Biennial of illustrations Bratislava Slovakia / Biennale d’illustrations Bratislava Slovaquie

ZBORNIK
MISCELLANY

Biennale der Ilustrationen Bratislava Slowakei

=
=

emMbEAO[ST] BAB[SHRLE SIUORISN[] 3P [eUdlg] / BHMedolr) vaerdnLedq HHNEdLIOITH IrEHHINY

£00Z 919 AuRT[29sIN « €003 919 Y1ui0qZ






—

ZBOoRNIK BIB 2003

MisceLrrLaNny BIB 2003



Medzinarodné sympozium BIB 2003

Bienale ilustracii Bratislava 2003

Tema: Fenomen postmodernizmu v sucasnej ilustrdacii pre deti

International Symposium BIB 2003
Biennial of Illustrations Bratislava 2003

Theme: The Phenomenon of Postmodernism in Current Children’s Illustration



ZBORNIK
MEDZINARODNE Sympozium BIB 2004

Zostavovatelka: Dagmar Srnenska

Odborni a jazykovi redaktorka: Tatiana Zaryovi
Graficka tuprava a sadzba: Tvpocon s.r.o.

Tlac: Color Print Bratislava

Realizicia: [EK Print Serigraphy

ISBN 80-89154-03-4

EAN 9788089154036




OBSAH CONTENTS

Barbara Brathova (Slovraska)i UNOAOI . i iise s e s sommin s o oo v 9 Barbara Brathova (Sooakin): Introduction .. ..o oo iiiiinean 10
Penni Cottonova (ilka Britaniak Postmoderna vo vizudlnyeh pribehoch Penni Cotton (United Kingdom ) Postnodernism

Evtopake) Zbierky Sstrovanyeh Tnill oo v oo v vmiie i s asiciorsraia s s s o 11 within the visual narratives of the European Picture Book Collection, ., .. .. 15
Margarida Morgadova (Portugalskor Detska knidna ilustricia aidentia, .. oL 14 Margarida Morgado (Portugalr Children’s books illustration and identity, . .. 21

Kirsten Bystrupova (Ddansko): Fenoméen postmodernizinu Kirsten Bystrup (Denmark i Phenomena ol postmodernism
qehpre detim Damskw i i s s e e s T e 24 in contemporary illustrations for children in Denmark . ... ooo0 000000000 o

weh ilusu

Steffen Larsen (Ddnsko): Poskytujin muzski umelei Steffen Larsen (Denmark): Ave male artists carrying the true

skrtolng obraz POSUOARTIYE - v b s e e S e el L e U e (0 b e S e o S el e e e R e T
Vanessa Joosenova (Belgicho ) Multikultirme rozprivky a ich ilustricie Vanessa Joosen (Belgium ). Multicultural fairy tales and their illustrations

Dve stéasmeé adapracie POPORIRRY . o v v ia]is s wimimiawass scamss s siiossms s o Two contemporary adaptations of Cinderella. ..o R
Horst Kiinemann (Nemecko): SkIbenie a prepojenie obrizkovych knih Horst Kiinemann (Germany ) Connection

A LTI BTV OTETAR v - oo s vt e s 4 oo e (e (o 2 e St o ) and link-up of picture books in media , ........ S e e o Lo ot 41
Yumiko Bando-Saitova (faponska): Co Sinta: Yumiko Bando-Saito (fupan i Cho Shinta:

Zobrazovianie sVEla DONSenstu & HEMOT . ..o o g eimmmmns s e sia b s ER! Depicting a world of nonsense and humor. . ... .cvviveciiwnnnes oy 46
Jiwone Leeova (Kdrear Oneskorend moderna: Jiwone Lee (Korea: The Modern helated:

Oilustriaciach Kerejskfeh Knth' . .. .00 venn vmsrencmma s ssss s e ynsmes 149 on Korean picture book illustrations ... ..o iaaeenneee.. Al
Vasso Psarakiova (Coecko): Aktudlne trendy a tendencie ilustricie v Gréckn .. 54 Vasso Psaraki (Greece s Hlustration trends and currents in Greece today .., .. a6
Silke Rabusova (Rakisko): Postmoderna v rakiskyeh ilustrovanyeh knilich |, 59 Silke Rabus (Austria): Postmodernism in Austrian picture books. . ... ...... 62
Gita Kordosova (Slovensko): Lyricka ilustacia Viery Kraicovej Gita KordoSova (Slovakiar: Lyrical illustrations of Viera Kraicova

(Retrospekiiva tvorby 2 rokoy 1963 aZ 1983), ., v vnnraciernnnrneres, ., B0 {1963 — 1985: A Retrospective] . . o .0 v v arimnsirsosssmrsnsssasssosss . 69
Behzad Gharibpour (frein k Kiazelny Sarm ilustracie .00 oo 73 Behzad Gharibpour (fran ): The magic of illustration .. ... .. .oooooo o, 75
Gerhard Jiger (Belgicko): Navrat kamidibai a ABC. ..., ..o ovnniiienninnn 7t Gerhard Jaeger (Belgium | Kamishibai comehack and ABC ... ..., ..., 80
Dagmar Srnenska (Slovensko): K postmodernizmu Dagmar Srnenska (Stovakia 2 About Postmodernism

vslovenskej ilustricii predeti ..., ... o a0 BE i alova kK Alsteation RorQRIEIIEN o o o et ivinivsinn o e s v r acatacs et thiae s scn g 8h







Barbara Brathova

Uvodom

VidZend demy o viZent peini, mili hostia,

pevkom a diskusii na dami wému, dovolte,
irod-

skor, ako pristipime k odbornym pris
aby som vis vimene $tibu BIB i v mene svojom srdedne privitala na medzi
nom sympoziu 149, rocnika Biendle ilustracii Bratislayva.

Stretivame sa na tomto mieste nz pravidelne v snahe formulovat otazky, specifi-
koval typické mnaky, vplyv i charakter ilustracie v jednotlivich krajindch akmer
vietkych kontinentoy, V asili teoreti
vivoj, smerovanie aj Specifika ilustracne) tvorby doma a vo svete, v zmysle zazna-
menat, poroviat, vwsvetlit | pochopif jej Strukuiru, obsah, formu, poslanie, ako aj
wWenam,

Ky analyzoval, delinovat a verbilne podehytit

Od rokn 1967 (¢o nie je 2 dnesného pohladu zanedbatelné) sa, pochopitelne, vy-
striedalo mnozstvo tém, konkrémych i vieobeenejsich, a zdanlivo toto penzum
podnetov, ktoré sme tu riedili a pomentivali, maze byt wéerpané. Oblast ilustracie
pre deti je vak 1aka sirokospekiralng, ze mhina nielen nevvéerpatelny diapazon
pribehoy, ale aj chapani ilustricie, technik, vwvarnyeh prostriedkoy, sposobov
adekvimeho vyjadrenia textove) predlohy v jej vizuilnych podobich a formach.
Zatial ¢o sme sa na predehadzajicom sympozin redili na wsostne konkrétnu
sondu do ilustricie jedného ilusiritora a pokisali sme sa hibkove siahat do
samotne] podstaty jeho vorivieh pohnitok wehadeajicich 2 myshienky, inspiricie

A pocitu, tentoraz sme sinhli kontrastne po opacnom principe a volili tému, ktora
civa takmer bezhranicny priestor na wiadrenie sucasnych podab ilustracie pre deti,

JFenomen postmodernizmu v siicasne] ilustsicii pre ded® mo,
pertov 1 laikov rochu zavidza 1 miitie vehladom na nejednoznacnost definovania
samotného terminu, na ktory sa prihliada raz s respektom, inokedy aj s despek-
tom. A hoci sa postmodernizmom oznacuje kultima singicia a klima na konei

10 mnohveh ex-

1) do oblasti ilustracie vklinil nové érty a podnety, ktoré sa na tomto
Illlk ‘: il’ \TI)I"I I\‘llkll\-'illl
poukizanie na typicke a charakteristické prejavy, Ktoré st umeleckym prinosom
v sticasnej tvorbe pre deti. Hustracia privodzene stile hlada nové formy, sposoby,
nove pr

ahou te

sime definovat a pomenovat. S

nej vizualizacie textu pre den wivarnym kreovanim, Zi
sa v dnesnyeh dioch preto, aby sme hladali a nachadzali sacasni podobu ilus-
trcie, sticasny vwivarny prejay, na poli ktorého je Siroky priestor pre zmeny a odviime
imenty,

CXpH

vadnom texte do sprievodncho katalogu k wstave som, okrem iného, napisala,
Zesa fasto na BIB citim ako Alica v krajine gizrakov, kde je aj nemoiné mozné,
Tema postmodernizmu je teda volend akoby priznacne v omto dug
postmodernizmu, kde je vietko dovolené, Je to 1é
boda nds ¢asto v jej chapani obmedzuje), Ziledi na
tickyeh avahich vyspe e s vedomim skutoénosti,
nie je vonkoncom aké jednoduché, ako by sa mohlo zdat. Postmodernizmus je
lenomen, ktory sa moino lahsie viima, ne? definuje, lahsie spontinne prijima,
nei chiape. Preto vam zelim vela odvahy i tolerancie, sidnosti 1 fantizie pri ponore
do moinveh i nemoinych moinosu,

v duchu

slobodna (hoci prive tito slo-
ko sa s nou v
fe vysporiadat sa so slobodou

asich teore-

HE

Barbara Brathova (Slovensko)

V rokoch 1986 az 1990 studovala na Filozofickej fakulte Univerzity Komen-
ského odbor Dejiny umenia a estetiky. Taziskom jej prace je publikaéna &in-
nost, v ktorej sa venuje oblasti vytvarného umenia a divadelngj tvorby na
Slovensku, ako aj organizovaniu vystav doma i v zahraniéi. Od roku 1994
pracuje v BIBIANE ako odborny pracovnik - historik umenia a je vedicou
sekretariatu Bienale ilustracii Bratislava. Pogas svojho pdsobenia v BIBIANE
organizuje jednu z najvacsich a najvyznamnejSich medzinarodnych akeii
v ramci kultiry na Slovensku a svojho druhu na svete, Bienale ilustracii
Bratislava. V jej kancepcii sa realizovalo Bienale ilustracii Bratislava v rokoch
1995, 1997, 1999, 2001 a tohtoroéné BIB 2003. Zaroven je élenkou mnohych
odbornych pordt — Majkrajsia kniha Slovenska, Trojruia, Cena Ludovita
Fullu a Vykonného vyboru BIB.




Barbara Brathova

Introduction

Ladies and gentlemen, dear guests,

betore we start with the presentations and a discussion on the topic sele
allow me to welcome you, on behall of the BIB team, to the international sy
posium organized within the 19th Biennial of Hlustrations Bratiskava.

It is already a habit to meet here regularly to ask questions and to define ypi-
cal features, influence and nature of illustration in various countries all across the
globe. Our goal is 1o theoretically an: , define and verbally describe the deve-
lopment and specilic features of illust nd in the world, 10 record,
compare, explain and try to understand the structure, the contents, the form, the
mission and the importance of illustration,

Since 1967 (in oday's terms a number not to be neglected) we went through
a number of topics, specific and general ones. It might appear that all the topics
have alveady been covered. Children’s illustration, howe a broad discipline:
it covers an inexhaustible diapason of views and opinions to ill
nigues, visual means and forms of visually expressing words. Unlike the last year,
when we analyzed i a comprehensive manner the work of ene illustrator, with
aview 1o get to the core of his creative ideas, inspiration and leelings, this year we
opted for a completely different approach and chose @ topic that can offer a border
pace to express the current forms of children’s illustration.
"The phenomenon of Postmodernism in current children’s il

ation at home

on, its Ltech-

less

stration” might
be a bit misleading for many experts and laymen, due to the aml
of the term isell, which 1

OIS Tature

sometimes seen with respect, sometimes with contempt.
The term "Postmodernism” refers to the situation and the climate in eulture at
the end of the twentieth century, It enriched the world of illustration with some
new features and ideas. And we will by 1o define and give a name 1o these features,

(10)

Ihe reason, why we decided for this topic, was our intention to provoke and to
show the most typical and characteristic features of Postmodernism, enriching
the current children’s art, Hustration, of course, is in the constant search for new
forms and new ways how to visualise text for children in a creative manner, We
came here for the next couple of days to search for the current forms of illustration
andl visual art, which offer lot of space for change and courageous experiments,
In my opening address in the catalogue, T wrote, among other things, that at
BIB, I often feel as Alice in the Wonderland, where the impossible is possible
topic of Postmodernism was selected, because of the ghost of Pastmoder
where everything is allowed and possible as well. Itis a free topic (although free-
dom might sometimes limit our understanding of the topic). IUis up to us, how
we can deal with the topic in our stream of ideas, knowing that dealing with free-
dom is not as e st is a phenomenon which is

ISI,

sy as it might appear. Postmodery

perhaps more easily perceived than defined, more easily consumed than under-
stood. Therefore, 1 wish you a lot of courage and tolerance. sound judgement

and imagination, when plunging deep into the possible and impossible.

Barbara Brathova (Slovakia)

In the period of 1986 to 1990 she studied at Commenius University, Faculty
of Philosophy, Department of Art History and Aesthetics. The focus of her
work is writing on visual arts and theater in Slovakia as well as organizing
exhibitions both at home and abroad. Since 1994 she has been working
with BIBIANA as art historian and head of Secretariat of Biennial of lllus-
trations Bratislava. Working with BIBIANA she organizes one of the biggest
and most important international cultural events in Slovakia and in the
area of children book illustration also in the world—The Biennial of lllus-
trations Bratislava. She prepared the concept of BIB in 1995, 1997, 1999,
2001 and also of the last one in 2003. She is a member of various juries,
e.g. The Most beautiful Book in Slovakia, Triple-rose, Ludovit Fulla Prize
and BIB Executive Commitee.



Penni Cottonova

Postmoderna vo vizualnych pribehoch
Europskej zbierky ilustrovanych knih

(European Picture Book Collection)

Tento referdat sa bude zameniavat na aspekty postmoderny v eurdpskych ilustrovanych
knihdch a osobitne sa bude venovat semioticke) analyze textu (SAT) vytvoreng

na analyzu europskych ilustrovanych knih v Europskej zbierke ilustrovanych knih
(EPBC). SAT sa sklada zo Styroch kategoril, budeme sa viak venovat iba kategori
3. Tato kategoria uvdadza spasoby, ake mozu miadi ludia postmoderné ilustrovane
knihy analyzovat a ,citat”. Na uvod sa viak budeme venovat teoretickym vycho-
diskdm, ktoré sa tykaju semiotickeho vykladu vizualnych knih, potom vysvetlime
SAT a uvedieme priklady analyzy eurdpske/ ilustrovanej knihy.

Texty uryehluji pluralion kadov, ktoré im umoinujd, aby sa otvorili pluralite ine
terpreticii (Barthes, 1974) — a to 2 nich robi dynamické

e, Spisovatelia
a tususitort v celej Enrape si 1o stile viac uvedomujii a vedia, ze deti sa spokojne,
kel sa s textom identifikuji a par
zzitkov. Postmoderneé pryky, ko

pujii na hom, Ze je to rozsivenic ich vlastnyeh
* sa nachadzjn v sacasne] literatdre, majo
v ilustrovanveh knihiach svoj protipol, lebo spisovatelia aj ilustriton skimaja po-
hilad, ako sa pribehy vwpovedaji a ako sa dmysly, konvencie a techniky rozveacaji,
Casto sa hranice mede literirnymi postavami a ilustrovanymi knihami, v ktoryeh

Atorom a ¢ Tomm.

s 0hj 1, narusuj, tak ako ap medzi spisovatelom /ilus
Zoem, de zebra (Lebva Zoem ), voekoind ilustrovand knizka 2 (ldmsky hovoriace] ast
Belgicka, je toho dobrvim prikladom. Spisovatel aj ilustritor veda s Gtatelom
e oslovuje Citatela: Ahoj!
miznuf pruhy, a tak zavoli
umelkyiin, aby jej ich znovi namalovala, Z tito ilustritorka nie je v malovani
zebrich pruhov prive odbornicka a Zoem je zmitenid ¢ toho, aké st pruhy

neustaly dialog, Zoem, ofami hned na dvodnej s

Volam sa Zoem!™ Ked sa zacne predstavovar, zo

al,

nerovnomernd, Napokon sa umelkyni podari pruhy ng
itatelovi uvazovat o hre, ktori sa ti hed prostieednictvom Jknizneho® pribehn
a klacovej ulohy ilustritora,

Postmoderné ilustrované knihy éasto i medzeru
mi a obrdzkami, tacia ich od seba a nitia Eitatelov a divikoy, aby si
ali vetah medzi nimi. Deti su citlive na sposoby, ako sa vwznam v ilus-
m citatelov do worby textowch wznamov
literarne a kulttrne kady i konvencie, a tak
jo lepdie cital. V postmodernyeh ilustrovanych knihach je medzera
i askutocnostou explicita a metatiktimy dialog moze detom uk
ako sa vywvara reprezenticia skutocnosti a ako sa jej pripisuje wznam. Vi
averbdlne komponenty ilustrovanyeh knih v sebe obsahuji dialog medzi textom
a ubrizkom, ktory McCallum (1996) opisuje takto: Brikoliz vizudlnych oznacenti,
kiore v texte vzajomne posobia, wivaraj realisticke obrazove dehady, aby predstavili
rogpravkove situicie, zotierapic textoveé rozdiely meda fantizion a skutocnoston,”

alowat sprivne, a tak do-

medzi slov:
pracue vym
trovane] knihe predstavuje
médu tieto Exy sprosived

riextove
i uz skor Wilkie
tvreli (1996). ze znakové texty st ast tou najjednoduchiou troviton, na ktorej deni
dokizu vazpoznal intertextualitn, Funguji a daji sa vozpogmat ich ndznakovymi
viastnostami, pretoze tvoria o pribehoch € rozprivkach explicitne domnienky,
ktore deti pomaji. Vodiele The Englishness of English Children's Books (Anglickost' an
glickveh detskiel bnili) (Coton, 1996) po ek na to, Fe tspeini anglicki
spisovatelia pre deti, ako Ahlbergoved, it poznajii iné beine
zname pribehy v anglictine® — je to postmoderni hra pre zasvitenyeh. Bromley-
ovi (1996) doklada Meekovu my&lienku prikladom, ked skiim:
svojej triede, aby videla, ¢ deti dokizu svoju znalost o intertextovych prepoje-
niach jasne pomenoval., Prizvukuje, Ze na 1o, aby sa 1o dalo uréit,
starostlivo sa zamysliet

Intertextove spojenia, ktore deti objavili, nemaji iba litesirny charakier. { itanie
sa tyka viacerveh foriem zobrazenia ako kedyvkolvek prediyim: obrizky, mapy, obra-
1

Treto vizwiilne oznacenia umoz
spojenia medzi stucasnymi textami a wmi, ktore ¢itali alebo

je

Aji s 1y, Ze Citateli;

tertextualitg vo

e piiltt‘.hlﬂ:‘

slen nad dlohou ucitela, ale aj nad wherom

ntertextuali-

rovky, graliky a fotogralie sa povazuji za nositeloy text

o Zakov by sa malo preto podporovat, aby pribehy aich wklady prebudovali
a pretvorili, 6 vz prerozpravanim ziZitkoy Gstne, |1|~.mm| z vlastneho pohladu
neranim sa na iné, vwinyslené perspektivy, ©
danky” sa mozu potom heuristicky pouzit ako nastroj na usmernovanie diskusii,
Ktore vwivaraji vetahy medz defmi a kulttron v texte, Prostrednicvom presnej
enalosti intertextov budi mat deti zjavne iné lll.\ £ Cili i
o Barthes (1957) apisuje ako .oy ™, Zacnn davart ve
losti nielen s obrazmi, ktore fungoju ako ekvivalenty podobensea ametatory, ale
aj K intertextualite, yracajue sa anovu a move k postavam a dejom, ktore uz
objavili v inych detskyeh literarnyveh svetoch,

alne a textove | hi

alebo z

i o siivis-

fﬁiW




detskych
spolofng a eurdy

Fitkoch napriec s A i kultirami je nieco
e ilustrované knihy demonstruji podobné tedrie
na tato em. Vygyvai deskyeh ciatelov k tichému sahl: }
mi obrazmi detstva. Ale malé deti, kiorveh identita ako deti sa znacéne Iisi od
zauzivanych obrazoy, mozn mat fazkost nadviazat seridzny vafah ku kniham.
Preto sa casto ako metafora detstva pouZivaju svieratd, s alegorickymi ppismi,
kioré zaobehidzaji so avieratami ako acastnikmi v akoby Iidskych svetoch, a tak
wytvaraji cast sucasnyeh kondtrukeii detstva, ako je to v Uneont un chat... (EPBC,
Franciizsko). Postmoderné ilustrované knihy zobrazuji detstvo, kiore detski éi-
tatelia mozu, ale nemusia spoznat, ale cielom textov je vo vieobecnosti dostahnut
urcini paralelu medz detskym kazdodennym zivotom a materialom, s ktorvim sa
vajii v knihdach, ako aj podporovat deti k viacndsobnému éitaniu texiu.
Ked dospeli stistre . aktivity a podujatia, mi
venoval problému, @i zobrazenie spolocenského zivota zapada do inveh opisoy
detskej kuluiry, ako ktoré si k dispoz Pre dewskvch Gitatelov by tak e
pretacia zahriovala nielen ponorenie do det
nie toho, ako sa dospeli ]mzt‘mjf: na det. Texty ilustro
plexnym a prenikavwm sposobom sicastou kazdej kuluirne) o
ch vzfahoy, ako aj rellexiou samomcho detstva, Je to G sy
cu detskej knihy, ktord je to dieta, ktoré umoznuje mbadym
citatelom vo v ! ru vztah. (_linzt'l a Williz
(1979) upmmmuu e spmni)\. ako st vizualne obrazy kons
sticaston stretnutia kaZdého dietata s nazormi dospelych na to, ako dvn * howoria,
konajn a vnimaji svet. Zmes skutoénosti a fantizie v postmodernych pribehoch,
krora akoby sa zjavne ty ich Tudi, je preto osobime moenyin nastrojonm
na informovanie den o deliniciach (|n.~;|u'1_('("ll toho, fo to je byt dietatom.
Svojou povahau pasobia postmoderné ilustrované knihiy tak, aby si ich pub-
likum uvedomilo obmedzenia a deformicie svojich predstav o svete a citatelia si
ky druh moinche sveta ma pribeh predstavoval, Texty mozu

slrel;

(i ]IHI.UIIHI!-[ na viastnosti

wieh knih si svojim kom-
anizicie gene-
FOsL,

Krowi vy-

chadza 2 chiapania v

sobe

bedr

musia vyhrad:

prezentoval mnohé roeme svely, kde bywvaji réme postavy, € uz ded alebo
poludstené avieracie postavy, Pozvinka k porovnaniu samého seba s postavami
textu je prechodnou Fizow, ktord pomiha vatahom dieta — dospely poc: 1ania

aby
da mosty medei

il

sveta fikcie, Heap (1985) v tom v
7 udnveh miap! stali zmysluplng texe®,

prenos texi zo stranky a do kaluir
kde pochopenie st
novym a poznanym. Nasledne je potrebne, aby boli deti kultirne
vsitlade s wextom a aby sa im cheelo pitrat po Jkoluirnej logike”, kiori
v postmodernyeh ilustrovanyeh knihach prezentuje.

SAT sme vytvorili s cielom pomoct tomuto hladaniu knltirne) logiky. Vymysleli
sme ho, aby sa pouzivala v EPBC s ucelom pomdoet wak ucitelom, ako aj detom
fahko klasifikoval rdzne aspekty viawdloyeh pribehov, kitoré podla vSetkého
Seobecnemu porozumenin. Predbeine sme sa vizualne sistredi

intelekualne

sa b Easto

|)nm:i]l'.1jl

¢ tu budeme hovorit iba o kategorii 3, ktord sa wka takych
h ilustrovanych knib, ktoré modno nijst v lubovolnej ebierke

vietky kategori
typroy postmoders
europskyeh detskyeh knih.

Kategoria 3: Typy ilustrovanych knih

Rategoria 3 SAT porovnidva jedineéné érty postmoderne] ilustrovane] knihy
s beletrion v proze a puta pozornost na sposoby. ako je prostrednicivom jazyka
konsuruovany svet fikuvoy i redlny svet. Napriek rozdiclom medzi textom prozy
# obrizkovou knihou st druhy pravidiel, ktoré sa porusuji, pozoruhodne podobne,
a tak zameranie na moiné postmoderné prvky v textoch EPBC maie vhodne
. Ktoré pouzivaji spisovatelia a ilustedtori europskyeh
flustrovanych knih, a pripravit deti na rominy, ktoré buda éitar neskor pocas ti-
dia. V diele Proture Books sans Frontiéres (Cotton, 2000) sa Kategoria 3 SAT apliku-
je na knihy EPBC a ro 81 sibor textov ilustrovar
knih. Délezitou értou postmodernyeh ilustrovanych knih je meafiktivna inter-
akeia medzi obrizkom o pisanym textom; vizudlna analyza nie vidy postacuje na
liping pochopenie tejio formy. Tam, kde je 1o vhodne, sa diskuruje o dale i
i ho textu, ked podla Lewisa (2000 ) pajmd metafikivoe wexty by sposahbili

poméet pochopif techni

ruje tito myshenku na

Pt vedlapiich kategorif je:

Buranie hranic
Vo tomio type ilustrovanych knih = '.;.‘
maji ustredne postavy schopnost T & s
ovplyvnit vwvoj pribelin, obycajne
prekrocia  hranice  samotného 3
pribehu. Casto oslovia éitatela ==
priamo hned na zaciatku, alebo -
tvoria nove postavy, ¢ dokonea ovplyvnia smerovanie pribehu. Vo uz spomis
knizke Zoem, kde zebra vwist interakeiu avierata s ilustritorkoun knihy do dialogu,
i narativinn liniu pribehu, a ak sa odkla yveh technik
ania pribehu, V EPBC knihe 2 Portugalska A ovelha wegra antorka tiez
diskutuje o svojom vizwilnom ynimani formacii oblakov a pozoa citateloy, aby sa
a sami rozhodh o tom, ako pribeh skendi.

anej

na od konver

ancasinili dej

Krajnost
Vistrednost je beinou metafiktivnou stratégion, krord sa v ilustrovanveh knihiach
pouZiva, fim sa neaveritelne stava p|||,:1:1n\m Mnohé ilustrované knihy maji
viastnost, kioré prekracuji beind normuo®

asto testuju literarme normy, Hranice




Struktura SAT

Klasifikacia Kategona 1- Kategora 2: Kategdria 3 Kategdria 4;
ilustrovanych Vizualne kody Vizualne nara Typy obrazkove] | Zlodky ilus-
knih fivne techniky kb trovane) knihy
Ak ilustrov
kniha pasob
Buranie
Vadiale hranic
Pazicia
Luslia
Velkost Ideaidga
Persp Uroved
Metafikeia
T Ram
E Linia Inte
M Farta Animavany
format Pojitie
Ty Neurtitost
A
Akeia Spostacie Sekundarne/
ohrazky
Pohyb

Poudivarme ikor

Myrazy-emac

Paradia

detske

Charaktenstika

Vefahy

Pramei: Cotton, (2000 Picture Books sans Fronticres st 51, Stoke on Trent: Trentham

padajia dekoru ignoruje.
myshitelné & nemenovatelng sa
moze stal: obraznost sa stiva stile
sou,  prekracujiuc
hranice realizmu, ako v knihe
Naombh Peadraig agus Crom  Dubh .
(EPBG, Irsko). Viera v Boha sa tu -
sobrazuje napisom Deo  Gratias, L=
trikrat za sebou na hirku papiera, kiory na viihe vaz viac ako ui velké kusy sunky
s kostor, Prekrocend® hmotnost kusov misa je v drastickom kontraste k lahkost
papiera, na Klorom st napisane tieto tri vews Prekrac¢uje to hranice reality
s cielom ukizat dolezitost mibozenske) viery,

-

extravagantne

Neurtitost

Newrditost je opakom  krajnosti
v tom, fe citatel dostane prilis midlo
informacii. Lewis (2001) hovort, 7e
vietky pribehy st whudovane nacich
absencii. Nel
grafickvch konvencii, ked' refiséri
prejou z jednej seeny na duhn bez
akehokolvek vysvetlovania. Niektore
ilustrované knihy exponuji medys-
ery a odhaluji komicka absurdnost %
situdcie; neposkvumi Ziadne Specificke vwsvetlenie, o nechaju tak citae |0\l moznost
vwvodit viasiné chipanie. Mozno o dosiahnut prostrednicvom veijomného prirov-
nania fantizie a reality, Das Land dev Ecken (EPBC, Rakisko) je vwinyslenon krajinou
s rohmi, kde sii iné wary zakizané. Prostrednictvom radu dost neprepojenych po-
hladoy vidime malé dieta, kiord sa pokisa swrovnar so vstupom cudaicho objekiu do
Jjeho sveta Paralela k realite je prijatie rozdiclnost, ale individuilne éfanie je moiné
iba uvazovanim o tom, ¢o z vizualneho pribehu chyba.

sa 10 od kinemato-

Parodia
Tvorcovia ilustrovanveh knih s
skiseni v parodickych transtormi-

[N

akhému antorovi & Stvlu, ale
snovanim konvencii urobit
# knihy viip. Parédia je vidy rusivi,
leho odmieta prijal 1o, éo je kul-
e determinovane, Vo vetahu

P o N

iy
xy

/




k europskvm ilustrovanym knihdm je pre deti prablémom pochopit svyklosti pre-
sahujiice viastni Kultivn, Parddia zalozend na dedicstve eurdpskej ludovej
rozpriavky ako kniha Un jour mon Prince viendra (EPBC, Belgicko) bude asi lepsie
prijata ako War and Peas (Vojna a hrasok — slowna hracka: peace = vojna, peas =
hrigok. pozn. prekl) EPBC. Velki Britinia). ¢o je kniha pevnejsie zakorenena
2 jednej kultire,

Prevedenie

Muohé ilustrovane knihy s in-
teraktivie a wzadujn, aby sa i
tatel zapojil a zdd sa, Ze pre nick-
toryeh spopup”®  (pog.
prekladateli: kniha, ktori dokize
welivat zvuky) @ movables” (poz.
prekladatela: kniha, kiori je wroj
rozmernd, pohyblivd) je kniha
skor pbjektom, a nie literdrnym
dielom. To, éo maji .movables®

i 7O

£

AULoroy

spolod
k pravidlim a konvenciam, a to, ze akoby predpokladali ochom éasti svojho publi-
ka zapojit sa do foriem hry, ktorm ponukaji, No i napriek tomu, 7e movables®
maezno Lnie s nicim viac ako eynickym vyuzivanim sklonu mladeze zapojit sa do
foriem hry* (Lewis, 2001), treba sa tomuto fenoménu podrobne venovat. Preto
Perrot upozorfinje, ze  movable” ilustrované knily umoznuji detom vsiipit do
sveta plneho Jiterdmych prekvapent”, a to ich iniciuje ko kaltirmym konvencidm
a zdamosti v intelekidlne) antonomii® (Cotton, 1996). To je aj pripad knihy Me
Voied! Me Viulel, ktord prezentuje mladym éitatelom mnohé popup” prekvapenia,
ale taktiez im umomuje &l na niekolkych drovniach, od Le Monde po Com-
prendre ses parents, ktoré si zakomponovane v pribehu.

Tento kritky nacrt Semioticke] analyzy textu je mysleny ako keatky tivod jedného
70 sposoboy, ako mozno diskutovat o postmodernyeh ilustrovanyeh knibach. Keby
ste sa radi dozvedeli viac o analyze dalsich enropskych knih, nijdete mnohé priklady
v Picture Books sans Frontidres (Cotton, 2000) a na adrese www.nerclacuk/epbe
alebo wwwarochampton.acuk/development /esel_new

postmodernon, je nedcta
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Penni Cotton

Postmodernism within
the Visual Narratives of the
European Picture Book Collection

This paper will focus on postmodern aspects of European picture books and make
specific reference to a semiotic text analysis (STA) devised to analyse the European
picture books in the European Picture Book Collection (EPBC). The STA comprises
four categories but, for the purposes of this paper, only Category Three will be
discussed. This category suggests ways in which postmodern picture books can
be analysed and ‘read’ by young readers. Initially, however, a number of theoreti-
cal positions will be discussed which relate to semiotic readings of visual texts, be-
fore the 5TA is explained and examples of European picture book analysis given.

Texts operate a plurality of codes that leave them open to a plurality of readings
(Barthes, 1974) and this it what makes them such a powerful read. Writers and ilhe-
strators throughout Europe are becoming increasingly aware of this and realise
that childr,
as an expansion of their own experience. The postmode
contemporary fiction have their picture book counterparts, as writers and artists
ire told and meanings, conventions and tech-
nigues subverted, Often boundaries are broken between fictional characters and
the picture books in which they appear, as well as between the writer/illustrator
and reader. Zoem, de zebra, a delightful picture book from Flemish speaking Belginm
excmplifies this well, Both the writer and the illustrator conduct an ongoing com-

uin satistaction from identification and participation with the text,

elements found in

question notions of how stories

mentary with the reader. Zoem, eves front, immediately addresses the reader
‘Hello! My name is Zoem!'. As he begins to describe himself,
disappear and he calls in the artist to repaint them, Unfortunately, this illustator
is not well versed in the ways of zebra stripes, and Zoem becomes quite distraught

SUApes start to

W her ineptitude. Finally the artist manages 1o paint the stripes correctly—
so allowing the reader to reflect on the game that has been played through the
‘hookishness” of the story and the pivotal role of the illustrator

Postmodern picture books often "prise open the gap” between words and pictures,
1g them apart and foreing readers and viewers to work hard o forge the re-
Children therefore need to be sensitive to the ways in
which meaning is represented in picture books. By involving readers in the pro-
duction of textual meanings, these texts can teach literary and culiural codes and
conventions and hence empower children to read more competently. In post-
madern picture books the gap between fiction and reality is made explicit and
metalictive dialogue can show readers how representations ol reality are con-
structed and aseribed with meaning. The visual and verbal components of picture
books imply a dialogue between text and picture which McCallum (1996) de-
seribes as; a ‘bricolage’ of visual quotations, which interplay with the text, producing
realistic pictorial conventions to represent fantastical situations, blurring textual
distinetions between fantasy and reality. These visual quotations also allow readers
to make intertextual links between ¢ se that have been
or experienced earlier, Texts of quotation are probably the simplest level atwhich
child readers can recognise intertextuality, suggests Wilkie (1996). These function

ship between th

Nne exts and 1!](

and are recognised by their allusive qualities because they make explic
tions about stories or fairviales which children will know. Intertextuality
dition of much writing in English. In The Englishness of English Children’s Books
(Cotton, 1996), Meek points out that successful Engli
as the Ahlbergs, are ‘counting on the readers” acquainiance with other com-
monly known stories in English™—it is a postmodern game [or insiders, Bromley
(1996) exemplifies Meek's idea when she explores intertextuality with her class
to see whether they can make explicit their knowledge about intertextual hnka
For this to be determined, she stresses, careful consideration has to be given not
(L.

Intertextual links discovered by children are not simply of a literary nature.
Reading applies to a greater number of representational forms than ever before:
pictir nd photographs are all reg,
hicles for text. Learning about textuality with young students should therefore be
encouraged in order to rebuild and reshape stories and expositions, whether re-
from a personal perspec
other, imagined perspectives. These visual and textual ‘clues” ¢

writers for children, such

only to the teacher’s role but also to the books selec

arded as ve-

. maps, screens, design graphie

orally, writi

o

2 experien + or focusing on

an then be heuris-
tically used as a device for shaping discussions which create relations between
children and culture in texts. Through explicit knowledge of intertexts, children
will have noticeably different experiences ol reading and are likely 1o experience
what Barthes (1957) deseribes as the “circular memory of reading”. They will begin
to relate not only to images which function as the equivalent ol simile and




metaphor but also intertextuality, returning again and again 1o characters and ac-
tions already discovered in other childhood literary worlds,

There is some commonality of experience of childhood across conte
European culi and European picture books illustrate similar theor
constructions of this theme, They invite tacit acceptance by child readers of particular
cultural images of childhood. But young children whose identities as children differ
considerably from these embedded images may have difficulties in relating serious-
Iv to the books. This is why animals are often used as a metaphor for childhood,
with allegorical descriptions treating animals as participants in - human-ike

worlds, thus creating part of contemporary constructions ol childhood, as in Une
nuit un chat... (EPBC—France). Postmodern picture books portray a childhood
which child readers may or may not recognise but the aim of the wexts is gener-
ally 1o achieve some parallel between children’s evervday lives and the material
they encounter in books, as well as to encourage multiple readings of the text.
Dirawing attention to charac ities and events by adults can adedress
issues of whether por social life fiv other available descriptions of child-
erpretation would involve not only an

hood culture, For child readers, such an
immersion in child-culture but possibly an appreciation of how adults view child-
ren. Picture hook texts arve, in complex and subitle ways, part ol each culture's orga-
reflection of childhood iself, 1t is the fresh-

nisation of age relations as well a

ness that comes from the picture book creators” understanding of who the child
is that enables voung readers 1o relate universally to the genre. The ways visual

images are constructed, point out Glazer and Williams (1979), become part of

every child’s encounters with adult views of how ‘children’ speak, act and perceive
the world. A mixture of reality and fantasy in postmodern stories which appear to
concern recognisably ordinary people is thus a particularly powerful device for
informing children about adult definitions of what it is 1o be a child.

By their very nature, postmoderm picture books work to make their audiences
aware of the limitations and distortions of their representations of the world and read-
el 1o sart out what kind of possible world the story is to be aken (o represent,
n present many possible worlds inhabited by diverse characters, whether chil-
dren or humanised animalcharacters. Invitations to compare oneselt with the text-
sitional phase, which assists child-acult relations during the explo-
ration of the [ s this as taking the test 'off the page and
into the culture to tum “horing maps' into meaningtul texts’ where comprehension is
building bridges between the new and known. Consequently, children need o be in
tne culturally and intellectually with the west and willing 1o search for the ‘cultural
logic’ which may often be presented to them in postmodern picture books,

It was to help this search for a cultural logic that the STA was created. Designed
to be used with the EPBC, the STA aims to enable both teachers and children to
easily classily the diverse aspects of visual naratives which appear o facilitae aniver-

ional world. Heap (1985) s

sal understanding, A predominantly visual focus has been taken for all categories but
only Category Three, which relates 1o the tvpes of postmodern picture books which
might be found in any collection of European picture books, will be discussed here,

Category 3: Types of picture book

Category 3 of the STA matches the unique features of the postmodern picture
book with prose fiction and draws attention to the ways in which both fictional
and real worlds are constructed through language. Despite the differences be-
tween prose text and the picture book, the kinds of rules that get broken are re-
markably similar so that focus on the possible postmodern elements within the
EPBC texts may well facilitate an understanding of the techniques used by writers
and illustrators of Furopean picture books, and prepare children for the novels
they might read later in their school careers.

In Picture Books sans Frontieres (Cotton, 2000 Category 5 of the §
to the EPBC books, thinking to a wider body of picu
texts. An important feature of the posunodern picture book is the metalic
teraction between picture and written text; a v is not always sufficient
to understand this form fully. The importance of the written text is discussed
where appropriate, particularly as metafictive texts, according to Lewis (2001),
would seem 1o make a difference o learming to read.

Ais applied
ook

nd extends

ve in-

sual analysis

The five postern categoies are:

Boundary breaking

In this type of picture book the - el
central characters have the ability " P P -
o influence the stony’s develop-
me lly stepping bevond the P
boundaries of the story iself. They -
often address readers divectly at -

“ction of

the beginning of the story or create new characters or even affect the din
the story. In Zoem, de zabra, already mentioned, the interaction of the animal with the
storvhook’s illustrator results in a dialogue which ereates the narrative storyline,
thus moving away from conventional storvtelling techniques. In the EPBC book
from Portugal’s A ovelha negra, too, the author discusses her own visual [E]
tions of cloud formations and invites readers both w interact and to decide Ilu

outcome of the story.

Excess
Excess is a common metalictive strategy used in picture books, by which the in-
credible becomes plausible. Many picture books have an ‘over the op quality’




Struktira SAT

Classification Category 1 Category 2 Category 3: Category 4.
of Picture Books | Visual codes Visual narrative | Types of pitture | Fictare book
‘ techniques book | ingredients

WMance
How the pictura
book warks

| Distance Semiotics
Sie
Paople Place Idenlogy
ELHVE
T Frame Matafi
H Ling
E Time: | Intertextuality
Colour
M Setting Shiape Gartoon format The concept
of childhod
E Action
Trigger imag |
Movemant Secaondary/
passible worlds
s
|
Circumstantial |
Stary details
Universal child
hoed themes
Expressifing
of gmotion
Partdy Characterisation

| Aelationships

Source: Cofton, P (20000 Ficture Books sans Frantieres st 51, Stoke on Trent: Trentham

and frequently test literary norms,

Ihresholds are dissolved and deco-
v ignored. The unthinkable or
the unmentionable can happen;
the imagery becomes increasingly
extravagant, going well beyond
the hounds of realism, as in Naomf
Pidraig agus Crom Dubh (EPBC
Ireland). Here the belief in God is portrayal by the writing of ‘Deo Gratias' three
times on a sheet of paper which, on a set of scales, weighs more than three large

ham joints. The ‘over the op! weight of the joints of meat contrasts drastically
with the lightness of the paper on which the three phrases are written. It goes be-
vond the bounds of realism in order to show the importance of religious beliel.

Indeterminacy
Indeterminacy is the opposite of

%

excess, in that the reader

l]l\()—
vided with too litde information.
Lewis (2001) sugeests that all sto-
s are built upon absence. This i
not witlike cinematic conventions,
where directors eut from one

e to another without oo

S0
Illll('ll l'.‘(pi'd”'-l[il}l'l. Some pi('lll]'l'
books expose the gaps and reveal
the comic absurdity of a situation: offering no explicit authorisation for a speci-

fic interpretation, allowing res ' be
achieved through the juxtaposition of fantasy with reality. Das Land der Eelen
(EPBC Austria) is a fantasy land of comers where other shapes are forbidede
Through a series of quite unconnected visuals
cope with the entry of an alien object into his world, The p:
acceptance of diff only through considering what is missing from
the visual narrative that individual ¢

lers w derive their own meanings. This

(8]

i young child is seen i

el with reality is

nee, hut it

lings are possible.

Parody

Picture book creators are adept at parodic ransformations, where the aim is not
1o ridicule any particular author or style but to make the book into a joke by send-
ing up conventions. Parody is always subversive, refusing to accept that which is
culturally determined. The problem in relation to European picture hooks is for
children w understand cross-cultural mores. Parody based on European folkuale

(17)




heritage such as Un jour mon Prinee
wviendra (EPBC Belgium) is likely
to be more widely aceeptable than
War and Peas (EPBC UK) which is
more firmly based in one culture,

Performance

Many picture books are interac-
tive and participatory and some
makers of ‘pop-ups’ or ‘movables’
seem Lo be more concerned with s
the picture hook as ohject rather than the book as fiction. What movables share
with Postmodernism is a disrespect for rules and conventions and they seem to as-
sume a willingness on the part of their audience o engage in the forms of play
they offer. So even though many movables may be ‘nothing more than a cvoical
exploitation of the propensity of the young o engage in forms of play’ (Lewis,
2001). the phenomenon needs careful attention. Perrot, therefore, points out
that movable picture hooks allow children to enter a world full of ‘Tliterary sur-
prises’ and this initiates them into ‘cultural conventions and proficiency in intel-
leetual autonomy” (Cotton, 1496). Such is the case with Me Voiei! Me Voala! which
presents the young reader with numerous ‘pop-up’ surprises but also allows read-

ing at a number of levels, ranging from Le Monde to Comprendie ses parents, which
are incorporated in the narrative.

This brief outline of the Semiotic
Text Analysis is intended 1o be
a short intraduction into one of
the ways in which postmodern picure
books can be discussed. Il vou
would like o find out more about " A
the analysis of other European pic-
ture books, there are many examples
in Picture Books sans Frontiens (Coton,
20007 and at www.nerelac.uk /ephe
or www.rochampron.ae.uk/develop-
ment/ eset_new
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pean School Education Training course (ESET). This course is now freely
available 'on-line' and has an introduction in more than 25 European lan-
guages. It can be found at: www.roehampton.ac.uk/development/eset_new




Margarida Morgadova

Detska knizna ilustracia a identita

V tomto prispevku, zaloZzenom na dihsom texte, by som rada poukazala na to,
ako je £zopova tradicng bajka O vidiecke) mysi a mestskef mysi v sucasnostt
podavand v rdznych eurdpskych kulturach s cielom pochopit hodnoty, ktoré
kazdy autorfkultura je ochotny(a) odovzdat detom cez rozne verzie obrazkovych
knih s tymto pribehom. Pridavam preto podtitul Cestovanie widiecke] mysi

a mestske) mysi po Europe. Cesta v europskom priestore.,

Zaujimam sa o analyzu spoloénych znakov v priesiore sucasnej tvorby vyjadrenych
formaon obrizkovyeh knih. Zahrmula som portugalski, britsk, franetizsku, polski,
Spanielsku a 1al erzin a nickolko otizok, koré choem polodil cisto ¢ ideo-
logickeého hladiska, napriklad: Ako je vidiek a mesto pomerne ohodnotend
v kadde) versii? Zacitaji sa ded I dni do tohto pribehu, ktorého poudenie je
viac aviraznené v star§ich vergiach?

Ezop pisal v polovici 6. storocia pred n. 1L a jeho bijky, prv ako boli zapisané,
boli nstnym podanim rozpravane a prerozpravané, V sucasnych spolocnostiach je
dokazovane, ze origindlny text” (ak nickedy v pevnej forme existoval) vzijomne
posobi a miesa sa s nickolkymi eurdpskymi identitami. Mali by sme preto vadsej

hovorit o texte rhysome, (rizom je botanicky mizoy poplazu” o texte, Ktory je ako
ktory sa zakorenuje na e aju z neho nove
ho druhug poen, prekl), alebo o sieti kultirnyeh hodnota kvalit,
Ktoré na seba navzijom posobia v sucasnom casopriestore.

nyveh miestach a v

korenowy popla

my toho isté

Verzie toho isteho pribehu o
il v socialnom a kultirmom priestore

m MmOz

(ktory
lodené naidentite jasyka) a e mog

1 byt jasne

verzie

definovane ako pl:ldll(t_llil urei
Ako dokaz si vezmime 6 obrizkovich
knih Vidiecka mys ¢ mestshe mys— na drovni pro-
dukeie obrazkowich knih klasi
vok ako takveh, v enrdpskom priestore neexis-
tje  globilna jednomos™, Je t len spoloény
zikladny pribeh, ktory bol pretkany ideolo-
gickymi nazormi veniknutymi v uréitom caso-
priestorovom kontexte, v kiorom sa prejavije
subjektivita autorov a ilustritoroy,

Vietky tieto versie obrazkovich knih si
kultirnymi artefakemi. Patria ko skupinoy
kultire (v iomto pripade ako ndarod a jazyk). 8=
mnoho kuluarnych, narodnych w%
a jazykovyeh varidaeii rozprivky. NNE PrireVIiv
k propagovaniu myslienky l\ultlunq identity skupin, ¢o je vzicne a zasl
aslavu svojej roenorodosti.,
wojej] komerenej hodnate, pribeh dedinske) ¢ S je druhom
medzinarodného eurdpskeho formilneho, a niekde neformilneho ucebného
texiu pre deti vo veko od 5 do 7 rokov. Mohla by sa nasvar aj klasickym pribe-
hom™ v tom zmysle, 7e ide o rozpravku, ktori preziva éas, v korom bola prvgkrit
vvmyslend, aj ked' je to uz len vo formach prerozpravania nickym inym (autor, ako
taky, nie je vidy uznany) a niekedy zostiva len ilustracia,

Pribeh mi svoje poudenie a je samerany senie a vvchovu deti od utleho
veku, pricom sa deti dozvedia o uréitych sposoboch organizovania priestoru
okolo nich (mesto a vidiek):

Sticasne uviadza ich estetickd reprezenticiug eticky postoj k nim, ale tie?
kultirne vziahy moci a ideologicke predpoklady, ktoré organizuji detskn mysel
a jej reakeie uréitymi (vo vicsine pripadoyv dominantnymi) \[Jt.?hnh][ll

Neilustrovand v viy v dvoch © mnohyeh Jonline” il javia, pri-
s Fe je lepdic 3.l{' nickde v poko-

rexiu,

kych rozpri-

Redze je :
e mmohyeh verzii prisp

Popri

skej ir

Ae rozp
nendom ako take,

~ I]l'i”(lhd!ll [F8] I.H[l I)(}ll[ criie:

Jjiv kde nie je prilis vela powavy (alebo hojnost potravy), ako mat mnozstvo jedla,

ale s nedos

tkom hezpedia. co ma za nasledok Zivor v strachu.

Barsofti, 2




Anglicky pribeh edaramuje,
viv.
tzska rozpravka neodsudzuje ndveat vidieckej mySi spal na dedinu a iba

7e obe myii su Sfastneé vo svojom svete a pred-
stavuji dva odlidngé Fivotne |
Fra
si zmiennje, Z¢ poton
Talianske rozprav

1 Stastine aZ do konca svojho Zivota.
e nekontrastuje hixus mestského Zivota s nedostatkom
haojnest na vidieko, ale s jeho slobodow a Stastim,

Portugalska verzia nds jasne konfrontuje na konci textu so samym porekad-
sade dobre, doma najlepsic.

lomm:

Vydelenie vidieka a mesta

Mesto a vidiek s vy
kreslené tak, aby repre-
zentovali zivotne Sl
a pohlady na svet, nie-
kedy viac idylické ako
ine.

Anglicky, francizshky
a portugalsky pribeh zo-
brazyje vidiek ako
v plot, prekrmsmit
scenériy, miesto  pre

-

esteticke poteSenie ocl
ainyeh
puje

ki verzia prekva-
ua faktom, e je

vslow, krisn otvorenyich priestoroy, prechadeky; alia

iwwihou medzi pohostinnoston a drodnostou na vidie

tam vela Spiny.

Portugalska verzia zdoraznuje rovnovihu referenciou, ako si mestski mys nasla
priateloy na vidieku, a smienkou, ze mkmer zdochla nazipal pliic, ¢o bola dan za
prievan malého ot

Celkovo sa na vidiek nazera pozitinejsie ako na mesto. Ale aky vidiek a kiorm
podobu jmesta” by sme si mali viimart?

Vidiek | iZzeny, harmonicky, neposkodeny mecha-
nizacion, hoci anglicka mestska mys sa nudi, lebo jej chyba pestn
velkomesia a fajnovd strava mesta.

Vidiccke domy mozu byl nepohoding a chudobné, ked sa pri
k mestskym domoni, ale vonkaj§ie priestory si krdsne, V tomto opise vidie
nie je divocina, nasilie a brutalita

V oalianskej ve
a pohlad na miernu klimu na jar alebo v lete,

Vinimko wivarila pm tngalski verzia od Alice Vieirova, ktord predstavije vidiek
ako mie 3 psti s hladanim potravy a takmer zomiera na
#apal pl

u v Fvom plote,

wirodzeny™, dedinsky, vy

wher, svetli

oV
Ka tu

pred

vena poludstena privoda, prijemna cite

(20)

Mesto predstavuje neistotu, aecistenie (ovzdusia), davy, pohyh, svetla v noei,

ale tiez kino a noc
a nkr(‘m iného ]J!'ﬂii Ll;un‘lrnl’l:birk'ﬁ.

¢ odivol. Vidiek je pr

5 tichy. pr pokojiy, velmi tmavy

aj nedostatok aktivity @ pohybu, Iha v an-
neho wenamu prenesencho na mes
vzruSenic a technologin reprezentovant
autami, kinom, osvetlenim, okrem neprijemnych pocitov Zivota v dave, viadepri-
tommnych iut a roznveh foriem socialne] odhisnost a odeudzenos
Napriek wmto hodnoteniam spominané pribehy neustanovuji
nit alebo spoloén viziu,
priestor javi ako jednon
a jazykov nielenze detom interpretj, ale aj rozr

Zivor, hlavne |1;1_jl'|1n ;.d\'::l'll::si L pestros(,

iadnu jednot-

Huoci sa europsky i, mnoho jeho i

weh kultir
1 sposobom prerozpravaji m
istt rozprivku, Takto upravené pribehy nam nezabrinia, aby sme mali kriticky
postoj vodi povodne” rozprivke a jej poucen
bidjky sa spreneveria roznym tlakom na adapta
kultirne] roznorodosti v europskom priestore.

Ale v podstate mnohé
a ponukaji priklady bohatej

L. Vybrala som si dve v anglictine a neméine: Ezopove bajky v preklade Georga
Tylera Toumseda nacadrese hup:/ /classics.mit.edu/Aesop/fab.huml, dia 11.2.2002
a Mestska a dedinska mys na adrese hitp://gutenbergaol.c
dna 1122002,

aesop,/ 2oanese b,

Maria Margarida Afonso de Passos Morgadova (Portugalsko)
Vystudovala najprv cestovny ruch a neskér moderny anglicky a nemecky
jazyk a literatdru na univerzite v Lisabone. V sugasnosti prednasa a vykonava
vyskumn v Escola Superior de Educagao na Instituto Politécnico de Castelo
Branco v Portugalsku, kde vyuéuje anglicku literatdaru, anglickd kultdru, in-
terkulturne vzdelavanie a vedie seminar o anglickych knihach pre deti.
V oblasti vyskumu sa zaobera detskou literaturou a interkulturnym vzdelavanim,
ako aj vseobecnymi detskymi Stddiami. Zodpovedd za vedecku koordina-
ciu v odbaore literattra a kultura na katedre angliétiny; vedecky koordinuje
kurz prekladatelstva na katedre angliétiny a nemciny; koordinuje medzi-
narodné projekty v rdmei programov Erasmus, Lingua a Socrates.



Margarida Morgado

Children’s Books
lllustration and Identity

My talk today, based on a longer text, wishes to highlight how Aesop’s traditional
tale of The Country Mouse and the Town Mouse is contermporarily told across
European cuftures with the aim of understanding the values that each writer /
culture is willing to convey to children through a picture book version of that
tale. Thus | gave it the subtitfe of "Country Mouse and Town Mouse Travel in
Eurape: A Journey through European Space™.

I am interested
ductions in picture book form. 1 have included Portuguese, British, French, Polish,
Spanish and Italian versions and some of the questions I want to ask are clearly

nalysing the commonalities across space of contemporary pro-

ideological, such as: How are the country and the town relatively valued in each
version? Do the children of our days read in this particular story the moral it
apparently scemed o highlight in those that are considered earlier versions?

in the mid-Gth century B.C, and his
and retold before being written down. In contemporary societies there is evidence
that ‘the original text’ (il ever it existed in a Axed form) is interacting and mix-
ing with several European cultuwral identities. We had beuer, therefore, speak

Aesop was wr s were initially wld

about a text rhyzeme, a network of cultural values and qualities in interaction in
contemporary times and spaces.

These versions ol the same narrative also
enable us to think of social and cultural spaces
(maybe
a language identity) that can be cle
as producers of particular versions of the test.
Taking 6 picture books on The Country Mouse
and The Town Mouse as a proof, there is no

ions, or better cult

“global sameness” in the European space at
the level of picture book production ol classic
tales as such, but a4 common core narrative
that is being interwoven with ideological as-
stmptions ol particular time-space contexts
anl the subjectivity of authors and illustators.

All these picture book versions are cultural
hey belong o a group's culture (in
this case, a nation and a language). They re-
late to ways of looking at the country and the
city inhabitants, But, because there
cultural, national, linguistic variations of the tale, the juxtaposition of the many
versions contributes to propagate the idea that the culural identity of a group
is special and dese i

Besides its commercial value, the wale of the country mouse and the town
mouse is a sort of international formal and informal curricular text for 5 to 7year-
olds in Europe. It might be called a “classic narrative” in the sense of a tale that

artefacts.

e many

rves celebration of is d

survives the tme in which it was first produced, though it does so mainly in the
form ol a re-telling by someone (not always an author recognised as such) and
sometimes an illustration. It has a moral and it is aiming at delighting and in-
structing children from an ecarly age into particular ways of organising space
around them (the town and the countryside); an aestheties of representing those:
an ethical stance toward them, hut also cultural relations of power and ideological

assumptions that organise children'’s minds and responses in particular (most of
| B

the times dominant) ways:

The non-picrure version of the tale in two ol its many online versions scems Lo,
at least, present the same moral: that it is beter to live where there is not much
food (or abundance) in peace than to have plenty but lack safety and, therefore,
livee in Lear.

The picture book versions are not guite as blunt as these and their moral is also
The English narrative makes the point that both mice are happy in their
worlds and theirs are two different sivles of living. The French tale does not pass
judgement on the country mounse’s retuin (o the countryside and only mentions
that he lived there happy for the rest of his life, The Dalian nareative contrasts the

Helen Craip {cover)




luxury of town living not with the lack of plenty of countrylife, but with its free-
dom and happiness. The Portuguese version clearly confronts us at the end of the
text with the neat saying that “Travelling is agreeable but the best of it all is to retum
home'.

The Country/Town Divide

Town and Countr
are made to represent
different swyles of living
and views of the world,
some more idyllic than
others. The English,
French and Portuguese
stories depict the coun-
tryside as a lovely gold-
en hedgerow, a beauti-
ful seenery, a place for
the aesthetic enjoyment EY
of the Bas - \ . !
senses, the beauty of the open spaces, going for walks, while the lalian version
v and conviviality of the countryside and
the fact that it is dirty, The Pmtligum:- version strikes a balance berween a refe-
rence to how the Town mouse made friends in the country and mentioning that
he almost died of pneumonia due o the air drafts in the linle hole by the
hedgerow,

On the whole, then, the country is viewed as more positive than the town. But
what countryside and which idea of "town” are we given to consider? The country
is u.\lum] rural, balanced, havmonious, unspoilt by mechanization. The coun-
try is idyllic (exception made for the Portugnese version), though the English
town mouse gets bored in it missing the variety, the lights. and the fine food of
the town, Country houses may be uncomfortable and poor, when contrasted o
town houses, but the outside is magnificent. There is no savagery, violence, bru-
tality in this idea of the country. Just the humanised nature, pleasant to the leel-
ings and the ey srate climates in Spring or Summer—and domesticated
in the Ialian version. Exception has to be made 1o the Portuguese yersion hy
Alice Vietra that configures the country as the place where the town mouse has
difficulty in finding tood and almost dies of pneumonia.

The town stands for insecurity, pollution, crowds, movement, lights at night,
but also the cinema and night life, The country is too quiet, oo silent, too dark,
i.e. too claustrophobic. Not only is the food plain, but there is also a lack in acti-
vity and movement. Only in the English version there is some sort of recognition

eyes i'll]d other

strikes o balance between the hospin

(2 2"_';.

Exic Plouffe / Atelier Philippe Harchy, 1998

of the contemporary signification projected on to urban living, namely its 1I.I|) -
nity, diversity, excitement, its technology as represented by cars, cinema,
apart from the crowded living, the domination of the car, the forms of sociability
based on self-distance.

Despite these valuations in common these tales do not constitute any unitary or
common vision. Though the European space may appear to be unitary, its many
different cultures and languages not only interpret, but also retell the same tale
differently to children. Neither do these narmatives prevent the assumption of
critical positions toward the “original” wle or its moral. As a matter of fact, the
many versions ol the fable betray diverse pressures on adaptation and offer
examples of a rich cultural diversity ac the E
of time, will be dealt with in another pl

I picked up two, in English and in German: Aesop’s Fables by Aesop, translated
v George Toler Townsend at hiep:/ /el amitedu/Aesop /fab.itml, on 11-2-2002
andd “Die Stadt- und die Landmans at hup://gutenbergaol.de /aesop,/2mauese.htn,
on 11-2-2002.

‘uropean space that, for the lack
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Maria Margarida Afonso de Passos Morgado (Portugal)

She graduated first in Tourism and then in Modern English and German
Languages and Literatures at the University of Lisbon. She is currently a senior
lecturer and researcher at the Escola Superior de Educacao of the Instituto
Politécnico de Castelo Branco, Portugal, where she is teaching English Litera-
ture, English Culture, Intercultural Education and a Seminar on English
Children's Fiction. Her Professora-Coordenadora (equivalent to Associate
Professor) at the Escola Superior de Educacao do Instituto Politécnico de
Castelo Branco, Portugal. Area: Cultural Studies and English.Teaching
Experience: scientific coordination of the Literature and Culture area of the
English department; scientific coordination of the Translation course/area
of the English / German department; coordination of International projects
under Erasmus, Lingua and Socrates.
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Kirsten Bystrupova

Fenomény postmodernizmu v suéasnych
ilustraciach pre deti v Dansku

Fenomeény postmodernizmu v suicasnych ilustraciach pre deti je témou tohtoroéného
sympozia a4 atazka znie: Ako mdZeme identifikovat a charakterizovat nové crty
ilustracil v detskych knihdch na zadiatku 21, storodia v Dansku?

Pakii
pocet neddvnych dinskyeh ilustritoroy, kiori debutovali za poslednich 15 rokow.

1

sa 1o urobit spolu so Stelfenom Larsenom, a to blizsim pohladom na

Mdj prispevok mozeme rozdelit na dve casti:

Prva éast nam priblizi kritku a vieobecni charakteriziciu o siucasnej situacii
v dinskveh obrizkovich knihach ako wiklad pre analvzu tvorby tich ilustriatoroy,
o ktorveh sme sa rozhodli hovorit,

Pruha cast bude detailnejsie prezentoval ilustsitorov, o kiorych sa zmienu-
jeme, budeme najma identilikoval a charakterizovat nove érty alebo, povedame,
érty postmodernizmu v ilustriciach.

C:
Probdady toorly ilustrdtoni, o klorych budeme fioooril,

st Lo Kreitha a vieolvenda frezentacia sidasne) situdeie obrazhouey kaily v Danshu, freed-

Ked sa sameriavame na moderma obrazkowi knihu v Dinsku, mézeme spome-

ety Prv

nut dve .gener: generacia debutovala v polovicr devatdesiatveh rokoy

Juul, Jergen Stamp — o nich bude tiez ho-
voril Steffen Larsen,
Pre novich mladyeh umelcoy je charak-

a drubi, mladéia generacia debuovala zadiatkom 21, storodia — inymi slovami,
o zaciatkn roku 2000 a neskor.,

Cato Ths le Vibeke
skupiny ilustr i poprednvmi wmelcami danskyeh obriazkovych
tvch rokov,

ensen a He -psenovi su - dvaja wivarnici patciaci do

torov, Ktori

atdest:

knih v polovici d

Obaja sa nayi
v Dinsku. Jednou je Kolding, ¢o je jediné miesto v Dansku, kde mozete zis
lanie a kvalifikiciu pre formailne ilustradné umenie. Helle Vibeke Jensenova
bola uéitelkou, Cato Thav-Jensen Studenton. Tito Skola zohrdvala doleziti alohu
pri napredovani danskej obrizkovej knihy. Vela mladych talentov tu dostalo
prilezitost rozvijal a prejavit svoju vwivarmi zruénost, Taktiez je dolezite povedat,

ili na jednu # dvoch §kol ywivarného umenia, ktoré mame

vzde

7e ndrodni vydavatelia skatocne vedeli wiazid talenty wjto nove] generacie
a2 tohto dovodu sme boli svedkami ozajstného boomu v oblast obrazkove) knihy,
kv zacal v polovici deviitdesiatych rokow,

A vobec sa nezastavil, Zaciatkom 2
knihy objavila dokonca edte mladsia gene-
racia Hustratoroy, troch 2 nich by som rada [

it . storodia sa v priestore zanru obrazkove)

spomenula: Rasmus Bregnhei, Rasmus

1('“““{'1\'1", oot vy

lrenie sa wka aj prvej

i druhej zeners Hustratoroy, 7e yytvio-
rili novy, celkom viastny knizny obrizkovy

sl Plni energie, rmocnili sa impresivne

ladenej worby, kionveh kone

cny umelecky
wisledok nebal ovplywneny poziadavkami
stiicasneho komereného trhu.

Cast 2: Eite detailnejiin prezentdein ilustvd
Lo, @ Rboryel som s smiemida, Budem najindg

slentifikovad’ o chavaktenzoval nove erly —
alebo, o

stredei.

fzame,  postmaodernisticks friy il

Budem hovorit o ilustesitoroch  Ch
I'hav-Jensenovi a Helle Vibeke Jensenovej,
ktorf mimachodonm, a to by som mala

(LN}

rdoraznil, nemajn nie spolocné, aj ked

maju rovnake priezvisko. Jensen je jedno

# najcastejdic pouzivanyeh pricevisk v Diin-
=l

sku!




Obrazok 1: Pribeh hroznej ruky, predna strana

Caio ThavJensen je primame expresionistom. Jeho sposobhywjadrenia
1zok na obale Pribeh hroznej
ila rozpravkou, fantastiken alebo Almovou jazdon, moino

je divoky,

I'n mozere vidiel ohy

explagviny @ nepredvidatelny.
ruky, ktory by som naz
azda

snym pribehont. ktory prebicha v svojskom, tiplne oso-

lepdie dabrode

bitnom vesmire. Ako mozete vidiet na obale ilustiicie, Cato Thau-Jensen si zvolil
Laky vwiva
toho, aby wwivoril komplemy obraz, kompletii interpreticin pribehu, kresli indi-
py tak, aby wivoril nové celky, Tymito sa vytviara
komplexny, fragmentovany obraz. Jeho obrazky nam pripominaji novy expresio-

Wy pristup, #e pribeh ilustruje sérion jednotlivweh obrazkov. Namiesto

vidudlne obrizky a diava ich dok

nizmus, ktory charakterizuje .mladveh, divokvch® maliarov osemdesiatveh rokow,

Obrazok 2: Kehnet Nielsen: NoZ na hlave (1982)

Ak by sme hovorili

o odivekych, mladveh
maliaroch” wivarnéeho
umenia osemdesiatych
rokovy Didnsku, tak mo-

Feme povedal, 7o existu-
i aj wdivoki, mladi ilus-

itort” obr

azkovveh knih
deviildesiatych rokow,
Obrizok ukazuje mal-
hu 2 roku 1982 — Nz na
sk

dva vyznamy: Noz na

filave—, co ma v Da

hlave alebo noz hore
nohami. Nozviak nie je
ohrateny a nie je na
hlave — je umiesmeny
odne v strede obrazku, len sa dotvka klobuika a pod nim ndjdete hlavi, Na
obrizku najdere aj nohu, [Tasky od kokakoly, ruku v tvare africkej masky a na pravej
strane profil mudskej hlavy, kiorej hrada odpo, S Maske od kokakoly = éo
nvim odkazom na slivnu dansko vz,
Vietky prvky su umiestnené bez akéhokolvek zjavného prepojenia jeden vedla
enia s objekuni a objekey st oznadeniami.

nes

i d

Jes mimochadom, aj vt

druhého na plochom povechu, Oz
Ide prave o nito fragmentovani povahu, fragmentovanost a nekompletmost,
krora je taka cl
tuje rozdiel medz wlom a dusou, meds clovekom a svetom okolo neho.

keristicka pre postmodernisticke vwjadrenie. Obraz interpre-

Expresiviy 5yl malby je dalfou typickou érou dinskej ilutricie a niekomu
sa vybavia v mysli maliari Skoly Die Bricke, ako su Kirchner a Schmide-Rowtuft

je v onej dost pricstorn pre

<Divoky syl malby mladych® bol nazvany ako noww expresionizmus, aby sa zdd-
= je o den Syl malby, ko ma spoloine ery s expresionistami. Na rozdic!
1 i divoki® nepos ma umenie ako na wkupi-
zdnow v spoloénosti a vedome vwiviraju svet opaj-

ramilo, ;

ot expresionistoy, viak
ako na

i, ale vidia prs
nych prvkoy a efekioy,

Rozdielom medz malbou a ilustracion je pravdaze skutoénost, ze ilustrator, 1
rozdiel od maliara, sa nemusi zacherat len svojimi mvilienkami, ale aj textom.

Osobitnd pre genericiu . miladveh divokyeh® v Diansku je sk
vaji osobnt slobodu na to, aby ju realizovali v malbe pre detske knihy. St ovels

toenost. 7e Wuzi-

slobodnejsi v ich ilusrativie] interpretacii textu nez kedykolvek prediym. Odkry-
vajit vlasiné formy vyjadrenia a vlasmeé zazitky ¢ textu, aby sa wnorili v ovela
viacsom priestore ne? kedykolvek predoim,

Obrazok 3: Pribeh hroznej ruky, prveé dve strany
Ako o napriklad robi vo svojej
ilustracii knih

Pribeh  hroznef

amiesto

rrky Caro Th

TSEIL,
toha, aby pribeh ilustroval radic-
nyin spésobom, ol

min seng, tenkie peg, at det viveste,

at der s en and hind branden

o knuse arme o ben og

y majii svoj viastny

zivot, klory je nezivisly od textu,

Obrazky st velmi jednoduché;

b ort naste af

g odelagge

hnden ap figen. D ville Kun

clovek by ich takmer mohol naz-

val ikonami, Vietky nadbwviodné ihyel
: Mage ol diwm hind!

detaily wwnechal, Moino povedat,

x i 4 Nar man ser s
7¢ Cato Thauv-Jensen zachytiva muart, det g
skor niladu ned ndamet. Kruhy

a alebo  otvon

i vode, 3pi

v studni, to st svmbaly, ktore
opakuji v celom diele —a vietky
schopnost nias do seba

Si

viiahnut,
kniha ma velky format, wkie

astnvin sposolom

; y ¥
obrazky, aby sa rogvinu o obrizkovi wpln na dolnej casi
strany = takmer ako proh filmu alebo ako zikladna téma hudobného diela,

Na vvstave niet obrizkov ¢ Prabehu hivozneg ruky. Dielo Cato Th
dené v obrarkoch ¢ dvoch knih. Prvou je rozpravka od Bratoy Grinunoveoy, kde
pre pribeh Malej cervenej jazdecke) ciaphy mozete vEimnuar rozjasieny,

CNsengd il' LIV

si v oilust




takmer rozveseleny ton a sposob, akim ilustrator stofi obdaled a pozoruje situiciu —
éra postmodernizmu.

Druhou je obrizkova kniha S'.r*jjkn':ﬁ'({ a maly Folmer (The Prompter and Little
Folmer), ktord ilustroval a napisal aj text. Na obrizku, kde Sepkarka sedi vo svojej
kabinke v divadle, zatial ¢o opernd spevicka spieva svoje solo, si méZete viimnut
st tam psy, los a iné milé vory! Cato ThauJensen pouziva zmiesant
techniku — dlastocne gyvas, ciastoéne kolai, Operna spevacka je vystribnuti
z hrubého papiera a takisto aj viaciky na jej kostyme, Na originali kreshy to vidiet
sretelnejsie, ale aj v knizke moieme deSifroval kontiary tvarov opernej speviachy.

abecensivo

Daléim ilustratorom, ktorého |Jv som cheela ‘.']_mmelu'll',_jr_- Helle \’il)c].;ejermelln\-‘{i.
ktori je uz dobre sniama aj tu v Bratislave, ke dostala plaketn v roku 1999 za
svoju knihu Rataj so sebore. Helle Vibeke Jensenovi je azda tou danskou ilustra-
torkou, ktora odhaluje ¢o mozno najviac postmodernistickych ért vo svojich
dielach, Tu mam na mysli najmi dve értv. Najprv wraz v obrdzku samotnom
w prejav v kolid, Po druhe, ide o techniku, ko
u technik, napriklad kolaz

a fragmentovany, prerisc
Helle Vibeke Jensenovi
& pocitacovou gratikou,

asto pouziva, 4 1o kombin

Obrazok 4: Ole, straica veze

Vo svojej poslednej knihe Helle Vibeke
Jensenovd pracuje vhiadne iba s pocitaco-
Vo gmﬁk(:u takze nejde o kombinované
techniky.
iné typické postmodernisticke
# nich je skutoénost, Ze¢ Helle Vibeke
Jensenovi viastnyim sposobom interpretuje
17 pribehov Hansa Chris

V ilustriacii Ole rea vere, Ole jedno-
nacne nie je pritomny, ale hlavnd postava
pribehu, maly Hjalmar, pritomny je.
Vieme, ze je to on, aj ked kresba  nevvzerd”
na malého chlapea. Lefi na posiell za-
hladeny hore na Oleho dazdnik, kde si
vietky sny. Dazdnik ndam hoveri, ze Hjal-
miar sniva o vedialenyeh svetoch — vilimnite
si napriklad favi a4 arabske pismo.

Helle Vibeke Jensenovd, podobne ako
Cato Thav-Jensen, ma velmi volnd vetah
k textu, ktory ilustuje — dokonca aj
k nirodne) tradicii, akym je dielo Hansa

[ ilustriaciach sa viak prejavugn
erty. Jednou

tana Andersena,

Christiana Andersena. Mozeme povedal, ze vytviara paralelny obrivkoyw svet
K rextu; rozpuista existujiicu epiku a vyivira nowi.

Ak porovname ilustriciu Lilian Broggerove] k pribehu Ole, stridgea veze, viimneme
si, ze svet. ktory stoji medz dvoma obrazmi sa za 17 rokov zmenil. Lilian Bre-
ggerovid zobrazuje, ako Hjalmar sniva o veciach, ktoré ma bliziie po ruke —
o medvedikovi, mesiaci, viacikoch a podobne, Naopak, Helle Vibeke Jensenova
pouziva metaforu, ktora je charakieristicka pre postmodernu. Vidy robi referen-
cie na vlasini tvorbu — napriklad dve dievéati s éervenymi a blond vlasmi, ktoré
najdete v Kufriku do Maroka, rovnako aj v pribehu Ole, strizea veze — Hjalmar
ma rovnaky profil ako dve dievéata v Maroku, Ryba v kufriku a arabské pismo sa
taktiez opakujiu v pribelin Ole, stidzea veie, kde mozete
spodku didzdnika a kde sa znovu objavuji arabské symboly,
dazdnika a znamenaji ryvhu®,

{ rybu na samom
taktie? na spodku

Pouzita literatura:

Louis fensen: The ﬁ]m'_\ of the Terrible hand, il. Cato 'I'|l'.1LI:|N1st"|1. Hapst, 2001
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Kirsten Bystrupova (Dansko)

Od roku 1998 pésobi ako knihovnitka v Stredisku detskej literatGry v Dansku.
Niekolko rokov pracovala ako redaktorka knihovnickych recenzii pre
ustrednt dansku kniznicu. Predtym pracovala ako knihovnitka vo verejnych
knizniciach i v Ustrednych organizaciach. Osobitne sa zaujima o obrazkové
knihy pre deti a detskych ilustratorov. Tento jej zaujem viedol az tak daleko,
Ze o tejto oblasti pise a vyucuje ju uz mnoho rokov. Je spoluautorkou knihy
Kreslia pre deti — 12 portrétov danskych ilustratorov (Dansk Biblioteks Center,
1994). Napisala mnozstvo &lankov o obrazkovych knihach pre Gasopisy,
zurnaly a danske denniky. Bola poradkyrou pri vystave obrazkovych knih
organizovane] danskym Ministerstvom kultiry pod nazvom Out of Denmark
{Mimo Déanska). V rokoch 1989 aZ 1997 bola &lenkou vyboru pri udelovani
Ceny Ministerstva kultiry Danska za ilustraciu.




Kirsten Bystrup

Phenomena of Postmodernism
in Contemporary lllustrations
for Children in Denmark

FPhenomena of Postmodernism in contempeorary iflustrations for children
is the theme of the symposium this year, and the guestion is. how can
we identify and characterize new features of illustrations in children’s
books at the beginning of the 21st century in Denmark?

Lwill try 1o de this together with Steffen Larsen by taking a closer look at a number
ol recent Danish illustrators who have made their début within the last 15 vears.

This talk will fall into two parts.

Part 1 will give a short and general presentation of the present situation of the
picture book in Denmark as background o the illustrators we have chosen 1o
speak about.

Part 2 will give a more detailed presentation of the illustrators we refer to; in
particular we will identify and characterize new features or let's say postmodern

features of the illusirations.

Part 1: A short, general presentation of the present situation af the facture book tn Denanerk
as background to the illustrators we have chosen to speak about.
We can talk about two “generations” when speaking about the modern picture

book in Denmark. The first generation made its début in the middle of the

19605 and the second and younger generation made its début at the beginning
of the 215t eentury, in other words from 2000 onwards.

Cato Thau-Jensen and Helle Vibeke Jensen are two illustrators who belong o
the group ol illustrators who came to the forefront of Danish picture books in the
middle of the 14990s,

They have both had contact with one of the two schools of art and design we
have in Denmark. One is in Kolding, the only place in Denmark where you can
get training and a qualification in formal art illustration, Helle Vibeke Jensen was
a teacher, Cato Thaujensen a student. This school has played an important role
in the development of the Danish picture book. Here many voung talents have
been given the opportunity to develop and show their skills, It is also important
to mention that national publishers have been quick to exploit the talents of this
new generation and the

efore we have had a veritable boom in the picture book
genre which started in the middle of the 1990s,

But it didn’t stop! At the beginning of the 21st century an even younger gen-
eration of illustrators appeared within the
picture book penre, three of them are: L
Rasmus Bregnhei, Rasmus Juul, Jergen
Stamp whom Steffen Larsen will talk
about,

It is characteristic of the new voung
artists and this statement includes both
the first and the second “generation”
of illustrators that they have created a new
picture book style all of their own. They

possess an impressive creative ability
and energy and it is also important
to mention that their work is unaffected
by the pressures of the current commercial
market.

Part 2: A more detailed presentetion of the i
hustrators { have mentioned. In particalar Duill
identify and cheaclerize we fratures or s say
Prastmodernist featons of the illustrations,

I'm going w talk abouwt Cato Thaw-
Jensen and Helle Vibeke Jensen, who
incidentally 1T should mention have no
connection with each other even if they
have the same surname. Jensen is one ol

the most conunan surnames in Denmark!




Picture 1: The Story of the Terrible Hand, the front cover

Cato Thau-Jensen i3 primarily an expressionist. His mode of expression is wild,
explosive and unpredictable, Here you can see the picture on the cover to The
Story of the Terrible Hand which can be called a fairy tale, a fantasy tale, or a road
movie, or perhaps best an adventure story that takes place i its own quite special
universe. As vou can see in the cover illustration. Cato Thau-Jensen has chosen
to illustrate the story with a sevies of single images. Instead of trying to create
a complete picture, a complete interpretation of the story, he draws individual
images and puts them together 1o create new totalities. This creates a complex

fragmented image. His pictures remind us of the new expressionism that chars
terises the "wild, young” painters of the 1980s,

Picture 2: Kehnet Nielsen: The Knife on the Head, (1982)
talk

“the wild, voung

Just as one can
about

painters” of pictorial art
in the 1980s in Den-
mark, we can also talk
about the “the wild, voung
illustrators™ of picture
books in the 19905,
The picture shows
a painting from 1982
The Knife on the Head-
which in Danish has two
The knife on

meanings:
the head or an upside
down  knile. But the
knife isn't upside down,

and it is noton the h

al

itis placed harmlessly in the middle of the picture, just touching a hat
it vou find the head. In the picture vou also find 4 leg, coca cola bottles, a haned
in the shape of an African mask and on the right the profile of 3 man’s head,
resting his chin on another coca cola bottde which by the way is a reference to
a famous Danish vase.

All the elements are placed without any apparent connection to each other on
a flat surface. Here signs are objects and objects are signs. It is exactly this frag-
mented nature, the fragmentariness and incompleteness that is so characteristic
ol postmodernist expression. The picture expresses the division between the body
el the world around him.

and the soul, between man

The expressive sivle of painting is another typical feature and it makes one
think of painters of the Briicke school, such as Kirchner and Schimide-Rotluff.
The "wild, young ones” style of painting has been ealled new expressionism to
emphasise that it is only the style of painting they have in common with the ex-
pressionists. For, unlike the expressionists, the "wild yvoung ones” do not see art

as the redeemer, as a vison. They see the emptiness in society and consciously
create a disconnected effect,

The difference between painting and illustration is, of course, that the illustra-
not only has to relate to his own ideas but also o a text.
in Denmark is that
they take the personal freedom that there is in painting into the book. They are

tor, unlike the painter,
What is special about the generation of "wild, young ones”

a great deal freer in their illustrative interpretation of the text than they ever were
ion and their own experience of the
text o emerge 1o a far greater degree than ever before,

before, They allow their own forms of expre:

Picture 3: The Story of the Terrible Hand, the spread of the first two pages

As Cato Thau-Jensen e.g. does
in his illustration for The Story of
the Terble Hand. Instead of illas-
trating the storv in a traditional
has discovered his own

kanten op kigpede a bande

way he
story, which he tells in pictures.
I'he pictures have a life inde-
pendent of the text, The pictures

are very simple; one could almost

call them icons. All superficial
detail s left o, One could say
that Cato Thau-Jensen capti
a mood rather than a motif,
run all the

en hind. lige for nia Eror

g | al fald, at den or virkel at den kun

Svimbols that
through are
water, the spiral and the hole in
the well all have the
capacity to draw us to them,
The baok is in large format so
that there is enough room for
the pictures to develop in their
own way like a pictorial fricze at
the bottom of the page almost like a film stip o1 Ilk:- the underlying theme

way

the rings in the

and the

ol a |Il( ce of music.



There are no pictures in the exhibition from The Story Terrible Hand, Cato
ThauJensen's work is featured in pictures from two books, The first is a Brothers
Grimm fairy tale where you in the illustration to Litle Red Riding Hood can notice
the cheerful rited tone and the way the illustrator stands back and
ohserves the iion a feate of Posunodernism.

maost high-s

: book, The Prompter and Little Folmer, which he
sitting i her box in the the
singing her solo you may notice the audienee the
dogs, elk and other fine folk! Cato Thaufensen uses a mixed technique partly
gouache and partly collage. The opera singer is cut out of a picce of coarse paper
anel the birds on her dress have been cut out too, This is seen more clearly in the original
drawing but one can make ow the outline of the opera singer in the book, oo,
The other illustrator 1 would like to mention is Helle Vibeke Jensen who is already
well known here in Bratislav: he received a plaguette in1999 for her book Count
Yourself, Helle Vibeke Jensen is perhaps the Danish illustrator who reveals most post-
modernist features in her work. | am thinking of two features in particular here.
Firstly, there is the expression in the picture itself, the fragmented and broken up
ke Jensen
often mixes wehniques, as for example collage mixed with computer graphics.

The second is a pic

wrote the textto. In the picture where the promptes
while the opera singer is

=dre

expression in the collage, Secondly, there is the echnique, Helle Vibe

Picture 4: Ole the Tower Keeper

In her latest book Helle Vibeke Jensen
works solely with computer graphics, so
here there are no mixed technigues.
However, the illustrations demonstrite
ather typical post-modemist Teatures. One
is that Helle Vibeke Jensen recreates 17 of
IHans Christian Andersen’s stories in one
new story which is entively her own,

In the illustration for Ole the Tower
Keeper clearly Ole is not present, but the
main character in the story, litde Hjalmar,
5. We know it is him even il the drawing
does not "look like™ a linle bov, He is lving
in bed looking up inte Ole’s umbrella
where all dreams are. The umbrella tells us
that Hjalmar is dreaming about notice.
for example, the camel and the writing
in Arabic,

Helle Vibeke Jensen, just like Cato
Thaufensen, has a very free relationship

JLK, Grimm: G

with the text she is illustrating even with national treasures such as Hans Christian
Andersen's works, We can say that she creates a parallel picture world to the text;
she dissolves the existing narrative and recreates a new one.

Compared 1o Lilian Brogger's illustration o Of¢ the Tower Keefrer, vou can notice,
that the world has grown within the 17 years there are between the two pictures,
Lilian Brogger shows how Hjalmar is dreaming about things closer 1o hand,
a teddy bear, a moon, some birds and so on. Helle Vibeke Jensen in contradic-

Honary uses metafictional features which are characteristics for the postmodern
features. She always makes references to her own work. As e.g, the wo girls with
rec and blonde hair, that you find in A suitcase in Moroceo as well as in Ole the
Towerkeeper Hjalmar has the same profile as the two girls in Morocco, The fish
in the suitcase and the Arabic writing are also repeated in Ole the Towerkeeper
where you find fish at the very bottom of the umbrella and where the Arabic sym-
Bl reappears, also at the bottom of the wnbwella incidentally, it means "fish
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Kirsten Bystrup (Denmark)

Kirsten Bystrup has been a librarian at The Centre of Children's Literature
in Denmark since 1998. She has worked as the editor of the librarians’ re-
views from The Danish Library Binding Central for several years. Before
that she worked as a librarian both in public libraries and in central organi-
sations. Her special interest in picture books for children and their illustra-
tors has resulted in her both teaching and writing on the subject over many
years. She is, for example, co-author of the book They Draw for Children—
12 Portraits of Danish lllustrators, (Dansk BiblioteksCenter 1994} and has
written about picture books in periodicals, journals, the national press
and several publications. She was a consultant for the Danish Ministry of
Culture's exhibition of Danish picture books called Out of Denmark and
was a member of the Committee of The Ministry of Culture illustration
Prize 1989-1997.
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Steffen Larsen

Poskytuju muzski umelci skutoény obraz
postmoderny?

Kym sa zacnem venovat svoje/ téme, rad by som opat spomenul ilustratorku
Helle Vibeke Jensenavtl, ktord je skutocne nositelkou vietkych znakov
postmoderny nech uz je to cokolvek.

Len sa porite na nito émdraninu! Je to obrizok 2 knihy

bez slov o dejinach dinskeho kealovstva, Vyryid na kasku
jantaru, ktory ma mozno 1200 rokov wivira cely obriazok.
Mazete sa priet ¢ je o lod alebo mozno labut — umelkyiia
si tnysli, Ze e o lod = (i ja osobne sio myslim, ze je 1o labut) —
ale nech je to tak ¢i onak, on: Arkom vy-
poveda (takmer) cely pribeh Vikingov. Uvazuje o nom,
meni velkost a vwiviir retazee obrazkoy, Eim wivira obraz!
Obraz o konzistentnosti v dejindch. Tato kniha beg slov len
e Danska — a wich
m experimentom, kde

tymto malym obri

s ilustriciami na wrozprivanie histo
ilustricii nie je viac ako 20 = je yel
sa dd néir 2 obrdzkoy, # farieh a sposobu ako si pomieSane 55
do pocitn muinulost. Tieto obrizky budd v Bratslave  ©

urdite v budiienosti vystavené, A musim spomentit koneept tohto diela, ktory sa
e prichiacza do

pouziva iba na sucasndé ilustricie z romych obdobi. Ked' amelks
maodernej doby, tak iba na jednom obrizku déelovo pouziva nednové svetlo ako
syimbol moderny a osvietenstva.

Mazete trdif, Ze skutoénd postmoderna sa tyka muzoy — éi starych alebo velmi
mladych, Vidim tento trend v nds doma, kde bola ilustdicia pre deti diho
v rukich zien, Nie ze by sme nemali dost dobrich umelcov = muzoy, ale vacsinou
st ilustratormi Zeny, st matkami, uditelkami, pedagogickami, ard. V Dansku sme
[T dobu diskutovali o tom, 7e zenské hodnoty vplvajii na deti velmi dobre.
Haodnoty pokojnej hry, amierenia a rozhovorn si asi dominujice, co nie je pre
deni dobré, Mnoheé z nich sa radi pabij : i redstavim dvoch
velmi mladyeh tlustritoroy, ktori nabrali odvahu prelomit dominantnost tejio
materinskej linie v ilusteicii pre de. Odvazili sa robit aj obrazky, pri ktoryeh
lovek moze polozit i veéni otazku: je to naozaj pre de
Al abecedu” od Petra Mouritzensi.
lalika
a konzis-

si

Prvvm je Rasmus Bregnhei. Hustraje (Bl

ktord je versovand. Pribeh je dost moderny, lebo je o tom, ako sa daji Tue
anipulovat, aby 8l do vojny 2 dévodu, ktory ani nie je celkom jasr
nv. Je to smutny pribeh, krory si ziada od ilustratora dobry zalidok aj nervy.
wr stiale sleduje autora, ale na poslednom obrdeku, kede si

I
e
Rasmus Bregnhei t
uz vietei poblameni nendviston vodi susednému mestu, je umelec pokojoy

i pouziva staromods stredoveki seenériu, tmawii, zafarbenn do hneda, aby

to dramaticky ]m'ht'h dostal atmoesférn zaslich ¢ias — skutoéného pribehu.
Uréite prilis nemysli na uspavanky a rogpravky na dobri noe, ale je 2
tak trochu Mitost s detmi, ktore budi tito obrazkovit kniho eital. Ak vidime spor
medzA antorom a ilustritorom = a toto je de? novy wend v Dansku = e umelci sa
vidy nepodriadigg, ked zaénnd na projekte robit, Nickedy dokonea povedia NIE
Akinzku odmic ak sa im text nepact, To je novinka, (A dalsi novy trend,
ktory by som mimochodom mal spomenit je, ze detske knihy ilustrovane velmi
sofisticky a umelecky si kupuji dospeli. Sa o ozajsiné zbierkove kusv.)

Ten sty ilustriator = Ra j vlastiy pribeh domu
s klnéom a vsetkymi tymi vecami, ktore spolu stvisia. Na tor ku
vidite niektoré pryky, kioré treba sledovat. Vodu v dzbane, krava (odzadu) atento
avlastny dom, Uvidite dvere do domu Lesného muza®, sSimnete si, Ze mu je
lazko, Ze musi byt vonitd, Interiér domu mozete vidiel cez kKlucovi dierku a dalej
sa uz nedostaneme. Pribeh potom pokracuje o klaéi a stuzke, na ktorej je za-
veseny a podiari, uz spomente] krave, ktoni zabije mésiar

nus Bregnhei = si tnifol na

to tivodnom ol

A to je vietko! Mozno to nie je postmoderna, momo (o nie je vobee moderna,
ale pre deti je to velmi avladmy pribeh.

Ten dalsi umelec, o ktorom budem hove
(jeho pricevisko znamend v da i

it sa tiez vold Rasmus, ale Rasmus Juul

noce). Rasmus Juul sa ez nechal in-



spiroval nezmyslami bisnika Pewra Mouritzena. Moino nie je taky whorny
rozpravkar pre det, ale imd schopnast indpivovar ilustsitoroy, aby sa mu priblizli -
A 1o je dar

Nazov tejto knizky sa temer nedid prelozit — JTretten tykke tondemand”, fo
snameni Trindst muzov tudnyeh

o sued. Obsah sa nedd sumarizovat. Je 1o aj au-
toroy autobiograficky pribeh vo versoch. Stane sa obefou vlasmého suda, Opit w
miime poeticky text nezmyslu, ktory diva ilustritorovi skveli moznost vystartovar,
Rasmus Juul, ktory Zial na whoroénom BlBe nevwstavuje, je ticz velmi mladym
umelcom, ktory s radoston pracuje s lubovolnou technikouw. Jeho jazvk nie je sur-
realisticky, je divoky, M rad dobri bitku, Chyti sa vietkeho, o je pekné a jemnd
a nakoniec sa venuje malomestiacke] morilke tohto pribehn, ked sa basnik za-
milije a pri zavereényeh riadkoch sa vietei dobre zasmeji. Je to asi takio:  Nevadi,
ak sa vasim versom vietcl smeji, pokial pidete pekne o svojej Fene = bude 2 1oho
Stastnad™, Samozrejme!
T jee ten et ilustra-
tor! Je to Jorgen Stamp.
Jeho jasyk je ten naj-
divokejsi,  prekmduje
mnohé hranice — a je
to pre el nagmensich
citatelfov, Knizka, do
ktorej mozete zahryie
nit a hodit ju po
starde] sestre! Vootejlo
knihe je iba jedno
slovo: JHAF® (VOV),
to, o robia psi na
celom svete ked Steka
i GHal* a JHuf”, Tento umelee je élenom who isiého klubu, ko s
novat novit tlohu umelea, ktory ilustruje pre deti. On o dvaja Rasmusovia,

ktorveh som spominal si moderni a divoki a nezaobed s aspekimi sociilneho
sprivania na pedagogicke] bize. Proste sa bavia. Bojuji prot starym formam
a hodnotam zbranami moderny.

Atk s budete myslief, ze v Dianska sme vietcd divosi a choviine sa ako
Vikingovia. Ale nie je to tak. Ale ako to uz divno spievali The Beatles:  Aby si to
pochopil, musis 1o skusit® (You have to get of it to get into it). A tak 1 je Tine
Modeweg-Hansenovi, ktord tiez hyvala 2 tieh najdivokejsich. Ked bola mali, vvsta-
hovala sa do Kanady a okrem Stidia na Skole dizajon v Koldingu, ko spomi-
naka Kirsten, zila cely éas v zahraniéi. Teraz sa pozera spame na svoju rodna kra-
jinu o vidi juovo svetle vecného leta so zelenymi a Zlgmi poliami a spievajiucimi
viacikmi, Je samozrejme taki, je, ale ona k tomu ako weerd pridiva svoje deiske

sny a tizhy, Teraz velmi pripomina koncept dianskeho vidieckeho leta Ib Spang
Olsensa. Ide o knigka Kozliatko, kioré pocitalo do desat™ s textom znameho
norskeho rozpravkara Alfa Proyvsena. Byvala buirlivii. A edte stile je. Ale naucila sa
bt burlivii aj v srdei. Alebo ako hovort Willie Nelson: Predsa len ma stale dojima®.
muzov. Maji k womu doved. Je o bitka, ktori
treba wwhojoval. Ale viade modete vidiel meniace sa éasy a pri rozprivani pribe-

Zhmiem to: moderna sa wk
hov pre det sa rodi novy jazyvk.
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danskych spisovateloch pisucich pre miadych ludi. Druha kniha Your Neighbour
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deni nasilia, Tuto knihu napisal potom, ako pre noviny Aktuelt opisoval éinnost
Komisie pravdy v Juhoafrickej republike.




Steffen Larsen

Are male artists carrying
the true picturs of modernism?

Before turning to my subject | would like to mention again the fllustrator
Helle Vibeke Jensen who truly bears all the marks of Postmodernism—
whatever they may be.

Just look at her squiggle! It is a picture from a wordles
book on the history of the kingdom of Denmark, An en-
gravement on a piece of amber which dates perhaps 1200
vears back forms the whole picture. You could argue
wether this is a ship or perhaps a swan the artist hersell
thinks it is a ship (and | personally think it is a swan)
but wi il picture o tell falmost)
the whole story of the Vikings. She revolves it she
changes the sieze and forms it into a string of pictures
thus ereating a picture! An image of consistency in histo-
v, This wordles book with only illustrations o well the his- -
tory of Denmark and there will be no more than twenty 25 iy I
of them is a great experiment into what can be learnt w0 ]

ever she uses this s

from pictures, from colours <
the past. These pictures will surely be exposede here next time in Braislava, And

(32)

nd from the way they are mingled into a leeling of

I must mention the concept of this work, and that is only to use contemporary ik
lustrations to illustrate the different periods. When the artist enters modern times
she intents in one picture only to use the neon light as symbal of modernism and
enlightment.

You could argue that the real Postmodernism is with the boys wether they be
of old or very voung age. [ see this trend in my country where the art of illustrat-
ing for chiltren has for a long time been with the women. Not that we do not
have many good male artists but the main body of illustrators 2
maothers, they are pedagogues in our i schoolteachers and so on. In
Denmark for a while we have had this discussion that the female values are influ-
encing children for more than is good. The values of silent play, reconciliation

P WOomen, theva

and conversation are perhaps more dominant than is good for children. Many of
them like a good lght! Therefore itis with pleasure [ present three rather young
ts that have had the courage to break with the dominancy of this motherly
They also dare 1o produce picturs where one can

r
line of illusuating for childre

ask the eternal question: Is that really for children?

The first one is Rasmus Bregnhei. He illusmates Peter Mouritzens “The Mad Al-
fabeth” which is in verses. The story is rmather up to date as it is about how casy
people are manipulated 1o go to war for a reason that is not very clear and con-
i 10 illus-
trate, Rasmus Bregnhoi goes along with the author almost all the way but in the last

sistent. It is a sad story which demands a good stomach and good nerve:

picture, where everybody are mad [rom hate towards the neighbouring town, the

and oldfashioned, medieval scenery, diurk and brown

artist keeps calm and use

coloured 1o give this dramatic story an air of days gone by of real history. He is
definitly not thinking much of nursery rhy
ous he feels some sort of pity with the children that upposed 1o
ture book. Thus v he author and his illusty

is also a new tend in my country that the artists not always takes ol their

el bedside stories but it is abvi-

me

I this pic-
w and this
hats

Al ill‘gllllll'll[ Betwee

and how when they are engaged into a project.

Sometimes they even say NO to a job il they do not like the text. This is new.
(And another new trend that 1 by the way should mention is that often with the
merely sofisticated and artistic illustrated children’s books they are bought by
grown ups. They are real collectors items.)

The same illustrator Rasmus Bregmhei has ventured into his own story
ol a house and a key and all the things that mingles with it On the opening
ad COW

picture vou see some of the elemints that are to follow. The water in the
(From behind) and this strange house. And you can see the door to the house

of “The Woodman™, vou will notice that he is having a hard time staying in
n see the inside of his house through the kev-hole and that

is the closest we will get. The story then deals with the key and the ribbon

his house, You ¢




that goes with it, and there is a fire and the beforementioned cow that is Killed
by the butcher.

And that s all! Tt may not be postmodern, it may not be modern at all but it is
a very strange story to tell for linde children,

I'he other male artist T shall mention is also called Rasmus bur Rasmus Juul
{which means christmas in Danish), Rasmus Juul oo is inspired by the nonsens
of the poet Peter Mouritzen, He may not be a very great stovyteller (for children)
but he has this ability to inspire the illusiratores that comes close to him and that
15 3 gl oo,

The titde of this book is almost untranslateable “Tremen tykke tondemeend”
that means: Thirteen Men Thick as a Bar
of the contents, It is also a selfbiografical history in verses by the author himself.

rel. Itis not possible to give a summary

He is falling a victim of his own barrel oo, Again we have 1o deal with a poetic
text of nonsens that gives the illustrator every |1n-'\-.'!h':|i]\ for a great kickstart, Rasmus
Juul who is unfortunately not represented here at BIB is also a very young artist
who with great lust deals with every technigque. His language is not surrealistic
it is wild. He likes the good lght. He makes a challenge to everything that is nice
and fine, and at last he deals with the petit borgouise morale of this story where
the poet falls inlove and he makes everybody have a good laugh of the final lines

It does not matter if vour poetry

nakes everybody
" Sure!

that goes something like th:
langh s long as vou write nicely about your woman that will make her happy

Here is the thivd male
lustrator! The artst
is Jorgen Stamp. His
language is the wildest,
it breaks many bound-
ries and it is for the
ecarliest bookreader,
A book vou can bite and
throw alter your greater
sister! There is only
one word in this hook:
VOV which is  what
dows around the world

member of the same elub thi

sav when they bark, “Vov" and “vul™. This artist i
tries to define a new role of the artist illustrating for children. He and the two
times Rasmus that 1 have mentioned are modern and wild and not dealing with
aspects of social behavior on a pedagogical background. They are just having fun.
They are fighting the old forms and values with weapons of modemism.

So vou think we are all wild and behaving like vikings in Denmark. No, we are

not, But as The Beatles put it a long time ago: “You have to get of it to get into

e

it". So here is Tine Modeweg-Hansen who used 1o be one of the wildest, She
moved o Canada when she was a child and except for her study at the Design-
school in Kolding, she has lived all her life abroad. Now she looks back at her
country of birth and she sees itin the light of eternal stmmer with green and yellow
fields and birds that are singing, It is like that, of course it is. but she adds all her
childish dreams and longings as (o how it looks, She is now very much like b
Spang Olsens concept of a Danish rural summer, The book is “The Kid Goat that

Counted 1o Ten™ with text of the wellknown Norwegian storyieller Al Prowsen,
She used to be wild. She snll is. But she has learnt 1o be wild at heart also. Or as
Willie Nelson puts itz “Still is still moving to me”.

So to stm up: modernism stays with the men. They have a cause. They have
a battle o fight. But evervwhere vou can see the changing times and a new lan-
guage in telling storis for children that is being borm.
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For more than thirty years he have been a critic of children’s literature in
Danish newspapers. He have also written numerous articles to professionel
magazines. He is lecturing on the Danish Pedagogical University and have
held many lectures around, currently is writing for Politiken, which is the
leading Danish newspaper. He have written two books and articles to many
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Vanessa Joosenova

Multikultirne rozpravky a ich ilustracie
Dve sucasné adaptacie Popolusky

Posledné tri zfozky (rozpravky, ilustracie a multikultirny charakter) ma prinutili
rozmyslat o ich samotnej podstate a moZnom vysledku, ktory vznikne, ked na
seba vzajomne pdsobia. Na prikladoch, ktoré vam ukaZem uvidite, ze vysledok
Jje casto postmoderny. Zapadni autori pouzivall pri otdzke vetahu medzi rozprav-
kami a multikulturalizmom minimalne dva pristupy — na jednej strane zbierali

a spristupniovali ludove rozpraviky inych kultur (napr. Virginia Hamiltonova), na
druhej strane sa zaoberali prepisom tradi¢nych zdpadnych rozpravok s pridanim
multikultirneho charakteru, v com ich Casto podporili & ilustratori. Rada by
som vam aspon strucne predstavila dve rézne flustrované verzie Popolusky,
pricom kazdd z nich riesi otazku multikulturality odiSnym spdsobom.

Popoluska ako multikultirna rozpravka

Mademe povedar, ze rozprivky su multikuliime ako Ener, osobitne ak ivaiujeme
v §irsom kontexte, ako s napriklad ludove rozprivky. Ludové rozpravky nachadzame
na celom svete a andma klasifikiacia, kioni wpracovali Antil Aarne a Stith Thompson
( T\'p\' Ludoyich wozpravek, 1964) ukdsala, ze urdite veory ludevich rozprivok je moiné
v rozpravkach z mnohych romyeh kulnie Popoluska je typickym prikladom typu
pribehu, kiorého rézne obmeny mozeme najst v mnohyveh kiajindeh, od Ciny po Afriku
a od Europy po Austrilin (Zipes 2000 @ 97).V diskusiich o multikuliarmyeh Tudovich

By

rogpravkach je neustile napitie meda ich uln\t‘lmlmmi aspektami na jednej strane
(skutoénost, #e podobné Tudove rogpravky modno ndjst alebo hodnotit v roznveh
kultiirach) a ich kultimou Specifikou na drhej strane = verzie Gasto obsahuji
kultirmospecifické awky a ideologiu.

Moderne verzie
Hlavnym predmetom majho skiimania s modené adapticie a prerozpravania
a dve z nich, Mim

rogpravok bratoy Grimmoveoy, Rada by som upriamila pozornost
sobom obmedzujin mul-

“hoverzdl wragnym s

dojem, ze mnohé z wehio mode ]
kultirny aspekt rozpravky, teda ak multikultiralizmus chipeme ako moiny dialog
medz Tudimi s rdenym etnickym pozadim, Newrdim, Zze rozprivky napisané Perraultom
a bratmi Grimmoveami neobsahu Ine kuluwirme implikicie a predsudky — je
napriklad dobre aname, Ze bratia (irimmn\-t‘i upravili rozprivky podla ich viastnych
morilnyeh a kuluirmych Stanidar yskinm Ruth Bottigheimerovej a Marie
I(It.llmq) V samotnvech 1:1.!|11.|\L‘u h viak nie je nijaka amienka o Case a mieste, kde

pn'bc h u:{: Iil[d\‘l, 2 Ay 01\mvn(m oz hl\l im I 7 ll:'u\,mh wich L'|~i| swechin It :1'|\'!'||

yim mnnnim ]xL\I'itJQl{‘ Spe LI|1kllJli i kulidrw, do kiorej je pn'h: h
adom je Snehulienka v New Yorku od Fiony Frenchove) (1986).
A miesto, Lllc sa pribeh odohrava, a cie citatelovi jasne

Al s viewalnymi a textonyimi edkazmi na éra dzes

Ii:'k(
wsadeny. Dobryim pri

)

1 odohriava v dvadsiatyeh rokoch

a, 7o pribe!
20, storocia. Kultime prostredie v tejto rozpravke sa rad
preto chipat ako multikulirmy y tom zmy intertemporalny), pribeh je Specificky
vsadeny na Zipad a podstatne redukuje verzie bratov Grimmoveov,

cilne zmenilo (a pribeh moino

Cendrillon Roberta San Souei o Briana Pinkneva
V kontexte st

weh adapticii a ilustro-
vamveh rozprivok je dolesite pommamenat, 7e
miektord auton a ilustraton dmvselne volia multi-
kultamy pristup. Cenevillon od Roberta D, 5
Souciho (text) a Briana Pinkneya (ilustracie) je
prerozpravanim Popolusky z roku 1998, ktore
neredukuje otvorenost rozprivky vo vetahu
Kk miestu a casu, ale ktoré sa hra s mulikuloura-
litou. Tito americka ohriazkovi kniha pomika
miladvm éitatelom urdéini protiviho k tradicnym
lustrovanyim verziam roeprivky, kde je Popoludka
whreslovan
v Cendrillone je hlavnou postavou miladé karibské

ko krisna, biela blondinka -




chievca, ktore vwrasti na Antilskyich ostrovoch alebo pri Kanbskom mon. Toto je Gasty pripacd

pri prevozpravanych rozpravkach = odlisny pohlad rozprivaca, nove prostredie alebo
alternativiy koniee modu stary anamy pribeh predstaat v novom svetle, Tento novy kon-
text je podporeny ilustriciami Briana Pinkneyho, ktory nakreslil Popolusku dost
odlisne od wadiéncho obrazu bielej svetlovlase] krisky, kiori vildSina deti pozni 2 dis-
nevovského vwdania rozpravky alebo vydani, ktoré mozno kipit v obchodnom dome.
Cendrillon sa

Moino sa vam bude zdat, Ze pribeh
ale urcite ste nepoculi pravdivy pribeh, Ja som tam bola.
pravdivy pribeh. Tu a teraz,

Tento postmoderny ivod pripravi Gitatela na to, aby prijal now pohlad
na pribeh o Popoluske. Cendvitlon je rozp w 2 pohladu pracky, mladej dievéiny.
V doslove ku knihe Robert D, San Souci vysvetluje, Ze 1o balo v silade € krealskou
nstnow tradiciou a e priacka sa javila ako prirodzeny rozprivac pribehu. Pribeh je

vk

acina nasledovne:

ktory viim idem porozprivat, uz poznate —
[akZe ja vam poviem

spojenim grimmovskej rozpriavky s prvkami karibske) kultiry (n: edla),
v Cendrillone je z2mesou angl v a [raneiizskej kreoléing. To vwsvetluje aj
knihy — je to franciizske meno Popolusky a giroven aj bezné meno hlavnej hedinky
iy

j kreolske) obla

Samozrejme %
i k tradiéne] verzii —ich porovnanie maée vwolal otizky o predpokladoch zipadnej
. Faroven sa tito knil

tate obrizkovi kniha je jimavejsia, ak ma ciatel pristup

rapbera ideou

Kultiry a o sposoboch ich via

1 ako rogprivacka \\\in\m h:l\m] e ona povie

spravedy®s p ielovi praveivy
pribeh. Je pritom jasné, ze 1o nie je pravi ver rozprivky o Popoluske, a v knihe
nie je jediné pravdivé zobrazenie hlan - Takdmto humornyin

pristupom k tejio otizke je Cendrilfon oslavou réznyveh hlasov, pohladoy a kaluar

| prosire

Popoluska fane Rayouvef —— -

\n verzi P lfmfrnk\ od Jane Ravovej si ilus- | K-
tri multikulturality 3
:Iu]t')itr\'] K ilustracie Briana Pinkney
shazili hlavne na 1o, aby podporili karibske
prvky, ktoré uz holi g
nom pribehu, v diele Jane Rayoy
ilustricie, kore a;nmnulkm.i[u multikul-
Tu myslim na jey zbierku

ommné v vk i samot-
10 hilavme

LAy AwWanan.
rozpravok z roku 2000, kiora bola uverejnena
vor Velkej Bricinii a pre ktoni napisala text
Berlie Dohertyovit, Jej text sa pomerne presoe
pridiza textin od bratov Grinimoveoy, pretoze
Dohertvovi pise vo svojom predslove, #e
JKizlo rozpravok je prave také, aké ma byt*

{36;

dstuji vzory, ktoré sa vsetkvmi rozpravkami vini ako nit, pretoze to vidy boli te
. Dohertveovi na rlrulmi SLrane uznavi, 2 novy 1'{;4;1:'\\';”‘ MOZe Wivortt

8 o
spar

e vzory”
nowy pribeh:
nejaki barbu, tam nejaky
prediym nebola®. V pripade tejto zbierky rozpravok si 1o hlavne ilustricie Jane Ray-
ovef, klore pribehom pridivajd now pohlad. Ravovd pridala farbu pribehom
i doslov oznym emickym povodom. Popolusks
beloska, svetlovliska, ale jej prine ma inu farbu plet. V Rayovej obrizkoch sa
wiyin inanzelstvorm konéia i Snehulienka a Viik ohnivik, Vomnolweh ingclh ilus-
I sa Rayovi whyba Fwbe a etnicky povod ponechiva na predstavivost el —
v ychto obrazoch nacrtla iba siluety. Postawy a iné dekoratime priky, ktoré pntl.l]a.
pripominaji orientaln jormmi atmesférn. To je
velmi odlisné od flusiricii, e ponitkané pr fiani
rozpravok, T isti odlisnost mozno vidiet i v jej ilustriaciich k Aladinovi. kde Rayovi
opustila arabske prostredie, ktoré zipadni ilustratori ywuzivaji pri tejio rozprivke
a vsadila pribeh do Ciny. Pritom Cina je v skutocnosti mieston, kde sa odohriva
pévond verzia roepriavky (Zipes, 20000, Tu vidier, 2e Jane Rayovi robi viae ako keby

vidlom rozpravani pribehu K nemu rozprivad prida kisok seba —

Irahokam, vedyehnutie, skrviv dsmey alebo piesen, ko tun

je sice

:— jednotlivé postavy sa Tudi:

ktaré st briskyim defom ol

k zapachivm rozprivkam iba pridala arabske ilustricie, ona sa viak odklina od Sy,
krory sa tradicne pre jednotlive rozpriavky pouzivi.
Myslim si, #e ilusiracie Jane Rayovej si multikuliirnym obohatenim na viacerych

rivmych ur b — spisebom, akym \W}\::ﬁlllju ||w|)1.|\ kn\( |u
medzi Tudmi, sposobom, akym spa
inej kuluiry a oviginalnvim sposobom, kiorvim xl\.umqu Krisun l (i je waizitok ||.1|h]|:~1
(i porovtiani s tradicovimi vergiami rexiog, ked ma miady x

polifadoy ma rozprivky, ktoré seile tvoria taka doledin sacast sucasne] detske iteraniry,

el moznost ziskar vi

Vanessa Joosenova (Belgicko)

Studovala nemeckii a anglickt literatiru na Univerzite v Antverpach,
v Studiu detskej literatury pokracovala na University of Surrey Roehampton
v Londyne. Pracuje ako kriticka detskej literatry a je ¢lenom poroty, ktora
kazdy rok udeluje cenu za najlepsiu holandsku knihu pre deti (Zlata sova).
Je tiez ¢lenkou rady IBBY pre Flamsko. V' oblasti vyskumu sa zaujima o pre-
rozpravane rozpravky, kritiku detskej literatury a preklady.



Vanessa Joosen

Multicultural Fairy Tales

and Their lllustrations

Two Contemporary Adaptations
of Cinderella

The last three elements (fairy tales, illustrations, and multiculturalism) set me
thinking about the essence of all three and about the possible mixture that
comes about when they interact, In the examples | will introduce to you today,
you will see that the result is often postrmaodern. Western authors have used

at least two approaches to deal with fairy tales with regard to multiculturalism,
On the one hand, they have collected and made available folktales from other
cultures (e.g. Virginia Hamilton). On the other hand, they have rewritten the traditional
Western tales with a multicultural touch, and were often supported by illustrators
in doing this, Since time is fimited today, | would like to present to you twa different
illustrated rewritings of Cinderella, that both deal with multicultural issues

in a different way.

Cinderella as a multicultural tale

Fairy tales can be said 1o be multicultural as a genre, especially if the coneept is con-
siclered in its broad sense, as folktales. Folkiales are found all over the world, aned the
famous classification scheme by Anii Aame and Stth Thompson ( The Types of the Foll-
tale, 1964) showed that there are certain folktale patterns that can be found in tales

—*

From many different cultures. Cinderellais a typical example of astory type whose viriants
can be found in various countries, from China w Africa, and from Europe to Austalia
(Zipes 20000 97). In the discussion of multiculural folkiales, there is a constant tension
Between their universal aspects on the one hand (the fact that similar folktales can be
found or appreciated in different cultures), and their cultural specificity on the other
hand the versions are often invested with culturespecific customs and ideology,

Modern retellings

My main research interest is the modern adaptations and retellings of the Perrault
and Grimm tales, and 1 would like o im0 these now. Many modern retellings,
I feel, restrict the multicultural openess ol the fairy tale, that is if we understand mult-
culn n asa possible dialogue between people of different ethnic backgrounds.
1 will not claim that the tales that Perrault and the Grimm brothers wrote are free of
cultural implications and prejudices: it s, for instance, well known that the Grimm
brothers edited the tales according to their own moral and cultural standards (see re-
search by Ruth Bottigheimer and Maria Tatar). But in the tales themselves there is no
mention of the tme and place where the story akes place, and this openess may be
part of the reason why the Grimm tales were so successful in many countries, for instance
in Asia. The contemporary retellings, however, often situate the tales at a very specific
moment and location and in this way they also specify the culiure more clearly in
which the story is set. A good example here is Snore White in New York by Fiona French
(1986). The title already specifies the location where the story is set. and its
illustrations give the reader a clear indication of the period: French's siyle suggests
that the events take place in the 1920s, with visual and textual references 1o the jazz
age, and the styles in fashion of this era. Even though the cultural setting is changed
radically in this book (and the story can thus be understood as multicultural in the
ntertemporal), the story is specilically set in the West and reduees the
openess o the Grimms” version substatially, .

sense that

Robert San Souct and Brian Pinkney's
Cendrillon

In this context of contemporary retellings
and illustrated fairy tales, it s important to
note that some authors and illustrators con-

sciously embrace a mult-ethnical approach in
their retellings. Cendrillon by Robert 1. San
Souci (text) and Brian Pinkney (i) is o Cinderila
retelling from 1998 that does reduce a fairy
tale's openness with regard 1o time and place,




but that plays very consciously with multiculturality, In this way, this American picture
hooks offers the young r
of the tale, where Cinderella is tadinonally pictured as a beautiful, white blonde: in
Cendrillon, the protagonist is a young Carribean girl who grows up on an island in
the Mer des Antilles or the Carribean Sea. This is often the
a different narrative point of view, a new setting or an aliern:
A new light on a familiar story. This new context is supported by Brian Pinkney's il-
lustrations, which portray Cinderella quite differently from the stereotypical heaury
that most children know from Disney or supermarket editions of the tale. Cen-
drillon’s story opens as [ollows:

You may think that yvou know this story I am going to tell vou but you have not
heard it for true. T was there, So 1 will tell you the tath of it Here, Now.

This postmodern opening prepares the reader 1o get i new perspective on the tale
of Cinderella, Cendrillon is told from the perspective of the voung girl’s blanchisseuse
orwasherwoman, In an afterword 1o the book, Robert D, San Souci explains that this

clers a counterpoint o the traditional illusirated versions

in fairvtale retellings:
ive ending can shed

was in line with the Creole oral vadition and thar she seemed a nanral story eller
Just as the story blends elements from the Grimm tale with Carribean cultural elements
(eg food, clothes, landscape), the language in Cendrillon is a mixture of English and
it is the French mame of Cinderella, which

French Creole. This also explains the

1 atlso her usual name in Carribean Creole.
OF course this picture book becomes most interesting when readers have aceess to
the traditional version as well: when the two versions interact, this dialogue may evoke

ions about Western cultural assumptions, and about how these
secl. At the same this book questions the idea of ‘tath’; the wi
explicitly that she will tell ‘the truth’, But of course there is no true version of the tale
of Cinderella, and there is not one true representation of protagonist and setting,

'L‘\'Hlll'l'l[}l]lill'l.\' are

herwoman says

In humourously addressing this issue, Cendrillon celebrates o diversity of voices,
perspectives and cultures.

Jane Ray's Cinderella

In Jane Ray's version of Cinderella, the illu-
strtions are even more vital o add an ele-
ment of multicultualism o the Giry tales,
Whereas Brian Pinkneyv’s illustrations mainly
served 1o support the Carribean clements
that were already present in Tanguage and
story, in Jane Rav's work it is mainly the illus-
trations that carry the multicultural meaning.
I refer here to her fairytale collection from
the: vear 2000, which was published in the UK
and for which Berlie Doherty wrote the wext,
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This story sticks quite close 1o the Grimum text, because Doherty writes in her forword
hat run through
en known to be the right patterns’. Doherty's as-
with the narmator in San
ns' truth. However, Do-

that ‘the magic of fairy stories is
them all, because they have alway
sumption about ‘rightiess” or ‘truth” contrasts quite cles
\ the
tknowledge that a new teller can evoke a new tale: ‘every tme the stores

rght” and “there are patterns

Souci's herwoman who radically denies the (€

herty do
are tole, the tellers add a littde bit of themselves a colour here, a jewel there, a sigh
laugh or a song that wasn't there before.' In the ol this fairytale col-
lection it are mainly Jane Ray's illustrations that add a new perspective, and she even
literally adds colour to the characters by turning them into people of different ethnic

or' il s

origing. Cinderella is a white blonde, but her prince is a man of colowr, In Fact, also
Snow White and The Fire Bird end with mixed marriages in Ray’s pictures. In many
other illustrations, Jane Ray avoids colour, leaving ethnie origin open to the read-

er’s imagination: in these pictures, she draws only the outlines, The rames and other

decorative elements that she adds are remeniscent of oriental and arabic art, and give
the story a mysterious atmosphere, very different from the illustrations that British
The same deviation from

children are usually provided with when they read the
tradition happens in her ilustrations of Aladdin, where Jane Ray steps away from the
A
which is in fact where the story takes place in the original version (Zipes 2000). This
shows that Jane Ray does more than just adding Arabic illustsatons 1o Western tales,

ic setting that most Western illustrators use with the tale, to set the story in China,

bur that she devi

Jane Ray's illuste s are a muliculural envichment o the ales on several dil:
lerent levels: in the way they depict fairvtale characters and the relatonships between
people, in the way they combine texis from one culture with illustrative sivles from

fronm the style that is vaditdonally used for each mle.

1, this

another one, and in the original way in which they represent beauty. Once ag
experience works most fruitfully ina dialogue with the raditional versions of the ext,
50 that voung readers get a multiple perspective on the fairy tales that still form such
an important part of children's literamre 1oday.

Vanessa Joosen (Belgium)

Studied German and English Literature at the University of Antwerp and
Children's Literature at the University of Roehampton in London. She worked
as a book reviewer of children's literature and was the member of jury that
awards an annual prize to a children’s book in Dutch (the Golden Owl). She
is also on the board of IBBY Flanders. Her research interests are fairytale
retellings, criticism on children’s literature and translation.



Horst Kiilnemann

Skibenie a prepojenie obrazkovych knih
v medialnom spojeni

Pojem postmoderna mozno porovnat so spongiou: z jednej strany vstrebdva
prvky minulosti a z druhe| strany pri primeranom taku vydava zo seba nove
prvky, orientované na budicnost, To, co sa v jednatlivich krajindch odohravalo
v mimoriadne vieobecne viditelnom priestore postmadernistickef architektdry
ako af v spriaznenej volnej malbe, je moZné najst v malom ramci modernych
obrazkavych knihach od sucasnych ilustrdtorov. Nacrtnem len niekolko
pozorovani, ktoré som ziskal z nemeckych skusenosti:

iy termin

Teoretik nmenia Bazon Brock H1IIIIII[I|I’F\.I| wd pred desatrociami v
sprepojenie umeni®. Myslel tym v ost kedysi od seba prisne odde-
lenveh oblasti umenia s architeknirou, sochi stvorn. Viedy objavu-
Staldcie, action paintingu a spojenia grafiky

l)ll]l'lll 5

VoI a ma.

jice sa moino:
s filmomn, videa s priestorovymi inscendaciami zrusili existujice hranice, zmiesali
kowej knihe poslednych
rokov a desatroci podla mojej mienky nachidzame spojenie mnohych umelec-

etiky, svetelne)

vietko o, €0 sa kedysi od seba prisne oddelovalo, V obrd

kveh druhoy, kde sa uz nechiape a nepouziva detski obrizkova kniha ako médium
v tizkom ponati, ale ako prostriedok na hranie, zibavu, ziskani
prepojenie s ostatnymi druhmi umenia. Obrazkove knihy s
sabranicnyeh spoloénosti, nesriedka globédlne ciclencho  marketingu®, pack-

ucaston

_il‘i('t‘i

etchingu® a smerchandisingu”, Toto ma svoje whaody pri medzinarodnom plino-

vani a wrobe, nezriedka pri disinibicii vo velkom. Ked velmi vedome zdiraz
Jem wu nas®, tak oim myslim agresivny a eSte stile silne komercny, pokojne
povedane, zastaraly Kapitalisticky™ trh. Prave v womio odvevi sa intenzivioe
stretivame s tym, 7e detské obrazkove kniby sa stivajn rhovymi produkumi, ktoré
sam v éas predat, inad praskaji sklady vo Svikoch, narastaji wiavky
a zabranuji wwrobe novweh vwdani,

Uvedomujem si, 7¢
it skutocnost je na-
crinutd len vo velmi
kontirach,
ale * to pri-
spieva ovela viac ako
kedykalvek
losti k rozvijanin no-
vweh napadoy, ktoré
by spravili obriackove
knihy  zaujimavejsimi.
Moiu 1o byt wrobky
2 plydu, 2 wmelej hmoty
alebo velmi oblubené
detske spolocenske hry, Di sa to zrealizovat aj filmami, keatkymi a celovecernymi
televiznymi relaciami alebo zvakevimi nosicmi najroznejSicho charakter: i

hrubych

A5,

nu-

trh so avukovimi nosicmi dosiahol
mancnej krize, narastajice] nezamestnanosti, ¢o sposobilo zinik alebo zice-
nie muohyeh kniznveh vwdavarelstiev. Za posledné roky sa presadili popri domacich
videach k obriazkovwm kniham a Almovych vergiic i
CDromy, 4 to aj napriek ich relativie vysokej predajnej cene.

cene tendencie nie st vietky nove, ved uz v oridsiatveh rokoch 20,
ovalo prostrednictvom mediilnyveh koncernov Walt Disney - Corpo-
ration 4 Warner Brothers spojenie obriazkoveho sveta s filmoyymi postvami,
komiksom s obrizkovou knihou, k comu sa privadili rozmanité hibiky vytvorené
¢, dale sa v nich lahko orien-

posledné roky boom, a 1o napriek pretrviva-

PO 1A

alov. Pociatky boli este s

# najrognejiich m
tovat, no neskor sa tento trend rozristol a vznikli Disneyvlandy po celom tizemi
USA a dokonea aj v inych keajindch sveta,

wane, wsinievane, ale nikdy newmrivene infandlizovanic

nej spolodnosti bez toho, aby mohol niekto v suc
vivoja. Dasledky takéhoto Sivenia kultiiry mozeme opit vidietr v nagich s
kniz weh knihkupectvich, obchodnych domaoch a super-
marketoch, kiore sa stavajd velkymi bazarmi, rajmi s hrackami a najnoviimi

asnosti predvidat kor

weh veltrhoeh a v 24




konzument,

médiami. Su miestami, kde sa realizujn a uspokojuji zela
v spolocnost pinej nadbytku tovani, Tam ma ilustrovand kniha okrem ineho skutocne
stabilnn poziciu v ponuke!

Postmoderna, ako ju chapem ja, predvida uz pii
vlastmi budiicnost, chee dobyt a u
zkeho v Oldenburgu, na ktorej mam prilezitosine e
riadala pred nickolkymi rokmi popri sympoziu, aj vistava pod slubniim nazvom
o Obrzkenid kniha ako experiment. Impulz pre neoy wmelecky smer®, (Katalog: vyd, Jens
Thiele/Mareile Oetken, 1997). Prejavili sa tu snahy viacerymi sposobmi spochyb-
nit 1 obrizkovia knihu, nahradit jej konvendéné zameranie, kioré malo za
ciel yzn vmi realistickymi prostriedkami preniest sa do detského Zivola
a zazitkov, Pomocou novweh foriem a obsahov cheeli 2 il uz zauzivaneé lor
Len nickolko viedajsich impulzov bolo moine vwdavatelsky realizovat. Postmoderna
jazdila = pritom nuti ma to pouzil porovnanie 2 modernej hromadnej dopravy:
vidy so zatiahnutou rucénou brzdou! Tak, ako vanikali filmy a welevizne produkcic
z motivoy obriazkovych knih, viaceré televizne produkcie aspon poskytli materiil
¢ knihy, Price Jutty Baverove], Normana Junga

choviivani tradicie vidy svoju
i Ossiel-
a radost pracovat, uspo-

Fal 81 nové

a ndpady pre moderné ilusiro
alebo Philippa Waechtera « Nemecka si toho presvedcivim dokazom.

Ridl by som spo-
menul  nickolko
pozorihodnyveh -
HOSOV @ mien umel-
cov, ktore dokazujn
moju tezu o mediil-
Hom prepojeni a s
tocnyeh  interak-
uvnveh®  moZnos-
tach,  ktore  sa
v COraE Vilcse] miere
vyuzivali v minu-
Iveh rokoch:

Uz pred  pol
storocim zacal Holandan Dick Bruna so svojini silne redukovanymi, stvlizovanymi
figturkami v obrizkoweh knilich pre najmladiich  ciatelov® a doteraz vydal wie
10O rituloy. Medzitim sa 2 who stali tspesné tituly, ktoré prostrednictvom fi
Mercis v Amsterdame a ich celosvetovich pobodick v USA a na Dalekom
vichode pomikaju siroky viber obriazkovweh knih a merchandisingu®.

Nemecky gralik a ilustritor obrizkovych knih Janosch doteraz publikoval svoje
knihy pre deti a dospelych v priblizne 20 réznyeh nemecky hovoriacich vyda-
ho viae ake 200 razoyin titilom za posledné roky pribudla cela
Adivenovanyeh problematike Skoly, sportu € vwuzivanin

vatelstvich. K je

pil'_|'.l(i:l_]'.11|t|§i('hl:\'\'-‘['|1 st
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Jeho desar obrazkovyich

volného casu, V zibavnyeh parkoch v Babelsbergn pri Postupime /Berlin a v hra-
com parku pri Ravensburgu pri Bodamskom jazere sa prebudzaju do zivota jeho
najznamejsie charakterove postavicky™. V rele
tigrich kaciek) maji uz roky svoje pevné miesto.

Skutocne  perfeki-
nvm prikladom spoje-
nia obrizkove] knihy
a médii je tvorba v Ne-
mecku integrovaného
Svéda Sven Nordquista.

iznom Clube Tigerenten (Klub

knih o Starom Petter-
sonovi a Findusovi —
hovoriacom kocurovi
st objavilo v Skandi-
A ich kraji-
nach vo velkvch ni-
kladoch. Davtipné for:
malne spojenie vadiényeh viipnyeh obrigkovweh knih s prvkami komiksoy
loch alebo na

i @ v ostat

ich preduréuje na daldie spracovanie vo flme, eleviznveh
CD-romy. Prirodzene, daliie namety tohto autora mozeme ni

quist svoj talent dok;

e aj ako v
Vietky menovane tendencie zabrinia v nemecky hovoriacom priestore rozvijat
a podporovad mladé, neznime talenty, kioré podla mojej mienky pracoji moder-
nejsimi 4 provokatiynejsimi prostriedkami. To, Ze novacik Woll Erlbrech v voku
2003 ziskal za svoju dorerajiin wvorbu avlddmu cenu v rimei Nemeckej ceny litera-
tiry pre mliadez, je moiné hodnotit ako skutodny postmodernisticky™ signil.

Horst Kilnemann (Nemecko)

V rokoch 1967 a 1969 stal pri zrode Biendle ilustracii Bratislava. Studoval
pedagogiku, 32 rokov vyucuje a je docentom na Odbornej skole pre socialnu
pedagogiku a vzdelavanie v Hamburgu, Od roku 2000 je ¢estnym hono-
rarnym profesorom na Univerzite Carla von Ossietzkeho v Oldenburgu.
Predmetom jeho vedeckého zaujmu je estetika a vizualna komunikécia,
Je kritikom pre vyznamné nemecké denniky Die Zeit a Stiddeusche Zeitung.
Napisal knihy: Kunst fiir Kinder, Profile zeitgenossischer Bilderbuchmacher.
Spolupracovnik Dodererovho Lexikanu literatiry pre deti a mladez.




Horst Kiinemann

Connection and Link-up
of Picture Books in Media

The concept of Postmadernism could be compared with a sponge: on one hand
it absorbs elements of the past and on the other hand, in case there is adequate
pressure, it gives back new elements oriented to the future. What happened

in extraordinary generally visible environment of Postmodemn architecture and

in painting as well, could also be seen within the small frame of modern picture
book arts, | can draft only some observations derived from German experiences.

Biazon Brock, an art theoretician created an eloguent term of “link-up of the arts”
as of arts that used 1o be
and painting. Possihi-

decades ago. He thought about a transmittance ol ar

strictly separate in the past: areas of architecture, sculpuur
lities provided by kineties, light installaton, "action painting” and interconnection
of graphic art with film, of video and space staging arriving in those days negated
:clin the past.

the existing borders and mixed what scemed o be so strictly separa

I think that in relation (o picture book presented in recent vears and recent
decades we have to realise the mixture of media anderstanding picture hook for
children not as media lor itself but as an option of play, entertainment, material
information or introduction o a different areas of art, We understand picture
books more as a part of international, often globally targeted “marketing”, “pack-

erching” and “merchandising”. It has got its advantages in international planning

and production, what not seldom means the division, or the distriibution in big
style. When 1 eonsciously say “we”, | mean the aggressive and still very commer-
ay old-fashioned “capitahist” market. There is no other area to

observe so intensively that children pictiure books are market produets that have

cial, | would even

10 b sold within certain periods of tme, otherwise they are piled in stock houses,
the costs increase and they hinder to make new editions.

I admit that this is
expressed just rough-
ly, in contours only,
but it contributes also
positively, more than

in the past, o the de-
velopment  of  new
ideas  how children
books can learn 1o
run. It can happen in
plush and  plastic of
a  toyshop

through

“characters” that one

can remember easily, ! L
It could be done through film, with the help of both short and (ull-length films
o different andio media. There is boom especially on the market with audio
media, in spite of continuos financial crisis, increasing unemployment rates, merg-
ing and closing publishing houses down. In recent vears not only home video films
ol children books and their filin versions on CD-ROMs achieved high proportion
ol sales and this happened although their prices are relatively high,

I'his tendency is not a new one. In the 3(-ties of the last century media corpo-
I
and children books with Rgures from vairious materials. The beginnings were
maodest but later on it developed into “Disneyland's™ in the USA and on the other

ions Walt Disney and Warner Brothers combined picture world of film, comics

side of the ocean.

And then often quoted infantlisation of the Western society happened, but
even often girded at it has been a process nohody could stop or predict an end
of such a development. We can see the consequences of this kind of spreading
the cullure when visiting our book fairs today and book shops in Wester
s, paradise with toys and media, supermarkets,
These are places of aroused and satisfied wishes ol the consumer in a sociery

1 COu-

tries that seem to be more hig bazas

where there is still surplus production. The picture book has got, beside other

products, actually a stable position in their offer!

I'_ 4 1..]




“Postmodernism” as T understand it anticipates its own future while preserving
traditions, it wants o win and keep new areas. The Carl von Ossietzky University
in Oldenburg, where Lam honoured and happy 1o teach, organised an exhibition
called “An Experiment Called Children Book. Impradses for New Avtistie Definition ™ (The
catalogue was published by Jens Thiele/Mareile Octken, 1997) as an accompa-
nying event of a symposium some vears ago (The catalogue was published by Jens
Thiele/Mareile Octken, 1997). There were efforts to question the traditional pic-
ture book and to replace its conventional selfrestriction with a noble realistic en-
forcement of children life and experience through new forms and contents, Only
some ol impulses of those days could be published. To use a suitable comparison
with modern mass transportation Postnodernism has always been using hand
brake!

As lot of films and TV productions were based on children books, an the other
hand number of TV productions provided matenal and ideas to be used in modern
picture hooks, The works by Jutta Bauer, Norman Junge or Philipp Waechter from
Germany prove it in a convincing way.

I will briefly name
some aspects and
give some names
illustrating my the-
sis on media link-
up, of partially “in-
teractive” possibili-
ties used more and
more during  last

years:

A Duich  Dick
Bruna started to
use his very redu-
ced stylised figures
in picture books for very small children hall a century ago and till now he made
more than 100 books. Meanwhile there are branches in the USA and Far East that
offer the whole spectrum of picture books and merchandising with the help of
the company Mercis in Amsterdam.

A German graphic artist and illustrator of picture books Janosch has published
his books for children and adults in approximately 20 German speaking publish-
ing houses till now. More than 200 hooks have been recently supported with the
whole Janosch “Planet™ with merchandising products for school, sports and
leisure, His hest known “ct ters” can be found in entertainment parks in Ba-
belsberg at Postupimy’ Berlin and play park near Ravensburg at Bodam Lake.
ATV "Club-Tigerenten” (Club of tiger ducks) has been fully established for many years,

(42)

Sven Nordguist from
Sweden is perfectly in-
tegrated in the link-up
with media. Ten of his
picture books on “Old
Petterson and Findus”,
the speaking tom-cat.
have heen presented
in Scandinavian and
couniries,

also other
in Germany as well, in
large numbers, Well
done formal combina-

tion  of traditional
funny picture books with comics elements predetermined them to be used in a film,
TV serial, CD-Roms. His characters can be also found in stationar's shop, in calen-

dars, writing papers but also set in music. The Swedish artist shows a different Kind
of his talents as an illustrator of popular educational books.

All above mentioned tendencies hinder the development and support of young
spress themselves in more

unknown talents in German speaking territory who

maodern, formally less amenable and more provo > way. The fact that a new-
comer Woll Erlbrech was awarded a special prize within the "German Prize for

Literature for Youth” for his work can be seen as a positive “"Postmodern” signal.

Horst Kiinemann (Germany)

In 1967 and 1969 he witnessed the establishment of Biennial of lllustrations
Bratislava. He studied pedagogy, he has been teaching for 32 years and he
is an Associate Professor at School of Social Pedagogy and Education in
Hamburg. Since 2000 he is an Honorary Professor a University of Carl von
Ossietzki in Oldenburg. The subject of his research work is aesthetics and
visual communication. He writes reviews for important German dailies Die
Zeit and Sitddeusche Zeitung. He wrote books: Kunst fir Kinder, Profile
zeitgenossischer Bilderbuchmacher. As a co-worker contributed to Doderer's
Vocabulary of Literature for Children and Youth,
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Hens de Beeva:
Maly ladovy medved / Small sea bear
ihustricie 2 roku / illustrations from 15992

sfilmovana verzia 2 roku / set in film in 2002




Yumiko Bando-Saitova

Co Sinta: Zobrazovanie sveta
nonsensu a humoru

V polovici patdesiatych rokech 20, storocla pomaly utichal stav chaosu a zmdtku
po druhej svetovel vojne. Dalj sa zaobstarat take matendly ako papier a atrament,
ktoré boll potrebné na viddvanie a flustrovanie knih, takZe publikaciam pre deti
sa konecne mohlo zacat darit. Okrem diel japonskych autorov a ilustratorov sa
vydavalo a prekladalo mnoho vynikajucich obrazkovych kniziek zo Zapadu, pricom
ich pocet z roka na rok narastal. Pocas uplynulych styridsiatich rokov sa priemerne
vydalo 1 100 titulov rocne, z coho dvadlsatpdt percent tvoria preklady obrazkowvych
kniziek. Styridsat percent z publikacil pre deti tvoria obrazkove knizky.

Toto dwyridsatrotné obdobie, ktoré sa zacalo v sestdesiatveh rokoch, sa poklada aj
v obrizkovych kniziek” niclen v zmysle objemu, ale aj kvality, a zaroven
je odrazom novej ery vo vydavani knih pre deti.

Co Sinta, ilustrator obrazkoweh kniziek narodeny v roku 1927, je so svojou dlhou
a produktivniou kariérou jednym z poprednyeh predstavitelov wehto zlaich ias,
O konea Sestdesiatych rokov sa mnohym japonskym ilusttorom dostalo medzi-
narodného wenania, a to v podobe udelenia cien BIB a Hansa Christiana Ander-
sena. Meda odmenenymi boli Akaba Suekici, Kajivama Toshio, Maraki I & Toshi
a Anno Mitsumasa. Na rozdiel od nich nie je suéasnik Co Sinto v cudzine este
velmi snamy. Za poslednyeh pitnast rokoy si viak ziskal Siroky okruh priazniveov
v Japonsku, najma medzi detmi, ale aj medz dospelymi.

2 rlate ca
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Rada by som predstavila osobitné crty
typické pre tohto ilustratora na jeho pracach.

Co Sinta vwivoril viac ako pifsto obrdzkoveh kniziek, V kazdej knizke prezen-
tje svet so svojim jedineénym zmyslom pre humor a nonsens. Co Sinta, karika-
turista samouk, ktory od roku 1949 pracoval pre noviny, obdivoval a bol znacne
ovplyvneny pricou takych zahraniényeh karvikaturistoyv ako Saul Steinberg, André
v redakeii novin kreshil fiernobiele

Francois a James Thurber. V tom ¢
ks uizil v8ak po farebnveh, Vdaka kolegovi Hornuchi Seiichi, dizajnérovi
fakeii, sa dostal k svojej debutove] ilustracne) prici. knibe Hurval! Saran the
Monkey!, (Hura! Opicka ana), ktord wila v roku 1958, Toto dielo svehadzalo
uz ad roku 1956 v mesacnych sériach deskych obrizkoweh knib pod nievom
Childnm’s Companion (Detsky spaloénik), Pouzivanim vyraznych a origindlinych
farieh a ich zlacéenim vwivoril obrizky, ktoré sit wrazom jeho jedineéného karika-
ického sivlu. Nasledujic rok vysla, v ramci twoho sicho obrizkového seria
kniha The King and His - "
Fried fygg (Kral a jehao vol-

ské oko), ocenendi prestiz-

nou cenoun Bunshun Car-
toon A Autorom
textu bol spisovatel knih
pre deti Teramura Terno.

ard.

Obicve priace sa vwenadcuji
viraznon kresehnou teeh-
nikou. Jasne sa t prejavi-
je jeho schopnost karika-
turisticky vyuzit opticke
posobenie  diar a linii,
ktorvmi dokize  velmi
Sikovne  oZivit?
a dat  tak
jedinecne vwanenie.

Neskor zacal namiesto !
roviyeh Ciar a linil pracovat so zakrivenymi a nakoniee az s menej definovanymi
warmi, ¢o v podstate nmoznilo zrod jedinecného &ylu, kiory vwazival pii ilustii-
ciach diel od lmae Yoshitoma, basm Mado Michia, ocenenymi prvou cenou od
Hansa Christiana Andersena, a nakoniee aj v Platers and 1 (Platero a Ja) od Juana
Ramona Jiméneza. V' poloviei Sestdesiatyeh rokov mu wéla kniha Pika the .
(Signal Pika) s textom od Matsui Tadashiho. Tito kniha sa dlho predivala a este
stile je meda detmi velmi obliben:.

stranu,
ilustriiciam

w

V poroviani s povodnou verziou je draha prepracovana verzia The King and Hig
"

Fried Egg, ktora vwila v roka 1972, doplnena o novée ilusticie, a je vrazom

?___—

Kral a jeho varene vajicko, 197




wbohatej Skily farieh; ktord prevy$uje hranice zdravého rozumu dospelyeh®,
Dizajner Horiuchi to pozitivine zhodnotil ako dokonaly priklad vwuiina cervenej
Farby pri farebnej grafike”.

Vo svojej daliej nvorbe sa Co Sinta prejavil nielen ako autor ilustcii, ale aj ako autor
textov knih pre deti. Viejio polohe sa mu podarilo zngir texea obriazky do podaby rvi-
mickeho, nonsensoveho humoru, kiory deti oslovil. Kniha The Cats and Their Flying
Mashine (Macky aich lietajica madina) 2 rokn 1976, kiord sa povazuje za jedno z jeho
najlepdich diel, predstavuje novy rozmer wvoja kreativie] tvorby, Pri obritent kazdeho
listur sa objavuj tie isté slovi: [ The pla
meeow.” (Lietadlo letelo dalef, viumyvrummian, viumyrummian.) Co Sinta pomameni-
v, 2¢ et okamzi
zatial co dospeli sa vobee nechviji. Ten rozdiel je udivajaet.” Kurs
jeho diela analvauje takio: | Tito kniha je velkym hitom meda detmi. Mozu sa pokojne
pohrival s nesmyselnym nytmom slov a dat sa uniest do sveta nonsensensu, kde det
objavia, akeé je to fajn, ked modzu vwual viastna predstavivost.” Psycholog Kawai Hayao
tie poukizal na jedineény diuh avitku v obreizkove] knizke od auntor Co ‘ianm

Vinterview na otizku, ¢o cheel viastne nakreslit, Co Si
som mal jeden vel'ky sen, a ten bol nakreslic nieco ]mn.:dm velké, .'\Lt) he
horu alebo velrybu, Pri pisani sa usilujem wwmyslar take pribehy, v ktorveh sa tieto
ved objavujin” Prikladom toho sa diela My Seashore (Na mojom morskom pobrezi)
a Wihere You Can See the Horizon (Rde vidno horizont).

«Mam riad obrazy, na ktorveh vidiet daleko do dialky, horizont, oblohu,”
povedal. (Ked pracujem na ilustraciich, takmer nikdy si newvedomujem, éo
robim a aké farby pouzivam. Vvelidea to zo mna velmi prirodzene, ako ked tecie
rieka.” Myslim, ze prive tento pr I‘-lll] al pri zrode jeho sveta humort a nonsensi.

Kniha Little Cab- S8 OO TERERGE | o d N
bage (Kapusticka)
je daldim dobrym
prikladom.
Melodicka konver-
sacia medzi Kapus-
tickou a panom

flew O, ATOUITIVT OO COW, VEOOITIVIOON-

- lk::L“lJll pll takomio \I.lpnum TIONSENSE A P lp.itll im to sibayné,

tor jednn wstavu

Pighillom sa kom-
hinuje s ilustricia-

sky pohlad na vec,

Pocuf, Som taky
Wladny, e fedvea vli-
dzem hrdcat, “ zreval
pan Pighill,

Dak-til, Dak-til - Prvé piesen na svete,

Hued ta pem, Kapusta!™ a schmatol ju. Kapusticka wwkrikla: LAk ma zpes, fremenis sa
seim na kaprastu!™

Obraz pana Pighilla s nosom v tvare kapusty, ktory sa blizi k zliej oblohe, je pod-
netom pre Citatela, aby zstil, ¢o by sa stalo, keby aj iné druhy avierat zjiedli kapustu,
pricom na kazdej strane je zobrazend iné aviera,

The Rubber-Headed Boy (Chlapec s gumenon
hlavoun) je daliou obrizkovou knihou plnou
humoru a nonsenst,. Komentujiic Co Sintovo
dielo psycholog Rawai povedal: (Hlavny hedina,
chlapee s gumenou hlavou s menom Pontaro,
chodi po svete tak, ze nariza hlavou, ktord ho
cim sa vlastne odkryva nepocho-
stencie ako nieco velmi absurdne
Toto je ten svet humor” Miyauchi
Ako tak chlapec
ou cestuje po svete, ditatel

posuva dalej
pitelnost ¢
A SImiesie.
Chizuru, kura
s gumenon |

, wwsvetluje:

maze zazival ofami deti svet humoru,”

Cio Sintove obrizkove knizky savenacuji dvoma
odlisnymi értami, a to: pouziva ciary a linie,
Ktore si osvojil este pocas cinnosti K
a5yl kompozicie s wimene nanasany s
farbami ruzovou, oranzovou, zltou, zelenou,
CErVenom a I'l'lt)(ll't,)tl.

Co Sintova tvorba si z
kniinej literanuy pre det a mil
7 Japonska na cenu Hansa Ch na y ruLmll 1998 a "‘!NIH I’L-\m'
verime, Ze bude aj nadalej pokracoval vo vydavani daliich diel, kiore vply
amysel nonsensu a humorn u dietata, zatal ¢o on sam vyhlasuje, Ze na det
nedoristol”,

Yumiko Bando-Saitova (Japonsko)

Studovala na Waseda University v Tokiu anglicku literataru, v rokoch 1963
az 1980 pracovala ako redaktorka pre vydavatelstvo Fukuinkan Shoten
Publishers, ktoré sa venovalo vydavaniu detskych knih v Japonsku a v
zahranici. Odvtedy jej hlavnych zaujmom sa stala detska kniha a literatura,
Stala sa generalnym sekretarom japonskej sekcie IBBY, ako aj clenom
predstavenstva. Je taktiez organizatorkou mnohych vystav ilustraénej tvor-
by, a to pre domécu aj zahraniéni prezentaciu. Medzi najdélezitejsie vystavy
v jej koncepcii patria: Historia japonskej detskej knihy, Detska kniha v roku
1920, BIB Japan 2000 a BIB Japan 2002.

Platero a ja, 1965




Yumiko Bando-Saito

Cho Shinta: Depicting
a World of Nonsense and Humor

By the mid-1950s, the state of chaos and confusion following the end of World
War Il had subsided. It was now possible to obtain the materials, such as paper
and.ink, needed for publishing and the publication of books for children finally began
to flourish, In addition to works by Japanese authors and illustratars, many excel-
lent picture books from the West were translated and published, and the number
has increased annually ever since. An average of 1,100 titles have been published
annually during the past forty years, of which twenty-five percent are picture bock
transiations. Picture books account for forty percent of publications for children.

The fortyyear period that began in the 1960s is known as the “Golden Age of picoure
hooks" in Japan not only in terms of volume but also in terms of quality, reflecting
a new era in children’s book publishing.

Cho Shinta, a picture book illustrator born in 1927, has had a long and productive
carcer and his work is representative of this Golden Age. Since the late 1960s.
many Japanese illustrators have received international recognition as recipients
of the BIB awards and Hans Christian Andersen Awards, including Akaba Sue-
kichi, Kajivama Toshio, Maruki Iri & Toshi and Anno Mitsumasa. In contrast, Cho
Shinta, a contemporary of these award-winning illustrators, is almost unknown
overseas vel, for the last fifty years, he has won a wide following in Japan among
hoth children and adults who were themselves once children. Cho Shinta has

produced more than 500 picture books. In each, he presents a world filled with
his unique sense of humor and nonsense.

A self-educated cartoonist who worked for a newspaper from 1949, Cho Shinta
admired and was greatly influenced by the work of such foreign cartoonists and
artists as Saul Steinberg, Andre Frangois and James Thurber, Au the time, his job
at the newspaper company was to produce tableau eartoons in black and white
but he aspired to paint pictures using color. Editorial designer Horiuchi Sefichi
introduced him to his fist picture book illustration job, his maiden work Hurrah!
Saran the Monkey! published in 1958, This work had previously been published in
1956 in a monthly children’s picture book series called Childrens Companion.
Using bold, original colors and composition, he produced illustrations that con-
veyed a cartoonist’s unique wuch. The {ollowing vear The King and His Fried Egg.
which was published as ;
part of the same monthly

| Bl LETPE

TR B

picture hook serie
ceived  the pres
Bunshun Cartoon Award,
The text was written by

5

children’s storywriter Ter-
amura Teruo, Both of
these works are character-
ized by sharply defined,
pe
familiarity as a cartoonist
with the effects that lines
can achieve is clearly evi-

cil-drawn outlines. His

dent and he uses them
skillfully to  define the
page, giving the illustra-
tions their unigue charae-
ter. The nature of these lines subsequently st
nally to less crisply defined, giving birth 1o a unigue s

The King and his fried egg, 1472

ted from straight o curved and fi-
de which he used in his il-

lustrations of Tmae Yoshitomo's works, Hans Christian Andersen Award-winner
Mado Michio’s poems, and Platero and 1 by Juan Ramon Jimenez In the mid-
1960s, he produced Pika the Signal with text by Matsui Tadas
book that is still a favorite with children,

In comparison with his first version, the revised version of The King and His
Fried Egg published in 1972 with new illustrations and text demonstrated a “rich
sense of color that transcends adult commonsense.” Designer Horiuchi praised it
as "a perfect example of color design using the color red.” When he subsequently
began to write as well as illustrate picture books, Cho Shinta fused text and pictures

1 longselling pictre




with a rhythmical, nonsensical humor that spoke to childven, The Cats and Thesr
Flying Machine, which was published in 1976 and is considered 1o be representa-
tive of his work, demonstrates a new development in his imaginative world. With
each turn of the page. the same words are repeated: “The plane flew an, vroom-
yroom-mee-ow, vioom-room-mes-ow.” Cho Shinta remarked that “Children re-
spond immediately to this humorous nonsense and find it very entertaining but
adults don’t get it. The difference is amazing.” A curator who produced a one-
man exhibition of his work gave the following analysis. “This book was a huge hit
with children. They could freely enjoy the silly rhythm of the words and let them-
selves lose in a nonsen-sical world, discovering how good it feels to use their imag-
ination.” The psychologist Kawai Havao also pointed out, “The picture book au-
thor Cho Shinta has a unigue sense of sound.”

Responding 1o an interview question about what he wanted to draw, Cho Shin-
ta saiel, “Basically, I have a big dream; that is, I want to draw something really big,
The horizon, a mountain, a whale. When ©am writing, 1 make stories in which
things like this appear.” Two examples of this are My Seashore and Where You Cean
See the Hovizom. *1 like scenes where vou can see far into the distance to the hori-
zon, to the sky” he said. "When I'm working on the illustr
never conscious of what [ am doing or of the colors 'm using. It just pours out of
me natarally, like a river flowing.” This approach, I think, is what gives hirth to his
world of nonsens
mical conversation between Little
lustrations 1o cre-
ate a childlike per-
“Listen.

ms, | am almost

and humor. Little Cabbage is another good example, The vhyth-
Cabbage and Mr. Pighill combines with the il-

spective.
I'm so hungry T ean
barely walk,” cried
Mr. 11;.,11!]?. “Cadr-
bage, 1'm going fto
et you!™ and he
grabbed him. Li-
tle  Cabbage
claimed. “ff you eat
ey, you'tl turn into
a cabbage yourself!”

A picture of Mr,
Pighill with a nose / R ; L
for a cabbage {‘Ju.um}.‘ in a vellow hk\ draws '[hl' reader on to discover what will
happen il various kinds of animals eat the cabbage with a different animal
depicted on each page.

UX-

Dalk-til, Dak-ti—The first song in the world,

The Rubber-Headed Boy 15 another picture book filled with nonsensical hnmor.
Commenting on Cho Shint's work, the psvehologist Kawai saic, “The main character,
a rubberheaded boy named Pontaro, avels wherever his head bounces, reveal-
ing the existence of the incomprehensible, the absurdly lavge and the vidiculons,
This is the world of humor and nonsense.” Mivauchi Chizuri, a curator, explains,

“Through the travels of the rubber-headed boy Pontaro, the reader can experience
the world of humor as seen by children.”
inta's picture books are characterized
by two distinetive features: his use of lines, which
he developed during his eareer as a cartoonist,
and his style of composition with boldly applied,
intense colors such as pink, orange, yellow,
green, red and blue.

Cho Shinta's achievements have consistently
won high acclaim and for this reason the Japan
Board an Books for Young People selected him
as a nominee from Japan in the illusteator cate-
gory for the Hans Christian Anderson Award in
hoth 1998 and 2000, We are sure that he will
continue to produce many more works that
appeal to a child’s sense of nonsense and
humor while claiming all the while that he
is “no match for children.”

Yumiko Bando-Saito (Japan)

Studied at Waseda University in Tokio, majored in English Literature. Started
a career as childrenes book foreign rights editor at Fukuinkan Shoten Pub-
lishers (1963 — 1980) and worked to import and export childrengs book cul-
ture for international exchange. She became general secretary of Japan
Section of IBBY and the member of board. Now in arganizing different
exhibitions on childrenes boaok art for Japan and other countries, She orga-
nized important exhibitions, for example: History of Japan children's book
art, Children’s book art in the 1920s, BIB Japan 2000 and BIB Japan 2002.
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Jiwone Leeova

Oneskorena moderna:
O ilustraciach korejskych knih

Kniha Manheeov dorn vysla v roku 1995, Manhee, maly Ziak, sa so svojimi rodicmi
prestahoval z malého bytu, aby il spolu so starymi rodicmi u nich v dome. Dom
je stary, ale nie taky stary, aby mal nejaku historickd hodnotu. Je to obycajny stary
dom piny veci z minulosti, ako boli naprikiad noznice, ktore dostala Manheeova
stara mama od fef mamy, farebné plachty, ktoré Manheeova mama vesala vonku,
aby sa na siniecku vysusili, Cely pribeh je o tom, ako sa z male) rodiny stala velka,
ked tri generdcie 2iju spolu pod jednou strechou. Chlapcovi dom odkryva svoje
tajomstva prostrednictvom pocetnych predmetoy, ktoré vsetky treba vysvetlit

a oboznamit sa 5 nimi. Autor Yunduk Kueon si pri flustrovan! osvojil Stply korej-
ského ludoveho umenia, ktorych dekorativnost, naivita a prudky narativny prid
sa Coskoro stali oblibenym znakom kérefskych ilustratorov detskych knih.

Kniha Manherou dom bola jednou 2 kIncovweh detskych knih v korejskej literd
Je -mlmk konstatovat, Ze je 1o jedna z prvych detskvel ilustro
1 v Kirei. prick dihej literarne] historii, napriek vietkym krasnym ikono-
e tradiciam  Kores ch rokoy 20,
a zaner nazyvany deska ilustrovana kniha. Vodetstve som nepoznala jeding

rnej

weh

nepomala az do konca oseme

SLOTOCE
dewskn obrazkovi knihu Intimita rozpravania pribehov stale

a v oblasti

japonskej okups

Jinu na Severnt a juz

astne] tradicie, ktord sa nekombinovala ani s ilustrac 1t s obrazkovwwmi kni-
hami a knihy holi niecim pre viaddie deti, ktoreé ui zaéali éitarl samy.

BohatSia spolocnost a jej avwsuj
uvedomenie si vyznamun detsiva (1) pri-
niesla ilustrovaneé knihy pre deti aj do
Rarey, ale pomalost tohto lenomeni
sposobili Specificke kulwirme dejiny.

Tak ako mnohé iné dzijské krajiny
aj Kdrea vpela na prelome 19, a 20,
storocia pod vplyvom zipadného im-
perializmu a napokon sa vedala mili-
tantnému Japonsku, Tridsatpir rokoy
icie a japonskej kolo-
niilne] politiky sposobilo korejskej
kultire velke skody. Korejei nemali
clost . aby sa spamitali, pretoze

4

v roku 1950 vypukla karejska vojna,
Tito vojna karejsky narod nielen
,ale gy rozdelila kra-
Kareu, Dve
li roenymi

hrozne yysiragils

krajiny toho isté¢ho n
ni vwvaja: V Severnej Korei vlidnoe jeden 2 najsirmalej

h rezimov na svete.,

zmtial’ €o Juind Korea sa snaZi prisposobit rosvinute] konzumnej spoloénosti.
Politicka nespravodlivost a nedodrziavanie ludskych prav sa vysvetlovali ako cena
#a ohromny hospodarsky vy
\\'\Ul kultirne) sitwdcie mali svaje (|mnr1\ v politickych a historic

i, ktorvm Juzna Korea predla. Podobne aj Gikopadny
j
veh nepokojoch

]l tor mathods
dekide rel

#e dewska ilustrovani kniha sa e zrodila v deviiddesiatveh
i 'j o hospodarske] stability, Deviitde
v Korei skutoéne pozorihodnym ohdobin.
al’ potrebu najmladiich éitatelov a lustriaton zacali vidier

rokoch, v prv e
roky baoli v d
Vydavatelia z
umelec

Pavvrazova modnost whio nového Zinro, Tvorba deskyeh ilustrovanyeh
knih v Korei bola vedomym krokom a vwdavatelskou evolucion. Jeden z problémaoy,
s kiorym s
maodernych korepskveh vzorow,

V dobach pred prichodom vplywn zo Zipadu, pred kolonizicion a modern
bola Karea krajinou obrazov. Krili o aristokracia |m:ipmm.{|1 akadémin
liaroy, ludia obdivovali ich domy s plit i, ktoré p:.m-.ﬂm--.di

o tvorcovia prvyeh detskyeh ilustrovanyeh knih stretli, bola absencia

it ami a

nezmami ludovi umeler. Tieto Tudove malby boli I'It-l:dr|l.'|i[t'|'nml stcaston kaido-
denného Zivota, Fungovali ako dekoricie domoy, poskytovali esteticky zazitok
azaroven tieto malby onsirali pre beznyeh Tudi nove teritorium symbolov a pribehioy.




ovocie a kvetv) alebo

ratd a kvet
predmety v domiacnosti (najma objekty, ktoré slazili pri suidiu = police s knihami,
kalimidre, Stetce a papier sa nazyvali Styrmi priatelmi — alebo moralizajice sceny
zo starych pribehov. Farebne sa tieto malby obmedzovali na adnych farieb
adtienoy modrej, bielej, cervenej, ciernej a Zlte), éo svmbolizovalo Styri svetoye
strany a stred. Diela amatérov = maliaroy nemalis perspektivne riesenie obra-
zového priestoru a casto vedorovali akademickym konvenciim, Ludove nmenie
dosiahlo vechol pocas 400-rocneho obdobia Chosun, ¢o bola posledna kare
dynastia pred anektovanim Korey Japonskom.

apadnom maliarstve, najma tradicii zumalisticke] ilustracie
hilu
Mnohe ranné ilustrované knihy nadh pramene v lu-
arych miest a vidieka, takmer vwhynurymi

it

Ludove malby éasto zobrazovali privodu (2

Popri tradiénom 2
revanyeh knih

19, storocia, sa dole
v Karei stalo Tudove umeni
weh rozpravkach, s krajinkami

ym zdrojom pre tvorcoy prvveh dets

nwmelee-

I|(Jspt_k!.!\m i lu/l)\ a |||
kej |<l(-r1|1l> v L1.aj1m th:w] mtl wna minulost s skladala zo zlomkoy réenych
azitkov a skusenosti,

IHlustritori ako Ukbae Lee, Yandeok Kuen, Youngkyung Lee debutovali v deviit-
destatych rokoch a vplyy ludového umenia je v ich dielach zavny. Ieh dspech na
trhu velmi povebudil vydavatelov i samotna ilustrovant knihuo, Jednou 2z naj-
dolezitejsich veci bolo, Ze nmyslom bolo predavat ich samostatne, éim sa stali
wistupmejiimi ako bezné detske knihy vwdidvane vo velkveh niakladoch. Pri-
tomnost stardich genericii ilustnitorov ako Wookvung Lee, Seongehan Hong,
Woohyun Kang, Jaesu Ryu dnes nevninime podla ich wsledkoy, ale podla who,
ako prispeli k rozvoju detskej ilustracie. Spociatku nznavani profesiondlni ilustra-
tort, pracovali najmi na knihich, ktoré vwehidzali v malveh nakladoch a tie sa
privodzene k SirSiemu okruh éitatelov nedostali.

leh Sl je vernejii konvenciam zapadneho mal
priamejsie, lebo ich zrak je uz pripraveny vnimat zipadné kr
Ked uz ilustrovand kniha ozila, ilustratori a vwdavatelia sa snazili vyplnit spomi-
nant historickt medzern, a to prinieslo do wohto #Znre bohatstvo swlov, tem
a nsabnosti,

Po tazke] hospodirskej krize v Azii ziskali detské knihy, a osobitne ilustrované
knihy pre miadsich éitatelov, na wwename, lebo, povedzme to olvorene, prive oni
mnohokrat zachrinili vydavatelov pocas recesie pred odchodom z branze. Ked sa
trh v Koret zmensil, wdavatelha hladali material v zaheanici, lebo wdavky spojene
s prekladom a weanim knizky holi mendie ako pripravit knizku od zaciathu, Za
poslednych takmer 20 rokoy bola prelo:
na klasickveh tituloy zipadnyeh ilustrovanyeh knih a weh, ktore ziskali vefké
oeenenia, A tak dnes je v celkom beiné vidiel hned po onvoreni korejskych
agresiviyeh literarnyeh agentoy, ako pochoduji na kniznom veltrhu v Bologni.

ove

tateloy
da ilustrsicie:

stva, 4 ten oslovuje

a v masovych nakladoch predavana

A}

Vdaka tomuto dovoru s Specifiki
detskej knihy #rozu-
mitelne 7e spolu-
wwivaraji uréita uroven pre kvalitu
samatného zanro,

Vosad
detskvch ilustrovanveh knih v Korei
micsajii rézne Styly a pristupy, tradicie
Hustrdatori, ktori Stu-
dovali v zahranici, maliari tradicnych
korejskveh malieb, textilni umelci
a fotografi, vietch uplathujn svoje

ilustrovanej

A i je nesporneé,

asnosti sa v keisnom navale

a4 osobnosti.

myslienky, srucnost a vkus v tvorbe
ilustrovanych knih pre deti. Moder-
na” sa v ilustricii detskych knih
v Rorei nevyskytovala.  Viastnosti
korejske) detskej ilustrovane] knihy,
micianie tradicii, naruseny vwyoj,
adligné vedo

AR ,(%%}"

Aa 3140

arcov, (o vso kl!
sposobilo, Ze by sme o fenomene detskej ilustrovane) knihy v Korei mohli hovorit
skor ako o Loneskorenej postmoderne”.

ical handhook of children’s literature, New York 1995, <. 201,

(4] R . Lukens: A C

Jiwone Leeova (Kérea)

Historicka umenia a prekladatelka detskej literatdry. Specializuje sa na ilus-
tracie detskych knih z byvalych socialistickych krajin. V rokoch 1992 az 1995
studovala na Hankukskej univerzite zahraniénych stadii v Soule, v studiu
pokracovala na Jagiellonskej univerzite v Krakove, v Polsku. Doktorandsku
pracu napisala na Univerzite Adama Mickiewicza v Poznani, v Polsku.
V suéasnosti pracuje na Hankukske] univerzite zahranicnych Studii ako
lektorka. V roku 2002 bola kuratorkou vystavy Polsko, kralovstvo plagatov
v galérii Munhwailbo v Soule. Uverejnila niekolko prispevkov (vycho-
doeurdpske a balkanske studie) a élanky o polskych ilustraciach v Al-
manachu polskych ilustratorov pre deti, ako aj pre medzinarodny festival
knih v Bologni.

Ukbae Iee: Najsilnejsi kohit na svete,



Jiwone Lee

The Modern Belated:
on Korean Picture Book lllustrations

Mahnhee's house was published in 1995. Mahnhee, a lower grade child moved
with his family from a small flat, to live with his grandparents in a house. The house
is old, but not as old as it would be of any historical value. It is & plain old house
filled with a lot of things past, fike the scissors which Mahnhee's grandmother
got from her mother, like the colourful sheets which Mahnhee's mom hangs out
to dry in the sun, like the whole story of formulating a large family from a small
one, with three generations living under ene roof together. For Mahnhee, the house
uncovers its own mystery through its numerous objects, which all need explanation
and familiarization. The author Yunduk Kueon adopted the styles of the Korean
folk art for the illustrations, of which the decorativeness, the naivety, and the
strong narrative flow were to soon become a popular idiom for Korean illustrators
of children’s books.

Mahnhee's house was one of the pivotal children’s books in Kor literary his-
tory. One of the reasons, sadly enough, is that this is one of the earlier children’s
picture books in Korea. Despite its long literary history, despite all wondertful
iconographic traditions, Korea did not know a genre called the childr
book 6l the late 1980s. My childhood did not know a single

n's picture

re book.

The intimacy of storytelling still remained in the realm of oral tradition, com-
ire books, and books were reserved
for the older children that already started (o read themselves.

More affluent society and its i
childhood " brought forth a picture book for children also in Korea, but the tar-
diness of the phenomenon due 10 a more speci

Like many Asian countries Korea
suffered from western imperialism

bined neither with illustrations nor with pic

reased awareness of the importance of the

¢ cultural history,

from the wrn of the century, and
eventually yielded o militant Jap.
Thirty five vears of Japanese occ

tion and its colonial policy caused se-
vere damage on Korean culture, The
Roreans did not have much time o
pull through even after they gained
independence, since the Korean War
broke out in 1950, This war on ideol-
ogy not only deeply scarred the Kore-
an people, but it also divided Korea
mta South and North, Two countries
of one people have followed different
paths of development; North Korea
now holds one of the most rigid po-
litical regimes in the world, while
South Rorea trving o follow suit of
the advanced consumeristic society. Polit

wal injustice and negligence of
rights were explained as the price of the astounding economie development that
South Korea has made, and like the same, the awkward cultural situation found
its grounds in the political and historical turmoil of the cow

It is not a matter of coincidence that children’s picture books came into exis

tence in the 90, the first decade of relative political and economical stability ever
¢ the beginning of the century, The 90's wer
ory of children’s illustration in Korea.

The publishers

1 and editors came to per-
ceive the need of the youngest readers, and illustrators began to see the artistic
and expressive possibility of this new genre. The creation of children's picture
books in Korea was a conscious movement and a publishing evalution. One of the
difficulties which those creators v children’s picture books faced was the
burdening nonexistence of the modern Korean precedents,

Back to the time belore westernization, colonization, and modemization,
A was g country of images. The kings and aris

of ¢

Kore
and painters, and the people adorned their houses with sereens and hangings

crats supported the academy

Kuen: Mahnhee's house, 1145
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painted by unknown folk artists, Those folk paintings were an inseparable part of
the everyday life. Functioning as a house decoration giving aesthetic pleasure, those
paintings also opened up a new territory of symbols and stories for the ordina
people. The folk paintings often depicted nature (the animals and Oowers, fruits
and flowers), or houschold goods (especially those ohjects [or studying—hook-
inkwells, brushes and paper were called the four Friends), or
The color of those paintings was limited
to five elementary tints of hlue, white, red, black and yellow, symbaolizing the
cardinal points of the compass and center. Rendered by amateurs, the pa
often defied the convention of the academy, especially in perspective. The [U“\(llT
its highest position in the 400 years of Chosun period, the last dynasty
of Korea before it became annexed to Japan,

Alongside traditional western painting, especially the tradition of nineteenth
century journalistic illustration, folk art oftered the cr
picture hooks in Kor
their sources in folk ales, with landscapes of the old towns and country, nearly
extinet animals like tigers and wolves, old costumes and a byvgone way of living.
Those picture hooks were the result of retrospective yearning
arts
of different experiences,

I ors like Ukbae Lee, Yandeok Kuen, Youngkyung Lee all made o
in picture books in 90s, and the influence of lolk art is eminent in their work.
Their
book itsell. One of the important facts ol those picture books was that they were
meant to be sold apiece, which made them much more accessible than custom-

stands and books,

muoralizing scenes from the old stories.

reached

ars of carlier children’s

strong reference. Lots of the carlier picture books found

anel the pursuit of

ic identity in a2 country which recent history had been made of broken bits

uccess in the market became a great boost to the publishers, and the picture

ary children’s books in a big set of series. The presence of the older generations
ol illustrators, such as Wookvung Lee, Scongehan Hong, Woolwvun Kang, Jaesu
Ry, is now felt lesser than their achievement and contribution to the children’s
illustration, and this is due 1o the Fact that in earlier years
fessionals, those illustrators mainly worked for books in a set which could not be
reached by the wider range of readers. Their styles ave more faithful 1o the con-
. which in L
are already trained according 1o the western cannon, Once

acknowledged pro-

has @ more di

vention of western painting
ers, whose e
livened up, illustrators and publishers endeavored to fill the historical absence of
the picture hook, and this brought about more varied styles, themes, and perso-
nalities 1o the genre,

After the severe economy cri

L appeal W the read-

s in Asia, children's books, especially picture books

for younger readers became more important, since,
publishers [rom going out of husiness
market shrank, publishers sought their ma
on translation and publication was smaller than making a picture book from the

Aly speaking, it saved
on. When the
rials abroad, since the expenditure

many times during re

beginning in Korea, In a period of
less than 20 vears, most of the classics
of the western picture books and the
hig translated
and sold in mass, and it is anything
o g”"l'.
literary agents marching on the first
day of Bologna's book fair. Those im-
ports made the specificity of the child-
ren’s picture book more understand-
able, and it is undeniable that they set

award winners were

but ordi sive Korean

a certain standard for the genre itself.

At this moment, manv a different
style and attitude, tradition and per-
all mixed into a wonder-

somality are
ful flux of the children’s picture book
in Korea, The illustrators who stucdied
abroad, the painwrs of traditional
Karean paintings, the textiles
and photographers are all applving their ideas, skills, and different aestheties into
making children’s picture books., The in children’s illustrations in
Korea never happened. The characteristics of Korean, the children’s picture
book,
the consciousness of the creators all could make the phenomenon of children's
pictire book in Korea seem only rather “postmodern”.

A %ﬁ

210 )

Artists

“modern”

the mixed waditions, the broken historicity, the polyphonic quotes,

(1) f. Lukens: A Critical handbook of children’s literatare, New York 1995, p. 201,

Jiwone Lee (Korea)

Art historian and translator of children's literature. Specializing in child-
ren’s book illustration of the former socialist countries. Studied in Hankuk
University of Foreign studies in Seoul (1992 — 1995), M. A. in Jagiellonian
University in Krakow, Poland. Writing doctoral thesis in Adam Mickiewicz
University in Poznan, Poland. Presently working in Hankuk University of
Foreign studies as a lecturer. Curator of the exhibition (Poland, the Poster
Kingdom) in Munhwailbo Gallery, Seoul, in 2002, Articles published in
(Eastern European and Balkan Studies}, and on Polish illustrations in (Almanach.
Palish llustrators for Children) for 2003 International Children’s Book Fair
in Bologna.

Ulieie Lav: The strongest rooster is the world, 1




Jaest Ryu: 21ty dazdnik / Yellow umbrella, 2001



Vasso Psarakiova

Aktualne trendy a tendencie
ilustracie v Grécku

V polovici sedemdesiatych rokov 20, storodia sa v ilustraci detskey knihy

v Grécku objavil novy vzostupny trend, ktorym sa dostahol skutocny rozkvet
Mnohé napovedia cisla. V roku 1987 vyslo 261 novych knih pre deti a middez
V roku 2000 vydali nase vydavatelstva celkom & 537 novych knih, z ktorych
970 bolo uréenych pre deti a middeZ

Tato stdpajica produkeia sposobila, 7Ze mmohi wmelei sa zacali venovat ilustracii,
Neskor budem v mojom |H'F‘\[}l'\]\ll hovoril o tejio novej situacii tak, ze opisem
zdraje, vplyvy, ]!tltlu h wvoja

tracii Preve I.f'll'll

trendy a tendencie, ktoré v sucasnej gréckej ilus-

jpry sa viak musim zamerat na blahodarni pritomnost troch
vitvarnikoy, ktori svojou pracou ovplyvnili a stile ovplyvinuji mladdch umeleoy. Su
to: rvtee Yannis Kefalinos (1894 az 1957), maliar, hagiografik (1) a autor Photis
Rontaglon (1895 az 1967) a rytec. maliar Constantine Grammatopoulos (1916).

Akoje gavne, s predstavitelmi mimoriadoyeh soih, keoré vdak nemohli nahradic
nedostatok vwucovania ilustrsicie na vwsokoskolske] tirovini. Posobiaci uéitelia,
ri svojho umenia vedeli o dobovich peziadavkich na knizon kaluir,

stucasne boli maliarmi a ilustratormi, mohli teda svojim Studentom odoveddaval
prostriedky a metody price, ako konvertovart texty, atmesféru a pocity do ilustracii.

I'i isti ucitelia istotne mladych udi povzbudzovali a nabadali, aby Studovali bohate

grécke dedicstvo, akvmi si: fresky, mozaiky, keramika, byzantske manuskripty,

svite ikony a Tudovi kultira.

v ilustricii gréckveh dewskvch knih, ktoré neudrizali krok s wsokou estetickon
trovinon zahraniénych dewskych knih, wdivanyich v Grecku, Tie neskor, v polovici
osemde

tveh rokov, ovplywnili grécko ilustriciu,

Z  uvedeneho  je
Havne, R existencin
grecke)
skoly nedokizeme pres

ilustratorske]

ne definovar. Jedno-
duchgie je vypoyedal
o rozdieloch medei
starvini a noviimi ilus-
tratorskymi snahami,
o nadernyeh trendoch
Jednatlivich swlow, filo-
rofii a wrarowich pro-
striedkoch, ako aj o Fikieo-
ktore
ovplyvnili a spdsobili.
Studenti, ktord
sajem o kniznn ilustee

roch, Heto aneny

nuaji

citn, 2istia

7¢ 2 posled-
ne roky vstiipila na pole
ilustracie nova skupi-
na umelcoy, ktord viac
wehidea z wneleckej
rl‘l‘]

tradicie. umelei

vo svojich pryweh ilus-

traciach trvali najma
maliarskej vizuali-
aby sa neskdn

viac

venovali tplnej
esteticke] prezenticii Lmh a spojeniu ilustracii s jednotlivimi Strukirami texi,
Pridavali alegoric

, symbolicke, humome a iné prvky, malovali vodoyvmi Bubami,
e II]]]( o, \'.I_]l ( 1o Les Illpi rona .Il\'l\hl\\l‘li |n1|]l-l|]1|.

Oproti tejto skupine stoji ind skupina umelcoy, ktord zad:
gralické techniky a dnes sa zmoberd nmeleckejdim vwrazom ilustric

skor vvuzival
- Vadali sa

Hl

Fak akuvizovali ich celkové gnostické (2) a esteticke
vedelanie, aby mohh neskor ovlidad a usmermovat nové podoby wWivarnej formy

Nicholas Andrikopouloy: Kolokithia ke to xotico, 2003




strie

wa farhy 2 pistole a techniky kolize, .erh'u"mlifi Ivary, l"i'lll ustipila stylizacia

foriem, priday

Voretej s
worbe, su Tudia, kwori EHICON:
turisti posol

A ilustriatorske)

pine gréc ku h ilustratoroy, ko je .1Ln\m (

v oblasti karikatary a kresleného filmu, Karika-

apotom kil
zddragnujncej ciernobielu kresbu perom, a az ne -.km sl |n;\|||1||.1 :In maliarskej
podoby, kde dolezitost nadobudla farba, I\mm wjadrovala atmaostérn rexu,

Na \\\n] greckyeh dlustratorov mali a mju \pl\\ diela wvwnikajicich
zil veh kolegov, ktorveh prace k nam pric
skvelveh publikicii od vwhornveh prekladatelov. Ako priklad by som rada uviedla
Lisheth Zwergerovi, Restutis Kasparavic

ju prosuednicivom

1sa a Gennady Spirina. Na druhej strane
v poslednveh rokoch prislo do Grécka dosledkom dramatickyeh spolofenskych
a politickyeh amien v byvalom viehodnom bloku niekolko umelcoy, ktori sa u nds
usadili @ teraz ywiviraji svoju viastnn interpretacin iustricie obohateni o silngé

kultirme prvky z ich domovskych krajin, Dveoma wraznvmi prikladmi si Vasiliev
Svetlin a Oksana Chausovi.,

N sy vvvin v gréckej ilustraci
alistickejsicho a expresiomistickej§icho pristupu vo vyje
obohatené o naroénejsie a dozitejsie interpreticie ilustracného sprievodu, kiory
neraz presahuje text konihy, T dostivame novi vienalnu podobu, Ko sa roevija
s 5 extom.

AVET MO0 S0 akterizoval prevahou re-

Acke st

dreni textu. Hus

SUCas)
Hustritort teraz radi vkladaja do ilust
vtedy, ked sa v texte nenachiadzajn
Lo strany wiavatelov pozorunjeme systematicka snaho minimalizovat meklacy,
coho wsledkom je anizovanie poctu ilustracii, obmedzenie farebnosti ilustricii
a, samozrejme, mendi naklad. Nesmieme tiez zabudnid na priliv pocemych
newveh iluserdtoroy, kiord maji finantné naroky a st ochotmi whovier poZia-

il humorné prvky, a o dokonea aj

davkim autorov alebo vydavatelow,

Na zgdver moimo konStatoval, ze sme sa rozlacili s irelevanmon vieualiziciou
textu, Doleding je tu viklad ilustritora a jeho pridané vizudlne prvky, Bez ohladu
mu ilustritori Stetcom svoj viastny humor, Je isté
minimom wivarného aspektu a nedostatkom vyjadrenia citu, ktory je
tak ako Stetec eSte nevystriedala

. 2e minimali-

v zahranici na vzostupe, edte v Grécku nejesivuje,

POCTAcOVA mys,

1. Hagiogvafia — cast teoldgie zaoberajica sa skimanim wyeh (poan. prekl.)
2, Gnosticizmus — nabodensko-filozolicky smer raného krestanstva, Klory vznikol
m prvkoy greckej idealistickej filozofie, orientilnych niabozen
a krestanskych dogiem (pozn. prekl.)

FALITES stiey

Vasso Psarakiova (Grécko)

llustratorka a spisovatelka, vystudovala Skolu vytvarnych umeni Vakalo,
kde sa zaoberala grafickym umenim a drobnou plastikou. Knihy pre deti
ilustruje od roku 1978. Usporiadala niekolko individualnych vystav v Grécku
a na Cypre a zuéastnila sa viacerych skupinovych vystav gréckych ilustra-
torov a medzinarodnych vystav ilustracii. V roku 1986 bola nominovana na
Andersenovu cenu. V rokoch 1988 a 2003 bola ocenena gréckou sekciou
IBBY za ilustraciu. V roku 1989 ziskala cenu Pan European Distinction Pier
Paolo Vergerio v Padove. V roku 1993 sa zuéastnila na |. medzinarodnom
bienale ilustracii v Teherane (TIBI), kde v ramci (éasti zorganizovala prezen-
taciu 41 gréckych ilustratorov. Na druhom medzinarodnom bienéle ilustra-
cii bola €élenkou medzinarodnej poroty a vystipila so svojim prispevkom
(Pictorial representation of the figure of dragon in myths and tales from an-
tiquity to our days) aj na sympoziu. V roku 1998 jej bola udelend narodna
cena za ilustraciu. llustrovala 53 knih, pricom pre 13 z nich napisala aj text.
Je tlenkou Gréckej komory vytvarnych umeni a Greckej sekcie IBBY.



Vasso Psaraki

Illustration Trends
and Currents in Greece Today

Starting in the middle of the seventies a new upward trend in iffustration

of children’s books in Greece emerged which evelved by the middle eighties
to a real flourish. Numbers are very indicative, In 1987, 261 new children’s
and adolescents books were published, In 2000, 486 publishing companies
produced a total of 6537 new books of which 970 were aimed at children
and adolescents

This growing production induced many new artists to turn o illustration. 1 will
try to discuss this new sitnation later on describing the sources, the influences,
the course, the trends and the currents prevailing in Greek Hluswation roday.
First I must focus on the beneficial presence of three line art creators who have
influenced, and continue o influence, with their work younger artists. These are:

engraver Yannis Ketalinos (1894-1957), painter, hagiographist and author Photis
Kontoglou (1895-1967) and the engraver, painter Constantine Grammatopoulos
(1916-).

They represent, as it is evident, singular efforts that could not replace the lack

ol a university level school teaching illustration where inspired teachers masters

ol their an and conversant with the requirements of books, simultaneously

painters and illustrators, they could wansfer 1o their students the means and
methods to convert the texts, the atmosphere and the sentiments into pictures.

The same teachers would encourage and incite the young to reler to and study
the rich Greek heritage: frescoes, mosaics, pottery, Byzantine manuscripis, sacred
icons and folk culture.

Fhus they would activate all their gnostic and esthetic background so they
could then command the new visual and plastic form adapiations in illusisiions
of Greek children’s books, which have not kept pace with the high esthetic level
ol fareign children’s books which were circulating in Greece and which influ-
enced belatedly, alter the middle of the eighties, Greek illustration,

It is evident from
the above that we can-
not distinguish the ex-
istence of a Greek illu-
stration school. 1t is
the

between

casier (o npotice
differences
the old and the newer
illustration  attempts,
the modern rends of
style, philosophy and
technique and in ad-
dition the factors that
influenced and impo-
sed the changes,
Interested  students
will discover that dur-
ing the last few vears
a new group ol artists
has entercd the field
of illustraton that is
grounded
the arustic wadition.
These artists in their

maore on

first illustrations insist-
ed more on the paint-
ing visualization to be
involved later with the
total esthetic presentation of books subscribing 1o the mwining with and the under
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scoring even of the texture of the text. Adding allegorical, symbaolic, humaorous,

and other f‘]("l”l.'”[,‘i, they |]Eli[|l with watercold s, 1('|||Ij(’l';l. L4 14 l("l[lljl‘l" and acry lics.

At the antipodes of this group there is another group who started with more
graphic arts approaches and proceeds now with more ic se
abandoned the airbrush and the collage, forms were shaped, shadows were added

hes. They

and the uniformly painted and siylized form recedes,

A third group present in illustration congists of those coming from cartoons,
Cartoonists of newspapers and magazines first move to comics and then to child-
ren’s book illustrations, This group is initally distinguished from their linear
il
paintings with the importance placed on the color taking into consideration the
atmosphere of the text.

ation, usually with o pen and most ol fimes without color evolving later to

The works of grear colleagues from abroad whose works come 1o our country
through excellent publications of diligent tanslations have been and still are in-
Muential o the development of Greek illustrators, [ would like to mention as ex-
ample the cases of Lisheth Awerger, Kestutis Kasparavicius and Gennady

On the other hand during the last few yvears and following the
ciopolitical changes which ook place in the former Eastern Bloe sever

Artists
have come and are now located in Greece and they contribute their own dimen-
sion with strong cultural elements of their mother countries. Two examples are
Vasiliev Svetlin and Oksana Chaus.

Finally the charactenstics that prevail at this moment in all currents can be
sunmnarized as a more realistic and expressionist approach. Also more complex
illustrations with additional elements by the illustrator bevond the text of the ook,
We have thus a parallel visual tale running parallel to the text.

Hlustrators have the apportunity 1o include a humorous ouch even if not present
in the text, now.

atic effort 1o mininmize costs
that results 1o the reduction of the number of illustrations, limiation of colors
and ol course less copies printed.

From the side of the publishers we observe a syste

Without neglecting the introduction of many new illustrators with lower finan-
cial demands and ready to go along with the preferences of either the authors or
the publishers.

Summing up it is certain in our days that we have departed from the irvelevant
visualization of the text. There are commentary and additional elements of the illu-
strator. Regardless of the text the illusirators inject hrushes of sensibiliy and
humor,

It is certain that the minimalistic siyle which is rising abroad with minimal vi-
sual and lack of feeling does not yer exist in Greece that the same way that the
brush has not been replaced by the mouse.

Vasso Psaraki (Greece)

An illustrator and writer studied at School of Visual Arts Vakalo where she
dedicated herself to graphic art and small plastic art/sculpture. She has
been illustrating books for children since 1978. She made some individual
exhibitions in Greece and Cyprus and she took part in number of group ex-
hibitions of Greek illustrators and international exhibitions of illustrations.
In 1986 she was nominated for Andersen Prize. In 1988 and 2003 she was
awarded by Greek Section of IBBY for illustration. In 1989 she was awarded
Pan European Distinction Pier Paclo Vergerio Prize in Padova. In 1993 she
took part in 1st International Biennial of lllustrations in Teheran (TIBI) for
which she organised the presentation of 41 Greek illustrators. When the
2nd International Biennial of lllustrations took place she was a member of the
jury and presented her lecture "Pictorial representation of the figure of
dragon in myths and tales from antiquity to our days” at the symposium.
In 1998 she was awarded the National Prize for illustration. She illustrated
53 books by now, for 13 of them she wrote the text, too. She is a member
of Greek Chamber of Visual Arts and Greek Section of IBBY.




Fotini Stepharnidi: Alfavita, 2000
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Silke Rabusova

Postmoderna v rakuskych
ilustrovanych knihach

Co je postmodemna? , Cross the border — close the gap” (1) (Ked sa prejde hranica,
zahatf sa priekopa): Literarny kritik Leslie A. Fiedler uz v roku 1969 sformuloval
znamu poziadavky, ktord fe v panimani postmaderny este stale potrebnd. Ostro
kritizoval postmodernéha autora, ktory spdja masovy vkus s vkusom elity, javy
popularnej kultury s elitarstvom, skutocnost s mytom, & stredné vrstvy s rozprav-
kou. | napriek spornym diskusiam o wzname, formovani, case vzniku a zaniku
postmoderny Fiedlerova studia poloZila zakiady hlavnej mystienky, ktora rychlo
prenikla do réznych odvetvi najmd architektury, ale taktiez umenia, filozafie

a socidlnych vied.

Vietei sa zhodni v jednom bode: Fenomeény postmoderny sa vywenacéujia multi-
o kombinuje rozne
ifrv. jej hlavoym cielom je oslovit Siroké vistvy 2o vietkveh so-

lingvizmom, teda mnohojazyénostow, Postmoderni pri

Jazvky, venamy a
cidlnyeh skupin. V tomio kontexte koresponduje predstava multilingvizmu v post-
modernom wmeni s pojmom zinroveho plualizmu (v Rlasickom, ake aj v modermaom
umeni Zner v podstate vyehiidza 2 pojmu homogénneho jazvka). Dosledkom
vieniku noweh veijomnyeh vitahoy, bez ohladu na schopnost prijmatela odkrvval
jednotive odkazy, postmoderny wivarnik ironickym spésobom prechidea z jedného
rinr do drubého, pricom miesa obdobia, Svly a techniky,

Postmoderné ilustracie v Rakusku

Opisany pojem postmoderny sa, samozrejme, moze uplatnit aj v rozpravacskych
ilustriciach obrizkovieh knih. V Rakasku sa viak takéto postmoderné metady ob-
Javuju skor ojedinele; a 1o mozno z jednoduchého dovodu, ze wh je prilis maly
a dopyt po experimentilnej literanire je pomerne slaby, Iba niekolko ilustratoroy
pougiva wwhrane postmoderne stvlistické prostriedky, napriklad Stefan Slupetzky
v publikaciii O Berta. Verschuinde aus diesem Buch (O, Berta, zmizni = tejto knihy, Para-
bel 1997) alebo v nicktorveh pripadoch juhotirolske] lustdtorky Lindy Wolfs-
gruberove] v Prinzessin Rotnase (Princezna s cervenym nosom). (Autor: Martin Auer.
Bibliothek der Proving 2000} (2).

Napriek tomu knihy, kworé predstavim v nasledujice] casti prezenticie
poukazuji na dva moine sposoby postmodernich ilusiracii obrazkovich kniziek
v Rakiisku,

Rosic im Bus

Ritkuiske wwdavatelstvo NPVerlag vydalo v roku 2002 neobvéajne zaujimava
ohrizkovi knizk
literatiry pre deti a mladez. Autorkon Rosie v New Yorku je Monika Helferova, popu-
lirna rakiska spisovatelka kniziek pre dospelych. Knizku ilustrovala nemecka
ilustritorka Birgitta Heiskelovi, ktord Zije vo Viedni od rokn 1990 ako graficka
dizajnérka v slobodnom povolani.

u, ktorej bola v Rakisku udelend cena #a rok 2003 v kategonii

o
. © )

Birgitta Hetskelond: Rosie' v New Yorku (2002)

wl )

ke Helfer
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Hlavna hrdinka Rosie je malé dievéatko, kioré zije v New Yorku. V siedmich
epizddach spomava mnohotcmost velkomesea, ktoré spreviadea mnozstvo avukoy,
pachov a obrazoy. Spolocnost jej casto robieva novy kamarit Loisl, ktorého moino
pokladat za typickn postmoderni postavia uz svajim oblecenim. Loisl je cernossky
chlapec s rakiskym menom, ktory nosi rastalariinske zapletené vrkociky a typic-
m Rasie tila okolo
New Yorku, a tak stretivaji ndi roznveh narodnosti, vekovych kategorii a social-
nych skupin, ako aj dalSie postavy, ktore su wplodom ich fantazie. Vietky stret-
i uz osobné alebo ywm
kombindcie prisne objektiviyeh a odosobnenych uhloy pohladu, Ako cez objek-
tiv videokamery Rosie pre:
peky New Yorku, ki
kazda mkito skisenost ma rovnaki hodnom.

Podobne ako text aj virazné a nalirubo nacrinuté kresby Brigitty Heiskelovej su
odrazom navonok nablvskaného, ale pritom vimind sa rozpadajiceho povechu,

ki bundu, aki nosia polovnici spod Alp, Vicsinu casu s

né, autorka sprostredkiva winéne pomoe

1 rychle tempo velkomesta a ynima rozmanité as-

antorka wkresluje ako poviechne skisenosti, pricom

Raz, pocas jedného z takychto wletov, Rosie a Loisl na oslavich americkocinske-
ho priatelstva stretn malé die
Vilustrichi tohito stretnutia pou

itko, ktore sa v mase ludi stratilo stare] mame.
a Brigita Heiskelovi techniku kolaze (pre post-
maodernu velini wpicki). Na wstrizkoch 2 novin zobrazuje éinske #naky a lam-
| v a umiestiuje ich pred obrysy nickolkich domoy purpurove
alebo presne predstavie o G
gram, pochadzajice] 2o s w. Pri daliom zobraze
S NUZOm i k(l]‘]Ul'll I\
AT

by, Cinanoy,

€ 1aSu SLereotypi anoch, zobragila v tvare hry Tan-

Al
ch symbolov

horo, ktory predstavage jeden 2 naj il
1y na celom svete. A nakoniec vidime kopiu fotografie
Allena Ginsberga. Nestvislym spajanim predmetoy, znakov a cititov sa Birgi
Heiskelovd ironickym a asociativiym sposobom ocividne usiluje vyivorit novy kon-

slobody,

rham rozumicme alebo nie. Tento
s pre nn typickou (tak trochu nedbanlivon) technikou,
pouziva totz [otokopie obrazov s roznyimi obsahmi (napr. Karol Marx), kioré
tiplne sty

text, ber ohlado na to, @ jednotivim ne

dojem sa este znisabu

svoj povodny wwenam, pripadne nezodpovedaji historickému
¢ miestnemu kontexiw. Tento postup odakadluje tecl
reprodukeie (fotogralie, skeny, fasy, kopie, atd’ ), ktord zjavne poskytuje nevvéer-
patelny repertoar pre sitkromné osoby, pricom ktokolvek si moze jednotliveé proky
prisposobit podla seba. Vyuzitim rozlicnyeh odkazov Brigitta Heiskelovi vytvorila
mnozstvo rozicnyeh wenamoweh rovine A tak sa kniha Rosie v New Yorku zameriava
na mnohovestevond cielovi skapinu éitatelov a oslovuje Siroke vistvy nielen
daspelvch, ale aj veh najmendich,

cke modnost moderne)

{ .ﬁ 0 ._ ]

Ufiileny pine wiskal v roko 1998 v Rakusku cenu v kategorii det
Martin Auer je na rozdiel od Joachima Luetkeho (3)znamy rakusky
pre deti. Ulilany prine je zatal prvou a jedinou knihow pre det, kiomi tento multi-
medidlng umelec ilustroy

Kele: bolo, tam halo,

zil raz jeden princ v rozpravkovom zamku so svojimi
silovskymi rodicmi. Vidy ked' chee potesit svoju kralovska matku (prirodzenc
v ramc hry) nejakem hedinskym Sinom, mama ho odhina, prewde je Spinav,

A st sadse sykiipar do vane, A takto sa zacina rozprivka, ktora po cely cas po-
sobi mimoriadne ¢istym dojmom (dokonca aj dokladne vypracovane obri
sa zekajin byt Eisté az sterilné): jedného dia, ked prine (nepozname ani jeho meno)

oy

wi trochu podrastol, vichne do mesta obrovsky 21V drak a zafne ho ohrozovar,
Zaujimave na tom je, ze di
prine, ked bol este malf, Aj v tomio pripade mozio movi vidi

a na ilustricii Joachima Luetheho uz raz nakreslil

I postmodernt
konfrontaciu hranic medzi skutocnym a neskutocnyo, Luetke sa vdak nepolicivi

len s roznymi rovinami, s ktorymi sa stret a, ale pohriva
Um wwznamom niektorieh postiv, napriklad draka alebo princa,
am s g po starocia pripisuje vicobeene zndma velki a zdaroven

salite rozprive
saaj s tad

Timnto posta

symbolicki moc, ktormi nepochybne chapu a analyzuji aj citatelia.

! Birgitiu Heiskefood: Rosie v New Yorku (2002)

Helferiud
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Vrifme sa spiit K pribehu: prine nakoniec draka premoie, a stane sa tym naj-
cistomejsim  kralom, akého kedv krajina 1 sdne cestuje po celom
krlovsive a kontroluje svojich poddanyeh, ¢ maji éisté nechiy a usi. Joachim
Luetke to na ilustricii podiva ako nestirodé spojenie posty, ktore pochidzaji
z roenych obdobi a kiowé si vwwpodical # roenveh Zinrov: na pozadi namestia up-
rostred trhu vidime, ako stoji v dlhom rade vedla seba pankac, agent, moderne
oblecena zena a dieta, dima z 19, storodia, upir, rolnik 2 Bavorska a chlapec
v otrhanych satich. Konwroluje ich komornik obledeny do uniformy pravde-
podobne 2 18. storodia, Dalej vpredu vidine, ako prichiadez vyparadeny vn]vmlu
letee na aute, kiore pravdepodobne poch 1/.| eite ¢ fias pr s,
A nakoniee v pravom rohu sa nam naskyine pohlad nielen na rozlicne Tudské
ruky, ale aj na kopyia, laby a rézne nozky hrabivych zvierat (aj vymyslenyeh), ktoré
cakaji na konwolu nechtov a pazirov, Tito pestra zmes postav je jednym
# hlavnyeh niametov ilustracii prozaickych diel postmoderne] literaniry, hoei opit
plati, Ze citatel nemusi vedier dedifrovat vietky odkazy, ktore ilustriator vwtvoril.

v zaver by sme mohli konstatovat, Ze ilustricie v rakiaskych obrs lzLunfh
ich sa vyrnacujii znakmi a technikami charakteristickimi pre postmode
zmesi gnamych a populimych Zinrov (najma

myselnej revol

!
kniz
e

ad pondivar

B ||'.1F)]'l
rozpriavok, detektivok, vedeckej fantastiky, westernoy a debrodmznych rominov).
Vvtvarnici ¢asto pouiivaji techniku koliZe: cituja® slavne scény 2 filmoy,
literirmyeh hrdinoy, zobrazuji noviny, kveting alebo reklamy, 2 kworveh potom
vytvirajin nove a hrave konfiguracie. Zaroven sa ironicky pohrs alistickymi,
ako aj fktivoymi rozpravacskymi postupmi Takéto pridavanie daldich vwzna-
movyeh rovin, prirodzene, rozsiruje ziber na cielove skapiny,

Napokon mi vsak predsa len dovolte spomenit, ze existuje osobitny sposob,
veh obrazkovich knizkach,

ako sa vwrovnal s touwto postmodernon zmesou v rakis
Mty na mysli provokiciu, ktori by spochybnila nielen vaznost tradicnej kom-
cie, ale aj ten nabl vy povrch postmoderneho umenia, a to y pod-
state ohyvednoston® — ohyzdnostou, kiord spodiva v nesilade formy (nielen po
1€ disproporcic.

|'1('—'

obsahove] a vwenamove] stranke) a ktorid takto vyivara vy
L. Lestie A, Fiedler: Uberquert die Grenze, schliebt den Graben! Uher

die Postmoderne. In: Wege aus der Moderne, Schlisseltexte der Postmodemne-
Diskussion. Herausgegeben von Wollgang Welsch, Weinheim: VOH, Acta
Hlumanoria 1988, 8, 57-74.

2. Linda Wolfsgruberoand #ije od zadiatka de
3. foachim Luethe sa narodil v Nemecku v roku 1957 a ui ;

Ardesiatych rokov vo Viedni,

i) rokov zije vo Viedni,

Silke Rabusova (Rakusko)

V rokoch 1989 az 1996 studovala nemecky jazyk, literaturu a historiu umenia
na univerzitach v Stuttgarte a vo Viedni. Od roku 1992 pracuje pre rozne or-
ganizacie a casopisy zaoberajuce sa detskou literatirou a kniznicami. Z nich
najdolezitejdie su: Institat literatury pre mladez, Dom detskej literatiry,
Studijné a poradenské stredisko literatdry pre deti a mladez. Prednasa, pise
clanky a kritiky, pricom sa stale viac Specializuje na obrazkové knihy a knizné
ilustracie. Od roku 1997 pésobi v Biichereiverband Osterreichs (Asociacia
verejnych kniznic v Raktisku). Je ¢lenkou redakcie casopisu 1000 und 1 Buch,
venujucej sa detskej literature, clenkou poroty pri udelovani Rakiskej ceny
za literaturu pre deti a mladez a Ceny za detskd knihu mesta Vieden.

(61)




Silke Rabus

Postmodernism
in Austrian Picture Books

What is Postmedernism? “Cross the border—close the gap” (1): Already in
1969 the literary critic Leslie A. Fiedler phrased his famous postulation which
is stifl essential in the understanding of Postmodernism. He vehemently called
for a postmodern writer who combines the taste of the masses with those

of the elite, who puts together popular and elitist, real and mythical, bourgeois
and fairylike phenomena. n spite of the very controversial debate referring
to the meaning, shaping, time of origin or end of Postmodernism his essay
laid the foundation of a general idea which took shape very soon In various
fields of especially architecture, but also art, philosophy and social sciences,

There is one argument evervhbody agrees with: Postmodern phenomena are charac-
terized by their multilingualism. A postmodern work combines various languages,
meanings and codes and addresses a multilavered target group [rom all social
backgrounds, In this context, the concept of multilingualism in postmodern art
is bound to the corresponding concept of genre pluralism (in classical and eve
in modern art the concept of genve is basically a concept of a homogenious language. )
As a consequence, the postmodern artist switches ironically between different genres,
ages, styles or technigues in order to establish new correlations irrespective of what
dience is actually able to decode.

( 62)

Postmodernism in Austrian illustrations

OF course, the described concept of Postmodernism can also be applied to nar-
rative illustrations in picture books, In Austriz, however, postmodern practices in
picture books are rare possibly for the simple reason that the market is small
wental literatre is barely demanded. Only a few illustrators use selecred
postmodern stylistic Sluperzky in “0O Bera,
Verschwinde aus diesem Buch™ (Parabel 1997) or in some cases the South Tyrolian
illustrator Linda Wollsgruber in “Prinzessin Rotenase” (Author: Martin Aver. Biblio-
thek der Proving 20007,

Nevertheless, the books presented in the following part of my presentation dare
demonstrating two possible ways of postmodern illustration in Austrian picture hooks.,

and expe

devices as for example Stefin

Rosie im Bus

In 2002 the Austrian publishing house NP-Verlag® published a rather unusual
picture book which was awarded with the Austrian prize for children’s literature
in 2008: . Rosie in Neaw York “was written by Monika Helfer, a well known Austrian femmale
writer for adult books. The pictures are 1 Heiskel, a German illus-
trator who has lived in Vienna as a freelance graphic designer sinee 1990,

The protagonist Rosie is a little girl who lives in New York, In seven episodes
she explores the manysided city with its wealth of sounds, smells and views
often accompanied by her new friend Loisl who could be called a “postmodern”
ian pame,

yace by Birgit

character just because of his outfit: Loisl is a black boy with an

/ Birgitia Heiskel: Rosie in New York (2002)




rasta pigtails and wears a traditional styled jacket like hunters in the Alps.

walks around New York with him, and they meet |n ople from different
countries,
created by their |
are mediated through a mix of suicty objective and disiant points ol vie
Like through the lens ol @ video camera Rosie experiences the pulsating rhythm
of the town, distinguishes the very diverse facets of New York which are described
as superlicial experiences each ol them having exactly the same value,

al characters solely

roups or social backgrounds as well &
antasy. All encounters as subjectively or fictitious they might seem
v

In the same way as the wext, the strong outlined and coarse worked pictures
of Birgitta Heiskel are reflecting this shimmering but also crumbling surface.
During one of their trips, for example, Rosie and Loisl comie across a celebration
of the American-Chinese friendship, wlu'rv a littde Chinese gir] has lost her grandma
in the crowd. In her illustration Birgita Heiskel uses the (also in Postmodernism
very popular) technique of a collage: in front of the purple silhouette of several
houses she pictures Chinese characters and patterns on a cutting ol a newspape:
Chinese people or more exactly: our cliché of
people are shaped by pieces of the old Chinese game Tangram. An advert
poster shows the Marlboro man with his horse one of the strongest symbols
of American freedom which is known all over the world. And, finally, we see
a copied photograph of probably Karl Mars which makes us think of the commu-
nism in China,

In an assoc

or a Cl nese

‘e and ironic way Birgitta Heiskel puts together apparently in-
coherent objects, svmbols and quotes in order to create a new context whether
we understand the individual references or not. This impression is reinforced by
She uses photocopies ol images of diffe-

her (not very careful executed) technigu
Karl Marx), which are totally removed from their original
s the technical possibili-
's ete.) where an

rent contents (i.e,

meaning, historical or local context. This proc

ties ol modern reproduction (photographs, s

apparently inexhaustible repertoire of symbols, iilable even
for private pers 1 be used by anyone in do it vourselEmanner.
the v wes Birgitta Heiskel he ished a lot of different levels
ring and understanding have developed. Therefore, "Rosie in New York”
is aimed at a multilavered target group which addresses adults as well as children,

s Or i)'ll fures is ay

Dhie o

mis and o

rious rele

of m

Martin Auer / foachim Luethe: The dirty pr'ml:.:e

“The Dirty Prince”™ w
in 1998, Martin Auer is a well known author for children’s literature in Aust
unlike Joachim Luetke (3): “The Dirty Prinee”is the fivst and single children book
the multimedia artise has illustrated until now,

Onee upon a time there was a son of a king who lived with his parents in a fairy-
tale castle... e his mother with a roval (hut of
> childlike) heroic deed she tells him off for his dirtiness and puts him into

3 rviale (in which even the carefully worked
The king's son we

as awarded with the Austrian prize for childeen’s literamre

But every time he wanis to ple:

CoL

the bathtub, An
out pictur
don't ev

seecm o be cle le) 1takes its course:
know his name grows older, and one day
comes and threatens the city.

Inter gly enough, Joachim Luetke has the dragon burst out of a drawing
the little king had made some vears before and here again we are confronted
with the postmodern border crossing between reality and fiction. But Luetke
does not only play with the different levels we find in narrated reality but he also

ally a huge, bad dragon

Juggles with the down handed meaning of characters like, for example, the dra-
gon o1 the son of a king. These characters are charged over centuries with a rich
and common known symbolic power, which obviously is read and analysed by the
reciplents, oo,
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Back to the story: the King’s son actually Kills the dragon and becomes the
cleanest king the kingdom ever had. As a result he travels around to control his sub-
jects on the cleanliness of their fingernails and ears which is pictured by
acters who are dated from dif-
ferent epochs and borrowed from various genres: In the back part of the market
square, lined up ina long row, we see a punk, a spy, a modern dressed woman and
1 Bavarian farmer and a shabby
dressed bov. They are controlled by a valet dressed in a uniform maybe of the
18t century, Further in the foreground a fantastic looking airman drives a strange
fal revolution, And finally not only vari-

Joachim Luetke as a wild mixed combination of ¢l

a child, a lady out of the 19th century, a vampir:

car possibly produced during the indus
ous human hands are depicted in the vight corner, but also hoofs, paws and pre-
hensile feet of different (and sometimes fictitions) animals waiting for the con-
trol of the
narrative illustrations of a postmodern work but here again it is not necessary
decode all the references the illuserator has established.

In summary, one could say that postmodern illustrations in Austrian picture

nails. The playful mixture of characters is one of the main topics in

books are characterized the usual topics
example the mixture of well known and quite popular genres (especially fairy
tales, crime stories, science fiction, western or adventure books). Frequently the

ul techniques of postmodern art, for

artists use the technique of collage: They quote famous pictures and characters,
they dej s and e them together in new
and playlully arranged settings. And they play ironically with both fictitious and
wtive structures, This adding of Turther levels of meaning and under-

newspapers, lowers or advertisemen

realistic n

iding means of course a broadening of the scales of warger groups.

However, additionally there is a specific way of managing this postmodern mix-
ture in Austrian illustrations. I think of the provocative way in challenging not
only the seriousness of traditional composition but also the shiny and glossy sur-

faces of postmodern art with an elementary “dirtiness” the dirtiness of the mis-
matching form (not anly of contents and meanings) which also allows some
strong discords,

1. Lestie A. Fiedloy: [_fbm'rpn’rl die Grenze, schliefit den Graben!

Uher die Postmoderne, Tn: Wege aus der Moderne. Schliisseltexie

der Postmoderne-Diskussion. Hermusgegeben von Woltgang Welsch. Weinheim:
VCH, Acta Humanoria 1985, 8, 57-74.

2, Linda Wolfsgruber lives from the beginning of ninties in Vie
3. foachim Lethe was hom in 1957 in Germany, more than 30 years he lives in Vienna

1

Silke Rabus (Austria)

Born in Stuttgart, Germany, in 1970. 1989-1996 Studies of German language
and literature as well as Art History at the Universities of Stuttgart and Vienna.
Now living in Vienna. Since 1992 free-lance work for various organizations
and magazines dealing with children’s literature and children’s libraries
(i.e. Institut fir Jugendliteratur, Kinderliteraturhaus Wien, Studien- und
Beratungsstelle fiur Kinder- und Jugendliteratur). Lectures, articles and re-
views with an increasing specialization on picture books and picture book
illustration. Since 1997 pedagogical employee of Biichereiverband Oster-
reichs (Association of Public Libraries in Austria), among other tasks training
of librarians in the field of children’s literature and librarianship, member of
the editorial staff of “1000 und 1 Buch”, a children’s literature magazine.
member of both the jury of the Austrian Award of Children’s and Youth
Literature and the jury of the Children's Book Award granted by the City
of Vienna.
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Murtin Auer / foachim Luethe: Ufalany prine (1997)



Gita Kordosova

Lyricka ilustracia Viery Kraicovej
(Retrospektiva tvorby z rokov 1963 az 1983)

Maliarka a ilustrdtorka Viera Kraicova svojfm pohladom na svet vytvara
carovng podoby skutocnost, v priestore vsedneho nachddza poznanie
neviednosti. Viytvarna poézia, lyrizmus, fantazia a schopnost vytvarne
imaginiacie st flavnymi atributmi, ktoryvimi obotiatia nasu wivami kultir.
Podiel Viery Kraicovej na slovenskef ilustracii knih pre deti je vrazom
maliarky hladajucej v nekanvencnych farebnych vztahoch a tvarovych
formach tie, ktoré najvystiznejsie evokuju ich prezitie.

Knizky, ktoré umelkyna ilustrovala, okizlujn originalnym splynutim slova a obrazu
v citovej sfér ipu do oblast ilustracne) wvorby pre deti s
rozhodla pre gednodusent formu, krehka maliarsku spontinnost a uvolnenie
abrazove] zlofky zo wivislost od extu. Nepokisila sa aplikovat visledky rovnako
hibako citového maliarskeho hladania, napr iek tomu je viak vo svojej umeleckej
tvorbe velmi jednotnd. Jej wikladny princip worby, vwenad
nosti a poetizicie obsahu, smeruje k modermnej vivarnosti, k syntéze
jmu, Jej valné obrazové komporicie

I('l Sa "\-‘i{)k\-]]l

SUPIOM emoti
naivného prejava a lyrického
predovietkym svojimi estetickymi

Viera Kraicova ilustrovala vwhraneny literarm
tiku detského zivota a detskvch prihiod. V wehto ndmetoch hladi re¢ a obsah,
Ktorymi tazi vyjadrit svet prostého cloveka, poéziu viedneho dia a okamihy zivota

posobia

hodnatami tvaroy a farieh,

#aner: Iudovi slovesnost a tema-

stlo 7 autorkine|

okolo mis, V obrazoch prevlada emotivie pasobenie, klore
lisky k detom, k privode a ktoré yiima ocami a zmyslami diet -
svel deti logicky prameni aj v uréujicom momente hravosti a bezprostredng
typickymi pre detski mentalitn, ktoré si aj jej blizke, Vo svojich ilustriciic
uvoliiuje obrazotvornost, aby prostrednictvom naivne gednodusenyeh a farebne
akeentovanych warov wéarila zizracni atmoslérn rozprivkovch bytosti & pri-
anacnn hravost a tsmevnost pribehoy de t\l\(‘lm sy

Voilustriatorskom diele Viery Krai y
oddelené a sicasne na seba nadvazujice vivi
na koldzovi tvorbu a druhd na Stetcovi kresbu. Vo kol
zacala ilustrovatl od roka 1965, si Viera Kraicova vyivo
s maximalnym lyrickvm vyznenim. Popri wraznom farcbnom citeni pr
v kolizi aj osobity 2zmysel pre podnetnost a tilohu materiilu, ktory sa stal sticastou
nej kompozicie. Nalepovanie papieroyych ploch rozlieného druhu kombi-
nuje s pretlacovanymi Kitkovwmi Strukiirami a s rozplivanymi akvarclovwmi efekt-
i. Vlastnymi zaciatkami tejto komplexne] podoby wvarného procesu Viery
o sii lustrdcie knihy BoZzeny Nemcovej Babicka, Umelkyiia priniesla svojou
maocle |1Iilll interpretacion do whio klasického literimeho diela, kioreé vieniklo
pred vyse sto rokmi, nove wivarne pochopenie a noveho ducha. Preniesla citovy
svet pribehu do sacasnost a vjadrila ho v sicasne podobe wivarného tvorenia
a citenia, Odpitala sa od fabuly literdme] prediohy, sustredila sa na obrazovy

aretelne od seba

ové etapy. Prva je zamerana wiucne
wej technike, Klorou
arigindlny rukopis
pavilia

sprievod plny Lisky, dobra a hodnoty ludskeho Zivota, Jef zamerom bolo wmocne-
nie poézie a citu. Na tejto citovej hibke iluswacii sa podiela farebno
motivoy, harmania ivaroy a kompozi “aston ilustradéného stiboru s drohné
detaily - prirodné motivy, krajindirske v i ako symboly intimity
rodinného prostredia. Celostranove obrazové
stupnom Stvlizicie, ktory je blizky aktiviemu detskému sivarnému cite
ponuje ich so statickymi postavami, v prostom pokojnom priestore a zdd

wher

ky a avic

ené wivame posobiv
1. Kom-

hodnotu farby a taroy, U Viery Kradcove] nejde iba o novost v pristupe k i
Jej tlustracia pouziva ui ur
urilneho v zobraze
skutocné wivislost a

Kraicova

a v lllI‘JL‘!l] [l" hlr["'ll ‘II\-!d‘\ll"l\dll
utofnosti
ko sleduje
s detsky naivinou zvedavostou farbu a povreh veci, radenie vonkajsich casti, ako sa
pod ymta povichom dostiava k citovej podstate javu, pricom zimerne neberie do
ivahy Jogicke vetahv” (F. HoleSovskd: Tudr o red flustrdcie pre deti,. Mladé letd,
Bratislava 1971). Jej ilustricie uvidzaju detskeho citatela do novej mySlienkove]
a vztahove] ob
Po ilustraciach Babicky vznikhi ako privodzené pokracovanic i
k literdrnym dielam & nametom deti, ich citoveho vztahu a pribehov zo Zivota,
St 1o ilustricie k dvom knizkam M. RiazosovepMartakove): zbierka poézie pre deri
Sedmikrdska (1965) a prozaicke dielko Chlapéekovo loto (1966) . Kraicovi ries

dsthuje spajanim obsahoveého a st

tym, ako energicky odsiva nabok vonkajiie

istracne stibory

Sila ilus-




tricie impresivion kolizou, Obrazy st pokojné, celostrankove alebo prestupu-
Jice text. Sio predovietkvm postavicky detd v spojeni s poetickyimi motivini
prirody. Prirodné a architektonické prvky zakomponovala do vwizeného prostre-
clia, objavila veselé sitmicie v poeticky ladenveh sihrach volnyeh motivoy. V knizke
Sedmikreiska je neodmyslitelnon sicaston obrazove] symboliky Viery Kraicove)
motiy viddika, kvetn, stromu, oblaku a konika, ako aj charakteristické krajinarske
aily dedinskeho prostredia. Vilustsiciach spiaja naivné videnie dietata, zraciace
sa v detskej it a v postave, so Zvelnou prirodou a drevom dedinskych plotov.
Vilustriciach Chlapéekovho leta preniki do poézie detstva melancholicki fureb-
nost, Hustrde 1 vvznenin a osobnow wpovedou na zaklade literdir
nej prediohy.

licr ojho detinského Iyt h spomienkovej kniiky
Mirie Janéove] Bracek a sestricka (1972). Tu mohla idedlne vyjadrif isnic cké Spo-
jenie detskyeh citov a myslenia s poznanim a liskou k prirodnému detailu, ako aj
k prozaicke] krise dedinského prostredia.

Viera Kraicovd ostiva verna koldzi aj v ilustraciach ku knihe rozprivok K |, Er-
bena vwdanyeh v roku 1967 pod nievom Zatovldska, V vimel technickych moznos-
ti koliZze komponuje plodné sumirne ivary a kontrastuje postavy so zivimi fareb-
nymi pasmi pozadia. Napriek tispornosti wwrazu dokizala vystihnat citovy obsah
rozprivok,

Koncom sestdesiatyeh a zaciatkom sedemdesiatych rokov Viera Kraicovit tito
impresivin koliz vysiriedala volnon lyrickou stetcovon kreshou, ktori uplatnila
v baladickych sbierkach Blo dievéa po vodu (1968) a Cakanka (1971). V tvchto ilus-
triciich diva Kraicovid novii funkein obrysove] kreshe — spontannej
kreshe jemnym perom alebo Stetcom, Zasluhou posobenia Ladne) Iy 3
a elektov plosnych farebnyeh skvin docieluje vwsostne poe stickn kvalitn, V nhr 70-
weh kompoz spornejdie vyjadrenie umeleckeho
amyslun a podstaty literdrneho diela. V' pripade vytvarnej interpreticie tychto
slovenskyeh Tudovych balad ide o jedinecné diela, kde ilustratorka ynima kreshy
k poérii s pocitom ich vinitorného sizavuka s textom. Krehké, naznakove, moder-
né a pritom zrozumitelné kresby tvoria wivarne analogie mjuplnost a tragickost
obsahu.

Kym kompozicie slo dievéa po vodu rezonujn jemnou kaligrafiou, vo
wivarnom rieseni Cakanky ma kreshovy vivaz spontannejiie gesto a robustne
tahy Stetcom. Akecenty farebnyeh skvin a dynamické Agurialne vwijavy umociugi
posolstvo dramatickeho deja.

Kreshy plné dynamiky a wyrazowwch frebnyeh kvalit wivorila Viera Kraicovd zo
zidzitku 2 pocrie Publia Ovidia Nasa Preseny (1970), lustricie k ejo zbierke sa prisuno
viazu na jej volnu kreshovit tvorbu. Obrazovou metaforon versov a svojou abstrak-
ciou vwhovuji narodne|

de

dch sledovala zamer o éo na

ilustracii

emu voimatelovi,

Lyricky prejav Viery Kraicovej
okruhom jej ilustr
Tudawych rozpravok je Cerpid priamo
# Tudoy wje moderny
rukopis zalozeny na Swlizacii a skratke, a predsa bez straty poetického cara [u-
dovej] umelecke] tradicie. Pre tento literirny drah volila kresbu jemnym aky
relom. Zikladom jej ilustraéného prejava Kniliy ozfravok od Milana Rizusa, ktoré
st prebasnenim Dobsinského slovenskych rozprivok, sa pritazlive akvarelove dielka,
komponovane v obrazove] svmbolike, plné krehkej poézie a vinitorného siazvuku
s literarnou pudlohml V celostrankovych kumpo iciach ofanivaji pokojné
A Proste see 1 svieza farebnost, cithivi tvarova
skratka, kombindcia redlneho a Lluhm]m‘lm vyvolavaji prijemny pocit a prosui
pohodu pri vonimani
ilustriacie. Verie roz-
pravok  sprevidzaji
okrem celostranovych
ilustracii povabné oz
dobné prvky Tudového
rastlinné

v plnej miere koresponduje s tematickym
rozprivke a folkloru. Na rozdiel od ostatnyeh ilus
1 nej ohdivuhodné, Ze indpiriciu a poznanie
podnetov a z ludového umenia, ale v tejio oblast upl:

orov

umenia -
motivy a Stylizované
viaciky. Viera Kraicova
ovlada ajomsoa hrave]
vorivostl, refpekiuje
pocsiu deiske] obrae-
nosti a detsky wivarny
prejav. Do umelecke)
ilustriacie vklada kvali-
ty detského  prejava
a e SVojou Prostotou
a4  poézion  divaji
obrazu intenzivin es-
tetickn presveddivost.

Autorkinu laska
k detom citif v celej jej
ilustracne] tvorbe,
V kazdej knihe pre
deti sa snazi vyjadrit
obrazovii podobu diela
ocami a zmyslami det-
stva. Jej orienticia na

: Kniha rozpravok, 1973




svet deti logicky prameni aj v urcujicom momente hravosti a bezprosuednosti,
1\'pi('l‘.\"1|li pre deskia mentalite, kuoré st blizke aj umelkyni,
Krisny nsmevny svet ::l)]n\l]l: detskému divikovi v ilustracnom  cykle
Kk rozpravkam a Tudoy dam pre deti knihy Ko Ondrejku Podte, dets, medzi nds
(1979). Svieza optimisticka larebnost akvarelovyeh liguralnych kompozicii priamo
odriza siilad s mnohoyrstevnon detskon hravostou, Pavab ywivamej poézie pred-
staviqu drobné ilustricie v texte, zobrazujuce detske Tudove wpy, Swylizovane

prirodné motivy a ornamenty. Tvarova jednoduchost je nositelom wivarnej
sviezost a basnivosti,

HNustriatorski vorbu Viery Kraicove] uzatvara cyklus akvarelovyeh obrazov ku
knihe J. Kovala Skleny rylouk (19582), ktory prostou jednoduchoston thnodi lyricky
ton poviedkovich pribehoy, Sivislost maliarske] tvorby sa tu odriza tvm, Ze pod-
nety ilustritorskych kompozicn rogvija do samostatnyeh obrazov. Hustracie
wenievaju lyrickym tonom, akvarelova kresba diva textu avlasinu naladu. Kom-
poicia a kresba zostiva visoko umelecki. Jemna svieza farebnost, naivne poni-
many akvarel, tvarovd skratka a staticka kompozicia obrazov st hlavoymi amakmi

by jej uh] Ay nuhm.lhl: htL\ vysaky slnpvn
poprednvm znalcom
A maliarska hra

vity & ];lmwl\f I)c{ ko
ti. Interpreticia Viery Ium(u\:‘p je charakterizoy;
slovenskej ilustricie prof. Holedovskym ako jednoducha nai
Umelkyna svojoun origindlnou a moderne orientovanon
koncepeiou rozvinula prid v slovenskej ilustracii, ktory v ilusiriciach knih pre
deti uplatiuje ¢ aivného prejava a tieto povyduje na wivarny princip, V jej
obrazach previada emotivne posobenie, ktoré vwrastlo 2 materskej lasky k detam.
# lasky k privede a k Zivorn, V kazdom ilustrovanom diele ma svo] priestor
neobyéajed fantazia, neopakovatelné vwuzivanie dekorativiyeh prvkoy, v ktorveh
ou prediohon a detskou
alcove] je narocna, ale primerand, do vinu ilusira-

s tvarmi a farbami®,

saautorka vo svojom predr i1
wvorivostou. Tvorba Viery Kr
cii pre deti prispela novou dimenziou. Prinos Viery Kraicovej pre slovenski ilus-
traciu je 1 v tom, Ze kazdd nou ilustrovand kniha je svojim modernym pristupom
wyraenym edicnyim ¢

ipiruje folklor

inom a jedinecoym umeleckym dielom,
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Gita Kordosova (Slovensko)

Historicka umenia, v roku 1973 po absolvovani tudia dejin umenia na Filozo-
fickej fakulte J. A. Koamenského v Bratislave nastupila do Slovenskej narod-
nej galérie, kde sa Specializovala na oblast ilustracie. V roku 1981 kura-
torsky pripravila vystavu zakladného vyznamu, ktora mapovala sucasnu
slovensku ilustraciu z rokov 1960 az 1980. Svoj vyskum orientovala na
vyznamne zakladatelské osobnosti slovenskej ilustracie, ktoré prezentovala
aj formou vystav doma i v zahraniéi (Vieden, Bydgosc, Praha, Weimar).
Podielala sa na vystavne] dramaturgii Bibiany, kde realizovala rad
uspesnych monografickych kolekeii ilustratorskej tvorby: Vincenta Hloznika,
Viery Bombovej, Zakladatelia slovenske] ilustracie a Humorny svet lvana
Popovica. Vysledky badania prednasala na sympoziach BIB a na sympo-
ziach Biendle grafiky v Brne,




Gita Kordosova

Lyrical lllustrations of Viera Kraicova
(1963 - 1983: A Retrospective)

The painter and filustrator Viera Kraicova (s the creator of charming and wonderful
facets of reality, with her outstanding ability to unearth the unusual in that which
is usual by definition. Her visual poetry, lyricism and imagination are among

the major qualities she has brought into Slovak visual arts. Viera Kraicova has
had a share in Slovak picture books illustration as a painter in search of such
unconventional relationships among colors and shape forms as she finds most
suitable for their inmediate experience by readers.

The books illustrated by her enchant us by their unigue melting of words and
image on the emotional level. At the beginning of her career as illustrator the
ist st ond o accomplish simplified form, subtle aristic spontaneity and the
loosening of the pictorial element’s dependence on the text. She did not ty o
apply the results of her artistic endeavors in painting, which is no less emotionally
packed, vet, not refusing on the remarkable consistency of her artistic work either.

The underlying principle of her work, the high emotional and poetic impac
the contents
and lyrical interest. Her free pictorial compositions work their way in particular
through their aesthetic value of shapes and colors.

In her work as illustrator Viera Kraicova focuses on a distinet literary genre: folk
literature and the topics of children life and adventures. What she seeks in this

is aimed towards modernist visual arts, towards a synthesis of naiveté

work is to find the language and contents to be able to capture the world of ordi-
nary human being, the poetry of its daily existence and the moments of life
around us, Her pictures have strong emotional impact, a result of the author's
affection wowards childven and the world of nature, which she is able 1o see
through the eyves of a child. Her affinity towards the child’s world is logically and
in a determining manner rooted in playfulness and immediacy essential for
child’s mentality, which is so dear 1o her. In her illustrations, Viera Kraicovi lets
loose her imagination to create, by using naively simplified and colorful shapes
and patterns, a wonderful and charming atmosphere of fairv-ale characters and
the characteristic playfulness and fun of children’s adventures,

In Viera Knicovit's oevre there appear to be two stages of her artistic deve-
lopment, clearly distinct, yet intertwined. The first stage focuses exclusively on col-
lage, while the other is predominantly one of brush drawings, In collage, which

she began using in 1963, Kraicovi developed a distinetly unique signature with
hearing lyricism. Ap
nal ideas and a sense of material, which she was using, combining sticky paper
surfaces of various sorts with textures and uzey watercolor effects. This complex
artistic development began with her illustrating Bozena Nemeovid's classic “Babicka ™
(Granny). In her modern interpretation, the artist brought new visual under-
standing and new spirit into this all-time classic which first appeared more than
aone hundred ago, She was able o transport the novel’s sensibilities into the
current age, using contemporary visual arts and sensibility. By detaching herself
from the orig
tions abounding in the imagery of love, goodness and appreciation of human life.
Her apparent intention was to underscore the work’s poetical and emaotional im-
pact. These deeply emaotional illustrations exude their impact by the use of color,
sice of motives, harmonious shapes and composition. In addition, there are
symbols of the intimacy of one’s native place, small details such as natural imagery
maotives, lindscape sections and animals. The full-page pictorial scenes are fash-
ioned in an engaging style, close to the way children see the visual ans, composed
with static figures, on a simple and tanguil space, and underscoring the value of
color and shapes. “Viera Kraicovi's illustrations and art are not only novel. Her
with the illustration is to use a certain form of estrangement, Kraicova “makes
strange” by intertwining the contents and structure on the appearance level, by
her energetic marginalizing of realistic determinants, being able o follow the
color and surface of things with child-like naiveté and curiosity, while intent on
disregarding the logical corvelation.” (F. HoleSovsky: Tvar a wed tlustrdacie pre deti,
ML 1974
world of ideas and relationships among things.

Her work on “Babicka™ was then followed, somewhat na
sevies to literary works Tor and about children, their ¢

from her

mg teeling for colors, she also showed

nal story line, the artist ereated an accompanying series ol illustra-

!
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Seeing her illustrations, the reading child is introduced into a new

rally, by illustration
tional world and adven-
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tures. These include two books by M. Rizusovi-Martikovi, poetry volume for child-
ren “Sedmikraska” (Daisy, 1965), and the liction novella “Chlapiekovo leto™ (Little
Bew's Summer, 1966). Here Kraicovid used impressive collage For her illustrations.
The images are stll and undisturbed, appearing either as full-page or inserted be-
tween the lines, with predominance of children ligures and poetic motives of na-
ture, The natural and architectonic scenes are composed against a balanced
background, finding funny situations in free poetical play of motives, The book
“Secmikraska” typically features the very Kraicova symbols such as little bird,
Newer, tree, cloud and horse, as well as the charmcteristic landscape details of her
rural village settings. The illustrations combine a naive portraval of child face and
body with vibrant nature and the wood of villagers' fences.

I to “Chlapeskovo leto”, the poetry of childhood is broken in by colors of melancholy:
her illustrations amount to a personal statement inspived by the literary original.

The childike, if not childish, lyricism triking in her illustrations 1o the
memoirs of Maria Jancova, “Bracek a sestricka™ (Brother and Sister), This work
proved ideal for her poetic martiage of children’s emotionality and thought with
knowledge and love of natural detail, and w the prosaic beauty of raral environment.

Viera Kraicova remained faithful to collage in her illustrations to the fairy tale
hook by K. |. Erben published in 1967 as “Zlatovldska” (Golden Hair). Within the
technical possibilities offered by collage, she is able 1o compose comprehensive
surface shapes, contrasting figures with alive colorful background stripes. Despite
her frugal ways with this technique, the emotional impact of the fairy tales is well
captured.

The late 19605 and early 1970 saw a good-bye to impressive collage in favor of
a change towards lyrical brush drawing such as in the collections of ballads “/slo
divvéa povodu” (Once there was a girl fetching water, 1968) and “Cakanka™ (Wall-
Flower, 1971). Kraicova here uses a new function of contoured drawing a spon
neons stylized fine pen or brush drawing, She achieves here an outmost poetic
quality by using a harmonious lyrical line along with the effect of colorful patches.
In pictorial compositions Kraicovd sought o arrive at the artistic meaning
and substance of the literary work using the most frugal means possible. These
works amount to unique visual interpretations of Slovak folk ballads, with the
tist being able to perceive her drawings in an inherent harmony with the text.
Her fragile, allusive, modernist, and yet easyto-follow drawings provide visual
analogies to the mysterious and tragic contents of the text.

While illustrations to “Islo dievéa po vodu" echo a fine calligraphic line, the
compositions of “Cakanka™ ave typified by a rather more spontaneous drawing
gesture and more robust brush strokes, The dramatic action is accented by patch-
es of color and dynamic figural scenes.

Viera Kraicovi’s literary experience with Ovid's “Metamorphoses™ (1970) gave
shape to her drawings full of dynamics and strong colorful qualities, which are an
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immediate continuation of her free drawings. Their metaphoric and abstract
range makes them suitable for a more demanding and appreciative audience.
Viera Kraicovi's lyrical expression is in full correspondence with the thematic
range of her illustrations, including fairy-tales and folklore in general. Unlike
other folk and fairv-tales illustrators, she is remarkable for not restricting her
inspiration solely w popular folk motives and folk art, using extensively modern
stylized signature with condensations, without, however, losing the uniquely
poetic charms of popular folk tradition. For this literary genre she chose to use
a fine watercolor drawing. Her attractive illustrations of “Kniha wepravok” (The
Fairy Tale Book) by Milan Rifus, which is a rendering in poetry of Dobiinsky's
classic Slovak Fairy Tales, are all made on watercolor basis, and composed as sym-
bolic renditions of fragile poetry in an inherent harmony with the literary original.
The enchantng full-
page compositions de-
pict stll and simple
scenes reflecting joviul

Iyricism. The viewer is
enveloped  in an
agreeable feeling and
pure enjoyment when
perceiving the subtle
and fresh use of col-
ors, the feeling lor
condensed shapes and
the combination  of
the real and the ficti-
tious. In additon o
full-page illustrations,
the fairy-tale verse is
accompanied by char-
ming folk art decora-
tions such as plant
motives and stylized
Sur
Kraicovi has a good
sense of the secrets of
playful creativity, pay-
ing respect o the
child’s poetic imagery
and its visual expres-
sion, which she is able

birds. o Viera
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Milan Riifus/ Viera Kraicowi: The fairy tale book, 1




o convey in her illustrations, and through their simplicity and poetry achieve an
intense and persuasive esthetic curmency,

The author's affection towards children is apparent thronghout her illustrative
output. In each of her books for children she seeks to see with the child’s eve and
senses, Her use ol plaviulness and immediacy are logically rooted in her natural
affinity to the child mentality.

A beautiful smiling world is revealed to the reading children in her fairv-tales
and children folk games illustration series for “Podte, dett, medst nas™ (Come Chil-
dren and Join Us), a book by K. Ondrejka (1979). The fresl
ors of her watercolor figural compositions are a divect reflection of being in har-
mony with the many facets ol children’s playfulness. The charms of visual poetry
are well conveved by small illustrations scattered throughout the text, depicting
children in folk costumes, stylized natmral motives and ornaments, The freshness
and poetic
Viera Kiaicov

il optimistic col-

isuality is carried by the simplicity of shapes.

s illustrative oevre concludes with the series ol watercolor pictures

) “Shdeny rybnide” (The Pond of Glass), a book by
simplicity, provides a medium to convey the Iy
its affinity with that of a p:
are illustrated in a series of mther independent pictures. Again, lyrical illustra-
tions prevail, with the watercolor drawing giving the text a strangely unique
moad, while both composition and the drawing isell rema

Koval (1982), which, in its pure

m of the book's short stories.

Her work here revea ter in that the literary motives

1 highly artistic in
character, These full-page illustrations are characterized by fresh and subtle col-
ors, naive-like nse of w olor, simple condensed shapes and static composition.
This salient feature of Viera Kraicovi's illustrations corresponds with the element
ol naiveté and simplicity, both md:sp: nsable for accomplishing such a high
degree of lyricism. Viera Kraicov,

interpretation is characterized by prolessor
atop expert on Slovak illustration art, as “a simple and naive artistic
play with shapes and colors™. In her unerly al and moderni
the artist developed
of naiveté as a creative and :
tional imps

il (fl]ll!'l'il[i(]ll-
acurrer

tistic principle. Her pictures abound in rich emo-
which has grown out of the author's affecrion and affinity to chil-

drer

1

e and life. Each illustrated work has found a place for this
ion, and her unsurpassed vse of decorative elements, inspired by o
K

8 ribution to the
history of picture books by bringing in new dimension, In every single of her
books, her strong and modernist approach makes a contribution to the Slovak art
ol illustration by making landmarks in publishing history as unique work of art.

imag

nal folklore decorations and children’s creativity. The work of ¥ eovi by

its demanding, ver adequate qual as made an important ¢

Gita KordoSova (Slovakia)
Art historian, after her studies of history of arts at Commenius University,
Faculty of Philosophy in 1973 she started to work with the Slovak National
Gallery where she focused on illustration. In 1981 she prepared an exhibition
of substantial importance covering Slovak illustration in the period from
1960 to 1980. She oriented her research work to important personalities—
founders of Slovak illustration and she presented them at exhibitions at
home and abroad as well (Vienna, Bydgoshtch, Prague, Weimar). She con-
tributed to exhibition dramaturgy of BIBIANA where she made a series of
successful monographic collections of illustrations: Vincent Hloznik, Viera
Bombova, Founders of Slovak lllustration and Humorous World of Ivan
Popovié. She presented the results of her research at symposiums of BIB
and the Biennial of Graphic Art in Brno.
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Mifan fifus / Vierd Kraieovdd: Kniha rozpravok [ The fairy tale book, 1973




Behzad Gharibpour

Kuzelny sarm ilustracie

llustracia detskej knifyy zahria rastucu prirodu, rozvgf evollce a jef necbmedzene
slobodné kvality, ktoré su vysledkom jef neustaleho kontaktu s detskym kvitnucim
svetom. V ilustracidch detskych knih sa nic neignoruje, pretoZe priimatelmi su
sladke malé jedince, ktorych pohlad na svet, tvary a prirodu, najma viak ich
vizudine prvky sa neustale menia a wwijaju. Deti vidia presne a daleke, takze
dokonca aj maly tvor si moZe vo svojej mysh poloZit velkeé otazky. Kuzelny Sarm
ilustrécie takto moze vizualizovat ich vieru aj predstavy a viest ich k nowym
myshenkam, pohladom a svetom. Popri tom vsak postupne méze uvoliit

ich proces tvorivého vnimania.

Postmodernizmus ovplywnil rézne aspekty ludského Zivota, predovietkym tyveh,
ktori ziji v modernyeh spoloénostinch, Ovplyvnil viak aj iné prosuedia a ich
rosvojove spoloénosti véitane umenia ilustracie deskyeh knih,

Postmodernizmus kritizuje neefektivine myslienky modernizmu a vyzyva k vydli
i, ateda aj kilustriciam deskyeh knih prostred-
nictvom vorive] spoluprace” a obnovy umeleckej vorby za pomoci kombindeii
roenych wrazovweh prostriedkoy.

deniu nového chodnika ume

Vymena textu a ilustracii

Text a ilusiacie si dva neaddelitelné faktory pri vorbe ilustrovanej knihy
a obidva hraji aktivou rolu v procese tvarby a neskors
ného na dkor druhého moze mat za nasledok nedostatok formy a prirodzenost
knih. V podstate slova st vnimané cez pr
vedjomny dialég a yymena ilustrovanych knih vedie ko flexibilite a4 prideniu,
ktore ries sie zmienené problémy. Od ilustricie sa neocakiva, 7e vyrozpriva
pribeh do detailov. Skor ilustracie st schopne tvorivo vizualizovat skryte a zjavné as-
pekty text wm, Ze pridapi k nim nevé horizonty, bez rusivého zisahu alebo
viiznych zmien.

ho vnimania. Prevaha jed-

stavy @ ilustricie cez slovi, Ta

i\'}-

Nadmernost

Nadmernost v ilustricn dewskveh knih sa obyéajne |m.|.l\1||:> v dvoch extrémne
udddvn\rh sposoboch: niektori prekrocili v ilustrov: ednoduchi a prilis
detski atmostéru, ktora sa prejavuje neadekvaine zjednoduSene a jasne, /
prekonali umelecke ovedudie tak, ze vwpadli 2 dets
detsky svet. Tvorba detskych tlustricii pozaduje tprimnost,
atmostéru. A to ich robi veénymi a nezabudnutelnymi.

1 Zase

o) krajiny serakoy a ignoruji
rdecnost a skutocnn

Dvojzmyselnost a dvojznacénost

Jedna 2 ywanamnyeh charakteristik postmodernizmu j ie dvojzmyselnost a dvoj-
madnost, kiorda vedie k vahavosti a neistote. ¥V tejlo m | skole
rozhodnul o iych koneeptov. Tito atn sféra pos
nizmu diva uéastnikom modnost rozmyslal a rozhodnid sa o wom, ¢ zosta
obvéajnymi divikmi, alebo madu premyilar o vetahu medez vizwilnymi a texiual-
nymi koneeptmi v emysle ich vaijomneho {l(]p[ atazky vich
mysli, ktoré .H\de\'ﬂll ne m:lpm dané aj po precitani celej km]l\ Pocas kladenia
si otizok, nieklo maz prilis daleko, a tak sa komunikicia medz knihon
a delmi moze narusitc a L.umvijl\ zostavaju prazdne @ dvojznacne,

(&1 II]I]/l'i(

mioder-

Losin a |I|rl“ltl?\|l v

Legendy a myty

Legendy a myty su pravidepodobne najlepsim priestorom pre prejavy postmod-
ernistickej niauky v ilustraciach detskyeh knih, stajin v kazdej spolocnosti ako
kultirne a narodné filozofie, cex ktoré je mozné & dosiahnut nové horiz mity v al-

Pritom sa 1
racovanie povodnych hranic nasej vizwilnej reality.

mostére fantizie

metafory alebo pre

a v

1ju také prvky,

wmi st alegorie,

Anekdoty

legiend, kiore ilustroval Bahram Khaef, zos-

im maze v brilantnym prikladom postmoderni-
voh knihach. Kniha bola publikovand v staroddvnom Seyle

stickej ilustricie v de

o

)




ﬁ

At istd metoda bola pouzita pri usporiadani textu, ako aj pri ilustraciach. Tieto
wirazove prostriedky wivorili mimoriadny, modemny sl ktory nema zabudnuy.
historicky charakier. Hustsicie boli vwivorené tak, aby vyprovokovali aprimmost
a porozumenie i szl textu knihy, Ktory si arokoval len najmensi pocet riadkoy.
Usporiadanie knihy tiez doplia jej krdsu a harmoniu v, Ze aplikuje sposab
a metddu pouzivani v starveh rytinach. Obal knihy bol navrhnuty v sk
forme, kde Styl, akym sa vilacil alaty nizoy publikicie sa powrdilo majstrovstivo
tohto umeleckého diela.

wnostne|

Behzad Gharibpour (Iran)

Graficky dizajnér, animator a ilustrator. V roku 1992 absolvoval graficky dizajn
na Fakulte krasnych umeni Teheranskej univerzity. Univerzitny profesor
vytvarnych umeni a umelecky redaktor viacerych vydavatelstiev. Zatal pra-
coval ako maliar a animator, neskor sa stal grafickym umelcom na Institite
pre intelektualny rozvoj deti a mladeze, V roku 1984 absolvoval kurz kniznej
ilustracie v Japonsku, poriadany Azijsko-pacifickym kultirnym strediskom
pri UNESCO. Bol finalistomn siitaze Noma concours v roku 1988 za ilustra-
ciu knihy Tajomstvo rybnika. V rokoch 1991 az 1994 sa zicastnil mnozstva
vystav a ziskal viacero oceneni, napriklad Cestnt cenu Noma concours v
Japonsku (1994) za ilustraciu knihy Cierny leopard. Takisto ziskal viacero
cien na narodnych vystavach ilustracii v Irane. V roku 1999 ho Azijsko-paci-
fické kultdrne stredisko pri UNESCO vymenovalo za clena poroty v Noma
Concours pre kniznu ilustraciu, okrem toho bol élenom poroty na viacerych
narodnych festivaloch. llustroval viac ako 12 knih a vytvoril mnozstvo
grafickych diel.
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Behzad Gharibpour

The Magic of lllustration

The illustration of Children’s baoks involves a growing nature and developing
evolution, and its limitless, liberal quality is a result of its constant contact with
the children’s blooming world. In children books® illustration, nothing is ignored
since their audiences include the sweet little ones whose views of the world
and the shape and nature of its existing elements, especially its visual efements,
are permanently changing and evolving.

Children have accurane,
A great question in their
beliefs and imaginations and lead them to new ideas, viewpoints, and worlds.

ighted visions, and even a single tiny image can create

inds. The magic of illustration, thus, can visualize their

gradually.

And alongside, it can evolve its development proce

The Postmodernism, as a prevalent movement, has influenced different aspects

of human life, particularly those of the modern societies. It has also affected

the other environments and the other developing societies, including the art of
the illustration of the children’s books,

The Postmodernism criticizes the ineffective thoughts of the Modernism and

. a new path to art and consequently to the children books’

ation through a “creative: cooperation” with the recreation and combina-
tion of various elements,

The Exchange of Text and Illustrations

Text and illustrations are the two inseparable factors regarding the creation of
an illustrated book, both of which play an active role in the process. The domina-
ton of each may result in a deficiency in the form and natire of the books, In fact,
words are perceived through the images, and illustrations through the words,
Such a mutual dialog and exchange in illustrated hooks leads o a Rexibility and
a fMlow which solves the above-mentioned problems.

However, illust e not supposed o narrate the texis in details. Rather,
illustrations ave able to creatively visualize the covert and apparent aspects of the
texts adding new horizons to them without interference or serious changes.

Hions

Excessiveness
Bei

extremely separate ways: Some have excecded in illustiating oo simple and too

sive in the llustration of children’s books usually occurs in two

B exc

childish an atmosphere which seems too simplistic and too evident. And some
it dropped them out of children's wonde
I'he ereation of children’s illustrations requires

have surpassed such an artistic air nd

ignoring their world’s elements,
honesty, cordiality, and a tangible atmosphere to make them eternal and remarkable,

Equivocation {Ambiguity)

One ol the most outstanding chy

teristics of the Postmode

S 18§18 equiv-
ocation and ambiguity leading o hesitaney and uneertainty. In this school of
thought, vou may dec ide on the certainty and validity of all concepis. Such an at-

mosphere in the Postmodernism gives the audience the opportunity to think and
deliberate, and the audience is not merely spectators, rather, they would ponder
on the relationship between the visual and textual concepts in order to complement
one another. This may cause a question in their mind which may still remain
unanswered even after reading the whole book.

Meanwhile, one should go oo Far in this regard so that the communication between
the hook and children is impaired, and the concepts remain vague and ambivalent.

Legends and Myths

Legends and myths are possibly the best grounds to manifest the Postmodernist
beliefs in the children books” illustrations. They are the outgrowth of each socie-
ty's cultural and natonal beliefs, through which one may achieve new horizons in
a fanciful, visionary atmosphere, applying devices such as allegories and meta-

phors and intruding the ordinary limitations and boundaries.




Anecdotes

Anecdotes is a book of Tranian fables and legends, illustrated by Bahram Khaef,
the deceased lranian illustrator. This book can be a brilliant example of Post-
modernist illustration in children's books.

The book has been published with an antique appearance, and the same
method has been developed into is lavout and illustrations. These characteristics,
vet, has created an outstanding, modermn style, vather than an ancient, outd

The illustrations of the book have been designed to provoke sincerity and
comprehensibility to serve the book’s text, usurping the least number of lines,
The book’s layout has also complemented its beauty and harmony, applying
a method received from the publication of the ancient engravings. The cover
of the book has been designed in a glorious form and sealed in a golden e

ed piece.

Lo prove a III:IS[’R‘I]Ji{.‘t‘(‘ of art.

Behzad Gharibpour (Iran)

Graphic designer and illustrator. Professor of visual arts at the university
and also working with a few publishers as an art editor. He started to work
as a painter, animator and finally as graphic artist at the Institute for the
Intellectual Development of Children & Young Adults. In 1984 he was
invited by the Asia / Pacific Cultural Center for UNESCO to take part in
the “Training Course for Book lllustration” in Japan. Runner-up in Noma
Concours in 1988 for the illustration of the book “The Secret of the Pond”,
Between 1991-1994 he attended numerous exhibitions and was awarded
various prizes; Noma concours Encouragement Prize, Japan 1994 for the
illustration of the book “The Black Leopard” and also prizes from the national
illustration exhibitions in Iran. In 1999 he was invited as a member of jury
by the Asia / Pacific Cultural Center for UNESCO to take part in Noma Concours
for Book lllustration. He had been a member of jury in some other national
festivals as well. He has illustrated more than 12 books and numerous
graphic works.




Gerhard Jager

Navrat kamisibai a ABC

Kamisibai je tradicnd faponskd rozpravkovd skrinka z papiera (kami znamend
papier a sibal divadelnu hru, takze papierovd divadelnd hra). Velké kresby
sa zmestia do malinkého divadla, ktoré sa da zmontovat aj na bicykli.

Kazda kresba zobrazuje jednu scénu pribehu. Rozpravac rozprava pribeh

a sucasne pohybuje kresbami, ako keby to boli pohyblivé obrazky.

V Japonsku malo toto , bicyklove” divadlo v obdobi od dvadsiatych

do pdtdesiatych rokov obrovsky uspech, Dnes chee neziskova spolocnost
ABC (ART BASIC for CHILDREN — Zaklady umenia pre deti) toto miniaturne
divadio znovwu oZivit ako poctu hovorenej tradicii rozpravania pribehov.

Viac informacii ziskate na;
www.abc-web.be
www.kamishibai.com
wwwstudio.cojp/ kamishibai

ABC n.p.a.

Vosucasnostt ABC nopa. sostavaje meddnarodni sbierku knih, kvalitnych
Iur:ru-k tematickych stwvebnic a multimédii (CD-romy, videofilmy...), ktoré sa venuji

arnému umeniu a architektire, Pouzivajue tieto materialy ABC projek-

satelicry, ktore sa zameriavajin na stieranic hranic me jednotlivimi
formami wmenia a ich cielom je zviSenie drovne percepcie na vietkvch drovniach,
Okrem budovania ABC ateliéru mavrhuje ABC aj niektoré Specificke projekty: organi-
gowvanie worivweh dielni v emigraniskom siredisku (Klein Kasteeltje) a v nemocniciach,
ABC tanedné lio (wwvorené pri prilezitosti ROSAS XX,
dickiktickyeh pomdcok na wwuébu architekiary, projekt RKamisibai, atelier novych
medin pri prileaitost suidin BOZAR (PSK)...
ABC wpa., Dansaertstraat 98, 1000 Brussels, tel. /fax +32/(0)2 502 00 27,
el @abe-uwiely, be, wurm. abe-web, be

navihovanie auto-

PRACA S KAMISIBAI
a) O frribeha ku kamisiba

Pribeh kamidibai sa skladi z 12 kresieb, kde je pribeh wilaceny na éiernom
podklade. Text prvej kresby je sany ma zadne) strane poslednej kreshy,

Aj ked' sa formou kamisibai did vwrozprivat akakolvek myslienks
knihy alebo pribehy st na o vhodnejsie. Potrebné je vziat do tvahy urcité aspekty
pribehu @ ilustra FKreshy s prilis velkym mnodgsivom detailov by publikum
zmiatli. 7 takého isteho dovodu by pribeh nemal byt prilis dihy alebo zlogity, lebo
potom s pozomost publika strica. Kamisibai mozno postavit® na jestvajicej knihe
alebo sade kresieh alebo hudobnom diele, piesni alebo filme atd. Mézete pracovar
aj 5 povodnymi (prevazne japonskymi) pribehmi kamigibai. Mozete si ich objednat
prostrednictvom:

Kamishibai for Kids — Cathedral Station, PO BOX 629 New Yok, NY 10025
tel: 212-663-2471 alebo BINL772-1228

¢i pribeh, mektore

Kamisibai zbierka ABC

ABC zbiera stile rasticn zhierkoa kamisibai (skladi sa ¢ origindloy, jesp
knih, ktoré premenili na kamisibai alebo nove kamisibai, kioré na objedniavkn
wivorili nmeled a ilustrator).

* Série pribehov formatn kamigibai (2 Japonska, USA, Franciieska, a..)

od tradienych pribehov po rozpravky od Roalda Dahla a Janoscha.

Kamisibai, ktoré si zalozené na starych obrizkovich knizkach, pri prilezitost
workshopu ma wistave v Mesiskej knidnici v Antverpach. ABC whrala niektore
kreshy a .!(lflpmwld staré pribehy.

Kamigibai verzia divadelne] hry Flors ende Blancefloer divadelného siborn
Laika, Rozprivac, hudobnik a spevik vistupoval s wimto pribehom pred malvm
publikom v stane.

.
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* ABC objednalo nove kamisibai u etablovanveh autorov a ilu
(Klaas Verplancke a Gerda Dendooven, a.i.)
* Klasicke trecke a marocke pribehy. Kreshy wrobil profesionadlny ilustrdion
so Studentom katedry ilustricie na skole Sint-Lukashoges v Gente.
Pribehy sa hrali v origindlnom jazyku, ako aj v holandéine.
* Kamisibai ako wsledok nickolkych workshopov s detini (napr, v emigrantskom
sdlisku a na zikladne) skole v Bruseli). Pribehy aj kresby urobili deti.
ia kamisibai na ziklade malieb/ kresieb skiviveh umelcov (Bonnard, Roy
Lichtenstein, Fernand Léger: Emil Nolde a mnohych inyeh) — v procese pripravy.

i eamisibag

na wwrozpravanie pribehu siah
wenia kamidibai na skolich, v ki T pod.
mazu predvadzat pro nilni herel/rozpravaci, ale aj ucitelia, knihoy-
nici alebo deti, Ex samozrejme, rozne Sty rozpravania pribehu, ale zo
enosti vieme, ze najlepsic upritaji pozornost kresby a dlohou rozpravaca je ilus-

) Rozprrevanie el s por
Moinosti pouzit kami
cho razpravania po predst

o ood tradicncho
1

tricie sprevidear svojim pribehom (v zivislosti od okolnosi).

Vzorec kamishibai od ABC:
* Ramishibai divadlo na
vhodné miesto a svoje pribehy rozpriva pr
uz presiel rozne mesti v Belgicku,

Ramisibai divadlo postavendé v sia

iované na bicykli. Rozprivad bievkluje po meste, hiada
amo ma ulici. ABC kamisily

ricykel

.

Najmi vo velkych priestoroch wivira poudi-
i je pre rozprivanie pribehu ki potreln

J8in atmosfér, kior
Ramisibai verzia Floris ende Blancefloer sa hrala v stane,

Ramisibai divadla postavené v skolich /knizniciach /v vortvyeh dielnach na wréie
casové obdol
Tvorivé dielne kamisibai na Skolach /v knizniciach, ke si deti mézu nrobit svoje
vlastne kreshy a potom hrat viastne kamisibai pred publikom.

o) Tvorba kamisibai § detmi
vije niekolko sposoboy, ako tvorit pribeh kamisibai so skupinou. Doraz m
spocival na pribehu, ak zacnete od existujucich malieb alebo kresieh. Alebo sa
mazete roghodnil sameral sa na techniku keesby a budete ilustrovat nejakii znamu
rozprivki,

ABC uz realizovala sériu vorivich dielnt, na konei ktorveh deti hrali svoje viasine
kamisibai a pouzivali svoje kresby a pribehy, ktoré si vinysleli.

Tvoriva dielna kamishibai
Tt vorivi dielinn sme zorganizovali pre piata triedu v jedne) malej
(10 @ 1l-rofné deti). V i bola wireekého alebo marockeého

ole v Bruseli
wodu a mali

!_."?E:STJ

fimo skolu, v rodine
kv aleho marocky)
Lich pozitok z jazvka.

problémy s holandéinou, jazykom, ktory pougivaja iba v skole,
alebo s priatelmi hovoria svojim materinskym jazykom (pot
aleba po francizsky. Hlavoym cielom tvorivej dielne bolo avy
Priea sa zamerala na hovorenie /rozpriavanie pribehu, asociicie a menej na pisanie.

Hlavnou témou worivej dielne boli Jkuloiry®. Ucitel cheel poskytnnt detom
prilezitost, aby sa o svoju kultiri podelili o spoluziakmi. ABC si na druhej strane
mysli, Ze je dalezite na tvorivyeh dielnach predstavit japonski kultirn, lebo Japon-
sko je krajinou kamisibai.

17 deti 2 triedy sme rozdelili do dvoch skupin, le by ])ll tvarbe pribehu a sk
jne dolezité pracoval v malvel skupinach. Cim vi it skuping, tym G
ibeh.
pomihal pracovn

]I"-'Illl'll’k(}l]l.

ABCa

Ivoriva dielna sa sklada 2o 6 sedent, kazde tvi dve hodiny + 2 verejne) prezentacie
{showtime!). Zilezi, samozrejme. od obsahu, aky si wheriete,
nrabit vorivia dielinn kamidibai dihdiu alebo kraSio, Kamisibai je weéite
& navyky.

a tak sa mozele

rohodn

wwhornym prosuiedkom, ako sa pohral s jazvkom a wlepsit ¢ita

Priprava

Kamigibai divadlo postavime v triede eSte pred zacatim tvorivej dielne. Uditel ]!Il-
nesie knihy o Japonsku, V' mmel pripravy na mito pricu dostali ded alohu nagst
si nieco o Japonsku. Uditel ich spreviidia do knidnice, alebo im pomaha hladal na

rete € porrier knihy, ktoré maji k dispozicii v iriede,

Predstavenie kamisibai

¢ Deti diskutuji o tom, co sa o Japonsku dogvedeli pi

mik ABC im povie o kamisibai (odkial pochadza,

ako sa pouzivalo na uliciach J: ..) & hovori im o tvorivej dielni
(ako sa vvtvori pribeh a ilust

¢ Liciel /pracovnik ABC im porozpriva nickolko kam

® Deti sa zacnu hrat s kamisibai divacdlom,

i svojorn hladani,

* Ucitel /prace

i pribehoy.

Ako vytvorit pribeh: mozna metdda
* Deti podiadame, aby si priniesli nieco 2 cudzej krajiny: fotografin 2 dovolenky,
cajnik 2 Maroka, suvenin, muslicku zo Spanielske) plize, darcek od rodiny
z Turecka...
* Deti ukazu predmety, ktore si priniesli, a v kedtkost ich vsvetlia, Ostamé deti
s mozu pyal otizky (Odkial o pochidzar N
itel/ pracovnik ABC usmernnje, kde je to potrebné a zapis

el kupil fdostal si to? Na éo sa




Deti si wheri jeden ¢ predmetov. Daji ho doihe) skapine, ale nepovedia,

odkial pochiadz a na co sa poudivie Pribeh sa wiviara okolo tohto predmetu

Asociacie (pisomni uloha). Ucitel/ pracovnik ABC ukize detom predimer
a povie im nmiekolko viet. Det HEHEL Svoje asochicie,

Napr: V krajine, # kiorej teno predmet pochadea, sa mazete stretnil s...
Reedl sa pogriem na wento predmet, ak st myshim, Ze... S svmito predmetom
mozete.., Ked sa pozriem na tento predmet. wak si pomyslim na farbu...

Tento predmet sa vold...)

Uicitel /pracovnik ABC precita vosledky a opit napise niekolko Kiicovgch slov

Teraz mazu deti zacat tvorit pribeh, Struknira pribehu je zalozena na klticovweh
sloviich, Uditel / pracovnik ABC moze deti priviest spat k omto klicovim
slowiim, ak sa prilis vidialia, Nezaoberajie sa teraz detailind, ale sustredie sa na
dejovii biniu” Uditel / pracovnik ABC ponmiiha detom svaj pribeh strukturovat
tvin, #e ho rozdelia na scény®. Kazda scéna potom dostane jednn kreshu.

(Budete potrebovar asi 12 soén.)

Ucitel/ pracovnik ABC pripravi na nasledujice siretnutie abulu s pribehom,
kde bude pribeh rozdeleny na scény.

Dialdgy /drama: seény st rozpracovanc. V malvch skupinidch si den skasaji
urding scénu a potom ju zahraji pred ostmnymi. Ufitel /pracovnik ABC zapise
napady a dialogy a pridi ich k pribehu,

Kamisibai kresby
Na tejto Specialne tvorivej dielni sa uéitel / pracownik ABC rozhodol pre techniku
kolaze na wivorenie ilustracii. Tvmto sposobom sa moan na kazdej ilustracn
podielat vietky det.
* Vywvoria sa Jarebné plochy®. Deti robia farebné wkresy roenymi technikami
(striekanim, malovanim... ). Z wehto whresov vwstrihmi predmety a postavy pribehu,

* Deti spracuju kazdn postava. 7 kresich sa urobia xeroxove kopie a pripadne

s avidia alebo smensia, Takto sa mozu poudit rdzne postavy vo vietkych
lustriciach,

* Urobia sa kolize 7 farebnych ywhkresov a postav,

o Uditel/ pracovnik ABC nalepi text na gadmi stranu kamisibai.
Nustricie sa poplastuji,

Skuska

Deti svoj pribeh skadaji, pouZivajia svoj hilas, avuky @ hudbu, Showtime!
Teraz nadidiel éas sahral kamidibai v wiede alebo na dkolskom vedierku pred
publikom, kde sedia rodicia, uditelia a priatelia.

o) Ako s¢ wrolit’ vase vlastnd kamisibai divadio

Kamishibai v zapalkovej skatulke
Miniaturne kamisibai si modete urobit z velke) zipalkovej Skamlky,

Kamishibai divadlo (jednoducha verzia) model v skutoénej velkosti
Pozri nacrt (k dispogicii a) na www.abc-web be)

Viae fnformdeii: ABC, tel: +32/(0)2 502 00 27

Gerhard Jager (Belgicko)

Narodil sa v rakiskom Grazi. Patnast rokov pracoval v divadle Serapions
vo Viedni. Potom sa patl rokov zaoberal socialno-kultirnou pracou v pohra-
nicnej oblasti s Rakuskom a Slovinskom. Pred priblizne Siestimi rokmi
sa zatal venovat projektu ABC - o znamena Zaklady umenia pre deti,
v su¢asnosti je jeho umeleckym riaditelom.




Gerhard Jaeger

KAMISHIBAI COMEBACK and ABC

Kamishibai is a traditional Japanese story format ("kami’ means paper

and ‘shibai' drama, paper drama so to speak). Big drawings fit in a tiny
theatre that can be assembled on a bicycle. Each drawing shows a scene
from the story. While he tells the story, the storyteller moves the drawings,

as If they were slow mation cartoons. In Japan, this ‘bicycle’ story theatre
was a huge success from the twenties until the fifties. Now; the non-profit
association ABC (ART BASICS for CHILDREN) wants to reintroduce this unigue
miniature theatre as a tribute to the oral tradition of storytelling.

For more information:
www.abeweb.be
www.kamishibai.com

y/ kamishibai

www.studio.co,

ABC n.p.a.

At the moment, ABC npas compiles an international collection of books, quality
tovs, theme-kits and multimedia (CD-roms, video's...) mainly dealing with visual
arts and architecture.
on crossovers and aiming at enhancing perception on all levels.

Besices the development of the ABC studio, ABC also sets up some specific projects:
organising workshops at a refugeecentre (Klein Kasteeltje) and at hospitals,
an ABCof-dance studio (developed on the occasion of ROSAS XX), designing
antadidactic instruments for architecture education, a Kamishibai project, a studio
on new media on the occasion of the BOZAR studios (PSK). ..

ABC n.p.a., Dansaertstraal 98, 1000 Brussels, tel. ffax+32/(0)2 502 00 27,
el @eehe-web. be, win, abe-weh, be

1 these materials, ABC designs interacuve studios focusing

WORKING WITH KAMISHIBAI
) From story to Kamishibai

A kamishibai story consists of 12 drawings, with the story printed on the back.
The text of the first drawing is printed on the back of the last drawing.

Although any idea or story could be turned into kamishibai, some books or stories
are more suitable than others. One has to take into account certain aspects ol the
story and the illustration. Drawings with oo many details could confuse the public,
For the
vou lose the attention of the public. You can base vour kamishibai on an existing
book or a series of paintings or a piece of music, a so

ne purpose, the story shouldn’t be too long or complicated, because then

.8 movie.,.,

You can also work with original (mainly Japanese) kamishibai stories. You can
order them through: Kamashiba for Kids—Cathedral Station, PO BOX 629 New York,
NY 125 tel: 212-663-2471 or 8OG-772-1228

ABC's kamishibai collection
ABC compiles an always-growing collection of kamishibai. (consisting of originals,
dsting picture books tumed into kamishibai, or new kamishibai commissioned

Lo artists and illustrators)

* Aseries of stories issued on kamishibai format (from Japan, USA, France, a.0.)
ranging from the taditional stories to fales by Roald Dahl and Janosch.
Kamishibai based on old picture books, on the o
at an exhibition in the City library of Antwerp, ABC selected some drawings
and adapted the old stories.

Kamishibai-vers
company Laika. A storyteller, a musician and a singer performed this story

ion of a workshop

ion of the theatre play ‘Floris ende Blancefloer' by theatre

in a tent, in front of a small audience.
New kamishibai commissioned by ABC 1o established authors and illustiators
(Klaas Verplancke and Gerda Dendooven, a.0.)




ish and Moroccan sto)

* Traditional Ta .. A professional illustrator and student
of the department Mustration ar the Sint-Lukashogeschool in Gent made the
drawings. The stories were told in the original language as well as in Duich,
Kamishibai created as a result of several workshops with children (e.g in

a refugee-centre and an elementary schoal in Brussels). Stories and drawings
are made by the children.

* A series of kamishibai based on paintings/drawings of famous artists (Bonnard,
Roy Lichtenstein, Fernand Léger, Emil Nolde and many others)
(work in progress)

by Telling stories wsing kamishibai

The possibilities of using kamishibai to tell a story range from traditional street
storytelling to kamishibai performances in schools, libravies... Kamishibai can be
told by pre 15 or children,
There are of course different styles of storyvtelling but we learned from experience
that the drawings are the main focus of attention and the storyteller is there 1o ac-
company the illustrations with his story (depending on the circumstances).

wial actors/storvtellers but also by teachers, lik

ABC kamishibai formula’s:

Kamishibai theatre mounted on a bicyele, The storyteller rides around the city,
looks for a suitable spot and tells his stories on the street, The ABC kamishibai
bicyeles already toured different cities in Belginm,

Ramishibai theatre set up in a tent. Esp. in bigger spaces, the use of a tentcreates
wy for storyielling, The kamishibai version
of “Floris ende Blancelloer” was performed in a tent.

Kamishibai theatres set up in schools/libraries /workshops for a specific period
ol time,

Kamishibai-workshops at schools
their own drawings and stories and perform their own kan
dience alterwards.

a more intimate atmosphere neces

s/ workshops where children can make
ibai in front of an

o) Creating kemishibei with children
There are several wavs to create a kamishibai story with a group. The empha

can lie on the story, i you start from existing paintings or drawings. Or you can
decide o focus on the technique of drawing by illustrating a well known fai

ABC already conducted a series of workshops at the end of which children
performed their personal kamishibai using their own drawings and the stories they
made up.

tale,

Kamishibai workshop
shop was organised for the fifth g
1 olds), Most children had a Turkish or Morocean hackground an(i

de of a st

This worl
(10 and 11-

had difficulties with Dutch, a lainguage they only use in school, Outside school, in
family setting or with friends, they use their mother tongue (Turkish or Moroccan)

or French, The main object of the workshop was to enhance their pleasure in lan-
I

guage. The focus of this workshop was definitely on speaking
tions and much less on writing,

The main theme of this workshop was ‘cultures’. The teacher wanted 1o give the
children the opportunity to share their own culture with their classimates, ABC on
the other hand thinks it important to introduce Japanese culture during work-
shops, Japan being the country of kamishibai.

The 17 children of the class were divided into two groups, because it is especial-
Iy important for the creation of the story and the rebearsing that you can work with
small groups, The bigger the group, the more difficult it is to produce a story,
The groups were assisted by an ABC guide and a teacher. A second teacher was
standby.

storyielling, associa-

The workshap consists of 6 sessions of two hours each + public presentation (show-
time!), OF course, depending on the content choices you make, you can decide to
miake your kamishibai wor
fect instnument to have fun with language and improve reading skills.

shop longer or shorter. Kamishibai is definitely the per-

Preparation

The kamishibai theatre is set up in the classroom belore the workshop starts.
Books on Japan are brought along by the teacher. The children received the assign-
ment to do some rese in preparation of the workshop. The teacher
companies them o the library or helps them 1o search the Internet or to check
the available books in class.

arch on Japa

Introducing kamishibai

* The children discuss what they leamed about Japan through their research.

* The teacher/ guide tells them abour kamishibai (where it comes from, how it was
used in the streets of Japan...) and discusses the workshop (the making of the
kamishibai story and illustrations).

* The teacher/guide tells them some kamishibai stories.

* The children get to play with the kamishibai theatre.




How to make a story: a possible method

* The children ave asked 1o bring something along from a foreign country:
a holiday picture, a weapot from Morocco, a souvenin, a shell from a Spanish
beach, a gilt from their family in Turkey, ..

* The children show the objects they brought along and give a short explanation,
The other children can ask questions (where did it come from? Did vou
find /buy/receive it? What is it used for?). The teacher/guide coaches where
necessary and writes down some kevwords,

¢ The children choose one of the objects. They give it to the other group without
telling them where it is [rom or what it is used for The story is constructed
around this ohject.

* Associations (writing assignment). The teacher/guide shows the object and gives

the children a couple of sentences. The children write their associations down,
(E.g.: In the country this object comes from, you'll find.... The people there

are... If I see this object, 1 think of... With this object vou can... II'| see this

object, 1 think ol the colour... This object is called...)

The teacher/guide reads the results aloud

and again writes down a number of keywords.

* Now the children can start making the storv. The stoucture of the story is based
on the keywords, The teacher/guide can lead the children back o these key
words if they drift off too far. ‘Don’t work on the detatls now, but concentrate
on the storyline.” The weacher/ guide helps the children to structure their story
by writing the story down in scenes’. Fach scene will become a kamishibai
drawing. (You will need around 12 scenes)

I'he teacher/ guide prepares a storyboard for next session, the story divided

Into seenes.

* Dialogues/drama: the scenes are claborated. In small groups, the children prepare
a little play around a specitic seene and act out the scene in front of the others.

I'he wacher/ guide wiites down ideas and dialogues and adds them to the stor.

Kamishibai drawings
In this particular workshop the teacher/ guide opted tor the coll:

© technigue o

create the illustrations, This way, all children could contribute to every illustration,

* Creating ‘area’s of colowr”. Using different technigues (spattering, painting, eco-
line...) the children made colour sheets. Out of these sheets the objects and
characters from the story were cut oul.

¢ The children cach elaborate a character. The drawings are Xeroxed and if nec-
essary enlarged or scaled down. This way the same characters can be used in all
illustrations.

* Making of collages with the colour sheets and the characters

* The weacher/guide glues the text on the back of the kamishibai, The illustrations
are plasticised,

Rehearsal
The children practise their story, using their voices, sounds and music.

Showtime!
Now it’s time to show the kamishibai in the classroom or on a school party in front
of a public of parents, teachers and friends.

) Hew to make your oum kamishibai theatre

Kamishibai in a matchbox
You can make a miniatare kamishibai by using a large matchhox.

Kamishibai-theatre (simple version) full-scale model
See scheme (also available on www.abe-web.be)
Move tnformation: ABC, tel: +32/(002 502 (0 27

Gerhard Jaeger (Belgium)

Was born in Graz, Austria. For fifteen years, he worked in the Serapions
theatre in Vienna. Afterwards, he did some social-cultural work for five
years at the border with Austria and Slovenia. He started some six years
ago with the ABC project and is now the artistic leader of ABC (ART BASIC
for CHILDREN),




Dagmar Srnenska

K postmodernizmu
v slovenskej ilustracii pre deti

Aka dalezity prinos mozno pokiadat to, Ze sa nasa spolocnost na zadiatku
devdtdesiatych rokov opét pine otvorila vplyvom eurdpskeho kuiturneho diania,
stalo sa prirodzenym, Ze sme si velmi rychlo osvojill pojmy, ktoré v diskusidch
zapadnef Eurdpy prevazovall v poslednych desatrodiach. Medzi nimi, samezrejme,
fna prve miesto by som zaradila pojern postmodernizmus

D sa predpokladat, e ako désledok ohto procesu bude len smnoienie

se) miere, cim druhotnejdie a odvodenejsie budi
i ormulicia

duchovneho zmiditku, a to v tej
informacie, o ktoré sa nase domice uvazovanie bude opierat. Povods
myslienok, na kiorich sa zakladala eurdpska diskusia o postmoderniane v pred-
konci 70, a zaciatkom 80. rokoy,
y, 1979

chadzajicich desatrociach, konkrétne na
vvehadzala z dvoch kniZiek Jeana Francoisa Lyotarda, Postmoderna sitnac
a Postmoderna vwsvetlovand defom, ¢ roku 1986,

i viak 2 svoj vz

Pojem postmodernizmuos neve; ik prostredin enrapskemnmu.
Zacal sa objavoval najpry v kultirmej oblasti americkej,
maodernej architekiiry a jej internaciondlneho Swlu charakierizujiiceho architek-
Tmavost ermin intermacionalny

a to v suvislosti s kritikou

tonmicke vwvory asi do polovicky 6lrokoy, Len pre sn

syl vanikol uz v roku 1932, Pre tento syl bol charakteristicky prisny funkcionaliz-
mus, odmietanie dekorativnyeh prvkov a podla jeho kritikov a) odtrhnutie sa od
historickyely sivislosti. Ako je teda evideniné, posunodernistické koncepeie v -
chitektire st vodi timito javom v priame) opogicii. Oprot funkcionalistickému
purizmu zdoraznujuilohu, aki varchitekuirve pripadi symbolizmu, nesihlasia s ne-

slobodne cer

funkényim charakierom dekorativaych prvkov. ktore pre ]
panie wWiazowch prostriedkov ¢ celej historickej zisoby umeleckich koncepei
Diskusia okolo postmodernizmu sa ywrazne prejavila na Bendtskom v roku
1980, Predovietkym ameri i pokladali za nume hradbu
i skl 1 winsa
“Om s

postmodernis
stujiceho umeleckého jasvka si
nabidali opir nadviazal na historicky prid  minulyeh sk
zedoranovala roznorodost umeleckveh diel, pre ktore bol predovietkym spolocny

noder
1stl, Pri

okolo ¢

pocit nespokojnosti vo vetaho k tomu umeleckému swlu, takisto tied réemorodemu,

akvm je oznacovana moderna. Eyotardove price venované problematike postmocder-

nizmu patria k pracam, kic s e Sl

si navaijom protivecia, no je viak paradox
-V prvej sitiicia z roku 1979,
1 vedeckeho badania v siicasnej dobe s réchlo pos-
i, pokial ide
Wrain sa

z nich, Posunoder

navzijom spolu dobre dopl

analy
tupyieimi informiciami, a snaz sa zstit, ake dosledky 2 1oho vwply

je predovietkym sitg

o nove cluipanie spolofenskych viiaeb. Napriek tomuto Specialnemu za

ne 1 vo stere lit

Tl a umen, pr dISVFIE
lael. Diruha knizod
Autor romaja

ne ovplywnili debaty o postmaoden

sa im syojimi analyzami poskytol pevnejsi myslienkovy zi a Post-

detom, ¢ roku 1986 je worena formou listoy,

modern VETION,

v nich stvislosti so siticion v polovic 80, rokov v oblast kaliary, umenia a Alogzolie,
ale aj s problematikou prekonav sgil. Votejto knizocke je kapi-
tola, v ktore] Lyvotard wazuje o detoch, no predovietkym o detskom mysleni, ako
v ktorom je podstatna otvorenost pre

nia totalimych ideol

nutnom predpoklade kazdeho hlozofovn

¢ orrky o noweh ve

ustavié ha problemoch.
Napriek tomu, fe do roka 1989 nebola v nagom wmeni spolocenska situaci

privenivo naklonend dialogu s enropskymi avantgardami a uz vobec nie otvorenost

pre ustaviendé otizky o novweh veciach, uz okolo roku 1965 vanikali u nasich avani-
gardnyeh maliaroy snahy o novi interpretacin ilustracie, kroni by sme paradoxne
mohli naeval postmodernisiickon. Boli o predovietkym ilustraéne sprievody
k rozpravkovym textom Alojza Klimu, Viery Kraicovej a Rudolfa Filu, ktory sa viak
vicsmi orientoval na ilusticie pre dospelveh tatelov. Tito umeled ilustriciu chapali
aka dielo, v ktorom sa jednoznadne uplatiuje privo na viastny pribeh, viacmenej

adekviatny samomemu texun. Ako v
skych a kresliarskych technik na jednej ploche
Neraz sia v takomto pristupe teda spojili vietky umelecké a wivarme vrazove
prostricedky, kiore charakieriai wiie spomenuté nmelecke drahy. Hustricia pre
nich bola obrazom. Povazovali ju za diclo » kazdy iny obrae. Tym sa wrane
adlisovali od genericie, ktor: alav slapajach nestorov slovenskej ilustracie moder-

arove prostriedky powdivali viacero maliar-

st spojenyeh s technikou kolize,

(83)




ného prejava — LFullu, V.Hlo@nika a neskor ABrunovského. Tustrovanie kaddej
knihy chipali ako sprievodny vwklad textu.

V 70, a 80, rokoch, teda v obdohi, ked' sa zacinali a neskor rozvijali diskusie okolo
postmoderny, dominovala linia, v kiore) javoval vplyy Albina
wal pristup, akym sa
ch tech-
rozlozend kompozicna

skladba. ¢
covanymi tienmi a polotienmi. Ladné linie kresby vedeli n
snovymi prechodmi akvarelovich farieb, V' niektorych ilustra
ni farebnymi tonmi,

stota Clar | drafovania, v mnohyeh pracach sastriedala s nadherne rozpra-
jstrovsky nahradit
ch ako protipol,

gasa pribiudali plochy s bohato rozlozenvmi expr
v ktorveh dominovala dramaticky vedenid kresha ol

V slovenskej ilustracne] tvorbe 80, a 90, rokoy, aj ked' sa upiau
* prvky sa v ilust

4 Siroka skila

i neprejavovali,

umeleckého pristupu, wragne postmodernistic

ne teda
N
ie prvky

s wwnimkon ilus
rozdelit do dvoch zikladnych poloh, ktoré platia az dodnes. V epickej sa zd
a wwivarne dokresluju dejove élanky I|lcnum| predlohy a najpodstatne
notlivich postay, a krajiny sa chee
dosiahnut primma estetickd komuniks Narativnost vytvarného pristupu pod-
poruje dej i samomeé situdcie pribehov. ginativnej polohe sa vwuziva svojrizns
atmosféra textu, do znaéne] miery vimitorne neziviski od wivarného sprace

it pre dospelych. Jednotlive ilustracné prejavy mo

textn Zretelnym kreshovim zddraznenim.

Poetizacnymi a fantazijnymi prvkami je znasobovand sugestiviost texti, zovinje

sa krehkd snovi ks
u ditatela. Neraz tak prirodzenym spasobom sa rozéinge posobenie myslienkovej
a umelecke] hodnoty literarneho diela.

1 literdrnej predlohy, éim sa vwvoliva bohatd obrazotvormost

Dagmar Srnenska (Slovensko)

Historicka umenia. Doma i v zahraniéi pripravila desiatky vystav a katalogov
z oblasti sucéasného slovenského maliarstva a grafiky. Pravidelne publiko-
vala studie, élanky a recenzie v dennikoch a odbornej tlaéi. Pre vyda-
vatelstva Pallas a Tatran autorsky spracavala monografie poprednych
predstavitelov sucasného slovenského umenia (12 grafickych listov
L. Fullu, 1978, Zivot a dielo E. Spannerovej, 1979, Franclzska rokokova
grafika zo zbierky Galérie mesta Bratislavy, 1982, 12 grafik V. Gergelovej,
1985, Dielo K. Ondreicku, 2000, Zivot a dielo |. Weinera-Krala, 2001).
Spolupracovala na organizovani medzinarodnych vystav v Prahe, Grazi,
Bruseli, Leedsi, Parizi, Cagnes sur Mer, Santa Monice. Pedagogicky posebi
na Akademii vytvarnych umeni v Banskej Bystrici. Je absolventkou Katedry
vedy o vytvarnom umeni na Filozofickej fakulte Univerzity J. A. Komenského
v Bratislave. Postgradualne Stadium absolvovala na Univerzite Johanna
Keplera v Linci (1993 — 1995), na Oddeleni medzinarodného manazmentu
kultury a umenia so sidlom v Salzburgu, Rakisko.




Dagmar Srnenska

About Postmodernism
in Slovak lllustration for Children

At the beginning of the 90-ties our society fully opened itself towards
the influences of the European cultural Iife and the first consequence
was that it became natural as we got acquainted with concepts
and terms that had been used in West European discussions during
the last decades. The very first one is of course the concept

of Postmodernism itseff.

One can assume that only multiplied spivitual chaos shall be the consequence

of this process and it shall grow depending on how “second-hand” and derivative

the information our domestic consideration shall lean on shall be.

The original ideas the European discussion on Postmodernism leant on in last
decades, especially at the end of the 70-tic
books by Jean Francoise Lyotard, Postmoderm S
explained to children from 1986,

nd beginning of 8i-ties come from two

ation from 1979 and Postmodernism

But the concept of Postmodernism was not created in the European environment,

First it appeared in the American cultural area in connection with the cringue of

Modernistic architecture and its international style characterising the architectural

works till hall of the 60-ties, Tt is interesting that the weem “international style”
s in 1952, This style was characterised by steict function:
s and according to iis 5 also 1ts move ofl from

isim,

wis created as ear

refusal of decor
historical threads, So it is evident that the postmodernist conceptions in architec-
ture are in a direct opposition to these features.

In comp i
o svmbolism in architecture, they do not agree with non-functional character of

m they underline the role helon

son Lo functionalis

decorative elements proclaiming free use of whole range of artistic concepts from
s evident at Biennial in Venice in
1980, First ol all the American posunodernists considered it necess:

wy Lo nvalidare
the barrier around the existing contemporary artistic language, the Italian posi
madernists encouraged to tie up to historic stream ol past experiences, A diversity
of pieces ol art was emphasised although the works had common feeling of dissar-
iskaction in relation o this complex called Modern being itsell miscellaneous as
sm dhiffer guite a lot
ad this is why they complete each other well. In Postmodern Situation from 1979,
the first of them, the author analyses first of all the present state of scientific re-
d spread of information and he strives to lind out what are the con-

well, The individual works of Lyotard dedicated to Postmoder

search with

sequences as for new understanding of social relations is concerned.
In spite of this special focus also the discussions on Postmodeernism in the areas
ol literature and arts were influenced as it provided them with more solid ideal

basis, The second booklet Postmodernism dedicated o children from 1986 consists
of letters. He analyses the situation in the middle of 80-ties in the area of culi
arts and philosophy as well as the nideclogies, In this
book there is a part where Lyotard thinks about children, but lirst of all about child-
ren way of thinking as a necessary precondition of philosophising where frankness
is substantial o never ending :

In spite of the fact that untl 1989 the social situation in arts in our country was
not opened for a dialogue with Enropean Avantgardes and there was no frankness
for asking about new issues at all, it was about 1965 when our Avantgard painters
strugeled 1o find new interpretation of illustraton. Paradoxically we could call it
postmodern. First of all the illustrations of Gairy tales by Alojz Klima, Viera Kraicovi
and Rudoll Fila who oriented himsell more 1o illustrations for adulis, They under-
stood the illustration as a work where an artist takes his right for his own story, more

1 ol overcoming totalit

king about new issues.

or less adequate to the text itself, Various painting and drawing technigues were
used on the same sheet, very [requently combined with the technique of collage.
So in many cases all artistic and creative means of expression characteristic to above
tion was a painting. They understood
it as a piece of art, the same as any other painting, This was a significant differe
Irom the generation walking in footsteps of founders of modern expression in Slovak
illustration—Ludovit Fulla, Vincenmt Hlodnik and later on Albin  Brunovsky.

mentioned arts mingled. For them the illustr

nee



Hlustrating a book was understood as another interpretation of the text (o then.
In the T0-ties and 8lkties, i.e, in the period when the discussions on Posumodernism
began and later went on, there was a dominant line where an influence of Albin
Brunovsky and his students was clear, On these illustrations an approach was often
admired where all refinements and specific features of varions graphic art tech-
Hons,

nigues were brilliantly and precisely mastered. They were transmitted to illustr

a rational composition was dominant, purism of lines and hatching, in many works
it was combined with beautifully elaborated shadings and halftoning, They were
able to replace the fluent lines of a drawing by dreaming transition of aguarel
colours. In some illustrations there was an opposite pole in form of areas full of expres-
sive colourful tones where dramatic drawing delining shapes was dominant.
Although a wide scale of artistic approaches was used in Slovak illustration in the
Sl-ties and Y0Hies no significant postmodern elements could be found in our illus-
tration with the exception of illustration for adults, Individual illusiration exp
sions can be divided to two basic levels and this is valid also today, On the epic level

e

the elements of the literary story and the most substantial elements of the text are
emphasised and filled in. Evident drawing emphasise of individual charact
things and scene the artist wants (o reach a direct aesthetic comm ation. M-

8

rativeness of the visual approach supports the action and the situations in the story.
On the imaginative level a peculiar atmosphere of the text is used being inwardly
independent from the visnal adaptation. Elements of poetry and asy miultiply
suggestive character of the text, fragile dreaming beanty of the literary text is in-
creased and rich imagination is evoked with the reader in this wi
the ideal and artistic values of a literary work are inereased in natural way.

« In many cases

(86)

Dagmar Srnenska (Slovakia)

Art historian. She prepared tens of exhibitions and catalogues dedicated to
contemporary Slovak painting and graphic art at home and abroad as well.
She published regularly studies, articles and reviews in dailes and special
journals. She wrote monographies about leading representatives of the
Slovak contempaorary art for publishing houses Pallas and Tatran (12 Graphic
Sheets of Ludovit Fulla, 1978; Life and Work of Edita Spannerova, 1979;
French Rococo Graphic Art in Collections of Bratislava Municipal Gallery,
1982; 12 Graphic Sheets of Viera Gergelova, 1985; Works of Karol Ondreicka,
2000; Life and Work of Imrich Weiner-Kral, 2001). She took part in organi-
sing international exhibitions in Prague, Graz, Brussels, Leeds, Paris,
Cagnes sur Mer, Santa Monica. She is a teacher at the Academy of Visual
Arts in Banska Bystrica. She graduated from Commenius University,
Philosopical Faculty, Department of Science on Visual Arts in Bratislava.
She continued her studies at Johann Kepler University in Linz, Austria
(1993 — 1995) at the Department of International Culture and Arts Management
with seat in Salzburg, Austria.
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