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Komiks v sticasnej obrazkovej knihe pre deti a mladez
(kreativne a objavné stratégie)

Po prvy raz pocas doterajsej vyse polstorocnej historie bra-
tislavského bienale sme sa rozhodli posvietit si na feno-
mén: ,Komiks“. V minulosti sa komiks viac-menej vnimal,
aj v hodnoteni vytvarnych kritikov, skor v polohe komer¢-
nej tvorby, mainstreamu. Existuju aj sutaze $pecializova-
né vylu¢ne na komiksovu tvorbu. Hranice tzv. ,vysokého
a ,nizkeho” umenia sa v si¢asnom umeni stieraju ¢i miznu.
V poslednych rokoch sa ndam do medzinarodnej sutaze BIB
dostali origindlne, invencné komiksy vysokej umeleckej kva-
lity. Prikladom z predoslého ro¢nika BIB 2019 je napriklad
tvorba ilustratorky Anat Warshavski z 1zraela, ktord ziskala
aj ocenenie Plaketa BIB 2019. V ocenenej knihe ReStaurdcia
tucniakov kreativne a vtipne pracuje aj s motivom komiksu.
A takych prikladov knih je viac.

V stcasnej obrazkovej knihe pre deti a mladeZ sa kombi-
nuju a krizia vietky Zanre, vsetky Styly a vietky média. Neexis-
tuju takmer Ziadne limity. Rozhoduje iba napad, umelecka
vypoved, realizacia a celkova kvalita.

Preto sme sa rozhodli preskimat fenomén , komiksu”
z pohladu expertov z réznych kutov celého sveta. Odbor-
nici, vydavatelia, teoretici, kritici, novindri, ilustratori ndm
tentoraz mobhli zaslat iba online svoje prispevky na Medzi-
narodne sympdzium BIB 2021. Z réznych uhlov pohladu
prezentuju a analyzuju kreativne a objavné stratégie Zzanru
a fenoménu , komiks” v sucasnej obrazkovej knihe pre deti
a mladezZ. A samozrejme skimaju, aj ako sa menia podoby
stc¢asného umelecky kvalitného komiksu a celkova reflexia
pojmu “ komiks“ vo svete.

Téma sympodzia BIB 2021 skima jeden z dosial obcha-
dzanych fenoménov stcasnej obrazkovej knihy. A sme radi,
Ze vyprovokovala zaujimavé uvahy publikované v tomto
zborniku z Medzinarodného sympdzia BIB 2021. Je to dalsi
kamienok do mozaiky poznavania aktudlnych podéb sveto-
vej ilustracnej tvorby knih pre deti a mladez.

Zuzana Jarosova
generalna komisarka BIB
predsednicka Medzinarodného komitétu BIB
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Skimanie konceptu “Glokalizacie” prostrednictvom vizualnych aspektov
komiksu v Irane s pohladom na zbierku Rostam in Haft Khan

Je vyskumnicka a aktivistka v oblasti detskej literatury. Vystudovala
detsku literaturu na Univerzite Shiraz. Momentdlne sa venuje dok-
torantskému studiu perzského jazyka a literatury na tej istej univer-
zite. Je aj clenkou Rady detskej knihy a Centra pre Studium detskej
literatury na Univerzite Shiraz ako aj Romdnovej skupiny pre mladeZ
v Irane. Napisala niekolko cldnkov o detskej literature a spolupraco-
vala s r6znymi instituciami v danej oblasti.

Cielom tejto Studie je preskumat spbsob, akym sa irdnska
kultura vyrovnala s komiksom. Otazkou je, kde sa momen-
télne nachadzaju irdnske komiksy. Aby sme ju objasnili, po-
uzila som pripadovu studiu zbierky Rostam in Haft Khan. To,
ako kazda kultura zaobchadza s komiksom je odlisné, ked-
Ze komiks sa dostal do vychodnych kultur ako importova-
né médium. Niektoré procesy uprednostiuju pri tvorbe ko-
miksu globalizaciu a iné domaci pristup (lokalizaciu). Anna
Katrina Gutierrezovd (2013) podporovala strednud cestu
a pouzivala pojem ‘glokalizacia’, ktory spdja globalne a lo-
kalne perspektivy. Jej pristup eliminuje hrozbu globalnej ho-
mogenizacie a strach z lokalnej ilzolacie, zakladna kognitivna
funkcia je opisana ako “splynutie pojmov’. Z tohto pohladu
predstavuje komiks s textom a obrazkami organické kana-
ly spajajuce skutoéné aspekty roznych kultur a vytvara me-
dzi nimi dialog. Histéria iranskeho komiksu ukazuje, Ze vac-
$ina pokusov nedokazala odréazat ten svet, v ktorom Iranci
novala viac k “rovnakosti” namiesto k ‘podobnosti’. Na dru-
hej strane sa tento druh opakovane stal nastrojom lokali-
zacie pod vladnutim politickych a ideologickych koncernov.
Zbierka Rostam in Haft Khan, aj napriek svojej slabej stranke
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tykajlcej sa hlavne obrazkov, predstavuje druh hybridity
medzi vychodnymi a zdpadnymi kultirami a vidno v nej roz-
dielnost ako aj podobnost. Vyzerd to tak, Ze zvysujuci sa po-
cet Uspesnych komiksov pocas poslednych rokov, naznacu-
je prichod obdobia zmeny v irdnskom komikse, ktory hladd
svoju identitu a potrebuje sprdvne zaobchdadzanie, ¢o v tej-
to oblasti chyba.

Kl'icové slova

Komiks, glokalizacia, obrazky, Rostam in Haft Khan.

Predslov
Neurobime chybu, ak sa pozrieme na povod komiksu
prostrednictvom jaskynnych petroglyfov.

Ked' jaskynni [udia dokumentovali na steny jaskyn svoje
zaZitky z lovu, sedeli v noci pri ohni a navzdjom si ich opiso-
vali. Tieto ranné kresby sa podobali komiksom a znazorriova-
li vizudlne pribehy poukladané v paneloch a v uréitom poradi.
Ak sa na to pozrieme z tohto pohladu, tak korene komiksov
najdeme vo vsetkych fudskych kultirach a obdobiach evolu-
cie, podobaju sa a maju spoloc¢né ¢rty v roznych regiénoch.

Ako Patterson poukdzal vo svojej knihe o komikse: “ko-
miks sa urcite neukdzal vo svojom plnom Sate a nie je pria-
mym vysledkom len technologického pokroku ¢i umeleckej
inovacie; skor je vysledkom pomalych a Sirokych posunov
vo vizualnej gramotnosti, ktord sa medzi stovkami umel-
cov z réznych Casti sveta rozvijala pocas storoci.’(Peterson,
2010: xxii).

Tak ako aj v inych kulturach aj v histdrii ilustrovania v Ira-
ne existuju priklady, ktoré sa podobaju na komiks.

Staroveké kresby Sassanid a Achaemenid rovnako ako
komiks prindsaju nejaky odkaz a obsahuju postavy, dej a ca-
sovu liniu.

Sherida %/‘a/ﬂe&éfam/

Obr. 1. Kresby Achaemenida z Persepolisu

Tyka sa to aj miniatur, napr. pre-islamskej iranskej kresby,
ktord sa vyvijala v neskorsich obdobiach, sekvencii obraz-
kov a dokonca aj bublin, v ktorych sa spominaju basne zna-
mych basnikov.

Obr. 2. Irdnske miniatary

Niektoré dalSie tradi¢né irdanske druhy umenia ako "obraz-
kova recitacia’ (Naqqali) a “platnové citanie” (Parde Khani)
sa aj napriek tomu, Ze maju blizko k divadlu, podobaju na
komiks a je to vdaka obrazkom, ktoré sa v nich pouzivali.
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irdnskych casopisov, kratke vety z originalneho textu sa pre-
kladali do dlhych paragrafov. To znamen3, Ze prekladate-
lia pridavali k obrazkom extra opisy a Citatel mohol lepsie
pochopit obrazky a pribehy! (Viac informacii: Mohammadi
& Ghayeni: p1114).

Je to akoby prekladatel ned6veroval vizualnemu chapa-
niu publika, ktoré ¢ita a rozumie obrazkom.

Pipboxy, ktoré sa objavili v Irdne pocas vlady Mozaffa-
ra al-Dina Shah KadZara podporovali tuto oralnu a lingvis-
ticku kultdru.

V tychto boxoch sa nachddzala vystava sekvenénych ob-
razkov, na ktoré sa dalo pozerat cez malu dierku alebo cez
zvacsovacie sklo a obsluhovali ich rozpravadi pribehov. Ob-
razky z tychto boxov mozo povazovat za prvé priklady ko-
miksu importované do Iranu.

Obr. 3. Naqqali, irdnske rozpravanie pribehu

Musim spomendt, Ze irdnska kultdra pdsobi viac verbal-
ne nez vizualne. Napriklad pri Nagqgali rozprdva rozpravac
dihé pribehy zo Shahnamehu, kedZe je limitovany obraz-
kami, ktoré ma publikum k dispozicii. Podobne je to aj pri
platnovom citani, ktoré zobrazuje nabozenské a historické
udalosti na velkom platne, tie su verbalizované a podavané

Obr. 4. Irdnske pipboxy

Napriek podobnému pévodu rozumieme pod pojmom

Citatelom tohto platna. Tato tradicia pokracovala aj neskor
pri preklade prvych zahrani¢nych komiksov preloZenych do

komiks médium importované zo zdpadu. Komiks sa v Ira-
ne zacal prekladanim zapadnych prac. Prvé prace vysli pod
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Specifickym titulom Komiksy zo 40-tych rokov, ktoré boli
prekladmi americkych a britskych zahadnych a dobrodruz-
nych pribehov (Viac informdcii: vid Tarhandeh, 2011)

Pri mojom skimani som sa pokusila venovat sp6sobu,
akym azijské krajiny, hlavne Iran, zaobchddzaju s komik-
som ako s novym médiom. Vyuzila som pri tom Gutierrezo-
vej pristup (2013) : Vzostup glokdlnych subjektivit spajaju-
cich globalne, lokalne, vychodné a zdpadné prostredie. Pri
tomto pristupe Gutierrezova spomina glokalny priestor vy-
tvoreny prostrednictvom spojenia podobnych prvkov z glo-
balnych a lokdlnych priestorov, ktory je neskér obohate-
ny o vlastnosti, ktoré ich od seba odliSuju. (Gutierrezova,
2013: 22). Aby sme to objasnili, budem sa venovat interak-
ciam medzi globalnymi a lokalnymi procesmi v ramci obraz-
kov z irdnskej zbierky komiksov s ndzvom Rostam in Haft
khan. Otéazkou je, ¢iilustracie z tejto knihy dokdzali reagovat
na koncepcné spojenie globalnej a lokdlnej kultdry.

VSeobecnejsie by som sa opytala, Ze kde sa momentdlne
nachadzaju irdnske komiksy? A dokonca, ¢i dokaze globalny
priestor vytvorit uZito¢né prepojenie medzi irdnskym a za-
hrani¢nym komiksom?

Dialég medzi vychodom a zapadom, lokalnym
a globalnym prostredim
Je prirodzené, Ze ak nieco z jednej kultlry vstupi do dru-
hej, vytvori sa stibor binarnych protikladov. To isté sa stalo
pri prichode komiksu v Irdne, vzniklo mnoho dvojakosti ako
modernost lokdlno-globalnej tradicie, vldda a lavé politické
kridlo, rozdiely v pohlavi atd. Hoci na zaciatku boli len pre-
lozené komiksy zo zahranicia, neskor sa niektori umelci po-
kdsali vytvorit domace prace.

Na jednej strane boli prace, ktoré sa pokusali napo-
dobnit zdpadnu kulturu a na druhej strane boli tie, ktoré sa

Sheida ﬁl/‘ams’éfam/

spoliehali na tradiciu a nabozenstvo, Cize niekedy dochadza-
lo aj k protichodnej kombindcii oboch. Ale tato kombinacia
nebola skuto¢nou kombindciou, Gutierrezova by povedala,
Ze to nebola kombinacia postupov.

Napriklad Superman, Batman, Tarzan a iné postavy ako
aj pribehy superhrdinov sa preniesli do Irdnu, pricom zme-
nou presli len ich men3, ktoré sa zmenili na irdanske. Tieto
pribehy nepredstavovali skuto¢nu irdnsku kulturu, boli iba
nezdzivnymi képiami. Ku globalno-lokalnej dichotdmii sa
pridali este dalSie ako dualita vlady a lavicovej politiky.
aby prevladala jej ideoldgia, alebo sltzia ako nastroj kritikov
vlady, ktory tak informuja ludi.

V Iréne bol pristup vlady pred a po revolucii v roku 1979
velmi rozdielny. Pred revoluciou imperidlna vlada vyzdviho-
vala modernizaciu a imitaciu zapadného komiksu, kym po
revolucii prisla so zloZzenim ndboZenskej vlady proti-zapad-
na agenda. A preto bol komiks po revolucii, vdaka nedosta-
tocnej podpore vlady ako aj sponzorov, odsunuty na okraj,
jeho hodnoty boli znevaZované a prezentované ako slabd
a povrchna literatura.

Podobnd situdcia nastala aj v inych azijskych krajinach
ako v Cine, Indii, Japonsku. Mozno by sme mohli pri tom-
to porovnani oznadit Japonsko za najuspesnejsie. Napriek
vsetkym dualitdm Japonsko uspelo v tom, Ze naslo svoju
vlastnu originalitu tak, Ze si zo zapadu vybralo par prac, vy-
tvorilo z nich svoju vlastnu verziu pod nazvom Manga a do-
konca ju zadalo exportovat. Podla Petersona, ked fanusi-
kovia z Ameriky objavili Mangu, mnohi z nich sa zacali ucit
kreslit vtomto $tyle a tak vznikli hybridné komiksy s nazvom
“amerimanga’. Pre niektorych sa stalo vyzvou naucit sa po
japonsky asporn tak dobre, aby si ich mohli sami preloZit.
(Peterson, 2010: 185).
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Ako povedal Peterson, vznika tu otdzka ako sa Manga
stala medzinarodnou kulturnou silou? A ¢i dokonca nepre-
brala dominantnu Ulohou, ktord hrala Amerika pri tvorbe
komiksov?

Gutierrezova si mysli, Ze spdjanie prvkov z niektorych
vstupnych priestorov vytvara novy koncepcny priestor,
z ktorého vychadzaju nové vyznamy. Nazyva sa ‘'necCakana
Struktura’. Necakana Struktura nie je okopirovana z niekto-
rého zo vstupnych priestorov, ale vznikd z konverzacie
medzi priestormi, pravdepodobne prienikom podobnych
prvkov. Aby eliminovala nebezpecenstvo globalnej homoge-
nizacie a strach z lokalnej izolacie, hlada rieSenie prostred-
nictvom vytvorenia strednej Urovne. Tento proces penetra-
cie a integracie globdlneho a lokdlneho prostredia, teda
glokalizacie, umozniuje globalnym a lokdlnym priestorom
navzajom na seba posobit a obohacovat sa a to tak, Ze do-
chéddza k spajaniu spolo¢nych prvkov a vitalnych vztahov
(Gutierrez, 2013: 19, 20).

Ja si vSak myslim, Ze kombinacia tychto dvoch slov, lokal-
ny a globdlny (glokalny) je myslienkovym uchopenim a nie
je jasné ani isté, ako blizko sa v praxi k nemu dostaneme.
Ale mozno mdzeme porozmyslat o japonskej mange ako
o vyjadreni tejto kombindcie. Posobi tak, Ze obsahuje via-
cero identit, urcity druh hybridu, pri ktorom do vzdjomného
dialégu vstupilo lokalne a globalne prostredie.

Vo svojom c¢lanku Gutierrezova kritizuje zapadnu logi-
ku, podla ktorej moze byt len jedno z dvoch dichotomic-
kych tvrdeni povaZované za pravdivé a kladie si otdzku o pa-
radoxnej pravdepodobnosti, ¢i su obe tvrdenia pravdivé, Ci
je jedno pravdivé a druhé nie, alebo ¢i su obe tvrdenia ne-
pravdivé (s.24).

V tomto prispevku by som sa v mojom zamysleni pohla
dalej a opytala by som sa: Co je skuto¢ne pravda a ¢o nie?

Sherda ﬁ%m&éfaﬂ/

A este doleZitejsie, Co urcuje, Ze je nieco pravda alebo nie je?

V dnesnom svete je dblezité rozlozit dichotémie a skon-
Cit s dualitami. Aby sme to urobili, musime si uvedomit, Ze
koncept hybridity je zmesou viacerych veci, ako spome-
nula Gutierrezova: mat nieco a zérover mat aj opak toho.
Dnesny komiks v Irdne ma tendenciu znazorfiovat vaésinou
len jeden pohlad. Bud znazornuje ideoldgiu vlady alebo na-
rodné zmyslanie. Bud' ide o tazkopadne imitacie zapadnych
prac alebo o lokdlne umenie.

V poslednej dobe v3ak pri niektorych obrazkoch vid-
no snahu o spojenie tradi¢énych a modernych perspektiv.
Napriklad v knihe, v ktorej vidno tvare Imamov pri prilezi-
tosti sviatku ASura, ide o pokus zaviest novy avantgardny
pohlad na naboZenské prace. Je délezité spomenut, Ze
v Irdne sa v naboZenskych pracach prorokom a imadmom
z reSpektu k nim ako k svatcom tvare nekreslili. Ale tvare
Zien zostavaju zahalené, CiZe aj napriek snahe autorov pre-
lomit tradi¢no-modernu dualitu, dominuje tu stéle tradié-
ny pohlad.

Toto poukazuje na to, Ze stdle existuje mnoho dualit,
ktoré su prepojené. V tomto priklade vidime konfrontdciu
medzi tradiciou a ndboZenstvom, pri ktorom stoji tradicia
pred nabozenstvom. Ide tu o Ziarlivost a predsudky voci Ze-
nam a kladie doéraz na to, ze Zenska tvar nesmie byt odha-
lena.

Vyzerd to tak, Ze prace iranskych komiksov z poslednych ro-
kov ohlasuju obdobie zmeny. Tento prispevok sa tejto zme-
ne venuje prostrednictvom analyzy zbierky grafickych knih
Rostam in Haft Khan, ktora vysla nedavno v Irane. Séria
Rostam in Haft Khan je komiks o superhrdinovi, ktory zna-
zoriuje postavu Rostama, najddlezitejsiu postavu z Ferdow-
siho Shahnamehu.
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Rostam in Haft Khan, komiks o superhrdinovi

v obdobi zmeny

Rostam je najvacsi ndrodny hrdina v Irdne. V tejto trojzvaz-
kovej zbierke sa dobrodruzstvd Rostama stavaju komiksom.
Obrazky odrazaju obdobie zmeny, rozne Urovne spolo¢nosti
sa menia z tradi¢nych na moderné, problémy ako kriza iden-
tity, spolutiCasti, rozdelovania ako aj kriza sudrznosti vzni-
kaju prave v tomto obdobi. V tomto pribehu nenachadza-
me nezavislu identitu. Vacsina prvkov z obrazkov je pozica-
nych zo zdpadu. Aj ked' ilustrator vybral postavam iranske
tvdre a oblecenie, celkova atmosféra obrazkov je zapadna.
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Obr. 5. Pribeh ASura, ilustracie od Parviz Eghbali, s. 56

Obr. 6. Perzské znaky na obleceni a miestach
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To znamena, Ze sa sice zmenilo oble-
Cenie postdy, ale inak nevidime Ziadne
iné znaky toho, Ze ide o Irdncanov. Ak
by sme pridali viac kulturnych detailov,
obrazky by boli origindlnejSie a odra-
Zali by tedriu glokalizacie. Aj ked' vidi-
me par ramov, v ktorych sa nachadza-
ju budovy a oblecenie typické pre Irdn,
obrdzky su imitaciou zadpadnych prac.
Namiesto jemnych a miniatdrnych
dizajnov a mnohych detailov, ktoré vi-
dime v tradi¢nych iranskych kresbach,
presli tieto obrazky modernizaciou. Na
obrazkoch vidime ostré, hrubé, pre-
tinajuce linie, ktoré dodavaju pohy-
bu a akcii postadv viac vzruSenia. Tak
to je aj v modernom svete, vsetko sa
deje v pohybe a rychlo. Postavy skacu
a stoja, priblizuju sa a vzdaluju, vidime
extrémne pribliZovanie, to vsetko su
zdpadné komiksové techniky, ktoré na-
chadzame pri tychto obrazkoch. Samo-
zrejme, Ze umelecké vyuZitie prvkov
ako rdmovanie, kompozicia, svetel-
ny a farebny kontrast, atmosféra, roz-
ne uhly pohladu a rozne strihy pred-
stavuju pozitivnu ¢rtu. Treba povedat,
Ze nielen aplikacia tychto technik zna-
mena imitaciu zapadnych prac. Preto-

Obr. 7. Akcia a pohyb

Ze komiks je predsa ovplyvneny filmovym priemyslom a ani- Napriklad pri kompozicii, kde Sikmé, prekrizené a rozde-
maciou. Tieto média pouzivaju kazdy prvok tak, Ze vyjadru- lené ramy predstavuju akciu a pohyb. Zabery zblizka alebo
ju konkrétny vyznam, ktory sa da zovseobecnit vo vSetkych extrémne priblizené zabery sa pouZivaju na sprostredkova-

krajinach sveta. nie vnutorného a mentalneho stavu postav.
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Obr. 9. Svetelny kontrast

H

Pohlad zdola zvyrazfiuje autoritu postavy a pohlad zhora
nadol vykresluje celkové postavenie scény a v publiku vyvo-
lava pocit dominancie.

Obr. 8. Zaber zblizka a extrémne priblizenie

28. BIENALE ILUSTRACII BRATISLAVA

Tmavé a svetlé priestory vytvaraju zahadny priestor a iluziu Obr. 10. Pohlad zdola
a vyvoldvaju pocit paniky.
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Obr. 11. Pohlad zhora

Pri tomto seriali mdZzeme povedat, Ze aj napriek tomu, Ze
ilustrator pouZil tuto techniku spravne, aj ked' sice mohol
pouzit viac irdnskych prvkov, sa mu komiks vydaril a obrazky
nasli svoju iransku identitu. To sa vSak deje len pri malom
pocte prac.

Existuje len malo obrazkov, aj ked by ilustrator bol
schopny skombinovat lokalne a globalne prvky, kde na-
miesto “rovnakosti” vidime urcity druh “podobnosti’.

Obal z Rostama je dobrym prikladom tejto kombinacie.
Prisada, ktora transformuje dobrodruzny komiks, je pouzit
kostym, ktorého cielom je zvyraznit hrdinskd postavu inak
ako ostatnych a vizualne definovat jej Glohu strazcu. (Peter-
son, 2010: 137).

Rovnako ako dnesni hrdinovia, ktori nosia Speciadlnu
masku ¢i kostym, tak aj v pribehoch zo Shahnameha ma
Rostam S$pecidlny kostym, ked bojuje s démonmi, vdaka
ktorému nadobuda nadprirodzenu silu a ktory spasitelovi
dodava viac farby. Leopardi pancier po Rostamovom starom
otcovi, ktory sa volal Sam (babre bayan), prilba vyrobend
z démonovej lebky a palica s hlavou kravy.

Takto sa spaja globalna technika, ktora predstavuje hrdi-
nu (vyber $pecidlneho kostymu) s lokalnymi schopnostami
a vytvara osobitu verziu iranskeho hrdinu.

Sheida #mm&’éfaf/

Obr. 12. Specialne oble¢enie hrdinu

Zaver

Gutierrezova vo svojom pristupe zddéraznuje vyznam dialé-
gu medzi lokdlnym a globalnym prostredim, medzi vycho-
dom a zdpadom a myslienku koncepéného spdjania. Ale ako
velmi sa da tato jednota uplatnit v praxi? Mozno je lepsie
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predstavit si pristup prostrednictvom glokalizacie ako spek-
tra, v ktorom sa nachadzaju rézne krajiny podla ich kultur-
nych kapacit v rdmci implementovania glokalizacie. Da sa
povedat, Ze najuspesne;jsim prikladom takejto glokalizacie
je japonskd manga, ktora nie je vysledkom jednoduchého
prevzatia, ale vstupu do dialégu s americkym komiksom,
jeho prevzatim a premenou na novu japonsku verziu. Irdn
prechadzal zloZitymi historickymi, politickymi a naboZen-
skymi obdobiami a preto sa komiks nachddza v obdobi zme-
ny. Prvy stret Irdncov s komiksom nastal v 40-tych rokoch
a bol spésobeny zaujmom vlady o modernizaciu, ked bola
vacSina komiksov képiami zahrani¢nych prac. Po revolucii
v roku 1979, s islamizaciou vlady a antizdpadnym postojom
sa komiksy dostali na okraj, boli zakdzané, alebo vyjadrova-
li ideoldgiu vlady. Pocas poslednych desatrodi sa zd6razho-
vala globalna interakcia a zaujem o komiksy v Irdne vzrastol.
Zd3a sa vsak, Ze tieto komiksy zlyhali v integrovani obidvoch
Casti lokalno-globdlnej duality a namiesto toho predstavuju
vlastne len jednu ¢ast, priom si niektoré vybrané prvky po-
Zi¢iavaju z tej druhej. V poslednej dobe, hlavne s vyvojom
filmového priemyslu a animdcie v Irdne, sa rozvija aj komiks
a je snaha spajat lokdlnu kultdru s kultirou globalneho ko-
miksu. Tento stav mdzeme nazvat ako obdobie zmeny. Ob-
dobie, v ktorom si iransky komiks hlada svoju skuto¢nu iden-
titu tak, Ze zacina dialdg so svetom prostrednictvom distri-
bucie lokdlneho obsahu a podoba sa zdpadnym komiksom.
Tato snaha dosiahnut glokalizaciu vSak prechadza skuskou.
Pripad Rostam in Haft Khan, ktory sme v tejto Studii rozo-
berali ilustruje tuto situdciu velmi dobre. V tomto pribehu

Sheida #/‘ams’éfam/

sme videli pokus o prezentovanie iranskeho epického pribe-
hu vo forme komiksu s pomocou globalnych technik. Aj ked
sa tento komiks stale viac a viac podobal na zdpadné komik-
sy, stéle sme svedkami snah vlozit do neho domorodé prv-
ky. Filmové techniky ako rdmovanie, kompozicia, rozne uhly
pohladu, svetelny a farebny kontrast atd. boli v tomto ko-
mikse umelecky pouZzité a vizualny jazyk dokazal sprostred-
kovat odkaz pribehu. V podstate mbézeme povedat, Ze sta-
le sa zvySujuci pocet UspeSnych komiksov v Irdne za posled-
né roky posobi sfubne. A napokon sa budeme méct posu-
nut smerom k spektru glokalizacie.
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Rusko

Komiks v sucasnej obrazkovej knihe pre deti a mladez
(Kreativne a objavné stratégie)

Pracuje ako bdsnik, literdarny kritik, prekladatel. Je zdstupcom ria-
ditela Ruskej Statnej detskej kniZnice, ¢len vykonného vyboru IBBY
(2020-2022). Dvakrat bol zvoleny do medzindrodnej porote Ceny
Hansa Christiana Andersena (2016-2018, 2018-2020). Publikoval
bdsne, literdrne recenzie a preklady z anglictiny (Sinead Morrissey,
Paul Muldoon, Sean O‘Brien, Liz Berry, Sasha Dugdale, Lavinia
Greenlaw, Glyn Maxwell, Mark Ford atd.) a zo spanielCiny (Jose
Maria Hinojosa, Octavio Paz, Gabriel Chavez Casasola, Virgilio Pifie-
ra atd.) Je autrom bdsnickej knihy ,, The Creature” (2018) a lauredt
rusko-talianskej ceny za poéziu , Bella” (2016).

1. Trh detskej literatdry v Rusku. Trh detskej literatury
v Rusku sa aktivne vyvija — posledné prieskumy ukazuju, ze
existuje viac ako 500 vydavatelstiev, ktoré vydavaju detsku
literaturu; a to popri velkom mnozZstve vydavatelstiev, kto-
ré vydavaju tieZ literatlru pre deti, ale nezameriavaju sa len
na Au. Momentdlne na kniznom trhu vidno tendenciu sme-
rom k vizualizacii a preto sa predoslé formaty obrazkovych
knih menia na knihy, v ktorych prevaZzuje ilustrovany seri-
al so sprievodnym textovym materidlom. Zaroven sa vyvi-
jaju rézne iné formy detskych knih, konkrétne zndme Wim-
mel knihy, skladacky, niektoré tiché knihy a samozrejme ko-
miksy.

2. Histéria komiksovych knih v Rusku je starsia ako 120 ro-
kov. Kedysi neexistovali kreslené komiksové seridly, ale boli
vizualne pribehy. Priklady takychto pribehov predstavuje
detska literatudra z 20-tych a 30-tych rokov. Jednym z nich
je graficky roman od Nikolaja Olejnikova. Hlavna postava je
Divoky Makar a vo vSeobecnosti, ¢o sa tyka postavy a Sty-
lu zobrazenia, su tieto pribehy komiksovymi knihami, aj ked’
slovo ‘komiksovy” v tej dobe v ruskom jazyku neexistova-
lo. Neskor pokrocil rozvoj Zanru komiksovej knihy v danom




\

-
=
g
o
M
N

H

28. BIENALE ILUSTRACII BRATISLAVA

Medsinirodeé. sympizion BIB 2027

teritdriu velmi rychlo. Mnohé kreslené pribehy boli vytvo-
rené v obdobi Sovietskeho zvazu (aj ked' vo svete su malo
zname). Daldi krok v rozvoji predstavuju neskorsie 80-te
roky a zaciatok 90-tych rokov, ked'sa vietky svetové klasiky
z druhej polovice 20-teho storocia prelozZili do ruského jazy-
ka a zahrani¢né komiksy sa dostali na knizny trh v krajine:
serialy DC, Marvel a iné pribehy o superhrdinoch, belgicky
komiks o Tintinovi bol tieZ prelozeny do rustiny rovnako ako
iné svetovo zndme serialy, komiksové knihy z Azie pricha-
dzali tiez. Knizny trh v Rusku charakterizovala pocas tohto
obdobia prevaha prelozenych komiksovych knih. O nieco
neskor, v obdobi po roku 2000 sa zaujem o mangu a komik-
sy zacal v krajine zvySovat, vytvarali sa subkultury, ktoré sa
na nich vztahovali a objavila sa kultdra komiksu v moder-
nom zmysle. VSetky tieto procesy skuto¢ne vplyvali na roz-
voj ruského komiksu.

3. Po prelozenych komiksoch je medzi ruskymi ¢itatelmi sta-
le velky dopyt: aktivne sa vydavaju eurdpske kreslené pribe-
hy, osobitna skupina su superhrdinovia z americkych komik-
sov. Zaroven existuju také vydavatelstva, ktoré sa zameria-
vaju na vyddvanie mangy a jej roznych kategdrii (Cinska, ja-
ponska, korejskd). Kazda z tychto oblasti pritahuje svoje $i-
roké publikum. Samozrejme, Ze komiksy a grafické romany
ovplyvnili originalne prace ilustratorov, ktori pracuju s kniz-
nymi poviedkami — zvysuje sa pocet ruskych umelcov, ktori
sa venuju tymto zanrom. Tazko povedat, ¢i je pocet umelcov
venujucich sa komiksovym knihdm v Rusku velky, ale to &is-
lo neustale narasta. Preto sa kazdoro¢ne kond aj mnozstvo
festivalov vratane festival Boom Fest (Medzinarodny festi-
val kreslenych pribehov Boom komiksov v Petrohrade), kto-
ry vznikol vdaka vydavatelstvu Bumkniga a je venovany vy-
hradne komiksom. Komiksom sa venuje vela pozornosti na

Denis Beznosor

réznych kniznych veltrhoch v Rusku, na tych regionalnych
(Zmeny/Shifts — knizny festival v Kazani, Knizny kultdrny fes-
tival v Krasnojarsku) ako aj na hlavnych kniznych veltrhoch
v Moskve a v Petrohrade (Knizny veltrh intelektudlnej litera-
tary Non-fiction, Knizny festival Cervené namestie, Moskov-
sky medzinarodny knizny veltrh — kazda z tychto udalosti sa
venuje aj oblasti komiksu).

4. Moderna obrazkova kniha sa insSpiruje niektorymi crta-
mi typickymi pre Zaner komiksovych knih. Aj ked' grafické
romany nie su na ruskom kniznom trhu az tak rozsirené,
existuje mnozstvo publikacii, v ktorych vizualne pribehy na-
hradzaju text a maju nejaky obrazkovy scenar typicky pre
komiks. Dobrym prikladom je praca ruského ilustratora Igo-
ra Olejnikova. Igor Olejnikov je vitazom Ceny H. Ch. Ander-
sena z roku 2018. Zucastnil sa na mnohych medzindrodnych
vystavach, svoju kariéru zacal ako karikaturista, ¢o bezpo-
chyby ovplyvnilo sp6sob jeho ilustrovania, do ktorého vna-
Sa dynamiku a kinematograficky nadych. Jeho komiksovy
prejav naplno vidno v dvoch knihach — Liska a zajac, graficky
roman (2017) a v pribehu Teremok, graficky pribeh (2018).
Ako umelec sa in3piroval origindlnym materidlom ziskanym
z ruskych ludovych pribehov, ktoré premenil na absolutne
moderny pribeh, vizualne ich rozlozil do pomerne malého,
ale skutoc¢ne — grafického romanu.

5. Velmi dolezitu ulohu v rozvoji komiksovej kniznej kul-
tury zohrdvaju samozrejme vydavatelia, ktori sa zameria-
vaju na komiks, a aj kniznice ako centrd citania. Konkrét-
ne jedno z najvacsich centier kreslenych pribehov sa nacha-
dza v Ruskej statnej kniZnici pre mladez v Moskve. Toto cen-
trum ma svoju vlastnu kolekciu komiksovych knih, ktora sa
neustdle rozrastd, usporaduva tematické vystavy a pred-
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stavenia (online a offline) vytvorené modernymi komikso-
vymi umelcami z celého Ruska a zo zahranicia, organizu-
je velké festivaly a konferencie venované kreslenym pribe-
hom. V Moskve sa nachadza aj komiksové centrum v knizni-
ci pomenovanej podla A. Akhmatova, ktoré sa zameriava na
publikum zlozené viac z mladych ludi ako z deti. Detska ko-
miksova kultura sa tieZ aktivne vyvija. Ruska statna detska
kniZnica (RSCL) sa angaZuje v podporovani a rozvijani tohto
trendu, uZ roky tato kniznica ponuka kreativne a vychovné
vzdeldvanie venované komiksovym kniham, prezentaciam
novych a najvyznamnejsich publikacii a vzdeldvanie s umel-
cami (napriklad vyucovanie s profesionalnymi umelcami,
pri ktorom maju ucastnici moznost kreslit hrdinov znamych
z ruskych ludovych tradicii, mézu im zmenit imidz v Style
moderného komiksu) ako aj iné udalosti.

6. V roku 2020 v spolupraci s Kniznym veltrhom v Bologni
RSCL predstavila pocas 33. Moskovského medzinarodného
knizného veltrhu Specidlnu kolekciu 200 komiksov ako su-
Cast vystavy Kreslené pribehy z celého sveta. Vsetky komikso-
vé knihy predstavené na tejto vystave boli v Bologni na Veltr-
hu detskych knih nominované na cenu Ragazzi Award 2020
v kategorii Komiksova kniha. Tato cena je od roku 1966 jed-
nou z najprestiznejSich medzinarodnych cien v oblasti det-
skej literatury. Od roku 2020 sa nominacia komiksov popri
kategériach Fiction, Non-fiction, Opera Prima stala Stvrtou
najstalejSou kategdriou tejto ceny. Vystava predstavuje pra-
ce od autorov z Ruska, Polska, Francuzska, Talianska, Spa-
nielska, USA, Kdrey, Japonska a Ciny. Komiksy boli rozdelené
do troch ¢asti: pre zaciatocnikov, pre ziakov zakladnych skol
a pre mladez. Na tejto vystave vznikla spolupraca medzi Rus-
kom a Talianskom pri rozvoji vizuadlnej a komiksovej kulttry
v rdmci projektu Vizudlny svet detskej knihy.

Denis Beznosor

V rdmci kniZzného veltrhu sa konala aj velka konferencia
venovand komiksovym knihdam. Diskusiu navstivili zastupca
organizadtora Medzinarodného komiksového festivalu Bil-
BOlbul Matteo Gaspari (Taliansko), koordinatorka Medzi-
narodného komiksového festivalu v meste Lucca Elena Pa-
soli (Taliansko), veduci Centra kreslenych pribehov z Ruskej
Statnej kniZnice pre mladez Alexander Kunin, veduci knihov-
nik Centralnej regionalnej kniznice A. Chekhova, vyskumnik
mangy a komiksu, kurdtor Centra komiksu a mangy z Cen-
trdlneho systému kniznice z Casti Frunzensky, odbornik
z Kniznice197 A. Akhmatova Andrey Drozdov, autor, redak-
tor a vydavatel komiksového a grafického ¢asopisu Raw, $éf-
redaktor z Toon Books, vytvarny redaktor z The New Yorker
Francoise Mouli (USA), vydavatel Alice Nigale (Lotyssko),
autor, umelec Ricardo Liners (Argentina), kreativny riadi-
tel z Bao Publishing Michele Foschini (Taliansko), zastupky-
na festivalu Angouléme International Comics Festival Marie
Fabbri (Francuzsko), autor romanov a komiksov Cami Gar-
cia (USA) a zastupca Veltrhu detskych knih v Bologni Gio-
vanni Russo (Taliansko). Vydavatelia knih v Zanri komiksu,
grafického romanu a mangy, komiksovi umelci, zastupcovia
klubov a vzdeldvacich projektov diskutovali o hlavnych tren-
doch vo vizudlnych grafickych a textovych formatoch knih
pre deti a mladez a o ich Ulohe, ktoru zohravaju pri zvySova-
ni zaujmu mladej generdacie o literatiru a Citanie.

7.V sucasnosti sa v Rusku urobilo v rdmci akumuldcie skuse-
nosti s obrazkovou knihou a vo vizudlnom umeni vela. Rus-
ko organizuje Medzinarodnu sutaz kniznej ilustracie a di-
zajnu Imidz knihy, ktora sa kona kazdoroc¢ne od roku 2008
a s jej organizaciou zacala Federalna agentura pre tla¢ a ma-
sovl komunikaciu v spolupraci s Kniznou grafikou, ktora
je sucastou Asociacie grafickych umelcov moskovskej tUnie
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umelcov. Od roku 2017 je tato sutaz medzinarodnou a po-
Cas svojej existencie sa vitazmi stalo viac ako tisic umelcov
z celého sveta. SutaZ sa zameriava hlavne nailustraciu, kniz-
nu grafiku a knizny dizajn a $pecialna pozornost sa venuje aj
komiksu a grafickym romanom.

8. Téma vizualizacie a r6znych formatov grafického romanu
a komiksu sa Siroko prezentuje aj v ramci programu 37. Me-

Denis Eezmmf

dzindrodného kongresu Rady detskej knihy, ktora sa kona
v septembri v Moskve. V sekcii Vizudlny svet sa nachadza 22
prispevkov, medzi ktorymi su témy ako Ked obrazok stretne
obrdzok: Cesta intervizualizacie v knihe bez slov Papalia Ar-
temis, Grécko; Spracovanie grafickych romanov: Vizualiza-
cia a ponorenie sa do klasiky, Karantona Georgia, Spojené
kralosvstvo; Sila ticha. Knihy bez slov pri praci vytvarajucej
komunity, Sorya Debora, Taliansko.
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Komiks v sucasnych obrazkovych knihach pre deti a mladez
(Kreativne stratégie a stratégie objavovania )

Narodila sa v roku 1978. Pracuje ako graficka a ilustratorka. Ilu-
strdciu vystudovala na Vysokej Skole Konstfack. Prvad kniha, ktoru
ilustrovala bola Negrume (text napisal Amadeu Baptista) a vysla
v roku 2006. llustrovala aj vyber poézie Poesia de Luis de Cambes
para todos (od Josého Antonia Gomesa), zbierku, ktorej bolo v roku
2009 udelené uznanie poroty Ndrodnej ceny ilustrdcie. Je drZitel-
kou Ndrodnej ceny ilustrdcie za rok 2012 za knihu od Clovisa Levi-
sa The Chair Who Wanted to Be a Couch (Stolicka, ktord chcela byt
gaucom). Jej prdaca v The Carnival of Animals (Karneval zvierat) od
Ruiho Caeirera bola tieZ ocenend porotou v ramci Ceny za ilustrdciu
a dizajn TITAN. Spolu s Joom Pedrom Méssederom vydala v roku
2014 knihu Que Luz Estarias a Ler?, v roku 2015, Poemas do Con-
ta-Gotas a v roku 2017 Clube Mediterrdneo — dvandst ramov, ktoré
sa stali zakladom pre vystavu Club Med na tohtoro¢nocnom festiva-
le AltCom. ZalozZila malé vydavatelstvo Xerefé.

Ako ilustrovat knihu pre deti, ktora je o fotografii?
Zacnem tento text s jasnym vyhldsenim: Som ilustratorka.
Knihdm sa venujem od roku 2006 a v roku 2008 som vystu-
dovala ilustraciu na univerzite Konstack vo Svédsku. Ako za-
Ciatok textu to moze zniet divne, ale je to tak. A chcela by
som na to poukazat, lebo je to dolezité.

Minuly rok som pracovala na knihe, ktora je o fotografii.
Text napisal Clovis Levi. Je to knizny pribeh pre deti a jeho
Struktura je dost nezvyéajna. Clovis predstavuje 4 deti, kto-
ré Ziju vo fotografii spolu s pletenou fenkou a babatkom. Po-
stavy st opisané 3 alebo 4 vetami.

Jednapodruhej.Chakira, Luan, Uélinton, Genilda, Gugu,
Jupira a Pipa. SU ako divadelné postavy alebo herci. Tato
kniha posobi ako scendr nejakej divadelnej hry ¢i filmu. Vi-
dim v nej vela priestoru na hranie. Vidim v nej kinemato-
grafické plany. Vidim to, ked'ju ¢itam. Vidim to v Strukture
textu. Vidim film, ked' ¢itam ten pribeh. Vidim deti a psa,
ako sa predstavuju. Tento moment je pre mna podstatny
(ako pre ilustratora). Ako citim text prvykrat? Co vidim,
ked ¢itam? Spb6sob montadze. Vidim deti, ako sa prvykrat
ukazu, ked vojdu na javisko, alebo na obrazovku. Spozna-
me ich podla veci, ktoré maju radi. Navzajom sa odlisuju,
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maju Specifické fyzické vlastnosti. Opisané su len par slo-
vami.

Pytam sa sama seba: aké je spojenie medzi kinom, di-
vadlom, ilustraciou? Ale tato kniha je o fotografii. Fotogra-
fia je zmieSany obrdzok. Vietok pohyb je zamrznuty. Ako sa
teda moze hybat?

Vytvorila som velky obrazok (vo velkosti A2, v horizon-
tdlnom formdte) a uvidela som fotografiu, ktora bola mo-
jim zaliato€nym bodom. Uvidela som 4 deti, rirku, psa
a babatko. Vidime ich, Ziju si svoj Zivot na danom mieste.
Aké je to miesto? Je to napisané v texte. Tymito slovami:
Realita: je to chudobné mesto, v severovychodnej oblas-
ti Sertdo (Brazilia). Situacia so Skolou je zufald. Deti — kto-
ré nepracuju — maju velmi vela volného ¢asu. Najvacsou
zabavou dospelych je bar, v ktorom hra hudba a oni pre-
tancuju celd noc. Mladi ludia odisli za pracou. Je to smut-
né miesto.

Tento popis mi dava vsetko, ¢o potrebujem. Je to pres-
ne ono. Urobim to, ¢o ilustrdtor musi urobit: ¢itam, uro-
bim prieskum o oblasti Sertdo. Precitam si nieco o brazil-
skych autoroch — Graciliano Ramos, Jodo Guimarades Rosa.
Pozriem si filmy, obrazky, ilustracie, nastenné malby a obaly
knih. Uzasné prace od GZasnych umelcov. Vdaka nim si uro-
bim obraz o mieste, kde sa pribeh odohrava. Je to vsak pre
mna tazké. Nikdy som nebola v Sertdo a sotva si dokazem
predstavit, ako to tam v skuto¢nosti vyzera. Ale vidim smu-
tok na tomto chudobnom mieste, na mieste, ktoré je prazd-
ne, kde je zivot tazky.

Brazilska verzia tohto pribehu je hlavne v Zltej farbe.
ESte stdle neviem, aky je. Tato kniha vyzerd ako film, alebo
pdsobi na mna tak, akoby som Zila v hlave jej autora. Ako
mébzem zacat ilustrovat knihu (len slova) a dostat napad na
film? Ako mézem vytvorit knihu vo forme filmu?

#a Biscaia

Pozeram filmy od Agnes Vardovej (hned ma napad-
ne Salut les cubains). Fotografie, ktoré sa hybu, ludia, kto-
ri na nich tancuju. Pozerdm niektoré filmy od Agnes Vardo-
vej. Autoportrét. Hovori: Je tam trieStivda myslienka, ktora
koreSponduje s nie¢im, ¢o je prepojené s pamatou. Pomo-
cou Casti mozaiky sa da sa zrekonstruovat osoba, postava.
Toto bol moj zaciatocny bod. Ale inSpirovali ma aj Vardovej
Citlivé teld (Sensitive Bodies). Zacali sa mi zjavovat postavy
z pribehu. Po poradi? Nepotrebovala som poradie, doleZité
bolo rozpoznat ich (alebo ako hovori Vardova zrekonstruo-
vat ich) jednu po druhej. Vytvorit pre nich velmi $pecificky
priestor. Velmi Specificky priestor pre nds, aby sme sa mohli
spojit s kazdou jednou z nich. Sledovanim textu som sa roz-
hodla rozdelit ich na ¢ast a tak ich predstavit. Tak ako to robi
kamera vo filme. Ako reZisér s kamerou v ruke. Takéto Struk-
tdra obrazku mi pomaha vybrat to, ¢o je pre mna v texte do-
lezité. Zbaddme deti. Jedno oko, potom jednu ruku, alebo
scenar, ktory funguje.

Jednu ruku so zvieratom. Zabery so zvieratami.

Skéakajuce dievéa. Rozhodla som sa ukazat ju v stop mo-
tion filme: vidime pohyb jej néh vo vnutri strany. Hybu sa.
Skace. Potom vidime fenku, ktord caka Steniatka. Posvadtné
slnko, ktoré zabera skoro celu stranu. Komiks sa zac¢ina vo
vnutri knihy.

Myslienka pohybu a fragmentacia vedd k tomu, Ze prv-
ky na strane su predstavené Specifickym spdsobom. Nie su
tam viditelné portréty, ale dokazem si ich lahko predstavit.
Je tam rdm a v fom celd akcia. Sedem stran prinasa sedem
postav, ktoré Ziju vo fotografii.

Potom obratime stranu a Clovis nas prenesie do pritomnos-
ti: hovori nam, o com postavy snivaji. Vsetky maju sny, aj
fenka Jupira.
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A ja som sa sama seba opytala: ako méze ilustracia pred-
stavit Citatelovi sen? Ako moze ilustracia porozpravat o sne?
Ako to dokazem vyriesit a rozmyslam o forme.

Keby mohla byt kniha filmom, ktory by bol rozprava-
ny nejakym hlasom. Hlasom, zvukom, ktory hovori o sne.
Ale kedZe to nie je mozné, pokusim sa najst dobré rieSe-
nie. Kazdy sen je jedinecny a kaZzdy jeden sen patri na jednu
samostatnu stranu. A musi to byt jeden obrazok. Cely ob-
razok. llustracia, bez trikov, ale jasne opisujica sen. Kazdy
sen. Musi to byt velky obrazok. Sny si zaslizia, aby ovladli
priestor. Teraz prichddza ndpad s farbami.

Moje obrazky tvorim s ceruzkou a farbu potrebujem
vlozit do snov. Kazdy sen bude v nejakej farbe, kazda farba
bude kore$pondovat s nejakou postavou.

ESte stale nemam jasnu predstavu o farbe, ktoru pridat
k obrazku, ale dostanem sa k tomu.

Sny tychto postdv su dost rozdielne, ale vsetky snivaju
o lepSom Zivote — chcu sa udit a Citat, odist pre¢, ist za svo-
jimi snami, robit veci, ktoré milujd. llustracie sa to vsetko
snazia zachytit.

Sny zaberaju cely priestor strany. Pre sny neexistuju
rdmy. Len farby a sloboda kreslenia. Tieto sny Ziaria.

O 10 rokov neskdr sme pozvani dalej. Mbzeme si preditat
to, ¢o postavy zazili. Pre mna ako ilustratorku je to ako pre-
skakovat vnutri v Clovisovej hlave, este lepsie povedané, ci-
tim energiu spisovatela a jeho slov (jeho hlavy a jeho srdca)
a priddvam sa k nim! D4 sa hrat! P4éi sa mi to.

A tak si zainam predstavovat, aké to je predpovedat
buducnost. Krystalova gula. Alebo mozno tarotové karty?
Predstavujem si vesticu. Odrazu sa v mojej predstave objavi
velky st6l a na nom képka kariet vytvorena len pre tieto po-
stavy, ktord sa v kresbe stdva skutocnou.

Ara Biseara

Mozeme si precditat, ¢o vestica Cita. Vesticin stol. Uterak,
koépka kariet. Teraz predpovedame buducnost.

Tato myslienka patri k Strukture textu: predstavenie po-
stdv, opis ich snov, miesta, kde Ziju, o 10 rokov neskdér mi
to pripomina iné miesto: javisko. Prichadza herec, oblieka
sa, vyzlieka sa, hrd, zakazdym nds vedie novym smerom. Ja-
visko je ¢arovné miesto. VSetko sa méze stat skuto¢nostou.

Ked treba Citatelovi ukazat Sertdo, rozmyslala som
o tom, Ze ho budem ilustrovat ako sériu fotografii. Ale roz-
hodla som sa zobrazit to, ¢o na mria urobilo dojem: sucho,
rastliny, ktoré Ziju v tych podmienkach. Velky kaktus v stre-
de strany. Jedna ilustracia je vytvorend podla vzhladu sta-
rych map, kde zvieratd a rastliny vyzeraju ako ikony. A no¢ny
rdm: chudobny dom a velky mesiac. Pocula som tény brazil-
skej hudby pocas noci. Hudby zo Sertda. Jedna piesen bola
o tom, Ze nikde nie je taky mesacny svit ako v Sertau. Vdaka
Luizovi Gonzagovi som spoznala realitu Sert3a.

A potom opat. Clovis preskoci na novu fotografiu. Vymysle-
nu fotografiu. Neredlnu fotografiu. Rozhodla som sa, Ze ju
bude vidno. TakZe teraz sme vo vnutri albumu a na dalSej
strane je novd fotografia: rdrka vyskakuje z knihy a odhalu-
je, Ze je rozpravacom pribehu.

A slovo napisané velkymi pismenami: KONIEC!

Ale potom opat, nova strana a teda aj nova prilezitost.

Pribeh sa eSte nekonci, aj ked sme si jasne mohli preci-
tat slovo: KONIEC.

Clovis nam hovori, Ze Zivot ponika mnoho moZnosti
a tak: velka typograficka obrazovka podciarkuje tuto mys-
lienku.

To ¢o nasleduje je ako obrazkovy scenar nejakého fil-
mu: vidime postavy, ich novy osud a ich nové pribehy. Vidi-
me obrazkovy scendr. Rdm s obrazkom vo vnutri vedla ramu
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s podtitulom. Mozeme Citat a predstavovat si film, ktory sa
natodi. A tieto ramy sa opét spajaju s komiksom.

Kniha nekon¢i, ale pozyva Citatela prepisat pribehy zno-
va. Vidime ilustrdtorkin pracovny stol, jej zapisniky, ceruz-
ku a dokonca aj materidl, ktory pouZzila, aby boli obrazky

#a Biseara

farebné: pastelky makké ako maslo, farby pouZité velmi
krasnym sp6sobom.

A je to pravda. Vsetky obrazky su nakreslené ceruzkou,
ale zrazu sa za¢nu objavovat malé farebné kusky. Kazda po-
stava ma farbu. AZ do konca knihy.

Fotograf sa neobjavi, ale je tam. Je to muz alebo zena?



CJAll B

T

A —r

oozari

lrdn

Iransky styl komiksovych knih; Kratka histéria a prehlad

Pésobi ako asistent na Katedre grafického dizajnu a ilustrdcie Uni-
verzity umeni v Teherdne. Publikoval viacero ¢ldnkov v oblasti kniz-
nej ilustrdcie v Irdne. Pracuje aj ako ilustrdtor. Jeho ilustrdcie boli
zverejnené vo viacerych krajindch a ziskal za nich viacero ocene-
ni. Bol kuratorom viacerych vystav venovanych ilustrdcii v roznych
krajindch. Aktivne sa zucastnil viacerych kongresov zameranych na
umenie a literaturu pre deti. Bol aj ¢clenom medzindrodnych porét
v sttaZiach zameranych na ilustracnu tvorbu pre deti.

Povod komiksovych knih sa liSi podla kultury a ¢asto vznikol
v davnej minulosti, o mbéZzeme vidiet na jaskynnych mal-
bach. V Irdne sme komiksové knihy s obsahom sekvencnych
obrazkov, ktoré rozpravaju nejaky pribeh objavili v ilustraci-
ach kralovskych rukopisov.

Irdnske kresby prezili od Strnasteho storocia az po se-
demnaste a potom pod vplyvom modernych Stylov a prie-
myslu tlac¢e vymizli a to obmedozilo aj ulohu rukopisov. Vzhla-
dom na vizualnu a narativnu Struktiru maju irdnske malby
jedinecné Crty, ktoré mozu byt povazované za zéklad a kore-
ne dnesnych komiksovych knih. Napriklad v irdnskej kresbe
kazda jedna cCast zachytava rozne Casti pribehu. Tieto sek-
cie sa mozu vztahovat na nejaku udalost ¢i udalosti, ktoré
sa diali zdroven. Tato synchronizacia je viditelnd na obraz-
ku “Qais ide navstivit Lily" (Qais goes to visit Lily) z rukopisu
Haft-Orang (Galéria the Freer Gallery) (obr. 1). Tato verzia,
ktora obsahuje 28 kresieb vznikla v obdobi rokov 1556-1565
a bola zhotovend v rdmci kralovského knizného worksho-
pu Ibrahima Mirza, zata Shaha Tahmasba a vladcu Khorasa-
na. Kym v dolnom favom rohu ilustracie mozeme vidiet
hlavnu pointu kresby, stretnutie dvoch milencov Lily a Maj-
noona, v rdmci celej islustracie prebiehaju dalsie pribehy,
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Obr. 1. Qais ide navstivit Lily, z rukopisu Haft-Orang (Galéria The Freer
Gallery), 1556 — 1565

Al Boozars

ktoré sa objavuju v tom istom cCase a divakovi pomahaju
vytvorit si o pribehu lepsi obraz. Niekde inde na obrazku
hra pastier na harfu, Zena doji, muz pripravuje maslo, dal-
$ia Zena vari a stara sa o dieta, mlady muz &ita knihu, stary
muz radi dietatu a iny mlady muz napdja zver. Vietky tieto
obrazky, z ktorych sa ani jeden nevyskytuje v texte knihy, si-
multanne hovoria o udalostiach na obrazku, ktoré obecen-
stvo viac oboznamuju s priestorom a spdsobom Zivota ko-
Covnicky Lily.

Rukopis Tisic a jedna noc je pravdepodobne jednym
z najvyznamnejSich prikladov pouZitia sekvencnych obraz-
kov na opisanie pribehu (18. storocie). Toto vydanie, kto-
ré je poslednym, vzniklo v ramci irdanskych kralovskych
workshopov, ma 3655 obrazkov a je dlhsie ako 1000 stran.

Kazda strana je rozdelena na tri aZ osem sekcii a kazdd
z nich zobrazuje iny pohlad na pribeh. Bezpochyby v rdm-
ci perzskych rukopisov a rukopisov Tisic a jedna noc po ce-
lom svete je tato edicia tou, ktord obsahuje najviac obraz-
kov. Kresby v tomto rukopise popisuju text do najmensieho
detailu. Napriklad, ak sa pozrieme na ilustraciu ‘Krala Nu-
manama, ked' stretdva staru klamarku” v noci 79 v pribehu
o kralovi Numanovi a jeho synoch z prvého zvazku (obr. 2).

Tento obrdzok zobrazuje situdciu, v ktorej pred krdlom
stoji stara klamarka s dal$imi Siestimi mudrymi a pritazli-
vymi Zenami, aby ho oklamali. Kral sa rozprava so Zenami
s jednou po druhe;j.

Od roku 1818 mézeme vidiet mnozstvo prikladov retazo-
vych obrazkov, ktoré sa objavuju v litografickych knihach. Za
jeden z najdodleZitejsich a najvyznamnejsich obrazkov sa po-
vazuje obrazok ‘Fazy litografie” (Stages of Lithography) z kni-
hy Khamseh Nezami z roku 1847 od Ali-Qoli Khoia (obr. 3).
Tento obrazok zobrazuje rézne fazy tlace obrazku vratane
jeho pripravy s tusom, pripravy kamena, kreslenia na kamen
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a tlace knihy. Okrem tohto vyznamného prikladu vidime aj
obrazky od Mirza Hassana z Tufan al-Boka (obr. 4) z roku
1864 a z knihy Tisic a jedna noc z roku 1858 (obr. 5). Mali by
sme spomenut, Ze Mirza Hassan bol jednym z ilustratorov
spominaného rukopisu Tisic a jedna noc.

LiN W
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Obr. 3. Fazy litografie z knihy Khamseh Nezami (1847) od Ali-Qoli Khoia (vlavo)
Obr. 4. Tufan al-Boka (1864) od Mirza Hassana (vpravo)

Obr. 2. Kral Numan stretdva stard klamarku v pribehu o krélovi
Numanovi a jeho synoch, noc 79, zvézok1, z rukopisu
Tisic a jedna noc (KniZnica Golestan Palace), 18-te storocie

Obr. 5. Tisic a jedna
noc (1858) od Mirza
Hassana
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Umelecké postupy, ktoré boli bezné v kadzarovskom obdo-
bi, tieZ pouzivali tuto metddu ilustrovania. Vratane kresieb
na sklo a malieb v kaviarfiach. Toto umenie, ktoré patri do
skupiny folklérneho umenia je blizko spojené s rozprdvanim
mytickych a ndboZenskych pribehov, ktoré Sirili rozpravkari.
Dervisi pouzivali kresby na sklo, aby v domoch ludi poroz-
pravali vac¢sinou nabozZenské pribehy o Zivote Imama Hus-
seina a o udalosti, ktord sa udiala v Karbale (obr. 6, obr. 7).
Je to jedna z najdolezitejSich udalosti, ktord sa spaja so Sit-
skym naboZenstvom a stala sa v roku 683. Imama Husseina
a jeho 72 priaznivcov zabili v rdmci Sirenia islamu na pusti
pri Karbale. Tato udalost zanechala hlboky odjem a trvajuci
dopad na Sitsku vieru. Kazdy rok sa na pocest tejto udalosti
konaju rézne programy a ceremonie po celom svete.

Obr. 6. Kresba z kaviarne, 19. storodie, Iran (Isfahan)

Na rozdiel od kresby na skle, ktord je mal3, kresba inStalova-
na v kaviarni ma obrovské dimenzie a rozpravaci rozprava-
ju mytické pribehy z Ferdowsiho Shahndme alebo ndboZen-

A Boozars

Obr. 7. Rozpravkari rozpravaju pribeh o Karbale v 19. storodi, Iran

ské, aby zabavili udi. Ferdowsiho Shahname je kniha, kto-
rd bola napisana v roku 1010 a opisuje zZivotny pribeh kralov
Irdnu zo zaciatku Sasanovského obdobia. Obrazky su uspo-
riadané tak, Ze hlavna téma je Casto v strede a menej dole-
Zité udalosti, ktoré sa udiali v rovnakom case, su zobraze-
né okolo hlavnej scény. Niektoré z tychto scén si ordmova-
né a oCislované a rézne casti pribehu su opisané v konkrét-
nom rame (obr. 8).

Sucasna komiksova kniha v Irane

V 40-tych rokoch sa pocas druhej svetovej vojny v detskych
Casopisoch objavili prvé irdnske komiksy (1939-1945). Mno-
hé z nich vychvalovali ducha bojovnosti a patriotizmu a in-
Spirovali sa pribehmi velkych vodcov. Vydavali sa v ¢asopi-
soch, ktoré boli prepojené s britskym velvyslanectvom v Te-
herane. Tieto komiksy ¢asto obsahovali obrazok s popisnym
podtitulom a neboli v dneSnom formate.
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Obr. 8. Malba za sklom z 19-teho storocia, Irdn

Pocas skorych 50-tych rokov sa komiks v Irane stal hlav-
nou Castou Casopisov pre deti. V tych istych rokoch vycha-
dzali dobrodruZstva Tintina a Mila v detskych ¢asopisoch
pod nazvom DobrodruZstvd Behrooza a Barfiho a v komik-
sovych ¢asopisoch sa publikovali aj animécie ako Snehulien-
ka a sedem trpazlikov (Disney). V nasledujucich rokoch to
boli Jafar Tejaratchi a Yahya Dolatshahi, ktori ilustrovali ko-
miksové knihy a ¢asopisy.

V 70-tych rokoch vydavatelstvo Universal Publishing Ho-
use preloZilo a vydalo zbierku od Hergého Tintinove dob-
rodruZstvd a Asterixa. Tieto dve kolekcie boli jedinymi sku-
to€nymi komiksovymi zbierkami v rokoch pred revoluciou
v Irdne. K tymto dvom kolekciam vydalo vydavatelstvo Uni-
versal Publication House knihu pre deti a mladeZ s nazvom
Azemat-e Bazydfte [Znovuzrodend velkost] (1978) od Dina
Attanasia, ktord opisoval (obr. 9).

Kniha Rostam a Esfandiar sa zaobera historickou témou,
je inspirovand pribehom Shahnama od Ferdowsiho a ilu-
stroval ju Sirus Rad. Patri medzi publikacie Centra detské-

Obr. 9. Azemat-e Bazyafte [Znovuzrodend velkost] (1978) od Dina
Attanasia, Universal Publishing House

ho a mladezZnickeho intelektudlneho vyvoja (Kanoon) z roku
1978. Tato kniha je jedinou komiksovou knihou, ktoru




\

-
=
g
o
M
N

ﬂ

28. BIENALE ILUSTRACII BRATISLAVA

o

Medsinirodeé. sympizion BIB 2027

i

Obr. 10. Rostam a Esfandiar (1978) od Sirusa Rada, Kanoon Publishing House

napisal a ilustroval iransky autor v rokoch pred revoluciou
(obr. 10).

V roku 1978 nastala v Irane revolucia, ktorad predstavovala
zavazny posun v Statnej spolocenskej Strukture. Tieto po-
suny mali obrovsky dopad na detské knihy, kultdrnu poli-
tiku a riadenie kl'i¢ovych institucii v oblasti detskej litera-
tury. Cielom bolo vyhubit z iranskej spolo¢nosti akékolvek
naznaky zdpadnej kultiry a umenia a to sa stalo agendou
iranskych veducich pracovnikov. Revolucia spbsobila anti-
zapadné nastavenie mysle a tato politika pravdepodobne
ovplyvnila proces tvorby knih pre deti.

Vojna medzi Irdnom a Irakom, ktord trvala v obdobi ro-
kov 1980 az 1988 posilnila tento postoj, kedZe revolucny
duch sa miesal s myslienkami narodnej obrany. To malo za
nasledok, Ze niektori odbornici identifikovali komiksovu kni-
hu ako zapadny fenomén nizkej drovne, ktory odtahuje deti
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od skutocného Citania. A tak az do 90-tych rokov boli publi-
kacie takychto prac neformalne zakazané.

Dalsi faktor, ktory v tom ¢ase podporil tento trend bol
nedostatok vyStudovanych ilustratorov a spisovatelov spo-
medzi irdnskych umelcov. Tvorba komiksov v detskych ¢a-
sopisoch sa opét zacala az koncom 80-tych rokov po skon-
¢eni konfliktu medzi Irdnom a Irakom a zacala menit posto-
je k tomuto druhu knih.

Narozdiel od rokov pred revoluciou, ked' vysla jedina ko-
miksova kniha v historickom literarnom Zanri (povest), ko-
miksové knihy v rokoch po revolucii obsahovali Styri témy:
fantaziu, dejiny, realitu, zemepis.

Fantazijny Zaner

Komiksové knihy s fantazijnou témou boli prvymi komikso-
vymi knihami, ktoré vychddzali v rokoch po revolicii. Jed-
nym z najvyznamnejsich ilustratorov v tejto oblasti je Sa-
eed Razzaqi, ktory tvoril komiksy pre sukromné a vzdela-
vacie Casopisy. V 90-tych rokoch, prvych rokoch po revolu-
cii, napisal a ilustroval prvu komiksovu knihu s ndzvom Ma-
jera-ha-ye Amin va Akram [Amin a Akram a ich dobrodruz-
stvd] (obr. 11).

V 90-tych rokoch a po roku 2000 sa pokra¢ovanim fanta-
zijnych komiksovych knih stala politicka trilégia Mr. Ka (ilu-
stroval ju Mana Neyestani) a dve knihy o —Ropnej a plyno-
vej spolocnosti, o trénovani Zivotnych zrucnosti a optimal-
nom zaobchadzani so spotrebou plynu (ilustroval ich Saeed
Razaqi). Po roku 2010 vidime fantazijny literarny Zaner v ko-
miksovych knihach v zbierke Panj Hes [Pdt zmyslov] (ilustro-
val ju Mehrdad Shahverdi).

Po roku 2000 vysiel Majera-ye bistoun [Bisuttnsky pri-
beh] (ilustroval ho Armin Navaee). Pred rokom 2020 sa
zvysila snaha tvorit fantazijnd literatdru a vysli knihy ako
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Obr. 11. Majera-ha-ye Amin va Akram [Amin a Akram a ich dobrodruZstvd]
(90-te roky) od Saeeda Razzagia, Universal Publishing House (vlavo)

Shahzadeh Machin [Princ Mdchin] a Ganj-e Qaroun [Poklad
Qaroun] (ilustracie od Sama Salmashoi(, Jasousan dar takh-
t-e jamshid [Spioni v Persepolise] a Bouali, sarie va magbar
[Bouali, rychlo a smrtelne] (ilustracie od Faraza Bazarzade-
gana), ktoré predstavovali moderny pribeh s pohladom na
staroveku literaturu, kulturu a iranske osobnosti.

Dve knihy; Chahdrta-yee va sheshtd-yee [Styri a Sest]
(ilustrované Seyedom Mostafa Hosseinim), v ktorych sa ob-
javil $portovy hrdina a devéat-zvazkova zbierka llya, tavalo-
ud-e yek qahreman [lliya, zrodenie hrdinu] (ilustrovali Ha-
mid Sohrabi a Meysam Barza) ako aj Mohitban-e Kouchak
[Maly lesnik] (ilustracie od Marzieh Meysami Azad) boli za-
merané na hrdinské postavy.

Kym prva kniha s fantazijnou témou Akram a Amin a ich
dobrodruZstvd bola pokra¢ovanim komiksov v detskych ¢a-
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sopisoch, ilustracie z Princa Machina a Pokladu Qaroun na-
sledovali eurdpske prace ako Asterixa a knihy ako Lesnik
a lliya boli vytvorené v japonskom Style ako Ganbare, Kic-
kers! V podstate knihy pri tomto druhu literatdry vznikaju
na zdklade osobného Stylu umelca a neexistuje konkrétny
proces ich ilustrovania.

Zaner historickej literattry

Pokracovanie jedinej komiksovej knihy v historickom Zan-
ri z obdobia pred revoliciou ma ndzov Rostam a Esfandiar.
Zaner historickej literatlry zostava jednou z najpopularnej-
Sich tém v rokoch po revolucii. Tieto knihy sa ¢asto inSpiro-
vali pribehmi Shahnama od Ferdowsiho, ktoré hovorili o Zi-
vote irdnskych kralov.

Prvd kniha z tejto skupiny bola v 90-tych rokoch: Kou-
daki-ye rostam [Rostamove detstvo] (ilustracie od Saeeda
Razagiho), potom to boli Haft khan-e rostam [Rostamovych
sedem prdc] v dsmich zvazkoch (ilustracie od Faraz Bazarza-
degan), Rostam in haft khan v troch zvazkoch a Zal va Si-
morgh (obr. 12) ako aj Zal va Rudabeh (ilustracie od Seyeda
Mostafa Hosseiniho), Jamshid (ilustracie od Ashkan Rahgo-
zar) a Jahanam-e Zahhak [Zahhdkove peklo] (ilustracie od
Kiavash Jahed), ktoré su z obdobia po roku 2000.

Po prepisani knihy ShGhnama, sa komiksové knihy vy-
davali v inych Zanroch historickej literatury. Anekdoty Mol-
la nsereddin (ilustrované Saeedom Razzagiom) (obdobie
po roku 2000), kratke pribehy s vtipnou irdnskou historic-
kou postavou, pat-zvizkova zbierka Sardaran-e Iran [Irdén-
ski velitelia] a trojzvazkova zbierka Masal-abad s prislovia-
mi ako aj devatzvazkova kniha Qeseye zendegi-e pahleva-
nan [Zivotné pribehy hrdinov] (ilustracie od Mahyar Chare-
joojee), Arshia (ilustracie od Ashkan Rahgozar) a Takht-e ja-
vidan [Vecny tron] (ilustrovali Kiavash Jahed-parsa a Hamid
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Borghani) (obdobie po roku 2010). Pribehy v tychto knihach
sU rozpravané v historickom literdrnom Zanri.

Obr. 12. Zal va Simourgh (po roku 2010) od Seyeda Mostafa Hosseiniho,
Korasan Publishing House

Na zaciatku sa ilustratori pokusali vo svojich ilustracidch
kreativne vyjadrit tak, aby vytvorili narodné prostredie pre
ilustrovanie. V poslednych rokoch sa tato technika pri po-
hlade na americkych hrdinov a japonsky $tyl komiksu rozvi-
jala a ich matersky Styl sa zredukoval, aby oslovil dnesnych
Citatelov. Obrazky vyzeraju vtipne a inSpirovali sa zdbavnou
zlozkou z niektorych prac.

NabozZensky Zzaner
Ako som uz spominal skér, mnohé knihy, ktoré vysli v ro-
koch po revolucii, sa zaoberali ndboZenskou a ideologickou

tematikou, ¢o bolo spdsobené zmenou vo vladnych pome-
roch. Prva kniha vydana na tuto tému bola Farzand-e ase-
man [Dieta z neba] o Zivote JezZisa Krista a neskor Kouda-
ki-ye akharin payambar [Detstvo posledného proroka] o Zi-
votnom pribehu proroka Mohameda, ktoré vysli v 90-tych
rokoch s ilustraciami Saeeda Razaqgiho.

V obdobi po roku 2010 prisla vina vydavania komikso-
vych knih o Zivote Imama Husseina: Dastan-e ashura [Pri-
beh Ashurd] (ilustracie od Parviz Eqbali) (obr. 13), Melika,
mam-e khorshid edalat [Melika; Matka sinka spravodli-
vosti], Mokhtar, Dadkhah-e Ninava (ilustracie od Mehrdad
Shahverdi), ilustrovany pribeh Ghadir ako aj Zeinab; safir-e
eshgh [Zeinab; Velvyslanec ldsky] (ilustracie od Saeeda Ra-
zaqi), vsetky patria do tohto obdobia.

Ashura predstavuje priklad ndbozenskej komiksovej kni-
hy. Na rozdiel od predchadzajlcich publikacii v nej jasne

Obr. 13. Ddstan-e ashura [Ashurda] (obdobie po roku 2000) od Parviza
Eqbaliho, Danesh Amouz Publishing House
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vidime zobrazenie Imama Husseina. Je to prvy priklad ko-
miksovej knihy o Zivote Imama Husseina a toho, ¢o sa stalo
v Karbale. Od obdobia Safavidskej dynastie v 15-tom storoci
sa zakazovalo zobrazovat tvére svatych. Vidime v nej mno-
ho odkazov. Tato kniha obsahuje aj mnoho odkazov na irdn-
ske naboZenské a historické diela.

Realisticky Zaner
Posledné roky predstavuju zaciatok tvorby komiksovych
knih s realistickou tematikou a tematikou venujucej sa voj-
ne medzi Irdnom a Irakom. Zemepisny Zaner reprezentu-
je Mehr-e khavaran (ilustracie od Hassana Rouhalaminiho)
o Zivote Khomeiniho, vydany v 90-tych rokoch.

Knihy Tandis-e Mogavemat [Socha odporu] (ilustracie
od Iraja Khana Babapoura) (obdobie po roku 2000), Hama-

Obr. 14. Jang-e naftkesh-ha [Vojna ropnych tankerov) (obdobie po roku
2010) od Farhada Mufouza, Khorasan Publishing House

A Boozars

se-ye haji younes [Epos Haj Younes] (ilustracie od Parviza
Egbaliho) (obdobie po roku 2010) patria do zemepisného
Zanru ako aj pat knih s ndzvom Bar bal-e sarnevesht [Na
kridlach osudu], Jang-e naftkesh-ha [Vojny ropnych tanke-
rov] (ilustracie od Farhada Mufouza) (lll. 14), Hamle be H.
9 [Utok na H. 9] (ilustracie od Meysam Barza), Atr-e shaha-
dat [Parfém mucenika] a Janj-e bostan [Bitka o Bostan] (ilu-
stracie od Hassana Rouhalaminiho), ktora zobrazovala tému
réznych operdcii vo vojne medzi Irdnom Irakom.

Zaver
Existuje mnoho dovodov, preco este stdle neexistuje v Ira-
ne rozumny pristup v oblasti vydavania knih pre deti sme-
rom k tvorbe komiksovych knih. Pristupy, postoje a konflikty
z 80-tych rokov maju stdle dopad na tieto publikdcie. Komik-
sové romany su z tohto pohladu hldpe a bezvyznamné a od-
tahuju pozornost Citatela od bohatej a velkolepej literatury.

Na druhej strane aj na umeleckych skoldch a univerzi-
tach je menej priestoru pre cvienia zamerané na tvorbu
komiksovych knih a umelci z inych oblasti ako st animdcia
a karikatura casto vstupuju do tohto sektora. Navyse, tvor-
ba tychto prac je financne ndrocnd a treba na fu spolupra-
cu, €o je pre mnoho sukromnych vydavatelov nedostupné.

A napokon je tu aj v poslednych rokoch nedostatocna
znalost o komiksovych knihach a nakladoch na ich publiko-
vanie. Iranski Citatelia ich tak nepoznaju a v Irdne neexistuje
pre nich dostatocne silny trh. Nedostatok kritického a pro-
fesiondlneho pozadia, nedostatok umeleckych zrucnosti
a vysoké naklady ako aj nedostatok znalosti irdnskych cita-
telov o tychto pracach maju za néasledok to, Ze trh pre také-
to publikacie v Irane je maly.

Ale existuje Siroky rozsah ilustracii z komiksovych knih,
z ktorych je kaida vytvorend inak podla ilustrdtorovho
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stylu. Iranski ilustratori vytvorili pestré obrazky, ked' v minu-
losti pouzivali vodové farby. V poslednych rokoch pouziva-
ju realisticky spdsob a vyuzivaju pocitacovu technoldgiu. To
ma za nasledok, Ze komiksové knihy akéhokolvek Zanru rov-
nako ako aj diela kazdého jedného ilustratora maju vyraz-
nu charakteristiku a to robi zloZitym ich nejako kategorizo-
vat. Tato rozmanitost naznacuje, ze iranski vydavatelia a ilu-
stratori rozpoznali potencidl komiksovych knih a snazia sa
vytvorit iransky $tyl komiksovej knihy indpirovany iranskymi
estetickymi principmi.
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Zlaty vék ceského komiksu pro déti na prelomu 60. a 70. let 20. stoleti

V rokoch 1982-1988 studovala na Umeleckopriemyselnej vysokej
Skole v Prahe. Venuje sa ilustrdcii knih pre deti a mlddez, prevazne
knihdm s historickymi témami. Skoro aZ 50 jej kniznych titulov bolo
vydanych v Cechdch, na Slovensku, vo Franctzsku, Nemecku, JuZnej
Kdrei, Amerike a Polsku. Pre Cesku postu navrhla 11 zndmok. Illustro-
vala aj programy pre Prazské Ndrodné divadlo. Pre firmu Rosenthal
z Nemecka navrhla dekordcie troch vianocnych porceldnovych kolek-
cii. Viystavovala v mnohych krajindch: Ceskd Republika, Holandsko,
Japonsko, Ddnsko, Cina, India, Francuzsko, USA. Vyucuje ilustrdciu
faktu na Fakulte dizajnu a umenia Ladislava Sutnara v Plzni. Ziskala
viacero cien: Cestnd listina IBBY, Biela vrana, ktoru udeluje Medzind-
rodna kniznica mlddeZe v Mnichove, Grand Prix na Biendle v Zdhre-
be. Bola nominovand na Pamditnu cenu Astrid Lindgrenovej, mnohé
medzindrodné ceny, napriklad Zlata stuha i NajkrajSia kniha roka.

Tento prispévek bude zabarven subjektivnim hodnocenim
a vzpominkami. Urcité i proto, Ze mé samotnou v Utlém dét-
stvi Ceska komiksova tvorba ovlivnila natolik, Ze jsem se jako
dospéld komiksu néjaky ¢as sama vénovala.

Méla jsem Stésti, Ze jsem jako mala zacala Cist a vnimat
tisténd média pravé na konci 60. let dvacdtého stoleti. Teh-
dy zaZivala ¢eska pavodni knizni tvorba pro déti svij boom.
Silné se proménovala predevsim tvar tehdejSich détskych
CasopisQ.

Jak to vlastné vypadalo s komiksem samotnym? V komu-
nistickém Ceskoslovensku byl do té doby povaZovén za ne-
Zadouci vytvarny projev zapadniho svéta. Ovsem v pribéhu
60. let dochdzelo k celkovému oZiveni v literarnim, filmo-
vém i vytvarném uméni. Byla to doba, kdy se rozvijely zani-
cené debaty mezi détskymi psychology a spisovateli o tom,
jak nejvhodnéji prostfednictvim literatury plsobit na mla-
dou generaci. Pravé tehdy byl détsky komiks vzat na milost,
avsak pod ndzvem ,obrazkovy serial”.

Dnes, v dobé pluralitniho politického systému, je uz dos-
ti tézké objektivné hodnotit tehdejsi knizni a ¢asopisovou
produkci. Je jisté, Ze jeji tehdejsi podoba vychazela z potieb
totalitniho reZzimu, ktery chtél formovat budouci budovate-
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le socialismu. Pozitivni vSak bylo, Ze stat na ni vynakladal
nemalé prostredky. Diky tomu méla tisténd média vytribe-
nou podobu a na jejich vzniku se podileli ti nejlepsi vytvar-
nici a spisovatelé.

Byly mi tfi roky — pravé jsem se naucila ¢ist, kdyZ byl roku
1967 zalozen mésic¢nik Slunicko pro nejmensi ¢tenare, plny
plvodni poezie, prézy a také kvalitnich preklad(. Original-
ni ¢tvercovy format vytvarel z celého Casopisu vytvarny ar-
tefakt.

A pravé zde jsem se setkala s prvnim komiksem. Jeho
vytvarnikem byl Adolf Born, v té dobé uz zkuSeny ilustra-
tor. Poetické pribéhy kocoutiho otce Coura a jeho syna Co-
urka byly dilem libretisty Zderika Adly, pfesvédceného ko-
munisty, jehoZ starsi literarni tvorba nesla silné ideologické
zabarveni. V dobé mého détstvi ho uz nastésti do komikso-
vého libreta nevpoustél. Jednotlivd pokracovani kocoufich
pribéhll byla sice pouhymi rozvedenymi anekdotami, ale
my déti jsme je s chuti vyhledavaly. Barevné panely s texty
v bublindch byly totiZz néc¢im naprosto prevratnym!

Ne kazdy pUvodni komiks v ¢asopisu Slunicko byl Uspés-
ny a vyhleddvany. Takovym obrdzkovym seridlem byl tfeba
»Machalinek” z pera ilustratora Radka Pilafe. Zatimco ve
stejné dobé vytvofil ikonickou postavu slavného loupeznika
Rumcajse, jeho Machalinek u déti propadl. Patrné pro svou
priliSnou déjovou jednoduchost. Pfiznam se, Ze i ja ho tehdy
ve svych tfech letech zavrhla, avsak dnes uz vim, Ze po vy-
tvarné strance byly Pilafovy ilustrace pfijemné a noblesni.

Ve stejném roce 1967 se zrodila ¢tvefice komiksovych
hrdind: chytry kocour Vaviinec, néZzna psi slecna Otylka, las-
kavé prasatko Mojmir a ponékud natvrdly kozlik Spytihnév.
Autory libreta byli manZelé Dagmar Lhotova a Zdenék Karel
Slaby. llustratorka Véra Faltova vtélila jejich pfibéhy do kolo-
rovanych kreseb vyznacujicich se jemnou linkou a jednodu-
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chymi tvary. llustrace se nesnazily dosahnout néjaké vyso-
ké estetické hodnoty, ale na malé ¢tenare plsobily vstficné
a rozhodné neposkozovaly jejich vkus. Pravé na tomto ko-
miksu jsem se naucila chapat jeho zékonitosti, fazeni pane-
10, fazeni bublin, pointovani...

»,Kocour Vavtinec a jeho pratelé” se pravidelné objevo-
vali na strankach literarniho Casopisu Matefidouska, kte-
ry vychazel uz od roku 1945. Publikovani ptivodniho obraz-
kového seridlu ale okamzité zvedlo zdjem malych ¢tenari
o tento mésiénik. Uspé&sny komiks se rychle dockal sou-
bornéjsiho knizniho vydani, jehoZ vdéénou majitelkou jsem
tehdy bylai ja.

Dalo by se souhrnné fici, Ze ptrihody Vavrince a jeho pra-
tel byly jakymsi laskavym ctenim. Zapletky byly spiSe nézné
a relativné malo epické: nehoda pfi opalovani, okno zarost-
Ié bujnym hrachem, spor se zlym rackem. Nic rozrusujici-
ho a nic, co by mohlo rozvifit kalné vody totalitni vychovy.

Ucinénym zjevenim pro malé ¢tenare byl proto zrod dal-
Si Ctvefice zvitat — ta se vsak stala skutecné ikonickou. Jeji
autor a ilustrator Jiti Némecek jako by trochu opisoval od
svych kolegl z ¢asopisu Matetidouska. | jeho Ctvefici veli
chytry kocour — vyndlezce My3Spulin. Sekunduji mu statné
a hladové prasatko Bobik a ustraseny zajic Pinda. A o vSech-
ny se laskyplné stard psi sle¢na Fifinka. Dnes bychom asi
toto rozdéleni roli povazovali za prezité a genderové ne-
spravedlivé.

Ctvefice dostala jméno ,,Ctyflistek” a okamzité si svymi
epickymi dobrodruzstvimi ziskala srdce malych klukd a jisté
i spousty holcic¢ek. Zapletky byly hodné dramatické a byly
podobné zapletkdm americkych animovanych filmd i ko-
miksU, ostatné i vytvarna stylizace byla predevsim v zacat-
ku existence CtyFlistku hodné poplatna hannah-barberov-
ské stylizaci.
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Zasadni roli pro Ceskou ilustra¢ni a animatorskou tvor-
bu ma vsak tento ¢esky komiks proto, Ze do svych sesitQ
zacal od samého zacCatku vpoustét i jiné autory a ilustrato-
ry. A tak se uz v roce 1969 zrodil predobraz pozdé;jsi slavné
¢eské animované dvojice Mach a Sebestové — tehdy to byla
jesté dvojice Alenka a Vasek. Jejich pribéhy byly dosti sub-
tilni, nepochybné proto, Ze autor libreta Svatopluk Hrncit
teprve vytvarel charakteristické povahové rysy obou hrdi-
nu. A stejné tak hledal jejich vytvarny vyraz nam uz znamy
ilustrator Adolf Born. Tohle jejich autorské hledacstvi bylo
nesmirné sympatické. Mohu-li upfimné Fici, méla jsem tuh-
le pavodni dvojici radéji nez tu pozdéjsi.

Opustme nyni rodici se komiksovy sesit a podivejme se
na dalsi z tehdejsich slavnych détskych ¢asopist — tentokrat
zdbavny mésicnik a pozdéji ctrnactidenik Ohnicek, caso-
pis pro pionyry. V dobé& mého détstvi se jeho podoba prud-
ce zménila — stejné jako nalada ve spolecnosti v dobé ko-
lem mimoradného roku 1968. Z plGvodni tendencni a pro-
pagandistické platformy se Ohnicek stal ryze zdbavnym ca-
sopisem.

V Ohnicku zacal vychazet autorsky serial ,,Maly Vinne-
tou”, ktery pohotové reagoval na tehdejsi vinu zfilmova-
nych mayovek. Autorem tohoto pldvabného komiksu byl Ka-
rel Franta. Zapletku vétsiny pribéhu tvofi konflikt mezi Si-
kovnym indidnskym klukem a pfihlouplym kovbojem Kidem
Lomihnatem. Karel Franta si na téchto ilustracich vybrou-
sil svQj styl. Od struc¢nych linearnich feseni se dopracoval ke
sloZitéjSim kompozicim a pIné barevné Skdle.

Dalsim vdécné pfijimanym komiksem v ¢asopisu Ohni-
cek byly pribéhy pravékych sourozenct ,,Sek a Zula“. Jejich
autory byli humorista Miloslav Svandrlik a karikaturista Jifi
Winter Neprakta. Skvéle vypointovanym pfibéhim slusel
lezaty format Casopisu, ale po vytvarné strance pro mé ne-
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byl pfilis inspirativni — respektive — moje naro¢na mamin-
ka, socharka a keramicka, mi jakékoliv napodobovani toho-
to stylu prisné zakazala. Neprakta mél pro ni az pfilis jistou
ruku a pfili$ vulgarni stylizaci.

Nejradéji jsem v tehdejSim Ohni¢ku méla cyklus anek-
dot a kratkych komiks( ,,Made in Popletov”, jejichZ autory
byli humorista Jifi Binek a sochar Vladimir Kyn, jehoZ ale da-
leko vice proslavily jeho trojrozmérné objekty. Pribéhy z Po-
pletova mély ambici stat se Ceskym ekvivalentem slavnych
Sempého Mikulasovych patalii. llustrace byly vyvedeny své-
bytnou a jemnou linkou, v pfehledné a moderni barevnos-
ti. Svadély k napodobovani, ale tato napodoba byla oboha-
cujici.

Rok 1970, kdy jsem zacala chodit do skoly, byl jakymsi
zlatym vékem komiksu. PGvodné mladezZnické — tedy komu-
nistické — Casopisy jako Vétrnik (plvodnim nazvem Pionyr)
¢i ABC mladych technikii a pfirodovédci se predhanély ve
vydavani komiksU pro starsi Skolaky. | kdyz mi bylo teprve
Sest let, hltala jsem je —ale pro jejich pribéhy, nikoliv pro vy-
tvarnou stylizaci.

Mezi tehdejsi Spickové vytvarniky bych zafadila Jaromira
Vrasdtila a Gustava Kruma, kreslife ryze dobrodruznych pf¥i-
béh. Jsem presvédéena, ze efektni cernobila stylizace Jaro-
mira Vrastila a jeho intenzivni kompozice postav v panelech
mé tehdy silné zasahly a do budoucna i ovlivnily.

Samoziejmé nemohu vynechat ani reedici slavnych
»Rychlych Sipa“, které plvodné ilustroval Jan Fischer.
V dobé mého détstvi vychazely v soubornych sesitech a na
pGvodni ilustrace navazal vytvarnik Marko Cermédk.

Zadinaji vak 70. |éta a s nimi pfichazi do Ceskoslovenska
normalizace, tedy navrat k predreformnim pomérim. Z re-
dakci muselo odejit mnoho progresivnich osobnosti a poje-
ti Casopist se zacCalo ménit.
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Casopis Vétrnik se tehdy opét stal Pionyrem a prestal vy-
davat dobrodruzné komiksy. Pouze Ohnicek si podrzel sv(j
odvazny leZaty format a v komiksu pokracoval. Zaméfil se
na pGvodni Ceské dobrodruzné pribéhy ilustrované v ¢erno-
bilém provedeni. Je zajimavé, Ze jednim z jejich kreslifl byl
vynikajici malif Teodor Pisték. Slavny ¢eskoamericky filmo-
vy rezisér Milo$ Forman si ho o nékolik let pozdéji — ovsem
na zakladé jeho malifského dila — vybral jako autora kosty-
mu a dekoraci pro film Amadeus. Za tyto néavrhy ziskal Teo-
dor Pisték cenu Oscar.

V literdrnim ¢asopisu Matefidouska zacal roku 1971 vy-
chdzet patrné nejslavnéjsi komiks desetileti. Vtipné prevy-
pravéni ceskych povésti a pak i historickych udalosti. Plivod-
nim autorem libret prvnich dild komiksu ,,Obrazky z ¢eskych
déjin a povésti“ byl ndm uz zndmy komunisticky spisovatel
Zdenék Adla. Zahy ho vystfidali textafi Jifi Cerny a Pavel Zat-
ka. PGvabné ilustrace vsak po celou dobu vytvarel a celé ge-
nerace ¢tenarl jimi ovlivnil Jifi Kalousek. Postavy komiksu
byly témér némé, veskery text probihal pod panely. Pfesto
se nékteré stylizované vyroky historickych postav zaryly ¢te-
nardm navzdy do paméti. Tento komiks vychazel po néko-
lik let, dockal se i souborného knizniho vydani. Volné na néj
navazaly dal$i podobné projekty jako tfeba Obrazky z déjin
svétovych a pak i eskych objevu.

Po roce 1970 se vyrazné zménila i podoba Ctyflistku. Se-
Sity se zmensily, vychazely v plnych barvach a dostaly pra-
videlnou strukturu — po Uvodnim pfibéhu slavné zvireci
Ctvefice ndsledovaly vidy tfi dalSi kratké komiksy. Nékdy to
byly epizody plvodnich volnych cykld od ilustratord, jejichz
jména uZ jsem zminila: Karel Franta (,Juklicek a Rambajs“),
Adolf Born (,,Alenka a Vasek”), Radek Pilar (,Kacafirek”).

Mné ale nejvice zasahly ilustrace Oldficha Jelinka. Svym
projevem si byli zpocatku dosti blizci s Adolfem Bornem —
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jesté na zacatku 60. let, kdy svorné s dalSim ilustratorem
Jifim Maldkem pfispivali do sborniku ,,Zahranicni literatura®.

V 70. letech uZ se jejich cesty zietelné rozdélily. Ma-
lak zUstal svym prehlednym projevem vérny mladsim Cte-
naram. Born osciloval mezi komiksem pro déti, kniznimi ilu-
stracemi, naro¢néjsimi litografiemi a animovanym filmem.
Oldfich lJelinek vyuzival svou kresbu k vyrazné stylizova-
né atmosfére, pracoval s cernou plochou a s dynamickou
kompozici, kterou dokdzal lehce vyjadfit pohyb a epiku pfi-
béhd, v nichz hlavni roli hrala predevsim technika a doprav-
ni prostredky.

Ovlivnéna ¢eskym puvodnim komiksem — ale pochopi-
telné predevsim ilustrovanymi knihami — nastoupila jsem
na zacatku 80. let studium ilustrace na Vysoké skole umélec-
koprimyslové. Po jeho absolutoriu jsem se v riznych nakla-
datelskych domech uchdzela o préci a jedna z prvnich zaka-
zek byl i kratky komiks pro Ctyflistek, tehdy jesté ilustrace
k cizimu libretu.

Hned dalsi komiks uz jsem si napsala sama — byla to roku
1989 adaptace recké baje o krali Midasovi. Tak zacala moje
nékolikaletd spoluprace se Ctyflistkem, kdy jsem se poko-
usela ¢eskym détem predstavit rlznorodost tradi¢nich vy-
pravéni v autorskych adaptacich: napfiklad litevskou ¢i ir-
skou pohddku, pribéh indidnsky, ¢insky ¢i dokonce epizodu
z Canterburskych povidek ¢i z Dekameronu. Charakteru pri-
béhu i jeho mistu plvodu jsem pfizplsobovala stylizaci ilu-
straci i letteringu. Pak jsem dostala nabidku vytvofit prevy-
pravéni Faustova pfibéhu ¢i slavného pfibéhu o Golemovi.
A pustila jsem se i do velkého komiksového zpracovani jed-
né z nejepictéjsich ¢eskych povésti — o knizeti Bruncvikovi.

Pozdéji, kdyZz uz jsem za sebou méla nékolik ilustrova-
nych knih, jsem dostala v ¢asopisu Matefidouska mozZnost
na dnes uZ klasickd Kalouskova komiksova prevypravéni
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slavnych pribéhl a zacala jsem ilustrovat komiksové prevy-
pravéni slavné verneovky ,,Dva roky prazdnin“ —jesté na cizi
libreto. Ptibéhy ,Princ a chudas” a ,Oliver Twist” uZ jsem
zpracovala kompletné sama, bez shrnujicich vysazenych
textl, byl to uz ryzi komiks.

Zkusenosti s libretem mé pribézné povzbuzovaly i k dalsi
autorské tvorbé. Komiksové prvky jsem s chuti vyuZila u po-
puldrné naucnych knih jako tfeba ,T. G. Masaryk*, ,J. A. Ko-

g

mensky*, ,Historie Evropy”, ,Praha v srdci” a své zkuSenos-

Rz krajiny se nihle zmé-
nil. Pida byla pevna, pouit
zlstala za nimi. Poprvé po
odjezdu z Pekingu poznali
Godard < du Taillisem o-
pravdevé opojeni z rych-
losti. Godard zafadil nej-
vyEii stupefi a spyker ujiz-
d&l mongolskou stepl zi-
vratnou sedmdesitkou. Kdo
bude dnes rychlejii — my,
nebo soumrak?
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ti jsem zarodila v plnokrevném komiksu ,,Antonin Dvorak”.

Nepochybné nejsem jediny ilustrator, jehoZ tvorbu zlatd
éra pavodnich ¢eskych komiks( silné ovlivnila a povzbudila:
ze soucasnych autori musim jmenovat predevsim Lucii Lo-
movou, renomovanou komiksovou autorku a ilustratorku.
Jeji komiksy v prekladu vychazeji v mnoha zemich svéta. Ale
i tvorba mnoha dalsich ceskych autort se primo ¢i nepfimo
odrazi od zakladd, které nacerpali v oné slavné dobé na pre-
lomu 60. a 70. let dvacatého stoleti.
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. Anna Kérchy

Madarsko

Kreativne stratégie komiksu v su¢asnych madarskych obrazkovych knihach

Je docentkou anglickej literatury na univerzite v Szegede v Madar-
sku. Zaujima sa o feministicku literdrnu tedriu, body studies, Zenské
umenie, somestetiku, posthumanizmus, viktoridnsku/postmodernt
fantasticku imagindciu, ako aj o transmedidlne, materidine a teles-
né naratologické dimenzie detskej/YA literatury. Medzi jej publikd-
cie patria monografie Alice in Transmedia Wonderland (2016), Bo-
dy-Texts in the Novels of Angela Carter (2008) a Essays on Feminist
Aesthetics, Naratology, and Body Studies (v madarcine, 2018). TieZ
(spolu)editovala devdt zbierok eseji vratane Exploring the Cultural
History of Continental European Freak Shows (s Andreou Zittlau,
Cambridge Scholars, 2012), Feminist Interventions into Interme-
dial Studies (specidlne vydanie pre EJES s Catrionou McAra, 2017),
Posthumanizmus v Fantastickd fikcia (Americana, 2018) The Fai-
ry-Tale Vanguard (Cambridge Scholars, so Stiinom Praetom, 2019),

Transmedidcia a preklad detskej literatury (Palgrave, s Bjérnom
Sundmarkom, 2020) a Sounds Victorian (pre CVE, s Béatrice Lau-
rent, 2021).

V Detskych obrdzkovych knihdch: Umenie vizudlneho roz-
pravania pribehu definuje Martin Salisbury a Morag Sty-
le obrazkovu knihu ako médium, pre ktoré je charakteristic-
ké konkrétne postupné vyuZivanie predstavivosti a to zvycaj-
ne v tandeme s malym poctom slov potrebnych na to, aby
sprostredkovali vyznam, ¢o dobre rezonuje s popisom komik-
su od Willa Eisnera, ze komiks je postupna umelecka forma,
ktora vyuZiva obrazky umiestnené v urcitom poradi tak, aby
graficky rozpravali pribeh a prenasali informdciu. Obrazko-
vé knihy rovnako ako aj komiksy rozpravaju pribehy tak, Ze
sa spoliehaju na interakciu slov a obrazkov: je to doplfiaju-
ci a protichodny vztah medzi vizudlnymi a verbalnymi média-
mi — semioticka Liliane Louvelova to nazyva ikonotestova dy-
namika — ktora k sebe pritahuje kreativne Citatelské reakcie
a umoznuje rozsirenie vyznamov prostrednictvom obrovskej
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rozmanitosti interpretacii tychto vynimocne hybridnych a fle-
xibilnych foriem rozpravania. Obrazkové knihy ako aj komiksy
su ako vyznamné nastroje kultirneho a (vizualneho) gramot-
ného vzdeldvania deti a mladeZe — aj ked' kedysi boli povazo-
vané za pedagogicky vyhodny zaliatok smerom k seridzne-
mu Citaniu, neskor boli kritizované ako konzumné a ako nie-
¢o, ¢o odvadza pozornost mladych citatelov od skutocnych
knih. Okrem ich formalno-strukturalnej podobnosti podla Sa-
lisburyho, Stylesa a aj Eisnera mali obrazkové knihy a komiksy
spolo€ného menovatela, ktorym je ich pretinajica sa charak-
teristika (podla Sandry Beckettovej vo vyzname slova): obraz-
kové knihy ako aj komiksy interaktivne zamestnavaju rozne
generacie Citatelov, umozZnuju kreativne pokracovania pribe-
hov prostrednictvom komunikacie medzi detskym publikom
a dospelym, ktora je pre obe strany obohacujuca.

Sucasni madarski umelci vnasaju do obrazkovych knih
s réznorodym obsahom komiksové formdlne, Stylistické
a narativne pravidld, aby zbdrali hranice kniznych klasifika-
cii podla cielovej skupiny na zaklade veku, aby zrusili prisne
rozliSovanie skusenosti medzi detskou literatirou a litera-
turou pre dospelych, aby pokusali hranice verbdlneho a vi-

|
AMKDR A TEVEBEN | ZALMAS VAGY FELELNETES
DOLOG MEGY, OLYSNNIR 00 SEW B ROK NE2M.

zudlneho zobrazenia, aby zrusili rodové a stredové hrani-
ce, aby sa hrali s paradoxmi prinasajicimi traumatické, psy-
chické obsahy, filozofické dilemy a existenéné hadanky vo
viditelne infantilnej forme, do ktorej vsak prenikaju meta-
obrazkové komentare a Ziadaju od Citatelov, ktori su divak-
mi, aby sa znova pozreli a prehodnotili to, ako vidia seba sa-
mych a inych.

Gabor Ivady a Zsombor Ivady vytvorili obrazkovu kniz-
ku Gyerekszem (Pohlad dietata), ktoru ilustrovala Mari Ta-
kadcsova. Knizka je svojrdzna: napisal ju otec a syn, mnoho-
zvucny text sprostredkovava myslienky dietata a dospelého
zaloZené na tej istej skisenosti z detstva: rastuce usilie, su-
rodenecka rivalita, hadky s rodi¢mi, priatelstvo, prva laska,
zlomené srdce. Bifokalny pohlad ponuka Citatefom detsky
rebelujuci, spontdnny, kriticky pohlad na dospelého a nos-
talgicky, retrospektivny a melancholicky pohlad dospelého
na dieta, ktoré sa navzajom doplfiaju a protireéia si a navza-
jom sa v nich odrazaju vSeobecné ludské tuzby a starosti.
llustracie sa menia z pocitu déja vu na jamais vu prostred-
nictvom vizualizacii podobnych komiksom: niekedy bubliny
s myslienkami formulujui prudenie mysle (vyjadrujuce vied-
ny incident na strane dietata: Leonard sa so mnou v $kol-
ke pobil. Tahal ma za vlasy a chuma¢ z mojich vlasov zostal
v jeho ruke. Povedal som mu, aby mi ho vratil, ale on ho zo-
bral pre¢ a nechal si ho. Leonard je zIy! a celé sa to vystup-
nuje vhodnymi otazkami smerom k dospelému: Ak nieko-
mu niekto nieco vytrhne, preZije to u neho?). Niekde inde
sekvencné panely vyjadruju, ako plynie ¢as (Cudovanie sa:
Preco st Vianoce len raz za rok?), alebo vidno zndme posta-
vy, akymi su Superman s iluzérnymi, funkciami, s ktorymi sa
ma niekto identifikovat, normativne idedly muznosti a kreh-
ké osobnosti (pytajlce sa: Ked' vyrastiem, musim sa naucit
bat?). Na strandch su zachytené letmé myslienky. ktoré nie
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st chronologicky zoradené, su ako Casti sna, ktoré si Citatel
mbze prezerat, ked chce a ma na to chut.
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Vydavatelstvo Csimota zoZalo so svojou sériou dizajno-
vych knih, ktord vysla po roku 2010, velky Uspech: na tvor-
be tychto obrazkovych knih v malom formate (12cmx12cm)
bez slov pracovalo niekolko grafickych umelcov, ktori pre-
kreslili vzhlad klasickej rozpravky svojim vlastnym Stylom
a podla svojej kreativnej vizie. Pat roznych ilustratorov sa
venovalo jednému pribehu a pouZzivali réznu vizualnu réto-
riku, aby vytvorili jedinecné svety pribehov, ktoré vstupova-
li do dialégu s dalSimi. Multiplikaciou reagovali na rézne ori-
ginalne verzie klasickych rozpravok. Navrat Ustnej tradicie
rozpravania rozpravok sposobil, Ze hlasy Perraulta (vylepse-
né dnesnymi ilustraciami od Dorého, Cruikshanka ¢i Disney-
ho) st doplnené tymi od rodicov, ktori Citaju a hraju roz-
pravky pre svoje deti. V niektorych zvazkoch su prekresle-
né rozpravky lahko dostupné pre Citatelov, pretoze su zre-
dukované na tie najzakladnejsie vizudlne kédy ¢i zapletkové
komponenty. Podobne to je aj pri obrdzkoch od Warijii Lava-
terovej pre dospelych milovnikov umenia, ktoré su zloZzené
ako harmonika. Citatelom pontikaju strieborny bod ako Po-
polusku spolu s modrymi ovalmi ako jej papucami a Cierny-
mi $pliechancami, ktoré znazorrfuju popol z ohniska. V ob-
rdzkovej knihe od Katy Papovej su tri prasiatka znazorne-
né ako Zelatinové fazulky, velky zly vik je ¢okolddovy kolacik
a ich dobrodruzstvd sa odohravaju na ¢inskom tanieri, ktory
predstavuje ¢arovny les a drazdi tak infantiln( predstavivost
o hodovani. Tibor Karpati pouZil eSte minimalistickejsie vi-
zudlne narativne tvary, ked prerozpraval pribeh o ervenej
Ciapocke v pixelovej grafike pripominajicej vizualny dizajn
starych pocitacovych hier. Caro rozpravky vychadza z rados-
ti z geometrickych tvarov (niekto by si to mohol spojit s hl-
bokymi zakladnymi strukturdlnymi komponentami pribe-
hu typickymi pre ruského folkloristu Vladimira Proppa). Ako
Emese Révészova hovori, dramatické napatie zdroja textu
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pribehu je uvolnené irdniou, ktoru prinasa abstraktna pred-
stavivost a prekvapivy kontrast archaického odkazu pribehu
s novym formatom dizajnu pocitacovej hry, ktory ohranicu-
je pixelové scény v komiksovych paneloch tak, aby vytvoril
virtudlny hraci priestor, v ktorom dochadza k interakcii me-
dzi rozpravacmi pribehu a posluchaémi pri (znovu)objavo-
vani starych a novych vyznamov.

Intermedialne narazky a spojenia su stratégie, ktoré sa
Casto pouZivaju aj inde.

Bodonyi Panni nezavisle vydala v ¢asopisovom formate ti-
chu knihu Csd, Nye!, v ktorej spojila komiks, obrazkové kni-
hy a fotografiu, ich konvencie, aby porozpravala zasnivany
pribeh o tuzbe ujst z blaznivého ruchu mestského Zivota
na vymysleny vidiek, kde by sme mohli ndjst nas vnutorny
pokoj. Sekvencia obrazkov bez slov funguje ako obrazkova
sprava vytvorena z fotografickych zaberov — napr. jazda na
sankach s kofimi v zasneZenej krajine. Kazdy panel zachyta-
va moment, v ktorom sa zastavi ¢as a zamrzne naveky. Nas
pohlad smeruje priamo k nepatrnym spatnym nahladom,
akymi je meniace sa svetlo a tien, pohyb kona ¢i tukanie ka-
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mery — ¢o nas nuti spomalit, zachovat si ¢iasto¢ny pohlad
alebo mikroskopické detaily a objat rytmus jazdy na san-
kach. Nazov je nezmyselna skladba slov, ktoru jazdci pouzi-
vaju, ked koriom treba urcit smer: moze sa to vztahovat na
vypustanie vyznamov vytvorenych ¢lovekom, moze to pre-
vysSovat nds antropocentricky pohlad na svet prostrednic-
tvom spozndvania potencidlu vzdjomne sa obohacujucich
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medzidruhovych veci, ktoré si uhniezdené v nasom priro-
dzenom chapani sveta, ale moze to fungovat aj ako potme-
hadska nardzka smerom k ludskej tvrdohlavosti a zbytocéne;j
naliehavosti, ktora vedie cesty naSich Zivotov a kontroluje
nase osudy.

Ilustratorka Turi Lilla ilustrovala kratky pribeh Jég (Lad),
ktory napisal Gyorgy Dragoman. Zachytava traumaticky
vyznam nepredvidatelnosti existencie a spolo¢né ludské
bremeno zranitelhosti prostrednictvom narazok na impro-
vizaciu dzezovej hudby a zaniku figurativneho vyjadrovania
smerom k ¢mdraniciam, ktoré ndm pripominaju obrazky na-
kreslené agresivnou kriedou v ruke frustrovaného nahneva-
ného dietata a evokuju aj tragicku intenzivnost Picassovej
Guernicy. Tato obrazkova kniha pre dospelych sa zaoberd
vaznymi politickymi témami: vojna, migracia, Zial' a nalieha-
va potreba ludskej solidarity. Kratky pribeh zacina zvlastne
na konci: odohrdva sa na rozluckovej party, ktord je pre Kha-
lida, syrskeho dZezového hudobnika, ktory sa ma vratit do
svojej krajiny po tom, ¢o vystupoval v Budapesti. Ked' sa ho
[udia zdvorilo pytaju na politicki/vojensku situaciu v jeho
krajine, jeho odpovede poskytuju len Ciasto¢né detaily o te-
rore a st to len obrazky, ktoré vypliiaju medzery verbalneho
narativu. To, €o je nevypovedané, je zobrazené prostrednic-
tvom desivych vizii hroziacich katastrof, mrzutych myslie-
nok o prichadzajucich nebezpecdenstvach, ktoré sa zjavuju
v bublindch okolo hldv nezndmych postav — naznacujuc do-
pady globdlnej politickej krizy na Zivoty nds vsetkych. Ocista
v klasickom vyzname z gréckej tragédie — kombinacia l'Utos-
ti, strachu a spiritudlneho povznesenia spésobeného sve-
dectvom hrdinstva — pochadza z poznania neistoty vSetkych

Zijucich veci. Pribeh ma otvoreny koniec, jedind odpoved

na poloZené otazky je t4, Ze sa nedd povedat, Co sa stane
a Khalidova jedind zmysluplna odpoved na nezmyselny ma-
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saker je poZiadat o mozno ¢o najsilnejsi gin s ladom. Zda sa,
Ze titularny lad sa roztapa nad ilustraciami, akoby nad tex-
tom padali slzy, kym na poslednych strandch vidno c¢ervené
pismo, ktoré je v kontraste s vytlatenym textom a pokryva
niekolko po sebe nasledujucich stran a reprezentuje bolest.
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Nyulformdju kutya (Zajac, ¢o vyzera ako pes) napisal a ilu-
stroval Andras Daniel. Je to hravy komentar o krize identi-
ty, skisenosti s odtelesnenim, tuzbe po tom, aby nas ini vi-
deli a ocenili takého, akym naozaj sme: témy, ktoré sa dost
tykaju adolescentnych neist6t. Tento pribeh, ktory rozpra-
va mierne neurotické, super citlivé stvorenie schopné se-
bareflexie, ktoré vyzera ako zajac, ale sdm seba identifiku-
je ako psa — zachddza dalej neZ za jednoduchu metalep-
siu. Metalepsia vacsinou znamena zburanie Stvrtého muru
domu fikcie, prekracuje ontologické hranice medzi svetom,
v ktorom chceme verit a realitou a to prostrednictvom po-
stdv, ktoré hovoria smerom k ¢itateflom. Hybridny hrdina va-
havo adresuje Citateflom (Nevidim vds, ale stdle tam musi-
te byt) a vytvara efekt odcudzenia tym, Ze upozorriuje na
fiktivne zloZenie sveta v pribehu, ale zaroven aj umoznuje
intimne spojenie/identifikaciu so Zivym hlasom, ktory ruca
hranice medzi stranami. Existen¢ny strach zajaca, ktory vy-
zera ako pes, je komunikovany prostrednictvom vzrusujuce-
ho stretnutia verbdlneho a vizudineho zobrazenia: Vyznam
toho, Ze stvorenie je uvdznené v nespravnom tele, je spoje-
né s klaustrofobickou skisenostou byt zavrety v knihe, kto-
rd napisal nejaky zdhadny neznamy tvor. Zajac, ktory vyzerd
ako pes, rovnako ako Tiger od Williama Blaka, sa pyta svoj-
ho stvoritela na jeho motivaciu, ktord ho inSpirovala, aby ho
takto stvoril, ale autorstvo je jasne prepojené s vizudlnou
kreativitou. (Neexistuje Unik z tvojej fyzickej formy, pretoze
vSetko to tu bolo nakreslené.) Stvorenie stdle hfada smer,
ktorym sa vybrat, pobehuje v knihe hore dole, ¢ita a pre-
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zera si velké mnoZstvo obrazkov a textov, toci sa ako Spira-
la. Citatelovi to chvilku trva, kym si uvedomi, Ze v tejto pre-
myslenej priestorove] hre, ktord sa v knihe odohrava, sme
vlastne v hlave tejto fiktivnej postavy a svedkami toho, ako
fantaziruje o Citateloch, ktori sa stavaju fiktivnymi postava-
mi a rozmyslaju o postavach v a mimo hranic knihy — zajac,
ktory vyzerd ako pes a jeho vymysleni priatelia, ktorych si
napokon ndjde, tava, ktora vyzera ako kén, prasiatko, ktoré
vyzerd ako krokodil, opica, ktord vyzerd ako hroch a aj Cita-
tel — vSetci sa mozu stretndt v nekonecne.
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Grécke historické romany pre deti a mladez

Chryssa Kouraki sa narodila v Aténach a vystudovala ucitelstvo na
univerzite v loannine, kde sa venovala aj vyskumu pre svoju dokto-
randsku prdcu s ndzvom Postavy v rozpravani a v literature: Fiktiv-
ne postavy v romdnoch Zorzi Sariovej (1969-1995). Poslednych 23
rokov sa venovala ucitelstvu a jej prioritou bolo propagovat u stu-
dentov Citanie literatury. Zucastnila sa na réznych semindroch
a konferenciach zameranych na detsku literaturu a kulturne témy.
Participovala na ucebnych materidloch tykajtcich sa detskych knih.
Od roku 2012 je koordindtorkou kulturnych programov na Riaditel-
stve vychodnej Attiky. V ramci svojho pésobenia v tejto funkcii zalo-
Zila Ucitel'sky klub Citania, ktory sa zameriava na detsku literaturu.
ZaloZila aj blog Klub citania (lesxhanagnosis.blogspot.gr) venovany
detskej literature, ktory ziskal Cenu Kyriakosa Papadopoulosa ude-
lovanu gréckou sekciou IBBY.

Angela Yannicopoulou je profesorka detskej literatury na Kated-
re predskolského vzdeldvania na Ndrodnej univerzite v Aténach
v Grécku. Zaujima sa o obrdzkové knihy, vyucbu detskej literatu-
ry, ideoldgiu v detskych knihdch a vizudlnu gramotnost. Jej knihy:
Ezopove bdjky a deti: Forma a funkcia (Liverpool: Manutius Press,
1993, v anglictine), Smerom k citaniu (Atény: Kastaniotis, 2005,
v gréctine), Hra s fonémami (Rodos: Egejska univerzita, 2006,
v gréctine), Gramotnost v predskolskom vzdeldvani (Atény: Kasta-
niotis, 2005, v gréctine), Sucasnd obrdzkovd kniha (Papadopoulos,
2008, v gréctine), Pristup k veddm cez detsku literaturu (Patakis,
2016, v gréctine) a Obrdzkoveé knihy v predskolskom vzdeldvani (Pa-
takis, 2016, v gréctine).
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Zhrnutie
Historicky graficky roman pre deti ¢i dospelych v Grécku
prekvita, aj ked komiksy neboli zaradené do gréckej litera-
tdry, a to aj napriek tomu, Ze sa zaoberaju vaznymi téma-
mi, akou je histdria (vid' llustrované klasiky). V tomto pri-
spevku sa pokusime predstavit panoramu gréckych histo-
rickych grafickych romanov pre deti a dospelych. Je ocivid-
né, ze grécke grafické romany ako nova forma detskej lite-
ratlry v Grécku prosperuje. Vacsina z nich s adaptacie vel-
mi zndmych pribehov a to predovsetkym romanov, ktoré do
slov a obrdzkov prekladaju zname verbalne pribehy. Pri gra-
fickych romanoch hra vizudlna forma velmi délezitu ulohu
pri skladani pribehu a sprostredkovani textovych vyznamov.
Napriek mnoZstvu definicii grafického romanu (napr. pod-
la Baetensa 2017, Cromera & Clarka 2007, Hatfielda, 2005,
Groensteena, 2000), vsetky sa zhoduju a podciarkuju jedno
a tym je spoluprdca medzi slovami a obrazkami. Graficky ro-
man vyuziva sekvenéné umenie vo formate komiksu, v po-
rovnani s komiksovymi knihami ide o samostatne stojaci pri-
beh s (dost) komplexnou zépletkou a vyzerd ako kniha (Bae-
tens & Frey, 2015). Po celom svete je rozsirené, Ze graficky
roman uprednostiiuje hlavne historické témy (vid napr. Den-
nik Anny Frankovej alebo Basrov skutocny Zivot knihovnika
v irackej vojne v roku 2003). Vyzera to tak, Ze format komik-
su “poskytuje alternativnu formu prezentovania historického
romanu” (Lander, 2005: 113). Samozrejme, Ze evolucia gra-
fického romanu bola velmi poznacend publikidciou najzna-
mejSieho grafického romanu Mys (Maus) od Arta Spiegelma-
na (1991). V Mysi Spiegelman vedie rozhovor so svojim ot-
com, polskym Zidom, ktory prezil holokaust a rozprava o svo-
jich bolestivych spomienkach z druhej svetovej vojny. Roman
Mys sa stal prvym a doteraz jedinym grafickym romanom,
ktory vyhral Pulitzerovu cenu udelovanu za pismena (1992).

fé/y&m Aowraky a ﬁzzye/a %M/M/M«/m

Histéria tieZ dokazala, Ze grécky graficky roman je popu-
larny bez ohladu na to, ¢i je adresovany dospelym (napr. Ai-
vali: Pribeh Grékov a Turkov) alebo detom (napr. Trildgia Se-
viovej a Petroua, Bitka o Maratdn, Bitka o Termopyly, Sala-
mina a Plataies). V Grécku bolo spojenie medzi formatom
komiksovej knihy a historického romdanu posilnené dlhou
literarnou tradiciou llustrovanych klasik (Classics Illustra-
ted), ktoré vychadzali od roku 1951 (Skarpelos, 2000). /lu-
strované klasiky sa neobmedzuju len na preklady z americ-
kych seridlov, ale obsahuju aj grécke historické pribehy, kto-
ré vytvorili zndmi grécki autori a umelci. Aj napriek tomu sa
komiksy este stale nezaradili do gréckej literatlry a to ani
v pripadoch, ked sa venuju vaznym témam, ako napr. de-
jindm. Vidno to pri réznych literdrnych oceneniach a to aj
vratane prestizneho Statneho ocenenia. Neexistuje katego-
ria pre komiks a graficky roman. Vyzera to tak, Ze sekvenéné
umenie sa nepovazuje za hodné ocenenia ani ¢o sa tyka vi-
zualneho textu. Ked' kniha Bitka o Maratén od Petroua (ob-
razky) a Serviovej (text) ziskala Statne ocenenie za nauénu
knihu pre deti (2016), ocenili len autora. Doteraz cenu ne-
dostavaju ilustratori.

A predsa graficky romdn v detskej literatire prekvita.
Zda sa, Zze format grafického romanu je vhodny pre mladé
publikum: a. Prevaha obrazkov nad slovami prindsa dejiny
blizSie k detom. b. Obrazky maju v sebe silu, ktorou spa-
jaju dolezité informacie do jedného stlaceného priestoru
a su lahko pochopitelné (Tarbox 2017). c. Grafické romany
su Citatelné aj pre lenivejsich Citatelov. d. MnoZstvo obraz-
kov uspokojuje novu generdciu, ktord Zije v obrazkovej kul-
ture (Bucher et al, 2004). e. Grafické romany pripominaju
detom komiksy a kinofilmy. Aj tie vyuZzivaju filmové rozpra-
vanie a zameriavaju sa na akciu a to mladi Citatelia ocenuju.
f. Bohaté ilustracie dodavaju drsnym témam ako vojna ve-
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sell podobu a sprostredkovavaju skusenosti. g. Sekvencné
umenie napomaha Citatelom-divakom ponorit sa do texto-
vého vesmiru a to je nieco, o €o sa tvorcovia snaZia. Komik-
sovi umelci pouZivaju mnozstvo technik, aby “vytvorili pri-
beh a zamestnali Citatela” (Lander 2005: 114). Napriklad na
obale Bitky o Maratdn, ocakavanie, ktoré tvorcovia maju od
Citatelov, sa stdva viditelnym vylucne prostrednictvom pod-
titulu “Zazi epicky moment z dejin spolu s postavami”.

Grécke historické grafické romany pre deti su obsirnej-
Sie pribehy adresované star$im detom. Mozeme ich rozde-
lit do dvoch Sirich kategorii: 1. Nové pribehy o historickych
témach, napr. Demokracia, ktora objasnuje ako vznikol kon-
cept —a nazov — demokracia, ako rezim, v starodavnych Até-
nach priblizne v 508 roku pred Kristom. 2. Druhd neustale
rastlca kategoria (Soloup, 2017) su adaptacie detskych ro-
manov, hlavne tych najznamejsich, akymi su napr. Petroso-
va vojna, monumentalny roman lki Zeiovej, ktory bol prelo-
Zeny do jedenastich jazykov. V Petrosovej vojne, v romane
ako aj v adaptacii vo forme grafického romanu sledujeme
devitroéného Petrosa, ktory Zije v Aténach pocas druhej
svetovej vojny. ZaZiva obdobie medzi oktébrom 1940 a ok-
tébrom 1944, okupdciu Atén, grécky odpor proti nacistom
a oslobodenie Grécka.

Je zjavné, Ze niektoré historické obdobia su popularnej-
Sie ako iné. Antika je urcite jednou z nich. Vidno to napri-
klad aj na troch grafickych romanoch od Serviovej a Pet-
roua, ktoré sme uz spominali. Tie sa zameriavaju na gréc-
ko-perzské vojny v piatom storo¢i pred nasim letopoctom.
Hlavne v roku 2021, ked Grécko oslavovalo 200. vyrocie vi-
tazstva vo vojne nad Osmanskou riSou, vznikla novéa popu-
l[arna téma.

V historickych grafickych romanoch tvorcovia vzdy hla-
daju pravdu (Papadatos, 2017). Odkedy historické grafické
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romany predstavuju narativnu formu historickych udalos-
ti, reprezentuju gnozeologické a ideologické volby tvorcov.
(White, 1987). Vidno to napriklad na prilohe v knihe od Pe-
toua a Seviovej, jej autorka je archeologic¢kou a stdva sa su-
Castou grafického pribehu, v ktorom mladym ¢itatefom vy-
svetluje, ako sa pozera na historickd pravdu. Aj ¢as a miesto
zohravaju v historickych grafickych romanoch doélezitu ulo-
hu v tom, Ze sa Citatelov snazia presvedcit o tom, Ze pri-
beh je o skutocnych udalostiach. Mapy su ¢asto ich sucas-
tou a konkrétne symbolické miesta su lahko rozpoznatel-
né. A tak su body konkrétnych miest pozorne zapracované
(napr. Biela veZa v Thessalonikach v Tajomstvdch mociarov
¢i Parthendn v Demokracii).

Vedie to k tomu, Ze tvorcovia sa venuju dokladnému
prieskumu nie len historickych udalosti, ale aj krajiny. De-
tailné zobrazenie krajiny robi pribeh hodnovernym a pre-
svedcivym. Budovy, domy, krajina by mali byt nakreslené
s velkou presnostou. Adaptacia romanu od Delty Tajom-
stvd mociarov na graficky roman nebola lahka tloha, preto-
Ze pribeh je umiestneny v mocaristom jazere Giannitsa po-
Cas grécko-bulharského konfliktu (1904-1908) v Maceddn-
sku, ktoré este stale bolo sucastou Osmanskej rise. Pribeh
sa toci okolo ¢inov dvoch deti, Apostolisa a Yovana, ktori
pomahaju gréckym partizanom pri operacidch namierenych
proti bulharskym druzinam.

Ked'je historicky graficky roman adresovany mladym ci-
tatelom, je konfrontovany s velkou vyzvou; ako podat kru-
té aspekty ako vojnu mladému a nevinnému publiku. Gréc-
ke historické grafické romany pouZivaju rozne stratégie, aby
odlahcili vdzny obsah a spravili ho vhodnym pre deti. Priser-
né epizddy st poddavané len prostrednictvom slov a nie ob-
razkov. Napriklad namiesto ilustracie znesvatenia chramov,
destrukcie mesta a zajatia obyvatelstva vidime nakreslené-
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Napriek tomu, Ze historické grafické romany pre deti ne-
podporuju horor a vyhybaju sa krvi, dokazu vytvorit drama-
tické vizudlne historické pribehy. Dokonca aj obrazky bez
slov mozu posilnit intenzitu momentu prostrednictvom pri-
blizenia a vzdialenia tej istej scény (napr. graficky roman
Petrova vojna). V Demokracii si dramatické konflikty zo-
brazené tak, Ze za sebou nasleduju Cierne strany, vsetky su
preplnené a bez kanonickych panelovych rdmov. Dramatic-
ky dojem je vystuprfiovany prostrednictvom opakovania sa
tej istej scény v postupnych nahfadoch. Iny spdsob, akym
sa da uspiet pri tvorbe dramatického napétia je narusenie
linearity Citania, ktord sa vdcsinou pohybuje zlava dopra-
va a zhora nadol. Takto sa d& ¢itat dvoma spdsobmi: hori-
zontalne a vertikalne. Ak Citate horizontalne, zistite, ¢o sa
simultanne deje na dvoch rozliénych miestach v Aténach.
Citanim tej istej udalosti vertikalne sa vraZda tyrana &i po-
svatnd procedura vyvija v Case. Aj bubliny s textom su
umiestnené v dvoch paneloch, aby prinutili ¢itatelov pokra-

brazenie smutnych faktov. Vidno to, ked Gréci nahafiajd Covat v Citani podla Zelania v dvoch r6znych smeroch: hori-

Osmanov a hadzu po nich topdanky (Peter a Revoltcia z roku zonta'lne ’alet?o v?r'tlkalne. o, i
1821, s. 15) Aj ked objektivita sa povazuje pri historickych romanoch

za nevyhnutnost, grafické romany nam umozriuja vidiet ich

inak. Je to vidno v roznych ohladoch:

a) vo vybere tém; Bitky su vacsinou vitazné (Aténcania po-
razia PerZanov Bitke o Maraton).

b) v prezentacii postdv: v porovnani s nepriatelmi su Gréci
su zobrazeni ako velmi odvazni, napr. Osmani sa s nami
nemézu rovnat.

c) vovonkajsom vzhlade nepriatelov, ktori su vZdy zli a Ska-
redi. Aj mnozstvo charakteristickych ¢ft osobnosti je
odhalenych prostrednictvom obrazkov. Sila je jednou
z nich. Napriklad v Demokracii Kleomenis, kral Sparty je
zjavne velmi silny muz.
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ho chlapca, ktory tieto udalosti opisuje. Dramaticky tén sa
dosiahne najma postupne prostrednictvom pohladov na
jeho tvar, az kym sa nedostaneme k poslednému extrém-
nemu pohladu zblizka na jeho vystrasené oko (Bitka o Ma-
raton) s. 28).

Humor je tiez efektivnym nastrojom, ktory slUzi na zo-

E
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d) dokonca aj farby sa pouZivaju symbolicky a vyjadruju
nase emacie smerom k historickym udalostiam. V roku
1453, ked bol dobyty Konstantinopol (dnesny Istanbul),
su farby tmavé. Silna Cierna vytvdra negativny priestor
na obrazkoch a okraje strdn funguju ako synonymum
hrozného osudu a doby. Niektoré scény nakreslené
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¢iernou mozu znamenat smutné udalosti z buduicnos-

ti. V Petrosovej vojne je Cierna zamracend obloha pred-

zvestou toho, ¢o sa udeje.

V inych pripadoch sa farby jednoducho snaZzia znovu vy-
tvorit scény. V Tajomstvdch mocariny prevlada zelena far-
ba, farba mocariny plnej rastlin. Zelena je aj farba nadeje, ze
pride k vitazstvu nad Bulharmi, ktori su nepriate/mi. Nako-
niec sa zelend krajina premeni na &ervenu. Cervena zname-
na krv (Kanatsouli, 2019). Takto sa nasilné opisy z romanu
od Delty premenili v grafickom romdane na obrazky a farby.

Farby su doleZité pri vysvetlovani vyznamu minulosti.
Cierne a biele obrazky v Petrosovej vojne vyjadruju atmo-
sféru druhej svetovej vojny a velmi sa inSpirovali znamymi
fotografiami z toho obdobia od Vouly Papaioannousove;j.

Farba tieZ naznaCuje podriadeny pribeh uloZeny v hlav-
nom pribehu. Modré panely sa venuju pribehu Cupid a Psy-
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= My master

N

- = | came to ask you a favour

= Do this favour to me and
I'll become your slave

che, ktory rozprava chlapec z Atén, ktory je hlavnym hrdi- =My slave? ;
nom grafického romanu Demokracia. :::T“m:;;a:‘;” talking
Napadité je aj pouzivanie bublin s textom. Ich rézne far-
by naznacuju, kto prave hovori; postavy v bielych bublinach
a rozpravac v zltych, Tak ako to je v Tajomstvdch mocari- = We fight for liberty -
ny. V tom istom romane, td istd farba pre konkrétny jazyk A R
v bublindch, rézne jazyky su definované pridanim vlajky. be my slave? '
Na zaver sa budeme venovat miniatirnemu grafické-
mu romanu Alexie Othoneouove] a pokuisime sa ukazat,
ako dokaze adaptacia verbalneho pribehu na nové médium
ponuknut iny pohlad na histériu a poukdazat na velmi roz-
dielne ideologické hladisko. Otrokyna z knihy 21+1 Autori
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pisu a umelci ilustruju je o jednej velmi zndmej historickej
anekdote: V gréckej vojne o nezavislost proti Osmanske;j risi
(1821) prisla za velitelom Kolokotronisom jedna Zena a po-
Ziadala ho o laskavost “Urobte mi laskavost a ja sa stanem
vasou otrokyriou”. Velitel namietal a vysvetloval, Ze vojna
o nezdvislost nie je o tom, Ze sa niekto stane otrokom.
Othoneousovej miniaturny graficky romdan opat prina-
$a tento znamy dialdg. Ale postupnost troch poslednych pa-
nelov kladie déraz na mudru poznamku gréckeho genera-
la smerom k Zene, ktora stoji vzpriamene a slobodne dy-
cha. Nie je nijako obmedzena ani ohranic¢enim panelu. Vizu-
alny pribeh je viac obohateny o vyznamy nezZ ten hovoreny.
Na zaver by sme, €o sa tyka gréckych historickych grafic-
kych romanov pre deti a mladeZ, poukazali na to, Ze:
e Historicky graficky roman je novy Zaner v Grécku, ktory
prekvita a je adresovany predovsetkym star$im detom.
e Obrovské mnoZstvo tychto romdnov su adaptacie velmi
znamych romanov a pribehov.
e Vizualna forma je klucova pre skladbu pribehu a pre
sprostredkovanie vyznamov textu.

Vizudlne romdany ponukaju prileZitost prerozpravat sta-
ré pribehy novému obecenstvu a urobit to v novom pod-
netnom formate. A navyse, tieto adaptacie, aj ked' reSpek-
tuju zndmu zapletku, prikraslia ju o nové vyznamy.
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Ddnsko

Ramovat alebo neramovat?
(Je to otdzka?)

Niekolko rokov Studoval historiu a od zaciatku roku 1972 pracoval
ako kritik detskej literatury pre popredné ddnske noviny. V sucas-
nosti pracuje pre Politiken, vyznamné kulturne periodikum v Ddn-
sku, a pise aj do odbornych casopisov ako Bgrn & Bgger (deti &
knihy). Mal vela prezentdcii na tému detskej literatury pre knihov-
nikov, ucitelov a inych odbornikov a popri mnoZstve clankov pre
casopisy napisal dve knihy. Je clenom Ddnskej sekcie IBBY a je pra-
videlnym ucastnikom BIB. Bol ¢clenom poroty BIB 2005 a ¢lenom
poroty Tl v Tallinne a v Ddnsku zorganizoval vystavu irdnskych ilu-
strdcii. Viackrdt sa zucastnil na sympdziu BIB.

Toto je ta najinspirativnejsia téma, aku ste len mohli pre
toto sympdzium vybrat. A ja som $tastny, Ze mdzem prispiet
do tejto diskusie.

Ale najprv sa musime pozriet na niektoré definicie. Co
robi knihu komiksovou? A kedy ide o ‘"normalnu’ obrazkovu
knihu? Je to rAmom? Rychlostou? Rytmom? Je to sp6sobom,
ako povedat veci v inom jazyku? Porozpravat veci dovtedy
nepovedané? Je to absenciou slov? Moznostou snivat vlast-
ny pribeh? Je rozdiel v jej podstate otazkou “jazyka”?

Ram je tym rozdielom medzi beznymi knihami so slova-
mi a neordmovanymi ilustraciami. Ram je pohyb pod kon-
trolou. To, €o je vo vnutri ramu, sa vzdy snazi unikndt zo
svojho vazenia. Obmedzenie je inspirujuce.

Ale najprv sa musime pozriet na konsekvencie rdmova-
nia. Redukciu a moZnosti. Tu je par prikladov:

Tento znamy obrazok na spodnej Casti strany napravo
v Hergéovom znamom albume Tintin v Tibete ma v detstve
prinutil vyskodit zo stolicky. A je to jeden z najelegantnejsich
drastickych seridlov, aky pozndm. Dotkne sa priamo vasich
nervov a priviaze vas k pribehu. S trastcimi rukami obrati-
te stranu a uvidite toto. Tato mala ale dolezita epizéda pre-
bieha pod hlavhym pribehom. Ned4d sa to opisat slovami.
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Dalsi priklad je neddvna spolupraca medzi dvoma déan-
skymi umelcami. Titul Zenobia. Morten Diirr je jej autorom
a Lars Horneman ilustrdtorom. Morten Diirr predstavil Lar-
sovi Hornemanovi rukopis pribehu o dievcati, ktoré sa sna-
Zilo uniknut zo Syrie. llustrator vynechal priblizne 80% slov
a porozpraval pribeh po svojom. Az na strane 21 objavime
slova. Lars Horneman ziskal vdaka tymto obrazkom prezyv-
ku Pustna nasypka. Jeho ilustrovanie pripominajice komiks
nam ukazuje, ¢o sa d4 povedat bez slov. Tazko uvidznené ti-
cho. Toto dielo bolo prijaté s nadSenim a vydané v mnohych
krajindch. MoZno aj na Slovensku?

Pri ich dalSej a neskorsej spoluprdci sa premiestnili do

Gronska. Ivalu je pribeh o zneuZivani deti, ¢o je bohuZzial

problém na vzdialenych miestach tohto obrovského ostro-
va. Lars Horneman by si tentokrat zasluzil dalSiu prezyvku
— Arkticka nasypka. Tento obrazok ukazuje jeho velkost. Pri-
beh sa za¢ina tak, ze dievca si ide obliect narodny kostym pri
prilezitosti ndvstevy danskej kralovny v malej dedine. Kazdy
Dan pozna tu elegantnu lod, ktord moézeme vidiet v dialke.
Nikdy nepride (v knihe), ale tu je zaciatok hlavného pribehu
o zneuZivanom dievcati, ktoré spacha samovrazdu. Tu vidi-
me slova aZ na strane 22.

A tak ihlicka na kreslenie ako aj silueta kralovskej lode
dokazu mat dramaticky dopad a zacat pribeh, ¢o sa so slo-
vami nedd. Utodi to na vasu predstavivost inym spdsobom.

Teraz Vam predstavim moj najlepsi priklad. A zopakujem
moju myslienku, Ze skuto¢ne moderny komiksovy pribeh
alebo graficky roman budu viacmennej vidy zépasit s tym,
aby sa vyhli svojmu ordmovaniu a budi sa snazit uniknut
von. Vidime tu dramaticky — ¢asto chaoticky — jazyk. To je
im uréené.

Ale aby ste zniesli chaos, potrebujete ramy. Tento pri-
beh by sa nikdy nedal porozpravat len slovami. Vtdckar sle-

ﬁeffm Larsen

duje vyvoj mentalnej choroby mladého dievéata. Autorka
je Sarah Engellova, ktora je vyzdvihovana za svoje knihy pre
mladeZ (hlavne tie). Lilian Brgggerova je zndma aj tu v Brati-
slave. V roku 2005 vyhrala Zlaté jablko a vacsinou je pritom-
na v danskom vystavnom stanku. Vtdckar je jasnym prikla-
dom sily oramovanych obrdazkov, ktoré su v neustalom boji
samych so sebou. Zadiatok je tam, kde hovorené/pisané slo-
vo kondi. Tak ako dievca z pribehu Liliany Brgggersovej, kto-
ré bojuje a krici, kym sa snazi unikndt bolesti z toho, Ze stra-
ca kontrolu. Je zaramovana. Postupuje ako Ziletka. Od pr-
vych symptomoyv, ked' je zméatena a pocuje vtakov a hlasy.
V tejto knihe je vela slov. Ale su pouzité alternativnym sp6-
sobom, napisané rukou réznymi velkostami a tancuju hore
dole. Vtdckdr je vizudlny zazrak. Nemilosrdne predstavuje
danu problematiku, ale snaZi sa pri tom vyhnut prilisnému
smutku a na konci je zablesk nadeje. A aby som sa zopako-
val: pribeh ako tento by sa nikdy nedal porozpravat slovami
v klasickej knihe — dokonca s ilustraciami. Caro je v tom, ze
boj je uz hned' na zaciatku procesu tvorenia.

Co potom, ked sa ilustrovana kniha zmeni na komiks?
Toto sa stalo Sepkanej hre. Pévodne bola vydana v roku
2008 ako klasickd obrazkova kniha pre deti, ktoré chodia do
Skoly. Tento rok sa zmenila na komiks a je ur€ena tej istej
cielovej skupine. llustrovana kniha podava trpko-sladky, nie
prili$ depresivny pribeh dievéata, ktoré sa zucéastni Sepka-
nej hry — poznate ju: sedite v kruhu a zasepkate: BIB je ta
najlepsia vystava na svete a kym ta veta prejde 4-5 usami,
napokon sa dozviete, Ze: BIB je ta najsladSia predstava na
tete — alebo nieco podobné. V pribehu dievca zasepka: Moj
otec ma bije. Tato informacia spusti proces medzi dievcata-
mi, ktoré ta hru hraju. Ako bolo spomenuté predtym, ilu-
strovana kniha nejde prilis hlboko do bolestivych tém. Na
rozdiel od umenia komiksu, ktoré prostrednictvom ramov
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a pravidiel podporuje nasilie. Tu sa znova stretavame s Mor-
tenom Diirrom z Ivala a Zenobie — je vynikajucim rozprava-
¢om pribehov a tentokrat si vybral iny vstup do pribehu. Nie
je to otec, ale matka, kto bije to dievéa. Ale tam, kde sa Pe-
ter Bay Alexandersen dotkol sfd v ilustrovanej knihe, Sofie
Louise Damova zlyhdva v tom, ako da Zivot tomu, €o sa sta-
lo. Jej obrazky su nepohyblivé ako rozvrh hodin, nudné a na
rozdiel od Vtdckara sa nikdy nepokdusila prelomit ramy.

Posledny priklad je velmi zdbavna (a vézna) kniha od
Hanny Kvistovej, ktora zacala ilustrovat (velmi dobre) a sta-
la sa z nej autorka. Jej kniha Zvieratd s koZuchom a bez neho
jej priniesla Velkd cenu Ministerstva kultdry. Hlavna cast
knihy je klasické citanie, ale ked' sa veci dostavaju na po-
vrch, zaéne pouzivat re¢ komiksu. Nie preto, Ze veci sa me-
nia ¢i zhorsuju (6h, trosku ano!), ale preto, Ze Citatelovi po-
nuka volbu: ver tomu, alebo nie. Je to sen ¢i realita? Je to
urobené velmi elegantne a nalada z jej komiksovych obraz-
kov a farby existuju v harménii s ténom slov.

Nie je to prvy raz, o Hanne Kvistova v projekte zmiesa-
la slova s obrazkami. Klasicka kniha Chlapec so striebornou
helmou vyhrala niekolko cien, ked bola v roku 1999 vyda-
na. Neddvno bola spracovana ako ilustrovana kniha. Ume-
lec Rasmus Meisler si to zobral na starost. Premenit existu-
jucu knihu na taku, ¢o vyzera ako komiks. Hovori jazykom
realistickej komiksovej knihy tak, Ze format papiera pouzi-
va ako ramy. Ale jeho prinos do nasej témy je, Ze zdmerne
meni niektoré scény a predlZuje iné. Jeho obrazky su aktu-

ffef en /a/‘&e/(

alizovanou verziou a vnasaju novy Zivot do prebiehajiceho
pribehu chlapca, ktorého nikto nechce — okrem jeho sestry.
Mohol by som spomenat knihy s nazvom Psi muZ. Mi-
lujem ich v celej ich jednotvdrnosti, ale chdpem, Ze tu nie
je ¢as a miesto pre pana Dava Pilkeyho. Ak by som hrabal
hlbsie do skutoénych komiksov, velmi sa mi pacia knihy Pe-
tit Poilu (Maly chlpdc). Predstavuju Sarmantny spésob, ako
podat obrazky bez slov najmladsej generacii. V. mojej kraji-
ne sa tento rok stala neobvykld vec —a mdm na mysli to, Ze
SKUTOCNA — komiksova kniha o kralovskych aférach v 17-
tom storoci vyhrala velkd cenu za ilustraciu, ktord udeluje
Ministerstvo kultury. Nemyslim, Ze by sme to mali akcepto-
vat. Komiksové knihy patria ku komiksovym kniham — maju
svoje vlastné ceny — a k ilustrovanym knihdm patria ceny
za ilustraciu. Ale ked' sa tieto dve formy umenia zmiesaju,
vznikne nieco nové. A to je to, o com tu dnes diskutujeme.
Budete so mnou suhlasit — myslim si — Ze toto je niec¢o
ako svaty gral v miesani umeleckych foriem. V roku 1978
Will Eisner vydal stibor novych pravidiel ramovania a nera-
movania vo svojej knihe Zmluva s Bohom. Jeho dielo sa po-
vazuje za zrod grafického romanu — aj ked’ nejde len o je-
den roman, ale o Styri kratke pribehy. Bol to UZasny umelec.
TakZe sa tu zaoberame témou, ktora sa sklada z velké-
ho mnoiZstva otdzok a Uvah. Vyzva znie: Komiks v sucasnej
obrazkovej knihe pre deti a mladez. A ja rad na fiu zareagu-
jem: Ano!
Dakujem
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Chorvitsko

Dve hrdinky v chorvatskych komiksovych knihach pre deti

Narodila sa v roku 1974, v roku 2000 vystudovala chorvdtsky jazyk
a literaturu a v roku 2002 ukoncila studium knihovnictva na Fakul-
te filozofie v Zdhrebe. Od roku 2003 pracuje ako knihovnicka na od-
deleni pre deti a dospelych v Zahrebskej mestskej kniznici. Pocas ro-
kov svojej prdce v kniznici sa zucastnila na réznych projektoch: na
réznych workshopoch pre deti a dospelych, na redak¢nom kruhu li-
terdrneho panelu, v programovej a organizacnej rade Chorvdtskej
noci knih, je koordindtorkou ndrodného projektu vystavy fotografie
Zachyt cCitanie, v porotdch odovzddvajicich rézne umelecké ceny...
Od roku 2016 vedie Program prezentdcie chorvdtskych ilustratorov
v Galérii Kupola v mestskej kniznici v Zahrebe. Od roku 2016 je riadi-
telkou Chorvdtskeho centra detskej knihy a Chorvdtskej sekcie IBBY
v kniZniciach v Zdhrebe.

Komiksova kniha v Specialnej zbierke detskych knih
Chorvatske centrum detskej knihy (Chorvatska sekcia IBBY )
sa nachddza na Oddeleni deti a mladeze v mestskej kniznici
v Zahrebe a materidly, ktoré sa tam zhromazduju, su zna-
me ako Specidlna zbierka detskych knih, ktort mozno pou-
Zivat len v priestoroch kniznice. Je uréena Sirokej verejnosti,
Studentom, ucitefom, vychovavatelom, vydavatelom kni-
hovnikom, pedagégom, r6znym expertom, vedcom a komu-
kolvek, ktory ju potrebuje pre svoju pracu.

Specialna zbierka detskych knih neustale zbiera, spracu-
va a uskladnuje knihy pre deti a mlddezZ od chorvatskych au-
torov: spisovateloy, ilustratorov a prekladatelov ako aj cenné
chorvatske vydania medzinarodnych klasik detskej literatu-
ry. Takisto zbiera preklady chorvatskych autorov do inych ja-
zykov a literaturu tykajlcu sa vzniku a histérie knih pre deti
a mladez. Zbierka sa neustdle rozrastd, dokladne sa do nej
vybera z aktudlnej vyddvanej tvorby a pozorne sa vybera zo
starych knih. Na zaciatku roka 2021 obsahovala Speciélna
zbierka dohromady viac ako 7300 titulov.

Specidlna zbierka obsahuje najstarsie chorvatske ilustro-
vané knihy a obrazkové knihy, ktoré vytvorili prvi chorvat-
ski spisovatelia a ilustratori, tie najstarSie noviny a ¢asopisy
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pre deti a mladez ako aj dalSie materidly: vystavné kataldgy
a knizné kataldgy, ktoré prinasaju cenné informacie o umel-
coch, spisovateloch, vydavatefoch a o vydavanych titu-
loch. Samozrejme, e Specidlna zbierka systematicky zbie-

Darko Macan

lsabette Maaro

ra a uskladriuje aj najstarsie komiksové knihy pre deti ako aj
moderné chorvatske komiksy pre deti: od Waltera Neuge-
bauera (1941) a Andrijiho Maurovi¢a (1962) aZ po to Darka
Kreca, Darka Macana, Ivicu Bednjaneca ¢i KreSimira Zimo-
ni¢a. Na zaciatku roku 2021 obsahovala Specidlna zbierka
115 komiksovych knih vratane mnozstva monografii od au-
torov komiksovych knih, katalégov z ich vystav a knih o teo-
rii a historii komiksu.

Specialna zbierka detskych knih tie? umozfiuje skimat
vyvoj vyddvania chorvatskej knihy prostrednictvom mno-
hych bohato ilustrovanych vydani od najznamejsich vyda-
vatelov chorvatskych knih pre deti a mladez. Navyse tato
zbierka poskytuje aj detailny pohlad na moderné chorvat-
ske vyddavanie knih pre deti a mladez od roku 1993 aZ po su-
Casnost.

Dve hrdinky v chorvatskych komiksovych knihach pre deti
Mnohé zo sucasnych chorvatskych komiksov pre deti vy-
chadzali v detskych ¢asopisoch Smib, Modra lasta a Radost
ako aj v denniku Vecerniji list a stali sa uznavanymi a popu-
larnymi vdaka svojim postavdm, humoru, téme, Stylu auto-
ra a maju ich radi aj dospeli. Je dolezZité spomenut par pri-
kladov — Darko Macan: Borovnica, Branka Hollisworth-Na-
ra: Dado i Cmicko, Ivana Guljadevi¢ Kuman: Luka, Dubrav-
ko Matakovié: Super Di. Mnohé z nich vysli v nezavislych vy-
daniach.

Samozrejme, Ze nesmieme zabudnut na dvojicu z najpo-
puldrnejsich chorvatskych komiksov pre deti a ich neskuto¢-
ne oblUbené postavy — Duricu od lvicu Bednjaneca a Zlat-
ku od KreSimira Zimonica, ktoré su poslednych tridsat rokov
stalou sucastou chorvatskeho komiksu pre deti a chorvat-
skej popularnej kultury.
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Ivica Bednjanec: Durica

Durica je komiksovy knizny serial pre malé deti, ktory v roku
1986 zacal vydavat ¢asopis Smib a vychadza v iom dodnes —
jedna kratka epizdda na jednu stranu kazdy mesiac. Od smr-
ti autora v roku 2011 pokracuje v tvorbe komiksu jeho syn
Darko Bednjanec.

Bednjanec, Ivica. Durica : male ljubavi : knjiga u stripu, Zagreb: Skoiska knjiga, 2003,

lsabelta Maaro

Okrem hlavnej postavy Durice sa v nom objavuju aj jej
priatelia Bibi a Dodo ako aj jej rivalka Lela. Okrem nich sa
stretdvame s mnozstvom vtipnych situdcii, s jednoduchy-
mi alebo zlozitymi vztahmi, ktoré su typické nielen pre deti,
pre ktoré je komiks urceny, ale aj pre dospelych: laska, Ziar-
livost, hadky, klamstvo, prehra, pokusenie, zmierenie...
A v kaZdej epizdde je Durica skutocnou hrdinkou — hviez-
dou, je ind, tvrdohlavd, nezvycajna, netvari sa, Ze je lepsia

BOLNA LJUBAV

KAZNA, ZA
SWRTOST.
A,
S

¢

POSUDIMI
BICIKL.

Bednjanec, lvica. Durica : male ljubavi : knjiga u stripu. Zagreb: Skolska knjiga, 2003,
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ako ostatni, prirodzend, s chybami — ako ktorékolvek iné
dieta, iny ¢lovek. Jej pasikavé saty a prilis velké topanky ako
aj jej vzhlad zvyraziuju jej autenticitu. Samozrejme, kedZe
jej meno v chorvatskom jazyku znamena ,t4, ¢o Spuli pera-

“ Duricinou hlavnou ¢rtou, ktord ¢asto urcuje priebeh aj
zaver deja, je Spulenie. Tato charakteristika je moZno po-
dobna karikature, ak sa na fiu pozrieme z detského uhla po-
hladu a mozno nie je, ak sa na fiu pozrieme z pohladu do-

NOVA HALJINA

LELA
IMA LIJEPPI

a
d

JOS CERITI
LJEPSA KAD
DOBIJE SARE
OO BLATA!

SAD S| }
PRLAANVA L

Bednjanec, Ivica. Durica : male ljubavi : knjiga u stripu. Zagreb: Skolska knjiga, 2003,

lsabette Maaro

spelého, kedZe tato Crta ¢asto prekonava spolocenské nor-
my a komunikacia sa stava zloZitejSou a nemoznou. Ale Du-
rica so svojim priatelmi poznaju spbsob, ako vyriesit vset-
ky komunikaéné problémy, aj ked' na prvy pohlad sa zd3, Ze
ich rieSenia maju nedostatky, alebo su minimalne prilis jed-
noduché.

Umeleckd a vychovnu kvalitu tohto komiksu potvrdzu-
je aj fakt, Ze Durica je sucastou zoznamu povinného Citania
pre Ziakov druhého ro¢nika zakladnej Skoly.

V roku 2016 mestské divadlo Zar Ptica hralo detsku hru

Mrzuté: krdtke milostné pribehy (Grumpy: Little Love Sto-
ries) v rdmci multimedialneho projektu Durica — z komikso-
vej knihy aZ na javisko a do tvojho smartfénu. Vyssie spo-
minany projekt zahfia aj hru z mobilného telefénu pre deti
vo veku 8 rokov a viac, v ktorej sa objavuju herci a scény
z predstavenia.

Photo: Saéa Movkovi¢, source: The Zar Ptica City Theatre
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Phote: Saga Novkovié, source: The 2ar Ptica City Theatre

Hra ma v sebe aj interaktivny prvok, pretoZe deti sa jej ak-
tivne zUcastiuju: vyberaju si situdcie z hry, reakcie a mimi-
ku hercov a tak menia jej priebeh.

R

Durica, video game
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leabella Maaro

KreSimir Zimonic: Zlatka

Zlatka sa prvykrat anonymne objavila v komikse Svasta!
v roku 1981, kedZe jej meno sa v komikse prvy raz spome-
nulo v roku 1985 v Casti s ndzvom Zlatka a Peter Pan.

ZLATKA
se sjeda

]
E
M
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Do roku 1991 bol komiks Zlatka ¢iernobiely a po roku 1991
sa zacal vydavat vo farbe. Odvtedy Zlatka trvala devat-
nast rokov a vychadzala v najdlhsom Casopise Modra lasta.
Okrem jednotlivych epizéd komiksu v ¢asopise vysla Zlatka
aj v troch knihach, z ktorych jedna predstavuje kompletné
vydanie vsetkych komiksov o Zlatke.

Zlatka je o dvanastro¢nom dievcati, z ktorého sa stava
mlada Zena, Zije vo svojom svete fantazie, snov a umenia. Je
osamel3d, vela premysla, skryva sa, je éterickd, plna symbo-
liky a jednoduchych hlbokych myslienok. Je to hrdinka, kto-
rd sama formuje pribeh; stretava postavy z popularnych ko-
miksov, romdnov a filmov; sniva o literature, hudbe, poca-
si, jari; venuje sa popularnym filmom a pop kulture ako ta-
kej a vzdy zaZiva nové zaciatky, cesty, odchody... Aby som ci-
tovala Darka Macana: Zlatka je to, ¢o by sme v malej kraji-
ne nikdy necakali — absolltne origindlne dielo. In3pirované
vSetkym, od vojny az po umenie, ale s kvalitou sebe vlast-
nou a vdaka tomu precizne.

ELIRA R TROTINAD AR T
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&0 Kredimir Zimonic

lsabette Maaro

V komikse Zlatka sa opakovane objavovali ro¢né obdo-
bia —ich zmeny, ich ¢rty, kazdé jedno obdobie ako aj ich vza-
jomné nadvazovanie — v roku 2020 KreSimir Zimoni¢ vydal
komiksovt obrazkovu knihu s ndzvom Styri roéné obdobia
(Godisnja doba /The Four Seasons), ktorej hlavnou posta-
vou bola Zlatka.
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Zimonié, Krefimir. Geditnja doba. Zagreb: Mala zvona, 2020.
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relimic Godja doba. Zagres: Maly vena, 2020

Tato kniha je logickym navratom k Zivotu Zlatky a jej preja-
vu. V knihe sa striedaju motivy, témy a postavy, s ktorymi sa
Citatel stretol predtym v komiksoch o Zlatke: Peter Pan, Za-
hreb, ro¢né obdobia, ich odchod a ndvrat, tuzba po niecom
nedosiahnutelnom, ldska, hudba, Kapitan KIuc, farby, caj-

lsabelta Maaro

ky, vesmir. K tomu sa menia aj Zanre v knihe: basne, drama,
eseje a predovsetkym komiks.

Na knihu Styri roéné obdobia sa mdzeme pozerat aj ako
na poctu Zlatke, nieco ako pokraovanie komiksovej knihy,
lyricky rozvetvené literdrno-umelecké dielo s filozofickym
prepojenim s ve¢nou hrdinkou. Na druhej strane sa da kni-
ha Styri ro¢né obdobia ¢&itat a vnimat ako nezavislé dielo,
ktoré existuje sucasne so Stylistickym, vizualnym a fantazij-
nym bohatstvom jej autora.

V roku 2013 bol podla Zlatky vytvoreny kratky animo-
vany film Minuty (Zlatkine Zute minute/Minutes), v ktorom
Zlatka rastie a skima Zivot, spomina na svoju mladost a na-
stupuje na svoju cestu Zivotom — absolutne ikonické a roz-
pravkové dobrodruZstvo predstavivosti.

Zaver
Durica a Zlatka su komiksy s hrdinkami, ktoré presahuju ¢as,
v ktorom boli vytvorené, vek deti, pre ktory boli napisané
a priestor, pre ktory boli vymyslené. Od prvej komiksovej
epizédy vydanej v Casopise alebo novinach aZz po samostat-
né knihy a potom vdaka vyvoju postdv a komiksovej knihy
ako takej az po dalSie média, knihy, filmy a divadlo Durica
a Zlatka stale preZivaju ako sucast pop kultury, ktora preni-
ka do nasich zZivotov, nasich médii, nasho kolektivheho ve-
domia a nasich spomienok na mladost.

Mozno buducnost komiksovych knih pre deti tkvie prave
v sile vZdy a znova objavovat komiksy — ako umenie a tvorbu
alebo ako zaciatok pre nové médid — a v moZnostiach sply-
vat s inymi Zanrami, ich hrdinami (hrdinkami), s Uplne novy-
mi zakonmi — a v tom, Ze Ziju svoj umelecky (literarny, diva-
delny, filmovy) Zivot.

Durica a Zlatka su hrdinky, ktoré toho zazili dost, prezi-
li r6zne spolocenské, politické a kulturne obdobia a spreva-
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dzali mnoZstvo generacii deti, ktoré sa k nim dnes ako do-
speli vracaju. Ale vracaju sa, alebo je to len ich pohlad, kto-
ry sa zmenil? Menia svoj pohlad na hrdinky alebo na svoje
vlastné Zivoty? KaZzdopadne, Durica a Zlatka su silnejsie ako
realita a Ziju dale;...

Odkazy

1.
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lsabette Maaro
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Ruti Modan a Yirmi Pinkus
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Projekt knihy O Noemovi
Sucasny komiks pre malych Citatelov v Izraeli
Dol

2

ZBORNIK

<
>
<
i
[¢2]
=
B
<
oo
m
—
=
=
<
o
B
w
—
=
=
—
|
A
3]
=
=

&O.

oq

Rutu Modan je ilustratorka, komiksova umelkyria a profesorka na
Akadémi umenia a dizajnu Bezalel v Jeruzaleme. Je spoluzaklada-
telkou izraelského komiksového zdruZenia Actus, ktoré si ziskalo ce-
losvetové uznanie a casopis ID Magazine ho v roku 2007 oznacil ako
najvplyvnejsie dizajnové zdruZenie. Rutu Modan niekolkokrdt ziska-
la ocenenie Izraelského Muzea Cenu Bena Yitzhaka za detské ilu-
strdcie. V roku 2008 vyhrala jej kniha Exit Wound Eisnerovu cenu
za najlepsiu komiksovu knihu. Jej graficky romdn The Property vy-
siel v roku 2013. Tato kniha vyhrala Eisnerovu cenu za najlepsi gra-
ficky romdn v roku 2014, Specidlne ocenenie poroty na Medzindrod-
nom komiksovom festivale v Angouleme vo Francuzsku a prvu cenu
za najlepsiu knihu roka na Festivale komiksu a hier Lucca v Talian-
sku. Komiksové knihy a knihy pre deti od Rutu Modanovej boli prelo-
Zené do 15 jazykov. Jej posledny graficky romdn Tunely vysiel tento
rok v Izraeli. Autorka Zije so svojou rodinou v Tel Avive.

Yirmi Pinkus je izraelsky ilustrdtor, autor a profesor na Vysokej skole
umenia a dizajnu v Izraeli. Je spoluzakladatelom nezdvislého komik-
sového zdruZenia Actus. V roku 2000 zaloZil program studia ilustrd-
cie na Vlysokej skole Shenkar v Izraeli a 11 rokov bol jeho riaditelom.
Od roku 1997 pracuje ako aktivny politicky karikaturista. V roku
2008 vysiel Pinkusov ilustrovany romdn Historicky kabaret profe-
sora Fabrikanta. Tato kniha ziskala Cenu Sapir za debut v literatu-
re a vysla v Taliansku a vo Francuzsku. Jeho druhy romdan Maly ob-
chod bol spracovany na divadelnt hru a vysiel v USA. Jeho komikso-
vd kniha inSpirovand pribehmi od Lei Goldbergovej Pdn Klamar vy-
hrala v roku 2014 Cenu izraelského muzea za obrdzkovu knihu. Pin-
kus sa venuje vyucbe ilustrdcie na Skoldch, predndsal okrem inych aj
na Accademia di Belle Arti, v Bologni, UDK v Berline, The HAW uni-
versity v Hamburgu a na Cambridge School of Art vo Velkej Britd-
nii. 1800 jeho prdc je uloZenych a spristupnenych ako sucast kata-
I6gu Hollis Images Catalog v kniznici Harvardskej university (USA).
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Knihy o Noemovi st umeleckym projektom, ktory sa sustre-
di na Upravu detskej klasickej prozy v lzraeli, ktord dostava
aktudlnu formu komiksu a grafickej literatury. Knihy o Noe-
movi dodavaju starym textom novu viziu: ilustracie dopliia-
ju vizudlny pribeh, ktory obohacuje hlavny dej a vytvaraju
komunikacny kanal medzi textom a obrazkom a to odrdza
umelecké koncepty a vnimanie nasej generacie.

Dal$im ciefom tohto projektu je sprevadzat a podporo-
vat rodiacich sa mladych ilustratorov, absolventov umelec-
kych 8kél, ktori dostdvaju Sancu vytvorit obrazkové knihy
spliiajuce tie najvyssie kritéria.

Tento projekt vznikol v roku 2013 ako jedinec¢ny model
a to vdaka dvom uznavanym komiksovym umelcom a ilu-
stratorom z Tel Avivu, ktori sa volaju Rutu Modan a Yirmi
Pinkus: tito dvaja umelci su profesormi ilustracie na dvoch
najdodlezitejsich skolach dizajnu v lzraeli a pracuju nezavis-
le. Texty su vyberané dokladne podla toho, na ¢o st vhodné
pri adaptacii sekvenéného rozprdvania pribehu. Tito umel-
Ci sprevadzaju vybranych ilustratorov, zaciatocnikov ako aj
profesionalov a proces tvorby komiksu premienaju na krea-
tivny dialdg. Komercnd tvorba knih je zaloZend na spolupra-
ci s roznymi vydavatelmi a zaroven na ponechani si umelec-
kej slobody.

Knihy o Noemovi maju pozoruhodny vplyv na trh s ob-
razkovymi knihami v Izraeli. Novi umelci sa vdaka projektu
dostali do povedomia. Hodnoty zdoraznujuce vysoku kva-
litu dizajnu podporuju hlavni vydavatelia. Vacsina titulov
vyhrala prestizne ocenenia [vratane Anata Warshavského,
ktory vyhral na BIBe-2019 cenu za svoju knihu The Cooking
Penguins].

Séria knih o Noemovi je urcend malym citatelom a vy-
dava sa od roku 2017, v anglickom jazyku prostrednictvom
Fantagraphics Comics, USA.

Foutu Modan @ Dremi' FPinkous

Modan a Pinkus su dvaja tvorcovia knih o Noemovi, boli
¢lenmi ZdruZenia nezavislého komiksu Actus [1995-2010].
V dnesnej prezentacii predstavuju koncept projektu knih
o Noemovi a dielo, ktoré vytvorili. Zahfiia ich vlastny pri-
spevok, ktory vytvorili ako komiksovi umelci.

Nasledujice obrdzky: kresby z prvych dvoch titulov série
Spagetovy Eddie a Pdn Klamdr, podla pribehov, ktoré napi-
sala Lea Goldberg

FOR HOW MNICE IT WILL BE 70 REST WITH SUNNY WEATHER, WELL BF BLESSED

WHEN DUYS ARE WARM AND BRIGHT. AND WOT, CLEAR SUMMER LIGHT

Pan Klamar od Yirmi Pinkusa
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Spagetovy Eddie od Rutu Modana




- . Tuula Pere
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Finsko

Kresba slovami — rozpravanie obrazkami
Vizualizacia pribehov — interakcia autor-ilustrator
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Napisala a vydala viac ako 50 knih pre deti, ktoré boli preloZené
do niekolkych jazykov. Spolupracovala s priblizne 15 ilustrdatormi,
domdcimi aj medzindrodnymi, a skupinou prekladatelov a editorov
knih Wickwick. Okrem knih napisala seridly a rozprdvky do detskych
casopisov. Jej kniha Vitaj doma, Pearl, bola vybrana do IBBY Vybe-
ru 2021 vynimocnych knih pre mladych ludi so zdravotnym postih-
nutim. Dalsie dve knihy zo série Pearl su tiez sucastou putovnych
vystav organizdcie IBBY vystavenych po celom svete. Autorka spolu-
pracovala s dvoma detskymi umeleckymi skolami (Espoo School of
Art a Kirkko-nummi School of Art). Usporiadala vystavy knih a ilu-
strdcii Wickwick — napr. v kultirnych centrach Annan-talo a Malmi-
talo, v Helsinkdch a Old Wasa Bank v Kaskinene. Napisala aj texty
piesni pre deti a zucastnila sa na findle vyrocnej detskej pesnic-
kovej sutaZe v Salo. Dr. Pere bola aktivna na niekolkych kniznych

veltrhoch; napr. Frankfurt Bookfair, Bologna Bookfair, veltrhoch vo
Finsku, Svédsku a dalsich krajindch. Tuula Pere vystupovala a pred-
ndsala na Skoldch, semindroch, kniZnych veltrhoch, v kniZniciach
a na vystavdch ilustrdcii vo Finsku a Svédsku. Ako doktorka prdv
a autorka pre deti sa casto zameriavala na ulohu detskej literatu-
ry v spolocnosti. Niektoré predstavenia sa zaoberali mocou, Zivot-
nym prostredim, generdciami, chudobou a inymi socidlnymi prob-
Iémami.

Ponuknut diplomaciu srdca v multikulturalnej oblasti a do-
tknut sa sveta deti je obrovska uloha, ale vidy sa oplati
pokusit sa o to! Pri spolupraci na projektoch s nadanymi ilu-
stratormi a rovnako zmyslajdcimi ludmi vznikaju vynimoc-
ne vizualizované pribehy prostrednictvom interakcie autor-
ilustrator. Hodnotné odkazy a pocity sa nachadzaju medzi
riadkami ako aj v detailoch ilustracii.

Byt autorom a vydavatelom s celosvetovym zameranim
Detska literatura disponuje u¢innymi nastrojmi na zdielanie
narodnych a celosvetovych zaZitkov skupin a jednotlivcov
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pochadzajucich z réznych prostredi. Budem sa venovat vi-
zualizacii pribehov prostrednictvom medzinarodnej a mul-
tikulturalnej spoluprace medzi autorom/vydavatelom a vy-
tvarnym umelcom, ktori pochddzaju z réznych prostredi.

Stavat mosty medzi hranicami — fyzickymi aj kultdrnymi
—bolo pre mna ako spisovatelku a vydavatelku hlavnym cie-
lom. Pohlad vydavatela je tu Specificky a odraza maoj pristup
k praci, ktory je viac globalny neZ len domaci. Ide o to, aby
bol vplyv knih na Zivoty Citatelov o najvacsi, nejde o zisky,
ktoré prinasaju.

Ako doktorka prdv, autorka, vydavatelka a matka troch
deti z Finska mam velky reSpekt ku kultire a vzdeldvaniu,
ktoré tvoria lepSiu a humannejsiu spolo¢nost. Pocas posled-
nych 10 rokov som napisala a vydala 50 detskych knih a pre-
dala prava na ich preklad v rdmci medzinarodnych kniznych
veltrhov.

Praca s medzindrodnymi umelcami, ktori su predstavi-
telmi roéznych kulturnych a lingvistickych prostredi pridalo
ilustraciam zvlastne ¢aro spajania kultdr. Bolo Gzasné vidiet,
ako tieto knihy prekondvali hranice medzi narodmi, kultura-
mi a a historickymi obdobiami.

OpiSem niektoré konkrétne skisenosti s prekonavanim
hranic a zaujimavé detaily z prace na medzinarodnych kniz-
nych projektoch.

Vojna a mier — vecna celosvetova téma

Jednym vzrusujucim prikladom projektu medzinarodnej ilu-
stracie, prekladu a vydavatelskej aktivity je moja trojdielna
zbierka knih Vojna a mier. Knihy napisala finska autorka, do
angli¢tiny ich prelozila skupina troch odbornikov Zijucich vo
Finsku a v USA, ilustrovali ich umelci z Talianska a Grécka
a prava kupil vydavatel zo Spojenych arabskych emiratov.
Témy pribehov o vojne a miere teraz v arabcine po celom

Tuate Pre

svete distribuuje nevladna organizacia Moslimska rada star-
Sich. Zacalo to uvedenim tychto knih v ute¢eneckom tadbore
v Jordansku, ale uz predtym mali za sebou dlhu cestu.

Mbj ndpad vytvorit tieto pribehy vznikol sledovanim ne-
davnych sprav zo Stredného vychodu, svetovej politiky a aj
finskej histérie. Prostrednictvom ruk a myslienok medzina-
rodnych ilustratorov, prekladatelov a vydavatelov zacali tie-
to pribehy letiet az za hranice. Mury deliace krajiny, odvaz-
ne babicky, ktoré spievaju v tme vo vojnovej zéne, alebo
deti a a rodiny, ktoré opustaju svoje domovy, zrazu vytvorili
nieco, ¢o by sme mohli zdielat. Mohli by sme to robit aj na-
priek vSetkym rozdielom, ktoré medzi nami su a dostat sa
tak k tomu najzakladanejsiemu spdjajucemu prvku — k na-
Sej potrebe zit v mieri a k tlzbe urobit zo sveta lepsSie miesto
pre deti.

Tieto tri knihy o vojne a miere v sebe nesu silny odkaz,
ktory vedie k diskusii, vytvara myslienky a difajme, Ze aj ne-
jaké odpovede, alebo napady, ako sa vyrovnat s tymito situ-
aciami a dokonca ich riesit. Knihy Uspdvanky z udolia a Me-
dzi murmi ilustrovala talianska umelkyna Andrea Aleman-
novd a knihu Malinovd cervend Georgia Stylouvd z Grécka.
Obe umelkyne diskutovali o vhodnom spdsobe, ako ilustro-
vat tieto naro¢né témy. V dvoch knihdch sa dokonca nacha-
dzaju zbrane, takze bolo dolezité najst ten spravny spdsob.

Ako autorka si velmi cenim spomienky na stretnutia
s Citatelmi. Vdaka jednému konkrétnemu obrazku z pribe-
hu Malinovd Cervena si spominam na rozne diskusie. Deti,
ktoré kreslili srdiecko na zamrznuté okno, ked nerozume-
li tomu, kam a preco odisiel ich otec, to sa dotkne kazdé-
ho. Velki a silni muzi mali slzy v oCiach, ked sa na to poze-
rali. Tento pribeh o vypuknuti vojny a o rodinach, ktoré boli
evakuované, nuti ludi prehodnotit svoje spomienky, obavy
a nadeje. llustratorka Georgia Stylouovd dokazala zachytit
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pribeh, na ktory sa pozerame, otami malého dievcéata a zvy-
raznila hlavné aspekty, ktoré mame spolocné.

llustracia od Andrey Alemannovej, kniha Uspavanka z udolia od Tuuly Pereovej

luatl Fre

llustracie od Andrey Alemannovej z Uspdvanky z tdolia st
asi tie najodvaznejsie v mojej zbierke knih. Zobrazuju tvar
vojny — vojakov, zbrane a ostnaty drét. Ale zaroven vidime
krdsu lasky a odvahy, ktoru stvarniuju babicky v pribehu.

Prekvapilo ma, Ze aj skupina talianskych ucitelov deti
v predskolskom veku mi vyjadrila silnd podporu, ked vide-
li Uspdvanku z udolia na kniznom veltrhu v Bologni. Ich od-
kaz hovoril, Ze detom treba dat na tazké otazky odpovede;
pri chapani neprijemnych veci reality je potrebna podpo-
ra od dospelych. Potrebujeme kazdého jedného mudreho
a chdpajuceho dospelého — ¢i to uz su rodicia, ucitelia, au-
tori, alebo ilustratori.

V tych najndrocnejsich detskych knihach ma ilustrator
dolezity ulohu a aj obrovskld zodpovednost. Po preditani
a vzhliadnuti vizudlnych obrazkov, akymi su napr. tie z voj-
ny, sa dieta musi stale citit bezpe¢ne a vyrovnane a musi do-
verovat podpore dospelych. Andrea Alemannovd tu vytvo-
rila krasnu harmoniu. Na poslednom obrazku v Uspdvanke
z udolia je vidno malého modrého motyla na vojakove;j pril-
be, ktord uz nikdy v budicnosti nebude potrebovat — silny
symbol nadeje.

Rozdielnost a inkltzia — $pecidlny prvok potrebny viade
Dalgim prikladom knih, ktoré prekonavaju fyzické a mental-
ne hranice, je moja kniha Perlina kniha o postihnutom die-
tati a jeho rodine. Uvedenie tejto knihy bolo aj vo Finsku vy-
nimoc¢né a vyzadovalo si vela sil od vSetkych zucastnenych
— vratane spisovatelky.

Spanielska umelkyfia Catty Floresovd — Zila po&as pro-
cesu tvorby na Novom Zélande — vytvorila vynimocné ilu-
stracie. Uzka spolupraca s ilustratorkou pocas procesu tvor-
by knihy cez internet umoznila, Ze presun pocitov a faktov
z pribehu do ich vizudlneho zobrazenia prebiehal hladko.
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Ilustracia od Catty Floresovej, kniha Vitaj doma, Perla od Tuuly Pereovej

Venovat sa rodinnej skisenosti s postihnutim od narodenia
az po smrt je ta najcitlivejSia téma a musi sa s flou zaobcha-
dzat opatrne a s reSpektom.

Venovali sme sa jej v troch knihach, v ktorych sme pri-
niesli r6zne témy tykajlce sa tejto skusenosti. Jej spracova-
nie v texte a v ilustraciach muselo byt dost otvorené, aby ci-
tatefom umoznilo spomenut si na vlastné skisenosti. Pred-
tym, ako sa dokoncila posledna kniha, tim potreboval krat-
ku prestavku, aby sa nadychol, pretoze Perla, nds motyl, si
vyzadovala mimoriadnu energiu.

Kniha Vitaj doma, Perla, ktora bola prva zo série, sa do-
stala do vyberu ”IBBY 2021 Vyber vynimocnych knih pre
mlddeZ s postihnutim”.

Cesta knih o Perle pokracovala medzindrodne dalej, jej
prava na preklad kapil ukrajinsky vydavatel, ktory sa zame-
riava na témy diverzity a inkltzie. Knihu uviedli na Ukrajine

Tuate Pre

[udia z oblasti univerzit a kniznic ako aj ¢lenovia a predsta-
vitelia rodin s postihnutymi detmi — a aj finska spisovatelka.

Dal%ie kroky v krajinach s réznym kultirnym prostredim
vyustili do diskusie upravit ilustraciu tak, aby spifiala ich po-
treby. Aj ked' skiisenosti s pribehmi o rozdielnosti a inkldzii
su zname v mnohych krajinach, stupen reality na obrazkoch
ma rozdielny kultdrny vyznam.

Praca s multikulturdalnymi timami pri tvorbe knih

Moje pribehy ilustrovali umelci, ktori Ziju vo viac ako desia-
tich krajinach— v Taliansku, Grécku, Finsku, Rumunsku, Bul-
harsku, na Ukrajine, v USA, Mexiku, Spanielsku, na Novom
Zélande a v Mongolsku. Prekladatelov a vydavatelov je tiez
mnoho.

R6zni profesionali, ktori pracuju v time na tvorbe det-
skej knihy, maju obrovskl zodpovednost, pretoze ovplyviiu-
ju mladé mysle tak, aby chdpali kulturne rozdiely. Toto sa sa-
mozrejme vo velkom aplikuje pri ilustraciach. Pomahaju au-
torovi predstavit detom vhodnym spdsobom dokonca aj tie
najhaklivejsie témy — bez ohladu na rozdielne kultury a spo-
lo¢nosti.

Ako autorka pre deti mam velky reSpekt pred tym, Ze
mam moznost osobne sa zapojit do vyberu umelcov a ne-
skor s nimi v neustalom kontakte pracovat pocas ilustrac-
ného procesu. Tato spolupraca umoznila pustit sa aj do tych
najnarocnejsich a najhaklivejsich tém, akymi su postihnu-
tie, chudoba, vojna a mier. Pomohlo aj to, Ze témy obsa-
hujuce nejaké historické, alebo narodné pozadie sa prispo-
sobili obecenstvu po celom svete prostrednictvom prav na
preklad.

Niektoré prvky, ktoré zaujmu pozornost mysli Citate-
lov — alebo partnerov v oblasti vydavania — vedia prekvapit.
Kolko nahoty méZeme ukazat v detskej knihe o plavani? Je
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llustracia od Catty Floresovej, kniha Bojim sa plavat od Tuuly Pereovej

vhodné, aby mala postava Ziarivo ¢ervené vlasy, velmi svet-
|é, alebo Uplne Cierne? D& sa akceptovat, Ze ucitel a ziak je-
dia na obed pocas Skolskej prestavky to isté a sedia pri tom
istom stole?

Moja odpoved na tieto otdzky je velmi tolerantna
a umozniuje réznym strandm ndjst si ich konkrétne odpove-
de. Mdzeme viest dialdg, pri ktorom respektujeme iné po-
hlady. Je délezité nechat priestor na Upravy, ak su pre dru-
hu stranu doleZité, ale hlavny odkaz a dobry zamer pribehu
ma zostat nedotknuty.

Ja podporujem tento flexibilny a medzinarodny pristup
pri spajani literatury a vizudlneho umenia z réznych krajin.
Pomaha to burat nepotrebné mury a naopak stavat nové
mosty a cesty medzi ludmi. Aj diskusie s fludmi zaintereso-
vanymi do procesu su fascinujlce, otvaraju oci a posuvaju
diplomaciu srdca dale;j.

luatl Fre

Tvorba domaceho a celosvetového prostredia prostred-
nictvom detskych knih

Vydavat knihy pre deti Zijuce po celom svete — nie je to pri-
li$ velkd cielovd skupina a pekne naivny sen? Pre mna, tak
ako pisem, to nie je kvantitativny ciel, dokonca ani nie ge-
ograficky.

Ja rozmyslam o moznosti celosvetového prostredia, kto-
ré pribehy a ilustracie vytvaraju, viac filozoficky. Je to pokus
tvorit literatdru, ktora nas ako fudské bytosti spaja a to aj
napriek nasim hraniciam a obmedzeniam. Mo6zeme hovo-
rit stovkami inych jazykov, ale zaroven existuje jeden, kto-
rému rozumieme vsetci bez ohladu na vonkajsie podmien-
ky, ndbozenstvo, pohlavie, alebo akékolvek iné osobnostné
Crty. Je to jazyk srdca, ktory ma svoje vlastné slova a grama-
tiku a svoju vlastné vizualne interpretacie.

Ak takto pracujeme, pomaha nam to oslovit fudi, ich
mysle a srdcia, potlacit predsudky a zachovavat si reSpekt
pred inymi [udskymi bytostami. Tento pristup v sebe zaht-
na jemné postupovanie, sustredenie sa na spoluprdcu a po-
mahanie. Nekladie d6raz na hnev, nesustredi sa na naroky
a boje. Namiesto toho odportca prejavovat empatiu a res-
pekt. Tento postoj by mal byt preneseny do oboch, do slov
a ilustracii.

Dnes sa zda, ze existuje vSeobecnd nachylnost sustre-
dit sa na rozdiely medzi [udmi. Je to uz davno zname, Ze sa
vytvaraju nekonecné definicie a specifikacie ludskych cha-
rakterov a povodov. Ak sa budeme sustredit na nekoned-
né rozdiely, staneme sa neschopnymi urobit dalsie sprav-
ne kroky. Je treba urobit viac neZ popierat, alebo bojovat.
Existenciu rozdielov nemézeme popriet, ale mézeme uka-
zat, Ze vidy existuje moznost pocuvat, diskutovat a navza-
jom sa reSpektovat.
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PouZime vsetky tie jemné zbrane, ktoré mame, pre dob-
ro deti. Tymi su kresba slovami a rozpravanie obrazkami —
a nechajme medzery medzi riadkami, aby tieZ rozpravali!

Odkaz na knihy

1. Malinovd &ervend, napisala Tuula Pereovd, ilustrovala Geor-
gia Stylouovd

2. Uspdvanka z udolia, napisala Tuula Pereovd, ilustrovala An-
drea Alemannovd

3. Medzi murmi, napisala Tuula Pereovd, ilustrovala Andrea
Alemannovd

4. Vitaj doma, Perla, napisala Tuula Pereovd, ilustrovala Catty
Floresovad

5. Perlin Zivot, napisala Tuula Pereovd, ilustrovala Catty Flore-
sovd

6. Perla, nds motyl, napisala Tuula Pereovd, illustrovala Catty
Floresovad

7. Bojim sa pldvat, napisala Tuula Pereovd, llustrovala Catty

llustracia od Andrey Alemannovej, kniha Uspavanka z Gdolia od Tuuly Pereovej Floresovad
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Irena Juki¢ Pranjic

s eedpb——

Chorvitsko

Vplyv detskej literatury na tvorbu postav v chorvatskych
detskych komiksoch

Vystudovala Vysoku Skolu vytvarnych umeni'v Zéhrebe. Animovaniu
kreativnych komiksov a zdbavnych knih pre deti sa profesiondlne
venuje od roku 2011. Venuje sa aj pedagogickej ¢innosti, ilustrova-
niu, kniznej uprave a televiznym sericlom.

Histéria komiksu ndm ponuka UZasny pohlad do histérie
vsetkych druhov trendov a to aj tych, ktoré sa tykaju médy
a hudby ¢i politickych tém. Nie je to ni¢ prekvapujuce, ak sa
zamyslime nad tym, Ze komiks sa vzdy vydaval v pisanych
médiach, ktoré musia byt v stilade s tym, ¢o je v danej dobe
akceptovatelné, nespdsobuje tazkosti a v publiku nevyvola-
va hnev. Ak sa tomu venuje pozornost, tak je predovietkym
zaujimavé pozorovat spdsob komunikacie s detskym publi-
kom a to, ako sa casom meni metodicky a vzdelavaci proces,
ktory definuje Struktidru komiksovej zapletky a identitu ko-
miksovych postdv.

Detské komiksy ¢asto vznikaju na zaklade najznamej-
Sich detskych pribehov a obrazkovych knih. Vyhoda, ktoru
komiksy maju oproti obrazkovym knihdm je ta, ze komik-
sovy pribeh je rozdeleny na mensie ¢asti, ¢o umoZnuje len
prostrednictvom obrazkov pochopenie celej zapletky. To
umoznuje dietatu parafrazovat a komentovat vsetky casti
pribehu, vietky emocionalne stavy a gesta postav, objekty,
ktoré sa v komikse nachddzaju a Ciny, ktoré kresby zobra-
zuju. Gestd a mimiku zobrazené v komikse mézu deti lah-
ko precitat, a tak sa oboznamuji s neverbalnou komunika-
ciou alebo s inymi manudlnymi zrué¢nostami, ktoré obrazok
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dokaze sprostredkovat lepsie ako samotny text. Existuju aj
komiksy bez textu , ¢o znamena, zZe dieta spoznava komiks
este predtym, ako sa naudi Citat. Ale aj v tychto komiksoch
moze byt zapletka inSpirovand literdrnym dielom a to hlav-
ne vtedy, ak sa v nich vyskytuju tie isté postavy ako v knihe,
ktora ich inSpirovala.

Prvy chorvatsky komiksovy serial z obdobia rokov 1925-
1937 Maks a Maksik (Maks i Maksic) (priklad 1), ktory na-
kreslil Sergej Mironovi¢ Golovéenko pre zdhrebsky Caso-
pis Koprive bol vytvoreny podla Maxa a Mérica od Wil-
helma Buscha z roku 1863. Busch v knihe opisuje pribehy
dvoch chlapcov, ktori hnevaju inych ludi, spésobuju vybu-
chy, zle zaobchdadzaju so zvieratami, kradnu jablka a ich ne-
poslusnost vidime prostrednictvom ilustracii a rymujucich
sa versoch. Bol to ten isty koncept, ktory Mironovi¢ pou-
Zil vo svojom vlastnom komikse. Kazdé vydanie malo svoj
pribeh a znazornovalo zlomyselné Sibalstva Maksa a Maksi-
ka, po ktorych zvycajne nasledoval trest formou bitky. Spo-
sob, akym boli tieto postavy a ich dobrodruzstva vytvorené
bol sicastou trendu danej doby, ktory neprezil do dnesnych
dni, pretoZe sa medzitym stalo nepredstavitelnym, aby ko-
mické postavy boli agresivne a podlé, ale aj z dévodu, Ze vy-
chovna metdda formou bitky od rodicov a ucitelov sa stala
neakceptovatelnou.

Sposob, akym autori prehovaraju k detom, sa zmenil pri-
chodom Walta Disneyho na medzindrodnu scénu. Disneyho
postavy su v prvom rade detsky roztomilé a nevinné bytosti.
Postavy ako Mickey Mouse a Donald Duck su nositelmi tych-
to ¢ft, ale to isté plati aj pre dlhy zoznam postay, ktoré Walt
Disney poutzil z literatury pre deti. A preto su Disneyho Snehu-
lienka, Sipkova Ruzenka a Alica v krajine zazrakov predsta-
vitelkami toho, ako hlavné hrdinky vitazia s pomocou dobra,
pbvabu a laskavych ¢inov nad utrpenim, kym povaha ved|aj-

lrena Jukié /Dkay'/o’
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Maks i Maksié

Sich postav, napriklad 7 trpaslikov, je sprevadzana nedokona-
lostami podobnymi tym, ktoré nachadzame v detskom spra-
vani—hanblivost alebo hnev, ktoré ale nikdy neprekrocia hra-
nicu dobrého vkusu. Je zaujimavé, Ze v Disneyho interpretdcii
detskej literatiry maju protivnici za Glohu rozhybat zapletku,
ale ich chyby nie su zobrazené sp6sobom, ktory by vyvolaval
[Gtost, alebo si vyzadoval vela pozornosti. Deti sa takto iden-
tifikuju s postavami, ktoré predstavuju slusné spravanie a su
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nositelmi dobra ako idedlu. Tento vztah medzi hlavnou po-
stavou, druhou postavou a protivnikom sa v komikse vysky-
tuje neustdle a priamo alebo nepriamo ovplyvnil aj vzhlad
komiksu, ktory moézeme vidiet v detskych komiksoch od
Waltera Neugebauera vytvorenych v Chorvatsku koncom
30-tych a zaciatkom 40-tych rokov. Patria k nim Tarzano-
vim stopama, Cik i Cak, Veseli Vandrokasi, Bibmo Bam-
bus i Hans Hanson, Mali Muk, Zvrk Zvrkic, Patuljak Nosko,
(priklad 2), Mal Muk, Zvrkic¢ Zbrkic, Florijan i Gladni kralj
a z povojnového obdobia to su Kraljeva miljenica, Cudo-
tvorni macak i Jelenko Kamenko i Zacarana tapeta.

lrena Jukié /Dm/y'/a’

Napriek tomu, Ze su tieto komiksové postavy zobraze-
né milo, stdle je v ich spracovani vidno detail, ktory by ne-
dovoloval ich publikovanie v dnesnych médiach. V dnesnej
dobe sa verejnost neustale zaobera tym, e Sipkovd Ruzen-
ku pobozkal princ bez jej suhlasu a dalSou vecou, ktora by
bola povazovana za problém je to, Ze popularna postava
z Neugebauerovho komiksu, africky obyvatel Bimbo Bam-
bus je zobrazeny ako c¢ernoch, inymi slovami, je Stylizova-
ny spdésobom, ktory sa v dnesnej dobe povazuje za urazliva
karikatdru fudi tmavej pleti. Bimbo Bambus a jeho uprim-
né priatelstvo s bielym kolonialistom Hansom Hansonom je
proti ideoldgii rasizmu a vzniklo v dobe, ked' v Eurdpe vla-
dol nacizmus a holokaust, ked' ¢ierni fudia v USA chodili iny-
mi elektrickami a nesmeli vojst do hotelov a restauracii pre
bielych a preto by sa malo na autorov odkaz, o ktory sa sna-
Zil, pozerat v ramci doby, v ktorej bol vytvoreny.

Ndarodna detska literatura tieZ ovplyvnila vznik komikso-
vych postav -— Veli JoZe od Vladimira Nazora boli dve ko-
miksové knizné adaptacie a dielam od Ivany Brli¢ Mazu-
rani¢ovej prinalezi velké mnozstvo komiksovych adaptdcii.
Price iz davnina (priklad 3), nakreslil najprv Walter Neuge-
bauer a az neskor boli tie isté pribehy upravené KreSimi-
rom Zimoni¢om a Mate Lovri¢om, pricom kazdy z nich do
nich vniesol prostrednictvom zobrazenia postdv a ich oko-
lia slovansku mytoldgiu inSpirovanu pribehmi dobra a zla.
Diela Ivany Brli¢ MaZurani¢ovej su popularnymi aj dnes
a predstavuju inSpiraciu pri tvorbe komiksov, dokonca aj
animovaného filmu. Komiksovu formu pribehu Segrt Hla-
pi¢ o dobrom a skromnom chlapcovi a dievcati Gite spraco-
vali Mate Lovri¢ a Igor Lep¢in kazdy svojim vlastnym a roz-
poznatelnym stylom. Milan BlaZekovic pri tvorbe animova-
ného serialu s tym istym nazvom pozmenil pomocou svo-
jej fantazie postavy na antropomofické mysi a pri tvorbe
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komiksu pracoval s myslienkou, Ze deti maju radsej zviera-
ta ako ludi.

V 50-tych rokoch vytvoril Borivoj Dovnikovi¢ pre noviny
Plavi vjesink komiksovy seridl Emil a detektivi, ktory bol in-
Spirovany romanom Ericha Kastnera a aj dobrodruiny ko-
miks The Lost World (Strateny svet), na ktorom spolupraco-
val so scenaristom Marcelom Cuklijom vznikol na motiv ro-
manu A.C. Doyla s tym istym nazvom. Adaptacie dobrodruz-
nych romanov sa objavili s prvymi komiksami v Chorvatsku
a mali v sebe nieco ako uteceneckého ducha, ktory umoznil

lrena Jukié /Dkay'/é

hlavnym postavam ocitnut sa na dalekych a neprebadanych
miestach zeme a vesmiru. V tychto komiksoch sa autori zame-
riavali na o nieco starsie publikum, vacSinou na chlapcov, kto-
ri ale eSte neboli v tinedZerskom veku. Snivanie o odvahe po-
madhalo tymto detom dospievat a prekonavat detsky strach.

Komiksy pre mladsie deti sa zameriavali na prezentdciu
detského sveta pocas vsetkych dekad ich existencie, ¢asto
v kratkej forme, zabavnym a vtipnym spdsobom. Ten svet
vSak vzdy tvorili dospeli tak, Ze do obrazku pridavali dokona-
|é zobrazenie dokonalého detstva a detskd vychovu.

Novy trend priniesol koncom 60-tych rokov americky ko-
miksovy umelec Charles Monroe Schulz, ktory vytvoril ko-
miks Peanuts, v ktorom boli hlavnymi postavami pes Snoo-
py, chlapec Charlie Brown a jeho priatelia. Schulzove posta-
vy mali obrovsky vplyv na vzhlad jedného z najdlhsich chor-
vatskych komiksov Durica od Ivicy Bednjanecovej. Dievca
obuté v topdnkach svojej mamy s vysokymi opatkami sofis-
tikovanym sp6sobom odraza jej vplyv a malé mudre slova
vychdadzajuce z detskych Ust potesia aj dospelych. Tieto po-
stavy dovoluju svojim malym divakom trochu neposlusného
sprdvania, ale ich pochybenia su na mile vzdialené od tych,
ktoré predstavovali Maks a Maksi¢ v 30-tych rokoch. Komik-
sovy seridl Kljunko i Dugi tieZ nadvdzuje na model nedoko-
nalych a sympatickych postav a pre detsky ¢asopis Smib ho
ako komiksovu kniZznu adaptaciu populdrneho kresleného
serialu Profesor Baltazar vytvorila Ante Zaninovicovad.

Detsky roman LaZe$ od Ivana Ku$ana vznikol v tom is-
tom duchu a autor sa dofZil jeho komiksového spracovania
od Nedeljka Dragi¢a. Neskor a to v roku 1984 sa dostal do
televizie vo forme televizneho serialu vysielaného televi-
ziou Televizija Zagreb. Dva romany od toho istého autora
Koko u Parizu a Ljubav ili smrt spracoval ako komiks na za-
Ciatku 90-tych rokov kresli¢ Edvin Biukovi¢ so scenaristom
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Darkom Macanom a o dvadsat rokov neskor sa dockali aj
spracovania na filmovom platne. Vsetky diela od Ivana Ku-
Sana predstavuju moderné deti, ktoré sa ocitnu v skutoc-
nych situdcidch, su vtipné a chapu, comu deti ¢elia.

Dal3i komiks in$pirovany Schulzovym poetickym proce-
som je Borovnica od Darka Macana — nezbedné ale sympa-
tické dievca s neuveritelne dlhym copom, ktoré vdaka svoj-
mu bystrému rozumu kreativnym spésobom manipuluje so
svojimi rodi¢mi a ucitelmi, aby sa vyhlo skuskam, jedlu, kto-
ré nema rado, alebo drobnym pracam, ktoré sa mu nechce
robit. Darko Macan je uznavany spisovatel pre deti, okrem
Borovnice vytvoril aj niekolko roznych komiksovych seridlov
ako napriklad Vremeplovci, Suncana i pjege i Miza Maza
Pogadacica a napisal aj scenare pre inych tvorcov komikso-
vych filmov — pre Darka Kreca, Frane Petrusovu, Stjepana
Bartoli¢a a Roberta Solanovica. Je ale zaujimavé pozname-
nat, Ze ziadna z jeho komiksovych postav nebola v romane
pre deti ¢i naopak.

Podobnou autorkou je aj neskuto¢ne plodna ilustrator-
ka, animatorka a spisovatelka pre deti Ivana Guljasevi¢ Ku-
manova, ktord vytvorila obrovské mnozstvo komiksov pub-
likovanych v detskych ¢asopisoch.

Vydavatelia detskych ¢asopisov Smib, Radost a Prvi
izbor publikovali pre svojich Citatelov obrovské mnoZstvo
detskych komiksov, ktorych obsah bol v sulade s vychov-
nymi trendami prevazujucimi v skolskom prostredi a v spo-
lo¢nosti. Preto vidy pozorne vnimaju spatnu vdzbu, ktord
k nim prichadza od ucitelov, rodi¢ov a samotnych deti. Sa-
mozrejme, Ze s tym, ako sa ¢as meni, stdva sa, Ze urcité asti
niektorych popularnych seridlov sa nikdy nemozu zverejnit,
ako to je v pripade Durice, kde st zobrazené jej nohavicky.

Nech to uZ znie akokolvek obmedzujuco, Struktura
dnesnych trendov nezastavi autorov komiksov v tom, aby

lrena Jakic /way'/é

vytvarali ndpadité komiksové postavy, akymi su aj tie od
Dubravky Matakovic¢ovej a jej Super Di (priklad 4), kde sa
stretdvaju rozne druhy charakterov inSpirovanych detskou
literatirou uz 30 rokov ako aj jej Profesor Nacecalo, kuzel-
nici, macky v teniskdch, cudzinci a draci, postavy z video
hier a babky na metlach.

Od roku 1925 vzniklo v Chorvatsku mnoho komiksov,
ktoré by zodpovedali tomuto textu, komiksov, ktoré nie su
priamo prepojené s literdrnou formou, ale reprezentuju
trendy danej doby. V3etky tieto komiksy v3ak spadja to, Ze ich
autori vytvorili zaujimavé postavy, s ktorymi sa deti mézu
stotoznit a ktorych ¢iny a emdcie su pre deti zrozumitelné.

KVRGA JE USAD U SLIJEPU LLICU..

KAMERL, SVE BIH SNIMILA.
ALl MOZEMO JE POSTAVITI U VASEM




Mezi obrazkovou knihou, leporelem a komiksem
Pocatky samostatné vydavaného obrazkového serialu v ceském prostredi

(*1975) Absolvoval Fakultu architektury VUT v Brné, v soucasnosti
plsobi jako vedouci Oddéleni dejin literatury Moravského zem-
ského muzea v Brné. Jako kurdtor se podilel na vystavdch Genera-
ce nula: Novd vina ceského a slovenského komiksu (Brno, Praha,
PariZ, Stockholm, 2007-2008), Signdly z nezndma: Cesky komiks
1922-2012 (Brno, Praha, Pardubice, 2012-2013) nebo Mezitim na
jiném misté: Stoleti ceského komiksu (Moskva, Soul, Kyjev, Mani-
la, Stockholm, Sofie, 2018). Autorsky se podilel na publikacich Dé-
jiny ceskoslovenského komiksu 20. stoleti (2014), Pred komiksem:
Formovdni domdciho obrdzkového seridlu ve 2. poloviné XIX. stoleti
(2016) nebo Ondrej Sekora: Mravenci a jiné prace (2019). Jako edli-
tor pripravil vybory z komiksové tvorby Josefa Lady, Ondreje Seko-
ry nebo Karla Franty.

Tradice ceského obrazkového seridlu sahaji do poloviny XIX.
stoleti, kdy tzv. Zertovné cykly zacaly vychdzet v humoristic-
kych a satirickych periodikdch a pozdéji se zabydlely i v ob-
razovych tydenicich a ¢asopisech pro déti. Nejvétsi inspi-
racni vliv mély na Ceské tvlrce prace z némeckojazycného
prostredi, podnéty ale prichazely i z Francie, Velké Britanie
nebo Spojenych statl americkych. Diky tomu se obrazkové
serialy ¢eskych kreslifa postupné vyvijely smérem k moder-
nimu komiksu, jak jej chdpeme dnes. Az do pocétku 20. sto-
leti ovsem byly vnimany coby cisté ¢asopisecky zanr.*

Prvni pokus vydat takovato dila souborné predstavovala
dvoudilna antologie Humoru kvitky pro hodné ditky, ktera
vysla v roce 1911.2 Zahrnovala obrazkové seridly, jeZ se pQ-
vodné objevovaly na zadni strané détského Casopisu Maly
Ctendr. Ackoli byly v obou svazcich vSechny prispévky pfip-
sany Karlu Vaclavu Thumovi (1853-1917), ve skutecnosti

1 K tomu blize viz ProkGpek, Tomas — Foret, Martin: Pfed komiksem. Formovdni
domdciho obrdzkového seridlu ve 2. poloviné XIX. stoleti. Akropolis, Praha 2016.

2 K vyvoji ¢eského a slovenského komiksu po roce 1900 viz Prokdpek, Tomas —
Kofinek, Pavel — Foret, Martin —Jares, Michal: Déjiny ceskoslovenského komiksu
20. stoleti. Akropolis, Praha 2014.
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nakreslil pouze vétsi ¢ast z nich — dalsi byly dilem ceskych,
ale i zahrani¢nich autoru. Zaroven je pfiznacné, Ze v pod-
staté vSechny z pretisténych obrazkovych seridl( pdvodné
v Malém ctendri vysly bez privodnich textd, pro souborné
vydani byly ovSsem rozSifeny o verSovany doprovod Vacla-
va Kovarika (1864—1919) pod jednotlivymi panely, ktery byl
zcela postradatelny a pouze popisoval to, co mohli ¢tenari
vidét na obrazcich. PFicinu Ize zfejmé hledat v predpokladu
nakladatelstvi, Ze na knizni vydani jsou kladeny vétsi naro-
ky a Ze se doplnénim basnického doprovodu zvysi umélec-
ka hodnota publikace.

Vznik samostatného Ceskoslovenska, k némuz doglo 28.
fijna 1918, na jednu stranu viditelné prispél k rozvoji tisténé
Ceskojazycné (a také slovenskojazyéné) produkce, zemé se
vsak zadroven vzpamatovavala z hospodatského Gtlumu za-
budovat novou infrastrukturu erstvé vzniklého statu. Na
poli samostatné vydanych obrazkovych seridll se tak do
poloviny dvacatych let objevily pouze dvé nové publikace.
Kromé dvojsvazkové Malé obrazarny z roku 1921, jez ten-
tokrat zahrnovala reedici Thumovych obrazkovych seridll
z Casopisu Détsky mdj (a kterd byla znovu doplnéna zbyt-
nymi rymy), to byly predeviim Sprymovné kousky Frantika
Voviska a kozla Bobese, které vysly pred Vanoci roku 1923.
Také v tomto pfipadé se jednalo o souborné vydani materi-
alu, jenZ se plvodné objevoval v nékterém z periodik, kon-
krétné o obrazkovy serial Josefa Lady (1887—-1957) otiskova-
ny v nedé&Ini pFiloze deniku Ceské slovo. Rovnéi souborné-
ho vydéni Sprymovnych kouskd se navic tykala Gprava jejich
textového doprovodu. Josef Lada v nékterych epizodach ex-
perimentoval s uZitim promluvovych bublin, které jsou dnes
vnimany jako jeden z erbovnich znak( komiksu, pod jednot-
livé panely oviem obvykle doplrioval i kratké textové pfipi-
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sy. V souborném vydani ovsem byly tyto nahrazeny versova-
nymi komentafi Jana Moravka (1888-1958), a navic nakla-
datelstvi Melantrich nechalo publikaci prolozit kratkymi po-
vidkami dalSich, v oblasti literatury pro déti zavedenych spi-
sovatell. | zde tedy nakladatel usiloval o vytvoreni dojmu,
Ze souborné vydani Zertovnych pfihod rozjiveného kluka
a jeho rohatého kamarada ziskalo diky provedenym Upra-
vam a doplnénim na kvalité.?

Cas komiksového oziveni

K zdsadni proméné mnoiZstvi a podoby samostatnych ob-
razkovoserialovych publikaci doSlo mezi lety 1926 az 1932.
PFicinu Ize hledat jednak v ekonomické konjunkture, kterou
Ceskoslovensko ve druhé pali dvacatych let prozivalo, a také
v narlstajicim vlivu predevsim zdmorské popkultury. | niz-
Si vrstvy si mohly dovolit utratit vice penéz za zdbavu a diky
vstupu americkych animovanych grotesek do ¢eskosloven-
skych kin prokazatelné stoupala popularita veselych kresle-
nych hrding.

Obrazkovy serial ndhle ziskal fadu novych ¢asopiseckych
platforem — kromé nékolika nové vzniklych humoristickych
CasopisU, které vedle domacich praci otiskovaly (Casto na-
cerno) také prevzaté stripové série ze zapadni Evropy i USA,
dokonce doslo na prvni ¢eskoslovensky pokus o vydani pe-
riodika pro mladeZ, jehoz obsahu by obrazkové serialy do-
minovaly. Tento mésicnik byl pojmenovan Koule, byl prav-
dépodobné inspirovan italskym détskym tydenikem Corrie-
re dei piccoli a zacal vychazet na podzim 1926. Hlavni laka-
dlo Koule predstavovaly prebirané kreslené pribéhy Sulliva-

3 K tomu blize viz Kotinek, Pavel: ,,Cykly Sprymovnych obrazkd“. In: Literdrni ar-
chiv. Sbornik Pamdtniku ndrodniho pisemnictvi 52, 2020 [v tisku].
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nova kocoura Felixe, kterého uz ¢eské publikum dobfe zna-
lo z biografu. Slavnému americkému rekovi pak sekundovali
novi hrdinové, jejichz pfihody vymysleli a kreslili ¢esti tvar-
ci.* Bohuzel se ale ukdzalo, Zze Koule neni schopna oslovit
dostate¢né mnozstvi ¢tenard, a tak uz v roce 1927 zmeénila
vydavatele i koncepci.

Samostatné obrazkovoseridlové publikace, jez vysly mezi
lety 1926 az 1932, se alespon néjaky Cas jevily jako Zivota-
schopnéjsi. Vsechny spojoval dliraz na Cisté zabavny obsah,
moderné pojatd kresba vice ¢i méné inspirovana zapadnimi
vzory, roz¢lenéni stranek na nékolik (obvykle Ctyfi aZz Sest)
paneld a (s drobnymi vyjimkami) rezignace na promluvové
bubliny — tak jako ve vét$iné kontinentalni Evropy je i v Ces-
koslovensku této doby obvykle nahrazovaly prozaické nebo
verSované komentare pod jednotlivymi vyjevy.

Zaroven se od sebe obrazkovoseridlové publikace z pre-
lomu dvacatych a tficatych let v nékterych ohledech navza-
jem ligily. Cast z nich pokracovala v tradici pretiskovani pra-
ci ¢eskych autor(, které plvodné vysly v periodickém tis-
ku. V pfipadé Josefa Lady se tento uz vyzkouseny model ty-
kal seditu Dobrodruzstvi Tondy Cutala z roku 1929, jens i¢il
vypravu malého fotbalisty a jeho psiho kamardda do Afriky.
Tentokrat v ném uZ ovSem zlstaly zachovany Ladovy pro-
zaické pfripisy k jednotlivym panelim v podobé, jakou pu-
vodné mély v Ceském slovu. Kromé toho doslo v roce 1932
i na druhé, pozménéné vydani Sprymovnych kouskd, kte-
ré mélo nové Sitkovy misto vyskového formatu, bylo roz-
Sifeno o dvé dosud nepublikované pfihody svych hrdinl

4 Nejprogresivnéjsi podobu pfitom mél komiks o chlapci Adolfovi, jejz pfipravo-
val Ladislav Vlodek (1907-1996), a cyklus Ba¢a Duro a medved Mrmlaé Jarosla-
va Vodrazky (1894-1984).

Jomis pﬂoﬁ{&eﬁ

a naopak uz neobsahovalo doplnkové povidky z prvniho
vydani.

Podobné vytvarnik a novinaf Ondrej Sekora (1899-
1967) vybral do dvou knizek své kreslené prace, které pu-
vodné publikoval v deniku Lidové noviny. Zatimco ve Vofis-
kovych dobrodruzstvich z roku 1928 vyslal do Afriky pouze
malého pejska, v publikaci Jak Cvocek honil pytlaka z roku
1932 nechal obzZivlou loutku prozZivat dramatické prihody
v Ceském lese. | na Sekorovych pracich pfitom bylo patrné,
Ze se ponékud zmirnila touha nakladateld plvodni materi-
al vylepSovat, a tak v textové ¢asti obou knizek doslo jen ke
zcela zanedbatelnym Gpravam.

Publikace Karla Tomyho Neumanna (1888-1966) Dob-
rodruzstvi opi¢aka Cika, jiz v roce 1931 vydalo nakladatel-
stvi Solc a Simacek, pak sice zfejmé nevznikla shrnutim star-
Siho Casopiseckého materidlu, méla ovsem skladbu, ktera
danou koncepci kopirovala — sestavala z cyklu kratkych vy-
pointovanych epizod, v nichz nenechavy hlavni hrdina pro-
Zival nejriizné;jsi karamboly.

Mezi prevzatymi zahrani¢nimi pracemi, které ve vyme-
zeném obdobi vysly v ceském prekladu, také prevladaly
soubory kratkych epizod, jez plvodné vznikly pro otisténi
v periodikdch. Nakladatel Adolf Synek vsadil na licencni
dila z anglojazy¢ného prostredi; nejprve na kocoura Feli-
xe, jehoZ prfihody vydal v samostatném sesité v roce 1929
(a to s vyretusovanymi promluvovymi bublinami). Poté na
pocatku tficatych let pridal Sest mensich a tfi vétsi publika-
ce o psiku Bonzovi britského tvirce Georga Ernesta Studdy-
ho, s jehoZ stripy se ¢esti ¢tendfi mohli uz dfive setkat v tu-
zemskych periodikach. Tentokrat ovsem byly pavodni bubli-
ny v komiksech vyjimecné ponechany.

Ponékud jiny charakter méla ctyti alba s prihodami ka-
Cera Gedeona, kterd vydal koncern Melantrich mezi lety
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1927 a 1929. Vsechna Ctyfi Gedeonova dobrodruzstvi, jez
vymyslel a nakreslil znamy francouzsky autor Benjamin Ra-
bier, byla od pocatku koncipovana jako souvisly pfibéh ur-
¢eny k samostatnému vydani. O néco podobného se pak
pokouseli i cesti tvlrci. Kreslif Mila Pasa (1901-1976) vy-
dal v roce 1930 hned dvé publikace stejného typu — Bam-
bi a zvifatka vypravi o zazitcich cernouska s rliznymi africky-
mi tvory a Cesty opi¢aka Smudli-Smudly a Holandana Va-
n-llky o dobrodruzném namofnim putovani. JeSté ambici-
6znéjsi plany mél s ndhle mdédnimi obrazkovoseridlovymi
alby nakladatel Vojtéch Seba, jenz ve spolupraci s libretis-
ty Vaclavem Mirovskym (1902—-1953) a Josefem Neubergem
(1901-1970) a kreslifem Ferdinandem Fialou (1888-1953)
vyrukoval v letech 1928 az 1929 s pétici seSitl. V prvnich
tfech si vypUjcil populdrniho Felixe a ve dvou dalSich nabidl
¢tendrdm plvodni détské hrdiny.

Vina samostatnych obrazkovoseridlovych publikaci
ovsem na pocatku tficatych let zase pomérné rychle odezné-
la. A je napfiklad doloZeno, Ze Ondrej Sekora mél pripraveny
Ctyri dalsi podobné prace, k jejich vydani vsak nikdy nedo-
$lo.> Hlavni pticinu |ze nejspis hledat v dobové ekonomické
situaci. Na podzim 1929 vypukla svétova hospodarska krize,
kterd se postupné prelila také do Ceskoslovenska, dramatic-
ky zasdhla zdejsi ekonomiku a vyznamné snizila kupni silu
obyvatelstva. Pomérné nakladné sesity s barevnym tiskem,
kterym se jesté nepodafilo v Ceskoslovenském prostredi

®V pozUstalosti Ondieje Sekory se dokonce dochovaly Ctyfi publikace toho-
to typu, které pripravil na samém zacatku tricatych let, aniz by doslo k jejich
vydani. Viz Proklpek, Tomas: ,Komiks“ In: tyZ (ed.): Ondrej Sekora. Mraven-
& a jiné prdce. Akropolis — Moravské zemské muzeum, Praha — Brno 2019,
s. 94-95.
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zcela zakorenit, proto zfejmé patfily k prvnim adeptliim na
vyfazeni z novych nakladatelskych plana.

Fenomén Kulihrasek

Paralelné s obrazkovoseridalovymi alby ovsem vstoupil na
Cesky trh cyklus obrazkovych publikaci o Kulihraskovi, je-
jichz koncepce se ukazala jako vyrazné Zivotaschopnéjsi.
Cyklus se uz od pocatku od vysSe zminénych praci lisil tim,
Ze jeho vytvarnou stranku mél na starosti starsi a renomo-
vany ilustrator Artus Scheiner (1863—1938). Pfitom se vSak
jednalo o tvdrce, ktery se v osmdesatych a devadesatych
letech 19. stoleti obrazkovym seridlem intenzivné zabyval
a jeho? kresebny styl ani ve dvacatych letech 20. stoleti ne-
ztracel na sviznosti.

Zaroven se publikace s Kulihraskovymi pfihodami pohy-
bovaly na pomezi nékolika forem. VSech ¢&trnact alb, jez vy-
Sla mezi lety 1926 a 1935, méla rozsah dvandct stran a byla
dostupna v trojim provedeni — jako mékky sesit, publika-
ce s kartonovou obdlkou nebo jako leporelo. Pojeti obsahu
se ovsem postupné proménovalo. Zatimco prvni dil Trpasli-
cek Kulihrasek mezi zvifatky sestdval ze samostatnych celo-
strankovych vyjev(, na nichZ se neposedny skfitek setkaval
s rdznymi domacimi i volné Zijicimi tvory, to vse doplnéno
kratkymi versi Marty Voleské (1905-1985) umisténymi na
spodnim okraji jednotlivych stran. V pozdéjsich dilech vsak
postupné zacalo pfibyvat souvislého déje, ktery spolecné
vymysleli Scheiner s Voleskou, a jednotlivé strany byly ¢asto
tvofeny nékolika panely. Série se tak svym pojetim v mno-
hém pfiblizila vySe zminénym obrdzkovoseridlovym pracim.
Scheinerova kresba si nicméné stale drzela zdmérny odstup
od vyrazné groteskni a zjednodusené stylizace typické pro
americké komiksy ¢i animované filmy a pribéhy vidy klad-
ly diraz na propojeni zabavného a didaktického obsahu —
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hlavni hrdina se postupné setkal s Zivocichy Zijicimi v Afri-
ce, v Arktidé nebo mofrskych hlubindch, seznamil se s abe-
cedou i tradi¢nimi femesly.

Zajimavé je i cenové srovnani alb o Kulihrdskovi s vyse
zminénymi pracemi. Zajemce o koupi pfiSly oba typy pub-
likaci na zhruba stejnou sumu — Kulihraskovy ptihody pfi-
tom na jednu stranu mély mnohem mensi strankovy roz-
sah, na druhou se ale mohly pochlubit kvalitnéjsi typografii,
tiskem i papirem, coz dale podporovalo nakladatelem pec-
livé budovanou povést o uméleckém a vychovné nezdvad-
ném pocinu.

V dlsledku vSech zminénych faktord se Uspésny model
kulihraskovskych alb pokousela ve tficatych a v prvni po-
loviné Ctyricatych let napodobit fada dalSich nakladatel(
a autor(, takZe se publikacni format na pomezi obrazkové
knihy a obrazkového seridlu v ceském prostiedi nacas pro-
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sadil mnohem vyraznéji nez prace blizsi dneSnimu pojeti ko-
miksu.

Dalsi kontinudlni vyvoj na tomto poli byl ovSem drama-
ticky narusen ndstupem komunismu v roce 1948 a s nim
spojenym ideologicky zatiZenym pohledem na veskerou
uméleckou produkci. Ze vSech vyse zminénych praci se tak
rady opakovanych reedic dockaly pouze oba Ladovy obraz-
kové seridly, k nimz vznikl v sedmdesatych letech novy bdas-
nicky doprovod Josefa Bruknera (1932-2015).

V pfipadé publikaci o KulihrdSkovi doslo k pokusu o je-
jich nova vydani po padu komunismu, na pocatku devade-
satych let.® Tehdy reedice zapadly, k docenéni kvalit zvlasté
Scheinerovych kreseb vsak nakonec prece jen dojde, proto-
Ze se na konec roku 2021 chysta vypravné souborné vydani
vSech Kulihrdskovych pfihod v jednom svazku, které pod-
pofilo i Ministerstvo kultury Ceské republiky.

5 Ke dvéma prvnim dildm dokonce napsal nové priivodni verse respektovany bas-
nik Jifi Zacek (*1945).
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Srbsko

Maly politicky zabavac — komiks Dikan

Narodila sa v roku 1989 a vystudovala skolu v Zemune. Momentdine
pdésobi ako doktorantka na Filozofickej fakulte (Katedra historického
umenia) v Belehrade. Od roku 2009 je c¢lenkou Asocidce ndrodnych
muzei a od roku 2017 je ¢lenkou ULUPUDSu. V rokoch 2014 a 2016
pracovala pre Umelecky pavilion Cvijeta Zuzori¢. Poslednych 5 rokov
organizuje umelecké koldnie v Srbsku. Profesiondlne sa venuje aj pi-
saniu eseji, uvodnikov do kataldgov a skupinovym vystavam. Je spo-
luautorkou encyklopédiovych zvéizkov v ramci projektu Srbskd encyk-
lopédia, zvézok 2 a 3, ktoru vydala Srbskd akadémia vied a umeni
(SASA), Srbska matica a Institut pre vyddvanie ucebnic a ucebnych
pomécok. Je autorkou ésmich vystav vrdatane Zlatého pera Beleh-
radu 2017, Medzindrodného biendle ilustrdcii, ktoré organizuje Aso-
cidcia umelecko-priemyselnych umelcov a ndvrhdrov Srbska (ULU-
PUDS). Okrem toho, Ze je umelkyriou na volnej nohe, momentdlne
pracuje ako asistentka kurdtorky v galérii SULUJ v Belehrade.

Politicky zabdvac (Politikin Zabavnik) zohral v Srbsku dolezi-
tu ulohu pocas formovania ilustracie ako osobitného ume-
leckého smeru, od svojho prvého vydania 28. februara 1939
az dodnes vytvara profesiondlny priestor pre ilustratorov.
Prvym z nich bol Borde Jurij Pavlovi¢ Lobacev (Georg Yuriy
Pavlovich Lobachev), rusky emigrant, ktory svojou umelec-
kou kvalitou a talentom sebe vlastnym prispel k tomu, aby
sa v tej dobe prispevky ako ilustracie, komiksy a karikatury
zacali brat vazne, kedZe dovtedy neboli povazované za ume-
nie. Ide o r6zne Styly, ktoré su zavislé od obsahu textu, kto-
ry je vyjadreny ilustraciami a to je ich hlavna charakteristika.
Od nakreslenych karikatur az po tonalne prepracované die-
la, impresionistické, naskriabané, realistické ilustracie. Pres-
ne to mu aj vycitali, nejasnost v smere, ktora sa automatic-
ky v modernom umeni vyzadovala. Ale schopnost ilustrato-
ra prispdsobit sa Stylu textu, ktory ilustruje, je jedna z cha-
rakteristik tohto povolania a Lobachev je jednym z priekop-
nikov, pri ktorom to vidime.

Politicky zabdva¢ je nakresleny tak, ze pritahuje po-
zornost vsetkych vekovych kategorii, jeho vysledkom je
premysleny vyber textov a vizudlnych priloh. Najprv bol
priestor pre ilustraciu obmedzeny a v mensich dimenzi-
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ach, ale ¢asom sa to zmenilo. Zacali dostavat viac priesto-
ru a vacsi vyznam. Vznikali vymyslené ilustracie, napr. tie
ako vyzerali mimozemstania, cesta na mesiac atd. Na vy-
ber bolo mnoZstvo tém, od ilustrovanych vedeckych a histo-
rickych pribehov aZ po domdce a zahrani¢né komiksy. Kym
charakter vztahu medzi textom a obrazkom je v ilustracii
tazko viditelny, v komikse je definovany lahko, pretoze vi-
zudlny celok v komikse urcuje poziciu textu. Zabdvac vidy
ponukal priestor pre komiksy a to bolo pre histériu komiksu
v Srbsku neskutocne dobleZité. Preto sa na komiksy pozeralo
ako na umenie vo vyvoji a dostali priestor, aby ich bolo vid-
no a mohli sa postupne rozvijat a formovat svoje publikum.
Po druhej svetovej vojne, po opatovnom spusteni Politické-
ho zabdvaca po medzivojnovom obdobi v roku 1952, sa za-
¢alo publikovat ovela viac komiksov. Jednou z charakteris-
tickych ¢ft Zabdvaca bolo to, Ze karikattrové komiksy sa vy-
nou boli v jednej ¢asti. Komiks Dikan, ktorého vznik sa spa-
ja s reformou Casopisu Politicky zabdvac, v ktorom si nasiel
svoje Specidlne miesto, bol do roku 1968 publikovany v no-
vinovom formate a na papieri. V janudri toho istého roku sa
Casopis zacal vydavat v ¢asopisovej forme, vo farebne;j tla-
¢i a hladkom papieri. Za tito zmenu bol zodpovedny hlavne
Séfredaktor Nikola Leki¢ (1925-2002).

Ako fascinujica osoba s neobvyklym Zivotopisom rozu-
mel novym formam umenia, ktoré sa rozrastali. Pocas voj-
ny bol Nikola Leki¢ v zajati v Taliansku, tam sa pridal k odpo-
ru a neskér v povojnovom obdobi pbésobil ako koreSpodent
Politiky z Rima (robil rozhovor s Fellinim, Antonionim, De
Sicom a inymi), v Belehrade niekolko rokov p&sobil okrem
iného aj ako redaktor ¢asopisu /lustrovana politika (Illustra-
ted Policy). Bol vasnivym znalcom v oblasti komiksov, velmi
dobre sa vyznal vo vtedajsej eurdpskej produkcii komiksu.

Marja Fistié

Pri praci na ,,novom“ Politickom zabdvacovi usudil, Ze ¢aso-
pis by mal okrem vydavania komiksov od zahrani¢nych au-
torov poskytnut priestor domacej produkcii s narodnou té-
mou, mozno vytvorenej podla Asterixa. Leki¢ poZiadal via-
cerych autorov, aby mu poslali svoje ndpady na tému Stary
slovansky hrdina, ktory sa volal Bikan. Na tvodnom stretnu-
ti si sympatie ziskali kresby vtedy na komiksovej scéne ne-
zndmeho akademického maliara Lazara Sredanovica. Pre-
kladatelka Krinka Vitorovi¢ova navrhla, aby sa meno zme-
nilo na Dikan, ¢asom sa cely scendr pozmenil a v roku 1973
sam Nikola Leki¢ (v tom ¢ase uZ nebol $éfredaktorom novin)
zacal pre Dikana pisat scenar, mohli by sme povedat ,kla-
sické” epizddy tohto komiksu (dasimi scenaristami boli Ni-
noslav Sibali¢, Milenko Maticki, Branko Durica, Slobodan Iv-
kov, Lazo Sredanovic a ini). Komiks si rychlo ziskal priazen ci-
tatelov, €o bolo spdsobené hlavne vynimocnymi prednymi
stranami Politického zabdvaca, ktoré ohlasovali zaciatok vy-
dania konkrétnych epizod.

Histdria ovplyvnila to, Ze v roku 2011 vznikol nezavisly
Casopis pre deti Maly politicky zabdvac (Mali Politikin Za-
bavnik (Little Politika’s Entertainer)). Obsahoval tu istu for-
mu prispevkov ako Politicky zabdvaé, dokonca aj to, ako
bol rozvrhnuty, bolo podobné, ale bol prispdsobeny de-
tom vo veku od 6 do 12 rokov. Ministerstvo $kolstva uzna-
lo Maly politicky zabavac¢ ako projekt, ktory si dal za svoju
prioritu pracu s detmi a $kolakmi. Preddva sa predovsetkym
prostrednictvom predplatného na Skoldch. Okrem Srbska sa
tento Casopis pravidelne distribuuje do stankov v krajinach
z tej istej oblasti. Ako vzdeldvaci a zabavny ¢asopis sa zaobe-
ra vsetkymi zaujmami moderného dietata — od objavovania
sveta, prirody a spolo¢nosti okolo nas aZ po Sport, hry, poci-
tace, internet, hudbu a filmy... Casopis je tematicky, nauc¢ny
a graficky sa absolltne prispésobuje detom danej vekovej
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kategdrie. Hlavnym cielom, ked' deti ¢itaju tento Casopis, je
nieco sa naucit a zarover sa zabavat a hrat. Specialna pozor-
nost sa venuje enigmatickym Gloham, kvizom a skladackam
ako aj komiksom. Komiksy maju v Malom politickom zabd-
vacovi int dizku. Ma to viac dévodov: réznorodost vybra-
nych ¢lankov je limitovand 68 stranami, vizualny celok ¢aso-
pisu, ale dovodom su aj najmladsi Citatelia, ktori sa este len
ucia Citat pismend a chcu sa tesit z textualno-vizualneho za-
Zitku, ktory ich nestoji vela namahy.

Komiks Dikan momentalne vychadza v Malom politic-
kom zabdvacovi (vid prilohu 2017). Vdaka tomu vznikla po-
zoruhodna kontinuita vo vyvoji tohto seridlu. Mladi Citatelia
sa v Politikickom zabdvacovi pripravuju na Citanie komiksov
pre dospelych. Zapletka tohto humorného komiksu je vloZe-
nd do 6-teho storocia. Je inSpirovana dobrodruZzstvami hlav-
nych postav Dikana a jeho stryka Vukoja, ktori uréitym spo-
sobom priblizuju pomery v krajine kratko predtym, ako tam
prisli Slovania a Balkanci. Dikan je zobrazeny ako macedon-
sky svalnaty silny muz, ale citlivy, ktory sa podoba na Marka
Kraljevica, zndmeho srbského epického a historického hrdi-
nu, ktory stato¢ne bojoval proti Turkom v ¢ase, ked' zotroco-
vali Balkdncov. Dikanov stryko Vukoje je zobrazeny ako mud-
ry a bystry muz. Dikan ma kona, ktory rozprdva a to je dal-
ia podobnost s Markom Kraljevicom, ktorého vernym spo-
lo¢nikom v odvaznych bitkach bol jeho kén Zelenko. V urci-
tom slova zmysle je to tak, Ze mnoho generacii, ktoré Cita-
ju srbské fudové basne o Markovi Kraljevicovi, ktoré sa stali
sucastou povinného ¢itania na skoldch v Srbsku, mozu ¢itat
humorné epizddy o Dikanovi a zabavat sa. Na priklade jed-
nej epizddy Diablovo mesto (Devil’s town) si ukaZzeme konti-
nuitu srbskej tradicie prezentovanej tym najmladsim.

UZ prvé dva ramy naznacuju dva dolezité znaky, na kto-
rych sa zakladd srbska identita pocas 19-teho storocia: po-

Marja Ristis

stava ludového epického basnika ‘guslara’ (epicky spevak)
a prendsanie tradicie rozprdvania pribehov z generdcie na
generaciu. Prvy ram ukazuje, ako ¢ita pribeh svojmu vnuko-
vi tym istym spdsobom, ako bolo v 19-tom storoci v srbskej
kultdre zobrazené rozpravanie tradicie s ‘gusle’ (huslami).
Postava starého otca je identicka s povahou guslara, kto-
ry svojou rolou predstavuje hrdinu chraniaceho minulost.
Tu sa rozvija vztah medzi tym starsim, ktory uci a tym mlad-
Sim, ktori prijima vedomosti. V nasledujucich rdmoch kla-
die vnuk otazky ohladom udalosti, ¢o doddva narativu ko-
miksu Zivot, ale aj aktivuje Citatelovu pozornost tym, Zze ho
udrziava v ostrazitosti. Komiks ako efektivne médium rychlo
komunikuje s detmi a sltzi ako vynikajuci vychovny nastroj.
V jednom rozhovore raz nejaky Citatel povedal, Ze sa ako
dieta ucil frazy z Dikana, vyrastol s jeho priate/mi a predsta-
vovali si, Ze su hrdinami tohto komiksu. Povedal, Ze absor-
bovali informacie z epizdd a preZivali ich velmi osobne.
Ked sa na to pozrieme z iného uhla pohladu a to
prostrednictvom analyzy vztahu medzi dvoma hlavnymi po-
stavami, vSimneme si, Ze Dikan a Vukoje predstavuju srb-
sku verziu Freda Flintstona a Barneyho Rubbla ¢i dokon-
ca viditelne Asterixa a Obelixa. Aj napriek tomu tento ko-
miks absolutne odolal napodobriovaniu a bez naznaku po-
citu menejcennosti mdze byt pocteny priviastkom origina-
lu. Co ho eéte robi inym a Uplne ,,srbskym“ je vzhlad po-
stdv podla vtedy v juhoslovanskej kultire popularnych her-
cov - Miodraga Petrovi¢a Ckaljaka a Pavla Vujisi¢a (urcite to
bolo ovplyvnené ich Ulohami vo vtedajSom srbskom televiz-
nom serialy “Kamiondzije” (Soféri kamiénov)), Mi¢om Orlo-
vicom, ¢lenov skupiny’Oni i one’ (Oni a ony), Milivojom Ju-
ginom atd. Dikan sa stal aj maskotom Belehradského mara-
ténu, objavil sa v reklamach a na postovych znamkach, kto-
ré boli vydané pri prileZitosti sedemdesiateho jubilea no-
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vin Politicky zabavac. A to uZ nespominame, Ze sa objavil
na stranach Politického zabavaca ako ,,Oblec¢ Dikana“ (podla
vzoru Oble¢ Barbie). Pri skimani tychto novin z roku 1969
jedna studentka z Belehradu povedala: ,,Mam priatela, kto-
ry je ako Dikan. Vola sa inak, ale ja ho volam Dikan“. Vdaka
¢itaniu Dikana dokaze sucasnd mlada generacia rozpoznat
vizualne symboly a ich odkaz; inak by vizudlne nepochopi-
li napr. ikonografiu spomenutej postovej znamky. Moderné
postavy alebo situacie, ktoré sa objavuji v komikse, spo-
sob humoru a vtipov s reSpektom spajaju rézne generacie.
Rychly vyvoj videohier, filmov a inych médii, v ktorych mladi
[udia nachadzaju obsah, ktori hladaju, ich vzdaluje od sku-
senosti starsich, ktori nedokazu uplne drzat krok s momen-
tadlnou scénou napr. videohrami. Nové slova, ktoré deti po-
uZivaju a osvojuju si, predstavuju hrozbu pre komunikaciu
s rodi¢mi, ktori neovladaju najnovsie techniky. Modernizo-
vanim komiksu, ktori pozna aj generacia ich rodicov, sa vy-
tvara priestor pre témy, ktoré umoznuju komunikaciu medzi
najmladsimi a najstarsimi.

Ked hovorime o vzdelavani najmladsich Citatelov, téma
komiksu, aktivovanie a rozvijanie Citatelovej fantazie v nich
prebudza lasku k histérii, kedZe toto dielo bolo vytvorené
na zaklade historickych udalosti. Tieto udalosti sa vsak nie-

Marja Fistié

kedy prepletaju s pseudo-historickymi situdciami, v ktorych
mozu ti najmladsi zabludit. Aj takéto komiksy st dobré na
pripravu Citania vizudlnej kultury tym, Ze nas premiestiiu-
ju do vymysleného sveta, ktory sa nemusi zhodovat s tym
nasim. Takto si moZno osvojit délezZitost kontroly faktov
a obozretnosti pri vizudlnej spravnosti, ktoré zohrdvaju doé-
lezitu ulohu v obdobi manipulacie médiami.

Dikan je prikladom komiksu, ktory na jednej strane repre-
zentuje neskorSiu postmodernd metodoldgiu kreativneho
spojenia medzi histériou a historickou fikciou, medzi kul-
turou na vysokej Urovni a masovou a popularnou kulttrou
a na druhej strane stale nestraca z dohladu ciefovu skupi-
nu mladych citatelov a formy vzdeldvania deti a tinedzZerov,
vychovu a humor. Pocas svojho polstoro¢ného trvania spa-
ja generacné rozdiely medzi Citatelmi a umoziuje lepsiu ko-
munikaciu medzi rodi¢mi a detmi, ktora sa zaklada na tej is-
tej skusenosti. Komiks ako forma umenia, ktora priamo ko-
munikuje s Citatelom, poskytuje vhodnu podu pre vychovné
postupy pouzivané pri vychovnych frazach, tradi¢nych té-
mach a pri prezentovani vhodného spravania.
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28. BIENALE ILUSTRACII BRATISLAVA

lzrael

Premena postavy v izraelskom komikse pre deti:
Od hrdinu k hrdinke

| &

Pracuje ako veduca Centra detskej literatury v kniZnici Akademic-
kej vysokej skoly pre deti Davida Yellina a lektorka detskej literatury
na vysokej skole (1999 — 2021). UzZ 20 rokov je organizatorkou kaz-
dorocnej konferencie o detskej literattre pre knihovnikov. Je editor-
kou akademického casopisu ,Literatura pre deti a mladez” (Sifrut
Yeladim Venoar) (od roku 2018). Je clenkou komisie ministerstva
Skolstva pre ucebné osnovy literatury pre zdkladné skoly (2009),
clenkou vyboru ,,Mitzad Hasfarim”“ — program ministerstva skol-
stva na podporu cCitania v Skoldch a skélkach (2007-2021)a clenkou
poroty The Israel Museum Ben-Yitzhak Award za ilustrdciu detskej
knihy, 2020.

V tomto prispevku sa zameriam na premenu postavy, hrdi-
nu v izraelskom komikse pre deti a mladez. Budem sa veno-
vat zmene, ktora sa udiala vo vnimani odvahy a v oblasti po-
hlavia, stretneme sa s najvyznamnejsimi hrdinkami.

Komiks pre deti v Izraeli pochadza z komiksu, ktory vy-
chadzal v detskych ¢asopisoch v 30-tych rokoch. Prvy pribeh
“Mickey Mauo a Eliyaho”, ktory napisal a ilustroval Emanu-
el Yaffe, pedagdg a autor pre deti, vychddzal v roku 1935
v detskych novinach Itoneynu LeKtanim. Tieto kratke pribe-
hy st v rymoch a opisuju vymyslent postavu, zvlastnu mac-
ku, ktora sprevddza izraelského chlapca pri jeho dobrodruz-
stvdch doma a na poli. Tieto dobrodruzstva zaziva beine
pocas prazdnin a sviatkov v Izraeli. Postavy boli inSpirova-
né dobre zndmymi postavami z Disneyho animovanych fil-
mov, akymi su Mickey Mouse a Macka Felix. O styri roky ne-
skor boli niektoré z tychto ilustrovanych pribehov vydané
v knihe a v 60-tych rokoch bola vydana nova edicia s fareb-
nymi ilustraciami.

NajznamejSia komiksova postava z rokov 1936-1942
“Uri Muri”, ktoru vytvorili Aryeh Navon a Leah Goldbergo-
vd, sa objavovala kazdy tyZzden niekolko rokov na posled-
nej stranke detskych novin Davar LeYeladim a stala sa ddle-
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Zitym a vplyvnym prvkom v izraelskej vizualnej historii. Uri
Muri — je chlapec, ktory nosil pleteny klobuk, sprevadzala
ho tava a stal sa prvym detskym hebrejskym hrdinom.

Dokonca to vyzera tak, Zze Uri Muri bol prvym dietatom,
ktoré sa spdja s vyrazom “tzabar” (znamena rodeny lzrael-
¢an a pichlavy kaktus), pretoZe v prvom komikse spadne Uri
do kosa pIného kaktusov, ktoré niesla na hlave jedna arab-
ska Zena. VSetky ich zje a napokon ho zachrani jeho odda-
na tava.

Umelci Goldbergova a Navon sa rozhodli znéazornit
chlapca — hrdinu, ktory je aj absolutne oddany pomahat
a pokryvat perim Zidovské usadlosti. Chceli znazornit mla-
dého hrdinu, ktory zaZiva realne hebrejské dobrodruzstva,
s ktorymi sa dokazu stotoznit vSetky deti v Izraeli.

V rokoch 1948-1951 sa v novinach objavili dodato¢né
ilustracie a pribehy Uri Muriho. Kradtko potom Navon a Gol-
dbergova vytvorili dalSie postavy, akymi boli Uri Caduri
a Uriho neposlusny mladsi brat Muri Uri, ktory bol vzdy po-
strestany za svoje vyvadzanie a bol nositelom vychovného
pokarhania na konci kazdého pribehu.

Dal%imi st aj Ram Kisam (1939) — maly chudy chlapec,
ktory poznal problémy, ktoré trapili nové Zidovské usadlosti
a Vojak Ktina (1941) — serial, o ¢inoch malého chlapca, kto-
ry si zela byt dospely, ale pritom bojuje s nacistami tak, Ze
im hadze piesok do oci, alebo kresli velkého leva, aby ich vy-
strasil a oni odisli z bojiska. Postava Ktina pomohla mladym
Citatefom novin pochopit vojnu a kto su nacisticki nepriate-
lia. Kuriatko Efroaha Bilbulmoaha porazi obrnenych aligato-
rov pokreslenych svastikami a napokon ich pouZzije na prive-
zenie viacerych zZidovskych utecencov do lzraela.

Izraelské komiksy ako aj celd hebrejska detska literatu-
ra boli ¢asto vnimané ako verbovacia literatira. Bolo Uplne
beZné, Ze sa to tykalo aj detskej literatury uz v obdobi pred

p/‘ /@/{ ana yf‘ée/{—f 4&(%/‘«/(

nezavislostou lIzraela — do pribehov boli zapracované na-
rodné hodnoty ako aktivizmus, iniciativa, vytrvalost, odva-
ha, osobné Usilie, narodné partnerstvo spolu so silnou pra-
covnou moralkou, pionierskym duchom a hlbokym putom
ku krajine.

Treba si pripomendt to, Zze hebrejské komiksy vytvorené
pre hebrejsky hovoriace deti v Izraeli boli si¢astou sionistic-
kej tradicie, ktora sa v krajine objavila na zaciatku 20-teho
storoCia. Pocas rokov 1882-1948 prichddzali k izraelskym
brehom obrovské viny imigrantov, ktori rozpravali viacery-
mi jazykmi. Preto hrdinovia a ich pribehy patria k rozvijaju-
cej sa sionistickej tradicii poc¢as daného storocia.

Je to hebrejsky chlapec, ktory je mudry a vynaliezavy,
vzdy schopny poradit si s kazdou situdciou bez toho, aby po-
treboval pomoc dospelého — predstavuje aj schopnost do-
spelych obrabat pddu a vyrovnat sa s tazkostami bez toho,
aby sa museli spolahnut na Zidovské dediéstvo diaspory,
ktoré tak velmi chceli nechat za sebou.

Jednou z najznamejsich postav 50-tych rokov bol Gidi
Gezer (Mrkvovy Gidi), hlavna postava komiksového pribe-
hu, ktory vychadzal kazdy tyZzden v Casopise Haaretz She-
lanu (v preklade: Nasa krajina). Napisal ho Jacov Ashman
a ilustrovala ho Elisheva Nadelova. Bol to pribeh o chlap-
covi, ktory dva roky sluzil vo vojenskej sluzbe v Palmachu
v obdobi pred nezévislostou lzraela. Bojoval s britskymi vo-
jakmi a arabskymi povstalcami a pomahal ilegdlnym Zidov-
skym imigrantom. VSetky schopnosti superhrdinu nadobu-
dol z jedenia mrkvy.

Hrdina 60-tych rokov bol Yoav Ben Halav (Mliecny chla-
pec Yoav), ktorého nakreslil umelec Gur a objavoval sa
v detskych ¢asopisoch Haaretz Shelanu a Davar LeYeladim.

Bol to komiksovy serial, ktorého hrdinom bol Yoav, chla-
pec s typickym izraelskym klobidkom a pdsikavym trickom.
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Postava Yoava bola vytvorena pre reklamu na mlieko, v kto-
rej chlapec ziska nadprirodzené schopnosti vdaka tomu, Ze
kazdy den vypije dva pohare Cistého mlieka. Pomocou tych-
to schopnosti vyhra nad skupinami gangsterov a teroristov,
porazi odporného a zlého ¢arodejnika a poradi si s mimo-
zemskymi kreatdrami na ich vlastnej planéte.

Su to komiksové pribehy o jednom izraelskom nezbed-
nickom niekedy aZ neslusnom chlapcovi, s ktorym sa izra-
elské deti dokazali stotoznit. Pribehy zobrazovali oc¢akava-
nia dospelych, informovali ¢itatelov ohfadom situdcie v kra-
jine a povzbudzovali mladych, aby sa pripravili na to, Ze sa
raz odovzdaju pre kolektivne dobro.

Pocas 50-tych rokov detski hrdinovia rastli, stali sa z nich
dospeli a v 60-tych rokoch sa objavil prvy hebrejsky sionis-
ticky Specidlny agent — novy izraelsky hrdina, ktory sa vo-
lal Specialny agent &islo 17. Pribeh napisal umelec Danny
Plant a vysiel v novinach Haaretz Shelanu v roku 1959. Bol
to pribeh o tajnom agentovi, ktory bojoval proti nacistickym
a arabskym nepriatefom. Predstavoval novy typ hrdinu: uz
to nebol vojak, ktory bojuje proti inym vojakom, alebo arab-
skym gangom, bol to viac S$pién vykonavajuci tajné operacie
a misie, o ktorych nikto nemal vediet.

V 70-tych rokoch deti ¢itali pribeh Yoske Mayor, ktory
napisal Dov Zeligman a Giora Rotmanova. Vychadzal v ¢aso-
pise Haaretz Shelanu (1972-1973) ako pribeh o odvaznom
bojovnikovi z Kibucu, o jeho odvaznych skutkoch v obdobi
pred nezavislostou lzraela a pocas vojny za nezavislost. Vy-
dal sa na misiu a pomahal eurédpskym Zidom, ktori sa poku-
Sali dostat do lzraela.

Od 60-tych rokov pokracovali komiksy v tom, Ze rozpra-
vali pribehy o vojnach v lzraeli s hrdinskymi dobrodruZstva-
mi a zaroven aj o mestskych darebdkoch a antihrdinoch.

D fenana Green-Shakran

AZ do 90-tych rokov boli hlavnymi postavami v komiksoch
a v mnohych publikovanych pribehoch chlapci, tinedzeri
a dospeli muZi. Mnohi z nich boli vyobrazeni ako hrdinovia,
ktori svojou snahou prispeli k obrane mladého statu.

Pribeh Sabraman napisal Uri Fink, vySiel v roku 1978
a naznacuje koniec jedného obdobia izraelského komik-
su a zaciatok nového. Fink mal len p&tnast rokov, ked' vy-
dal svoj prvky komiksovy pribeh o hebrejskom superhrdino-
vi Sabramanovi tieZ zndmom ako Dan Bar-On. Danovi rodi-
¢ia boli zabiti nacistami pocas holokaustu. Po skonceni dru-
hej svetovej vojny imigroval do lzraela, stal sa policajtom
a neskor Specidalnym tajnym agentom. Transplantovali mu
Specidlny atémovy mozog, vdaka ktorému nadobudol su-
per schopnosti.

Po ukonceni studia umenia vychadzal Finkovi v ¢asopise
MaAriv La’Noar komiksovy seriadl, ktory sa stal velmi popu-
larny a vydal ho aj vo forme knih. Zbeng su pribehy o gan-
gu typickych izraelskych tinedzeroch, ktori sa hraju ako kaz-
di inivich veku. V 90-tych rokoch vydal sériu pribehov s na-
zvom Super Shlumper — o superhrdinovi, ktory ma oblece-
né pyZamo a snazi sa zachranit svet pred nebezpeéenstvom
prichddzajucim z vesmiru. Boli to parodujuce pribehy pre
deti, ktoré predpovedali zmenu v hodnotach, ktoré hrdina
predstavoval v izraelskej kulture.

80-te roky predstavuju nieCo ako obrat v oblasti detskej
literatury, ked'sa detské knihy zameriavali na konkrétne die-
ta, alebo tinedZera a to, ako sa vyrovnavali s kazdodenny-
mi problémami. Stato¢nost uz nereprezentuje fyzicka sila,
odvaha, schopnost zvitazit nad nebezpeéenstvom, ale emo-
cionalne a praktické moznosti rieSenia problémov a Zivota
s nepriazniou osudu.

Zaner komiksu v Izraeli v 80-tych rokoch spal a zacal sa
prebldzat koncom 90-tych rokov a to prostrednictvom ko-



Medsindrodné Jy/rr/aa'zdwr B/B 2027

miksovych knih pre deti a mladez. Odvtedy sa v Izraeli ten-
to zaner rozvijal a v rokoch 2000+ zacal rozkvitat, ¢o bolo
spbsobené rastucou popularitou komiksovych knih a grafic-
kych romanov, ktoré sa vtom Case prekladali do hebrejciny.

Rok 2000 a tie po nom: Vyrazné trendy v izraelskych ko-

miksovych knihach pre deti

V roku 2000 a v tych po nom vynikli niektoré trendy:

1. Viac komiksovych knih pre mladeZ — od izraelskych ilu-
stratorov Rutu Modanovej a Yermiho Pinkusa.

2. Komiksové knihy pre ndboZensky zaloZené a ultraorto-
doxné (Haredi) deti:

Tieto skupiny videli v komiksovych knihach nieco ako na-
hradu svetskej televizie, ktord nevysielala program s vhod-
nym obsahom pre ndboZensky zaloZzené deti ako aj ndstroj,
ktory sluZi na sprostredkovanie ich hodnot v ramci tém o Zi-
dovskej tradicii, histdrii, znamych fud'och, alebo rabinoch atd".
3. Z obsahu izraelskych komiksov pre deti po roku 2000

mobzeme identifikovat dva zaujimavé trendy: jednym

z nich je premena typu hrdinu prezentovaného v izra-

elskych komiksoch v minulosti na postavu antihrdinu;

a druhym je predstavenie dievCat ako postdv v knihach

a zvysujuci sa pocet Zenskych autoriek, ktoré tvoria ko-

miks.

Kniha The Last Day of Purim (Posledny den sviatku Pu-
rim), ktoru napisali Yosi Vasa a Yarden Vasaova (Kinneret,
2015) je pionierska kniha, ktora predstavuje ¢ierneho zZidov-
ského chlapca, ktory sa narodil v Etiépii a imigruje so svojou
rodinou do lzraela. Ako mnohé iné takéto deti aj on musi
pomact svojim rodi¢om, ktori maju problém naucit sa heb-
rejsky jazyk. A tak sa stava zodpovednym a chodi pre rodinu
nakupovat. Vdaka televizii spoznava postavu Ramba, kto-
ry vstupi do jeho snov a ddva mu pocit sily. Ked' sa dozvie,

ﬁ/‘ /@//( ana yf‘ee/(—f 4&(%/‘«/(

Ze jeho jediny izraelsky priatel si kipil pri prileZitosti sviatku
Purim nindza kostym, zisti, Ze by tiez chcel mat taky kostym.
Je to ale velky problém, kedZe jeho rodicia nemaju peniaze.
Je to viak pre neho jeho prvy Purim, pretoze Zidia v Etiépii
tento sviatok neoslavuju. Na nie prave stastnom konci pri-
behu ten kostym dostane, ale oblecie si ho do Skoly jeden
den po sviatku, ¢o zvyrazni jeho odlisnost.

Pribeh je inSpirovany autobiografiou Yosiho Vasau, kto-
ry ako dieta priSiel so svojou rodinou do Izraela z Etidpie, vy-
rdstol tam a stal sa z neho Uspesny divadelny a filmovy he-
rec. Zazil, aké je to byt iny. So svojou izraelskou manzelkou
— Yarden, ktora je umelkyna, zistili, Ze komiksové knihy su
dokonalé médium, ktoré dokaze sprostredkovat tento pocit
a vtiahnut tinedzerskych ¢itatelov do tejto témy.

Dal$im prikladom antihrdinskej postavy je kniha Tin Brother
(Cinovy brat) od Yaniva Shimoniho (Kinneret, 2021): Gidi-
ho Zivot je strasny. Tyrani v $kole ho neprestavaju Sikanovat
a on kazdy jeden den po Skole pred nimi uteka. Jeho rodi-
¢ia nevidia jeho strach a cely def rozpravaju len o jeho ses-
tre, ktora sa prave narodila. Ak Gidi nieCo potrebuje, tak je
to velky brat! Jedného dna sa ocitne na Srotovisku svojho
starého suseda a postavi tam NIECO, ¢oho sa ti tyrani budu
bat. Kniha sa zaobera zlozitym fenoménom Sikany, nasilia
a spolocenského tlaku v Zivote dietata a poukazuje na to,
Ze dieta, ktoré sa seba samého dokaze zastat — je hrdinom!

Ako som povedala, dal$im zaujimavym trendom je objave-
nie sa dievéat ako hlavnych hrdiniek v komiksovych kni-
hdach. Je to vidno v dvoch typoch pribehov:

a) pribehy z holokaustu,
b) redlne alebo vymyslené pribehy.
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Tikina cesta (Tika’s journey) od Ester Shakineovej
(Schocken, 2008) bola prva kniha v lzraeli, ktord prostred-
nictvom komiksu rozpravala detom vo veku 10-12 rokov pri-
beh o holokauste.

Shakineova je umelkyna a autorka pre deti, ktora pri roz-
pravani pribehu o jej Zivote v holokauste a po nom pouziva
kombinaciu ilustracii a komiksu. Jej pribeh sa zac¢al v Madar-
sku pocas druhej svetovej vojny, ked mala pat rokov. Ked'si
nacisti prisli po jej rodinu, rodicia ju schovali do skrine. Ked'
z nej Tika konecne vysla von, nikto tam nebol. Vybehla na
ulicu a stretla kiaza, ktory poznal jej rodinu. Tika sa dosta-
la do katolickeho sirotinca, kde stravila niekolko rokov, kym
nebolo mesto zbombardované. Do konca vojny travila cas
na ulici so skupinou inych deti. Po vojne stretla mladého zi-
dovského reziséra a rozhodla sa odist do Izraela. V tej dobe
Zidia nemohli do lzraela volne vstlpit. Autorka sa nacha-
dzala na zndmej ilegalnej lodi s imigrantami Exodus, ktord
sa do Izraela nedostala. Imigrovala v maji 1948.

Tento biograficky pribeh poskytuje detom dolezité his-
torické informdacie a vykresfuje mladé diev¢a ako hrdinku,
ktora dokazala prezit v tazkych ¢asoch.

O desat rokov neskor, v roku 2017, vysiel Dennik Anny Fran-
kovej (Ann Frank: The Graphic Diary) (Kinneret Zmora-Bi-
tan, Dvir, 2017), ktory upravil Ari Folman — izraelsky filmo-
vy reZisér, scenarista, animator a filmar a ilustroval ho Da-
vid Polonsky — izraelsky ilustrator a umelecky filmovy rezi-
sér. Spolu pracovali na filme Valcik s Bashirom (Waltz with
Bashir) —izraelska animovana vojnova drama pre dospelych
z roku 2008. Ich graficky roman vznikol na zdklade poziadav-
ky Nadacie Anny Frankovej v Bazileji.

Dennik zachytava viac ako dva roky, ktoré rodina Franko-
va stravila spolu s inymi v tajnom pristresku, v priestoroch

D fenana Green-Shakran

nad kanceldriou Otta Franka v Amsterdame. Vsetko sa to za-
Calo na Annine 13-te narodeniny, ked' dostala ¢erveno-bie-
ly dennik a skoncilo ndhle pred Frankovym zatknutim na za-
Ciatku augusta v roku 1944,

Kreativna a citliva praca Folmana a Polonského predsta-
vuje Annu Frankovu ako vSestrannu postavu a to prostred-
nictvom jej vnutorného sveta, jej myslienok, pocitov, tuzieb,
vedomia samej seba a kritiky. To, ako je nakreslena, umozriu-
je mladym citatefom identifikovat sa s nou ako s pubertac-
kou, nie len s jej pisomnym opisom. Navy$e Anna nie je vy-
kreslend ako obet, ale ako hrdinka odhodlana Zit svoj zivot
naplno — milovat, vzdelavat sa, tvorit a rozvijat svoj talent.

Uplne iny typ dievéenskej postavy vidime v pribehu Kra-
lovsky bal s kralovnou (A Royal Banquet with The Queen)
(Am Oved, 2010), ktory napisala a ilustrovala Rutu Modano-
vd, jedna z najuzndvanejsich ilustratoriek a autoriek komik-
sovych knih v Izraeli. Modanova vytvoril pozoruhodny a hu-
morny pribeh, ktory sa venuje vztahom medzi detmi a do-
spelymi.

Maya vbbec neje slusne. Vsetko chce jest rukami, hroz-
ne sedi a nepouziva vreckovku. Jej rodicia sa snazia naucit
ju pri jedle robit mensi neporiadok a otec sa jej opyta, ¢o by
robila, ak by jedla s anglickou kralovnou. V tej chvili na dve-
re zaklope kralovsky posol a Maya dostane pozvanku na ve-
Ceru s kralovnou, ktora sa kond v ten vecer. Maya prichadza
lietadlom na zdmok, kde ju vita krdlovna a berie ju do jedal-
ne. Je tam vela ludi v krasnom obleceni a jedlo je tieZ krds-
ne. Maya si (velmi zdvorilo) vypyta cestoviny s keCupom, ale
potom si uvedomi, Ze nevie, ktoru vidlicku ma pouzit. Pan
vedla nej jej odpovie, Ze nech je tak, ako je zvyknuta. Mayi-
ne vitazstvo prichadza, ked kralovna povie, zZe tiez tak skusi
jest a ostatni hostia tiez...
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Z fantazie sa vraciame naspat do nasej domace;j reality,
do kazdodenného skolského Zivota deti. Daphna je postava
z pribehu Zalman, ktory napisal Rinat Primo, ilustroval Adi
Elkin (Young Man-Mlady muz, 2020) a vychadzal v detskom
Casopise Adam Tzair. Je to obycajné dievca s ¢ervenymi vlas-
mi, ktoré casto meska do Skoly. Od riaditela Skoly dostane
trest — musi vydavat skolské noviny namiesto chlapca, ktory
s tym prave skoncil. Pomahaju jej v tom priatelia, spolu spo-
zndvaju svet tlace a ucia sa vyrovnat s morélkou, spoloéen-
skym tlakom, vztahmi a Ziarlivostou. Daphna sa postupne
v kapitolach knihy rozvija a stdva sa z nej sebavedom§, krea-
tivna, iniciativna osoba a liderka, ktora riesi problémy inych
deti a meni atmosféru v skole.

Nie su to len dievcata, ktoré sa stali postavami v komik-
sovych pribehoch, st to aj postavy matiek, ktoré zacali hrat
hlavnu ulohu v zdpletke komiksovych knih.

Kniha Cesta do stredovekej krajiny (The Journey to the
ancient land), ktoru napisal Michal Warshai Arluk a ilustro-
val Ron Levin (Kinneret, 2019), je pribeh o mladom diev¢ati,
ktoré sa s mamou vyda na cestu v ¢ase, aby pochopila his-
tériu ludského vyvoja. Dostanu sa do pravekého sveta, kde
stretdvaju pravekého ¢loveka, neandrtalca, homo sapiensa
a inych. Spoznavaju rozdiely medzi nimi, medzi r6znymi ob-
dobiami a pochopia, ako sa z ¢loveka stal vynalezca, pod-
nikatel, vyrobca, bojovnik a novinar. Pribeh napisal Michal
ako darcek pre svoju dcéru, ktora sa pytala vela otazok. Nie

ﬁ/‘ /@//( ana yf‘ee/(—f 4&(%/‘«/(

je to typickd komiksova kniha, je to kombinacia textu, ilu-
stracie a komiksovych scén.

Mamu, ktora sa stane superhrdinkou, vidime aj v komik-
sovej knihe Dorit Maya Gurovej Desiaty badatel Il (The 10t
Explorer Il) (Kinneret, 2019). Dorit je komiksovou umelky-
nou, ktora vytvara postavy inSpirované klasickymi americ-
kymi hrdinami. Hlavnou postavou seridlu je chlapec, kto-
ry chce najst svojho nezvestného otca, ktory sa stratil aj so
svojim lietadlom. Najde pokazeného robota, opravi ho a zis-
ti, Ze ma zvladstne schopnosti. Jeho hlavnou misiou sa sta-
ne zachrana jeho otca a vesmirnej populacie. V druhej kni-
he zisti, Ze jeho mama, Dr. Tamar Greenova, bola mimozem-
$tanka a strazkyna ¢arovného kamena, ktory v sebe skryva
pbvod energie sveta, takze ju tiez musi najst.

Na zaver tolko, Ze izraelské komiksy pre deti presli dlhd
cestu, pocas ktorej sa z kresleného seridlu v novinach stali
komiksové knihy, z kratkych ilustracii so sionistickymi hod-
notami sa stal rozmanity zaner, ktory sa venuje vaznemu
a vSetko opisujucemu obsahu, ktory sa tyka kazdodenné-
ho Zivota deti. Stdle viac a viac ilustratorov povaZzuje ko-
miks za zaujimavé a uzitocné médium, prostrednictvom
ktorého vyjadruju svoje myslienky a stale viac Zien — umel-
kyn vstupuje do tohto Zanru. Kym chlapéenska postava sa
legitimne stdva bezmocna a vyjadruje svoje pocity, diev-
Censka postava sa rozvija, je nezavislou a stadva sa z nej li-
derka a hrdinka.
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Lotyssko

Komiks ako kreativna stratégia pri metodoldgii podpore Citania

Od roku 1979 pracuje v Ndrodnej kniznici v LotySsku. Vystudovala
kniZnu a informacnu vedu na univerzite v Lotyssku. Je veducou Cen-
tra detskej literatury. Jej najvacsim osobnym uspechom je vytvore-
nie a uspesné uvedenie programu na podporu citania v celej krajine
a v lotysskych centrdch v zahranici. Program sa zameral na priblizne
20 tisic deti vo veku od 15 do 18 rokov, spravil z nich aktivnych cita-
telov novych knih a kritikov. To pozitivne ovplyvnilo procesy pisania,
prekladu a vyddvania knih pre deti v krajine. V rokoch 1997-2003
bola prvou prezidentkou Lotysskej sekcie IBBY (Medzindrodnd unia
pre detsku knihu) a v sucasnosti p6sobi ako stycnad déstojnicka. Na-
pisala viac ako 40 publikdcii pre profesiondlne noviny v Lotyssku
a v inych krajindch o déleZitych témach z odvetvia. Je spoluautor-
kou viacerych ucebnic.

LotySsko by sa mohlo pridat k tym krajinam, kde je zaujem
o komiks u deti a mladeze velmi velky; aj ked' existuje malo
komiksovych knih od lotySskych autorov. Program podpo-
ry Citania Porota deti, mladeze a rodicov bezi v LotySsku uz
20 rokov, zucastruje sa ho 20 000 citatelov kazdy rok a vzdy,
ked' je to mozné, snaZzime sa do neho v zbierke zaradit ko-
miksové knihy a vacSinou sa umiestiuju na hornych priec-
kach najvyssie hodnotenych knih.

Patria sem klasické komiksy ako Faraénove cigary (The
Pharaoh’s cigars) od belgického autora Ergého alebo Vikin-
govia prichadzaju (The Vikiongs are coming) od Mauri Kun-
nasa, Tatu a Patu v zapale a snahe pracovat (Tatu and Patu
in the hustle and bustle of work) od Aivo Havukainena a sa-
mozrejme serial Dennik hltpuckého dietata (The Diary of
a Wimpy Kid) od Jeffa Kinneyho atd. Aj samostatné prace
lotySskych autorov — Inese Zandere a komiks Dobrodruzstva
Pingiho (Adventures of Pingus Posts) s kresbami od Kris-
tiansa Sicsa v komiksovom $tyle & dokonca Ezopove bajky
v komikse, ktoré nakreslil Antons Sehovcovs.

Na konci sovietskeho obdobia v rozmedzi rokov 1986
a 1990, najvacsie centrdlne lotySské vydavatelstvo Liesma
ohlasilo sutaz vo vydavani komiksového seridlu. Vtedy ne-
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bolo vela ilustratorov a zGcastnili sa jej aj Studenti z lotys-

skej Vysokej skoly umenia. Napokon vysli tri knihy v obrov-

skom naklade, az 100 000 képii, z ktorych kazda obsahovala

Styri grafické pribehy. Témy sa od seba navzdjom odlisovali:

e Epicky pribeh “Laéplésis” (Medvedi zabijak)

e Pribeh podla ludovej rozpravky o kobylinom synovi
Kurbads;

e Dobrodruzstvo s velkym Kristapsom (pribeh o prievozni-
kovi);

e Ja — Pétergailis (o kohutovi na vrchole veZe kostola
Sv. Petra);

e Jedna nocv Rige ... (0 sochach v meste, ktoré v noZi oZi-
vaju);

e Bola raz jedna lod (o znamej namornickej skole, ktora
vznikla v roku 1864);

e O lete do vesmiru atd.

Umelci dostali chut a ¢asopis pre deti “Zilite” [Sykorka] bol
plny komiksov, ale "Perestrojka a Donald Duck to vSetko
zmietli prec’- ako raz povedal vtedy jeden z najaktivnejsich
komiksovych autorov Agris Liepins.!

Casopisy Donald Duck a Mickey Mouse, ktoré vydaval
Egmont, boli v obrovskom naklade; boli lacné, pretoze ma-
terial sa posielal ako film oslobodeny od poplatkov a bolo
treba pridat len jazyk.

Prisli ako vesela zabava, kazdy z ¢asopisov poznal vzru-
Sujuce dobrodruzstva hrdinov vytvorenych Disney Studiom.
Mohli sme sa spoznat prekvapujuce triky, Citat vtipy, sku-
Sat zdzratné experimenty a obrusit si mysel s detektivny-

! Nezverejneny rozhovor s Agris Liepinsom, 28. Mdj 2021.
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mi skladackami. Tu koncept komiksu potvrdil svoj historicky
poévod (komicky — zabavny).

Pre¢o domace komiksy nedosiahnu Statut milovanych
knih a popularneho ¢itania v nasej krajine? Jednym z dovo-
dom by mohla byt tvorba textu a vizualneho jazyka, ktoré
vznikaju v hlavach dvoch rozdielnych autorov. Umelec nie je
ten, kto si vymysli pribeh, ale ten, kto prisposobi a “zloZi ‘ne-
znamy text. Niekedy je ten text prilis zloZity, didakticky, pri-
li$ dlhy a kladie prili$ velky déraz na vychovu.

Nova generacia umelcov, ktori su sucastou vladnucej
triedy eurdpskych umelcov, sa dostavaju do popredia a za-
¢inaju s novymi iniciativami. Napriklad, komiksovy ¢asopis
Kus! [Psst!] aktivne zacal svoju ¢innost v roku 2007, ked' sku-
pina umelcov zorganizovala vystavy, vydala antoldgie a mini
"Psst! — kratky komiksovy seridl organizuje Letnu Skolu ko-
miksu. M6Zeme im len zaZelat Uspech!

Medzi osobnymi motivatormi, ktori ma pritiahli ku ko-
miksu v mojom detstve definitivne patri Wilhelm Busch
a jeho Max a Mdric: Pribeh o siedmych chlapéenskych hun-
custvach (A Story of Seven Boyish Pranks) (1932), ktoré
sa vratili spat vo verSoch od znamej poétky Aspazije. Spo-
lu s inymi eurdpskymi komiksovymi umelcami, ktory vtedy
pracovali pre zabavné casopisy, Busch vytvoril priestorové
ohranicenia, bubliny a jeho texty, ¢asto vo verSoch, boli vac-
Sinou vytlacené pod kresbami. Jeho bohaty Styl, metafory
vizudlnych pohybov a psychologické stavy sa Siroko kopiro-
vali. Max a Méric, jeho najzndmejsie a najsibalskejsie dielo
vzniklo v roku 1865 a stalo sa vzorovym modelom pre brit-
sky a americky komiks.

Tym druhym je Herluf Bidstrup, dansky karikaturista
a verejna osobnost, presvedéeny komunista. Svoje kresle-
né pribehy zacdal vydavat v 30-tych rokoch v novinach Soci-
alni demokrati (Socialdemokraten). V roku 1945 sa Bidstrup
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stal ¢lenom danskej Komunistickej strany a dovolili mu pub-
likovat v Sovietskom zvaze. Preto boli vtedy jeho diela pre
mna ako pre dieta lahko dostupné. Jeho kniha Bidstrup sa
smeje. Bidstup sa zabdva, ktord vysla v LotySsku v roku 1963
a ktora obsahuje viac ako 100 kresieb, prinuti ktoréhokol-
vek Citatela smiat sa, pretoze sa pusta do kazdej témy. Bolo
obzvlast zaujimavé, ¢i jedna celd strana s mnozstvom kre-
sieb hovorila o tom istom pribehu. Bidstrupove kresby su
presiaknuté intelektudlne sarkastickymi dsudkami nad fud-
skou povahou a poriadkom vo svete. Z ¢asti ¢i dokonca upl-
ne celé ich mohlo pochopit aj dieta. Tretim motivatorom,
aby sme sa nebadli vratit ku komiksu ako k prostriedku, kto-
ry sa dd vyuzit pri knihovnickom vzdelavani, je navsteva Ste-
vea Marchanta v LotySsku v roku 2007 v rdmci projektu Ani-
movand literatura. Tento profesionalny karikaturista a uci-
tel viedol triedy pre lotySskych ucitelov, Studentov a deti.
Cielom tohto projektu bolo spopularizovat literaturu, Cita-
nie a nové spdsoby. Vtedy Steve Marchant viedol kurz Ka-
rikatury a komiksové umenie v Londyne. Venoval sa Siroké-
mu spektru tém suvisiacich s komiksom, zacal s tvorbou ob-
razku, tvorbou komiksového priestoru, kompoziciou az po
pohlad do nastavenia vyddvania kreslenych pribehov, ve-
noval sa aj Specifickym marketingovym témam. Aj dnes,
ked' si prezerdme YouTube, zistime, Ze pokracuje vo vyuc-
be v Muzeu kresleného filmu a vedie svoj vlastny workshop
Workshop karikaturistu.

Steve povedal, Ze vela pracuje s mladymi [udmi, ve-
die klub pre tinedZerov, ktori maju tazkosti s u¢enim a vy-
ucuje v Muzeu kresleného filmu, v Galérii Tate, na Skolach
a v knizniciach po celej Velkej Britanii. Napisal niekol'ko knih
o komiksovom umeni vratane Karikaturistovho worksho-
pu (The Cartoonist’s Workshop) a Pocitacového kresleného
maciatka (The Computer Cartoon Kit). Pracoval pre noviny

&%—%ﬂd 7;65/5%0#4

The Marvel Figurine a Spidermanova veza sily (Spider-Ma-
n’s Tower of Power), pripravoval ¢lanky o dejinach komiksu
a o tom, ako sa kreslia r6zni zndmi hrdinovia. Spolupracoval
s BBC, Intel, British Airways a mnozstvom inych spoloc¢nosti.

Stdle vyuZivame materialy a prospekty z jeho worksho-
pu. Vzory jeho kresleného seridlu pomahaju detom rozvijat
chapanie reci v bublinach a dali by sa pouzit pri akejkolvek
téme ci vekovej skupine.

NajcastejsSie pracujem s neusporiadanymi komiksami
aich opatovnou tvorbou. Zaklada sa to na starej vyucovacej
metdde a ktokolvek je schopny urobit tuto ulohu. Tato ¢in-
nost je zabavna a ukazuje, ako rozli¢na je ludska predstavi-
vost, pozorovacie zru¢nosti a pouzivanie jazyka.

A bola to opat stastna nahoda, ked sme vdaka daru (do-
tacie) obdrzali Svetovu encyklopédiu Komiksu od Maurica
Horna (1999)? a neodovzdali sme ju Narodnej kniznici a jej
Citarni umeleckej literatdry, ale ponechali sme si ju v Cen-
tre detskej literatury. Na zaciatku sluzila ako prvok tematic-
kych exkurzii Nezvycajné knihy, pretoze je to najtazsia a naj-
hrubsia kniha v nasej ¢itarni, ma viac ako 1000 stran. Pozva-
li sme deti, aby si ju podrzali v rukdch a uhadli jej vahu a po-
et stran a potom sme sa vratili k rozpravaniu o komikse.

TroSku porusujeme autorské prava, ale tieto prace nie
su Cerstvo vydané, pochadzaju z dejin Svetovej encyklopé-
die komiksu a ¢asto sa vyuzivaju za uc¢elom vyucby/ucenia
a preto dufame, Ze nebudeme potrestani. Deti najprv do-
stanl nakreslené bubliny urcené pre text a vytvdraju svoje

2 Svetova encyklopédia komiksu, autor: Maurice Horn. Philadelphia : Chelsea Ho-
use, c1999. 7 v. (1061) s. : ill.; 32 cm., Obsahuje bibliografické odkazy (s. 917-
919) a indexy. ISBN 079104856X; 791048543 (7 v. set).
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vlastné dialégy, pozorujeme kreslenie a potom to celé po-
rovname s originalom.

Afroameri¢an Robb Armstrong zacal v roku 1989 tvorit
americky komiksovy seridl Jumpstart (U.S.). Prvok prekva-
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penia je zachovany, pretoze nikto si medzi detmi nevsimol
rozdielnu farbu pleti. Pribehy su rozli¢né, diskusie — Gprim-
nost, tolerancia, byt slobodny od predsudkov tu maju tiez
svoje miesto.

Pracovnici Detského centra literatiry vytvorili meto-
dologické materialy ku 24 knihdm, ktoré boli zahrnuté do
programu na podporu ¢itania Porota deti, mladeze a rodi-
Cov. Pre kazdu knihu sa pripravili dve-tri ulohy a pracovné
papiere, daju sa ziskat v pdf forme v Gschovni materialov na
vyucbu/ucéenie; ucitelia maju aj moznost hned'si vyhladat,
pre ktory ciel vyucby/ucenia je konkrétna diskusia k nejakej
knihe vhodna, aké ucéebné vysledky sa nou daju dosiahnut
podla vychovnych Standardov. Niekedy sa pribeh zmeni na
komiks, komiks na stolovt hru. Sestdielny plan pribehu od
Steva Marchanta je velmi uZito¢ny na pochopenie toho, ako
sa da téma uzavriet krok za krokom.
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1. KTO? 2. PROBLEM!
KDE? Objavi sa problém.
co? Mohlo by to mat stvis

O kom je vas pribeh? s tym, kde su alebo ¢o

Kde su? robia. Alebo méze ist

Co robia? o néhodu,

¢i zmenu postavy.

3. NASLEDOK 4. MOZNE

PROBLEMU RIESENIE?

Ktoré myslienky vasich
postav dokazu zlepsit
situdciu? Ukdze sa
rieSenie?

Aky vplyv to ma na vase
postavy? Su vase postavy
v nebezpecenstve?

6. ZAVER

Koniec vasho pribehu.

Je to $tastny/smutny/
prekvapujuci koniec?

Ako sa vasSe postavy zmenili
od zacdiatku pribehu?

5. POKUS O RIESENIE
Vase postavy sa snaZia
vyriesit situdciu.

© Ucebny material, copyright 2007 Steve Marchant

Dalsia praca pokracuje s prazdnou stranou A4, ktora je roz-
delend do 6 Stvorcov. Ak sa zdpletka zasekne, sprievodné
otazky pomé6zu pokracovat.

Prvé konkrétne obrazky mozu byt pri malych detoch uz
urcéené, napriklad, v prvom Stvorci je medved'v izbe, niekto
klope na dvere a medved' si pomysli Kto to len moze byt?
"Stvrty $tvorec zobrazuje zméatok pri boji s hviezdami vo
vzduchu a Spiralami.

Strja 7;59&&%1

Pocas letného tabora vznikol v Centre detskej literattry
komiks Knihovnicky sen (The Librarian’s Dream). Bol vytvo-
reny z fotografii — deti boli postavené do role knihovnika,
ktory zaspal v prdci. PriSiel mlady potkan (Zivy) a zacal rozo-
zierat knihy "Mriam, mfiam’. Ked' sa knihovnik zobudil, zvo-
lal “Oooh, preboha! Knihy s zjedené! Pomozte dobri Skriat-
kovia! Jedine princ to mdze zachranit! Pomoc! Princ pocuje
jeho volanie o pomoc a pondhla sa. ‘Nekri¢, toto nie je Ziad-
ny problém.” ‘Nie?” ‘Toto je velkd Cest! Prisla za tebou sa-
motnd rozpravka.” “Tolké $tastie! Potom nebudem mact ¢i-
tat. Bude tu niekto iny, kto bude rozpravat pribehy. Pozri, ¢o
sa mi snivalo v praci!”
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Napokon vas zozndm s najzndmejsim komiksom v Lotys-
sku za poslednych par rokov. Je to praca lotysskych auto-
riek. Jurga Vile je lotysska spisovatelka, ktora napisala pri-
beh svojich rodicov o tom, ako historické udalosti — depor-
tdcia na Sibir — ovplyvnili jej rodinu. Spolupracovala s umel-
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kynou Linou ltagaki a vytvorili graficky pribeh Sibirska haiku
(Siberian haiku), ktory zachytava udalosti z Jurginej rodiny.
Tato kniha ziskala niekolko déleZitych oceneni a bola prelo-
Zena do jazykov mnohych eurdpskych krajin. V LotySsku si
ju velmi véZia. V roku 2020 ziskala medzindrodnu cenu Ja-
nis Baltvilks v kategorii detska literatura a literatdra pre mla-
deZ a knizné umenie a na jar v roku 2021 ziskala v naSom
programe na podporu citania Porota mladeze najviac hla-
sov a bolo jej udelené prvé miesto od Citatelov.

Zahrnuli sme stolovd hru — do metodologického materi-
alu. Bola ponuknuta vietkym 672 knizniciam a Skoldm, ktoré
sa zUucastnili ndsho programu na podporu ¢itania a pre kaz-
dého je zadarmo pristupna v elektronickej uschovni vyuco-
vacich/u¢ebnych materidlov. A tak sa komiks zmenil na hru.

(g LR

Bice Maet®
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Jedna Ziacka opisuje Sibirsku haiku nasledovne: ‘Tato kniha
sa mi velmi pdcila, pretoZe je inSpirovana skuto¢nymi uda-
lostami. Smutok a radost v nej idd ruka v ruke. Ked' ju ¢ita-
te, neviete sa rozhodnut, ¢i mate plakat alebo sa radovat.

Tato kniha ma prinutila rozmyslat nad tym, aky odpor-
ny obrat moze vas Zivot nabrat. Pochopila som, Ze treba Zit
dnes, pretoZe neviete, ¢o sa stane zajtra.”

Dalsie dievéa napisalo: “Tato kniha hovori o tom, ako tre-
ba Zit, ked neexistuje moznost volby a vy nemozete ovplyv-
nit dané podmienky. Hovori o historickych udalostiach
v Litve, ale to isté sa dialo aj v Loty3Ssku.”

Hra Dovidenia Sibir! je ur¢ena vekovej skupine 11+ a po-
uzivaju sa pri nej kocky; ak sa hrac¢ dostane ku konkrétnemu
Cislu, musi odpovedat na otazku. Priklady otazok:
¢ (o je podla teba vojna?
¢ Kedy sa odohrali udalosti spominané v knihe?
¢ Vies$ povedat nieco o obdobi, ked muselo ist vela fudi na

Sibir?

e Preco si uchovavame tieto spomienky?

e Najdi Sibir na glébuse alebo na mape. Porozpravaj nam
o jeho poveternostnych podmienkach.

e Ak by si sme sa mali vydat na cestu a porozmyslat, ¢o si
so sebou zoberieme. Co by sme si podla teba mali dat
do tasky, ak nevieme, kam vlastne ideme a ako dlho bu-
deme pre¢? Co by si mali so sebou vziat fudia deporto-
vani na Sibir?

Tento komiks nam umoziiuje lepsie vnimat tragicku situa-
ciu presne tak, ako to napisalo to dievca, ktoré tejto knihe
udelilo prvé miesto: Smutok a radost idu v tejto knihe ruka
v ruke. Ked'ju Citate, neviete sa rozhodnut, ¢i mate plakat
alebo sa radovat. Opisuje absurdnu situaciu, ktord nedoka-
Zete ovplyvnit. Komiks Sibirska haiku je napisany a podany
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z pohladu malého chlapca menom Algis a predstavuje vel-
mi pozitivny pohlad na to, ¢o sa deje.

Vlak so sirotami, ktorym sa deti vracaju zo Sibiri do Litvy,
je pomaly a aj v hre je mnoho mozZnosti vrétit sa spat.

Aj ked by komiks mohol byt nazyvany pop-kulturou,
umelci, ktori sa Sikovne hraju s jasnym aj skrytym vyzna-
mom témy, ho vracaju spat k skuto¢nému umeniu.

Nie nadarmo su vystavy komiksov tak populdrne a niekolko
krdt ich zorganizovala aj loty$skd Narodnd kniZznica. V sucas-
nosti pripravujeme vystavu detského komiksu od izraelské-
ho umelca Michela Kichku. Komiks ma viacero vrstiey, je ne-
vyCerpatelnym zdrojom kreativnej inSpiracie pri vyucbe vi-
zudlnej gramotnosti a podpore Citania.
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Lotyssko

Komiks v sucasnej obrazkovej knihe pre deti a mladez
(kreativne a objavné stratégie)

llustruje a pise poéziu. V roku 2017 vystudovala malbu na Vyso-
kej umeleckej Skole v Lotyssku, ale momentdlne sa venuje ilustro-
vaniu a pisaniu — jej prva zbierka bdsni Dievca (The Girl) vysla vo
vydavatelstve Neputns v roku 2020. Vydavatelstvo Aminori vydalo
v auguste 2019 jej prvu knihu pre deti Bdsnik a véna (Poet and The
Scent), ktord ziskala ndrodné ocenenie Zlaté jablko ako aj Cenu Ja-
nisa Baltvilksa z regionu Baltického mora v kategorii knizné ume-
nie. Vydavatelstvo zamerané na komiksy The , kus!“ vydalo zbierky
niekolkych jej komiksov ako aj jej najdlhsi komiks o vdsnivom zbe-
ratelovi hub — Cerviky, oblaky, vsetko (Worms, Clouds, Everything).
Porota dPICTUS vybrala tuto knihu a rozhodla, Ze bude vystavend
na Kniznom veltrhu vo Frankfurte v ramci vystavy 100 vynimocnych
knih. So svojimi komiksami a ilustrdciami sa zucastnila niekolkych
vystav v Lotyssku ako aj v zahranici. V decembri 2019 mala v galé-

rii Low v Rige svoju samostatnu vystavu Dom na strome. Lote Vilma
absolvovala pobyty na Slovensku a v Rakusku. Momentdlne pracuje
na svojej prvej knihe pre mladych Vodna veZa (Water Tower), ktort
vydd vydavatelstvo Liels un mazs.

707

Zaujimam sa o veci, ktoré mi dokadzZu zlepsit Zivot:
Behdm minimdlne dvakrdt tyZdenne.
Prechddzam sa, ked mi je smutno.

KaZdy deri ziem osem jahéd.

PouZivam zubnu nit.

Prechddzam sa s priatelom na cintorine.

Madm pocit, Ze kreslenie mi tieZ zlepSuje Zivot.

Kreslim, odkedy si paméatam. Kazdopadne to je pribeh, kto-
ry si hovorim — ddva zmysel mojim Zivotnym skdsenostiam.
Este stale mam poznamkové bloky z detstva vo formate po-
dobnému casopisu. Kreslila som ¢lenov rodiny a pribuz-
nych, ilustrovala moje pribehy a vymyslala si r6zne nezvy-
¢ajné rady. Poznamkové bloky mi sltzili ako denniky, zoznam
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vsetkych mojich narodeninovych hosti, alebo aj ako miesto,
kam som napriklad kreslila vSetky mozné hudobné nastro-
je. Neskor, ked som vyrastla, chcela som pisat romany. Vac-
Sinou skoncili skor, ako zacali, ale ja som stdle kreslila hlav-
né postavy a niekedy mapy. Neskor pocas méjho studia na
Vysokej umeleckej Skole bolo pre mna kreslenie do pozndm-
kovych blokov nieco ako nadych uvolnenia, intimny priestor,
v ktorom som pred spanim kreslila. Vtedy to na mna pdso-
bilo ako presny opak toho, ked' stojite v triede pri stojane.

Na internete som nasla citdt, ktory zhrnul, ¢o pre mna
kreslenie znamena: ,Vytvorit kresbu znamend najprv ko-
munikovat sdm so sebou.” Skoro kazdy obrazok mi pripomi-
na, ako som sa vtedy citila, alebo kde som prave bola, ked
som ho vytvorila. Namiesto toho, aby som si ako tinedZer-
ka pisala dennik, ja som ho kreslila. PGsobilo to mysteridz-
ne a nikto si ho nemohol precitat. Kresby znazorriovali vset-
ko, ¢o bolo pre mna dolezité; boli mojim prvym tajnym zna-
kovym jazykom. ESte stale si myslim, Ze kresby zachytavaju
moj Zivot lepsie neZ napriklad fotografie

Ked' som bola v prvom rocniku na Vysokej umeleckej Sko-
le, zozndmila som sa s vydavatelstvom komiksov “kus!”. Je to
malé vydavatelstvo, ktoré akoby zazrakom naslo svoj domov
v LotySsku. Nakreslila som komiks pre sutaz s ndzvom Kalerab
(Brussels sprouts). Nakreslila som ho rychlo a bez rozmysla-
nia, nechala som sa unasat procesom. Okrem bohatych sku-
senosti z ¢itania Donalda Ducka som nemala nijaké zvlastne
vedomosti o tom, ako sa robia komiksové knihy. Moja hlav-
na postava bolo dievca, ktoré vari polievku. Komiks zachyta-
va proces varenia a jeho koniec — kde vidno zapalky a muchu
priblizne rovnako velku ako dievéa — ktory odhaluje, Ze dievéa
je velké ako Palculienka a jej polievka je z jedného kalerabu.

Venujem sa ilustrovaniu aj pisaniu poézie. VZdy som rada
nieco kreslila, potom k tomu pridala text piesne, alebo ne-

Lote Vitna Vitira

jaké iné pekné slova. Pisem knihy a aj si ich ilustrujem. Zau-
jimam sa o text a aj o obrazky. Ich vztah. ESte sa necitim ako
umelec, ktory tvori komiksové knihy, mozno by som mala
nakreslit dlhy graficky roman, aby som mohla pouZivat taky
titul. Vlastne ich uz kreslim —neddvno som spocitala, Ze som
nakreslila aspon 13 komiksov, pricom jeden z nich mal 28
stran. Ani som si nevsimla, ako a kedy ich zrazu tolko bolo.

Za taky zvazok komiksu moze hlavne “kus!”, kedZe ich
sutaz, ktord som spomenula vyssie, ma inSpirovala nakreslit
jeden z mojich prvych komiksov. Vidy motivuju lotySskych
umelcov k tomu, aby sa zucastnili so svojimi zbierkami a to
aj mladych umelcov a ilustratorov, ktori v tej oblasti nikdy
predtym nepracovali. Pocas tych rokov pomohol “kus!”
v LotySsku vytvorit sice maly, ale priestor, v ktorom su ko-
miksy vitané. Ukazuje sa, 7e komiks mdZe mat svoju hibku,
moze byt osobny, atmosféricky a citlivy. Dokaze byt ilustra-
tivny, realisticky, logicky, absurdny a vlastne — dokaze byt
vietkym. Je to milé, ked' niekto ukaze, Ze komiksova kniha
nemusi byt o Supermanovi, ze komiksy nie su len pre deti.
Niektori to tak vidia, ale v lotysskom kontexte to tak nie je.

Spominam si na to, ako som skladala panely méjho prvé-
ho komiksu. Text v mojom druhom komikse bola basen od
Karlisa Vérdinsa a ja som zacala lepsie citit vzdjomnu vazbu
medzi obrazkom a textom, aj ked' vidy som pracovala vel-
mi intuitivne. Pracovala som tvrdo a stale si pamatam, ako
som v noci pri otvorenom okne malovala s vodovymi farba-
mi a aky povzndsajuci pocit to bol. Va¢sinou ma k tomu mo-
tivoval “kus!” a ja som raz za ¢as nakreslila komiks.

Mo6j doteraz najdlhsi komiks je o hanblivom a samotar-
skom hubarovi. V Zivote ho zaujimaju hlavne huby. Na tomto
komikse som pracovala pomerne slobodne — vymyslela som
si hlavnu postavu v réznych situdciach a potom som ich vlozi-
la do pribehu. Tento komiks bol iny v tom, Ze pribeh vychddza
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z postavy. Najprv som ho nakreslila pre jeden medzinarod-
ny projekt vo formate leporela s nazvom Aky teply den (Such
a Warm Day). V tejto knihe hubar hladal kuriatka v lese. Bolo
to, akoby jeho postava, zmysel sveta a udalosti v jeho Zivote
plynuli popri mne a ja som ich len musela nakreslit a popisat.

Jedna z mojich najlepsich skusenosti, ktora sa tyka ko-
miksovej knihy, bola, ked som pracovala ako uditelka ume-
nia v detskom domove. Umeniu sme sa venovali len Cias-
to¢ne. Namiesto toho sme sa snazili v naSom vlastnom za-
ujme kreativne tvorit a pri tom sa zabavit. Jedného dfa
som s jednym dietatom zacala pracovat na knihe — s jed-
nym chlapcom, ktorého velmi zaujimala praca v naSom ma-
lom umeleckom studiu. Zosila som dohromady malé knihy
z bieleho kriedového papiera. Nas pribeh sme zacali v jed-
nej z nich. Krtko oslavoval narodeniny, bolo aj kopec kriku,
vSetky mozné problémy, ale nakoniec si nasa hlavna posta-
va nasla nového priatela. VSetko dobre dopadlo. Verim, zZe
do tohto (prevazne vizudlneho) pribehu ten chlapec, s kto-
rym som na nom pracovala, vloZil svoje vlastné pocity a na-
pokon nasiel pozitivny zaver.

V LotySsku su komiksové knihy stale nieco, ¢o nie je
spravne pochopené. Par ludi ich kresli a vyddva. MoZno sa
to asom zmeni. Vznika Uzasna nova generdcia ilustratoroy,
ktori touto formou kreslia.

Niektorych z nich by som Vam velmi rada predstavila.
Myslim si, Ze spolu tvoria vyznamnu a veseld skupinu fudi.

Zane Zleme3a tvori jemné kresby. Presné a Uchvatné ako
detské kresby. Vzdy ich obklopuje jemne zahmleny smiech.
Vyzaruju lasku k naivnému umeniu.

Anna Vaivareova tvori komiksy, ktoré su vlastne kresbami
— miesaju sa v nich farby a vrstvy, vibruju, posobia trocha ne-
Sikovne, ale su velmi srdec¢né. Uréitym sposobom mi pripo-
minaju chlpatého psa s krasnymi o¢ami a kratkym chvostom.

Lote Vitna Vitira

Rebeka LukoSusova sa vyznacuje svojimi tajomnymi
schopnostami, ktoré vyuziva pri efektivnej praci s pastelka-
mi. Na vlastné oci som videla, akd samozrejma a prirodze-
na je jej praca. Rebekine kresby su plné farieb a textura vy-
volava teply a utulny pocit. Prirovnala by som ich k farebnej
deke v babi¢kinom dome na vidieku.

Martin$ Zutis tvori kresby, ktoré su abstraktné, s ktorymi
sa vyhral, ako sa len dalo. SU modro-Sedé, hmlisté, zadyme-
né ako brada nejakého starého muza, ale zrazu sa premenia
a poOsobia zretelne a zagulatene ako zadok vcely.

Ingrida Pi¢ukane tvori kresby, ktoré mi pripominaju, ako
som obdivovala sestru, ked pozorne kreslila. Vyzadovalo si
to vela trpezlivosti, ¢o bolo pre mna vtedy nie¢o nepredsta-
vitelné. Chcela by som prirovnat Ingridine prace k hackova-
nym bikindm, ktoré by sme si urcite mohli kupit v jednom zo
secondhandovych obchodov v Rige.

Liva Kandevica je autorkou komiksov, ktoré ma oslovi-
li pred mnohymi rokmi, ked" som si prezerala komiksové
zbierky od “kus!”. Ich zdkladom su vzdy jemné, krehké linie
a originalna Stylizacia. Neskor su nakreslené vacsinou tuhou
a vyzera to tak, Ze gvaSom. Postupne sa stdvaju zahadnej-
Sie a strasidelné.

Ked' sa nad tym zamyslim, stale sa citim, ako to dievca z ko-
miksu o kalerdbe. Pred dvoma rokmi som napisala basen
o polievke:

Vsetko, ¢o chcem,
je uvarit polievku
a podelit sa o nu.

Rovnako sa citim pri ilustrovani a tvorbe komiksovych knih.
Je to $anca vytvorit nieco chutné a aj ked to je z toho naj-
mensieho kalerabu na svete, mézeme sa o to podelit.
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28. BIENALE ILUSTRACII BRATISLAVA

Srbsko

Komiks pre deti:
Alternativne a experimentalne pristupy v Srbsku v 21. storoci
(Maja Veselinovi¢ a Dragana Kupresanin)

Senka Vlahovicovad je vytvarnd umelkyna, ilustratorka a knihovd
graficka, autorka odbornych knih zameranych na ilustrdciu a ume-
lecka riaditelka Bandtskeho kulturného centra (Banat Cultural Cen-
tre) v Novom Miloseve (New Milosevo). Narodila sa v roku 1985
v Novom Sade, kde vystudovala priemyselnu fotografiu na vysokej
skole Higher Education Technical School of Professional Studies, kde
sa zamerala na kniznu ilustrdciu. Ziskala magistersky titul v oblas-
ti Tvorby obrdzku v umeni a v médidch na Vysokej umeleckej Skole
v Belehrade. Je clenkou ULUPUDSu a Srbskej matice (Matica Srp-
ska). Doteraz jej vyslo sest knih (Styri odborné knihy z oblasti ilustrd-
cie a dve umelecké knihy spdjajuce text, ilustrdciu a dizajn). Na Kniz-
nom veltrhu v Belehrade (Belgrade Book Fair) v roku 2015 ziskala
cenu ULUPUDS za najlepsiu knihu Video-ilustrdcia knihy v oblasti
Tedrie vizudlnej komunikdcie. Je autorkou vystavy a projektu Su-

casni srbski ilustrdtori detskych knih (Bibiana, Bratislava 2019, SKC,
Belehrad 2020). ZalozZila Medzindrodny festival kniznej ilustrdcie
BookILL Fest. Bola ¢lenkou medzindrodnej poroty a ucastnickou
Sympdzia na Biendle ilustrdcii v Bratislave. Je ¢lenkou poroty, ktord
odovzddva cenu Zaharije na Kniznom velltrhu v Novom Sade. Svojim
kresbami obohatila priblizne 500 knih. Usporiadala okolo 30 samo-
statnych vystav svojich kresieb, fotografii a ilustrdcii. Zucastnila sa
na mnohych skupinovych vystavdch doma aj v zahranici.

Uvod

Prvy komiks v Srbsku vysiel v Politike 21. oktébra v roku
1934 pod nazvom Tajny agent X9 [orig. Tajni agent X9]*.
Prvy komiks sa v Srbsku objavil vtom istom Case ako v inych
eurdpskych krajindch (lvkov 1995: VII). Kratko nato zacali
vychadzat dalSie komiksy vratane tych, ktoré vytvoril Dorde
Lobacev a ini autori, ktori sa nazyvali Belehradské zoskupe-

* Proto-komiksy vychadzali samozrejme ovela skér, doraz sa tu kladie na stcasny
komiks.
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nie (Belgrade Circle).? Dokonca aj v obdobi medzi vojnami
sa tieto komiksy vdaka ich vysokej kvalite znovu tlacili a vy-
chddzali v zahrani¢nych franctzskych a talianskych ¢asopi-
soch (lvkov 1995, VII).

Od tychto zaciatkov aZ dodnes si srbsky komiks presiel
réznymi padmi a vzostupmi, od obdobia komunistickych za-
kazov, ked'ich hodnota bola diskutabilnd, cez obdobie stag-
nacie pocas vojen, nové znovuzrodenie ich popularity, vyvoj
a dolezité prelomové momenty pre domdacich autorov vo
svete, teoretické Studie, historické vyskumy, vznik renomo-
vanych medzindrodnych festivalov a vydavatelstiev az po
dnesny vznik Narodnej stratégie pre komiks od Zorana Ste-
fanoviéa, ktory predstavuje prinos do Narodnej kulturnej
stratégie Srbska. Je isté, Ze ak hovorime o srbskom komikse,
hovorime o zauZivanej niekolko desatroci dlhej tradicii, kto-
ra urcite zanechala svoju stopu a ma svoje vzdialené odno-
Ze v dielach sucasnych srbskych autorov komiksovych knih.

llustracia a/alebo komiks

Aj ked' su Casto ‘intelektudlne” zanedbavané, filozoficky ne-
pochopené a socidlne nedotknutelné (Stefanovi¢ 2019: 11),
zda sa, Ze komiksy maju lepSiu poziciu ako ilustrdacia, aj ked'
su ich pozicie velmi podobné. Narozdiel od komiksu, kto-
ry sa nazyva deviate umenie, ilustracia nikdy nebola schop-
na ziskat status nezavislého umenia (Jovanovi¢ 2007: 27).
A tak, aj ked' je ich hodnota spornd, komiksy dokazali zis-

2V roku 1934 vysiel prvy domaci komiks od Vlasta Belki¢a s ndzvom DobrodruZstvd
detektiva Hariho Vilksa [orig. Avanture detektiva Hari Vilksa], ktory sa vyznacuje
hlavne tym, Ze bol prvy; aj ked' v nasledujicom roku 1935, vysiel dalsi komiks,
tentokrat vysokej kvality, od Dorde Lobaceva s nazvom Krvavé dedicstvol [orig.
Krvavo nasledstvo] (Ivkov 1995: 5).

kat privlastok ‘deviate umenie’, ktory urcite predstavu-
je pre komiksy a komiksovych umelcov urcité privilégium.
Na prenesené a narativne zobrazenia pestované komiksom
a ilustraciou sa dlho pozeralo s opovrhovanim ako na nie-
¢o umelecky menej hodnotné, na nieco, ¢o je sucastou po-
pularnej kultury a nie ako na intelektualne umenie. Napriek
réznym predsudkom, ktoré existuju dodnes, ak porovname
komiks a ilustraciu, vyzerd to tak, ze komiks je vo vyhode.
Komiksy sa nazyvaju ‘deviate umenie” a z pohladu tedrie
a dejin ako aj z komer¢ného pohladu sa Studuju a skimaju
ovela viac. Netyka sa to ale detskych ilustracii, ktoré sa vy-
ddvaju viac ako bohato ilustrované knihy pre dospelych. Sa-
mozrejme, Ze spomenuty rozdiel medzi komiksom a ilustra-
ciou je len podmieneny, pretoze urcite méZzeme povedat, Zze
komiksy su jedinecna podkategéria ilustracie. Slobodan Iv-
kov, srbsky theoretic, kritik a historik komiksu, hovori, Ze ko-
miks pochadza z ilustracie, Ze komiksy su viac nezZ tradic¢ne
chdpana ilustracia, ze komiksy su ta najkrajsia a najviditel-
nejSia syntéza vizualu a narativu — st jednym z vrcholov ilu-
stracie (lvkov 1995: 247).

Hovorime o nespravodlivosti smerom k ilustracii, ak ide
o autondmnu ilustraciu, ilustraciu, ktord nie je len bezvy-
znamnym doplnkom textu ¢i vizudlnym prerozpravanim pri-
behu, ale doplnkom, ktory hovori sdm za seba a piSe svoj
vlastny pribeh, ¢im potvrdzuje svoju vlastnu integritu. Pres-
ne ako vizualna ¢ast komiksu.

Mozno sa da povedat, Ze ilustracia bojuje za svoje sprav-
ne miesto, byt tym, ¢im moze byt, prostrednictvom komiksu
a Ze sa dokazala preSmyknut cez ihlova dierku predsudkov.

Dévodom moze byt, Zze komiks nedokaze existovat bez
vizualneho segmentu, scendr sdm o sebe nestaci. Naroz-
diel od toho, na ilustraciu sa Casto pozera ako na dopro-
vodny segment vo vztahu k pribehu, hlavna pozornost je
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vzdy na literdarnom segmente, na spisovatelovi a na ilustra-
ciu sa vacésinou pozerd ako na nieco, bez ¢coho kniha nemé-
Ze byt. Samozrejme, Ze niektoré ilustracie len sprevadzaju
text, ale su aj také, ktoré funguju autonémne, silno a spo-
lu s textom, ked' text a obrazok nemdzu jeden bez druhé-
ho existovat a tak sa stavaju multimedialnym kdskom ¢i do-
konca integrovanym celistvym kuskom, pre ktory srbsky te-
oretik a umelec Vladan Radovanovi¢ vymyslel termin voko-
vizudlny.

Ivkov tieZ poukazuje na to, Ze komiksy su ilustracie tex-
tu alebo skryté neverbalne pribehy, ktoré vytvaraju auto-
ri komiksovych knih; komiksy a ilustracie su jedno a to isté,
kld¢ovy rozdiel je, Ze komiks je vzdy ilustracia, kym ilustra-
cia nie je vzdy komiks. Slovom, komiks pochadza z ilustracie
a neustale sa k nej vracia (Ivkov 1995: 248).3

ILUSTRATION COMICS

Illust. od Senky Vlahovicovej

3 SU samozrejme autori, ktori si myslia, Ze prvé komiksy vznikli v jaskyniach a
Ze ilustracie pochadzaju z komiksu, kym ti druhi maju tendenciu nazyvat tieto
skoré formy komiksu — proto-komiks.

Senka /lahooid

Komiks pre deti

Komiksy pre deti v Srbsku st oblastou, ktora sa z teoretic-
kého pohladu dostatocne neprestudovala a to hlavne, ¢o
sa tyka vyznamne meniacich sa okolnosti v 21. storo¢i. Co
sa tyka historie srbského komiksu pre deti, situdcia je ovela
lepsia. Bola lepsie a bohatsSie prestudovana.

Tu je par dobrych prikladov. Prvym je proto-komiks Jo-
vana Jovanovi¢a Zmaj, ktory vychdadzal v relevantnom poc-
te v 19. storoci, neporovnatelnd ikona srbskej literatury pre
deti (Ivkov 1995: 1) a je nutné spomenut Zmaj aj v kontexte
komiksu a detského komiksu. Politika pre deti sa predstavi-
la v roku 1930 (Ivkov 1995: 4), prvé vydanie Politického za-
bdvaca vyslo v roku 1939 (Jovanovi¢ 2007: 13) a vychadza aj
dnes. Od tychto zaciatkov az dodnes vyslo mnoho ¢asopisov
venujucich sa detskému komiksu.

Na druhej strane srbska ilustracia pre deti sa pod silnym
vplyvom komiksu a karikatur, ktoré maju v krajine dlihd tradiciu,
vyvijala a dnes jej charakteristické ¢rty mézeme najst v pracach
stcasnych srbskych ilustratorov pre deti (Vlahovi¢ 2019: 6).

Ako svedok casu Laza Lazi¢, ktory hovoril o svojich
chlapéenskych spomienkach na ¢itanie komiksu, povedal:
"Pre niekoho, kto to nezazil, je tazké predstavit si tu radost
a nadsenie jednastro¢ného inteligentného chlapca, Citate-
la novej komiksovej knihy, ktord mu spadla do ruk. * (Lazi¢
2019: 236) ‘Umenie prebudza v dietati tuzbu rozvijat dar
kreslenia, ak sa taky dar v dietati nachadza. Nie je to len
holé tvrdenie, Ze maly Citatel komiksovej knihy pri pozera-
ni sa na odvaznych hrdinov sdm nadobuda vieru, Ze za spra-
vodlivost treba bojovat v kazdej situdci, ak este k tomu Cita,
Ze ideové slobody, ktoré si identifikuje s luskou dusou, su
popierané.” (Lazi¢ 2019: 267).

V jednom z jeho kritickych textov s nazvom Su komiksy
vhodné pre deti [orig. Da li su stripovi dobri za decu] podpo-



Medsindrodné sympozian B/B 2027

ruje, ze z principu su. Zivojin Tamburié, srbsky teoretik, kritik,
historik a vydavatel komiksovych knih, hovori : ‘Potrebuje-
me Citat vSetko, ¢o opisuje Zivotné osudy, skutocné ¢i vymys-
lené, aby sme lepSie pochopili fudsky stav (...). Tymto spo-
sobom pripravime deti na Zivot, ktory na nich ¢aka, na kto-
ry treba nazerat zo vSetkych uhlov a chapat ho ako prevazne
nefér. (Tamburi¢ 2020: 67). Komentare na tézu, Ze komiksy
su zatazené prilisnym nasilim, sexualitou atd', hovori: "Moja
generdcia Citala obrazkové knihy ako Sedem kozliatok a Cer-
vend Ciapocka, v ktorych je neskutocné mnoZzstvo nasilia, ale
nejako sme vedeli odlisit rozpravku od realneho Zivota. To
isté sa dialo aj dalSej generacii, ktord sa pozerala na nasilie
v kreslenych filmoch a tiez potom nehadzali klavir z piateho
poschodia na hlavy inych fudi.” (Tamburi¢ 2020: 67).
Tamburi¢ hovori, Ze Citatelia komiksov su aktivnymi
Ucastnikmi pri interpretacii zapletky, hlavne ¢o sa tyka ne-
viditelnych udalosti medzi panelmi, ktoré niektori politicki
teoretici povazuju za nieco, ¢o ludom dava silu rozmyslat
svojimi vlastnymi hlavami (Tamburi¢ 2020: 72), ¢o analogic-
ky dovoluje detom pri ¢itani komiksu rozvijat ich kognitivne
procesy myslenia, analyzovania, usudzovania atd".
Predovsetkym detské komiksy podporuju tieto procesy,
ktoré vznikaju nekonvenénym spésobom. "VSeobecne po-
vedané, teoretici redukuju odchylku od klasického zobrazo-
vania smerom k alternativnemu, vyskumnému, experimen-
tdlnemu” (Kupresanin 2019: 162). Vidime odchylku v du-
chu alternativneho ¢i undergroundového komiksu v texte
prostrednictvom roz¢lenenia komiksu od Maji Veselinovi¢o-
vej. Aj ked' je moziné, Ze bez vaineho empirického vysku-
mu nemébzeme sondovat procesy myslenia, predstavivosti
a rozumu spdsobené experimentalnym dotykom a zahrnut
komiksy pre deti, ktoré su slepé alebo vizualne znevyhodne-
né. V tomto prispevku sa pokusime skimat, ako re¢ nekon-
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vencnych komiksovych knih ovplyvriuje najmladsich Citate-
lov digitdlneho veku, dokonca aj tych so Specifickymi potre-
bami a to tak, Ze sa pozrieme na dva priklady alternativneho
¢i experimentdlneho komiksu pre deti vytvorenych v druhej
dekade 21. storocia.

Komiksy pésobia dobre na mozog: Detsky komiks

od Maji Veselinovicovej

Maja Veselinovicova je ilustratorka, graficka a autorka ko-
miksovych knih na volnej nohe. Aktivne spolupracuje
s mnozstvom renomovanych vydavatelov a institucii v Srb-
sku a v zahraniéi. Vyhrala niekolko prestiznych oceneni za
ilustraciu a komiks nielen v Srbsku ale aj v zahranici. Z cien
mobzeme spomenut a vyzdvihnat Grand Prix na Medzina-
rodnom festivale komiksu v Belehrade v roku 2004. Dve kni-
hy, ktoré ilustrovala, ziskali aj prestizne medzindrodné oce-
nenie Biele havrany. Podla prestizneho amerického ¢asopi-
su Print venujuceho sa grafickému dizajnu sa v roku 2008
dostala do vyberu medzi 12 najzaujimavejsich ilustratorov
v Eurdpe. Jej Uspechy urcite zahfriaju aj ucast na vystave
100 per 100 v roku 2010 v meste Angouléme, ktoré sa po-
vazuje za hlavné mesto komiksu, do ktorého sa celd vysta-
va prestahovala z Pariza a neskér putovala aj do niektorych
europskych miest.

V réznych rozhovoroch Maja Veselinovi¢ o svojich krea-
tivnych pracach povedala, Ze farba pre fiu predstavuje emo-
ciu, Ze jej oblibena technika je kombinovana a Ze pri kres-
leni tuSsom, perom alebo len ceruzkou miluje spontannost
a malovanie textur s hrubym $tetcom ...* Co sa tyka jej pri-

4 Rozhovor s Majou Veselinovicovou; A Picture Book Pot [orig. Intervju Maja Ve-
selinovié; Lonac slikovnica], https://lonacslikovnica.com/2017/10/22/intervju-
maja-veselinovic/ spristupnené 01/05/2021
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stupu ku komiksu, Maja hovori: "Na zaciatku som casto pisa-
la komiksy v prvej osobe, neboli vidy celé autobiografické,
ale bolo v nich vela osobného. Ale teraz rada kombinujem
fikciu a realitu, aby som vytvorila postavy a nechala ich Zit
svoje pribehy. Vidy tam niekde som, niekde v tych stranach
a pozeram sa. Posledné roky som sa zabavala pri tom, ako
som kreslila postavy oble¢ené do kostymov réznych zvierat.
Ludské macky, zajace, potkany, prasata... Podla nalady a si-
tudcie, v ktorej sa nachadzali, som im kreslila ¢izmy, kabaty,
masky a rukavice. Niekedy vyzeraju ako superhrdinovia, ale
ich skutky maju daleko od superhrdinskych (...) VZdy som sa
v komikse snazila zd6raznit emdciu prostrednictvom kres-
by, farby typografie. Rada navzajom prepletam rozpravanie
a Cisté umelecké majstrovstvo, neustale experimentovanie
a hladanie. Od kazdého mdjho nového komiksu ocakdvam,
Ze bude lepsi ako ten pred nim. Je pre mia délezité jasne vi-
diet posun. Myslim, Ze ak by som zostala zaseknutd pri tom
istom spbsobe, nebolo by to moZné a caro by sa vytratilo.”™

Z vyjadrenia autorky a z jej Specifickej prace je jej zavia-
zanie sa alternativnemu komiksu jasnejsie ako den. Aj v jej
skorsej komiksovej faze bolo vidno jej spriaznenost s kre-
ativnou pracou pre deti a to, Ze sa neskor zamera na det-
sku ilustraciu. Jednym z dévodov tohto posunu od komiksu
k detskej ilustracii moézu byt trhové moznosti a jej vyjadre-
nie: ‘Praca s komiksom, ktory rada tvorim, neprindsa zisk’,
Co urcite prispelo k faktu, Ze autorka dnes venuje viac ¢asu
detskej ilustracii, ale zaroven — nikdy neprestala kreslit ko-
miks pre deti.

5 Rakezi¢, Sasa, Maturation Cardiogram: Interview — Maja Veselinovi¢, Comic
Book Author and lllustrator [orig. Kardiogram sazrevanja: intervju — Maja
Veselinovi¢, strip autorka i ilustratorka]; Vreme, 13/01/2011, https://www.
vreme.com/cms/view.php?id=971113 spristupnené 01/05/2021

SaSa Rakezi¢ raz povedal o Maji Veselinovicovej, Ze je
skuto¢nou hviezdou antoldgie Zensky komiks na Balkane
[orig. Zenski strip na Balkanu], kde prezentuje jej tvorbu na
26 strandach. Tiez doddva, Ze vdaka $tylu, ktory dokaze byt
velmi vyrazny a osobny ale aj velmi komunikativny a (v naj-
lepSom zmysle slova) ozdobny, Maja Veselinovi¢ova dokaze
komunikovat s dost rozlicnym publikom.®

Zbierka komiksov od by Maji Veselinovi¢ovej s nazvom
Nezvycajnd udalost so Zmurkanim a iné pribehy [orig. Neo-
bi¢an dogadaj sa namigivanjem i druge price] uréitym spo-
sobom uzavrela jedno obdobie jej kariéry a predstavuje mo-
ment, ked presla z komiksu na ilustrovanie detskych knih.
V predslove tejto knihy Vladimir Vesovi¢ poukazuje na to, Ze
ldskavost a neznost robia z Maji nezvyéajnt autorku a Sasa
Rakezi¢ hovori, Ze je autorkou, pri ktorej rozpozndvame tva-
ry, textdry a farby a to aj napriek tomu, Ze nikdy neprestava
experimentovat s kresbou a scenarom. (Veselinovi¢ 2008: 5).

"Myslim si, Ze dospeli velmi ¢asto podcenuju deti, mys-
lime si, Ze nieComu nebudud rozumiet len z toho dévodu, ze
su deti”’, povedala Maja v rozhovore. Jej komiksy pre deti,
ktoré tvori ako alternativny komiks pre dospelych a ¢asto
pre vsetky vekové kategdrie, dokazuju, Ze si vysoko ceni
schopnosti komunikdcie a vnimania najmladsich Citatelov
a nevaha ponuknut im nie¢o nové a iné vo viere, Ze pocho-
pia a precitia jej odkaz.

© Rakezi¢, Sasa, Maturation Cardiogram: Interview — Maja Veselinovi¢, Comic
Book Author and lIllustrator [orig. Kardiogram sazrevanja: intervju — Maja
Veselinovié, strip autorka i ilustratorka]; Vreme, 13/01/2011, https://www.
vreme.com/cms/view.php?id=971113 spristupnené 01/05/2021

7 Rakezi¢, Sasa, Maturation Cardiogram: Interview — Maja Veselinovi¢, Comic
Book Author and lIllustrator [orig. Kardiogram sazrevanja: intervju — Maja
Veselinovié, strip autorka i ilustratorka]; Vreme, 13/01/2011, https://www.
vreme.com/cms/view.php?id=971113 spristupnené 01/05/2021
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Tri malé Cirianky — detsky komiks

Scénar detského komiksu Tri malé Cifianky [orig. Tri male Ki-
neskinje] od Bojany Minoviéovej s kresbami od Maji Veseli-
novicovej. Samotny pribeh je snom, v ktorom rozpravac ko-
miksu prostrednictvom predstavivosti ilustratora nadobuda
vyzor macacieho dievéata a rozprava pribeh o jej sne, ktory
pozorujeme na obrazkoch. Spolo¢nost jej robbi ¢inska mat-
ka a jej tri mladsie sestry. V nezvycajnom sne cinska matka
odpovedad na otazku dievcat — Koho najviac miluje. Odpove-
da v srbcine so silnym akcentom, Ze najviac miluje svoj bi-
cykel, na¢o sa malé Cinske dievéata chichotaju a rozpravac
zostava zmateny. A ked' sa dcéry opytaju — Koho sa najviac
boji ¢inska matka odpoveda, Ze sa najviac boji princov, naco
rozpravacka macacie diev¢a vybuchne do smiechu, akoby to
bola ta najzdbavnejsia vec, ktoru kedy pocula.

Tento komiks vznikol v roku 2015 a je jednym z novsich
komiksov od Maji Veselinoviéovej a vidno, Ze autorka sa te-
raz viac sustredi na ilustrovanie detskych knih. V roku 2008
vysla zbierka jej komiksov v knihe Nezvycajnd udalost so
Zmurkanim a iné pribehy. Tiez obsahuje komiks, za ktory vy-
hrala cenu Grand Prix na Medzindrodnom festivale komik-
sov v Belehrade v roku 2004. V3etky komiksy v tejto knihe
vyZaruju autorkin alternativny pristup ku komiksu pre do-
spelych, ale aj pre deti a mladez a ¢asto nie su zretelne dané
vekové limity.

V jej novsich komiksoch, ktorymi su aj Tri malé Cirianky,
je posun jej celkovej kreativnej prace smerom kiilustracii pre
deti zjavny, ale Maja v nich dokdze udrzat prvky jej skorsich
komiksov: svetlo, inovacia, inklinovanie smerom k snom,
zvlastnostiam, absurdite, smerom k jemnej irénii a humoru,
odkazom, ktoré nie st banalne a nutia vas rozmyslat a uva-
Zovat nad roznymi otazkami; nieco ¢arovné, mystické ¢i ne-
redlne, niekedy vtipné, to je to, ¢o sa Casto objavuje v jej
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praci. V jej komiksoch stretdvame jednooké princezny, pot-
kanieho muza a Cierne macacie dievca, hracku, ktora Zzmur-
ka a objavuje sa v snoch, prasatd, zajace, macky, ktoré ko-
munikuju s fudmi a ¢insku matku so svojimi troma dcérami,
Oswald hackujuci spolu so svojim priatelom, ktorym je pra-
sa atd. V tejto zbierke sa tiez venuje tvorbe komiksovej kni-
hy (Nezvycajnd udalost so Zmurkanim a iné pribehy, Komiks
pbsobi dobre na mozog), nabozenstvu, filozofii, putavym té-
mam, ktoré sa tykaju vojny a nespravodlivosti atd"

Maja zrucne prenasa skusenosti s alternativnym komik-
som do detského komiksu, ¢im sa urcite lisi od inych a je
preto uznavanou autorkou.

V komikse Tri malé Cifianky v porovnani so skor$imi ko-
miksami zuslachtila, zjednodusila ale aj obohatila svoje vy-
jadrovanie prostrednictvom roznych malych detailov. Ko-
miks sa sklada zo Styroch panelov, z ktorych tri si samostat-
né celky a druhy je rozdeleny na dve ¢asti, o robi komiks
lepsie ¢itatelnym a akceptovatelnym pre dieta. Hrdinky su
Stylizované, veselé, z ich vzhladu ide radost, su nakreslené
tak, Ze nie su zatazené realistickymi obrazkami, priestor nie
je definovany, nie je tam Ziadne perspektivne zobrazenie,
iba neutralne pozadie. Maja nepouZiva bubliny, ale text ko-
miksu piSe rukou a vsadza ho do kompozicie ako umelec-
ky prvok. Toto je maly, vazno-zabavny komiks pre dievcéatd
(a preco nie aj pre chlapcov) a mozno aj pre ich starsie ses-
try ¢i dokonca mladsie mamy. BeZznym spOsobom sa pyta
otazky tykajuce sa Zenskej identity a lame tradi¢né pred-
sudky, Ze matka musi povedat, Ze najviac zo vietkého mi-
luje svoje deti a Ze kaZzda sniva o princovi a nikoho sa ne-
boji. Je tu zjavné opatovné preskimanie tradicnym patriar-
chalnych vzorov a ruzovo zafarbenych rozpravkovych stere-
otypov v zapadnej kulture. A vsetky tieto otazky sa nepy-
ta nikto iny ako ¢inske dievéata a jedna mald macacia Zena.
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Bolo by zaujimavé vytvorit skupinovy rozhovor a analyzo-
vat, ako deti a to hlavne dievcata interpretuju tieto odka-
zy odhliadnuc od toho, Ze od nich oc¢akdvame, Ze sa na celu
scénu budu pozerat ako na nieco vtipné, zvlastne, zaujima-
vé a zdbavné. Moment, ktory tu je tieZ dolezity, je moment
separacie, ked matka povie, Ze md najradsej bicykel a die-
ta v sne a prostrednictvom humoru spontanne zaziva strach
z oddelenia od svojej matky, ku ktorému v budtcnosti nevy-
hnutne dojde. Nie, toto nie je pribeh o zlej matke, ale o pre-
konani strachu zo separdacie (s ktorym sa ¢asto stretdvame
v rozpravkach) a o vitazstve Zenskej identity. A odkaz, ktory
matka posiela, Ze sa boji princov, nam hovori, Ze princovia
nie st vzdy taki bezchybni, ako si myslime, obleceni doruzo-
va a na bielom koni a Ze namiesto toho, by sme z nich mali
mat obavy. Zda sa, Ze vSetko je velmi jednoduché a naivné,
ale v skutocnosti je to velmi vrstvené a komplexné. HIbsi od-
kaz pribehu sa vztahuje na autenticitu Zzenskej identity, kto-
rd sa prejavuje prostrednictvom roznych kvetin, vtakov, fa-
rebného oblecenia, farebnych aut, zagulatenych Zenskych
tvari hrdiniek a vzhladom samotného macacieho dievcata.
V hibke tejto identity krehkej Zenskej bytosti hrdinky &i &i-
tatelky komiksu je to radost zo Zivota, ktord ma formu hry
a sebauspokojenia a nie frustracie spésobenej bojom o ne-
jaké prisne ideové vzory, ktoré Zeny casto na seba kladq,
alebo ich ziskavaju vychovou.

Zoznam titulov tychto autorskych komiksov, ktoré méze-
me povazovat za komiks pre deti a mladez ale aj za komiks
pre dospelych je velky: Oswaldove tajomstvo[orig. Osval-
dova tajna]; Ach, tie ribizle [orig. Ah te ribizle]; Posadnutd
krasou [orig. Poludeli od lepote]; komiksy z knihy Nezvycaj-
nd udalost so Zmurkanim a iné pribehy: Nezvycajnd udalost
so Zmurkanim[orig. Neobican dogadaj sa namigivanjem];
Slivkovy lekvdr[orig. Pekmez od $ljiva]; Mild babicka [orig.
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Tri malé Cinanky

Draga bako]; Presne toto odo mria oCakdvaju moji priatelia
[orig. Prijatelji su bas to od mene ocekivali]; atd.



Medsindrodné sympozian B/B 2027

Majine komiksy pre deti su skutocne alternativne a iné
a to v umeleckom ako aj narativnom zmysle. Postva hrani-
ce a my dufame a ocakdvame, Ze v budicnosti novym sp6-
sobom implementuje jazyk z komiksovej knihy do obrazko-
vych knih a knih pre deti, ktoré vytvorila za posledné roky.
Na domacej komiksovej scéne pre deti by to bolo vitané
osvieZenie.

Komiksova rozpravkova kniha pre deti Cervena ¢iapocka —
dotykovy komiks Dragany KupreSaninovej
Dragana KupreS$aninova aktivne kresli a maluje, venuje sa
grafickému dizajnu, komiksu a ilustracii. V roku 2021 ziska-
la doktorsky titul na Fakulte umeleckého priemyslu v Be-
lehrade a momentalne pracuje ako asistentka profesora na
Akadémii technickych studii, venuje sa réznym predmetom,
ktoré maju blizko k oblasti grafického dizajnu. Vystavovala
na viacerych samostatnych vystavach a zucastnila sa stoviek
skupinovych narodnych aj medzindrodnych vystay, festiva-
lov a umeleckych podujati doma aj v zahranici. Obdrzala sti-
pendia z réznych krajin. Vyhrala viacero cien v oblasti vy-
tvarného umenia a priemyselného umenia (kresba, dizajn,
komiks). Od roku 2004 sa venuje alternativnemu komiksu
a od roku 2008 skuma komiks a okrajové média, ktoré vyu-
Zivaju prvky a jazyk deviateho umenia.®

V ramci svojej doktorantskej prace Dragana Kupresani-
nova zrealizovala umelecky projekt, ktory sa skladal z dvoch
experimentalnych dotykovych komiksov. Prvy z nich bol pi-
lotnym projektom, dotykovym komiksom, inymi slovami,

& Dragana Kupresaninova, Member Directory [orig. Adresar ¢lanova], Ulupuds,
http://www.ulupuds.org.rs/Umetnici/Slikarstvo/DraganaKupresanin.html|
accessed on 04/05/2021
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komiksovou rozpravkou pre deti Cervend ¢iapocka ingpiro-
vanou rozpravkou od bratov Grimmovcov. Druhy projekt bol
hlavnym projektom Neviditelnd vina — experimentdlny do-
tykovy komiks [orig. Nevidljivi talas — eksperimentalni tak-
tilni strip] inSpirovany knihou Viny od Virginie Woolfovej,
ktory vyhral 5 oceneni vratane dvoch cien zo 17. Medzina-
rodného festivalu komiksu v Belehrade: Cenu Grand Prix
a Specialnu cenu poroty za inovaciu v komiksovom umeni.
V tejto sutazi sutazilo okolo 500 autorov z 26 krajin.

Ak hovorime o Neviditelnej vine, lenka poroty, ktora jej
odovzdavala spominané ocenenia, Anica Tucakova, poveda-
la, Zze tento komiks "... predstavuje jednu z najvyznamnej-
Sich prac v celej tvorbe vizudlneho umenia, ktoru si zapa-
matame...je to jedinecny kdsok umenia, ktory charakterizu-
je vaznost a dévodna ambicia definovaného konceptu a naj-
vysSieho Standardu jeho realizacie, vysoko vycibrend grafic-
ka kultdra, sofistikovanost a presnost vyjadrenia a komplex-
na penetracia zamerana na vyskum v dvoch arovniach vni-
mania...” (Tucakov 2019: 3).

Tieto slova chvdly sa urcite daju aspon Ciastoc¢ne apliko-
vat na pilotny projekt dotykovej rozpravky v komiksovej kni-
he Cervend ciapocka.

Ako sa dozveddme od samotnej autorky, ktorad detail-
ne opisuje proces tvorby v jej dizertacnej praci, findlna ver-
zia komiksovej knihy Cervena ¢iapocka bola testovand na
respondentoch, ktorymi boli Siestaci zakladnej skoly, cielo-
va skupina— slepi a vizudlne znevyhodneni. Podla vysledkov
sa navrhy potom opravovali, kym nevznikla findlna verzia.
Vyvoju takéhoto Specifického projektu musel predchadzat
vyskum a pripravy spojené s procesom tlace, réznych tex-
tur, Braillovho prekladu, ale aj vyskum Specifickych potrieb
ciefovej skupiny. Vsetky tvary boli najpv navrhnuté a vek-
torované prostrednictvom pouZzitia softwéru a potom pod-
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la vektorovych kresieb sa strihali materidly pomocou lase-

rovej strihacky a aplikovali sa do formatov na zaklade pred-

tym vytvorenej sekvencie. Finalna cirkulacia bol vytvorena
prostrednictvom UV digitdlnej tlaciarne s pouZitymi tvarmi

na horizontalnom formate 320x290mm, s po¢tom stran 12,

z ktorych 8 st obrazkové panely.

Najdolezitejsie ¢rty dotykového komiksu pre deti Cerve-
nd Ciapocka su:

e prechod z dvojdimenziondlneho komiksu na trojdimen-
zidlny

e primarny dbraz sa kladie na dotyk a nie na zmysel zraku
(aj ked tento komiks nie je urceny len slepym ale aj vizu-
alne znevyhodnenym a moze byt samozrejme zaujima-
vy aj pre tych bez akéhokolvek handikepu)

e ponuknuty text je v dvoch formatoch — cyrilika a Braillo-
ve pismo

e radikalne minimalisticka Stylizacia tvarov: postavy, ob-
jekty, vsetky motivy, ktoré sa daju lahko rozoznat do-
tykom slepého a vizualne znevyhodneného; Cisté povr-
chy, jasné redukované tvary, textury, ktoré dalej evokuju
charakter postavy ¢i objektu, silné kontrasty Ciernej, bie-
lej a Sedej na velkych a jasnych povrchoch.

e komiks, ktory je aj objektom knizného umenia, vo vyda-
ni len 3 koépii, dostupny verejnosti na vystavach v galéri-
ach pred formalnou obhajobou dokorantskej prace (Ga-
|éria Kolarac v Belehrade, Galéria SULUV v Novom Sade
a niekolko skupinovych vystav)

e priekopnicka snaha tohto druhu v Srbsku a rarita vo svete
V kataldgu z vystavy dotykovych komiksov od Dragany

Kupresaninovej, Sonja Jankovova hovori: “Tvorbou komiksu

mimo zvyc¢ajného ramca nas autor pozyva sledovat pribeh

prostrednictvom pouzivania dotyku, ktory iba neotvara ko-
miks slepym a vizudlne znevyhodnenym ludom, ale otva-
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ra moznosti pre nas vsetkych, aby sme mohli zazit vytvarné
umenie inym spésobom.” (Jankov 2019: 103).

Na zaver vo svojej doktorantskej praci, ktora sa pod-
la jej mentora profesora Rastka Ciri¢a stdla zndmou este
predtym, nez ju formalne obhajila, KupreSaninova dodava:
'V symbioticke] interakcii spristupnenej prace a spristupnené-
ho priestoru, dotykovost predstavuje novy koncept tvarova-
nia v komikse, pri ktorom komiks paradoxne — zahtnajuc nevi-
zudlny zmysel — vytvara nové vizualne hmatové rozpravanie’.

S tymto experimentom v oblasti detského komiksu Dra-
gana KupreSaninova urobila vyznamny krok smerom vpred
a posunula hranice tvorby a ’¢itania” komiksu, ak hovori-
me o najmladSom publiku. Dalo by sa povedat, Ze je viac
ako ambicidozne vytvorit komiks, inymi slovami, vizualny pri-
beh pre tych, ktory nenazivaju spolu s vizudlnym vnemom,
teda pre slepé a vizudlne znevyhodnené deti. Ale ak o tom
poriadne popremyslame, toto nie je otdzka ambicie ¢i do-
myslavosti ale nekonecnej lasky k médiu komiksu a k filan-
tropii zobrazenej prostrednictvom tvorby pre tych na okraji
spoloc¢nosti. Komiksy pre deti, Specidlne experimentdlne ko-
miksy, ani tie pre slepé a vizudlne znevyhodnené deti nie su
v strede zaujmu vSeobecnej verejnosti.

“Esencia komiksu je ich narativny potencidl’(Kupresa-
nin 2019: 171). Mbézeme sa len domnievat o skusenostiach
a predstavivosti slepych deti, ked' “¢itaju” taky komiks, ked
sa dotykaju tvaru, ked rozpozndvaju veselé a naivné dievca
v lese, hrozného vlka, horara s fuzmi a klobikom, ked rozo-
zndvaju strom, les, kvetinu atd'", ktoré su prepojené s odka-
zom prostrednictvom Braillovho pisma. Samozrejme, Ze pri
detoch, ktoré nemaju moznost zazit kuzlo komiksu vznika
otazka, ze do akej miery su schopné vnimat dotykové ob-
razky, zazit vzruSenie, radost a nezvyc€ajné stretnutie, ktoré
spusti ich predstavivost a emécie a budd vnimat odkaz Cer-
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venej Ciapocky viac zivo. V dobe, ked' je dotykovost spéja-
nas s virtualnym svetom a s obrazovkami, tento komiks nas
prenasa naspat k materialu, dotykovému svetu, svetu tlace-
nych knih, knih ako objektov, ktorych sa dokazu slepé deti
dotykat ako hracky, veci alebo napokon aj — iného ¢loveka.

Mali Dnevnik 1388

Cervend Ciapocka, televizne ukazky

° Little Newsreel [orig. Mali Dnevnik]: https://www.youtube.com/watch?v=m4
wmEfUNrCs accessed on 04/05/2021

e ._:__":2
s i e
Rt e o,

Pppoocaag,

Cervend Ciapocka, fotografie

Zaver

Prostrednictvom prezentdcie dvoch pripadovych studii
v tomto prispevku som sa pokusila poukazat na mozné po-
stvanie hranic a trendov vo vyvine komiksovych knih tymi
autormi, ktori sa venuju komiksu a nepatria do takzvaného
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mainstreamu®® a tymi, ktori sa venuju detskému komiksu.!?
Da sa povedat, Ze tito tvorcovia sa venuju margindlnym od-
vetviam komiksového umenia.

Analyzovali sa priklady alternativneho pristupy Maji Ve-
selinovicovej a experimentdlny pristup k detskému komik-
su od Dragany Kupreaninovej. Obidve autorky sa venova-
li alternativnemu komiksu roky predtym, ako vytvorili tieto
prace. Obidve vyhrali ocenenia na Medzindrodnom festiva-
le komiksu v Belehrade, ktory podporuje inovaciu odovzda-
vanim $pecialnej ceny za takyto prinos. Obidve autorky in-
klinuju k vyskumu réznych médii, Zanrov, technik.

Je dost velkou vyzvou zakomponovat do detského ko-
miksu prvky alternativneho komiksu, ¢o sa da definovat
ako: ‘Déraz, ktory sa klade na otvorenost smerom k novym,
pociatocnym a sofistikovanym formam subverzie stavu veci
v danom momente a systému, (...) ako zaklad vitality alter-
nativneho komiksu a nepretrzitého omladovania, ktoré robi
tuto scénu flexibilnou, nepredvidatelnou a — alternativnou’
(Sekuli¢, Popovi¢ 2011: 22).

Maja Veselinovi¢ova predstavila v detskom komikse ako
prvok alternativneho komiksu netypicky, autenticky vizual-
ny jazyk a Specificky narativ prostrednictvom pisania ale-
bo vyberu pisma. A nielen to. Prepojila skisenosti s pracou
s alternativnym komiksom a svoje skusenosti ilustratora pre
deti. Tym, Ze autorka hlboko respektuje integritu a schop-

Tamburi¢ diskutuje aj o fakte, Ze terminy ako mainstreamovy a undergroun-
dovy komiks su sporné: “Je matuce, Ze mainstreamové komiksy sa nazyvaju
komiksy a v nich lietaju postavy oblecené vo farebnych trickach, kym komiksy
o skutoénych fudskych vztahoch a pocitoch sa nazyvaju undergroundovymi
komiksami” (Tamburi¢ 2020, 73).

Dokonca aj s detskou literatirou sa ¢asto nardba nefér, akoby bola menej hod-
notnd ako literatura pre dospelych.
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nosti dietata, vytvara im vyzvy a hadanky prostrednictvom
zdbavnych a zdanlivo naivnych pribehov, pri ktorych veri, ze
ich deti pochopia a precitia. Aj dospeli méZu éitat tieto pri-
behy a prehodnotit spdsob, akym vychovovavaju svoje deti
a zaobchddzaju s nimi.

Suhlasime s autorkou dotykového komiksu Draganou
Kupresaninovou, ktora vo svojich vedeckych pracach pove-
dala, Ze "Experimentalne prace v komiksovom médiu st d6-
leZité, pretoZze tym, €o robia, ndm ukazuju momentdlnu po-
ziciu v rdmci momentdlnych socidlnych procesov, inymi slo-
vami, potreby a smerovanie dalSich transformacii “(Kupre-
$anin 2019: 171).

Vo svojom experimente preniesla Dragana Kupresani-
nova komiks pre deti do tretej dimenzie a ponukla ndam do-
tykovost ako novl hodnotu komiksu a to nielen pre deti
s vizualnym znevyhodnotenim ale aj pre iné deti ako aj do-
spelych, ked umoznila dotyku poskytnut nam novu infor-
madciu a pocit zo skdsenosti s komiksom. Toto urcite otva-
ra moznosti v zmysle dalSieho mozného experimentovania
v oblasti komiksu, v zmysle trojdimenzionalneho rozmeru
a dotykovosti, ¢o moéze byt v pripade deti obvzIast atrak-
tivne a pribliZi to komiks blizsie ku knihe nielen ako k ob-
jektu ale aj ku knihe ako k urcitému druhu multimedial-
nej hracky.

Verime, Ze oba priklady, ktoré sme v tomto prispevku
prediskutovali, budu nasledované detskym komiksom, kto-
ry sa bude moct vyvijat, menit, adaptovat (samozrejme nie
smerom k nedobrej kvalite) smerom k presytenému publiku
21. storocia, ktoré je vystavené roznym informdcidm, mul-
timedialnemu obsahu a vSeobecnej nadprodukcii nahladov
a prebytkov. Je dost tazké dosiahnut to, ale aj narocnejsie
v zmysle obsahu schopného lisit sa a udrzat si pozornost ¢i-
tatelov.



Medzivirodeé. sympizin BIB 2027

Odkazy

1.

Grasi, Zefirino, Jovanovic, Slobodan, Ciri¢, Rastko, lllustrators
of Politikin zabavnik [orig. llustratori Politikinog zabavnika],
Muzeum priemyselnych umeni, Politika, Belehrad, 2007.
Ivkov, Slobodan, 60 Years of Comics in Serbia [orig. 60 godi-
na stripa u Srbiji], Umelecké stretnutie, Subotica, 1995.
Jankov, Sonja Shared Experiences: Exhibition Review [orig.
Zajednicki doZivljaji: recenzija izloZbe], v: SULUV Production
2019 [orig. Produkcija SULUV], Association of Fine Artists of
Vojvodina, Novy Sad, 2019.

Kupresanin, Dragana, Aesthetics of the Invisible [orig. Esteti-
ka nevidljivog], v: Culture: A Journal for the Theory and Soci-
ology of Culture and Cultural Policy [orig. Kultura: Casopis za
teoriju i sociologiju kulture i kulturnu politiku], 165, Institut
Studia kulturneho rozvoja, Belehrad, 2019.

Lazi¢, Laza, Comics — Reflections and Memories of 80 Years
of Reading Comics [orig. Strip — Refleksije i secanja na 80
godina Citanja stripova], in: Culture: A Journal for the Theo-
ry and Sociology of Culture and Cultural Policy [orig. Kultu-
ra: ¢asopis za teoriju i sociologiju kulture | kulturnu politiku],
165, Institut studia kulturneho rozvoja, Belehrad, 2019.
Sekuli¢, Aleksandra, Popovi¢, Radovan, Invisible Comic: Al-
ternative Comics in Serbia 1980-2010 [orig. Nevidljivi strip:
Alternativni strip u Srbiji 1980-2010], Ndrodnd srbskd knizni-
ca, Belehrad, 2011.

Stefanovic, Zoran, Introduction: Orphan of Sociology, Prince
of Neuroaesthetics: Comics and Identity [orig. Uvod: siroce
sociologije, knez neuroestetike: strip i identitet], in: Culture:
A Journal for the Theory and Sociology of Culture and Cultu-
ral Policy [orig. Kultura: Casopis za teoriju i sociologiju kultu-
re | kulturnu politiku], 165, Institut Studia kultirneho rozvo-
ja, Belehrad, 2019.

Tamburi¢, Zivojin, Comic Book Reviews [orig. Stripske kriti-
ke], Modesty stripovi, Belehrad, 2020.

10.

11.

12.

Senka VVlahoois

Tamburi¢, Zivojin, Zupan, Zdravko, Stefanovi¢, Zoran; The
Comics We Loved: Selection of 20" Century Comics and Cre-
ators from the Region of Former Yugoslavia [orig. Stripovi
koje smo voleli: izbor stripova | stvaralaca sa prostora bivse
Jugoslavije u XX veku], Omnibus, Belehrad, 2011.

Tucakov, Anica, Word of the Jury [orig. Rec Zirija], in: Inter-
national Comics Festival [orig. Medunarodni salon stripa]
(17; 2019; Belgrade), Studentské kultirne centrum, Beleh-
rad, 2019.

Veselinovi¢, Maja, An Unusual Event with a Wink and Other
Stories [orig. Neobi¢an dogadaj sa namigivanjem i druge
price], Studentské kultirne centum, Novy Sad, 2008.
Vlahovic, Senka, Marko the Cat and Other Old/New Heroes
in Children’s Books by Serbian Illustrators of the 21°* Century,
Contemporary Serbian Children’s Book lllustrators, Bandtske
kulturne centrum, Novo Milosevo, 2019.

Internetové zdroje

1.

Dragana Kupresanin, Member Directory [orig. Adresar cla-
nova], Ulupuds, http://www.ulupuds.org.rs/Umetnici/Sli-
karstvo/DraganaKupresanin.html spristupnené 04/05/2021
Interview with Maja Veselinovic; A Picture Book Pot [orig. ],
https://lonacslikovnica.com/2017/10/22/intervju-maja-ve-
selinovic/ spristupnené 01/05/2021

Little Newsreel [orig. Mali Dnevnik] https://www.youtube.
com/watch?v=m4wmEfUNrCs spristupnené 04/05/2021
Rakezi¢, Sasa, Maturation Cardiogram: Interview — Maja
Veselinovic, Comic Book Author and Illustrator [orig. Kardi-
ogram sazrevanja: intervjiu — Maja veselinovic, strip autor-
ka i ilustratorka]; Vreme, 13/01/2011, https://www.vreme.
com/cms/view.php?id=971113 spristupnené 01/05/2021
Maja Veselinovié’s website, http://www.majaveselinovic.
com/bio/ spristupnené 01/05/2021







BIB 2021

,Comics in The Current Picture Book for Children and Youth
(Creative and Discovery Strategies)”




Editor:

Mgr. Viera Anoskinova

Published by:

BIBIANA, International House of Art for Children,
Panska 41, 815 39 Bratislava, Slovak republic
Photography:

Archive of BIBIANA and authors

Translation from English to Slovak:

Martina Haug

Slovak language revision:

PhDr. Tatiana Zaryova

The authors of no Slovak contributions are responsible
for English translations of their contributions
Graphic design:

Jana Bibova

Realization:

ULTRA PRINT

ISBN 978-80-89154-77-7

MISCELLANY

International Symposium BIB 2021

Biennial of lllustrations Bratislava 2021

Theme:

“Comics in The Current Picture Book for Children and Youth
(Creative and discovery strategies)”



Contents

Zuzana Jarosova, Slovakia:
SPEECN e

Sheida Arameshfard, Iran:
Investigating the Concept of “Glocalization” in Visual
Aspects of Comic Strips in Iran with a Look at Rostam
in Haft Khan Collection ........ccccoceeiririnininicicicceeee

Denis Beznosov, Russia:
Comics in The Current Picture Book for Children and Youth
(Creative and Discovery Strategies) ........cccocevveereevueeuennnn.

Ana Biscaia, Portugal:
Comics in The Current Picture Book for Children and Youth
(Creative and Discovery Strategies) .........ccoceevveeeerreesreesueennn.

Ali Boozari, Iran:
Iranian Style of Comic Books; a Brief History and Overview ..

Renata Fucikova, Czech Republic:
Golden Age of Czech Comics for Children between
60s and 70s of the 20" Century .......ccccceveveeeeeceeeeeennns

Anna Kérchy, Hungary:
Creative Strategies of Comics in Current Hungarian
Picturebooks ........cooveeiiiiiiiiiiesec e

Chryssa Kouraki, Angela Yannicopoulou, Greece:
Grécke historické romany pre deti a mladez ...........ccc.o......

Steffen Larsen, Denmark:
To Frame or NOot to Frame ........ooovveiiiiiiiiiiiiiieeeeeee e,

120

121

131

135

139

149

157

163

171

Isabella Mauro, Croatia:
Two Heroines of Croatian Comic Books for Children .............

Rutu Modan, Yirmi Pinkus, Israel:
The Noah Book Project / Contemporary Comics for Early
ReAders from ...ccceieeiee e

Tuula Pere, Finland:
Painting with Words — Telling with Pictures. Visualizing
the Stories — Author/ lllustrator Interactionr .........ccoveveveenn.

Irena Juki¢ Pranji¢, Croatia:
The Influence of Children’s Literature on the Creation
of Croatian Children‘s Comic Characters ..........ccccceeevuveennnen.

Tomas Prokupek, Czech Republic:
Between Picture Book, Concertina Book and Comics.
Beginnings of Separately Published Picture Series
in the Czech SUrroUNdings .....cccoevvevvieeiieeiieniesiecee e

Marija Risti¢, Serbia:
Mali Politikin Zabavnik — Comic Dikan .............cccceeevveeeveenns

Renana Green-Shukrun, Israel:
The Change of the Protagonist in Israeli Comics
for Children: From Hero to Heroine ........ccccceevcuveevveecveennns

Silvija Tretjakova, Latvia:
Comics as a Creative Strategy in Reading Promotion
1YL= Yo Te [0 (o =Y OO USSRt

Lote Vilma Vitina, Latvia:
Comics in The Current Picture Book for Children
and Youth (Creative and Discovery Strategies) ...................

Senka Vlahovic, Serbia:
Comics for Children: Alternative and Experimental
Approaches in Serbia in the 21 Century
(Maja Veselinovi¢ and Dragana Kupresanin) ......c.c.c.ceeueuueee.

174

182

184

190

195

200

204

210

217

220



MISCELLANY

<
>
<
=
0
=
5]
<
o]
m
[}
=1
(@)
=
=
<r:1
et
B
[}
)
=
|
=
oy
(@)
|
<
—
=]
=1
B
—
m
©

Vi

)

Comics in the current picture book for children and

young people

(Creative and Discovery Strategies)

For the first time, during more than half-century history of the
Biennial Bratislava, we have decided to look closer at the phe-
nomenon of ‘Comics’. In the past, comics was seen, in jud-
ging of art critics, more or less as commercial production, as
mainstream. There exist also competitions focused exclusive-
ly on comics production. Boundaries between so called "hi-
gh’and ‘low’art are being erased or they are disappearing in
the contemporary art. In the last years, original inventive co-
mics of high artistic quality have applied for the participation
in the international BIB competition. One good example from
the last year at BIB 2019 are, for example, works made by the
illustrator Anat Warshavski from Israel who was awarded by
BIB Plaque 2019. In her awarded book (The Cooking Pinguins)
she works with comics in a creative and funny way. And we
can find more examples of such books. All genres, all styles
and all media are combined and meet in the current book pro-
duction for children and young people. There are almost no li-
mits. The most important is the idea, message, realization and
quality as such.

This was the reason why we have decided to examine the
phenomenon of comics from the point of view of different pro-
fessionals from all corners of the world. Experts, publishers,
theorists, critics, journalists, illustrators could send their con-
tributions for the International Symposium BIB 21 only online.
They present and analyse creative and discovery strategies of
the genre and of the phenomenon of comics in the current pic-
ture book for children and young people from different points
of view. And of course, they analyse how the forms of the cur-
rent comics of good quality and the whole reflection of the
term ‘comics’are changing in the world.

The topic of the Symposium BIB 2021 examines one of the
phenomena of the current picture book, to which not so much
attention has been paid so far. We are glad that it provoked in-
teresting considerations that are published in this almanac de-
dicated to the International Symposium BIB 2021. It is another
small piece into the mosaic of learning the current forms of
the world illustration production of books for children and yo-
ung people.

Zuzana JaroSova
General Commissioner of BIB
Chairwoman of the International Committee of BIB
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INVESTIGATING THE CONCEPT OF “GLOCALIZATION” IN VISUAL ASPECTS OF COMIC
STRIPS IN IRAN WITH A LOOK AT ROSTAM IN HAFT KHAN COLLECTION

She is a researcher and activist in children’s literature. She holds her
master’s degree in children’s literature from Shiraz University And
now she is a doctoral student in Persian language and literature at
the same university. In addition, she is a member of the Children’s
Book Council and a member of Shiraz University Center for Children’s
Literature Studies, Young Adult Novel Group, Iran. She has written
numerous articles in children’s literature and has collaborated with
various institutions in this field.

The purpose of this study is to investigate the way Iranian
culture is encountered with comic strips. The question is
“where are Iranian comics standing now?” To clarify this,
| have used the case study of Rostam in Haft Khan Collec-
tion. Since the comic strip is an imported medium in east-
ern countries, dealing with it is different in each culture.
While some approaches emphasize globalization, others
agree with localization in creating comics. Anna Katrina
Gutierrez (2013) suggested a middle ground and used the
term “Glocalization” which combines global and local per-
spectives. In her approach, to eliminate the threat of glo-
bal homogenization and the fear of local isolation, a fun-
damental cognitive operation is described as “conceptual
blending”. In this view, comic strips in text and images are
organic channels that bridges true aspects of different cul-
tures and makes dialogue between them. The history of Ira-
nian comics shows that most of the efforts could not reflect
the world that Iranian has lived in, and were not based on
their expression. Most of the works have leaned towards
“sameness” instead of “shareness”. On the other hand, this
type has repeatedly become an instrument of localized un-
der governing of political and ideological concerns. Rostam
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in Haft Khan collection, despite all weaknesses, especially
in pictures, shows a kind of hybridity between eastern and
western cultures and manifests diversity and similarity in
itself. It seems that the increase of successful comics in re-
cent years shows a transition period in Iranian comics to
find their identity and the necessity of useful negotiation is
fully felt in this space.

Keywords: Comic, Glocalization, Pictures, Rostam in Haft
Khan.

Preface
It may not be wrong to look for the origins of comic strips
in cave petroglyph.

When cavemen wrote their daily hunting adventures on
the cave walls and sat by the fire at night, describing them
to each other. These early paintings, similar to comics, de-
picted visual stories that are arranged in panels that fallow
a sequence. If we look at it in this way, comics are rooted
in all human cultures and the period of their evolution is
similar and common in different regions.

As Patterson points out in his book on comics, “Comics
certainly did not appear “whole cloth” as a direct result of
a single technological advancement or artistic innovation;
rather, they are the result of slow and broad shifts in visual
literacy that occurred over centuries among hundreds of
artists from many different parts of the world” (Peterson,
2010: xxii).

Just like other cultures, there are examples in the illus-
trated history of Iran that have similarities with comics.

Ancient Sassanid and Achaemenid paintings, like com-
ics, express a message and include characters, setting and
timeline.

Sheiida %/‘a/rr%’éfam/

Figure 1. Pictures of the Achaemenid period in Persepolis

Also in the miniatures, i.e., pre-Islamic Iranian painting,
which are developed in later periods, sequence of drawings
and even bubbles in which the poems of famous poets are
mentioned.

Figure 2. Iranian Miniatures

Some other traditional Iranian arts such as “Picture reci-
tation” (Naggali) and “screen reading” (Parde Khani), al-
though more of theatrical art, yet have similarities to comic
strips due to the images used in them.
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Figure 3. Naqgali, An Iranian story- telling

I must mention that Iranian culture seems to be a verbal
culture rather than a visual one. For example, in Naqgqali,
a narrator narrates long stories of the Shahnameh due to
the limited images in front of the audience. similarly, screen
reading in which religious and historical events are depicted
on alarge screen, is verbalized and performed by the screen
reader. This tradition continued later, such that, even when
the first foreign comics were translated in Iranian journals,

Sherda ﬁ/‘am&’éfw‘/

short sentences of the original text were translated into
long paragraphs in translation. That is translators were add-
ing extra descriptions to the images so that readers could
better understand the pictures and stories! (For more de-
tails, refer to Mohammadi & Ghayeni: p1114).

Itis asif the translator did not trust the audience’s visual
comprehension to read and understand the images.

Peep boxes that entered Iran during the reign of Mozaf-
far al-Din Shah Qajar strengthened this oral and linguistic
culture.

These boxes were an exhibition of sequential sliced pic-
tures, viewed through a small hole or magnifying glass and
narrators operated them. The images of these boxes may
be considered as the first examples of comic strips import-
ed to Iran.

Figure 4. Iranian Peep boxes

Despite common origins, what is meant by the term comic
is @ medium, that is imported from the West. The comic in
Iran began with the translations of Western works. The first
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examples were published under the specific title of Comics
from the 1940s, which were translations of American and
British myths and adventure stories. (For more information,
see Tarhandeh, 2011)

In this research, | tried to study the way Asian countries,
especially Iran, deal with comics as a new medium. To this
aim, | applied the Gutierrez approach (2013) on “The emer-
gence of glocal subjectivities in the blend of global, local,
east and west”. In this approach, Gutierrez suggests the
glocal space formed by the connections of similar elements
from global and local spaces, which is then further enriched
by the qualities that make these elements distinct from one
another (Gutierrez, 2013: 22). To clarify the issue, | will ex-
plore the interactions of global and local processes on the
pictures of an Iranian comic collection called Rostam in Haft
khan. The question is, whether the illustrations in this book
have been able to reflect a conceptual blend of the global
and local culture.

More generally “where are lIranian comics standing
now”? Moreover, “how global spaces can create useful ne-
gotiations between Iranian and foreign comics»?

Dialogue between east and west, local and global
Itis natural that when something enters from one culture to
another, a set of binary opposites is formed. The same thing
happened with the advent of comics in Iran and many duali-
ties were formed. Such as local-global, tradition-modernity,
government and the leftism (left wing politics), genre differ-
ences, etc. Although in the beginning only foreign comics
were translated, in later years some artists tried to produce
native works.

On one hand some of the works tried to reflect Western
culture, while on the other hand some relied on tradition

Sheida ﬁl/‘ams’éfam/

and religion, also sometimes a contradictory combination
of the two was formed. However, this combination was not
a true combination, or in Gutierrez’s words, it was not the
“combination of operations”.

For example, Superman, Batman, Tarzan and other char-
acters and superhero stories were transferred to Iran with
only their names being changed to Iranian names. These
stories were not the true reflection of Iranian culture, rath-
er they were just copies without digestion.

In addition to the global- local dichotomy, there were
other dichotomies, as well such as the duality of govern-
ment and leftism.

Comics are usually propaganda of governments to dom-
inate their ideology, or a tool of government critics to in-
form the people.

In Iran, the approach of governments before and after
the 1979 revolution was in completely opposite direction.
Before the revolution, the imperial government has empha-
sized modernization and imitation of Western comics. This
is while, after the revolution and with the establishment of
areligious government, anti-Westernism was on the agenda.
There for, after the revolution, the lack of government’s
support as well as censorship, pushed comics to the mar-
gins, discredited their values, and introduced them as weak
and superficial literature.

Similar situations occurred in other Asian countries such
as China, India and Japan. Perhaps in this confrontation Ja-
pan was the most successful. despite all the dualities, Japan
succeeded to find its originality through digesting western
examples and creating its own version, entitled Manga
and then even exporting it. “Once Manga Fans in America
adopted the visual code, many began to learn to draw in
the manga way, creating hybrid comics called “ameriman-
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ga”, and for a few, the final challenge was to learn enough
Japanese to translate their own” (Peterson, 2010: 185).

The question is how Manga as Peterson said, became
an international cultural force? eventually, they even sur-
passed the America’s dominant role in comic production?

Gutierrez believes that the blending of elements from
several input spaces forms a new conceptual space from
which emerges a new meaning, called an “emergent struc-
ture’. The emergent structure is not copied from any of the
input spaces but arises from the conversation between
spaces, made possible by the intersection of similar ele-
ments. To eliminate the threat of global homogenization
and the fear of local isolation, she seeks resolution through
the establishment of a middle ground. This process of pene-
tration-integration of the global with the local, or glocaliza-
tion, allows global and local spaces to interact with and en-
rich one another through the blending of shared elements
and vital relations (Gutierrez, 2013: 19, 20).

However, | think that the combination of these two words,
local and global (glocalization) is a mental assumption, and
how close we get to it in practice is not clear and guaran-
teed. But perhaps we can think of Japanese manga as a rep-
resentation of this combination. They seem to have multiple
identities and there is a kind of hybrid in them in which local
and global have entered into dialogue with each other.

In her article, Gutierrez criticizes Western logic, which
states that only one of the two dichotomous assertions can
be considered true and propounds the paradoxical possibil-
ity that both assertions are true, that one is true and the
other false, and that both assertions are false (p.24).

In this paper, | move beyond this assumption by ask-
ing what is really true and what is false? More importantly,
what determines whether something is true or false?

Sherda ﬁ%m&éfaﬂ/

In today’s world, it is necessary to deconstruct dichoto-
miesand break dualities. Todothis, one hastorealizethe con-
cept of hybridity, that is a mixture of things and as Gutierrez
mentioned, “To have at once something and its opposite”
Today’s comics in Iran usually tend to represent only one
side of the dual. They either reflect the ruling ideology or
highlight nationalist sentiments. They either are clumsy imi-
tations of Western examples or rely on local art.

However recently, in some images, efforts have been
made to combine the traditional and modern perspectives.
For example, in a book where faces of Imams and Infallibles
in the event of Ashura are shown, an attempt is made to
represent a new and avant-garde view of religious works. It
is necessary to mention that in religious works in Iran, the
faces of prophets and imams are not drawn to respect them
as holly individuals. But, even in this example the faces of
women are covered and thus despite the authors’ attempt
to break the tradition-modern duality, still the traditional
view is dominating.

This shows that there are many dualities that are inter-
twined. In this example, we see the confrontation between
tradition and religion, in which tradition is ahead of religion
in prejudice. It is based on jealousy and prejudice against
women and emphasizes that it does not allow womenss
faces to be displayed.

It seems that the examples of Iranian comics in recent years
reflect a transition period. A course of applying Western
comic techniques in form of trial and error and limited efforts
to integrate local and global culture. This paper discusses this
transition through analyzing Rostam in Haft Khan, which is
a collection of graphic books that has been recently pub-
lished in Iran. The series of Rostam in Haft Khan is a super-
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Figure 5. The story of Ashura illustrated by Parviz Eghbali, p 56

Sheiida %/‘a/rr%’éfam/

hero comic, which focuses on the character of Rostam who
is the most important character in Ferdowsi’s Shahnameh.

Rostam in Haft Khan, a superhero comic of the transition
period

Rostam is the greatest national hero of Iran. In this three-
volume collection, the adventures of Rostam in Haft Khan
have become comics. The pictures reflect the transition pe-
riod well. Since in the transition period, different sections of
society are transitioning from tradition to modernity, prob-
lems such as identity crisis, participation crisis, distribution

Figure 6. Persian signs on clothes and places
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crisis and unity crisis are formed in this pe-
riod. In this story, we do not see an inde-
pendent identity. Most of the elements of
the images are borrowed from the West.
Although the illustrator has chosen Irani-
an faces and costumes for the characters,
the general atmosphere of the images is
Western. That is, if we change the clothes
of the characters, we do not see any other
indication of being Iranians. Adding more
cultural details could make images origi-
nal and reflect the theory of glocalization.
However, except for a few frames in which
buildings and clothes have elements from
Iran, images are imitated from Western
examples.

Instead of the delicate and miniature
designs and many details that we see in
traditional Iranian paintings and draw-
ings, the images have gone towards mod-
ernization. We see sharp, thick, intersect-
ing lines in the images, which gives more
excitement to the movement and actions
of the characters. Like the modern world,
everything is in motion and speed. Jump-
ing and suspending characters, zoom in
and zoom outs, close-ups and extreme
close-ups, which are Western comic tech-

Figure 7. Action and Movement

niques, can be seen in these images. Of course, the ar- techniques is an imitation of Western examples. Because
tistic use of elements such as framing, composition, light comics, after all, are influenced by the film and animation
and color contrasts, atmosphere, points of view and dif- industry. In these mediums, the way each element is used
ferent shots in any culture is a positive feature. To be spe- conveys a special meaning that can be generalized to all

cific it cannot be said that the mere application of these countries of the world.
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Figure 9. Light contrast

Close-ups or extreme close-ups are used to show the inner
and mental states of the characters.

Dark and light spaces are used to show a mysterious
space and create illusions and panic.

Bottom-up point of view show the authority of the char-
acter and top-down point of view draws the overall setting
of the scene and gives the audience a sense of dominance.

In this series, despite the fact that the illustrator used
these techniques well, if he could have used more Iranian
elements, we could say that a useful negotiation took place
and the images found an Iranian identity. However, this has
happened in limited cases.

Figure 8. Close up and Extreme Close ups There is only in few images however, that the illustrator
has been able to combine local and global features, where
instead of “sameness” we see a kind of “shareness”.

For example, in composition, skewed, crossed, and frag- Rostamys cover in these pictures is a good example to
mented boxes represent action and movement. show this combination. The ingredient to transform adven-
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Figure 11. Top down point of view

ture comics is the use of a costume to set the heroic charac- Figure 12. Special Clothes of the hero
ter apart from the rest of society and visually define his role
as a vigilante (Peterson, 2010: 137).

Just like today»s heroes who have a special mask or cos- In this way, the global technique for introducing the hero
tume, according to the stories of Shahnameh, Rostam also (choosing a special costume) is linked to local capacities and
wears a special costume in battle with demons, which gives has created a personal version of the Iranian hero.
him supernatural power and makes his savior more color-
ful. Leopard skin armor, belonging to Rostam»s grandfather Conclusion
named Sam (babre bayan), a helmet made of demon skull, In her approach, Gutierrez emphasizes the dialogue be-

and a cow-shaped wand. tween local and global, East and West, and the concept of
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conceptual blending. However, how far is this unity possible
in practice? Perhaps it is better to imagine the approach of
glocalization, as a spectrum, on which different countries
are placed, according to their cultural capacities in imple-
menting glocalization. It can be said that the most success-
ful example of such glocalization is the Japanese manga,
which instead of a simple transfer is a result of entering into
a dialogue with American comics, transforming and turning
them into a new Japanese version. In Iran, going through
many historical, political and religious difficulties, comics
are in a period of transition. The first encounter of Irani-
ans with comics was in the 1940s, due to the government'’s
interest in modernization, in which most comics were cop-
ies of foreign examples. After the 1979 revolution, with the
Islamization of the government and the anti-Western view,
comics were marginalized and banned or used to express
the ideology of the government. In recent decades, with
the emphasis on the need to interact with the global village,
attention to comics in Iran has increased. However, these
comics seem to fail in integrating both parts of the local-
global duality and instead are actually a representative of
one part while only borrowing some optional features from
the other part. Recently, especially with the development of
the cinema and animation industry in Iran, comics have also
evolved and efforts have been made to blend local culture
with the culture of global comics. This stage can be referred
to as a transition period. A period in which Iranian comics
are in search of a true identity through initiating a dialogue
with the world by distributing local capacities and partici-
pating in the capacity of Western comics. Yet these efforts

Sheida #/‘ams’éfam/

to achieve glocalization are seemingly trial and error. The
case of Rostam in Haft Khan as examined in this study illus-
trates this situation well. In this story, an attempt has been
made to present an Iranian epic story in the form of a comic
with the help of global techniques. Although this comic is
becoming more and more similar to western comics, we
are witnessing efforts to incorporate indigenous elements
into it. Cinematic techniques such as framing, composition,
different points of view, light and color contrast, etc., have
been used artistically in this comic, and visual language has
been successful in conveying the message of the story. Al-
together, it can be said that increasing number of successful
comics in Iran in recent years can be promising to eventu-
ally move on the glocalization spectrum.

Bibliography

1. Bahmanpour, Mohammad Saeed, Illustrator Parviz Eghbali.
(2016). The story of Ashura. Tehran: Danesh-Gmuz.

2. Gutierrez. Anna Katrina (2013). “The Emergence of Glocal
Subjectivities in the Blend of Global, Local, East and West”.
Subjectivity in Asian children’s literature and Film, John Ste-
phens. New York and London: Routledge.

3. Hosseini, Mostafa. (2013). Rostam in Haft Khan (three volu-
mes). Mashhad: Khorasan Cultural and Artistic Institute.

4. Peterson, Robert S. (2011). Comics, Manga and Graphic No-
vels, A history of graphic narratives. California: Praeger.

5. Tarhandeh, Sahar. (2011). “Striving to Survive: Comic Strips
in Iran”, Book bird, John Hopkins University Press, Volume 49,
Number 4. Pp 24- 31.Mohammadi, M & Ghaeni, Z. (2005).
The History of Children’s Literature in Iran. Vol. 7. Modern
Era. Tehran: Chista.



. Denis Beznosov

T ——

Russra

COMICS IN THE CURRENT PICTURE BOOK FOR CHILDREN AND YOUTH
(CREATIVE AND DISCOVERY STRATEGIES)

Poet, literary critic, translator. Deputy director of the Russian State
Children’s Library. Member of the IBBY Executive Committee
(2020-2022). Was twice elected to work in the International Hans
Christian Andersen Award Jury (2016-2018, 2018-2020). Poems,
literary reviews and translations from English (Sinead Morrissey,
Paul Muldoon, Sean O’Brien, Liz Berry, Sasha Dugdale, Lavinia
Greenlaw, Glyn Maxwell, Mark Ford, etc.) and from Spanish (Jose
Maria Hinojosa, Octavio Paz, Gabriel Chavez Casasola, Virgilio
Pifera, etc.) were published in different literary journals. Author of
the poetry book “The Creature” (2018). Laureate of the Russian-Ita-
lian poetry award “Bella” (2016).

1. Children’s literature book market in Russia. Children’s
literature book market in Russia is actively developing —
recent research has shown there are more than 500 pub-
lishing houses that publish children’s literature; in addition,
there is an extensive number of publishing houses that also
publish literature for children, but do not specialize in it.
Now the book market manifests the tendency towards visu-
alization, therefore, the previous formats of picture books
are being converted into books with a predominance of
illustrative series with accompanying text material. In ad-
dition, various other forms of children’s books are also ac-
tively developing, in particular, these are well-known wim-
melbuchs, pop-up books, some examples of silent books,
and of course comic books.

2. The history of comic books in Russia is more than 120
years old. At the time there was no such thing as comic
strips, but there were already visual narratives. In particular,
we see examples of such narratives in children’s literature
of the 1920s and 1930s. One example is the graphic novel
by Nikolai Oleinikov with the main character named Makar
the Ferocious. Generally speaking in character and style of
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depiction, these stories are comic books, although the word
“comic” itself did not yet exist in Russian in those years. In
the future, the development of the comic book genre on
the territory of the country proceeded rapidly. Many drawn
stories were created in the Soviet period (however, they
are little known in the world). The next step of develop-
ment took place in the late 1980s - early 1990s, when all
the world classics of the second half of the 20th century
were translated into Russian, and foreign comics came to
the country’s book market: the classics of DC series, Mar-
vel and other superheroic narratives, Belgian comics about
Tintin was translated into Russian as well as other world
famous series, comic books from Asia were brought about.
The book market in Russia during these years was charac-
terized by the predominance of translated comic books.
A little later, in the early 2000s, the interest in manga and
comics was growing in the country, subcultures associated
with them were formed, and the culture of comics itself
appears in the modern sense of the word. All these pro-
cesses stimulated the development of the Russian comics
proper.

3. Translated comics are still in great demand among the
Russian readers: European drawn stories are actively pub-
lished, a separate large layer are the “superheroes” of
American comics, in addition, there are publishing houses
in the country that specialize in the publication of manga,
and its various categories (Chinese, Japanese, Korean). Each
of these areas attracts its own broad audience. Of course,
comics and graphic novels influenced the original works of
illustrators who work with book narratives - an increasing
number of Russian artists are embracing these genres. It
is hard to say that comic book artists in Russia are numer-

Denis Beznosor

ous, but their number is growing. In this regard, a num-
ber of annual festivals are held, including Boom Fest (St.
Petersburg International Festival of Drawn Stories Boom
of Comics), initiated by the Bumkniga publishing house,
and is entirely dedicated to comics. Comics receive a lot
of attention at various book fairs in Russia, both regional
(Smeny/Shifts Book Festival in Kazan, Krasnoyarsk Book
Culture Fair) and leading book fairs in Moscow and St. Pe-
tersburg (Book Fair of Intellectual Literature Non-fiction,
Book Festival Red Square, Moscow International Book Fair
— each of the events has special areas dedicated to comic
books).

4. The modern picturebook also draws on some of the
genre features of comic books. Although, graphic novels
are not yet widely represented in the Russian book market,
there are a number of publications in which the visual se-
ries replaces the text and there is some storyboard, typical
for comic books. A striking example of this is the work of the
Russian illustrator Igor Oleinikov. Igor Oleinikov, the winner
of the 2018 H. K. Anderson Award, the participant of many
international exhibitions, began his career as an cartoon-
ist, which undoubtedly influenced the nature of his illustra-
tions, bringing there dynamics, cinematographic touch. His
“comic book approach” found its fullest expression in two
books - “The Fox and the Hare. A Graphic Novel” (2017)
and “Teremok. A Graphic Story” (2018). The artist takes the
original material of Russian folk tales and turns them into a
completely modern story, visually decomposed into a rela-
tively small, but in essence — graphic novel.

5. A very important role in the development of comic book
culture is played, of course, by publishers that specialize in
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comics, and also by libraries as reading centers. In particu-
lar, one of the largest centers of drawn stories operates at
the Russian State Library for Youth in Moscow. The center
has its own collection of comic books, which is constantly
growing, it also hosts themed exhibitions and performanc-
es (online and offline) of modern comic artists from all over
Russia and abroad, organizes major festivals and conferenc-
es dedicated to drawn stories. In addition, in Moscow there
is a comics center at the Library named after A. Akhmatova,
which is also focused on the young people audience more
than children. Children’s comic culture is also actively de-
veloping. The Russian State Children’s Library is interested
in supporting and developing the trend, for many years
the Library have been conducting creative and educational
classes dedicated to comic books, presentations of new and
most significant publications, master classes with artists
(for example, a series of master classes with professional
artists, whose participants were offered to draw heroes
from the Russian folk tradition, rethinking their image in
the style of modern comics) and other events.

6. In 2020, together with Bologna Book Fair, the RSCL pre-
sented a special collection of 200 comics as part of the ex-
hibition Drawn Stories from Around the World at the 33rd
Moscow International Book Fair. All comic books presented
at the exhibition were nominated for the Bologna Ragazzi
Award 2020 at the Bologna Fair of Children’s Books in the
category “Comic book”. Since 1966, this prize has been one
of the most prestigious international awards in the field of
children’s literature. Since 2020, the Comics nomination
has become the fourth permanent category of the award,
along with Fiction, Non-fiction, Opera Prima categories. The
exhibition featured works by authors from Russia, Poland,

Denis Beznosor

France, Italy, Spain, USA, Korea, Japan, China. The comics
were divided into 3 parts: for Beginners, for Primary Scool-
ers and for Young People. This exhibition has become a sig-
nificant result of the joint work of Russia and Italy in the
development of visual and comic culture within the frame-
work of the Visual World of Children’s Book project.

Also there was a large conference dedicated to comics
books within the framework of the book fair. The discus-
sion was attended by the representative of the organizer of
the BilBOIbul International Comics Festival Matteo Gaspari
(Italy), the coordinator of the International Comics Festi-
val in Lucca Elena Pasoli (Italy), the head of the Center for
Drawn Stories of the Russian State Library for Youth Alexan-
der Kunin, the leading librarian of the Central Regional Li-
brary named after A. Chekhov, the researcher of manga and
comics, Japanese scholar, curator of the Center for Comics
and Manga at the Central Library System of the Frunzen-
sky District, the specialist of the Library197 named after A.
Akhmatova Andrey Drozdov, author, editor and publisher
of the comic and graphic magazine Raw, editor in chief at
Toon Books, art editor of The New Yorker Francoise Mouli
(USA), publisher Alice Nigale (Latvia), author, artist Ricardo
Liners (Argentina), chief creative director of Bao Publishing
Michele Foschini (Italy), representative of the Angouléme
International Comics Festival Marie Fabbri (France), author
of novels and comics Cami Garcia (USA) and representative
Bologna Fair of Children’s Books Giovanni Russo (Italy). Pub-
lishers of books in the genre of comics, graphic novels and
manga, comics artists, representatives of clubs and educa-
tional projects discussed the main trends in visual graphic
and text formats of books for children and adolescents and
their role in increasing the interest of the younger genera-
tion in literature and reading.
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7. At present, a lot is being done in Russia regarding the
accumulation of experience in the picture book and in the
visual arts. In particular, Russia has the International Book
Illustration and Design Competition “Image of the Book”,
which has been held annually since 2008 and was estab-
lished by the Federal Agency for Printing and Mass Commu-
nications in conjunction with the “Book Graphics” branch
of the Association of Graphic Artists of the Moscow Union
of ArtistsThe competition has become international since
2017, and during its existence more than a thousand art-
ists from all over the world have become winners. The main
focus of the competition is illustration, book graphics and
book design, with special attention also paid to comics and
graphic novels.

8. The topic of visuality and various formats of graphic nov-
el and comics is extensively presented within the program
of the 37th International Congress of the Children’s Book
Council, which will be held in Moscow in September. In the
section “Visual World” 22 reports are announced, among
them such topics as “When the picture meets the picture:
The path of intervisuality in the book without words” Papa-
lia Artemis, Greece; “Graphic novels adaptations: visualis-
ing and delving into the classics” Karantona Georgia, United
Kingdom; “The power of silence. Wordless books in the
work of building communities” Sorya Debora, Italy.
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COMICS IN THE CURRENT PICTURE BOOK FOR CHILDREN AND YOUTH
(CREATIVE AND DISCOVERY STRATEGIES)

Ana Biscaia was born in 1978. She is a graphic designer and illustra-
tor who studied illustration (Master of Fine Arts) in Stockholm, at
Konstfack University College of Arts, Crafts and Design. Her first il-
lustrated book, Negrume (text by Amadeu Baptista), dates from
2006. She illustrated Poesia de Luis de Camdes para todos (selec-
tion and organization of José Anténio Gomes), an anthology that in
2009 was granted a distinction of the jury of the National Illlustra-
tion Award. She was awarded the National Illustration Award in
2012 for Clovis Levi’s book The Chair Who Wanted to Be a Couch.
Her work for The Carnival of Animals, by Rui Caeiro, was also selec-
ted by the jury of the TITAN lllustration in Design award. With JoGo
Pedro Mésseder, in 2014 she published the book Que Luz Estarias
a Ler?, in 2015, Poemas do Conta-Gotas, and in 2017, Clube Medli-
terrdneo — twelve frames and a devouring that was the basis for the
exhibition Club Med at this year’s AltCom festival. She founded Xe-
refé, a small book publisher.

How to draw illustrate a book for children that tells

about a photograph?

| start this text with a clear statement: | am an illustrator.
| do books since 2006 and in 2008 | finished my master in
illustration at Konstack in Sweden. This might sound stran-
ge as a starting point for a text, but it’s a fact. And | like to
point it out. It is important. | made a book last year that te-
lls about a photograph. The text was written by Clovis Levi.
It’s a children book story and its structure is quite unusual.
Clovis presents me the 4 children that live inside the photo-
graph, together with a knite, a female dog and a baby. Eve-
ry character is described with 3 or 4 sentences. One comes
after another. Chakira, Luan, Uélinton, Genilda, Gugu, Jupi-
ra and Pipa. They are like theatre characters or actors. This
book seems like script for a theatre play or a film. | see a lot
of play. | see cinematic plans. | see it while | read. | see it
throught the structure of the text. | can see a movie while
reading. | see the children and the dog presenting themsel-
ves. This moment is crucial for me [the illustrator]. How do
| feel the text for the first time? What can | see while | read?
A way of montage. | saw the children entering the stage or
the screen showing them selves for the first time. We can
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indentify them through their objects or the things they love
to do. They are different from each other, they have specific
physical characteristics. The description is always done with
very little amount of words. | question my self: which link
exists between cinema, theatre, illustration? But this book
talks about a photograph. A photo is a fixed image. It free-
zes all the movement. How can it be moving then?

| did a bigimage (A2 size, landscape format) and | revea-
led the photograph. This image was my starting point. | star-
ted to see the 4 children, the pipe, the female dog, the little
baby. They are posing, or they are living their lives in a pla-
ce. Which place is that? That is written in the text. Those are
the words: The reality: It is a poor town, in the northeastern
Sertdo [Brasil] . The school is very precarious. The children —
those who do not work — are left with a lot of free time. The
greatest entertainment for adults is the bar where they play
music and where they dance at night. The young people left,
looking for work. It is a sad place.

This description gives me all the elements. It is just this.
| do what an illustrator must do: | read, | do research about
Sertdo. | read Brasilian authors. Graciliano Ramos, Jodo Gu-
imardes Rosa, | see movies about it, pictures, illustrations,
| look at mural paintings and Twine literature book covers.
Wonderful work of wonderful artists. They give me clues
about the place where the story happens. But it is hard for
me. | never been to Sertdo and | hardly can imagine how
it is for real. But | see opuntia, cactus, animal bones, a dry
place, with a very strong sunlight. It’s a very harsh place.
| can imagine how violent it can be. But | see the sadness
of a poor place, a place that is empty, where life is difficult.

The brazilian version of this story is mainly yellow. | still
don’t know how it is. This book seems like a movie or it se-
ems like I live inside the head of the writer. How can | start

#a Biscaia

to illustrate a book (just words) and give the idea of a mo-
vie? How can | build the book as a movie?

I look at Agnes Varda movies (Salut les cubains arrives in
my mind in a very sharp way). Photos that move, people
dancing inside the photographs. | look at some Agnes Var-
da movies. Autoportrait. She says: There is the fragmetation
idea, that really corresponds to some thing that is connected
with the memory. Its possible to reconstitute a person, a cha-
racter through a fragmented mosaic. This was my starting
point. But also Sensitive bodies by Varda was an inspiration.
The characters of the story started to appear. In order? | was
not very found of the need of an order, but it was important
to recognize them (or as Varda says to reconstitute them) one
by one. So | reserved a page for each. This was very clear in
my head: a page for each character. A very specific space for
them to appear. A very specific space for us to get in touch
with each one of them. Following the text, | decided to frag-
ment them and present them as such. Like a camera does in
a film. Like a director does with a camera in his hands. This
structure for the picture helps to select what for me is more
important in the text. We start to see the children. One eye,
then one hand, or a scenario where he works.

One hand with an animal. Close ups of animals. A girl
skipping. | decided to show her as stop motion movie: we
can see the movement of her legs inside the page. It moves.
She is skipping. Then we see the female dog that is pregant.
A holy sun occupying almost a page. Comics start to happen
inside of the book. The idea of movement and the fragmen-
tation leads to a specif way of presenting the elements in
the page. There are no visible vignettes, but we can imagi-
ne them easily. A frame exists and inside of it all the action.
Seven pages to get in touch with seven characters that live
inside the photograph.
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Then we turn the page and Clovis gives us a present: he tells
us what they dream about. They all have dreams, including
Jupira, the female dog. And | already asked my self: how
can illustration present a dream to the reader? How can an
illustration tell a dream? How can | solve this, and | think
about a form. If the book would be a film that could be told
with a voice. A voice , a sound telling about a dream. But
since it’s not possible, | try to find a good solution. Each
dream is unique, so again each dream belongs to a single
and singular page. And it must be one image. A total image.
An illustration, without tricks, but describing very cleary a
dream. Each dream. It must be a big image. Dreams deserve
to conquer space. The idea of colour appears now.

I am doing my images with pencil and | need to attach
a colour to the dreams. Each dream will have a colour, so
form now on each colour will correspond to a character. |
still do not have a clear idea about the colour, how to add it
to the images, but we will get there...

These characters dreams are quite different but all of
them dream of a better life — the idea of learning and the
idea of reading, going away, follow their ideas, make the
things that they love. The illustrations try to depict that.
The dreams occupy all the space of the page. No frames
for dreams. Just colours and freedom while drawing. These
dreams are like illuminations.

10 years after, this is the next invitation. We are allowed
to read what happens to them. For me as an illustrator is
like jumping inside Clovis head, or even better, it feels like
realizing the energy of the writer and his words (his head
and his heart) and join him! It’s possible to play! | like that.

So | start to imagine how it looks like to guess the futu-
re. A crystal ball. Or? Maybe a Tarot deck of cards. | start
to imagine a fortune teller. So a big table starts to appear

Ara Biseara

inside of my imagination and a deck of cards speacilly desi-
gned for these characters became real inside the drawing.
We can read what the fortune teller is reading. Two spreads
of a fortune teller table. A towel, a deck of cards. We are
now guessing the future.

This ideia that belongs to the structure of the text: the
presentation of the characters, the description of their
dreams, the place where they live in, the idea of the 10
years after feels reminds me of a different place: a stage.
The actor comes, he dresses, he undresses, he pretends,
he gives us new directions everytime. A stage is a magical
place. Everything is possible to became true.

When it comes to show Sertdo to the reader | tought
about illustrating a series based on Sertdo photographs. But
| decided to depict what for me was more impressing: the
dryness, the plants that live under those conditions. A big
cactus in the center of the page. One illustration based on
the design of the old maps, where animals and plants are
like pictograms. And a night frame: a poor house and a big
moon. | heard tons of brasilian music during the nights. Mu-
sic from Sertdo. One song tells that there is no moonlight
as that one in Sertdo. Luiz Gonzaga made me learn about
Sertdo reality.

Then again, Clovis jumps to a new photo: the one that
would be possible if they could have meet. But they didn’t.
So this is an imaginary photo. A non real photo. This one |
decided to make it appear. So now we are inside of a pho-
toalbum and in the next page a new photograph: the pipe
jumps outside the book and reveals he is the narrator of
this story.

And a big word: THE END! But then again, a new page
and therefore a new possibility. The story is not over yet,
even tough we could clearly read the words: THE END. Clo-
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vis tells us life has many possibilities, so it is: a big typogra-
phic display underlines this idea.

What happens next is like a storyboard for a movie: we
can see the characters and their new destiny, or they new
stories. We see a storyboard. A frame with a picture Inside,
side by side with a frame with the subtitles. We can read
and imagine the movie that will be shooted. And these fra-
mes relate again with comics.

The books does not end, but invites the reader to rewri-
te those stories again. A spread shows us the illustrator

#a Biseara

working table, with her notebooks, her pencil and even the
material she used to add colour to the pictures: soft pastels
like butter, colouring in a very beautiful manner.

Ah, it’s true. All the pictures were done with pencil, but
then little pieces of colour started to appear. Each character
with a colour. Until the end of the book.

The photographer does not appear, but he is there. Is he
a male or a female?
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IRANIAN STYLE OF COMIC BOOKS; A BRIEF HISTORY AND OVERVIEW

He works as an assistant at the Department of Graphic Design and
lllustration at University of Art in Teheran. He has published seve-
ral articles in the field of book illustration in Iran. He works as an
illustrator, his illustrations have been published in different coun-
tries and have received several prizes. He is a curator of more exhi-
bitions focused on illustrations in different countries. He has actively
taken part in several congresses focused on art and literature for
children and has been a member of several international juries in
competitions focused on illustration for children.

The origins of comic books are varied in different cultures
and often go back to ancient times and cave sculptures and
paintings. In Iran, comic books with the concept of sequen-
tial images that tell a story have been recognized in the il-
lustration of the royal manuscripts.

Iranian painting survived from the fourteenth century to
the seventeenth century and then disappeared under the
influence of modernist approaches and the printing indus-
try, which reduced the function of manuscripts. Due to its
visual and narrative structure, Iranian painting has unique
features that can be considered as the root and basis of
today’s comic books. For example, in an Iranian painting,
each part depicts different parts of a narration. These sec-
tions may be related to an event or to events that occurred
simultaneously. This synchronicity can be seen in the im-
age of “Qais goes to visit Lily” from the Haft-Orang Manu-
script (the Freer Gallery) (lll. 1). This version, which has 28
drawings, was made 1556-1565, has been compiled in the
royal book workshop of lbrahim Mirza, the son-in-law of
Shah Tahmasb and the ruler of Khorasan. While the main
subject of the painting, the meeting of two lovers, Lily and
Majnoon, can be seen in the lower-left corner of the illus-
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Figure 1. “Qais goes to visit Lily”, from the Haft-Orang Manuscript
(the Freer Gallery), 1556-1565

Al Boozars

tration, there are sub-narratives throughout the illustration
that occur at the same time and help the audience to have
a better image of the story. Slowly elsewhere, a shepherd
is playing the harp, a woman is milking, a man is preparing
butter, a woman is cooking and looking after a child, a young
man is reading a book, an old man is advising a child, and
a young man is watering a deer. All of these images, none of
which appear in the text of the book, narrate simultaneous
events in the image that make the audience more familiar
with the space and way of life of the nomadic Lily.

The manuscript of the Thousand and One Nights is per-
haps one of the most important examples of the employ-
ment of sequential images to describe a story (18" centu-
ry). This edition, which is the most recent edition compiled
in Iran’s royal workshops, contains 3655 pages and is more
than 1000 pages long.

Each page is divided into three to eight sections, each
depicting a different aspect of the story. Without a doubt,
among Persian manuscripts and manuscripts of the Thou-
sand and One Nights in the globe, this edition has the most
images. The drawings in this manuscript describe the text in
great detail. For example, we can refer to the illustration of
“King Numan meeting a deceitful old woman” on the night
of the 79th of the story of King Numan and his sons from
the first volume (lll. 2).

This painting depicts a situation in which a deceptive old
woman presents the king with six wise and attractive fe-
males in order to deceive him, and the king converses with
the females one by one.

Since 1818, we may discover numerous examples of
successive images to represent the notion in lithographed
books. One of the most important and significant images in
this regard is the image of the “Stages of Lithography” from
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the book Khamseh Nezami 1847 by Ali-Qoli Khoi (lll. 3). This
image depicts the numerous phases of printing in one im-
age, including ink preparation, stone preparation, drawing
on the stone, and book printing. Apart from this significant
example, we can see the pictures of Mirza Hassan in Tufan
al-Boka (Ill. 4) and 1864the book One Thousand and One
Nights 1858 (lll. 5). It should be noted that Mirza Hassan
was one of the illustrators of the mentioned manuscript of
One Thousand and One Nights.

Figure 3. “Stages of Lithography” from the book Khamseh Nezami (1847)
- by Ali-Qoli Khoi (above, left)

Figure 2. “King Numan meeting a deceitful old woman” from Figure 4. Tufan al-Boka (1864) by Mirza Hassan (above, right)

the story of King Numan and his sons, Night 79, Vol. 1, from
the One Thousand and One Nights Manuscript (Golestan
Palace Library), 18" century
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Figure 5. One Thousand and One Nights (1858)
by Mirza Hassan (below)

Other artistic methods that were common in the Qajar peri-
od have also used this method of illustration. These include
painting behind glass and coffee house painting. These arts,
which belong to the group of folk arts, are closely related
to the narration of mythical and religious stories narrated
by storytellers. In this way, the dervishes used glass paint-
ings to tell generally religious stories about the life of Imam
Hussein and the event of Karbala in the people’s houses (lIl.
6, lll. 7). This event is one of the most important events re-
lated to the Shiite religion, which took place in 683. It hap-
pened in which Imam Hussein and 72 of his companions
were killed to spread Islam in the desert of Karbala. This
event has had a profound and lasting impact on Shiite be-
liefs, and every year various programs and ceremonies are
held around the world in this regard.

Figure 7. Storyteller are narrating the story of Karbala in 19" century, Iran

Unlike the painting behind the glass, which is small in size,
the coffeehouse painting has large dimensions and is in-
stalled in coffeehouses, and the narrators used to tell myth-
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ical stories from Ferdowsi’s ShGhndame or religion to enter-
tain people. Ferdowsi’s Shahndame is a book written in 1010
and includes the life story of the kings of Iran from the be-
ginning to the Sassanid period. The images are structured
in such a way that the main subject is often in the middle
and the less important events of the story that happened
at the same time, are drawn around the main scene. Some
of these scenes were framed and numbered, and different
parts of the story were narrated in each frame (lll. 8).

Comic books in contemporary Iran
In the 1940s, during World War I, Iran’s first comics ap-
peared in children’s periodicals (1939-1945). Many of these
comics extolled the spirit of militancy and patriotism and
were based on the stories of warlords, and were published
in magazines linked with the British Embassy in Tehran.
These comics frequently included an image with a descrip-
tive subtitle and did not follow the today’s formats.

In the early 1950s, comics became a major part of chil-
dren’s magazines in Iran. In the same years, the adventures

Figure 8. Painting behind the glass, 19" century, Iran

A Boozars

of Tintin and Milo were published in children’s magazines
under the name of Behrooz and Barfi adventures, and at
least animations such as Snow White and the Seven Dwarfs
(1937, Disney) were published in comic magazines. Jafar
Tejaratchi and Yahya Dolatshahi illustrated comics for books
and magazines in the next years.

In the 1970s, Universal Publishing house translated and
published the collection of Les Aventures de Tintin by Hergé
and Asterix. These two collections were the only serious
comic book collections in the years before the revolution
in Iran. In addition to these two collections, Universal Pub-
lication house published a book entitled Azemat-e Bazydfte
[Recovered Greatness] (1978) by Dino Attanasio on the con-
temporary history of Iran and life of Mohammad-Reza Shah
for children and adolescents (lll. 9).

Book of Rostam and Esfandiar on an ancient subject and
based on a story from Ferdowsi’s Shahnama, illustrated by
Sirus Rad in the publications of the Children and Adoles-
cents’ Intellectual Development Center (Kanoon) in 1978.
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Figure 9. Azemat-e Bazydfte [Recovered Greatness] (1978) by Dino Atta-
nasio, Universal Publishing House
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Figure 10. Rostam and Esfandiar (1978) by Sirus Rad, Kanoon Publishing
House

A Boozars

This book is the only comic book written and illustrated by
an Iranian author in the years before the revolution (lll. 10).

In 1978, Iran’s Islamic Revolution occurred, resulting in
a significant shift in the country’s social structure. These
shifts had a major impact on children’s books, cultural pol-
icy, and the management of key institutions in the field of
children’s literature. The objective of eradicating any indica-
tions of Western culture and art from Iranian society was
on the agenda of Iranian managers due to the revolution’s
anti-Western mindset, and this policy likely influenced the
process of making children’s books.

The Iran-lraq war, which lasted from 1980 to 1988,
heightened this attitude, as the revolutionary spirit min-
gled with the ideas of national defense. As a result, during
this time period, several experts identified the comic book
as a western and low-level phenomena that draws children
away from genuine reading. As a result, until the 1990s, the
publication of such works was informally prohibited.

Another factor contributing to this trend was the lack
of trained designers and writers among Iranian artists at
the time. The production of comics in children’s magazines
restarted after the end of the Iran-Iraq conflict in the late
1980s and changing attitudes about this type of book.

Unlike in the years before revolution, when the only
comic book was published in the ancient literary genre
(myth), and translated books had a fantasy, adventure, and
biographical theme to support the government policies,
comic books were published in the years after the revolu-
tion had four different themes: fantasy, ancient, realistic
and biographical.
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Genre of Fantasy

Comic books with a fantasy theme are the first comic books
published in the post-revolutionary years. One of the lead-
ing illustrators in this field is Saeed Razzaqi, who created
comics for private and educational magazines. He wrote
and illustrated the first comic book in the post-revolution-
ary years, entitled Majera-ha-ye Amin va Akram [The Ad-
ventures of Amin and Akram] in the 1990s (lll. 11).

In the 1990s and 2000s, fantasy comic books continued
with the trilogy of Mr. Ka with a police approach (illustrated
by Mana Neyestani) and two books by the Oil and Gas Com-
pany with the approach of life skills training and optimal
gas consumption (illustrated by Saeed Razagi). In the 2010s
we see the literary genre of fantasy in comic books in the
collection of Panj Hes [Five Senses] (illustrated by Mehrdad
Shahverdi).

Figure 11. Majera-ha-ye Amin va Akram [The Adventures of Amin and
Akram] (1990s) by Saeed Razzagi, Universal Publishing House (left)

=.= Al Boozars

In the 2000s, Majera-ye bistoun [the Story of Bisotoun]
(illustrated by Armin Navaee) was published. In the last
years of 2010s, the tendency to fantasy literature increased,
and books such as Shahzadeh Machin [Prince Méchin] and
Ganj-e Qaroun [The Qaroun Treasure] (illustrated by Sam
Salmasi(, Jasousan dar takht-e jamshid [Spies in Persepolis]
and Bouali, sarie va magbar [Bouali, Fast and Deadly] (illus-
trated by Faraz Bazarzadegan) were published as a modern
story with a look at ancient literature, culture, and Iranian
celebrities.

Two books; Chaharta-yee va sheshta-yee [Four and Six]
(illustrated by Seyed Mostafa Hosseini) with the presence
of a sports hero and a nine-volume collection of /lya, tav-
aloud-e yek gahreman [lliya, The Birth of a Hero] (illustrat-
ed by Hamid Sohrabi and Meysam Barza) and Mohitban-e
Kouchak [The Little Forester] (illustrated by Marzieh Meysa-
mi Azad) were published focusing on the heroic character.

While the first book with a fantasy theme, The Adven-
tures of Akram and Amin, was a continuation of comics in
children’s magazines, the illustrations of Prince Machin and
The Qaroun Treasure follow European works such as Asterix
and books such as Forester and /liyad was in the style of Japa-
nese manga like Ganbare, Kickers! In fact, in this type of lit-
erature, books are compiled based on the personal style of
the artists and there is no specific process in their illustration.

Genre of Ancient Literature

The continuation of the only pre-revolutionary comic book
on the ancient literature, namely Rostam and Esfandiar, the
ancient literary genre remains one of the most popular sub-
jects in the years after the revolution. These books were
often based on the story of Shahnama by Ferdowsi, which
deals with the life of the ancient kings of Iran.
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The first book in this group was listed below: Koudaki-ye
rostam [Rostam’s childhood)] (illustrated by Saeed Razaq;i)
in the 1990s and Haft khan-e rostam [Rostam’s Seven La-
bours] in eight volumes (illustrated by Faraz Bazarzadegan),
Rostam in haft khan [Rostam’s Seven Labours] in three vol-
umes and Zal va Simorgh (lll. 12) and Zal va Rudabeh (il-
lustrator of Seyed Mostafa Hosseini), Jamshid (illustrator of
Ashkan Rahgozar) and Jahanam-e Zahhak [Hell of zahhak]
(illustrator of Kiavash Jahed) 2000s.

In addition to rewriting the Shahnama, comic books
have been published in other genres of ancient literature.
Anecdotes of Molla nsereddin (illustrator Saeed Razzagi)
(2000s) about short stories of an ancient Iranian humorous

Figure 12. Zal va Simourgh (2010s) by Seyed Mostafa Hosseini, Korasan
Publishing House

character, a five-volume collection of Sardaran-e Iran [Ira-
nian commanders] and a three-volume collection such as
Masal-abad about proverbs and a nine-volume book of Qe-
seye zendegi-e pahlevandn [Heroic Life Stories] (illustrated
by Mahyar Charejoojee) and Arshia (lllustrated by Ashkan
Rahgozar) and Takht-e javidan [Eternal Throne] (illustrated
by Kiavash Jahed-parsa and Hamid Borghani) (2010s) are
narrated in an ancient literary genre.

In the early years, illustrators attempted to incorporate
Iranian creative expressions in their illustrations in order to
establish a national environment in illustration. With a look
at American heroic comics and Japanese manga in recent
years, this technique has evolved, and the native style has
been lessened in order to appeal to today’s readers. The
images have a comical appearance based on the amusing
substance of some works.

Genre of Religious

As mentioned earlier, many books published in the post-
revolutionary years have a religious and ideological theme
due to a change in government approach. The first book
on this subject was entitled Farzand-e aseman [The Child
from Sky] on the subject of the life of Jesus Christ and then
the Koudaki-ye akharin payambar [Childhood of the Last
Prophet] on the subject of the life story of the Prophet Mu-
hammad in the 1990s published with illustrations by Saeed
Razaqi.

In the 2010s, a wave of publishing comic books on the
life of Imam Hussein began. The book of Dastan-e ashura
[Ashura Story] (illustrated by Parviz Eqbali) (lll. 13), Melika,
mam-e khorshid edalat [Melika; the mother of the Sun of
justice] and Mokhtar, Dadkhah-e Ninava (lllustrated by
Mehrdad Shahverdi), illustrated story of Ghadir and Zeinab;
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Figure 13. Ddstan-e ashurd [Ashura Story] (2000s) by Parviz Eqbali, Danesh
Amouz Publishing House

safir-e eshgh [Zeinab; Ambassador of Love] (illustrated by
Saeed Razaqi) are among this collection.

The Ashurd Story is a one-of-a-kind example of religious
comic books. Unlike previous publications, the image of
Imam Hussein is clearly shown in this book, which was the
first example of comic books about the life of Imam Hussein
and the incident of Karbala. Since the Safavid dynasty in the
15th century, however, depictions of saints’ faces have been
prohibited. In addition, there are numerous references in
this work. Furthermore, there are numerous references to
holy and historic Iranian artwork in this book.

Genre of Realism
The last years of the 2000s, was the beginning of the pro-
duction of comic books with a realistic theme and theme on

=.= Al Boozars

the subject of the Iran-lraq war. In the genre of biography,
Mehr-e khavaran (illustrated by Hassan Rouhalamini) about
Khomeini’s life published in the 1990s.

Books of Tandis-e Mogdvemat [the Statue of Resistance]
(illustrated by Iraj Khan Babapour) (2000s), Hamase-ye haji
younes [Epic of Haj Younes] (illustrated by Parviz Egbali)
(2010s) in the biography genre, five books entitled Bar bal-e
sarnevesht [On the Wings of Destiny], Jang-e naftkesh-ha
[Oil Tankers Wars] (illustrated by Farhad Mufouz) (Ill. 14),
Hamle be H. 9 [Attack on H. 9] (illustrated by Meysam
Barza), Atr-e shahdadat [The Perfume of Martyrdom] and
the Janj-e bostan [Battle of Bostan] (illustrated by Hassan
Rouhalamini) was published on the subject of various op-
erations in the Iran-lraq war.

Figure 14. Jang-e naftkesh-ha [Oil Tankers Wars] (2010s) by Farhad
Mufouz, Khorasan Publishing House
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Conclusion

For a variety of reasons, the production of comic books in
Iran is still not a comprehensive approach in the field of
publishing children’s books. The approaches, attitudes, and
conflicts of the 1980s continue to impact these publica-
tions. Comic novels, in this view, are stupid and inconse-
guential, and they detract from readers’ interest in rich and
great literature.

On the other hand, there is less training in art schools
and universities for the production of comic books, and art-
ists from other fields of art, such as animation and carica-
ture, frequently turn to this sector. Furthermore, the crea-
tion of these works is very costly and needs collaboration,
which is out of reach for many private publishers. Finally,
because of a lack of familiarity with comic books and the
dearth of their publication in recent years, Iranian readers
are unfamiliar with them, and there is no strong market for
them in Iran. As a result of the lack of critical and profes-
sional backing, the lack of artist skills and the high cost, as
well as the lack of familiarity of Iranian readers with these
works, the market for these publications in Iran is small.

However, there is a wide range of comic book illustra-
tions, each of which is founded in a different illustrator’s
style. Iranian illustrators developed fanciful images in the
early years using mediums such as watercolors, and in more
recent years in a realistic manner and employing computer
technology. As a result, comic books of any genre, as well

as the works of each illustrator, have distinct characteris-
tics that make it difficult to categorize them. This variety
suggests that Iranian publishers and illustrators have rec-
ognized the potential of comic books and are attempting
to create an Iranian style in comic books based on Iranian
aesthetic principles.
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- Rénata Fucikova
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Czech Pe,aaé!ﬂg

GOLDEN AGE OF CZECH COMICS FOR CHILDREN BETWEEN 60'S AND 70'S
OF THE 20™ CENTURY

She studied illustration and applied graphics at the Academy of Arts,
Architecture and Design in Prague between the years 1982 — 1988.

Her works have been published in the Czech Republic (Albatros, Eu-
romedia, Mlada fronta, Prah, Viysehrad) as well as abroad (Griind
— France, Bertelsmann — Germany, Libro Zorro Rojo — Spain, Grimm
Press — Taiwan, OzBooks — South Korea). Her works have received
many awards and have been nominated for different awards: ele-
ven times the Golden Ribbon for children’s and young adult bo-
oks, five times the international award White Raven (Internationale
Jugendbibliothek in Munich), Award at the Biennial of Illustrations
Teheran, Grand Prix at the Biennial of lllustrations Zagreb, nomina-
tion for the Astrid Lindgren Memorial Award. Since 2016, she has
been teaching at Ladislav Sutnar Faculty of Design and Art at the
University of West Bohemia where she leads the Studio of Didactic

Illustration. Rendta Fucikovd's works have a strong educational po-
tential. She has also complemented words to her artistic expression
and this allowed her to create artist’s books. They are inspired ma-
inly by the Czech and European history: History of Europe (Historie
Evropy), Prague in the Heart (Praha v srdci). She has visualized signi-
ficant figures of the Czech history: Charles IV., Jan Amos Komensky,
Antonin Dvordk, Tomds Garrigue Masaryk, Franz Kafka, History of
Czechs in the USA (Historie Cechti v USA).

This contribution will be coloured by a subjective judging
and memories. Certainly it is because even | was influenced
by Czech comics in my childhood in such a strong way that
as an adult | dedicated some of my time to comics.

| was lucky that as a child | started reading and recei-
ving printed media at the end of the 60s of the 20" centu-
ry. It was the time when Czech original book production for
children experienced its boom. It was especially the look of
children’s magazines that was strongly preferred.

What did the situation with comics actually look like? In
the communistic Czechoslovakia it was seen as a not wis-
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hed artistic expression of coming from the west world. But
during the 60s literary, film and artistic art started coming
to life. It was the time when exciting discussion between
children’s psychologists and writers were developing. The
subject was what would be the most appropriate way how
to have an influence on the young generation through lite-
rature. In that time children’s comics was pardoned, but it
was given the name “picture series’.

Today, in the time of plural politic system it is quite diffi-
cult to judge books and magazines of that time in an objec-
tive way. | am sure that their look was influenced by the to-
talitarian regime that wanted to form future builders of so-
cialism. But it also had a positive impact, the state invested
much money in this field. Thanks to this the printed media
had an excellent appearance and the best artists and wri-
ters participated in the start of its existence.

| was three years old — | just started reading when in 1967
the periodical Slunicko (Little Sun) for the youngest readers
started being published, it was full of poetry, prose and of
excellent translations. Its original square format changed
the whole periodical into an artistic artefact.

And this was my first contact with comics. Its graphic ar-
tist was Adolf Born, in that time already an experienced il-
lustrator. Poetic stories of the tomcat father Coura and his
son Courko were a work created by the librettist Zdenék
Adla, a convinced communist whose older literary pro-
duction was carrying strong ideological features. During
my childhood they were fortunately not a part of the co-
mic libretto anymore. Continuation of the tomcat stories
were just developed anecdotes, but we — children enjoyed
them much. Colourful panels with texts in bubbles were so-
mething completely epochal.

Bonita facikovd

Not every original comics from the periodical Slunicko was
successful and searched. One of such picture series was, for
example, Machalinek created by the pen of the illustrator
Radek Pilaf. Whereas at the same time he created the ico-
nic character of the famous bandit Rumcajs, his Machali-
nek did not reach the interest of children and failed. It was
probably because of its simple storyline. | must confess that
| also rejected it when | was three, but today | know that
from the artistic point of view Pilaf’s illustrations were ple-
asant and noble.

In the same year — in 1967 four comics characters were
born: smart tomcat Vavfinec, tender dog miss Otylka, kind
little pig Mojmir and a little stupid goat Spytihnév. Authors
of this libretto were husband and wife Dagmar Lhotova and
Zdenék Karel Slaby. The illustrator Véra Faltova changed
their stories into coloured drawings represented by a soft
line and simple forms. The illustrations were not trying to
reach some special high aesthetic values, but they affec-
ted small readers in a warm way and they definitely did not
harm their taste. Thanks to such comics I learned to under-
stand its patterns, sequencing of panels, bubbles...

Tomcat Vaviinec and his friends regularly appeared on
pages of the literary magazine Matefidouska (Thyme) that
started being published already in 1945. Publishing of the
original picture series immediately raised the interest of yo-
ung readers in buying this periodical. The successful comics
was quickly adapted and published as a book which I also
gratefully possessed.

We could say that the stories of Vavfinec and his friends
were representing something like kind reading. Plots were
tender and relatively a little epic: accident by sunbathing,
window overgrown with copious pees, argument with
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a bad gull. Nothing annoying and nothing what could stir
the muddy waters of totalitarian education.

Great appearance for small readers was represented by
the birth of other four animals — but they really became
iconic. The author and illustrator was Jifi Némecek and it
looked a little like copying his colleagues from the periodi-
cal Matefidouska. His four characters are also a smart tom-
cat who leads the others — inventor Myspulin. His followers
are a strong and hungry little pig Bobik and a scared rabbit
Pindo. And there is an old dog miss Fifinka who takes care
of them all. Today we would probably see this role defini-
tion as relic and gender unfair.

These four characters got the name of Ctyflistek (Four-
leaf clover) and their epic adventures immediately got the
hearts of young boys and girls. The plots were appropriate-
ly dramatic and similar to plots appearing in American ani-
mated films and comics, the artistic stylization at the begin-
ning of the existence of CtyFlistek followed Hanna-Barbe-
ra stylization.

But this comics plays an essential role for the Czech il-
lustration and animation production because it allowed
other authors and illustrators to enter its pages from the
very beginning. And like this, already in 1969, the prototype
of the later famous Czech animated couple Mach and Sebes-
tova was born — that time it was the couple Alenka and Va-
Sek. Their stories were quite subtle, there is no doubt that it
was because the author of the libretto Svatopluk HrnéiF just
started creating the character features of both characters.
At the same time it was the famous illustrator Adolf Born
who was searching for their artistic expression. This author’s
searching was incredibly nice. | would honestly say that | like
the original couple more than the later one.

Bondta fucikovd

Let us leave now the starting comics magazine and let us
have a look at another famous children’s magazine of that
time — this time it is a comics periodical and later fortnigh-
tly magazine Ohnicek (Little Fire), a magazine for pioneers.
During my childhood its look changed rapidly — as well as
the mood in the society in the special year 1968. From origi-
nally tendentious and propagandist platform Ohnicek chan-
ged into a comics magazine.

In Ohnicek the series Maly Vinnetou (Little Winnetou)
started being published, it was a prompt reaction to the
wave bringing May books. The author of this nice comics
was Karel Franta. The plot of the most stories was crea-
ted by the conflict between a skillful Indian boy and a litt-
le stupid cowboy. Karel Franta improved his style while
making these illustrations. From brief linear solutions he
got to more complicated compositions and a fully colour-
ful scale.

Another gratefully accepted comics in the magazine
Ohnicek were the stories of ancient siblings Sek and Zula.
Their authors were the humorist Miloslav Svandrlik and the
caricaturist Jifi Winter Neprakta. Excellently pointed stories
suited the horizontal format of the magazine, but the artis-
tic aspect did not inspire me much — respectively — my de-
manding mother who was a sculptor and ceramist and she
strictly forbade me to copy this style. Neprakta’s hand was
for her to sure and his stylization was too vulgar.

What | liked the most in Ohnicek was the cycle of anec-
dotes of short comics Made in Popletov created by the hu-
morist Jifi Binek and the sculptor Vladimir Kyn, famous for
his three-dimensional objects. The stories from Popletov
had an ambition to become something like the Czech equ-
ivalent of the famous Sempe’s Nicholas in Trouble. The il-
lustrations were made using a unique and soft line in a ge-
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neral and modern colourfulness. They seduced to copying,
but this copying was enriching.

In1970, | started attending school and this was time that
we could call golden age of comics. The original — so com-
munistic- magazines for young people like Vétrnik (original
name was Pioneer) or ABC mladych techniki a pfirodovéd-
¢l (ABC of Young Technicians and Scientists) competed in
publishing comics for older schoolers. | was only six years
old and | was crazy about them — but the stories were the
reason, not their artistic stylization.

I would say that the top artists of that time were Jaromir
Vrastil and Gustav Kruma, who drew only adventurous sto-
ries. | am convinced that the effective black-and-white styli-
zation of Jaromir Vrastil and his intense composition of cha-
racters in the panels made a strong impression on me and
also influenced my future.

Of course, | cannot forget to mention the re-edition of
the famous Rychlé Sipy (Fast Arrows) originally illustrated
by Jan Fischer. In the time of my childhood they were pub-
lished in a booklet and the graphic designer Marko Cermak
followed the original illustrations.

At the beginning of the 70s, normalization came to Czecho-
slovakia and this meant the return to pre-reform standards.
Many progressive personalities had to leave the editorial
offices and the perception of magazines started changing.
The magazine Vétrnik became again Pionyr and stopped
publishing adventurous comics. It was only Ohnicek that
still kept its brave horizontal format and continued with co-
mics further. It focused on original Czech adventurous sto-
ries illustrated in black-and-white form. It is interesting to
say that one of its grafic designers was the excellent artist

Bonita facikovd

Teodor Pisték. The famous Czech-American film director
Milo$ Forman chose him some years later — of course be-
cause of his painting work — as one of the authors of costu-
mes and decorations for the film Amadeus. Teodor Pisték
was for this design work awarded by Oscar.

In 1971, the literary magazine Matefidouska started publis-
hing probably the most famous comics of that decade. Fun-
ny adaptations of Czech legends and historical events. The
author of the librettos of the first parts of the comics Ob-
razky z ceskych déjin a povésti (Pictures of Czech History
and Legends) was the famous communistic writer Zdenék
Adla. Later he was followed by the text writers Jiii Cerny
and Pavel Zatka. But it was Jifi Kalousek who was creating
lovely illustrations for the whole period and like this influ-
enced the whole generations of readers. Characters of the
comics were almost dumb, the completed text was running
under the panels. Despite of this, some of stylized state-
ments said by the historical characters remained in readers’
memories forever. This comics was published for some ye-
ars and later even as a book. Some other similar projects
freely followed it, like for example, Obrazky z dé&jin svéto-
vych (Pictures of World History) and later (of Czech Disco-
veries).

After the year 1970, the look of CtyFlistek markedly
changed. Booklets got smaller, they were published in full
colours and they got a regular structure — the introduction
story dedicated to four animal characters was always fol-
lowed by other three short comics. Sometimes these co-
mics were episodes of the original free cycles made by il-
lustrators whose names | have already mentioned: Karel
Franta Adolf Born, Radek Pilar.
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| was touched the most by the illustrations created by
Oldfich Jelinek. His expressions were at first quite similar to
Adolf Born — already at the beginning of the 60-s they to-
gether with another illustrator Jifi Maldk contributed to the
almanac Zahranicni literature (Foreign Literature).

In the 70-s, their ways obviously took different directi-
ons. Maldk remained faithful to young readers by his wel-
I-arranged expression. Born oscillated between comics for
children, book illustrations, demanding lithography and ani-
mated film. OldFich Jelinek used its drawing to create a sty-
lized atmosphere, he worked with black surface and a dy-
namic composition through which he was able easily to ex-
press movement and the epic of stories, in which especial-
ly technique and means of transport played the most im-
portant role.

Influenced by the original Czech comics — especially by il-
lustrated books, of course — | started studying illustration
at the Academy of Art, Architecture and Design at the be-
ginning of the 80-s. After the graduation | looked for a job
in different publishing houses and one of my first jobs that
| got was a short comics for CtyFIistek, illustration for a fo-
reign libretto.

The next comics | wrote myself —it was in 1989, an adap-
tation of a Greek fable about the king Midas. And like this,
my cooperation with CtyFlistek started and lasted for some
years. In this time | was trying to introduce Czech children
variety of traditional narrations in adaptations: for exam-
ple, Lithuanian or Irish fairy tale, Indian story, Chinese sto-
ry, or even an episode from Canterbury Tales or the Deca-
meron. | adapted my stylization of illustration and lettering
to the character of the story and its place. Then | was offe-
red to create illustrations for the narration of Faust’s sto-
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ry or for the famous story about Golem. | also worked on
the big comics adaptation of one of the most epic Czech le-
gends — about the prince Bruncvik.

Later, when | already finished some illustrated books,
the magazine Matefidouska gave me the opportunity to
work on today already classical adaptation of the famous
stories and | started illustrating adaptation of comics dedi-
cated to famous Verne’s book Two Years” Vacation. On sto-
ries Princ a chudas and Oliver Twist | already worked on my
own, without summarized texts, it was a pure comics.

Experience with libretto motivated me to further
author’s work. | enjoyed using comics elements by working
on popular educational books like, for example, T. G. Masa-
ryk, J. A. Komensky, Historie Evropy (History of Europe), Pra-
ha v srdci (Prague in the Heart) and | really used my expe-
rience in the vigorous comics Antonin Dvorak.

There is no doubt that | am not the only illustrator who was
strongly influenced and motivated by the golden age of
the original Czech comics: from the contemporary authors
| have to mention especially Lucia Lomova, a famous author
of comics and illustrator. Her comics are translated and
published in different countries all around the world. But
also works of other Czech authors directly or indirectly re-
flect the basis they got in the famous time between 60-s
and 70-s of the 20t century.
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CREATIVE STRATEGIES OF COMICS IN CURRENT HUNGARIAN PICTURE BOOKS

Anna Kérchy is Associate Professor in English Literature at the Uni-
versity of Szeged, Hungary. She is interested in feminist literary
theory, body studies, women’s art, somaesthetics, posthumanism,
Victorian/ postmodern fantastic imagination, as well as the trans-
medial, material, and corporeal narratological dimensions of chil-
dren’s/YA literature. Her publications include the monographs Ali-
ce in Transmedia Wonderland (2016), Body-Texts in the Novels of
Angela Carter (2008) and Essays on Feminist Aesthetics, Narra-
tology, and Body Studies (in Hungarian, 2018). She also (co)edli-
ted nine essay collections including Exploring the Cultural History
of Continental European Freak Shows (with Andrea Zittlau, Cam-
bridge Scholars, 2012), Feminist Interventions into Intermedial Stu-
dies (a special issue for EJES with Catriona McAra, 2017), Post-
humanism in Fantastic Fiction (Americana, 2018) The Fairy-Tale

Vanguard (Cambridge Scholars, with Stijn Praet, 2019), Transme-
diating and Translating Children’s Literature (Palgrave, with Bjérn
Sundmark, 2020), and Sounds Victorian (for CVE, with Béatrice Lau-
rent, forthcoming, 2021).

In Children’s Picturebooks: The Art of Visual Storytelling,
Martin Salisbury and Morag Style’s definition of a picture-
book as a medium “defined by its particular use of sequ-
ential imagery, usually in tandem with a small number of
words, to convey meaning” resonates particularly well with
Will Eisner’s classic description of comics as a “sequential
art form” that uses images deployed in a specific order for
the purpose of graphic storytelling and transmitting infor-
mation. Both picture books and comics tell stories by rely-
ing on the interaction of words and images: it is the com-
plementary-contradictory relation between visual and ver-
bal media — semiotician Liliane Louvel calls “iconotextual
dynamics” —that invites creative readerly responses and al-
lows for a proliferation of meanings through a tremendous
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variety of interpretations of these uniquely hybrid and
flexible narrative forms.! Both picturebooks and comics
function as significant instruments of children’s and youth
culture and (visual) literacy learning — albeit the former are
traditionally regarded as pedagogically beneficial gateways
to reading ‘serious literature,” whereas the latter are alas
still too often criticised as popular consumables which di-
vert youngsters’ attention from ‘real books.” Besides their
formal-structural similarity rooted in their sequential ima-
gery highlighted by Salisbury-Styles and Eisner alike, a com-
mon denominator of picture books and comic books is
their crossover characteristic (in Sandra Beckett’s sense of
the term): both interactively engage multiple generations
of readers, allowing for creative continuations of the story
through mutually enriching communication between child
and adult audiences.

Contemporary Hungarian artists integrate comics’ for-
mal, stylistic, and narrative conventions into picturebooks
with the multiple agenda to blur boundaries of book classi-
fications based on the target group’s age, to trouble the ri-
gid distinction between children’s and adult literature/ ex-
perience, to challenge the confines of verbal and visual re-
presentation, to disrupt generic and medial boundaries,
and to play with paradoxes by conveying traumatic psychic
contents, philosophical dilemmas, and existential riddles in
an apparently infantile form that is nevertheless permea-
ted by a metapictorial commentary and asks readers tur-

4 Even in the case of a wordless/textfree silent picturebooks, the title or paratex-
tual addendums like a blurb or a review, not to mention the performative act of
storytelling interact with the illustrations which constitute the main corpus of
the work.
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ned into spectators to look again and revise their customa-
ry ways of seeing themselves and others.

Gabor Ivady and Zsombor Ivady’s picturebooklet Gyerek-
szem (Child’s Eye View) illustrated by Mari Takacs plays with
dual address in a peculiar way: co-authored by father and
son, the polyphonic text places side by side a child’s and
adult’s thoughts on the same decisive experiences of child-
hood: growing pains, sibling rivalry, conflicts with parents,
friendship, first love, heartbreak. A bifocal perspective is in-
vited from readers as the child’s rebellious, spontaneously
critical view of the adult and adult’s nostalgic, retrospecti-
ve, melancholic view of the child complement and contra-
dict one another, and in their gazes mirroring one another
more general human desires and anxieties are also surfa-
cing. The illustrations oscillate between déja vu and jama-
is vu sensations by using visuals familiar from comics: so-
metimes thought bubbles frame the streams of conscio-
usnesses of the two focalisers (voicing mundane incidents
on the child’s part: “Leonard from kindergarten had a fight
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with me. He pulled my hair and a lock of hair got stuck in
his fist. | asked him to give it back, but he took it away, and
kept it. Leonard is evil!” enhanced by pertinent questions
on the adult side “If something gets torn out of someone
will it live longer with the other?”), elsewhere sequential
panels express the passing of time (to wonder “Why the-
re is Christmas only once a year?), or familiar figures like
Superman toy with illusory identificatory positions, norma-
tive ideals of masculinity and fragile selves (asking “When
I grow up will I have to learn how to be afraid?”). The pages
capture fleeting ideas in a non-chronological, non-linear or-
der, like dream fragments they can be browsed at the rea-
ders’ will and whim.

Csimota publishing house had a sweeping success in
the 2010s with its design book series: in these small for-
mat (12cmx12cm) wordless silent picturebooks several gra-
phic artists were invited to reimagine the same classical fai-
ry tale in their own style and creative vision. The five diffe-
rent illustrators commissioned for each story used different
visual rhetorics to create unique storyworlds which enter
into dialogue with one another, while — by multiplication —
they also echo the various ‘original’ versions of the fairy-ta-
le classics. Through the revival of the oral tradition of the
fairy tale genre, the voices of Perrault and the Grimms (en-
hanced by Doré’s, Cruikshank’s or Disney’s by-now classic il-
lustrations) are complemented by those of the parents who
read out and perform the story for their children. In several
volumes the reimagined fairy tales are easily accessible to
pre-readers because they are reduced to the most elemen-
tary visual codes or plot components. Similar to how Warja
Lavater’s accordion-fold abstract ,imageries” for adult art-
lovers invited to ‘read’ a silver dot as Cinderella, superpo-
sed matching blue ovals as her slippers, and black splatters
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as cinders of the hearth, in Kata Pap’s picturebook the three
little pigs are represented by jelly beans, the big bad wolf
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a chocolate chip cookie, and their adventures take place on
a china plate representing the enchanted woods to tease
infantile feasting fantasies, while Tibor Karpati uses even
more minimalist visual narrative patterns by retelling Little
Red Riding Hood’s story in pixel graphics reminiscent of old
PC games visual design. The wonder of the fairy tale springs
from the geometric pleasures of pattern (one can relate this
to deep structural basic plot components of tales typologi-
sed by Russian folklorist Vladimir Propp). As Emese Révész
suggests, the dramatic tension of the source-text tale is ea-
sed by irony conveyed through abstract imagery, and the
surpising contrast of the archaic message of the tale with
the new medial format of the computer game design that
frames pixeled scenes in comics panels to create a virtual
playground space where storytellers and listeners can inte-
ract in the (re)invention of old and new meanings.
Intermedial allusions and fusions are widely used strate-
gies elsewhere, too.
Bodonyi Panni’s independently published zine-format silent
book Csd, Nye! fuses comics’, picturebooks’, and photogra-
phy’s representational conventions to tell a daydreamy sto-

# nna Ké/‘ﬁéy

ry about the desire to escape from the maddening rush of
city life to an imaginary rural landscape where we could
find our inner peace. The wordless image sequence functi-
ons as a picture report made up of photographic snapsho-
t-like drawings of a horse-drawn sleigh ride in the snowy
countryside. Each panel captures a moment where time
stops and is freeze-framed for an eternity. Our gaze is di-
rected at insignificant counter-spectacles like the changing
light and shadow, the movement of the horse, or the clic-
king of the camera — inviting us to slow down, cherish par-
tial perspectives or microscopic details, and embrace the
rhythm of the sleigh ride. The title is a nonsense word com-
posite drivers use to address their horses while giving them
directions: it can refer to the emptying of man-made me-
anings, can call to surpass our anthropocentric worldview
by recognising the mutually enriching potential of interspe-
cies belongings nested in our natural enworldedness, but it
can also function as a tongue-in-cheek allusion to mankind’
stubborn and futile insistence to direct the path of our lives,
and control our destinies.
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Turi Lilla’s illustrations for Gyérgy Dragoman’s short story
Jég (Ice) capture the traumatic sense of the unpredictabi-
lity of existence and the shared human burden of our vul-
nerability through allusions to jazz music improvisation and
the disintegration of figurative representation into self-dis-
seminating doodles which remind of violent chalk drawings
of a frustrated, angry child and evoke the tragic intensity of
Picasso’s Guernica, too. This adult picture book deals with
serious political issues: war, migration, grief, and the bur-
ning need for humanitarian solidarity. The short story od-
dly begins at the end: it is set at a farewell party organi-
sed for Khalid a Syrian jazz musician who is about to return
to his mothercountry after a guest performance in Buda-
pest. As people are politely inquirying about the political/
military situation in his homeland, his responses only give
fragmentary details about the terrors, and only the ima-
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ges fill in the gaps of the verbal narrative. The unspeakab-
le is pictured through nightmarish visions of impending ca-
tastrophes, worrisome thoughts about forthcoming dan-
gers emerging in thought bubbles around anonymous figu-
res’ heads — suggesting global political crisis” impact on all
of our lives. The catharsis in Greek tragedy’s classic sense
of the term — a combination of pity, fear, and spiritual ele-
vation caused by witnessing heroism — comes from the re-
cognition of the precarity of all living things. The story is
open ended, the only answer to the emerging questions is
,We cannot tell what will happen.”, and Khalid’s only mea-
ningful response to the meaningless massacre is asking for
the strongest possible gin with ice. The titular ice seems to
melt over some illustrations as if tears ran over the text,
while on the final pages red handwriting contrasting the
printed text and spanning over several successive pages,
suggests pain overflowing the confines of the book object.

A nyulformdju kutya (The rabbit shaped dog) authored and
illustrated by Andras Daniel is a playful commentary on
identity crisis, the experience of disembodiment, the lon-
ging to be seen and appreciated by others for who one re-
ally is/ feels to be: topics which resonate well with adoles-
cent uncertainties. However, the book — narrated by a sli-
ghtly neurotic, super sensitive and self-reflective creature
who looks like a rabbit but self-identifies as a dog — goes
way beyond the simple thematization of YA growing pains
by virtue of the strategic employment of the narratologi-
cal device of metalepsis. Metalepsis, commonly referred to
as the breaking of the fourth wall of the house of fiction,
transgresses ontological boundaries between make-believe
world and consensus reality through allowing characters to
‘speak out’ from the text, to address readers. Here the hyb-
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rid hero’s hesitant address of the reading audience (“I can’t
see you, but you must still be there.”) both creates an alie-
nating effect by calling attention to the fictional construc-
tedness of the storyworld, but also facilitates an intima-
te connection/ identification with the vivid voice breaking
beyond the page boundaries. The existential angst of the
rabbit-shaped dog is communicated through an exciting ne-
gotiation of verbal and visual representation: the creature’s
sense of being trapped in the wrong body is coupled by the
claustrophobic experience of being closed within a book
authored by some mysterious unknown entity. The rabbit
shaped dog, like William Blake’s Tyger, asks his maker about

the motivations that inspired its creation, but authorship is
clearly associated with visual creativity. (“There is no esca-
pe from your physical form because everything has been
drawn here.”) The creature is endlessly looking for a direc-
tion to find himself, he is pacing up and down in the book,
watching and reading the multitude of pictures and texts
spiralling around its figure. It takes a little while for the re-
ader to realize that in this elaborate spatial play performed
in/by the book, we are actually in the fictional characters’
head witnessing how he is fantasizing about readers beco-
ming fictional characters, and speculating about how figu-
res in and outside of the book’s boundaries — the rabbit sha-
ped dog and the imaginary friends he eventually finds, a ca-
mel shaped horse, a pig who looks like a crocodile, a hip-
po-like monkey, and the reader too — could meet in infinity.
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GREEK HISTORICAL GRAPHIC NOVELS FOR CHILDREN AND YOUNG ADULTS

Chryssa Kouraki was born in Athens. She studied at the Prima-
ry Education Department of the University of loannina, where she
also carried out her research for her PhD thesis under the title “Nar-
ration and literature characters: the fictional figures in the novels
of Zorz Sari (1969-1995). For the last 23 years she has been wor-
king in the Greek Primary Education with first priority the promo-
tion of literature reading to students. She has taken part in semi-
nars and conferences regarding children’s literature and cultural
themes, in conferences papers editions and in Educational Mate-
rial on children’s books. Since 2012 she has been Coordinator of Cul-
tural Programmes of the Directorate of East Attica Primary Educa-
tion sector. From this post she has established the Teachers Reading
Club with focus on children’s literature. She has also set up the “Re-
ading Club” blog (lesxhanagnosis.blogspot.gr) about children’s lite-
rature, which was awarded with “Kyriakos Papadopoulos” award
from the Greek IBBY Department.

Angela Yannicopoulou is professor of Children’s Literature at the
Department of Preschool Education at National and Kapodistrian
Univeristy of Athens, Greece. She is interesting in picturebook, tea-
ching of children’s literature, ideology in children’s books and visual
literacy. Her books: Aesopic Fables and Children: Form and Function
(Liverpool: Manutius Press, 1993, in English), Towards Reading
(Athens: Kastaniotis, 2005, in Greek), Playing with Phonemes (Rho-
des: Aegean University, 2006, in Greek), Literacy in Preschool Edu-
cation (Athens: Kastaniotis, 2005, in Greek), Contemporary Picture-
book (Papadopoulos, 2008, in Greek), Approaching sciences throu-
gh children’s literature (Papadopoulos, 2009, in Greek) and Picture-
books in preschool education (Patakis, 2016, in Greek).




>
=
<
—
=
)
O
=
=

@

28" BIENNIAL OF ILLUSTRATIONS BRATISLAVA

International symposion BIB 2027

Abstract

Historical graphic novel, either for adults or children, is also
blooming in Greece, despite the fact that comics have not
been integrated into Greek literary canon, even when they
deal with serious issues, such as history (see Classical il-
lustrated). In this paper, we attempt to present a panorama
of Greek Historical Graphic Novels for Children and Young
Adults. It is obvious that Greek graphic novel, a new form
of children’s literature, is flourishing in Greece. The majori-
ty of them are adaptations of well-known narratives, mainly
novels, which translate into words and pictures famous ver-
bal narratives. In graphic novels the visual modality is crucial
for constructing the story and conveying textual meanings.

Despite the variety of definitions on graphic novel (e.g. Ba-
etens 2017, Cromer & Clark, 2007, Hatfield, 2005, Groen-
steen, 2000), all of them underline the co-operation betwe-
en words and images. Graphic novel uses sequential art in
a comic-strip format, and, unlike comic books, is a stand-a-
lone narrative with a (rather) complex plot, presented as
a book (Baetens & Frey, 2015). World widely graphic novel
shows a clear preference to historical topics (see for exam-
ple the diary of Anne Frank or Basra’s real-life librarian in
the Iraq war in 2003). The comic format seems to “provi-
de an alternative form of representing historical narrative”
(Lander, 2005: 113). Of course, the evolution of graphic no-
vel has been strongly marked by the publication of the most
famous graphic novel, Maus by Art Spiegelman (1991). In
Maus Spiegelman interviews his father, a Polish Jew Holo-
caust survivor about his painful experience during the Se-
cond World War. Maus became the first and the only, up to
now, graphic novel to win a Pulitzer Prize, the Special Award
in Letters (1992).

fé/y&m Aowraky a ﬁzzye/a %M/M/M«/m

History is also proven a very popular topic in Greek gra-
phic novels, both when they are addressed to adults (e.g.
Aivali: A story of Greeks and Turks), and children (e.g. The
trilogy of Servi and Petrou, At the Battle of Marathon, At the
Battle of Thermopyles, At Salamina and Plataies). In Gree-
ce, the bond between the comic-book-format and histori-
cal narratives was strengthened by the long literary tradi-
tion of Classics lllustrated, published since 1951 (Skarpelos,
2000). Classics Illustrated are not confined only to transla-
tions from the American series, but include Greek histori-
cal narratives, created by well-known Greek authors and
artists. However, comics have not yet been integrated into
Greek literary canon, even in cases when they deal with se-
rious issues, such as history. This is evident in the various li-
terary awards, including the prestigious state award. No ca-
tegory for comics and graphic novels exists. It seems that
sequential art is not considered as worthy an award, at le-
ast concerning the visual text. When the book At the Batt-
le of Marathon by Petrou (images) and Servi (text), rece-
ived the state prize for nonfiction children’s book (2016),
only the author was awarded. Till now there is no provision
for the illustrators.

However, graphic novels are blooming in children’s lite-
rature. Graphic novel format seems suitable to young au-
diences: a. The predominance of images over words makes
history child-friendly. b. Images are powerful by combining
considerable information into a compressed space, easily
apprehended (Tarbox 2017). c. Graphic novels are readable
even by reluctant readers. d. The abundance of images sa-
tisfies the new generation, who lives in a culture of image
(Bucher et al, 2004). e. Graphic novels remind children of
comics and cinema. Also, they use cinematic narration and
focus on action, something that young readers do appre-
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ciate. f. The rich illustration transforms harsh issues, such
as wars, into a lively and involving experience. g. Sequen-
tial art facilitates the immersion of readers-viewers into the
textual universe, a fact that is often the pursuit of creators.
Comic artists use numerous techniques in order “to shape
narrative and engage the reader” (Lander 2005: 114). For
instance, in the cover of At the Battle of Marathon, the ex-
pectancy of the creators for their readers becomes appa-
rent in the explicitly of the subtitle “Live an epic moment in
history along with the protagonists”.

Greek historical graphic novels for children are extended
narratives addressed to older children. They may be divided
into two broad categories: 1. New stories on historical to-
pics. E. g. Democracy, which explains how the concept -and
the name- of democracy, as a regime, was originated in an-
cient Athens circa 508 B.C., and 2.A second steadily, growing
category (Soloup, 2017), adaptations of children novels, es-
pecially the most famous ones, e.g. Petros” War, Alki Zei’s
monumental novel, which was translated into eleven lan-
guages). In Petros’ War, both the novel and its adaptation
as a graphic novel, we follow 9-year-old Petros, who lives in
Athens during the Second World War. He lives the occupa-
tion of Athens, the Greek resistance against Nazis and the li-
beration of Greece, from October 1940 till October 1944.

It is apparent that certain historical periods are more
popular than others. Antiquity is certainly one of those.
See, for example, the three graphic novels, we have alrea-
dy mentioned, by Servi and Petrou, on Greco-Persian Wars
in 5th century B.C. Especially in 2021, the 200th anniversa-
ry of the Greek Independence War against Ottoman Empi-
re, a new favorite topic is added.

In historical graphic novels historical truth is always se-
arched by the creators (Papadatos, 2017). Since histori-
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cal graphic novels constitute a narrative form for historical
events, entail from the creators’ epistemic and ideological
choices (White, 1987). See for example at the appendix of
Petrou and Servi’s book, the author, Katerina Servi, who is
an archaeologist, becomes part of the graphic narrative and
explains to young readers how she pursues historical truth.
Also, in historical graphic novels time and place, play a signi-
ficant role in persuading readers that the narration is abo-
ut real evens. Maps are often incorporated and certain em-
blematic places are easily recognizable. So the landmarks of
the cities are carefully added (e.g. the White tower of the
city of Thessaloniki in The secrets of the Swamp or Parthe-
non in Democracy).

This results in the creators’ thorough research not only
of historical events, but also of the landscape. The detai-
led depiction of the landscape makes the narration plau-
sible and convincing. Buildings, houses, landscapes should
be drawn with great accuracy. The adaptation of Delta’s no-
vel The Secrets of the Swamp into a graphic novel was not
an easy task, because the narrative is located in the swam-
py lake of Giannitsa during the Greek-Bulgarian conflicts
(1904-1908), in Macedonia, which was still part of the Otto-
man Empire. The narrative revolves around the actions of
two children, Apostolis and Yovan, who help the Greek gu-
errillas in their operations against the Bulgarian corps.

When historical graphic novel is addressed to young
children, it is confronted with a great challenge; how to pre-
sent cruel aspects, like wars, to a young and innocent au-
dience. Greek historical graphic novels employ many stra-
tegies in order to lighten serious content and make it sui-
table for young children. Gruesome episodes are presen-
ted only in words and not in pictures. For example, instead
of illustrating the desecration of the temples, the destruc-
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tion of the city and the captivation of its citizens, a young
boy is depicted to narrate those events. The dramatic tone
is obtained mainly through successive close-ups on his face,
until the final extreme close-up on his terrified eye (At the
battle of Marathon) p. 28).

Also, humour is an effective device for lightening hard
facts. See how the Greeks chased the Ottomans throwing
their shoes at them (Peter and the Revolution of 1821, p. 15).

ﬁé/y&m Aowraky a ﬁ’/ye/a %/W’M/wa/m

In spite of the fact that historical graphic novels for
children do not favour horror and avoid blood and splatter,
they do create dramatic visual historical narratives. Even,
wordless images may convey the intensity of the moment,
by zooming and un-zooming the same scene (e.g. the gra-
phic novel of Petro’s War). In Democracy the dramatic
conflicts are depicted in a succession of black pages, all
of them overcrowded, and with non-canonical panel fra-
mes. The dramatic feeling is maximized with the repeti-
tion of the same scene in successive close ups. Another
way of succeeding in creating dramatic tension is the vi-
olation of the linearity of reading, which normally moves
from left to right and from top to bottom. In this case rea-
ding may be both ways: horizontally and veridically. If you
read horizontally, you learn what happens simultaneo-
usly in two different spots in Athens. Reading vertically
the same event, the assassination of the tyrant or the holy
procedure, is developed in time. Even speech balloons are
located within two panels in order to permit readers to fol-
low at will two different directions of reading; either hori-
zontal or vertical.

Although objectivity is considered essential in historical
narratives, in fact historical graphic novels favour Us com-
pared to Them. This tendency is obvious in different ways:
a) in the selection of the themes; The battles are normally

victorious (the Athenians beat the Persians At the battle

of Marathon).

b) At the presentation of the characters: Greeks are pre-
sented as very brave, in contrast to the enemies, e.g. the
Ottomans, who are unable to confront Us.

c) Inthe external appearance of the enemies, who are al-
ways bad and ugly. Also, many aspects of the personali-
ty of the story-agents are revealed through the images.
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Power is one of them. For example, in Democracy, Kleo-
menis, the king of Sparta is obviously a very strong man.
Even the colours are used symbolically and express our
emotions towards the historical events. In 1453, the
date when Constantinople (today’s Instabul) was conqu-
ered, the colours are dark. Solid black occupies the ne-
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gative space of the images and the margins of the pages
functioning as synonymous to a dreadful fate and date.
Sometimes settings, drawn in black, may herald distres-
sing future events. In Petros’” War the dark, cloudy sky
hints to unpleasant events which are going to happen.
On other cases colour simply attempts to recreate the
settings. In The Secrets of the Swamp, the predominant co-
lour is green, the colour of a swamp full of plants. Green is
also the colour of hope for the victory against Bulgarians,
the enemies. Eventually, the green of the landscape turns
into red. Red indicates the blood shed (Kanatsouli, 2019).
Thus, the violent descriptions of Delta’s novel become ima-
ge and colour in the graphic novel.
Colours are also important in conveying the sense of the
past. The confinment to black and white images in Petros’
War expresses the atmosphere of the Second World War,
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- = | came to ask you a favour

= Do this favour to me and
I'll become your slave

= My slave? )
very much inspired from Voula Papaioannou’s famous pho- :‘::L‘m:;;a‘:;” talking
tographs of the period.

Colour is also used to indicate a subordinate narrative
boxed within the main narrative. Blue is the colour for the = We fight for liberty -
panels devoted to the story of Cupid and Phyche, which is —
narrated by the Athenian boy, who is the central hero of the be my slave? '
graphic novel Democracy.

Resourceful is also the use of the speech balloons. Ballo-
ons in different colours indicate who is speaking; white bal-
loons for the story agents and yellow for the narrator, in The
Secrets of the Swamp. In the same novel, same-colour, sa-
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me-language speech balloons indicate different languages,
due to the addition of the flag in one of them.

We will conclude with Alexia’s Othoneou “bonsai graphic
narrative” in an attempt to show how the adaptation of
a verbal story into a new medium may offer an alternati-
ve view of history and point at a very different ideological
point. The Slave from the book 21+1 Authors Write and Ar-
tists lllustrate 1821 relates a well-known historical anecdo-
te: In the Greek War of Independence against the Ottoman
Empire (1821) a woman went to the commander Kolokotro-
nis and asked him for a favour, “Do this favour to me and Ill
become your slave”. The commander objected, explaining
that the War of Independence is about not being slaves.

Othoneou’s bonsai graphic novel repeats the well-k-
nown dialogue. But the succession of the three final panels
place the emphasis away of the witty remark of the Greek
general onto the woman, who gradually stands up, and bre-
athes free. She is not confined even within the restrictions
of a panel. The visual narrative becomes richer in meanings
than the verbal one.

In conclusion, regarding the Greek Historical Graphic
Novel in Children’s and Young Adults Literature, we could
point out that:

e Historical graphic novel is a new genre flourishing in

Greece, mainly addressed to older children.

e The vast majority of them are adaptations of well-k-
nown novels and stories.

e Visual modality is crucial for constructing the story and
conveying textual meanings

e Visual narratives offer the opportunity of retelling old
stories to a new audience and in a new challenging for-
mat. Furthermost, those adaptations, although they

Jé/y&’m Aowraky a ﬁl/g/a/a %M/'ayaa/%«

respect the well-known plot, embellish it with new me-
anings.
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Denmark

TO FRAME OR NOT TO FRAME
(IS THAT THE QUESTION?)

He studied history for several years and worked as a children’s lite-
rature reviewer for a leading Danish paper beginning in 1972. Cur-
rently he works for Politiken, the top cultural paper in Denmark and
also writes for specialized journals such as Bgrn & Bgger (children
& books). He gave numerous presentations on children’s literature
for librarians, teachers and other experts and wrote two books, in
addition to many papers for journals. He has been a member of the
Danish IBBY Section and has been a regular BIB participant. He ser-
ved as a member of the BIB 2005 jury and a member of the jury at Tl
in Tallinn and organized an exhibition of Iranian illustrators in Den-
mark. He participated in the BIB Symposium several times.

This is a most inspiring topic you have chosen for this sym-
posium. And | am happy to be able to contribute to this
discussion.

But firstly, though we must search for some definiti-
ons. What makes a book a comic book? And what makes
it a “normal” picture book? Is it the frame? Is it the speed?
The rhythm? Is it the possibility to tell things in another lan-
guage? To tell things previously untold? Is it the absence of
words? The possibility to dream one’s own story? Is the dif-
ference in its core a question of “language”?

The frame is the difference between ordinary books
with ordinary words and unframed illustrations. The frame
is movement under control. What is inside the frame will
always try to blast its imprisonment. The limitation is in-
spiring.

But first we must take a look at the consequences of fra-
ming. The reduction and the possibilities. Here comes a few
examples:

This famous picture from the bottom of a page to the
right in Hergés famous album “Tintin In Tibet” made me
jump in the chair when | was a child. And it is one of the
most elegant cliff hangers | know of. It hits you right in your
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nerves and ties you to the story. With trembeling hands you
turn the page and this is what you see. This tiny but impor-
tant episode runs underneath the main story. You cannot
do that in words.

Another example comes from a recent collaboration
between two great Danish storytellers. The title is “Zeno-
bia”. Morten Dirr is the author and Lars Horneman is the il-
lustrator. Morten Durr presented Lars Horneman with a ma-
nuscript to a story about a girl fleeing from the Syrian conflict
and the illustrator cut about 80% of the words and told the
story his way. It is only on page 21 there are words at all. Lars
Horneman won his nickname “Desert Hopper” from pictu-
res like these. In his comics-look-alike way of illustrating, he
showed us what can be said without words. Silence heavily
imprisoned. This work has been widely acclaimed and pub-
lished in several countries. Perhaps even in Slovakia?

In their next and latest co-production they move to Gre-
enland. “Ivalu” is a story of misuse of children which is sadly
a problem in remote places on this huge island. Lars Horne-
man could earn another nickname this time — “Arctic Hop-
per”. This picture shows his greatness as the story begins
with a girl going to wear the national suit and stepping up
for a visit to the small village from the queen of Denmark.
Every Dane knows this elegant ship which can be spotted
in the far distance. It never arrives (in the book) but here is
a set off for the main story about an abused girl who com-
mitted suicide. Here the words only starts on page 22.

So a drawing pin as well as the silhuoette of a royal ship
can make a dramatic impact and entry to a story that is not
possible with words. It strikes your imagination in a diffe-
rent way.

I will now introduce you to my best example. And | will
repeat my point that a real modern comic story or graphic

ﬁeffea Larsen

novel will always more or less try to struggle to avoid the
framing itself and try to escape from it. It presents a dra-
matic — often chaotic - language. That is its determination.

But in order to endure chaos you need frames. This sto-
ry could never have been told in words alone. “The Bird-
man” follows a developing mental illness of a young girl.
The author is Sarah Engell who is praised for her books for
young people (mainly). Lilian Brggger is well known here in
Bratislava. She won a Gold Apple in 2005 and is represented
on the Danish exhibition stand most of the times. “The Bird-
man” is a crystalclear example of the strength of framed
pictures in continuously struggle with itself. Beginning whe-
re the spoken/written language ends. Like the girl in the
story Lilian Brgggers pictures fights and screams and cries
while trying to escape the pain of losing control. Being fra-
med. It goes like a razor. From the early symptoms like being
confused, hearing birds and voices. There are many words
in this book. A lot of them are sound words like “augh” or
“help”. But they are presented in an alternative way, writ-
ten in hand in different siezes and dancing up and down.
“The Birdman” is a visual miracle. It presents the problem
without mercy, but in order to avoid too much sadness it
ends with a glimpse of hope. And to repeat myself: a story
like this could never have been told in words in an ordinary
book — even with illustrations. The magic is that the strugg-
le goes deep into the very process of creation.

What then when an illustrated book is turned into a co-
mic? This it what happened to “The Whispering Game”. It
was originally published in 2008 as an ordinary picture book
for children attending school. This year it was turned into
a comic book aiming at the same audience. The illustrated
book is a bitter-sweet not-too-depressing story of a girl who
takes part in this whispering game — you know: you sit in
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a circle and whispers perhaps: “BIB is the best exhibition in
the world”, and after passing through 4-5 ears it comes out
as: “Be the west extorbination and a word” — or something
like that. In the story the girl whispers “my father beats me”
and this information starts a process among the girls taking
part in the game. As mentioned before the illustrated book
does not dig too deep in the painfull matters. On the con-
trary the art of comics with its frames and rules supports
the violence. Here again we meet Morten Diirr from “lvalu”
and “Zenobia” — he is a brilliant storyteller and this times he
choses another entrance to his story. It is not the father but
the mother that beats the girl. But where Peter Bay Alexan-
dersen touched the hearts in the illustrated book, Sofie Lo-
uise Dam fails in giving real life to what happens. Her pictu-
res are stiff like a timetable, boring and in contradiction to
“The Birdman” she never tries to break out of the frames.

The last example comes from a very funny (and serious)
book by Hanne Kvist who started out as an illustrator (very
good) and went on becoming an author. Her book “Animals
with fur- and without” brought her the big prize of The Mi-
nistry Culture. The main part of the book is ordinary rea-
ding, but when things are getting though she turns to the
language of comics. Not because things are changing or get-
ting worse (oh, they are a little!) but because it presents the
reader with a choice: believe it or not. Is it dream or reali-
ty? It is done very elegantly and the mood of her comic pic-
tures and the coloring plays in harmony with the tone of
the words.

It is not the first time Hanne Kvist has been involved in
a project mixing words with pictures. The “normal” book
“The Boy With The Silver Helmet” won several prizes when
it was published in 1999. It was recently turned into a he-
avily illustrated book. The artist Rasmus Meisler has made
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it his specialty to do so. To turn existing books into a comic
look-alike. He speaks the language of a realistic comic book
using the paper sieze as frames. But his contribution to our
topic is that he deliberately changes some scenes and pro-
longs others. His pictures are an updated version and brin-
gs new life to the moving story of a boy nobody wants — ex-
cept his sister.

| could mention the “Dog Man” books. | love them in
all their flatness, but | understand that this is not the time
and place for Mr. Dav Pilkey. Digging further into real co-
mics | am very fond of the “Petit Poilu” books. They present
a charming way of showing pictures without words for the
youngest generation. A strange thing happened in my co-
untry this year when a real —and | mean REAL - comic book
about a royal affair in the 1700th century won the big pri-
ze in illustration from the Ministry of culture. | don’t think
we shall accept that. Comic books belongs to comic books
—they have their own prizes - and illustrated books belongs
to the prices for illustration. But when these two forms of
art mingles something new is coming up. And that is what
we are discussing here today.

But you will agree with me — | think — that this is The
Holy Grale in mixing art forms. Published in 1978 Will Eis-
ner set new standards for framing and not-framing with
his “A Contract with God”. His work is considered to be the
birth of the graphic novel — though it is not one novel but
four short stories. He was a great artist.

So we are dealing with a topic consisting of so many qu-
estions and considerations. The challenge is: “Comics in
the current picture book for children and youth.” And | will
gladly answer: Yes!

Thank you
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Croatsa

TWO HEROINES OF CROATIAN COMIC BOOKS FOR CHILDREN

Born in 1974. Graduated Croatian language and literature in 2000
and library science in 2002 at the Faculty of Philosophy in Zagreb.
Since 2003, she has been working as a graduate librarian in the
Zagreb City Libraries at the children and adults’ departments.
During the years in library, she participated in various projects: fa-
cilitator of various workshops with children and adults, on the edi-
torial board of the literary panel, on the programmatic and orga-
nisational committee of Croatian Book Night, coordinator of the
national project of photography exhibitions The Capture of Rea-
ding, in juries of various artistic awards... Since 2016, she heads the
Croatian lllustrators Presentation Programme in Kupola Gallery
of the City Library of Zagreb. Since 2018, she heads the Croatian
Centre for Children’s Book, Croatian Section of IBBY (International
Board on Books for Young People) at the Zagreb City Libraries.

The comic book in the Special Collection of Children’s Books
The Croatian Centre for Children’s Books (Croatian Section
of IBBY) is located in the Department for Children and Yo-
uth of the Zagreb City Libraries, and the materials they col-
lect is known as the Special Collection of Children’s Books,
which can be used exclusively in the library space and is
intended for the general public, students, teachers, pre-
school teachers, publishers, librarians, pedagogists, vario-
us specialists, scientists, and anyone using children’s books
in their work.

The Special Collection of Children’s Books continually
collects, processes, and stores books by Croatian authors
for children and young adults: writers, illustrators, and
translators, as well as valuable Croatian editions of inter-
national classics of children’s literature. Also collected are
the translations of Croatian authors into other languages
and all other related literature on the creation and histo-
ry of books for children and young adults. The collection is
constantly supplemented by careful selections from the on-
going publishing production and thoughtful acquisitions of
antique books. By early 2021, the Special Collection of Chil-
dren’s Books totalled over 7300 titles.



luternational symposion BIB 2021

rabavriiica, [15417]

roty: trdaje uprava 2

o, Olbiestni pjetiiés T lhending. Zagr

The Special Collection contains the oldest Croatian illustra-
ted books and picture books by the first Croatian writers
and illustrators, the oldest newspapers and magazines for
children and young adults, as well as examples of secon-
dary materials: exhibition catalogues and book catalogues
that provide valuable data about artists, writers, publishers,
and published titles. Of course, the Special Collection syste-
matically collects and stores both the oldest Croatian chil-
dren’s comic books, as well as modern Croatian comics for
children: from Walter Neugebauer (1941) and Andrija Mau-
rovic¢ (1962) to, for example, Darko Kre¢, Darko Macan, lvica
Bednjanec, or KreSimir Zimoni¢. By early 2021, the Special
Collection of Children’s Books included 115 comic books, in-
cluding numerous monographs by comic book authors, ca-
talogues from their exhibitions, and books on the theory
and history of comics.

The Special Collection of Children’s Books also makes
it possible to examine the development of Croatian book

lsabette Maaro

publishing through numerous, lavishly illustrated editions
by the most important publishers of Croatian books for
children and young adults. In addition, the Collection also
gives a detailed view of modern Croatian publishing of bo-
oks for children and young adults, from 1993 to the pre-
sent.

Two heroines of Croatian comic books for children

Many contemporary Croatian comics for children have
been published in children’s magazines Smib, Modra lasta
and Radost, as well as in daytime newspapers such as Ve-
Cernji list, and have become recognisable and popular be-
cause of their characters, humour, subject matter, and the
style of the author, and they are also beloved by adults. It
is worth mentioning a few examples — Darko Macan: Borov-
nica, Branka Hollisworth-Nara: Dado i Cmicko, Ivana Gulja-
Sevi¢ Kuman: Luka, Dubravko Matakovi¢: Super Di. Many of
them have been published in independent editions.
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Of course, we must not omit a couple of the most popu-
lar Croatian comics for children and their extremely popu-
lar heroines — Durica by lvica Bednjanec and Zlatka by Kre-
Simir Zimoni¢, who have been continuously present in Cro-
atian comics for children and Croatian popular culture for
the past thirty years.

Bednjanec, Ivica. Durica : male ljubavi : knjiga u stripu, Zagreb: Skoiska knjiga, 2003,

lsabelta Maaro

Ivica Bednjanec: Durica
The Durica comic book series, intended for the youngest
children, started to be published in 1986 in the Smib maga-
zine, in which it is still being published — one short, single-
page episode each month. Since the author’s death in 2011,
his son Darko Bednjanec has continued to create the comic.
Along with the main character Durica, there are also
her friends Bibi and Dodo, as well as her rival, Lela. Among
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Bednjanec, lvica. Durica : male ljubavi : knjiga u stripu. Zagreb: Skolska knjiga, 2003,
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them, there are many humorous situations, simple or com-
plex relationships that are typical not only for children, for
whom the comic is intended, but also for adults: love, jea-
lousy, quarrelling, deception, outsmarting, seduction, ridi-
cule, reconciliation... And in each episode, Durica is a true
heroine — the star, different, stubborn, unusual, not preten-
ding to be better than others, natural, imperfect — like any
child, like any person. In her striped dress and oversized he-
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Bednjanec, Ivica. Durica : male ljubavi : knjiga u stripu. Zagreb: Skolska knjiga, 2003,

lsabette Maaro

els, even her visual appearance expresses authenticity. Of
course, as her name in Croatian signifies “one who pouts”,
Durica’s main characteristic, which often determines both
the course and the completion of an action, is pouting. This
trait is, perhaps, caricature-like, if examined from a child’s
point of view, and perhaps not, if observed from the point
of view of adults, as this trait often overcomes social norms,
and communication becomes more difficult and impossib-
le. But Durica and her friends have a solution to all commu-
nication problems, although at first glance solutions seem
to be lacking, or at least too simple to be achievable.

The artistic and educational quality of this comic is also
confirmed by the fact that Durica is included in the required
reading list for pupils of the second year of primary school.

In 2016, the Zar Ptica City Theatre staged the children’s
play Grumpy: Little Love Stories in the framework of the mul-
timedia project Durica — from the comic book to the stage
and your smartphone. The aforementioned project also in-

Photo: Saéa Movkovi¢, source: The Zar Ptica City Theatre
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Phote: Saga Novkovié, source: The 2ar Ptica City Theatre

cludes a mobile phone game designed for children aged 8
and above, in which actors and scenes from the show appear.

The game also brings an interactive element, because
children actively participate in it: they choose situations
from the play, the reactions and facial expressions of the
actors, thereby changing the course of the action.

Durica, video game

leabella Maaro

KreSimir Zimonic: Zlatka

Zlatka first entered the comic strip in 1981 as an anonymo-
us reader in the comic Svasta!, while her name was first
mentioned in comics in 1985, in the comic episode called
Zlatka and Peter Pan.

ZLATKA e oy oq 9
se sjeca : ' o

o

Zimonié, Krefimir. Ziatka. Zagreb: Fibra, 2012
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Until 1991, the Zlatka comic was black and white, and af-
ter 1991, it has been published in colour. Since then, Zlatka
has lasted for nineteen years already and has been publis-
hed the longest in the Modra lasta magazine. In addition to
individual comic episodes in the magazine, Zlatka has been
published in three books, one of which is a complete edi-
tion of all the comics about Zlatka.

Zlatka is about twelve years old — a girl who is becoming
a young woman, and lives in her world of fantasy, dreams,
and art. She is lonely, thoughtful, hidden, ethereal, filled
with symbolism and simple, deep thoughts. This is a heroi-
ne who forms the story herself; she meets other characters
from famous comics, novels, and films; she dreams abo-
ut literature, music, the weather, spring; she refers to po-
pular films and pop culture in general, and she is always in
some new beginnings, travels, departures... To quote Dar-
ko Macan: Zlatka is what we never expect in a small coun-
try — a completely original work. Inspired by everything,

PRI FROGISEAS TREED R 72
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lsabette Maaro

from war to art, but with a quality of its own, precisely be-
cause of that.

After the seasons have been repeatedly mentioned in
the Zlatka comics — their changes, their features, each indi-
vidual season as well as their mutual distribution —in 2020,
KreSimir Zimoni¢ published a comic picture book called
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Zimonié, Krefimir. Geditnja doba. Zagreb: Mala zvona, 2020.
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Godisnja doba (The Four Seasons), with Zlatka as the pro-
tagonist.

This book is a logical return to the life of Zlatka and her
bright manifestation. The book alternates many motifs,
themes, and characters that readers have been encounte-
ring in previously published comics about Zlatka: Peter Pan,
Zagreb, the seasons, their departure and return, longing for
the unattainable, love, music, Captain Key, colours, seagu-
lIs, the universe. In addition, genres are exchanged in the
book: poems, dramas, essays, and, above all, comics.

CRVEND, BIJFLO, FARENO | PLAVO

nja dotsa. Pagreb: Mals renna, 2030

MISCELLANY

that co-exists with the stylistic, visual, and imaginative rich-
ness of the author.

In 2013, inspired by Zlatka, a short animated film called
Zlatkine Zute minute (Minutes) was created, in which Zlat-
ka is grown up and examines her life, remembers her youth,
and embarks on her new journey —a completely iconic, dre-
amy adventure of the imagination.

mir Godilna doba. Zagres: Mala svena, 2030
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- Conclusion
Durica and Zlatka are comics with heroines who surpass the
time in which they were created, the age for which they

The book Godisnja doba can also be seen as an homma- were written, and the space for which they were concei-
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ge to Zlatka, a sort of a comic book sequel, a lyrically rami-
fied literary-artistic work with a philosophical connection to
the eternal heroine. On the other hand, the book Godi$nja
doba is both read and perceived as an independent work

ved. From the first comic episode published in a magazine
or newspaper to stand-alone books, and afterwards, throu-
gh the development of the characters and the comic book
itself in other media, books, films, and theatre, Durica and
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Zlatka still survive as part of the pop culture, which perme-
ates our lives, our media, our collective consciousness, and
our memories of youth.

Perhaps the future of comic books for children lies pre-
cisely in the power of always rediscovering comics — as an
art and a creation, or as starting points for new media —and
their opportunities of blending with other genres, in which
their heroes (heroines), with completely new laws, function
— and live their artistic (literary, theatrical, film) life.

Durica and Zlatka are heroines who have lived through
and survived various social, political, and cultural times, and
have accompanied many generations of children who, to-
day, return to them as adults. But are they returning or is it
only their perspective that has changed? Are they changing
the perspective of the heroines or their own lives? In any
case, Durica and Zlatka, more powerful than reality, live on...

lsabette Maaro
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Rutu Modan is an lllustrator, comics artist and Professor at the Beza-
lel Academy of Art & Design, Jerusalem. Modan Co-Founded the Isra-
eli comics collective Actus who won worldwide recognition and was
crowned by ID Magazine as one of the most influential design groups
of 2007. Rutu Modan received several times the Israel Museum Ben-
-Yitzhak Award for children’s book illustration. In 2008 her book Exit
Wound won the Eisner Award for the best comics book. Her graphic
novel The Property was published in 2013. The book won the Eisner
Award for Best Graphic Novel of 2014, the Special Jury Prize in the In-
ternational Comics Festival in Angouleme, France, and the first pri-
ze for best book of the year in Lucca Comics & Games Festival, Italy.
Modan’s comic & children’s books were translated into 15 languages.
Her last graphic novel “Tunnels” was published this year in Israel. She
lives in Tel Aviv with her family.

Yirmi Pinkus is an Israeli illustrator, author and professor at the Shen-
kar College of Art, Engineering and Design in Israel. Pinkus is a co- fo-
under of the independent comics group Actus that has won internati-
onal. On 2000 he founded the program for illustration studies at the
Shenkar College, Israel, and served as the director of the program
for 11 years. Since 1997 he is an active political cartoonist. In 2008
Pinkus’s illustrated novel Professor Fabrikant’s Historical Cabaret was
published. The book was awarded the Sapir Prize for Debut Literatu-
re, and was published in Italy by Cargo, and in France by Grasset. His
second novel Petty Business was adapted to the theatre and publis-
hed in the USA by Syracusse Press. His comics book Mr. Fibber the
Storyteller, based on stories by Lea Goldberg, won the 2014 Israel
Museum Award for Picture Books. Pinkus has been giving illustration
classes and lectures, among other schools, at the Accademia di Bel-
le Arti, Bologna, the UDK Berlin, The HAW university, Hamburg, and
the Cambridge School of Art, UK. 1800 of his works are catalogued
and accessible as part of the Hollis Images Catalog, Harvard Univer-
sity library (USA).
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Noah Books is an artistic project concentrating in the rema-
king of classical Israeli children’s prose in an updated form
of comics and graphic literature. Noah Books offers the old
texts a new vision: the illustrations add a visual narrative
enriching the main storyline and creating a communicative
flow between text and image, which reflect the artistic con-
cepts and perceptions of our age.

Another goal of the Noah Book project is to guide and
support upcoming young illustrators, alumni of art acade-
mies, who get a chance to create new picture books in high-
est standards.

The Project was founded in 2013 by two acclaimed co-
mics artists and illustrators based in Tel Aviv, Rutu Modan
and Yirmi Pinkus, as a unique model: the two artists, who
are professors of illustration in the two most important
schools of design in Israel, serve as an independent edito-
rial board. The texts are carefully chosen according to their
suitability to adaptation to sequential story telling. The edi-
tors guide the chosen illustrators, beginners as well as ma-
sters, and turn the process of making comics to a creative
dialog. The commercial production of the books is based
on collaboration with various publishers while keeping the
artistic freedom.

Noah books influence upon the picture book mar-
ket in Israel is remarkable. New artists emerged through
the project. The high design values are now followed by
main stream publishers. Most of the titles won prestigious
awards [including Anat Warshavsky, who won the BIB-2019
award for the book The Cooking Penguins].

The Noah books series for early readers is published, since
2017, in the English language by Fantagraphics omics, USA.

Modan and Pinkus, the two founders of Noah books, are
former members of the Actus Independent comics collecti-

Foutu Modan @ Dremi' FPinkous

ve [1995-2010]. In the lecture they introduce the concept
of the Noah book Project and the artwork created as part
of it, including their own contribution as comics artists to
the series.

About the Lecturers

Following Images: lay outs from the first 2 titles of the se-
ries, Eddie Spaghetti and Mr. Fibber, after stories by Lea
Goldberg

FOR HOW MNICE IT WILL BE 70 REST WITH SUNNY WEATHER, WELL BE BLESSED

WHEN DUYS ARE WARM AND BRIGHT. AND WOT, CLEAR SUMMER LIGHT

Mr. Fibber by Yirmi Pinkus
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Eddie Spaghetti by Rutu Modan




R U

Finland

PAINTING WITH WORDS — TELLING WITH PICTURES
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I’'m writing you concerning my possible performance at the BIB
symposium 2021. The Board of IBBY Finland proposed me to act as
a potential speaker in your BIB Symposium. Noora Miettinen, the
Chairman of the Board, requested me to contact you for more infor-
mation. I’'m very interested in making a presentation, as children’s
literature and illustrations are genuinely close to my heart. After my
business career, | have worked for over ten years with children’s bo-
oks. | have written and published some 50 books and sold translati-
ons rights abroad. The enclosed CV shows my various connections
to children’s literature as a writer and publisher, a Member of the
Board in IBBY Finland, and the Chairman of the Board of Topelius’
Society in Finland. | have also combined my background as a legal
scholar into a non-fiction project about “law and justice issues” in

the presentation topic. The title could be: Painting with words — tel-
ling with pictures. As a speaker, | could concentrate on the aspects
of visualizing the stories in international and multicultural coopera-
tion between the author/publisher and the visual artist from diffe-
rent backgrounds. Building bridges across the borders — both phys-
ical and cultural — has been my main focus, both as a writer and as
a publisher. My Wickwick illustration team consists of some 15 in-
ternational freelance illustrators from all over the world, and we
aim to make the best out of connecting people from different backg-
rounds. In my presentation, | would focus on this “border-crossing”
cooperation and the possibilities that the modern working environ-
ment offers to illustrators. International teams are an asset in ma-
king good books to appeal to and connect the children of the world
— regardless of their language, religion, race, or country. They also
help us to find common ground for peaceful coexistence. One exci-
ting example of that kind of work is a three-piece-collection of “War
& Peace Theme Books,” written by a me, a Finnish author, transla-
ted into English by a team of three professionals living in Finland
and the USA, illustrated by artists from Italy and Greece, translati-
ons rights acquired by a publisher in the United Arab Emirates and
now promoted in Arabic throughout the world. If you are interested
in my approach, please let me know the right steps to take now. It
would be a pleasure to start preparing a performance for the sym-

BIENNIAL OF ILLUSTRATION

Topelius’ (1808-1898) fairytales. The other attachment focuses on posium.
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Delivering the diplomacy of the heart in a multicultural
field and reaching children of the world is a huge task, but
always worth a try! In cooperation with skillful illustrators
and like-minded people in joint projects, the stories are uni-
quely visualized in author-illustrator interaction. Valuable
messages and feelings are presented between the lines and
illustration details, too.

Being an author and publisher with a global focus
Children’s literature has effective tools for sharing national
and global experiences between groups and individuals
from different backgrounds. In this performance, | will fo-
cus on visualizing the stories in international and multicul-
tural cooperation between the author/publisher and the
visual artist from diverse backgrounds.

Building bridges across the borders — both physical and
cultural —has been my main focus as a writer and publisher.
The publisher perspective here is a specific one and focu-
ses on my particular approach to working globally rather
than domestically. It‘s all about maximizing the influence
of the books in reader’s lives, not how much profit they
make.

As a Ph.D. in Law, author, publisher, and a mother of
three from Finland, | have great respect for culture and edu-
cation in building a better and more human society. During
the last ten years, | have written and published some 50
children’s books and sold translation rights at international
book fairs.

Working together with international artists presenting
various cultural and linguistic backgrounds has added the
illustrations a special touch of connecting cultures. It's been
amazing to see how these books have started to cross bor-
ders between nations, cultures, and historical periods.

Tuate Pre

I‘m going to describe some particular cross-border ex-
periences and interesting details in working on multinatio-
nal book projects.

War and peace — eternal global issues

One exciting example of an international illustration, trans-
lation, and publishing project is my three-piece collection
of War & Peace Books. The books are written by a Finnish
author, translated into English by a team of three profes-
sionals living in Finland and the USA, illustrated by artists
from Italy and Greece, translation rights acquired by a pu-
blisher in the United Arab Emirates. The stories about war
and peace themes are now distributed worldwide in Arabic
for building peaceful coexistence by The Muslim Council
of Elders, a non-governmental organization from UEA. The
books were launched at a refugee camp in Jordan, but they
had already made a long way before that.

My ideas for those stories had developed from current
news from the Middle East, world politics, and even from
Finnish history. In the hands and minds of international il-
lustrators, translators, editors, and publishers, the stories
started to fly over the borders. The walls dividing landsca-
pes, the brave grandmothers singing in the darkness of a
war zone, or the children and families leaving their homes
suddenly had developed something that we could share.
We could do it despite all the differences between us, as
we could reach the most profound connecting factors — our
need for peace and our desire to make the world a better
place for the children.

These three books about war, conflict, and peace carry
strong messages that create discussion, awake thoughts,
and, hopefully, give some answers or suggestions about co-
ping with the situations or even solving them. The books
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Lullaby of the Valley and Between the Walls are illustrated
by an Italian artist Andrea Alemanno and Raspberry Red
by Georgia Stylou from Greece. With both artists, we had
discussions about the suitable way to illustrate these de-
manding issues. In two books, even the weapons are pre-
sent, so it was essential to find the right approach.

As an author, | cherish the memories of meeting the rea-
ders. One particular picture in the story about Raspberry
Red reminds me of many discussions. The children, who are
drawing a heart to the icy window as they don’t understand
where and why the father has gone, touches many people.
Big and strong men have had tears in their eyes looking at
it. This story about war breaking out and families setting
out on an evacuation journey makes people recollect their
experiences, fears, and hopes. The illustrator Georgia Sty-
lou has managed to take the story seen through the eyes
of a little girl to a general level and highlight the essential
aspects that we have in common.

The illustrations by Andrea Alemanno for Lullaby of
the Valley are probably the most daring in my collection of
books. We see the face of war as soldiers, weapons, and
barbed wire. But we also see the beauty of love and coura-
ge that the grandmothers of the story portray.

To my surprise, even a group of Italian preschool tea-
chers gave me strong support when they saw Lullaby of the
Valley at the Bologna Book Fair. Their message was that the
difficult questions from the children have to be answered;
coping with even the unpleasant realities needs support
from adults. We need every wise and understanding adult
to act — whether they are parents, educators, authors, or
illustrators.

In the most demanding children’s books, the illustra-
tor has a vital role and enormous responsibility, too. Af-

luatl Fre

ter reading and seeing the visual images, i.e., the war, the
child must still be feeling safe and in balance and trust the

Illustration by Andrea Alemanno, book Lullaby of the Valley by Tuula Pere



luternational symposion BIB 2021

support of adults. Andrea Alemanno has found a beautiful
harmony here. In the last pictures of Lullaby of the Valley,
we can see a little blue butterfly on a soldier’s helmet, not
needed anymore in the future — a strong symbol of hope.

Diversity and inclusion — a special touch needed
everywhere

Another example of books crossing physical and mental
boundaries is my Pearl Books about a disabled child and
her family. Even the start in Finland was exceptional and
took a lot of strength from all persons involved — including
the writer.

an

Illustration by Catty Flores, book Welcome Home, Pearl by Tuula Pere

A Spanish artist Catty Flores — living in New Zealand during
the process — made the unique illustrations. Working close-
ly with the illustrator throughout the book process via the
internet made it possible to ensure that the flow of feelings

Tuate Pre

and facts was seamless from the story to its visual interpre-
tation. The subject, family experience about disability from
birth to death, is most sensitive and had to be handled with
care and respect.

It took us three books to deliver the various themes con-
nected to it. The execution both in text and illustration had
to be open enough to make it possible for the readers to
reflect on their personal experiences. Before finalizing the
last book, the team had to take a little break to breathe, as
Pearl, Our Butterfly, needed some extraordinary strength.

Welcome Home, Pearl, the first book in the series, has
been chosen to international “2021 IBBY Selection of Out-
standing Books for Young People with Disabilities”.

The journey of the Pearl books continues international-
ly, as the translation rights are already sold to a Ukrainian
publisher, concentrating on diversity and inclusion themes.
The launching in Ukraine involved university and library
people and members and representatives of families with
disabled children — even the Finnish writer.

The following steps in countries with different cultu-
ral backgrounds have also created some discussion about
adjusting the illustration to suit their needs. However, the
experiences in these diversity and inclusion stories are fa-
miliar in any country. The degree of realism in images is
another cultural matter.

Working with multicultural teams — creating versatile books
My stories have been illustrated by artists living in more
than ten countries — Italy, Greece, Finland, Romania, Bulga-
ria, Ukraine, USA, Mexico, Spain, New Zealand, and Mongo-
lia. Translators and editors are numerous.

Different professionals working in a children’s book
team have a great responsibility in influencing young minds
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to understand cultural diversity. Naturally, this applies to
illustrators to a great extent. They can help the author pre-
sent even the most delicate themes to a child in a suitable
way — regardless of the difference in various cultures and
societies.

As a children’s author, | greatly respect the opportunity
to be personally involved in choosing the artists and later
working in constant contact with them during the illustrati-
on process. This cooperation has made it possible to tackle
even the most demanding and delicate subjects, such as
disabilities, poverty, and themes of war and peace. It has
also been helpful when issues with some historical or na-
tional background have been adjusted for global audiences
through selling translation rights.

Sometimes things that preoccupy the minds of readers
—or partners in publishing — are surprising. How much bare
skin can we show in a children’s book about swimming? Is it
suitable that the character’s hair is bright red, light yellow,

Illustration by Catty Flores, book Scared to Swim by Tuula Pere

luatl Fre

or pitch black? Is it acceptable that a teacher and a student
eat the same food during school lunch break and sit at the
same table?

My answers to these questions are very tolerant and
allow different parties to find their particular answers. We
can have a dialogue with respect for other views. It’s impor-
tant to leave room for adjustments if they are essential to
the other party, as long as the main messages and the good
intentions of the story remain untouched.

I'm in favor of this flexible and international approach
to connect literature and visual arts from various countries.
It helps to tear down unnecessary walls and to build new
bridges and roads between people, instead. Also, the discus-
sions with those involved in the process are fascinating and
eye-opening and take the diplomacy of the heart further.

Creating a local or a global environment with children’s
books?

To publish books for the children of the world — isn’t that
an oversized target group and a pretty naive dream? For
me, writing like that is not a quantitative goal, not even a
geographical one.

I consider the possibility of a global environment
created by the stories and illustrations more philosophical-
ly. It is an effort to create literature that connects us as hu-
man beings together, despite any boundaries or limitations.
We can speak hundreds of different languages, but at the
same time, there is one that we share regardless of external
conditions, religion, gender, or any other personal feature.
That is the language of the heart, which has its own words
and grammar and its own visual interpretations.

Working like this helps us reach people’s minds and
hearts, diminish prejudice and cherish respect for other
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human beings. This approach involves proceeding gently
and concentrating on cooperation and helping. It does not
emphasize resentment or focus on demanding and fighting.
Instead, it recommends showing empathy and respect. This
attitude should apply both to the words and the illustra-
tions.

Illustration by Andrea Alemanno, book Lullaby of the Valley by Tuula Pere
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Today, there seems to be an overall tendency to focus
on the differences between people. It’s far too common to
make endless definitions and specifications about people’s
characteristics and backgrounds. If we concentrate on ma-
king infinite divisions, we’ll be unable to take the next right
steps. There is more to do than either deny or fight for
them. We cannot deny the existing diversities, but we can
show that there is always a possibility for listening, discus-
sion, and mutual respect.

Let’s use all the soft and tender weapons we have for
the best of the children. That includes painting with words
and telling with pictures — and letting the spaces between
the lines talk, too!

Referred Books

1. Raspberry Red, written by Tuula Pere, illustrated by Georgia
Stylou

2. Lullaby of the Valley, written by Tuula Pere, illustrated by
Andrea Alemanno

3. Between the Walls, written by Tuula Pere, illustrated by
Andrea Alemanno

4. Welcome Home, Pearl, written by Tuula Pere, illustrated by
Catty Flores

5. Pearl’s Life, written by Tuula Pere, illustrated by Catty Flores

6. Pearl, Our Butterfly, written by Tuula Pere, illustrated by
Catty Flores

7. Scared to Swim, written by Tuula Pere, illustrated by Catty
Flores
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THE INFLUENCE OF CHILDREN'S LITERATURE ON THE CREATION OF CROATIAN
CHILDREN‘S COMIC CHARACTERS

Born on 25th October 1973 in Bjelovar. She graduated from the
Academy of Fine Arts in Zagreb and has been professionally pur-
suing animation since 2011, after a decade-long stint in creative
comics and comic books for children. Irena also works in pedagogy,
illustration, book editing and TV series.

Comic history shows us an excellent insight into the history
of all sorts of trends, from those related to clothing or music
to those tied to different political issues. That’s not supri-
sing, considering that comics have always been published
in written media that always must be in line with what is
acceptable at the time and doesn’t cause discomfort or an-
ger in the audience. With that in mind, it’s especially inte-
resting to see how children audiences are communicated
with and how, with time, the methodical and educational
process that defines the framework for a comic’s plot and
the identity of the comic protagonist changes.

Children’s comics are often modeled after the most po-
pular children’s novels and picture books. The advantage
comics have over picture books is that the comic’s story is
divided into smaller parts, so that the entire plot could be
comprehensible from the images themselves. This allows a
child to paraphrase and comment on all parts of the plot,
all the emotional states and gestures of the characters, the
objects found in comics, or the actions that are portrayed
through drawings. In comics, children can easily read the
gestures and mimicry shown, thereby learning non verbal
communication or some manual skills that an image can
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show better than the text itself. There are also a number
of comics without text, which means that a child could be
introduced to comics even before they know how to read.
However, even in these comics, the plot can be based on a
work of literature, especially if it uses the same characters
as the book it draws inspiration from.

The first Croatian Comic series, Maks i Maksi¢ (examp-
le 1), which was drawn by Sergej Mironovi¢ Golovcenko
for Zagreb’s Koprive magazine from 1925. to 1937., was
made after Wilhelm Bush’s Max and Maurice from 1863.
in which Buch describes two boys who tease people, cau-
se explosions, abuse animals, steal apples and show mis-
behaviour through illustrations and rhyming verses. It was
this concept that Mironovi¢ took for his own comic whose
every issue started and ended within a single comic board
and showed pranks done by Maks and Maksi¢, which were
equally as bad, and usually followed by a punishment in the
form of a beating. The way in which the characters were
created and their adventures were part of a trend back
then, one that didn’t survive to this day because it became
unimaginable in the meantime for comic protagonists to
be aggressive and mean, and also because the educational
practice of parents and teachers beating children to discipli-
ne them became unacceptable.

The way that authors address children changed with
Walt Disney’s arrival onto the international scene. Disney’s
characters are primarily childishly sweet and innocent crea-
tures. Characters like Mickey Mouse and Donald Duck are
adorned with these traits, but the same goes for the long
list of characters Walt Disney took from children’s literatu-
re. That’s why Disney’s Snow White, Sleeping Beauty and
Alice in Wonderland feature the way in which the main
heroines overcome hardships through kindness, grace,

lrena Jukié /Dkay'/o’
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Maks i Maksié

and gentle actions in the spotlight, while the personality
of the side characters, for example the 7 dwarves, contain
imperfections akin to that of a child’s behaviour. — shyness
or anger that never crosses the line of good taste. What’s
interesting is that in Disney’s interpretations of children’s
literature the antagonists have the role that sets the plot in
motion, but their flaws are not shown in a way that would
cause sympathy or draw much attention. Through that, the
childrens’ identification with the protagonist emphasizes
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good behaviour and promotes goodness as an ideal. This
sort of relationship between the protagonist, deuterago-
noist and antagnost is consistently brought up in comics
that, either directly or indirectly resulted from this aes-
thetic, so we can also find it in children’s comics that were
made in Croatia in the late 30s and early 40s by Walter Neu-
gebauer, and those would be Tarzanovim stopama, Cik i
Cak, Veseli Vandrokasi, Bibmo Bambus i Hans Hanson,
Mali Muk, Zvrk Zvrkic, Patuljak Nosko, (example 2), Mal
Muk, Zvrki¢ Zbrkic, Florijan i Gladni kralj and the postwar
Kraljeva miljenica, Cudotvorni macak i Jelenko Kamenko i
Zacarana tapeta.

Despite the kindness of these comics’ characters, one
could still find details in their desgins that would make them
unable to be published in today’s media. These days, the
public is currently discussing the fact that Sleeping Beauty
was kissed by a prince without her consent, and another is-
sue that could be considered equally problematic is that a
popular character from a Neugebauer’s comic, the african
native Bimbo Bambus is drawn like a blackface, or better to
say he is stylized in a way that is nowdays considered as an
offensive caricature of dark skinned people. Bimbo Bambus,
and his honest friendship with the white colonialist Hans
Hanson is against the ideology of racism, it was made du-
ring the time when Europe was under Nacism and the Holo-
caust, and when black people had to ride different trams in
the USA or couldn’t enter hotels and restaurants for whites,
therefore the message the authors were trying to convey
should be viewed in the timeframe in which it was made.

National children’s literature influenced the creation of
comic characters aswell — Veli JoZeby Vladimir Nazor saw
two comic book adaptations, and Ivana Brli¢c Mazuranic’s
works received the highest amount of comic adaptations.
Price iz davnina (example 3), was first drawn by Walter Neu-
gebauer, and after him the same stories were adapted by
KreSimir Zimonic¢ and Mate Lovri¢, each in their time, brin-
ging their interpretations of the slavic mythology inspired
stories of good and evil through character design and ambi-
ence. The works of Ivana Brli¢ MaZuranic stay popular to this
day and have inspired produvtions of comics and even an
animated movie through the ages. The story of Segrt Hlapi¢
, a good and modest boy and the girl Gita was adapted into
comic form by Mate Lovri¢ and Igor Lepcin, each in their
own recognizable style while Milan BlaZekovi¢ saw the cha-
racters turn into antropomorphic mice in his imagining of
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the animated movie series that goes by the same name, as
well as the following comic releases, working with the idea
that children like animals more than human characters.

In the 50s, Borivoj Dovnikovi¢ drew the comic series
Emil and the detectives after the novel by Erich Kastner for
the newspaper Plavi vjesnik and the he also created the ad-
venture comic The Lost World with the help of screenwriter
Marcel Cuklij after A.C. Doyle’s novel of the same name.
Adventure novels have been adapted ever since comics first
appeared in Croatia, sharing the escapist spirit that enabled
their protagnoists to shine in the far, unexplored frontiers

of Earth and Space in the form of their characters. In these
comics the authors appealed to an audience that was a bit
older, usually male children that were not quite teenagers
yet. The dreams of their courage helped these children
grow and overcome their childhood fears.

The comics for younger children tackled showing the
world of children through all the decades of their existance,
often in short form and in a fun and humorous way. Howe-
ver, thar world was always created by adults adding their
own perfect image of a perfect childhood and child educa-
tion to the picture.

A new trend was introduced during the late 60s by ame-
rican comic-artist Charles Monroe Schulz, who created the
comic Peanuts whose main characters are the dog Snoopy,
the boy named Charlie Brown and his many friends. The
personality of Schulz’s characters had a major impect on the
design of one of Croatia’s longest running comics, Durica
by Ivica Bednjanec. This girl, dressed in her mother’s high
heels is a reflection of the interest in sophisticated humor
and little wise words that come from the mouths of child-
ren that are also enjoyed by adults. These characters allow
some mischievious behaviour to their young audiences, but
their flaws are still miles away from the ones that Maks and
Maksi¢ showed during the far 30s. The comic series Kljunko
i Dugi follows this model of imperfect and likeable charac-
ters, and it was made for the children’s magazine Smib by
Ante Zaninovic¢ as a comic book adaptation of the popular
cartoon series Professor Baltazar.

The child novel LaZes by lvan Kusan was made in the
same spirit, whose author lived to see it drawn in the shape
of a comic by Nedeljko Dragic¢ and later, shown on television
in the form of a TV series made by Televizija Zagreb in 1984.
Two novels by the same author, Koko u Parizu and Ljubav
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ili smrt also got a comic adaptation made in the early 90s by
the drawer Edvin Biukovi¢ and screenwriter Darko Macan,
and twenty years later both child novels got adapted for
the big screen. All these works by Ilvan Kusan tackle modren
children placed in real situations, they are witty and full of
understanding for the issues children face.

Another comic following Schulz’s poetic process is Boro-
vnica by Darko Macan — a prankish but likeable girl with an
extremely long ponytail who uses her sharp wit in creative
ways to manipulate her parents and teachers in order to
avoid exams, food she doesn’t like or chore she doesn’t want
to do. Darko Macan is also an esteemed writer for children,
he has also made a couple of different comic series alongsi-
de Borovnica, such as Vremeplovci, Suncana i pjege i Miza
Maza Pogadacica,and he also wrote the script for children’s
comics from other comic cartoonists — Darko Krec, Frane
Petrus, Stjepan Bartoli¢ and Robert Solanovi¢. However, it
is interesting to note that none of his comic characters en-
ded up in a novel for children nor the other way around.

A similliar author would also be the exceptionally pro-
lific illustrator, animator and writer for children, Ivana
Guljasevi¢ Kuman, who has achieved a great opus with the
comics she published in children’s magazines.

Editors of the children’s magazines Smib, Radost and
Prviizbor, the magazines that published the largest amount
of children’s comics for their readers have since day one ta-
ken care that their contents are in line with the educational
trends that prevail in schools and society. Therefore they
always carefuly listen to the feedback provided to them
by teachers, parents and the children themselves. Howe-
ver, with the times changing, it always happens that some
issues of some popular series can never be published, for
example the Durica issue in which her panties are shown.

lrena Jakic /Dmy'/é

However limiting it sounds, the framework of today’s
trends doesn’t stop comic authors to create imaginative co-
mic subjects, like the ones Dubravko Matakovi¢ thought of
for her comic protagonist Super Di (example 5), who's been
meeting all sorts of characters inspired by children’s literatu-
re for 30 years alongside her assistant Professor Nacecalo,
from wizards, cats wearing sneakers, aliens and dragons to
video game characters and broom riding old ladies.

Since 1925., there have been to many children’s comics
in Croatia to count in a text of this format, whose comics are
not directly linked to literary templates but still follow the
trends of their times. The thing these comics have in com-
mon is that the authors have ,through these comics, created
interesting characters that children can relate with and who-
se actions and emotions are understandable to children.

DA SAM IMALA IGAMERLL
ALl MOZEMO 38 POSTAVITI U VASEM B
LABORATORIZU
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BETWEEN PICTURE BOOK, CONCERTINA BOOK AND COMICS
BEGINNINGS OF SEPARATELY PUBLISHED PICTURE SERIES IN THE CZECH SURROUNDINGS

He has graduated from the Faculty of Architecture at University of
Technology in Brno. Currently, he works as the head of the Depar-
ture of History of Literature at the Moravian Museum in Brno. As
a curator he has taken part in organizing the exhibitions Generace
nula: Nova vina ceského a sloveského komiksu (Generation Zero: New
Wave of Czech and Slovak Comics) (Brno, Prague, Paris, Stockholm,
2007-2008), Signdly z nezndma: Cesky komiks 1922-2012 (Signals
from the Unknown World: Czech Comics 1922—-2012) (Brno, Prague,
Pardubice, 2012—2013) or Mezitim na jiném misté: Stoleti ceského
komiksu (In the Meantime on Another Place)(Moscow, Soul, Kyjev,
Manila, Stockholm, Sofia, 2018). As an author he has worked on pub-
lications: History of Czechoslovak Comics in the 20th Century (Déji-
ny ceskoslovenského komiksu 20. stoleti )(2014), Before Comics: For-
ming of Domestic Picture Series in the 2nd Half of XIX. Century (Pred

komiksem: Formovdni domdciho obrdzkového seridlu ve 2. poloviné
XIX. Stoleti) (2016) or Ondrej Sekora: Laborious and other Works
(Mravenci a jiné prdce) (2019). As an editor he has prepared selec-
tions of works created by Josef Lada, Ondrej Sekora or Karel Franta.

The tradition of Czech picture series goes back to the middle
of XIX. century, when so called funny cycles started being
published in comic and satiric periodicals and later they be-
came a regular part of picture periodicals and magazines for
chidlren. Works from German-speaking surroundings had
the most motivating influence on Czech creators, but inspi-
ration came also from France, Great Britain or United States.
Thanks to this, picture series made by Czech artists gradually
developed in the direction leading to modern comics, in the
way we understand it today. Until the beginning of the 20"
century they were seen purely as a magazine genre.’

* See more in Proklpek, Tomas — Foret, Martin: Pfed komiksem. Formovadni do-
mdciho obrdzkového seridlu ve 2. poloviné XIX. stoleti. Akropolis, Prague 2016.
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The first try to publish works like these as a file was re-
presented by the two-part anthology Flowers of Humour
for Good Children (Humoru kvitky pro hodné ditky) that
was published in 1911.2 It included picture series that ori-
ginally appeared on the back page of the children’s ma-
gazine Little Reader (Maly ctendr). Although all stories in
both volumes were considered to be created by Karel Va-
clav Thuma (1853-1917), in reality he drew most of them
— the others were works made by Czech but also foreign
authors. At the same time it is characteristic that in a fact
all of the pre-printed picture series originally in Little Rea-
der were published without original texts, but for the file
edition they were accompanied by verses written by Vaclav
Kovarik (1864-1919) placed under individual panels and
they described only the things viewers could see in the pic-
tures. The reason can be probably found in the fact that the
publishing house predicted that there were higher expec-
tations considering book editions and that the verses could
increase the artistic value of the publication.

The formation of the independent Czechoslovakia, on
28 October 1918, on one side obviously contributed to the
development of printed Czech (as well as Slovak) produc-
tion, but at the same time the country had to cope with
the economic decay caused by the first world war as well
as with an acute need to build a new infrastructure of the
newborn state. In the first half of the 20s in the field of in-
dependently published picture series only two new publi-
cations appeared. Apart from the two-volume Litte Picture

2 To the development of the Czech and Slovak comics after 1900 see more Prokd-
pek, Tomds — Kofinek, Pavel — Foret, Martin — Jares, Michal: Déjiny ceskosloven-
ského komiksu 20. stoleti. Akropolis, Prague 2014.

Jomis P/‘ﬂgc;ﬁeg

Rooms (Malé obrazarny) from 1921, this time including
the re-edition of Thuma’s picture series from the magazine
Children’s May (détsky mdj) (again accompanied by rhy-
mes), we are talking about Funny Riots of the French Vovi-
sek and Goat Bobes (Sprymovné kousky Frantika Voviska
a kozla Bobese) published before Christmas in 1923. Also
here it was a file edition of material that originally appeared
in one of the periodicals, concretely the picture series writ-
ten by Josef Lada (1887—-1957) published in the Sunday at-
tachment of the journal Czech Word (Ceské slovo). The file
edition of Funny Riots was touched by the adaptation of
the accompanying text. Josef Lada experimented in some
episodes with the use of bubbles that are considered to be
one of the most important signs of comics today, under in-
dividual panels he added also usually some short text de-
scriptions. In the file edition they were substituted by verse
comments of Jan Mordvek (1888—-1958) and the publishing
house Melantrich also let some experienced writers from
the field of literature translate the short stories. Like this,
the publishing house wanted to make an impression that
the file edition of funny stories of one creative boy and his
friend with horns achieved better quality through realized
adaptations.?

Time of the Comics Revival

The essential change of the amount and form of indepen-
dent publications of picture series happened between the
years 1926 and 1932. The reason can be found in the eco-
nomic boom that Czechoslovakia went through in the midd-

3 See more in Kofinek, Pavel: ,Cykly Sprymovnych obrazk(“. In: Literdrni archiv.
Sbornik Pamdtniku ndrodniho pisemnictvi 52, 2020 [v tisku].
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le of the 20s as well as in a raising influence of the oversea
pop-culture. Even lower classes could spend their money
and buy fun and thanks to the arrival of American animated
slapstick at the Czechoslovak cinemas, popularity of funny
animated characters obviously increased.

Picture series suddenly got the attention of many new
magazine platforms — apart from some new comic magazi-
nes that published (often under the counter) also strip se-
ries from the west Europe and USA. There was also a try to
publish the first Czechoslovak periodical for young people,
with picture series dominating in its content. This periodical
got the name Balls (Koule), it was probably inspired by the
Italian children’s weekly magazine Corriere dei piccoli and
it started being published in the autumn in 1926. The main
attraction of Balls was represented by the adapted cartoon
stories of Sullivan’s tomcat Felix, from the cinema alrea-
dy well-known by the Czech audience. The stories of new
characters were later created by Czech authors.* Unfortu-
nately, Balls were not able to appeal to so many readers
and in 1927 its conception and the publishing house were
changed.

Independent publications of picture series published
between the years 1926 and 1932, seemed to have a bigger
potential at least for some time. They all had a purely fun-
ny content, modern drawings more or less inspired by the
west ideals, sequencing of pages into some (usually four to
six) panels and (with some exceptions) resignation to use
bubbles — like in the big part of the continental Europe as

4 The most progressive look had the comics about the boy Adolf, prepared by La-
dislav Vlodek (1907-1996), and the cycle Ba¢a Duro a medved Mrmlaé Jarosla-
va Vodrazky (1894-1984).

Jomis pﬁoé{&e%

well in Czechoslovakia they were substituted by prosaic or
verse comments placed under individual pictures.

At the same time the publications of picture series diffe-
red from each other in some aspects between the 20s and
30s. Some of them continued in the tradition of printing
works made by Czech authors originally published in peri-
odicals. In the case of Josef Lada, this model was applied
by the folder Adventures of Tonda Cutal (Dobrodruzstvi
Tondy Cutala) from 1929, describing the journey of a little
futball player and his dog friend to Africa. This time, Lada’s
prosaic description to each panel remained in the form as it
originally was in the Czech Word. In 1932 the second adap-
ted edition of Funny Riots was published in the new vertical
format with two until then not published stories, but it did
not contain additional stories from the first edition.

In a similar way, artist and journalist OndFej Sekora
(1899-1967) chose his drawn works for two books that
were originally published in the daily journal People’s News-
paper (Lidové noviny. In Vorisek’s Adventures (VorisSkové
dobrodruzstvi) from 1928 he sent only the little dog to Af-
rica, in the publication Jak Cvocek honil pytlaka from 1932
he let the charater experience dramatic stories in the Czech
forest. It was obvious in Sekora’s works that the desire of pu-
blishers to improve the original material was not so strong,
so litle changes were made in the text part of both books.

The publication by Karel Tomy Neumann (1888-1966)
Adventures of Monkey Cik (Dobrodruistvi opicaka Cika)
published by the publishing house Solc a Simacek in 1931,
probably was not created as a summary of older magazine
materials, but it had a composition that copied the mentio-
ned concept — it consisted of the cycle of short pointed epi-
sodes, in which the main character experienced different
accidents.
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Between borrowed foreign works that were published
in Czech translation in a certain period were also files of
short episodes originally created for printing in periodicals.
The publisher Adolf Synek staked on licence works from
English surrounding; at first it was the tomcat Felix whose
stories were published in a separate folder in 1929 (with re-
touched bubbles). At the beginning of the 30s he added six
smaller and three bigger publications about the dog Bonza,
created by the English author George Ernest Studdy whose
strips Czech readers could already see earlier in Czech peri-
odicals. But this time the original bubbles in comics excep-
tionally remained.

Four albums with stories about the duck Gedeon had
another character, they were published by the concern
Melantrich between the years 1927 and 1929. All four
Gedeon’s adventures, created and drawn by the famous
French author Benjamin Rabier, were from the beginning
designed as a coherent story determined to be published
separately. Czech authors tried to do something similar.
The artist Mila Pasa (1901-1976) published two publicati-
ons of the same kind in 1930 — Bambi and Little Animals
(Bambi a zviratka) telling about experiences of a little black
boy with different African animals and Journeys of Mon-
key Smudli-Smudly and the Dutch Van-llky (Cesty opicaka
Smudli-Smudly a Holand’ana Van-Ilky) about adventurous
see travels. More ambitious plans are represented by sud-
denly fashionable picture-series albums made by the pu-
blisher Vojtéch Seba who together with the librettists Va-
clav Mirovsky (1902—-1953) and Josef Neuberg (1901-1970)
and with the artist Ferdinand Fiala (1888-1953) came with
five folders between the years 1928 and 1929. In first three
he lent the popular Felix and in two others he offered rea-
ders original children’s heroes.

The wave of independent publications of picture series
disappeared quite fast at the beginning of the 30s. And it
is proved, for example, that Ondiej Sekora prepared other
four similar works, but they were never published.® The
main reason can be found in the economic situation of that
time. In the autumn of 1929 the Great Depression started
and thic gradually came also to Czechoslovakia and drama-
tically touched the local economy and strongly influenced
the buying power of the nation. Quite expensive folders
with colourful printing that did not have strong roots in the
Czechoslovak surroundings belonged to the first ones to be
excluded from new publishing plans.

Kulihrasek Phenomenon

Parallel to picture-series albums the cycle of picture pu-
blications about Kulihrasek entered the Czech market. Its
conception seemed to be more able to survive. From its be-
ginning the cycle differed from already mentioned works.
Its design was made by the older famous illustrator Artus
Scheiner (1863—-1938). It was an author who intensively
worked with picture series in the 80s and 90s of the 19*
century and his drawing style still made a fresh impression
in the 20s.

At the same time the publication with Kulihrasek’s
stories moved through some forms. All fourteen albums
published between the years 1926 and 1935 consisted of
twelve pages and they were available in three forms — as

° Four publications of this kind were found in the inheritance of Ondfej Sekora
prepared by himself at the beginning of the 30s, but they were never published.
See Proklipek, Tomas: ,Komiks“. In: tyZ (ed.): Ondrej Sekora. Mravenci a jiné
prdce. Akropolis — Moravské zemské muzeum, Prague — Brno 2019, p. 94-95.
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a soft folder, publication with a cardboard cover or as a con-
certina book. The way of working with the content gradu-
ally changed. The first episode Dwarf Kulihraek between
Little Animals consisted of whole-page drawings, in which
the little dwarf met different domestic or wild animals and
it all was complemented by short verses written by Marta
Voleska (1905-1985) placed on the bottom corner of the
pages. In later episodes coherent actions created together
with Scheiner and Voleska gradually accumulated and indi-
vidual pages were often created by using some panels. Like
this, the series got in many ways closer to already mentio-
ned picture-series works. Scheiner’s drawing more or less
kept an intentional distance from an obvious comic and
simple stylization typical for American comics or animated
films and the stories always put the emphasis on the in-
terconnection between the funny and didactic aspect — the
main character step by step met animals living in Africa,
Antarctica or deep in seas, he learned the alphabet as well
as traditional handicrafts.

There is also an interesting comparison of the price of
the albums about Kulihrasek and above mentioned works.
Buyers paid approximately the same price for both types of
the publication — despite the fact that Kulihrasek’s stories
had a much smaller page size, but they possesed typogra-
phy, print and paper of better quality which only supported
the reputation built by the publisher concerning the artistic
and educational intention.

The result of all these mentioned factors was that many
other publishers and authors were trying to imitate the suc-
cessful model of Kulihrasek’s albums in the 30s and in the
first half of the 40s, so the publication format between pic-
ture book and picture series in the Czech surrounding had
a stronger position for some time than works that are closer

Jomis pﬂﬂéz{&eﬁ

to today’s understanding of comics.

The next continual development in this field was dra-
matically disturbed by the start of communism in 1948 and
with it connected ideologically burdened view of all arti-
stic production. From all mentioned works only two Lada’s
picture series experienced repeated re-editions, to which
a new poetic accompany written by Josef Brukner (1932-
2015) was created in the 70s.

There was a try in the case of publications about
Kulihrasek to publish them new after the fall of communism
at the beginning of the 90s.5 Re-editons were forgotten in
that time, but in the end the quality of Scheiner’s drawings
was appreciated, because the file edition of all Kulihrasek’s
stories in one volume, supported also by the Ministry of
Culture of the Czech Republic, is planned to come out at
the end of the year 2021.

5 New original accompanying verses belonging to the first episodes were written
by the respected poet Ji¥i Zagek (*1945).
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Serbra

MALI POLITIKIN ZABAVNIK — COMIC DIKAN

She was born in 1989. She finished high school in Zemun. Currently
she is a doctorand at the Faculty of Philosophy (Department of His-
tory of Art) in Belgrade. Since 2009 she has been a member of the
National Museum Associates’ Club, and since 2017 a member of the
ULUPUDS. From 2014 until 2016 was an intern at the Art Pavilion
Cvijeta Zuzoric. She has been participating in the organization of art
colonies in the Republic of Serbia for the past 5 years. Also, her pro-
fessional activities include: writing essays, introductions for cata-
logs and group exhibitions. She was one of the authors of encyclo-
pedic units on the project of the Serbian encyclopedia, tome 2, vo-
lume 3 published by Serbian Academy of Sciences and Arts (SASA),
Matica srpska and Institute for textbook publishing and teaching
aids. She was the author of eight exhibitions, including the Golden
Pen of Belgrade 2017 — international biennial exhibition of illustra-

tion organized by the Association of Applied Artists and Designers of
Serbia (ULUPUDS). Currently she works at the gallery SULUJ in Bel-
grade, as a curator assistant, in addition to being a freelance artist.

Politikin Zabavnik (Politika’s Entertainer) was of exceptional
importance during the formation of illustration as a separa-
te artistic discipline in Serbia, professionally hiring illustra-
tors, from its first publication on February 28, 1939, until to-
day. The first among them was Dorde Jurij Pavlovi¢ Lobacev
(Georg Yuriy Pavlovich Lobachev), a Russian emigrant, who,
with his artistic quality and innate talent, contributed to the
seriousness of considering the contributions of that time (il-
lustrations, comics, caricatures) which had not been consi-
dered an expression of art until then. The variety of styles
depending on the content of the text being illustrated is its
main characteristic. From caricature drawings all the way to
tonally processed works, pointillistic, impressionistic, scrat-
ched, realistic illustrations. This is precisely reproached to
him as the vagueness of the direction that has been tacitly
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declared necessary in modern art. However, the ability of
the illustrator to adapt the style to the text he illustrates is
one of the characteristics of their profession, and Lobachev
is one of the pioneering examples to see that.

Politikin Zabavnik is designed to attract the attention of
all ages, resulting in a careful selection of texts and visu-
al attachments. At first, the scope for illustration was rare
and of smaller dimensions, while over time, that changed.
It was getting more extensive and more significant. There
were illustrations of fiction, e.g., what the Martians looked
like, going to the moon, etc. A variety of topics were cho-
sen, from illustrated scientific and historical stories and
data to domestic and foreign comics. While the nature of
the relationship between text and image is difficult to see
in the illustration, it is clearly defined in comics because
the visual whole in the comic determines the position of
the text. Zabavnik has always provided a place for comics,
which is extremely important for the history of comics in
Serbia. Thus, comics were recognized as an art in deve-
lopment, and it was given a place to be visible and conti-
nuously develop and shape its audience. After the Second
World War, after the relaunch of Politika’s Zabavnik after
the interwar period, in 1952, the range of published comics
expanded. As a recognizable feature of Zabavnik, caricatu-
re comics were published in the form of strips, sometimes
all over the page and most often in one part. The comic Di-
kan, whose appearance is connected with the reform of
the magazine Poitikin Zabavnik, which was published in ne-
wspaper format and paper until 1968, found its special pla-
ce there. In January of the same year, the magazine appe-
ared in magazine format, color print, and fine paper. Niko-
la Leki¢ (1925-2002), the editor-in-chief, was primarily res-
ponsible for this change.

Marja Fistié

As a fascinating person with an unusual biography, he
had an understanding of the new art forms that were emer-
ging. During the war, Nikola Leki¢ was captured in Italy and
then joined the resistance movement there, to be appoin-
ted correspondent of Politika from Rome in the post-war
period (he interviewed Fellini, Antonioni, De Sica, and
others), came in and went from Belgrade, where, among
other things, he was an editor for several years of magazine
llustrovana Politika (lllustrated Policy). He was also a passi-
onate connoisseur of comics, familiar with the then Europe-
an comic production. Working on the “new” Politikin Zabav-
nik, he concluded that the magazine, in addition to publis-
hing comics by foreign authors, should open space for a do-
mestic production with a national theme, perhaps modeled
on Asterix. Leki¢ asked several authors to send their idea of
an Old Slavic hero, who was called Bikan. At the editorial
meeting, the sketches of the then completely unknown on
the comic scene academic painter-graphic artist Lazar Sre-
danovi¢ gained the most sympathy. Translator Krinka Vito-
rovic¢ suggested that the name of the hero be changed to Di-
kan, and over the years, the whole screenwriter was chan-
ged, so that in 1973 Nikola Leki¢ himself (at the time when
he was no longer the editor-in-chief of the newspaper) star-
ted writing screenplays for, it would be said, “classic” epi-
sodes of this comic (other screenwriters were Ninoslav Si-
bali¢, Milenko Maticki, Branko Durica, Slobodan Ivkov, Lazo
Sredanovi¢ himself and others). The comic quickly won the
readers’ sympathy, which was primarily due to the extraor-
dinary front pages of Politikin Zabavnik, which announced
the beginning of the publication of specific episodes.

Based on this historical background, in 2011, it was for-
med as an independent magazine for the youngest readers
Mali Politikin Zabavnik (Little Politika’s Entertainer). He kept
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the same form of contributions as Politikin Zabavnik, even the
similarity of their schedule, but adjusted to the school-age of
children aged 6 to 12. The Ministry of Education assessed
Mali Politikin Zabavnik as a project that is a priority in working
with children and students. It sells primarily by subscription
through schools. Apart from Serbia, the magazine is regular-
ly distributed to newsstands in the countries of the region. As
an educational and entertaining magazine, it covers all the in-
terests of the modern child - from discovering the world, na-
ture, and society around us to sports, games, computers, the
Internet, music, movies... The magazine is thematic, conten-
t-wise, and graphically completely adapted to children of this
age. The main goal is for children while reading this magazine
to learn and have fun and play at the same time. Special at-
tention is paid to enigmatic tasks, quizzes, and puzzles, as well
as comics. Comics in Little Politika’s Entertainer differ in len-
gth. The reasons for that are numerous: because of the varie-
ty of selected articles limited to 68 pages, the visual whole of
the magazine, but also because of the youngest readers who
are just learning the letters, in order to gain the entire textu-
al-visual experience with less effort.

Comic Dikan is currently published in Little Politika’s En-
tertainer (see the 2017 attachment). This created a remar-
kable continuity in the development of this series. On the
other hand, the youngest readers prepare to read comics in
the adult edition, Politikin Zabavnik. The plot of this humo-
rous comic is set in the 6th century. It is based on the ad-
ventures of the main characters Dikan and his uncle Vuko-
je, who, in a way, are reconnoitering the circumstances in
those areas just before the arrival of the Slavs in the Bal-
kans. Dikan is portrayed as a mace-armed strongman but
sensitive, who resembles Marko Kraljevic, a famous Serbian
epic and a historical hero who fought bravely against the

Marja Ristis

Turks at the time when they enslaved the Balkans. Dikan’s
uncle Vukoje was presented as wise and discerning. There
is also Dikan’s horse that speaks, which is another similari-
ty with Marko Kraljevi¢, to whom the horse Zelenko is a fa-
ithful companion in heroic battles. In a sense, as many ge-
nerations read Serbian folk poems about Marko Kraljevic,
which have become part of the repertoire of school rea-
dings in Serbia, one can read episodes of Dikan, but on one
fun, humorous side. On the example of one episode of De-
vil’s town, we will consider the continuity with the Serbian
tradition presented to the youngest.

The first two frames already indicate two important
marks on which the Serbian identity was based during the
19th century: the character of a folk epic poet, ‘guslar’ (epic
singer), and the transmission of oral tradition from gene-
ration to generation, by narration. The first frame shows
him reading a story to his grandson, in the same way, the
narration of tradition with ‘gusle’ (fiddle) was demonstra-
ted in nineteenth-century Serbian culture. Then, the gran-
dfather’s character is identical to the nature of the guslar,
who, with his superb role, was a hero of preserving the
past. This is where the relationship between the older one
who teaches and the younger one who acquires knowled-
ge also develops. In the following frames, the grandson asks
during the story about the events, which gives life to the
narrative of the comic but also activates the reader’s atten-
tion by keeping him awake. Comic as an effective medium
quickly communicate with children and can serve as an ex-
cellent educational tool. In one interview, the reader stated
that as a child, he learned phrases from Dikan and that he
built up with his friends, imagining that they are the hero
of this comic. He states that they absorbed the information
from the episodes and experienced it very personally.
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Viewed from another angle, by analyzing the relati-
onship between the two main characters, it can be noticed
that Dikan and Vukoje represent the Serbian version of Fred
Flintstone and Barney Rubble, or perhaps more conspicuo-
usly Asterix and Obelix. Despite that, the comic has com-
pletely resisted epigony, and without a shred of inferiority,
it can carry the epithet of the original. What also made him
distinctive and entirely “Serbian” was the appearance of
characters from the then Yugoslav popular culture - among
them even the actor Miodrag Petrovi¢ Ckalja and Pavle
Vujisi¢ (certainly under the influence of their roles in the
then-current Serbian TV series “Kamiondzije” (Truck dri-
vers)). Mica Orlovi¢, members of the group ‘Oni i one’ (Hes
and Shes), Milivoj Jugin, etc. Dikan was also the mascot of
the Belgrade Marathon, appearing in advertisements and
on a postage stamp published on the occasion of the se-
ventieth anniversary of the newspaper “Politikin zabavnik.”
Not to mention the numerous appearances on the pages of
“Politikin zabavnik,” such as “Dress the Dikan” (modeled on
“Dress Barbie”). In a survey of this paper from 1969, a fe-
male student from Belgrade stated: “I have a boyfriend who
is Dikan’s image and opportunity. His name is different, but
I'll call him Dikan”. By reading about Dikan, the current yo-
unger generations manage to recognize visual symbols and
recognize their messages; otherwise, they would not visu-
ally understand, e.g., the iconography of the mentioned po-
stage stamp. Modern characters or situations that appear
in the comic, the way of humor, jokes, bridges the genera-
tion gap in some respects. The rapid development of video
games, movies, and other media where the youngest find
their content, distances them from the experiences of the
elderly who fail to follow the current scene fully, e.g., video
games. New terms that children use and adopt threaten to

Marja Fistié

jeopardize communication with parents who do not master
the latest techniques. By updating the comic, which is also
known to the parent’s generation, a common field of flutte-
ring topics is created, facilitating communication between
the youngest and the oldest.

When we talk about educating the youngest readers,
the very theme of this comic and activating and developing
the reader’s imagination encourages them to love learning
history since the work is based on historical events. Howe-
ver, these events are sometimes permeated with pseudo-
historical situations that can lead the youngest ones astray.
Such comics like this are also good at preparing to read vi-
sual culture, displacing us into a created world that doesn’t
have to match ours. In this way, they will eventually adopt
the importance of checking the facts and caution during vi-
sual accuracy, which is of great importance at the time of
media manipulation.

Dikan is an example of comics that anticipates the later
postmodern methodology of creative connection betwe-
en history and historical fiction, between high culture, on
the one hand, and mass and popular culture, on the other,
without losing sight of the target group of young readers
and forms of education of children and teenagers, build up
and humor. With its duration of half a century, it bridges the
generation gap between readers and enables better com-
munication between parents and children, based on the
same experience. Comics as an art form that communica-
tes directly with the reader provides a suitable ground for
an educational approach in placing educational sayings, tra-
ditional themes, or promoting desirable behavior.
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Professional Profile: Head of Children’s Literature Center in the Lib-
rary of the David Yellin Academic College of Education, and a lectu-
rer in children’s literature in the college (1999-2021). Producer of
an annual children’s literature conference for librarians for 20 ye-
ars. Editor of the academic journal “Children’s and Youth Literatu-
re” (Sifrut Yeladim Venoar) (from 2018). Member of the Ministry
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gartens (2007-2021). Member of The Israel Museum Ben-Yitzhak
Award jury for the lllustration of a Children‘s Book, 2020.

Education: Holds a Ph.D. (2019) and M.A (2009) from The Faculty of
Humanities, The Hebrew University of Jerusalem, and a B.A. from
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Jerusalem. In addition, holds a M.A. in Applied Research in Educa-
tion from University of East Anglia, Norwich (1999). (Joint program-
me of the School of Education and Professional Development and
the David Yellin Teachers’ College.)

In this lecture, we shall examine the changing protagonist
and hero in Israeli comics for children and youth. We will
discuss the changes that are taking place in the perception
of bravery and in the field of gender, and meet the most
prominent heroines.

Israeli comics for children originated in comic strips first
published in children’s magazines in the 1930s. The first sto-
ry was “Mickey Mauo and Eliyaho” that was written and
illustrated by Emanuel Yaffe, an educator and children’s
author, that was published in 1935 in the newspaper for
children “lItoneynu LeKtanim”. These short rhyming stories
describe a fictional character, an odd cat that accompanies
a native Israeli boy on his adventures at home and in the
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field. These adventures normally transpire during the vario-
us high holidays and festivals of Israel. The characters were
based on well-known figures from Disney’s animation films
like Micky Mouse and Feliks the cat. Four years later, some
of these illustrated stories were published in a book and in
the 60s a new edition was published with colored illustra-
tions.

The most well-known comics figure of the years 1936-
1942 was “Uri Muri” created by Aryeh Navon and Leah Gol-
dberg, that appeared on the final page of the children’s ne-
wspaper “Davar LeYeladim” week after week for some ye-
ars, and became an important and influential element of Is-
raeli visual history. Uri Muri — a boy, wearing a knitted hat
and accompanied by a camel, became the first native Heb-
rew-hero-child.

It even may be that Uri Muri was the first child to be as-
sociated with the “tzabar” (a term used to describe a nati-
ve-born Israeli and the prickly cactus plant), because in the
first comic strip Uri falls into a basket full of tzabars being
carried on the head of an Arab woman, he eats all the fru-
it and is finally rescued with the help of his trusty camel.

The artists, Goldberg and Navon, chose to portray a nati-
ve child-hero that is also a pioneer totally devoted towards
helping the fledging Jewish settlements. They wanted to de-
pict a young hero experiencing “realistic” “native Hebrew”
adventures that all children in Israel could relate to.

In the years 1948-1951 additional illustrations and sto-
ries of Uri Muri appeared in the newspaper. Soon Navon
and Goldberg developed sidekicks and additional charac-
ters, such as Uri Caduri and Uri’s naughty younger brother
Muri Uri, who was always getting punished for his antics
and was given the usual educational reprimand at the end
of each story.
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There also were Ram Kisam (1939) — a thin little boy
much aware of the problems plaguing the new Jewish
settlements, and Ktina the Soldier (1941) — a series descri-
bing the exploits of a little boy whose only wish is to be a
grown up, but he finds himself fighting the Nazi soldiers by
hurling sand in their eyes or by painting a huge lion to scare
them away from the battlefield. The character of Ktina hel-
ped to explain the concept of war and Nazi enemies to the
young readers of the newspaper, as did “Efroah Bilbulmo-
ah” the chick, as he beats the armored alligators painted
with swastikas and then uses them to bring more Jewish re-
fugees to Israel.

Israeli comics, like all the Hebrew children’s literatu-
re, were often perceived to be “enlisted” literature. It was
commonplace in almost all early children’s literature dating
from before Israel’s independence — to incorporate natio-
nal values in the stories, such as activism, initiative, tena-
city, courage, personal effort, a national partnership, along
with a strong work ethic, a pioneering spirit and a deep tie
to the land.

We have to remember that Hebrew comics, created for
Hebrew speaking children in Israel, was a part of the Zionist
tradition invented in the country during the early 20th cen-
tury. During the years 1882-1948 huge waves of immigrants
arrived at Israeli shores, and they spoke many languages.
Therefore, the heroes and storylines belong to this develo-
ping Zionist tradition during the turn of the century.

The native Hebrew boy, clever and resourceful, always
able to handle every situation without needing any adult
help — also represented the adult pioneers’ ability to work
the land and deal with its hardships, without having to rely
on the Jewish heritage from the Diaspora that they so wan-
ted to leave behind.
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One of the famous characters of the 50s was Gidi Gezer”
(Carrot-top Gidi), the protagonist of a comic story published
on a weekly basis in “Haaretz Shelanu” magazine (meaning:
“Our Land”), written by Jacov Ashman and illustrated by
Elisheva Nadel. This was the story of a boy serving two ye-
ars of military duty in the Palmach in the days before Israe-
I's independence. He fights the British soldiers and the Arab
insurgents, and he helps the illegal immigration of Jews to
the British Mandate of Israel — all the while using ‘superhe-
ro’ powers that he has from eating carrots.

The 60s’ hero was Yoav Ben Halav (Yoav the milk boy)
by the artist Gur, published in “Haaretz Shelanu” and “Da-
var LeYeladim” children’s magazines.

It was a comic series whose hero, Yoav, is a boy wearing
the typical Israeli brimless hat and a striped shirt. The cha-
racter of Yoav was created for a milk commercial with a boy
who gained supernatural powers by drinking “two glasses
of pure milk a day”. Using his powers, the boy could over-
power gangs of hoodlums and terrorists, battle a nasty, evil
sorcerer, and combat alien creatures on their own planet.

These comic strips told the story of the Israeli naughty,
sometime rude boy, that the Israeli children would identi-
fy with. The stories represented the expectations of adults,
gave the readers information concerning the situation of
the country and encouraged the youth to be ready to devo-
te themselves to the collective good.

During the 1950s the child-heroes would grow up and
become adults, and in 1960 the first native-Hebrew, Zio-
nist special agent would appear — a new Israeli hero cal-
led “Special agent number 17”. The story by the artist Dan-
ny Plant published in “Haaretz Shelanu” newspaper, 1959,
was about a secret agent fighting Nazi enemies and Arab
foes. This was a new kind of hero: no longer a soldier figh-

D fenana Green-Shakran

ting other soldiers or Arab gangs, but rather a spy conduc-
ting covert operations and missions that no one was meant
to hear about.

In the 70s’ children could read the story of “Yoske May-
or” by Dov Zeligman and Giora Rotman, published in “Haa-
retz Shelanu” magazine (1972-1973). This was the story of
a brave fighter from a Kibbutz and his valiant deeds in the
days before Israel’s independence and during the War of In-
dependence. He sets out on missions to help the Europe-
an Jews attempting to come to Israel and helps discover the
Burma Road.

From the 60s’ on comic strips would tell the story of
the wars of Israel, with heroic adventures on the one hand,
along with urban villains or “anti-heroes”, on the other.

Until the 1990s, the protagonists in these comics and
many other published stories were boys, adolescents and
adult men. Many of them were modeled as heroes, who
contributed to the effort of defending the young state.

The story of “Sabraman” by Uri Fink published in 1978
indicates the end of a period in the Israeli comics and the
beginning of a new one. Fink was only fifteen when he pub-
lished his first comic story of the Hebrew superhero “Sab-
raman”,”also known as Dan Bar-On. Dan’s parents are killed
during the Holocaust by the Nazis. After the end of World
War Il, he immigrates to Israel, becomes a policeman, then
a special secret agent. He receives a special transplanted
atomic brain that gives him radioactive super-powers.

After Fink finished his art studies, he published a co-
mic series that became very popular in the teen magazi-
ne Ma‘Ariv La’Noar and in books. “Zbeng” stories concern a
gang of typical Israeli teens that play on stereotypes of that
age group. In the 90s he published a series of stories abo-
ut “Super Shlumper” — a super-hero wearing a pajama try-
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ing to save the world from dangers coming from the outer
space. These were parodical stories for children, which in-
dicated the change that took place over time in the values
of the hero in the Israeli culture.

The 80s’ can be seen as a turning point in the area of
children’s literature, when children’s books focused on the
individual child or adolescent as they coped with everyday
problems. Bravery is no longer expressed by their physi-
cal strength, courage and ability to overcome danger, but
by the emotional and practical aspects of solving problems
and living with adversity.

The genre of comics in Israel was dormant in the 80s’
and started to wake up by the end of the 90’s starting with
comic books for children and young readers. The genre has
since developed in Israel and began to flourish in the 2000s
due to the growing popularity of comic books and graphic
novels that had been translated into Hebrew at that time.

2000s: Outstanding trends in Israeli comics books

for children

In the 2000s some trends stand out:

1. More comic books for young readers — as presented by
the Israeliillustrators Rutu Modan and Yermi Pinkus.

2. Comic books for religious and ultra-orthodox (Haredi)
children:

These sectors considered the comic books as a replace-
ment for the secular television, that didn’t broadcast pro-
grams with appropriate content for religious children, and
as a tool to pass on their values included subjects from the
Jewish tradition, history, famous people or rabbis and so on...
3. Inthe content of Israeli comics for children after the Mil-

lennium we can identify two interesting trends: one is a

shift from the kind of hero Israeli comics presented in
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the past to the anti-hero protagonist; and the second

is the appearance of girls as protagonists in the books

and the increasing number of women artists creating
comics.

The book “The Last Day of Purim” by Yosi Vasa and Yar-
den Vasa (Kinneret, 2015) is a pioneer book that presents
a black Jewish boy who was born in Ethiopia and immigra-
tes to Israel with his family. As many of these children, he
needs to help his parents that have difficulties in learning
the Hebrew language, so he becomes responsible for do-
ing the shopping for the family. Through the television he is
introduced to the character of Rambo, who enters his dre-
ams and gives him a good feeling of power. When he he-
ars that his only Israeli friend bought a costume of a Ninja
for the Purim Holiday, he feels that he needs to have such a
costume too. It creates a big problem because his parents
have no money. But it is the first Purim holiday of his life,
because the Jews in Ethiopia didn’t celebrate this holiday. In
the not-happy-end of the story he gets the costume, but he
wears it to school on the day after the holiday, which em-
phasizes his “otherness”.

The story is based on Yosi Vasa’s autobiography as a
child who came to Israel from Ethiopia with his family, grew
up and became a successful theater, TV. and film actor, af-
ter he experienced the meaning of being the “other”. With
his Israeli wife — Yarden, who is an artist, they found comic
books to be the perfect media to give voice to this feeling
and to engage teen readers in this issue.

Another example of the anti-hero character is the book
“Tin Brother” by Yaniv Shimoni (Kinneret, 2021): Gidi’s life is
miserable. The school bullies won’t stop harassing him, and
every day after school he needs to escape from them. His
parents don’t see his distress and talk all day about his new
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baby sister. If anything, Gidi needs a big brother! But one
day he enters the scrap yard of his old neighbor and builds
there something that makes the bullies scared of HIM. The
book deals with the difficult phenomenon of bullying, vio-
lence and social pressure in the lives of children, and shows
that a child who stands up for himself — is the hero!

As | said, another interesting trend is the appearance of
girls as main protagonists in the comic books. We can see
it in two kinds of stories: a. Holocaust stories, b. realistic or
fantasy stories.

“Tika’s journey” by Ester Shakine (Schocken, 2008) was
the first book in Israel that told a Holocaust story to children
aged 10-12 through comics.

Shakine, an artist and children’s author uses a combi-
nation of illustrations and comics to tell the story of her
life during and after the Holocaust. She begins her story in
World War Il Hungary when she is five years old. When the
Nazis come to get her family, her parents hide her in the
closet. When Tika finally came out of the closet, no one
was there. She runs out into the street and is found by a
priest who knew her family. Tika stays in a Catholic orpha-
nage for several years until the city was being bombed. She
spends time with a group of street children until the end of
the war. After the war, she meets a Jewish youth director
and decides to make Aliyah to Israel. But these are the days
of the British Mandate in the country when Jews were not
allowed to come to Israel freely. The author was on the fa-
mous illegal immigration ship “The Exodus” which did not
make it to Israel. In the end, she did make Aliyah (immigra-
tion) in May 1948.

The biographic story gives the children important histo-
ric information, and illustrates the young girl as a heroine
who managed to survive these hard times.

D fenana Green-Shakran

Ten years later, in 2017 “Ann Frank: The Graphic Diary” is
published (Kinneret Zmora-Bitan, Dvir, 2017), edited by Ari
Folman —an Israeli film director, screenwriter, animator and
film score composer, illustrated by David Polonsky — Israe-
li book illustrator and artistic film director. The two worked
together on “Waltz with Bashir” — an Israeli adult anima-
ted war documentary drama film from 2008. Their graphic
novel was creating according to a request from the Anne
Frank Foundation in Basel.

The Diary chronicles more than two years that the Fran-
k’s Family and others spent in the “Secret Annex,” the warren
of rooms above Otto Frank’s Amsterdam office. Beginning on
Anne’s 13th birthday, when she received a diary with a red-
and-white plaid cover among her gifts, and ending abruptly
right before the Franks’ arrest, in early August 1944,

Folman and Polonsky’s creative and sensitive work pre-
sents Anne Frank as a well-rounded character, through her
inner world, her thoughts, feelings, desires, self-awareness
and criticism. Her graphic character makes young readers
identify with her as an adolescent not less than her written
figure does. Furthermore, Anne is portrayed not as a victim
but as a heroine determined to live life fully —to love, to get
an education, to create and to implement her talents.

A very different kind of girl protagonist we meet in “A Roy-
al Banquet with The Queen” (Am Oved, 2010) written and
illustrated by Rutu Modan, one of the accomplished Israeli
illustrators and comic book artist. Modan created a remar-
kable humoristic and subversive story that deals with the
subject of children-adult relationships.

Maya doesn’t eat with very good manners at all. She li-
kes to eat with her hands, has terrible posture, and does-
n’t use a napkin. Her parents are trying to get her to make
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less of a mess and her father asks what she would do if she
was eating with the Queen of England. Just then, a knock
comes on the door and a royal messenger is there to invi-
te Maya to dine with the Queen that night. Maya arrives
via plane to the castle where the Queen greets her and she
is taken to the dining hall. There are many people in fan-
cy clothes there and the food is fancy too. Maya requests
(very politely) pasta with ketchup, but then can’t figure out
what fork to use. The gentleman next to her, brushes off
her questions and tells her to eat the way she usually does.
Maya'’s victory comes when the Queen says she must try
this way of eating and all the guests as well...

From fantasy we come back to our local reality, to the eve-
ryday school life of children. Daphna, the protagonist of the
story “Zalman” written by Rinat Primo, illustrated by Adi
Elkin (Young Man, 2020) which starts its way in a childre-
n’s magazine “Adam Tzair”, is an average girl with red hair
that often arrives late to the classroom. She gets a punis-
hment from the director of the school — she has to be the
school newspaper’s editor instead of the boy who just quit.
Her best friend helps her and with two boys they convin-
ce to join them they learn about the world of press, coping
with problems of ethics, social pressure, power relations,
and jealousy. Daphna develops through the book chapters
and becomes self-confident, creative, initiative and a lea-
der who solves problems of children and makes a change in
the school climate.

Not only girls became protagonists of comic stories, but
also characters of mothers start to take central part in the
comic books plot.

In the book “The Journey to the ancient land” written
by Michal Warshai Arluk, illustrated by Ron Levin (Kinne-
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ret, 2019) a young girl takes her mother to time travel in or-
der to understand the history of human development. They
g back to the prehistorical world and meet the prehistoric
man, the Neanderthal man, the homo sapiens and others.
They learn the differences between them and between the
periods and figure out how man became an inventor, en-
trepreneur, manufacturer, fighter and journalist. The story
was written as a present Michal made for her daughter who
asks many questions. It is not a common comics book, but a
combination of text, illustrations and comics scenes.

A mother that became a super hero we meet in Do-
rit Maya Gur’s comic book “The 10 Explorer II” (Kinne-
ret, 2019). Dorit is a comics artist who creates super hero-
es getting inspiration from the American classic super hero-
es. The protagonist of the series is a boy who goes to find
his missing father who disappeared with his plane, finds a
broken robot, fixes it and finds that he has a special power
and a crucial mission to save his father and the space popu-
lation. In the second book he learns that his mother, Dr. Ta-
mar Green was an alien and was the keeper of the magic
stone which is the origin of the energy of the world, so now
he need to find her too.

In conclusion, the Israeli comics for children came a
long way, through which they developed from strips in ne-
wspapers for children to comic books, from short illustra-
ted stories with Zionist values, to a multiple genre that can
deal with serious and universal content relevant to the eve-
ryday lives of children. More and more illustrators find co-
mics an interesting and useful media to express their ideas,
and more and more women artists enter the genre. While
it becomes legitimate for boy protagonists to be powerless
and to express their feelings, girl protagonists develop and
become independent, leaders and heroines.
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Latrra

COMICS AS A CREATIVE STRATEGY IN READING PROMOTION METHODOLOGY

Since 1979 | have been working at the National Library of Latvia.
I have acquired the degree of Master of Library and Information
Sciences at the University of Latvia. I'm Head of the Children’s
Literature Centre. My greatest personal achievements are con-
nected with the development and successful implementation of
the program for promoting reading in the whole state and in the
Latvian centers abroad. That program involves ca. 20 thousand chil-
dren from the age of 5 — 18 years, making them active readers of
new books and their estimators. That positively influenced the pro-
cesses of writing, translation and publishing of children’s books in
the state. From 1997-2003 | have been the first President of the
Latvian Section of IBBY (International Board on Books for Young
People), at present | am Liaison Officer. | am an author of more than
40 publications on crucial topics of the branch in professional jour-
nals in Latvia and other countries, co-author of many text books.

Latvia could be added to those countries where children
and young adults’ interest in comics is very great; howe-
ver, there are few comic books by Latvian authors. The re-
ading promotion programme “Children, young adults and
parents’ jury” has been organized in Latvia already for 20
years, engaging even up to 20 000 readers every year, and
whenever it is possible, we try to include comic books in
the collection and usually they take the top places of the hi-
ghest assessed books.

These have been classic comics, such as “The Pharaoh’s
cigars” by the Belgian author Ergé, or Mauri Kunnas’ “The
Vikings are coming”, Aivo Havukainen’s “Tatu and Patu in
the hustle and bustle of work” and, certainly, Jeff Kinney’s
“The Diary of a Wimpy Kid” series, etc. Also separate works
by Latvian authors — Inese Zandere’s “Adventures of Pin-
gus Posts” with Kristians Sics’ drawings in the comic style
or even “Aesop’s fables in comics” drawn by Antons Sehov-
covs.

At the end of the Soviet period, from 1986 till 1990, the
largest Latvian centralized publishing house “Liesma” anno-
unced the competition in order to publish a series of co-
mics. At that time there were not many illustrators, and
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there participated also students from the Latvian Academy
of Art. Allin all, three books were published in huge edition,
even up to 100 000 copies, each including four graphic sto-
ries. The topics were the most diverse:

e The epic “Lacpleésis” (“The Bear-Slayer”)

e The story based on folk fairy tales about the mare’s son

Kurbads;

e The adventure with Great Kristaps (the tale about the

Daugava ferryman);

e Me — Pétergailis (about the rooster at the spire of St. Pe-
ter’s church);

e One nightin Riga ... (about the sculptures of the city ho-
uses that come to life at night);

e There used to be a ship (about the famous naval school

at Ainazi, established in 1864);

e About flying in the space, etc.

Artists had really braced up, the magazine for children
“Zilite” [A titmouse] was full with comics, however, “Pe-
restroika and Donald Duck swept everything away” — as
said by one of the most active comic authors of that time
Agris Liepins.!

The magazines “Donald Duck” and “Mickey Mouse”
published by Egmont had huge circulation; they were che-
ap because the material was sent as a film free of charge,
and only the language had to be added. It came as a cheer-
ful entertainment, everyone recognized in journals the exci-
ting adventures of heroes created by the Disney studio. One
could learn surprising tricks, read jokes, try out miraculous
experiments and sharpen their minds with detective puz-

! Unpublished interview with Agris Liepins, May 28, 2021.
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zles. Here the concept “comics” justified its historical origin
(comic —amusing).

Why do the local comics not reach the status of belo-
ved books and popular reading matter in our country? One
of the reasons could be the creation of text and the visu-
al language in the heads of two different authors. The ar-
tist is not the one who imagines the story but adjusts and
“composes” the unfamiliar text. Sometimes the text is too
heavy, didactic, too long and places too much emphasis on
educating.

A new generation of artists who participate in the mas-
terclasses of European artists comes to the fore, and they
start their initiatives. For instance, the comic magazine
“Kus!” [Hush!] started active operation in 2007, the gro-
up of artists organize exhibitions, publish anthologies and
mini “kus” — the short series of comics, organizes the Sum-
mer school of comics, and masterclasses. We can only wish
them success!

Among the personal motivators that attracted me to co-
mics in my childhood, definitely, is Wilhelm Busch “Max and
Moritz: A Story of Seven Boyish Pranks” (1932), that was
rendered in verse by our famous poetess Aspazija. Together
with many other European comic artists who worked in the
humorous magazines of that time, Busch made the space
boundaries, bubbles and his texts, often in verse, usually
were printed under his drawings His rich style, the meta-
phors of visual movements and psychological states were
widely copied. “Max and Moritz”, his most well-known and
mischievous work was created in 1865 and became a sam-
ple model for several British and American comics.

The other one is Herluf Bidstrup, a Danish cartoonist
and public figure, a convinced communist. He started pub-
lishing his cartoons in 1930s in the newspaper “Socialde-
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mokraten”. In 1945, Bidstrup became the member of the
Danish Communist party and he was allowed to be publis-
hed in the Soviet Union. Therefore, he was easily accessib-
le to me as the child of the Soviet time. His book “Bidstrup
laughs. Bidstrup ridicules”, which was published in Latvia in
1963 and which includes more than 100 drawings, made
any reader laugh because he undertook to speak about eve-
rything. It was especially interesting if the whole page with
a number of drawings told the same story. Bidstrup’s carto-
ons are permeated with intellectually sarcastic judgments
about human nature and the order of the world. They were
partly or fully understandable also to a child.

The third encouragement not to be afraid of turning to
comics as a tool that can be used in library teaching is Ste-
ve Marchant’s visit in Latvia in 2007, in the framework of
the British Council project Animating Literature. The pro-
fessional cartoonist and teacher led classes for Latvian te-
achers, students and children. The aim of the project was
to popularize literature and reading in interesting and new
ways. At that time, Steve Marchant delivered a course Car-
toons and comic art at the City, London. He looked upon
a broad spectrum of topics related to comics, starting with
the creation of the image, making the comics space, com-
position even up to the insight into the setting of publishing
cartoons, as well as specific marketing issues in this cour-
se. However, at present searching the YouTube, we can see
that he continues teaching in “The Cartoon Museum” and
rans his own workshop “The Cartoonist’s Workshop”.

Steve told that he works much with young people, runs
a club for teenagers experiencing learning difficulties as
well as give classes in the Cartoon Museum, Tate gallery,
schools and libraries all over Great Britain. He has written
several books about comic art, including “The Cartoonist’s
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Workshop”, The Computer Cartoon Kit”. He has worked for
the newspaper “The Marvel Figurine” and “Spider-Man'’s
Tower of Power”, has prepared articles about the history
of comics and how to draw different famous heroes. He has
cooperated also with BBC, Intel, British Airways and many
other companies.

We are still using the materials, hand-outs from his
workshop. His comic strip templates help children develop
their understanding of speech in speech bubbles and they
could be adapted for any topic or age group.

I most frequently work with “disarranging” of comics
and their creation anew. It is based on an old learning
method and everyone is able to do this task. The activity is
cheerful and shows how different everyone’s imagination,
observation skills and the language use are.

HILNr.1.

And this again is a lucky coincidence, when thanks to a pre-
sent (donation) we received The World Encyclopaedia of Co-
mics by Maurice Horn (1999)? and we did not hand it over
to the Reading room of art literature of the National Libra-
ry but kept it in the Children’s literature centre. At the be-
ginning it served as the element of the thematic excursions
“The Unusual books” because it is the heaviest and thickest
book in our reading room, with its more than a 1000 pages.
We invited children to take it in their hands, to guess its we-
ight and the number of pages and then we turned to talking
about comics.

2 The world encyclopedia of comics / edited by Maurice Horn. Philadelphia : Chel-
sea House, c1999. 7 v. (1061) p. : ill. (some col.) ; 32 cm., Includes bibliographical
references (p. 917-919) and indexes. ISBN 079104856X; 791048543 (7 v. set).
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HILNr.2.

We are slightly violating the authorship rights, but works
are not freshly published, they come from the history “The
World Encyclopaedia of Comics” and are used for teaching/

Dol .
<R
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learning purposes, therefore we hope that we will not be
punished. At first, children receive painted-out text bubbles
and create their own dialogues, observing the drawing,
then we compare it with the original.

revtrong, © Usited Foaturs 5

HIL.Nr.3.

The African-American Robb Armstrong started the Ameri-
can comic series “Jumpstart” (U.S.) in 1989. The element of
surprise is preserved because nobody among the children
has noticed the difference in the skin colour. The stories are
diverse, the discussions — candid, tolerance and being free
from prejudices also find their place there.

The staff of the Children’s literature centre develop
methodological materials about the 24 books included in
the reading promotion programme “Children, young adults
and parents’ jury”. Two — three tasks and worksheets are
prepared about each book, they are accessible in pdf form
in the repository of teaching/learning materials; teachers
also have a possibility immediately to find out for which te-
aching/learning aims the discussion of the book proves use-
ful, which learning outcomes will be reached according to
the education standard. Sometimes a story turns into a co-
mic, the comic into a table game. Steve Marchant’s 6 — part
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story plan is very useful to understand how to disclose the
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topic step by step.

my momeny bowght |
me 2 bunch, of booke N
about you guys! 1
i

1. WHO?
WHERE?
WHAT?
Who is your story about?
Where are they?
What are they doing?

2. PROBLEM!

A problem occurs. It could
be to do with ehere they
are, or what they ‘re doing.
Or it could be an accident,
a change, or another

What effect does this have
on your characters? Are
your characters in danger?

character.
3. EFFECT OF 4. POSSIBLE
PROBLEM SOLUTION?

What ideas do your
characters have to improve
the situation? Does

a solution present itself?

5. SOLUTION
ATTEMPTED

Your characters attempt

to resolve the situation.

6. CONCLUSION

The end of your story.

Is it a happy/sad/surprised
ending? How have your
characters changed since
the story began?

© Teaching material copyright 2007 Steve Marchant
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The further work continues with a blank A4 page that is
divided in 6 squares. If the plot has got stuck (tangled) the
guiding questions help to continue.

A concrete image can be already given to younger chil-
dren, for example, in the first square there is a bear in the
room, somebody knocks at the door, and the bear thinks
“Who can that be?” The 4™ square depicts the tangle of fi-
ghting with stars in the air and spirals, letting out the steam.

During a summer camp the comics “The Librarian’s Dre-
am” was created in the Children’s literature centre. The co-
mics was made from photos — children fitted into the role of
the librarian who had dozed off at work. The young rat (ali-
ve) arrived and started gnawing the books “Namm, nam”.
Then the librarian woke up “Oh, dear! The books are ea-
ten!”, “Help me, the good fairies!”, “Only the prince can
help here!”, “Help!”, “The prince heard the calls for help
and rushed to the assistance”, “Don’t cry! This is not a prob-
lem”, “How it is not?”, “This is great honor! The fairy-ta-
le itself has come to you”, “Such luck! Then I’ le able not to
read. There will be someone to tell the tales.”, “Look, what
a dream | had at work!”

HI.Nr.4.

Finally, | will acquaint you with the most famous comics in
Latvia in the recent years. This is the work of Lithuanian
authors. Jurga Vile is a Lithuanian writer who has written
her parents’ story about how the historical events — the de-
portation to Siberia — have affected their family. Working
together with the artist Lina Itagaki they created a graphic
story “Siberian haiku”, which depicts events in Jurga’s fami-
ly. The book has received several important awards, it has
been translated in languages of many European countries
and has been highly acknowledge also in Latvia. It received
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the International Janis Baltvilks award in children and yo-
uth’s literature and book art in 2020 and in spring 2021 it
collected most of votes in our reading promotion program-
me “Young adults’ jury” and received the honourable 1%
place in readers’ voting.

We included a table game — reflection game in the
methodological material. It was offered to all 672 libra-
ries and schools that participated in our reading promotion
programme as well as everyone can access it for free in the
electronic Repository of teaching/learning materials. So the
comics turned into a game.

One of the pupils describes the “Siberian haiku” in the
following way, “I liked the book very much because it is ba-
sed on real events. Sorrow and joy go hand in hand in the
book. When reading it, it’s difficult to decide to cry or to re-
joice. The book made me think what a nasty turn the life
can take. It also made me see that one has to live today be-
cause you don’t know what will happen tomorrow.”

Stia 7/:6?'4 ora
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Another girl writes, “The book speaks about how to live
when there is no possibility to choose and the conditi-
ons cannot be influenced. It tells about historical events in
Lithuania, but the same happened also in Latvia”.

The game “Good-bye, Siberial” is meant for 11+ age gro-
up, it is played with a dice; getting to a concrete number
the player has to answer a question. Examples of questions:
e What, in your opinion, is war?

e When were the events mentioned in the book experien-
ced?

e Can you tell something about the time when many pe-
ople had to go to Siberia?

e Why do we keep these memories?
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¢ Find Siberia on the globe or in the map. Discuss the we-
ather conditions there.

e Going on a trip, you should consider what to take with
you. What, to your mind, should be put in the bag if you
don’t know either the final destination or for how long
you’ll be gone? What should people deported to Siberia
have taken with them?

The comics allows perceiving more adequately the tragic si-
tuation exactly in the way as written by the girl who has gi-
ven the 1% place to the book, “Sorrow and joy go hand in
hand in the book. When reading it, it’s difficult to decide to
cry or to rejoice” and reveals the absurd situation that co-
uld not be affected. The comics “Siberean haiku” is written
and presented from the point of view of a small boy Algis
and it is a very positive look at what is happening.

The train of orphans with which children return from Si-
beria to Lithuania is slow, and so also in the game there are
many possibilities to get turned back.

Although comics could be named the pop-culture, ar-
tists who play virtuously with the evident and hidden mea-
nings of the theme, turn it into genuine art. Not in vain the
exhibitions of comics are so popular. Such exhibitions have
been organized several times in the Latvian National Libra-
ry. At present we are getting ready for the Israeli artist Mi-
chel Kichka’s exhibition of comics for children. Comics have
multiple layers, it is an inexhaustible source of creative in-
spiration in visual literacy teaching and reading promotion.
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Latvrra

COMICS IN THE CURRENT PICTURE BOOK FOR CHILDREN AND YOUTH
(CREATIVE AND DISCOVERY STRATEGIES)

She is an illustrator and a poet. She graduated in the Painting De-
partment at the Art Academy of Latvia in 2017, but is currently wor-
king in illustration and writing - her first collection of poems ,,The
Girl” was published in the publishing house ,,Neputns“ in 2020. In
August 2019, the publishing house ,Aminori“ published her first
book for children ,,Poet and The Scent” which received the national
book award ,Golden Apple“ and ,Janis Baltvilks Baltic Sea Region
award” in Book Art. The ,,kus!” comics publishing house has publis-
hed several of her comics in their anthologies, as well as her longest
comic about a passionate mushroom picker — ,Worms, Clouds, Eve-
rything“. This comic was chosen by several members of the dPICTUS
jury as one of the books to be exhibited at the Frankfurt Book Mar-
ket at the ,,100 Outstanding Book Books“ exhibition. She has parti-
cipated in several exhibitions with comics and illustrations, both in

Latvia and abroad, in December 2019, her solo exhibition ,The Tree-
house” was shown at the gallery ,Low”in Riga. Lote Vilma has par-
ticipated in residencies in Slovakia and Austria. She is currently wor-
king on her first book for young adults, ,,Water Tower*, which will be
published by the publishing house , Liels un mazs”

I’'m interested in things that can make my life better:
Jogging at least twice a week.

Taking walks when | feel sad.

Eating eight strawberries a day.

Flossing my teeth.

Walking through the cemetery with my friend.

| feel like drawing makes my life better too.

I've been drawing for as long as | can remember. In any
case, that’s the story I tell myself — it helps me make sense
of my life experience. I've still got my childhood notebooks,
the format most closely resembling a zine. | would draw fa-
mily members and relatives, illustrate stories of mine and
imagine all sorts of unusual advice. The notebooks served
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both as diaries and as a list of all my birthday guests, or as
a place, for example, to draw every possible musical instru-
ment. Later, when | grew a little older, | wanted to write no-
vels. Usually they ended before they had even started, but
| always drew the main characters, and sometimes | would
draw maps. Later still, when | was already studying painting
in high-school and the Art Academy, drawing in notebooks
was a breath of relief, an intimate space to draw at night be-
fore going to bed. At the time, it seemed like the exact op-
posite of standing at an easel in class.

| found a quote online that sums up what drawing me-
ans to me rather well: “Making a drawing is first about com-
municating with yourself” Almost every drawing reminds
me of how | felt or where | was when | made it. When | was
a teenager, instead of writing a diary, | drew it, in order to
be more mysterious and so that no one could read it. The
drawings embodied everything that mattered to me; it was
my own secret sign language. | still believe that drawings
capture my life better than, for example, photographs.

When | was in my first year at the Art Academy, | beca-
me familiar with “kus!” comics. It’s a small publisher of co-
mic books that, miraculously, finds its home in Latvia. | drew
a comic for a contest titled “Brussels sprouts”. | drew it in
one fairly quick run, without thinking much, letting the pro-
cess guide me. | didn’t have any special knowledge about
how to make comic books, other than a wealth of experien-
ce reading Donald Duck. My protagonist was a girl who was
cooking cabbage soup. The comic depicted the cooking pro-
cess, and the ending — which showed a matchbox and hou-
sefly in near-proportional size to the girl — revealed that she
was Thumbelina-sized and her soup consisted of a single
Brussels sprout.

I'm both an illustrator and a poet. I've always liked
drawing something and then adding a song lyric or some

Lote Vitna Vitira

other nice phrase. | both write and illustrate my books. I'm
interested in them both — text and drawing. Their relati-
onship. Yet | don’t feel like a comic-book artist. Perhaps |
should draw a long graphic novel to finally justify such a tit-
le. Although | do actually draw them — | recently counted
that I've drawn at least 13 comics, one of which was 28 pa-
ges long. | hadn’t even noticed when and where so many of
them came about.

For this bunch of comics | mostly blame “kus!”, as their
contest, which | mentioned before, prompted me to draw
one of my first comics. They always encourage Latvian artists
to participate in their anthologies, including young artists
and illustrators that may have never worked in the medium
before. Over the years, “kus!” has helped create a space
in Latvia, however small, where experimental comics are
welcome. It turns out that a comic can be deeply moving,
personal, atmospheric and sensitive. It can be illustrative, re-
alistic, logical, absurd, in fact — it can be anything. It’s so nice
when someone shows that a comic book doesn’t have to be
“Superman”, that comics aren’t just for kids. This may seem
obvious for some, but in the Latvian context it actually isn’t.

| remember how | ditched panels altogether for my first
comic. The text of my second comic was a poem by Karlis
Veérdins, and | started to get a better sense of the interplay
between image and text, though | was still working very in-
tuitively. | worked very hard, and | still remember painting
with watercolours at night next to my open window, and
how uplifting it was. And so, mostly prompted by “kus!”,
| kept drawing comics once in a while.

My longest comic thus far is about a shy and reclusive
mushroom forager. His main interest in life is mushrooms.
This was another comic that | worked through rather free-
ly — I imagined my protagonist in various situations, and then
arranged them into a story. This comic was different in that
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the story stemmed from the protagonist. He first appeared
in a “leporello” format book titled “Such a Warm Day” that |
drew for an international project. In this book, he was quietly
foraging for chanterelles in the forest. It was as if his charac-
ter, his sense of the world, and the events of his life had been
ready all along, and | only had to draw and write them down.

One of my best comic-book-related experiences happe-
ned when | was working as an art teacher at a foster home.
We were only partly “studying art”. Instead we would take on
a range of creative endeavours for the sake of our own fun.
One day | started a book with one of the kids —a boy that was
very fond of working in our small art studio. | had sewn to-
gether small books of white, coated paper. We began our sto-
ry in one of these books. Each of us would draw one page at a
time, moving our story along like in a comic book. There was
a mole’s birthday party, a fair bit of yelling, all sorts of tro-
uble abounded, but at the end our protagonist made a new
friend. All was well. | believe that in this (mainly visual) story,
the boy | was working with could work through his own fee-
lings and even find a positive resolution in the end.

In Latvia, comic books are still something rather ill-un-
derstood. Few people are involved in drawing and publis-
hing them. Perhaps this will change over time, and there
is already a wonderful new generation of illustrators that
have been drawn to the form.

| would love to introduce some of them to you. | think
that, together, they make a rich and merry band of people.

Zane Zlemesa'’s paintings are delicately made. Meticulous
and touching, like a child’s drawing. They’re always surroun-
ded by a soft mist of laughter. They radiate love for naive art.

Anna Vaivare’s comics are actually paintings — mixes of
colours and layers, vibrating, slightly awkward, but very he-
artfelt. In a way, they remind me of a shaggy dog with beau-
tiful eyes and a short tail.

Lote Vitna Vitira

Rebeka Lukosus stands out with her mystical ability to
use oil pastels very effectively. I've seen with my own eyes
how assured and natural her work is. Rebeka’s drawings are
saturated with colour, and the texture gives a warm, cosy
sensation. | would compare them to the colourful blanket
at grandma’s house in the countryside.

Martin$ Zutis” drawings are conceptual, full of all sorts
of clever shenanigans. They’re blue-gray, misty, smoky as an
old man’s beard, but they can suddenly become as precise
and rounded as a bee’s bottom.

Ingrida Pi¢ukane’s drawings remind me of how | used to
admire my sister’s careful marker drawings as a child. They
took great patience that seemed impossible to me at the
time. | want to compare Ingrida’s works to a crocheted biki-
ni that one could definitely buy in one of the Riga’s secon-
d-hand stores.

Liva Kandevica’s comics first spoke to me many years
ago, when | was browsing through a “kus!” comic antholo-
gy. They’re always built on fine, fragile lines and original sty-
lisation. Lately they’re mostly been drawn in graphite and,
it seems, gouache. Over time they’ve become increasingly
mysterious and spooky.

If | think about it, | still feel like that girl from the Brus-
sels sprout comic. Two years ago, | wrote a poem about ma-
king soup:

all that | want
to make soup
and share it

| feel the same way about illustration and comic books. It’s a
chance to make something delicious, even if it’s made from
the smallest Brussels sprout in the world, and a chance to
share it.
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Serbra

COMICS FOR CHILDREN:
ALTERNATIVE AND EXPERIMENTAL APPROACHES IN SERBIA IN THE 21°" CENTURY
(MAJA VESELINOVIC AND DRAGANA KUPRESANIN)

She is a visual artist, illustrator and book designer, author of pro-
fessional books on illustration and Artistic Director at the Banat
Cultural Centre from New Milosevo. She was born in 1985 in Novi
Sad. She graduated in Applied Photography at the Higher Educa-
tion Technical School of Professional Studies in Novi Sad, where she
also specialized in book illustration. She received her Master’s De-
gree in the field of Creating an Image in Art and Media from the
Academy of Arts in Belgrade. She is a member of ULUPUDS and Ma-
tica Srpska. So far, she has published six books (four professional
books in the field of illustration and two artistic books combining
text, illustration and design). At the Belgrade Book Fair in 2015, she
was awarded the ULUPUDS award for the best book in the field
of Visual Communication Theory for her work Video lllustration of
a Book. She is the author of the exhibition and project Contemporary

Serbian Illustrators of Children’s Books (Bibiana, Bratislava 2019,
SKC, Belgrade 2020). She founded the International Book lllustra-
tion Festival BookILL Fest. She was a member of the international
jury and a participant in the symposium of the Biennial of Illustra-
tion in Bratislava. She is a member of the jury for the Zaharije Orfe-
lin Award at the Novi Sad Fair. She has graphically designed about
500 books. She held about 30 solo exhibitions of paintings, photo-
graphs and illustrations. She participated in numerous collective ex-
hibitions in the country and abroad.

Introduction

The first contemporarily conceived comic in Serbia was
published in Politika on 21 October 1934, under the title
Secret Agent X9 [orig. Tajni agent X9]*. The first comic ap-
peared in Serbia at the same time as in most European
countries (lvkov 1995: VII). Shortly thereafter, other com-

* Proto-comics were, of course, published much earlier, the emphasis here is on
contemporarily conceived comics.
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ics appeared, including comics by Dorde Lobacev and other
authors who would later be dubbed the Belgrade Circle.?
Even then, in the period between two wars, due to their
high quality, these comics were reprinted and published by
foreign French and Italian magazines (Ivkov 1995, VII).

From these beginnings until today, Serbian comics went
through numerous ups and downs, periods of communist
bans and their value being questioned, periods of stagna-
tion during wars, new rises in popularity, developments and
serious breakthroughs of domestic authors in the world,
theoretical studies, historical research, the establishment of
renowned international festivals and publishing houses, up
until the recent creation of the National Strategy for Com-
ics by Zoran Stefanovi¢, which represents a contribution to
the National Cultural Strategy of Serbia. What is certain is
that, when discussing Serbian comics, we are discussing an
established, decades-long tradition, that has certainly left
its mark and has its distant offshoots in the work of contem-
porary Serbian comic-book authors.

lllustration and/or Comic

Although they are often “intellectually neglected, philo-
sophically misunderstood and socially ‘untouchable’”
(Stefanovi¢ 2019: 11), comics seem to be in a better po-
sition than illustration, although their positions are very
similar. “Unlike comics, the so-called ninth art, illustration

2 In 1934, the first domestic comic was published by Vlasta Belki¢, under the title
The Adventures of Detective Harry Wilkes [orig. Avanture detektiva Hari Vilk-
sa], which is significant mainly because it was the first; however, the following
year, 1935, another comic, this time of serious quality, was published by Borde
Lobacev, under the title Bloody Legacy [orig. Krvavo nasledstvo] (Ivkov 1995: 5).

Senka /lathoweid

has never been able to gain the status of an independent
art.” (Jovanovi¢ 2007: 27). So, despite their value being dis-
puted, comics have managed to acquire the epithet “ninth
art”, which is certainly a privilege for both comics and comic
artists. The figurative and narrative expressions nurtured
by comics and illustration have long been viewed with con-
tempt as artistically less valuable, more as part of popular
culture than high-brow art. Despite the various prejudices
that still exist today, if we compare comics and illustration
in that context, it appears that comics have an advantage.
Comics are called the “ninth art” and are studied and re-
searched much more from the aspect of art theory and his-
tory and, from a commercial point of view, except for the il-
lustration of children’s books, they seem to be more present
in adult publishing than richly illustrated adult books. Of
course, the above distinction between comics and illustra-
tion is only conditional because it can certainly be said that
comics are a unique subcategory of illustration. Slobodan
Ivkov, a Serbian theorist, critic and historian of comics,
states that comics originated from illustration, that they are
more illustrations than the traditionally understood illustra-
tion, that comics are the most beautiful and most obvious
synthesis of the visual and the narrative — one of the peaks
of illustration (lvkov 1995: 247).

We speak of injustice towards illustration when it comes
to autonomous illustration, illustration that is not just a
mere supplement to the text or a visually retold story, but
a supplement that speaks for itself and writes its own story,
confirming its own integrity. Just like the visual part of the
comic.

It can, perhaps, be said that illustration fought for its
rightful place, be it as it may, through comics and that it
managed to slip through the needle’s eye of prejudice.

227
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The reason for that may be that comics cannot exist
without the visual segment, the script itself is not enough.
Contrary to that, illustration is often viewed merely as an
accompanying segment in relation to the story, the main
focus is always on the literary segment, on the writer, and
illustration is usually viewed as something that the book
can do without. Of course, some illustrations are only ac-
companying the text, but there are also those that are
autonomous, strong, fused with the text, where text and
image cannot do without each other, so they become a
multimedia piece or even an integrated, wholesome piece,
for which Vladan Radovanovié, Serbian theorist and artist,
coined the term vocovisual.

Ivkov also points out that comics are illustrations of text
or implied non-verbal narratives, created by comic book
writers; comics and illustrations are one and the same, the
key difference being that a comic is always an illustration,

ILUSTRATION COMICS

Illust. by Senka Vlahovi¢

Senka /lahooid

while an illustration is not always a comic. In a word, com-
ics originated from illustration and continuously return to it
(Ivkov 1995: 248).3

Comics for Children

Comics for children in Serbia are one area that has not been
sufficiently studied from a theoretical point of view, espe-
cially in the significantly altered circumstances of the 21
century. When it comes to the history of Serbian comics for
children, the situation is much better. It is both rich and bet-
ter studied.

Here are just a few striking examples. The first proto-
comics, in a relevant number, were published in the 19"
century by Jovan Jovanovi¢ Zmaj, an unparalleled icon of
Serbian children’s literature (Ilvkov 1995: 1), and it is inevita-
ble to mention Zmaj in the context of comics and children’s
comics. Politika for children was introduced in 1930 (lvkov
1995: 4), the first issue of Politikin zabavnik was published
in 1939 (Jovanovi¢ 2007: 13), and it is still being published.
From these beginnings until today, numerous other maga-
zines have been published nurturing children’s comics.

Onthe other hand, Serbian illustration for children devel-
oped under the strong influence of comics and caricatures
that have a long tradition in our country, and today these
distinctive features can be seen in the works of contempo-
rary Serbian illustrators for children (Vlahovi¢ 2019: 6).

3 There are, of course, authors who believe that the first comics were created
in caves and that illustration originates from comics, while others tend to call
these earlier forms resembling comics — proto-comics.
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As a witness of his time, Laza Lazi¢, speaking about his
boyish experiences of reading comics, said: “It is hard for
someone who has not experienced it, to imagine the pleas-
ure, joy and enthusiasm of an eleven-year-old intelligent
boy, reader of a new comic book that fell into his hands.”
(Lazi¢ 2019: 236) “Art awakens in a child the desire to de-
velop the gift of painting, if such a gift is hidden within the
child. It is not a bare claim that the little comic book reader,
while viewing the adventures of the fearless heroes, himself
acquires the belief that justice must be fought for in all situ-
ations, especially when he reads about the ideal freedoms,
that he identifies with the human soul, being denied” (Lazi¢
2019: 267).

In one of his critical texts, entitled Are Comics Good for
Children [orig. Da li su stripovi dobri za decu], in support
of the rationale that they are, Zivojin Tamburi¢, a Serbian
theorist, critic, historian and comic-book publisher, says:
“We need to read everything that describes life’s destinies,
real or imaginary, in order to better understand the human
condition (...). In this way, we will prepare children for the
life that awaits them, which must be viewed from all angles
and understood as predominantly unfair” (Tamburi¢ 2020:
67). Commenting on the thesis that comics are burdened
with overemphasized violence, sexuality, etc., he says: “My
generation read picture books such as The Goat and Seven
Kids and Little Red Riding Hood in which there is an incred-
ible amount of violence, but we somehow knew how to dis-
tinguish fairy tales from real life. The same happened with
the next generation who watched violence in cartoons, but
they did not end up throwing pianos on people’s heads
from the fifth floor” (Tamburi¢ 2020: 67).

Tamburi¢ says that readers of comics are active partici-
pants in interpreting the plot, especially the invisible events

Senka /lathoweid

between panels, which some political theorists view as giv-
ing people the power to think with their heads (Tamburi¢
2020: 72), which analogously allows children to develop the
cognitive processes of thinking, analysing, concluding, etc.
by consuming comics.

Such processes are especially facilitated by children’s
comics, the very creation of which is approached in an un-
conventional manner. “Generally speaking, theorists reduce
the deviation from the classical expression to ‘alternative,
explorational, experimental’” (Kupresanin 2019: 162). We
will see the deviation in the spirit of alternative or under-
ground comics in the following text by dissecting the exam-
ple of a comic by Maja Veselinovi¢. However, it is possible
that, without serious empirical research, we cannot even
fathom the processes of thinking, imagination and reason-
ing, induced by experimental tactile and inclusive comics
for children who are blind or visually impaired. In this paper,
we will try to explore how the essence of unconventional
comic-book language affects the youngest readers of the
digital age, even those with specific needs, by viewing two
examples of alternative or experimental comics for children
created in the second decade of the 21 century.

Comics Are Good for the Brain: Children’s Comics

by Maja Veselinovi¢

Maja Veselinovi¢ is a freelance illustrator, graphic designer
and comic-book author. She actively collaborates with nu-
merous renowned publishers and institutions in Serbia and
abroad. She has won several prestigious awards for illustra-
tion and comics in Serbia and abroad. Of the awards, the
Grand Prix at the International Comics Festival in Belgrade
in 2004, is especially emphasized. The two books she illus-
trated also received the prestigious international label The
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White Ravens. According to the choice of a leading American
magazine for graphic design Print, she was ranked among
the 12 most interesting illustrators in Europe in 2008. Her
successes certainly include her participation in the exhibi-
tion 100 per 100, held in 2010 in the city of Angouléme, the
“capital of comics”, from where the entire exhibition was
moved to Paris and then to several European cities.

In interviews about her creative work, Maja Veselinovic¢
said that, for her, colour is an emotion, that her favourite
technique is the combined technique, and that she loves
the spontaneity of drawings made with ink and pen or just
a pencil, and textures painted with a wide brush...* When
it comes to her approach to comics, Maja says: “In the be-
ginning, | often wrote comics in the first person, they were
not always entirely autobiographical, but there was a lot of
personal in them. However, now | like to mix fiction and re-
ality, to create characters and let them live out their stories.
I am always there somewhere, on the side-lines, watching.
For the past couple of years, | have been having fun design-
ing characters dressed in the costumes of various animals.
People cats, rabbits, rats, pigs... Depending on the mood
and the situation in which they find themselves, | draw their
boots, coats, masks and gloves. Sometimes they look like
superheroes, but their deeds are far from super-heroic (...)
I have always tried to emphasize emotion in comics through
drawing, colour, typography. | love that intertwining of nar-
ration and pure artistry, the constant experimentation and
searching. | expect each of my new comics to be better than

4 Interview with Maja Veselinovic; A Picture Book Pot [orig. Interviu Maja Vese-
linovi¢; Lonac slikovnica], https://lonacslikovnica.com/2017/10/22/intervju-
maja-veselinovic/ accessed on 01/05/2021

the previous one, it is important for me to see this progress
clearly. | think that, if | always stuck to the same, well-tried
recipe, this would not be possible and the magic would dis-
appear.”®

From the author’s statements and specific work, her
commitment to alternative comics is as clear as day. Even
in her earlier comic stage, her affinity for creative work for
children was noticeable, and she will later seriously focus
on children’s illustration. One of the reasons for this shift
from comics to children’s’ illustration can be found in mar-
ket opportunities and this statement: “Working on comics
that | like to create and draw is not profitable”®, which cer-
tainly contributed to the fact that today, the author is dedi-
cating more time to children’s illustration, but at the same
time — she never stopped drawing children’s comics.

Sasa Rakezi¢ says about Maja Veselinovi¢ that she is the
true “star” of the anthology Women’s Comics in the Balkans
[orig. Zenski strip na Balkanu] with her work presented on
as many as 26 pages. He also concludes that thanks to a
style that can be very expressive and personal, but also very
communicative and (in the best sense of the word) decora-
tive, Maja Veselinovic is able to communicate with a rather
diverse audience.’

° Rakezi¢, Sasa, Maturation Cardiogram: Interview — Maja Veselinovi¢, Comic
Book Author and lllustrator [orig. Kardiogram sazrevanja: interviu — Maja
Veselinovié, strip autorka i ilustratorka]; Vreme, 13/01/2011, https://www.
vreme.com/cms/view.php?id=971113 accessed on 01/05/2021

© Rakezi¢, Sasa, Maturation Cardiogram: Interview — Maja Veselinovi¢, Comic
Book Author and lllustrator [orig. Kardiogram sazrevanja: interviu — Maja
Veselinovié, strip autorka i ilustratorka]; Vreme, 13/01/2011, https://www.
vreme.com/cms/view.php?id=971113 accessed on 01/05/2021

7 Rakezi¢, Sasa, Maturation Cardiogram: Interview — Maja Veselinovi¢, Comic
Book Author and lllustrator [orig. Kardiogram sazrevanja: interviu — Maja
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The collection of comics by Maja Veselinovié¢, under
the title An Unusual Event with a Wink and Other Stories
[orig. Neobi¢an dogadaj sa namigivanjem i druge price], in
a way rounded off a period in her career and delineated the
moment when she shifted from comics to the illustration
of children’s books. In the preface to this book, Vladimir
Vesovi¢ points out that warmth and tenderness make
Maja an unusual author, and Sasa Rakezi¢ says that she is
a creator whose shapes, textures and colours we recognize,
despite the fact that she never stops experimenting with
drawings and scripts (Veselinovi¢ 2008: 5).

“I think that as adults we very often underestimate chil-
dren, we think that they will not understand something just
because they are children”?, said Maja in an interview. Her
comics for children, which she creates in the wake of her
alternative comics for adults, and often for all ages, testify
that she highly appreciates the communicative and percep-
tual abilities of the youngest readers and does not hesitate
to offer them something new and different, believing that
they will understand and feel her messages.

Three Little Chinese Girls — A Children’s Comic

The script of the children’s comic Three Little Chinese Girls
[orig. Tri male Kineskinje] is signed by Bojana Minovi¢, with
the drawing by Maja Veselinovi¢. The story itself is a dream

Veselinovié, strip autorka i ilustratorka]; Vreme, 13/01/2011, https://www.
vreme.com/cms/view.php?id=971113 accessed on 01/05/2021

8 Rakezi¢, Sasa, Maturation Cardiogram: Interview — Maja Veselinovié¢, Comic
Book Author and lIllustrator [orig. Kardiogram sazrevanja: intervju — Maja
Veselinovié, strip autorka i ilustratorka]; Vreme, 13/01/2011, https://www.
vreme.com/cms/view.php?id=971113 accessed on 01/05/2021
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in which the comic narrator, through the imagination of the
illustrator, takes the form of a cat-girl and tells the story of
her dream that we observe in pictures. She is in the com-
pany of a Chinese mother and her three young daughters.
In the unusual dream, the Chinese mother, responding to
her girls’ question — Who she loves the most, responds, in
Serbian with a strong accent, that she loves her bicycle the
most, to which the little Chinese girls giggle, and the nar-
rator remains confused. And when asked by her daughters
— Who she is most afraid of, the Chinese mother responds
that she is most afraid of princes, to which the narrator cat-
girl bursts out laughing, as if this was the funniest thing that
she had ever heard.

This comic was created in 2015 and is one of the newer
comics by Maja Veselinovi¢, considering that the author is
now more oriented towards illustrating children’s books. In
2008, a collection of her comics was published in the book
An Unusual Event with a Wink and Other Stories. It also con-
tains a comic for which she won the Grand Prix of the In-
ternational Comic Festival in Belgrade in 2004. All the com-
ics in this book exude this author’s alternative approach to
comics for adults, but also for children and youth, and often
the age limits cannot be clearly drawn.

In her more recent comics like the Three Little Chinese
Girls the shift of her overall creative work to illustration for
children is obvious, but Maja manages to keep many ele-
ments of her earlier comics: lightness, innovation, inclina-
tion towards the dreamy, strange, absurd, towards fine
irony and humour, messages that are not banal and that
make you think and ponder numerous questions; some-
thing magical, mystical or surreal, sometimes grotesque, is
often present in her work. In her comics, we have one-eyed
princesses, a rat man and a black cat-woman, a toy that
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winks and appears in dreams, pigs, rabbits, cats that com-
municate with people, and a Chinese mother with three
daughters, Oswald, knitting with a friend who is a pig, etc.
In this collection, she also deals with comic-book creation
(An Unusual Event with a Wink, Comics Are Good for the
Brain), religion, philosophy, engaging topics, related to war
and injustice, etc.

Maja skilfully transferred her experiences in alternative
comics to children’s comics, which certainly sets her apart
and recommends her as an author.

In the comic Three Little Chinese Girls, she refined, sim-
plified but also enriched her expression, compared to earlier
comics, with a multitude of tiny details. The comic is com-
prised of four panels, three of which are separate wholes,
and the second one is divided into two parts, making the
comic more readable and acceptable for a child. The hero-
ines are stylized, cheerful, of joyous appearance, drawn
unencumbered by realistic images, the space is undefined,
there is no scenography, only a neutral textured back-
ground. Maja does not use speech bubbles, but writes the
text of the comic by hand and fits it into the composition
as an artistic element. This is a small, seriously-funny comic
for girls (and why not boys as well?), and maybe even for
their older sisters or even young mothers. In a casual way,
she asks questions about women'’s identities and breaks the
traditional prejudices that a mother must say that she loves
her children the most and that everyone dreams of princes,
and no one is expected to fear them. Here, the re-examina-
tion of the traditional patriarchal pattern and pink-coloured
fairy-tale stereotypes implied in the Western culture is ob-
vious. And all of these questions are asked by none other
than Chinese girls and one little cat-girl. It would be inter-
esting to do a focus group interview and analyse how chil-
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dren, especially girls, interpret these messages, besides the
fact that we expect them to view the whole scene as witty,
weird, interesting, and fun. The moment that is also impor-
tant here is the moment of separation when the mother
says that her bicycle is her favourite, and in the dream and
through humour, the child spontaneously experiences the
fear of separation from their mother that inevitably awaits
in the future. No, this is not a story about a bad mother, but
about overcoming the fear of separation (which we often
encounter in fairy tales) and about conquering one’s own
female identity. And the message sent by the mother, that
she is afraid of princes, tells us that princes are not always
as perfect as we think they are, all dressed in pink, on white
horses, and that instead they should be feared. This actually
means that illusions should be feared. Seemingly, everything
is very simple and naive, but in fact, it is very layered and
complex. The deeper message of this story is the message
related to the authenticity of the female identity, which
manifests itself in the multitude of flowers, birds, colourful
clothes, colourful cars, round female faces of heroines, and
in the appearance of the cat-girl herself. In the depth of this
identity of a fragile female being, the heroine or consumer
of this comic, is actually the joy of living taking the form of
a game and self-satisfaction, and not of frustration caused
by striving for some strict ideal patterns that women often
impose on themselves or receive through upbringing.

The list of titles of this author’s comics, that can be read
as comics for children and young people, but also as comics
for adults, is extensive: Oswald’s Secret [orig. Osvaldova taj-
na]; Ah, Those Currants [orig. Ah te ribizle]; Beauty-Crazed
[orig. Poludeli od lepote]; comics from the book An Unusual
Event with a Wink and Other Stories: An Unusual Event with
a Wink [orig. Neobi¢an dogadaj sa namigivanjem]; Plum
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Jam [orig. Pekmez od $ljiva]; Dear Grandma [orig. Draga
bako]; That’s Exactly What My Friends Expected of Me [orig.
Prijatelji su bas to od mene ocekivali]; etc.

Maja’s comics for children are truly alternative and dif-
ferent, both in the artistic and in the narrative sense. She
pushes the boundaries, and we hope and expect that, in
the future, she will implement comic-book language into
picture books and books for children, which she has been
creating in recent years, in new ways. On the domestic com-
ic scene for children, this would be a welcome refreshment.

A Comic Book Fairy Tale for Children Little Red Riding
Hood — Tactile Inclusive Comic by Dragana Kupresanin
Dragana KupreSanin is active in drawing and painting,
graphic design, comics and illustration. She received her
PhD from the Faculty of Applied Arts in Belgrade in 2021
and currently works as an Assistant Professor at the Acad-
emy of Technical Vocational Studies in various courses in
the narrower field of Graphic Design. She has exhibited in
dozens of solo exhibitions and participated in hundreds of
group national and international exhibitions, festivals and
art colonies in the country and abroad. She holds scholar-
ships of several state and private foundations. She has won
numerous awards in the field of fine and applied arts (draw-
ing, design, comics). She has been involved in alternative
comics since 2004, and since 2008 she has been research-
ing comics and borderline media that use the conventions
and language of the ninth art.®

° Dragana Kupresanin, Member Directory [orig. Adresar ¢lanova], Ulupuds,
http://www.ulupuds.org.rs/Umetnici/Slikarstvo/DraganaKupresanin.html
accessed on 04/05/2021
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Dragana Kupresanin realized an art project within the
scope of her doctoral thesis, which consisted of two ex-
perimental tactile comics. The first was a pilot project, an
inclusive tactile comic, i.e. a comic fairy tale for children Lit-
tle Red Riding Hood based on the fairy tale by the Brothers
Grimm. The second project was the main project Invisible
Wave — Experimental Tactile Comics [orig. Nevidljivi ta-
las B eksperimentalni taktilni strip], according to the book
The Waves by Virginia Woolf, which won as many as five
awards, including two awards at the 17" International Com-
ics Festival in Belgrade: Grand Prix and Special Jury Award
for Innovation in Comic Art, in a competition of about 500
authors from 26 countries.

Discussing the Invisible Wave, a member of the jury
handing out the mentioned awards, Anica Tucakov, said
that this comic “..represents one of the most significant
works from the entire production of visual arts that we will
remember this year by... a state-of-the-art project by the
author, a unique art piece, characterized by the seriousness
and grounded ambition of the defined concept and the
highest standards of its realization, highly refined graphic
culture, sophistication and precision of expression, and
complex research-oriented penetration into different levels
of perception...” (Tucakov 2019: 3).

These words of praise can certainly also be, at least par-
tially, applied to the tactile inclusive fairy tale pilot project
in the comic book Little Red Riding Hood.

As we learn from the author herself, who describes in
detail the process of creation in her doctoral dissertation,
the final version of the comic book Little Red Riding Hood,
with a circulation of three copies, was preceded by three
drafts, which were tested on respondents of both sexes of
the primary, but not exclusive, target group — the blind and

visually impaired; and according to the results, the drafts
were then corrected, until a final version was achieved.
The development of such a specific project was necessar-
ily preceded by extensive and very thorough research and
preparations related to the processes of relief printing, dif-
ferent textures, Braille translations, but also research on
the specific needs of the target group. All shapes were first
designed and vectorized using software, and then, accord-
ing to vector drawings, the materials were cut by a laser
cutting machine and applied to formats according to the
previously established sequence. The final circulation was
created by UV digital printing, with applied shapes, on a
horizontal 320x290mm format, with a total of 12 pages, of
which 8 are picture panels.
The most important features of the inclusive tactile
comic for children Little Red Riding Hood are as follows:
e breakthrough of the two-dimensional comic into the
third dimension
e primacy is given to the sense of touch, not the sense
of sight (although the comic is intended not only for
the blind but also for the visually impaired, and it can
certainly be interesting to those without visual impair-
ment)
e the text is offered in two formats — in Cyrillic and Braille
¢ radical minimalist stylization of shapes: figures, objects,
all motifs, for easier recognition by the touch of the
blind or the sense of sight of the visually impaired; clean
surfaces, clear, reduced shapes, textures and relief that
further evoke the nature of the figure or objects, strong
contrasts of black, white and grey on large and clean
surfaces
e a comic that is also a book-art object, in a circulation
of only 3 copies, available to the public during exhibi-
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tions in galleries, of which there were several before the
author’s formal defence of the doctoral thesis (Kolarac
Endowment Gallery Belgrade, SULUV Gallery Novi Sad
and several collective exhibitions)

e apioneering endeavour of this kind in Serbia, and a rar-
ity in the world.

In the catalogue of the exhibition of tactile comics by Draga-
na Kupresanin, Sonja Jankov says: “By creating comics out-
side the usual framework, the author invites us all to follow
the story by using touch, which not only opens the comic up
to blind and visually impaired people but also opens up the
possibility for all of us to experience fine arts in a different
way” (Jankov 2019: 103).

In the conclusion of her doctoral thesis, which, accord-
ing to her mentor professor Rastko Ciri¢, became famous
even before it was formally defended, KupreSanin con-
cludes: “In the symbiotic interaction of the accessible work
and accessible space, tactility introduces a new concept of
shaping into comics, in which comics, paradoxically — in-
tegrating the non-visual sense — establish a new, visual-
haptic narration.”

With this experiment in the field of children’s comics,
Dragana Kupre$anin made a significant step forward and
pushed the boundaries of the creation and “reading” of
comics when it comes to the youngest audience. It could
be said that it is more than ambitious to create a comic, in
other words, a visual narrative, for those for whom visual
sensations do not exist or are weak, i.e. for blind and visual-
ly impaired children. However, if we think carefully about it,
this is not a question of ambition or pretentiousness but a
boundless love for the medium of comics, and philanthropy
manifested through creation for those who are on the mar-
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Mali Dnevnik 1388

Little Red Riding Hood, TV Screenshots

gins of society. Neither comics for children, especially ex-
perimental comics, nor blind and visually impaired children
are under the brightest spotlights of the general public.

0/ jttle Newsreel [orig. Mali Dnevnik]: https://www.youtube.com/watch?v=m4
wmEfUNrCs accessed on 04/05/2021
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Little Red Riding Hood, Photographs

“The essence of comics is their narrative potential”
(Kupresanin 2019: 171). We can only guess the experience
and imagination of blind children when “reading” such
a comic, when touching a shape that they recognize as a
cheerful and naive girl in the woods, as a terrible wolf with

DOS ke Vhhis

gaping jaws, a hunter with a moustache and a hat, when
they recognize a tree in the forest, a flower, etc. combined
with the message transmitted by Braille. Certainly, such a
child, who has not had the opportunity to experience the
magic of comics thus far, and the question is to what extent
they have the ability to perceive tactile images at all — will
experience excitement, joy, the fullness of the unusual en-
counter and experience, which will trigger their imagina-
tion and emotions and make them receive the message of
the Little Red Riding Hood more vividly. At a time when tac-
tility is associated with the virtual world and screens, this
comic transports us back to the material, tangible world,
the world of printed books, books as objects, tangible to a
blind child like a toy, object or ultimately — another human
being.

Conclusion

By presenting two case studies in this paper, an attempt
was made to point out the possible shifts in the bounda-
ries and trends of comic book development by authors
who deal with comics that do not belong to the so-called
mainstream®! and not only that, but they also deal with chil-
dren’s comics.?? It can be said that these authors deal with
doubly marginal branches of comic art.

1 Tamburi¢ also discusses the fact that the division itself and the terms main-
stream and underground comics are disputable: “It is also confusing that ‘main-
stream’ comics are called comics, and in them, the protagonists dressed in co-
lourful leotards fly through the air, while comics about real human relationships
and feelings are called underground comics” (Tamburi¢ 2020, 73).

2Even children’s literature is often unfairly treated as less valuable than adult
literature, so what can we expect when it comes to children’s comics?
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Examples of Maja Veselinovi¢’s alternative approach
and Dragana Kupresanin’s experimental approach to chil-
dren’s comics were analysed. Both authors have been in-
volved in alternative comics for years before they created
these works. Both authors are winners of awards at the
International Comics Festival in Belgrade, which nurtures
innovation by handing out a special award for such achieve-
ments. Both authors are inclined towards research in differ-
ent media, genres, techniques.

It is very challenging to incorporate, into children’s com-
ics, the elements of alternative comics, which can be de-
fined as: “Insisting on openness to new, initial and sophis-
ticated forms of subversion of the status quo and system,
(...) as the basis of the vitality of alternative comics and the
continuous rejuvenation that makes this scene flexible, un-
predictable and — alternative” (Sekuli¢, Popovi¢ 2011: 22).

Maja Veselinovi¢ introduced, as a feature of alternative
comics, an atypical, authentic visual language and specific
narrative into children’s comics through writing or choosing
a script. And not only that. She intertwined the experience
of dealing with alternative comics and the experience of be-
ing an illustrator for children. Deeply respecting the integri-
ty and abilities of children, the author poses small challeng-
es and riddles before them, through funny and seemingly
naive stories that she believes children will understand and
feel. Adults can also read these stories and re-examine the
way they raise and treat their children.

We agree with the author of the tactile comic Dragana
Kupresanin, who in one of her scientific papers said that
“Experimental works in the comic medium are important
because what they do is show us its current position in the
framework of current social processes, i.e. the needs and di-
rections of further transformations”(Kupresanin 2019: 171).

Senka /lathoweid

In her experiment, Dragana KupreSanin took comics
for children to the third dimension and offered us tactility
as a new value of comics, not only for children with visual
impairments but for all other children as well, including
adults, whereby she made it possible for touch to provide
new information and sensations in the experience of the
comic. This certainly opens vistas in terms of further pos-
sible experimentation in the field of comics, in terms of
three-dimensionality and tactility, which in the case of chil-
dren, can be especially attractive and bring comics closer
not only to the book as an object but also to the book as a
kind of multimedia toy.

We believe that, by following both of the examples dis-
cussed here in the paper, children’s comics (ultimately chil-
dren’s illustrations) can be developed, changed, adapted (of
course, not to the detriment of quality) to the oversaturated
audience of the 21 century, which, exposed to a multitude
of information, multimedia content and general over-pro-
duction of spectacles and excesses, is ever-more difficult to
reach but also more demanding in terms of content able to
divert and retain the attention of readers.
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