, a feeling
suddenly swept over me (which can be very picturesquely
illustrated by an old Croatian saying) that “you can’t see
the tree for the forest”;'? in the crowds visiting the fair there
were hardly any children. Although | know that fairs are, as
a rule, not intended for children and that they suffer from all
the weaknesses of hyper production and a mass approach
in general, nevertheless the production and presentation
(and all the human relations included in these processes) of
children’s books should be guided by more humane
criteria — by all the principles that we promised the
child when we placed a picture book in its hands!

Where, in the wider context, is the picture book for
children today? Who produces it and why, and who is it
really intended for? For some people it is merely merchandise,
an object of endless commercialisation, part of the world of
business and industry, market struggles and a way of making
profit.

For others it trivialises humaneness through simplification,
gratifying the world of shallow entertainment and exploiting
the world of children.

Yet others (illustrators) use excessive artistic stylisation,
using it as a channel for their own artistic interest - l'art pour
I'art, or some artists will deny their art skills for commercial,
material interests... so | cannot help asking myself (to
paraphrase the expression who painting is for), is the
picture book here for children or are children here for
the picture book?

Do “we, subjects in the service of His Majesty the Child”, in
the production of picture books for children, really manage to

bridge, and to what extent, the gulfs of misunderstanding,
hostility, political and national conflict and personal interests?

How mature have our personal stories made us and
what kind of relations have we built with others? Can we,
as the authors of picture books who write and paint
for a better world, develop our own personalities, our
better us, and should this not be the first in a series
of challenges and tasks imposed on us by the picture
book as a medium for the child’s upbringing and
development, but also for our own personal upbringing
and development - our self-perception.

How many civilisation- and society-based power and
violence games are, right now, taking place in the world of/
or behind children’s books, fairs, exhibitions and events? In
the private and professional quarrels among authors, authors
and publishers, authors and jury members?

“Probably the Ideal-Me still exists, someone through which
we will develop our better Me? Unless this place has been
taken by someone who knows how to manipulate the
position?”13

Finally, after these critical questions and search for answers,
allow me to share with you one of my most beautiful memories
connected to BIB: participation at the Albin Brunovsky
Workshop in 2003. At that time | experienced human and
creative links with all the workshop participants: among all
the attending artists and with the workshop head Luboslav
Palo and the coordinator Barbara Brathova. Each of us was
a pure individual, coming from various parts of the world, a
tree with an authentic crown in the forest of the world.™

12 A saying that can also be expressed in the opposite order: you can’t see the forest
for the trees, describing the situation when by insisting on a small detail we cannot
see the bigger picture or the wider context.

13 Ljiliana Filipovic, Kako prezivjeti odrasle? (How to Survive Adults?), Bilten Ziva voda
pripovijeda (Living Water-Living Stories), Zagreb, 2015.
14 To paraphrase the saying mentioned above, but in the opposite direction.
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In that point/island in the sea of time, unmarked by any
superfluous objects, origin, nationality, religion ... we followed
with trepidation and humility the unrest in Columbia which
had prevented our colleague from that country from joining
us. Aware that a battle between good and evil, darkness and
light, was being waged in some point in the world at every
moment, we did all we could to be better us — to shine on
the side of light, willing our small lights to increase its glow.

Today, almost 10 years later, | can say, with joy, that our
small lights are still shining on the bridges above the “gulfs”,

pic. 1. Pragnjavko (Dusty-the Dwarf), text Zelimir Hercigonja, illustrations
Manuela Viadi¢c-Mastruko, Golden Marketing, Zagreb, 2002

not only in our memories, but also in the letters we exchange
and in our meetings in the present.

In the hope that BIB will continue to build bridges among
people and that our small lamps will shine from this place
far into the future (where some new battles will inevitably be
waged between light and darkness) and will preserve old
bridges, | congratulate BIB and all of you from the bottom of
my heart and wish you even more success in the next round
of the future.

pic. 2. Pragnjavko (Dusty-the Dwarf), text Zelimir Hercigonja, illustrations
Manuela Vladi¢-Mastruko, Golden Marketing, Zagreb, 2002
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pic. 5. Plavo nebo (The Blue Sky), text and
illustrations Andrea Petrlik-Huseinovi¢, Kasmir-
promet, Zagreb, 2003
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B Takeshi Matsumoto

Takeshi Matsumoto (Japan)

He graduated the department of fine arts at the Tokyo
National University of Fine Arts and Music. After the death
of Chihiro Iwasaki, his mother, he established the Chihiro
Iwasaki Art Museum of Picture Books (currently the Chihiro
Art Museum Tokyo) the world’s first art museum dedicated
to picture books in 1977. In 1997, founded the Chihiro Art
Museum Azumino where he was the director until 2070
and also served the director of the Nagano Prefectural
Art Museum. He participated as the jury in various picture
book competitions and devoted himself to collecting works
of world’s finest picture book artists. Chihiro Art Museum
collection is regarded now as the world’s largest of its kind. His
books include Why | made the Chihiro Art Museum Azumino,
Artists of the Chihiro Art Museum, The child from Fukushima

(picture book) The child from Fukushima graduates (picture
book, both illustrated by Haruno Matsumoto,his daughter)
and many others.

The Artistic Value of Picture Book lllustrations
The role and the impact of BIB -

In 1977, 38 years ago, | founded the Chihiro lwasaki art
Museum of Picture Books. The museum is now called Chihiro
Art Museum Tokyo and in 1997, established Azumino Chihiro
Art Museum in Nagano Prefecture. In 1985, | participated
here at the BIB as a panelist in the “Children and Peace in
lllustrations” symposium and, since that time, have served
several times as a jury member.

| think that most all of you believe that picture books have
artistic value. But 50 years ago, before the start of the BIB,
very few people considered picture books to be works of art.

Today, | would like to talk about the role that the BIB has
played in raising the artistic value of picture books.

In Japan, the Association for Studies of Picture Books was
founded in 1997. At the time of its founding, | was one of its
board members.

Why was it necessary to establish such an association?

Many people consider picture books to be for children. The
main reason for this is because, since the 20th century, the
development of picture books has been closely connected
with children’s education. But when we focus on the form that
picture books take—in other words, when we look closely at
them as books that combine pictures and text—we can see
another aspect to them. If we look further back into history with
this form in mind, how far back does it lead us? To the Orbis
Pictus of Comenius? No, even before that. It leads us back to
the Book of the Dead, created in ancient Egypt around 1500
BC. Although the Book of the Dead was a scroll illustrated on
papyrus, it clearly took the form of a picture book.
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Since that time, in different parts of the world, books
were created that followed the form of picture books. In
4th-century China, highly refined picture scrolls appeared.
In Japan, beginning in the 9th century, picture scrolls that
combined stories and pictures were created and, in the 12th
century, these evolved into highly artistic picture scrolls that
became popular. Additionally, after the 17th century, picture
books with pages created by Japanese woodblock print
artists became popular among the common people. Hokusai
and Utamaro both illustrated picture books. Picture books
were part of Japan’s representative culture during the Edo
period from the 17th to the 19th centuries. Culturally valuable
“picture books” were also created in Latin America as scrolls
featuring illustrations of myths and other tales and, within the
Islamic cultural region, as miniature-version picture books.
In Europe, as well, the latter half of the Middle Ages saw the
arrival of the Book of Hours, an illuminated manuscript like a
gem. Additionally, in England, between the end of the 19th
century and the beginning of the 20th century, extravagant
picture books gained popularity.

These historical “picture books” are not only significant
for their cultural value, but also their artistic value. And the
readers of these books were not children, they were adults.

The Association for Studies of Picture Books in Japan
considers the study of the cultural value and the artistic
value of picture books to be important research themes. Of
course, the value that picture books convey to children also
represents a significant research theme.

The BIB, which got its start in 1965, was epoch-making
in that it evaluated picture book illustrations on their artistic
value, judging them based on the original artwork. Until that
time, picture books were mostly evaluated in terms of the
value they had for children. The BIB, however, introduced a

new criterion for evaluation: picture books as works of art. It
would be safe to say that such activities by the BIB was one
of the reasons behind the founding of the Association for
Studies of Picture Books in Japan.

The Chihiro Art Museum, founded in 1977 is the world’s
first art museum dedicated to picture books. One of the
missions of the Chihiro Art Museum is to communicate to
society the artistic value of picture book illustrations.

The Chihiro Art Museum collection currently consists of
approximately 26,700 pieces of artwork by 203 artists from
33 countries and regions and is considered to be the largest
such collection of its kind. I'd like to show some illustrations
Dusan Kallay, Kveta Pacovska, Jozef Wilkon, Evgenii Rachov,
Binette Schroeder, Jhon Burningham, Eric Carl, Maurice
Sendak, Arnold Lobel, Yasuo Segawa(he got the 1st Grand
Prix), Suekiti Akaba.

The collection includes artwork by more than twenty artists
whose work has been recognized by such BIB awards as
the Grand Prix and the Golden Apple. Why? Because | was
here at the BIB. | was paying attention to these excellent
illustrators. The BIB is the ideal exhibition to see the work of
illustrators from all over the world in one place.

In Japan, there are now around 40 art museums related to
picture books, and similar museums are opening their doors
in such regions as the United States and Europe.

Over the past 50 years, great progress has been made in
recognizing the artistic value of picture books. And | believe
that we can credit this progress to the activities of the BIB. It
is with my wish that the BIB will continue playing a major role
in the development of picture books that | bring my speech
to a close.



B Fred Minn

Fred Minn (South Korea)

He studied at Konkuk University with focus on cultural contexts.
He is the director of the secretariat of the Nami Concours
competition, director of the secretariat of the NAMBOOK
International Festival and the publisher of — nami Books.

Introduction

Nami Island, one of Korea’s most popular global tourist
destinations, has also been over the past 10 years the
site of Nami Island International Children’s Book Festival
(NAMBOOK). To realize NAMBOOK Festival’'s motto, “Let’s
eat and drink books while crawling and playing amongst
books!”, the whole island is transformed into a “Library in the
Forest” where one can find books everywhere including the
hotel rooms, rest rooms and pathways in the hope that the

imaginative and creative powers of all visitors can be inspired.

Namilsland, Inc. is the official sponsor of the IBBY Hans Christian
Andersen Awards, the highest international recognition given to
an author and an illustrator of children’s books. The initiatives and
activities of Nami Island are based on the convictions of Minn
Byeong-do, the founder of Nami Island, who early on supported
the cultural and artistic sectors of Korea including music, arts
and especially books for children. This inherent value allows the
3 million visitors who come to Nami each year to experience
cultural and artistic events in a beautiful natural setting.

Nami Concours (Nami Island International lllustration
Concours) was created in 2013 to encourage artists’ creativity
and contribute to the advancement of the quality of picture
book illustrations. It is organized every 2 years as one of the core
activities within the bigger framework of the NAMBOOK Festival
which lasts 1 month and encompasses various exhibitions,
performances, seminars and workshops for children and adults
alike. The awards ceremony for Nami Concours normally takes
place during the opening ceremony of NAMBOOK Festival.

Nami Concours is open to all picture book illustrators
throughout the world and has no thematic restrictions
regarding the entries. The inaugural competition in 2013
saw 619 entries from 42 countries. The success of our first
concours has motivated us to find ways to better provide
the next generation of illustrators with a respected global
platform to share their work with a wider audience. In that
regards, changes in the submission and judging processes
were explored and implemented for the second competition
in 2015.

Submission Process

Unlike the first competition which required submission of
original illustrations as entries, we implemented an on-line
submission system through our website by uploading high
resolution image files.
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The conditions of entry were as follows:
a. A set of illustrations should comprise one story
b. Number of illustrations per entry: 5~10
c. Every applicant completes the online application form first
d. Data size: No bigger than 20MB in total(RGB format/jpg file)
e. Entry fee: free of charge

The submission process lasted for 3 months (June 1st to
September 30th, 2014) so that the preliminary judging session
could take place in October, where the shortlisted candidates
for the final judging would be chosen. Overall, 1,330 entries
from 71 countries were submitted during this period.

The International Jury

The jury consisted of Dr. Junko Yokota (USA), Anastasia
Arkhipova (Russia), Yusof Ismail (Malaysia), Roger Mello
(Brazil), Wee-sook Yeo (Korea), and Zohreh Ghaeni (Iran) all
of whom had extensive international judging experiences and
differ in their cultural and professional backgrounds to ensure
the diversity of opinions and perspectives. The jury members
represent different parts of the world geographically as well.

Judging Criteria
The juries for both 2013 and 2015 awards endorsed what
they came to call the “Nami Vision,” which succinctly
expresses the core values of the NAMBOOK Festival within
which the competition took place. The jury sought artistic
expression that gave evidence of five qualities: Sympathy,
Universality, Creativity, Inspiration, and Respect for Diversity,
which are the main values the NAMBOOK Festivals are built
around. And even though judging may take place based on
intuitive interpretations determined by the judges’ individual
professional backgrounds, the jury endorsed the following as
key criteria for examining the submissions:
e |llustration quality is the overarching criterion. This is con-
sidered in terms of the technical execution of the selected

medium, as well as for the effectiveness of applying artis-
tic elements for visual communication.

e The degree to which “soul” is evident. Simply stated, this
is sought in how “having soul” represented an expression
of truths and representation of the world’s people.

e Consistency of the visual narrative to express an under-
standable flow of the story, or how information is presen-
ted.

e The degree to which the work seems intended for a wide
range of child audiences.

e Potential for multiple interpretations and muilti-layered
ways of interacting with story.

e Simplicity, essentiality, clarity in story expression

e The degree of originality and innovation exhibited.

The Judging Process

The judging process consisted of 2 sessions, preliminary and
the final, and both were held at the National Library for Children
& Young Adults located in Seoul with a 3 month interval in
between. In the Preliminary Judging Session, the international
jury members examined all the digital submissions both
individually and as a group to shortlist successful candidates
up to 10 times more than the actual number of winners. In
2015 the total of 94 candidates were shortlisted out of 1330.
Then the shortlisted candidates were asked to send quality
prints of the same illustrations submitted for the preliminary
judging for the final round of judging. At the Final Judging
Session, with fewer number of illustrations to examine,
the judges were allowed more time and discussion so that
the winners were carefully chosen. After two full days, the
judges went on to choose 16 winners: Grand Prix(1), Golden
Island(2), Green Island(3), and Purple Island(10). In addition to
monetary rewards, all the winners were invited to the Awards
Ceremony on May 8th on Nami Island with accommodation
provided throughout their stay in Korea, and for the top
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three winners a round-trip airfare as well. All the winners and
shortlisted candidates were also exhibited during the following
NAMBOOK Festival and included in the catalogue.

Exposure of Winning Works in Bologna Children’s
Book Fair

Following the announcement of the winners in January, the
winning works are featured in Bologna Children’s Book Fair
in Italy in the Nami Island booth located in the international
section of Hall 29. Also, for the past 2 years the judges and
winners have organized an Author’s Cafe session where
they held a stimulating discussion about their experiences of
being a judge or a winner for this unique competition. It has
provided the Secretariat an opportunity to learn more about
the ideas and the needs of the judges and the participants
which in turn will help fine-tune the whole process of the next
competition in 2 years.

Exhibition of Winning Works

The winning works exhibition was curated with great attention
to detail and attempted to embody the Festival motto “Into
Books Out of Books” by creating a unique exhibition space
for each winners. In other words, the visitors may feel as
though there are 16 exhibitions for each of the 16 winning
works. The shortlisted works were displayed out in the forest
so that there is more visibility and easier access by the casual
visitors to the island. The creative design and the interactive
nature of the exhibition has been met with great reviews and
satisfaction from the general public and experts alike.

Awards Ceremony and Workshop

The Awards Ceremony was joyfully held on May 8th on Nami
Island with 300 invited quests, which included the winners,
the international jury, Ambassadors and diplomats from 15
foreign embassies, IBBY President Wally de Doncker, H.C.

Andersen Awards jury president Patsy Aldana, and artists
and experts of children’s books from around the world. The
invited international artists also performed workshops for
children at various locations as part of the Children’s Book
Festival. The festival was attended by 400,000 visitors in
the month of May with the core exhibition being the winning
works of 2nd Nami Concours.

Conclusion

The primary objective of Nami Concours is to provide artists
with the opportunity to introduce their work on a global scale
so that illustrators throughout the world can be inspired
to create high quality works of art. This objective is being
met as we witness the winners gain more exposure and
frequently receive offers for publication from various parts of
the world. For example, Kim Sung-hee’s “Magical Sound of
a Moktak”(Korea), the Grand Prix winning work of 1st Nami
Concours, received rave reviews and is being published in
China and Switzeland. Mr. Macelco Pimentel’s “The End of
the Line”(Brazil), the Grand Prix winning work of 2nd Nami
Concours, isalso going to be published in Korea and China this
year. An interesting trend that seems to be developing is that
the Grand Prize winning works of Nami Concours are being
published by CCPPG in China, the most influential publisher
in China in children’s books. Sonja Danowski(Germany) also
completed a very successful picture book collaboration
project with Cao Wenxuan, arguably China’s most famous
author of children’s books, because of her exposure to China
through Nami Concours. There are also numerous translated
picture books being published in Korea highlighting the fact
that the illustrator is a winner of a certain award in Nami
Concours as the publisher promotes the books. Even though
Nami Concours was just born 2 years ago and is exploring its
potential, ultimately it hopes to contribute to an increase the
quality of picture book illustrations for children.
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B Anita Wincencjusz-Patyna

Anita Wincencjusz-Patyna (Poland)

She is an assistant professor at the Eugeniusz Geppert
Academy of Art and Design in Wroctaw. She teaches art
history, art theory and history of painting. She also runs
classes in applied arts in Poland in the 20th and 21st centuries
at the University of Wroctaw (Art History Department). Author
of a book dedicated to Polish book illustration in 1950-1980
as well as numerous articles on theory and history of Polish
and foreign illustration. She is member of the Polish Section
of IBBY.

poland@bib.sk

Poland has been present at the Biennial of lllustration in
Bratislava since the very beginning of the event’s history
or even before it. This earliest stage was connected with
Zbigniew Rychlicki, Polish artist, mainly active as an
illustrator of young readers’ books, and his engagement
in the organisational work concerning the International
Committee and the Biennial itself. Rychlicki was somehow
bound up with the competition till his very last days — he died
in Bratislava during the twelfth edition of the Biennial, on 10th
September 1989.

The participation of the Poles had been of a very different
kind, from the most obvious one — the illustrators entering
the contest, through members of the international jury, to
speakers of the international symposium.

As illustrations are the key elements of the Biennial, the core
and sense of it, let us look at the creators of book pictures in the
very first place. What may come as a very surprising fact, Poland
has had the biggest number of participants of all the countries
with the exception of, for quite obvious reasons, Slovakia
together with The Czech Republic (since 1993, and earlier as
Czechoslovakia) as the BIB hosts (557), and Germany — with the
doubled number of national representatives for the first twenty
years (till 1989 when East and West Germany became united,
with the addition of West Berlin - 554). With the total of 405
participants we slightly outnumbered Japan with 390 artists
and Russia (earlier U.S.S.R, which complicates the data a bit)
with a surprising equal number of 390 illustrators. The data
refer to all editions of the Biennial. | applied here The Statistical
List of Countries and lllustrators Participating at BIB 1967-
2009 published in press materials for the occasion of the 22
Biennial of lllustrations Bratislava / Slovakia!, and | also added

1 Elaborated by CIDaK-BIBIANA, 27.08.2009, pp. [1-3] The list lacked the data for the
year 2003 (for unknown resons) when Poland had the representation of 16 illustrators.
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the numbers for the two last editions of BIB (23 and 24" in
2011 and 2013).

All together the Polish national representation brought
home 23 awards: 3 Grand Prix, 8 Golden Apples, 11
Plaques, 2 Honorary Mentions, and 1 Honorary Mention for
the Publisher.

At this very special occasion of celebrating the anniversary
of BIB fifty years, and the jubilee 25" edition of the competition,
it is worth taking a look at the awarded artists, as such a
review also builds up a sort of history of illustration in Europe,
especially in the Middle-East Europe. There were 16 different
artists awarded in every single BIB edition from 1967 to 1991,
then in the years 1999-2001, and in the period of 2005-2009
when this “golden track” ended for us, hopefully for a short
time only.
1t BIB 1967 - Golden Apple: Elzbieta and Marian
Murawski for Wiktor Woroszylski, Blow of the Painted Wind,
NK, 1967
- Brown Plague: Krystyna Witkowska for Jozef Ratajczak,
Castles on Ice
2" BIB 1969 — Plaque: Jézef Wilkon for Anna Kamieriska,
In Non-Paris and Elsewhere
39 BIB 1971 — Grand Prix: Andrzej Strumilto for Robert
Stiller, A Groom from the Sea (pic. 1)

4 BIB 1973 — Plaque: Zbigniew Rychlicki for F.L. Baum,
The Wizard of the Emerald City

- Honorary Mention: Jézef Wilkon for Tadeusz Kubiak,
Letter to Warsaw

50 BIB 1975 - Plaque: Janusz Stanny for Hanna
Januszewska, Lions

6" BIB 1977 — Golden Apple: Marian Murawski for
Inexhaustible Jug

- Plague: Janusz Stanny for Hans Christian Andersen, Fables
- Honorary mention: Waldemar Andrzejewski for Tadeusz
Kubiak, Let’s Laugh!

70 BIB 1979 — Golden Apple: Teresa Wilbik for Joanna
Kulmowa, My Lolling About

8" BIB 1981 — Plaque: Stasys Eidrigevicius for Paul
Delarue, King of Ravens

9™ BIB 1983 — Plaque: Elzbieta Murawska for Jacob and
William Grimm, Fables

10" BIB 1985 — Golden Apple: Elzbieta Gaudasinska for
Jozef Ignacy Kraszewski, Old Man and Old Woman

11" BIB 1987 — Golden Apple: Antoni Boratynski for
Michael Ende, Neverending Story

12"BIB 1989 — Grand Prix: Marian Murawski, The Book of
Polish Fables (pic. 2)

- Plague: Stasys Eidrigevicius for Hans Naselang (published
in Switzerland)

13" BIB 1991 — Grand Prix: Stasys Eidrigevicius for Charles
Perault, Poos-in-Boots (published in Switzerland) (pic. 3)
17" BIB 1999 — Plague: Maria Ekier for Hanna Krall, What
Has Happened with Qur Fairy Tale?

18" BIB 2001 — Plaque: Krystyna Lipka-Sztarbatto for
Anna Onichimowska, The Dream that Went Away

20" BIB 2005 — Golden Apple: Pawet Pawlak, Jajuriciek
21" BIB 2007 — Golden Apple: lwona Chmielewska for
Jiwone Lee, Thinking ABC (published in South Korea)

- Plaque: Maria Ekier for Polish Tales and Legends

22 BIB 2009 — honorary mention for the publisher —
Wytwérnia Publishing House for Tuwim

Among Polish members of the International Jury there were: Olga
Siemaszko, Jozef Wilkori (many times), Krystyna Michatowska,
lwona Chmielewska and the mentioned above laureates of
Grand Prix. Al of them talented, very well-recognised and
appreciated home and abroad Polish artists-illustrators.

The following people participated in the Symposium:
Zbigniew Rychlicki, Danuta Wréblewska art critic and journalist,
Joanna Olech writer of books for young readers, illustrator
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and author of many articles dedicated to book graphic art,
Matgorzata Cackowska — assistant professor at the University
of Gdansk, Faculty of Pedagogy, specialist in picture books
and the one writing the following words, and myself having
the honour to be the part of BIB for the third time. Danuta
Wrdblewska was the author of numerous articles dedicated
to book illustration in general, she was the one to write most
about BIB, her articles were published in a very important
Polish professional magazine “Projekt” [Design] dedicated to
all applied arts, which was issued between 1956 and 1997.
The texts were richly illustrated and always tried to give a sort
of estimation of each edition and records of all awarded artists.
From its first edition the Biennial met with a great interest
in Poland, both in terms of artists who wanted to participate
in the contest, and from the side of the wide audience. BIB
gave the opportunity of meeting with foreign book illustrations,
not that easily accessible in Poland of the 1960s, 1970s and
1980s, especially with the Western world and the far away,
exotic countries (Iran, Japan, Brazil etc.). The successes
achieved by our artists would confirm the high quality of Polish
book design for young readers. And it is worth remembering
that in a political and social situation of that time any success
on the international stage was desperately needed. The
worth of every single award and distinction was always much
appreciated by the artists themselves. | managed to talk to
quite a number of them, and they would in all the cases confirm
the joy and satisfaction which follow the received prize.
Among Polish illustrators, Elzbieta and Marian Murawscy
have been the most awarded as they collected together 1
Grand Prixandthree Golden Apples. Intheinterview Imanaged
to conduct on the purpose of this paper, they both admitted
that the success was very important for their professional
careers, as they had began work as book contributors not
so long before the event. Such a strong confirmation from
the side of the international set of judges was the best one to
get. They were also much appreciated by Nasza Ksiegarnia

Publishing House, which at that time was the biggest and the
most important institution responsible for the book market
addressed at young readers in Poland. The subsequent
awards received by both of them ended up in much more
acclaim, invitation to other international illustrators’ contests
(Barcelona among others), and participation in the BIB jury.

In some instances the awards brought specific results.
Krystyna Lipka-Sztarbatto’s award at BIB 2001 was a main
reason for Dream which Went Away to be translated into four
languages and published in Germany, Slovenia, Lithuania
and South Korea. For fourteen years the book has been
an interesting topic of numerous workshops held by Lipka-
Sztarbatlo and the writer, Anna Onichimowska, and this year
(as a distant effect of the success) the illustrator was invited
to the exhibition held in Saarbricken entitled “Traumwelten”
accompanying the European Children and Youth Book Fairs
(Européischen Kinder- und Jugendbuchmesse).

Maria Ekier claims that her awards, especially the first one,
received in 1999, helped her establish the position of an
illustrator on the Polish market.

lwona Chmielewska’s Golden Apple was extremely
important for her Korean publisher (Nonjang from Seoul).

Even if the awarded illustrators could not tell the specific result
of the achieved prizes, they still would stress the importance
of being laureates of the BIB competition as very important
for their individual self-esteem as acclaimed illustrators, which
simply confirmed that the artistic path they had stepped onto
is just the right one. For all of the Polish artists the chance to
get confronted with foreign colleagues, especially from far away
countries, and in the period of the People’s Republic of Poland
(till 1989) with all the Western world was a fact that cannot be
overestimated. To be judged on equal terms, and to win with
the countries that used to have better printing equipment, larger
sums of money invested in the publishing branch, and a free
access to news in the area of applied graphic arts, was a visible
proof that their artistic proposals were valuable and attractive.
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pic. 1 Grand Prix BIB 1971 Andrzej Strumillo

pic. 2 Grand Prix BIB 1989 Marian Murawski

pic. 3 Grand Prix BIB 1991 Stasys Eidrigevicius
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B Maria José Sottomayor

Maria José Sottomayor (Portugal)

She studied art history and has worked in a library for children
and young people and given presentations on the topic of
the relationship between text/illustration in Spain, Brazi,
France, lItaly, Argentina and Cuba. She has participated in
the International Symposium BIB several times and is the
author of papers on books for children and young people
and has been the curator of numerous exhibitions.

How originals exhibited at BIB in the 50’s con-
tributed to making illustrations reach Art sta-
tus in Children’s Literature

| was born in the south of Portugal, facing the Atlantic,

watching what the fishermen did — some were coming, others
were going. | usually say that | was born with the desire to go

from one place to another. Thus, since | was a child, | looked
at the sea and wanted to see, to know what lied beyond the
horizon.

| learned to read images, then texts, and later | started
travelling and my horizon got broader and broader.

Till one day, in early September 79, | arrived in Bratislava
to attend BIB. | havent stopped coming until this day, to
celebrate BIB 50th anniversary.

When | learned that the theme of the Symposium “How
the Biennial of lllustrations Bratislava has influenced
children’s picture books worldwide over the last half century”
| immediately said to myself that | would like to participate.

And here | am, to thank you for having accepted me and
having made possible, through all these years, seeing,
reading, listening, analysing so many books of such excellent
artists and authors.

As | prepared to come, my desire was to show you
Portuguese books and tell you about them. But which should |
pick from our production? Finally, | chose a challenging theme
which is rarely approached — Art books for Children — in which
fiction predominates, the emotive, subjective and poetic vision
of verbal language in a dialogue with the illustrations.

It will be a way to make some of our most important painters and
artists brought to your knowledge. But of course, in this process,
my selection and very subjective approach will have intervened.

In my mind, | went through so very many originals, outbound
work of the hands of artists and the imagination of great
painters, engravers, sculptures who, during these 50 years
have not casted out illustrating Books for Children and have
done it with immense pride. | remembered Albin Brunovsky,
Miroslav Cipar, Dusan Kallay, Nikolaj Popov — all of them with
works in Museums and Private Collections —and the Romanian
Done Stan who has works at the permanent Pompidou Centre
collection, in Paris. And also, Stasys Eidrigevicius, whom the
Portuguese were fortunate to see in an Exhibition of Polish
Posters on Theatre, in Lisbon, at the Calouste Gulbenkian
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Foundation. The advertising poster was by Stasys himself.
Besides them, there are so many, so very many others —
Japanese, Iranians, Italians ... — that | get lost in my memory
and in my heart.

In Portugal, the publishers’ bet is aimed at Art Books which
main function is to transmit knowledge. There are exceptions,
few and some now old. However, recently, a collection “Look
at a Tail” (Olhar um Conto) was published and | have selected
a title to share with you.

Such books have a particularity: verbal and visual texts and
graphic project articulate, building a screen of multiple meanings
always in constant ressignification. In them, it is the language of
the graphic project that drives the relation between verbal and
iconic languages, structuring them in a plastic whole organized on
the page or double page. And the more challenging the book, the
more dialogue there is between image, text and graphic project,
then the more challenges will be launched to the reader’s sagacity.

Therefore, the books | brought you are Books for Children
with verbal texts illustrated with works of Art, amplifying
the Child’s cultural repertoire in a ludic and creative way,
simultaneously feeding his imaginary. Through identification,
they allow Children to know and create multiple interpretations
of reality; early do they find their place as full rights citizens
because they have the gift to be readers.
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Historias em ponto de contar

(Telling stories as an embroidery 1)
This is the 2nd edition, by a new
publisher, of a very beautiful book
that had been disappeared for over
twenty years. It would simply not be
republished perhaps because it was

1 2 edition. Lisbon: ASSIRIO e ALVIM, 2009

not profitable, who knows, or because books illustrated
with works of art were not valued, either because educators
couldn’t read them or because they found them too difficult
for children.

The motivation for these stories was the work published in
Paris 1912 “XX Dessins” by the painter Amadeo de Souza-
Cardoso, the predecessor of modernism in Portugal.

Amadeo was born in 1887. At the age of twenty he went
to Paris where he made friendship with other young painters
who became great artists of Contemporary Art.

Antonio Torrado and Maria Alberta Menéres, innovative
writers recognized with the Literature Award for Children’s
Literature (1988 and 1986) felt challenged by the task, until
then unpublished in Portugal, of bringing among us the “XX
Dessins” de Amadeo.
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From the cover we are involved by the strength and
multiplicity of elements of one of the “XX Dessins”, where,
in spite the decorated background, one feels the influence
of expressionism — intensity of dramatic expression — of one
of his companions, the Russian Jawlensky, and of cubism —
geometric objects’ forms — of Juan Gris. The flyleaves have
details of the drawings, in order, almost referring to a new
(drawing) board.
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“Histdrias em ponto de contar” begins with an illustration
on the left side — two feminine figures, one protecting the
other — where we feel the painter’s discovery of primitive art
— the African — which he knew through his great friend, the
[talian Amadeo Modigliani.

Maria Alberta Menéres ¢ Antonio Torrado bring us a
beautiful poetic prose through the voice of a mother and her
daughter, as they weave, trimm and embroider, in a metaphor
to weaving the thread of life. It is living in complicity, while
embroidering, that allows to grasp the imaginary in a way
that is not linear, not immediately obvious, for alternating
between talking and telling, leads the reader or the listener

to a constant unfolding of here and there, into a now and a
“once upon a time”.

We feel Amadeo’s feminine figures more connected to the
daily life of the mother and her daughter — they have sculptural
bodies, in which we find the influence of his Romanian friend,
sculptor Constantin Brancusi, and how he had discovered
and admired the cubist painters.

Trough the textual language, when we enter the imaginary, we
can see in the illustration drawings of heads that remind us of
the African masks Modigliani made known to the Portuguese and
others that resemble oriental rugs and tapestries full of details
given by Amadeo’s mastery which leads us to read them as having
a fantastic coloring, even though they are in black and white.
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In verbal language there is like a division
between the daily life and the imaginary, which
is underlined by the graphic project. There are
two different types of lettering, marking and
reinforcing the conversation between mother
and daughter while they embroider, and
wonders of telling, imagining and dreaming.

From the cover, the yellowish paper of de
drawings reproductions brings us to a time that is
already past, to the moment Amadeo de Souza-
Cardoso painted his twenty drawings or, more
remotely, to the time of Memory and Subjectivities.

Now | would like to share with you the
Portuguese book Olga e Claudio2? (Olga and
Claudio) which | consider a small master piece.
The publisher is from Porto and dated 1984.

2 2 edition. Porto: Edigdes Afrontamento, 1998
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Although this work is available,
the competitive bustle between
publishers, in a society where the
new, the recently published are at the
agenda, it is practically impossible to
find it in bookshops or Book Fairs. It
is not distributed nor requested.

Thus, the majority of our mediators
do not know it. And consequently
our Children and Youngsters have
been deprived of this book, which
will always be new.

The writer Mario Claudio is the
author of its beautiful text, with a
narrative that, poetically, tells the
story of the friendship between
Manuel, a Portuguese poet living
in Lisbon and Giovanni, an Italian
painter living in Venice.
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Maria Anténia Pestana illustrated “Olga e Claudio”. The
starting point were photographs of an 18th century Portuguese
azulejos panel Grande Panorama de Lisboa (Great Panorama
of Lisbon) and images of Venice by the venetian painter
Francesco Guardi. Six of her originals were at BIB 85.

The same dialogue that the verbal text establishes between
the characters, the illustration by Maria Antdnia Pestana
establishes between the visual and verbal languages in a
pictured and photographic way, in an assembly supported in
silhouettes and drawings, calls the reader to news readings
on Lisbon and Venice.

The illustrations are very original, innovative, experimentalist
and we can find references to the Russian vanguard.
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The excellent graphic project of “Olga e Claudio” starts at
the cover and ends at the back cover.
Maria Antdnia Pestana involves our look as part of the

great panel Grande Panorama de Lisboa (Great Panorama
of Lisbon) and in a briliant finding, as tiles that had fallen,
fills in the empty spaces with palaces, houses, river, boats of
Francesco Guardi’s paintings.

Trough the text we get to know Giovanni and Manuel
who write each other often. They speak about their cities
and their cats Olga and Claudio. And together, the readers
discover Venice and Lisbon and, like the cats, get to know
their owner’s friendship and loves.
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And as this friendship grows, through the iconic language,
Lisbon and Venice interpenetrate more and more, translating,
reflecting and underlining the relationship between the poet
and the painter.

Maria Anténia Pestana is the example that book illustration
authors should not deny themselves experimenting, risking,
enjoy the adventure of an audacious path as readers of a text.

Although inthe verballanguage “Olga e Claudio” establishes
several references, sometimes anachronistic, going back
and forth in time in Venice and Lisbon, it can be told/read to
children who don’t yet dominate writing. But because they
can read the images, they start discovering these works of
Art and know that the originals are available in our Museums.
For many, these Museums are just next door.

This is a book that takes Children, Youngsters and Adults
to recognize that imagination, emotions, feelings and Art
can meet to help us talk about friendship between people of
different cultures.

AS BOTAS DO SAR-
GENTO (“The sar-
gent’s boots”)3?

What a good surprise
it is the collection Olhar
um conto (Look at a tail)
by Quetzal Publishers.

Children and adults are
for the first time present-
ed with the works of con-
temporary  Portuguese
painters  accompanied
by texts by our writers.

3 4th edition. Lisboa: Quetzal Editores, 2008

| chose to show your “The Sergeant’s Boots” with works by
Paula Rego painter, considered by an English newspaper,
the Financial Time “one of the greatest living painters”.

The story is told by Vasco Graga Moura poet, writer,
translator and critic, who has been dedicated to texts about
painters and people of the Art world. This is his first book for
children.

Forewarned, the reader has an unexpected pleasure that is
not over in one single reading; the book takes us to read and
reread it in an attempt to enter the game between the painter
and the writer’s stories.

Paula Rego always lived in a world of women, where
men were kind of absent. At the age of sixteen she goes to
London and attends the famous Art Slade School. She has
been living in England since the 50’s “the most Portuguese of
English artists”. Her childhood was constantly intersected by
oral tradition, story listening, some bizarre, some frightening,
as she puts it. So it is not surprising that she always tells

stories in her paintings. This is well present in the ones of
“The Sergeant’s Boots”.
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In the cover, the work presents a clearly figurative painting,
as all the others will be. Two adolescents, one with her back
turned to the observer who is the reader, the other staring
but slightly in a sidelong glance, in a challenging attitude,
lead us in the desire to open the book.

However, neither

the verbal title, nor the

S visual, unveil what is

s about to happen in this
narrative.

In the flyleaves, we
confront ourselves with
something different —
the reproduction of the
first works by Paula
Rego made with cut
drawings, composing
an enormous picture
made with collage and
where there is the influence of traditional tails and comics.

The graphic project (or graphic design as it is now called) by
Rosario Machado and Anténio Marques is interweaving, from
the beginning, small details of the paintings — animals — that
are referred in the story by Vasco Graca Moura; surprised or
curious about what he is telling, even establishing moments
of a certain tranquility and alleviating the text patch.

The book begins on the left side, with iconic language only and
repeating the image of the cover page. On the right side page
there is one of those little details appearing and a new picture
with two young ladies, her daughters, for the artist always uses
models in her works, but only people she knows really well.

And the dialogue between Art and Literary Language
begins — the writer tells us about four cousins, some playing,
other, accomplices, whispering.

We keep seeing and discover the painting “The Soldier’s

daughter”. The model is Lina, a Portuguese who as always
worked for the artist. She is almost the painter’s alter ego. In
this painting she represents the woman'’s condition, while for
the writer, she is the maid of the young ladies family.

Paula Rego represents a big woman/maid, centered on
the canvas. And how strong her images are!

Tiny, the mother and her father/solder, each on one side of
the painting in a half body plan. In the background, the house
where the girl became a woman, always serving others. She
plucks birds and kills suckling pigs. That is why they find her
brute and mean, as Vasco Graca Moura tells us.

She often speaks of her father solder for he was a great
dancer and wore half magic boots that she had kept in the attic.

According to Paula Rego there is no fiction in her painting. She
paints memories and experiences of her childhood, as good
story teller that she is. And always in a figurative style. Now it
is the writer who is fictional in a literary game that reminds us
of fantastic realism. There is a secret between the accomplice
cousins. And because it a secret it is secret... “it can’t be told
to anyone”: one of the young ladies wants do get the boots and
wear them at the ball that evening. Unique occasion.
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In the iconic language, the maid combs the boyfriend to go
dancing. And once more the painter puts the focus in the woman.
It is her who stands out in the portrait through the contrast
between the white socks and apron and the background. She is
the one with strength and vitality. He is fragile, submissive even
(he is the painter’s masculine model — English, writer, poet, critic).

Vasco Graga Moura keeps unrolling and rolls up again what
links his story to Paula Rego’s, in an scenario of remarkable
originality.

The boots are cleaned until they shine and taken hidden
to the party.

We arrive at the ball. There is a certain mysterious atmosphere
in the artist’s painting. It is night and there is moonlight. The
movement is present, created in the illustration and makes you
want to take part in the dance. How she stimulates us!

In the hugging couples there is some romanticism, but
we have seen women dancing together and one is dancing
alone. They have no man or no one is asking them to dance.

Again, the strength with which the painter speaks/shows
the condition of women in my country.

The writer tells us about the young lady wearing the boots.
Initially heavy. Then unbridled take her to dance and dance
and dance endlessly.

Vasco Graga Moura metaphorically refers to the story by
Hans Christian Andersen “The little red shoes” whose owner
could not stop dancing either. But, in this tail everything had
been a dream.

And the plait Vasco Graca Moura manages to make with
Paula Rego’s paintings, comes to a brilliantly unexpected
end — the young lady returns to the center of the painting
that is in the book her father, now asleep, was reading about
Paula Rego’s work.

Briefly, the book “The Sergeant’s boots” is a festival to wisdom,
to how interconnect images, text and graphic project, providing
the reader and listener a permanent esthetic education.

At the end there are the biographies of the painter and
writer, telling us still other stories and allowing us deepen the
reading of both artist’s texts.

By accepting this opportunity offered by BIB | was provoked
to select, to review, to rethink, to do other readings of books
| believed | knew.

| ended up surprised, for | found out that the books
had chose me as a (re)reader. Also, my relation with their
illustrators and writers became much more accomplice.

| brought you reflections on other works of Children’s
Literature which will challenge them to broader readings, to
the education of sensibility, creativity and love for Art.

| came to learn from you, dialogue, confront ideas and
answer questions for, as Mark Twain said “it is not possible to
enjoy our opinions until we haven’t shared them with others”.

That is why | am here.
Thank you

Maria José Sottomayor
Lisbon, July 2015.
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Milena Subrtova (Czech Republic)

She is an associate professor with the Czech Language and
Literature Department of the Faculty of Education at Masaryk
University in Brno. Her teaching and research focuses on the
field of Czech and world literature for children and young
people. She s the author ofa monograph “The topic of deathin
Czech and world prose for children and young people” (2007)
and was the chief editor for two co-authored publications
“Fairy Tale Stories in Czech Literature for Children and Young
People” 1990-2010 (2011) and “Dictionary of Authors of
Literature for Children and Youth 2. Czech Writers” (2012).
She cooperates with the literary periodical iLiteratura.cz and
regularly writes about developments in Czech literature for
children and youth for the BIBIANA Review.

The Czech Footprint in BIB’s history

The half-century old history of BIB, organizationally and
strategically covered by Slovakia, also has a strong Czech
footprint left by theoreticians and artists. Simultaneously
BIB, as a unique platform for refining theoretical and
critical opinions and for mutual inspiration, left an imprint in
Czech art. This paper summarizes only partially the Czech
participation at BIB and highlights the BIB awards granted to
Czech artists; a fuller coverage of the Czech representation
at the exhibitions would take a separate paper.

Looking back at BIBs and the art in its activities, one can
discern three periods. | dare not judge how much certain
features of those stages can be generalized; they refer only
to the presence of Czech artists and theoreticians. | realize
the risk of simplification that may be the cost of the attempt
to highlight what appears characteristic of that time.

1. The construction period (1967-1989)

The federal arrangement of the then Czechoslovakia and
many years of synchronization of literary development, with a
common theory and review platform, Zlaty maj (1956-1997),
for literature for children and youth, resulted in no boundaries
being perceived by the theoreticians between Czech and
Slovak book production. BIB, since its first event, has been
well attended by Czech specialists. There was always
a Czech BIB jury member with the exception of four BIBs
(1971, 1981, 1987 and 1989). Czech specialists were also
well represented at BIB symposiums.

At BIB 1967 seven art historians from the Czech lands gave
presentations at the symposium: Antonin Friedl (1890-1975),
lvan Sperling (1930-1987), Josef Jav(irek, Vlastimil Vinter
(1921), Blanka Stehlikova (1933), Jana Hofmeistrova (1927)
and FrantiSek HoleSovsky (1904-1985). They were joined
by VAclav Zykmund (1914-1984), Jifi Setlik (1929), Jaromir
Uzdil (1915-2006) in the following years but the post-1968
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turn in the social and political development and the onset
of the so-called normalization at the beginning of the 1970s
prevented some of these individuals (including Jiii Setlik and
Vaclav Zykmund) from engaging in their expert activities.
The area of BIB children’s illustration was for many years
covered by FrantiSek HoleSovsky, Blanka Stehlikova, Josef
Javlrek, and Jaromir Uzdil. Their papers given at the first BIB
symposiums indicate that there was a need to discuss the
fundamental issues of illustration for children and to do so
in a wide context of the entire communication chain with the
artwork. The child viewer is very specific and for that reason
the discussions were soon joined by Czech education
experts such as Veéra MiSurcova (1926), Eva Opravilova
(1933) and Jifi lliev (1953). At that time, this can be called
the “construction” period, as the terminology and genre
typology were made more precise. The papers defined the
role and action of illustrations in children’s books, reaching
over to art and more broadly perceived aesthetic education.
The symposiums were occasionally attended also by Czech
writers and artists (Milena Luke$ova, Jiff Salamoun). Attention
devoted to illustrations accompanying children’s books was
also reflected in the Zlaty maj journal that published reviews
of and evaluations of children’s book illustrations by FrantiSek
HoleSovsky and Blanka Stehlikova, and brought information
about developments at BIBs. FrantiSek HoleSovsky, Adolf
Hoffmeister (1902-1973) and Jaroslav Lukavsky (1924-1984)
served as jurors in the international jury. These meetings
of experts at BIBs, at the time of suppression of freedom,
were very important, as attested by Miroslav Kudrna (1935),
an international jury member from 1979 to 1991, who,
after 1989, looking back, called climate of BIB during the
“normalization” years as “an island of creative freedom”’.

A big success in 1969 was the Grand Prix BIB for illustrator
Eva Bednarova (1937-1986) for illustrations to Chinese Tales
published by Artia in 1968. Artia publishers, nationalized after
1948, had a specific status. This house prepared publications
for the international market and often cooperated directly
with foreign partners, offering a paste-up of the planned title.
The book was then usually published in several languages
with reference to the foreign publisher and occasionally (at
times depending on economic factors such as printing paper
supplies) also in the Czech language.

Eva Bednarova won the award for illustrations to a foreign
language collection of Chinese Tales adapted by Dana and
Milada Stovickova with the title Contes chinois, under the
series Légendes et contes de tous les pays, published by
Griind, and Czech readers got to know the winning book in
1972 when the Czech version was printed by Artia with the title
Tri zlaté Buddhovy viasy (Three Golden Hairs of Buddha). The
Grand Prix award was an attestation of domestic recognition
because Bednarova was awarded an Honorable Mention for
illustration to a foreign language book in the competition The
Most Beautiful Books of Czechoslovakia 1968.

Bednarova, in an interview for Zlaty majin 1970, admitted that
she was attracted by the balladic nature of the Chinese Tales?.
The images accompanying the book, to her understanding,
were not illustrations representing the crucial plot points of the
tales; rather they were more projections of her inner feelings.
Regardless of what she called non-action, she managed to
give her illustrations to the Chinese tales a dramatic charge,
not depriving them of their meditative nature. Sober colors of
her etchings are in accord with the dream-like nature of the
illustrations. The figures come to the fore from an orangey or
reddish background, turning darker as they take more soil-like

1 KUDRNA, Miroslav. BIB — Svétova udalost v ilustraci (The Global Event in lllustra-
tion). In Zbornik BIB 99, s. 11-12. ISBN 80-967414-6-2.

2 STEHLIKOVA, Blanka - SLABY, Z. K. llustrace osobniho proZitku (Personal Experi-
ence lllustration). In Zlaty mdj, XIV, 1970. C. 3, s. 169-174.
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shades and in that way the artist evoked a transition between
the reality and a dream at the dawn of a new day or at sunset.
The colored etchings are complemented with black and white
graphical images. Bednarova does not make her illustrations
weary with details nor does she try to be geographically accurate
when situating the setting; she even does not try to give the
characters their individual features. The more suggestive is the
impression of the characters’ expressions, captured through a
simple means, a symbol, ellipse and a metaphor. Unspeakable
grief and fatigue of the young woman who, in the Tale of the
Big Wall sets out to find her husband, a worker building the
wall, are represented in the small illustration through a simple
silhouette of the travelling woman’s bent back and her hair
faling down from beneath a scarf. The same shape, like an
echo, representing hills or bends of the Big Walll, is in the upper
segment of the illustration. In the full-page colored illustration
the grief permeates the character and turns into a black bird,
accompanying the woman like a dark cloud or shadow. The
woman’s face stays a mystery: her hair is covered, tears are
coming out of her eyes and she covers her nose and mouth
with a white scarf and dries her tears. The scarf brings some
light to her pale face and attracts attention to the tears that
are an important motif of the tale; the grief of the unfortunate
woman who has just learned about her husband’s death brings
about a snow blizzard that destroys a piece of the wall. The
outcome is an emotionally impressive image that is not trying
to make the action specific; it rather helps the child reader to
interpret the message of the text of the tale.

Bedndrova got back to the Asian Tales in 1978 with
ilustrations to Chinese Tales by Dana and Milada Stovickova,
The Magic Brocade, and in 1984 she illustrated Japanese
Tales by Véna Hrdlickova, Ooka the Judge. The BIB award
drew global attention to Czech imaginative art.

More Czech artists received BIB awards in the following
years: namely in 1979 Adolf Born (1930) won a Golden

Apple for watercolors and pen and ink drawings for the
book Akadémia pana Machulu (Mr. Blot's Academy) by Jan
Brzechwa, published by Mladé leta. Born, who had already
almost twenty years of experience in children’s book illustration
and also proved to be an illustrator to realistic stories, got an
opportunity to show his sense of absurd humor.

In 1983 the Golden Apple went to Kvéta Pacovska (1928)
for illustrations to a collection of poems Pimpilim pampam by
Josef Hanzlik published by Albatros in 1981. Josef Hanzlik
developed a series on nonsense situations and ideas,
playing with words. Kvéta Pacovska added a congenial,
peculiar art expression to this language game. The artist had
already illustrated Hanzlik’s first tale Snéhova hvézdicka (A
Snow Star) of 1966 with her typical style using geometric
shapes, stylization oscillating between folk inspiration and the
simplicity of children’s drawings, a patchwork-like splitting
of the area, and a personification-based approximation of
animal and human expression.

A Golden Apple BIB 1987 went to Jifi Béhounek (1929-
2005) for illustrations to Jewish tales, adapted by Leo Pavlat.
The book was published by Artia for the international market
in 1986 with the title Jewish Tales: the eight lights of the
Hanukkiya in English, French, German and other languages.
The Czech version was published much later, in 1992, by
Albatros. Jifi BEhounek focused on Jewish legends and tales
for many years and his illustrations show that he had an
intimate relationship to the topic.

BIB Plaques also went to several Czech illustrators in that
period. In 1971, Jan Kudlacek (1928) got one for gouaches
and collages to Petruska ballet libretto adapted by Olga
Hejna. The publication was published by Artia in 1970 under
the series of Ballets intended for export and it won Kudlacek
the Bronze Medal in 1971 at the Leipzig Book Fair. Kudlacek
captured the poetic climate of the story and its timeless
message but, using decorative detail, he also left the libretto
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anchored in the Russian setting.

Dagmar Berkova (1922-2002) won a Plaque in 1975 for
watercolors to the book Kyticka pro stésti (A Good Luck
Bouquet) by Jifi Cirkl published by Albatros in 1974. The
dream-like narrative of a city girl who felt the need to be
in touch with nature was accompanied by watercolors by
Berkova that represent the girl’s world with certain nostalgia
along with tiny illustrations with nature motifs in page headers.

In 1981, Vladimir Novak (1947) won the Plaque for
illustrations in  combined technique to an artistic and
instructional publication More, objevy, staleti (The Ocean,
Discoveries and Centuries) by Ales Skfivan and Petr Kfivsky,
published by Mlada fronta in 1980. The publication was
awarded as the Most Beautiful Book of the Year. Novak
focused in his illustration on adventure and sci-fi literature
in the 1970s and 1980s and his illustrations to artistic and
instructional books also had certain action and plot charge.
The same year a BIB Plague also went to Miloslav Jagr (1927-
1997). His illustrations to the tale by Vclav Ctvrtek, Jak Sevci
zvedli vojnu pro Gervenou sukni (How Tailors Fought a War
for a Red Skirt) have conspicuous contours, vivid colors and
a sense of characterizing detail, used by Jagr to capture the
climate of a fairy tale imperium. The book was published by
Albatros in 1979 and won the Silver Eagle in Nice in 1980.

Pen and ink drawings by Markéta Prachaticka (1953)
to Alenka v kraji div(l a za zrcadlem (Alice>s Adventures in
Wonderland and Through the Looking-Glass) by Lewis
Carroll, published by Albatros in 1983, won the BIB 1985
Plague. Alice, as represented by artist Prachaticka is in
a bizarre fantastic world but she herself is an enigmatic
character undergoing various transformations. The large-
size llustrations are split into a story-based series and
have a significant narrative potential. The chosen pen
and ink drawings with fine hatching acquired depth and
structure for the shapes, evoking 19" century engravings

and simultaneously modern technicism-based artwork.
Prachaticka embraced Alice’s world with understanding for
children’s limitless imagination which may give rise to scary
fantasies. These illustrations won Premio grafico in Bologna
in 1984.

That year another illustrator of Czech origin won a BIB
award but since Jindfich Capek, who emigrated from
Czechoslovakia, lived and worked in Switzerland, his success
has to be attached to that country.

The BIB 1989 Plaque was awarded to Stanislav Kolibal
(1925) for illustrations to a Slovak folk tale Silver Nuts,
published by Albatros in 1988. Dynamic children’s-like
crayon strokes respond to playful onomatopoeic folk verses,
counting-out rhymes and songs.

The wusual situation was that many award-winning
illustrated books had originally started as export items and
Czech children got those books, if at all, with time delay. That
was the case of the book by Ludek Pesek (1919-1999), Die
Mondexposition (1966), which won the Artia publishers an
Honorable Mention at the very first BIB in 1967. Besides the
Artia publishers, focusing on exports, most awarded books
of that time were published by Albatros — that actually had a
monopoly for children’s books. Albatros also got Honorable
Mention in 1985 for the book Zpravy z babylonské véze (The
News from the Tower of Babylon) by Bohuslav Blazek with
illustrations by Vaclav Kabat.

2. The balancing period (1990-2005)

The Czech representation at BIB at this time was influenced
by the societal change of 1989. The Czech book market
underwent a fast de-monopolization. Albatros publishers
finally lost their exclusive status in the children’s book market
and the pre-1989 book distribution system collapsed. Several
new publishing companies were established and expressed
interest in publishing literature for young people. Many of
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them, however, were pursuing plain commercial interests
and gave no space to genuine art-based actions, innovation
and experiments. Vital information networks were disrupted
and the ethical and aesthetic values were shaken and soon
it became obvious how much need there was for a platform
for enhancing and sharing critical reviews and evaluations
of children’s books (the Zlaty m4j journal was reduced to
a quarterly and ceased to exist altogether in 1997). The
continuity of getting together at BIBs acquired much more
importance in the light of these developments.

Miroslav Kudrna, Karel Teissig, Blanka Stehlikova, Jiff
Salamoun and Bohuslav Holy served as members of juries
from 1991 to 2005. A new generation started attending BIB
symposiums. Presentations were given by Blanka Stehlikova,
Karel Teissig (1925-2000) and Miroslav Kudrna. Blanka
Stehlikova summarized the status of Czech children’s books
in Mid-1990s. In a straightforward way she described the
temporary poor situation, where the publishers had given up
genuine artistic values, and mentioned activities to promote
quality children’s books (such as the Golden Ribbon award
or the project of reprints of children’s books with interesting
illustrations of the first half of the 20" century). Presentations
by graphical artist and art theoretician Miroslav Kudrna also
offered evaluation. Kudrna considered the contribution of
BIB to the global development of illustration and highlighted
important progress in development of illustration art, using
his experience as a member of the BIB International Jury
in the 1970s and 1980s. The BIB symposiums presented
Czech art theory experts a de-briefing opportunity to assess
the current situation in children’s book publishing and to
make cautious projections for the future.

Once the stagnation period of original production for children
in the first half of the 1990s was over, the creative potential and
publishing background recovered quite fast, but still there was
no BIB award granted to Czech artists in that specific period.

3. Interpretation period (2006 - till now)
In the middle of the first decade of the 21%t century an
important milestone can be seen in the development of
literature and illustration for children and young people.
Several publishers established their position in the book
market, presented a clearly formulated profile focusing on
children, with an exacting artistic agenda (such as Meander,
Baobab, Prah, Raketa series of Labyrint, and Argo). This
welcome revival of the Czech literary stage has stayed up
until now (e.g. the newly established publishers, 65. pole,
Béziliska). New publishers pay attention not just to the text
and illustration but also to typography and book binding.
Their products include children’s book that have acquired an
aesthetic or a play object eliciting activity from the readers.
One of the most dynamically developing genres in
contemporary children’s literature is the author’s picture book.
We are witness to instances where many artists go beyond
their original space and reach to theoretical reflection, critical
and evaluating and interpreting works. This is attested also by
the BIB symposium presenters. The artist Jindfich Capek was
the jury member on behalf of the Czechs and the symposium
was attended mostly by the authors alone. lllustrator and
writer Renata Fucikova (1964), who characterized herself
as a conservative illustrator using the classical painting and
drawing procedures, explained in her presentation her ideas
and strategy for her picture and instructional books in which
she closely interlinked the cognitive role of the book with
ethical, esthetic and emotional roles. The editor and literary
critique Jana Cefikova (1957), jointly with Iku Dekune (1969),
a Japanese illustrator living in the Czech Republic, who met
with the Czech tales tradition for the first time, and who was
bravely entrusted the job of illustrating a new selection of
tales by the classical Czech author Karel Jaromir Erben. Their
presentation at the symposium indicated their focus on issues
related directly with the art and also offered interpretation, just
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like the presentation given by Miroslav Kudrna who offered an
analysis of the illustration art by Eva Sediva.

In 2009, after a long break, a Czech artist won a BIB award,
namely FrantiSek Skala (1956), was granted the BIB Golden
Apple for collages to Jostein Gaarder’s book Zabi zamek
(Frog Castle) published by Albatros in 2008, and for the
publication Skutecny pribéh Cilka a Lidy (The True Story of
Cilek and Lida), prepared by Arbor vitae publishers in 2007. A
heterogeneous variety of artistic procedures is characteristic
of Skéla’s art and this also is apparent in both award-winning
works. The Frog Castle text expresses a dream-based
experience associated with the character's suppressed
trauma from the unexpected death of a beloved Grandpa.
Skala’s collages reflect the way a child views the world, how a
multitude of ambivalent and uncensored images, impossible
to bring under control, come to the surface. Gaarder’s book
bears the signs of the author’s profession of an educator.
Skala damps down the didactic aspect of the text and his
illustrations, with a witty exaggeration, and draws attention
to seemingly marginal moments in the text; his illustrations
acquire an interpretative dimension.

Skala’s own book Skutecny pribéh Cilka a Lidy (The True
Story of Cilek and Lida) is an extension of the intimate story
of a true friendship Jak Cilek Lidu naSel (How Cilek Found
Lida) (Meander, 2006). Cilek’s adventure is an initiation trip in
the real world of nature that is settled with Skala’s designed
and created creatures and objects made from natural
materials or from recycled man-made products. The entire
book is based on the author’s close ties with nature which, in
this book, drives the story rather than being just a prop. The
book is a photo comics made of more than three hundred
photographs taken in the authentic natural setting with
nature and its transitions over days and seasons, charging
the story with emation.

In 2013, the Art and Design Faculty, UJEP, received an

Honorable Mention for a publication with small number
of copies titled Darmo miuvit, with illustrations by Martin
Raudensky.

In the latter half of the 20" century Czech illustration for
children and young people became a field in its own right
in the national art landscape and achieved a high artistic
standard even though it was developing in a closed setting,
with no opportunity of the needed systematic confrontation or
comparison with global book illustration developments. That
made the platform presented at BIBs so much more valuable.
It cannot be said that Czech illustration acquired a profile of
a national illustration school at BIB, as is also attested by the
above list of artists who won awards and the variety of their
individual approaches and visual art procedures.

The answer to the question of what feedback BIB vyields
about the status of Czech children’s book illustration and its
professional reflection at present would be a confirmation of
the growing trend of author’s own books (such as the award-
winning books by FrantiSek Skala, Renata Fucikova and Petr
Sis; the latter was analyzed in the presentation by Marloes
Schrijvers in 2013). The author’s own narratives are founded
on ingenious and inseparable combining of visual and verbal
story telling, with fading boundaries between the two. And just
the same, the dividing line between authors and theoreticians
has disappeared as well; the authors alone let the readers
take a look at their intimate creative process, offering not
just important interpretative impulses but also formulating
their own generalizing conclusions. Literary theoretician and
historian Svatava Urbanova highlighted that the Czech literary
theory still has not developed its theory of types of picture
books that possess a multitude of meanings and receptions
overlapping. She stated that reviewers are not ready to reflect
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the semantic wealth of pictorial narratives®. This is where BIB’s
potential comes to the fore; BIB is an important platform for
discussions of children’s books, a crossroads and meeting
point for theoreticians’ thoughts and the ideas of the authors.
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Adolf Born: Golden Apple BIB
1979, illustrations from the book
Jana Brzechwy Akadémia pana
Machulu, 1978
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Kvéta Pacovska: Golden
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FrantiSek Skala: Golden Apple BIB 2009, illustrations from the book
Skutecny pribéh Cilka a Lidy, 2007
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Martin Raudensky a Fakulta umeéni a designu UJEP: Honorary Mention BIB
2013, illustrations from the book Darmo mluvit

Stanislav Kolibal: Plague BIB 1989, illus-
trations from the book Stfibrné ofisky

Vladimir Novék: Plaque BIB 1981,
illustrations from the book Mofe,
objevy, staleti, 1980
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B Andrej Svec

Andrej Svec (Slovak republic)

He is a visual art historian and critic and focuses on visual art
of the 20" century, especially illustrations to children’ literature
in recent years. He wrote reviews of numerous exhibitions of
illustrations and organized several independent exhibitions
in that field. He participated in professional preparation of
several BIB symposiums.

Not just seeing, knowing too.
Reflections on the 50" anniversary of BIB

“If the Biennial of lllustration Bratislava created prerequisites
for a general development of illustration for children, even
if it is just a humble contribution to global illustration art

and allows active meetings of persons and opinions, it has
accomplished its mission.”

(J. Grolman, Director, Czechoslovak Book Culture
Centre and President of International BIB Committee,
BIB’67 Catalogue)

“The Biennial of lllustration Bratislava, an event free of
commercial interests and background, can influence the
future of illustration just with ideas. It has, and cannot have,
the self-saving ambition to turn all illustration output into
art, all of sudden. It may sensitize the adults who address
children. As we all know, children deserve to be given the
best that the society of people has made.”

(E. Seféakova, Proceedings, SNG BIB 67 69, Bratis-
lava 1972, p. 186)

“BIB traditionally is evaluated as the supreme international
event in children’s book illustration.”

(J. Uliciansky, President, IBBY Slovakia, in an interview
for the Praca daily, 16.11.1995)

“The Biennial of lllustration Bratislava, with all accompanying
activities (such as the symposium, workshop, exhibitions in
various Bratislava halls), ranks among the most spectacular
and most inspiring offer made to Modern Europe and all of
the cultural world by the Slovak Republic.”
(F. Kriska, Revue Bibiana 3/2005, p. 8)

“l think BIB really has significantly contributed to promotion
of children’s books and illustrations and has opened the way
into the world for Slovak illustrators and at the same time
has also fostered promotion of Bratislava and Slovakia in the
whole world.”

(D. Roll, Slovenska detska kniha (The Slovak Children’s
Book, a book), Bratislava 2008, p. 241)
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On The Symposium Topic

The Biennial of lllustration Bratislava (BIB) has just turned
50 years old. Since “BIB is the world number one”, this
success has to be asserted quickly, impatiently, inspired by
the important anniversary, also through the BIB Symposium
2015. This is the impression | get from the topic: “How the
Biennial of lllustration Bratislava has influenced children’s
picture books around the world during the last half century”.

The topic bears a purpose. From “illustration” in the title
of the event, attention is shifted over to the “book” which is
not the same thing. With regard to the concept “children’s
picture books”, it exactly is what shaped and has given BIB
its identity, since that is the area that has manifested the
highest artistic values. Originally, however, “illustration” was
supposed to cover the entire spectrum of children’s books.
The symposiums have, in the end, arrived at that kind of genre
differentiation but we still miss it with the BIB exhibitions. (F.
HoleSovsky, 1980).

Regardless of these reservations, | have been looking for
an answer to the question in media coverage of BIB, but |
have not found an answer. What | have discovered are inter-
relations that | had not noticed before.

The BIB topic misses the distance

I would like to use the BIB jubilee as an opportunity to present
a handful of thoughts with no ambition for them to be even a
brief summary of BIB’s history.

What we are still missing is taking distance, to be able to
make an unbiased evaluation of BIB, to write down its history
and to point out what BIB has brought to the theory and
history of illustration’. The project has remained a torso.?

1 According to information in media (Biendle jubiluje, topky.sk, 8.7.2015) the BIB orga-
nizers are preparing two publications on BIB history: The Half-Century of BIB in Facts
and in Pictures and The Story of BIB — A Half-Century of BIB in Memories. The orga-
nizer also had an exhibition on BIB’s history at the Bologna International Book Fair.

2 "A substantial methodological change arrived with the 1971 Symposium where
the participants adopted our proposal to draft a review of the history of illustration

The beginnings of BIB
The Biennial, the way we know it now, had its final stage
test at the national exhibition Children’s lllustration Bratislava
in 1965 with participation of original illustrations and their
printed books by 36 Czech and Slovak artists.®

“On this occasion the organizers invited an international
preparatory committee to organize the first Biennial in
Bratislava. The first BIB’'67 was born two years later™.
BIB 67 surprised with the participation of 278 illustrators
from 25 countries. BIB 69 then counted 293 artists from 33
countries.

Visual ambition of illustration
The mission of the Biennial of lllustration Bratislava was to
boost visual art ambitions in children’s illustration.® At the time
of the beginnings of BIB whose merit also is that illustration
art and its most ambitious area, children’s illustration, has
moved from the margin of visual art right into its very center,
attesting that the strategy was correct.

Just as written by E. Seféakova®, “the jury had to integrate
two essential directions of demands placed on children’s

till 1945 in their respective countries and participate in compilation of a joint several-
volume book on modern history of illustration. By 25 April 1974, when | was forced
out of the project on political grounds, the manuscript of the joint book had 311 text
pages and 169 picture supplements. | am very sorry that this project was not carried
out” (E. Sef¢akova: BIB 1967-1997. In: BIB97 Proceedings, p. 13.)

3 The exhibition contributed to evaluation of the tradition of Czech and Slovak illus-
tration and its leading figures, and the jury’s decisions also drew attention to certain
remarkable younger artists. The jury appreciated especially the graphical wit and inge-
niousness, peculiar expression and its representation, that is to say, the jury assessed
illustration as an independent entity but still, a discipline in line with the visual art
development. A major contribution of the exhibition was that the jury and the Czech
and the Slovak illustrators had common understanding of the review of illustration and
the artists introduced themselves in an uncommon, non-commercial basis. The top
awards were granted to Albin Brunovsky and Kvéta Pacovska, higher prizes went to
Eva Bednarova, Julian Filo and Vladimir Fuka, and prizes went to Viera Bombovéa and
Jitka Kolinska. (E. Sef¢akova: llustracie detskej kniny na BIB 67 ‘69 (Children’s Book
llustrations at BIB'67 and '69). In: Zbornik SNG BIB 67 69, Bratislava 1972, p. 177.)
4 F. Kriska: BIB 73. In: Romboid, 8, 1973, Volume 11, p. 76.

5 E. Seféakova, ibidem, Comment 4, p. 186.

6 E. Sef¢akova: Biendle ilustracii Bratislava 1967. In: tvarny Zivot, 13, 1968, Volume 2, p. 51.
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illustration and had to harmonize the related criteria: the
educational and instructional criteria and the visual and
esthetic criteria. It was not easy to persuade certain jury
members about BIB’s mission as a periodic exhibition of
original illustrations with the Statutes reflecting the visual art
and history background and needs in the area of sensual and
emotional education of children now giving preference to the
artistic value, graphical quality and emotion-related action and
stimuli of the illustrations over the purely educational nature
of the illustrations. The final resolution of the jury respected
BIB’s mission and awarded mostly illustrations that enrich the
graphical as well as functional aspects of the discipline.”

The jury awarded the Golden Apples to Leo Lioni (pic. 1),
Algirdas StepanoviCius (pic. 2), Werner Klemke (pic. 3),
Elzbieta and Marian Murawsky (pic. 4), and Viera Bombova
(pic. 5).

Appreciating the graphical ambitions of illustration and
also taking account of other functions of book illustration for
children has since then, to put it in simple words, been a
consistent “working method” for BIB juries and has stayed
up until now. On the other hand, there seems to be a
paradox in giving preference to graphical/aesthetic aspects
of illustrations over its other functions and BIB has been
criticized for this by visual art theoreticians and critiques.

Opinions of BIB get polarized

The strongest reservations concerning BIB were perhaps
expressed by J. Abelovsky, when he claimed in his BIB 19757
review that the event is “a reflection of an emergency status in
this area of art. It is clear that the present calls for children’s books
with a full-fledged array of its functions rather than beautiful
children’s books for adult collectors of bibliophilic items.”

7 J. Abelovsky: Biendle ilustracii Bratislava 75. In: Vytvarny zivot, 20, 1975, Volume.
10, p. 10.

The author criticized BIB that it almost exclusively focuses
on illustration for younger age children at the cost of other
genres since that particular area brings the highest artistic
values. “Graphical autonomy” suppresses other (noetic and
social critical) functions in illustrations. In his opinion, the
current quantitative and qualitative increase in illustration
calls for amendments to the BIB Statutes in order to allow the
exhibition libretto to get better adjusted to the contemporary
needs of illustration development in the respective periods.

Regardless of the author’s strong opinion, he identified
himself with awarding the Grand Prix BIB 1975 to Nikolai
Popov?® from Russia (Pic.6), and 10 years later® to the French
artist Frederic Clément (Grand Prix BIB 1985, pic. 7).

The author expressed an interesting opinion of the
Japanese illustration® that started its “victorious BIB parade”
with Yasuo Segawa (Grand Prix BIB 1967, pic. 8).

8 To Abelovsky, the illustrator is “an example of the dominance of noetic and moral
values”... “in a kind of fictitious diaries by Robinson Crusoe, he deliberately excluded
any kind of visual art effects, making the impression of incompleteness, fragmenta-
tion, in single interest, namely for the sake of visual art multiplication of the ideational
values of the text. These features have elevated Popov’s art to an illustration act par
excellence.” (J. Abelovsky, ibidem Comment 8, p. 12.)

9 J. Abelovsky: Zapas o ,spravnu podobu®. Vitazné ilustracie BIB ‘85 v suvislostiach
sucasnych problémov ilustradej tvorby (Struggling for the “right form”. The winning
BIB’85 illustrations in the context of contemporary illustration volumes). Vecernik,
16.9.1985. The winning illustrations by Frederic Clément, France, “in addition to the
purely aesthetics-based and fun-recreational values, they also present a set of cogni-
tive information to the children viewers in a relaxed way.”

10 “The quality summit at the last Biennial traditionally was presented by Japanese
illustration. The secret of the attractiveness of the illustration art from Japan dwells in
consistent synthesis of poetization and poetics which, in contrast with the European
illustration heading more to a subjective and type-based interpretation of the text,
allowed presenting a more general and objective reflection of the literary work; it is
true that the art-related possibilities were narrowed down to the illustrator but, on the
other hand, this approach yielded the maximum possible liberation for the sake of the
consumer. This secret is not a secret any more. That is life, even in the dynamically
developing world of illustration it is impossible to stay original for too long. lllustrations
by Akasada, Igarashi, Nakatani and others are not any less quality that the artwork
by their predecessors, the difference is, the exhibitions spectators are a couple years
older now” (J. Abelovsky, ibidem Comment 8, p. 13.)
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BIB and the contemporary illustration

The 20™ jubilee BIB (1985) brought an approach in the
professional literature, for the first and for the last time, which
relates BIB with theoretical knowledge presented at the
Symposiums.

H. VaskoviCova-Petrova'' appreciated BIB and its orientation
towards IBBY-UNESCO and in particular the fact that BIB has
presented an international confrontation platform that had not
existed until then, for development and exchange of the best
results in the area of illustration for children.

The author outlines certain elements of the new polarizing
situation in artistic illustration for children which also is
reflected in BIB. Certain issues can be addressed in parallel
with the development, and other one will be addressed later.
The specificity of children’s illustration dwells in polarity of the
artistic and instructional approaches. BIB clearly asserted
definite liberation of illustration from excessive dependence
on the literary work and has attested esthetic and artistic
independence in its full right.

The jury’s verdicts that can be perceived as reflections of
theoretical thinking prioritized, according to the author, the
artistic aspect of illustration (Dusan Kallay, Grand Prix BIB
1983, Pic.9, the afore mentioned Fréderic Clément).

Exquisite editions were becoming less numerous at the BIB
exhibitions later on, and “evaluating ten years of BIB history,
it can be said that after 1975 most exhibiting artists ranked
more among the average but a very good one.”"!

The author kept pointing out the polarity of the concerned
taste standard and the future-guiding standard. “The jury’s
taste” was ahead of the “taste standard” of most common
visitors. When it comes to children’s taste, we know so
much more now, that we get to know the winners of the BIB
Children’s Jury 1993"%B.

11 H. Vaskovicova-Petrova, ibidem, p. 3.
12 J. Maresova: BIB o¢ami navstevnikov. Mald anketa na velkej vystave. Slovo maju

Children have their taste

Reviewer |_. Petransky focused on this topic in his BIB 2003
review.'® “The outcome has shown that children viewers
appreciate absolutely different things than the adults,”
stated the children’s jury chair. This, she said, has also been
attested by winners of the previous five BIBs. The children’s
winners never were the same as the winners chosen by the
BIB international jury. The BIB 2003 Children’s Jury winner
was Polish artist Marcin Kolpanowicz (pic.10).'

A similar conclusion was made by the last biennial’s
(BIB 2013) reviewer, |. Drzewiecka'®, who put the issue in
a broader context:

“The very first selection of the national representatives is
up to the decision by respective countries, the acceptance
of several author collections of book illustrations raises the
question whether the biennial does somewhat, perhaps not
being aware of it, depart from its status as an international
display of children’s book illustrations and the original idea to
map out and bring closer to the public illustration targeted
at children. The Children’s Jury Award proved this as it
went to Gi-hun Lee, a South Korean illustrator, (pic.11) for
illustrations to his book The Tin Bear. This choice indicated
that what is appreciated by children (the Slovak ones for sure)
is the power of imagination, clarity and straightforwardness

dospeli (BIB as Viewed by Visitors. A Little Poll on a Big Exhibition. The Adults Have
the Say). In: Vecernik, 20.9.1971. The answer to the question about what is it she is
missing at the exhibition, a 38 year-old doctor said: “What | am missing is a kind of
children’s jury giving the awards. The fairy tales and stories belong to the youngest
ones and a jury composed of adults view them differently, don’t they” It took more
than 20 years for this idea from the press to find ground within BIB’s activities.

13 L. Petransky: BIB prislubov a slovenskych rozpakov (BIB of Promises and Slovak
Embarrassment). In: Bibiana, 10, 2003, Volume 4, p. 19-25.

14 Colors and wit were the decisive criterion for the jury member Martinka Trungelova
from the Special Elementary School for children with impairment in Nitra. “/ picked the
crying clown because | like the world of colors and clowns, smiling or sad, does not
matter.” (L. Petransky, ibidem, p. 20.)

15 I. Drzewiecka: Divat' sa o€ami dietata. Obrazy sveta a obraz knihy na BIB 2013
(Seeing the World with Children’s Eyes. Pictures of the World and the Picture of a
Book at BIB 2013). In: Bibiana 3/2013, p. 12
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of the sophisticated image”.
The third group of problems, according to H. Vaskovi¢ova-
Petrova, is:

Black and white vs color illustration

The reasons why illustrators abandon colors and reach for
monotones and lesser impressiveness may vary and include:
the publisher’s budget, illustrations are intended for older
age groups or, simply, leaving the “cult of the color or even
overused colors”™'®, If black and white work is of high artistic
value, the illustrator has “won” with the jury. An eloquent
example is Markéta Prachaticka (Golden Apple BIB'85,
pic.12).

Black and white illustrations have won the top awards as
well: Roald Als, Denmark (Grand Prix BIB 1981, pic. 13),
Einar Turkowsky, Germany (Grand Prix BIB 2007, pic.14)
for illustration to his winning book. The official comment by
the jury was: “We have chosen this illustrator for his innovative
way of telling the story, making his own silent fictitious space,
and for the supreme visual artwork ... His black and white
pictures are a masterpiece radiant with colors, wit, sense
and sensibility”’”

[t has to be highlighted that the Grand Prix 2013 (pic.15)
was awarded to a Swiss pair of illustrators, Nina Wehrle and
Evelyne Laube, for a non-traditional pictorial representation
of a biblical motif with a surprising publication format
(a puzzle). “The question is how much of the depth and
morals-based message can a child grasp and digest.”’®

[t is good for the BIB juries, with their award assignments,
to encourage illustrators not to hesitate and to entrust their

16 M. Vesely, Vytvarny zivot 1/1988, p. 5.

17 F. Kriska: O BIB-e v troch pointdch (On BIB Through Three Points). In: Revue
Bibiana 3/2007, p. 6.

18 I. Drzewiecka, ibidem, Comment 17, p. 7.

effort in black and white illustration to at least partially balance
out the predominance of color-based art that will always
prevail in illustrations for the younger age groups.

At the end of her theoretical looking back over the 20 years
of BIB’s evolution, H. VaSkoviCova-Petrova stated:

“It is the merit of the Bratislava Biennial of lllustration that,
as the first one, it globally pointed out that the category of
children’s illustration is an independent issue, encompassing
both immanently artistic and ethical aspects, and has been
actively and successfully participating in addressing them.”'®

The BIB “revolt”

The mission of BIB, as understood by E. Sef&dkova, was
strengthening visual art ambitions in illustration in the post-
1989 new social and political situation in Slovakia; the BIB
Commissioner General Igor Svec, who replaced Dugan Roll
(1971-1989) in the position, wanted to safeguard visual art
in illustration through BIB exhibitions.?° Dissatisfied with
Bratislava’s BIB organizer just playing a passive role of a
mediator putting on display art pieces that had been selected
by BIB’s international partners (National IBBY sections)?', he
intervened (the BIB Statute was amended and a pre-jury was
introduced) in the selection done by international partners to
elevate the overall standard of BIB.

19 H. Vaskoviova-Petrova, ibidem, Comment 11, p. 5.

20 “... Long ago the time arrived for BIB to make more principle-based, value-related
statements on the situation it is presenting and wants to present. In other words, the
Bratislava Biennial has arrived at a development stage where it is its responsibility to
safeguard and represent art and the visual element of illustration in the value-based
meaning of these concepts, most of all.” (I. Svec, Katalog BIB 1995)

21 An eloguent comment of that time is a post-BIB 1989 article “BIB - the Tip of an
Iceberg” (Vytvarny zivot 1/1990, p. 1-9). The document is a recording of a discus-
sion by E. Trojanova, D. Kallay, M. Kellenberger and I. Svec, facilitated by K. VIk. The
discussion focused on the passive role of the Bratislava BIB organizer (“BIB, the way
it is now, actually is a mosaic that is being put together by dozens of mosaic-makers”)
and the question raised by E. Trojanova “we have arrived at a point here where it is
clear to all of us that BIB is at a stage where the time has come to think of different
forms of it”.
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“Preference for visual art quality can be considered as a
positive input from the commissioner-based approach to
selection of illustrations for the 15" year of the Biennial.”*?

Cooperation with UNESCO and IBBY has turned out to
be irreplaceable for the existence of BIB. Interfering with
the selection of illustrators made by organizers in respective
countries upset mutual relationships between Bratislava
BIB organizers and their international partners to a degree
that the BIB event was jeopardized.?® Following BIB 1995
the Minister of Culture of Slovakia appointed Dusan Roll to
actually re-assume the general commissioner’s office and Mr.
Roll implemented the “BIB revitalization strategy”.?*

Unused idea?
The paradox is that the “BIB crisis period” (1993-1995) also
brought certain motions that, however, were not used in the
forthcoming development of BIB: The BIB 95 Catalogue
and the exquisite children’s book Péat" zazracnikov (pic.16)
published by BIB art with illustrations by Rébert Brun who
brought his art opinion, awarded with the Golden Apple
BIB'87, even to a more extreme position.?® Both books were
included in The Most Beautiful Books of Slovakia7995.
There also is the representative travelling exhibition of 50

22 |.. Petransky Jr.: Vyhry a prehry BIB ‘95 (Wins and Losses of BIB'95), In: Bibiana,
4, 1996, Volume 1, p. 4.

23 There are two documents highlighting very clearly the then-challenging situation:
A. Gregorova: Questions over the Biennial of lllustration Bratislava (an interview with
J. Uli¢iansky, the president of IBBY Slovakia, Praca 16.11.1995) and Z. Jarosova:
BIB — An Asylum for Imagination. Essay on the 15th BIB, Literarny tyzdennik, Volume
45, 14.10.1995, p. 44). There are many things not clear yet and the person who will
take the effort to write the “history of BIB” in an objective way one day, wil have to
reconsider many things.

24 More specific comments about the situation then were given by D. Roll in two in-
terviews, Moja ldska BIB (BIB, My Love) I.-Il. for Bibiana (1-2/1997, pp. 27-28, 25-26.)
25 |, Petransky Jr., ibidem, Comment 24, p. 5: “Lamentably, the mostly conservative
jury has not valued this act of BIB Art publishers (Bratislava)... and on the undispu-
table mastership of the illustrator, they only noted that his way of seeing things was
too challenging for children...

authors, a kind of The Best of BIB'95 that travelled to many
world countries (Japan, Taiwan, France, Switzerland, and
the Netherlands). “This was the first time in BIB’s history that
international viewers had the opportunity to see illustration
art selected by BIB.”?®

Interestingly, BIB’97 reviewer, Christian Stottele, in the
magazine Bookbird®” received the idea to promote the
artwork presented by BIB and to show it to the world in an
amplified shot, with understanding. “What about a travelling
exhibition of high quality, color reproductions showing the
best of contemporary children’s book illustrations to the
world?”

Post-1995 revitalization of BIB

BIB’s new course since 2007

“The so far highest number of participating countries”, wrote
L. Droppova in the BIB97 Catalogue, “from all continents,
46 countries, may bring us to an assumption that BIB has
lost its justification; it has its regular children’s and adult
“spectators”.

At the BIB’97 Symposium E. Sef¢akové pointed out that
“‘we cannot be absolutely sure that we have managed to
educate a demanding children’s and adult audience through
artistically-demanding illustrations to books.”?8

26 L. Petransky Jr., ibidem, Comment 24, p. 6.

27 Christian Stottele: 16th Biennial of lllustrations Bratislava, 1997. In: Bookbird,
Winter 1997, Volume 35, No. 4, p. 44.

28 “The situation that has brought the most important artists to the family of illustra-
tors has somewhat spoiled us and reaffirmed our naive idea that we can educate
readers of books with quality illustrations and turn them into people having the need
to immerse themselves in art-expressed mysteries. We did not attribute relevant
importance to words, predominantly by the West European experts at the first sym-
posium (Horst Kunnemann, Proceedings BIB 67-69, Bratislava 1972, p. 55-58) who
were pointing out the reverse side of our “utopia”, namely that books are goods, that
the market is flooded with cheap value publications, that children are not automati-
cally equipped with “a safe instinct for beauty and harmony”. Books are not the only
and not at all the primary medium for spiritual food for children now, here either.”
(Proceedings BIB 97, p. 13).
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The 21t BIB, in 2007, guided the event into a new phase in
its development. The office of the General Commissioner was
assumed by Zuzana Jarosova, who followed after Dusan Roll
(1997-2005). She presented her vision for BIB’s future with
three priorities: extend the international radius of the event,
enhance the prestige of the international jury, and bring BIB
back to children (BIB 2007 Catalogue, p. 11). From the 22
BIB (2009) on, every Biennial has had an umbrella leitmotif.
The first one was “BIB as an open book; the world of picture
and the picture in the book”, with the catalogue coming with
a new image of a book. The 23 year (BIB 2011) the leitmotif
was “lllustration in the world of the new media”, and the 24"
year (BIB 2013) leitmotif was “Identity today”.

Standing positive aspects of BIB - information and
confrontation®

“Undoubtedly, the benefits of this international display
of original illustrations and their books for young people
include the opportunity of information and confrontation. The
abundant material gives the Biennial an opportunity and the
right ambience for learning more about the newest trends in
illustration. Artwork brought to a single venue from around
the world is a display of new creative concepts and offers
comparisons to be made.” %

The very first BIB exhibitions were covered in brilliant reviews
by E. Sef¢akova. BIB also had its pages in the Bookbird
journal, and the most ample analyses of BIB exhibitions
were published in the professional journal Vytvarny Zivot

which was followed by Revue Bibiana from 1993 on. BIBs
were also covered by professional journals such as Vytvarni
kultura, Zlaty maj, various cultural magazines and daily press.
Interviews with chairs of previous BIB juries (C.M. Poesio, J.
Despinette) in the Literarny tyzdennik weekly have acquired
a historical value.

Now, decades later, the generalizing conclusions seem
to be the most interesting elements of the reviews. Just an
example that resulted from a BIB 1985 motion: M. Vesely
pointed out one of the illustration trends clearly displaying
“a cosmopolitan indifference of the expression”. The opinion
stands against the advocates of this universally disseminated
typology, maniere and illustration scheme, and considers
them as a misunderstanding, a failure to grasp the specificities
of illustration.®!

If “BIB has promoted illustration onto the pedestal of art”,
why, [ am asking, has IBBY, with the success of the Bratislava
Biennial, 50 years old now, not made Bookbird, its print
medium focused on international literature, a separate journal
that will be dedicated just to illustration.

The answer is right there; to them, illustration has always
been an integral component of books and it primarily the
book that matters. If the book has strong illustration or visual
aspect, they do not hesitate and dedicate an entire issue
to it. That was the case of issue 4/2011 which was all on
Graphic novels around the world and one of the key papers
was dedicated to Shaun Tan, an Australian artist, who won
the Astrid Lindgren Award (2011) for his picture book The

29 Closer studies into the history of BIB exhibitions call for special attention devoted
to mutual cultural exchange that was happening at BIB through illustration, as pointed
out by the President of the BIB’89 International Jury, Janine Despinette, in the inter-
view “Bratislava, the Mecca of lllustration” (Literarmny tyzdennik, 13.10.1989, p.15).

30 M. Vesely, Nové slovo Vol. 20/1985. A more focused and comprehensive state-
ment on this issue was made by M. Vesely in “Sucasna ilustracia vo svetle BIB 83"
(Contemporary lllustration in the Light of BIB’83) (Vytvarny Zivot, 29, 1984, Vol. 2, p.
1-3).

31 “The essence of the artistic expression of illustration is based primarily on two
sources drawing from the nature of the literary contents and nature of the artwork
by the illustrator. This individual approach to the respective books and in the specific
sources of artistic expression is the starting point of uniqueness and the character-
istic originality of illustrations as artwork in books.” (M. Vesely: BIB 1985. K tcasti
niektorych mimoeurdpskych iustratorov (On Participation of Certain Non-European
llustrators). In: Vytvary zivot, 31, 1986, Vol. 2, p. 10.)

32 J. Opoldusova, Pravda, 8.6.2015
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Arrival (pic.17)% even though there is no text at all in the
book, and the artist was also included in the IBBY Honor
List®* for illustration (2010).

The double issue of Bookbrid Vol. 33, 3-4/1995-96 was
dedicated to the topic of Bad books, good reading? (about
comics) and included the passage by M. Zilkova entitled In
Defense of “Bad” Books (A View from Slovakia)”.®

This brief review showed that ideas for development of
children’s books come also “from beyond the BIB exhibition
area” which has been narrowed down by the event alone.
On the other hand, BIB cannot absorb from the books what
“is not displayable™® or, it could “boost up its score”, just like
conceptual books.%”

38 JEFF SMITH (author Kustka): “An unbelievably innovative graphical novel capturing the
climate of an adventure and miracles accompanying the arrival in the unknown shining city.
A story told with no words but with a great story-telling talent.” (Source: The Internet)

34 | discovered “a little BIB” in the IBBY HONOUR LIST. They also are every two
years, for example the IBBY Honour List 1994 includes 150 books from 52 countries
with color copies of the book covers, and there are three categories: literature, il-
lustration, translation, together with their respective evaluations. People wit imagina-
tion can see books from all over the world in real view parading in front of their eyes.
Regarding esthetics, we should only notice 50 of them (illustration category), yet all of
them are offered to children and one cannot really see any less esthetic value in those
in the category of literature.

35 Marta Zilkova, a leading Slovak expert in media art (radio and television), in a paper
on art for children with emphasis on media culture, defended the “bad” books for chil-
dren, the comics. When children love them, let us take the best out of them and use
it for a good end. A specific example: the Slovak illustrator Katarina Slaninkova will
present her art at BIB through “more artistic” illustrations than those she had made for
the book Venussha (Tazky tyzderi)(A Hard Week) by J. Sebesta, Edition Ryba 2011,
but she is more “effective” in the comics novel for teenagers.

36 In Slovakia Shaun Tan’s book Stratena vec (The Lost Thing) was published which
actually is a revitalized comics in which BIB has never expressed interest. Regarding
the “non-exhibitable” books a BIB | would like to draw attention to the book Moja prva
galéria (My First Gallery) by J. Bodnarova (reviewed by Z. Stanislavova, Bibiana 4/2005,
p. 59-60) with illustrations to copies of artwork by M. Koptéak and D. Stanislavova.

37 At the Symposium BIB 2007 | introduced the book Noha k nohe (Foot by Foot) by
the writer V. Klimacgek and the author of the visual concet D. Téth (1997), 2™ revised
edition 2005 (reviewed Bibiana 2-3/2003). In the paper by A. Kopernicka Iny druh
provokovania fantazie (A Different Kind of Fantasy Provocation) (Sme, 2.12.2005), D.
Téth said: “There is no illustration with a unique value in this book. The value dwells in
challenging, in provoking, a sign of conceptual art. It turns looking at banality turn into
platitude”.

Dialogue with BIB or BIB in a dialogue?

A notorious response to a disharmonious BIB exhibition (in
1987 this time) is the opinion that “the overall standard of
the Bratislava and contemporary world illustration display
will benefit if the international partners paid attention to the
choice of their illustrators that would be more adequate to
the importance of the event”.%

A reference to selection of illustrators for BIB 2007 in
terms if quality of their work was also made by a comment
by F. Kriska (On BIB and Three Points)*® who wrote that
“poor quality illustrations displayed at BIB, with their easy
language, not demanding any creative participation, eliciting
no imagination, no cogitation, may significantly —mistake
untrained, trusting viewers. The promise that the organizers
do all they can to make sure that kind of “art” does not
appear at the supreme international display any more, may
be the point number three in our today’s reflection”.

BIB 2013 Catalogue (Z. JaroSova, p. 8-9) states what
has been known for a long time: “For the sake of enhancing
the BIB competition quality it is important that the national
IBBY sections and other organizations select illustrators to
participate in BIB in a competent and responsible way to make
sure that the nominated collection really is a representative
sample of the best of the best.”

Back in 1990 a discussion was going on in the professional
press under an eloquent heading “BIB, the tip of an iceberg”°
from which it followed that the Bratislava BIB organizers, if
they wanted to boost the quality of the event, may guide their
international partners rather than directly interfering with their
choices, just like what was done by the above-mentioned
BIB General Commissioner Igor Svec.

38 M. Vesely, Vytvarny Zivot 1/1988, p. 3.
39 F. Krigka, Bibiana 3/2007, p. 6.
40 Vytvarny zivot 1/1990, p. 1-9.

TEREI E

eAe[sijelg suoneisnj|| jo jeluuslg G2 Aue
eAg[sijelg lloeJaisn|l sjeualg "‘Gg

247



©
P
S
(2]
£
©
>
50
2 c
© ©
0 ©
—
)
I
| S—
==
0 =
S50
o 2
\gc
o .2
Em
. £
O 0
o

llany

misce

248

B Andrej Svec

F. Kriska*' wrote a review of BIB 2007 highlighting another
important issue, namely poor communication between the
audience and the displayed illustrations that was caused by
untranslated descriptions to the illustrations. The descriptions
were only in the original language so “the viewers who did not
understand foreign languages such as Estonian, Japanese
and Iranian, had no chance to get a gist of what the displayed
illustrations were to. And the General Commissioner said in
the exhibition catalogue that “BIB has to be given back to
children”.

We add that the book data should be in Slovak and in
English in the BIB catalogue as well and, on top of that, the
catalogue also should include what a Czech teacher wrote
in Zlaty maj back in 1971: “/ would like to express a wish:
may there be brief information about the story of the book
accompanying every set of illustrations”.

lllustration has been presented as an artwork detached
from the book. The illustration dimensions have also been
missing in the catalogue.

Numerous solid and professionally-competent reviews and
studies on BIB give a feeling that all is getting lost somewhere
in time. It may be a good idea when the recent BIB is over
to bring together the best reviews and publish them together
with copies of the illustrations they refer to, and publish them
as a “BIB Report”. The dialogue “on BIB” will turn into “BIB
in a dialogue” The BIB catalogue introductions and certain
press coverage looks more like “BIB’s monologue”.*?

41 F. Kriska, ibidem

42 50" anniversary of BIB could also be used for publishing a material with all the
essential that has been written about BIB over the last 50 years to allow not only
comprehensive studying the “history of the event” but also what BIB has brought in
the area of children’s book illustration, what instances and impulses the event brought
and how the art theoreticians and reviewers handled them. A publication “BIB 1967-
2015 in documents” existed, it alone would be an invitation to cogitation, reflections
and things we have no idea of.

Conclusion or Still at the beginning, but getting wiser
“The specificity of art for children is conditioned with childhood
that elucidates the knowledge of certain phenomena
discovered by developmental psychology, pedagogical
psychology and art psychology”, said F. HoleSovsky at the
BIB’69 Symposium.*

Do we know more about children now than we did when
BIB was just starting? BIB was changing and children have
been changing as well.

Do we give children what they need when we say that the
eleven Biennial awards will go to the world as a hallmark
of the top artistic quality, originality and revelation? Are we
somewhat chasing the artistic sensation in illustration alone?*4
Are we perhaps using the magnificent global event such as
BIB to create “our own adult world of values intended for
children” who (and their parents) are just keep trying to catch
up with us?

Children, since they first got the opportunity in 1993, have
had their BIB Children’s Jury and expressed their opinion.
Their verdict has never ever been identical with the verdict of
the grown-up guys.

Let us recall the already quoted BIB 2013 reviewer,
Drzewiecka: “...the acceptance of certain author collections
of book illustrations has raised the question whether the
Biennial has, perhaps, really started abandoning its status
of an international review of children’s book illustrations and
abandoning its original idea of mapping out and bringing
closer to the public a narrowed-down, children-focused,
area of fllustration”.*®

43 F. Holesovsky.: K otazke Specifickosti ilustracie pre deti (On the issue of peculiarity
of illustration for children). In: Zbornik SNG BIB ‘67 ‘69, Bratislava 1972, p. 125.

44 A. Svec: Styrikrat inak (Four times in a different way). In: Zbornik BIB 2007, p. 8.
45 |. Drzewiecka, ibidem, Comment 17.
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Postscriptum

The BIB exhibitions teach seeing and the symposiums
teach knowing.

I have learned a lot this way (just to mention a single example)
from presentations by Kirsten Bystrup and Steffen Larsen
on the Danish illustrators and | have acquired the conviction
that Denmark has sent to BIB only the best and the most
contemporary illustration art, one that simultaneously “works”
with the general public in their country.

My point is that many of the symposium presentations
helped me to descend from the clouds of the visual art forms,
and elation from them, down to the ground and come closer
to illustration’s “functionality”.

Footnote: suggestions and ideas

How to handle the immense wealth of the material gathered
every other year at BIB? Can it be evaluated just through 11
awards? Why not going back to 10 Plaques? Will that be an
incentive for illustrators who will have a bigger chance to be
evaluated? Their work will be better rewarded.

At the last BIB a new award, The Mayor of the Capital City
Bratislava Award, was presented to a young Slovak artist to
encourage illustration art in Slovakia (BIB 2013 Catalogue, p.
9). The award was granted to an outstanding Slovak illustrator,
Peter Uchnar, a 43-year-old artist who already is famous. How
about the Review award? Award for illustration experimenting?
The best national collection could be evaluated!

Every two years a publication could tour the world with the
title The Best of BIB with the 100 best BIB illustrators.

The presentation by Horst Kunnemann, the “Alphabet” of
llustrated Books (A couple thoughts by a BIB'67 reviewer) reading:

“....just like children need to learn the letters of the alphabet
to understand sentences, ideas and whole books, they also
need an “ABC”, a kind of first reader of pictorial language that
is more challenging to learn that the generally acknowledged

language canon. (Proceedings, SNG 67 69, Bratislava
1972, p. 58).

Every BIB could produce an “ABC” of this kind, an attractive
collection of selected copies of contemporary illustration art
that will help parents engage in a dialogue on the topic of
illustration with their children.

The illustrations in both proposed publications will need to
be accompanied by a text interlinking the illustration with its
book, with literature. The best option is if the illustrator made
the brief annotation!

The www.bibiana.sk brand is now known worldwide by all
who want to see the visual and factual information about
the BIB-winning illustrators. All of sudden it strikes you that
there are more awards than you had expected. Just like
reducing the number of the exhibiting artists from 20 to 15
was reasonable, (I think the number will still go down to 10),
then the illustrator should get the opportunity to introduce
just one instead of two books. There is just one book in the
catalogue, anyway, and then things are rather confusing.

pic. 1 Leo Lioni
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25. Bienale ilustracii Bratislava
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25. Bienale ilustracii Bratislava
25" Biennial of lllustrations Bratislava

pic. 15 Nina Wehrle + Evelyne Laube

pic. 14 Einar Turkowski

pic. 17 Shao Tan

pic. 16 Robert Brun
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