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Ako sa meni kniZna ilustracia v digitalnom svete? mix-médii. Pocet tychto digitalizovanych ilustracii z rocni-
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BIENALE ILUSTRACII BRATISLAVA

7.

Téma Medzindrodného sympdzia BIB 2019 ,Kult origindlu
ilustrdcie vo svete digitdlnej techniky” je jednym z neural-
gickych bodov tvorby obrazkovej knihy pre deti a mladei.
Stretla sa vskutku s mimoriadnym ohlasom ucastnikov sym-
pdzia. Dvadsat renomovanych kritikov, teoretikov, ilustrato-
rov, vydavatelov zo 14 krajin vSetkych kontinentov analyzo-
valo a diskutovalo, ako podoby sucasnej kniznej ilustracie
ovplyvriuje svet digitalnych technoldgii. Casto zdérazfiuje-
me ako Specifickost BIB aj fakt, Ze bratislavské bienale je
medzinarodna sutaz ORIGINALOV ILUSTRACII. Vo svete sa
v stcéasnosti organizuju aj dalsie sutaze ilustracii obrazko-
vych knih pre deti a mladez, ale nikde sa nekonaju sutaze
originalov ilustracii v tejto podobe a rozsahu. Masivny atak
digitdlnych technoldgii zasiahol aj ilustracie knih pre deti
a mladez. V poslednom desatrodi na sutazi BIB rastie pocet
ilustracii, ktoré su spracované digitdlne, alebo kombinaciou
klasickych, tradi¢nych a digitalnych médii, technikou tzv.

ka na roc¢nik rastie a predstavuje az 60 % z celkového poctu
prihlasenych ilustracii do sutaze BIB. Preto sme sa rozhodli
preskimat tento novy silny fenomén z pohladu expertov
z réznych kutov celého sveta. Lebo digitdlne technolégie
neovplyviuju iba technologicku, technickd stranku ilustra-
cie, ale aj jej obsah a celkovy vizual. Co je teda to vlastne
origindl ilustracie?

Téma sympodzia BIB 2019 skimala jeden z ddleZitych fe-
noménov BIB. A vyprovokovala velmi zaujimavé a podnetné
uvahy, ktoré najdete v tomto zborniku z Medzinarodného
sympdzia BIB 2019.

Je to dalsi dolezity kamienok do mozaiky poznania fe-
noménu BIB a jeho vyznamu pre dejiny svetovej ilustracne;j
tvorby knih pre deti a mladez.

Zuzana Jarosova
generalna komisarka BIB
predsedkyna Medzinarodného komitétu BIB



Prihovor

Vazeni priatelia a spolumilovnici umenia pre deti a mla-
deZ. V mene vsetkych clenov IBBY z celého sveta vas srdec-
ne pozdravujem na otvoreni 27. Bienale llustracii Bratislava
— BIB’19. IBBY a BIB su a boli prepojené uz od samotného
zaciatku bratislavského bienale od polovice 60. rokov. Spo-
lu sme pracovali aj rastli. TeSime sa na pokracovanie tejto
plodnej spoluprace a podporu exceletnosti v oblasti det-
skych knih. Vsetky sekcie IBBY maju tu Cest nominovat tie
najlepsie a najnadchynajucejsie ilustracie. Vidime, ako sa to
deje aj tym, Ze pocet nominacii stlipa, za ¢o organizacii BIB

gratulujem! Vychutnajte si Uspesnu vystavu 2019 aj sym-
pozium, ktoré sa poprvykrat odohravaju na Bratislavskom
hrade. Pre IBBY je opét poctou, Ze diela drzitela Ceny Hansa
Christiana Andersena z roku 2018 budu opét sucastou vy-
stavy rovnako ako ilustratori oceneni na Nami Concours
v 2019.

Mingzhou Zhang
IBBY President
Peking
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Srbsko

Kult originalu ilustracie vo svete digitalnej techniky
Vplyv originadlu ilustracie pri procese nadobudania zenskej identity

Mirjana Baji¢ (1955) je historicka umenia, od roku 2012 pracuje ako
kurdtorka v galérii SULUJ, je uzndvand umelkyria a pésobi aj ako clen-
ka v ULUPUDS, DIUS a AICA. Narodila sa v Zemune, kde aj ukoncila sko-
lu. V obdobi rokov 1989 — 93 pracovala ako kurdtorka pre ULUPUDS
a organizovala velké podujatia (Mdjova vystava, Medzindrodné bie-
ndle ilustrdcii Zlaté pero Belehradu, PraZské Quadrenniale). V rokoch
2007 a 2009 bola kurdtorkou medzindrodnej casti 49. a 50. Zlatého
pera v Belehrad, je autorkou tvodnika v kataldgu, ktory bol v roku 2007
vydany na webovej stranke IBBY. Jej profesiondlne aktivity su rozdelené
do niekolkych Casti: noviny, prezentdcie, studie, eseje, uvodniky do ka-
talégov solo vystav a skupinovych vystav. Je autorkou vystavnych pro-
jektov, zucastfiuje sa medzindrodnych kongresov (Amsterdam 1996),
semindrov a je clenkov porét a for. Vo svojej bibliografii ma 40 uvodni-
kov k vystavdm, ktoré boli vydané v Srbsku, Taliansku, Grécku, Rumun-
sku, Francuzsku a na Sri Lanke.

Zijeme vo svete digitdlne upravovanych obrazkov, ktorych
nekonecné kopirovanie a rozSirovanie vo vsetkych oblas-
tiach komunikacie prinasa pre sucasnu civilizaciu nielen roz-
ne vyhody, ale dochddza aj k negativnym dosahom. Stale sa
vynara viac a viac problémov v spojitosti s tlakom na psychi-
ku, ktora sa este stdle neprisposobila. Existuje mnoZstvo vi-
zualnych informacii, dokonca hovorime o tyranii zo strany
médii, ktoré by mali byt urcitou oporou, ale namiesto toho
zasahuju do normdlneho procesu spracovavania informacii
a ich neustaleho ukladania v hlbsich vrstvach vedomia (do-
konca celospoloéenského nevedomia). Rychlost, akou sa
k ndm valia r6zne obsahy, ich nekompletné spracovanie, ne-
dostato¢na vizualna stranka webovych obsahov a nacaso-
vana agresivita, aktivuju medzery v pamati.

Vdaka pocitatovému svetu mozZzeme sexudlne komuni-
kovat, hrat sa, prezerat si kultirne obsahy bez toho, aby
sme isli do kina, divadla, muzea, a bez toho, aby sme sa dot-
kli pokozky nasho intimneho partnera, papiera ¢i obltbene;j
knihy... Dokonca aj proces pisania na papier, na ktory si nase
ruky geneticky zvykli po¢as mnohych generdacii, je v ohroze-
ni a upozoriuju na to aj ucitelia prvého stupna zakladnych
$kol. Deti travia vacsinu ¢asu tukanim do klavesnice a doty-
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kanim sa displejov, nedrZia pero, nesustredia sa na pisanie
pismen, ¢im sa nadobuda jedna z najdéleZitejSich zru¢nos-
ti medzi jazykom — znakmi — pismenami, vyjadrenie iden-
tity — vlastny rukopis. Obhajcovia a obete globalnej komu-
nikacie sa brania tym, Ze hry v kontrolovanej miere mézu
intelektualne a spolocensky pdsobit stimulujuco, ze digita-
lizdcia nas oslobodzuje od ¢asovo narocnych aktivit, Ze in-
ternet nam dava moznost vychutnat si nase oblubené filmy
a hudbu bez platenia za listok, ako aj priestor s erotickym
obsahom usitym na nasu mieru bez rizika byt za to kritizo-
vany a napokon aj bez citovej priputanosti, ktora moéze skon-
¢it frustraciou... Pytame sa samych seba: Co je to za vol-
ny ¢as, ktory takto ziskame? Co ziskame, ak sa nage vztahy
s kolegami a priatelmi zredukuju na super momenty z nasho
Zivota zdielané na facebooku a kultira sa stane bezduchou
— obsahy z internetovych kandlov, ktoré neponukaju sku-
tocny umelecky rozmer zvuku a obrazu, hry bez tela a tvare
protivnikov, v ktorych rumunski hraci zbieraju body za svo-
jich bohatsich americkych rovesnikov za hfstku doldrov...?
Nie je toto zrod nového usporiadania vo svete prinasaju-
ci huf virtudlnych zjaveni, ktoré premietaju nase priania,
fantazie, spolocenské potreby, umelecky obsah... Nieco ako
3D tladiarne, ktoré nam pomézu stat sa navrharom Sperkov
¢i nabytku bez toho, aby sme sa hybali ¢i vzdelavali.

Ak sa pozrieme na vydavanie knih, hlavne tych pre deti
a mladez, komiksy, animované filmy, kde si autorské ilustra-
cie eSte stdle drzia svoje prvenstvo, vidime procesy, kto-
ré posilnuju kult umeleckej ¢innosti. Predovsetkym tu ide
o zodpovednost k vyvojovym potrebdam dietata. Je rozdiel
medzi skorou ¢arovnou fazou (do veku 5 rokov) a tou redl-
nou medzi 7 a 10 rokom (ked’ sa nadobuda vedomosti v ob-
lasti literatury a vedy), ked narasta snaha o komunikaciu

/%/}y'am Eg//é

a oCakavania smerom k médidm. V tinedZerskom veku sa
stretdvame s kontroverznou potrebou byt akceptovany
v skupine svojich rovesnikov a s individualizaciou. Je to pra-
ve tinedzersky vek, ktorému sa zo strany vydavatelov a ilu-
stratorou venuje malad pozornost. V Srbsku rovnako ako
v Eurépe moézeme za tym jasne vidiet agresivnu dominan-
ciu virtualnych medii, na ktord nema klasické vzdelavanie
a kultura raznu a adekvatnu odpoved.

V Srbsku existuje mnoZstvo komercnej vydavatelskej
¢innosti, preklady bestsellerov a tvorba domacich takzva-
nych romanov pre Zeny, ktoré tinedZeri masivne konzumuju
a zahodia ich ako staré noviny. Oddelenu skupinu, ktord na-
prava tento obraz, tvoria vydavatelia kvalitného domaceho
autorského komiksu, ktory sa stara v notebookoch o ume-
leckd stranku, prindsa sucasné témy, vytvara motivujuce
umelecké prostredie na formovanie zdbavnych skupin mla-
dych ludi, zhromaZdovanie sa, hranie cosplay...

Tu budeme teraz venovat pozornost predovsetkym zna-
mej knihe, jedine¢nému bibliofilskému grafickému romanu
a autorskému komiksu, ¢i animovanému filmu. Ich spoloc-
nych znakom je to, Ze ide o domdcich ilustratorov zamera-
nych na tinedzZerov, ktori Studovali na umeleckych skolach
v Belehrade, mladu a strednu generdciu, ktora priniesla
novy druh senzibility a zvlastneho umenia v Strukture ilus-
tracii.

Vieme, Ze zaujem o vizudlne umenie v tomto veku na-
rastd. Faktom je, Ze vdaka ich spojeniu vznika obraz, kto-
ry im umoznuje zaradit sa do skupiny a prejavit vlastnu
individualitu. TakZe sebarealizacia autora s jeho nachylnos-
tou k avantgardnému smerovaniu a s vedomostami o so-
cidlnych a psychologickych vplyvoch je neskutocne délezi-
ta pre Uspesnu komunikdaciu. Srbsko sa este vidy nachadza
v dlhotrvajucom ekonomickom a kulturnom prechode, kto-
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ry sa zacal na zaciatku devatdesiatych rokov rozpadom so-
cialistickej Juhosldvie a kontrolovanim ekonomiky a kultur-
nej politiky. Revoluéné hodnoty ako rovnost, bratstvo, slo-
boda dramaticky skoncili v ruinach obcianskej vojny. Tra-
di¢nd rodina zmizla s prichodom komunizmu na historickd
scénu a nové modely zatial nevznikli. Nasledky upadku Zen-
skej identity su neprehliadnutelné. Technologickd revoltcia
rychlo vosla do vsetkych pérov kazdodenného Zivota Zeny,
do jej kontaktov, vzdeldvania, prace. Zacali sa robit rozdie-
ly medzi tymi, o vedeli s pocitatom pracovat, a tymi, ¢o to
nevedeli, medzi modernymi a tradicnymi, medzi mladymi
a starymi. Tieto rozdiely su viditelné v Style, ale aj v pohlade
na priatelstva a intimne vztahy, kariéru, peniaze... Byt ob-
jektom — babikou nie je len cielom, je to aj sposob, ako zis-
kat partnera, diplom, précu...

Vdaka publikacidam uréenym na hromadny trh, chyba-
jucemu spolocenskému priemeru, ako aj vdaka predaj-
nej sieti a reklame existuje urcity potencial, ako sa da pre-
niknut do vsetkych pérov Citajucej verejnosti, ktora v Srb-
sku bez ohladu na ekonomicku nestabilitu rastie (d6kazom
toho je velkd néavstevnost Knizného veltrhu v Belehrade,
ktory sa konal v oktébri). To, Ze knihy opisuju dolezité Zzeny
z0 Srbska z obdobia stredoveku aZ po dnesnu dobu, je na-
ozaj dolezité. Materidl na Citanie, ktory produkuje renomo-
vana novinova vydavatelska spolo¢nost NOVOSTI z Beleh-
radu, ma mimoriadnu kulturnu hodnotu a vizualnu kvalitu.
llustratorka Vojislava Beca TanurdZicova (patri do genera-
cie maliarov ocarenych stredovekom) je zndma divokym
expresionizmom hraniéiacim s abstraktnostou. V knihe Tie,
¢o zmenili Srbsko — zndme Zeny Srbska (One su promenile
Srbiju — znamenite Zene Srbije) sa popasovala s obrovskou
komplexnou Ulohou zachytit nielen vonkajsi vzhlad — styl
obliekania, ale aj kulturu danej doby, detaily jej atmosféry,

Micjana Byjic

symboly profesii, rodinu, socialny kontext a hlavne jemné
— skryté Crty osobnosti, ktoré ddvaju odpoved na otdzku:
Co spravilo Zenu silnou v prostredi, v ktorom boli dejiny
tvorené hlavne muimi? llustracie pésobia komunikativne
a Cisto, su vsak metodologicky komplexné, otvaraju velké
mnozsvo problematickych otazok tykajucich sa vztahu me-
dzi vizudlnymi vzormi, autorskym procesom a digitalnou
syntézou.

Otazka vztahu medzi origindlom a kdpiou alebo digitalnym
zdsahom je rieSena prostrednictvom celého cyklu kniznych
ilustracii. Prikladom je Jelena Anzujska, kde mézeme vidiet,
ako sa prepleta tradicia a technoldgia. V pozadi je fotografia
originalnej fresky z klastora Sopocani, ktora bola vyhotove-
na okolo roku 1275 pocas Zivota kralovnej. V popredi méze-
me vidiet kresbu vyhotovenu grafitovou ceruzkou a vsetko
sa spaja do kolazZe v pocitacovom programe. Tradi¢né tech-
niky su pritomné v dvoch rozmeroch: jeden pochdadza
z doby vytvorenia diela dokumentovaného portrétu a dru-
hy je reprezentovany kresbou grafitovou ceruzkou, sta-
rou technikou, ktord je povazovana z pohladu moderného
sposobu za portrét a paradoxne je tradi¢na, kedze nam pri-
pomina obrazky zo starych umeleckych studii. Na zmoder-
nizovanie tradi¢nej formy ilustricie bola pouzita digitdlna
technika a v pozorovatelovi vyvoldva dojem atraktivnosti.
Podobnym spdsobom je ilustrovand jedna z prvych
vzdelanych umelkyn v srbskej histdrii Katarina Ivanovicova.
Ako zaklad pre obrazok autorka odvazne pouzila lvanovico-
vej autoportrét — namalovany original. Ak sa pozrieme na
original, islo by tu o kopiu, ale keby sme povaZovali techni-
ku manuadlnej kresby za original, potom by tu iSlo o original,
ktory podlieha urcitej metamorféze v pocitacovej techno-
l6gii — prostrednictvom zvacSovania a spajania s pozadim,
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¢o vytvara vrstvenu ilustraciu. Medzi sucasnych zastupcov, v New Yorku Umelec je pritomny; Ashen Ataljancova — ba-
ktori su toho vybornym prikladom, patria: Marina Abramo- letka; Ana Ivanovi¢ova — tenisovd hracka; Olivera Katarina
viéova — svetozndma umelkyna, jej scéna z predstavenia — ucinkujuca umelkyna a jedna z nasich vynikajucich umel-

Obr. 1. Katarina Ivanovic Obr. 2. Marina Abramovic
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Obr. 3. Ana Ivanovic Obr. 4. Isidora Zebeljan
kyn, ktord vyhrala Zlati palmu 1969 (ako ¢lenka filmového telka — Isidora Zebeljanova ... V tejto ¢asti bol pouzity vyber
timu Zberatelia peria, rézia: A. Petrovi¢); vedkyna — Mileva foto materidlu z archivu a praca s nim bola pomocou hra-

Marié¢ Einsteinova; dramaticka — Mira Trailovi¢ova; sklada- vych pohybov a autentického vyjadrenia.
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Prinos knihy v procese budovania Zenskej identity pocas cit-
livych rokov jej prebudzania sa je jasny, ako aj sofistikova-
ny v dobe velkého socidlneho nepokoja v Srbsku. Oslabeny
systém hodnoét, nedostatok rodinnych vzorov, posadnu-
tost objavit sa v spolo¢nosti ludi zo showbiznisu a spolo-
¢ensky vyrast, strata komunikacie s rovesnikmi a konzumna
spolo¢nost viedli k narastu nasila, kriminality a dezorienta-
cie v intimnom a spolocenskom Zivote mladych Zien. Tep-
lo a Uprimnost obohacujlce vizualne zobrazenia Vojislavy
Tanurdziéovej interpretujucich Zenu v réznych historickych
obdobiach ako nieco hodnotné poskytuji motivaciu najst
model identity, ktory sa buduje, nie je ovladany hodnotami
a zéroven so Zenskostou vytvara kompletnd osobnost (ta-
lent, vedomosti, kreativita), ktord pretrvdva pocas celého Zi-
vota a neskor zostdva v spomienkach jej potomkov.

Dal3ou ilustraciou, ktort si treba viimnut, je dielo Ivy
Atoskiovej — jej kompletné kresby — autentické s textom,
v nevsednom prostredi nasho okolia — grafické romany.
Atoskiova vytvorila cyklus (Byt td druhd), v ktorom spoji-
la rozpravkové bytosti — zvieratd a obycajnych rolnikov, do-
minantnych predatorov a ich poddanych tak, aby vyjadri-
la alegdriu hracej sily v modernom svete. V skrytom vnutri
jej hermafrodickych Zien so zvieracimi hlavami, ktoré su po-
rovnavané s démonmi a povazované za stigmatické bytosti,
sa premieta homofébia srbskej spolocnosti. Pre milovnikov
fantasy je tato symfdnia vizudlneho rozpravania spojend so
sériou obrovskych tabul (kalendar od pondelka do nedele),
¢o poOsobi ako lahodka v mori produkcii neskutocnych fik-
tivnych serialov, ktoré prindsaju nadnarodné spoloc¢nosti.
Animovany celovecerny film Edit a ja na motivy znamej ko-
miksovej knihy od Aleksa Gajica patri z pohladu budicnos-
ti a technolégie do vedecko-fantastického podzanru. Velmi
dolezita je Stylizacia obrazku hlavnej postavy Edit, ktora je

/%;/afra Bg//é

minimalna a sofistikovana a v sudlade s jej emancipovanou
Zenskou identitou. Napriek tomu, Ze je diev€atom buduc-
nosti, jej obraz existuje uz dnes a je v kontraste so silikéno-
vymi babikami sucasnosti. Jej osobné ciele ju sprevadzaju
celym Zivotom.

Kult kultury origindlov vo svete digitalizacie dokaze vda-
ka autorskej kreativite a schopnosti ilustracie preniknut do
novych elektronickych foriem. Nezabudajme na to, Ze ilu-
stracia neexistuje bez duplikdcie. Jej tlacené formy vytvorili
komiks a animaciu v 20. storoci a prostrednictvom médii si
podmanili nové oblasti popkultiry v 21. storoci. Aby umelec
dokazal vytvorit originalne a vizualne atraktivne dielo, musi
podstupit vyerpavajlice badanie, ktoré mu umozni trans-
formovat jeho skisenosti a vedomosti z oblasti umeleckych
technik do ilustracie. Novy virtualny arzenal prostriedkov

Obr. 5. Iva Atoski 2019_Dovidjenja — in carota veritas (100x70, tus)
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o modely, ktoré odoldvaju tyranii velkomesta, hladaju spo6-
sob, ako si podmanit jeho obyvatelov, ktori si otrokmi Zi-
votného stylu ako Stitky na obleceni, ktoré nepredstavuju
ni¢ iné ako masové ANO — znackdm. Masova anonymna
tvorba pre deti a mladych fudi, ktori nakupuju komiksy, hry,
filmy, hracky, oblecenie, podporuje nové formy zavislosti,
ktoré chladnokrvne potlacaju rast vlastnej identity. Origi-
nalne dielo ma korene v osobnosti a hovori k nej, je zaciat-
kom pokusu o vizualizaciu obsahu. KedZe umelec postupne
a podnetne poukazuje na konkrétne problémy, dokaze ich
vyjadrit bez agresivity, posadnutosti technikou, ¢i prazdnej
akumuldcie. Vybrané kreativne inspiracie z masovych publi-
kacii, bibliofilie a najpozeranejsich animovanych filmov po-
ukazuju na dosah novych modelov ilustracii v popkulture,

Obr. 6. Iva Atoski (7)nedelja 2017

27. BIENALE ILUSTRACII BRATISLAVA

napoméze vylepsit a zjednodusit samotny proces, ale ne-
maju taku silu vyjadrit to, ¢o ruka. Treba povedat, Ze tvor-
ba osobnych vizudlno-obsahovych modelov je délezita. Ide

ktoré vytvaraju osobnosti budicnosti schopné povedat NIE
jednotvarnosti, politickej nekorektnosti a otroctvu konzum-
nej spolo¢nosti.
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Klasicka alebo digitalna ilustracia? To je otazka

Pésobi ako asistent na Katedre grafického dizajnu a ilustrdcie Uni-
verzity umeni v Teherdne. Publikoval viacero clankov v oblasti kniz-
nej ilustrdcie v Irdne. Pracuje aj ako ilustrdator. Jeho ilustrdcie boli
zverejnené vo viacerych krajindch a ziskal za ne viacero oceneni.
Bol kurdtorom viacerych vystav venovanych ilustrdcii v réznych kra-
jindch. Aktivne sa zucastnil viacerych kongresov zameranych na
umenie a literaturu pre deti. Bol aj clenom medzindrodnych porét
v sutaZiach zameranych na ilustracnu tvorbu pre deti.

Zhrnutie

Pouzivanie digitdlnej techniky pri ilustraciach neustéle na-
rasta a Coraz viac ilustratorov ma tendenciu pouzivat tuto
techniku, ktora im dava moznost vytvarat obrazky, pri kto-
rych je tazké urcit, ¢i su kreslené rukou alebo vytvorené di-
gitalne. Moj prispevok porovndva digitalne a tradi¢né tech-
niky ilustrovania a skima ich z pohladu 6smich hladisk: fy-
zicka stranka, cas, priestor, material, preciznost, kopirova-
nie, trvacnost, tla¢ a zdielanie. Napokon treba vziat do Uva-
hy aj ulohu umelca, publika, vydavatelov a kritikov. Pokdsim
sa zodpovedat nasledujicu otazku: Aké postavenie ma kla-
sicka ilustracia v dneSnom digitdlnom svete?

Klticové slova
Digitalna ilustracia, kreslena ilustracia, ilustracie ako ume-
nie, ilustracie ako média

1. Uvod

Expanzia internetu a evolucia v oblasti tlacového vybave-
nia v digitalnej ére prindtili ilustratorov prisposobit sa a roz-
Sirit oblast svojich aktivit tak, aby si popri technologickom
pokroku a rozmachu novych médii, akymi st blogy, sociadlne
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siete a pocitacové hry, dokazali plnit svoju Ulohu prostred-
nictvom digitdlnych médii.

V digitdlnej ilustrdcii pouzZiva umelec kresliace techni-
ky, aby rovno na pocitaci vytvoril dielo. Ten mu na to po-
nuka nastroje — predovsetkym Stetce — v réznorodych vel-
kostiach urcenych na olejomalbu, akvarel, akryl, pastelku
a dokonca aj sprej. Digitdlny ilustracny softvér sa snazi na-
podobriovat efekty malby. Dokonca prostrednictvom kom-
binacie réznych textur a tvarov dokazu umelci vytvorit svoj
vlastny Stetec. Takto ma umelec moznost digitalne vyuzi-
vat vsetky umelecké efekty, ktoré ma k dispozicii pri ru¢nej
ilustracii. TakZe aka je vyhoda klasickych a manualnych tech-
nik oproti tym digitalnym? Budem pokracovat najprv s pre-
hladom charakteristickych znakov digitélnych a ru¢ne kres-
lenych technik.

2. Rucne kreslena a digitalna ilustracia: vyhody a nevyhody
2.1. Fyzické hladisko

Prvy znak, ktory robi ruénu ilustraciu vynimocnou je to, Ze
tdto forma umenia ma Specificku fyzicka stranku; tou je, Ze
rucne kreslené umenie je nieco, ¢o umelec pocas procesu
tvorby a po jeho ukondi citi vSetkymi svojimi zmyslami (Cu-
chom, dotykom, zrakom, sluchom a dokonca aj chutou).

Na rozdiel od rucne kreslenych ilustracii digitalne
ilustracie su virtudlne, takZe sa ich nemdzeme dotknut; do-
kdzeme ich vidiet len na pocitaovych obrazovkach a do-
tknat sa mozeme iba ich kopii vytlaéenych na papieri. llus-
tracie vytvorené digitalnou technikou sa daju vytladit, ale
vysledkom je plochy obrazok. Produkcia digitalnych ilustra-
cii je bez vone ¢i fyzicky namiesanej farby a nepocut stzne-
nie réznych prostriedkov na réznych drovniach.

Al Boozari

2.2. Cas

Digitalne ilustracie su vSeobecne vytvorené rychlejsie ako
tie ruéne kreslené, pri ktorych ma ilustrator pristup k obrov-
skému mnozstvu pomécok, akymi su rézne papiere, vodové
farby, pera, Stetce atd, a priprava tychto pomdcok trva ne-
jaky Cas. Ked'sa eSte k tomu rozhodne vyskisat nejakd novu
techniku, potrebuje nové vybavenie. Udriba a priprava po-
mocok si tieZ vyZzaduje svoj ¢as: umyvanie Stetcov po ich po-
uziti, uloZenie farieb na suché miesto, priprava farieb naich
buduce poutzitie a uloZenie papierov v idealnych podmien-
kach, aby sa dali dlho pouzivat. Toto vsetko su ¢innosti, kto-
ré si vyZzaduju svoj Cas.

Aby sa pri rucne kreslenej ilustracii dostavil Zelany vy-
sledok, treba pockat, kym farby uschni a potom aplikovat
dalSiu vrstvu farby; tento proces zavisi od pouZitej techniky
a moze trvat dost dlho.

To sa vSak netyka digitalnej ilustracie; vsetko sa uklada do
pocitacovej magickej skrinky, zapnutim pocitaca moézeme za-
¢at hned' pracovat a jeho vypnutim pracu okamzZite ukonci-
me, kedZe nepotrebujeme ¢as na zaciato¢nu pripravu mate-
ridlov, uloZenie a zorganizovanie pomdcok. Farby su vzdy na
svojom mieste, su stale Ziariace a netreba ¢akat, kym uschnu.

V rychlo sa meniacom svete médii mbze byt vysoka
rychlost povaZovana za velkd vyhodu — ak to nie je na Ukor
preciznosti.

2.3. Priestor
Aby sme vytvorili ilustracie klasickym sp6sobom, potrebu-
jeme priestranny ateliér. Ak pracujeme so Zivym modelom,
priestor by mal byt esSte vacsi. A k tomu este treba priestor
na uskladnenie vytvoreného diela.

Vyroba digitdlnych ilustracii si nevyZaduje konkrétne
miesto. Ateliérom je jednoduchy stolik a mnoZstvo umelec-
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kych metdd, ktoré poskytuje monitor. Dolezité je, Ze vset-
ky diela su uloZzené na malom pevnom disku, su stale s vami
a vy ich mozete kedykolvek ukazat inym, alebo ich vytladit.

V dnesnom svete, ked umelci musia tvorit v spolo¢nych
malych studiach ¢i doma, je to znacnou vyhodou, kedZe ne-
potrebuju priestranny ateliér.

2.4. Materidly

Vyroba materidlov uréenych pre rucne kreslend ilustra-
ciu je dost draha. Niekto ako Einar Turkowski (Nemecko,
1972-)! dokazal vytvorit ilustraciu ceruzkou — samozrejme,
Ze potreboval viac ako Styristo. Treba vSak povedat, ze vy-
tvorit kvalitnejsSiu ilustraciu si vyZaduje viac prostriedkov.
A preto je najvacsou nevyhodou klasickych nastrojov to, Ze
su prili§ drahé, kedZe sa pouZivaju cely ¢as a treba ich ne-
ustale vymienat za nové. A nie vidy sa da predchadzajuci
nastroj nahradit presne takym istym a v rovnakej kvalite.
Papier, farba a Stetec, kazdy jeden z nich treba menit v za-
vislosti od pouzitej techniky, vzdy si treba nachystat zoznam
veci, ktoré su potrebné pre dany obrazok. Nic z nich sa neda
pouzivat vecne, alebo su po ¢ase nepouzitelné a treba ich
nahradit.

Pri digitalnej ilustracii vam staci, Ze vlastnite zakladné
vybavenie ako graficky tablet, potrebny softvér a optické
pero a hned mate pristup k roznym technikam vratane vo-
dovych farieb, olejovych farieb atd. A k dispozicii mate ne-
obmedzenu skalu farieb a prostriedkov, ktoré mézete s ra-
dostou pouzivat cely Zivot. Nemusite vyjst von, aby ste si za-
obstarali potrebné nastroje ¢i farby.

! BIB grand prix winner 2007

Al Boozars

Treba dodat, Ze klasické farby mozu obsahovat toxické
latky, ktoré mézu byt pre ilustratorove zdravie priich vdych-
nuti $kodlivé. Cize po dlhdom skimani sa digitalna ilustra-
cia javi ako uspornejsSia a vdaka mensej spotrebe papiera
aj menej skodliva pre Zivotné prostredie.

2.5. Preciznost

Rucne kreslené ilustracie nedovoluju lahkd opravu akych-
kolvek chyb, Cize pracujete tazsie a presnejsie, aby ste sa im
vyhli. A k tomu sa eSte treba naucit pracovat s limitovanou
farebnou paletou pri tvorbe rozlicnych farieb.

Pri digitalnej ilustracii mozete opravit vietko bez toho,
aby ste zanechali nejaké stopy, mbzZete veci menit, hrat sa
s farbami a tvarmi a upravovat ilustraciu, zmenit jej farbu,
tvar a transparentnost. V skratke, digitalna ilustracia umoz-
nuje nekonecné opravy a ddva vam plnu kontrolu nad dizaj-
nom vasho diela. Toto je jeden z najvacsich rozdielov medzi
digitdlnou a klasickou ilustraciou.

2.6. Kopirovanie
Kopirovanie ruéne vytvorenej ilustracie je tazko mozné. Ak
chcete odkopirovat niekoho dielo, musite opakovat vsetky
kroky, ktoré viedli k jeho vytvoreniu, a to s pouzitim rovna-
kych materidlov a stylu. Tieto kroky mozu byt velmi kom-
plexné a osobité a dvaja umelci s rovnakymi technickymi
zruénostami nemozu konat Uplne rovnako a kazda ciara na-
kreslend ceruzkou ¢i pouzitie materiadlu ¢i techniky poten-
cialne vytvara rozdiel. Tato ¢rta priddva rucne vytvorenym
umeleckym dielam na hodnote, kedZe existuje len jedna
unikdtna képia daného obrazku a ak sa strati, neda sa na-
hradit.

Digitalne ilustracie sa daju jednoducho odkopirovat
a z nich sa méze vytvorit tisicka dalsich kopii. Digitalne ob-
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razky maju teda ind hodnotu, kedZe je tazké urcit, kto v sku-
tocnosti vlastni konkrétne dielo a v kone¢nom désledku ne-
existuje origindlna verzia, ktora by mohla byt vystavend
v galérii. Medzi¢asom existuje spdsob, ako si poradit s tym-
to problémom. Kdpie obrazkov su limitované a ocislované.

2.7. Trvanlivost
Dalsia nevyhoda ru¢ne kreslenych ilustracii je, 7e sa mozu
l[ahko poskodit, stratit a znicit. Nie je mozné vystavit tieto
ilustracie verejnosti na dlhi dobu, pretoze zmeny svetla,
vlihkosti a teploty ovplyvnuju ich fyzicky stav. Ale na druhej
strane uskladnovanie takéhoto diela na bezpe¢nom a tma-
vom mieste berie divakom radost z toho, Zze mézu toto die-
lo vidiet.

Nelmyselné znicenie digitalnych ilustracii nie je lahké
a ak mate aj zalohovanie, nemusite sa obavat, ze vase die-
lo poskodi denné svetlo ¢i vihkost. Farby nikdy nevyblednu,
papier sa neroztrhne a tiene sa nestratia, ked'sa ich dotkne-
te prstami. Ohen ¢i zemetrasenie nemaju vplyv na digitélne
ilustracie a nikto vam ich neukradne.

2.8. Tlac a zdielanie

V dnesnom svete sa spravy, umelecké diela a podujatia zdie-
[aju velmi lahko. Prave teraz moze niekto nahravat audio
prezentaciu, alebo fotit ¢i natacat toto stretnutie a naZivo
ho zdielat s inymi ludmi po celom svete.

Zdielat ¢i vytladit ruéne vyrobenu ilustraciu predstavu-
je fyzicka pracu, treba ju naskenovat alebo odfotografo-
vat. Vysledny obrazok zriedkavo odraza cely obsah kres-
by, iba zndzornuje jeden aspekt ilustracie a je oddeleny od
vsetkych ostatnych casti, ktoré sa nachddzaju na obrazov-
ke. A preto ruéne kreslena ilustracia nemdze byt podrobne
a poriadne zdielana s obecenstvom.

Al Boozari

Ale digitdlna ilustracia umozniuje zdielanie obrazkov. Di-
gitalna ilustracia sa vyraba pomocou prostriedkov uréenych
na tla¢ a tak netreba extra Upravu na jej vytlaenie, kedZe
ju svet naokolo Ziadnym sp6sobom neovplyviiuje. Digital-
na ilustracia moéze byt zdielana bez medzic¢lankov a je vir-
tudlne identicka s originalnym dielom. Naviac nepotrebuje
Cakat na zorganizovanie umeleckej vystavy, kedZe galé-
ria diel je pritomnd na virtudlnych strankach a pre virtual-
ne obecenstvo — bez ¢asového a priestorového obmedze-
nia — ktoré si diela mdze pozriet a komentovat ich. Tito
navstevnici su zaroven aj potencialni zadkaznici. Z tohto
pohladu ma digitalnailustracia velku silu a je efektivnym mé-
diom.

3. Diskusia

Ak zoberieme do Uvahy tieto postrehy, digitalna technika sa
javi byt tym najlepsim nastrojom v dnesnom svete ilustracie:
dokaze vytvorit ten isty vysledok ako manualna technika,
je ¢asovo menej naro€na na pripravu, na tvorbu si vyZaduje
mensi priestor, je kompatibilna s tlac¢iarenskym zariadenim,
jej vyroba je lacnejsia, neustdle sa da upravovat v inych for-
matoch a lahko sa opravuje.

Nie su to vsak len ilustratori, ktori uprednostnuju klasic-
ké techniky, vyberaju si ich aj festivaly na prehliadky a vysta-
vy originalnych obrazkov.

Kym medzindrodné vystavy ilustracii ako Biendle ilu-
stracii Bratislava (BIB) (Slovensko, od roku 1965)? Vystava
ilustracii Annual (Taliansko, od roku 1967), Medzinarodna
cena za ilustraciu (v kooperacii s Fundacion SM, Taliansko,
od roku 2009) a ARS IN FABULA Vitazna cena (Taliansko, od

2 www.bibiana.sk
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roku 2012) na Veltrhu knih pre deti v Boloni?, llustrarte, Me-
dzindrodné bienale ilustracii pre deti (Portugalsko, od roku
2010)* a Vystava ilustracii v detskych knihdch na Festivale ¢i-
tania Sharja (Ukrajina, od roku 2012)° stale uprednostriuju
prezentaciu fyzickych ilustracifi, festivaly ako Nami Island In-
ternational Picture Book lllustrations Concourse (Juzna Ko-
rea, od roku 2013)° a sutaZz Golden Pinwheel Young Illustra-
tors Competition na Medzindrodnom ¢inskom veltrhu knih
pre deti v Sanghaji (Cina, od roku 2015)” uprednostiiuju ilu-
stracie v digitdlnom formate?; iba dva festivaly Cena Hansa
Christiana Andersena (HCAA) (Svajé¢iarsko, od roku 1966)°
a Pamitna cena Astrid Lindgrenovej (ALMA) (Svédsko, od
roku 2002)' ponukaju svoje ceny za ilustracie na zdklade
publikovanych knih, nie origindlnych obrazkov.*

Pre prvu skupinu je ilustracia stale umeleckym dielom
ur¢enym pre muzed a umelecké zbierky. Avsak pouZzivanie
digitalnych technik v ilustracii ma rastuci trend a aj festiva-
ly, ktoré preferuju fyzicku originalitu obrazku s nutené ak-
ceptovat digitalne obrazky.'? Teraz tu mame otéazku, preco
sa ru¢ne nakreslend ilustracia stale tesi z obdivu verejnosti.

3 www.bolognachildrensbookfair.com

4 http://www.ilustrarte.net

> www.scrf.ae

5 http://namiconcours.com

7 http://ccbookfair.com

8 Prvy festival ilustracii,ktory zacal redukovat postové naklady, bol CJ Picture Book
Festival (Juzna Kérea, 2008-2010).

2 www.ibby.org

®www.alma.se

1 podla novych pravidiel HCAA z roku 2018, namiesto nominovanych origindlov
knih sa zasielaju porotcom na celom svete iba vo forme PDF a iba dve vytla-
¢ené verzie su zasielané do Ustredia IBBY v Bazileji na zavere¢nu arbitraz a ar-
chivne ucely.

2 Napriklad priblizne 60 % ilustrécii bolo zaslanych na BIB 2017 prostrednictvom
digitdlnej tlace.

=.= Al Boozars

Odpoved na tuto otdzku mézeme najst v dvoch Urov-
niach: v umelcovi a mimo neho. llustrator ako ktorykolvek
iny umelec vytvara umelecké dielo, pri ktorom ho netesi len
jeho vysledok, ale aj jeho vyrobny proces; umelecké dielo,
ktoré uspokoji vsetky jeho zmysly, zaberd jeho ¢as a priestor
a on sa vnara do svojho umeleckého sveta. Nasich pat zmys-
lov hra pri tvorbe velkd dlohu. Cize tvorba nejakého obraz-
ku je fyzickd a da sa ukdzat ako jedine¢né umelecké dielo
a to umelca stéle laka.

Je mnoho ludi a dokonca aj expertov, ktory nemaju vel-
ké porozumenie pre digitalnu ilustraciu a jej vyrobny pro-
ces. Myslia si, Ze vSetci maju pristup k pocitacu a digitdl-
ny ilustrator nevytvara nieco jedinecné; pravdepodobne vi-
dia schopnosti digitdlneho ilustratora len v jeho technickej
zruénosti spdjajucej rozne vyobrazenia a obrazky. Dokonca
si myslia, Ze digitdlna ilustracia je jednoducha umelecka cin-
nost. Lahko mézete odstranit obrazok, zmenit ho a pouzit
ho v inej trovni. Tito kritici zabudaju, Ze tvorit umenie si vy-
Zaduje zrucnosti tykajuce sa ludskej a zvieracej anatomie
rovnako ako aj aplikovanie velkého mnoZstva technik vrata-
ne tienovania a vyfarbovania, materidlov, atmosféry, kom-
pozicie, Specialnych efektov atd.

Skdseni majstri rovnako ako aj moderni experti su toho
nazoru, ze digitdlnemu umeniu chyba fyzicky aspekt. Digi-
talne diela sa netvoria len na obrazovke, ale su na nej aj vy-
stavené a moézu byt premiestnené do iného pocitaca. Ked'
sa kupuje original ruc¢ne kreslenej ilustracie, kupuje sa ob-
razok s konkrétnou fyzickou stopou a mali by sme vediet, Ze
ta stopa sama osebe nie je umelecké dielo, je to len nutna
fyzickd rekvizita, aby dielo mohlo byt vystavené. Konkrét-
ne v oblasti manualne vytvorenych obrazkov je ich hodno-
ta v ich cirkulacii a ich jedineénost spociva v tom, Ze ich nie
je mozné obnovit.
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Ak ma vsak digitdlna ilustricia akceptovatelnu kvalitu
a je doveryhodnd pre deti a dokaze s nimi komunikovat, nie
je vo vztahu k obecenstvu oproti klasicky vytvorenej ilustra-
cii v nevyhode. Faktom je, Ze pre deti technika nezohrava
dolezitu ulohu. DoleZitejsi je zmysel, celkovy kontext, sp6-
sob komunikacie a spolupraca textu s obrazkami. Procesu
tvorby diela sa nepriklada taky vyznam.

4, Zaver

Umelecki kritici aj mnohi umelci neustale zd6raznuju origi-
nalitu a fyzicky aspekt ilustracie rovnako aj kreativny a ume-
lecky proces a hoci festivaly ilustracii prikladaju vyznam to-
muto pristupu, zda sa, Ze najddlezitejsi aspekt dnesného

Al Boozars

rychleho sveta je konecny vysledok prace s ilustraciou: rych-
la, precizna a harmonicka ilustracia, ktora sprevadza text,
nie to, €0 my nevyhnutne povaZzujeme za ,umelecké”. llu-
strator moéze pouzivat digitdlne techniky ako aj hociktoré
iné a dokonca méze svoje diela tvorit spajanim klasickych
a digitdlnych technik. Techniky rucnej tlace, koldz, olejo-
vé farby, akrylové farby, vodové farby atd. dokazu vytvorit
nadherny vysledok a sofistikovanejsie obrazky, ked sa kom-
binuju s digitdlnymi technikami. A to by mala byt dalsia vina
online vyvoja. Kombinovanie tychto réznych technik ma za
ciel vytvérat nové a vzrusujuce vizudlne skusenosti, ktoré
mozu reagovat na potreby umelca, zamestnavatela a obe-
censtva.



Fusko

Rezistencia papiera je cesta, ako uspiet v ilustratorskej praci

Narodila sa v Moskve v roku 1967. V roku 1991 ukoncila studium
na Vysokej umeleckej Skole V. Surikova v Moskve. Maluje a ilustruje
knihy pre deti. Pracuje pre viacerych vydavatelov v Rusku. llustrova-
la niekolko knih od Astrid Lindgrenovej, Karla Capka, Joela Harrisa
a aj od niektorych modernych ruskych autorov. Svoje prdce vystavo-
vala nielen v Moskve, ale aj na medzindrodnych vystavdch. Vyucu-
je ilustrdciu na Institute obchodu a dizajnu (B & D). Je clenkou Aso-
cidcie kniznej ilustrdcie a dizajnu v Moskovskej unii umelcov, ako aj
clenkou Moskovskej rady knih pre deti.

KedZe som umelkyna, tak sama z vlastnej skisenosti viem,
Ze umelecky jazyk akéhokolvek obrazku je definovany jeho
technikou. Ak pracujem s vodovymi farbami, ide o jeden
Styl, ak pracujem s ceruzkami, ide o druhy Styl, a ak pracu-
jem s akrylom, ide o treti Styl. A takto by som mohla pokra-
¢ovat dalej. Stidium histérie umenia nds nati mysliet si to
isté. Mozete to jasne vidiet na niektorych nastennych mal-
bach: eurdpskych, staroruskych a ¢inskych. A to isté plati
pre malovanie, drevoryt a linoryt.

Ale pozrime sa na modernu ilustraciu.

Najprv by som rada povedala, Ze som konzervativna umel-
kyna a neovldadam dobre digitdlnu technoldgiu. Mrzelo ma
to. Ale raz sa mi na mojej vystave stalo nieco, o com vam ch-
cem porozpravat. Moj priatel, ilustrator Andrey Martinoy, si
pozorne prezeral moju pracu a potom sa ma opytal, ako som
ju vytvorila. ,Vodovymi farbami a potom farebnymi ceruz-
kami“ — odpovedala som. ,Ano, to by pocita¢ nedokazal“ —
povedal. Bol smutny, ale ja som bola $tastna, Ze to pocujem.

Potom ma to uz nemrzelo a pokracovala som v praci mo-
jim sp6sobom.

Pred rokom ma pozvali, aby som vyucovala ilustraciu na
Institute obchodu a dizajnu v Moskve. Povedala som im, Ze
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neovlddam dobre pocita¢ a oni mi odpovedali, Ze potrebu-
ju niekoho, kto vie kreslit na papier a dokaze to naudit $tu-
dentov. A tak som zacala vyucéovat prvakov. Samozrejme, ze
mame Photoshop, lllustrator, InDesign a nejaké iné pocita-
Cové programy. Ini ucitelia ich vyucuja. Boli tam Studenti,
ktori dokonca poznali niektoré pocitacové techniky, ked' pri-

Nadesda 5%0@/41&&&%01

$li do institutu. Bolo to pre mria velmi zaujimavé pozerat sa
na to, ako pracuju.

Prvd Uloha bola aplikacia a v3etci ju zvladli fahko a seba-
vedomo. Nebola to tazka uloha. Nemuseli urobit celd kni-
hu. Mali vytvorit dva obrazky bez textu. Jeden farebny a je-
den Ciernobiely.
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Daldou Ulohou bola abeceda. Studenti si mohli vy-
brat techniku. Niektori si vybrali papier a niektori pocitac.
A hned bolo jasné, Ze je pre nich jednoduchsie vytvorit cely
obrazok na pocitaci nez na papieri. Tu mozete vidiet priklad
typickej modernej digitdlnej ilustracie. (prezentdacia) Tato

Nadesda Bzyos’/mr%@ya

praca je velmi pozoruhodnd. V Institute dostala vynikajucu
znamku, ale mate z nej pocit, Ze zaZivate déja vu.

BohuZial, to musim povedat nielen o mojich studentoch,
ale aj o mnohych inych mladych umelcoch. Tato tendencia
je viditelna aj na niektorych vystavdch ilustracii a hlavne na
veltrhoch. Existuje priemernd Urovert moderného kreslenia
a vysledkom toho je, Ze mnoho rozliénych umelcov kresli
rovnako.

A v tomto pripade islo o kresby na papier, ktoré boli ove-
[a zaujimavejsie a mali lepsi vyraz ako dokoncéena praca. Tu
su kratke kresby (5 — 10 minut na nakreslenie kazdej z nich;
prezentécia) vytvorené pocas nasho vyucovania. Citala som
nahlas texty, ktoré moji studenti ilustrovali.

Dalsia tloha predstavovala knihu pre deti. Zapisnik so 16
stranami. Museli si vybrat text, pripravit Strukturu, ilustra-
cie a strany. VSetci Studenti pracovali s papierom. A moZno
to bola menej expresivna praca ako abeceda, ktoru vytvori-
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li vo Photoshope. Ale ja si myslim, Ze to videli komplikova-
nejsie. Kazdy student dokazal, Ze je jedinecny umelec, kto-
ry ma svoj vlastny spésob. Som stastna, Ze vidim v pri tych-
to ilustraciach nejaké nedostatky. Treba mysliet na to, Ze je
to ich prvy ro¢nik! Tie nedostatky len ukazuju, Ze eSte musia
ist svojou Studijnou cestou.

Nadesda gtg/a&‘/szf%a

Vlastne ten fakt, Ze Photoshop ma vo svojej ponuke bez-
né nastroje (Stetce a ceruzky) poukazuje na jeho druhoradu
ulohu. Prosim umelcov, ktori pracuju s Photoshopom, aby
mi tieto slova prepdcili! Ale aj tak je to pravda. Pocitac uz
programuje aspof malu ¢ast obrazku.
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Venujte, prosim, teraz pozornost tejto stranke od moj-
ho Studenta. (prezentacia) Nalavo mozete vidiet kresbu vy-
tvorenu pouzitim ceruzky a napravo je digitalna ilustracia
vytvorena vo Photoshope. Rozdiel mozete zretelne vidiet —
kresba je pIna Zivota a atraktivnejsia.

Venovala som sa hudbe, Zial' nadarmo. Ale s mojou uci-
telkou sme viedli dlhé rozhovory. Porovnavali sme malova-
nie a hudbu. Povedala, Ze v porovnani s hudbou je malova-
nie nekonecné. Hudba je vo svojej rozmanitosti ohranicen3,
ale malovanie nie. A vSimnite si, Ze to povedala hudobnic-
ka. Ja mbzem to isté povedat o pocitacovom kresleni a sku-
tocnom kresleni.

A opat moja praca.

Nadesda Bzyos’/mr%@ya

Ked' sa pozerate na prazdny papier, citite strach. Nikdy
neviete, aky vysledok na vas ¢aka. Inak by to nebolo ume-
nie, aj ked by to mohla byt dobra praca. Ked' kreslite na
pocitaci, pracujete s hotovymi obrdzkami a je to imitdcia
kreslenia. A stadle mdzZete vsetko menit, mbzete sa vratit
k prvému variantu. Ale na papieri nie. Ked' kreslite na pa-
pier, musite byt zodpovednejsi a musite sa na to viac sUstre-
dit. Umelec sa musi vyrovnat sa so strachom a s nedostat-
kom sebavedomia a musi ndjst svoj umelecky prejav, svoj
jazyk. Potom ho tento jazyk povedie. Ak ho najde, je to vel-
ky Uspech! Ale papier a farba vzdy vzdoruju, neposluchaju.
Tento vzdor dodava energiu, ktora robi origindlnu ilustraciu
neocenitelnou.
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. Kirsten Bystfup

T i

Dinsko

Co charakterizuje originalnu ilustraciu?

Pracovala dlhé roky ako knihovnicka v Ddnskom centre pre detsku
literaturu a aj ako redaktorka detskych komentdrov vo verejnych
knizniciach. V roku 2006 vystudovala detsku literaturu. Predndsala
na tému detskych obrdzkovych knih, napriklad v kurze In-service pre
Skolenych knihovnikov, zucastnila sa Sympdzia BIB, hodnotila obrdz-
kové knihy v ¢asopisoch a v najvdcsich ddnskych novindch Politiken
a pisala o ilustratoroch. V roku 2015 bola clenkou poroty, ktorad ude-
luje Cenu Hansa Christiana Andersena, v roku 2007 bola clenkou
medzindrodnej poroty BIB a v rokoch 1989 az 1997 sedela v porote
Ddnskeho ministerstva kultury, ktoré odovzddva llustrdtorsku cenu.

Najprv by som sa vdm rada podakovala za to, Ze ste ma po-
zvali na toto biendle. Som Stastna, Ze tu opat mézem byt
a velmi sa tesim, Ze sa mozem zucastnit Sympdzia Biendle
ilustrdcii Bratislava 2019.

Pri téme tohtorocného sympdzia je poloZend otdzka,
ktord povazujem za velmi relevantnu vidy, ked sa hovori
o ilustracii — pod ilustraciou vSeobecne nerozumieme ume-
leckd formu — moZno okrem miesta, kde sa prave teraz na-
chadzame, v Bratislave, kde ilustracia stala v popredi od sa-
mého zaciatku bienale — 52 rokov.

Ak vSak hovorime o ilustracii v mnohych inych kontex-
toch, hra ilustracia sekundarnu Glohu — mézeme ju nazvat
malou sestrou umenia a literatury. Potlapkdme ju po rame-
ne, ale neberieme ju tak vazne.

Billede — Rembrandts Nattevagten
Nie je ako obrazok, ktory visi na stene — nakresleny, nama-
fovany, vytlaceny umelcom.

Billede — James Joyce: Ulysses
Alebo ako kniha, ktoru autor napisSe a porozprava pribeh.
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Billede — billedbgger pa gulv over Ulysses over Rembrandt
llustracia sa nachadza niekde medzitym a ma problém ndjst
si svoje miesto medzi umeleckymi formami. MozZno je to jej
zavislostou od textu, knihy, reprodukcie.

A preto je dolezité poloZit si otazku: ¢o charakterizuje origi-
nalnu ilustraciu?

Rozoberiem tuto otdzku v mojom prispevku tak, Ze sa po-
zriem na ilustracie dvoch danskych ilustratorov, ktory sa zu-
Castnuju IB od roku 1967 aZ dodnes.

Téma sympdzia priniesla niekolko otdzok, nad ktorymi
som chvilu uvaZovala, kym som pracovala na tomto prispev-
ku, napriklad: je mozné definovat vlastnosti ilustracie? Mo-
Zeme tvrdit, Ze originalna ilustracia je vzdy definovana ako
analdogova? Je rozdiel medzi analégovou a digitalnou ilus-
traciou? A dokonca medzi analégovou a vytladenou ilus-
traciou? Mbézeme tvrdit, Ze originalna ilustracia je solidny
a dobre definovany celok, ktory tu existuje po cely ¢as?

Billede — Kiosken pa torvet, 1964 — fra BIB katalog

Pamaétam si, ako mi raz Ib Spang Olsen — nestor danskej ilu-
stracie, ktory zomrel v roku 2012 vo veku 90 rokov, pove-
dal, Ze zazil tazké Casy, ked sa snazil, aby boli jeho obrazky
v roku 1967 prijaté na IB. D6vodom bolo, Ze nemohol odo-
vzdat origindlnu ilustraciu, ¢o znamenalo ru¢ne kreslend,
analdgovu ilustraciu. Toto je priklad, ktory poukazuje na to,
Ze diskusia o tom, ako niekto definuje originalnu ilustraciu,
je taka stara ako samotné Biendle. Aj ked' Ib Spang Olsen ne-
mal rucne kreslenu ilustraciu, zicastnil sa so svojim vytlac-
kom z obrdzkovej knihy Stdnok na ndmesti z roku 1964, kto-
ry som nasla v katalégu Biendle ilustrdcii ‘67, ’69. 1b Spang

Hinsten Eysﬁfm}/z

Obr. 1. Stanok na namesti, 1964

Olsen dostal Cestny diplom. Ten obrazok a obrazkovu kni-
hu vytvoril technikou, svetlotlace a pouzival ju mnoho na-
sledujucich rokov.

Billede - forside af Fra Direkte Kopi til Heliografik, 1979

V knihe — Od kdpie priamo k svetlotlaci — Ib Spang Olsen
popisuje, ako preniesol a pouzil svoje vedomosti z litogra-
fie na vtedy novu tladiarensku techniku — ofset tak, aby
dosiahol origindlnu grafickd kvalitu v reprodukcii svojich
kresieb. Jeho viziou bolo, aby sami umelci kontrolovali mo-
derny tlaciarensky stroj tak, akoby pracovali s litografickou
tladou— a pri tom, ako tak robili, boli schopni vytvorit origi-
nalne grafiky vo velkych mnozstvach. Svetlotla¢ mu splnila
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toto Zelanie a lb Spang pouzival tuto metédu pri velkom
mnozstve svojich obrazkovych knih, ako tomu bolo aj pri
spominanom Stdnku na ndmesti.

Billede — Kattehuset, 1968 — forside — feerdigt billede

V kratkosti, svetlotlac je metdda, ktora umelcovi umoziiuje
kreslit priamo na ofsetovy film, transparentny plasticky ma-
terial so zrnitym povrchom a umozZfiuje mu premiestnit po-
tom tuto origindlnu kresbu na ofsetovy tanier prostrednic-
tvom kontaktnej tlace. Pri tejto metdde bude zrnko po zrn-
ku konecny vytlacok reprodukciou kresby a vynecha sa bez-
ny proces, pri ktorom je kresba na papier skopirovana, roz-
delena do Styroch farieb (CMYK) a napokon rastrovana.

Obr. 2. Macacia uli¢ka

Aisten gyﬂ‘my

Billede — Kattehuset, sort lag

Princip svetlotlace je, Ze miesta, na ktoré sa pouzila Cier-
na a Sed3, su tie miesta, ktoré sa vytlacia. Obrazok sa skla-
da z niekolkych vrstiev, ktoré sa nahromadia na kone¢nom
obrazku. Tu mozete vidiet jednu zo Styroch vrstiev v tomto
procese — vrstva je v konecnej reprodukcii Cierna.

Billede — Kattehuset — blat lag
A tu vidite modru vrstvu.
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Billede — Kattehuset — gult lag
Toto je ZlIta vrstva.

Billede — Kattehuset — rgdt lag
A tu vidite Cervenu vrstvu.

Hinsten gyﬁff‘c’ﬂ

Billede — Kattehuset — det faerdige billede
Tu mozZete vidiet, ako sa zelené stromy stavaju zelenymi,
ked' sa zmieSa modra a ZIta vrstva. Aj oranzova farba sa ob-
javi na vysokej budove napravo, ked zmieSame Zltu a Cer-
venu. A tak to ide dalej. Ale najdélezitejsie je to, Ze vset-
ky vrstvy st definované zrnkami z ceruzky a nie rastrom, ¢o
dava umelcovi pInu kontrolu nad tym, ako bude jeho kresba
reprodukovana a posunuta publiku — Citatelovi danej knihy.
V tomto momente by som sa chcela vratit ku vieobec-
nej otazke tohto prispevku: Co charakterizuje origindlnu
ilustraciu? A pokusim sa ju zodpovedat prostrednictvom
prikladov od Iba Spanga Olsena. Je originalna ilustracia de-
finovana ako analégova? V tomto pripade bude odpoved
jasné nie — originalna ruc¢ne vytvorena kresba neexistuje.

Billede - forside Mosekonens bryg, 1966

Treba dodat, Zze samotny obrazok neexistuje, kym nie je
ukonceny tlaciarensky proces. Dovtedy existuje len vo vnut-
ri umelcovej hlavy a fyzicky ho odhali prostrednictvom ve-
domosti technického procesu. Dalo by sa povedat, Ze prave
tam poznanie je zakladom ilustracie.

Potom vznikd otazka, Ci je kazdy individuadlny obrazok
originalnou ilustraciou — alebo je originalom kniha, pre kto-
rd su obrazky uréené?

Moja hlava by povedala, Ze odpoved' na obidve otazky
je dno. Myslim, Ze sa mbézeme za originalnu ilustraciu posta-
vit, za jej vystavny kontext tak, ako to je na tomto Bienadle.
Aj ked'ja by som inak tvrdila, Ze origindlom je kniha v tom
zmysle, ze obrazky sa tvoria s cielom byt stucastou kontextu
rozpravania — alebo toho, ¢o bezne nazyvame kniha.

Myslim, Ze Ib Spang Olsen by na tuto otdzku odpove-
dal rovnako, ale dodal by k tomu, Ze origindl, akym je kni-
ha, je aj kus origindIneho vytvarného umenia v tom zmysle,
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Ze sdm umelec bol pritomny pri procese tlace a v spolupraci
s tlac¢iarom vytvoril a schvalil kone&ny vytla¢ok so vietkym,
¢o k tomu patri — teda aj farby.

Aisten Byﬁ‘/‘@a

Tento obrazok je vrchna strana druhej obrazkovej knihy
zroku 1966 Stard carodejnica vari v mocarine od Iba Spanga
Olsena, ktoru vytvoril pouzitim metddy svetlotlace.

Vsimnite si, prosim, Ze farba, ktora sa pouZila na tvorbu
obrazkov v tejto knihe, je Cierna, Cervena, tyrkysova a ze-
lena.

Billede — 2005 Lilian Brggger — Hundrede meget firkantede
historier, Gyldendal 2005

Mojim dalsim prikladom z histérie Biendle je Styri desatro-
Cia pOsobiaca popredna danska ilustratorka knih pre deti
Lilian Brgggerova, ktord by sme mohli nazvat velkou pani
danskej ilustracie.

Prvykrat sa zUcastnila na Biendle jej jemnym obrazkom
technikou vodovych farieb ku knihe Alica v risi divov v roku
1983 a odvtedy sa tejto vystavy zUcastiuje a je aj ¢lenkou
medzinarodnej poroty.

Vybrala som si Brgggerovu ako moj druhy priklad, pre-
tozZe reprezentuje Uplne iny pristup k ilustracii ako Ib Spang
Olsen. Jej hlavny zaujem je v hladani presne takého spdso-
bu kreslenia, techniky, ktord sa dotyka jej kreativheho pro-
cesu. Nema konkrétny spdsob kreslenia, ako mal Ib Spang
Olsen. Na rozdiel od neho sa nikdy nesnazila bojovat o svoj
,,Styl“. Namiesto toho bola zvedava a skimala, ako by bola
schopna spojit svoje obrazkové vyjadrenie s kniznym pro-
jektom, na ktorom prave pracovala.

Tato ilustracia Lilian Brgggerovej z roku 2005 ziskala
cenu Zlaté jablko a je prikladom klasického gvasu. Tu moze-
me hovorit o originélnej ilustracii v jej pévodnom analégo-
vom zmysle, je to ruéne vyrobena ilustracia.
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Billede — den unge Werther - faerdigt billede

Ale ako sa vztahuje poznamka o analégovom originali k to-
muto obrazku z roku 2011: Ked' sa bliZsie pozriete, uvidite
mnoho rozliénych Struktur a vrstiev na sedom povrchu za
Wertherom. VSimnete si graffiti na stene a farebnejsiu, kraj-
Siu reklamu v pozadi obrdzka a budete rozmyslat ako je na-
kresleny Werther — akou technikou?

Billede — den unge Werther — blyantsskitse

Mozem vam povedat, Ze tento obrazok je zlozeny a vytvo-
reny v pocitaci. Lilian Brgggerovd najprv nakreslila nacrt
a kresbu rukou — ako to moézete vidiet vpravo, prvy Werther
je nakresleny ceruzkou.

Airsten EW,*W

Billede af den unge Werthers — tuschtegning

Potom vytvorila kresbu s tuSom a pomocou pera a Stetca.
Jeho obraz sa naskenoval do pocitaca, kde bol vytvoreny
zvysok obrazka — Ciasto¢ne s pouzitim pozadia z pocitaca,
CiastoCne s pouZzitim fotografii ¢i graffiti, ktoré Lilian Brgg-
gerova sama odfotila.
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Billede — den unge Werther - feerdigt billede igen

V tomto pripade nemézeme hovorit o analégovej original-
nej ilustracii, kedZe neexistuje. Tento obrazok leZi v pocitaci
a nestane sa obrazkom dovtedy, kym nebude vytlaceny. Tak
ako to bolo v pripade Olsensovych obrazkov vytlacenych
svetlotlaCou — vSetky sa ,narodili“ az vtedy, ked'ich vytlacili.

Tu sa moZno opytate, aky je rozdiel medzi analégovou
a digitalnou ilustraciou — je analégova ilustrdcia autentickej-
Sia nezZ ta digitalna?

Myslim, ze sme boli zvyknuti hovorit, Ze analdgova ilu-
stracia je autentickejsia nez ta vytlacend, ak sme sa hovori-
li o jednom obrazku v kontexte vystavy. Je to velmi zaujima-
vé dokazat sledovat umelcovu ruku na papieri, zaZit textové
efekty, kym stojite pri obrazku, ktory visi na stene.

Déava zmysel povedat, ze len umelci, ktori pracuju analo-
govo, su schopni vytvorit autentické obrazky, ked tu mame
fakt, Ze digitdlne moznosti dneska Ziju bok po boku tych
analdgovych? Nedavalo by vacsi zmysel vidiet pocita¢ ako
pracovny nastroj ilustratora tak ako ceruzku, tus, akvarelo-
vé farby?

Billede fra den nye bog — sjette billede — 7 personer

Ndr de sma s@de bgrn sover — eksempel persontegningen
- Lilian

Rada by som uviedla priklad umelca, ktory pracuje s pocita-
¢om ako hlavnym pracovnym ndstrojom a ukdzala vam je-
den z poslednych kniZznych projektov Lilian Brgggerovej.

V tomto pripade kreslila Lilian Brgggerova priamo na
obrazovku svojho iPodu, pouZila obrazovku namiesto svojej
ruky, ktoru pouzila pri Wertherovi.

Vytvara tak postavy pre nasledujicu knihu, ktora sa vola
Ked'malé zlaté deti spia. Na obrazku je 7 [udi. Chcela by som
vam ukdzat, ako postupuje proces kreslenia. Prosim, vsim-

Aisten By&t/‘zyz

nite si, ktoré postavy si Lilian Breggerova vybrala, aby s nimi
pracovala dalej.

Billede fra den nye bog — fgrste billede — 1 person
Tu vidite prvy nacrt.

Billede fra den nye bog — andet billede — 2 personer

Tuto techniku pouZivala Lilian Brgggerovd pocas poslednych
rokov — pracovala v programe Procreate — a je nadsena zo
vsetkych moznosti, ktoré ponuka.

Billede fra den nye bog — tredje billede — 3 personer

Ako som uz spomenula Lilian Brgggerova pocas svojej karié-
ry rada Celila novym prilezitostiam, aby mohla skimat svoje
vyjadrovanie prostrednictvom obrazkov.

Billede fra den nye bog — fjerde billede — 5 personer
Nachddzala len vyhody — od prvej ¢iarky aZ po konecny vy-
sledok.
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Billede fra den nye bog — femte billede — 6 personer
Predovsetkym preto, Zze uz nevidi vzdialenost medzi nacr-
tom a kone¢nym vysledkom. Z nacrtu sa stava obrazok, pre-
toze moznost kreslit na iPode jej ponuka dobré spdsoby,
ako zachovat ten Uplne prvotny napad.

Billede fra den nye bog — sjette billede — 7 personer
Toto je nieCo, po com cely Zivot tuzila. Povedala mi, Ze ne-
existuje vzdialenost medzi nacrtom a hotovym obrazkom.

Airsten Bym@a

Billede fra den nye bog — syvende billede — personen

A hotovy obrdzok ma v sebe okamZitl svieZost nacrtu.
Kreslit priamo na iPod znamena, Ze moZe zachovat spon-
tannost a to jej dava vacsiu slobodu pretavit svoj napad do
obrazkov.

Tento sp6sob prace ma kopec inych vyhod. Jedna z nich
je, ze digitalny pracovny proces zjednodusuje spolupracu
s autorom pri procese tvorby knihy. Je to vzdjomna spolu-
praca, ktord je potrebnd, aby sa text vztahoval na obrazky
a naopak.

Opytala som sa Lilian Brgggerovej, Ci jej nechyba rezis-
tencia analégového pracovného procesu — papier, ceruzka,
tus. Odpovedala mi jasné nie.

Mohol by to byt pracovny proces, ktory si vyberd ini ilu-
stratori, ale nemysli si, Ze treba vyzdvihovat analdgovy styl
prace ako ten jediny spravny spdsob. Viac jej dava zmysel vi-
diet to, aku rolu hra temperament jednotlivych ilustratorov
pri vybere spdsobu ich prace.
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Billede — Fuglemanden, Carlsen 2018, forside

Ked hovorime o vybere spbésobu prace, digitdlna pracovna
metdda ma dalsiu velkd vyhodu. Lilian Brgggerovej Vtdci
muZ? je graficky roman, ktory sa zuc¢astfiuje na tohtoro¢nom
Bienale — a uz mimochodom vyhral v Dansku niekolko oce-
neni. V tomto pripade zacala Lilian Brgggerova kreslit ru-
kou a potom kresbu naskenovala do pocitaca, kde napokon
celt knihu zafarbila vo Photoshope. Tato mozZnost jej usetri-
la vela prace — a zaroveri uspokojila jej poziadavky vo vzta-
hu ku kvalite obrazkov.

Chcela by som ukondit tento prispevok zhrnutim zave-
rov, ku ktorym som dospela prostrednictvom mojich prikla-
dov z minulosti Biendle, ked som sa pozrela na prace dan-
skych ilustratorov.

Zacala by som otdzkou, ¢o charakterizuje origindlnu ilu-
straciu. Moje priklady ukazali, Ze to méze byt mnoho veci. Co
sa tyka |Iba Spanga Olsena, originalnou ilustraciou je vytla-
cok. Pri Lilian Brgggerovej moze byt originalna ilustracia ana-
I6gova aj digitalna. TakZze mojim zaverom je to, Ze sa o origi-
nalnej ilustracii neda hovorit ako o solidnom a dobre defino-
vanom koncepte. Vlastnosti originalnej ilustracie sa zmenili
—a budud sa menit — tak, ako sa budu vyvijat dalSie metddy.

Povedala by som, Ze diskusia, ktorid v roku 1967 Ib Spang
Olsen zacal, je relevantnd aj dnes. Jeho spochybnenie ana-
I6govej ilustracie ako tej autentickej je stale relevantné. Tak
ako je nadalej relevantnd jeho velka radost z toho, Ze moze
vystavovat na BIB. To je podla neho doleZité — a s tym mo-
Zeme vsetci suhlasit. Dokonca aj ked kniha zostane hlavhym
ciefom ilustracie, vystava ilustracii bude sama osebe Uplne
inym zazitkom ako ten, ktory mate, ked vidite obrazok v kni-
he. Venuje pozornost praci ilustratora a nejde len o ocene-
nia, ale je potrebné, aby sa mala sestra dokazala presadit vo
velkej umeleckej rodine.

Aisten By&f/‘@a
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- Jana Cefikova

Tri zlaté klice Petra Sise oteviraji prazské povésti

Je absolventkou Filozofickej fakulty Univerzity Karlovej v Prahe.
Pésobi na Katedre Zurnalistiky Institutu komunikacnych studii a Zur-
nalistiky FSV UK. Zaoberd sa historiou, kritikou a editorstvom ces-
kej literatury, specializuje sa na historiu a kritiku literatury a ilustrd-
cie pre deti a mlddeZ. Prevazne v tejto oblasti je autorkou knizZnych
monografii, studii, odbornych textov a antoldgii. Pracuje ako Cest-
nd predsedkyria ceskej IBBY (od roku 2006), je clenkou OS Magne-
sia litera a Ceského PEN klubu, scendristkou vystav kniznej tvorby.

Petr Sis (portrét), vytvarnik, ilustrator, autor knih pro déti
a tvdrce animovanych filmd, vyrdstal v Praze, kde absol-
voval VSUP (kratce u Jifiho Trnky [+1980] a poté u Adolfa
Hoffmeistera). Od roku 1982 Zije v USA, nyni se svou rodi-
nou u New Yorku; v tomto ,velkém a energickém mésté” ma
také sv(ij maly ateliér. Neustale se oviem pohybuje mezi NY
a Prahou, kterd je mu inspiraci a k niZ se stdle vraci. PGvodné
tocil animované filmy a jiz v roce 1980 ziskal ocenéni za film
Hlavy. Do USA odjel tocit film o olympijskych hrach, které
byly v roce 1984 bojkotovany staty vychodniho bloku. Teh-
dy jsme Zili v Ceskoslovensku za Zeleznou oponou, a Petr Sis
nakonec zUstal v exilu bez moZnosti navratu. NezZ zacal tvofit
své autorské knihy, pracoval v The New York Times. Pro Sise
byly ilustrace do téchto novin Gzasnou prlpravou pro jeho
dalsi tvorbu. llustroval vice nez 60 knih spisovatel(, jako
jsou Jorge Luis Borges, Sid Fleishman, Jose Saramago, Car-
los Maria Dominguez, Diane Ackerman, Azar Nafisiaj. Jeho
prvni Gspésnou knihou pro déti byla Rainbow Rhino (Du-
hovy nosoroZec, 1987) a postupné vznikaly dalsi obrazkové
knihy a alba, za které ziskal mezinarodni ocenéni po celém
svété; nejvyznamnéjsi jsou Cena Hanse Christiana Anderse-
na 2012 za Ceskou republiku v oboru ilustrace a dvé Ragaz-
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ziAward v Boloni (2004, kniha Strom Zivota/Charles Darwin;
2007 Zed'— Jak jsem vyristal za Zeleznou oponou). Ve Spo-
jenych statech, své dalsi domovské zemi, ziskal ocenéni Mac
Arthur Fellowship v roce 2003 jako prvni autor détskych
knih, osmkrat vyro¢ni New York Times Best Illustrated Bo-
oks a trikrat stfibrnou medaili Caldecott Honour Book.*

V Ceské republice vychazeji Sisovy knihy od roku 1995, teh-
dy vysly poprvé Cesky Tri zlaté klice. Nyni je pfednim auto-
rem nakladatelstvi Labyrint, ¢eskd vydani vétSinou ndsleduji
po americkych vydanich (Czech and English edition). V fadé
jeho autorskych knih se zjevuje jedinecny prostor Prahy
a jejich tajemnych povésti (The Three Keys, 1994, Tri zla-
té klice,1995), vzpominky na détstvi (Robinson, 2017) a na-

*Informace jsou zpfesnény mailovou korespondenci autorky s PetremSisem
(2019)

Jana Certori

mladi v komunistickém Ceskoslovensku (Zed'— Jak jsem vy-
ristal za Zeleznou oponou). Autor vytvari také pozoruhodné
biografie vyznamnych osobnosti, posledni z nich byla véno-
vana zivotnimu pribéhu Antoine de Exupéryho, letce a hu-
manistického literata (Pilot a Maly princ, 2014).

Petr Sis mda v Ceském kontextu nezastupitelné misto
mezi vyznamnymi tvarci autorskych ilustrovanych knih, kte-
ré u nds zazivaji nebyvaly boom, ndpadité je svymi projekty
obohacuje celd plejada soucasnych vytvarnik(: Pavel Cech,
Renata Fucikova, Petr Nikl, FrantiSek Skala, Alzbéta Skalova,
Tereza Ri¢anova, Dagmar Urbankova, Chrudo$ Valousek
a jini. Vétsina knih je vénovana détskym a mladym cte-
naram. Ale také tém, ktefi nezapomnéli na své sny.

Tfi zlaté klice uvadi dopis pro tehdy malou dceru Ma-
delaine (Madlenku), jimZ Petr Sis otevira své mésto, ve kte-
rém vyrostl a které mu zlstalo navidy blizké. Dcerce pise
také: ,Jsi svobodnd bytost.” S timto sdélenim souznime, ne-
jsou to jen slova, mame jeho vyznam prozity do morku kos-
ti. Dcera se narodila v New Yorku a tdta umélec ji predsta-
vuje své mésto magické krasy. Dopis psany ruc¢né sméruje
jak k malému ditéti, tak i k dospélym ¢tenartim. Je zakon-
¢en personifikovanou kresbou kocicky se slovy ,toshayea-
reheart”. (Obraz ¢. 1). Petr Sis sam ke genezi knihy dodava:

,Kniha vznikala v dobé, kdy se otevirala hranice mezi
Prahou, kterou jsem znal, a svétem, v kterém jsem se na-
|ézal... Nikdo moc nic nevédél, kdo by tusil, Ze internet vie
vicozfejmi... Vznikla na popud pani Onassis, ktera Prahu
navstivila inkognito jako host prezidenta Vaclava Havla. Ja
sam jsem se vlbec neodvaZil pomyslet na to, Ze by tajem-
na Praha nékoho v New Yorku zajimala. Skutecné tézko to
dnes vysvétlit...

Celou knihu jsem koncipoval s pocitem, Ze kdyz to niko-
ho nebude zajimat, alespon to bude takovy ,,sbornik” mych

35
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technik, kdyby mi nékdo chtél dat praci.” (z korespondence
Petra Sise s autorkou, 2019)

JiZz v navazani na tato slova se nabizi zamysleni nad kon-
strukci autorské knihy, kterd zahrnuje silnou individudlni
identitu autora. David Novitz ve své studii Uméni, narativ

=.= Jana Coikord

a lidska povaha? predstavuje narativ — a v pfipadé TFi zla-
tych klicd jde o obrazovy narativ —, jenZ je ,,jedinym druhem
diskursu, ktery selektivné uvadi skutecné ¢i smyslené uda-
losti a postupné je fadi a rozviji (zapletka) tak, Ze cely dis-
kurs (a zminéna sekvence udalosti), nakonec ziskad tim, jak
jsou jeho ¢asti propojeny (zavér), vyznam, obvykle moralni.
Petr Sis mél pohnutku zobrazit svij pribéh détstvi a mésta,
v némz Zil, a udélit tak mnohym udalostem jeho Zivota tr-
valy vyznam. Pfiblizuje prostor Prahy v imaginativnim poje-
ti obrazu i vypravénimi propojenymi se skute¢nou historii
a povéstmi nasi vlasti.

Ve Trech zlatych klicich provazi ¢tenare po prazskych za-
koutich celou knihou ¢ernd kocka. (Obraz €. 2). Nad stovéza-

2 Umeéni, narativ a lidska povaha (Art, Narrative, and HumanNature) in David
NOVITZ. TheBoundariesof Art Temple University Press, Philadelphia 1991, s. 85
— 104. PreloZili PavelZahradka a Marcela Janatovd. Aluze, 2009, ¢. 3. Dohleda-
telné na http://www.aluze.cz/2009_03/04_studie_novitz.php
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tou Prahou se vzndsi balon az k labyrintu mésta s otazkou: vy-
znam se v ném, poznam sv{ij dim? Z oramovanych kreseb se
vynoruji vzpominky a nad zndmym starym mostem vystupu-
ji portréty blizkych a labuté, které dodnes plavou po Vitavé.

Vzpominky Petr Sis propojuje i s kfestanskymi a rodinny-
mi zvyky, v nichZ defiluje svaty Mikulas, provazeny andélem
a Certem, rozdavajici balicky: (,,Darky jen pro hodné déti,
pro ty ostatni uhlil®), kapr ve vané, rodinné navstévy, za-
zraény vanocni stromek...2 Stoupame az k Prazskému hradu,
ve kterém se zjevuji mési¢ni znameni s koCici tvari (Obraz
¢. 3). V3e nakonec spéje k tajemné knihovné a jejimu kni-
hovnikovi (pozndvame knihovnu ve Strahovském klastere)
a ejhle, objevujeme prvni kli¢. Postupné odkryvame vsech-
ny tfi zlaté klice odemykajici tfizndmé praiské povésti a na-
konec i dim détstvi Petra Sise.

3 SIS, Petr. Tri zlaté klice. 1. ¢eské vydani. Albatros, Praha 1995, nestrankovano

=.= Jana Ceiklord

Povésti jsou totiz v Cesku oblibenym Zanrem. Nékte-
ré respektuji lidovou tradici, jiné volnéji sméruji k umélec-
ké stylizaci. Koncem 19. stoleti silil zajem o vydavani literar-
nich adaptaci prazskych povésti, jejichz zdrojem byly sbéry
lidovych vypravéni (Casto senzacnich a kuridznich), Hajkova
kronika, barokni literatura a knizky lidového Cteni. V Praze
existovalo mnoho strasidelnych mist (opusténé klastery, bu-
dovy, podzemni sklepy, krypty), které podnécovaly fantazii
k vypravéni pribéhd. Od konce 19. stoleti se v téchto povés-
tovych souborech tak kromé vlasteneckych pohnutek pro-
jevovaly i okultni védy. Postupné se naméty poveésti stavaji
inspiraci pro umélou tvorbu a mGzeme fict, Ze tato obou-
strannd ,vyména“ trva dodnes.

Po roce 1989 se setkavame s novymi prevypravénimi
povésti z ceského a moravského regionu (Leo Pavlat, Alena
Jezkova aj.) a zvySenym zajmem o preklady povéstovych
a mytologickych sbirek z evropského a svétového pisem-
nictvi.* Zasadnim novym pfistupem je vypravéni povésti spi-
Se obrazem v autorskych a obrazkovych ilustrovanych kni-
hach.® Vétsinou jsou vybirany nejznaméjsi povésti, jez jsou
spjaté s urcitym mistem (socha Bruncvika, Staroméstsky
orloj aj.), z prazskych Zidovskych povésti maji ¢etné zastou-
peni razné varianty Golema. Tri zlaté klice byly prvni autor-
skou ilustrovanou knihou, kterad predstavuje vyraznou vy-
tvarnou symboliku povésti. Prvni povést o Bruncvikovi je

4Uvadim edici nakladatelstvi Argo Myty, pohddky a povesti, kde vychazeji prekla-
dy puvodnich sbérl folkloru prevazné evropskych, asijskych, severoamerickych
a jihoamerickych kultur.

° Pomijim v tomto pfispévku komiksové ztvarnéni povésti, které si svou oblibu
uchovalo dodnes a je reeditovano od roku 1996 v rozsifeném vydani(pGvodné
Zdenék Adla, Jiti Cerny: Obrazky z ¢eskych déjin a povésti. llustroval Jifi Kalou-
sek. Praha: Albatros, 1980).
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ryze narodni a je o meci zazdéném v mostnim oblouku Kar-
lova mostu, kterého se chopi svaty Vaclav ve chvili ohroZzeni
nasi vlasti. Druha vyprdvi mezindrodné zndmou Zidovskou
povést o zazratném Golemovi a tfeti o hodinarském mistru
Hanusovi, ktery sestavil Prazsky orloj na Staroméstské rad-

=.= Jana Corkovi

nici. Zastavim se u dvou povésti vypravénych a kreslenych
Petrem Sisem: o Golemovi a o mistru Hanusovi, v nichz Petr
Sis kresli ve ru¢né: ve zlatém ramecku stiida perokresby
s olejovymi malbami (Obraz €. 4). K povésti o Golemovi nas
vede ozZivly portrét Rudolfa Il. jako Vertumnia (Obraz ¢. 5),
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inspirovany slavnym obrazem Arcimbolda, a tajemna zahra- Zi motivu Ceské pohadky Hrnecku var. Obyvatelé Zidovské-
da ozZivlych kvétin a kefd. Dvacet Ctyri obraz( kolem ruéné ho mésta se totiZ netopi ve vodé a ani se nehrozi rozbijenim
zaznamenané podoby povésti skryvaji uprostred zlaty klic, jejich obydli, nybrz jsou aZ po kolena v kasi, z niZ je vyvede
samotny pfibéh o Golemovi neztratil své jadro vypravéni, rabi Low na hibitov. (Obraz €. 6)

ackoliv katastrofické konani po nevyjmuti $ému se spise bli-




A

£
=
o=
o
M
N

3

BIENALE ILUSTRACII BRATISLAVA

7.

Medsindrodné me/ﬂ'ﬂhﬁ( BB 2079

Tyto obrazky ndm umoznuji nad zpodobnénim povésti
0 Golemovi neustdle se kochat a hledat skryté ndpadité mo-
tivy. SisGv Golem je stvoren rabi Léwem a obdafen $émem
k vétsi sile. Golem pomah3, nosi vodu, uklizi v synagoze, za-
chranuje pravovérné Zidy, ukaze divence motyly, které nikdy
nevidéla..., vstfebava tak rlznorodost povésti, které se ko-
lem pomocnika Golema nakupily. Pfedstavuje mystiku pfi-
béhu o zachranci Golemovi, kterd oZiva v jednotlivych ra-
meccich, a pouze jeji zavér je pohadkové uzplsoben détské-
mu ctenafi. Proslulosti totiz dosahl Josefov — Zidovska cast
Prahy — opét v rudolfinské dobé, jelikoZ se zde stykali as-
kendzsti Zidé se sefardskymi, ktefi pfichazeli pod tihou po-
grom(l a inkvizice z vychodni Evropy, Spanélska, Portugalska
a Itélie. Sbér barvitého Zidovského folkloru byl souhrnné
knizné vydan némecky ve shirce Sippurim (1847).* Human-
ni ¢iny a u¢enost v mnoha oborech véetné astronomie a as-
trologie Maharala — rabina Jehudy Léwa ben Becalela (asi
1520 - 1609) zahy prekrocily hranice prazského ghetta. Ka-
rel Krej¢i v povéstech o zazraéném rabinovi nachdzi souvis-
losti s atmosférou ,rudolfinské Prahy, kdy se staré pouto-
vé Sarlatdnstvi a eskamotérstvi misilo s novymi revoluénimi
poznatky pfirodnich véd a posilovalo viru v pisobeni nad-
prirozenych sil“.” Kolem osoby ,vysokého rabina“ se rozvifila

6 Gallerie der Sippurim:eineSammlung judischerSagen, Marchen und Geschich-

ten, als ein Beitrag zur Volkerkunde / von mehrerenisr. Gelehrten. Wolf Pasche-
les, Prag 1847. Vysla pak v 50. letech v péti svazcich, (Wolf Pascheles, Prag1850—
1864). Posledni vybér editoval Peter Demetz pod nazvem Geschichten aus dem
alten Prag: Sippurim (Pfibéhy ze staré Prahy: Sippurim, 1994).
O Zidovskych povéstech z Prahy pisu podrobnéji i v textu CENKOVA, Jana.
Ke zpUsobu literarniho ztvarnéni ,podivuhodnych povésti ze staré Prahy” in
Dité, détstvi, literatura. Literdrni archiv ¢. 48, Pamatnik narodniho pisemnictvi,
Praha 2016, s. 114-124

7 KREJCI, Karel. Praha legend a skutecnosti. llustrace Michal Brix. Praha: Panora-
ma 1981, s.122.

=.= Jana féifa&a’

fada pribéh(, z nichZ je v soucasnosti nejvice vydavana po-
vést o Golemovi. V téchto povéstech se objevuje nejvice va-
rianta, kterou predstavim v zakladnim pfibéhu: rabi Léw se
svymi dvéma pomocniky stvoril za pomoci ¢tyr Zivlg (voda,
ohen, vzduch, zemé) Golema z hliny, oZivoval jej a umrtvoval
tzv. sémem, jeZ mu vyjimal pred sabesem, aby se v ném ne-
rozvinuly destrukcni sily. Golem byl sluhou v synagoze, tj. ne-
smél byt vyuZivdn ke svétské prdci. Jednoho pdtecniho velera
mél rabi na starosti vdZzné nemocnou dceru a prfed odcho-
dem do synagogy nevyndal véas Golemovi z ust sém, Golem
pocal vse rozbijet a nicit a rabi musel prerusit vecerni mod-
litby a Golema zastavit. Na pamdtku této uddlosti se ve Sta-
ronové synagoze dvaadevadesaty Zalm zpiva dvakrdt.é (foto)

Dalsi zastavkou je opét ,liduprazdny most“, kde se vyje-
vuji dalsi vzpominky z détstvi (Obraz ¢. 7): ,Vybavuji se mi
draci v mlze, figurky z kastant a zapalek, postovni koné frka-
jici z nozder oblaka pary, probouzeni za tmy a Gprk do Skoly.”
Staroméstskou mosteckou vézi prochazime z Malé Strany
do Starého Mésta, kde je vlevo kostel svatého Frantiska
z Assisi se sochou Karla IV. (Obraz — foto €. 8) a najednou
v pfizracné mlze vystupuje Staroméstska radnice se svétové
znamym orlojem.® Treti kli¢ skryva povést o staviteli orloje
— Hanusovi. Zakladni pfibéh v podani Petra Sise zlstava za-

8 Nejbarvitéji je tato povést zaznamenana vcetné tradice svatku pesach ve sbir-
ce Vaclava Vratislava Tomka PraZské Zidovské povésti a legendy (1932); nové
podani napf. Petiska, Eduard: Povésti o hradech, zdmcich a méstech. llustrace
Zdenék Mézl. 3. vydani. Knizni klub, Praha 1997.

° Na orloji jeastronomicky cifernik a kalendaf, ktery uréuje polohu Zemé, Slun-
ce a Mésice. Kalendarni deska urcuje aktudini mésic, den a nepohyblivé svéatky
kfestanského kalendafe a znameni zvérokruhu. Nahote jsou dvé okna, v nichz
se kazdou hodinu pohybuji apostolové a poté sochy po okrajich: Lakomec, Tu-
rek, Marnivec a Kostlivec. Mezi okny apostoll je andél a v horni ¢asti nad okny
kohout, ktery na zavér zakokrha.
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chovén a je uveden popisem orloje, mistr Hanus z RizZe (re- ti z posledni doby se mizeme kochat roztodivnymi strojky
alna datace je rok 1410) byl nadanym mechanikem a kon- i mechanismy v jednotlivych perokresbdach, orloj dokonce
struktérem, kterého si objednali radni pro sestaveni orlo- vystupuje v personifikované podobé — ma mechanickou hla-
je na Staroméstské radnici (povést miva nazev O staromést- VU, ruce a je Zivym mechanismem v Utrobach radnice.

ském orloji).® Na rozdil od literarné upravenych povés- Petr Sis ve svém pojeti povésti ztlumil zlobu a pozmé-

nil jeji zavér. Ti, ktefi vypichli Hanusovi o¢i, jsou v jeho po-
dani obecné zavistivci, nikoliv prazsti radni, ktefi si nepfali,
19CIBULA, Vaclav. Prazské povésti. Ilustrace Cyril Bouda. 3.upravené vydani. Pano-

rama, Praha 1983; JEZKOVA, Alena. 77 prazskych legend. llustrace Renata Fudi- a_t_)yv pOdOery V0r|Oj |'.|aanS ?eStaVII de?' Zaver e 'falwta-
kova. Prah, Praha 2006. zijné proménén, v literarnich adaptacich se setkdvame
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s osleplym Hanusem, ktery sdm uzavre orloj a pak zemfre.
Petr Sis vytvofi jesté jeden stroj, ktery orloj zastavi a dvéma
proudy svétel osviti starou Prahu. (Obraz ¢. 8). Mechanické
strojky a hodiny nabyvaly stale vice na vyznamu v 15. — 17.
stoleti, a pokud se vratime k cisafi Rudolfu Il., jeho pavodni
umélecké sbirky i kunstkomora (Kunstkammer) byly povést-
né.! Dnes jsou rozesety po Evropé, nejvétsi Cast si odvez-

Jana &i&ud

la Svédska vojska za tricetileté valky vcetné obrazli a knih
a poté byly sbirky rozproddany za cisare Josefa Il., fadu arte-
faktl najdeme ve Vidni v Uméleckohistorickém muzeu i jin-

HAUSENBLASOVA, Jaroslava a SRONEK, Michal. UrbsAurea: Praha cisafe Rudol-
fa Il. Gallery, Praha 1997.
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de. V Sisové podani je tato sbératelska vasen pro mecha-
nické hracky a hodiny v renesancni a manyristické Evropé
zfejma.

Pohled protind détska vzpominka na orloj, kdy vSech-
ny déti v Praze ¢ekdvaly na kostlivce a zakokrhani kohouta
na orloji, poté opét prechazime , pres stfredovéky kamenny
most“*?, tentokrat se vzpominkou na ,krdsna jara s prvnimi
rasicimi listky, velikono¢nimi kraslicemi, piskotovym beran-
kem, majkou a Smolkovym nebem“*? (Obraz €. 9). Petra Sise
v zavéru knihy napadd existencidlni myslenka vé¢né obmé-
ny generace lidi, ktefi po Karlové mosté, starém témér 700
let, kraceli. Ocitdame se nakonec v domé z détstvi Petra Sise
s hlasem maminky, volajicim ve vzpomince Petra k prostre-
né vecefi a — v soucasnosti dcery Madlenky k vecefi.

125[S, Petr. Tri zlaté klice. 1. ¢eské vydani. Praha, Albatros 1995, nestrankovéno.
13G[S, Petr. T¥i zlaté klice. 1. Ceské vydani. Praha, Albatros 1995, nestrankovano.

Jana &Mm’

Pramen:
1. SIS, Petr. Tri zlaté klice. 1. Ceské vyddni. Albatros, Praha
1995, nestrdnkovdno.
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- Brenda Dales

T e

Spopené stity americke

Afroamerické detské knizné ilustracie

Zije v Spojenych stdtoch americkych a vyucuje detsku literatiru na
Univerzite Miami v Oxforde v Ohiu. Je &lenkou Unie knih pre mldde?
v Spojenych statoch (USBBY), ktord je americkou sekciou IBBY. Dva
roky pracovala pre vybor Viynikajuce medzindrodné knihy (OIB), kto-
rému aj dva roky predsedala. V rokoch 2016 a 2017 pracovala pre
Vybor vyznamnych knih pre deti, ktory patri pod Asocidciu knihov-
nickych sluZieb pre deti (ALSC), ktord je diviziou Americkej knihov-
nickej asocidcie. V poslednej dobe bola clenkou pldnovacieho vy-
boru Porozprdvaj ludsky pribeh, vystavy origindlov afroamerickych
obrdzkovych knih pre deti, ktord sa konala na Univerzite Miami
na jar v roku 2018. Hodnoti detské knihy, napisala viacero ¢ldnkov
a prispevkov do publikdcii o detskej literattre, na ndrodnej a medzi-
ndrodnej trovni pracovala na tvorbe prezentdcii a plagdtov o det-
skych knihdch.

Detska literatira v Spojenych Statoch sa momentalne tesi
zaujmu o knihy vytvorené [udmi, ktori pochddzaju z roz-
nych mensin a kultir — od pévodnych Ameri¢anov, ako aj
od Americanov azijského pdévodu, latinskoamerického p6-
vodu a od fudi, ktori zdielaju svoju histdriu a tradicie — vra-
tane Afroamerianov. Neda sa povedat, Ze zastUpenie men-
Sinovych ilustratorov a autorov zodpoveda pomeru, ktory
v Spojenych statoch reprezentuje populacia mensin. Na-
priek tomu kniznice, Skoly a vydavatelia vedia ocenit bohat-
stvo a réznorodost knih napisanych mensinou alebo knihy
o mensinach, ktoré vnasaju pridanu hodnotu do Zivota nas
vsetkych.

Z historického hladiska, ako aj dnes trpeli [udia africké-
ho pévodu nerovnostou v Spojenych $tatoch. Ich ovladanie,
nuteny presun a otroctvo jednotlivcov z Afriky, ako aj ne-
rovné zaobchadzanie s Afroameri¢anmi je krvavou Skvrnou
v historii Spojenych statov. Nerovnost stale pretrvava.

Tato nerovnost sa rozsirila do vsetkych oblasti social-
nych a ekonomickych Struktur vrdtane vydavania knih pre
deti. Pocas neskorsich rokov 19. storocia a prvej polovice
20. storocia sice boli na obrazkoch deti a dospeli afrického
povodu, ale ¢asto z pohladu bieleho ¢loveka, ¢o sa stalo ne-
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gativnym stereotypom. Na knihy, ktoré vytvorili Afroameri-
¢ania, sa povacsine v Skolach a knizniciach zabudalo.

Toto sa zmenilo v roku 1963, ked Medailu Randolpha
Caldecotta, ktorou Americka asociacia knihovnikov ocenuje
ilustratora najvyznamnejsej detskej knihy, dostal Ezra Jack
Keats za ZasneZeny den. Tato kniha bola oslavovana ako pre-
lomova, kedZe zobrazovala afroamerické dieta, ako sa hra
v snehu. Bola v3ak aj kritizovana za to, Ze neprenikla viac do
hibky, aby sa viac zaoberala afroamerickou detskou kultu-
rou, ako aj za to, Ze ju vytvoril biely autor/ilustrator.

Zasnezeny deri bol krokom vpred. Nestaci vsak pridat
obréazky postav ¢i pribehy o detoch s afroamerickym povo-
dom. Potrebujeme afroamerickych autorov a ilustratorov,
ktori piSu a vizudlne zobrazuju roézne skidsenosti a pohlady
afroamerickych kultur a identit, pretoZe to im dodava na au-
tenticite.

Umelecké mizeum patriace Miami univerzite v Oxforde
v Ohiu, kde uc¢im, usporiadalo na jar v roku 2018 priekopnic-
ku vystavu originalov z detskych knih, ktoré boli ilustrované
Afroameri¢anmi a zobrazovali afroamerickd kultidru a iden-
titu. Mala som $tastie, Ze som mohla byt v planovacom vy-
bore vystavy, ktora sa skladala zo 130 origindlnych knih ilus-
trovanych 33 afroamerickymi umelcami.’ Dokazali sme si
pozicat velké mnozstvo detskych knih, ktoré reprezentovali
rézne témy a umelecké styly.

Nasledujuce obrazky su z tych, ktoré boli vystavené
na vystave. Kazdu z tychto ilustracii vytvoril iny ilustrator
a takto mézeme poukazat na hibku a réznorodost $tylov.

KedZe obrazky, ktoré uvidite, su origindlnym umenim,
budu bez slov. Ako vieme, vydavatelia Casto selektuju ilus-
tratorov podla textu, takZze nie vSetky obrazky, o ktoré sa
s vami podelim, pochadzaju z knih napisanych Afroameri-
¢anmi, ale vacsina ano.

5/‘@/{({& 0&2/@&

Vybrané ilustracie

Stevie, napisal a ilustroval John
Steptoe.
Harper & Row, 1969

John Steptoe bol jednym z prvych Afroamericanov, ktory
bol akceptovany mainstreamovou literatirou pre deti. Na-
pisal a ilustroval Stevieho, ked mal 16 rokov a vydany bol
o tri roky neskor v roku 1969. Tato kniha dosiahla uznanie
za prezentdciu afroamerickych detskych skusenosti. John
Steptoe pokracoval v pisani a ilustrovani dalSich knih pre
deti, ¢o mu prinieslo popularitu.

Byt bubnom. llustrovala Aminah
Brenda Lynn Robinsonova.
Napisala Evelyn Colemanova.

Whitman and Co., 1998
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Byt bubnom sa vydava po stopdach africkych a afroameric-
kych historickych a kultdrnych prepojeni prostrednictvom
tradicie a rytmu bubna. Neskorsia umelecka tvorba Aminah
Brendy Lynn Robinsonovej je komplexnd a ide tu o koldZzové
umenie. Robinsonova vysvetlila, Ze vlakna pripojené k ilu-
stracii vytvorenej zmiesanou technikou su sisal z Kene a lat-
ka je papldén vysivany Zenou, ktorad bola v otroctve v State
Georgia, ¢o tomu celému pridava na autenticite.

2

ZBORNIK

Strednd pasdZ. Biele Iode/fierny ndklad. Tom Feelings. Dial, 1995, ©2018

Tom Feelings ilustroval krutost na otrokarskych lodiach
s Africanmi, ktorych prevazali cez Antlanticky ocedn. Roz-
mery knihy, 27 centimetrov vysoka, ale 35 centimetrov hru-
ba, bez slov pridavaju ilustracidam na dbélezitosti. Feelings
v Uvode napisal:

,Bezcitnd lahostajnost ¢i ¢ista brutalita k Africanom sa

Q

Zviazany pre Ameriku. Ndtend
migrdcia Africanov do nového

sveta. llustroval Floyd Cooper. vryla do jazyka zdpadného sveta. Je to jazyk tak naplneny
Napisali James Haskins & Kathleen priamym a nepriamym rasizmom, Ze by bolo tazké, ak nie
Bensonova. Lothrop, Lee & Shepard, nemozné, pouzit ho v mojej knihe tak, aby sa nim ¢okolvek
1999

Cierne dalo zobrazit pozitivne. Toto bol najvacsi dévod, pre-
¢o som sa pokusil porozpravat pribeh len prostrednictvom
umenia.”

Odtiene Sedej a sépie prispievaju k emociondlnemu vyob-
razeniu, ako to vidime tu, ked Feelings ponukol divikovi po-
hlad na lod zhora a ponukol mu viacvrstvovu perspektivu.?

Obrazok Floyda Coopera sa objavuje aj na obale Zviazany
pre Ameriku. Nutend migrdcia Africanov do nového sveta,
ako aj vnutri knihy. Tento konkrétny obrazok ukazuje bolest
v tvari muZa na predaj a dehumanizaciu jeho silného tela
s obrucou na krku, ktord mu ma zabranit v Gteku a vizudlne
komunikuje zverstva obchodu s otrokmi.
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Sloboda nado mnou. Jedendst
otrokov, ich oZivené Zivoty a sny.
Napisal a ilustroval Ashley Bryan.
Atheneum, 2016

Jednym z najvyznamnejsich afroamerickych tvorcov
knih pre deti je Ashley Bryan. Ma 96 rokov a stale pise a ilu-
struje. Kniha Sloboda nado mnou. Jedendst otrokov, ich oZi-
vené Zivoty a sny je inSpirovana historickymi dokumentmi

Sloboda na ndmesti Congo. llustroval R. Gregory Christie.
Napisala Carole Boston Weatherfordova. Little Bee, 2016

=.= Brenda Dates

z roku 1828. V autorovych poznamkach Bryan opisuje je-
denast otrokov zaradenych na predajnom zozname medzi
zvieratd, bavinu a iny majetok. Jedna Zena na predaj bola
aj Peggy. Bryan jej vytvoril vek a obraz, ¢im jej dal fudskost.
Dal jej slova a poeticky vymyslel jej myslienky a sny. Pre kaz-
dého z jedendstich otrokov, ktori boli predani, vytvoril dve
ilustracie a dve basne, ¢im vyjadril I'Gtost nad Zivotmi, kto-
rym bola ukradnuta ludska individualita.

Sloboda na ndmesti Congo je pribeh, ktory ilustroval
R. Gregory Christie a je inSpirovany otvorenym priestran-
stvom v New Orleans v Louisiane, ktory stale existuje. Otro-
ci z Afriky a Zapadnej Indie pracovali kazdy tyzden Sest dni,
aby ich pan zarobil. Nedela viak bola svitym driom a otro-
ci tak ako ini Africania mali mozZnost osobne sa stretavat na
namesti Congo, kde mohli tancovat, hrat hudbu, ktord bola
ich dedi¢stvom a uzivat si svoju kultdru. Uzivali si deri slobo-

Velkd migrdcia. Cesta na sever. llustroval Jan Spivey Gilchrist.
Napisala Eloise Greenfieldova. Amistad, 2011
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dy. Styl kresby R. Gregory Christieho pozostava s kolaZovych
elementov, ukazuje veselé vystreté teld, hudobné nastroje
a typickd architektiru New Orleans v pozadi.

Po zruseni otroctva v Spojenych statoch boli Afroame-
ri¢ania slobodni. Celili véak ekonomickym problémom, ne-
rovnosti, rasizmu a segregdcii s Umyslom drzat ich bokom
vo vsetkych oblastiach verejného Zivota. Mnohi Afroameri-
¢ania opustili juzné Staty, aby si nasli pracu na severe. Kniha
Velka migrdcia. Cesta na sever, ktoru ilustroval Jan Spivey
Gilchrist, je inSpirovana Zivotnou spomienkou z knihy od
autorky Eloise Greenfieldovej. Ked' si Greenfieldovej otec
nasiel pracu na severe, posielal peniaze svojej rodine, aby
mohli za nim prist. Vidime to tu na obrazku. Spodna cast

Ruth a zelend prirucka. llustroval Floyd Cooper.
Napisal Calvin Alexander Ramsey spolu s Gwen Straussovou. Carolrhoda, 2010

obrdzka vykreslfuje Zivot na juhu vratane ¢lena Ku Klux
Klanu s kapucriou, spolku, ktory je, Zial, este v Amerike ak-
tivny. Urcitd nddej vidime, ako sa rodina pozera smerom
k novému Zivotu vo Washingtone.

Segregacia urcovala, kam Afroameri¢ania mohli bez-
pec¢ne cestovat, kde mohli nakupovat benzin, stravit noc,
jest v reStauraciach a dokonca aj to, kde sa mohli dat ostri-
hat. Od roku 1936 do roku 1966 mali Afroameric¢ania knihu,
svojho vlastného cestovatel'ského sprievodcu s ndzvom Mo-
toristickd zelend prirucka pre Ciernych. Pribeh, ktory v kni-
he Ruth a zelend prirucka ilustroval Floyd Cooper, je vymys-
leny a mladé dievéa v nom cestuje so svojimi rodi¢mi. Citi
sa trapne, ked' zisti, Ze nemdze navstivit toalety na pumpe
vlastnenej bielym muzom a musi ist do lesa. Tam stupi na
zelenu prirucku.

Ist na jedinec¢né miesto. llustroval Jerry Pinkney.
Napisala Patricia McKissackova. Atheneum, 2001
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Pre Triciu Ann bolo velkym krokom ist na nejaké jedine¢-
né miesto. Na ceste sa stretava s rasizmom a tu vidime, ako
jej nie je dovolené sediet na lavi¢ke, pretozZe je na nej napis
LEN PRE BIELYCH. Vie, Ze bude vitana na tom jedinecnom
mieste, kam ide — v kniZnici. S velkym nadsenim a detailom
ilustroval Jerry Pinkney oblecenie, ktoré ma Tricia Ann na
sebe a to mu pomohlo dobre situovat tento historicky pri-
beh inSpirovany detstvom autorky Patricie Mckissackovej
v Nashville v Tennessee.

Hlas slobody Fannie Lou Hamerovd. Duch hnutia za ludské prava.
llustrovala Ekua Holmesova.
Napisala Carole Boston Weatherfordova. Candlewick, 2015

Ekua Holmesova vyobrazila aktivistku za ludské pra-
va Fannie Lou Hamerovu v knihe Hlas slobody Fannie Lou
Hamerovd. Duch hnutia za ludské prdva. Hamerova neu-
navne pracovala na tom, aby sa skoncila nerovnost a chcela
zabezpedit Afroameri¢anom prava, ktoré im garantuje Usta-
va. Fannie Lou Hamerova nebola vysoka Zena, ale Holmeso-
vej pohlad a spdsob, akym ju umiestnila na tomto obrazku,
zdoraziuje jej vasen, odhodlanie a silné odkazy, ktoré hor-
livo odovzdava.

Drobné verse. Zivot medicinskeho priekopnika Viviena Thomasa.
llustroval Colin Bootman.
Napisala Gwendolyn Hooksova. Lee & Low, 2016

Afroamericania isli za svojimi snami napriek institucio-
nalizovanej represii. Vivien Thomas nemohol navstevovat
medicinu a prijal teda pracu v medicinskom laboratériu.
Pod vedenim lekdra sa vzdeldval v medicinskych technikach
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a vypracoval postup na zdchranu srdca u babatiek, ktoré sa
narodili s nejakou srdcovou chybou. On sam nesmel opero-
vat, ale lekar, ktory sa od Thomasa tento postup naudil, ne-
vykondval tuto techniku bez pritomnosti Viviena Thomasa
na operacnej sale. llustracia Colina Bootmana tu znazornu-
je respekt, ktory si Thomas zasluzil.

A

My sme lod: pribeh Cierneho bejzbdlového timu. Text a obrazky: Kadir Nelson.
Hyperion, 2008
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Bejzbal! Je pre Ameri¢anov nieco viac ako bejzbal? Boli
Casy, ked'to zaviselo od vasej farby pleti. Kadir Nelson a jeho
GZasné umenie doplfia déleZitost &ierneho bejzbalového
timu a uloha, ktoru zohral pri akceptovani odlisnosti v Spo-
jenych statoch. Ludska forma je Nelsonovou silnou strankou,

3

Nase deti vedia lietat. Oslava Rosy Barackovej a priekopnikov zmeny.
Tento obrazok kreslila Shadra Stricklandova.
R&zni ilustratori. Bloomsbury, 2009

Nase deti vedia lietat je suhrn ilustracii od roznych afro-
americkych umelcov a kazda ilustracia predstavuje zndmu
afroamerickd osobnost. Na tejto ilustracii znazornila Shadra
Stricklandova Ruby Bridgesovu, ktora na juhu zacala vo
veku Siestich rokov chodit do $koly pre biele deti. Rovnova-
ha farieb a priestoru zdérazriuje, ako toto malé dieta repre- Sladkd véfia rusi. llustroval Eric Velasquez.
zentuje obrovsku odlidnost. Napisala Angela Johnsonova. Simon & Schuster, 2005

27. BIENALE ILUSTRACII BRATISLAVA
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¢oho dokazom je tato ilustracia afroamerickych bejzbalo-
vych hracov a ich silnej pritomnosti pri ndrodnom konicku.

Sladké véria ruzi je vymysleny pribeh o dvoch afroa-
merickych dievcatédch, ktoré si idd vypocut re¢ Dr. Martina
Luthera Kinga. Pribeh je podany z detského pohladu a uh-
likové ilustracie Erica Velasqueza dotvaraju historické ob-
dobie.

Holicstvo stryka Jeda. llustroval James Ransome.
Napisala Margaree King Mitchellova. Simon & Schuster, 1993

Holicstvo stryka Jedan sa odohrava v dvatsiatych rokoch
20. storocia a stryko Jed je jedinym Ciernym holicom v okoli.
Cestoval po krajine, aby strihal vlasy, az kym si mohol otvo-
rit svoj vlastny salén. Farby a masa ludi na tejto ilustracii od
Jamesa Ransoma ddva najavo, aké dolezZité bolo toto holic-
stvo pre afroamerickd komunitu. Aj ked'tu ide o vymysleny
pribeh, odraza historické skutocnosti.

Vizia krdsy: pribeh Sarah Breedlovej Walkerovej. llustrovala Nneka Bennettova.
Napisala Kathryn Laskyovd. Candlewick, 2000

Jej matka bola otrokyna, vyrastla v chudobe, ale aj na-
priek tomu sa mlada Afroameri¢anka rozhodla vzdorovat ne-
priazni osudu a vytvorila radu kozmetickych a skraslovacich
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produktov uréenych hlavne pre plet a vlasy Afroamerica-
niek. Tym, Ze vybudovala svoj vlastny uspesny biznis, po-
mohla afroamerickym Zenam byt hrdymi na svoj pévod.
Nneka Bennettova znazornila mladu Zenu, ktord sa sta-
la Madam Madam C. J. Walkerovou. Tu vo Vizii krdsy: pri-
beh Sarah Breedlovej Walkerovej experimentuje s bylinka-
mi a olejmi.

Sladkd hudba Harlemu. lustroval Frank Morrison.
Napisala Debbie A. Taylorova. Lee & Low, 2004

Jazz — ten jedinecny afroamericky hudobny styl. Ked po-
vieme hudba a Harlem v New Yorku, automaticky ndm na
um pride jazz. Jazzové prehnané ilustracie Franka Morriso-
na v Sladkej hudbe Harlemu nas odnesu k neviazanému ryt-
mu a improvizacii a jazzovym velikdnom.

Devatrocny Ron McNair cheel byt pilotom. Ale jeho prva
misia bola zvladnut si pozi¢at knihy z kniZnice v jeho meste
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Ronova velkd misia. llustroval Don Tate.
Napisali Rose Blueova a Corine J. Nadenova. Dutton, 2009

v JuZnej Karoline, kde platilo pravidlo, Ze si m6zu knihy po-
Zicat len bieli. Don Tate ilustroval nadeje a sny afroameric-
kého dietata, ako vyjednava s bielom spolo¢nostou. Ronald
McNair sa stal americkym kozmonautom v NASA, ktory ne-
$tastne zahynul pri Starte raketoplanu Challenger.

Vlasy su prejavom individuality, krdsy a existuje mno-
ho kulturnych motivov ohladne vlasov a ucesov. Ale pocit
blizkosti, ked' mama ¢ese vlasy svojho dietata, je viade rov-
naky. Tato mama opisuje mnoZstvo moznosti afroameric-
kych ucesov ako vrkoce ¢i pridavanie kordlikov do vlasov.
Toto vSetko je sprevadzané umenim E. B. Lewisa na obrazku
z Milujem moje vlasy! Tak si vS§imnite bdbiku dievéatka ako
kultdrny artefakt medzi plySovymi medvedikmi.

Na zaciatku bol obrazok Stevieho od afroamerického
spisovatela/ilustratora John Steptoea a na konci tu mame
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Milujem moje viasy! llustroval E. B. Lewis.
Napisala Natasha Anastasia Tarpleyova. Little, Brown, 1998

dielo Ziarivé dieta: pribeh mladého umelca Jeana-Miche-
la Basquiata od Javaka Steptoeho, ktory je synom Johna
Steptoea. Je to velky a tazky kdsok nakresleny na drevo,
ktoré Javaka naSiel niekde v Brooklyne a v inych ¢astiach
New Yorku, kde Basquiat zil. Ide tu o koldz a pouzité tuby od
farieb, Stetce a ostatné predmety su pripojené ku kresbe,
&im jej dodavaja hibku. Je evidentné, ze Javaka Steptoe sa
nechal ovplyvnit Basquiatovym jedinecnym grafiti $tylom,
Casto pouziva korunky a slova, ako to mozeme vidiet aj tu.

Pohlad vpred

Umelecké styly afroamerickych ilustratorov su vitané a pat-
ria k Zivotu mladych Afroameri¢anov a ti ako vsetci mladi fu-
dia a dospeli prezentuju afroamerické pribehy vizudlne a aj
slovami.

Centrum detskej knihy (The Cooperative Children’s Book
Center (CCBC)) na Univerzite Wisconsin-Medison zbiera vy-
davatelské Statistiky. Centrum uvadza, Ze v roku 2018 bolo
z 3 644 detskych knih (nielen od americkych vydavatelov)
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Ziarivé dieta: pribeh mladého umelca Jeana-Michela Basquiata.
Napisal a ilustroval Javaka Steptoe. Little, Brown, 2016

404 o Africanoch/Afroamericanoch, ale len polovica, 202
knih, bolo od Africanov/Afroameri¢anov. Je to sklucujuce,
ale oproti roku 2016 je tu viditelny posun, ked z 3 400 knih
bolo 287 o Africanoch/Afroameric¢anoch a len 94 knih bolo
od Africanov/Afroameri¢anov.?

Zijeme v dobe, ked' st ilustratori a autori z mensin vita-
ni v oblasti vydavania detskych knih. Toto je len zaciatok,
ale ked' sa pozrieme na knihy zo Spojenych Stdtov a z inych
krajin, je tu nadej, Ze najdeme knihy vytvorené talentova-
nymi Afroameri¢anmi, ako aj ilustratormi a spisovatelmi zo
vsetkych kultirnych a etnickych skupin.

Poznamky

1. Fotografia origindlnych ilustrdcii Scotta Kissella, Univerzita
Miami, Oxford, Ohio.

2. Video k tejto knihe ndjdete na
https://www.youtube.com/watch ?v=5qjtlIQLQMj0&t=86s

3. Vydavatelské statistiky z centra CCBC ndjdete na https://
ccbe.education.wisc.edu/books/pcstats.asp
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7.

- Tatyana Feenéy‘

TS e

Kult origindlu ilustracie vo svete digitalnej techniky

V roku 2018 vystudovala ilustrdciu na Hertfordshirskej univerzite.
Predtym ukoncila aj studium ilustrdcie detskych knih. V roku 1993
ziskala cestny diplom na Umeleckom institute v Atlante, kde sa ve-
novala principom dizajnu a vyroby. Venovala sa aj studiu historie
umenia. Napisala niekolko knih pre deti, ktoré aj ilustrovala ako na-
priklad Ponozky pre pdna Vika, Maly slon sa kupe, Maly zajko a jeho
modra perina...Okrem toho ilustrovala aj mnoho knih od inych au-
torov. Zucastnila sa mnohych vystav a v roku 2017 vystavovala aj
na Biendle ilustrdcii v Bratislave. Za svoje prdce ziskala niekolko cien
a oceneni a je clenkou viacerych organizdcii. Od roku 2016 je clen-
kou vyboru IBBY.

Knihy, ktoré su pristupné digitdlne, maju svoju hodnotu,
l[ahko sa k nim dostanu ti, ktori pouzZivaju sucasné techno-
l6gie. Takto moze byt jedna kniha pouzivana rovnako v trie-
de, ako aj doma. Digitalne knihy nemaju negativny dosah na
Zivotné prostredie.

To, ¢o digitalnej knihe chyba, je jej jedine¢nost a ma-
gicky zadzitok z citania knihy, ktord je vyrobend z papiera
a farieb.

Digitalna kniha nema voriu. Nepocujete Suchot, ked ota-
Cate strany. Necitite papier vo vasich rukach. Zmyslovy za-
Zitok sa stratil, ked' ¢itame digitalne. A ja by som povedala,
Ze prave tento zazitok tvori Cast celého zazitku z ¢itania, to,
Ze sa knihy méZzeme dotknut, jej vona, véha, velkost, to su
vSetko veci, ktoré obohacuju pribeh, ktory ¢itame.

Je to pocit velkého uspokojenia, ked otvarame Uplne
novu knihu. Knihu, ktord sme si prave kupili v knihkupec-
tve, alebo dostali ako dar. Sme prvi, ktori ju otvoria a citia
vOonu papiera. A vytvara nam to milé pohodlie, ked' ¢citame
knihu, ktora bola v naSom dome niekol'ko rokov, ktori moz-
no pred nami citali nasi rodicia ¢i stari rodicia a bola uloZe-
na ako poklad. Laska k starSej knihe a histdria tejto knihy so
svojimi opotrebovanymi stranami Zije svojim pribehom. Tak
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ako to je s nejakou hrackou, nova kniha je ako zaciatok no-
vého dobrodruZstva, ktoré patri len vdm. A to digitalna kni-
ha nemoze.

Kazdy Citatel vnasa do knihy, ktoru prave ¢ita, svoj vlastny
pribeh a kazdd vytlacena kniha rozprava svoj vlastny pribeh.
Aj ked' je nemozné vediet o konkrétnom zazitku kazdého ¢i-
tatela, vieme, Ze kazdé Citanie je vynimoénou udalostou.

Ako napisal P. T. Karjalainen vo svojej eseji na tému
Miesto a intimne vnimanie, ,kaZdy clovek sa stretdva so
svetom tak, ako ho preZiva“ (Karjalainen, 1999). ,Tak je to
aj s knihami, kazda kniha dovoluje Citatelovi stretnut sa so
svetom hlboko a osobne” (Karjalainen, 1999).

,Nie je to viacmennej stdly zdroj hladania, ale je to se-
miotické pole asociativnych komplexov signifikacie, v kto-
rom ma zmysel neustale nové tvary. Suhra Citatela a textu
je nevyhnutna: zmysel nie je obsiahnuty v samotnom texte,
ale je tvoreny konfrontaciou” (Karjalainen, 1999).

Myslim si, Ze zmyslovy zaZitok je klucovy pre interakciu
s textom. Ako priklady ponuknem tri obrazkové knihy, ktoré
by nemali rovnaki hodnotu a podstatu, keby som ich pre-
zentovala v digitdlnom formate.

Prva je Pozor! Obor! od Erica Carleho.

Vyrastla som na knihach Erica Carleho. Dve, ktoré som
mala najrads3ej, boli Hladnd hisenica a Hnedy medved, hne-
dy medved, ¢o vidis? Az ked som bola dospeld a mala som
vlastné deti, objavila som pribeh Pozor! Obor!

K tejto knihe som sa dostala nahodou. Bola som s moji-
mi detmi v kniZnici a kedZe nedokazem odolat knihdm v zla-
vach, prezrela som si vyradené knihy na predaj a nasla som
tuto. Tato kniha je ovela tmavsia a pripomina skoér klasic-
ku rozpravku neZ iné knihy od Erica Carleho. Knihu sme si

/at l/ya/m ceney

Obr. 1. Eric Carle, Pozor! Obor! 2002

spolu s mojimi detmi precitali prvykrat v jedno tmavé zim-
né rano. Atmosféra dnesného sveta (studend a tmava) spo-
lu s peciatkami z kniZnice, ktoré knihu oznackovali velkymi
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¢iernymi pismenami ako STIAHNUTU, to vietko skombino-
vané s textom a kniznym formatom vytvaralo zvlastny zazi-
tok z ¢itania.
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Obr. 2. Eric Carle, Pozor! Obor! 2002

Aby som zhrnula pribeh, ten sa zacina v jeden slne¢ny
deni, ked'sa dve deti idd hrat von a neposlichnu mamu, aby
zostali v zahrade. A ako to uz tradi¢ne v dobrych rozprav-
kach byva (Tatar str. 10), neposlusnost ich hned' privedie do
nebezpecenstva. V tomto pribehu do sveta hladnych obrov.

Eric Carle je znamy svojimi knihami o priatelskych, fa-
rebnych zvieratach. V tomto pribehu sa objavuju zvlastne
zvierata a neobycajné stvorenia, ktoré sa skryvaju v tma-
vych rohoch a deti sa ocitaju hlbsie v pribehu. Carle pouzi-

Obr. 3. Eric Carle, Pozor! Obor! 2002

va tmavé farby a strasidelné stvorenia, ktoré vytvaraju ozaj-
stny pocit nepokoja, kym Citatel cestuje pribehom.

To, ¢o vsak celkom zamestndva Citatela pribehu, je to,
ako pouZil papier. V tejto knihe su na kazdej strane otvara-
cie obrazky. Tieto obrazkové okienka sa pouzivaju v obraz-
kovych knihdch, aby deti hladali prekvapenie.

V knihe Pozor! Obor! vyvedie prvé okienko deti z pribe-
hu (a teda aj Citatelov) z bezpecia ich vlastnej zahrady pria-
mo do zdhrady obrov.



Medsiirodeé sympozion BIEB 2079

Obr. 4. Eric Carle, Pozor! Obor! 2002

Od tohto prvého kroku z miesta, ktoré pozname, sa Cita-
tel ocitd vo svete vonku, ¢aka, ¢o sa stane a cestuje s hlavny-
mi postavami niekam, kde to nepoznd. Citatel sa stdva jed-
nou z postav, ktord spolu s detmi z pribehu skiima novy svet
okolo neho. Rovnako ako tie deti vieme, Ze tam striehne ne-
bezpeclenstvo, ale tiez chceme zistit, ¢o sa stane ako dal-
Sie a tak neodolame tomu, aby sme neotvorili dalSie malé
dvierka.

Toto v Citatelovi vyvoldva pocit, akoby vosiel do iného
sveta. Ocitd sa vnutri sveta pribehu, ktory vytvorilo ume-
nie Erica Carla a Citatelov zaZitok, pretoZe tato kniha ponu-
ka cely potencial svojho pribehu. Citatel sa mdze ponorit do
pribehu, dufa, Ze tento vytvoreny svet nie je skutocny a veri,
Ze okienka ho privedu spat do bezpedia.

/at bjya/m ceney

Obr. 5. Eric Carle, Pozor! Obor! 2002 zatvorené okienko
Obr. 6. Eric Carle, Pozor! Obor! 2002 otvorené okienko

Nemusime teda hovorit, Ze knihy, pri ktorych treba praco-
vat s papierom, nemozno nahradit digitalnym kontextom.

V pripade knihy Pozor! Obor! Vlyvolavaju okienka pocit
mozného nebezpelenstva a napatia. To by nebolo mozné
len prostrednictvom napisaného textu.

Tato kniha mi ako Citatelovi ponukla ind dimenziu pri-
behu a uz ma v sebe znaky lasky a opotrebovania. Velké
peciatky z kniznice pOsobia takmer ako varujuci signal, kto-
ry sa pyta, ¢i sa vObec odvazime otvorit tato knihu. Toto
vsetko ale priddva knihe na jej jedine¢nosti. Ked' ¢itame pra-
ve tuto konkrétnu hmatatelnu knihu, zaZzivame nieco, ¢o by
pre Citatelov e-formatu nebolo mozné.
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Druha kniha je Lietanie od Kvety Pacovskej. behu, do ktorého ste vtiahnuti, aby ste nasli odpovede
(Kermode, 1980). Nasleduje pribeh, ktory predstavuje ne-
redlne postavy ako Zaby na bicykloch, medvede a prasiat-
ka, ktoré lietaju na balédnoch a vtackarov, ktori lietaju a vy-
zeraju, akoby ich nakreslil Leonardo Da Vinci, a to vSetko na
jednej ceste dokola, aby nasli odpoved na to, ¢o to tajom-
stvo mobze byt.

Forma knihy ide ruka v ruke s myslienkou tohto tajom-
stva. Je velmi velkd, vacsia ako to pri obrazkovych knihach
byva a je v nej mnoho zahnutych stran vratane obrazkov,
ktoré tvoria prednu stranu. Hned ako otvorite prvu ofi-
cidlnu stranu, zacina sa pribeh. V knihe Lietanie vyuzila
Kveta Pacovskd vsetok dostupny priestor na ilustrovanie
a predtym, nez sa dostaneme k titulnej stranke, veze si uz
povedali svoje tajomstvo.
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Obr. 7. Kveta Pacovska, Lietanie, 1995

E

Tato kniha je vacsia nez klasicka obrazkova kniha a tieZ sa
Vv nej pracuje s papierom. Uz sme spomenuli, Ze takéto kni-
hy nie su dostupné pre e-Citatelov. Existuje aj urcita norma
vo vztahu k velkosti knihy, ktord ¢itame v tablete ¢i nainom
digitdlnom nastroji. Neda sa ¢itat velmi velka kniha, ktora sa
mbze stat vlastnym divadelnym predstavenim, alebo taka
mala, Ze pOsobi skoro ako tajomstvo len pre vas.

Lietanie ma velmi jednoduchy pribeh; zacina sa, ked
veZa poSepka druhej veZi tajomstvo a to, ¢o nasleduje po-
tom, je nezvycajna cesta za objavenim toho, ¢o by to ta-
jomstvo mohlo byt. Citatel je hned vtiahnuty do deja. Ta-
jomstvo je silny nastroj, ako ziskat niekoho pozornost.
Objavenie a odhalenie nie¢oho skrytého je vstavané v pri- Obr. 8. Kveta Pacovska, Lietanie, 1995
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Citatel je okamZite vtiahnuty do pribehu, Ziadna klasic-
ka obrazkova kniha sa nezacita tam, kde je titulnd stranka
a informacia o vydavatelovi. Jemne sa dostavame do pribe-
hu uz na obale. V knihe Lietanie sme okamzite v pribehu,
a to dokonca predtym, nez otvorime vrchnu ¢ast knihy; pri-
beh vlastne vychadza z knihy k ndm. Kombinacia tohto s ta-
jomstvom znamena3, Ze Citatel je fyzicky a emocionélne vlo-
Zeny do pribehu.

,Jej kniha prekracuje limity pevnej knihy a tlacenej vy-
roby. Predstavuje novi moznost, ktoru kniha ako objekt po-
nuka, je trojrozmerna a stimuluje zmysly. Takéto knihy po-
vzbudzuju nase hravé instinkty tym, Ze pouZivaju zaujimavy
material ako alobal a pauzovaci papier. Tieto experimental-
ne knihy poskytuji detom mnoho moznosti, ako si mézu
rozvijat svoju predstavivost a podporuju ich kreativitu.”
(McCann, 2013)

Lietanie je uZasny priklad jedinecnej experimentalnej
knihy od Kvety Pacovskej. SU tam zahyby, ktoré umoznuju
zahnut Cast ilustracie z jednej strany na ta druhd. S tam vy-
seky, ktoré umozriuju Citatelovi reagovat na vizudlny pribeh,
ktory prekracuje dvojrozmernost na stranach knihy. Su tam
zahyby na stranach, ktoré pouzivaju prvky na vytvorenie no-
vej architektury. Je mozné rozlozit pribeh, aby sme tak rea-
govali na svet Citatela, alebo ho vtiahli do architektonického
priestoru v knihe. Tato kniha ma vel'mi Specialnu kvalitu, kto-
ra Citatelovi dovoluje vyjst zo svojho vlastného sveta a priam
fyzicky vstupit do sveta vytvoreného v tomto pribehu.

Lietanie je kniha, ktoru treba drzat, aby sme precitili
cely jej potencial. Pre Citatela, a to hlavne malého, vytva-
ra tato kniha fyzicky svet. Bez toho, aby sme mohli otacat
a rozkladat strany tejto knihy, citit papier a zazit farby na ilu-
stracidch, by pribeh stratil to, ¢o Citanie robi magickym za-
Zitkom.

/at l/ya/m ceney

Obr. 9. Kveta Pacovska, Lietanie, 1995

Posledna kniha je Sklend Gisele od Beatrice Alemagna.

Tuto knihu som chcela zobrat, dotknut sa jej a Citat. Aj ked'
bol text napisany vinom jazyku, pochopila som koncept pri-
behu, a to vdaka hmatatelnej kvalite papiera, ktory bol po-
uZity, a vdaka spdsobu ilustracie, ktord umoznila transpa-
rentnost obrazkov.

Sklend Gisele je pribeh o dievcati, ktoré je vyrobené zo
skla. Najprv ju za to, Ze je zo skla, obdivuju, ale po ¢ase, ked’
su vsetky jej myslienky a pocity viditelné, vyvoldva to v nej
strach. Gisele napokon odide z domu, aby nasla miesto, kde
jej uz jej viditelné emdcie nebudu spésobovat problémy.
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Obr. 10. Beatrice Alemagnaova,
Sklend Gisele, 2002

Obr. 11. Beatrice Alemagnaova, Sklend Gisele, 2002

Co ma na Sklenej Gisele zaujalo, nebol len nezvy&ajny
pribeh, ale Beatrice Alemagnaova vytvorila svoje ilustracie
vizualne tak, Ze skuto¢ne vnimame dievca zo skla.

V tejto knihe je mnoho stran, ktoré su nadherne nakres-
lené a Gisele na nich vidime priehladnu.

Este zaujimavejsSie strany vyrobené z nepriesvitného pa-
piera. Mnohé ilustracie su vytlacené na papieri, ktory je po-
dobny pauzovaciemu papieru. Toto umoZiuje Citatelovi vi-
diet obrazok za nepriesvitnou stranou a vizualne skombi-
nované dva obrazky fyzicky vytvaraju dojem, Ze vidime cez
ruku skleného dievcata alebo do jej hlavy. Vaésinou su vy-
tvorené vo viac ako len jednej vrstve a vytvaraju tak kom-
plexny obrdzok, ktory mézeme vidiet ako jednotlivé Casti
alebo ako zostaveny celok.

Cielom je fyzicky vytvorit to, o sa rozprava v pribehu. Obr. 12. Beatrice Alemagnaové,
Citatel vidi Gisele do hlavy a vidi, ako vznikaju jej emdcie. Sklend Gisele, 2002
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Obr. 13. Beatrice Alemagnaova, Sklend Gisele, 2002

V spojitosti s tym sa poufZila textura nepriesvitného pa-
piera. V porovnani s inymi stranami v knihe vytvara ten-
to papier na dotyk odlisny efekt, a preto vytvara dojem, Ze
sme schopny dotknut sa Giselinej priesvitnej pokozky.

Deti miluju veci, ktorych sa mozu dotykat, pretoze dotyky
im pomahaju udit sa a skimat svet, ktory objavuju.

Studie ukazali, ze ked' malé deti &itaju knihy, pri ktorych
¢itani sa dotykaju textu, je vacsia pravdepodobnost, Ze text
lepsie pochopia (Abu-Zhaya, Seidl a Cristia, 2017).

,Vacsinou si myslime, Ze zrak je zmyslovy systém, kto-
rym tvary a povrchy prehovaraju k nasej mysli. Ale (...) do-
kaz ukazuje, Ze dotyk dokaze sprostredkovat tu istd infor-
maciu.

(Skold, 2007 [3])

/at l/ya/m ceney

Zvuk zohrava tieZ svoju ulohu, aj ked'len malu. Strany s réz-
nou texturou a hmotnostou maju tiez svoj jedineény zvuk,
ked'ich otd¢ame. Su praskavejsie a svetlejsie a toto podpo-
ruje vplyv pribehu na zmysly Citatela.

To, €o vytvori hmatatelnd a auditivna kvalita papiera po-
uzitého v knihe, umocnuje to, ¢o sa hovori v pribehu. Je to
nieco, ¢o Citatelovi mdze dat len hmatatelnd kniha.

Existuje priestor pre dalSiu debaty a mohla by som uviest
viac prikladov, pretoze si skuto¢ne myslim, Ze na to, aby sa
¢lovek Uplne zZil s knihou, musi ju fyzicky drzat v ruke.

A vsetko to, o som povedala o tychto knihach, ktoré
som si vybrala, je subjektivne. MoZno vas by tieto knihy ne-
oslovili tak ako mna. Ale to je to, ¢o musim povedat. Celé
Citanie je subjektivne. Slova, ktoré citame v nejakej knihe,
su tie isté slova pre hocikoho, kto ich Cita, ale zazitok, ktory
z toho Citania mame, je pre kazdého iny. Ak ¢itame slova na
obrazovke, zmyslovy zazitok jednotlivca je prec. Pre mna to
je strata, ktord sa odrazi v tom, ako pribeh prezivame.

A tak, kym zistujem, Ze je doba, v ktorej je digitalna kni-
ha vyhodnejsia, prave in a dokonca aj lahSia v batoZine, pre
mfa neexistuje nahrada tej knihy, ktord mézem drzat v mo-
jich rukach.
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Cesko

Kult origindlni ilustrace ve svété digitalni techniky

V rokoch 1982 — 1988 studovala na Umeleckopriemyselnej vysokej
skole v Prahe. Venuje sa ilustrdcii knih pre deti a mlddezZ, prevazne
kniham s historickymi témami. Takmer 50 jej kniZnych titulov bolo vy-
danych v Cesku, na Slovensku, vo Francuzsku, Nemecku, Juznej K6-
rei, Amerike a Polsku. Pre Cesku postu navrhla 11 znédmok. llustro-
vala aj programy pre prazské Ndrodné divadlo. Pre firmu Rosenthal
z Nemecka navrhla dekordcie troch vianocnych porceldnovych kolek-
cii. Vystavovala v mnohych krajindch: Cesko, Holandsko, Japonsko,
Ddnsko, Cina, India, Franctzsko, USA. Viyucuje ilustrdciu faktu na Fa-
kulte dizajnu a umenia Ladislava Sutnara v Plzni. Ziskala viacero cien:
Cestnd listina IBBY, Biela vrana, ktort udeluje Medzindrodnd knizni-
ca mldadeze v Minichove, Grand Prix na Biendle v Zdhrebe. Bola homi-
novand na Pamdtnu cenu Astrid Lindgrenovej, mnohé medzindrodné
ceny, napriklad Zlatd stuha ¢i Najkrajsia kniha roka.

Timto tématem se citim byt v nékolika poslednich letech té-
mér pohlcena. MUj prispévek vsak nebude lamentaci a po-
kusem zastavit Cas, bude spiSe sérii Uvah.

Rada bych se zamyslela nejprve nad souslovim digitaIni
technika. Pfed osmi lety jsme na tomto misté resili stoupa-
jici pocet ilustraci vypracovanych ¢i dokonéenych v pocitaci.
Uz tehdy graficka digitdlni technologie dosahla jisté vyrazo-
vé vyspélosti, diky niz opustila prebarvené koncepty. Poci-
tacova technika zacala napomahat komplikovanému a deli-
katnimu vyrazu ilustraci.

Osm let, které od tehdejsiho sympozia ubéhly, jsou ve
véku informatiky pomérné dlouhd doba. Co nas pred dvace-
ti lety ohromovalo, to samé nas pred deseti lety uzZ jen udi-
vovalo a dnes je tataz zaleZitost vsedni skutecnosti.

Autofi se dnes diky rychlému technologickému vyvoji
nestépi do generaci podle véku, ale spiSe podle svych tech-
nologickych schopnosti. Mladi je zvladaji rychleji, spon-
tanné, intuitivné, zatimco starsi autofi nestihaji své techno-
logické neznalosti dohanét. Pocitam se samoziejmé k tém
starSim autordm ilustraci. Ale dostala jsem moZnost ucit ilu-
straci a diky tomu jsem v dennim kontaktu s mladymi, tech-
nologicky zdatnymi ilustratory.
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Nase prvni setkani pred tfemi lety bylo pfekvapenim pro
obé strany. Studenti reprezentuji vzorec dnesni spolec¢nos-
ti: na prvnim misté jejich zajmu stoji pocitacové hry. V dobé,
kdy jsem je poznala, Cetl knihy jen maloktery z nich. A po-
kud je cCetl, pak literaturu, kterou moje generace povazuje
za oddechovou: fantasy, horrory a sci-fi.

Néktefi z nich mé pak zaskocili svymi nazory na soucas-
nou ilustraci. Opakované mé presvédcovali, Ze soucasnd ilu-
strace je uz kompletné digitalni. Tvrdili, Ze rukou vytvare-
na ilustrace je mrtva. Technikou digitalni malby vytvéreli at-
mosférické krajiny fantasknich svétl plné neznamych by-
tosti, broukd, poustevnik( a vyvrzencd. Mezi jejich tehdejsi-
mi pracemi prevazovaly navrhy takzvanych charakter(, tedy
portréty postav z pocitaCovych her zobrazené ze tfi stran,
aby je mohl pocita¢ dobfe zpracovat a nasledné rozhybat.

Dnes v ateliéru s velkou casti studentt ilustrujeme kla-
sické literarni pfibéhy, vedle nich vytvarime malé autorské
knihy nebo rozsahlé cykly non-fiction ilustraci. Studenti pra-
cuji klasickymi technikami, ale ilustrace ve vétsiné pripadd
dokoncuji v pocitaci.

Cim nas virtualni svét nejsnadnéji o%ali, je snadny Uspéch
pred publikem. Digitalni svét je protkan sitémi a platfor-
mami, kde autofi vystavuji sva dila bez jakéhokoliv kurator-
ského nebo redakéniho vedeni. Odezva publika je naopak
okamzitd a mnohdy masova.

Platformy jako Instagram nabizeji zacinajicim wvytvar-
nikdm dosud nevidany prostor. AZ do nedavnych let mohl
mlady ¢lovék vystavovat své dilo jen v néjaké bezvyznam-
né galerii, kam s bidou dorazilo nékolik navstévnik(. Nyni
jen staci stdhnout aplikaci a zacit sdilet do galerie vétsi nez
svét. Snadno se najdou divaci, ktefi zvednou palec. Mlady
autor pak pocita hlasy a snazi se divaklim zalibit, aby jich

Fondta facikovd

mél co nejvic. Diky naprogramovani platforem se pak zacyk-
li v uzaviené bubliné jednostranného vkusu.

Jak snadné je omamit mladé autory, dokazuje napfiklad
akce Inktober. Nebudu uvadét jméno jejiho autora, proto-
Ze nechci zvySovat jeho slavu. Domnivam se, Ze je falesna.
Po cely fijen kresli vytvarnici celého svéta rychlé skici, Crty,
pokusy o ilustrace, které pak vyvésuji na Instagramu. Pod-
statou akce je, Ze kazdy den ma vzniknout jedna nova kres-
ba na dané téma. NezkuSeny kreslif je po nékolika dnech
v koncich s inspiraci i s dechem. Vystavuje ale dal, a pokud
se strefil alespon trochu do vkusu svych sledovacu, pribyva-
ji mu body. Jaky je efekt takové akce? Dosti sporny. Virtuaini
sit je zahlcenda kresbami nevalné Grovné a divaci si kazi vkus
navzajem, protoZe nejvétsi ohlas se maji jen ty nejlibivéjsi
a neplvodni projevy — a ty pak zase zpétné svym pocetné
vysokym hodnocenim vytvareji dojem, Ze pravé tenhle
pfistup je kvalitni. Inktober je podle mého nazoru ukazkou
temné strany digitalniho vytvarného svéta.

Samoziejmé pozitivnim efektem virtualnich siti je snad-
na dostupnost a pristupnost — tedy pro mladého vytvarni-
ka nékolikandsobné vétsi Sance, aby uspél. Je vsak treba,
aby se naucil citlivé pracovat se svou znackou, tedy se sebe-
propagaci, aby nasel kultivovanou formu, jak na svou pra-
ci upozornit.

Pustme se nyni do Uvahy nad dal$im z kli¢ovych slov naseho
tématu: origindlni, originalita, original. Pokud vstupujeme
do virtualniho prostoru, abychom nasli inspiraci, je témér
jisté, Ze budeme Uspésni. Stranky, profily a platformy jsou
doslova preplnéné vizualnimi podnéty. Potiz ale tkvi v tom,
Ze stejné jako my, dokazal podobné snadno objevit tentyz
inspiracni zdroj i nékdo jiny. Lovem ve virtudlni siti tedy svou
originalitu nakonec sniZujeme.
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Naopak, jakmile své dilo na siti vyvésime, je snadno zci-
zitelné. | kdybychom pres svij obraz poloZili nékolik tuzek,
i kdybychom ho protkali vodoznakem, Sikovny napodobitel
nasi praci snadno vykrade. Tento efekt napodobovani a sni-
Zovani originality je vysledkem stale Sirsi dostupnosti digi-
talné zpracovanych a Sifenych zdroju.

A jak je to se samotnym origindlem ilustrace? Kde zacina
a konci jeho jedinecnost? Kdysi byval za origindl povazovdn
jediny exemplar kresby nebo malby, jehoz se pfimo doty-
kala autorova ruka. Toto dilo bylo jedinou predlohou pro
reprodukci a pro ndasledné publikovani ilustrované knihy.
Galerie se doneddvna zdrahaly vystavovat tisky, protoze je
nepovazovaly za ukazku plvodniho ilustratorova rukopisu.

Je pravdou, Ze jesté v nedavnych dobach tisk ilustraci
spiSe ublizoval. Mnoho obrazovych informaci se ztratilo pfi
snimani na nekvalitnich skenerech. V procesu tisku ilustra-
ci také mnohdy ublizil Spatny papir, nekvalitni barvy nebo
lajdacky soutisk barev. Presto vSak jsem se odjakziva do-
mnivala, Ze vystavit kvalitni tisk nenf pro ilustrdtora nic de-
gradujiciho. Vidyt prece ilustraci vytvofil pravé pro repro-
dukci!

V soucasnosti vsak velky podil na vysledku ilustratorovy
prace ma pravé zavérecné digitalni zpracovani. Uz se mu ne-
muZeme — a vlastné ani nesmime branit. UZ si nedokazeme
predstavit, Ze bychom nemohli svou pdvodni kresbu upra-
vit v pocitaci, doladit barevnost nebo vycistit drobné chyby.
Ja sama, byt pfimo v grafickych programech nepracuji, vim,
jak je vyuZzit. Se studenty spolecné ladime v pocitaci jejich
dilo a pokud sama ilustruji knihy, nechavam svoje ilustra-
ce upravit ve studiu. Letos poprvé jsem na Bratislavské bie-
nale ilustraci poslala tisky. PGvodni kresby byly totiz ¢erno-
bilé, ale vznikaly s jasnym zdmérem, Ze budou publikovany

Bondta fucikovd

v barvé, tudiz vystaveni plvodnich ¢ernych skrabanych kre-
seb by bylo zavadéjici.

Kdysi odsuzovand intenzivni barevnost digitdlni ilustrace
uz muze byt povaZovana za minulost. Pokrok v technolo-
gii ndm umoznuje napodobit v pocitaci velice vérné treba
akvarel i s jeho nehodami a skvrnami, nabizi rlizné textu-
ry ¢i skvrny, s nimiz pak ilustratofi obratné nakladaji. Jedi-
né, co snad mizZeme digitaIni ilustraci vytykat, je nedosta-
tek odporu materidlu. MlZeme vypozorovat viditelny rozdil
mezi digitalnim a skutecnym linorytem. | velice zrucny ilus-
trator podlehne svodim lehkého vedeni tahu kresby, a ilus-
trace pak puUsobi az pfilis dokonale. Skutec¢ny linoryt je ale
plny Zivé energie, je vysledkem stfetu ruky s matérii pod-
kladu. Véfme, Ze digitalni technologie se budou dale rozvi-
jet a nabidnou ilustratorim mnohé novinky, které prinesou
prospéch vytvarné strance knihy.

ZavérecCna Uvaha mého prispévku pak bude nalezet samot-
nému pojmu ,ilustrace”. Jakého posunu se dockal v posled-
nich letech! Pfinejmensim v Cesku. Uz nékolik let se u nas
porada festival ilustrace mile nazvany ,Lustr”. Pofada ho
mlada generace vytvarnikl — povsimnéte si prosim, Ze za-
mérné nefikdm mlada generace ilustrator(. Letosni vyzva
k Ucasti na festivalu je doprovdzena slovy: ,Posilejte svou
volnou tvorbu, nikoli komercni zakazky. Vitany jsou prosto-
rové instalace, animace, 3D objekty.”

Definice ilustrace ale zni takto: ,llustrace je vytvarny
doprovod pfibéhu, nejcastéji knihy nebo textu v ¢asopisu,
ktery ma osvétlit a vysvétlit text, ucinit jej Ctenari srozumi-
telnéjsim nebo text vytvarné ozivit.”

Zda se tedy, Ze mlada generace vytvarnikd zamysli od-
trhnout ilustraci od knih, a bohuZel — dafi se jim to. Festival
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Lustr nabizi prehlidku krasnych vytvarnych dél s velmi vyraz-
nym sdélenim. Ale tato dila nejsou ilustracemi. Jsou to vol-
né kresby ¢i grafiky.

Atak to jde silustraciinadale z kopce: galeristim a pora-
datelm festivalll uz nestaci plosné exponaty. llustrator se
musi zavdécovat publiku zhy¢kanému vizudlinimi explozemi
filmG a videoher. Navstévnik galerie se prece musi néjak po-
bavit! | ja jsem neddvno podlehla sou¢asnému tlaku a ne-
chala svou ilustraci pro svou retrospektivni vystavu prevést
do trojrozmérné podoby.

Stejné tak ilustratorova snaha pokorné poslouzZit textu
byva mnohdy spiSe hanéna, rozhodné neni vyzdvihovana.

=.= Fondta fucikord

Mnohy vytvarnik v touze po originalité popira poselstvi tex-
tu nebo popira zanr dané knihy. Cas od &asu je takova ces-
ta osvézujici, ale v posledni dobé se mi zd3, Ze originalita za
kazdou cenu je jaksi Zddouci a stava se trendem.

Digitalni vék se mozna stane soumrakem tisténé knihy, sta-
ne se moznd i hrobem ilustrace v jejim plvodnim slova
smyslu. Je docela mozné, Ze za par let se do¢kdme chvile,
kdy bude na ndmésti vztyCena ilustrace na pamatku néja-
ké udalosti. Nebo bude do vesmiru vypusténa ilustrace, aby
zéfila na obéiné draze Zemé. A vlastné — proc¢ ne?
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Kult origindlu ilustracie vo svete digitalnej techniky

Pracuje ako redaktorka a ucitelka. V rokoch 1996 az 2000 bola clen-
kou vykonného vyboru IBBY a pésobila aj ako prezidentka jeho Spa-
nielskej sekcie (2009 — 2011). Predsedala 32. kongresu IBBY, ktory sa
konal v roku 2010 v Santiagu de Compostela. V rokoch 2008 a 2010
bola clenkou poroty, ktord odovzddvala Cenu Hansa Christiana
Andersena a v roku 2014 bola clenkou poroty na Biendle ilustrdcii
Bratislava (BIB). Pésobi aj ako konzultantka pre spolocnost Cinska
detska tlac a publikovanie (CCPPG). Ziskala cenu Chen Bochui za kul-
turny prinos na Veltrhu detskych knih v Sanghaji (2016), ako aj cest-
né clenstvo v IBBY (2018).

Dobry den!

Rada by som sa za toto milé pozvanie podakovala general-
nej komisarke BIB a predsednicke Medzinarodného komité-
tu BIB Zuzane JaroSovej, veducej Sekretariatu BIB a koordi-
natorke Medzindrodného sympdzia BIB Viere Anoskinovej,
riaditelovi BIBIANY Petrovi Tvrdonovi a vSetkym z timu BIB.

Je mi velkou ctou, Ze tu m6zem byt a podelit sa s vami
o moje myslienky k tejto tak zaujimavej a kontroverznej
téme, ktoru organizatori navrhli.

Najprv by som rada hovorila o tom, ¢o umelecké die-
lo vo vieobecnosti znamena pre mfia. A konkrétne original
ilustracie.

Samozrejme, Ze mam rada nadherné originaly, ktoré su
zardmované a zavesené na stene. Naozaj ocenujem umelec-
ké kusky. Umelecké dielo, original, ktory ma vystavnu hod-
notu. Umelecké dielo ako jedinecny kusok.

Walter Benjamin napisal v roku 1936 svoju najvplyvnejsiu
esej Umelecké dielo v dobe mechanickej reprodukcie, v ktorej
definoval auru umeleckého diela jeho jedine¢nostou, skuse-
nostou s nie¢im neopakovatelnym a poukazal na to, ze aura
diela je hodnotena jeho mechanickou reprodukciou.
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Benjamin hovori, Ze technickd reprodukcia nici origina-
litu diela, kedZe nie je mozné porovnavat hodnotu objek-
tu v zmysle jeho skuto¢nej hodnoty, ale len jeho vystavenu
hodnotu. Takze dielo sa stava objektom, ktorého hodnota
sa neda urcit a straca originalitu tym, Ze existuje niekolko
jeho reprodukcii. TakZe pre Benjamina umenie uz nie je je-
dinecné, pretoZe skoro vsetko moze byt reprodukované.

Dnes, ked' rozvoj reprodukénych technik nadobudol ne-
vidané limity, Benjaminove myslienky z roku 1936 su sku-
toéne prekvapujuce. Jeho Uspesna diagndza je neskutocna.

Benjamin by sa dnes divil, keby videl, ako sa jeho Gvahy
nielen potvrdili, ale zasli dokonca tak daleko, Ze sa z nich vy-
staval obrovsky priemysel.

Benjaminove myslienky mali velky vplyv. V neskorSom
20. storoci sa z Bergerovych MoZnosti, ako sa veci daju vi-
diet dozvedame jeho zamer, ako pochopit umenie a na za-
Ciatku svojich postrehov sa stretdvame s pracou Umelecké
dielo v dobe mechanickej reprodukcie.

Ak hovorime o fotografii, Berger sa pyta: ¢o stracaju ob-
razky, ked' ich fotoapardt zachyti? Stracaju na autenticite?
Tvrdi, Ze moderné prostriedky umeleckej tvorby a umelec-
kej reprodukcie nicia autentickd, kulturnu a politickd vymo-
zenost umenia. Tvrdi: ,Prvykrat sa umelecké obrazky stava-
ju prchavé, vsadepritomné, nepravdivé, dostupné, bez hod-
noty, zadarmo®“, a to preto, Ze im chyba aura.

Zda sa, Ze je nesporné, Zze umelecké dielo sa v dobe
technickej schopnosti reprodukcie zmenilo. Nastala revolu-
cia. Digitalna revollcia nahradila charakter ilustracie.

Blizkost képie meni dielo. Dava jeho autenticite stopku.
UZ nie je jedinecné.

Tu sa pre mna vynara mnozstvo otazok: musi to byt nut-
ne negativne? Alebo naopak, je tak umelecké dielo zbavené
svojho sakrdlneho charakteru?

Maria Jesis ?//

Co sa stane? Oslovi takéto umenie viac [udi? Nie je lep-
Sie oslovit viac [udi? Do akej miery banalizuje digitalna tech-
nika umenie? PovaZuje to elita moZno za stratu?

Tu sa pokusime najst odpovede na tieto otazky, ale ve-
rim, Ze zamysliet sa nad tym do hibky stoji za to.

Samozrejme, Ze povazujem toto vsetko za velmi inSpira-
tivne, ale kedZe som cely méj profesionalny Zivot pracova-
la s obrazkovymi knihami, méZem dodat, Ze nepochybne je
to vydavatelsky priemysel, ktory urcuje charakter ilustracii.

Ta skuto€na otdzka je:

Aky ciel ma ilustracia? Co je jej hlavnou Glohou? Nejde
hlavne o to, aby sa objavila v knihe?

Myslim, Ze koncept ilustracie ako jedinecnej prace po-
chadza z vystay, kde sa ilustracia povaZuje za umelecké die-
lo. Mohli by sme dokonca povedat, Ze ide o uznanie, ktoré
ilustrator legitimne hlada.

Toto je vsak pri ilustracii druhoradé. llustratori su sku-
tocni remeselnici, ktori tvoria obrazky. To im, samozrejme,
na ich vyzname ako umelcov neubera.

Je pravda, Ze ilustracia vznikla preto, aby sa objavila
v knihach, takze ked'ilustrator doda pracu vydavatelovi ale-
bo umeleckému riaditelovi, ktory mu ju zadal, process od
tohto momentu pokracuje v rukach vydavatela, ktory posu-
va knihu na pulty do knihkupectiev.

A tak Cast procesu prebieha v tomto stadiu nezavislo od
ilustratora. Nasleduju dalSie kroky vydavatela ako predliso-
vanie, tlac, vyber papiera, pisma a tak dalej, az kym nie je
obrazkova kniha hotova.

Nemobzeme ignorovat, Ze pouzitie novych technoldgii sa
meni aj vo vydavatelskom priemysle. Radsej povedzme, Ze
technoldgia sa prelina s vydavatelskym biznisom.

Jedna vec, ktora sa Casto stdva, odkedy tu mame nové
technoldgie, je to, Ze ilustrdtor urobi pracu za vydavatela
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az do bodu, ked mézeme povedat, Ze predtla¢ takmer vy-
mizla.

Ak sa opytate na mdj nazor na digitdlne nastroje pre ilus-
tratorov, poviem vam, Ze podla mdjho nazoru su pre nich
velmi uzitocné.

Znepokojuje ma len jedno mozné nebezpecenstvo: kaz-
dy ilustrdtor mda k dispozicii tie isté technoldgie a jedina
moznost, ako byt iny a origindlny, je najst si svoj vlastny Styl
a pokusit sa byt verny svojim napadom.

Inak sa mbzZe praca ilustratorov stat neprirodzena, moze
stratit vyraz, sviezost a spontannost a ¢o je eSte horsie, moze
byt prostrednictvom technoldgie ovplyviiovana inymi.

Uz sa to stalo, ale teraz je to ovela jednoduchsie, kedZe
vsetko sa da najst na internete.

So vSetkymi tymi moznostami, ktoré maju ilustratori po-
ruke, musia bojovat o to, aby boli sami k sebe Uprimni. Aby
vedeli, ¢o a ako chcu vyjadrit svojim srdcom. Musia si ddvat
pozor na to, aby ich ndpady neboli nahradené trendami ale-
bo technikami.

Myslim si, Ze sucastou boja ilustratora o zachovanie
vlastnej identity je vediet, ¢o chce robit a drzat si pocitac
v takej vzdialenosti, aby ho nenahradil.

Pre mna ako vydavatela nie je pouZivanie digitdlnych
nastrojov ani dobré, ani zlé. Jednoducho pozorujem a ko-
mentujem tak, aby som upozornila na zmeny, ktoré sa udia-
li, odkedy pouZivame digitdlne nastroje.

Som redaktorka a sprostredkovanie myslienok nevyhnutne
patri k mojej profesii.

S tymto na mysli sa pokusim obohatit nase stretnutie tak, ze
prindsam skusenosti a komentare niektorych vynikajucich
ilustratorov z celého sveta, ktori pouZivaju nové prostried-
ky velmi rozlicnym spésobom, alebo ich nepouzivaju vobec.

Maria Jesis f//

Velmi pekne im dakujem za to, Ze sa so mnou podeli-
li o svoje myslienky a vztahy s digitalnym svetom a teraz sa
o ne podelia aj s vami.

Anastasia Arkhipova z Ruska hovori:
Hlavna vec je vizudlny obrdzok, ktory md umelec v mysli
a v srdci.

To, ¢o strdcame, je origindlny kusok umenia, vytvarné-
ho umenia.

Ak vam to nevadi — je to super.

Piet Grobler z Juznej Afriky odpovedal na moju otazku: Zme-
nili digitdlne ndstroje esteticku stranku obrazkovej knihy?
Ja si myslim, Ze rozhodne dno. Vidime, Ze mnoho knih je di-
gitdinych a pri tych dobrych je digitdlny ndstroj nevyhnutny.
Co podla mria trochu iritujtce je, ked' sa digitdlnym spéso-
bom napodobriuju existujuce analégové techniky (ako sie-
totlac, blokovd tlac, akvarel a linoryt).

Alfonso Ruano zo Spanielska hovort:

Digitdlne ndstroje nezlepsuju podstatu ilustrovania. llustrd-
cie vznikli z kresby a programy na malovanie nie su lepsie.
Ich kvalita vZdy zavisi od hlavy a ruky ilustrdtora. To, Ze ne-
existuje nezamenitelny origindl v digitdlnych médidch, ale
nie je déleZité. Nepredstavuje to Ziadny problém, ak neho-
vorime o zberateloch jedinecnych kuskov.

Yu Rongz Ciny hovori:
TieZ mdm rdd prvu instinktivnu akciu pri kresbe linii a stri-
hani papiera. Vyjadrit svoje myslienky tvorbou na papier je
osobnejSie neZ pouZit ndstroje na pocitaci.

PouZivam nové technoldgie, ale viem, Ze v mojej prdci je
originalita, ktoru pocitac neméZe nahradit.
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Sonja Danowski z Nemecka:

Milujem prdcu na papieri s ceruzkou, atramentom a akva-
relovymi farbami, ale dokonca aj mne ako umelcovi pracu-
jucemu s tradicnymi médiami zjednodusuju digitdlne tech-
noldgie pracovny proces. Digitdlne ndstroje otvdraju nové
mozZnosti a mézu ulahcit kreativne procesy, ale myslim si, Ze
by sme nemali preceriovat ich vplyv.

Chris Haugthon z irska:
Myslim si, Ze pouZitie ndstroja, ktory dokdZe nekonecne
upravovat, ¢asto zvddza upravit tak, Ze to pésobi neskutoc-
ne Cisto a dokonale. To je nieco, comu sa ja snaZim vyhnut,
Mdm rdd tu necistotu, ktord vznikd pri origindlnom kusku
a niektoré jej casti chcem zachovat aj na kone¢nom obrdzku.
Je tam urcitd nedokonalost a teplo, ktoré vychddza z ru¢ne
malovaného obrdzku a som nadseny, ked'to méZzem zachovat.

Page Tsou z Taiwanu:
Aj ked’sa ndstroje menia, tak estetika, koncept a dobré pri-
behy stdle predstavuju tie najdélezitejsie zakladné hodnoty.
Kvalita mojej prdce a odkaz, ktory sa snaZim sprostred-
kovat, predstavuju to, o ludi skutocne zaujima. Naviac, ked’
pracujem s digitdlnou Upravou, snaZim sa vybalancovat in-
diferenciu digitdlnej technoldgie pridanim niekolkych tech-
nik rucnej tlace ako napr. textury. Ludia ignoruju fakt, Ze
existuju digitdlne procesy.

Maria Jesis ﬁ/

Javier Zabala zo Spanielska hovori:

Je to velmi silny ndstroj a ak sa nepouZiva spravne méZe sa
to skoncit umelou osobnostou umelca, ktory ho pouZiva. To
je dévod, preco existuje mnoho podobnych prdc, ktoré vy-
tvorili umelci z réznych kultur a pre miia to predstavuje zre-
telnd anomdliu v tom, ¢o sa od umelca o¢akdva. Navyse aj
pristup k informdcidm o tom, ¢o sa na svete vytvori v redl-
nom case, robi tento problém viditelnym. Je to zodpoved-
nost profesiondlov, aby to pochopili a vyhli sa mu.

Mria osobne trdpi nekonecné vylepsovanie obrdzkov Ci
kompozicii vdaka + Z funkcii. Vytvdraju sa dokonalé obradzky,
ale niekedy aZ také dokonalé, Ze im chyba dusa. Je to hlada-
nie jednej techniky za druhou. A mne hlavne chyba ten ad-
renalin pocas prdce.

To by boli ndzory niektorych prominentnych ilustratorov.

Vidime, Ze vsetci suhlasia s tym, Ze ked raz mate silnu
myslienku, je doleZité vyjadrit ju vo vasej praci doveryhodne.

NezaleZi na tom, aky ndstroj pouzijete. Dobra spréva je,
Ze s digitalnymi nastrojmi ¢i bez nich pokracujeme v tvorbe
dobrych ilustracii a nddherne ilustrovanych knih.

Koho zaujima, ako sa umelec dopracoval k svojmu die-
lu! Koneény obrazok je to, na com zélezi, a to bez ohladu na
to, ako ste sa k nemu dopracovali, aj ked'stratime originalne
umelecké dielo niekde na digitalnej ceste.

BIENALE ILUSTRACII BRATISLAVA
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Zo strany do galérie
Vystava originalov ilustracii v muzeu

Pracuje ako kurdtorka ilustrovanych knih pre deti a veduca knizni-
ce ilustrdcii v Kridle Ruth Youth, ktoré patri k izraelskému muzeu
v Jeruzaleme. Je kurdtorka, vyskumnicka a pedagogicka. Venuje sa
historii ilustrdcie, ako aj historii detskych ilustrovanych knih. U¢i na
Umeleckej akadémii Bezalel, ako aj na Shenkarovej vysokej Skole
umenia a dizajnu. Je predsednickou poroty izraelského muzea, kto-
ra udeluje Cenu Bena Yitzhaka za ilustrdciu detskej knihy. Pracovala
ako kurdtorka mnohych vystav ilustrdcii, ako aj dvoch hlavnych vy-
stav v Kridle: VSetko najlepsSie (2015) a Macky & psy (2017) a bola aj
kurdtorkou izraelského pavilénu v Bologni (2014). Ukoncila Studium
detskej literatury na Simmonsovej univerzite a historiu umenia na
Hebrejskej univerzite v Jeruzaleme. Zije v Ramat Gane aj so svojim
manZelom, dvoma dcérami a jednym milym, ale blaznivym psom.

V dobe digitalnej kultury a digitalnej ilustracie je vyzvou
a privilégiom, Ze mdzeme vybrat nakresleny obrazok zo stra-
ny ¢i obrazovky a priniest ho do galérie v muzeu. Tato krat-
ka prezentdcia predstavuje premeny ilustracii, ktoré sa daju
vidiet na vystavach. llustracia predstavena ako forma ume-
nia je fascinujlica a putava, je to radikalna forma sicasného
umenia, ktora spaja slova a obrazky. Méze byt jednoducha,
ale moze byt aj sofistikovana, je pristupna vsetkym vekovym
kategoridm a obecenstvu, ale dokéze aj vyprovokovat nasu
predstavivost, zvedavost a je zdrojom nekoneénej kreativity.

KniZnica ilustracii v Izraelskom muzeu je jedine¢nd ko-
lekcia viac ako 15 000 knih vo viac ako 20 jazykoch usporia-
danych podla mena ilustratora. Bola zaloZena pred viac ako
45 rokmi a je to kolekcia so Sirokym zaberom a ¢innostami
kniZnice zameranymi na zvySenie povedomia o ilustracii. Za-
bezpecluje to mnoho aktivit: hodiny pribehov v hlavnej kniz-
nici, prednasky a workshopov pre vychovavatelov a studen-
tov, ako aj r6zne akcie zamerané na komunity. Vacsina tych-
to ¢innosti sa spdja do Sirsieho spektra vytvoreného odde-
leniami Kridla.

Dve ddlezité funkcie, ktoré robia kniznicu ilustracii vyni-
mocnou, su jej Cena za ilustraciu a vystavy.
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Vystavy ilustracii v kniZnici pravidelne prezentuju sucas-
né izraelské ilustracie, ale vystavuju aj vysledky spoluprace
s renomovanymi zahrani¢nymi umelcami.

Tato kuratorska prehliadka premeny ilustracie na insta-
laciu je zamerana na niekolko samostatnych prikladov, ale
poukazuje na potencial a dolezitost vystavy originalov ilu-
stracii v muzeu.

1) Struwwlpeter — Ako sa NEspravat, 2011

Viac ako 40 réznych vydani klasického pribehu Struwwl-
peter, niektoré z kolekcie a niektoré poZi¢ané z Muzea
Struwwlpeter vo Frankfurte. Tato prezentacia skombi-
novala krdsne knihy s hravym vybavenim, navrhnuté pre
hru s rukami, ktoré do pribehov vnasaju Zivot. Bola vy-
stavena ako jedna kapitola v ramci vystavy v Kridle s na-
zvom Zivot: Manual pre pouzivatela.

2) Oslava: Herve’ Tullet, 2015

Priestorovo $pecifickd sélovystava zndmeho francuzske-
ho ilustratora v Kniznici ilustracii. Vystava bola kombi-
naciou origindlnych kresieb a desiatok umelcovych knih
s ¢maranicami na stenach a prepajala ich. Dal$im uni-
katnym aspektom bol workshop arabskych a izraelskych
deti, ktory umelec v kniZnici viedol. V tomto workshope
kreslil Tullet so Stvrtdkmi a piatakmi na steny kniznice.
Toto vynaloZené farebné Usilie bolo v skutoc¢nosti osla-
vou 50. vyroc¢ia muzea a spolu s Kridlom Youth otvorilo
vystavu Vsetko najlepsie (Happy Birthday).

3) Maira Kalmanovd, Milovany pes, 2017
Znama americka ilustratorka (viac ako 30 knih, pravi-
delné prispevky do The New Yorker) vytvorila nastenku

Orna Granot

pred vchodom do knizZnice, ktora bola inSpirovana foto-
grafiami z kolekcii v mizeu. Nastenka, plagdt a mnoho
hravych objektov vytvorenych pre tuto instalaciu bolo
kreslenych rukou a venovanych psom. Text a ilustracie
boli priamo inSpirované jej knihou Milovany pes (2015),
rovnako ako aj portfélio fotografii Sukin syn od Elliotta
Erwitta, ktoré boli vystavené pri ndstenke. Tato prezen-
tacia predstavila myslienku ilustracie ako poetickej sna-
hy, kde kresby dokazu ilustrovat fotografiu, ked fotogra-
fie funguju v priestore ako text. Tato vystava bola sucas-
tou vystavy v Kridle s ndzvom Macky a psy (Cats & Dogs).

Ilustracia — To je cely pribeh — Vystavy Ceny ilustracie,
1978 - 2018

Izraelské muzeum odovzddva svoju vlastnu Cenu ilustra-
cie uZ viac ako 40 rokov. Cenu Bena Yitzhaka za ilustra-
ciu detskej knihy odovzdava raz za dva roky. Tato vyni-
mocnd cinnost v sebe zahfna slavnostni ceremoniu
odovzdania ceny (hlavnu prezentéciu vitaza Zlatej me-
daily), otvorenie vystavy (vystavenie prac, ktoré ziska-
li Zlaty medailu a 4 Cestné ocenenia) a vydanie minika-
talégu (s hodnotenim porotcov a dévodom ich rozhod-
nutia). Vzhlad vystavy sa meni a zakazdym sa snaZime
ist dopredu, priniest nielen origindlne umelecké dielo,
ale ukazat verejnosti aj tvar umelca a predstavit obecen-
stvu umelecky proces, ktory viedol ku kone¢nému vy-
sledku. Otvorenie a vSeobecny vzdeldvaci program ty-
kajuci sa ceny (workshop a rozhovory v galérii) maju za
ciel' vychovat, spojit a splnomocnit (ano, splnomocnit!)
ilustratorskd komunitu (umelcov, autorov, vydavateloy,
knihovnikov a vSetkych ostatnych profesionalov, ktorych
sa to tyka).



- Luciana Grether

T

Brazibra

Kult origindlu ilustracie vo svete digitalnej techniky

Brazilska ilustrdtorka a ucitelka v oblasti umenia a dizajnu. llustro-
vala knihy pre rézne vydavatelstva a niektoré z nich vybrala vidda
do citatelskych programov. Boli aj sucastou Veltrhu detskych knih
v Bologni, Biendle Ilustrdcii Bratislava, Zlatého pera v Srbsku a Me-
dzindrodného literdrneho festivalu Paraty. llustrovala tvodnt znel-
ku seridlu Joia Rara pre televiziu Rede Globo, ako aj knihu k tej istej
televiznej show A vida de Buda. Spolupracovala na ilustrdciach do
novin Jornal do Brasil. Predndsala na Casa do Brasil v Mnichove, na
UAL (Autonémna univerzita v Lisabone), viedla ilustracné worksho-
py pocas literdrnych tyZdriov na Skoldch a v knizniciach. Neddvno
predstavila svoje prdce v rddiu a v televiznych programoch.

Za¢nem rozprdvanim pribehu o tom, ako som Zila so svojou
dcérou, ked mala Sest rokov. Predtym, ako isla spat, sme si
vzdy cCitali dve ¢i tri knihy. Raz, ked sme si vybrali dve kni-
hy, jedna z nich bola ilustrovana pouzitim techniky akva-
relu a druha bola spracovana digitalne. Toto je uz hotova
ilustracia, Ze mami? Moja dcéra zareagovala sofistikovane
a bola schopna rozoznat, Ze ilustracie vytvorené pomocou
akvarelu stimuluju nasu predstavivost a my si vytvarame
nové pribehy, kym digitdlna ilustracia ndm rozpréava pribeh
prostrednictvom ,hotového obrazku”.

Potesilo ma zistenie tohto dietata — Citatela a pochopi-
la som, Ze Citanie je spdsob ako sa stotoznit so svetom a aj
zodpovedny tréning ako v flom fungovat. Citanie réznych
pribehov podporuje skuto¢nu slobodu vo vztahu k spo-
lo¢nosti. Dokonca to, Ze reagujeme na skutocny svet, nam
otvara novy svet medzi nami.

Nemohla by som tu pisat o originaloch ilustracie vo sve-
te digitalnej techniky bez toho, aby som nespomenula tlto
konkrétnu situdaciu.

Tato skdsenost s mojou dcérou vo mne vzbudila zdujem
o vsetky formy Citania a trva aZz dodnes... Ako nds obrazok
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vydavatelstvo Lago de Histdrias

N

dokaze vniest do sveta predstav? Myslim si, ze kultdrne po-
zadie kazdého ¢itatela dopifia scénu, dopiiia ilustraciu a je
vo velkej miere zodpovedné za esteticky dojem, ktory z nej
kazdy ma.

Co sa deje, ked' niekto ¢&ita z obrazka, ktory nepozna-
me... vSetko zavisi od kultirneho pozadia a osobného zauj-
mu, ale vzdy hlfaddme to, ¢o ndm ddva vyznam. Na zaciatku
vsetkych moznosti je urcity odkaz... to je ten vyznam!

Aj napriek tomu, Ze velmi obdivujem origindlne ilustracie
a obrazky vytvorené tradicnymi technikami, ako su malba,
kresba a koldz, mojim cielom nie je porovnavat vysledky
rucne vyrobeného obréazku vo vztahu k tomu digitalne spra-

27. BIENALE ILUSTRACII BRATISLAVA

covanému. Nemam v Umysle najst v jeho kone¢nom vysled- llustracia od Luciany Gretherovej z knihy Agua comovida, vydavatelstvo
ku vacsiu hodnotu. Mar de idéias
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Od zaciatku vekov, ked' sa ¢lovek objavil na Zemi, veno-
val sa kresbe a dizajnu a jeho zobrazovania vidy koreSpon-
dovali s urcitym kontextom a vykonom. Napriklad drevo-
ryt bola technika, ktora sa znac¢ne vyuzivala pri ilustrovani
detskych knih a existovali urcité normy v procese kreslenia
a napokon aj tlace. V stcasnosti mame formy zobrazovania,
ktoré maju remeselnicky charakter, ako su kresba a malba,
a tie, ktoré v sebe kombinuju remeselnicku a digitédlnu vyro-
bu obrazku, ako su vyrezdvanie a fotografia.

V 60. rokoch nastala v grafickych procesoch neskutoc-
ne rychla evollcia a ilustradtorom priniesla mnoZstvo ota-
zok. Stali pred novym pracovnym ndstrojom a otazkou, Ci
by digitalny nastroj mohol ovplyvnit umelecku tvorbu. Pod-
la mnfa, samozrejme, ano!

To, ¢o dnes vidime, je Siroky repertoar, ktory dava ilus-
tratorom slobodu v ich umeni.

Ja sa stale spolieham na materidlnu stranku a neverim,
Ze sa prostriedky zobrazovania daju nahradit. Hodnota roz-
pravky a odkaz budu pretrvavat tak dlho, kym generacie
budu Eerpat zo Zivotnych skisenosti a zachovaju si kontakt
medzi sebou a nadalej budu re$pektovat to, ¢o sa uz vytvo-
rilo a aky je kurz.

Ako ilustratorka som sa poc¢as méjho 21-rocného vyskumu
a prace stretla s digitalnymi ilustraciami, ktoré v sebe ob-
sahovali vietko vratane vizualnych jazykovych zloZiek ako
bodka, riadok, farba, textura, plocha a tak dalej. Takto do-
siahli komplexnu Uroven a boli naozaj krasne. Stretla som sa
tieZ s ilustraciami vytvorenymi tradi¢nymi technikami vyply-
vajucimi z jazykovych zdrojov, ktoré aj napriek pouzitiu cen-
nych moznosti kompozicie s vrstvami farieb a transparent-
nosti nevytvorili poetické Citanie.

Lucrana 4/‘@2%@/4

Mojim zdmerom je teda zaoberat sa Uc¢inkom ilustracie
vo vztahu k prejavu a zobrazeniu. Ako vzdy vravel méj uci-
tel Urian Agria de Souza: , Kresba je jedna z prvych prejavov
¢loveka na zemi.” A tak povaZzujeme prejav za velkého ucite-
la. Ked'to tak je, ddvam si pozor na materialy, nastroje a Cas
prejavu v kompozicii ilustracii.

Pri tvorbe digitalnych ilustracii je moznost naprogramovat
rézne efekty, tvorit prostrednictvom digitdlnych nastrojov,
vybrat si rozne prvky programu na kreslenie na tablete. M6-
Zeme si vybrat a naplanovat vykon, ale prejav zostava ten
isty pri vSetkych vykonoch.

Pri analyzovani materidlnej stranky ilustrator Rui de
Oliveira hovori, Ze vybraty materidl ovplyviiuje umelecky
kusok a odraza sa na jeho obsahu. Podla autora by bez mas-
tenca (Specificky kamen z oblasti Minas Gerais) nebol Ale-
ijadinho, bez objavenia litografie by nebol Lautrec malia-
rom, grécke socharstvo by nebolo to, ako ho pozndme, keby
Grécko nebola krajina kamennej pddy, architektira Chicaga
by bez Zeleza nebola takd ako dnes. Michelangelo netvo-
ril vzdy rovnako — jeho sochy sa liSili podla toho, s akym ty-
pom mramoru pracoval. TakZze na zaver zistime, Ze material
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ovplyviiuje umelecku tvorbu. Pre ilustraciu plati to isté pra-
vidlo.

To, aké materialy sa rozhodneme pouzit a pripravit, moze
viest k vynajdeniu novych nastrojov, priprave farieb a pod-
pornych prostriedkov. Pomécky nas pri tvorbe originalneho
obrazku navddzaju k roznym prejavom.

Pri digitdlnom ilustrovani si tieZ vyberdme a programu-
jeme rozne textury, ale fyzicky vyber je velmi rozhoduju-
ci a ak sa pozrieme na materidlnu stranku, vytvorime takto
prejav vacsej ¢i mensej intenzity, ktorého vysledkom su uni-
katne obrazky.

Cas pripravy na umelecky rozvoj ma tie nuti zamysliet sa

nad kultom origindlu ilustracie. Pocas procesu tvorby exis-
tuje hlboké spojenie s remeselnickou metddou kresby
a malby. Toto spojenie v nds potvrdzuje, Ze sme jedinci, kto-
ri sa uia pocas toho, ako zZivot bezi, ze sme schopni Zit s ve-
cami takymi, ako su a osobnymi transformdciami.

Luciana f/‘efée/c

Verim, Ze ilustrdcia je literdrnym Zanrom, je to prepis textu,
ktory tieZ rozprdva pribeh a deti ho vnimaju svojimi zveda-
vymi ofami.

To je dovod, preco sa chcem podelit a to, ¢o povedal
Rui de Oliveira: ,,... mozZete intrigovat s objektom na kres-
be tak, Ze nakreslite tien, ktory vrhal“ ... A hovori, Ze ak je
na ilustracii les, dieta, ktoré Cita, bude urcite chciet vojst za
jeho stromy, pretoZe detské oc¢i maju nohy, detské oci maju
kridla. llustracia rozprava v dvoch dimenziach, v realite a vo
fantazii.

Narodila som sa v meste vodopddov, mora a hér. Takto sa
moj vztah k prirode stal zdkladom mojej existencie a nara-
banie s materidlmi je pre mna prostriedok a jeho prostred-
nictvom si uvedomujem sama seba, obnovujem sa a obo-
hacujem. Pocas mojej ilustratorskej prace som takto nasla
kreativne chodnicky. Verim, Ze textura zobrazend prostred-
nictvom postav ddva obrazku ludskd podobu, vytvara ¢as
pre kazdy zobrazeny element. Kamen na obrazku moze byt
mramor Ci rieCny kamen, ale ak je ten kamen pokryty ma-
chom, je na nom odtlacok casu.
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Ilustracie Luciany Gretherovej z knihy Com vagareza e com espanto,
vydavatelstvo Escrita Fina

Pocas toho, ako som sa umelecky rozvijala a rozmyslala
nad tym, Ze vrstvy spomienok sa daju krasne vidiet na origi-
naloch ilustracii, myslim, Ze by tiez mohli dosiahnut uznanie
aj pri digitalnych ilustraciach. To bude zavisiet len od schop-
nosti autora obrazku.

Existuju grafické zobrazenia, ktoré skutocne splyvaju
a dokonca sa navzajom doplfiaju.

Nedavno som si precitala prihovor brazilskeho ilustrato-
ra Nelsona Cruza, ktory povedal, Ze vsetko, na ¢o v detstve
stupime, vSetky kamene, su navzdy, nikdy neopustia nasu
pamat. Nikdy neopustia to miesto. Napriklad pri dome jeho
starej mamy bol chodnik z okrdhlych kameriov, na ktorom
[udia sotva udrzali rovnovahu, ale bol taky krasny, Ze na-

Ilustracie od Luciany Gretherovej z knihy Cordel das Cavalhadas,
vydavatelstvo ZIT

vzdy zostal v jeho pamati. Jeho stard mama neexistuje bez
toho chodnika. Brana, kamen, na ktorom sa vonku sedelo,
to vsetko vidi ako prvé.

Obrdazky nds posuvaju, znova aktivuju nase tuzby a su
faktorom vzajomnej komunikdcie medzi Citatelom a sve-
tom. Citatel je ten, kto doplfia vyznam ilustracie. Raz sa ma
niekto opytal, ¢o je mojim cielom, ked  pracujem ako ilustra-
torka knih, a ja som povedala, Ze chcem, aby sa deti citi-
li tak, akoby naozaj prechdadzali cez les, potapali sa v rieke,
plachtili na mori, tancovali dookola ¢i s gitarou spievali pies-
ne. A eSte som povedala, Ze by som si priala, aby deti boli
zvedavé na pribehy, ktoré im rozpravaju ti starsi. Citim, Ze
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mojou rucne vytvorenou tvorbou prispievam k tejto vza-
jomnej komunikacii.

llustracie od Luciany Gretherovej z knihy Marinela, vydavatelstvo ZIT

Raz som dokonca pocula, Ze knihy su ako ludia, maju usi,
tvar, ¢uch, velkost a farbu a to je nieco, ¢im mdzeme v inti-
mite priatelstva vytvorit nedotknutelné puto medzi obraz-
kom a slovom. V mojom poslednom postrehu by som chce-

la dodat, Ze néstroje a rézne programové funkcie pri tvor-
be digitdlneho obrazku su pévabné a v dnesnej dobe do-
konca pristupnejsie. Moje skusenosti pocas vsetkych tych
rokov mi ukazali, Ze pritomnost poetického sveta a prejavu
je schopna sa menit pocas tvorby pribehu prostrednictvom
obrazkov. Napriek vSetkym zmenam, ktoré priniesol ¢as, to,
na ¢om zalezi, je Uprimnost kazdého ilustratora, ktori mo-
Zeme najst v jeho spdsobe rozpovedania pribehu.




. Jimin Kim

i PR

Juind Kirea
Obrazkova kniha pre vSetky generacie

JIMIN KIM
(vitazka Zlatého jablka BIB 2017 za knihu Hyde and Seek)

Autorka obrazkovych knih a ilustratorka zo Soulu. Rada tvori pribe-
hy a premieria ich do formdtu obrdzkovej knihy. Momentdlne pra-
cuje na experimentdlnej forme obrdzkovej knihy a uvedeni kon-
ceptu umeleckej knihy do oblasti obrdzkovych knih. Vystudovala
ilustrdciu a komunikacny dizajn na Kingstonskej univerzite vo Vel-
kej Britanii. Za Schovaj a hladaj vyhrala na Biendle ilustrdcii v Bra-
tislave v roku 2017 cenu Zlaté jablko a v roku 2016 cenu Purpu-
rovy ostrov na Nami Island International Picture Book Illustration
Concours. So Schovaj a hladaj vyhrala aj v kategdrii Novy talent Obr. 1. Hyde and Seek, origindlna, lepena, ru¢ne viazana kniha
Cenu svetovej ilustrdcie na AOI v roku 2016.

Chcela by som sa s vami podelit o moju myslienku tykajicu
sa obrazkovych knih prostrednictvom mojich vlastnych knih
Hyde and Seek a Sedemhodinovy Nepokoj, ktoré su svojim
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Zanrom nielen pre deti, ale pre vSetky generacie Citatelow.
V Kérei je naozaj vela dospelych Citatelov, ktori maju radi
obrazkové knihy rovnako ako ti mladi a do urcitej miery ich
vyber ovplyviiuje vydavatelsky trh.

Myslim si, Ze v obrazkovych knihach nehra hlavnu rolu
ani grafika, ani text. Rozpravanie pribehu sa tieZz samo ose-
be stdva formatom. To znamena, Ze rozpravanie pribehu
moze byt implementované vo forme knihy, objektu, fyzické-
ho majetku, a to je lepsie ako len hovorit, ¢i sa $tyl obrazku
hodi k obsahu knihy. Tieto veci ma zaujimajud. Myslim si, ze
existuju formy, ktoré mézu vyniknut len v obrazkovych kni-
hach. Hyde and Seek je produkt, ktory bol s velkym Usilim
vytvoreny tak, aby implementoval tento napad.

Snazila som sa vytvorit 3D objekt, ktory zvacsi fyzické
vlastnosti knihy tak ako Hyde and Seek, ktora moze byt po-
stavenad, zloZzena ¢i natiahnuta. Je beziné, Ze je text s obraz-
kami v knihe vryty na 2D ploche. Chcela som urobit nieco,
¢o v sebe zahfna moju tému fyzického predmetu, ktorym
obrazkova kniha je, a myslim si, Ze to je pre obrazkovu kni-
hu najvacsia vyzva. ESte doddm, Ze Ubytok a zmeny na vy-
davatelskom trhu mali na mna velky vplyv. Pocas posled-
nych rokov som s obavami pocuvala o vydavatelskom trhu,
Ze ludia necitaju knihy, dokonca aj to, Ze Ziadne nekupuju.
Je dost ocCividné, Ze pohlad na kvantitativnu evollciu média,
akym je kniha, p6sobi momentalne skepticky. Verim, Ze kni-
hy v buducnosti pritiahnu Citatelov, ktori sa budu tesit z roz-
nych druhov knih viac, neZ to bolo v predchadzajucich ob-
dobiach.

Jednym z nich je retro trend, ktory popri obsahu kni-
hy zdoraznuje estetickli hodnotu materidlu. Kniha nebola
v minulosti populdrnym médiom, ale vzacnou vecou, a pre-
to bola zabalend do drahych materialov ako koZa ¢i hodvdéb,
aby sa dlho zachovala. Dnes to nie je tak ako v minulosti,

Innin Kine

ale skutoéne existuju Citatelia, ktori tuzia vlastnit nadhernu
knihu ako objekt. Hyde and Seek je kniha pre tento druh
sofistikovanych citatelov, ktora je dékladne premyslenda od
dizajnu aZ po proces vazby. Napokon ja sama dufam, Ze v bu-
ducnosti budem ¢astejsie komunikovat s ¢itatelmi prostred-
nictvom mojich knih, ktoré nadherne harmonizuju svojim
obsahom a Stylom. Predstavim tu teraz dve z mojich knih,
jednou z nich je Hyde and Seek a tou druhou je Sedemhodi-
novy nepokoj, ktora je mojou umeleckou knihou.

Obr. 2. Hyde and Seek

Hyde and Seek je obrazkova kniha na tému zmenené
ega; je o cudzincoch (zmenené egd) v nasej mysli. Podla
SvajCiarskeho psycholdga C. Junga neméze byt [udska osob-
nost definovand ako jeden obraz, ¢o znamenad, Ze ludska
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osobnost je stbor viacerych osobnosti, a téma Hyde and
Seek je inSpirovana touto myslienkou. Pokial ide o vizudlny
aspekt, je to leporelo, ktoré sa skladd zo 14 stran, a ilustra-
cie su vytvorené leptanim a akvantinou. Bol pouzity Speci-
alne hruby kontrast Ciernej a bielej farby, aby poukazal na
tiene v nasej mysli. Navyse si z vyrezanych Casti na kazdej
strane divaci mozu listovanim strany po strane sami vytvo-
rit ro6zne komporzicie, ¢o efektivne predstavuje tému rozde-
leného ega. Co sa tyka titulu Hyde & Seek, ide o kombina-
ciu mena Mr. Hyde z Dr. Jekyll & Mr. Hyde a slov z anglic¢tiny
hide & seek (schovaj a ndjdi), ¢o je detska hra.

Forma experimentu

(obrazkova kniha ako umelecky objekt)

S tymito dvoma knihami som mala v Kérei niekolko vystav
a moje knihy som vystavovala spolu s ilustraciami. Ako som
uz spomenula, format knih je rovnako dolezity ako ilustra-
cie v knihe.

Sedemhodinovy nepokoj. Cestovanie lietadlom sa v pravom
slova zmysle zacalo, ked v 30. rokoch spoloénost United
States Airlines prepravila pasaZierov na Boeingu 247. Pre
umelcov bol priestor v tychto lietadlach nesmierne zauji-
mavy, kedZe to bol velmi novy a moderny priestor, ktory fu-
dia v tom Case predtym nikdy nezaZili. Odvtedy sa odstarto-
vali cesty lietadlom na daleké miesta, ¢o bol pre niektorych
vzrusujuci moment a pre inych to bola bolestiva a desiva
skusenost. Obal tejto knihy ukazuje simultannu nudu ¢i fy-
zické utrpenie pasaZierov vratane psychologického strachu,
ku ktorému patri strach z lietania, strach z vysok, klaustrofo-
bia a agorafdbia; SirSie povedané, ukazuje moderny strach,
obavy a depresie. Pokial ide o formu knihy, je viazana v Sty-
le blizzard, ¢o umozZnuje pohlad na predné a zadné strany.

Inmin Kine

Obr. 3. Sedemhodinovy nepokoj, ru¢ne viazana kniha

Tento Styl zdéraziuje to, Ze vSetky pribehy pasaZierov by sa
mohli odohrévat stéasne a in$piraciou pre ich vznik je sdm
Zivot, rOzne pocity, sny a strach, ktoré v lietadle prechadza-
ju z jedného na druhého.

médium: atrament, kombinované média, digitalna tlac,
rucne viazana obrazkova kniha

velkost: 220 x 230 mm,

Limitovana edicia 100 kopii, 2017

THREE EYES PRESS
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Obr. 4. Vystava Obrazkova kniha ako umelecky objekt

Zaner obrazkovej knihy md urgitd bariéru a tou je stereotyp,
Ze ide o knizny Zaner pre deti. Toto predstavuje pre tento
Zaner jeho najvacsi Sarm a nevyhodu zaroven. Ma jednodu-
chu zépletku, pretoze jej musi rozumiet aj dieta. Aj napriek
jednoduchym zapletkdm je obsah niektorych prac venovany
délezitym témam a filozofiam, ktorym by sa mohol venovat
roman a urcity druh Stiplavého humoru, vtipu a nevinnych
pocitov vyvolava v dospelych smiech a plac. Toto je najvac-
Si pbvab obrazkovych knih. Na druhej strane je pravda aj to,
Ze v porovnani s inymi Zanrami je vyber témy, materidlu ¢i
experimentalnych metéd obmedzeny a konzervativny, pre-
toZe ho citaju deti.

Hyde and Seek je pre malé deti trosku zloZitd, aby ju po-
chopili. Témou tejto knihy je pozadie Jungovej tedrie o ar-
chetype tiena. V skutoCnosti sa mladsie deti, ktoré nie su

Y

Uplne zaradené do spolocnosti, vyrovnavaju s tazSou té-

Innin Kine

mou, ktoru treba pochopit. Ale knihy sa skladaji z tex-
tu a objektov. Najprv by som chcela povedat, Ze povzbudit
deti zaujimavymi objektmi, aby mali radost z tejto knihy, by
bol dobry ndpad. Je to harmonikova kniha, tak by bolo pek-
né, keby sa s riou deti mohli zahrat ako s hrackou, kym by
sa zaroven tesili z r6znych obrazkov vytvorenych prostred-
nictvom okienok, ktoré sa otvdraju a opakovane skladaju.
Bola by som rada, keby ste si spomenuli na svoj prvy
kontakt s knihami. Ja som vybrala knihy z otcovej poli¢ky
a postavila som hrad a vyzera to tak, Ze to bol zacdiatok mo-
jej Citatelskej ¢innosti. Vetko, ¢o chcem povedat, je to, ze
deti st otvorenejsie a chapajucejsie, nez si myslime. Dufam,
Ze bude vela experimentalnych druhov knih, ktoré sa budu
venovat réznym témam v oblasti obrazkovej knihy. Aj deti
maju pravo tesit sa z mnozstva experimentalnych prac.

Obr. 5. Sedemhodinovy nepokoj



~ Steffen La,rsén |
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Dinsko

Kult originalu ilustracie vo svete digitalnej techniky
Smrt origindlu?

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 & kni-
hy). Mal vela prezentdcii na tému detskej literattry pre knihovnikov,
ucitelov a inych odbornikov a popri mnoZstve c¢ldnkov pre casopi-
sy napisal dve knihy. Je clenom Ddnskej sekcie IBBY a je pravidel-
nym ucastnikom BIB. Bol clenom poroty BIB 2005 a ¢lenom poro-
ty Tl v Tallinne a v Ddnsku zorganizoval vystavu iranskych ilustrdci.
Viackrdt sa zucastnil na sympdziu BIB.

Goethemu raz priatel ukdzal nddherny obrazok prirody, na
ktorom bolo ovocie a iné dary, ktoré Zivot prindsa. Pove-
dal Goethemu, Ze ten obrazok bol tak prirodzeny, aZ prile-
teli vtaky, aby si to ovocie z neho vzali. ,Nie je to skutocne
talentovany maliar?“ opytal sa ho priatel. ,Nie,”, odpove-
dal Goethe, ,vidim, aké hlupe tie vtaky siu.” Preco to pove-
dal? PretoZe nevidel rozdiel medzi umeleckym predmetom
a skuto¢nou vecou. Medzi képiou (prirody) a origindlom.
Umenie a skutocny Zivot. Tento kult, ktory je témou sympo-
zia, tu s nami bol pocas dlhych storoci. Nie je novy.
Novinkou je, Ze vdaka sucasnym technolégiam nee-
Xituju viac originaly. Slovo original rovnako ako kdpia ne-
maju vyznam a uZ neddvaju vyznam. No zopar originalov
(= umelcov) stdle pouziva zastaralé nastroje, aj ked' vacsi-
na nie. Takmer Ziadne obrazky, ktoré vidime dnes na BIB by
nemohli byt oznacené ako originaly. Musime sa tomu po-
stavit ¢elom. Ale preco z toho robime tému (a mozno az
problém). Je to preto, lebo v nasich srdciach existuje — origi-
nal — tuzba po stratenej materidlovej jednoduchosti a prav-
de. Ako tuzba po tom jednom a jedinom. Majstrovské dielo.
Nase srdcia su plné originalov. Priroda je stvorena z origi-
nalov. Dalo by sa to dobre porovnat s rozdielom medzi zo-
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znamkou Tinder a skutocnou laskou! V3ak? Je stdle vela
[udi, ktori chcu ¢itat papierovd knihu a drzat ju v rukach.
A stcasny trend u posluchaéov hudby je vracat sa k zastara-
lym nahravkam, ¢o sa tiez da chapat ako tuzba. Pride aj ¢as
originalnych ilustracii? Nemyslim si.

Dobry priklad do diskusie, ktord dnes mame, je nérsky
autor Karl Ove Knausgard. Napisal svoju autofiktivnu au-
tobiografiu, ktora sa skladd zo Siestich obrovskych zvazkov
a nazval ju Méj boj ako odvazny odkaz na nemeckud knihu
z minulosti Mein Kampf. Projekt Karla Oveho Knausgard-
sa bol obrovsky. Svoj zZivot chcel skopirovat do kazdého de-
tailu azZ tak, Ze v poslednej kapitole Siesteho zvazku takmer
vystupi zo stran ako skuto¢na postava. Fikciu chcel porazit
realitou. Pisanim bol tak blizko k realite, Ze fikcia bola vy-
lucend. Ale zlyhal. A uznal si to a vysvetlil preco. Stala sa
z neho kdpia. Kopia seba samého. Musi byt rozdiel medzi
umenim a realitou. Nie je mozné realitu kopirovat, v spo-
lo¢nosti bez rozdielov skon¢ime ako Hitler (Ci Stalin). Kazdy
moze byt vojakom ¢i masiarom. NezaleZi na tom, sme stvo-
reni z toho istého materidlu. Myslime si to isté. Jeme to isté.
Sme rovnaki, ako to mézeme vidiet v dnesnej diskusii hlav-
ne vo Svédsku na tému pohlavia a osobnosti! — Ze nie je roz-
diel medzi muzmi a Zenami. Krestanmi a moslimami. Ne-
dostatok rozdielnosti vedie k totalite. Vztah medzi umenim
a realitou v sebe zahffa rozdiel. To je klu¢ové slovo.

Karlovi Ovemu Knausgardovi to dovolovalo byt zlym
chlapcom vo vztahu ku svojej Zene, pretoze nebol schopny
prijat rozdiel medzi tym, ¢o zazil a tym, o ¢om pisal. Tento
cely projekt bol milnikom v pochopeni autofikcie a hodno-
ty byt originalom. Upustil by som od tejto diskusie, pretoze
je temer absurdna.

(Mozno by som to nemal hovorit — vo svete politickej
korektnosti. Ale teraz to urobim: ked sme boli mladsi, oko-

ffeffw{ Larsen

lo nds existovalo viac zvedavosti. A rozdiely boli zaujimavé.
Pamaéatam si, ako sme v sSkole diskutovali o tom, ¢i su ruky
¢iernych fudi na vnutornej strane biele. A ked sme jedné-
ho stretli, pokorne sme sa opytali, ¢i by nam ruky neukazal.)

Tu je dalsi postreh na tému originality. Pamatate si, ked’
horela katedrala Notre Dame v Parizi? Hasici — tak nam to
povedali — sa sustredili na zachranu historickych diel a his-
térie. Medzi nimi bola takzvand tfriova koruna Jezisa. Nikto
— myslim si — skuto€ne neveri, Ze to bola originalna tffiova
koruna Krista, ale tito ludia napriek tomu riskovali svoje Zi-
voty, aby ju zachranili.

KedZe téma tohto sympdzia ma v sebe urcity otdznik bez
riesenia, mohli by sme namiesto toho popremyslat o dal-
Sich témach zo sveta kopii a origindlov. Chcel by som vam
porozpravat o zebre. Predstavte si velké stado tychto zvierat
v savane. A pozrite sa na malé mlada v rohu, ktoré je me-
dzi velkou skupinou tvorov. A vedzte, Ze — od momentu jeho
narodenia — bude schopné vystopovat svoju matku medzi
tisickami inych matiek. Preco? Lebo matka je v Zivote zvie-
rat len jeden origindl. Tato konkrétna matka ma svoje pruhy
(a pach), ktoré su jej osobnym, origindlnym znakom. My [u-
dia to nebudeme schopni vidiet, kym to poriadne nepresku-
mame. Dieta pozna ten original vlastnym srdcom.

Rozmyslam aj nad znehodnocovanim znadmych origina-
lov, ktoré sa masovo produkuju a visia na stendch izieb mi-
lidnov tinedzerov. Ked som bol mladsi, videl som, Ze mno-
hym mojim priatefom visel na stene plagat Picassovej
Guernicy. Ked som uvidel jej original v Madride, takmer
som odpadol z dojmu, ktory na mna urobila. Moja starsia
sestra mala vo svojej izbe van Goghove topdnky. Nenavidel
som ten obrazok — a stdle ho nenavidim. Ked som stretol
Liselotte, mala vo svojej izbe lekno od Moneta. Myslim, Ze
som ju presvedcil, aby ho zvesila.



Medsiirodeé sympozion BIEB 2079

MozZno existuje v modernej technoldgii masovej vyro-
by stopa obrazkov, ktoré boli pévodne origindlom, ale te-
raz pésobia obnosene, pretoze ich je vsade vidiet. Mnoho
znamych obrazkov zo ,zlatého veku” malby v Dansku — ize
z 19. storo¢ia—modZeme ndjst na zapalovacoch, zapalkovych
krabic¢kach, kuchynskych utierkdch ¢i magnetkach na chlad-
nic¢ku. Exkluzivita je dobra, ako som to poznamenal uz na za-
Ciatku. VSetci tuzime po tom, ¢o je len jedno a jediné.

Dalsi priklad originality oproti urcitému druhu képie by
sme mobhli vidiet v znamom dobrodruzstve — Sldvikovi od

c?lf@f DZ en / arsen

Hansa Christiana Andersena. Ak si spominate, ¢insky vlddca
dostane tohto spevavého vtaka a ked zmizne, zaobstara si
jeho spievajucu képiu, s ktorou sa lahSie zaobchddza a spie-
va takmer tak dobre ako origindl. Takmer. Ked' vladca ocho-
rie — jedina vec, ktorda ho moze vyliedit, je pdvodny vtacik.
Tato Uvaha vztahujlca sa na Hansa Christiana Andersena je
pravdepodobne najpdsobivejsi postreh smerom k pritom-
nosti a je odpovedou na otdzku tohto sympézia.

(ESte jedna Cast k tejto otazke originalov. Pred dvoma
rokmi odprezentovala nasa oblUbena ilustratorka Camila
Slocinska, ktord si moZzno pamaétate z posledného BIB, ked’
bola ¢lenkou poroty, svoje ilustracie z knihy Paradajka, kto-
rad rozprava pribeh osamelého dievcatka v triede. Vo svojom
osobitom Style ,,poetickej brutality” vytvorila obrazok diev-
Cata, ktoré stoji oproti svojim spoluziakom, ktorych namalo-
vala len s napadnymi o¢ami. To sa vydavatelovi zdalo prilis
a poziadal ju, aby to prerobila, a toto je potom to, z ¢oho sa
stava kontroverzia. TakZe original knihy Paradajka sme nevi-
deli, kedZe bol do kone¢ného vysledku prerobeny.)

Mohli by ste sa opytat: je toto bezny ,problém” v kul-
turnom svete? Alebo je to vec spojend hlavne s umenim
ilustracie? Myslim, Ze to do urcitej miery tak je. Nie iba tak
a vzdy, ale ak sa pozriete na hudobny priemysel, literattru
a skuto¢né maliarske umenie, vytvorit kopiu nie je tak jed-
noduché ako pri nasich obrazkoch. Existuje niekolko prikla-
dov piesni, na ktoré bola podana Zaloba za kopirovanie a pri
knihe sa na to skor ¢i neskor pride. Niektori mudri malia-
ri vyrabajuci neobjavené obrazy od starych majstrov boli —
myslim si — vidy problém. Cize origindlna vec zostava vacsi-
nou v nasej komore a to je miesto, kde s iou moézeme nakla-
dat. A mbzeme o tom vecne diskutovat bez toho, aby sme
nasli rieSenie. Ak nejaké existuje. Musime Zit s masovou vy-
robou vsetkych naSich malovanych obrazkov a pribehoy,
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ktorych nositelmi si. A vidy bude priestor na rozsirenie
konceptu pravdy a originality.

To by mohlo ilustratorov prinutit obrusit si svoj ,,original-
ny“obrazkovy jazyk s fludskym ténom a velkou starostlivos-
tou. Ubytok origindlov by mohol viest k lep$im obrazkom,
ktoré by sme mohli nazvat ,prvymi iniciatormi“. PretozZe
ilustrator vas chce skutoéne ocarit.

Dovolte mi teda na zaver anekdotu z ostrova Anholt,
ktory leii daleko v ocedne medzi Danskom a Svédskom.
Mimo letnej sezdny tam Zije len 132 [udi. Je to vlastne jedi-

S L‘effw{ Larsen

ny dansky ostrov, z ktorého neuvidite Ziadnu zem. Bol som
tam pred par rokmi a zarozpraval som sa so Zenou, ktord
vlastnila potraviny. Porozprdvala mi o jednom papagajo-
vi, ktory raz priletel do jej zahrady a zostal tam takmer dva
roky, az kym odrazu nevysvetlitelne zmizol tak, ako sa pred-
tym objavil. Je to nemozné. Papagdj nepreleti z pevniny na
ostrov. Musel byt z nejakej piratskej lode. Ked' pribeh doroz-
pravala, zvolal som: to je Uzasny pribeh. Nato sa ha mnia tro-
chu nahnevane pozrela a povedala: Nie, je to pravda! (= ori-
ginal).

£
=
o=
o
M
N

27. BIENALE ILUSTRACII BRATISLAVA




Ilana Elka,d-Leh.ma,nﬂ

—esdppb——

lzrael

David Grossman — spisovatel pre starsich aj mladsich Citatelov

Je prezidentkou IBBY, Medzindrodnej tnie pre detsku knihu v Izraeli.
Pracovala ako dekanka na Multidisciplindrnej fakulte na Univerzite
Levinského v Izraeli, neskér pésobila ako profesorka na tej istej uni-
verzite a ako vyskumnicka pracovala pre Institut MOFET v Tel Avive.
Je velmi aktivna vo vydavatelskej Cinnosti, vydala dve vlastné kni-
hy, spolupracovala na dalsich troch (v hebrejcine) a napisala pri-
spevky do mnohych skolskych casopisov (v hebrejcine a v anglicti-
ne). Zameriava sa na kvalitativne vyskumné metody, hebrejsku lite-
raturu a detsku literaturu a venuje sa Studiu literatury. Momentdine
pracuje na vyskume zameranom na procesy citania, identitu a cita-
nie, venuje sa vyucbe literatury holokaustu, kniznym klubom, rozvo-
ju myslenia a prinosu literdrneho vyskum do toho kvalitativneho. Je
aktivnou clenkou ARLE, Medzindrodnej asocidcie pre vyskum vzde-
lania v prvom jazyku.

David Grossman (narodeny v lzraeli v roku 1954) je délezi-
tou postavou sucasnej hebrejskej literatury. PiSe pre star-
Sich aj mladsich Citatelov v striedajucom poradi: po kazdej
knihe pre dospelych vyda Grossman knihu pre mladsich ci-
tatelov atd.

Grossman sa vo svojich literarnych a novinarskych pra-
cach neboji komplikovanych a kontroverznych tém. Bojuje
za ludské prava vsetkych vekovych kategérii, pohlavi a et-
nik. Je aktivny v oblasti socidlnej spravodlivosti a v miero-
vych iniciativach medzi Arabmi a Zidmi.

V roku 1982 vydal svoju prvu detskd knihu s nazvom
Duel, ktora bola o dvanastro¢nom chlapcovi, ktory sa spria-
telil so starSim muZzom v domove dochodcov.

Duel, ilustroval
Avner Avrahami
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Vo svojich knihdch pre deti a mladez sa zameriava na Siroku
paletu tém. V jeho obrazkovych knihach sa venuje pohla-
dom na kazdodenny Zivot deti (Uriho Specidiny jazyk, Uplne
novy brat novorodenec)

Uriho Specidlny jazyk, ilustroval Ora Ayal

alebo ich bohatu a UZasnu fantdziu, ktora v nich vyvolava
rézne pocity strachu (/tamar chodi po stendch, Itamar stre-
tol zajaca, Itamar je lovec), starosti (Nerob si starosti Ruti,
Itamar je lovec) Ci fantazie, v ktorych si vytvaraju imaginar-
nych priatelov (Hadasov kamardt).

V Grossmanovych obrazkovych knihach je v detskom
svete empaticka postava dospelého cloveka, otec, ktory
respektuje dieta, laskyplne ho pociva a vie navrhnut ne-
obvyklé rieSenia pre tazké situacie, ktorym dieta celi a die-

ana FHad-Lehman

Itamar stretol zajaca, ilustroval Ora Ayal

Nerob si starosti, Ruti,
ilustroval Hilla Havkin
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Kto chce prasaci chrbat? llustroval Gilad Soffer

ta ich dokaze rychlo prijat (Knihy s Itamarom, Kto chce pra-
saci chrbdt?, Nerob si starosti, Ruti atd").

Grossman sa vo svojich knihdch pre mladez venuje kom-
plikovanym témam vratane tych, ktoré su povaZované za
tabu v dnesnej hebrejskej literatdre pre mladych. Vidy zd6-
razriuje dolezZitost fudského puta, priatelstva a lasky, a to
hlavne v tazkych situaciach: pribeh priatelstva medzi dva-
nastroénym chlapcom a osamelym starym muzov, ktory je
byvalym pristahovalcom z Nemecka, Zije vdomove d6chod-
cov a spomina na svoju stratenu ldsku a premarnené Zivotné
prilezitosti (Duel); pribeh dietata rodicov, ktori prezili holo-
kaust, ktoré vedie imagindrnu vojnu proti ,naci zvieratdm*
a uvazni ich v podzemi (Momic); pribeh tinedzZera, ktory
vyrasta bez matky v rodine, ktord skryva temné tajomstva
(Dieta Zig Zag); pribeh drogovej zavislosti, utekov v mlados-
ti a nefungujucich rodic¢ov (Niekto, s kym by som usiel).

Mana Lad-Letman

Grossmanov Styl pisania pre deti je dynamicky, vynachadza-
vy a komunikativny.

Na jednej strane Grossman opisuje klasické detstvo die-
tata v Izraeli a na druhej strane je jeho pisanie velmi osob-
né, dokonca a? autobiografické. Cerpd v fiom zo svojich
vlastnych spomienok, inSpiruje sa menami svojich deti (Uri,
Rutie a Jonathan) a vnucat a jeho zazitkami s nimi. Jeho
mladsi syn Uri, ktory sa objavuje v niektorych pribehoch,
bol zabity vo vojne s Libanonom v roku 2006. Tato tragicka
strata zo smrti syna mala obrovsky vplyv na Grossmanovu
tvorbu pre dospelych a deti.

Rachellino tajomstvo,
ilustroval Gilad Soffer

V tvorbe pre deti predstavuje vyznamnul zmenu spo-
sob jeho lyrického pisania a pohlad zo strany matky. V tych-
to knihach sa Citatel pozera na detsky svet o¢ami materin-
skej lasky, sucitu a nadeje (Objatie, SInecnd princeznd). Za-
rovefi Grossman odkryva detské strachy, problémy a doélezi-
tost domova, rodiny, otca a matky ako ochrancov. Ale aj oni
maju obmedzené schopnosti a svet je nebezpec¢nym mies-
tom, ktoré dieta nedokaze zachranit.

V knihach pre deti Grossman rozvija partnerstva s roz-
nymi ilustratormi.
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JedineCné partnerstvo predstavuje spolupraca s umel-
com Michalom Rovnerom. Spolu vytvorili vynimocné ly-
rické knihy pre deti, ktoré sa prihovaraju svetu dospelych
a su vynimoc¢né v ich umeleckom splynuti jazyka a vizualne-
ho umenia: Objatie (tato kniha vyhrala v roku 2012 Cestné
uznanie IBBY a bola prelozena do siedmich jazykov: do ta-
lianciny, francuzstiny, nemciny, holandciny, katalanciny, Spa-
niel€iny, angli¢tiny) a SInecnd princeznd (2015), ktora zachy-
tava neobycajnu matku, ktora svoju dcéru pozve na kratku
cestu: je to oslava vychodu sinka na svitani a to hlavne pre
nich obe, slnec¢nu kralovna a slnecnu princeznu a potom
prichadza — zapad sInka. Tieto pribehy ponukaju dospelé-

Objatie, ilustroval Michal Rovner

ana FHad-Lehman

mu a aj detskému cCitatelovi pohlad na to, aky ma zmysel
byt obkoleseny laskou, ktora je zdrojom radosti a dévodom
Zit aj napriek smutku.

Grossmanove knihy pre deti zozbierali mnoZstvo pres-
tiznych oceneni, boli zhudobnené, adaptované pre pdédia
a muzikalové divadld a boli preloZzené do réznych jazykov.
Grossmanova literatura pre deti a mladez je vyznacne ak-
ceptovanad, adaptovand a opéat koncipovana pre vsetky dru-
hy umeleckych foriem: kniha Itamar chodi po stendch sa
stala jednym z objektov vyznamnej umeleckej vystavy vo
Vedeckom muzeu Bloomfield v Jeruzaleme; dalSia kniha
Itamar stretol zajaca bola skladatelom Yonim Rechterom
spracovana do detskej muzikdlnej drdmy a sprevadzana lz-
raelskym filharmonickym orchestrom; jeho knihy Dieta Zig
Zag a Niekto, s kym by som uSiel boli sfilmované. Hru Rikiho
Skélka uviedli viaceré divadla a jeho niektoré knihy (Momic,
Dieta Zig Zag, Niekto, s kym by som usiel ) boli adaptované
ako divadelné hry a kratke televizne filmy.

Grossmanove knihy su v Izraeli si¢astou zoznamu knih
v Skélkach a Skolach. Grossmanova beletria, literatura pre
deti, ako aj jeho verejné prace su predmetom nesmierneho
zaujmu a ocenuju ich vyskumnici z celého sveta.

Slnecnd princeznd, ilustroval

Michal Rovner




Manusela Vladié-Magtruko
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Kult originalnej ilustracie vo svete digitalnej techniky
Chorvatska obrazkova kniha v médiu animovaného filmu
Od slova k obrazku a pohybu... rozpravanie pribehu

Narodila sa v roku 1962 a vyrdstla v chorvdtskom Zadare, kde cho-
dila aj do skoly. V roku 1985 vystudovala Viysoku Skolu vytvarnych
umeni v triede profesora Ferdinanta Kulmera. Usporiadala mnoz-
stvo svojich vlastnych a skupinovych vystav v Chorvdtsku a v zahra-
nici. Popri svojej profesiondlnej angaZovanosti v oblasti umenia sa
venuje aj praktickému vyskumu v oblasti [udského vizudlneho preja-
vu a kreativity. Je autorkou mnohych multimedidlnych umeleckych
projektov pre deti a dospelych a pomdha muzedm a galériam orga-
nizovat a riadit umelecké projekty pre ich ndvstevnikov. Bola clen-
kov viacerych porét zameranych na umenie a ilustrdciu. Napisala
a ilustrovala 13 origindlnych obrdzkovych knih pre deti a napisa-
la mnoZstvo ¢ldnkov o umeni. V roku 2014 vytvorila a podielala sa
na zavedeni multidisciplindrnej neziskovej organizdcii ARTEINSULA,
ktorad sa sustreduje na kreativitu v oblasti umenia pre deti a dospe-

lych, fenomén detstva a rastu. Jej multimedidalny umelecky projekt
Ostrov detstva (zacal sa v roku 2018) je prostrednictvom prezentd-
cie obrdzkovych knih, umeleckych workshopov a vystav venovany
detom a ludom Zijucim na malych chorvdtskych ostrovoch. Jeho cie-
lom je vybudovat kreativne spojenie medzi detmi a dospelymi a ich
socidlnym a kultiurnym prostredim. Za svoju prdcu ziskala niekolko
cien a oceneni. Zije a pracuje v Zdhrebe a v Zadare v Chorvdtsku.
Je ¢lenkou Chorvdskej asocidcie umelcov a Chorvdtskej asocidcie ne-
zavislych umelcov.

Odkedy praveky ¢lovek vytvoril prvé obrazky na stene a stro-
pe jaskyn, v ktorych Zil, fudia hladali médium, ktoré by im
pomahlalo rozpravat pribehy. Pribeh o nich samotnych, ich
Zivote a svete okolo nich (po jedle, pristresku a spolocnos-
ti su pribehy to, Co potrebujeme najviac... Philip Pullman).
Tieto jaskynné obrazky zachytavaju polovnicke scény, sta-
da zvierat na uUteku a ludi, ktori ich nahanaju ¢i dynamic-
ké postavy, ktoré napodobriuju pohyb a priebeh danej uda-
losti. Nie je pochyb, Ze praveki obyvatelia jaskyn chceli, aby
ich obrazky zachytavali Zivot tak déveryhodne, ako sa len
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da a pridanim dimenzie ¢asu a pohybu im symbolicky dali

Zivot — animovali ich (slovo animare doslova znamena pri-

viest k zivotu, dat zivot, dychat duchom a dusou).

N&s kontakt s vizudlnymi médiami, ktoré pouzivame,
aby sme rozpovedali pribeh, vznikol z jednoduchych, pra-
vekych kresieb z jaskyn a teraz mame moderné digitalne
obrazky, animacie a virtudlnu realitu vytvorenu pocitacom.
Okrem obrazkov, ktoré ilustruju a animuju pribeh, ma pri-
beh svoju vlastnu historicku chronolégiu ako nezavislé mé-
dium: vyvinul sa z jednoduchych foriem ludovych tradicii,
historickych mytov a ndboZenskych pribehov az do formy
stcasného marketingového rozpravania pribehov.

Hovorit a pisat o animovanom filme a ilustracii v ram-
ci témy sympozia Kult origindlu ilustrdcie vo svete digitdl-
nej techniky znamena $irSie rozmyslat o moznostiach trans-
formadcie ilustracii a zaroven sa blizsie pozriet na tuto tému,
pretoZe histéria a vyvoj pribehu, filmu a ilustracie si vyZa-
duju viac Casu a priestoru, nez nam tato udalost poskytuje.
A preto sa tu v rdmci tejto témy obmedzim na vztah a zmys-
luplné dbévody, ktoré vedu k premene jedného média na
druhé a vztah medzi obrazkovou knihou a (digitalnym) ani-
movanym filmom.

Klucové otazky, ktoré si treba polozit a na ktoré budeme
hladat odpovede, su:

e Aku pridand hodnotu dokaze oproti uz existujucemu li-
terdrnemu/umeleckému prototypu, akym je obrazkova
kniha, poskytnut filmové médium?

e Obsahovali pribehy a ilustracie v obrazkovej knihe viac
duse tzv. anime (tymto vyrazom myslim menovatela su-
boru réznych vlastnosti), kym sa pretransformovali do
nového média, teda do filmu? A napokon, ak ano, tak
preco?

Manwela VVbadié-fHastrako

Pri hladani odpovedi zacnem s niekolkymi vSeobecnymi

a nie prili§ definovanymi miestami. Aj ked' sa ich chodni¢-

ky stretdvaju a vytvdraju nové priestory, zastavme sa a po-

rozmyslajme:

e Akd je hlavna charakteristika jazyka, priestoru a média
obrazkovej knihy a ako je to pri animovanom filme?

e Aké su Specifika konkrétneho média, vdaka ktorému pri-
beh oZije a aké ma prostriedky (ndstroje, techniky...)?

e Su obrdzkové knihy a animované filmy pre deti umelec-
ké dielo? Ako a kde vznika umelecké dielo a kde pdsobi?
Spolu s odpovedami vam predstavim dve chorvatske

obrazkové knihy, ktoré ,oZili“ v animovanom filme, a tre-
ti priklad, v ktorom sa premena udiala v opa¢nom poradi.
Predstavim aj autorov knih. Filmy a obrazkové knihy vznikli
z origindlnych prototypov tych istych timov autoroy, ale lisia
sa Stylistickym dizajnom, umeleckymi technikami, ich doéra-
zom na tému, ako aj ciefovou vekovou skupinou. To, ¢o ich
spaja, je ich umelecka originalita a kvalita, a to, Ze sa pre-
transformovali z jedného média na dalSie pomocou pouzi-
tia su€asnych digitalnych nastrojov animacie. Uspesné pri-
jatie tychto filmov v zahranici, kedZe sa zuc¢astnili mnohych
filmovych festivalov na celom svete, potvrdzuje ich umelec-
ki kvalitu a ddva skuto¢né odpovede na poloZené otazky.

Priestor, jazyk a médium ilustracie/obrazkovej knihy
Ak budeme hladat definiciu ilustracie v slovniku, precitame
si, Ze ilustracia je obrdzok, ktory prispieva k lepSiemu po-
chopeniu textu (slovo illustrare doslova znamena osvietit).
llustracia je teda vSeobecne chdpana ako vizualna interpre-
tacia textu (doslova a to v pripade redlnej i technickej ilu-
stracie a viacmenej volne v pripade imaginarnej ilustracie).
Aj ked' by sa na prvy pohlad zdalo, Ze obrazkova kniha je
v porovnani s filmom statickym objektom, obrazkova kni-
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ha je v skutoc¢nosti velmi dynamicka, a preto aj Ziva. Jej text
ma svoj vlastny rytmus, pretoze md obrazok a tento rytmus
a ich vzajomny vztah, ako aj synergia zdielaného rytmu vy-
tvdraju v obrazkovej knihe jedinecny priestor. Ked sa po-
zrieme a prevratime strany, postavy sa pohybuju z jedné-
ho miesta na druhé, struktura pribehu a obrazky ich prena-
$aju akoby na filmovu pasku, z jednej scenérie/situacie do
druhej.

V nasledujucom porovnani s filmom, ktory je bohaty na
zvukové efekty (hluk, hudba a rec...), sa obrazkova kniha zda
na prvy pohlad ako tichy film, ale obrazkova kniha nema
Ziadny zvuk, pretoZe jej zamerom je, aby sme ju Citali na-
hlas. Intonacia, rozpéatie hlasu, ktory Cita a jeho prispdsobo-
vanie prispievaju k celkovému zazitku. Kniha md aj hmata-
telné vlastnosti, ktoré spoznavame prostrednictvom jej for-
matu, typu a kvality papiera, ako aj vedlajsie efekty jej cel-
kového dizajnu.

Dobre ilustrovana kniha stimuluje vnimanie, pomaha
rozvijat pozorovatelské schopnosti a vizuélne inspiruje Cita-
tela. Jej sprostredkovatelska uloha nds uci, ako treba mys-
liet a ucit sa jazyk, neskor pismena a je nenahraditelna v na-
badani deti k ¢itaniu a ziskaniu vztahu k ¢itaniu.

V ramci sveta obrazkovych knih sa v Chorvatsku kladie
Specialny doraz na obrazkové knihy, ktoré su napisané aj
ilustrované autorom a su to skutocne umelecké projekty.
V tychto autoroch sa stretdva Uloha vizudlneho a textové-
ho rozprdvaca pribehu, ako aj vydavatela a autora celkové-
ho vzhladu knihy. Takéto obrazkové knihy su vysledkom sil-
nej umeleckej osobnosti autora, ktord Ciastocne pochadza
z jeho vzdelania v oblasti malovania, grafiky ¢i socharstva
a Ciastocne zo Sirokého spektra jeho zdujmov.

Tvorba obrazkovej knihy si vyZzaduje zru€nosti nadobud-
nuté samovzdelavanim, ako to je u hercoy, ktori sa po mno-

Manweln VVbadi-fHastrako

hych rokoch hrania stavaju filmovymi reZisérmi. Donedav-
na v Chorvatsku neeixstovali na umelecko-vzdeldvacich in-
Stitutoch studijné smery i kurzy ilustracie (alebo animacie).

Vysokoskolské Studium animacie a novych médii bolo
zaloZzené na Vysokej Skole vytvarnych umeni v Zahrebe
v roku 1999. Vysokoskolské studium ilustracie bolo inaugu-
rované na Vysokej Skole v Osijeku v roku 2017 a na ostat-
nych vysokych Skoldch v Chorvatsku je predmet ilustracie
len ako volitelny kurz.

Sucasné obrazkové knihy su v kontexte a koncepte ume-
lecké projekty a mézu byt popri inych umeleckych discipli-
nach/médiach vystavované v galéridach a muzeéach. V tom-
to kontexte mozu byt detské obrazkové knihy a ilustrova-
né knihy pre deti klasifikované ako prvé estetické koncepty,
prvé kvalitné umelecké skusenosti a dobrodruZstvd, ktoré
prezentujeme a ponukame detom. Ked'si predstavim, ako
cestuje obrazkova kniha z ruky do ruky, v rodinnom kruhu i

......

movanu vystavu!

Priestor, jazyk a médium animacie/animovaného filmu

,Jedina podmienka, aby sme nazvali film animovanym je t3,
aby bol vytvoreny obrazok po obrazku (image par image).“*
V hranom akénom filme kamera zachytdva skutoény pohyb,
aby reprodukovala ten isty skutocny pohyb vo filme, ale
v animovanom filme sa pohyb objektu tvori, aby reprodu-
koval neredlny/syntetizovany pohyb ¢i iluziu pohybu. Ten-
to postup sa zakladd na docasnej senzitivite ludského zra-

! Dovnikovié-Bordo, Borivoj. Skola crtanog filma (Skola animovaného filmu), Za-
greb; Prosvjeta, 1996, strana 2
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ku, pretoZe rychla postupnost nehybnych obrazkov vytvara
iluziu pohybu. Filmy zmenili histériu a boli vytvorené pomo-
cou poutZitia vacsieho ¢i mensieho mnoZzstva obrazkov za se-

Na filmovej paske sa pohyb skladé zo série faz, kres-
by za kresbou, kazda z nich je trosku ina a spolu (synteti-
zovane) opatrne vytvaraju vypocitanu fazu buduiceho celé-
ho pohybu. Poéet faz zale?i od dizky trvania pohybu. Rychle
a bleskovo rychle pohyby sa daju vyjadrit len zopar obraz-
kami, kym pomalé a jemné pohyby si vyZaduju niekolko tuc-
tov obrazkov. Pohyb sa definuje ako zakladné koncové body,
ktoré sa nazyvaju klucovymi obrazkami animacie. V klasic-
kej animdcii ich nakresli animdtor a fazy sa tvoria na zdklade
animatorovych instrukcii.

Po niekolkych fazach vyvoja si animovany film technolo-
gicky a Stylisticky osvojil takzvanu techniku klasickej anima-
cie (v 20. a 30. rokoch) a stal sa ndbojom komercného za-
bavného priemyslu. Rovnako ako pri obrazkovej knihe pri-
Siel aj pri animovanom filme v polovici 20. storocia bod zlo-
mu. Klasické filmy so silnymi komerénymi vlastnostami (Dis-
ney) zostali osamotené a vacsi déraz sa kladol na autorov
umelecky prejav.

,Nie je to len inovacia formy, ktord vstupila do animova-
ného filmu, ale aj inovacia zakladného pohladu na anima-
ciu. Napad zatienuje vtip, vyraz vynika nad pribehom.”? Ob-
javuju sa autori so silnou osobnostou, autori animovanych
filmov, ktori su rozpoznatelni nielen prostrednictvom svo-
jich kresieb, ale aj tym, ako animuju a reziruju. Vytvaraju zi-

2 Dovnikovi¢-Bordo, Borivoj. Skola crtanog filma (Skola animovaného filmu), Za-
greb; Prosvjeta, 1996, strana 143
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juce svety v animovanom filme a priestory, ktoré odrazaju
ich silnu individualitu. Ako spisovatelia/ilustratori obrazko-
vych knih st autormi s réznym zameranim a su autormi svo-
jich filmov, ktori sa realizuju v kazdej faze ich tvorby.

V Chorvatsku je dlha tradicia umeleckych smerov tyka-
jucich sa animovanych filmov (ilustracia, groteska, komiks,
graficky dizajn) a bola to tato tradicia, ktord podporila to, Ze
sa objavili samovzdelani a domdci filmari zdruZeni pod na-
zvom Zahrebska skola animovaného filmu.? V 60. rokoch
si ziskali svetové uznanie, ked vyhrali mnoho vyznamnych
medzinarodnych oceneni (v roku 1962 vyhral Dusan Vuko-
ti¢ Oscara za svoj animovany film Ndhradnik). V tom Case
kreativnej expanzie a medzindrodného Uspechu sa vyrobilo
mnoho filmov pre deti, ktoré mali vysokd umelecku kvalitu
a z niektorych z nich sa vyrobili obrazkové knihy. Najzndmej-
Sim prikladom je na svete znamy Profesor Baltazar, ktory sa
z filmového hrdinu zmenil na popularnu postavu v detskych
obrazkovych knihach.

S pokrokom technolégie a vstupom do digitdlnej éry
vznikli podmienky pre pocitaovl animdciu, ktord sa skla-
da z animdcie 2D a 3D. Toy Story od Pixaru bol prvy animo-
vany film vytvoreny vyluéne pouzitim Computer Generated
Imagery (CGl). Nebolo to tak davno, v roku 1995. a ako sle-
dujeme odvtedy prichadzajuce trendy a technologické ino-
vacie v zdbavnom priemysle, mdzeme len hadat, ¢o sa v bu-
dicnosti stane a aka kreativna revollcia este mozno pride.

Film je dynamické médium, ktoré je plné audiovizual-
nych vnemov. PretoZze su animované filmy schopné vytva-

3 Tento pojem sa prvykrat pouZil na Filmovom festivale Cannes v roku 1958
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rat audioviualne ilGzie a su tak velmi presvedcivé, maju sil-
ny vplyv na psychologicky vyvoj dietata. Okrem hrania su
hlavnym zdrojom detskej zdbavy. Dobry animovany film tak
ako dobre ilustrovana kniha stimuluje vnemy, pomaha roz-
vijat pozorovatelské schopnosti a stimuluje divaka obrazom
aj zvukom. Ako sucasné vzdeldvacie médium, ktoré uvedie
dieta do sveta okolo neho, je neocenitelny.

Vyskumy vak ukazuju, Ze filmy a animované filmy mozu
mat na dieta okrem pozitivneho vplyvu aj ten negativny.
KedZe deti dnes travia vela ¢asu pozeranim digitalnych ob-
sahov v televizii, v pocitaci, na tablete alebo v mobilnom te-
leféne a su tak Casto vystavené nevhodnému obsahu prilis
dlho, je doleZité, aby mal obsah videny v ranom veku vzde-
l[dvaciu a umeleckd hodnotu. Ked' vyberieme takyto obsah,
je velmi vhodny na to, aby posluZil ako uz existujuci lierar-
no-vizualny prototyp (ako je obrazkova kniha), ktory sa uz
osvedcil (so svojou umeleckou a vzdeldvacou hodnotou),
ale mozno uz vysiel z ndpadov. Vyrobit dobry animovany
film neznamenad len animovat postavy a situacie okolo nich.
Je dolezité dat im Zivy charakter a dusu.

Pribeh sa rodi z napadov, pribeh moze rast (a prerdst
niektoré Struktury), ale faktom je, Ze dobry pribeh nepozna
vek a nezomiera. Pocas evollcie a réznych technologickych
revolucii rozpravali ludia svoje vlastné pribehy a okolitom sve-
te, rozpravali ich svojim priatelom pri ohni, pocuvali ich, ked’
fukal vietor na vrcholoch hér, pisali ich na pisacich strojoch, ci-
tali ich detom v pohodlnom kresle v obyvacke, pozerali ich so
svojimi vnucatami v tmavom kine ¢i na obrazovkach pocita-
Cov. Faktom je, ze dobry pribeh nezomrie, neméze zomriet,
a to bez ohladu na to, ¢i bol nakresleny rukou alebo vyrobe-
ny na pocitaci. Jeho Zivotnost je zakorenena v Zivote samom.

Kultirny kontext

Cas, miesto, socidlne a historické podmienky ovplyviiuju
kazdy zaZitok a tak aj zaZitok z obrazkovej knihy (Ci iného
umeleckého diela, alebo média, ktoré ho sprostredkovava)
sme vzdy v ur¢itom druhu vztahu so svetom okolo nas, za
urcitych podmienok a okolnosti sa navzajom ovplyvriujeme,
alebo neovplyviiujeme. Slovo samo nie je to isté ako slovo
skombinované s obrazkom, obrdzok sdm nie je to isté ako
obrazok v pohybe, vzdy existuje vztah a dévod. Spojenia fa-
rieb, povrchu a liniie, symbolov a metafor, kompozicie a ob-
razkovych sekvencii, schémy a typografie sa navzajom pod-
mienuju a potrebuju vytvarat jedineénd harméniu!

Teraz, ked' Zijeme vo veku vSeobecnej digitalizdie a in-
tenzivnych zmien vo vietkych médiach vratane média ilus-
tracie obrazkovych knih, nesmie nas prekvapit (kompletnd
autondénmna) tuzba prezliect staré ¢i tradiéné formy a mé-
dia prejavu do nového $atu; prispdsobit ich v stlade s du-
chom doby, ,,0Zivit” ich a tak im najst miesto v si¢asnom
kultdrnom kontexte. To, Ze vyroba obrazkovej knihy (a fil-
mu) je do velkej miery aj komerénym priemyslom, je Zial
sposobené komerc¢nou naturou zameranou na tvorbu zis-
ku. A preto premyslame o tom, ¢i je obrazkova kniha a film
pre deti umeleckym alebo trhovym objektom. (Pre Barbaru
Beaderovu je obrazkova kniha text, ilustracia, celkovy di-
zajn, rucna praca a trhovy produkt, sociologicky, kultdrny
a historicky dokument a napokon Zivotna skisenost dietata.*)

4 ,Obréazkova kniha je text, ilustracie, celkovy dizajn; vysledok prace a komerény
produkt; spolo¢ensky, kultirny, historicky dokument a hlavne skdsenost
pre dieta. Ako umelecka forma je zdvisla od obrazkov a slov, simultanneho
znazornenia dvoch stran oproti sebe od dramy listovania stran. Jej moznosti su
neobmedzené.”

Beader, Barbara, Americké obrdzkové knihy Picturebooks from Noah’s Ark to the
Beast Within, New York; Londyn: Macmillian, 1976
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Verim, Ze film aj obrazkova kniha v ich najlepsej a au-
tentickej forme predstavuju umelecké objekty (artefakty)
a motiv ich premeny z média na médium méze a mal by byt
odpovedou na vyzvy sucasnosti, ktora si pyta a hlada nové,
vzrus$ujuce a Zivé formy umenia.

Technika a médium, klasické alebo sucasné, originalne
alebo digitalne nie su garanciou umeleckej kvality. Pytame
sa, o je umenie? Ako a kde vznika umelecka praca a kde p6-
sobi? , Ako vieme, umenie a umelecké dielo sa tazko defi-
nuju. Mozeme sa o ich definiciu pokusit v ramci konkrétne-
ho kontextu a Specifickych parametrov (napr. objektivny in-
dex, ktory definuje Styl a obsah).”® ,,Je to (fudska i detska)
predstavivost, ktora je naZive a hybe sa a ako taka so svoji-
mi vSetkymi vlastnostami animuje pribeh, obrazkovu knihu
a film, pretoze je to predstavivost, ktord ma silu spdjat ¢asti
toho, ¢o zazivame, do Zivych celkov...“¢ Citat a pocuvat pri-
beh a pozerat sa na obrazky znamena pre dieta pouzivat silu
predstavivosti rozpohybovat obrazky a uréovat svoju vlast-
nu dynamiku udalosti a to ddva pribehu dusu. Ved napokon
umeleckd prdca oZiva a je stvorena v magickej sfére syner-
gie s jej prijimatelom.

Kym som si pripravovala tento prispevok, poloZila som au-
torom filmov a obrazkovych knih devit otdzok, na ktoré

5 Vladi¢-Mastrukova, Manuela. 26. Bienale ilustracii Bratislava, ,,Umenie verzus
komercia“, Uloha umeleckej ilustracie v modernomsvete komercie, Origindine
a nekonvencné stratégie ilustratorov, Bratislava, 2017, strana 162-171

© Hyde, Lewis. Dar: Kako kreativni duh transformira svijet (Dar:ako kreativny duch
meni svet)) do chorvatciny preloZila lvana Galovicova, Algoritam, Zahreb: 2011
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som chcela pocut odpoved. Ich dévody pre premenu ich
prac z jedného média na druhé a proces transformacie ob-
razkovej knihy na film alebo filmu na obrazkovu knihu. Pred-
stavim vam ich obrazkové knihy a animované filmy v tejto
forme, prostrednictvom mojich otazok a ich odpovedi.

Obrazkova kniha Crvena Jabucica (Cervené jablko),
text: Nina Vadicova, illustracie: Ana Kadoicova,
Hrvatsko drustvo knjiZzevnika za djecu i mlade
(Chorvatska spolo¢nost spisovatelov pre deti a mladez),
Zahreb, 2015

Animovany film Crvena Jabuéica (Cervené jablko),
Luma film, Zahreb, 2018

Rézia, kamera, scenar, animacia: Ana Horvatova,
pozadie: Ana Kadoicova, kompozicia: Masa Udovici¢ova

OTAZKY A SPOLOCNE ODPOVEDE KREATIVNEHO TIMU
OBRAZKOVEJ KNIHY A FILMU CERVENE JABLKO

1. Co je hlavnym nametom, chrbticou situdcii vo vasej
obrazkovej knihe a vo filme?

Obrazkova kniha rozprava o laske a o potrebe patrit do
rodiny. Malé dievéa laskavo nazyvané Cervené jablko roz-
prava pribeh o jednej rodine. Hovori, preco a ako je ona
a jej rodina nejakym sp6sobom vynimocna a ako moze jed-
na rodina vzniknut aj inym spésobom.

Udalosti sa rozvijaju v dvoch paralelnych smeroch; v jed-
nom dievc¢a rozprdva pribeh, prezentuje sama seba v det-
skom domove, kym ¢aka na adopciu; v druhej sekvencii pri-
behu sa dozveddame o problémoch rodicov, ktori chci mat
dieta, adoptovat si ho. Stastny koniec prichddza jedného
dna, ked zazvoni telefén a rodicia sa dozvedia, Ze ich Zia-
dost o adopciu bola koneéne vybavena!
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Dievca prichadza do svojho nového domova, kde ju s ra-
dostou vita mama, otec, babka a dedko. Ked'ju jej rodina
nazve : ,,nase malé Cervené jablko” dievéa vie, 7e to zname-
na: ,Ldbime ta najviac na celom svete!”

2. Pre aku vekovu kategoriu je tento film a obrazkova
kniha?

Tato kniha a film su pre predskolakov a mladsie deti na
zakladnej Skole vo veku 6 aZz 10 rokov.

3. Co ste chceli dosiahnut, ked' ste si vybrali tuto tému
a ako ste naplnili svoje ciele?

Pribeh a ilustracie v knihe Cervené jablko boli vytvore-
vatska spoloénost spisovatelov pre deti a mladez. Téma su-
taze bola adopcia deti.

Text a ilustracie vyhrali v sutazi a boli spracované do
nadhernej obrazkovej knihy. Tento pribeh rozprava o roz-
nych spésoboch, ako moze vzniknut rodina a takto informu-
je deti o vznesenom Cine, akym adopcia je.

4. Aka umelecka technika bola pouzita pri ilustraciach
v obrazkovej knihe a ako ste ich pretransformovali do di-
gitdlneho formatu alebo média? Ako spolupracovali au-
tor a clenovia realiza¢ného timu, predovsetkym ilustrator
a animator?

Film bol vyrobeny v uzkej spolupraci medzi autorkou
textu Ninou Vadicovou, scendristkou, animatorkou a rezi-
sérkou Anou Horvatovou, ilustratorkou Anou Kadoicovou
a producentkou Masou Udovici¢ovou. Velmi dolezitym as-
pektom bolo upravit text z knihy na scenar. Takto je pribeh,
ktory funguje v obrazkovej knihe, spracovany do filmového
média, ktoré sa riadi podobne, ale napriek tomu ma odlis-
ny jazyk a pravidld. V tomto projekte sme zdielali viziu filmu
a zapriahli sme individudinu kreativitu kazdého z nas, aby
sme dosiahli ten najlepsi mozny vysledok.

NManweln VVbadis-fHastrako

llustracie v obrazkovej knihe boli vytvorené kombina-
ciou kolazZe (papier a latka), kresby a akvarelovej farby.

Animovany film si zachoval senzitivitu originalnych ilus-
tracii. Postavy vyrezané z papiera a vlakno sa naskenovali
samostatne a potom sa animovali. Scénografia sa usilovala
o ten isty rukopis.

llustratorka vhodne pripravila postavy a pozadie na ani-
maciu v kombindcii s papierom a koldZou, pri ktorej sa pou-
Zila bavinend latka a digitalne zakonéenie. Jej materidly boli
posunuté rezisérke vo forme dokumentov PSD. Ked' rezisér
urobil scendr zaberov a animdciu, ilustrator ich poufZil a na-
planoval zabery, ktoré vytvorili pozadie a zadal instrukcie,
ako vytvorit postavy, ktoré by sa mohli animovat. Vsetko to,
¢o sme nemohli pripravit dopredu, sa pridavalo, alebo me-
nilo pocas prace na filme.

5. Ktora technika animacie bola pouiZita pri vyrobe
filmu?

Vyber techniky animacie bol blizko spojeny s typom ilus-
tracie. Aby sa zachoval pévodny vzhlad ilustracie, vybrali
sme si digitdlny cut-out. Je to technika animacie, pri kto-
rej sa postavy a objekty naskenuju po castiach, potom sa
spracuju, zoradia a animuju v programe After Effects. Po-
stavy a objekty nie su pri tejto technike zdeformované a nie
je potrebnda dodatocna kresba. Animdcia sa tvori pomocou
poslvania, otdc¢ania a zadmenou obrazkov/kresieb. Nové
kresby sa vztahuju vyhradne na prejavy tvare, ktoré posta-
vy maju.

6. S akymi prekazkami a vyzvami ste sa stretli pri trans-
formovani pribehu a ilustracii z média obrazkovej knihy do
média animovaného filmu?

Nestretli sme sa so Ziadnymi konkrétnymi prekazka-
mi. Technika bola riadne premyslena a zdokonalena na fil-
me predtym, takze sme sa pohybovali v bezpe¢nom pasme.
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Pribeh a jeho stavba boli trochu pozmenené pre adaptaciu
do filmu — ¢o sa tyka obrazkov. Niekedy bolo potrebné me-
nej textu/rozpravania, pretoze obrazky rozpravali svoj vlast-
ny pribeh a niekedy v pripade menej dynamickych obrazkov
bolo treba viac rozpravania.

7. Dostal pribeh a ilustracie z obrazkovej knihy viac
duse/anime (tu vieobecny menovatel pre subor niekol-
kych kvalit), ked' bol transformovany do nového média?
(Prosim, strucne popiste, o aké kvality ide a preco si mys-
lite, Ze sa to stalo.)

Obrazkova kniha a film si média, ktoré maju svoje vlast-
nu kvalitu aj pravidld neporovnavaju sa lahko. Vytvorenie
pohybu postav dava pribehu novy rozmer a uUroven, ¢o vy-
plyva nielen z pohybu, ale aj zo zvuku a hudby. Ak vycha-
dzame z toho, Ze rozpravanie vo filme je bilingvalne (verzia
v chorvactine aj anglictine), cely projekt sa dostal k Sirsie-
mu obecenstvu.

8. A napokon jedna osobna otdazka: Kol'ko kreativneho
usilia a kolko radosti (a na konci aj odmeny) sprevadzalo
vas$u pracu na tomto filme? Co vdm spdsobovalo najvic-
$iu radost?

Myslime si, ze ludia, ktori pracovali na tomto filme, spo-
lupracovali velmi dobre, bolo tam vela nadsenia, cit kazdé-
ho, kto pracoval na tomto projekte, koreSpondoval (o nie
je vidy tak) s inymi a spdsobovalo nam to radost navza-
jom spolupracovat. Praca na filme si vyzadovala vela odda-
nosti pri adaptacii scendra a pri animacii. KedZe je to taky
mily pribeh s Uzasnymi obrazkami, pracovali sme s rados-
tou a naucili sme sa nie¢o nové. Samozrejme, ze boli aj na-
rocné momenty, ked' bolo treba urobit dolezité rozhodnu-
tia, ako nieco urobit, ale snaha a préca sa vyplatili, pretoze
si myslime, Ze to, ako film vyzera a znie, tvori jeden harmo-
nicky celok.

Manweln VVbadi-fHastrako

Reakcie verejnosti na tento film su pozitivne. Sme
Stastni, Ze mozeme zdielat tento krasny a doélezZity odkaz
prostrednictvom filmu a obrazkovej knihy.

9. Obrazkova kniha a film mali uspech u divakov, kto-
rym boli povodne uréené, ale aj na profesionalnych plat-
formach; vyhrali ocenenie na sutaZiach venovanych det-
skym obrazkovym kniham, ako aj na mnohych filmovych
festivaloch. Prosim, vymenujte tie najdolezitejSie tspechy.

Ocenenia obrazkovej knihy Cervené jablko:
2015 — Cena za text a ilustraciu na sutazi HDKDM v Zahrebe
— Cena Grigora Viteza, Zahreb

17 festivalov, 10 premietani, 4 ceny, aktualizované

v marci 2019

¢ Animafest 2018 (chorvatska sekcia), Zahreb, Chorvatsko

e VAFI-RAFI 2018 (seniorska sekcia), Varazdin/Rijeka,
Chorvatsko

e KIKI, Medzinarodny filmovy festival pre deti 2018 (hlav-
ny program), Zabok, Chorvatsko

« Supertoon 2018 (filmy pre deti), Sibenik, Chorvétsko

e Diversions 2018, Filmovy festival, Sveti lvan Zelina, Chor-
vatsko

¢ Motovun 2018, Filmovy festival (detsky program) Buzet,
Chorvatsko

e BEAST 2018, Medzindrodny filmovy festival, Porto, Por-
tugalsko

+ Zero Plus 2018, Medzinarodny filmovy festival, Tumer,
Rusko (Cena za najlepsi animovany film)

¢ Banja Luka 2018, Medzindrodny filmovy festival, Banja
Luka, Bosna a Hercegovina (Cena za najlepsi animovany
film pre deti)

e KINEKO 2018, Medzinarodny festival filmov pre deti, To-
kyo, Japonsko (GRAND PRIX v kategérii kratkeho filmu)
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Tuzla 2018, Filmovy festival, Tuzla, Bosna a Hercegovina
Reggio 2018, Filmovy festival, Reggio, Taliansko

SIFFCY 2018 — Medzindrodny filmovy festival pre deti
a mladez, New Delhi, India (Najlepsi kratky film pre deti)
Hsin-Yi 2018, Cena za detsky animovany film, Taipei City,
Taiwan

MUMIIA 16, Belo Horizonte, Brazilia

Animax Skopje Fest 2018, Skopje, Maceddnsko

GUKIFF —Seoul Guro 2019, Medzinarodny festival filmov
pre deti, Soul, JuZna Kdrea

Manweln VVbadis-fHastrako
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Obrazkova kniha Riblja skola (Rybia skola),

text: Bruno Kuman, illustracie: lvana Guljasevi¢ova,
Igubuka, Zahreb, 2013

Animovany film Riblja skola (Rybia skola),

scenar: Bruno Kuman, réZia a animacia: Ivana Guljasevic¢ova,
Igubuka, 2008

OTAZKY A ODPOVEDE

1. €o je hlavnym nametom, chrbticou situdcii vo vasej
obrazkovej knihe a vo filme?

Hlavna téma je Skola a ucenie. V obrazkovej knihe ide,
ako to uZ nazov prezradza, o rybiu Skolu. Text a ilustracie
kladu otdzky a zdroven davaju odpovede na to, o om sa
ryby v takej skole ucia a kto ich uci. Ucitel je chobotnica
s 6smimi rukami a vyucuje osem predmetov naraz. Vtipny
delfin vyucuje telesnu vychovu a stard polohlucha velryba
vyucuje spev. Ryby sa ucia aj rybiu abecedu, plavanie a de-
jiny zo sveta ryb — aby vedeli, Ze kedysi na planéte Zem bol
najprv Zivot vo vode a aZ potom na pevnine.

2. Pre aku vekovu kategoriu je tento film a obrazkova
kniha?

Kniha je urc¢end predskoldkom a mladsim Ziakom zaklad-
nej skoly.

3. €o ste chceli dosiahnut, ked' ste si vybrali tito tému
a ako ste naplnili svoje ciele?

Chceli sme detom ukazat, ze skola a uéenie mézu byt za-
bava... Ze dokonca aj ryby chodia do skoly a musia sa ucit
rézne veci. Deti sa lahko stotoZnia s postavymi malych ryb
a prijmu tak poucenie z pribehu.

4. Aka umelecka technika bola pouZita pri ilustraciach
v obrazkovej knihe a ako ste ich pretransformovali do digi-
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talneho formatu, alebo média? Ako spolupracovali autor
a ¢lenovia realiza¢ného timu, a to predovsetkym ilustra-
tor a animator?

V nasom pripade bol najprv film a az potom obrazko-
va kniha. llustracie boli vytvorené kombinovanim klasické-
ho kreslenia, drevenych ceruziek, kolaze a digitalneho spra-
covania.

Spolupraca bola potom vynikajlca, pretoZe ilustrator
a animator bola td ista osoba, ja, kym moj manzZel Bruno na-
pisal scenar.

5. Ktora technika animacie bola pouzita pri vyrobe filmu?

Kombinacia klasickej a digitalnej techniky 2D.

6. S akymi prekazkami a vyzvami ste sa stretli pri trans-
formovani pribehu a ilustracii z média obrazkovej knihy do
média animovaného filmu?

So Ziadnymi. Naprv bol film. Pristupovali sme k filmu
a obrazkovej knihe ako k samostatnému médiu. Nedrzali
sme sa tych istych vizualnych rieseni.

7. Dostal pribeh a ilustracie z obrazkovej knihy viac
duse/anime (tu vSeobecny menovatel pre stubor niekol-
kych kvalit), ked’ bol transformovany do nového média?
(Prosim, strucne popiste, o aké kvality ide a preco si mys-
lite, Ze sa to stalo)?

Film vzdy ponuka viac duse, pretoZe Zije, postavy sa po-
hybuju a to je to, preco film pbsobi, akoby Zil.

8. A napokon jedna osobna otazka: Kol'ko kreativheho
usilia a kolko radosti (a na konci aj odmeny) sprevadzalo
vasu pracu na tomto filme? €o vdm sposobovalo najvié-
$iu radost?

Uz len to, ze sme ich mohli vytvorit. Rybia skola je jeden
zo Styridsiatich filmov, ktoré sme urobili a ten pracovny pro-
cess nas robil $tastnymi pri kazdom jednom z nich, od za-
Ciatku az po samotny koniec.

NManweln VVbadis-fHastrako

Vystavy:

e 3. Biendle ilustracii v galérii Klovicevi dvori, Zahreb,
Chorvatsko

o Ziva voda, Veltrh knih pre deti, Bologna, Taliansko

Festivaly / 2008/ Rybia skola (Fish School):

e 2. Tabor, Filmovy festival Chorvatsko

¢ 40. Filmovy festival Giffoni, Taliansko

¢ 33. Medzinarodny filmovy festival LUCAS, Frankfurt,
Nemecko

e 12. Medzinarodny filmovy festival pre mladez, Juzna Kérea

¢ ReAnimania, Medzinarodny festival animovanych filmov,
Jerevan, Arménsko

¢ Filmovy festival Cinekid, Amsterdam, Holandsko

¢ MIFA Annecy, Franctzsko
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Obrazkova kniha PuZi¢ slikar (Slimak maliar),

text a illustracia Manuela Vladi¢-Mastrukova, Kasmir
promet, Zahreb, 2000

Animovany film PuZi¢ slikar (Slimak maliar),

Ustanova Zagreb film, Zahreb, 2018

Scenar, réZia a dizajn:: Manuela Vladi¢-Mastrukova, anima-
cia: Darko Vidackovi¢, Lucija Buzanci¢ova, lva BozZicova

1. Co je hlavnym nametom, chrbticou situdcii vo vasej
obrazkovej knihe a vo filme?

Je to zaujimavy a jednoduchy pribeh, v ktorom su hlav-
né postavy slimaky. Deti sa obznamuju so zakladnymi farba-
mi (Cervend, ZItd, modrd) a spdsobom, ako sa ich zmiesanim
tvoria dalsie (oranZovd, fialovd, zelend): slimaky chodia po
farebnych Skvrnach a nechdvaju za sebou stopy. Kde sa sto-
py stretavaju, farby sa miesaju a vznikaju nové. Zac¢ne prsat
a pride burka (blesky, hromy, Sedé a Cierne mraky a dazd)
a dramaticky a za vzdeldvacim ucelom st do pribehu vnese-
né iné vizualne elementy, farby Cierna, Sedd a biela, stekaju-
ci koncept/tiefiovanie a nakoniec transformdcia. Pod vply-
vom daZda sa farby zmyvaju — miznu, aby sa znova objavili
s prichodom svetla/sInka a premenili sa na prirodnt harmé-
niu farieb na oblohe: duhu! Hra farieb a Gzas z toho, Ze sa
objavila diha na oblohe prindtia hlavnu postavu, ktorou je
slimak Petar, Zelat si navidy zostat v ich blizkosti. Duha sa
dozvie o jeho skrytych myslienkach a zaplni jeho domdek
farbami, aby mohol kreslit. Slimak za sebou zanechava fa-
rebné tvary a Ciary. A tak sa tento pribeh na svojom kon-
ci dostdva k téme hladania vlastnej identity a ilustruje, ako
sa tvori.

2. Pre aku vekovu kategoriu je tento film a obrazkova
kniha?

Slimak maliar je animovany film uréeny predskoldkom.
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3. €o ste chceli dosiahnut, ked'ste si vybrali tito tému
a ako ste naplnili svoje ciele?

Film sa zrodil z tuzby naucit malé deti zakladné farby
a komplex farieb, ako aj zakladné vizudlne prvky, ktorymi
su Ciarka a tvar a naucit ich metaforicky nie¢o o hodnote
kontrastu (prostrednictvom hry svetla a tmy), ale aj o fyzi-
kalnych zdkonoch farby ako takej. Vyberom tejto témy som
chcela zdéraznit nielen vizualne a optické vlastnosti farieb,
ale aj ich silny psychofyzikdlny efekt. Bez farby by bol svet
Sedy... a opusteny. Bohatstvo farieb a tvarov symbolizu-
je kreativnu radost a silu. Bola som pri mnohych premieta-
niach Slimdka maliara v r6znych lokalitach a reakcia publika
bola vidy plna radosti; deti reagovali na tento film s Gprim-
nym a hlasnym nadSenim, pdcili sa im postavy slimakov, scé-
ny s mieSanim farieb a zjavenie duhy na oblohe. V dnesnej
dobe, ktora je plna vsetkych druhov vizualnych vnemov, ma
to robi $tastnou, Ze deti reaguju tak spontanne na film, kto-
ry je v duchu minimalistikého pristupu k umeniu.

4. Aka umelecka technika bola pouZita pri ilustraciach
v obrazkovej knihe a ako ste ich pretransformovali do di-
gitalneho formatu alebo média? Ako spolupracovali autor
a ¢lenovia realizacného timu, a to predovsetkym ilustra-
tor a animator?

Originalne ilustracie boli vytvorené klasickou technikou
pomocou pouZitia tempery na papier. Po dokonceni sce-
nara zaberov a animdcie sme spolu s animdtormi transfor-
movali kresby do digitalneho média. Naskenovali sme ob-
razky a vlozili ich do pocitaca a animatori ich skopirovali.
Spolupraca bola komplikovana, pretozZe vsetci ¢lenovia timu
vratane mna ako ilustratorky, scendristky a reZisérky, sme sa
sucasne venovali paralelnym projektom.

5. Ktora technika animacie bola pouZita pri vyrobe filmu?

Film je 2D animdcia v pocitaCovom programeTV Paint.

/% anueta %I//b’—/%lff/‘«gﬂ

6. S akymi prekazkami a vyzvami ste sa stretli pri trans-
formovani pribehu a ilustracii z média obrazkovej knihy do
média animovaného filmu?

Prekdzky a teda aj vyzvy boli predovsetkym v komuni-
kacii, vacsinou islo o to, aby si ¢lenovia realiza¢ného timu
rozumeli. Prekvapilo ma vidiet, ako subjektivne sa mnohi
¢lenovia timu angaZovali pri pracovnych ulohdch; scenar za-
berov, animdcia a kresby nestacili ako pldn, aby sa medzi se-
bou chapali. Bolo treba viest viac dodatoénych diskusii, aby
to vsetko fungovalo. To nie je vyhovujuce, pretoze to moze
spoOsobit vyssie naklady na film, takze nie je vela priestoru
na upravy.

7. Dostal pribeh a ilustracie z obrazkovej knihy viac
duse/anime (tu vSeobecny menovatel pre stibor niekol-
kych kvalit), ked’ bol transformovany do nového média?
(Prosim, strucne popiste, o aké kvality ide a preco si mys-
lite, Ze sa to stalo.)

Absolutne! Pohyb a pohybovanie sa su chrbticou tohto
pribehu. Tela slimdkov funguju ako Stetce, ktoré zanechava-
ju za sebou stopy farieb, ked' sa pohybuiju, ¢i uz to je v Uvod-
nych scénach so zdkladnymi farbami, alebo v scénach, kde
sa kombinuju dve farby, az po uplne poslednu scénu. Na
konci obdaruje duha sliméka svojimi farbami a on teraz za-
nechdva po sebe nielen jednoduché farebné stopy, ale aj
maluje; bohaté farebné tvary a farby vychadzaju z jeho ulity
a vytvaraju farebné miesta v zaverecnej scéne. Kym pri tvor-
be obrazkovej knihy som bola zodpovedna takmer za vset-
ku pracu, film je aj napriek tomu, Ze som bola scenaristkou,
ilustratorkou a rezisérkou, produkt spolo¢ného kreativneho
potencidlu vsetkych ¢lenov timu.

Vdaka praci, ktort odviedol tim animécie, hudbe Simuna
Matisica, ktord filmu dodala silny vyraz, a spracovaniu zvu-
ku Vjeranom Salamonom je film edte lep$im a v krizovych

703
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situaciach sme sa mohli spofahnut na umeleckého poradcu
Simona Bogojevié-Naratha.

8. A napokon jedna osobna otdazka: Kol'ko kreativheho
usilia a kolko radosti (a na konci aj odmeny) sprevadzalo
vasu pracu na tomto filme? €o vdm spdsobovalo najvic-
$iu radost?

Vyrobny process pri tvore animovaného filmu si vyZadu-
je velku snahu. Striedaju sa pri fiom krizové obdobia s krea-
tivnym nadSenim, ale ked'je film Uspesne dokonceny a zacne
svoj (festivalovy) Zivot, autor povie, Ze napriek vsetkému, od
bolesti az po radost, to stalo za to! Samozrejme, mam na
mysli duchovny zisk, nie ten materidlny! Mna robi $tastnou
to, Ze som mohla dat Zivot dobrému napadu, ktory ma teraz
20 rokov a jeho protagonista a situacie dostali ,,novu dusu”.
Pribeh o slimakovi a ja ako autor sme sa doZili bodu a média,
v ktorom sme mohli vyuzit cely nas potencial.

9. Obrazkova kniha a film mali dspech u divakov, kto-
rym boli pévodne urcené, ale aj na profesionalnych plat-
formach; vyhrali ocenenie na sutaZiach venovanych det-
skym obrazkovym kniham ako aj na mnohych filmovych
festivaloch. Prosim, vymenujte tie najdolezitejSie uspechy.

Vystavy: Slikovnica PuZic¢ slikar/Obrazkova kniha
Slimak maliar:

e 18. Bienale ilustracii Bratislava, Bratislava, Slovensko,
2001

Festivaly a premietania (aktualizované v aprili 2019):

e 8. Kiki Tabor 2019, Filmovy festival, Zabok, Chorvatsko

e Busan 2019, Medzindrodny filmovy festival pre deti
a mladez, Juznda Kérea

e 16. IndielLisboa — Medzinarodny filmovy festival, Portu-
galsko, 2019

65. Medzinarodny festival kratkeho filmu, Oberhausen,
Nemecko, 2019

31. Drazdansky festival kratkeho filmu, Nemecko, 2019

37. Festival Cine Jeune de 'Aisne; Francuzsko, detska su-
taz, 2019

41. Clermont-Ferrand, Festival kratkeho filmu, Francuz-
sko — Sutaz mladého divaka, 2019

42. Filmovy festival Open Air Weiterstadt, Nemecko,
2018

Filmski front 2018, Novi Sad, Srbsko, Program Fronti¢,
2018

11. KUKI, Medzinarodny festival kratkych filmov pre deti
a mladez, Berlin, Nemecko, sutaz 2018

33. Brest, Eurdpsky festival kratkych filmov — Program
mladého publika, Francuzsko, 2018

ASIFA Chorvatsko, Medzinarodny den animdcie, Chor-
vatsko, 2018

No¢ hrvatskog filma i novih medija (Noc chorvatskeho
filmu a novych médii ), Zahreb, Chorvatsko, 2018
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Cervené jablko

. Obrazkova kniha Crvena Jabucéica (Cervené jablko),

text Nina Vadi¢, ilustracie Ana Kadoic,
Hrvatsko drustvo knjizevnika za djecu i mlade, Zahreb,
2015

. Animovany film Crvena Jabucica (Cervené jablko),

Luma film, Zahreb, 2018

ReZisér, kamera, skript, animacia: Ana Horvat,
Background design: Ana Kadoié, compositing Masa
Udovici¢

. Animovany film Crvena Jabucica (Cervené jablko),

Luma film, Zahreb, 2018

ReZisér, kamera, skript, animacia: Ana Horvat,
Background design: Ana Kadoi¢, compositing Masa
Udovici¢

. Animovany film Crvena Jabucica (Cervené jablko),

Luma film, Zahreb, 2018

ReZisér, kamera, skript, animacia: Ana Horvat,
Background design: Ana Kadoié, compositing Masa
Udovici¢

. Animovany film Crvena Jabucica (Cervené jablko),

Luma film, Zahreb, 2018

ReZisér, kamera, skript, animacia: Ana Horvat,
Background design: Ana Kadoié, compositing Masa
Udovicic¢

Rybacia skola

. Obrazkova kniha Riblja skola (Rybacia skola), text

Bruno Kuman, ilustracie Ivana Guljasevi¢, Igubuka,
Zahreb, 2013

. Obrazkova kniha Riblja skola (Rybacia skola), text

Bruno Kuman, ilustracie Ilvana Guljasevi¢, Igubuka,
Zahreb, 2013

Manweln VVbadi-fHastrako

. Animovany film Riblja skola (Rybacia skola), scenar

Bruno Kuman, reZisér a animacia Ivana Guljasevi¢,
Igubuka, 2008

. Obrazkova kniha Riblja skola (Rybacia Skola), text

Bruno Kuman, ilustracie Ilvana Guljasevi¢, Igubuka,
Zahreb, 2013

. Animovany film Riblja skola (Rybacia skola), scenar

Bruno Kuman, reZisér a animacia Ivana Guljasevi¢,
Igubuka, 2008

Slimak maliar

. Animovany film Puzic slikar (Slimak maliar), Ustanova

Zagreb film, Zahreb, 2018
Scenar, rézZia a dizajn: Manuela Vladi¢-Mastruko,
Animdcia: Darko Vidackovié, Lucija Buzancié, Iva Bozié¢

. Animovany film Puzic slikar (Slimak maliar), Ustanova

Zagreb film, Zahreb, 2018
Scenar, réZia a dizajn: Manuela Vladi¢-Mastruko,
Animdcia: Darko Vidackovi¢, Lucija Buzancic, lva Bozi¢

. Animovany film PuZi¢ slikar (Slimak maliar), Ustanova

Zagreb film, Zahreb, 2018
Scenar, rézia a dizajn: Manuela Vladi¢-Mastruko,
Animacia: Darko Vidackovi¢, Lucija Buzanci¢, lva Bozi¢

. Animovany film PuzZi¢ slikar (Slimak maliar), Ustanova

Zagreb film, Zahreb, 2018
Scenar, réZia a dizajn: Manuela Vladi¢-Mastruko,
Animdcia: Darko Vidackovi¢, Lucija Buzancic, lva Bozic¢

. Animovany film Puzic slikar (Slimak maliar), Ustanova

Zagreb film, Zahreb, 2018
Scenar, réZia a dizajn: Manuela Vladi¢-Mastruko,
Animdcia: Darko Vidackovi¢, Lucija Buzancic, lva Bozic¢



. Isabella M

T

Chorvitsko

Original ilustracie v Programe prezentacie chorvatskych ilustratorov

Narodila sa v roku 1974. V roku 2000 vystudovala odbor chorvdt-
sky jazyk a literatura a v roku 2002 knihovnictvo na Fakulte filozo-
fie v Zahrebe. Od roku 2003 pracuje ako kvalifikovand knihovnic-
ka v oddeleniach pre detsku literaturu a literatiru pre dospelych
v mestskych kniZniciach v Zdhrebe. Zucastriuje sa na mnohych pro-
jektoch: viedla IT literdrny workshop, bola ¢lenkou rady Literdrneho
piatkového vyboru, ¢lenkou programového a organizacného vyboru
Chorvadtskej noci knihy, koordindtorkou ndrodného projektu vystav
fotografie. Od roku 2016 vedie Program prezentdcie chorvdtskych
ilustrdtorov v Galérii mestskej knizZnice Kupola v Zdhrebe a od roku
2018 vedie Chorvdtske centrum detskej knihy, chorvdtsku sekciu
IBBY (Medzindrodnd unia pre detsku knihu) v kniZniciach v Zahrebe.

Galéria Kupola

Program prezentdcie chorvdtskych ilustrdtorov sa zacal
v spolupraci s Chorvatskym centrom pre detské knihy* v ga-
lérii Kupola (Dém) v roku 2016. Bol to spdsob, akym moh-
la Mestska kniZnica, centralna, najvacsia a najstarsia verej-
na kniznica v meste Zahreb, obohatit svoj vystavny program
tykajuci sa knih a ziskat pre mesto Zahreb? vystavné miesto,
kde by mohli chorvatski ilustratori vystavovat svoje prace.
Galéria Kupola sa nachadza na tretom poschodi Mestskej
kniznice. Je to miesto, cez ktoré prechadzaju jej zamest-
nanci, ked sa venuju svojim kazdodennym cinnostiam,
a priestor urceny na bohaty kultirny program kniznice:
workshopy, diskusie, uvedenie knih, kvizy, stretnutia, vy-
ucovanie... A tak vystavy, ktoré sa v Galérii Kupola konaju,
umozfiuju umelcom predstavit svoje prace zamestnancom,

 Chorvatske centrum pre detské knihy [cited: 2019-04-10]. Dostupné na: http://
www.kgz.hr/hr/knjiznice/hrvatski-centar-za-djecju-knjigu/2903.

2 Mestské kniznice v Zahrebe. [cited: 2019-04-10]. Dostupné na: www.kgz.hr.
Hlevnjak, Branka. Kakva je knjiga slikovnica? // Kakva je knjiga slikovnica :
zbornik (Aka kniha je obrazkova kniha?) / pripravila Ranka Javorova. Zéhreb :
Knjiznice grada Zagreba, 2000, p. 8.
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zédkaznikom, hostom, ktori pridu zamerne, ale aj tym, o sa
objavia nahodne a vietkym ktori sa chct obohatit o ume-
lecku skusenost.

Galéria Kupola ma nové zariadenie, ktoré umelcom po-
skytuje vybavenie, aby mohli vystavovat obrazky, alebo pre-
mietat vided s obsahom tykajucim sa ich vystavy, o mno-
hi z nich vyuZivaju a mozu tak prezentovat svoje umenie
prostrednictvom inych médii. Ich umenie mézeme vidiet
ako jeden celok a pouZitie roznych médii sa mozZe navzajom
doplfat.

Premietanie videi (Zdenko Basic)

Umelci a ich vystavy

V rdmci Programu prezentdcie chorvdtskych ilustrdtorov bolo

do polovice roka 2019 zorganizovanych sedemnast vystav:

e 14. marec— 10. april 2019. Vystava prdac studentov
ilustracie

leabelta Mawro

+ 31.januar—28. februar 2019. Zeljka Mezi¢ova:
Kaleidoskop

e 20.november —13. december 2018. Igor Bojan Vilagos:
Obrdzky rozprdvaju pribehy...

e 11. september — 4. oktdber 2018. Ivana Guljasevic¢
Kumanova: Pancuchovy jeddk a obrdzkovy tanier

e 5. april — 3. m3j 2018. DraZzen Jerabek: Pribehy za svetla

» 1. marec—29. marec 2018. Vanda Cizmekova: Hra

e 17. oktéber — 14. november 2017. Margareta PerSi¢ova:
Koho nakreslim, oZije

e 13. september — 10. oktdéber 2017. Lino UjCié: Pribehy,
piesne, hry

e 6.jul—6.september 2017. Ana Dokicova: LUBI MA /
NELUBI MA

e 11.april = 11. maj 2017. Dubravka Kolanovicova:
Pozvdnka pre Joy

e 14. marec— 6. april 2017. Sanja Pribicova: A nic viac
nepotrebujem...

+ 31.januar—2. marec 2017. Andreja Zivkova: Janko,
Zeljko, Kasum a rozliéné dobrodruZstvd

e 22.november —15. december 2016. Manuela Vladi¢-
-Mastrukova: Ostrov detstva

e 18. oktéber — 15. november 2016. Zdenko Basi¢: Vetry
a tiene

e 19. september —12. oktéber 2016. Mingsheng Pi:
Atrament, farba, linia, ticho

e 8. marec— 8. april Ana Kadoié¢ova: Moje ilustrdcie

e 4, februdr—4. Marec 2016. Andrea Petrlik
Huseinovicova: Detstvo, Idska a modrd obloha

Okrem renomovanych, zndmych a ocenenych chorvétskych
umelcov, ktorych ilustracie su zndme v Chorvétsku i v za-
hrani¢i (Andrea Petrlik Huseinovi¢ova, Zdenko Basi¢, Dub-
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Plagaty z vystav

ravka Kolanovi¢ova, lvana Guljasevi¢ Kuman a ini), Program
prezentdcie chorvdtskych ilustrdtorov tiez predstavil prace
mladych ilustratorov bez skusenosti, ktorych kariéra a pra-
ca s knihami pre deti sa este len zacina. Tu musime urcite
spomenut vystavu absolventskych ilustracii od Studentov
z jedinecného studijného smeru v Chorvatsku, ktori boli
promovani v roku 2017 na Vysokej Skole umenia a kultlry
v Osijeku. Studentov viedol ich profesor, velmi dobre znamy
chorvatsky ilustrator Stanislav Marijanovi¢, ktory inicioval
a zorganizoval ich vystavu.

Treba spomendut, Zze Program prezentdcie chorvdtskych
ilustrdtorov Uspesne bezi dva roky sucasne s Medzinarod-
nym tyzdiom nepocujucich v Mestskej kniZnici, na kto-
rom vystavovali aj dvaja nepocujuci umelci — Mingsheng Pi
v roku 2016 a Lino Ujci¢ v roku 2017. Okrem svojich solo
umeleckych vystav usporiadala Ana Dokicova jeden cely

leabella Maaro

Otvorenie vystavy (Dubravka Kolani¢ovd)

Otvorenie vystavy (Margareta Persi¢ova)
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projekt — LUBI MA / NELUBI MA. Bola to skupinova vystava
umelcov na tuto tému.

Origindlne ilustracie

Ked' sa Program prezentdcie chorvdtskych ilustrdtorov za-

¢al, uril si ciele, ktoré chcel dosiahnut:

1. vytvorit zndmy priestor v meste Zahreb, kde by mohli
chorvatski ilustratori vystavovat;

2. vytvorit siet ilustratorov, inych umelcov a tych, ktori pra-
cuju na tvorbe knih pre deti a ich kontakt s verejnostou;

3. oboznamit verejnost s originalnymi pracami, ktoré by
inak videli len v knihach a ¢asopisoch;

4. prepojit priamo vystavné ¢&innosti Mestskej kniznice
s knihami (kazda umelecka vystava je sprevadzand vy-
stavou knih, ktoré ilustroval vystavujuci umelec);

5. dostat kniznice blizSie k detom a dospelym;

6. ponuknut mladym umelcom bez skisenosti moznost
ukazat svoje umenie.

Vystavovat originalne ilustracie je doleZity krok, aby sa mo-
hol uskutoc¢nit cely Program prezentdcie chorvdtskych ilus-
tratorov. Jeden z dévodov, preco ludia prichadzaju do Galé-
rie Kupola, je skutocne zazit dielo umelca tak, Ze si prezru
originalnuilustraciu. Pocet navstevnikov galérie stale narasta.

V porovnani s vytlaéenymi obrdzkami vo vydanych kni-
hach, ucebniciach a ¢asopisoch, davaju originalne ilustracie
divakovi moznost vidiet farby, techniky a umelcovu osob-
nost. Toto im umoznuje objavovat celé spektrum réznych
stylov a umeleckych technik, ktoré dany umelec pouziva.
Poskytuje obraz na umelecké bohatstvo chorvatskeho ma-
[ovania a ilustrovania pre deti a dospelych. Az ked' ilustra-
ciu zardmujeme ako obraz, zavesime ju na stenu a pozrieme
sa na nu ako na celok a umelecké dielo, az potom moze-

leabelta Mawro

Vystava knih (Andrea Petrlik Huseinovi¢ova)

Vystava knih (Zelijka Mezi¢ova)

me umelecky dojem, ktory v nas zanechala, porovnat s tym,
ktory v nas zanechala v knihe ¢i ¢asopise.
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Ivana Guljasevi¢ Kumanova vystavovala originalne ilustra-
cie vytvorené kombinovanou technikou, koldZou, olejovy-
mi farbami a digitdlnou technoldgiou, ktorym v ich vytla-
cenych podobach chybal vyraz. Na druhej strane DraZen
Jerabek a Margareta Persi¢ova vystavovali obaja original-
ne ilustracie a scénografie, ktoré bud' ilustrovali knihu, ale-
bo boli produktom vytvorenym na zaklade nejakej konkrét-
nej knihy. Bolo tiez doélezité vidiet ilustracie od Dubravky
Kolanovi¢ovej vytvorené suchym pastelom, ktoré malo-
kedy vystavuje, kedZe su krehké; malovanie na platno od
Manuely Vladi¢-Mastrukovej alebo zndme kolaze od Any
Kadoicovej, ktoré vo svojej vytlacenej podobe stratili svo-
ju Zivost a bohatstvo na detaily. Zdenko Basi¢ vystavoval vy-
tlacky ako originalne ilustracie a tie pritiahli mnoZstvo obdi-
vovatelov UZzasného a mystického sveta, ktory vytvara.

Ukdzka diela z vystavy (DraZen Jerabek)

leabelle Maaro

Ukdzka diela z vystavy (Ana Kadoic¢ova)

Ukdzka diela z vystavy (Manuela Vladi¢-Mastrukova)
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Ukazka diela z vystavy (Andreja Zivkova)

Umelecky workshop pre deti

V roku 2018 bol Program prezentdcie chorvdtskych ilus-
trdtorov obohateny o organizaciu workshopov pre deti,
ktoré sa konaju pocas vystavy konkrétneho umelca, ktory
workshop vedie s ciefom urobit reklamu chorvatskej ilustra-
cii a kazdému jednému umelcovi.

Deti za¢nu s tym, Ze si detailne prezru vystavu, po kto-
rej umelec usporiada workshop zamerany na ilustrovanie
basni, titulov, knih. Deti vo workshope zaujima hlavne po-
hlad na ilustracie v ich origindlnej velkosti a technika, kto-
rou boli vytvorené, kedZe ich o¢akavania sa liSia od ich sku-
toc¢nej skusenosti. Deti vidy ocakavaju ovela vacsi obrazok
¢i ovela mensi a je tazké Uplne rozpoznat umelecké tech-
niky vo vytlacenej forme (v knihe, obrazkovej knihe, uceb-
nici, ¢asopise). Deti zaujimaju hlavne nadrty pre konkrétnu

leabelta Mawro

ilustraciu, rézne pripravy a kresby, ktoré umelec vystavuje
v oddelenom sklenom kabinete v Galérii. Toto vietko kom-
pletne vytvara detsku skisenost s tym, ako sa tvori ilustra-
cia, ktora je origindlnym umeleckym dielom, spojenie me-
dzi ilustratorom a spisovatelom (ktori st ¢asto dvaja odlisni
[udia) a obrazkova kniha ako umelecké dielo s vytlaceny-
mi ilustraciami, ktoré mohli zatial vidiet v ich tlaéenej for-
me v $kole ¢i doma a teraz ich mézu vidiet ako origindlne
ilustracie v galérii.

Skleny kabinet v Galérii (Zdenko Basic¢)

Umelci Vanda Cizmekova a Zeljka Mezi¢ova viedli work-
shop neskutocéne dobre a v detoch zanechali dlhotrvajuci
pozitivny dojem a dali im moZnost, aby zazili, ako sa tvoria
originalne ilustracie a umenie ako také. Deti po rozhovore
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Umelecky workshop pre deti (Vanda Cizmekova)

Umelecky workshop pre deti (Zelijka Mezi¢ova)

leabella Maaro

s umelcami tvorili a to ich dostalo blizSie k ich vlastné-
mu umeniu a workshopovym aktivitdm. Kazdé stretnutie
prebehlo v $tastnej atmosfére, vytvorilo sa mnoho zaujima-
vych ilustracii a Galéria Kupola oZila energiou, ktoru deti pri-
niesli.

Ked'sa pridam k myslienke vyznamnej chorvétskej ume-
leckej historicky Branky Hlevnjakovej, Ze ,obrazok ma na
svete prioritu, pretoZe sa rychlo a lahSie Cita, inymi slovami,
mézeme hned vidiet cely symbol a takto sa bezprostredne
v Citatelovi/divakovi spusta retazova reakcia tvorby koncep-
tov“,® mohla by som dodat, Ze originalna ilustracia si rych-
lo ndjde cestu k divakovi a nepriamo, ale velmi lahko, ho
vtiahne do knihy, ktora obsahuje vytlacené podoby ilustra-
cii. Takto sa spojenie medzi umelcom a divakom, ilustrato-
rom a Citatelom, medzi tym, kto tvori a tym, kto prijima,
medzi kniZnicou a jej klientom — vybuduje natrvalo.

3 Hlevnjak, Branka. Kakva je knjiga slikovnica? // Kakva je knjiga slikovnica :
zbornik (Aké kniha je obrazkova kniha?) / pripravila Ranka Javorova. Zéhreb :
Knjiznice grada Zagreba, 2000, p. 8.
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- Jaana Pesonen

T e

Finsko

Sucasné trendy vo finskej ilustracii — tie moderné a tie retro

Jaana Pesonenova (Phd) pracuje ako vyskumnicka a pedagogicka
na univerzite v Helsinkdch vo Finsku. Zaoberd sa interkulturdinou
vyucbou a vo vyskume sa venovala rozdielom v detskej literature
a hlavne tomu, ako sa zobrazuju a vykondvaju vo vztahu k normdm.
K jej publikdciam patria ndrodné a medzindrodné cldnky k témam
tykajucich sa napriklad inakosti a neprijimania obrdzkovych knih.
Vo svojej studii Multikulturalizmus ako vyzva pre stcasné finske ob-
rdzkové knihy — Nové zobrazenie sociokulturnych kategdrii (2015)
skumala didakticku kvalitu, ako aj antirasistické stratégie v literatu-
re pre deti. Momentdlne sa venuje studiu pribehov utec¢encov v ob-
rdazkovych knihdch bez slov.

Technické mozZnosti tlaée vratane zvySujuceho sa mnoi-
stva sofistikovanych spésobov tvorby obrazkovych knih nds
uz nejaky cas sprevadzaju, ako to uz v roku 2010 spomenul
Lawrence Sipe. Finsko je dost zndme technoldgiami. Nokia
bola a stéle je finskou spolo¢nostou, ktora vyraba mobilné
telefény a iné nové technoldgie. Momentalne je Finsko tiez
zndme svojim hernym vyrobnym priemyslom. Firmy Rovio
a Supercell sa stali novymi Nokiami a vyrdbaju hry, ktoré sa
stali celosvetovym fenoménom, z tejto oblasti pochadzaju
hry Angry Birds a Clash of Clans.

21. storoCie je storo¢im digitalizacie. Samozrejme, Ze
toto ma vplyv nailustraciu. V poslednom desatrodi patria vo
Finsku knihy Tatu a Patu od Ainy Havukainenovej a Samiho
Toivonena k najpreddvanejsim a najviac poziciavanym. Sé-
ria tychto knih sa zacala v roku 2003 s Tatun ja Patun Helsin-
ki /Toto su Helsinky. Tato obrazkova kniha sa sklada z kres-
lenej a z digitdlnej Casti.

Vo finskom vzdeldvacom systéme sa digitalizacia stala
trendom tak vo vyucbe, ako aj v uéeni. Nase narodné uceb-
né osnovy v ranom vzdeldvani aj na zakladnej Skole zahffia-
ju obsah suvisiaci s digitalnou gramotnostou a novymi tech-
noldgiami.
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Po vsetkom, ¢o tu bolo povedané, si mozno myslite, Ze
vas zahrniem ilustrdciami vytvorenymi vyhradne najnovsimi
technoldgiami. Ale budem hovorit o st¢asnych trendoch vo
finskej ilustracii detskej literatury a sustredim sa na ilustra-
cie, ktoré si moderné, a aj na tie, ktoré predstavuju retro.
Dalej budem skumat, ¢i sa tieto trendy javia byt tradi¢nymi
alebo nostalgickymi Stylmi. Priklady, ktoré vdm ukdZem, sa
budu sustredovat napriklad na farby, tvary a formy.

Zacnem predstavenim knihy s ndzvom Ava ja oikukas
trumpetti / Ava a naladova tribka (2017). Napisala ju Anja
Portinova a ilustrovala ju Aino-Maija Metsolova. Je to pri-
beh malého dievéatka Avy, ktord nerozumie inym detom.
Citi sa osamelo a zac¢ne hrat na tribke, ktoru jej zanecha-
la babic¢ka. Ava chce ndjst niekoho, kto by pocuval, ako na
trubke hra.

Metsolovej ilustracie su farebné a zivé. Akvarelova
a atramentova kresba je jemna, ale aj silna. Ava a nalado-
va trubka je aj o samote a nezaujme. Pre Avu su finske slova
cudzie a ona sa uci novu rec. DélezZitost hlasu je ilustrovand
nadhernym spdsobom. Metsolovej styl je originalny, ale far-
bou a tvarom sa podoba klasike Marimekko.

Marimekko je finsky dizajnovy dom s originalnou potla-
Cou a farbou. Portfélio firmy zahiffa oblecenie, tasky a do-
plnky, ako aj dekorativne prvky od textilu az po pribor. Ma-
rimekko bolo zaloZené v roku 1951 a jeho nezabudnutelné
tlacené Struktury vytvorili jeho silnu a jedine¢nu identitu.
Marimekko je zndme hrubymi pasmi, ako aj jednoduchou
kvetinovou potlacou. Ukazem pdar potlaci Marimekka na ilu-
straciach, pretoze by sme mohli povedat, ze Marimekko je
stcasnym prikladom retra a nostalgie, ale aj moderného stylu.

Dal$im prikladom néadhernej akvarelovej ilustracie je
Pallen ja Monkon kumma paivd/ Palle a Monko a ich zvlast-
ny den od Jenni Ropeovej (2017). Palle a Monko su dva malé

(]d-d/( a /D&Y“W( en

hriby, ktoré sa nudia v tichom lese. Za¢nui malovat stromy
a potom aj jeden druhého a aj iné hriby. Ropeova pouzi-
va pastelové farby, ma osobity a hravy styl. S jednoduchy-
mi tahmi Stetca vytvara jednoduchy, ale zZivy svet. Popri Ro-
peovej ilustracii ukdzem potla¢ Kompotti od Marimek-
ko, ktoru navrhla Aino-Maija Metsolova. Aj Jenni Ropeova
vytvorila potlade pre Marimekko. Prave tretia potlac je jej
pracou pre Marimekko. Vo Finsku je velmi beZné, Ze ilu-
stratori detskych knih vytvdraju potlace pre médne znacky.
Retro Styl, ktory tu predstavuju hlavne hrubé potlace, sa
stdva bezinym aj pre iné mddne spolocnosti. V poslednych
rokoch zacali aj finske spolo¢nosti vyrdbajlice detské oble-
Cenie pracovat s retro Stylom pochadzajicim hlavne z ob-
dobia 60. a 70. rokov.

Marika Maijalova je sucasna finska ilustratorka a patri
k tym, ktorych styl by sme mohli opisat ako retro. Ukazem
dve knihy, ktoré ilustrovala, a vizudlne obsahuju mnoho ele-
mentov Marimekko. Juha Virta napisal knihu Numerosop-
pa/Ciselkova polievka (2018), ktora odkryva tajomstva cisel
vo forme basni. Marika Maijalova ilustrovala aj iné knihy,
ktoré napisal Juha Virta. Dal$im nadhernym prikladom je
Piano karkaa/Velky utek klavira (2015). Tato kniha bola
nominovana na NajkrajsSiu knihu roka. llustracie v nej su
svieZe a inSpirované farebnou schémou zo 60. a 70. rokov.
Podla Finskeho umelecko-knizného vyboru je to fantastic-
ky pribeh, ktory sa za€ina Specialne tlacenymi farbami na
obale, ako aj na puzdre. Toto je sviezi a velmi dobry sp6sob,
ako sa dnes da pouzit retro ikonografia a ako vtiahnut éita-
tela do sveta na kaZdej strane.

Podla finskej literarnej kriticky Paivi Heikkila-Halttune-
novej (2016) sa tvary, formy a farby vo finskych obrazkovych
knihach uz nejakd dobu in3piruji 60. a 70. rokmi. Prikladmi
su koldZova technika, ploché farebné palety a jednoduchy

775




P

ZBORNIK

<
=
<
A
=
B
<
o
e8]
W
=
©)
<
o ]
B
w0
=)
A
—
=]
A
<
=1
=]
—
m

7.

Medsindrodné Jymr/ﬂ'zw« BB 2079

styl. Obrovskymi prikladmi tohto retra a nostalgie su obraz-
kové knihy Jellona suuri/Lev Velky (2010) a Jellona toinen/
Lev Druhy (2012) od Anny Vaskovej. Ilustracie su vo for-
me textilnej koldzZe a pouzité materialy su staré latky zo 70.
rokov.

Daldia krasna obrazkova kniha je Koira nimeltd kissa/
Pes zavolal macku od Tomiho Kontia, ktoru ilustrovala Elina
Warstaova. Postavy v tejto netradi¢nej knihe si bezdomov-
ci. Vizudlne aj slovne je to nadherny a silny pribeh o nezauj-
me, samote a potrebe niekam patrit. Kniha Uspesne vykres-
[uje citlivé, dokonca aj odvazne témy bez toho, aby niekomu
nadrziavala, alebo z neho robila obet. Su to hlavne farby,
ktoré do pribehu vnasaju pocit nostalgie. V roku 2016 bola
tato kniha nominovand na Cenu severskej rady literatury
pre deti a mladez.

Ako posledny priklad spomeniem knihu Sorsa Aaltonen
ja lentdmisen oireet/Kacka, ktord sa bala lietat (2019). Napi-
sala ju Veera Aaltova a farebné ilustracie akvarelom na pa-
pier vytvoril Matti Pikkujamsa. V kratkosti, kniha je o kacke,
ktord Zije v meste, kde je Zivot inych zaujimavy a déleZity.
Kacka ma ale zvlastne prejavy a tuzby. Napokon jej doktor
urci diagndzu strachu z lietania. Kacka sa vyda na cestu zis-
kavania sebaddvery a toho, ako zabudnut na to, ¢o si mys-
lia ostatni.

Bolo to nedavno v roku 2019, ked'bol Pikkujamsa vo Fin-
sku zvoleny za ilustratora roka. Odmenovaci vybor popisu-
je jeho $tyl ako kombindaciu desatroéi nordického dizajnu
so svieZzou perspektivou. Pikkujamsa ako mnohi ilustratori,
ktorych som tu predstavila, tieZ vytvoril potlace pre médne
znacky Marimekko a Samuiji.

Linda Bondestamovd patri k najocefovanejSim a naj-
znamejsim finskym ilustratorkam. Jej kniha Godd Natt pa
Jorden/Hyvaa yota maa/Dobrd noc, zem (2018) je o tom,

(Zl- ana }z%&d/(é/{

¢o bude. Na celom svete sa do postele chystaju male pri-
Serky, zvieratd a aj deti a svojim rodinam praju dobru noc.
Bondestamova vo svojich ilustracidch kombinuje rbézne
techniky, ¢coho vysledkom je hravy a humorny Styl. Jej sStyl
je prirovnavany k trendom a postupom zo 60. a 70. rokov.

Ako posledny priklad v kratkosti predstavim knihu Mur,
eli karhu/Medvedik Mur (2016), ktor( napisala Kaisa Hap-
ponenovd a ilustrovala Anne Vaskovd. Mur je iny medve-
dik, nechce pocas zimy spavat. A tak sa zac¢ina Murova dlha,
tmava a nudna zima. llustracie su velmi farebné a vytvore-
né koldZovou technikou. Vaskova hovori (2017), Ze sa su-
stredi hlavne na tvary, nie na linie. Atmosféru dotvara kom-
pozicia, rézne povrchy a textury. Vaskovej farebnd paleta
velmi pripomina retro farby Marimekka.

Spolupraca s danskou spolo¢nostou Step in Books (SIB)
ozivila pribeh Mura pomocou zvacésenej reality. To zname-
na, ze dieta a aj dospely moze vkrocit do lesa s medvedikom
Murom. Myslim si, Ze toto video je velmi dobrym prikladom
toho, ako zd6raznit Ze tradicie z ilustracii nevymizli, ale stéle
sa objavuju, napriklad prostrednictvom nostalgie. Teda as-
pon vo finskej ilustracii mnohymi sp6sobmi spolu spolupra-
cuje retro s modernymi prvkami.

Odkazy

1. Aalto, V. & Pikkujéimsd, M. (2019) Sorsa Aaltonen ja lentdmi-
sen oireet. Otava.
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Happonen, K. & Vasko, A. (2016) Mur, eli karhu. Tammi.
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llustracia v digitdlnom veku: Originalita

Hossein Sheykh Rezaee (1976) je docentom filozofie. Jeho velkym
zdujmom, ktory je mimo jeho akademického pésobenia, je detskd
literatura. Viac ako 20 rokov je ¢clenom Rady detskej knihy v Irdne
(CBC), ndrodnej pobocky IBBY. Zaujima ho a angaZuje sa v progra-
me Filozofia pre deti (P4C). Viedol r6zne workshopy pre moderdto-
rov, ako aj Studentov, aby im predstavil tento program a povzbudil
ich v ich filozofickom mysleni. V rokoch 2014, 2016 a 2018 bol ve-
deckym riaditelom prvych troch ndrodnych konferencii CBC na tému
Detskad literatura a detstvo.

Originalita ilustracie vo svete digitalnych technoldgii je té-
mou v SirSej téme interakcii medzi umenim a technoldgia-
mi. Aby sme lepSie porozumeli danej téme, je dobré si naj-
prv ujasnit pojem technoldgia. RozliSujeme minimalne dve
rézne ponatia technolégie, a to vo vieobecnosti a nejakej
konkrétnej. Technolégia v prvom rade znamenad artefakt,
vec vyrobenu ¢lovekom, nie prirodzeny objekt. Tu chape-
me technoldgiu ako vztahujlcu sa na izolovany synteticky
objekt (technicky vyrobok) bez minulosti, vyrobny proces,
vyrobcu, socidlno-kultirny priestor vyuzitia a iné podobné
objekty. Podla tejto interpretacie je svetelné pero prikla-
dom digitdlnej technoldgie.

Iny vyznam nadobuda technoldgia vtedy, ked sa na fiu
pozrieme ako na socidlno-technicky systém. To znamen3,
Ze pozornost budeme venovat inym prirodzenym, historic-
kym, socidlnym a kulturnym aspektom so slabym ¢i silnym
prepojenim na artefakt. Inymi slovami, namiesto analyzo-
vania objektu v izoldcii ho vlozime do SirSej siete pretkanej
objektmi, vierami, priestormi, osobami a minulostou a bu-
deme analyzovat ich vzajomné prepojenie.

Tablet je uzlovy bod v socidlno-technickej digitalnej sie-
ti, v ktorej prili§ mnoho ¢lankov, ako su vyrobcovia polo-
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vodicov, internet, socidlne siete, pocitacovi hekeri, vla-
dy atd., zohravaju svoju ulohu. Socidlno-technické systé-
my poskytuju ludom prehlad o svete, vacsi vyber, estetické
Styly, etické kédy obchodovania a aj kognitivne schopnos-
ti. To znamena, Ze namiesto pouZitia technického artefak-
tu neutralnym spésobom ludia Ziju v socialno-technickych
systémoch, ich prostrednictvom sa pozeraju na svet a tym,
Ze ich pouZivaju, davaju svojmu Zivotu zmysel. Medzi so-
cidlno-technickymi systémami su aj také, ktoré sa nejakou
konkrétnou ¢rtou liSia od ostatnych. Su to komunikacné
média, ktoré sa pouZzivaju na ukladanie a dorucovanie dat,
reprezentuju svet alebo vytvaraju alternativne svety. Digi-
talna technoldgia, hlavne internet, je médium ako tlacena
kniha, ale — samozrejme — so svojimi Specifickymi prvkami
a charakteristikou.

Teraz mdzeme detailnejSie preskimat vzajomné pdso-
benie digitalnych technoldgii a ilustrovanych knih. Najprv
sa mdzeme zamysliet nad digitalnou technoldgiou v izolacii,
CiZze nepovazovat ju za nieco viac ako nastroj, artefakt, kto-
ry ilustrdtor pouziva pri svojich profesiondlnych aktivitach.
Tu vznikd urcitd paralela s digitdlnym umenim: umelecky
vytvor Ci praca, pri ktorej sa pouzije digitdlna technoldgia
ako sucast kreativneho ¢i prezentaéného procesu. Pouziva-
nie digitdlnej technoldgie pri tvorbe diela (vratane ilustra-
cie) ma dve rézne Urovne. Prvou je t3, ktord by sme mohli
nazvat nepotrebnou, umelec pouziva digitdlnu technoldgiu
pri tvorbe diela, ktoré je mozné vytvorit aj bez nej, aj ked di-
gitalna technoldgia moze prispiet k tomu, aby to bolo rych-
lejsie, lacnejsie, Sikovnejsie atd. Digitalna technoldgia tu nie
je potrebna v tom zmysle, Ze konecné dielo v podstate bez-
podmienecne nezavisi od jej pritomnosti a ani nepridava
kone¢nému dielu na estetickej hodnote, ale moze prinasat
iné vyhody, ako napriklad tie finanéné. Ak ilustrator pouZiva
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digitdlny nastroj s ciefom kombinovat prvky na scéne, je to
priklad zbyto¢nej digitalnej technolégie, ak sa to isté da uro-
bit klasickymi néstrojmi.

Tou druhou urovriou je ta, ktord by sme mohli nazvat
nevyhnutnou, umelec pouZiva digitdlnu technoldgiu, aby
vytvoril dielo, ktoré sa bez nej vytvorit neda. Délezité je,
Ze pri kone¢nom diele zohrava digitdlna technoldgia v tvo-
rivom Ci prezentachom procese jedinecnu ulohu a jej ne-
pritomnost by radikdlne zmenila esteticki hodnotu diela.
Vsetky digitalne umenia, interaktivne knizné aplikacie a in-
teraktivne digitalne rozpravanie pribehov su priklady nevy-
hnutnych digitalnych technolégii.

Zamyslime sa nad témou originality a jej vztahu k ne-
potrebnym a nevyhnutnym technolégidm. V prvom pripa-
de sa zdd, Ze nepotrebnd digitdlna technoldgia nejako ne-
ovplyvriuje otazku originality. Tu stdle mozeme aplikovat
zauzivané kritéria originality: bez ohladu na to, aké nastro-
je a techniky umelec pouziva, délezité je, Ze ich pouZiva je-
dine¢nym a osobitym spdsobom, ktory reprezentuje jeho
a nikoho iného. Inymi slovami, podpis autora je kritérium
originality bez ohladu na to, ¢i pouZil digitalne alebo ana-
l6gové nastroje a techniky. To znamen3, Ze ak sa nesustre-
dujeme na existujice umelecké diela, dielo sa stava ori-
gindlnejsim. Je to vsSak zaujimava a doleZitad otazka na za-
myslenie, ¢i sa ¢asté pouzivanie nepotrebnych digitalnych
technoldgii v oblasti ilustracie a pri tvorbe originadlnych diel
(podla uz uvedenej definicie s podpisom autora) stava pre-
kazkou, alebo nie. Na druhej strane tu vznikd dojem, Ze
pouzivanie digitalnych technolégii prindsa kreativhym ilu-
stratorom viac technickych moznosti a to zniZuje pravde-
podobnost vytvarania napodobenin. V kazdom pripade to
vyzerd tak, Ze dosah nepotrebnych digitdlnych technoldgii
je vacsi v oblasti kniznej publikacie a jej procesov, napri-
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klad ¢as a peniaze urcené na pripravu ilustracii pre detsku
obrazkovu knihu, ako ich dosah na originalitu a esteticku
hodnotu.

Co sa tyka nevyhnutnych digitalnych technoldgii, tu sa
otazka originality lisi. Tu potrebujeme dodatocné kritérium
originality. Okrem ilustratorovho podpisu je spravne uviest,
Ze ak sa nesustredime na tlacené knihy, ale nové moznos-
ti, ktoré nevyhnutne technoldgie prindsaju, moznosti, ktoré
nie su k dispozicii pri pouzivani klasickych nastrojov a tech-
nik, dielo sa stava originalnejsim. To znamen3, Ze nevyhnutné
digitalne technoldgie nas nutia prehodnotit nase chapanie
originality a vziat do Uvahy ten rozmer, Ze umelec/ilustrator
mozZe zajst dalej, ako su limity klasického umenia/ilustracie.

Zamyslime sa teraz nad zaobchadzanim s technoldgia-
mi: technoldgia je socidlno-technicky systém, ktory pouzi-
vatelom poskytuje vacsi vyber, estetické moznosti, etické
kédy obchodovania a aj kognitivne schopnosti. To, nad ¢im
sa Eliza T. Dresangova zamyslala v Radikalnej zmene (Radi-
cal Change), je konceptom, ktory nas tu sprevadza. Rozpra-
covala ho v roznych pasazach ([1], [2] a [3]), kedZe si knihy
pre deti a mladez, pri ktorych sa pouzila digitdlna technold-
gia (chapana ako socidlno-technicky systém) presli radikal-
nymi zmenami (nazvala ich knihami digitdlneho veku). Po-
dla Dresangovej ma digitdlna technoldgia tri zasadné Crty,
ktoré sa objavuju v knihach digitdlneho veku, a tie su ko-
nektivita, interaktivita a pristup. Konektivitu v knihach digi-
talneho veku definuje ako , prepojenie hypertextu ako linky
na zdroje, zmysel komunity ¢i konstrukcie socidlnych sve-
tov, ktoré vyplyvaju zo zmenenych perspektiv a expandova-
nych asociacii v knihach a v inych zdrojoch, alebo zo vztahu
k zdrojom v redlnom svete”, ([3], str. 295) Interaktivitu defi-
nuje ako ,, dynamické, nelinearne, nesekvenéné, komplexné
knihy a iné zdroje a pridruzené sp6soby ucenia a ziskava-
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nia informacii“ ([3], str. 295) Pristup definuje ako ,prelo-
menie dlhodobych informacnych bariér, vznik pristupu
k Sirokej réznorodosti predtym nedostupnych nazorov a so-
fistikacie v knihach a v inych zdrojoch a pridruzené moznos-
ti v spolocnosti“. ([3], str. 295)

Dresangova sa pokusila pomenovat ukazovatele troch
spominanych ¢&ft v knihach digitdlneho veku: , grafika v no-
vych formdach a formatoch; slova a obrazky, ktoré dosahuju
nové Urovne synergie; nelinedrna a nesekvenénd organi-
zacia a format; rozne vrstvy vyznamu podla odliSnych per-
spektiv; kognitivne, emocionalne a fyzicky interaktivne for-
maty; sofistikované prezentacie; velké mnoZstvo prepojeni;
nevysvetlené deje”. ([3], str. 295) Analyzovala konkrétne pri-
klady oboch, textov aj ilustracii v knihach digitalneho veku,
ktoré su podla nej prikladmi tychto ukazovatelov. V pripa-
de ilustracie bola napriklad toho ndazoru, Ze v niektorych
informacnych knihach ,bola osvojend kreslena charakte-
ristika digitalneho hypertextu predstavujuca obrazky a po-
stavenie textu, ktoré si vyzadovali, alebo aspor podporova-
li hypertextualny spésob myslenia a ¢itania® ([3], str. 296)
Ako druhy priklad, ¢o sa tyka obrazkovych knih digitdlneho
veku, uviedla, Ze ,,zmena velkosti typu pisma a tvarov je ne-
smierne bezna vec — velkost pisma sa popri farbe da vyuzit
na sprostredkovanie emdcii, doleZitosti a smeru... Casto do-
chddza k pozoruhodnej synergii vytvorenej medzi slovami
a obrdzkami. Vizudlne perspektivy z roznych uhlov pohla-
du (v minulosti sa v knihach pre deti pouZivala len stredova
perspektiva) berd mladého Citatela na cestu pripominajicu
pohyb vo videohrach. Postavy vystupuju z pribehu a preho-
varaju k Citatelovi. Niektoré preberaju kontrolu nad pisanim
pribehu” ([3], str. 296)

Dresangovd poukdzala na to, Ze ,existovali tri hlavné
typy zmien, ktoré sa objavili [v knihach digitalneho veku
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spésobené digitalnymi technolégiami]: zmena foriem a for-
matov, zmena perspektiv a zmena hranic (pri ndmete, po-
stave a téme)“. ([1], str. 161) V pripade zmeny foriem a for-
matov napisala, ze ,knihy pre mladych citatelov, ktoré
odzrkadluju tuto grafiku a interaktivnu uvedomelost, prina-
$aju novu Uroven synergie medzi slovami a obrazkami, pod-
poruju interakcie medzi knihou a ¢itatefom na novej Urovni
intenzity a Casto opustaju linedrnu a sekvenénu postup-
nost” ([1], str. 162) V pripade zmeny perspektiv napisala,
ze ,druhy spdsob, ktorym sa deti menia (alebo pripustaju
zmenu), je ten, v ktorom vnimaju samych seba a inych. Tie-
to deti su emociondlne a intelektudlne otvorené a Stedro
prijimaju roznorodost... Ked sa v knihe objavia rézne per-
spektivy, jej Struktura sa ¢asto meni, ¢o je spésobené pre-
pinanim roéznych hlasov. Tento format je velmi interaktivny,
kedZe si vyzaduje, aby Citatel splyval s pribehom, aby vypl-
nil volné miesta.” Ale réznorodost perspektiv zaroven tvo-
ri obsah, pretoze Citatel' ,musi kracat po stopach” roznych
[udi, pozerat sa na tu istd tému z r6znych uhlov pohladu.
([1], str. 163 — 164) A napokon v pripade zmeny hranic na-
pisala, ,internet podporil u mladych fudi kultdru neustdlej
zvedavosti a patrania. Existuje nezastavitelny prud informa-
cii prechadzajlci cez socialne, kultirne a geografické hrani-
ce, kde ktokolvek slobodne dostédva, ¢i dava informacie ty-
kajuce sa akejkolvek témy.” ([1], str. 165)

Aby som to zhrnul, Dresangovd hovori, Ze existuju tri
Crty digitalneho veku (konektivita, interaktivita a pristup).
Tieto Crty sa odzrkadlili v knihach digitdlneho veku a zmeni-
liich. A napokon deti a mladi z internetovej generacie prija-
li tieto Crty tak, Ze definuju ich osobnost a oni uprednostnu-
ju knihy s touto charakteristikou. Je déleZité spomendt, Ze
pri tvorbe ilustracii digitdlneho veku nie je potrebné pouzi-
vat digitadlne technické artefakty. Napriklad informaéna ilus-
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trovana kniha moéze byt vyrobena pomocou klasickych na-
strojov, ale moze byt aj knihou digitdlneho veku tym, ako
prezentuje obrdzky a text v juxtapozicii, ktora si vyZaduje,
alebo aspon podporuje hypertextudlny pristup k mysleniu
a Citaniu. To znamen3, Ze sa viac zaoberame socidlno-tech-
nickym systémom ako technickym artefaktom, systémom,
ktory ma svoje vlastné preferované kognitivne schopnosti,
umelecky senzitivitu a informaény proces. Co mdzeme po-
vedat o originalite ilustracie digitalneho veku, ak mame na
mysli socidlno-technické zaobchdadzanie s digitalnou tech-
nolégiou? Zd3 sa, Zze okrem ilustratorovho podpisu potre-
bujeme nové dodatoc¢né kritérium. Dresangovej tri charak-
teristické Crty knih digitdlneho veku nie su Cisto deskriptiv-
ne, ale pésobia normativne; uprednostnuje a obdivuje pra-
ce s takou charakteristikou. Napriklad napisala, Ze ,interak-
tivita, konektivita a pristup sa stanu hlavnymi hnacimi silami
v digitalnom prostredi, ktoré prinasa inovacie v Citani a in-
formacné zdroje pre mladych” ([3], str. 298), alebo Ze ,ko-
necny zaver vyskumu v tejto oblasti je, Ze ak deti maju na
vyber, mnohé z nich si vyberu knihy, ktoré imituju ich prefe-
rencie v dynamickych médiach a aj napriek ich menej line-
arnej a Casto sofistikovanejsej prezentacii dokazu pochopit,
o ¢oide.” ([3], str. 299) Vdaka takejto normativnej sile méze
byt pri ilustraciach digitalneho veku ako nové kritérium ori-
ginality definovany rozmer, ktory dokdzu akceptovat, a tri
charakteristiky digitalneho veku, ktoré si dokazu osvojit. To
znamena, Ze ak nebudeme brat do Uvahy obdobie pred di-
gitadlnymi ilustraciami, ilustracie digitdlneho veku sa stanu
originalnejsimi. Toto plati aj pri inych zéleZitostiach tykaju-
cich sa knihy, jej formy, obsahu, veci, akymi su zapletka, typ
pisma, dizajn atd.

Nakoniec sa zamyslime nad tym, Ze digitalna technolé-
gia (hlavne internet) je médium. To znamena, Ze existuju
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nejaké zanre, napriklad ako knihy v aplikaciach, ktoré k to-
muto médiu vyhradne patria. Mnoho vyskumnikov veri, Ze
v dobe internetu a pouZivania digitalnych technolégii ,je
pravdepodobné, ze mnoho informacii, ktoré boli predtym
dostupné v knihach, je teraz dostupnych v digitdlnej for-
me — formatoch, ktoré sa daju lahko transportovat (ak je
to ekonomicky moZné) a tie, o sa nedaju, zostanu v tlace-
nej forme” ([3], str. 299) Znamena to, Ze nedigitalne for-
my (napr. tlaéené knihy) potrebuju v dobe digitdlnych médii
svoje vlastné ospravedlfiujuce dovody. Taka dominancia di-
gitalnych médii nad tymi nedigitalnymi (ako su tlacené kni-
hy) predstavuje pre originalitu nedigitalnych knih a ilustracii
dolezité konzekvencie. Okrem umelcovho podpisu tu potre-
bujeme nové dodatocné kritérium: ak sa nedigitdlna kniha
dokaze distancovat od prvkov preloZitelnych do digitalnych
knih, je origindlnejSia. Inymi slovami, kritérium originality
pri tlatenych knihach a ilustraciach v dobe digitalnych mé-
dii je mat charakteristiku, ktoru nie je mozné vyjadrit v di-
gitdlnom médiu. Dresangovd na to poukazala, ked napisa-
la, Ze , konkrétny esteticky dizajn nejakej tlacenej knihy by
bolo zlozité (ak nie nemozné) napodobnit vo formate e-kni-
hy... [Objav Huga Cabreta), kazda sekvencia kresby sa sama
osebe moze stat miniatirou tichého filmu, ak je Citatel za-
mestnany technikou flipbooku. Tato novodobd Crta, ktora si
vyZaduje fyzickl interakciu s knihou, by nebola v digital-
nej forme rovnakd, ako by ani papierové knihy, ¢i obrazko-
vé knihy réznych tvarov a velkosti neboli rovnaké, keby sme
v rukach drzali pocitacovy digitalny nastroj.” ([3], str. 298)
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Originalita knihy ako Objav Huga Cabreta Ci inych papiero-
vych knih spociva v tom, Ze ich preloZenim do digitdlnych
verzii im chybaju dolezZité a jedinecné Crty, s ktorymi sa mo-
Zeme stretnut len pri vytlacenych verziach.

Ukoncil by som to tak, Ze o originalite sa hovori, Ze ma
nieco spolo¢né s kontextom. V kontexte beznych tlacenych
knih, pri ktorych sa pouZila analégova alebo nepotrebnd
digitalna technoldgia, originalita znamena mat umelcov
podpis. V kontexte nevyhnutnej digitdlnej technoldgie ori-
ginalita znamena vybrat si nové moznosti tejto technoldgie
a distancovat sa od tla¢enych knih. V kontexte knihy digital-
neho veku (teda knih s troma charakteristikami — konekti-
vita, interaktivita a pristup) originalita znamena akceptovat
a osvojit si tieto tri charakteristiky. A nakoniec v kontexte
povodnych tla¢enych knih v digitdlnom veku originalita zna-
mena distancovat sa od tych ¢ft, ktoré su preloZitelné do
digitalnych knih.
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Srbsko

Kult originalu ilustracie vo svete digitalnej techniky
GETO — Originalny majster modernej doby ilustrovania

Narodila sa v roku 1989 a vystudovala skolu v Zemune. Momentdlne
pobsobi ako doktorandka na Filozofickej fakulte (Katedra historického
umenia) v Belehrade. Od roku 2009 je clenkou Asocidce ndrodnych
muzei a od roku 2017 je ¢lenkou ULUPUDS. V rokoch 2014 a 2016
pracovala pre Umelecky pavilon Cvijeta Zuzoric. Poslednych 5 rokov
organizuje umelecké koldnie v Srbsku. Profesiondlne sa venuje aj pi-
saniu eseji, uvodnikov do katalégov a skupinovym vystavam. Je spo-
luautorkou encyklopédiovych zvizkov v ramci projektu Srbskd encyk-
lopédia, zvézok 2 a 3, ktoru vydala Srbska akadémia vied a umeni
(SASA), Srbska matica a Institut pre vyddvanie ucebnic a ucebnych
pomdcok. Je autorkou 6smich vystav vrdatane Zlatého pera Belehra-
du 2017, Medzindrodného biendle ilustrdcii, ktoré organizuje Aso-
ciacia umelecko-priemyselnych umelcov a ndvrhdrov Srbska (ULU-
PUDS). Okrem toho, Ze je umelkyriou na volnej nohe, momentdline
pracuje ako asistentka kurdtorky v galérii SULUJ v Belehrade.

1. Pojem origindl/originalita v priebehu histérie umenia
Otazka originality puta pozornost vyskumnikov a kritikov uz
dlhy ¢as. Budem sa tomu venovat z pohladu umeleckého
historika a poukdazem na par Uvah z oblasti umeleckej kriti-
ky, rovnako ako aj z histérie, ked' sa na tému pozriem ako na
komplexnu a vrstvenu a ako na studiu, ktord to v sebe vset-
ko zahfna.

Z etymologického uhla pohladu znamena slovo original
nieco, o je prvé svojho druhu, ¢o nevzniklo na zdklade po-
dobnej prdce, ale je to origindlny kusok, ktory vyrobil jeho
stvoritel’ a je to model, sablona, priklad. Synomonymom
tohto slova je v srbskom jazyku izvorno — nieco, co zacina pri
prameni. Je dobre zname, Ze tento pojem neexistoval po-
C¢as antiky a stredoveku, ale vznikol v modernej dobe. Geor-
gio Vasari napisal Zivoty zndmych maliarov, sochdrov a ar-
chitektov, kde poukazuje na to, Zze Michelangelova umelec-
ka kvalita bola v jeho schopnosti vytvorit kdpiu, ktora je lep-
Sia neZ existujuci original. Po renesancii sa zacal robit rozdiel
medzi kdpiou a imitdciou, ¢o charakterizuje urcitd vytuzenu
formu interpretacie originalu. Odkedy vznikol Duchampov
pisodr prestala sa definovat hotova jedinecnost/original
umeleckého kusku vo svojej externalite, ale dblezité bolo
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jeho pouzitie na zaklade jeho pola pésobenia a interpreta-
cie. Neskor nasledovali dnes uz preskimané otédzky o vlast-
nostiach umenia samotného a jeho neustdle novych defini-
cii. Moderna zrusila pozitivny ndhlad na kdpiu, pripisovala
jej negativny vyznam na rozdiel od postmoderrny, ktora eli-
minovala poradie priorit a dala kdpii novy vyznam, zasla aj
o kusok dalej prostrednictvom pouZitia pojmu simulacrum
— kopia bez originalu, t. j. origindlna képia. V dobe, v ktorej
teraz Zijeme, nepredstavuje kdpia pracu mensej kvality. Ko-
pia sa svojou existenciou vztahuje na original, ktory sa tym-
to spésobom spropaguje a identita kopie je zalozena na su-
hlase originalu. Napokon to je to, ¢o nedovoluje originalu
upadnut do zabudnutia, ¢o historicky a cyklicky dopifa for-
mu interpretdcie tohto pojmu (obzrime sa spat na rimske
képie gréckych soch).

Niektori suc¢asni autori, vyskumnici a kulturologisti pova-
Zuju original/originalitu za zabudnutu kategdriu minulosti,
ktora neexistovala, ale bola viac vytvorom, ktory vznikol v ur-
Citej historickej chvili a vyvijal sa svojim vlastnym chodnic-
kom. Ak sa na to pozrieme takto, Zijeme v dobe absencie ori-
ginality. Existuju len napodobeniny a ich neustale premeny.
Potreba existencie origindlov vsak nevymizla Uplne — pripo-
minaju ndm to muzed, ako aj ceny origindlnych prac na trhu.
Rozmach neoriginalnych préac (imitacie, kdpie, repliky...) vie-
dlo k tomu, Ze sa predefinoval a zvaZil pojem originality.
Masovy zdujem a nadSenie pre kdpie vytvorili novl tedriu
originality, ktord bola potla¢end, dokonca zmizla. Otvorili sa
rozne diskusie, ktoré sa zaoberali originalitou v umeni rovna-
ko aj takzvanou krizou originality. Ak mame na mysli zmenu
pojmu original/originalita pocas histdrie, nazov tohtoroc-
ného sympdzia modze poukdzat na minimalne tri veci v pri-
pade, Ze pozorujeme syntagmu origindlnej ilustrdcie: 1) ilu-
strdcia je vytvorena pomocou pouzitia klasickej techniky bez

Marja Fisti

zasahu digitdlnej technoldgie; 2) nieco, o nie je kdpia, kde
by bol original interpretovany v tesnej blizkosti so spomien-
kou a hodnotenim formy vytvarného umenia, tak to by bol
jej kult spojeny s reaktualizaciou, obnovou, spomienkou; 3)
vizudlna komunikacia: samotna ilustracia, t. j. ndpad ako ori-
ginal. Kult origindlnej ilustracie je polysémanticky pojem,
ktory sa hodnoti v sulade s interpretdciou. Digitalny svet
predstavuje neustdlu expanziu svojho potencidlu, ktory nie-
kedy nie je v sulade so spésobom myslenia v danej dobe. Je
dolezité najst nové spbdsoby ako definovat a hodnotit novy
umelecky fenomén, s ktorym sa stretdvame v oblasti ilustra-
cie. MoZnosti, ktoré ponuka svet digitalnych technoldgii, pri-
nasa autorom nové vyzvy a opat opakovane prinasa vynalie-
zavé metddy ilustracie literdrnych pribehov prostrednictvom
zru€nosti, ktoré ovladaju.

2. GETO - Originalny majster modernej doby ilustrovania
Popritom, ¢o sme spomenuli, sa vynara otazka: Mohli by
byt tie isté procesy pozorovania a tvorby origindlneho kusku
v priebehu histdrie a dokonca aj dnes aplikované na oblast
ilustrdcie?

llustracia si pocas storoci potichucky a opakovane na-
chadzala svoj vlastny chodnicek na ceste medzi inymi ume-
leckymi smermi. S prichodom tla¢e a potreby ozdobovat
knihy boli prvi ilustratori vaésinou maliari, vytvarni umel-
ci, ktori to robili ako svoju vedlajSiu aktivitu. Rozvoj tlace
vo vsetkych oblastiach (kniha, noviny, plagaty, ¢asopisy...)
prispel k vzniku ilustracie ako separatnej profesii, akou je aj
dnes. Kult originalu by zo SirSieho estetického hladiska zahr-
nal reSpektovanie nie¢oho, ¢o nebolo vytvorené tu a teraz,
ale ¢o vzniklo niekedy skér a zdmerom je aktualizovat a oZi-
vit to. V oblasti ilustracie je prevazne ilustracia vytvorend
pomocou klasickej techniky povazovna za origindl.
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Na troch prikladoch prac Bobana Savi¢a alias GETA, kto-
ré pochadzaju z réznych obdobi jeho prace, sa pokuisim
znazornit moznosti analyzy origindlnych ilustracii. GETO
je uznavany ilustrator, ktorého prace maju prominent-
né miesto na sucasnej scéne ilustracii, komiksovych knih
a koncepéného umenia. Vyznamnu reputaciu ma doma a aj
na svetovej scéne a vybudoval si ju hlavne svojimi majstrov-
skymi ilustraciami a analytickymi kresbami, ktoré vytvo-
ril pomocou poutzitia tradi¢nych technik. GETO vybudoval
komplexné a odlisné diela. Vdaka tomu, ako si rozsiroval
svoje vzdelanie, svoj umelecky a filozoficky pohlad na svet,
ako pouZival jazyk vytvarného umenia a vdaka jeho odo-
vzdannosti, vytvoril urcity svet symbolov, emblémov, fan-
tazie. Z biografie tohto umelca mame dojem, Ze talent vidy
stdl pred pozZiadavkami danej doby, v ktorej tvoril. V mla-
dom veku bol prijaty a reSpektovany kolegami a profesio-
nalnou verejnostou. Ovplyval neustdlou tendenciou rozvi-
jat sa dalej, ziskavat vedomosti z réznych oblasti (filozofia,
estetika, psycholdgia, socioldgia), a to mu pomahalo vyba-
lancovat vynaliezavost s atraktivnymi poZiadavkami mo-
derného trhu umenia. Jeho metdda prdce je zaloZend vy-
hradne na tradi¢nych technikach, ktoré nasledne rozvinul
pomocou pouZzitia digitalnej techniky a v stilade s poZiadav-
kami klientov.

Aj v skorej faze jeho kreativnej prace v roku 1994, ked
vytvoril ilustracie pre roman od Ljiljany Praizovi¢ovej KneZe-
vi¢ i severni vetar (Mlady pan a severny vietor), dodal ilus-
tracie, ktoré pripominali vytvarné umenie z konca 19. sto-
rocia. Vytvoril ich pomocou pouZitia techniky scratch board:
ku klasickym metddam (pero a tus) pridal prvok bielych ciar
vytvorenych ¢mdranim na povrch pokryty tusom. Tymto
sp6sobom vytvoril ilustracie, ktoré na nas pésobia ako tech-
nika drevorytu a rytia, ktord sa podoba Direrovej grafike Ci

i’
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vyrazu Dorého. Pri kazdej metdde vytazil z jej moznosti ma-
ximum a vysledkom toho bolo kompaktné, velké a jednot-
né umelecké dielo. Fantastické prvky (monstrudzne plazy,
armada smieSnych tvorov, vtaky s kridlami, ktoré pripo-
minaju kovové Cepele) tiez pripominaju gotickd Stylizaciu.
Mlady pan je hlavnd postava romanu a je zndzorneny na la-
vej strane, kym vsetky ostatné postavy ukazuju svojimi ges-
tami na neho. Délezitost kompozice je zvyraznena prostred-
nictvom opakujucich sa prvkov vytvarného umenia (ostepy,
chvosty monstra, jazyky...), ktoré s nasmerované smerom
k postave hrdinu, a tomu sa, aj ked' nie je v strede kompozi-
cie, venuje dominantna pozornost. Napatie v kompozicii je
vytvorené skombinovanim kontrastov svetla a tmy. Vyuzi-
td je celd Skala od tmavociernej aZ po Cistu bielu. Velmi do-
lezitu dlohu maju v tomto vytvarnom rozpravani symboly
dobra a zla, ktoré su vizudlne komplexné, komplexne inter-
pretované, ako aj neustdly vnutorny boj o zachovanie hod-
not. Umelec si vybera, ako nakresli biele stopy vychadzaju-
ce z tmy, ¢o vytvdra priestorovi dimenziu obrdzku. Boj sa
odohrava pod kridlami orla, jeho telo oddeluje oblohu od
zeme, svetlo od tmy, dobro od zla. Vtak s kridlami z nozov,
ktorého orol nesie prec, symbolizuje porazené zlo. Tym, ze
GETO poutzil rozdielne spésoby pri oddeleni textury, vytvoril
priestorové Struktury, dynamiku formy a rézne simultanne
pohyby. Tym, Ze pouZil symboly, vizudlne alegérie a em-
blémy, vytvoril origindlnu kompoziciu, ktord ndm pripomi-
na prace starych majstrov. Takto sa zachovavaju zakladné
tradicné umelecké riesSenia vyvolavajuce dramatické bitky
(kresba, forma a kompozicia) a drZia sa pri Zivote vo svete
digitdlnej techniky. Pri praci na vytvarnom umeleckom zov-
riajsku ilustracie umelec nezablda na to, ze méze byt pou-
Zita aj v inych oblastiach umeleckej prace. V sucasnej praxi
to niekedy vedie k tomu, Ze je pri vybere techniky autorovi
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dand podmienka, podla provizie. Zapletka romanu Mlady
pdn a severny vietor nam pripomina legendarnych hrdinov
a knihy z 19. storocia, ktoré obsahovali ilustracie vytvore-
né technikami, ktoré patria pod takzvané vytvarné umelec-
ké grafiky (vacSinou drevoryt a litografie). Samotna téma
a ucel ilustracie vedu umelca k tomu, aby si vybral techniku
prace a technoldgiu, ktord by najvhodnesie vyjadrila mys-
lienku, s ktorou pracuje.

llustracie z knihy Jonathana Livingstona Cajka od Richar-
da Bacha budu vystavené na tohtoro¢nom Bienale ilustra-
cii Bratislava. GETO tieZ vytvoril ilustracie pomocou pouZzi-
tia tradi¢nych technik (skombinovanim ceruzky, pera, tusu,
kresliaceho pera, akvarelu) bez digitdlneho zdsahu. Su to
zriedkavé priklady, kde v podstate aktivne, dramatické, po-
vedzme psychologické terény, vyplyvaju zo zapletky knihy.
Keby si umelec ndhodou vybral antropomorficku prezenta-
ciu ¢ajky, stratila by sa filozoficka dimenzia pribehu. Ak sa Ci-
tatel ponori do textu, mohol by prostrednictvom portrétov
a krajiny intuitivne citit vizualne vytvoreny pribeh. Niektoré
ilustracie boli vytvorené z Casti, ktoré sa rozplynd, kym iné
prostrednictvom asocidce zasa nadobudnu formu ludské-
ho mozgu ¢i vajcového embrya. Vizudlny repertoar v sebe
nesie symboliku samotného pribehu: fazy, cez ktoré si ro-
manovy protagonista presiel, jeho vnutorny boj, duchovny
rast. Tieto ilustracie nekomunikuju s Citateflom na racional-
nej Urovni, ale viac symbolicky a intuitivne, to znamen3, Ze
hovoria tak, aby bolo pochopené to, ¢o GETO nazyva odha-
lenim, ktoré sa vyvija v fudskej dusi. V tychto prikladoch je
to dusa umelca, ktora je nositeflom schopnosti a nahladu,
ktory nepotlaca impulzivitu. Pri pouzivani tradi¢nych tech-
nik, ktoré sa mozu povazovat za original v zmysle tradi¢nej
technoldgie, je to aj myslienka psychologickych terénov,
ktord je tieZ reprezentovand origindlnym vyberom, keby

Marja Fisti

sme na neho pozerali ako na vynachadzavy, nekonvencny
spdsob ilustrovania pribehov pre mladez.

Skorsie a neskorSie obdobie posmoderny oslavova-
lo technolégiu, ¢im zdorazriovalo absenciu fudského cinu
v umeleckej tvorbe a predpovedalo dehumanizaciu metéd
tvorby do blizkej budicnosti. Jedna z charakteristik nového
veku je aj tendencia smerom k imitovaniu tradi¢nych tech-
nik prostrednictvom pocitacového softvéru ¢i mobilnej apli-
kacie. Softvérové programy (ako Photoshop) obsahuju filter
a vizudlnu formu a mézu obrazok upravit do réznych ume-
leckych stylov: impresionizmus, kubizmus, artpop a jedine
umelecky znalec dokaze povedat, ¢i islo o softvérovu simu-
laciu. Prostrednictvom malych zasahov méZe dnesny au-
tor zamaskovat digitdlnu Upravu a vytvorit dojem original-
nej prace. Tieto moZnosti ddvaju priestor pre nedostatocne
zruénych autorov, ktori pouzivaju efekty bez toho, aby ob-
jektivne poznali svoje moznosti. Mnoho skusenych ilustra-
torov podporuje tento typ programov a hovoria, Ze vysled-
ny vzhlad je taky, akoby pouzili origindlne metddy. Aj tak,
cielom by nemalo byt niec¢o napodobriovat. Zd3 sa, ze digi-
talna kvalita sa meria tym, ako dobre aktudlna technika na-
podobriuje. Treba konstatovat, Ze existuju mnohi autori, pre
ktorych je hmatatelna stranka vytvarného umenia stale jed-
na z najdolezitejsich veci.

Pri tvorbe scénografie pre film VraZda v katedrdle
(2019) GETO skombinoval tradi¢né a digitalne metddy, po-
uzil akvarelovu techniku novym sposobom. Neopakovatel-
nost tvorby nie je nikde tak, dolezita ako pri tejto technike.
Farebny efekt vytvoreny pouZitim klasickych vytvarnych
technik a ich premiestnenie do digitdlnej kompozicie pred-
stavuje manualnu pracu v tvorivom procese. Umelec po-
uziva akvarelovu techniku ako novy nastroj pre vytvarné
umelecké prvky ilustracie. Spésob, akym ich umelec trans-
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formuje a aplikuje digitdlnou technikou, vedie k zapama-
taniu si, reaktualizcii tradi¢nych technik a ich zachovaniu.
Tento proces dava pocitacovému svetu Zivot, to znamena,
Ze ho robi ludskejSim. Presnejsie povedané, umelec nekona
v ramci predpisanych algoritmickych pravidiel, ale radse;j si
sam stanovuje Standardy, nové poziadavky tak, Ze manipu-
luje vlastnostami softéru, aby realizoval originalny napad.
Niektori umelci sa riadia naprogramovanymi algoritmami,
ktoré ich vSak obmedzuju a stanovuju im hranice pri ich
kreativnej prdci. Oproti tomu GETOV sp06sob ilustrovania
zavadza premenu pojmu originalita, prinasa ju blizsie k ab-
straktnému svetu myslienok. PouZivanie starej techniky ak-
varelu v digitdlnom umeni ilustrovania vyjadruje kvalitativ-
nu moc manudlnej prace a takto umelcova osobnost stale
dodava umeleckej tvorbe origindlnu kvalitu. Implementuje
tradicné metddy a vedomosti zo sucasnej vizudlnej kultury
a tak urcuje nové umelecké standardy, ktoré koresponduju
s najlepsim vysledkom svojho druhu vo svete filmu.

Tieto umelecké cinnosti ukazuju, Ze technoldgia nie
je schopna uplne vyjadrit autorove myslienky, nie to este
komplexnu artikulaciu medzi myslienkou a kresbou. Ak
nadviazeme na pouzivanie metdd v minulosti, idealnym vy-
sledkom technologického pokroku by bolo vytvorenie nové-
ho nastroja vytvarného umenia prostrednictvom digitalnej
techniky. Ak sa zamyslime nad tymito procesmi pozitivne,
znamenalo by to, Ze namiesto imitovania klasickych technik
by autori mohli ovladat nové, originalne idiomatické spoje-
nia vytvarného umenia s povodnymi vlastnostami digital-
nych technolégii.

3. Zaver
Je otdzne, Ci kategdria origindlu, ktory chapeme ako nieco,
¢o bolo vytvorené ako prvé, moze byt aplikovana v oblasti

Marja Fistii

ilustracie, ktora ako jedina svojho druhu v sebe zahffia mno-
Zenie a reprodukciu. llustracia sama osebe nemad charakte-
ristickd zvlastnost aury, o ktorej pisal Walter Benjamin, a ani
typ originality, ktory stanovuje moderna doba. Podstat-
na hodnota ilustracie je vztah medzi textom — vizualnym
umelcom - citatelom. Pri tvorbe ilustrdcie umelec pocita
s jej dalSou reprodukciou. Az ked' je praca vytlacena, moze
sa povazovat za skutoénu ilustraciu. Ak to vidime v tomto
svetle, ilustracia je pre Citatela prostrednictvom svojej ko-
pie v knihe ¢i ¢asopise — origindlom. V pripade plne digita-
lizovanych knih straca cely koncept originality svoju esen-
ciu, pretoze zakony materidlneho sveta vo virtudlnej sfére
neplatia. Originalita tak, ako sme ju definovali na zaciatku,
moéze byt aplikovana v materidlnom svete, ale nie v kyber-
netickom. V kone¢nom désledku by bola originalna digital-
na ilustracia synonymom originalnej ilustracie.
Pravdepodobne by bolo najlepsie volat originalnu ilus-
traciu, ktora je vyrobend tradicnymi technikami, Sablénou
vytvarného umenia a azZ po jej zahrnuti do tlaceného kon-
textu literdrneho rozprdvania by sme ju nazvali ilustraciou,
pracou samostatnej discipliny vytvarného umenia, ako to
dnes vidime na umeleckej scéne. Ak to mame na mysli, vy-
zerd to tak, Ze Sabléna nem3d taku kvalitativnu a kvantita-
tivhu hodnotu — s vynimkou pre autorov a umeleckych his-
torikov. Pre Citatela konkrétnej literarnej prace zanecha
takdto Sabldona vytvarného umenia, ktora je vynata z lite-
rarneho kontextu, dojem z nie¢oho nedokonceného, z nie-
¢oho, Co nie je celé. Vynimkami su bibliografické publikacie
alebo zriedkavé unikatne képie knih v style iluminovanych
manuskriptov. Ked zhrnieme to, ¢o bolo povedané, rad by
som sa pozrel spat na podtitul eseje: GETO — originalny
majster modernej doby ilustrovania. Na prikladoch Getove;j
prace ako celku dospejeme k zaveru, Ze ak je umelec maj-




P

ZBORNIK

<
>
<
[
=
5]
<
o]
M
©)
<
E
w0
jm)
=
—
€3}
=
<
=1
€3]
=
m
>~
aQ

Medzinirodné sympizion BB 2079 =0= Marja Kiitii
i

strom svojho remesla, klasické a digitdlne techniky nesto-
ja proti sebe, ale su nastrojmi, ktoré moézu v presnom a lah-
kom stzvuku vytvorit vizualnu symféniu. Originalita origi-
nalnej prace vznika jej hmatatelnostou a osobnymi kvali-
tami umelca, pricom metddy a technické spracovanie sto-
ja v pozadi. Vyzera to tak, Ze sa aj napriek tlaku zasobovat
masy a zaplave vsetkych druhov umeleckych obsahov vra-
ciame naspat k antickej forme pohladu na tvorbu umelec-
kého diela. Ak zvaZime, Ze ilustracia je vdaka svojmu ucelu
zaradena do kategdrie umelecko-priemyselného umenia,

je prirodezené uvedomit si, Ze remeslo je esencia tvor-
by originélnej ilustracie. Vystupit mimo ramec obycajnych
umeleckych zruénosti, ktoré sa charakterizuju ako umenie,
dostat sa ku konceptu vytvarného umenia prostrednictvom
realizacie esencie jeho bytia znamena priviest umenie do
nebezpecenstva, v ktorom by stratilo svoj vlastny vyznam,
ak zo seba vyluci prvok remesla. V oblasti ilustracie urci-
te nestadi ovladat remeslo, aby bola ilustracia povazovana
za origindlne dielo, ale je to nepopieratelne conditio sine
qua non.



. Senka Vlahovié

T

Srbsko

Kult originalnej ilustracie vo svete digitalnej techniky
Originalna ilustracia alebo séria nul a jednotiek?

Venuje sa dizajnu a ilustrdacii knih, ako aj tedrii ilustrdcie, fotografii,
malovaniu, video umeniu a experimentovaniu s r6znymi umelecky-
mi médiami a oblastami ich vyuZitia. Vlystudovala priemyselnu foto-
grafiu (2007) so zameranim na kniznu ilustrdciu (2011) na Vysokej
technickej skole profesiondlnych studii v Novom Sade. Titul Master
z predmetu videoilustrdcia ziskala na Viysokej umeleckej skole v Be-
lehrade (2015). Je zakladatelkovu, riaditelkou a clenkou poroty Fes-
tivalu kniZnej ilustrdcie BookILL Fest v Novom Sade v Srbsku. Vydala
pdt knih: ILUSTROVANIE BASNICKYCH ZBIEROK: HISTORIA, TEORIA,
PRAX, VIDEO ILUSTROVANIE KNiH: NOVY POHLAD NA ILUSTRACIU
A TVORBU OBRAZKOV (ocenend ako najlepsia kniha v kategdrii te-
Orie vizudlnej komunikdcie na 60. Medzindrodnom kniZnom veltr-
hu v Belehrade v roku 2015), ILUSTRACIA HOVORI VSETKYMI JA-
ZYKMI (ceny na festivale BookILL fest 2012-2017), ZAKORENENY

V NEBI, lyrickd proza a foto ilustrdcie a OD SVETLA K VIDEO-ILUSTRA-
CIAM V KNIHE: NOVY POHLAD NA ILUSTRACIU A TVORBU OBRAZ-
KOV V KNIHE NA VEREJNOSTI. Bola ¢lenkou poroty na Biendle ilustrd-
cii v Bratislave v roku 2017. Je clenkou poroty, ktord udeluje cenu za
najkrajsiu knihu Zaharije Orfelin na veltrhu v Novom Sade v Srbsku.
Navrhla alebo ilustrovala obaly viac ako 400 knih, ktoré vydalo Kul-
turne centrum Banat v Novom MiloSevove, kde pracuje ako umelec-
ka riaditelka. Usporiadala v 26 vlastnych sélo vystav a mnoZstvo sku-
pinovych vystav nielen v Srbsku, ale aj v zahranici.

Rozmach digitdlnych technolégii, nové formy interneto-
vej komunikdcie, masivne pouzivanie pocitaov pri vyrobe
umenia a hlavne v grafickom priemysle, zdkony trhu, global-
na spolo¢nost, kreativne ekonomiky, postupné odburavanie
hranic medzi vytvarnym a populdrnym umenim. Toto viet-
ko su faktory, ktoré vyznamne ovplyvnili originalnu ilustra-
ciu. Co je origindlna ilustracia? Akéi ma hodnotu? Aka je jej
buducnost? Preco sa rozpravame o kulte originélnej ilustra-
cie? Co ju robi kultom viac ne# beznou vecou? Alebo u? ne-
plati, Ze kazdd ilustrdcia je origindlom?
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Je délezZité dodat, Ze nehovorime o originalite v zmys-
le umeleckej autenticity a neopakovatelnosti, ale hovorime
o nej ako o originalnej képii umeleckého diela, ktord sto-
ji oproti reprodukcii a niekolkonasobne vytlacenym képidam
¢i vytlackom. Ked hovorime o originalnej ilustracii, mame
na mysli ilustraciu, ktord bola vytvorena bez pouZitia poci-
taca a inych druhov technickych nastrojov. Inymi slovami,

Senka V Yathowrs

ide o produkt vytvoreny klasickymi vytvarnymi umelecky-
mi technikami, ktoré su podpisané a ocislované. Vytlacky
z digitdlnej atramentovej tlaciarne, ktoré dnes mame, tiez
mozu byt podpisané a ocislované, ale otazka, ktora tu vzni-
kd, je, ako s nimi treba zaobchadzat. Ako s originalmi ¢i nie?
Kazdopadne inak, ako s tymi, ktoré sme spomenuli pred-
tym. Daldia otazka je: maju rovnaku hodnotu?

Aleksa Jovanovic (Srbsko), digitalna ilustracia
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Masivne pouZzivanie pocitacov nielen pri tvorbe ilustra-
cif, ale aj pri inych vizualnych dielach, pouzivanie grafickych
tabletov, rézne programy, kombindcie viacerych obrazkov,
fotografie, naskenované obrazky a digitalne upravené kres-
by prispeli k tomu, Ze sa dnes vacsina ilustracii vyraba tym-
to sp6sobom a nie vyhradne rukou na papier ¢i platno, bez
pouZitia pristroja, teda bez pocitaca, bez dodato¢ného digi-
tadlneho spracovania a napokon aj bez tlaciarne a obrazov-
ky, ktoré ndm ako spotrebitefom umoziuji dané obrazky
vidiet.

llustracia je produkt umeleckého priemyslu, ale stéle
viac je hodnotend a porovnavana s vytvarnym umenim. llus-
tracie vidime v knihach, ¢asopisoch, na obrazovkach, bil-
bordoch, vyrobkoch atd’, ale aj v galéridch, kde si Ziju cel-
kom nezavislo, nie ako produkty umeleckého priemyslu, ale
ako jedinecné a autondmne umelecké diela, ktoré su velmi
Casto insSpirované rozprdvanim pribehu (Heller, Arisman,
2006: xix).

Je to presne ta Cista esencia origindlnej ilustracie, kto-
ré moze byt exkluzivne vnimana na vystavach a v galé-
riach, kde mozeme vidiet origindlnu ilustraciu ako taku, ak
samozrejme nie sme priateflom ¢i kolegom daného umelca
a mame pristup do jeho pracovne alebo do archivu v mu-
zeu, v kniZnici ¢i u zberatela. V. momente, ked' sa ilustra-
cia zapracuje do knihy, ¢asopisu, rézneho druhu vytvarného
produktu ¢i obrazovky, nejde uz o pohlad na originélnu ilus-
traciu, ale o jej reprodukciu. Reprodukcia bez ohladu na to,
aka je doveryhodna, nema ten Specificky Sarm a auru ako
origindlna ilustracia vytvorena rukou. Reprodukcia zavisi od
skenera, fotoaparatu, kvality tlace, papiera dizajnu, kontex-
tu, tlaciarenského formatu a vsetky tieto faktory vyznam-
ne vplyvaju na to, ako budeme dand ilustraciu vnimat. Tie-
to faktory moézu niekedy byt v prospech ilustracie a inokedy

Senka Vlathowis

Aleksa Gaji¢ (Srbsko), originalna ilustracia, kombinovana technika

Bojana Dimitrovski (Srbsko/Slovinsko), originalna ilustracia, akvarel na
papieri

na jej ukor. Su pripady, ked origindl vyzera lepsie, ale su aj
také, ked' je to naopak.

Stava sa aj, Ze autori origindlnych a ruc¢ne kreslenych ilus-
tracii, teda ilustracii vytvorenych bez pouzitia digitdlneho vy-
bavenia, uréenych na reprodukciu do knih a inych vytvarnych
produktov, ich po ukonceni prace naskenuju a sami upravia
v pocitaci. Upravia farby, kontrast, vymazu Skvrny, opravia
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veci, ktoré sa im nepdcia, rozne detaily atd’, coho vysledkom
je nieco ako upravené umelecké dielo poslané na reproduk-
ciu. Je to volba samého autora, ako pracuje, ale ovplyviiu-
je to konecny vysledok. Da sa to potom nazvat ilustraciou?

Osobitne sa mézeme pozriet na ilustracie, ktoré boli vy-
tvorené ako produkt prostrednictvom klasickych vytvarnych
umeleckych technik (diela vytvorené vytlacenim originalu
rucne vyrobenych matric z dreva, Zeleza, kamena, linolea
atd’.) a boli podpisané a ocislované autorom. Tieto ilustra-
cie v sebe obsahuju rovnako ako tie uz spominané original-
ne ilustracie urcity druh neopakovatelnosti a jedinecnosti.
Vytlacenych je ohrani¢eny pocet a ich kvalitu a objektivhu
hodnotu urcuje cirkuldcia a niekedy sériové ¢islo vytlackov
(Grozdani¢, 2007: 237).

Fotografia vo funkcii ilustracie, teda fotoilustracia, kto-
rej analogicka stranka je dnes predmetom zdujmu len me-
dzi najvacsimi nadSencami, pretozZe digitdlna technoldgia jej
vzala prvenstvo, reprezentuje dalSiu osobitnu tému. A zno-
va, pocetné manipuldcie s fotografiou ndm dnes umoznuju
vykondvat fotomontaze na digitdlnych obrazkoch spracova-
nych aZ tak, Ze pripominaju kresbu a tak plnia funkciu ilus-
tracie. Je pravda, Ze ich originalne kdpie su vlastne nekonec-
né Cislo s nulami a jednotkami.

Nuly a jednotky uloZené na pevnom disku predstavu-
ju jedinecnt formu ,,origindlov” digitdlnych ilustracii vytvo-
renych vyhradne pouZitim pocitaca ¢i grafickych tabletov,
digitdlnych kamier, skenerov a pocitaCovych programov.
Niekedy ilustrator nakresli nacrt ¢i kresbu na papier, naske-
nuje ju a na zaklade toho vytvori a zafarbi digitalnu ilustra-
ciu. Dnes narastd pocet tych, ktori zveria svoju cell dove-
ru digitdlnej technoldgii a vSetky ich vytvorené produkty su
v imaginarnej postupnosti nul a jednotiek. Na toto urcite
vplyvaju trhové poziadavky, rychlost prace, pracovny pokoj,

Senka Vlahovic

Nikolina Petolasova (Chorvatsko) digitalna fotoilustracia

sledovanie trendov, efekty, ktoré sa daju dosiahnut, pouzi-
tie fotografii a podobne.

Digitdlne vytvorené ilustracie je moziné velmi precizne
vidiet na obrazovke. Ale obrazovky sa medzi sebou lisia. Po-
uzité tlaciarne tiez. Tien a druh papiera maju tiez svoj vplyv.
Je teda vela faktorov, ale hadajte, kde je mozné vidiet virtu-
alny original v jeho najvernejsej podobe. MozZno len na ob-
razovke samotného ilustratora. A dokonca oko kazdého ¢lo-
veka je iné, ¢o spbésobuje, Ze aj originalna ilustracia je kaz-
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dym vnimana inak, ale tieto jemné rozdiely su dost zane-
dbatelné.

Vytlacky digitalnych ilustracii mézu byt tiez podpisané
autorom a ocislované. Autor si vyberie tlaciaren a tlaciaren-
sku spolocnost, ktorej doveruje, ¢o doda jeho praci autentic-
ki podobu. MoZno je toto td najautentickejsia prezentdcia
vytlacenej digitdlnej ilustracie, ked je sdm autor spokojny
s tlacou. Ale v situdciach, ked'ide o tla¢, napriklad ilustrova-
nej knihy, ilustrator sa vzdava skutoc¢nej kontroly a déveru-
je vydavatelovi, Ze ndjde kvalitnud tladiarenskd spoloc¢nost.

Tu si mozeme polozit otazku trhovej hodnoty originalov
a vytlackov, otazku zneuzitia Cisla vytlackov a podobne. Di-
gitalna technoldgia Celi vyzve, ktorou je problém autorstva.

Spomenieme dva ukazkové priklady tykajlice sa tejto
témy: Bienale ilustracii v Bratislave a Festival kniznych ilus-
tracii BookILL Fest v Srbsku.

Bienale ilustracii v Bratislave ponukalo od svojho zaloZe-
nia vylucne origindlne ilustracie a toto je jeden z jeho typic-
kych znakov. Ked' sa pozrieme na vystavy toho istého Biena-
le v 21. storoci, zistime, Ze dnes, o polstorocie neskor, je len
malé mnozstvo ilustracii, ktoré reprezentuju aktualne ori-
gindly. Velké mnozstvo autorov tvori ilustracie prostrednic-
tvom digitdlnych néstrojov. A aj tak, keby sme na jednom
z bienale mali moznost vidiet originalne ilustracie a to, ako
vyzeraju, ked' su vytlacené v knihe, viimli by sme si velky
rozdiel. Niekedy putaju origindly vacsiu pozornost, su vo
vacéSom formate a zanechavaju vacsi dojem, kym v knihach
s mensie, limitované dizajnom a textom a nadobudaju od-
lisSny vzhlad a kontext, ako ked'ich vidime v galérii. Alebo, ak
mame v galérii moznost vidiet bok po boku vytlacky a origi-
nalne ilustracie, zda sa ndm, Ze digitalnym ilustraciam chy-
ba dprimnost, spontannost, srde¢nost a aura umeleckého
diela. A opét, toto nemdze z estetického a umeleckého po-

Senka Vlathowis

hladu robit origindlnu ilustraciu cennejSou ako tu, ¢o bola
vytvorena pocitacdom a vytlacenad. Je zaujimavé, Ze v Japon-
sku sa po Biendle ilustracii v Bratislave kona vystava origi-
nalov ocenenych ilustracii, kde organizatori trvaju na tom,
Ze vystavené ilustracie musia byt originaly. To ¢asto nepla-
ti pri inych vystavach v inych krajinach sveta, kde sa vysta-
vuju vylucne vytlacky. Je tieZ doleZité poznamenat, Ze su to
sami autori, ktori predkladaju na Biendle vytla¢ené digital-
ne ilustrdcie a Ze autori napokon rozhodnu, ¢i je ich digital-
ne umelecké dielo pre vystavu adekvatne vytlacené.

Na druhej strane mame ovela mladsi Festival kniznej
ilustracie BookILL v Srbsku, ktory sa organizuje osem rokov.
Diela prijima vylucne cez internet, si hodnotené v digital-
nom formate a na vystavu su vSetky vytlacené organizator-
mi, ktori su sprostredkovatelmi. Cize to, ako ako budu na-
pokon ilustracie vyzerat, uréi sdm organizator. Tento typ
vystavy maze rozdiely medzi origindlmi a vytlackami. Tech-
nika je jedina vec, ktora sa lisi a da sa zistit, ¢i nieco bolo vy-
tvorené prostrednictvom klasickej alebo digitdlnej techniky.
Podobne je to s formatom, pozadim, na ktorom je original-
ne dielo, textudrou a inymi prvkami. Ale to, ¢o sme ziskali, je
rychlost a lahkost v komunikdacii, organizécii a transmisii vi-
cii bola vytvorena prostrednictvom digitalnych nastrojov, je
len histka diel, ktord pri tomto spOsobe vystavenia ddva di-
vakom moznost zazit ich vo svojej celej autenticite.

Tieto dva priklady predstavuju vrchol ladovca, pokial ide
o problém s origindlmi a digitalnymi vytlackami v dnesnom
svete ilustracie, pretoZe su to prave velké medzinarodné vy-
stavy, ktoré su prierezom sucasnej tvorby ilustracii.

Mozeme vidiet, Ze problémy, ktoré sa tykaju original-
nych ilustrdcii, a tych, ktoré boli vytvorené digitalne, su
komplexné. Zostava ndm hadat, ¢o ma buducnost pripra-
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vené pre ilustracie, ktoré sa ¢oraz viac tvoria na pocitacoch,
a ¢o pre samotné umenie Ci tlaciarensky priemysel a napo-
kon, aka je buducnost materidlneho sveta vo vztahu k tomu
virtudlnemu. Kde je hranica, ktoru by ludia nemali prekro-
¢it? Predstavuje virtualny svet hrozbu alebo vyhodu? Budu
vsetky ilustracie v budicnosti na obrazovke? Je to vébec do-
lezité, alebo je najdolezitejsie, Ze dochadza ku komunikacii
prostrednictvom umenia? Tato komunikdcia je v3ak zavisld
aj od kontexte, média, formatu, Ciselnych faktorov. Je ge-
neracia milénia, inymi slovami tych, ¢o vyrastli s digitalny-
mi technolégiami a internetom, viac zvyknutd na obrazov-
ku ako na vytla¢enud hmatatelnd knihu ¢i obrazok v galérii?

Ja osobne verim, Ze &lovek ako sucéast materidlneho sve-
ta oplyva zakladnou a prirodzenou potrebou mat to, ¢o k to-
muto svetu patri. Ale je aj duchovnou bytostou a duchovné
odkazy sa prenasaju inak, prostrednictvom obrazkov, zvu-
kov, slov, hmatatelnych formatov, ¢o sa lahko digitalne pre-
nasa. Muzea po celom svete su aj napriek virtudlnej reali-
te pIné a kazdy chce stéle vidiet Monu Lisu ¢i Klimtov Bozk.
Technoldgia pokrocila a zmenila sa, ale to, ¢o skutocne po-
hana ludského ducha, malo vidy svoj vplyv aj pocas dlhych
storodi a to je dévod, pre¢o maju takéto diela trvajicu hod-
notu. Originalne ilustracie preZiju do buducnosti minimalne
ako kultova vec a ich hodnota moze len rést popri ich este-
tickej hodnote. Digitdlne vytvorené ilustracie ako séria nul
a jednotiek prispdsobenych obrazovke a vo vytlacenej for-
me su len novym formdatom transmisie tych univerzalnych

Senka V Yathowrs

a trvajucich hodnot a odkazov, ktoré si fudstvo starocia pre-
nasa prostrednictvom umenia.

Odkazy

1. Bibiana, www.bibiana.sk

2. Grozdanié, Mile, Put do knjige, Publikum, Belehrad 2007.

3. Heller, Steven; Arisman, Marshall, Teaching illustration, Al-
Iworth Press, New York 2006.

4. Vlahovic, Senka; From illumination to the Video-illustration
of a book: A New Perspective on lllustration and Creating the
Image of a Book in the Public: Abridged translated edition,
Banatski kulturni centar, Novo Milosevo 2017.

5. Vlahovic, Senka, llustracija govori sve jezike: Nagrade Fes-
tivala ilustracije knjige BookILL fest 2012—-2017 / llustration
speaks all languages: Awards of the Book lllustration Festi-
val BookILL fest 2012—2017, Banatski kulturni centar, Novo
Milosevo 2017.

llustracné odkazy

1. Albahari, David; Banovic, Sinisa; Gaji¢, Aleksa... [et al.],
SRPSKE narodne bajke : za decu XXI veka, Carobna knjiga,
Beograd 2012

2. Dimitrovski, Bojana; Todorovié, Dana, Cickove avanture,
Kreativni centar, Beograd 2016.

3. Novak, Nikoleta; Jovanovic, Aleksa, Mastovita Zirafa, Pcelica
izdavastvo, Cacak 2017

4. Petolas, Nikolina, www.nikolinapetolas.com



Medzinirodné sympizion BIEB 2079 =0= International Symposin BIB 2079
i




27 .
BIENKLE , B

ILUSTRACII
BRATISLAVA

Biennial of lllustrations Bratislava | Slovakia
Biennale der lllustrationen Bratislava | Slowakei
Bienal de llustraciones Bratislava | Eslovaquia
Biennale d'illustrations Bratislava | Slovaquie

BbeHHane unnioctpauuii bpatucnaea | Cnosakus

25.10.2019-6.1.2020

Bratislavsky hrad, druhé poschodie
Bratislava Castle, second floor




BIB 2019

“Cult of the Original lllustration in the World of Digital Technology”



Editor:

Mgr. Viera Anoskinova

Published by:

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

Jan Zeman

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 978-80-89154-64-7

MISCELLANY

International Symposium BIB 2019

Biennial of lllustrations Bratislava

Theme:

“Cult of the Original Illustration in the World of Digital Technology”.



Contents Marl'ja Jesus Gll, Spain:
Cult of Original Illustration in the Digital World 208
Orna Granot, Israel:
From the Page into the Gallery — Exhibiting original

Illustrations in @ museum setting .........cccceevveeeiieeciieecieeens 212
Zuzana Jarosova, Slovakia: Luciana Grether, Brasilia
SPEECN e 140 Cult of Original Illustration in the Digital World ................. 214
Minghzhou Zhang, China: Jimin Kim, South Korea:
Speech 141 Picturebook for All Generation ........cccccevveevvenieeneenieeniennnen. 220
Mirjana Bajic, Serbia: Steffen Larsen, Denmark:
Cult of Original Illustration in the Digital World. Cult of Original lllustration in the Digital World.
The Influence of the Original Illustration in the Process Death Of The Orlglnal? ....................................................... 224
oACh evinefalEeina [ E]IC Cr Uty R —————————— 142 llana Elkad-Lehman, Israel:
Ali Boozari, Iran: David Grossman — Writer for Older and Younger Readers ... 228
Original or Digital Illustration? That Is the Question ........... 150 Manuela Vladié Mastruko, Croatia:
. . : Cult of the Original lllustration in the World of Digital
NadeZda Bugoslavskaja, Russia:
. . : TECANOIOBY ..ottt 232
The paper resistance is a way to success in an
HIUSEFAtOr’S WOIK ..v.cevvececeeeeeceeeeee e eeees 156 Isabella Mauro, Croatia:
. Original illustrations in the Croatian lllustrators
Kirsten Bystrup, Denmark: Presentation ProOgrammeV ..........ccceceveeeeeeeeneseseseseserenns 249
What characterizes the original illustration?....................... 162 )
Jaana Pesonen, Finland:
Jana Cenkova, Czech Republic: Current trends in Finnish illustrations — Traditional
Three Golden Keys by Petr Sis Introduce Prague Legends ... 172 OF NOSEAIZIC? ..o 256
Brenda Dales, USA: Hossein Sheikh Rezaee, Iran:
African-American Children’s Book Illustrations ................... 182 lllustration at the Digital Age: The Case of Originality ......... 260
Tatyana Feeney, Ireland: Ry e L
0 : Cult of the Original Illustration in the World of Digital
Cult of Original lllustration in the Digital World .................. 192 Technology g ......................................................... g .............. 265
Renata Fucikova, Czech Republic: Senka Vlahovic, Serbia:

Cult of Original lllustration in the Digital World .................. 204 Original lllustration or a Series of Zeros and Ones? ............ 271



MISCELLANY

<
=
<
A
=
e
<
o
m
w0
=]
(@]
—
E
<
o]
B
0
=)
A
A
—
3
o
=
3
=]
=1
=]
—
m
~
az

Speech

How Is Book lllustration Changing in the Digital World?

,Cult of the original illustration in the world of digital technol-
ogy” is one of the neuralgic points by the creation of picture
books for children and young people. It got really great feed-
back from the symposium participants. Twenty well-known
critics, theorists, illustrators and publishers from 14 countries
from all continents were analysing and discussing how the
world of digital technologies influence the look of current
book illustration.

We often emphasize how specific BIB is as well as the
fact that Biennial Bratislava is an international competition of
ORIGINALS OF ILLUSTRATIONS. There are some other competi-
tions of picture book illustrations for children and young peo-
ple in the world, but there is no competition of originals of
illustrations in this from and to such an extent. The massive
attack of digital technologies has also reached illustrations of
books for children and young people. At BIB, during the last
decade the number of digitally manipulated illustrations or il-
lustrations made by using the combination of traditional and
digital media, so called mix-media technique, has been grow-

ing. The number of these digitalised illustrations has been get-
ting bigger from year to year and it represents 60% of all il-
lustrations applied for BIB competition. This is the reason why
we have decided to look at this new strong phenomenon from
the point of view of experts coming from different corners of
the whole world. Because digital technologies do not influence
only the technological, technical aspect of illustration, but also
its content and the whole visual result. What is actually origi-
nal of illustration?

The topic of BIB Symposium 2019 researched one of the im-
portant BIB phenomenon. And it provoked very interesting and
motivating thoughts and considerations that you can find in this
almanac that relates to BIB International Symposium 2019.

It is the next important stone belonging to the mosaic that
enables us to understand BIB phenomen and the meaning it
has for the history of the world illustration of books for chil-
dren and young people.

Zuzana JaroSova Ph.D.
BIB General Commissioner
Chairwoman of BIB International Committee



Speech

Good evening friends and fellow lovers of art for children
and young people. On behalf of IBBY members worldwide,
I am sending you our warmest greetings for the opening of
the 27th Biennale of lllustrations Bratislava — BIB’19. IBBY
and the BIB have been closely linked since the very start
of the Biennale in the mid-60s, and we have worked and
grown together. We look forward to continuing this fruit-
ful cooperation and promotion of excellence in children’s
books.

All IBBY sections have the privilege to submit nomina-
tions from the best and most exciting illustrators, and we

see this in action as the numbers of submissions grow. Con-
gratulations to the BIB organization!

Enjoy the successful 2019 exhibition, which for the first
time is in the Bratislava Castle, as well as the BIB Sympo-
sium. IBBY is honoured that once again the works of the
2018 Hans Christian Andersen Award winners will be on
display, as well as the awarded illustrations from the 2019
Nami Concours.

Mingzhou Zhang
IBBY President
Beijing




MISCELLANY

<
>
<
|
4
B
<
o
m
w0
Z
(@]
—
B
<
o
B
w0
=)
i
—
—
=3
o
=
S
Z
Z
=]
—
m
~
o
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T e

Serbra

Cult of original illustration in the digital world
The influence of the original illustration in the process of achieving a female identity

(1955) is a post graduated Art Historian (specialized for contem-
porary art), curator of SULUJ Gallery from 2012, and distinguished
artist from 2004 and also a member of ULUPUDS, DIUS and AICA.
She was born in Zemun where she finished high school. In the peri-
od from 1989-93 she was worked as a curator of ULUPUDS at major
events (May Exhibition, International biennial exhibition of illustra-
tion the Golden Pen of Belgrade, the Prague Quadrennial). She was
the curator of il the International part of the 49th and 50th Gol-
den Pen of Belgrade 2007, 2009, (she was also author of introduc-
tion of the catalog 2007 which was published on the website of the
World YBBY). Her professional activity is divided into several parts:
newspaper representations, studies, essays; introductions for cata-
logs of solo and group exhibitions; she was author of the exhibiti-
on-projects; participating at international congresses (Amsterdam

1996), seminars, symposiums, colonies, participating at juries and
forums. In her bibliography she has 40 introductions for solo exhibi-
tions, which were published in Serbia, Italy, Greece, Romania, Fran-
ce, Sri Lanka.

We live in a period of digitally generated pictures whose
infinite duplication, dispersion in all areas of communica-
tion, creates not only numerous benefits for contemporary
civilization, but also negative consequences. More and
more problems arise in connection with the pressure on
the psyche which is still undapted. There are many visual
information, even tyranny of media that, instead of acting
encouragingly, interfere with proper information process-
ing and their permanent storage in deeper layers of con-
sciousness (and even collective — unconscious). The flow
rate of diverse content, their incomplete processing, unre-
fined visuality of web streaming and timed aggressiveness
trigger memory gaps.
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Thanks to the cyber world, we can sexually communi-
cate, play, watch cultural content without going to the cin-
ema, taverns, theatres, museums, without touching the
skin of an intimate partner, or sheets of a favorite book...
Even the process of writing on paper of which our hands
have been genetically capable throughout many genera-
tions, is in jeopardy, dramatically noted by teachers in the
lower stages of education. Children spend most of their
time hitting and tapping on screens and keyboards instead
of holding a pen and writing letters with care, winning one
of the most important skills, the bridge between the lan-
guage — signs — letters, expression of identity — handwrit-
ing. Advocates and addicts of global communications claim
that games, at controlled doses, have intellectual and social
stimulation, that digitalization sets us free from time-con-
suming actions, that the Internet gives us the possibility to
enjoy our favorite films and music, without paying tickets
and luxury toilets, that we imagine erotic content tailored
to our preference without the danger of criticism and, ulti-
mately, emotional attachment that can bring frustrations ...
Do we ask ourselves: What is that more free time given to
us for? What do we get if our relationships with colleagues
and friends boil down to filtered super moments from our
lives on facebook, and culture to inanimate you — tube con-
tent that does not offer the true artistic dimension of sound
or image, to games without the body and face of the op-
ponents, while Romanian gamers earn points for wealthy
American peers, for a handful of dollars ...? Isn’t this a crea-
tion of a new world order with the emergence of a bunch of
virtual apparitions, in which our wishes, fantasies, sociali-
zation needs, artistic content are projected ... All the way to
3D printers that will help us become designers of jewelry or
furniture, without moving or educating ... The elite, on the
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other hand, allocates hundreds of millions of dollars for an
original impressionist canvas, yachts’ interior design...

When we move into publishing, especially books for
children and young people, comics, animations, graphic
novels, where authorial illustration still holds primacy, we
can see processes that strengthen the cult of artistic activ-
ity. Above all, it is the responsibility for the child’s develop-
mental needs. The distinction between the early “magical
phase” (until the age of 5) and, already “realistic one” from
7 to 10 (when knowledge of literature and science is ac-
quired), with growing tendencies for communication, and
expectations towards the media, all the way to the teenage
age and controversial need for acceptance within the peer
group and individuation. It is the teenage age that is be-
ing given the slightest attention to by publishers and artists
of illustration. In Serbia, as in Europe, as the most explicit
reasons one can see the aggressive domination of virtual
media to which official education and culture do not have a
sufficiently energetic response.

In Serbia there is a lot of commercial publishing, the
translation of bestsellers and the production of domestic
so-called female prose, which teenagers consume massive-
ly and throw away as old newspapers. A seperate segment,
which mends this image, is given by publishers of a quality
domestic authorial comic that nurtures the eight art in the
notebooks with contemporary issues, creating an incentive
artistic environment for the formation of youth fun groups,
collecting, cost — plays — socializing ...

In this paper, we will pay special attention to a widely
circulated book, a unique bibliophilic graphic novel and an
authorial comic, or an animated film. They are linked by the
work of domestic illustrators intended for teenagers, edu-
cated at Belgrade art academies, of younger and middle-
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aged generation, who introduced a new sensibility and spe-
cial art in the structure of illustrations.

It is known that interest in visual arts is growing at that
age. A special reason for this is that, through the connec-
tion with them, an image is created that allows belonging
to the group, and individuality to the appearance of one’s
personality. Insofar self-actualization of the author of illus-
tration, his connection with avant-garde tendencies, along
with knowledge of social and psychological issues, is ex-
tremely important for successful communication. Serbia is
still in a long-lasting process of economic and cultural tran-
sition, which has been going on since the beginning of the
nineties and the breakup of socialist Yugoslavia, controlled
economy and cultural policy. The revolutionary values of
equality, fraternity, freedom have been dramatically ru-
ined in a civil war. The traditional family has disappeared
with the advent of communism on the historical scene, and
new models have not been built. The consequences for
the decadence of female identity are very noticeable. The
technological revolution has rapidly entered all the pores
of women’s everyday lives, contacts, education, work, cre-
ating a stratification into computer literate and illiterate,
modern and traditional, young and old. These divisions are
visible in style, views on friendships and intimate relation-
ships, career, money ... Being an object — a doll is not only
an objective, but also a method for getting a partner, diplo-
ma, a job ... On the other hand, the elite enroll their female
offspring in international schools and noble sports such as
tennis or golf ...

Mass-market publications address, sui generis, abstract
social average, and thanks to the sales network and adver-
tising, it has the potential to penetrate all the pores of the
reading public that in Serbia, regardless of economic insta-

Micjana By

bility, is growing (evidence is the enormous attendance of
the Belgrade Book Fair in October). Estimating that a book
that will portray important women from Serbia, from the
Middle Ages to the new age, is extremely needed, a repu-
table newspaper publishing company NOVOSTI from Bel-
grade has produced a reading material of an extraordinary
cultural value and visual quality. lllustrator Vojislava Beca
TanurdZi¢ (belonging to middle-aged generation of paint-
ers) is known for wild expressionism, on the border with
abstraction. In the book One su promenile Srbiju —znamen-
ite Zene Srbije (They changed Serbia — the famous women
of Serbia), she had an extremely complex task to mark not
only the outward appearance — the style of dressing, but
also the culture of time, the details of the ambience, the
symbols of the profession, family and social context, and,
most subtly —the hidden lines of personalities that give the
answer to the question: What made a woman powerful in
the environment in which history was mostly created by
men? While they seem to be communicative and clear, illus-
trations are methodologically complex, opening up a multi-
tude of problem questions about the relationship between
visual templates, authorial processing and digital synthesis.

The question of the relationship between the original and
the copy, or digital intervention, is imposed through the
entire cycle of book illustrations. On the example of Jele-
na Anzujska, we can see the interweaving of tradition and
technology. In the background, a photograph of the origi-
nal fresco from the Sopocani monastery, which was made
around 1275, at the time of the Queen’s life, and, in the
foreground the drawing that was made with a graphite
pencil, and everything was put together in a collage in a
computer programme. Traditional techniques are present
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in two dimensions: one from the time of the creation of
a documented portrait, and the other one — drawing with
a graphite pencil, an old technique, treated in a modern
manner as a portrait and paradoxically — traditional, as it
reminds of sketches from old art studios. Digital technique
was used to update the traditional form of illustration, giv-
ing the observer the impression of attractiveness.

In a similar way, one of the first educated artists in
Serbian history, Katarina Ivanovi¢, is illustrated. The artist
bravely uses Ivanovic’s self-portrait, a painted original, as
the basis for her drawing. When it comes to the original,
this would be a copy, but if we consider the manual draw-
ing techniques as an original, then this would be the origi-
nal that has undergone a certain metamorphosis in com-
puter technology — by magnifying it, combining it with the
background, which creates an illustration in layers. Among
the contemporaries there are striking examples: Marina
Abramovi¢ — a world-famous perfomer, with a scene from
New York’s performance The artist is present; Ashen Atal-
janc — a ballerina; Ana Ivanovic — a tennis player; Olivera
Katarina — a performing artist and one of our rare winners
of the Golden Palm 1969 (as a member of the film crew
Skupljaci perja — Collectors of feathers, directed by A.
Petrovic); a scientist — Mileva Mari¢ Einstein; Mira Trailovi¢
— a playwright; a composer — Isidora Zebeljan ... In this seg-
ment, the artist used a selection from archive photo mate-
rial, treating the template with playful moves and authentic
expression.

The contribution of the book in building a female identity
in the sensitive years of its awakening is as clear as sophis-
ticated at the times of great social turmoil in Serbia. The
compromised system of values, the lack of a model in the
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family, the obsession with the appearance of people in
showbusiness and rapid social climbing, non — communica-
tion with peers, consumerism, have led to an increase in

Fig. 1. Katarina Ivanovic
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Fig. 2. Marina Abramovic Fig. 3. Ana Ivanovic
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violence, crime and disorientation in the intimate and social
life of young women. The warmth and sincerity of visual
contributions by Vojislava Tanurdzic in the interpretation of
worthy personae from different historical periods, provides
an incentive for finding a model for the identity that is being
built instead of being conquered on values that, along with
femininity, make up a complete personality (talent, knowl-
edge, creativity) which lasts for the entire life, and later in
the memory of descendants.

The second in focus is the illustration work of Iva Atoski,
completely drawing — textually authentic, in a rare area in
our surroundings — graphic novels. An extraordinary draw-
er with reminiscences on Goja from the dark phase, Atoski
creates a cycle (Being the other) with a combination of fan-
tastic people — animals and ordinary peasants, intertwined
by dominant predators and subordinates, as an allegory of
gaming power in the modern world. In the hidden layers of
the beings of her androgynous women with animal heads,
a homophobia of Serbian society is projected, where they
are equated with demons, stigmatized beings ... For lovers
of fantasy, this symphony of visual narration, connected by
a series of large boards (calendar from Monday to Sunday)
serves as a delicacy in the sea of the production of fiction-
series of multinational companies. The animated feature
film Edit and me of the well-known comic book writer Ale-
ksa Gajic belongs, according to the projections of the city
of the future and technology, to science fiction subgenre ...
Very important is the stylisation of the image of the main
hero Edit, minimal and sophisticated, in accordance with
Fig. 4. Isidora Zebeljan her emancipated female identity. Although she is a girl of
the future, her image exists nowadays, in contrast with the
silicon dolls of the present, as well as personal goals that
lead her through life.
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The cult or culture of the originals in the world of digitiza-
tion is maintained thanks to the author’s creativity and the
ability of illustratation to penetrate new electronic forms.
Let us not forget, the illustration does not exist without
duplication, its printed forms produced the comic and ani-
mation in the 20th century, and continued to conquer new
areas of pop culture through the media in the 21st century.
The artist must, in order to reach the level of making the
original and visually attractive piece of art, undertake a
comprehensive research, which enables him to transform
his experience and knowledge of art techniques into an il-
lustration. New virtual arsenal tools help to improve and
simplify the process itself, but they do not have the power
of expression that a hand has. More importantly, as part
of the thesis of this paper, is the creation of personalized

MISCELLANY

Fig. 6. Iva Atoski (7)nedelja 2017

visual-content models, which resist the tyranny of Mega-
lopolis, which seeks to subdue their inhabitants to the
Fig. 5. Iva Atoski 2019_Dovidjenja — in carota veritas (100x70, tus) life-style slaves, like labels that are nothing but massive
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YES — to brands. Mass anonymous production intended for
children and young people — consumers of comics, games,
films, toys, clothes, provokes new forms of addiction, de-
liberately suppressing the growth of identity. The original
artwork stems from the personality and speaks to it, ini-
tiating an intimate experience of visualizing the content.
Gradually and suggestively pointing to certain problems,
the artist achieves it without aggression, obsessed with the
technique, or empty accumulation. Selected creative incen-
tives from mass publishing, bibliophilia and most viewed
animated film, are indicative of the impact of new models
of illustration within the pop culture on creating a persona
of the future, who will be able to say NO — to uniformity,
Fig. 7. A-Gajic Edit u krevetu political correctness, and slavery to consumerism.
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Original or Digital lllustration? That Is the Question

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 il-
lustrator, his illustrations have been published in different countries
and have received several prizes. He is a curator of more exhibitions
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 competiti-
ons focused on illustration for children.

Abstract

The use of digital technique for illustrations is increasingly
growing and ever more illustrators tend to use this tech-
nique. The technique gives the illustrators the ability to pro-
duce images for which it is difficult to determine whether
they are hand-drawn or digitally made. My contribution
compares digital and traditional techniques of illustration
and examines them in regard to eight aspects: physicality,
time, space, material, accuracy, copying, durability, and
print and sharing. Finally, considering the roles of the artist,
audience, publishers and critics, | attempts to answer the
following question: What is the status of an original illustra-
tion in today’s digital world?

Keywords
Digital illustration, Hand-drawn illustration, lllustration as
art, lllustration as media

1. Introduction

The expansion of the internet and the evolution of print-
ing equipment in the digital era have forced illustrators
to adapt and expand the scope of their activities, so that
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alongside technological developments and the emer-
gence of new media like blogs, social networks and com-
puter games, they can continue to play their role in digital
media.

In digital illustration, the artist uses painting techniques
to directly create artworks on a computer. By offering physi-
cal tools of illustration — especially paintbrushes —in a va-
riety of old-fashioned formats such as oil paint, watercolor,
acrylic, pastel and even spray tools, digital illustration soft-
ware has tried to emulate the effects of painting. Moreover,
by combining various textures and shapes, artists can create
their own brushes. Thus, the artist can digitally use all the
artistic effects that are available in hand-drawn illustration.
So, what is the advantage of traditional and manual tech-
niques over digital techniques? In the following, | will first
review the features of digital and hand-drawn techniques.

2. Hand-drawn and Digital lllustration: Advantages
and Disadvantages
2.1. Physical Aspect
The first aspect that makes hand-drawn illustration unique
is that this form of art has a specific physicality; that is, hand-
drawn art is something that the artist, during the process of
forming and after finishing the work, can feel through all his
senses (smell, touch, vision, hearing, and even the taste).
In contrast to hand-made illustrations, digital illustra-
tions are virtual, so we cannot touch them; they can only be
viewed on computer screens, and only their copy, be print-
ed on a piece of paper, is touchable. lllustrations produced
by digital technique are printable, but the result is a flat
picture. In the production of digital illustration no odor or
color is physically involved, and there is no sound of various
tools at different levels.

Al Boozars

2.2. Time

Digital illustrations are generally produced faster than
hand-drawn illustrations. In hand-drawn illustrations, the
illustrator has access to a large variety of tools such as dif-
ferent papers, water, paints, pens, brushes, etc., and the
preparation and use of these tools takes time. In addition, if
you decide to try a different technique, you need to provide
new equipment. Maintaining and preparing the tools also
requires time: washing brushes after use, placing colors in
a dry place, organizing colors for future use, and keeping
papers in ideal conditions to be usable for a long time, all
are time-consuming activities.

Additionally, to achieve the desired result in hand-drawn
illustration, you need to wait until the colors are dried and
then apply the next layer of color; this process, based on
the technique used, might take a lot of time.

Digital illustration has none of these concerns; every-
thing, in the best imaginable status, is embedded in the
computer’s magic box. By turning on the computer, you can
work immediately and by shutting the computer off, your
work ends instantly, as there is no time needed for the initial
prepartion of materials and the final collection and organiza-
tion of items. The colors are always in place, maintain their
brightness, and there is no need to wait for colors to dry.

In the fast-paced world of media, high speed can be
considered a significant advantage — if accuracy is not sac-
rificed.

2.3. Space

In order to produce illustrations in the traditional way, one
needs a spacious workshop. If you are working on a live
model, this workshop should be even larger. In addition,
you need space to store the produced work.
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The production of digital illustrations does not require
a specific place. Here the workshop is a simple desk, and
a variety of artistic methods can be applied on a monitor.
More importantly, all works are stored on a small hard
drive, they are always with you, and you can instantly dis-
play them to others or print them.

In today’s world where artists have to work at their
shared, small studios or homes, not requiring a spacious
workshop is a considerable advantage.

2.4. Materials
The production materials of hand-drawn illustration are
fairly expensive. For someone like Einar Turkowski (Germa-
ny, 1972-)! it was possible to draw an illustration with draw-
ing pencil — of course, he needed more than four hundred
pencils; however, the production of more advanced illustra-
tion works needs more equipment. Therefore, the greatest
disadvantage of traditional tools is that they are too expen-
sive, because they are consumed over time and need to be
replaced constantly. Moreover, sometimes replacing previ-
ously items with items of exactly the same quality is not
possible. The paper, the color, and the brush, each of which
must change in relation to the applied technique, make
a long list of items you must buy for any artwork. These
tools and gadgets are either used for good or expire over
time and must be replaced.

In digital illustration, when you provide the basic tools
such as the graphic tablet and the necessary software and
optical pen, you will have access to a variety of techniques,

1 BIB grand prix winner 2007

A Boozari

including water color, oil color, ..., and you have unlimited
colors and tools at your disposal that you can enjoy through-
out your life. Using digital technique, you do not need to get
out of the studio to provide tools or paints.

In addition, traditional colors may contain toxic sub-
stances that, when inhaled, are harmful for the illustrator’s
health. So, in the long run, digital illustration appears to be
more economical and environmental-friendly due to the
lack of paper use.

2.5. Accuracy

Hand-drawn illustration does not allow you to easily cor-
rect any mistakes, so you work harder and more precise to
avoid mistakes. In addition, you have to learn how to use
a limited color palette to create different colors.

In digital illustration you can clean everything without
leaving any traces, you can change and correct the colors
and forms, and alter the illustration to another layer or
change its color, shape and transparency. In short, digital il-
lustration allows endless corrections and gives you full con-
trol over the design of your work. This is one of the most
decisive differences between digital and traditional illustra-
tion.

2.6. Copying

Copying in hand-drawn illustration is hardly possible. If you
want to copy your work, all steps of creating the work must
be repeated with the same materials and style. These steps
might be very complex and individual, and two artists with
the same technical skills cannot act like each other, and
each trace of pencil or the use of materials and techniques
potentially makes a difference. This feature lends a special
value to artworks produced by hand, as only one unique
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copy of these works exists, and if it is lost, it cannot be re-
placed.

Digital illustrations can be easily copied and thousands
of copies can be produced; thus, digital works hold a differ-
ent value, as it is hard to determine who really owns this
kind of artwork, and there is no ultimately original version
to be displayed in a gallery. Meanwhile, one way to over-
come this problem is to provide limited and numbered cop-
ies of the work.

2.7. Durability

Another disadvantage of hand-drawn illustrations is that
they can be easily damaged, lost or destroyed. It is not pos-
sible to display hand-drawn illustrations publicly for a long
time, because light, humidity and temperature changes af-
fect the artwork’s physical conditions, while keeping it in
a safe and dark place deprives the audience of the pleasure
of viewing the work.

The unintentional destruction of digital illustrations is
not easy, and when you have a backup version, you do not
need to worry about your work being damaged by sunlight
or moisture. The colors will never disappear, the paper will
never be torn, and shades will not be lost by fingers touch-
ing them. Fire or earthquake do not affect digital illustra-
tions, and nobody will steal it from you.

2.8. Printing and Sharing
In today’s world, news, artwork and events, are easily
shared. Just now, someone might be recording an audio
presentation or take photos and videos of this meeting, and
share it live with others across the globe.

To share or print a hand-drawn illustration, which is
a physical work, it is necessary to scan or photograph the

Al Boozars

work. The resulting image rarely reflects the whole content
of the image, as it only depicts one aspect of the illustra-
tion and separates it from all the other elements that are
beyond the screen; therefore, the hand-drawn illustration
cannot be fully and properly shared with the audience.

However, digital illustration also facilitates the sharing
of illustrations. Digital illustration is produced with a tool
tailor-made to the printing equipment, thus there is no
need for extra editing for publishing, since it seems to be
in no way affected by the physical world. Digital illustration
can be shared without any intermediary process, and it is
virtually identical to the original work. Moreover, there is
no need to wait for an art exhibition to display your work,
as the gallery of works is held on virtual pages and virtual
audiences — without constraints of time and space — can
watch and comment on the works. These visitors are poten-
tial customers of the illustrations, too. In this regard, digital
illustration is a powerful and efficient media.

3. Discussion

Considering these points, digital technique seems to be the
best tool for today‘s world of illustration: it can produce the
same result of manual techniques, it takes less time to pre-
pare, it requires a smaller place for production, it is compat-
ible with printing equipment, it is cheaper to produce, it
can instantly be converted to other formats, and it can be
corrected easily.

However, not only illustrators prefer traditional tech-
niques, as festivals also choose to review and display origi-
nal artworks.

While international illustration exhibitions such as Bien-
nale of Illustration Bratislava (BIB) (Slovak Republic, since
1965)?%, lllustrators Exhibition Annual (Italy, since 1967),
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International Award for Illustration (Cooperation with Fun-
dacién SM, Italy, Since 2009) and ARS IN FABULA Grant
Award (ltaly, Since 2012) in the Bologna Children’s Book
Fair3, llustrarte, Bienal Internacional de llustracao para
a Infancia (Portugal, since 2010)* and Sharja’s Exhibition
for Children’s Book’s Illustrations at the Sharja Children’s
Reading Festival (UAE, since 2012)° still prefer to display
physical illustrations, festivals like Nami Island International
Picture Book lllustrations Concourse (South Korea, since
2013)% and Golden Pinwheel Young lllustrators Competition
in China Shanghai International Children’s Book Fair (China,
since 2015)7 prefer to receive and review the illustrations
in digital format?; only two festivals, i.e. The Hans Christian
Andersen Award (HCAA) (Switzerland, since 1966)° and the
Astrid Lindgren Memorial Award (ALMA) (Sweden, Since
2002)%, offer their illustration prize based on the published
books, not the original artworks.*

For the first group, illustration is still an artwork for mu-
seums and art collections. However, the use of digital tech-
niques in illustration is a growing trend and even festivals

2 www.bibiana.sk

3 www.bolognachildrensbookfair.com

4 http://www.ilustrarte.net

> www.scrf.ae

¢ http://namiconcours.com

7 http://ccbookfair.com

8 The first illustration festival that started this procedure to cut the post costs was
CJ Picture Book Festival (South Korea, 2008-2010).

¢ www.ibby.org

©www.alma.se

1 According to new HCAA regulations in 2018, instead of the original version of
books of nominees, just the PDF files are sent to juror around the world, and
just two printed versions are sent to the IBBY headquarter in Basel for final
arbitration and archiving purposes.

A Boozari

that prefer the physical originality of the works are bound
to accept digital printings of works*2. Now, the question is
why hand-drawn illustration still profits from public admi-
ration, while illustrators and even critics prefer this tech-
nique.

The answer to this question can be found in two forms:
inside and outside the artist. The illustrator, like any artist,
produces an artistic work for which he not only enjoys the
result, but also the production process; an art work that sat-
isfies all his senses, takes him beyond time and space and
drowns him in his art world. Our five senses have a promi-
nent role in producing such a sensation. Also, the creation
of a piece of work that is both physical and displayable, as
a unique piece of art, is still attractive to the artist.

However, many people and even experts do not have
a proper understanding of digital illustration and its pro-
duction process. They think that everybody has access to
a computer, and the digital illustrator has done nothing spe-
cial; they may only see the digital illustrator’s capabilities in
the technical skill of combining multiple images or pictures.
Even more, they believe that digital illustration is an easy
artistic activity. You can easily remove the image, change
it, and use other layers. These critics forget that making
art requires skills in human and animal anatomy as well as
the application of numerous technique, including shading,
coloring, materials, atmosphere, composition, special ef-
fects, etc.

Old masters as well as some modern experts believe that
digital art lacks a physical aspect. Digital artworks are not

2For example, about % 60 of illustrations sent to BIB 2017 were digital print.
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only created on the screen, but are displayed on the screen
and can be transferred to another computer. When the
original version of a hand-drawn illustration is purchased,
a work of art created in a particular physical carrier is pur-
chased, and it should be known that the carrier itself is not
an art work, it is just a necessary physical requisite so the
art work can be displayed. Particularly in the area of manu-
ally produced works, their value lies in their circulation and
their uniqueness, i.e. the inability to recreate them.

However, if digital illustrations have an acceptable qual-
ity and are believable for children and can communicate
with them, in terms of audience they do not have an advan-
tage over traditional-produced illustration. As a matter of
fact for the children —who are result-oriented in this regard
— the technique is of little importance. More important are
the sense and the overall context and the way of communi-
cating and the coordination between text and images, and
the process of creating the work for the audience is insig-
nificant.

Al Boozars

4. Conclusion

While art critics as well as many artists continue to empha-
size the originality and physical aspect of illustration as well
as the creative and artistic process of production, and al-
though illustration festivals emphasize this approach, it ap-
pears that the most important aspect in today‘s fast-paced
world is the final result of the work of illustration: a fast,
precise and harmonious illustration which goes along with
text, not necessarily what we consider to be “artistic”. The
illustrator can use digital techniques to this end, like any
other technique, and even create his own works by com-
bining traditional and digital techniques. Hand-printing
techniques, collage, oil color, acrylics, watercolor, etc. can
achieve brilliant results and more sophisticated displays
when combined with digital techniques, and that should
be the next wave of online developments. Combining these
different techniques aims to create new and exciting visual
experiences, which can be a response to the needs of the
artist, the employer and the audience.
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Russra

The paper resistance is a way to success in an illustrator’s work

I was born in 1967 in Moscow. In 1991 | have graduated from
V.Surikov Moscow State Academy Art Institute. I'm an artist and
I illustrate books for children. | work for some publishers in Russia.
I have illustrated some books of Astrid Lindgren, Karel Capek, Joel
Harris and some modern Russian authors as well. | have had part
in different Moscow and international exhibitions. I’'m the leading
teacher of the illustration course of Institute of Business and Design
(B & D). I'm a member of the Association of Book Illustrators and
Designers of Moscow Union of Artists and a member of Moscow
Council of books for children.

Being an artist, | know from my own experience that the
artistic language of any image is defined by its technique.
If I work with watercolors, it is one style, if | do with pencils
it is another one and with acrylic ti’s the third one and so
on. Study of History of Art makes you think the same. You
can see it clearly in some murals: European, Old Russian
and Chinese ones. And the same story with painting, wood-
engraving and linocut.

(Examples: murals of different cultures, European and
Old Russian miniature).

But let us turn to the modern illustration.

First, | would like to say I’'m a conservative artist and I'm
bad at digital technology. | felt sorry about it. But once at
an exhibition of my friend, an illustrator Olga lonitis | had
a case | want to tell you about. Another illustrator Andrey
Martinov was attentively watching her work and then asked
how she did it. “Watercolors and then color pencils” — she
answered. “Yes, it is impossible on a computer” — he said.
He was sad but | was very happy to hear it.

(Examle: Olga and Andrey’s work).

After that | stopped feeling sorry and continued working
my way.
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But a year ago | was invited to teach illustration at the
Institute of Business and Design in Moscow. | told them
| was bad at computer and was answered: “We need some-
one who can draw on the paper and can teach it to the
students”. And | started teaching the first year students. Of
course, there is Photoshop, Illustrator, InDesign and some

Nadezda gayaf/aw%%a

other computer programs in their course. The other teach-
ers teach them. What is more, many students had known
some computer techniques when they went to the institute.
| was very interested watching their work. The first task was
an application and everybody did it easily and confidently. It
was not a difficult task. They didn’t need to make the whole
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book. They needed to make two flip pictures without text.
Colorful one and black and white one.

(Example: the students’ applications)

The next task was an alphabet. Now the students could
choose the technique. Some of them made it on paper and

Nadezda &ya&/au@faya

some on a computer. And it was immediately clear that it’s
much easier for them to make a completed picture by com-
puter than on paper. And in this case their sketches made
on paper appeared much more interesting and expressive
than the completed work.

(Example: the students’ work)

The next task was a book for children. A note-book, 16
pages. They had to choose a text, make the layout, the illus-
trations and page making. All the students made the illus-
trations on paper. And may be the work was less expressive
than the alphabet made by Photoshop. But | think they are
more complicated and serious. Every student has shown he
or she is a unique artist with his own way. | am happy to see
some disadvantages in these illustrations. Remember, it is
the first year! Some disadvantages show only they have to
go their way of study. And when it comes to the Photoshop-
made illustrations, you can see they are very similar.
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(Example: the students’ work)

Unfortunately, | can say it not only about my students,
but about lots of young artists. This tendency is tangible
at some illustration exhibitions and specially fairs. There
is some average level of modern drawing and as a result,
some different artists look the same.

Nadezda gayaf/aw%%a

(Example: my own work, parody of a modern illustration)

Actually, the fact that Photoshop has the common instru-
ments in it’s basis (brushes and pencils) shows its second-
ary role. | beg the artists working with Photoshop pardon
for these words! But nevertheless it’s true. The computer
has already programmed the least part of the image.
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| used to learn music, unfortunately, in vain. But we had
long conversations with my teacher. We compared Painting
and Music. And she said: “Comparing with Music, Painting
is endless”. Music is framed in its variety, but not painting.
And pay attention it was said by a musician. | can say the
same about computer drawing and real drawing. When you
are faced a clean list of paper you feel fear. You never know
what is going to be as a result. Otherwise it wouldn’t be Art
though it could be good work. When you draw on the com-
puter, you work with ready images even if it’s an imitation

Nadezda &ya&/au@faya

of drawing. And you can always change everything, return
to the first variant. But not on paper. Drawing on paper you
need much more responsibility and concentration. Coping
with fear and lack of confidence an artist have to find his
artistic language. Then this language will lead the artist. If
he or she could find it, it’s a great success! But paper and
paint is always resisting, they are not obedient. This resist-
ance gives energy, which made the original illustration in-
valuable.
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 Kirsten Bystrup

TS e

Denmark

What characterizes the original illustration?
Billede — samlet billede af billedbgger pa gulvet

She has worked as a librarian at The Danish Centre for Children’s Lit-
erature, as an editor of book annotations for the public libraries and
as a children’s librarian at the public libraries for many years. Mas-
ter’s Degree in Children’s Literature/Master of Education 2006. Has
lectured on picturebooks for children, for instance at the In-service
Course for School Librarians, has participated in the BIB symposium,
latest in 2017, has reviewed picture books in magazines and a ma-
jor Danish newspaper, Politiken, has written on illustrators, latest
on “Svend Otto S. and the picture books” in Billedfortzelleren Svend
Otto S., Gyldendal 2016. Member of the Hans Christian Andersen
Award Jury 2015, of The International Jury at the BIB 2007, of the
jury of The Danish Ministry of Culture’s annual Illustrator’s Prize
1989-1997.

First of all, I'd like to take the opportunity to thank you for
inviting me to speak at this biennale.

I am very happy to be here again and it is a great pleas-
ure participating in the symposium of the Biennale of Illus-
trations Bratislava 2019.

The theme of this year’s symposium raises a question
which | consider very relevant whenever we are talking of
illustration — s illustration generally isn’t understood as an
artform in its own right — perhaps except here where we
are, in Bratislava, where illustration has been in the fore-
front ever since the start of the biannual — for 52 years.

However, when we talk of the illustration in many others
contexts, the illustration takes a secondary role — you might
call it the little sister of the art and the literature. It gets
friendly pats on the head, but is not taken all that seriously—

Billede — Rembrandts Nattevagten

not like the picture hanging on the wall — drawn, painted,
printed by an artist, -

Billede — James Joyce: Ulysses
-or like the book, written and told by an author —
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Billede - billedbgger pa gulv over Ulysses over Rembrandt
the illustration lies somewhere in between and has trouble
finding its place among the art forms, perhaps especially
because of its dependence on the text, the book, the re-
production.

And this is why it is important to ask the question: what
characterizes the original illustration?

I’'m going to elaborate on this question in my talk by looking
at illustrations from the history of the biannual from 1967
until today, made by two Danish illustrators.

The theme of the symposium has caused several ques-
tions that | have been considering while | have been work-
ing on this talk, for example: Is it possible to define the
nature of the original illustration? Can one argue that the
original illustration per. definition always is analog? Is there
a contradiction between analog and digital illustration? And
furthermore between the analog and printed illustration?
Can one argue that the original illustration is a solid and
well defined entity, existing at all times?

Billede — Kiosken pa torvet, 1964 — fra BIB katalog

| remember that Ib Spang Olsen — the nestor of Danish il-
lustration, who died in 2012 90 years old — once told me,
that he had had a hard time getting his pictures accpeted
at the biannual in 1967, because he could not hand in an
original illustration understood as a hand drawn, analog il-
lustration. As this example points out the discussion about
how one defines an original illustration is just as old as the
biannual itself. However — even if Ib Spang Olsen did not
have a hand drawn illustration, he did take part with this
print from the picturebook, The Kiosk on the Sqare, from

Alrston Ey&fmyz

1964, that | found in the catalogue Bienale of illustrations
‘67 ‘69, because Ib Spang Olsen was given an honorary di-
ploma. The picture — and the picturebook —is made with a
technique that Ib Spang Olsen developed towards the end-
ing of the 1950’ies, and used for his picturebooks for the
many years to come. He called it heliografic.

Billede - forside af Fra Direkte Kopi til Heliografik, 1979

In this book — From Direct Copy to Heliographic — Ib Spang
Olsen describes how he by transferring and applying his
knowledge from lithography onto the at that time new
printing technique — off set — achieved the original graphic
quality in the reproduction of his drawings. His vision was

Fig. 1. The Kiosk on the Square, 1964
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that the artists themselves controlled the modern printing
machine, principally in the same way as when the artist
worked with the lithographic print from the stone —and in
doing so was able to make original graphics in large quanti-
ties. The heliographics fullfilled this wish, and he used this
method in a wide range of his picturebooks, a.o. the men-
tioned The Kiosk at the Sqare

Billede — Kattehuset, 1968 — forside — feerdigt billede

In short, the heliographic method makes it possible for the
artist to draw directly on the off set film, a transparent plas-
tic material with a grained surface, and then transfer this
original drawing to the off set plate via contact printing.
In this method the final print will be a reproduction of the
drawing grain by grain, avoiding the ususal proces where

Fig. 2. Cat Alley

..= Hiinsten gyﬁf/‘@ﬂ

a drawing made on paper is copied, diveded into four col-
ours (CMYK) and then rasterized.

Billede — Kattehuset, sort lag

The principle of heliographic is that the places where black
and greytones are applied on the film are the places that
will be printed. The picture is built up by several layers, that
are gathered in the final picture. Her you can see one of
the four layers in the proces — the layer is black in the final
reproduction.

Billede — Kattehuset — blat lag
And here you can see the blue layer
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Billede — Kattehuset — gult lag
This is the yellow layer

Billede — Kattehuset — rgdt lag
And here you can see the red layer

Alrston Byﬁ‘/‘@a

Billede — Kattehuset — det faerdige billede

Here you see how the green trees become green when the
blue and yellow layers are mixed. Also orange colors appear
in the tall building to the right by mixing yellow and red,
and so on. But most important — all the layers are defined
by grains from the pencil and not by raster — giving the art-
ist full control of how his drawing will be reproduced and
passed to his audience — the reader of the book.

At this moment | would like to return to the overall
question of this talk — what characterizes the original illus-
tration? and try to answer it based on the examples from Ib
Spang Olsen. Is the original illustration per definition ana-
log? In this case the answer will be a clear no — the original
handdrawn drawing does not exist.

Billede — forside Mosekonens bryg, 1966

One must instead conclude that the picture in itself does
not exist until the printing proces is finished. Until then it
has only existed inside the head of the artist, and he has
physically manifested it by using his knowledge of the tech-
nical proces. One might say that exactly this knowledge is
the foundation of the illustration.

The question is then if each individual picture is “the
original illustration” — or if “the original” is the book that
the pictures were intended for?

On the top of my head | would say that the answer to
both questions is yes. | do think that one can defend that
the original illustration, concerning an exhibitional context,
as i.e. this biannual. However | would otherwise argue that
the bok itself is the original, in the sense that the pictures
were createtd with the intent of being part of a narrative
context — or what we usually call a book.
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I think that Ib Spang Olsen would have answered exactly
the same to the question, but adding that the original be-
sides being a book also is a piece of original graphic art,
in the sense that the artist himself was present during the
printing process and in cooperation with the printer devel-
oped and approved the final print, with everything that en-
tails —i.e. colours.

This picture is the front page of another one of the pic-
turebooks Ib Spang Olsen created by using the heliographic
method, Marsh Crone’s Brew, 1966.

Please noticethat the fopur colours usedto build the pic-
ture in this book is black, red, turquish and green

Billede — 2005 Lilian Brggger — Hundrede meget firkantede
historier, Gyldendal 2005 —

My next example in the history of the biannual is Lilian
Brggger, the leading Danish illustrator of childrens’ books
for the last 4 deacdes, you might call her the grand lady of
Danish illustration.

She participated in the biannual for the first time in
1983 with her delicate watercolours to Alice in Wonderland
and has since then been a participant from Denmark at the
exhibition, as well as a member of the international jury.

| have chosen Lilian Brggger for my second example as
she represents a completely different approach to the il-
lustration that Ib Spang Olsen. Her main preoccupation lies
in finding exactly the way of drawing, the technique that
can meet her creative proces. She does not have a specific
way of drawing like Ib Spang Olsen had. On the contrary
she has never strived for finding her “style”. Instead she
has always been very curious and investigating a way of be-
ing able to merge her pictorial expression with the current
book project.
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This illustration from 2005, that Lilian Brggger got
awarded a golden apple for, is an example of a classical
gouache. Here one can talk about an original illustration
in an “oldfashioned” analog sense, this is a handmade pic-
ture.

Billede — den unge Werther — feerdigt billede

But how does the notion of the analogue original relate to
this picture from 2011 — from The Sorrows of Young Wer-
ther, Goethe’s classic story. When you look closer at it you
will see all the many different structures and layers in the
greyish surfaces behind Werther. You will notice the graf-
fitti on the wall and the more colorful, yet nicely designed
advertising in the background of the picture, and you might
consider how Werther is drawn — what is the technique?

Alrston Byﬁ‘/‘@a

Billede- den unge Werther — blyantsskitse

| can tell you that this picture is put together and created
in the computer. Lilian Brggger has first made sketches and
drawings in hand — as you can see here, the first Werther is
drawn with a pencil -

Billede af den unge Werthers — tuschtegning

and then Lilian Brggger has made a drawing with Indian ink,
using pen and brush. Then the picture of him is scanned into
the computer, where the rest of the picture is created — part-
ly using backgrounds found on the computer, partly using
photos of graffitti, photographed by Lilian Brggger herself.

Billede — den unge Werther — feerdigt billede igen
In this case you cannot talk of an analog original illustra-
tion, as it does not exist. The picture lies in the computer
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and does not become a picture until it is printed. Just like
it was the case with Ib Spang Olsens heliographical printed
pictures — both “were not born” until they were printed.

Here you might ask if there is a contradiction between
the analog and the digital illustration —is the analog illustra-
tion more genuine than the digital?

| guess we have been used to say that the analog illus-
tration is more genuine than the printed one when we are
talking of the single picture in the context of an exhibition.
It is very interesting being able to follow the artist’s hand
over the paper, experience the textural effect as you are
standing looking at at picture hanging on the wall.

Does it however make sense to say that only artists
working analog are able to make genuine pictures when
the fact is that the digital possibilities today live side by side
with the analog ones? Would it not make more sense to
look at the computer as a work tool for the illustrator just
as pencil, ink, watercolor etc.?

Hiinsten 5%@‘/4@0

Billede fra den nye bog - sjette billede — 7 personer

Ndr de sma s@de bgrn sover -eksempel persontegningen
- Lilian

I would like to give an example of an artist working with the
computer as the primary work tool showing you one of Lil-
ian Brpgger’s latest book projects.

In this case Lilian Brggger has drawn directly on the
screen of her Ipad, sketching on the screen instead of
sketching in hand as was the case with the Werther-book.

She is at this point developing characters for a coming
book called When the small cute children are asleep. The
slide shows 7 persons. | would like to show you the develop-
ment of the sketching process, asking you to notice which
of the persons Lilian Brggger chooses to continue working
with.

Billede fra den nye bog — fgrste billede — 1 person
Here you see her first sketch
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Billede fra den nye bog — andet billede — 2 personer

Lilian Brggger has used this technique within the last year
— working in the drawingprogramme called Procreate — and
she is very enthusiastic about all the possibilities it gives her.

Billede fra den nye bog — tredje billede — 3 personer

As mentioned earlier, Lilian Brggger has been curious and
investigative throughout her career facing new opportuni-
ties in exploring her pictorial expression.

Alrston Ey&tﬁ@a

Billede fra den nye bog — fjerde billede — 5 personer
She can only find benefits from it — right from the first line
to the finished result.

Billede fra den nye bog — femte billede — 6 personer

First of all because she does not any longer experience the
distance between the sketch and the finished result. The
sketch becomes the picture, because the possibility of
drawing on the Ipad offers so good opportunities maintain-
ing the very first intention.

Billede fra den nye bog - sjette billede — 7 personer

This is something she has longed for thorughout her life,
she tells me, that there is no distance between the sketch
and the finished picture,

Billede fra den nye bog — syvende billede — personen

— that the finished picture has the immidiate freshness of
the sketch. Drawing directly on the Ipad means that she can
maintain spontaneity and it gives her a greater freedom to
put her intention into pictures.
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This way of working has many other advantages. One of
them is, that the digital work proces makes it a lot easier
to collaborate with the author in the process of creating a
book .They can align with each other what is necessary in
the text in relation to the pictures and vice versa, i.e. when
it comes to the the drawing of the persons

| ask Lilian Brggger if she is missing resistance of the an-
alog work proces —the paper, the pencil, the Indian ink? Her
answer is a clear no. It might be the work proces of choice
for other illustrators, she says, but she does not think that
you can accentuate working analog as being the only cor-
rect way of working. It makes more sense to look at how
the temperament of the individual illustrator plays a partin
the choice of working.

Billede — Fuglemanden, Carlsen 2018, forside

When we talk of the choice of how to work ,the digital work
method has another great advantage. Lilian Brggger men-
tions her work with The Bird Man, a graphic novel, that is
part of the biannual this year —and by the way has won sev-
eral prestigious prices in Denmark already. In this case Lilian
Brggger has started drawing in hand and then scanned the
drawings into the computer and lastly colorized the whole
book in the computer in photoshop. Having this opportu-
nity has saved a lot of labour — and at the same time met
her requirements in relation to the quality of the pictures.

I would like to end/ this talk by summing up the conclu-
sions | have identified in my examples from the history of
the biannual, where | have looked at works made by Danish
illustrators.

| started by asking what characterizes the original il-
lustration? My examples show that it can be many things.
When it comes to Ib Spang Olsen, the print is the original

Hiinsten 5%@‘/4@0

illustration. When it comes to Lilian Brggger the original il-
lustration can be both analog and digital. In this way my
conclusion is that you cannot talk of the original illustration
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as a solid and well defined concept. The nature of the orig-
nal illustration has changed — and will be changing — as the
possible methods develop.

| would say that the discussion Ib Spang Olsen started
back in 1967 is still relevant today. His questioning the ana-
log illustration as being "the genuine one” is still relevant.

Just as his great joy in exhibiting his illustrations on BIB
still is relevant. He found that it was very important — and

Alrston Ey@‘myz

that we can all agree on. For even if the book always will
be the main objective of the illustration, be it an illustrated
book or a picturebook — then the exhibition of the illustra-
tion itself gives a completely different experience than the
one you get from seeing the picture in the book. It focuses
on the work of the illustrator and is not only rewarding, but
also necessary, when the little sister must assert herself in
the big family of art.
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Czech lee,o wblre

Three golden keys by Petr Sis introduce prague legends

She received her degree from the Philosophical Faculty of Charles
University in Prague and now works at the Journalism Department
of the Institute of Communication Studies and Journalism of FSV
UK. Her focus is on history, reviewing and editing Czech literature
with a specialization in history and review of literature and illus-
trations for children and youth, writing book monographs, studies,
papers and anthologies in this area. She has been an honorary chair
of the Czech IBBY since 2006, a member of OS Magnesia litera and
the Czech PEN club, as well as an author of scenarios for book ex-
hibitions.

Petr Sis (portrait), designer, illustrator, author of books for
children and filmmaker of animated films grew up in Prague
where he finished the Academy of Arts, Architecture and
Design (short time by Jifi Trnka [+1980] and then by Adolf
Hoffmeister). He has been living in USA since 1982, at the
moment with his family in New York; he has his own small
atelier in this “big city full of energy’. He is on the way be-
tween NY and Prague all the time because Prague is his
inspiration and he still likes coming back. He was making
animated films and in 1980, his film Heads was awarded.
In 1984, he went to USA to make a movie about Olympic
Games that were boycotted in the east block states in that
year. It was the time when we lived in Czechoslovakia be-
hind the Iron Curtain and Petr Sis decided to stay in exile
without a possibility to come back. Before he started writ-
ing author’s books, he was working for the New York Times.
Making illustrations for this newspaper was a great prepa-
ration for his next works. He has illustrated more than 60
books written by writers like Jorge Luis Borges, Sid Fleish-
man, Jose Saramago, Carlos Maria Dominguez, Diane Ack-
erman, Azar Nafisiaj. His first successful book for children
was Rainbow Rhino (1987) and step by step other picture
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books have been created as well as albums which have
been awarded in the whole world; the most distinguished
ones are Hans Christian Andersen Award 2012 for illus-
tration representing the Czech Republic and two Ragazzi
Awards in Bologna (2004, book Tree of Life/Charles Darwin;
2007 The Wall — How | Grew Up Behind the Iron Curtain).
The United States became his second home and there, he
was awarded by Mac Arthur Fellowship in 2003 as the first
author of books for children, eight times by New York Times
Best lllustrated Books and three times by Caldecott Honour
Book Medal.!

Sis” books have been published in the Czech Republic since
1995 where the first book Three Golden Keys was published

* Information are more detailed in the mail correspondance of the author with
Petr Sis (2019)

=.= Jana Ceiklord

in the Czech language. He is one of the most prominent au-
thors of the publishing house Labyrint, Czech editions usu-
ally follow English editions. His author’s books introduce a
unique locations of Prague and its mysterious legends (The
Three Keys, 1994, Tri zlaté klice,1995), memories of child-
hood (Robinson, 2017) and his youth in the communist
Czechoslovakia (The Wall — How | Grew Up Behing the Iron
Curtain). The auhor makes a remarkable biographies of sig-
nificant personalities, the last one was dedicated to the life
story of Antoin de Exupéry, pilot and humanistic philologist
(Pilot and the Little Prince, 2014).

Petr Sis has an irreplaceable place among the distin-
guished creators of author’s books in the Czech Republic,
they experience an unbelievable boom, a great number
of current artists contribute by their projects: Pavel Cech,
Renata Fucikova, Petr Nikl, FrantisSek Skala, Alzbéta Skalova,
Tereza Ri¢anova, Dagmar Urbankova, Chrudog Valousek and
others. Most of the books are dedicated to children and
young readers. But also those who have not forgotten their
dreams.

Three Golden Keys is the book introduced by a letter for
a little daughter Madelaine through which Petr Sis opens
his city where he grew up and which remained so close
to him forever. He wrote his daughter: “You are a free be-
ing.” We are in the symphony with this statement, it is not
only words, we experience their meanig in our bones. The
daughter was born in New York and her father — artist in-
troduces his city full of magic beauty. The letter written by
hand is addressed to a little girl as well as to adult readers.
It ends with an anthropomorphized drawing of a little cat
(picture 1). Petr Sis himself adds to the genesis of the book:

“The book was created in the time when the border be-
tween Prague that | knew and the world, in which | found
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myself, was opened...No one knew a lot, anyone did not
have an idea that internet would clarify everything more...
The impulse to make this book was Mrs Onassis who visited
Prague incognito as a guest of the president Vaclav Havel.
Me, personally, did not dare to consider that mysterious
Prague could be interesting to someone in New York. Today,
it is difficult to explain it...

Jana Cerkovi

| drew up the whole book with the feeling that if it had
not been interesting to anyone, it would at least have been
such an “almanac” of my techniques in the case that some-
none would have liked to employ me.” (from the correspon-
dance of Petr Sis with the author, 2019)

To think about the construction of an author’s book
that is about a strong individual identity of an author fol-
lows these words. David Novitz introduces in his study Art,
Narrative and Human Nature? a narrative — and in the case
of Three Godlen Keys we are talking about a picture nar-
rative — that is the only kind of discourse that selectively
catches real and fictitious events, gradually adds and de-
velops them (plot) in such a way that the whole discourse
(and mentioned sequence of events) is at the end enriched
by the way how its parts are interconnected (the end),
the meaning is usually moral. Petr Sis wanted to depict a
story of his childhood and city where he lived and like this
he wanted to give some events from his life an everlasting
sense. He describes the locations of Prague by an imaginary
conception of an image and narratives related to the real
history and legends of our country.

Readers of Three Golden Keys are accompanied by a
black cat through nooks of Prague in the whole book (Pic-
ture 2). There is a balloon flying over Prague getting to the
labyrinth with the question: do | know the city, do | know
my house? Memories appear from the framed drawings
and portraits of the relatives and swans of the Vltava river
that are still present.

2 Art, Narrative and Human Nature, David NOVITZ. TheBoundariesof Art Tem-
ple University Press, Philadelphia 1991, p. 85-104 . Translated by Pavel Zahrdd-
ka and Marcela Janatovd. Aluze, 2009, No. 3. Available on: http://www.aluze.
cz/2009_03/04_studie_novitz.php
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Petr Sis connects memories also with Christian and family
traditions through St Nicholaus accompanied by an angel
and devil handing out small packages (presents for good

Jana Corkori

children, coal for the others), carp in the bath, family vis-
its, magic Christmas tree...> We go up the hill to the Prague
castle where we can see moon signs having a face of a cat
(picture 3). At the end, we get to a mysterious library and
its librarian (we recognize the old library in Strahov Mon-
astery) and look, we discover the first key. Step by step we
discover all three golden keys opening three famous Prague
legends and like this also the childhood of Petr Sis.

Legends are a very popular genre in the Czech Repub-
lic. Some of them respect the folk tradition, some others
freely lead to the artistic stylization. The interest in publish-
ing literary adaptation of Prague legends got stronger at the
end of 19% century. Their source were the folk narratives
(often sensational and unusual), Hajek’s Chronicle, barocco
culture and folk books. There were a lot of scary places in
Prague (abandoned monasteries, buildings, underground
cellars, crypts) that stimulated imagination to tell stories.
At the end of 19t century, apart from this patriotic moti-
vation, occult sciences appeared in the legends. Stories of
legends gradually became an inspiration for artificial crea-
tion and we can say that this bilateral “exchange” lasts until
these days.

After 1989, we encounter new retelling of legends from
the Czech and Moravian region (Leo Pavlat, Alena Jezkova
and others) and a bigger interest in translations of the leg-
ends and mythological collections from Europe and the
world.* The new essential way of telling legends by images

3 5[S, Petr. Three Golden Keys. 1. Czech editon. Albatros, Prague 1995

4] use the edition of the publishing house Argo Myths, Fairy Tales and Legends,
translation of original collections of folk tales mostly from European, Asian,
North American and South American cultures.
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in illustrated author’s and picture books.> Mostly chosen
are popular legends because they are related to a certain
place (Statue of Bruncvik, Astronomical Clock and so on),
Jewish Prague legends are represented by different variants

= Jana &igmf

of Golem. The book Three Golden Keys was the first illus-
trated author’s book that presents a significant artistic sym-
bolism of legends. The first legend about Bruncvik is purely
national and it is about a sword walled in the bridge arch of

5 | will mention comic depiction of legends that is very popular even today and has been re-edited in a bigger edition since 1996 (originally by Zdenék Adla, Jifi Cerny: Pictures

from Czech History and Legends. llustrated by Jifi Kalousek. Prague: Albatros, 1980).
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the Charles Bridge that Saint Wenceslas takes up in the mo-
ment when our country is in danger. The second one tells a
well-known Jewish legend about a magical Golem and the
third one is about the clockmaster Hanu$ who constructed
the Prague Astronomical Clock of Old Town Hall. | will stop
by two legends that Petr Sis told and drew: about Golem

and the clockmaster Hanus, in which everything was drawn
by hand: in the golden frame he uses pen drawing and oil
painting (picture 4). The legend about Golem is introduced
by a revived portrait of Rudolf Il. as Vertumnio (picture5)
inspired by the famous picture of Arcimboldo and a mys-
terious garden of revived flowers and bushes. Twenty-four
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pictures of hand drawn legend hide a golden key in their
middle, the story about Golem do not lose its core of narra-
tive, however catastrophic acting gets closer to the theme
of the Czech fairy tale Cook Mug Cook. The inhabitants of
the Jewish city neither drown in the water nor are in danger
of destroying their homes, but they are in a gruel up to their
knees, from which they are taken out by the rabbi Léw and
led to the cemetery (picture 6)

These pictures enable us to enjoy the display of the leg-
end about Golem all the time and to look for hidden imagi-
native motives. Sis” Golem is created by the rabbi Léw and
given a great power. Golem helps, carries water, cleans the
synagogue, saves faithful Jews, shows a girl butterflies that
she has never seen before... and absorbs various legends
that are gathered around the helper Golem. It represents
mystery of the story about the saver Golem that is brought
to life in the frames and it is only its end that is adapted
for a children’s reader. The collection of colourful Jewish
folk tales was published in German in the book Sippurim
(1847).° The rabbi Jehud Low ben Becalela’s (about 1520-
1609) human acts and knowledge in the field of astronomy
and astrology got over the borders of Prague ghetto. In the

6 Gallerie der Sippurim:eineSammlung judischerSagen, Marchen und Geschich-

ten, als ein Beitrag zur Volkerkunde / von mehrerenisr. Gelehrten. Wolf Pas-
cheles, Prague 1847. Published in the 50ties in five volumes. (Wolf Pascheles,
Prag1850-1864). Last selection edited by Peter Demetz called Geschichten aus
dem alten Prag: Sippurim (Legend from Old Prague: Sippurim, 1994).
More about Jewish legends from Prague can be found in the text by CENKOVA,
Jana. Ke zpUsobu literarniho ztvarnéni ,podivuhodnych povésti ze staré Prahy”
in Dité, détstvi, literatura. Literary archiv No. 48, Pamatnik narodniho pisemnic-
tvi, Prague 2016, p. 114-124

7 KREJCI, Karel. Prague Legends and Real Events. lllustrated by Michal Brix. Pra-
gue: Panorama 1981, p.122.

Jana C;e/{%wa’

legends about a magical rabbi, Karel Krejci finds connec-
tions with the atmosphere of Rudolfinum’s Prague where
old pilgrimage charlatanism was mixed with new revolu-
tionary knowledge of natural sciences and made the belief
in supernatural powers stronger.” Many stories were creat-
ed about the rabbi and today, the most published one is the
legend about Golem. In these legends we encounter mostly
the variant that | will introduce in the basic story: rabbi Léw
and his four helpers created a clay creature Golem by four
elements (water, fire, air, earth), brought him to life and
let him die not to allow his destructive powers to develop.
Golem was a server in the synagogue. One Friday evening
when the rabbi had to take care of his seriously ill daughter,
before leaving the synagogue, the rabbi did not let Golem
die. Golem started destroying everything around him and
the rabbi had to break evening prayers and stop Golem. In
memory of this event, the ninety-second psalm is sung twice
in the old new synagogue.? (photo)

The next stop is an abandoned bridge without people
where other memories from childhood appear (picture
7):”I can see dragons in the fog, figures made of chestnuts
and matches, post horses blowing clouds of steam out
of their nose, waking up in the darkness and the sway to
school.” We pass the Old Town Tower from Lesser Town
to the Old Town where there is the church of St Francis of
Assisi and the statue of Charles IV.(picture — photo No. 8)
and suddenly, in the fog, we can see the Old Town Hall with

8 The most colourful depiction of this legend is in the collection by Vaclav Vrati-
slav Tomek PraZské Zidovské povésti a legendy (1932); new edition, for exam-
ple Petiska, Eduard: Povésti o hradech, zimcich a méstech. llustrated by Zdenék
Mézl. 3. edition. Knizni klub, Prague 1997.
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its world famous Astronomical Clock.® The third key hides
the legend about the clockmaster Hanu$ who constructed
the Astronomical Clock. The basic story by Petr Sis remains
and it starts with the description of the Astronomical Clock.
Master Hanus (real date is the year 1410) was a talented
mechanic and constructor. Town hall councilors ordered
him to build the astronomical clock at the Old Town Hall
(legend’s name is About the Astronomical Clock of the Old
Town Hall).*® Unlike literary adapted legends of the last
time, we can enjoy adorable little machines and mechanism
in each pen drawing, the astronomical clock has even an an-
thropomorphized appearance — it has a mechanical head,
hands and it is a living mechanism inside of the town hall.
Petr Sis dampened evil and changed the end in his con-
ception of the legend. Those who made Hanus blind are in
his version envious people in general, not only the council-
lors who did not want Hanus to repeat his work somewhere
else. The conclusion is imaginary changed, in literary adap-
tations we meet a blind Hanus that closes the astronomical
clock himself and then he dies. Peter Sis creates one more
machine that will stop the astronomical clock and by two
flows of lights illuminates old Prague. (picture 8). Mechani-
cal machines and the clock got still more meaning in 15t

9 There is an astronomical face and calendar that shows the position of Earth, Sun
and Moon. Calendar board shows the current month, day and bank holidays of
the Christian calendar and the signs of the zodiac. At the doorways above the
clock, in two windows, the figures of Apostles move every hour as well as the
statues on both sides. There is an angel between the windows with Apostles
and a rooster that crows at the end.

1°CIBULA, Vaclav. Prague Legends. Illustrated by Cyril Bouda. 3.edited publication.
Panorama, Prague 1983;JEZKOVA, Alena. 77 Prague Legends. llustrated by Re-
nata Fucikova. Prah, Prague 2006.

=.= Jana Ceiklord

— 17" century and when we get back to the emperor Rudolf
II., his original collections of art as well as the chamber of
art were renowned. They can be found everywhere in Eu-
rope today, the biggest part of it was carried away by the
Swedish armies during the 30-year-war including pictures

IHAUSENBLASOVA, Jaroslava and SRONEK,Michal. UrbsAurea: Praha cisafe Ru-
dolfa Il. Gallery, Prague1997.
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and books, later, they were sold and many of the artefacts
can be found in the Art History Museum in Wienna and
somewhere else. Sis sees this passion of collecting mechan-
ical toys and clocks in the renaissance Europe as obvious.
The look at the astronomical clock when all children
are waiting in Prague to see the skeleton of the astronomi-
cal clock and the rooster crowing, then passing the medi-

Jana Coikord

aval stone bridge, memories of beautiful springs with first
leaves, Easter eggs, bisquit ram, paté and stone-blue sky*?
(picture 9). At the end of the book, Petr Sis got an existen-
tional thought of eternal change of generation of people

125{S, Petr. Three Golden Keys. 1. Czech edition. Prague, Albatros 1995
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who were walking through the Charles Bridge that is al-
most 700 years old. Finally, we occur in the house of Petr
Sis” childhood hearing the voice of the mother. It is Petr’s
memory of being called to a prepared dinner and — today,
calling his daughter Madelaine to have dinner.

Jana Certord
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T e

Wnrted States of America

African-American Children’s Book lllustrations

Brenda Dales lives in the United States, and teaches children’s lit-
erature at Miami University in Oxford, Ohio. She is a member of
the United States Board on Books for Young People (USBBY), the
U.S. section of IBBY. She served on the USBBY Outstanding Interna-
tional Books (OIB) committee for two years, and also chaired the
OIB committee for two years. She served on the 2016 and 2017
Notable Children’s Book Committee of the Association for Library
Service to Children (ALSC), a division of the American Library Asso-
ciation. Recently she was a member of the planning committee for
“Telling A People’s Story,” an exhibition of original African-American
children’s picture book art on display at the Miami University Art
Museum in the spring of 2018. She has been a children’s book re-
viewer, has written articles and contributed to publications about
children’s literature, and has delivered presentations and poster
presentations about children’s books nationally and internationally.

Children’s literature in the United States of America is cur-
rently enjoying an emphasis on books created by people
who are members of many minorities and cultures — Native
Americans, Asians, Latinx, and people who share histories
and traditions — including African Americans. This is not to
say that representation of minority illustrators and authors
is near the ratio of minorities represented in the U.S. popu-
lation, however libraries, schools, and publishers recognize
that richness and diversity in books by, and about, minori-
ties add value to the lives of everyone.

Historically, and even to the present, people of African
descent have suffered inequality in the United States. The
capture, forced removal, and enslavement of individuals
from Africa, and the unequal treatment of African Ameri-
cans, is a bloody stain on the history of the United States.
Inequality still lingers.

This inequality spreads to all areas of social and eco-
nomic structures, including publishing for children. Early
publishing in the United States, in the late 1800s and
through the first half of the 1900s, did include images of
children and adults of African descent, however often from
the white person’s perspective, which was usually nega-
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tively stereotypical. Books that were created by African
Americans were typically omitted from public schools and
libraries.

This began to change in 1963 when the Randolph Cal-
decott Medal, awarded to the illustrator of a book deemed
“the most distinguished American picture book for chil-
dren” by the Association for Library Service to Children, a
division of the American Library Association, was presented
to Ezra Jack Keats, for The Snowy Day. This book was in part
celebrated as a breakthrough book, a book featuring an
African-American child playing in the snow. Yet, this book
has also been criticized for not going far enough, for not
embracing the African-American child’s culture, for being
created by a white author/illustrator.

The Snowy Day was a step forward. However, adding im-
ages of characters or stories about children of African de-
scent to books is not enough. We need African-American
authors and illustrators to write and visually depict the var-
ied experiences and perspectives of African-American cul-
tures and identities, as this adds authenticity.

In the spring of 2018, the art museum where | teach at
Miami University in Oxford, Ohio, held a groundbreaking
exhibition of original art from children’s books illustrated by
African Americans and featuring African-American cultures
and identities. | was fortunate to be on the planning com-
mittee for the exhibition, which included 130 pieces of orig-
inal art from 95 books, illustrated by 33 African-American
artists.! We were able to borrow a wide variety of children’s
book art representing a variety of topics and artistic styles.

The images that follow are from among those that were
on display in this exhibition. Each illustration included here
was created by a different illustrator to demonstrate depth
and breadth of styles.

Bf‘@l{l{d pd/@&

Because the images you are about to see are from the
original art, the words are not included. And as you know,
publishers often select the illustrator for a text, so not all of
the images | am about to share are from books written by
African Americans, but most are.

Selected lllustrations

Stevie, written and illustrated
by John Steptoe.
Harper & Row, 1969

John Steptoe was one of the first African Americans to
be embraced in mainstream children’s literature. Steptoe
wrote and illustrated Stevie when he was 16 years old, and
it was published three years later, in 1969. This book was
celebrated for presenting African-American children’s expe-
rience, and John Steptoe continued to write and illustrate
several children’s books that gained popularity.

To Be a Drum traces African and African-American his-
torical and cultural connections through the tradition and
rhythm of the drum. The late Aminah Brenda Lynn Robin-
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son’s art is complex, and is collage art. Robinson explained
that fibers attached to the mixed-media paintings are sisal
from Kenya, and some of the cloth in the illustrations is
from a quilt that was stitched by a great aunt who had been
enslaved in the state of Georgia, adding direct authenticity.

To Be a Drum. lllustrated by
Aminah Brenda Lynn Robinson.
Written by Evelyn Coleman.
Whitman and Co., 1998

A portion of this image by Floyd Cooper appears both on
the cover of Bound for America: The Forced Migration of
Africans to the New World, as well as inside the book. This
particular image, showing the pain on the face of a man be-
ing displayed for sale, and the dehumanization of his strong
body with neck ring to prevent escape, visually communi-
cates the horrors of the slave trade.

Tom Feelings illustrated the cruelty of the slave ship ex-
perience for Africans being transported across the Atlantic
Ocean. The size of the book, 27 centimeters tall, but 35 cen-
timeters wide, adds prominence to the illustrations, which
are further emphasized because there are no words. Feel-
ings stated in the introduction:

“Callous indifference or outright brutal characterizations
of Africans are embedded in the language of the Western
World. It is a language so infused with direct and indirect

5/‘@/{&/& p a /@J’

Bound for America: The Forced
Migration of Africans to the New
World. lllustrated by Floyd Cooper.
Written by James Haskins & Kathleen
Benson. Lothrop, Lee & Shepard,
1999

The Middle Passage: White Ships / Black Cargo. Tom Feelings. Dial, 1995,
c2018

racism that it would be difficult, if not impossible, using this
language in my book to project anything black as positive.
This gave me a final reason for attempting to tell the story
through art alone.”
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Freedom Over Me: Eleven Slaves,
Their Lives and Dreams Brought
to Life. Written and illustrated

by Ashley Bryan. Atheneum, 2016

Shades of gray and sepia contribute to the emotional
portrayals, such as here, where Feelings places the viewer
above the ship, and presents a multi-layered perspective.?

One of the most outstanding African-American crea-
tors of children’s books is Ashley Bryan. Now 96 years old,
he is still writing and illustrating. Freedom Over Me: Eleven
Slaves, Their Lives and Dreams Brought to Life, was inspired
by historical documents from the 1828 sale of the Fairch-
ilds Estate upon the death of owner Cado Fairchilds. In an
author’s note, Bryan explains eleven enslaved individuals
were listed among the animals, cotton, and other property
appraised for sale. One person for sale was “Peggy,” and
Bryan only had her price, and that she was a woman. Bryan
created an age and an image, thus giving her humanity. He
also gave her words, poetically imagining her thoughts and
dreams. He created two illustrations and two poems for
each of the eleven enslaved persons who were sold, adding
a sense of compassion to lives that had been stripped of
human individuality.

5/‘@/{1& ﬁa/w

Freedom in Congo Square. lllustrated by R. Gregory Christie.
Written by Carole Boston Weatherford. Little Bee, 2016

In Freedom in Congo Square, R. Gregory Christie created
a story based on an open area that still exists in New Or-
leans, Louisiana. The enslaved peoples from Africa and
the West Indies worked six long days each week for the
profit of their masters. However, Sunday was recognized
as a holy day and the enslaved peoples as well as others
of African descent were given the opportunity to engage
in personal endeavors such as meeting in Congo Square
where they could dance, play music of their own heritage
and other cultural origins, and enjoy a partial day of free-
dom. R. Gregory Christie’s painting style including collage
elements, shows joyful bodies outstretched, with musical
instruments, and distinctive New Orleans architecture in
the background.

After slavery was abolished in the United States and
African Americans were freed, they faced economic prob-
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lems, inequality, racism, and segregation that was intended
to keep African Americans separated in all aspects of pub-
lic life. Many African Americans left southern states to find
jobs in the North. Jan Spivey Gilchrist illustrated The Great
Migration: Journey to the North, based on the lived experi-
ence of the book’s author, Eloise Greenfield. After finding
work in the North, Greenfield’s father sent money for the
family, portrayed here, to join him. The bottom of this im-
age features life in the South, including a hooded member
of the Ku Klux Klan hate group — which is unfortunately still
active in the United States. A sense of hope is infused as the
family looks toward a new life in Washington, D.C.

Segregation also limited where African Americans could
travel safely, purchase gasoline, spend the night, eat in res-
taurants, even where they could get a haircut. From 1936
to 1966, African Americans had their own travel guide,
originally titled The Negro Motorist Green Book. In Ruth
and the Green Book, Floyd Cooper illustrates the fictional
story of a young girl traveling with her parents, and she is
embarrassed to learn she is unable to visit the restroom in
a white-owned gas station, but must go in the woods. Here
she is clutching a copy of The Green Book.

A big step for ‘“Tricia Ann was to be able to go someplace
special. She encounters racism on the way, and here she is
not welcome to sit on a bench, because it was labeled “FOR
WHITES ONLY.” She knows she will be welcome at the spe-
cial place where she is going — the library. Highly acclaimed
illustrator Jerry Pinkney’s detail in ‘Tricia Ann’s clothing
helps to situate this historical story, based on author Patri-
cia McKissack’s childhood in Nashville, Tennessee.

Ekua Holmes portrays civil rights activist Fannie Lou
Hamer, in Voice of Freedom: Fannie Lou Hamer: Spirit of the
Civil Rights Movement. Hamer tirelessly worked to end in-

5/‘&/{&/& p a /@J’

The Great Migration: Journey to the North. Illustrated by Jan Spivey
Gilchrist. Written by Eloise Greenfield. Amistad, 2011

Ruth and the Green Book. lllustrated by Floyd Cooper.
Written by Calvin Alexander Ramsey, with Gwen Strauss. Carolrhoda, 2010
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Goin’ Someplace Special. lllustrated by Jerry Pinkney.
Written by Patricia McKissack. Atheneum, 2001

equality and to ensure African Americans would receive the
rights provided in the U.S. Constitution. Fannie Lou Hamer
was not a tall woman, but Holmes’ perspective, and the
way Hamer is positioned in this image, encapsulates her
passion and determination, and the towering messages she
zealously delivered.

African Americans have pursued dreams in spite of
institutionalized repression. Vivien Thomas could not af-
ford to attend medical school, however he accepted a job
in a medical laboratory. Under a doctor’s supervision he
learned about medical techniques, and developed a new
heart procedure to save babies born with a certain heart
defect. While not permitted to perform operations himself,
the doctor who learned this procedure from Thomas would
not perform this technique without Vivien Thomas’ pres-

Voice of Freedom: Fannie Lou Hamer: Spirit of the Civil Rights Movement.
Illustrated by Ekua Holmes. Written by Carole Boston Weatherford.
Candlewick, 2015

ence in the operating room. Colin Bootman'’s illustration
here demonstrates the respect Thomas achieved.

Our Children Can Soar is a compendium of illustrations
by several African-American artists, with each illustration
representing a well-known or prominent African-Amer-
ican individual. In this illustration, Shadra Strickland de-
picts Ruby Bridges, who at age six, integrated a school for
white children in the South. The balance of color and space
emphasizes how this small child made a monumental dif-
ference.
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Tiny Stitches: The Life of Medical Pioneer Vivien Thomas.
Illustrated by Colin Bootman. Written by Gwendolyn Hooks. Lee & Low, 2016

Our Children Can Soar: A Celebration of Rosa, Barack, and the Pioneers of
Change. This painting by Shadra Strickland.
Various illustrators. Bloomsbury, 2009

We Are the Ship: The Story of Negro League Baseball.
Words and paintings by Kadir Nelson. Hyperion, 2008

Baseball! Is there anything more American than base-
ball? At one time, that depended on your race. Kadir Nel-
son’s stunning art complements the importance of the
Negro baseball leagues, and their role in the acceptance
of diversity in the U.S. The human form is Nelson’s forte,
which is evidenced in this illustration of African-American
baseball players as a powerful presence in the country’s na-
tional pastime.

A Sweet Smell of Roses is a fictional story of two young
African-American girls who march with others to hear a
speech by Dr. Martin Luther King, Jr. Told from the children’s
perspective, Eric Velasquez’s charcoal illustrations situate
the actual historical era.

Uncle Jed’s Barbershop takes place in the 1920s, and
Uncle Jed, the only black barber in the area, traveled the
county to cut hair until he was finally able to open his own
barbershop. The colors and crowd in this illustration by
James Ransome set the tone for the importance of this bar-
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A Sweet Smell of Roses. Illustrated by Eric Velasquez.
Written by Angela Johnson. Simon & Schuster, 2005

Uncle Jed’s Barbershop. lllustrated by James Ransome.
Written by Margaree King Mitchell. Simon & Schuster, 1993

bershop to the African-American community. While this is a
ficitonal story, it resonates with historical realities.

Her mother was formerly enslaved, she grew up in
poverty, yet one young African-American woman defied

Vision of Beauty: The Story of Sarah Breedlove Walker.
Illustrated by Nneka Bennett. Written by Kathryn Lasky. Candlewick, 2000

adversity and developed cosmetics and beauty products
specifically for African-American women'’s skin and hair. In
creating her own successful business, she also gave Afri-
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can-American women pride in their identities. Nneka Ben-
nett portrays the young woman who became Madam C. J.
Walker, here experimenting with herbs and oils, in Vision of
Beauty: The Story of Sarah Breedlove Walker.

Jazz — that uniquely African-American musical style.
When one thinks of music and New York City’s Harlem, jazz
automatically comes to mind. Frank Morrison’s jazzy, exag-
gerated illustrations take us to exuberant rhythm and im-
provisation, and jazz greats, in Sweet Music in Harlem.

Nine-year-old Ron McNair wanted to be a pilot. But his
first mission was to be able to borrow books from the li-
brary in his town in South Carolina, where the rule was that
only white people could check out books. Don Tate illus-
trates the hopes and dreams of an African-American child
as he negotiates a white society in Ron’s Big Mission. Ron-
ald McNair became an American NASA astronaut, who un-

Sweet Music in Harlem. Illustrated by Frank Morrison.
Written by Debbie A. Taylor. Lee & Low, 2004

5/‘&/{&/& p a /@J’

Ron’s Big Mission. lllustrated by Don Tate.
Written by Rose Blue and Corine J. Naden. Dutton, 2009

fortunately perished during the failed launch of the Space
Shuttle Challenger.

Hair is an expression of individuality, of beauty, and
there are many cultural considerations surrounding hair
and hairstyles. Nevertheless, the ritual and closeness of a
mother brushing a child’s hair is universal. This mother de-
scribes numerous African-American hairstyle possibilities
such as braids or adding beads, accompanied by E. B. Lewis’
artin I Love My Hair! Also, note the child’s doll as a cultural
artifact among the cloth bears.

| began with an image from Stevie, by African-American
writer/illustrator John Steptoe, and | end with artwork from
Radiant Child: The Story of Young Artist Jean-Michel Basqui-
at, by Javaka Steptoe, John Steptoe’s son. This is a large,
heavy piece, painted on wood that Javaka recovered from
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| Love My Hair! llustrated by E. B. Lewis.
Written by Natasha Anastasia Tarpley. Little, Brown, 1998

Radiant Child: The Story of Young Artist Jean-Michel Basquiat.
Written and illustrated by Javaka Steptoe. Little, Brown, 2016

areas in Brooklyn and other areas of New York City, where
Basquiat lived. The piece is collage, as actual paint tubes,
paint brushes, toothbrush, and additional objects are af-
fixed to the painting, adding depth. It is evident that Javaka
Steptoe was influenced by Basquiat’s uniquely developed

5/‘@/{1& pd/@&

graffiti style, often including crowns and words, as can be
seen here.

Looking Ahead

The artistic styles of African-American illustrators are wel-
coming and life-affirming to African-American young peo-
ple, and well as all young people, and adults, as the stories
of African Americans are presented visually and in words.

The Cooperative Children’s Book Center (CCBC) at the
University of Wisconsin-Madison collects publishing statis-
tics. The CCBC reports that in 2018, of the 3,644 children’s
books that were received (not all limited to U.S. publishers),
404 of the books were about Africans/African Americans,
but only half, or 202 books, were created by Africans/Af-
rican Americans. While disheartening, this is a marked im-
provement over the year 2016, when out of 3,400 books
received, 287 of the books were about Africans/African
Americans, and only 94 books were created by Africans/
African Americans.?

We are in an era of welcoming more minority illustra-
tors, and authors, in children’s book publishing. This is just
a beginning, and as you consider books from the United
States, and elsewhere, it is hoped you will seek books cre-
ated by talented African Americans as well as illustrators,
and writers, from all cultural and ethnic groups.

Notes

1. Photography of original illustrations by Scott Kissell, Miami
University, Oxford, Ohio.

2. A video of this book is available at https://www.youtube.
com/watch?v=5qjtlQLQMj0&t=86s

3. CCBC publishing statistics are available at https://ccbc.edu-
cation.wisc.edu/books/pcstats.asp
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Cult of Original Illustration in the Digital World

In 2018, she studied illustration at the University of Hertfordshire.
She also completed her studies of children’s book illustration. In
1993 she received an honorary diploma at the Art Institute in At-
lanta, where she focused on design and production principles. She
also studied art history. She has written several children’s books,
which she has illustrated, such as Mr. Wolf’s Socks, Little Elephant
Bathing, Little Rabbit and His Blue Duvet. She participated in many
exhibitions and in 2017 also exhibited at the Biennial of lllustrations
in Bratislava. She has won several awards and awards for her work
and is a member of several organizations. Since 2016 she has been
a member of the IBBY Committee.

There is a value to books that are available digitally, not
least that they allow easy access to those who have cur-
rent technology. With technology, one book can be used by
many, in a classroom or in a household, and digital books do
not make a negative impact on the environment.

What digital loses is the unique and magical experience
of reading a book that is made from paper and ink.

A digital book doesn’t have a smell. There is no sound
of turning the pages. There is no feel of the paper in your
hand. The sensory experience is lost when reading happens
digitally.

And | would argue that the sensory experience is a part
of the entire reading experience, the physicality of the
book, its smell, its weight, its size are all things that enrich
the story that is being read.

There is a great satisfaction in opening a brand, new
book. A book that was just bought in the bookstore or re-
ceived as a gift, of being the first to open its pages and smell
its new paper smell. And there is a lovely comfort in read-
ing a book that has been in your house for many years, one
that maybe your parents, or grandparents read before you
and treasured. The love for an older book and the history of
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this book; it may have worn or stained pages, goes with the
story inside. Just as the brand, new book is like beginning a
new adventure that is just for you. And this is what digital
can’t replace.

Every reader brings their own story to the book they are
reading, and every printed book has its own story to tell.
While it is impossible to know the individual experience
each reader brings, it is possible to know that each reading
is a unique event.

As P. T. Karjalainen writes in his essay on “Place and In-
timate Sensing”, “each individual encounters the world
from the vantage point of their own experience” (Karjalain-
en,1999) So too with books, each book allows each reader
a “deep, personal meeting with the world” (Karjalainen,
1999).

(The text) “is not a more or less stable source of refer-
ence, but (is) a semiotic field of associative complexes of
signification in which the meaning is continuously taking on
new shapes. The interplay between the reader and the text
is essential: meaning is not contained in the text itself but is
created by this confrontation” (Karjalainen, 1999).

| would also suggest that the individual book itself plays
a role in the experience of the narrative.

In light of the idea that the sensory experience is crucial to
the overall experience of interacting with text, | offer as ex-
amples three picture books that would not have the same
worth or substance if presented in a digital format.

Fig. 1. Eric Carle, Watch Out! A Giant! 2002

The first is Watch Out! A Giant! by Eric Carle.
Brown Bear, What Do You See?. It wasn’t until | was an adult
| grew up reading books by Eric Carle, the two | was most with my own children that | discovered his story called,
familiar with are The Hungry Caterpillar and Brown Bear, Watch Out! A Giant!
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This book came to me by accident. | was in the library
with my young children and because | can’t resist books for
sale, | looked through the discarded books that the library
was selling, and | found this one. This book is much darker
and more like a traditional fairy tale than many of Eric Car-
le’s other books.

My children and | read this book for the first time on a
dark winter morning. The atmosphere of the actual world
(cold and dark) along with the library stamps in the book,
saying, “WITHDRAWN?” in large black letters, all combined
with the text and book format to create an eerie reading
experience.
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Fig. 3. Eric Carle, Watch Out! A Giant! 2002

To summarise the story, it begins on a sunny day as two
children go outside to play, immediately disregarding their
mother’s request that they stay in their garden. And in the
tradition of all good fairy tales, (Tatar p 10) disobeying im-
mediately leads the children into danger. In this case, into
the world of a hungry giant.

Eric Carle is known for books about friendly, colourful
Fig. 2. Eric Carle, Watch Out! A Giant! 2002 animals. In this story, strange animals and unusual creatures
appear, hidden in dark corners the deeper the children find
themselves in the narrative. Carle uses dark colours and

27™ BIENNIAL OF ILLUSTRATIONS BRATISLAVA
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frightening creatures which create a genuine feeling of un-
ease as the reader travels through the story.

However, what fully engages the reader with the story,
is the use of paper engineering. In this book there are lift-
the-flaps on every page. Lift-the -flaps are often used in pic-
ture books to hide a surprise.

In Watch Out! A Giant!, the first flap leads the children
of the story (and therefore the readers) from the safety of
their own garden directly to the giant’s garden.

From this initial step outside the known, the reader is
in a world that is outside what is expected and travels with
the protagonists into the unforeseen. The reader becomes
an insider who is exploring the new world along with the
children in the story. Like the children, we know there is
danger present, but we also want to discover what comes

Fig. 4. Eric Carle, Watch Out! A Giant! 2002

/at éya/m ceney

next and so we are irresistibly drawn to open the subse-
quent small door.

This creates for the reader a sense of having entered
another world. It is within the space of this “story world”,
created between the art of Eric Carle and the experiences
of the reader, that the book reaches its fullest narrative po-
tential. The reader can thoroughly immerse themselves in
the story, hoping the world created is unreal and trusting
the flaps will lead them back to safety.

It goes without saying that books that have paper engineer-
ing are not possible in a digital context.

In the case of this book, Watch Out! A Giant!, the lift- the
-flaps add to the feeling of possible danger and suspense.
This would be impossible through written text alone.

Fig. 5. Eric Carle, Watch Out! A Giant!, 2002 flap closed
Fig. 6. Eric Carle, Watch Out! A Giant! 2002 flap open
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The particular book that | read added, for me, anoth-
er dimension to the story. This book already had signs of
“love” and wear. The large stamps from the library were
almost like warning signs, asking, “Dare | open this book?”
and “Who might have read this before | did?”. These things
all added to the unique experience of reading this particu-
lar physical book, something that would have been impos-
sible in an e-reader format.

The next book | wanted to mention is Flying, by Kveta
Pacovska

Fig. 7. Kveta Pacovska, Flying, 1995

This is a book that is larger than the usual picture book
and one that also uses paper engineering. We have already
mentioned that paper engineering is not a possibility in an
e-reader. There is also a standard size to a book read on

/at éya/(a eeney

tablet or digital device. There is no chance to read a very
large book, one that is so large it almost becomes its own
theatre, or one that is so small it seems like a secret just
for you.

Flying has a very simple narrative; it begins with a tower
who whispers a secret to another tower and what follows
is an unusual route to discover what this secret might be.
The reader is immediately intrigued. A secret is a powerful
device for catching one’s attention. When discovering and
uncovering something hidden is integral to the narrative,
there is an immediate pull into the story to find the answer.
(Kermode, 1980). What follows is a story introducing a cast
of unlikely characters, frogs on bicycles, bears and pigs who
fly with balloons, and birdmen who fly using designs by Le-
onardo DaVinci, all in the very roundabout journey to find
the answer to what this secret might be.

Fig. 8. Kveta Pacovska, Flying, 1995
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The form of the book goes hand in hand with the idea
of the secret. It is oversize, larger than the average picture
book, and has a number of pages that fold out, including
the images that form the front cover. Prior to opening the
book to the first “official” page, the narrative has begun. In
Flying, Kveta Pacovska makes use of all available illustrative
space and before we have reached the title page, the tow-
ers have whispered their secret to one another.

The reader is immediately drawn into the story, there is
none of the traditional picture book beginning where the
title page and publisher information lead us gently from the
cover to the narrative. With the book Flying, we are imme-
diately in the story even before we have opened the front
cover; the story actually comes out of the cover to us. Com-
bining this with a secret means that a reader is physically
and emotionally invested in the narrative.

“Her book form is beyond the limit of a fixed book and
print production. It suggests a new possibility of the book
as an object which is three-dimensional and stimulates the
senses. These books induce the instinct for play by using
interesting materials such as (a)luminum and tracing paper.
These experimental books give children lots of possibilities
to develop their imaginations and encourage their own cre-
ativity.” (McCann, 2013)

Flying is a wonderful example of Kveta Pacovska’s unique
type of experimental book. There are fold outs where it is
possible to fold a part of the illustration from one page into
another. There are die cuts which allow the reader to in-
teract with the visual narrative in dimensions that go be-
yond the two dimensions of the book’s pages. There are
page fold outs that use elements of the book’s own form
(the spine) to create a new architecture. It is possible to fold
the story out to interact with the world of the reader, or to

/at l/ya/m ceney

Fig. 9. Kveta Pacovska, Flying, 1995

nearly enclose the reader in the story’s own architectural
space. It is this very special quality of the book Flying that
allows the reader to go from their own world and almost
physically join the world that is created in this story.

Flying is a book that has to be held to achieve its full nar-
rative potential. For the reader, especially a small reader,
this is a book that creates a physical other world. Without
the chance to turn and fold out the pages of this book, feel
the paper and experience the colours of the illustrations,
the story loses what makes reading it a magical experience.

The final book is Gisele de Verre by Beatrice Alemagna.

This is a book that | wanted to pick up and touch and “read”.
Although the text was written in another language, | was
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Fig. 10. Beatrice Alemagna,

Gisele de Verre, 2002

Fig. 11. Beatrice Alemagna, Gisele de Verre, 2002

able to understand the story concept due to the tactile
quality of the papers that were used and to the way the
illustrations were created to allow transparency of the im-
ages.

Gisele de Verre tells the story of a girl who is made out of
glass. At first being made of glass is something that causes
her to be admired, but over time, when all of her thoughts
and feelings are on display, it is something that causes her
distress. Ultimately Giselle leaves home in search of place
where her visible emotions are no longer problematic.

What interested me about Gisele de Verre was not only
the unusual story concept but also how Beatrice Alemagna
created her illustrations visually and through sensory expe-
rience to represent a girl made of glass.

There are many pages in the book which are beautifully Fig. 12. Beatrice Alemagna,
drawn in a way that shows that Gisele is transparent. Gisele de Verre, 2002
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Fig. 13. Beatrice Alemagna, Gisele de Verre, 2002

The pages that are even more interesting are those that
are made of opaque paper. A number of the illustrations
are printed on a paper that is similar to tracing paper. This
allows the reader to see the image behind the opaque page
and visually combine the two images, creating physically
the sensation of seeing through Gisele’s hand or inside her
head. These are often done in more than one layer, creating
a complex image that can be seen as individual parts, or as
the built- up entirety.

The effect is to physically have created what is told in
the narrative. The reader can also see inside Gisele’s head
and watch the build- up of her emotions.

In conjunction with this is the actual texture of the
opaque paper that is used. This paper has a different tactile
effect to the other pages in the book and because of this,

/at l/ya/m ceney

creates the sensation of being able to touch Gisele’s trans-
parent skin.

Children love things they can touch because touching
helps them learn about and explore the world they are still
discovering.

Studies have shown that when very young children are
read books which integrate touch with text, there is a like-
lihood of greater understanding of the text. (Abu- Zhaya,
Seidl, and Cristia, 2017)

“we typically think of sight as the perceptual system
by which shapes and surfaces speak to the mind. But (...)
evidence demonstrates that touch can relay much the same
information.”

(Skold, 2007 [ 3])

Sound also plays a role, albeit a subtle one. The pages which
have a different texture and weight, also have a unique
sound as they are being turned, they are crisper and lighter,
and this serves to support the sensory impact of the story
on the reader.

What is created through the tactile and auditory quality of
the paper used in the book, underpins what is being told in
the narrative. This is something that only a physical book
can provide for the reader.

There is room for further debate, and | could use more
examples, because | believe passionately that to fully expe-
rience the meaning of a story or narrative one has to physi-
cally interact with a book.

And all of what | have said about the particular books |
have chosen is subjective. Maybe the books | have chosen
would not speak to you in the way they spoke to me. But
that is really the point of what | have to say. All reading is
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subjective. The words that we read in a particular book are
the same words for whoever reads them but the experi-
ence of reading them is different for everyone. When the
words are read on a screen however, the sensory experi-
ence of an individual book is gone. To me that is a loss that
will be reflected in the experience of the story.

So, while | recognise that there are times when a digital
book is more convenient, more instant or even just lighter
in your luggage, for me there is no replacement for a book
in your hand.
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Cult of the original illustration in the world of digital technology

She studied at the Accademy of Applied Arts in Prague, in 1982 —
1988. lllustrates both writes books for children and youth, mostly
the books with historical themes. Her almost 50 book titles were
published in Czech and Slovak Republics, France, Germany, South
Korea, USA, Poland. Designed 11 post stamps for the Czech Post Of-
fice. She also illustrated programs for Prague National Theatre. De-
signed decorations 3 Christmas porcelain collections of Rosenthal,
Germany. Exhibited in many countries: Czech Republic, Holland,
Japan, South Korea, Denmark, China, India, France, USA. Teaches
the non-fiction illustration at Ladislav Sutnar Faculty of Design and
Art in Pilsen. Awards: ,,IBBY Honor List* ,,White Raven of Internatio-
nal Jugendbibliothek in Muenchen®, ,,Grand Prix in Zagreb Biennia-
I“or ,,Tehran Biennial Award”. She was also nominated for , Astrid
Lindgren Memorial Award“, many national prizes like ,The Golden
Ribbon“or ,The Most Beautiful Book of the Year*.

| have been deeply dealing with this topic for the last years.
But my contribution will not be about lamenting over
something or trying stopping the time, it will be a series of
considerations.

At first I would like to consider the term “digital technology’.
Eight years ago, we talked here about increasing number
of illustrations made or finished by computer. The graphic
digital technology of that time reached a certain expressive
level and like this, it created overcoloured concepts. Digital
technology started helping a complicated and delicate ex-
pression of illustration.

Since then, it has been eight years and this is a long time
in the age of informatics. Things that amazed us twenty
years ago we only admired ten years ago and today, the
same thing is just a common matter.

Thanks to the fast technological development authors
are not divided into generations according to their age, but
more according to their technological skills. The young ones
are able to work faster, more spontaneously, intuitively, the
older ones are not able to catch up with the technologi-
cal knowledge. | belong, of course, to those older authors.
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But | had a chance to teach illustration and thanks to this, |
am in touch with young, technologically skilled illustrators
every day.

Our first meeting three years ago was a surprise for both
sides. Students represented the formula of today’s society:
when talking about their interests, computer games were
on the first place. When we met, only few of them were
reading books. And the books they were reading was lit-
erature considered by my generation as relaxing: fantasy,
horror and sci-fi.

Some of them surprised me with their opinions on cur-
rent illustration. They were repeatedly persuading me that
current illustration is already completely digital. They said
that hand made illustration is dead. They created atmos-
pheric countries of fantasy worlds full of unknown crea-
tures, beatles, hermits and outcasts. The majority of their
works was defined by designs of so called characters, por-
traits of characters from computer games displayed from
three sides to enable the computer to work with them well
and make them move.

Today, together with a big amount of students, we illus-
trate traditional literary stories in our studio and we create
small author’s books or great non-fiction illustration cycles.
Students work with traditional techniques, but they usually
finish their illustrations by using a computer.

The way how the virtual world can trick us easily is an easy
success to the audience. Digital world is full of websides
and platforms where authors display their works without
any curatorial or editing managment. But the reaction of
the audience comes immediately and very often massy.

Bondta fucikovd

Platforms like Instagram offer beginners great space.
Short time ago, a young artist could display his work only in
an insignificant gallery where it was seen only by few visi-
tors. Today, you can download an application and you can
start sharing it in a gallery bigger than the world. It is easy
to find viewers who will give you their likes. A young author
can count the likes and tries to catch the fancy of his follow-
ers to get as many of them as possible. Thanks to program-
ming of platforms he usually remains in a closed bubble of
one style.

How easy it is to confuse young authors can be demon-
strated by Inktober. | am not going to say the name of its au-
thor because | do not want to support his popularity. | think
it is false. Artists from the whole world paint fast sketches,
feautures, attempts of illustration during the whole October
and post it on Instagram. The aim of this action is to create
a new painting on a particular theme every day. Inspiration
and breath of an unexperienced painter is after some days
at the end. But he continues in his posting and if he meets
the taste of his followers, he will get more points. What is
the effect of such an action? Quite controversial. Virtual
network is full of paintings that are not of good quality and
viewers destroy their taste because the biggest feedback
have those easy on the eye and not original expressions —
and with their high points they make an impression that
this is exactly the right thing. In my opinion, Inktober is an
example of the dark side of digital painting world.

Of course, availability and access are the positive effect
of virtual networks — for a young painter a much bigger
chance to be successful. But it is necessary to learn how to
work sensitively with his own brand, with his own self-pro-
motion and how to find the cultivated form how to make
other pay attention to his works.
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Let us consider another key word of our theme: “origi-
nal, originality”. When we enter the virtual space to find
some inspiration, there is almost no doubt that we will be
successful. Pages, profiles and platforms are full of visual
impulses. The problem is that there are other people who
are able, the same easy way as we are able, to discover this
source of inspiration. Searching in virtual world makes the
level of our originality lower.

On the contrary, when we post our work it is easy to
steal it. Even if we put some ribbons on the image, even if
we use a diaglyph, a well skilled imitator can steal our work
easily. This effect of imitating and lowering quality is the
result of still bigger access to digitally provided and spread
sources.

And how is it with the original of illustration? Where is its
beginning and where does its originality end? In the past,
there was only one exemplar of a picture or painting consid-
ered to be original, directly touched by the hand of its au-
thor. This work was the only artwork used for reproduction
and the coming publishing of an illustrated book. Galleries
hesitated to display printed pieces because they did not con-
sider them to be works of illustrator’s original expression.

It is true that printing used to harm illustration in the
past. A lot of picture information was lost by recording it
with bad quality scanners. Wrong paper, bad quality colours
could also harm the process of illustration printing. Despite
this fact, | have always believed that to display a good qual-
ity print is not degrading for an illustrator. He created this
illustration for its reproducing!

These days, final digital manipulation represents a big
contribution to the result of illustrator’s work . We cannot

Fondta fucikovd

— actually we are not allowed to resist it. We cannot imag-
ine that we could not manipulate our original image in our
computer, make it brighter or correct some mistakes. Even
me, not working directly with graphic programs, | know
how to use them. Together with my students, we tune their
works by using a computer and when | illustrate books, |
let some of my illutrations process in a studio. This is the
first time that | have sent printed illustrations to the Bien-
nial of Illustrations Bratislava. The original paintings are in
black and white and they have been created with the aim to
publish them in colour, so to display the original black and
white drawn pictures would be misleading.

In the past refused intensive colourful digital illustration is
gone. The technological development and computers en-
able us to imitate watercolour with its accidents and splash-
es and illustrators can work with them in the right way. The
only thing we can blame digital illustration is the lack of
resistance of the material. We can observe a visible differ-
ence between digital and real linocut. Even a well skilled il-
lustrator succumbs the seduction of easy pulling a pencil by
drawing and the illustration makes an impression of being
too perfect. The real linocut is full of lively energy, it is the
result of the meeting between the hand and surface. Let
us believe that digital technologies will develop further and
they will offer illustrators new items that will be beneficial
for the graphic aspect of books.

The final consideration of my contribution will belong to
the term ’illustration”. What a movement it has madefor
the last years! At least in the Czech Republic. For some
years, Lustr, a festival of illustration, has taken place. It is
organized by the young generation of artists — please, no-
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tice that on purpose | am not saying the young generation
of illustrators. This year challenge to take part in this festival
is accompanied by the words: “Send your free works, not
commercial works. We welcome spacial installations, ani-
mation, 3D objects.”

But the definition of illustration is like this: “lllustration
is an artistic accompanist of the story, mostly a book or text
in a magazine that has the task to highlight and explain the
text, make it understandable for its reader or make the text
graphically more lively.

So it seems that the young generation of artists intend
to separate illustration from books and | am afraid that —
they are successful in it. Lustr Festival offers the exhibition
of beautiful artistic works with a significant message. But
these works are not illustrations. They are free drawings or
graphics.

And like this, illustration is going downhill: galleries and
festival organizers are not satisfied with areal showpieces.
An illustrator has to ingratiate himself with the cosset-

Bondta Fucikovd

ted audience used to visual explosions in films and video
games. After all a gallery visitor needs to have some fun!
| have not resisted this pressure recently either and let my
illustration for a retrospective exhibition modify into three-
dimensional look.

Itis the same with the illustrator’s effort to humbly serve
the text which is many times more libelled than praised.
Many artist longing for originality deny the message of the
text or the genre of the particular book. This is a refreshing
way from time to time, but | have had the feeling lately that
originality at any cost is required and has become a trend.

Digital age will maybe become the twilight of printed book,
maybe even the grave of illustration in its original sense. It
is quite possible that in a few years we will experience the
moment when we will place an illustration on the square
to commemorate a special event. Or we will send an illus-
tration into orbit around Earth to shine there. And actually
—why not?
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Good morning!

I would like to thank to Peter Tvrddn, Director of BIBIANA,
to the General Commissioner and Chair of BIB Interna-
tional Commitee, Zuzana Jarosovd, to Viera Anoskinova,
Head of BIB Secretariat and Coordinator of International
Symposium BIB, and to all the team of BIB, for your kind
invitation.

It is a great honour for me to be here to share with you
my ideas about this so interesting and controversial topic
that the organizers have suggested to me.

First of all, I would like to talk about what a work of art, gen-
erally speaking, means to me. And, in particular, the original
illustration.

Of course, | like to have beautiful originals framed and hung
on my wall. | really appreciate a piece of art. The artwork,
the original with an exhibition value. The artwork as a
unique piece.

In Walter Benjamin’s most influential essay on aesthet-
ics, The Work of Art in the Age of Mechanical Reproduction,
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written in 1936, he identifies the artwork’s aura with the
singularity, the experience of the unrepeatable and sug-
gests that the aura of a work of art is devalued by mechani-
cal reproduction.

Benjamin says that the technical reproduction destroys
the work’s originality since it is not possible to calibrate the
value of an object in terms of its real value, but only from
its displayed value. So, the work of art becomes an object
whose value cannot be dimensioned and that loses origi-
nality due to the existence of multiple reproductions.

So, for Benjamin, art is no longer unique since almost
everything can already be reproduced.

Today, when reproduction techniques have developed
to unsuspected limits, Benjamin’s ideas are really surprising
in 1936. It is amazing so successful conclusion.

Benjamin would be amazed today to see how his thesis
has not only been confirmed, but have gone much further
to build a huge industry around it.

Benjamin’s ideas have had great influence. In the late
20th century, in Berger’s Ways of Seeing, there is a declara-
tion of intentions of his way to understanding art, having
The Work of Art in the Age of Mechanical Reproduction at
the beginning of his reflections.

Speaking of photography, Berger asks: what do images
lose when the camera reproduces them? Do they lose au-
thenticity? He says that the modern means of artistic pro-
duction and of artistic reproduction have destroyed the aes-
thetic, cultural, and political authority of art: He says: “For
the first time ever, images of art have become ephemeral,
ubiquitous, insubstantial, available, valueless, free”, end of
quote, for lacking the aura of the original work of art.

It is a fact that the artwork in the era of technical repro-
ducibility has changed. A revolution has taken place. The

Maria Jesis f//

digital revolution has altered the nature of illustration be-
yond recognition.

The closeness with the copy transforms the work. It has
stopped being authentic. It is no longer unique.

At this point, | have many questions: is this necessarily
negative? Or, on the contrary, is the work of art finally free
of its sacred character?

What happen? That art reaches more people? Isn’t it
better to reach more people? How far does the digital ba-
nalize art? Maybe does the elite feels it like a loss?

The answers to all these questions go beyond what can
be undertaken here, but | believe it would be worth think-
ing about this matter in depth.

On the other hand, | consider all this very inspiring, of
course, but | have been editor of picture books during all
my professional life and in addition to all this, | can say that,
undoubtedly, it is the publishing industry that has given
character to the illustrations.

For me the real question would be:

For what is the illustration intended? What is the main
task of illustration? Is it not mainly intended to be repro-
duced in books?

| think that the concept of illustration as a unique work has
been emerging from the exhibitions, considering illustration
an artistic fact, we could even say that in this way a recogni-
tion of the illustrator, -on the other hand legitimate-, is sought.

However, all this is secondary to the illustration. The illus-
trators are really craftsmen of the image. That, of course,
does not take away any merit of them, as artists.

The truth is that illustrations are born to be reproduced
in books, so when the illustrator delivers the work to the
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editor or the art director who has commissioned the work,
the process continues and from now on the process will be
in the hands of the editor, and it will continue until the book
is on the bookshelves of bookstores.

So, at this stage, and from now on, a part of the proc-
ess becomes independent of the illustrator. The next steps
the editor takes are prepress, printing, choose the kind of
paper, font, and so on, till having a picture book.

We cannot ignore that the use of new technologies is
changing the publishing industry. Rather we can say that
technology is crossed with the publishing business.

One thing that is frequently happening since the new
technologies are used is that the illustrator is doing the
work of the editor or the book designer, to the point that
we can say that the prepress has practically disappeared as
an office.

If you ask my opinion about the use of digital tools by
the illustrators, | will tell you that, | think they are very use-
ful for them.

I am only worried about one possible danger: as every
illustrator has the same technology available for them, the
only way to be different and original is to find their own
style and try to be true to their idea.

Otherwise the work of the illustrator could become unnat-
ural, lose gesture, freshness and spontaneity, and what is even
worse, could be influenced by others through technology.

It has happened before but now it is much easier since
today everything is on internet. The cut and paste never
seemed healthy to me.

With so many possibilities at hand, illustrators must
fight to be true to themselves. To know what and how they
want to express with their art. They must care so that their
ideas are not replaced by trends or for techniques.

Maria Jesis ?//

I think that an important part of the struggle of illustra-
tors for preserving their identity should be focused on hav-
ing clear what to choose, trying to keep the machine from
replacing them.

For me, as an editor, the fact of using digital tools is
neither good nor bad. | simply observe, and comment it in
order to highlight the changes that are happening since the
digital tools are used.

| am an editor and, inevitably, my ideas are too medi-
ated by my profession.

Having this in mind, | have tried to enrich our meeting
bringing here the experiences and comments of some out-
standing illustrators of all over the world who use the new
tools in a very different way or even do no use them at all.

I thank them very much for sharing with me, and now with
all of you, their ideas and relationship with the digital world.

Anastasia Arkhipova, from Russia, says:

The main thing is the visual image the artist has in his mind
and heart.

What we loose is the original piece of art, graphic art

If you do not mind that — it is perfect

Piet Grobler, from South Africa, answer to my question: Has
the digital tool changed the aesthetic of picture books?

I definitely think yes. Many books are evidently digital and
with the good ones, the digital tool is indispensable. What |
find bit irritating, is when digital imitates only existing ana-
log techniques (like screenprint, woodblock print, water col-
our and lino-print).

Alfonso Ruano, from Spain, says:
Digital tools do not improve the fact of illustrating. Illlustra-
tions born from drawing and painting programs are no bet-
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ter. Their goodness, as always, depends on the head and
hand of the illustrator. The non-existence of an unalterable
original in the digital media is not important, it does not rep-
resent any problem except for collectors of unique pieces.

Yu Rong, from China, comments:
I also like the first instinctive action of drawing the lines and
cutting the tissue papers. Creating directly onto the paper,
is much private rather than using the tools on the computer
to achieve my ideas.

I use new technologies but | know there is an originality
in my work which computer cannot achieve.

Sonja Danowski, from Germany:
I love working with pencil, ink and watercolor on paper, but
even for me as an artist working in traditional media, digital
technologies simplify the work process.

Digital tools open new possibilities and can facilitate
creative processes, but | think we should not overrate the
impact.

Chris Haugthon, from Ireland:
I think using a tool that can endlessly edit it is often tempt-
ing to edit something so that it is impossibly clean and per-
fect. That is something | try to avoid. | like the mess that
comes from original artworks and | want to keep some parts
of that in the final images.

There is a rawness and warmth that comes from hand-
made drawings and | am very keen to try to retain.

Page Tsou, from Taiwan:

Although the tool has been changed, however, aesthetics,
concepts and good stories are always the most essential
core values.

Maria Jesis f//

The quality of the work itself and what message | try
to conveyed are what people really care. Moreover, when
| work with digital process, I try to balance the indifference
of digital technology by adding some hand printing like tex-
ture. People ignore the fact of digital processing.

Javier Zabala from Spain says,
It is a very powerful tool and if it is not used correctly it
can finish with the plastic personality of the artist who uses
it. That is why there are very similar works made by art-
ists from very different cultures and this, for me, is a clear
anomaly of what is expected of an artist. Besides, the ac-
cess to the information of what is produced worldwide in
real time accentuates this problem. It is the responsibility of
professionals to understand and avoid this problem.
Something that personally bothers me is the infinite pos-
sibility of improving images or compositions thanks to the
apple + Z function (going back). It produces impeccable im-
ages but sometimes so perfect that they lack soul. It would
be the search for technique by technique. And | especially
miss not feeling the adrenaline while you are working.

So far, the opinions of some prominent illustrators.
We see all of them agree that once you have a strong idea,
the important thing is expressing it faithfully in your work.
It doesn’t matter what tool you use. The good news is
that, with or without digital tools, we continue having good
illustrations and wonderful illustrated books.
Who cares how the artists have got their artwork! The
final image is what really counts, regardless how you got it,
even if we lose the original work of art along the digital path.

Thank you very much.
Maria Jesus Gil Iglesias | IBBY Honorary Member
Bratislava, 25th October 2019
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From the Page into the Gallery
Exhibiting original lllustrations in a museum setting

Associate curator of illustrated children’s books, Head of the II-
lustration Library, the Ruth Youth wing of art education, the Israel
museum, Jerusalem. Curator, researcher and lecturer specializing in
the history of illustration as well as the history of children’s illustra-
ted books. Teaches at Bezalel art academy as well as Shenkar col-
lege of art and design. Serves as the chair of the jury of Israel mu-
seum Ben Yitzhak illustration award for a children’s book several
times. Curator of many illustration exhibitions as well as two ma-
jor youth wing exhibitions: Happy Birthday (2015) and Cats & Dogs
(2017) Curator the Israeli pavilion in Bologna (2014). Holds a MA in
children’s literature, Simmons university and a BA in History of art
& Education, Hebrew university, Jerusalem. Lives in Ramat Gan,
with her husband, two daughters and one sweet but crazy dog.

In the era of digital culture and digital illustration it is a
special challenge and privilege to detach the illustrative
image from the page or the screen and bring it to the gal-
leries of the museum. The short presentation will present
the metamorphosis of the illustration presented in exhi-
bitions. Illustration, presented as an artform is fascinating
and engaging, it is a radical contemporary art form comb-
ing words and pictures. It can be simple but also sophisti-
cated, accessible to any age and audience but also provoke
our imagination, wonder and be a source for endless crea-
tivity.

The Illustration Library in the youth wing of the Israel
museum Jerusalem is unique collection of over 15,000
books in over 20 languages organized by the name of the
illustrator. Established over 45 years ago the wide range of
collection and activities of the library focus in raising aware-
ness to illustration as an art forum. This is done through
many activities: story hours in the main library, lectures and
workshops to educators and students in the rare book room
as well as different community outreach. The majority of
these activities are merged into the wide spectrum of the
youth wing departments.
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Two important operations that are unique for the illus-
tration library are its illustration award and its exhibitions.

The illustration exhibitions in the library present regu-
larly contemporary lIsraeli illustrations but have also dis-
played collaborations with renowned international artists.

This curatorial review of the metamorphosis of the illus-
tration into installation will focus on several sperate study
cases but show the potential and importance of exhibition
of original illustrations in the museum setting.

1) Struwwlpeter —-How NOT To Behave, 2011

Over 40 different editions of the classic story Struw-
wlpeter, some from the collection and some on loan
from the Struwwlpeter museum in Frankfurt. This pres-
entation combined rare books with a designed, playful
“hands-on” environment that brought the stories to life.
This exhibition was presented as a chapter within the
youth wing exhibition: “Life: A User’s Manual.”

2) Celebration: Herve’ Tullet, 2015.

A site-specific, solo exhibition of the renowned French
illustrator, in the illustration library. The exhibition com-
bined original drawings with the artist’s dozens of books
and doodles on the walls of the library, connecting be-
tween the two. Another unique aspect was a workshop
of Arab and Israeli kids, guided by the artist in the library.
In this workshop Tullet guided the 4" and 5% graders in
painting on the library walls. This colorful endeavor was
indeed a celebration for the museum’s 50*" anniversary
and opened together with the youth wing Happy Birth-
day exhibition.

3) Maira Kalman, Beloved Dog, 2017
The famous American illustrator (over 30 books, regular

Orna f/‘a/mt

contributor to The New Yorker) created a mural at the
entrance to the library inspired by photos from the mu-
seum’s collection. The mural, poster and many playful
objects created for this installation were all hand drawn
and devoted to dogs. Her text and illustrations were a
direct inspiration from her book “Beloved Dog” (2015)
as well as a photographic portfolio “Son of a Bitch” by
Elliott Erwitt, exhibited alongside the mural. The pres-
entation realized the idea of illustration as a poetic ef-
fort, where drawings can illustrate photography when
the photos work in the space as a text. This exhibition
was a part of the youth wing’s Cats & Dogs exhibition.

Illustration- That’s The Whole Story- illustration award
exhibitions, 1978-2018.

The Israel museum has been granting its own illustra-
tion award for over 40 years. The Israel Museum Ben
Yitzhak Award for lllustration of a Children’s book is giv-
en once in two years. This unique activity combines an
award ceremony (key note lecture by the gold medal
winner) exhibition opening (exhibiting the works by
gold medal and 4 honorary mentions) and a publica-
tion of a mini-catalogue (with the judges reasoning for
the selection). The design of the exhibition changes and
we try each time to bring forth not only the original art
work but also expose the public to the face of the art-
ist and to expose the audience to the artistic process
that led to the final result. The opening and overall edu-
cation programing around the award (workshops and
gallery talks) are meant to nurture bring together and
empower (yes empower!) the illustration community
(artists, authors, editors, librarians and all other relat-
ing professionals).
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Cult of the original illustration in the world of digital technology

Is a Brazilian illustrator and a college and schools professor with an
ML.A. in Arts & Design. Some books she illustrated for several pub-
lishing houses have been selected for government reading incenti-
ve programs, Bologna Children’s Book Fair, Biennial of Illlustrations
Bratislava, The Golden Pen Serbia and Paraty International Litera-
ry Festival. She illustrated the opening of the Joia Rara soap ope-
ra for Rede Globo television network and the book A vida de Buda
for the same television show. She collaborated with illustrations
to Jornal do Brasil newspaper. She presented lectures at the Casa
do Brasil in Munich, at UAL (Autonomous University of Lisbon),
workshops of illustration in literary weeks in schools and libra-
ries, and recently presented her art works in radio and television
programs.

I’'m going to start telling a story that | lived with my first dau-
ghter when she was 6 years old. We used to read two or
three books every night before she sleeps. In one of those
moments, we chose two books, one of them illustrated by
a technique in watercolor and the other by digital drawing.
After reading, she pointed to the book with digital illustra-
tions and said: This illustration is ready, right mother? My
daughter made a sophisticated reflection and identified
that the illustrations made with the layers of watercolor sti-
mulated our imagination to create new stories while the di-
gital illustration told us the story through “finished image”.

| was delighted with the inquiry of this child reader and
| understood how reading is a way to correspond with the
world and a responsible practice with the world. The rea-
ding of singular narratives supports the real possibility of
freedom in relation to society. Moreover, as we correspond
to the real world, we inaugurate a new world within us.

| could not be writing about original illustration cult in
the world of digital technology without telling that particu-
lar experience.
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Illustration of Luciana Grether for the Book Meu querido vové Romano,
Lago de Historias Publishing House

This experience with my daughter has awaken me for all
form of readings from then on ... How much does an ima-
ge take us to the world of the imaginary? | suppose the cul-
tural background of each reader completes the scene, com-
pletes the illustration and is largely responsible for ensuring
the aesthetic experience lived by each one.

What happens when someone reads an image we can-
not know ... it all depends on cultural background and per-
sonal interest, but we always seek to make sense. In front
of the possibilities there is the message chosen ... is what
it means!

Despite great admiration for original illustrations and per-
formed by traditional tEChniques of representation such as lllustrations of Luciana Grether for the Book Agua comovida, Mar de idéias
painting, drawing and collage, | do not aim to compare the Publishing House
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results of a handcrafted image in relation to a digitally ela-
borated image. | do not intend to find in the artisanal image
greater value in the final result.

Since the beginning of times when man inhabits the
earth, he represents drawings and designs and the form of
representation has always corresponded with its context
and achievements. For instance, the woodcut technique
was extensively used in the illustrations of children’s bo-
oks and there was some standardization in the process of
drawing and recording and finally printing. Currently we can
list forms of representation of artisan character as drawing
and painting and images that combine in themselves the ar-
tisan and digital production as engraving and photography.

Since 1960’s, a very rapid evolution occurred in the gra-
phic processes and many questions arose for the illustrator
who stood before this instrument of work and one of them
already indicated the question whether the digital instru-
mental would irreversibly interfere the artistic creation. My
opinion is yes, of course! What we see today is a rich varie-
ty of repertoire that greatly favors the freedom of illustra-
tors in the art of illustrating.

However, | rely on materiality and do not believe in
replacing the means of representation, the value of reve-
lation and reference will prevail as long as the generations
remain conditioned to life experiences and in contact with
each other, respecting what has already been developed
and what is course.

Throughout my 21 years of research and work as an il-
lustrator, | have come across digital illustrations that con-
tained within them all possible universe of readings throu-
gh visual language elements such as dot, line, color, textu-
re, planes and so on. Thus conquering levels of complexity
and real beauty.

Luciana ?/‘azféw‘

| have also come across illustrations made by using tra-
ditional techniques from the language resources, which,
even using the valuable possibilities of a composition with
layers of color and transparencies, did not provide poetic
readings.

Thus, my intention is to consider the practice of illustra-
tion in relation to the gesture and practice of representa-
tion. As always said my master, Urian Agria de Souza: “Pain-
ting is one of the first manifestations of man on earth”. So
let us consider the gesture as a great teacher. And being so,
| remain aware to the materials, the instruments and the
time of the gesture in the composition of illustrations.

In making digital illustrations there is the possibility to
program different effects, create shortcuts with digital
tools, choose different features of the drawing program on
a tablet. We can choose and schedule the operation, but
the gesture remains the same for all operations.

In the analysis of materiality, illustrator Rui de Oliveira
states that the chosen material conditions the art piece and
reflects on its content. According to the author “There wo-
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uld be no Aleijadinho without the soapstone (specific stone
of the region of Minas Gerais). There would be no Lautrec
as a poster painter without the discovery of lithography.
The Greek statuary itself would not be what we know if
Greece were not a country of so stony soil. Chicago’s archi-
tecture without the iron would not be the same. Michelan-
gelo did not always carve the same way — his statues depen-
ded on the type of marble he worked on. Thus, we conclu-
de that the material influences art creation. The illustration
follows this same precept.

In addition to the identification and preparation of the
materials, it is also instigating the different possibilities to
invent the tools themselves and to prepare the paints and
the supports. The instruments invite us to different gestu-
res to elaborate an original image.

By digitally illustrating we also choose and program dif-
ferent textures, but the choice of physical support is also
very decisive and when we relate to materiality, we develop
the gesture with greater or less intensity resulting in images
and experiences completely unique.

Lucrana ff@fé@/‘

The time of preparation for artistic development also ma-
kes me think of the cult of the original illustration.

During a process of creation, there is deep connection
with the ancestral practice of drawing and painting. This
connection reaffirms us as individuals who learn with the
movement of life, in contact with the nature of things and
the personal transformations we are able to live.

| believe that the illustration is a genre of literature, it is
a transcription of the text that also tells a story and that will
be received by the curious look of the children.

That is why | share Rui de Oliveira’s statement: “.. so
that you can be intriguing in drawing an object, illustrate
the shadow projected by it! ... And he says that if there is a
forest in the illustration, we are certain that the child that
are reading will want to pass behind the trees because the
children’s eyes have legs, the children’s eyes have wings.
The narrative of the illustration occurs in two dimensions,
reality and fantasy.

| was born in a city with waterfalls, sea and mountains.
Thus, my relationship with nature is so fundamental to my
existence that dealing with materiality is for me the means
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Illustrations of Luciana Grether for the Book Com vagareza e com espanto,
Escrita Fina Publishing House

by which | realize myself, renew myself and feel enriched. In
my practice as an illustrator | find in materiality the creati-
ve paths. | believe that the texture represented in the figu-
res humanizes the image, constitutes the time of each ele-
ment represented. The stone depicted on an image may be
marble or river pebble, but if there is moss on stone, there
is also time printed on that stone.

While developing my work artistically and considering
that the layers of memories can be widely seen in original il-
lustrations, | consider that they could also be appreciated in
digital illustrations. This will depends only on the ability of
image’s author. There are graphic results that really blend
and even complement each other.

Illustrations of Luciana Grether for the Book Cordel das Cavalhadas,
ZIT Publishing House

Recently | read a speech by the Brazilian illustrator Nelson
Cruz that said: “In childhood, everything that we step on, all
the stones, are definitive, never leave our memory. That ne-
ver leaves that place. My grandmother’s house, for exam-
ple, had a path of rounded stones, where people barely ba-
lanced, but it was so beautiful that it stayed forever in my
memory. My grandmother does not exist without that path.
The gate, the stone that we sat outside, all these things go
to the first image | see. “

Images move us, rekindle desires and are a factor of
interaction between the reader and the world. Whoever
completes the meaning of the illustration is the reader.
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Once | was asked what | wanted with my work as an il-
lustrator of the children’s book and I said that | wanted chil-
dren to feel like walking through forests, diving in rivers, sai-
ling in the seas, dancing in circular dances, singing songs
with their guitars. What’s more, | replied that | would like
the children to be very curious about the stories told by
the elders. | feel that with my handmade production | have
been contributing to this interaction.

Illustrations of Luciana Grether for the Book Marinela, ZIT Publishing House

Moreover, once | have heard that books are like people,
they have ear, face, footnote, smell, size and color and it is
something with which we can develop a sacred bond betwe-
en image and word with the intimacy of a true friendship.

Lucrana ?f@z%e/‘

In my final remarks, | conclude that in fact, the tools and
the various program features for crafting a digital image are
alluring and sometimes even more accessible these days.
However, my experience over the years has shown me the
presence of the universe of poetic and gestural experience
has been able to generate transformations from the inte-
raction with materiality in the creation of narratives throu-
gh images. Despite the many changes over time, what mat-
ters is the truth of each illustrator in his art of storytelling.
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PICTUREBOOK FOR ALL GENERATION

Presented by JIMIN KIM
(winner of Golden Apple Award BIB 2017 for ‘HYDE &SEEK’)

MISCELLANY

Is a Seoul-based a picture book artist, print maker and illustrator.
She enjoys making a narrative and embodying it in a format of
a picture book. She is currently working on creating an experimen-
tal form of picture book and introducing the concept of artist book
to the picture book field. Graduate of MA lllustration & Communi-
cation Design of Kingston University, UK. Winner of Golden Apple
Award for ,Hyde & Seek’ from ‘BIENNIAL OF ILLUSTRATIONS BRATI-
SLAVA’ 2017. Winner of the Purple Island award for ,Hyde & Seek” Fig. 1. HYDE & SEEK, original etching print hand-binding book
from Nami Island International Picture book Illustration Concours
2017. Winner of Overall New Talent and Book category for ,Hyde

& Seek’ from AOI World lllustration Award 2016 . .
I would like to share my thought on picture books through

my books, ‘HYDE &SEEK’ and ‘THE SEVEN HOURS ITCH’ as a
genre of art not only for children but also for all generation
as readers. In fact, there are many adult readers in Korea
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who like picture books as well as young readers, and their
choices are affecting the publishing market to some extent.

I think there is no priority between graphics and text in
the genre of picture books. The narrative itself right away
becomes a format as well. It means that the narrative itself
can be implemented in the form of a book, object, physical
property, rather than merely saying the style of the picture
suitable for the content of the book. | have been interested
in such things. | think there are some forms that can only be
shown with picture books. ‘Hyde and Seek’ is the product
that a serious endeavour had been made for the implemen-
tation of this idea.

| tried to create a 3D object that maximizes the physical
properties of a book, such as ‘Hyde and Seek’ which can be
set up, folded, or stretched, while a book can be engraved
with text and pictures on a 2D surface normally. | wanted to
do such a work that implies my theme as the physical mat-
ter of picture book itself, and | think that it is the biggest
appeal of a picture book. Add to this, the shrinkage and the
change in the publishing market had been a profound influ-
ence on me. Over the past few years, | have been told con-
cerned voices about the publishing market that people do
not read books nor buy any more. Although it seems rather
obvious that the quantitative evolution of a medium as a
book is sceptical at the moment, | believe that the books of
the future will evolve for readers who want to enjoy various
types of books rather than the previous eras.

One of them is a retro trend that emphasises the aes-
thetical value of the material along with the contents of the
book. The book of the past was not a popular medium, but
a precious item, so it had often been covered with pricey
materials such as leather or silk for long preservation.
Nowadays, it is not the same thing as the past, but there

Inmin Kine

are indeed readers, who desire to own a beautiful book as
an object itself in other ways. ‘Hyde and Seek’ is the books
that are carefully considered from the design to the process
of the book to be binding for these kinds of sophisticated
readers. Lastly, | hope to communicate with readers more
often with my books that are beautifully harmonized in con-
tent and style in the future. Thus | will introduce two of my
books at this time, one is ‘HYDE & SEEK and another is ‘THE
SEVEN HOURS ITCH’, which is my artist book.

Fig. 2. HYDE &SEEK

‘Hyde &Seek’ is a picture book, which deals with the sub-
ject of ‘alter egos’; it is about strangers (alter egos) in our
mind. According to Swiss psychologist Jung, a human per-
sonality cannot be defined as a single image, which means
that human personality is a cluster of multiple personalities
and the theme of ‘Hyde and Seek’ is based on this idea.
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When it comes to the visual aspect, it is a concertina
book consisting of 14 pages, and the medium of the illustra-
tions is etching and aquatint. Especially, the bold contrast of
the black & white colors is used for showing the shadow of
our minds. Add to this, the cutting sections on every page
which audiences can make different compositions by them-
selves with turning page by page represents the theme of
split egos effectively. Lastly, about the title, ‘Hyde & Seek’ is
a combination of the name ‘Mr. Hyde’ from ‘Dr. Jekyll & Mr.
Hyde’ and the word ‘hide &seek’, children’s game.

The form of experiment (picture book as an art object)

I had several exhibitions in Korea of these two books and
my books exhibited with illustrations together. As | said
above, the format of the books as important as the illusta-
tions of the books.

About

The aircraft travel in the real sense has begun since the
United States Airlines carried passengers on the Boeing 247
in the 1930s. For the artist, the space inside these airplanes
has been very interesting as a very new and modern space
that the human beings of pre-modern times have never ex-
perienced. Ever since the start of such a full-scale airplane
trip, air travel to faraway places has been a thrilling mo-
ment for some, but for some it has been a very painful and
frightening experience. On the surface, this book shows the
simultaneous boredom or physical suffering of the passen-
gers including psychological anxiety such as representative
phobias belonging to flight fear, heights phobia, claustro-
phobia and agoraphobia; more broadly, it shows modern
anxiety, fear, and depression that pre-modern humans
could not experience. It is about the anxieties of different

Iinin Kine

Fig. 3. The Seven Hours Itch, hand-binding book

passengers. All the stories of passengers could occur simul-
taneously and they are based on very much in life, different
feelings, dreams and fears across the whole airplane mov-
ing from one to others. When it comes to the form of the
book, it adopts a blizzard-style binding, which shows the
front and back pages of the book overlap. This style repre-
sents that all the stories of passengers could occur simulta-
neously and they are based on very much in life, different
feelings, dreams and fears across the whole airplane mov-
ing from one to others effectively.

medium: ink, mixed media, digital print, hand-binding
picture book

size: 220 x 230mm,

Limited edition 100 copies, 2017

THREE EYES PRESS
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The genre of picture book has a barrier that is still a stere-
otype of an infant book genre. This limitation of the book
for children, by itself, is the best charm and disadvantage to
this genre at the same time. It has a simple plot because it
must be understandable by the child. Despite these simple
plots, some works contain profound themes and philoso-
phies that a novel might have, and some of the poignhant
humor, wit, and innocent feelings make adults to laugh and
cry. This is the biggest attraction of picture books. On the
other hand, it is also true that the choice of theme or mate-
rial or experimental method is constrained and conserva-
tive compared to other genres because children read it.
People often ask me. “Hyde and I” is a little difficult for
young children to understand. The subject of this book is
the background of Yung’s Shadow theory. In fact, young
children who are not fully socialized are dealing with a
somewhat heavier topic to understand. But books consist

Fig. 4. Exhibition ‘Picturebook As An Art Object’

Ded .
... (]/-//(//{ /{;/f(

of text and objects. First of all, | would like to say it would be
a good idea to encourage children to enjoy this book with
interesting objects. It is an accordion-style book, so it would
be nice if they could play it like a toy while enjoying various
images made through windows that are repeatedly opened
and folded repeatedly.

| would like to you to recall the memory of your first
encounter with the books. | pulled out the books from my
father ‘s bookshelf and built the castle, and now it looks
like it was the beginning of the reading activity. All | want to
say is that children are more open and understanding than
we expect. | hope that a lot of experimental types of books
that deal with a wide variety of subjects in the picture book
field. Children also have the right to enjoy a variety of ex-
perimental works.

Fig. 5. The Seven Hours Itch
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~ Steffen Larsen

T

Denmark

Cult of the original illustration in the world of digital technology
Death Of The Original?

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
Denmark. He participated in the BIB Symposium several times.

A friend of Goethe once showed him a beautiful painting in
the tradition of nature morte with fruits and and other gifts
of life’s abundance. Goethe was told that this picture was
so ”natural,” that the birds came to pick their food from it.
”Isn’t it a real talented painter?” his friend asked him. "No,”
Goethe said, ”it tells me how stupid these birds are.” Why
did he say that? Because they could not differ between the
artificial object and the real thing. Between a copy (of na-
ture) and the original. Art and real life. So this “cult” which
is the topic of this symposium has actually been with us for
centuries. It is not new.

The news are that with the present technology there are
no originals anymore. The word “original” as well as “copy”
is meaningles and does not provide a meaning any longer.
Well a few “originals” (= artists) still use the oldfashioned
tools, but the majority does not. Almost none of the pic-
tures we see here at BIB today could be marked as originals.
We have to face it. But why do we see this as a theme (and
perhaps as a problem). That is because in our hearts it ex-
ists — The Original — as a longing for a lost material simplic-
ity and truth. As a longing for The One And Only. The mas-
terpiece. Our hearts are full of originals. Nature is formed
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by originals. It could well be compareds to the difference
between the Tinder dating site and real love! Right? Many
people still want to read a paper book and hold them in
their hands. And the present trend among music listeners
to go back to the rather old-fashioned long playing record
can be seen as part of this longing too. Will there also come
a time for original illustrations? | don’t think so.

A great example in the discussion we have today is the
Norwegian author Karl Ove Knausgard. He wrote his autofic-
tional autobiography in six giant volumes and called them
"My Fight” as a bold reference to an earlier German book
called ”"Mein Kampf.” Karl Ove Knausgards project was huge.
He wanted to copy his life in every detail so that in the last
chapter of volume six he would step down from the pages
and be almost a real figure. He wanted to beat fiction with
reality. He would write so closely to reality that it excluded
fiction. But he failed. And he admittet it and explained why.
He became a copy. A copy of himself. There must be a dif-
ference between art and reality. It is not possible to copy
reality, for in a society without differences we shall end up
with Hitler (or Stalin). We shall not be able to differ. Eve-
rybody can be a soldier or a butcher. It does not matter as
we are made of the same stuff. We think the same. We eat
the same. We are the same as can be seen in todays dis-
cussion of sex and personality — mostly in Sweden! — that
there is no difference between men and woman. Christians
or muslims. Lack of difference leads to totalitarianism. The
relation between art and reality includes a difference. This
is the key word.

For Karl Ove Knausgard it let him to be a bad guy to-
wards his wife, because he could not accept the difference
between what he experienced and what he writes. This
whole project is a landmark in understanding autofiction

‘-Q—@f f en / arsen

and the value of being an original. Leaving this whole dis-
cussion as almost being absurd.

(Perhaps | should not say this — in a world of political
correctness. But now | do: When we were younger there
were more curiosity around. And differences were interest-
ing. | remember at school we discussed wether a black per-
son had white colour inside the hands. And when we met
one we humbly asked to see the hands.)

Here is another observation on the theme of original-
ity. Do you remember when the mighty cathredal of Notre
Dame in Paris burnt? The Firemen — we were told -concen-
trated on saving works of art and history. Among them were
an item said to be the thorn crown of Christ. Nobody — |
guess — really belives it is the original thorn crown of Christ,
but these people never the less risked their lives to save it.

As the theme for this symposium is kind of a question
mark with no solution to it, we could instead wonder about
further topics in the world of copies and originals. I'd like
to tell you about the zebra. Imagine a big heard of this ani-
mal gathering on the savanna plains. And look at the lit-
tle calf in the corner amongst the mass of creatures. And
know that it — from the moment it is born — will be able
to spot its mother among the thousands of mothers. Why?
Because a mother is an original in the life of animals. This
particular mother has her stripes (and smell) as personal,
original marks. We humans will not be able to see it unless
we do a thorough survey. The child knows the original from
its heart.

Or think about the devaluation of famous originals as
they are being mass produced and hung on millions of teen-
age rooms. When | was younger me and a lot of my friends
had this poster of Picassos Guernica hanging on the wall.
When | saw the original in Madrid | nearly fainted by the
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impression it made. My older sister had the van Gogh boots
in her room. | hated this picture —and I still do. When i met
Liselotte she had one of the waterlily pictures of Monet in
her room. | think a persuaded her to take it down.

So there might be in the modern technology of mass
production a trap for pictures that were originally Original,
but who are now being worn up when they are seen every-
where. Many of the famous pictures from our “golden age”
of painting in Denmark — that is the 19’th century — can be
found on lighters, match boxes, dishtowels or fridge mag-

ffeffw{ Larsen

nets. Exclucivness is good, as | mentioned in the beginning.
We all have a longing for the one and only.

Another example of originallity against a kind of copy
could be found in the famous adventure of Hans Christian
Andersen "The Nightingale”. As we remember, the emperor
of China gets this singing bird and when it disappears he
will get a singing copy which is much easier to deal with and
which sings almost as good as the original. Almost. When
the emperor gets sick — however — the only thing that can
cure him is the original bird. This reflection by Hans Chris-
tian Andersen is perhaps the most impressive observation
to present as an answer to this symposion question.

(Another angel to this question of originals could be the
editing part. Two years ago our beloved illustrator Camila
Slocinska — whom you may remember from last BIB when
she was in the jury — presented har illustrations for a book
"Tomato” about a lonely girl in the classroom. In her per-
sonal style of “poetic brutalism” she made a picture of the
girl facing her class mates who were portrayed with only
staring eyes. This was too much for her editor who asked
her to undo it — and this then is what became of the con-
troversy. So this “Tomato” book has an unseen orignal built
into the final result.)

You could ask: is this a common “problem” in the world
of culture? Or is this a thing especially linked to the art of
illustration? | guess it is so in a way. Not only and always,
but if you look at the music industri, litterature and real art
painting it is not as easy to do the copying thing as with
our pictures. There are several examples of a song being
sued for copy, and if you write a book with too many loans
in it it will probably be discovered sooner or later. Some
clever painters producing undiscovered pictures by the old
masters has — | think — always been a problem. So this origi-
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nal thing rests mostly in our chamber and that is where we
have to deal with it. And we can discuss it from here to eter-
nity without being able to find a solution. If there is a solu-
tion. We have to live with the massproduction of all our fine
pictures and the stories they bear. And there will always be
room for extension of the concept of truth and originallity.

This could force illustrators to sharpen their “original”
pictural language with a humane tone and extre care. The
loss of originals could lead to better pictures that could be
called "first movers”. Because the illustrator really wants to
blow your mind.

So let me finish with this anecdote from the island of
Anholt which is placed by nature far away in the ocean be-
tween Denmark and Sweden. Outside the summer season

c?lf@f f en Z arsen

there will be at present a population of only 132 peoples
living there. It is actualle the only Danish island from where
you will not be able to see any land at all: | went there some
years ago and fell into conversation with the woman who
had the grocery store. She told me about the parrot that
once landed in her garden, and stayed there for almost two
years until it suddenly disappeared as unexplainable as it
has come. It is impossible. A parrot can not fly from the
mainland to the island. It must have been aboard some pi-
rate ship or something. When she finished | exclaimed: That
is a great story. Then she looked at me with a kind of anger
and said: No, it is the truth! (= the original).

Thank you.
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David Grossman — Writer for older and younger readers

She is the president of IBBY, International board of books for young
people in Israel. She is the former Dean of the Multi-Disciplinary
Faculty at the Levinsky College of Education in Israel, a professor
at Levinsky College of Education in Israel, and a researcher at The
MOFET Institute in Tel Aviv. She has published extensively, including
two single-authored and three co-authored books (in Hebrew), con-
tributed to numerous scholarly journals (in Hebrew and English).
Her scholarly focus includes qualitative research methods, Hebrew
literature and children’s literature, and the study and instruction
of literature. Her current research focuses on reading processes,
identities and reading, teaching Holocaust literature, book clubs,
reading and the development of thinking, and the contribution of
literary research to qualitative research. She is an active member
in ARLE, The International Association for Research in L1 Education.

David Grossman (born in Jerusalem, 1954) is a major figure
in contemporary Hebrew literature. He writes for older and
younger readers, in alternating order: Following every adult
book, Grossman publishes a book for younger readers, fol-
lowed by an adult book, etc.

In his literary and journalistic writing Grossman does
not shy away from complicated and controversial issues. He
fights for the human rights of people of all ages, genders,
and ethnicities. He is active in social justice causes and in
peace initiatives between Arabs and Jews.

In 1982 he published his first children’s book, Duel,
about a twelve-year-old boy who makes friends with an
elderly man in a nursing home.

Duel, lllustrated by:
Avner Avrahami
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His writing for children and young adults encompasses a
wide range of topics. In his picture books, he focuses on
aspects of children’s daily life (Uri’s Special Language; A
Brand-New Baby Brother)

Uri’s Special Language, lllustrated by Ora Ayal

or their rich and wonderful imaginations, which can gener-
ate all sorts of fears (Itamar Walks on Walls; Itamar Meets
a Rabbit, Itamar the Dream Hunter), worries (Don’t Worry
Ruti, Itamar the Dream Hunter), or fantasies, sometimes in-
volving imaginary friends (Hadas’ Friend).

In Grossman’s picture books, the child’s world contains
an empathic adult, the father, who respects the child, lis-
tens to him lovingly, and is able to suggest an unusual solu-
tion to the difficulty confronting the child, which the child
is in turn quick to accept (the Itamar books; Who Wants a
Piggy-Back?, Don’t Worry Ruti, etc.)

Mona Lad-Letman

Itamar Meets a Rabbit, lllustrated by Ora Ayal

Don’t Worry Ruti,
Illustrated by Hilla Havkin
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Who Wants a Piggy-Back? lllustrated by Gilad Soffer

In his writing for young adults Grossman deals with compli-
cated issues, including ones that were considered taboo in
the young adult Hebrew literature of their day. All of them
highlight the importance of the human bond, friendship
and love, especially in difficult situations: the friendship be-
tween a twelve—year-old boy and a lonely old man, a former
immigrant from Germany, who lives in a nursing home, and
looks back at his lost love and the missed opportunities in
life (Duel); the story of the child of holocaust survivors who
wages an imaginary war against the “Nazi animal” he im-
prisoned in the basement (Momic); the story of a teenager
growing up without a mother, in a nonconformist family
with dark family secrets (The Zigzag Kid); drug addiction,
runaway youth, brotherhood and dysfunctional parents
(Someone to Run With).

ana FHad-Lehman

Grossman'’s style in writing for children is dynamic, im-
aginative and communicative.

On the one hand, Grossman describes the typical child-
hood of an Israeli child, and on the other his writing is very
personal, even autobiographical, using his own memories,
his children’s (Uri, Rutie and Jonathan) and grandchildren’s
names and his daily home experiences with them. His
younger son Uri, who figures in some of his stories, was
killed in 2006 in the Second Lebanon War. The tragic loss
of his son had a profound impact on Grossman’s writing for
adults and children.

Rachelli’s Secret Friend,
Illustrated by Gilad Soffer

In his writing for children, the most significant change is the
emergence of lyrical writing and the mother’s perspective.
In these books the reader watches the child’s world through
the mother’s love, compassion and hope (The Hug, The Sun
Princess). At the same time, Grossman reveals children’s
fears, difficulties, and the importance of home, family, fa-
ther or mother as protectors. But even they have limited
abilities, and the world is exposed as a dangerous place that
cannot save the child.

In his books for children, Grossman has developed part-
nerships with several illustrators.
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A unique partnership is with the artist Michal Rovner, a
collaboration that produced extraordinary, lyrical books for
children, which speak to the adult world as well, and are
unique in their artistic blend of language and visual art: Hug
(which won an honorable mention from the IBBY in 2012
and was translated into seven languages: Italian, Dutch,
German, French, Catalonian, Spanish, English) and The Sun
Princess (2015), which features an extraordinary mother,
who invites her daughter to join her in a brief journey: a
celebration of the sun rising again at dawn, especially for
them, the sun queen and the sun princess, and then — the
sunset. These works offer the adult and child reader alike a
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The Hug, lllustrator Michal Rovner

Mana Lad-Letman

sense of being enveloped in love, as a source of consolation
and as a reason for living, despite all the sorrow.

Grossman’s books for children have garnered many pres-
tigious awards, have been set to music, have been adapted
for the stage and for musical theater, and have been trans-
lated into various languages. Grossman’s literature for chil-
dren and young adults is outstandingly accepted, adapted
and reconceived in all kinds of arts forms: Itamar Walks
on Walls became one of the objects of an outstanding art
exhibition at the Bloomfield Science Museum in Jerusa-
lem; Itamar Meets a Rabbit was adapted into a children’s
musical drama by composer Yoni Rechter, and performed
by the Israel Philharmonic Orchestra; The Zig Zag Kid and
Someone to Run With were made into films. The play Riki’s
Kindergarden was performed by several theaters, and some
books (Momic; The Zig Zag Kid; Someone to Run With) were
adapted for the theater and short television movies.

Grossman’s books are part of kindergarten and school
reading lists in Israel. Grossman’s fiction, literary works for
children, as well as his public writing, are the objects of
enormous interest and appreciation of researchers all over
the world.

The Sun Princess,

Illustrated by Michal Rovner
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Manuela Vladi¢ -

TS e

Croatsa

Cult of the original illustration in the world of digital technology
The Croatian picture book in the medium of animated film
From word to image and movement ... telling a story

-

She was born in 1962 and grew up in Zadar, Croatia. She went on
to finish her schooling in Zagreb and graduated from the Academy
of Fine Arts in the class of Professor Ferdinand Kulmer in 1985. She
has had a number of one-person shows and group exhibitions in
Croatia and abroad. Alongside her professional involvement in art,
she conducts practical research in the field of human visual expres-
siveness and creativity. She is the author of a number of multime-
dia art projects for children and adults and now co-operates with
museums and galleries by organising and managing art projects
for visitors. Manuela was a member of several juries devoted to art
and illustration. She has written and illustrated 13 original picture
books for children and written number of articles on art. In 2014
Manuela created and co-organized ARTEINSULA, a multidiscipli-
nary non profit organization focused on creativity in art for chil-

dren and adults and phenomena of childhood and growing up. Her
multimedia art in progress project “Island of Childhood” (started
in 2008) is devoted to the children and people on small Croatian
islands through presentations of her picture books, art workshops
and exhibitions, in order to build creative networks between chil-
dren and adults and their social and cultural environment.She has
recevied a number of awards and prizes for her work. Manuela lives
and works in Zagreb and Zadar, Croatia. She is a member of the
Croatian Artists Society and the Croatian Association of Independ-
ent Artists.

Since the time prehistoric men created the first images
on the walls and ceilings of the caves they lived in, peo-
ple have sought for a medium to help them tell a story.
A story about themselves, their life and the world around
them (After food, shelter and company, stories are what
we need most... Philip Pullman). These prehistoric pictures
show hunting scenes, herds of animals in flight and men
chasing them with spears, series of static or dynamic figures
that simulate movement and structure the event. There is
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no doubt that prehistoric cave-dwellers wanted their pic-
tures to reflect life as faithfully as possible and, by adding
the dimensions of time and movement, they symbolically
gave them life — animated them (the word animare literally
means to bring alive, give life, breathe in spirit and soul).

Our connection with the visual media we use in telling
a tale runs from simple, prehistoric cave pictures to com-
plex modern digital images, animations and computer-
generated virtual reality. However, besides the images that
illustrate and animate it, the story has its own historical
chronology as an independent medium: it evolved from
simple forms of folk traditions, historical myths and reli-
gious stories to the surprising form of contemporary story-
telling in marketing.*

Talking and writing about animated film and illustration
within the framework of the symposium theme, Cult of
the original illustration in the world of digital technology,
means thinking broadly about the possibilities of trans-
forming illustrations and at the same time looking at the
subject more narrowly because the history and develop-
ment of story, film and illustration require much more time
and space than this occasion allows. Therefore, within the
framework of the theme we will here limit ourselves to the
relationship between and meaningful reasons for convert-

! Given the emotional power generated by stories and the possibility of using sto-
ries to manage audience attention, marketing campaigns in the 21 century use
storytelling as one of the most popular techniques for addressing the public.
Research shows that story-based public and business presentations are more
convincing and effective, and facilitate reaching the desired goal and message
transfer. Giving identity to the product and creating emotional connections be-
tween it and the customer through an authentic, inspiring and creative story is
called emotional product branding.

Manweln Vbadié - Mastrako

ing one medium into another, the relationship between

the picture book and the (digitally) animated film.

The key questions to be asked and for which answers
will be sought are:
¢ What added values can the movie medium provide to

an already existing literary/art prototype such as a pic-

ture book?

e Did the story and illustrations in the picture book ob-
tain more soul/anime (by that term | here mean a com-
mon denominator for a set of several qualities) when
they were transformed to a new medium, that of film?
And finally, if they did, why?

In the search for answers we will start from a few gen-
eral and a few specific places, and wherever their paths
cross and create new spaces, we will stop and think:
¢  Which are the main characteristics of the language,

space and medium of the picture book, and which of

the animated film ?

¢ How do the specifics of particular media “bring alive”
the story and by what means (tools, techniques ... re-
ception)?

e Are picture books and animated films for children
artworks? How and where is an artwork formed and
where does it live?

Finally, along with the answers | will present two Croatian
picture books that “came to life” in the animated film me-
dium, and a third example in which the transfer was made
in the opposite direction, and their authors. The movies
and picture book were created from original prototypes by
the same teams of authors, but they differ in stylistic de-
sign, art techniques, emphasis on subject and theme, as
well as the age-group they target. What links them is their
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artistic originality and quality, and that the transfer from
one medium to another was made using contemporary
digital animation tools. The successful international recep-
tion of these animated films, which travelled worldwide in
numerous film festivals, confirm their artistic quality and
provide living answers to the questions asked!

The space, language and medium of the illustration
/picture book

If we look for the definition of illustration in a dictionary,
we will read that an illustration is an image that contrib-
utes to the better understanding of a text (the word /-
lustrare literally means to illuminate). The illustration is,
therefore, generally understood as a visual interpretation
of a text (literally, in the case of a realistic or technical illus-
tration, or more or less freely in the case of an imaginative
illustration).

Although it may at first glance seem that a picture book
is a static object compared to a movie, the picture book is
in fact very dynamic, and therefore very much alive. Its text
has its own rhythm, as has the picture, and the rhythm of
the interrelationship and finally the synergy of the shared
rhythm create the unique space of the picture book. As
we look and read we turn pages, the characters in the book
move from one place to another, the structure of the story
and the images carry them as on a filmstrip, from one scen-
ery/situation to another.

In the following comparison with the film, which is rich
in sound effects (noise, music and speech ...), the picture
book will at first glance seem like a silent movie, but the
picture book does have sound because it is intended to be
read aloud. Intonation, the volume ranges of the reading
voice and the emulation of sounds contribute to its com-

Manweln VVbadié - Mastrako

plete experiencing. The book also has tactile features that
we experience through its format, type and quality of pa-
per, as well as the additional effects of its total design.

A well-illustrated book stimulates perception, helps de-
velop observation and visually inspires the reader. Its medi-
ating role in encouraging learning how to think and learning
a language, later learning letters, is irreplaceable in encour-
aging children to read and acquiring the habit of reading.

Within the picture books medium in the world, as in
Croatia, there is special emphasis on picture books both
written and illustrated by the author, which are true art
projects. In these the author assumes the role of visual
and textual story teller, as well as of editor and author of
the total book design. Such picture books are the result of
their author’s powerful artistic personality which originated
partly from their education in painting, graphics or sculp-
ture at art academies, and partly from the wide spectrum
of their interests and curiosity.

They acquired the skills necessary to create a picture
book through self-teaching, like actors who, after many
years of acting, become successful film directors. Until re-
cently there was no study or course in illustration (or in ani-
mation) at art-education institutions in Croatia.

A Graduate University Study of Animation and New Me-
dia was established at the Zagreb Academy of Fine Arts in
1999. A Graduate University Study of Illustration was in-
augurated at the Art Academy in Osijek in 2017, while the
discipline of illustration can only be chosen as an elective
course at the other art academies in Croatia.

Contemporary picture books are an art project in con-
text and concept and can, alongside works in other art dis-
ciplines/media, be exhibited in galleries and museums. In
this context, the children’s picture book and the illustrated
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book for children can and should be classified as the first
aesthetic concepts, the first highly-quality artistic experi-
ences and adventures that we present and offer to the
child. As | imagine a picture book circulating from hand to
hand, in the family circle or a library, kindergarten or school
..., | see it as an animated/live travelling exhibition!

The space, language and medium of animation/
animated film

“The only condition for calling a movie animated is that it is
shot frame by frame (image par image)”.? In the live action
film the camera captures real movement in order to repro-
duce that same real movement in the film, but in anima-
tion an object’s movement is created in order to reproduce
an unreal/synthesized movement, or an illusion of move-
ment. This approach is based on the temporal sensitivity
of human vision because of which the rapid succession of
immobile images creates the illusion of movement. Films
changed in history and were made using a larger or smaller
number of images per second, but classically there are 24
frames per second.

Onthe film strip movement consists of a series of phases,
drawing by drawing is recorded, each of them slightly differ-
ent, and together (synthesized) they represent a carefully
calculated phase of the future full movement. The number
of stages depends on the duration of the movement. Quick
and lightning-fast movements can be expressed in just a
few images/frames, while slow and gentle movements will

2 Dovnikovi¢-Bordo, Borivoj. Skola crtanog filma (School of Animated Film),
Zagreb; Prosvjeta, 1996, Page 2

Manweln Vbadié - Mastrako

require several dozen frames. A movement is defined by its
basic endpoints, which are called keyframes in animation.
In classical animation the animator draws the keyframes
and the phases are made by an inbetweener (based on the
animator’s instructions).

After several stages of development, animated film
technologically and stylistically adopted the technique of
so-called classical animation (in the 1920s and 1930s) and
it became the hub for a gigantic commercial entertainment
industry. However, just like the picture book, in the middle
of the twentieth century animated film experienced a crea-
tive turning point. The classical canons with powerful com-
mercial features (Disney) were abandoned and a greater
accent was placed on the author’s artistic expression.

“Itis not only innovation in form that is entering animat-
ed films, but also innovation in the basic way of looking on
animation. The idea is overshadowing the gag, expression is
surpassing narration.”® Auteur with strong personalities are
appearing, animated-film auteur, who are recognizable not
only from their drawings but also from how they animate
and direct. They create distinctive living worlds in the medi-
um of animated film, and spaces that reflect their powerful
individuality. Like the writes/illustrators of picture books,
they are multidisciplinary authors of their films engaged in
all the phases of production.

Croatia has a long tradition of art disciplines related to
animated films (illustration, cartoons, comics, graphic de-
sign) and it was this tradition that underpinned the appear-

3 Dovnikovi¢-Bordo, Borivoj. Skola crtanog filma (School of Animated Film),
Zagreb; Prosvjeta, 1996, Page 143
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ance of self-taught and indigenous filmmakers gathered
under the name of the Zagreb School of Animated of Film.*
In the 1960s, they gained world renown by winning many
distinguished international awards (in 1962 Dusan Vukotié¢
won an Oscar for his animated film The Substitute). In that
period of creative expansion and international success,
many animated films for children of high artistic quality
were also produced, and some of them were translated to
the picture-book medium. The most famous example is the
world-renowned Profesor Baltazar who from a film hero
turned into a popular character in children’s picture books.

With the advance of technology and entry into the dig-
ital era, conditions were created for computer animation
that consists of 2D and 3D animation. Pixar’s Toy Story was
the first animated film created exclusively by using Compu-
ter Generated Imagery (CGI). This was in “long ago” 1995,
and since then, following trends and technological innova-
tions in the entertainment industry, we can only guess what
might happen in the future and what creative upheavals
may follow.

Film is a dynamic medium that abounds in audio-visual
sensations. Because of their ability to create audio-visual il-
lusions and because they are so vividly persuasive, animat-
ed films have a powerful influence on children’s psychologi-
cal development. Besides playing, they are the main source
of children’s entertainment. A good animated film, like a
well-illustrated book, stimulates perception, helps develop
observation, and stimulates the viewer both with vision and

4 The phrase was first used in 1958 at the Cannes Film Festival in the enthusiastic
cry of the famous film theoretician Georges Sadoul.

Manweln VVbadié - Mastrako

sound. As a contemporary educational medium for intro-
ducing children to the world around them, it is invaluable.

However, research shows that films and animated films
may, besides positive, also have negative impacts on the
child. Given that today’s children spend a great deal of time
watching digital content on television, computer, tablet or
mobile phone and are often exposed to inappropriate con-
tent too long, it is important that the content children con-
sume at the earliest age has educational and art values.
When choosing such content, it seems highly appropriate
to reach out for an already existing literary-visual prototype
(such as a picture book) that has already been proven in its
medium (with its artistic and educational values) but may
already have outgrown it in idea. Making a good animated
movie does not mean only animating the characters and
the surrounding events, it is also necessary to give them a
living character and soul.

The story is born from the idea, the story can grow (and
outgrow some frameworks) but the fact is that a good sto-
ry does not age and does not die (out). During evolution
and various technological revolutions, men have carried the
story in/about themselves, their life and the surrounding
world as a permanent travelling companion, they clothed
it in different costumes, recounted it to comrades-in-arms
around the fire, listened for it in the echoes of winds on
mountain peaks, wrote it down on typewriters, read it to
children in the comfortable living-room armchair, watched
it with their grandchildren in the darkness of the cinema or
on the computer screen. The fact is that a good story can-
not die out, whether it is hand-drawn or computer-gener-
ated, its vitality is rooted in life itself.
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The cultural context

Time, place, social and historical conditions affect every
experience, and also the experience of a picture book (or an
artwork or the medium carrying it): we are always in some
kind of relationship with the world around us, we do or do
not interact with someone or something, under particular
conditions or circumstances. A word alone is not the same
as a word combined with an image, an image alone is not
the same as an image in motion, there is always a relation-
ship and a reason. In the same way the links among colour,
surface and line, symbols and metaphors, composition and
image sequences, layout and typography, are mutually con-
ditioned and need to create unique harmony!

At this moment, when we are living in the age of general
digitalisation and intense changes in all the media, includ-
ing the medium of illustration, that is, the picture book for
children, we must not be surprised by the (completely au-
tonomous) desire to dress up some “old” or classical forms
and media of expression in new clothing; to translate them
in accordance with the spirit of the time, to “revive” them
and thus to find them a place in the contemporary cultural
context. Given that the production of a picture book (and
film) is to a great measure also a commercial industry, the
reasons and motives for this can, unfortunately, be solely
of a commercial and profit-making nature. Therefore, we
wonder whether the picture book and the film for children
are art or market objects? (For Barbara Bader the picture
book is text, illustration, total design, craftwork and a mar-
ket product, a sociological, cultural and historical docu-
ment, and ultimately a live experience for the child.®)

| believe that both film and picture book in their best
and authentic form/release are primarily art objects (arte
facts) and that the motive for their conversion from me-

dium to medium can and should be the desire to respond to
the challenges of the contemporary moment by asking and
finding new, exciting and living forms of art.

Ultimately, technique and medium, whether of classical
or contemporary orientation, original or digital, are no guar-
antee of artistic quality. We wonder what art is? How and
where is an art work formed and where does it live? “As we
know, art and the artwork are difficult to define. Their defi-
nition can be attempted within a particular context and spe-
cific parameters (e.g., an objective index that defines style
and content). “¢ It is the (human or a child’s) imagination
that is alive and movable and as such, with all its special
features, animates the story, the picture book and the film
because it is “Imagination that has the power to join the ele-
ments of what we experience into living wholes...”” Reading
and listening to the story and looking at the pictures, the
child uses the power of imagination to move the images
and to determine its own dynamic of events, gives them a
soul. Ultimately, the work of art is brought to life and made
whole in the magical sphere of synergy with its recipient.

° A picturebook is text, illustrations, total design; an item of manufacture and a
commercial product; a social, cultural, historical document; and, foremost, an
experience for a child. As an art form it hinges on interdependence of pictures
and words, on the simultaneous display of two facing pages, and on, on the
drama of the turning the page. On its own terms its possibilities are limitless.”
Beader, Barbara, American Picturebooks from Noah’s Ark to the Beast Within,
New York; London: Macmillian, 1976

5 Vladi¢-Mastruko, Manuela. Miscellany, 26. Biennial of Illustrations Bratislava,
“Art versus Commerce”, The role of artistic illustration in the modern world of
commerce, Original and unconventional strategies of illustrators, Bratislava,
2017, Page 162-171

7 Hyde, Lewis. Dar: Kako kreativni duh transformira svijet (The Gift: How the Cre-
ative Spirit Transforms the World) translated into Croatian by Ivana Galovié, Al-
goritam, Zagreb: 2011
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While | was preparing this paper | set the authors of the
films and picture books nine questions which | asked them
the answer, about the motives for turning their works from
medium to medium and the process of transforming a pic-
ture book to a film, or a film to a picture book. | will present
their picture books and animated films in this form, through
my questions and their answers.

Picture book Crvena Jabucica (Red Apple), text Nina Vadic,
illustrations Ana Kadoic,

Hrvatsko drustvo knjizevnika za djecu i mlade

(Croatian Society of Writers for Children and Young People),
Zagreb, 2015

Animated film Crvena Jabucica , (Red Apple), Luma film,
Zagreb, 2018

Director, camera, script, animation: Ana Horvat, background
design: Ana Kadoi¢, compositing Masa Udovici¢

QUESTIONS AND FUSED ANSWERS OF THE CREATIVE TEAM
FOR THE PICTURE BOOK AND FILM RED APPLE

1. What is the main subject, the backbone for the
events in your picture book and film?

The picture book tells of love and the need to belong to
afamily. A little girl, affectionately called Red Apple, tells the
story about the development of a family. She talks about
why and how she and her family are somehow special, and
how family can come into being in a many different ways.

Events unfold in two parallel courses; in one the girl tells
her story, showing herself at the Children’s Home as she
waits for adoption; in other sequence of the story we learn

about all the difficulties encountered by parents who want
to have, that is, to adopt the child. The happy ending comes
one day when the phone rings and the parents are told that
their application for adoption has finally been granted!

The girl arrives in her new family home where mum,
dad, grandmother and grandfather welcome her with joy.
When her family call her: ,our little red apple”, the girl
knows that in the language of this love means: ,We love
you with our entire hearth! “

2. What age group are the film and picture book in-
tended for?

The book and the film are intended for older pre-school-
ers and young primary-school children, aged between 6
and 10.

3. What did you want to achieve by choosing this sub-
ject and how did you attain your goals?

The story and illustrations for the picture book Red Ap-
the Croatian Society of Writers for Children and Young Peo-
ple. The subject of the competition was adopting children.

The text and illustrations won at the competition and
were turned into a beautiful picture book. This story tells
about different ways in which a family can come about and
thus makes children and adults aware of the noble act of
adoption.

4. Which art technique was used for the illustrations in
the picture book and how did you transfer them to digital
format or media? How did the author and members of the
realisation team cooperate, especially the illustrator and
the animator?

The film was created in close co-operation between the
author of the text Nina Vadi¢, the scriptwriter, animator
and director Ana Horvat, the illustrator Ana Kadoi¢ and the
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producer Masa Udovici¢. A very important aspect is adapt-
ing the text in the book to the script, and the directing. This
is how the story that functions in a picture book is adapted
to the film medium that follows a similar but nevertheless
different language and rules. In this project we shared a vi-
sion of the film, and we harnessed the individual creativity
of each of us to obtain the best possible result.

The illustrations for the picture book were created by a
combination of collage (paper and cloth), drawing and wa-
ter colour.

The animated film kept the sensitivity of the original il-
lustrations. The characters cut out of paper and fabric were
scanned separately and then animated. The scenography
follows the same visual handwriting.

The illustrator prepared animation-friendly characters
and backgrounds in a combination of drawing on paper, col-
lage using cotton cloth, and digital finishing. Her materials
came to the director in the form of PSD documents. After
the director made the shooting script and the animatic, the
illustrator used them and the planned shots to create the
backgrounds and gave instructions on how to make charac-
ters that could be animated. Everything that we could not
anticipate in advance was added or changed during work
on the film.

5. Which animation technique was used to make your
film?

The choice of animation technique was closely related
to the type of illustration. In order to preserve the origi-
nal appearance of the illustrations we chose digital cut-out.
This is an animation technique in which characters and ob-
jects are scanned in parts, then processed, grouped and
animated in the After Effects Program. The characters and
objects are not deformed in this technique and no addition-

Manweln Vbadié - Mastrako

al drawing is required, and animation is achieved by using
shift, rotation, parenting and substitution of frames/draw-
ings. New drawings were related solely to the characters’
facial expressions.

6. What obstacles and challenges did you encounter
when transferring the story and illustrations from the pic-
ture book medium to the animated film medium?

We did not encounter any particular obstacles. The tech-
nique had been very carefully thought out and perfected ona
previousfilm production, sothatwe wereontroddenground.
The story and its structure were somewhat altered for ad-
aptation to the film — which speaks in pictures and frames.
Sometimes less text/narration was needed because the pic-
tures told their own tale, and sometimes, in the case of less
dynamic frames, more narration was needed.

7. Did the story and illustrations from the picture book
get more soul/anime (here a common denominator for a
set of several qualities) when they were transformed into
the new medium (please describe briefly what these qual-
ities are and why do you think it happened)?

The picture book and film are media that have their own
particular qualities and rules that are not easy to compare.
Making the characters move gave the story a new dimen-
sion and a new level that was based not only on movement
but also on sound and music. Given that the narration in
the film is bilingual (versions in both Croatian and English
were made), the whole project got a much wider audience.

8. And finally, a personal question: How much creative
effort and how much joy followed (and in the end were
reciprocated by) your work on this movie? What gave you
most joy?

We think that the people working on the film cooperat-
ed very well, there was a lot of enthusiasm, the sensibilities
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of everyone involved on the project corresponded (which is
not always the case) and it was a pleasure for us to cooper-
ate with each other. Work on the film involved a lot of dedi-
cation, both in adapting the script, and in animation. As it is
such a fine story with wonderful visuals, we found the work
a joy and we also learned something new. Naturally, there
were also demanding moments when important decisions
had to be made, how to do something, but the effort and
work paid off because we think the movie looks and sounds
as a harmonious whole.

The public is responding positively to the movie. We are
happy to be sharing a beautiful and important message,
both through the film and the picture book.

9. The picture book and the movie had success with
their recipients, for which they had originally been intend-
ed, but also on professional platforms; they won awards
both at competitions and events devoted to children’s pic-
ture books, as well as at numerous film festivals. Please
indicate the most important achievements.

Awards for the picture book Red Apple:
2015 — Award for text and illustration at the HDKDM
Competition, Zagreb
— Mention of the Grigor Vitez Award, Zagreb

17 festivals, 10 screenings, 4 awards, updated March 2019

e Animafest 2018 (Croatian section), Zagreb, Croatia

* VAFI-RAFI 2018 (senior section), Varazdin/Rijeka, Croatia

e KIKI International Film Festival for Kids 2018 (main pro-
gramme), Zabok, Croatia

» Supertoon 2018 (films for children), Sibenik, Croatia

e Diversions Film Festival 2018, Sveti Ivan Zelina, Croatia

*  Motovun Film Festival 2018 (children’s programme),
Buzet, Croatia

BEAST International Film Festival 2018, Porto, Portugal
Zero Plus International Film Festival 2018, Tyumen, Rus-
sia (BEST ANIMATED FILM AWARD)

Banja Luka International Film Festival 2018, Banja Luka,
Bosnia and Herzegovina (BEST ANIMATED FILM FOR
KIDS AWARD)

KINEKO International Children’s Film Festival 2018, To-
kyo, Japan (GRAND PRIX INT. SHORT FILM CATEGORY)
Tuzla Film Festival 2018, Tuzla, Bosnia and Herzegovina
Reggio Film Festival 2018, Reggio, Italy

SIFFCY — Smile International Film Festival for Children
and Youth 2018, New Delhi, India (BEST SHORT FILM
FOR CHILDREN)

Hsin-Yi Children’s Animation Awards 2018, Taipei City,
Taiwan

MUMIA 16, Belo Horizonte, Brazil

Animax Skopje Fest 2018, Skopje, Macedonia

GUKIFF — Seoul Guro International Children’s Film Festi-
val 2019, Seoul, South Korea
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Picture book Riblja skola (Fish School), text Bruno Kuman,
illustrations lvana Guljasevi¢, Igubuka, Zagreb, 2013
Animated film Riblja skola (Fish School), script Bruno Kuman,
director and animation Ivana Guljasevi¢, Igubuka, 2008

QUESTIONS AND ANSWERS

1. What is the main subject, the backbone for the
events in your picture book and film?

The main theme is school and learning. In the picture
book, as the title tells, this is a school for fish. The text and
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illustrations ask questions and at the same time provide an-
swers about what fish would learn in such a school and who
would teach them. The teacher is an octopus with eight
arms that teaches eight subjects at the same time. A jovial
dolphin teaches physical education, and an old half-deaf
whale teaches singing. The fish also learn the fish alphabet,
swimming in a school, and the history of the fish world — so
they know that once upon a time life on the Planet Earth
first came into being in water, and only after that on land.

2. What age group are the film and picture book in-
tended for?

The book and the film are intended for pre-schoolers
and young primary-school children.

3. What did you want to achieve by choosing this sub-
ject and how did you attain your goals?

We wanted to show children that school and learning can
be fun ... that even fish go to school and have to learn all
kinds of things. Children easily identify with the characters of
the little fish and so they accept the lesson of the story.

4. Which art technique was used for the illustrations in
the picture book and how did you transfer them to digital
format or media? How did the author and members of the
realisation team cooperate, especially the illustrator and
the animator?

In our case the film was created first, then the picture
book. The illustrations were made by combining classical
drawing, wooden crayons, collage and digital processing.

The co-operation was excellent because the illustrator
and animator was the same person, | myself, while my hus-
band Bruno wrote the script.

5. Which animation technique was used to make your
film?

A combination of classical and 2D digital animation.
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6. Which obstacles and challenges did you encounter
when transferring the story and illustrations from the pic-
ture book medium to the animated film medium?

None. The film was made first, and we approached the
film and the picture book as a single medium. We did not
keep to the same visual solution.

7. Did the story and illustrations in the picture book get
more soul / anime (here a common denominator for a set
of several qualities) when they were transformed into the
new medium (please describe briefly what these qualities
are and why do you think it happened)?

A film always offers more “soul” because it is alive, the
characters move and this makes them seem alive.

8. And finally, a personal question: How much creative
effort and how much joy followed (and in the end were
reciprocated by) your work on this movie? What gave you
most joy?

Just making them. Fish School is one of forty films that
we have made and the work process made us happy every
time, from beginning to end.

Exhibitions:
e The 3™ Croatian Biennale of lllustration, Klovi¢evi dvori

Gallery, Zagreb, Croatia
e Bologna, Living Water, Bologna Children’s Book Fair, Bo-

logna, Italy

Festivals / 2008/ Riblja skola (Fish School):

e 2" Tabor Film Festival, Croatia

e 40" Giffoni Film Festival, Italy

» 33" |nternational Film Festival LUCAS, Frankfurt, Ger-
many

e 12% Seoul International Youth Film Festival (SIYFF),
South Korea
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e ReAnimania International Animation Film Festival of
Yerevan, Armenia

¢ Cinekid Film Festival, Amsterdam, Netherlands

e MIFA Annecy, France

Picture book PuzZi¢ slikar (Snail the Painter), text and
illustrations Manuela Vladié-Mastruko, Kasmir promet,
Zagreb, 2000

Animated film PuZi¢ slikar (Snail the Painter), Ustanova
Zagreb film, Zagreb, 2018

Script, director and design: Manuela Vladi¢-Mastruko,
animation: Darko Vidackovié, Lucija Buzanci¢, lva BoZi¢

Manweln VVbadié - Mastrako

1. What is the main subject, the backbone for the events
in your picture book and film?

In an interesting and simple story, in which the main
actors are snails, children are introduced to the primary
colours (red, yellow, blue) and the way in which second-
ary colours are obtained by mixing them (orange, purple,
green): the snails cross smudges of colour and leave behind
coloured tracks, and where the tracks overlap, the colours
mix and new ones are created. It begins to rain and there is
a thunder storm (lightening, thunder, grey and black clouds
and rain) and dramatically, and for educational purposes,
other visual elements are introduced in the story, so-called
non-colours, black, grey and white, and the concept of wa-
tering down/shading and in the end transformation. Under
the influence of the rain the colours are washed away — dis-
appear, to reappear with the emergence of light/sunshine
and to be transformed (transcended) into the natural har-
mony of colours in the sky: a rainbow! The play of colours
and wonder at the appearance of the rainbow in the sky
makes the main character, the snail Petar, wish to always
remain close to them. The rainbow learns of his hidden
thoughts and fills his house with colours so that he can
paint. The snail goes on his way leaving behind him colour-
ful shapes and lines. So, in the end, this simple story gets
the meaning of a search for identity and illustrates how it
is formed.

2. What age group are the film and picture book in-
tended for?

Snail the Painter is an educational animated film intend-
ed for pre-school children.

3. What did you want to achieve by choosing this sub-
ject and how did you attain your goals?

The film was born from the desire to teach small chil-
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dren about basic and complex colours and basic visual ele-
ments such as line and shape, and metaphorically about
value contrast (through the play of lightness and dark-
ness), but also about the physical laws of colour as such.
By choosing this theme | wanted to emphasise not only the
visual and physical or optical characteristics of colour but
also their strong psychophysical effect. Without colour the
world would be grey ... and desolate. The wealth of col-
ours and shapes symbolises creative joy and strength. | was
present at many screenings of Snail the Painter, in different
environments, and the audience’s reaction at the screen-
ings always filled me with joy; children react to the film with
sincere and loud enthusiasm, both to the snail characters
and the scenes with mixing colours and the appearance of
the rainbow in the sky. It makes me happy that in today’s
age, which is full of all kinds visual sensations, children re-
act so spontaneously to a film conceived in the value of a
reductive, minimalistic approach to art.

4. Which art technique was used for the illustrations in
the picture book and how did you transfer them to digital
format or media? How did the author and members of the
realisation team cooperate, especially the illustrator and
the animator?

The original illustrations were created in the classi-
cal technique using tempera on paper. After making the
shooting script and, together with the animators, the ani-
matic, we transferred the drawings to the digital medium.
| drew the keyframes which we scanned, entered in the
computer, and the animators copied them and created
the inbetweens. Collaboration was complicated because
all the team members, including myself as the illustrator,
scriptwriter and director, were engaged in several parallel
projects at the same time.

Manweln Vbadié - Mastrako

5. Which animation technique was used to make your
film?

The film was made in 2D animation in a computer pro-
gram called TV Paint.

6. Which obstacles and challenges did you encounter
when transferring the story and illustrations from the pic-
ture book medium to the animated film medium?

The obstacles, and therefore also the challenges, were
primarily in communication, they were mostly about un-
derstanding among the members of the realisation team. It
fascinated me to see how many of the team members were
extremely subjective in perceiving work tasks; the shooting
script, animatic and drawings were not enough of a road-
map for everyone to understand each other. There was a
need for many more additional discussions to make “things
work”. This can be inconvenient because of the high cost
of film as a medium, so there is not much room for correc-
tions.

7. Did the story and illustrations from the picture book
get more soul/anime (here a common denominator for a
set of several qualities) when they were transformed into
the new medium (please describe briefly what these qual-
ities are and why do you think it happened)?

Absolutely! Motion and moving are the backbone of
this story. The snails’ bodies function like brushes that leave
tracks of colour when they move, whether in the introduc-
tory scenes showing the basic colours, scenes where the
combinations of two colours give complex colours, right un-
til the final scene. At the end the rainbow gifts the snail with
its colours and he can now not only leave simple-coloured
tracks behind him, but also paint; a richness of shapes and
colours comes from his shell, creating the colourful set of
the final scene. While creating the picture book | was in
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charge of almost all the work: in the film, although | was
scriptwriter, illustrator and director and thus a kind of con-
ductor, it is still a sum/product of the total creative poten-
tial of all the team members.

Besides the contribution of the animation team, Simun
Matisi¢’s original music is a strong contribution to the film’s

Exhibitions: Slikovnica PuZi¢ slikar [ Picture book Snail

the Painter:

e 18" Biennial of lllustration Bratislava, Bratislava, Slova-
kia, 2001

Festivals and screenings (updated April, 2019):

Sy expressiveness and Vjeran Salamon’s sound processing e 8™ Kiki Tabor Film Festival, Zabok, Croatia, 2019
=] makes it sound even better, while in crisis situations we could e Busan International Kids and Youth Film Festival, South
j also count on the help of art advisor Simon Bogojevi¢-Narath. Korea, 2019
— 8. And finally, a personal question: How much creative e 16" Edition of IndieLisboa — International Film Festival,
gﬂ) effort and how much joy followed (and in the end were Portugal, 2019
E—} reciprocated by) your work on this movie? What gave you * 65" International Short Film Festival Oberhausen, Ger-
= most joy? many, 2019
The process of creating an animated film is a painstaking e 31 Dresden Short Film Festival, Germany, 2019
one that alternates between periods of crisis and creative e 37" Festival Cine Jeune de I'Aisne; France, children com-
enthusiasm, but after the movie has been successfully com- petition, 2019
pleted and started its (festival) life, the author, neverthe- e 41% Clermont-Ferrand Short Film Festival, France —
less, concludes that everything, from pain to joy, has paid Youth Audience Competition, 2019

off! Of course, | mean spiritual and not material gain! What e 42" QOpen Air Film Festival Weiterstadt, Germany, 2018
made me happiest was that | could bring to life a good idea,
now 20 years old, as well as its protagonists and events,
and give them a “new soul”. The story about the snail, and
myself as an author, in the meantime kept growing to the
point and the medium in which we could realise our full
potentials.

9. The picture book and the movie had success with
their audience, for which they had originally been intend-
ed, but also on professional platforms; they won awards
both at competitions and events devoted to children’s pic-
ture books, as well as at numerous film festivals. Please
indicate the most important achievements.
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. Picture book Crvena Jabucica (Red Apple), text Nina

. Animated film Crvena Jabucica , (Red Apple), Luma

. Animated film Crvena Jabucica , (Red Apple), Luma

. Animated film Crvena Jabucica , (Red Apple), Luma

Filmski front 2018, Novi Sad, Serbia, Program Frontic,
2018

KUKI the 11* International Short Film Festival for Chil-
dren and Youth Berlin, Germany, competition, 2018
33 Brest European Short Film Festival — Young Audi-
ence Programs, France, 2018

ASIFA Croatia, International Animation Day, Croatia, 2018
No¢ hrvatskog filma i novih medija (Croatian Film and
New Media Night), Zagreb Croatia, 2018

Red apple

Vadi¢, illustrations Ana Kadoic,
Hrvatsko drustvo knjiZzevnika za djecu i mlade (Croatian 247
Society of Writers for Children and Young People),
Zagreb, 2015

film, Zagreb, 2018

Director, camera, script, animation: Ana Horvat,
Background design: Ana Kadoi¢, compositing Masa
Udovici¢

film, Zagreb, 2018

Director, camera, script, animation: Ana Horvat,
Background design: Ana Kadoi¢, compositing Masa
Udovici¢

film, Zagreb, 2018

Director, camera, script, animation: Ana Horvat,
Background design: Ana Kadoi¢, compositing Masa
Udovicic¢
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. Animated film Crvena Jabucica , (Red Apple), Luma

film, Zagreb, 2018

Director, camera, script, animation: Ana Horvat,
Background design: Ana Kadoi¢, compositing Masa
Udovici¢

Fish school

. Picture book Riblja skola (Fish School), text Bruno

Kuman, illustrations Ivana Guljasevi¢, Igubuka, Zagreb,
2013

. Picture book Riblja skola (Fish School), text Bruno

Kuman, illustrations lvana Guljasevi¢, Igubuka, Zagreb, 2013

. Animated film Riblja skola (Fish School), script Bruno

Kuman, director and animation lvana Guljasevic,
Igubuka, 2008

. Picture book Riblja skola (Fish School), text Bruno

Kuman, illustrations lvana Guljasevi¢, Igubuka, Zagreb,
2013

. Animated film Riblja skola (Fish School), script Bruno

Kuman, director and animation lvana Guljasevic,
Igubuka, 2008

Snail the painter

. Animated film Puzi¢ slikar (Snail the Painter),

Ustanova Zagreb film, Zagreb, 2018
Script, director and design: Manuela Vladi¢-Mastruko,
Animation: Darko Vidackovi¢, Lucija BuZanci¢, Iva BoZic¢

. Animated film PuZi¢ slikar (Snail the Painter),

Ustanova Zagreb film, Zagreb, 2018
Script, director and design: Manuela Vladi¢-Mastruko,
Animation: Darko Vidackovi¢, Lucija Buzanci¢, Iva Bozi¢

. Animated film PuzZi¢ slikar (Snail the Painter),

Ustanova Zagreb film, Zagreb, 2018
Script, director and design: Manuela Vladié¢-Mastruko,
Animation: Darko Vidackovi¢, Lucija Buzanci¢, Iva Bozi¢

. Animated film PuZi¢ slikar (Snail the Painter),

Ustanova Zagreb film, Zagreb, 2018
Script, director and design: Manuela Vladi¢-Mastruko,
Animation: Darko Vidackovi¢, Lucija BuZanci¢, Iva BoZi¢

. Animated film PuZi¢ slikar (Snail the Painter), Ustanova

Zagreb film, Zagreb, 2018
Script, director and design: Manuela Vladi¢-Mastruko,
Animation: Darko Vidackovi¢, Lucija Buzanci¢, Iva Bozi¢
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Croatsa

Original illustrations in the Croatian lllustrators Presentation Programme

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 employed as a graduate librarian in the
Zagreb City Libraries at the children’s and adults’ departments. Du-
ring the years she participated in various projects: head of IT lite-
racy workshops, on the editorial board of the Literary Friday pa-
nel, member of the programmatic and organisational committee of
Croatian Book Night, coordinator of the national project of photo-
graphy exhibitions The Capture of Reading... Since 2016 she has he-
aded the Croatian lllustrators Presentation Programme in Kupola
Gallery of the City Library in Zagreb. Since 2018 she has headed the
Croatian Centre for Children‘s Book, Croatian Section of IBBY (In-
ternational Board on Books for Young People) at the Zagreb City
Libraries.

Kupola Gallery

The Croatian Illustrators Presentation Programme began
in Kupola (The Dome) Gallery in early 2016 in cooperation
with the Croatian Centre for Children’s Book®. This was a
way for the City Library, as the central, largest and oldest
public library of the Zagreb City Libraries?, to enrich its ex-
hibition programme connected to books, and for the City
of Zagreb to get an exhibition site for exhibiting works by
Croatian illustrators.

Kupola Gallery is located on the third floor of the City
Library, it is a place through which the library’s internal
services staff pass as they go about their daily activities
and a venue for the library’s rich librarian and cultural pro-
gramme: workshops, panel discussions, book launches,
quizzes, meetings, teaching... Thus every exhibition held in
Kupola Gallery also enables the artists to present their work
to the staff, users, and intentional or incidental guests, and
all of them are enriched by an artistic experience.

! Croatian Centre for Children‘s Book. [cited: 2019-04-10]. Accessible at: http://
www.kgz.hr/hr/knjiznice/hrvatski-centar-za-djecju-knjigu/2903.
2 Zagreb City Libraries. [cited: 2019-04-10]. Accessible at: www.kgz.hr.
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The newly-equipped Kupola Gallery provides artists
with gallery equipment to exhibit pictures, and technical
equipment to show video content linked with their exhibi-
tion, which many of them use to enable them to present
their art in different media. This allows their art to the seen
as an entirety, showing that different media can intermerge
and complement one another.

Projections of video contents (Zdenko Basi¢)

Artists and their exhibitions

Within the framework of the Croatian Illustrators Presenta-

tion Programme, seventeen exhibitions were organised by

the middle of 2019:

e 14 March — 10 April 2019. Exhibition of works by stu-
dents of illustration

e 31Jan.—28 Feb. 2019. Zeljka Mezi¢: Kaleidoscope

leabelln Maaro

Projections of video contents (lvana Guljasevi¢ Kuman)

e 20 Nov. — 13 Dec. 2018. Igor Bojan Vilagos: Images tell
Stories...

e 11 Sept. — 4 Oct. 2018. lvana Guljasevi¢ Kuman: The
Stocking Eater and the Picture Teller

e 5 April — 3 May 2018. DraZen Jerabek: Stories by Light

+ 1 March — 29 March 2018. Vanda Cizmek: Playing

e 17 Oct. — 14 Nov. 2017. Margareta Persi¢: “Who | Draw
Comes Alive”

e 13 Sept. — 10 Oct. 2017. Lino Ujci¢: Stories, Songs,
Games

e 6July—6Sept. 2017. Ana Doki¢: LOVES ME / LOVES ME NOT

e 11 April = 11 May 2017. Dubravka Kolanovié: Invitation
to Joy

e 14 March -6 April 2017. Sanja Pribi¢: And there is Nothing
Else | Need...

e 31 Jan. — 2 March 2017. Andreja Zivko: Janko, Zeljko,
Kasum and Various Adventures
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e 22 Nov. — 15 Dec. 2016. Manuela Vladi¢-Mastruko: Isle
of Childhood

e 18 0ct.—15 Nov. 2016. Zdenko Basi¢: Winds and Shadows

e 19 Sept. — 12 Oct. 2016. Mingsheng Pi: Ink, Paint, Line,
Silence

e 8 March — 8 April. Ana Kadoi¢: My lllustrations

e 4 Feb.—-4 March 2016. Andrea Petrlik Huseinovi¢: Child-
hood, Love and the Blue Sky

Besides renowned, prominent and award-winning Croatian
artists, whose illustrations gained fame in Croatia and
abroad (Andrea Petrlik Huseinovi¢, Zdenko Basi¢, Dubravka
Kolanovi¢, Ivana Guljasevi¢ Kuman and others), the Croatian
Hllustrators Presentation Programme also showed the work
of young, as yet untried artists who are just starting out on
their career as illustrators and working on books for chil-
dren. Here we must certainly mention the exhibition of

Posters from the exhibitions

leabella Maaro

Exhibition opening (Dubravka Kolanovic)

Exibition opening (Margareta Persic)
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graduate students of illustration, a unique study course in
Croatia inaugurated in 2017 at the Academy of Art and Cul-
ture in Osijek. The students were headed by their professor,
the well-known Croatian illustrator Stanislav Marijanovic,
who initiated and organised their exhibition.

It should also be accentuated that for two years running
the Croatian Illustrators Presentation Programme success-
fully merged with and marked the International Week of
the Deaf in the City Library, in exhibitions of two deaf art-
ists — Mingsheng Pi in 2016 and Lino Ujci¢ in 2017. Also,
besides solo art exhibitions Ana Poki¢ organised an entire
project — LOVES ME / LOVES ME NOT, with a group exhibi-
tion of artists on this subject.

Original lllustrations

When the Croatian Illustrators Presentation Programme

was set up it took only several exhibitions for all its objec-

tives to be realised:

1. creating a recognisable venue in the City of Zagreb to
exhibit works by Croatian illustrators,

2. networking illustrators, other artists and everyone who
works on creating books for children, with the target
public,

3. acquainting the public with the originals of works that
can otherwise only be seen printed in books and maga-
zines,

4. directly linking the City Library’s exhibition activities
with books (each art exhibition is accompanied by an
exhibition of books illustrated by the artist whose work
is being exhibited),

5. bringing libraries closer to children and adults,

6. offering young, unaffirmed artists the opportunity of
showing their art.

leabelta Maaro

Exhibiting original illustrations is an important link
in carrying out the entire Croatian Illustrators Presenta-
tion Programme. One of the reasons why people come to
Kupola Gallery is to have the total experience of an artwork
which is only provided by looking at the original illustration,
and the number of Gallery visitors is constantly increasing.

In comparison with printed variants published in books,
textbooks and magazines, the original illustration gives the
viewer a complete experience of colours, techniques and
the artist’s personality. This permits the discovery of the en-
tire spectrum of various styles, the art techniques used by a
particular artist, and gives a picture of the artistic richness
of Croatian painting and illustrating for children, and also
for adults. Only after an illustration has been framed like
a painting, hung on a wall and viewed as a separate entity

Book exhibition (Andrea Petrlik Huseinovic)
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Book exhibition (Zelijka Mezi¢)

and artwork, can the artistic impression it leaves be com-
pared to the impression it leaves in a book or magazine.

Ivana Guljasevi¢ Kuman exhibited original illustrations in
mixed media, in collage, oil paint and digital technology,
which did not come to expression in their printed variants.
DraZen Jerabek and Margareta Persi¢, on the other hand,
exhibited both original illustrations and scenographies that
either illustrate a book or are a product created on the basis
of a particular book. It was also important to see original il-
lustrations by Dubravka Kolanovi¢ in dry pastel, which she
rarely exhibits due to their fragility; the paintings on canvas
by Manuela Vladi¢-Mastruko, or the recognisable collages
by Ana Kadoi¢, which lose their liveliness and wealth of de-
tail in the printed variant. Zdenko Basi¢ exhibited prints as
original illustrations, which attracted many admirers of the
wonderful and mystical world he always creates in them.

leabelle Maaro

Artwork from the exhibition (Drazen Jerabek)

Artwork from the exhibition (Ana Kadoic)
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Artwork from the exhibition (Manuela Vladi¢-Mastruko)

Artwork from the exhibition (Andreja Zivko)

leabelta Maaro

Art workshops with children

In 2018, the Croatian lllustrators Presentation Programme
was enriched with the organisation of art workshops for
children held during the exhibition of a particular artist, and
headed by that artist, with the goal of promoting Croatian
illustration and each individual artist.

The children begin by touring the exhibition in detail, af-
ter which the artist heads a workshop for illustrating poems,
titles, books. At the workshops the children are especially in-
terested in seeing the illustrations in their original size and
technique, since their expectations differ from their real ex-
perience. Children always expect a much larger picture or
a much smaller one, and it is difficult to completely make
out art techniques in printed form (in a book, picture book,
textbook, magazine). The children are especially interested
in sketches for a particular illustration, various preparations
and drawings, which the artists exhibit in a separate glass
cabinet in the Gallery. All this completes the children’s expe-
rience of how to create an illustration as an original artwork,
the artistic connection between the illustrator and the writer
(who are often different people) and the picture book as a
complete artwork with the printed illustration that they had
only been able to see in its printed form at school or at home,
and could now see as an original illustration in a gallery.

The artists Vanda Cizmek and Zeljka Mezi¢ were es-
pecially good workshop heads who left a lasting positive
impression on the children and their overall experiencing
of the original illustration and art as such, which children
developed after talking to the artists and bringing closer to
them their own art through discussion and workshop ac-
tivities. Every meeting passed in a happy tone, many inter-
esting illustrations were created, and the children’s energy
brought Kupola Gallery alive.
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Glass cabinet in the Gallery (Zdenko Basic)

To add to the thought of the distinguished Croatian art
historian Branka Hlevnjak that “the image has priority over
the word because it is read faster and more easily, i.e., one
can immediately see the entire symbol, and thus it triggers
a chain of concepts in the reader/viewer more directly,”®
one may conclude that the original illustration quickly finds
its way to the viewer and will indirectly, but with great ease,
turn him or her into the reader of the book that contains
the printed variant of the illustration. This is how the con-
nection between artist and viewer, illustrator and reader,
the one who creates and the one who experiences, on the
one hand, and the library and its user on the other hand —is
lastingly established.

3 Hlevnjak, Branka. Kakva je knjiga slikovnica? // Kakva je knjiga slikovnica : zborn-
ik (What Kind of a Book is a Picture Book?) / prepared by Ranka Javor. Zagreb :
Knjiznice grada Zagreba, 2000, p. 8.

leabelle Maaro

Art workshops with children (Zelijka Mezic)

Art workshops with children (Vanda Cizmek)
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- Jaana Pesonen

T e

Finland

Current trends in Finnish illustrations — Modern and retro?

Jaana Pesonen (Phd) is a researcher and lecturer from University of
Helsinki, Finland. Pesonen works in teacher education, where she
is focused on intercultural education and, for example, in gender
sensitive education, She has done research on diversity in children’s
literature, especially related to representations and performa-
tives related to normativity. Her publications include national and
international journal articles with themes related to e.g. othering
and exclusion in picturebooks. In her Phd study, Multiculturalism
as a challenge in contemporary Finnish picturebooks. Reimagining
sociocultural categories (2015) she examined also the didactic qua-
lity and anti-racist strategies of children’s literature. Currently she is
studying refugee narratives in wordless picturebooks.

The technical processes of printing, including increasingly
sophisticated ways of producing picturebooks, has been
with us for quite a while, as Lawrence Sipe argued already
in 2010. Finland is quite known for the technology. Nokia,
was, and still is, a Finnish company producing cellphones
and other new technologies. Currently Finland is also
known for its game industry. Companies such as Rovio and
Supercell have become the ‘new Nokia’, producing games
that have became global phenomena, examples of this are
games such as Angry Birds and Clash of Clans.

215 century is the century of digitalization. This, of
course, has had its effects onillustrations. In Finland, among
the most sold and borrowed picturebooks of the past dec-
ade are Tatu and Patu —series, by Aino Havukainen and Sami
Toivonen. This series of books started in 2003 with Tatun ja
Patun Helsinki /This is Helsinki. This picturebook, as other
books in this series, was created partly as drawn, and partly
as digital work.

In Finnish education, the digitalization in learning and
teaching has been a trend, some even believe, the solution,
for the past decades. Our national curriculum, in both early
childhood education, as well as in primary school, includes
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contents related to digital literacies and new technologies.

Having said all this, you might assume that | am going
to bring you a cavalcade of illustrations done only with
the newest technology. However, | will talk about current
trends in Finnish children’s literature illustrations, and |
will focus on illustrations that are both, modern and retro.
I will further elaborate my talk with examining whether
these trends showcase traditional or nostalgic styles. The
examples that | will show, will be focusing, on, for example,
colors, shapes and forms.

| will start by introducing a book called Ava ja oikukas
trumpetti / Ava and the moody trumpet (2017). The text is
by Anja Portin and illustration by Aino-Maija Metsola. The
book is about Ava, who is a little girl, who does not under-
stand other children. She is lonely, but then she starts play-
ing an old trumpet, that her grandmother has left for her.
Ava wants to find someone who would listen to her play
the trumpet.

Metsola’s illustrations are colorful and graphical. The
watercolor and ink drawings are soft, as well as powerful.
Ava and the moody trumpet is also about loneliness and
externality. For Ava, Finnish words are still strange and, and
she is learning the new language. The importance of a voice
is illustrated in a beautiful way. Metsola’s style is original,
however, resemblance to classical Marimekko’s color and
shape is present.

Marimekko is a Finnish lifestyle design company re-
nowned for its original prints and colors. The company’s
product portfolio includes clothing, bags and accessories
as well as home décor items ranging from textiles to table-
ware. When Marimekko was founded in 1951, its memo-
rable printed fabrics gave it a strong and unique identity.
Marimekko is known for bold stripes, as well as simple flow-

(]d-d/( a /D&Y“W( en

ered prints such as the Unikko, poppy. | will display some
of Marimekko’s prints alongside with the illustrations, since
Marimekko could be said to currently exemplify retro and
nostalgia, but also modern style.

Another example of beautiful watercolor illustrations is
Pallen ja Monkon kumma péiva/ Palle and Monko’s strange
day by Jenni Rope (2017). Palle and Monko are little mush-
rooms, who feel bored in the quiet forest. They start paint-
ing trees, and then also each other, as well as all the other
mushrooms. Rope uses pastel colors, and her style is dis-
tinctive and playful. With simple brush strokes she has cre-
ated a simple, but lively world. Next to Rope’s illustration |
am showing Marimekko’s Kompotti-print, which is designed
by Aino-Maija Metsola. Also Jenni Rope has done prints for
Marimekko, and the third print is by her for Marimekko. It
is actually very common in Finland, that the illustrators of
children’s books have also done prints for clothing labels,
such as Marimekko. Retro style, here meaning specifically
bold prints, have become more common also among other
clothing companies too. In the past years also Finnish chil-
dren’s clothing companies have utilized the retro style com-
ing mostly from the 1960’s and 1970’s.

Marika Maijala is one of the current Finnish illustrators,
whose style could be described to be retro. | will show two
books illustrated by her, since the books share visually lot of
the same elements as Marimekko. Numerosoppa/Number
Soup (2018) is written by Juha Virta, and it is a book intro-
ducing the secrets of numbers, in a form of poems. Marika
Maijala has done also other books with Juha Virta. Another
beautiful example is Piano karkaa/The Piano’s Great Escape
(2015). This book was nominated as one of the most beau-
tiful books of the year. In The Piano’s great escape, the il-
lustrations are fresh, and inspired by the 1960’s and 1970’s
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color scheme. According to the Finnish book art committee,
it is a fantastic story, which starts from the special printed
colors on the cover as well as on the sleeve. This is a fresh
and fertile way to use today’s retro iconography and encap-
sulate the reader inside its world with every page.

According to a Finnish literature critic, Paivi Heikkila-
Halttunen (2016), the shapes, forms and colors in Finnish
picturebooks have already for a while been inspired by
1960’s and 1970’s. Examples of this are collage technique,
flat color palettes, and simplified style. Great examples of
this retro and nostalgia are picturebooks Jellona suuri/Lion
the Great (2010) and Jellona toinen/Lion the Second (2012)
by Anne Vasko. The illustrations are done as fabric collage,
and the material is old textiles from the 1970’s.

Another beautiful picturebook is Koira nimeltd kissa/
The Dog called Cat written by Tomi Kontio and illustrated
by Elina Warsta. In this non-traditional book the main char-
acters are homeless. It is visually as well as linguistically a
beautiful and powerful story about externality, loneliness,
and belonging. It succeeds in representing sensitive, even
bold, themes without patronizing or victimizing. Especially
the colors bring feeling of nostalgia to the story. The book
was nominated for the Nordic Council Children and Young
People’s Literature Prize in 2016.

As the second last example, | will introduce a book
called Sorsa Aaltonen ja lentamisen oireet/ The Duck who
was afraid to fly (2019). The text is by Veera Aalto and the
colorful illustrations done as acrylic on paper are by Matti
Pikkujamsa. In short, the book is about a Duck, who lives
in a city where everyone else’s lives are so interesting and
important, they seem to have a purpose even in their eve-
ryday life. The Duck, however, is having strange symptoms
and anxiety, and then the doctor diagnoses the condition

=.= (Zza/ra /z%&ﬂ/(éx/(

as fear of flying. The Duck’s journey is about gaining confi-
dence and forgetting about what others think.

Just recently, in 2019, Pikkujamsa was chosen as the il-
lustrator of the year in Finland. His style is, according to the
awarding panel, described, as combining decades of Nor-
dic design with a fresh perspective. Also Pikkujamsa, like
many of the illustrators introduced here, has done prints for
clothing labels, such as Marimekko and Samuiji.

Linda Bondestam is among the most awarded, and well-
known Finnish illustrators. Her book Godd Natt pa Jorden/
Hyvaa yota maa/God night earth (2018) is about going to
be. All over the globe small creatures, animals, and human
children too, go to bed and are told ‘Good night’ by their
families. In her illustrations, Bondestam combines different
techniques, which results a playful and humoristic style.
Her style has been described to resemble the 1960’s and
1970’s trends and manner.

As a last example, | will shortly introduce a book called
Mur, eli karhu / A Bear called Mur (2016), which is written
Kaisa Happonen, and illustrated by Anne Vasko. Mur is a
different kind of bear: s/he does not want to sleep during
the winter. That’s how Mur’s long, dark and boring winter
begins. The illustrations are very colorful, and done with a
collage technique. Vasko explains (2017), that for her, the
focus is in the shapes, not in the outlines. The atmosphere
is created with the composition, and with different surfaces
and textures. In addition, Vasko’s color palette is very close
to the retro colors of Marimekko.

Collaboration with a Danish company, Step in Books
(SIB) the story of Mur has been ’brought to life’, with the
help of augmented reality. This means, that the child, and
the adult too, can step in to the forest with Mur the bear. |
suggest that the video is a great example highlighting how
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traditions have not disappeared from the illustrations, but
they appear through, for example, nostalgia. At least in
Finnish illustrations, the retro and modern collaborate in
many interesting ways.
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lllustration at the Digital Age: The Case of Originality

(1976) He is an assistant professor in philosophy. His non-academic
interest is children’s literature. He is a member of the Children’s
Book Council of Iran (CBC), the national branch of IBBY, for more
than 20 years. He is also interested and engaged in Philosophy for
Children (P4C) program. He has run different workshops both for
facilitators and students to introduce the program and to encour-
age them to involve in philosophical thinking. He was the scientific
director of the first three national conferences of CBC on Children‘s
Literature and Childhood Studies, 2014, 2016 and 2018.

Originality of an illustration in the world of digital technol-
ogy is somehow a topic under the broader theme of inter-
actions between arts and technologies. To have a better
understanding of such a theme it is beneficial to clarify the
concept of ‘technology’ first. At least two different treat-
ments of technology in general and digital technology in
particular can be distinguished. Firstly, technology means
an artifact, manmade, non-natural ‘object’. Here we re-
duce technology to an isolated synthetic object (a technical
product) separated from its history, manufacturing process,
manufacturer, socio-cultural space of use and other related
objects. A light pen is an example of a digital technology ac-
cording to this interpretation. A broader treatment comes
into stage when we take technology as a socio-technical
system. This means that we pay attention to other natural,
historical, social and cultural items in weak or strong con-
nections with the artifact. In other words, instead of analyz-
ing an object in isolation, we put it into a wider network of
interwoven objects, beliefs, spaces, persons and histories
and analyze their interconnections. A tablet is a node in
a socio-technical digital network in which too many items
like semiconductor manufactories, the Internet, social net-
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works, computer hackers, governments etc. play their own
roles. Socio-technical systems can give people worldviews,
preferences, aesthetic tastes, ethical codes of conduct and
even cognitive abilities. This means that instead of using
a technical artifact in a neutral way, people live in socio-
technical systems, see the world through them and mak-
ing their lives meaningful by appealing to them. Among
socio-technical systems some have a specific feature which
distinguishes them from others. These are communication
media in the sense that are used to store and deliver data
and therefore to represent the world or make alternative
worlds. Digital technology, especially the Internet, is a me-
dia like print book, but of course with its specific features
and characteristics.

Now we can explore interactions of digital technology
and illustrating books in more details. At the first step, we
can consider digital technology in isolation, i.e. take it as
a mere tool, an artifact that an illustrator can use in her
professional activities. Here we have something in parallel
with digital art: an artistic work or practice that uses digital
technology as part of the creative or presentation process.
Using digital technology to make an artwork (including an
illustration) can be done at two different levels. At the first
level, which can be called ‘dispensable’, an artist uses digital
technology to make an artwork which is possible to make
without that technology, although digital technology can
help her to make it faster, cheaper, more skilful, etc. Here
digital technology is dispensable in the sense that the final
artwork does not crucially and substantially depend on the
presence of digital technology and it adds no aesthetic val-
ue to the final artwork, although it may have other benefits
like financial ones. Using a digital tool by an illustrator to try
different combination of elements in a scene is an example

Hossernx Sk éeyéé Kozace

of such a dispensable digital technology, given that doing
the same thing is possible by more traditional tools.

At the next level, which can be called ‘indispensable’,
an artist uses digital technology to make an artwork which
is impossible to make without that digital technology. The
crucial point here is that digital technology has a unique
role in the creative or presentation process of the final art-
work such that its aesthetic values would be radically dif-
ferent in its absence. Participatory digital arts, interactive
book apps and interactive digital storytelling are examples
of indispensable digital technologies.

Now let us consider the issue of originality and its rela-
tionships with dispensable and indispensable digital tech-
nologies. In the former case, it seems that dispensable dig-
ital technology raises no new question for originality. Here
we can still use the established criterion of originality: re-
gardless of tools and techniques that an artist has used, it
is important that she used them in a unique and personal
way that belongs to her and nobody else. In other words,
having the artist’s signature is the criterion of originality,
whether she used digital or analog tools and techniques.
This means that by taking more distance from existing art-
works, an artwork becomes more original. However, this is
an interesting and important question to think about that
whether by abundance of dispensable digital technolo-
gies in the business of illustration, making original works
(according to the above definition, i.e. having the artist’s
signature) becomes more difficult or not. On the one hand,
one may have the impression that abundance of dispensa-
ble digital technologies gives more technical opportunities
to creative illustrators and this decreases the probability
of making fake works. On the other hand, one may have
the impression that abundance of dispensable digital tech-
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nologies gives more technical opportunities to non-creative
illustrators to copy original works and this increases the
probability of making fake works. Anyway, it seems that the
impact of dispensable digital technologies is more on the
book-production issues and processes, e.g. the required
time and money to prepare illustrations for a picturebook,
rather than originality and aesthetic values.

In the case of indispensable digital technologies, how-
ever the question of originality is different. Here we need a
supplementary criterion of originality. In addition to having
the illustrator’s signature, it seems reasonable to claim that
by taking more distance from print books and by extracting
new possibilities from indispensable digital technologies,
possibilities which are not available by using traditional
tools and techniques of print books, an artwork becomes
more original. This means that indispensable digital tech-
nologies make us to revise our conception of originality and
take into account the extent that an artist/illustrator can go
further beyond limits of traditional arts/illustrations.

Now let us consider the second treatment of technol-
ogy: technology as a socio-technical system which gives its
users preferences, aesthetic tastes, ethical codes of conduct
and cognitive abilities. What Eliza T. Dresang has proposed
under the title of the Radical Change is our guiding concept
here. She elaborated in different places ([1], [2] and [3])
that because of digital technology (conceived as a socio-
technical system) books for children and youth have expe-
rienced radical changes (she called them digital age books).
According to Dresang, digital technology has three vital
features which their reflections can be traced in digital age
books: connectivity, interactivity and access. Connectivity
translates in digital age books as “connections of hypertext
like links in resources, as well as the sense of community
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or construction of social worlds that emerge from changing
perspectives and expanded associations in books and oth-
er resources or in relation to resources in the real world.”
([31, p.295) Interactivity translates as “dynamic, nonlinear,
nonsequential, complex books and other resources and as-
sociated learning and information behaviors.” ([3], p.295)
Access translates as “the breaking of longstanding informa-
tion barriers, bringing entrée to a wide diversity of formerly
largely inaccessible opinion and sophistication in books and
other resources and related opportunities in society.” ([3],
p.295)

Dresang tried to give indicators of the three mentioned
features in digital age books: “graphics in new forms and
formats; words and pictures reaching new levels of syn-
ergy; nonlinear or nonsequential organization and format;
multiple layers of meaning from a variety of perspectives;
cognitively, emotionally, and physically interactive formats;
sophisticated presentations; abundant connections; and
unresolved storylines.” ([3], p.295) She analyzed concrete
examples both from texts and illustrations of digital age
books which according to her are examples of these indica-
tors. In the case of illustration, for example, she believed
that in some information books “they adopted design char-
acteristics of digital hypertext, presenting pictures and text
in juxtaposition that required, or at least promoted, a hy-
pertextual approach to thinking and reading.” ([3], p.296)
As another example, in the case of digital age picturebooks
she believed that “varying font size and shapes are exceed-
ingly commonplace — the size of the font along with color
may be used to convey emotions, importance, and direction
... Often, a remarkable synergy is created between words
and pictures. Visual perspectives from numerous points of
view (in the past children’s books used only midrange per-
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spectives) take the young reader on journeys reminiscent
of the movement within video games. Characters exit the
story and speak to the reader. Some take control of writing
the story.” ([3], p.296)

Dresang pointed out that “there were three major
types of changes occurring [in digital age books due to
digital technology]: changing forms and formats, chang-
ing perspectives, and changing boundaries (in subject,
character, and theme).” ([1], p.161) In the case of chang-
ing forms and formats she wrote “books for young readers
that reflect this graphic, interactive awareness bring a new
level of synergy between words and pictures, promote
interaction at a new level of intensity between book and
reader, and often abandon the linear and sequential pro-
gression.” ([1], p.162) In the case of changing perspectives
she wrote “another way in which we see children changing
(or allowed to change) is the way in which they perceive
themselves and others. These children are both emotion-
ally and intellectually open as well as generously inclusive
and accepting of diversity ... When multiple perspectives
occur in a single book, its structure is often altered, with
switches between and among the various voices. This for-
mat is highly interactive as it requires the reader to weave
together the story, to ,fill in the gaps.” But the variety of
perspectives is equally an issue of content because readers
must ,walk in the shoes” of various people, looking at the
same topic from many points of view.” ([1], pp.163-164)
And finally in the case of changing boundaries she wrote
“the Internet has encouraged a culture of constant curios-
ity and investigation among the young. And there is an un-
stoppable flow of information across social, cultural, and
geographic boundaries, in which any person is free to get
or give information on any subject.” ([1], p.165)

Hossernx Sk éeyéé Kozace

To sum up, Dresang claimed that there are three fea-
tures of the digital age (connectivity, interactivity and ac-
cess). These features have reflected in digital age books and
changed them. And finally, children and youth of the Net-
Generation have internalized these features in such a way
that these define their personalities and they prefer books
with such characteristics. It is important to notice that in
creating digital age illustrations there is no need to use dig-
ital technical artifacts. An information illustrated book, for
example, can be produced by traditional tools, but be a dig-
ital age book because of its presenting pictures and text in
juxtaposition that required, or at least promoted, a hyper-
textual approach to thinking and reading. This means that
we are dealing with a socio-technical system rather than a
technical artifact, a system which has its own preferred cog-
nitive abilities, artistic sensitivities and information process-
ing. Having such a socio-technical treatment of digital tech-
nology in mind, what can be said about the originality of
a digital age illustration? It seems that apart from having
the illustrator’s signature, we need a new supplementary
criterion here. Dresang’s three characteristics of digital age
books are not purely descriptive, but have normative force;
she prefers and admires works with such characteristics.
For example, she wrote “interactivity, connectivity, and ac-
cess will continue to be the principal driving forces in the
digital environment that explain innovations in reading and
information resources for youth” ([3], p.298) or “the bot-
tom line of the research in this area is that, given a choice,
many children will select the books that emulate their pref-
erences in dynamic media and that, despite its less linear
and often more sophisticated presentation, they can and
do comprehend what is presented.” ([3], p.299) Due to such
a normative force, the new supplementary criterion for
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originality of digital age illustrations can be defined as the
extent which they manage to accept and internalize three
characteristics of the digital age. This means that by taking
more distance from pre-digital age illustrations, digital age
illustrations become more original. This is also true about
other items in books related either to its form or content,
things like layout, plot, fonts, design etc.

Finally, let us consider the point that digital technol-
ogy (especially the Internet) is a media. This means that
there are some genres, e.g. app books, exclusively belong
to such a media. Many researchers believe that in the age
of the Internet and digital technology abundance “it is like-
ly that—as much of the information formerly provided in
books is now mostly in digital form— formats that can be
easily transported will be (when economically feasible) and
that those that cannot be will remain in print form.” ([3],
p.299) This means that non-digital forms (e.g. print books)
need their own justifying reasons at the age of digital me-
dia. Such a dominance of digital media over non-digital
ones (like print books) has an important consequence for
originality of non-digital books and illustrations. Here we
need a new supplementary criterion, apart from having the
artist’s signature: to the extent that a non-digital book can
take distance from translatable features into digital books,
itis more original. In other words, the criterion of originality
for print books and illustrations at the age of digital media
is to have characteristics which are not expressible in digital
media. Dresang pointed out this when she wrote “certain
print book aesthetics would be difficult (but perhaps not
possible) to emulate in e-book format ... [in The Invention of
Hugo Cabret] each sequence of drawings can itself become
a miniature silent movie if the reader employs a flipbook
technique. This latter feature that requires a physical inter-
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action with the book would not be the same in digital form,
nor would paper-engineered books or picture books of
various shapes and sizes be the same on a handheld digital
device.” ([3], p.298) Originality of books like The Invention
of Hugo Cabret or some other paper engineered books is
due to the fact that by translating them into digital versions
we will miss important and unique features, those that can
only be experienced in print versions.

To conclude, it can be claimed that originality has some-
thing to do with the context. In the context of common
print books, whether using analog or dispensable digital
technology, originality means having the artist’s signature.
In the context of indispensable digital technology, original-
ity means extracting new possibilities from such technology
and taking more distance from print books. In the context
of digital age book (i.e. books with the three characteristics
of connectivity, interactivity and access), originality means
accepting and internalizing these three characteristics. Fi-
nally, in the context of authentic print books at the digital
age, originality means taking more distance from those fea-
tures which are translatable into digital books.
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1. Pojem origindl/originalita v priebehu histérie umenia
Otazka originality puta pozornost vyskumnikov a kritikov uz
dlhy ¢as. Budem sa tomu venovat z pohladu umeleckého
historika a poukdzem na par Uvah z oblasti umeleckej kriti-
ky rovnako ako aj z histérie, ked sa na tému pozriem ako na
komplexnu a vrstvenu a ako na studiu, ktord to v sebe vset-
ko zahfna.

Z etymologického uhla pohladu znamena slovo original
nieco, ¢o je prvé svojho druhu, ¢o nevzniklo na zdklade po-
dobnej prdce, ale je to origindlny kusok, ktory vyrobil jeho
stvoritel’ a je to model, sablona, priklad. Synomonymom
tohto slova je v srbskom jazyku izvorno — nieco, co zacina pri
prameni. Je dobre zname, Ze tento pojem neexistoval po-
¢as antiky a stredoveku, ale vznikol v modernej dobe. Geor-
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gio Vasari napisal Zivoty zndmych maliarov, sochdrov a ar-
chitektov, kde poukazuje na to, Ze Michelangelova umelec-
ka kvalita bola v jeho schopnosti vytvorit kdpiu, ktora je lep-
Sia nez existujuci original. Po renesancii sa zacal robit rozdiel
medzi kdpiou a imitaciou, ¢o charakterizuje urcitd vytizena
formu interpretacie originalu. Odkedy vznikol Duchampov
pisoar prestala sa definovat hotovd jedinecnost/original
umeleckého kusku vo svojej externalite, ale déleZité bolo
jeho pouZitie na zaklade jeho pola pésobenia a interpreta-
cie. Neskor nasledovali dnes uz preskimané otazky o vlast-
nostiach umenia samotného a jeho neustéle novych defini-
cii. Moderna zrusila pozitivny nahlad na képiu, pripisovala
jej negativny vyznam narozdiel od postmoderrny, ktora eli-
minovala poradie priorit a dala kdpii novy vyznam, zasla aj
o kusok dalej prostrednictvom pouZitia pojmu simulacrum
— kdpia bez originalu, t.j. origindlna kdpia. V dobe, v ktorej
teraz Zijeme, nepredstavuje kopia pracu mensej kvality. Ko-
pia sa svojou existenciou vztahuje na original, ktory sa tym-
to sp6sobom spropaguje a identita kopie je zalozend na su-
hlase origindlu. Napokon to je to, ¢o nedovoluje originalu
upadnut do zabudnutia, ¢o historicky a cyklicky doplfia for-
mu interpretacie tohto pojmu (obzrime sa spat na rimske
képie gréckych sbch).

Niektori sucasni autori, vyskumnici a kulturologisti po-
vazuju original/originalitu za zabudnutu kategériu minulos-
ti, ktord neexistovala, ale bola viac vytvorom, ktory vzni-
kol v urcitej historickej chvili a vyvijal sa svojim vlastnym
chodni¢kom. Ak sa na to pozrieme takto, zijeme v dobe ab-
sencie originality. Existuju len napodobeniny a ich neusta-
le premeny. Potreba existencie originalov vSak nevymiz-
la Uplne — pripominaju nam to muzed ako aj ceny original-
nych prac na trhu. Rozmach neoriginalnych prac (imitacie,
képie, repliky...) viedlo k tomu, Ze sa predefinoval a zvazil

Marja Fistic

pojem originality. Masovy zaujem a nadsenie pre képie vy-
tvorili novu tedriu originality, ktora bola potlacend, dokon-
ca zmizla. Otvorili sa rézne diskusie, ktoré sa zaoberali ori-
ginalitou v umeni rovnako ako aj takzvanou krizou originali-
ty. Ak madme na mysli zmenu pojmu original/originalita po-
Cas histdrie, nazov tohtoroéného sympdzia méze poukazat
na minimalne tri veci v pripade, Ze pozorujeme syntagmu
origindlnej ilustrdcie: 1) ilustracia je vytvorend pomocou
pouZitia klasickej techniky bez zdsahu digitdlnej technold-
gie; 2) nieco, ¢o nie je képia, kde by bol original interpre-
tovany v tesnej blizkosti so spomienkou a hodnotenim for-
my vytvarného umenia, tak to by bol jej kult spojeny s re-
aktualizaciou, obnovou, spomienkou, 3) vizudlna komuni-
kacia: samotnd ilustracia, t.j. ndpad ako original. Kult origi-
nalnej ilustracie je polysemanticky pojem, ktory sa hodno-
ti v stlade s interpretaciou. Digitdlny svet predstavuje ne-
ustalu expanziu svojho potencidlu, ktory niekedy nie je v su-
lade so sp6sobom myslenia v danej dobe. Je dolezité najst
nové sposoby ako definovat a hodnotit novy umelecky fe-
nomén, s ktorym sa stretdvame v oblasti ilustracie. MoZnos-
ti, ktoré ponuka svet digitalnych technolégii prinasa auto-
rom nové vyzvy a opat opakovane prinasa vynaliezavé me-
tddy ilustracie literarnych pribehov prostrednictvom zruc-
nosti, ktoré ovladaju.

2. GETO - Originalny majster modernej doby ilustrovania
Pri tom, ¢o sme spomenuli vyssie, sa vyndara otdzka: Mohli
by byt tie isté procesy pozorovania a tvorby origindlneho
kusku v priebehu histérie a dokonca aj dnes aplikované na
oblast ilustrdcie?

llustracia si pocas storoci potichicky a opakovane na-
chadzala svoj vlastny chodnicek na ceste medzi inymi ume-
leckymi smermi. S prichodom tla¢e a potreby ozdobovat
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knihy boli prvi ilustrdtori vaésinou maliari, vytvarni umel-
ci, ktori to robili ako svoju vedlajSiu aktivitu. Rozvoj tlace
vo vsetkych oblastiach (kniha, noviny, plagaty, ¢asopisy...)
prispel k vzniku ilustracie ako separatnej profesii, akou je aj
dnes. Kult originalu by zo SirSieho estetického hladiska zahr-
nal reSpektovanie nie¢oho, ¢o nebolo vytvorené tu a teraz,
ale ¢o vzniklo niekedy skér a zdmerom je aktualizovat a oZi-
vit to. V oblasti ilustracie je prevazne ilustracia vytvorend
pomocou klasickej techniky povazovna za origindl.

Na troch prikladoch prac Bobana Saviéa alias GETA, kto-
ré pochadzaju z réznych obdobi jeho prace, sa pokusim
znazornit moznosti analyzy originalnych ilustracii. GETO
je uznavany ilustrator, ktorého prace maju prominent-
né miesto na sucasnej scéne ilustracii, komiksovych knih
a koncepéného umenia. Vyznamnu reputdciu ma doma
a aj na svetovej scéne a vybudoval si ju hlavne svojimi maj-
strovskymi ilustraciami a analytickymi kresbami, ktoré vy-
tvoril pomocou poutZitia tradi¢nych technik. Geto vybudo-
val komplexné a odlisné diela. Vdaka tomu, ako si rozsiro-
val svoje vzdelanie, svoj umelecky a filozoficky pohlad na
svet, ako pouzival jazyk vytvarného umenia a vdaka jeho
odovzdannosti, vytvoril urcity svet symbolov, emblémoyv,
fantazie. Z biografie tohto umelca mame dojem, Ze talent
vzdy stal v pred poziadavkami danej doby, v ktorej tvoril.
V mladom veku bol prijaty a reSpektovany kolegami a pro-
fesiondlnou verejnostou. Ovplyval neustdlou tendenciou
rozvijat sa dalej, ziskavat vedomosti z réznych oblasti (fi-
lozofia, estetika, psycholdgia, sociolégia) a to mu pomaha-
lo vybalancovat vynaliezavost s atraktivnymi poziadavkami
moderného trhu umenia. Jeho metdda prace je zaloZend
vyhradne na tradi¢nych technikach, ktoré nasledne rozvi-
nul pomocou pouZitia digitdlnej techniky a v stlade s po-
Ziadavkami klientov.

Marja Fistii

Aj v skorej faze jeho kreativnej prace v roku 1994, ked'
vytvoril ilustracie pre roman od Ljiljany Praizovi¢ovej Kne-
Zevic i severni vetar (Mlady pan a severny vietor), dodal ilu-
stracie, ktoré pripominali vytvarné umenie z konca 19-teho
storocia. Vytvoril ich pomocou pouZitia techniky scratchbo-
ard: ku klasickym metédam (pero a tus) pridal prvok bielych
Ciar vytvorenych ¢mdranim na povrch pokryty tuSom. Tym-
to spésobom vytvoril ilustracie, ktoré na nas pdsobia ako
technika drevorytu a rytia, ktord s podobd Direrovej grafi-
ke ¢i vyrazu Dorého. Pri kazdej metdde vytazil z jej moznos-
ti maximum a vysledkom toho bolo kompaktné, velké a jed-
notné umelecké dielo. Fantastické prvky (monstrudzne pla-
zy, armdada smiednych tvorov, vtaky s kridlami, ktoré pripo-
minaju kovové Cepele) tieZ pripominaju gotickd Stylizaciu.
Mlady pan je hlavnd postava romanu a je zndzorneny na la-
vej strane, kym vSetky ostatné postavy ukazuju svojimi ges-
tami na neho. Dolezitost kompozice je zvyraznend prostred-
nictvom opakujucich sa prvkov vytvarného umenia (oste-
py, chvosty monstrd, jazyky...), ktoré si nasmerované sme-
rom k postave hrdinu a tomu sa, aj ked' nie je v strede kom-
pozicie, venuje dominantna pozornost. Napéatie v kompozi-
cii je vytvorené skombinovanim kontrastov svetla a tmy. Vy-
uzita je cela skala od tmavociernej az po Cistu bielu. Velmi
dolezitu ulohu maju v tomto vytvarnom rozpravani symboly
dobra a zla, ktoré su vizualne komplexné, komplexne inter-
pretované ako aj neustdly vnutorny boj o zachovanie hod-
not. Umelec si vybera, ako nakresli biele stopy vychadzaju-
ce z tmy, ¢o vytvara priestorovu dimenziu obrazku. Boj sa
odohrava pod kridlami orla, jeho telo oddeluje oblohu od
zeme, svetlo od tmy, dobro od zla. Vtak s kridlami z noZov,
ktorého orol nesie prec, symbolizuje porazené zlo. Tym, Ze
Geto pouzil rozdielne sp6soby pri oddeleni textury, vytvo-
ril priestorové Struktury, dynamiku formy a rézne simultan-
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ne pohyby. Tym, Ze pouZil symboly, vizualne alegdrie a em-
blémy, vytvoril origindlnu kompoziciu, ktord ndm pripomi-
na prace starych majstrov. Takto sa zachovavaju zékladné
tradicné umelecké rieSenia vyvoldvajuce dramatické bitky
(kresba, forma a kompozicia) a drZia sa pri Zivote vo svete
digitalnej techniky. Pri praci na vytvarnom umeleckom zov-
najsku ilustracie umelec nezabuda na to, Ze mdze byt pou-
Zitd aj v inych oblastiach umeleckej prace. V sucasnej praxi
to niekedy vedie k tomu, Ze je pri vybere techniky autoro-
vi dana podmienka, podla provizie. Zapletka romanu Mia-
dy pdn a severny vietor nam pripomina legendarnych hrdi-
nov a knihy z 19-teho storocia, ktoré obsahovali ilustracie
vytvorené technikami, ktoré patria pod takzvané vytvarné
umelecké grafiky (vacsinou drevoryt a lytografie). Samot-
na téma a Ucel ilustracie vedu umelca k tomu, aby si vybral
techniku prace a technolégiu, ktord by najvhodnesie vyjad-
rila myslienku, s ktorou pracuje.

llustracie z knihy Jonathana Livingstona Cajka od Richar-
da Bacha budu vystavené na tohtoroénom Bienale ilustra-
cii Bratislava. GETO tieZ vytvoril ilustracie pomocou pouZi-
tia tradi¢nych technik (skombinovanim ceruzky, pera, tusu,
kresliaceho pera, akvarelu) bez Ziadneho digitalneho zasa-
hu. Su to zriedkavé priklady, kde v podstate aktivne, drama-
tické, povedzme psychologické terény vyplyvaju zo zaplet-
ky knihy. Ak by si umelec ndhodou vybral antropomorfic-
ki prezentaciu ¢ajky, stratila by sa filozofickd dimenzia pri-
behu. Ak sa Citatel ponori do textu, mohol by prostrednic-
tvom portrétov a krajiny intuitivne citit vizualne vytvoreny
pribeh. Niektoré ilustracie boli vytvorené z Casti, ktoré sa
rozplynu, kym iné prostrednictvom asocidce zasa nadobud-
nu formu ludského mozgu ¢i vajcového embrya. Vizudlny
repertodr v sebe nesie symboliku samotného pribehu: fazy,
cez ktoré si romanovy protagonista presiel, jeho vnutorny

Marja Fistic

boj, duchovny rast. Tieto ilustracie nekomunikuju s Citate-
[om na racionalnej Urovni, ale viac symbolicky a intuitivne,
to znamen3, Ze hovoria tak, aby bolo pochopené to, ¢o Geto
nazyva odhalenim, ktoré sa vyvija v fudskej dusi. V tychto
prikladoch je to dusa umelca, ktora je nositelom schopnosti
a nahladu, ktory nepotlaca impulzivitu. Pri pouzivani tradic-
nych technik, ktoré sa mozu povaZovat za original v zmys-
le tradi¢nej technoldgie, je to aj myslienka psychologickych
terénov, ktora je tieZ reprezentovana origindlnym vyberom,
ak by sme na neho pozerali ako na vynachadzavy, nekon-
vencny spbsob ilustrovania pribehov pre mladez.

SkorSie a neskorSie obdobie posmoderny oslavova-
lo technolégiu, ¢im zdérazrfiovalo absenciu fudského ¢inu
v umeleckej tvorbe a predpovedalo dehumanizaciu metéd
tvorby do blizkej budicnosti. Jedna z charakteristik nového
veku je aj tendencia smerom k imitovaniu tradi¢nych tech-
nik prostrednictvom pocitacového softvéru ¢i mobilnej apli-
kacie. Softvérové programy (ako Photoshop) obsahuju filter
a vizualnu formu a méZu obrazok upravit do réznych ume-
leckych stylov: impresionizmus, kubizmus, artpop a jedine
umelecky znalec dokaze povedat, i i$lo o softvérovd simu-
laciu. Prostrednictvom malych zdsahov méze dnesny au-
tor zamaskovat digitdlnu Upravu a vytvorit dojem original-
nej prace. Tieto moZnosti ddvaju priestor pre nedostatocne
zruénych autorov, ktori pouzivaju efekty bez toho, aby ob-
jektivne poznali svoje moznosti. Mnoho skusenych ilustra-
torov podporuje tento typ programov a hovoria, Ze vysled-
ny vzhlad je taky, akoby pouZili origindlne metddy. Aj tak,
cielom by nemalo byt nie¢o napodobriovat. Zda sa, Ze digi-
talna kvalita sa merd tym, ako dobre aktudlna technika na-
podobriuje. Treba konstatovat, Ze existuju mnohi autori, pre
ktorych je hmatatelnd strdnka vytvarného umenia stale jed-
na z najdolezitejsich veci.
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Pri tvorbe scénografie pre film VraZda v katedrdle
(2019) GETO skombinoval tradi¢né a digitalne metddy, po-
uzil akvarelovud techniku novym spésobom. Neopakova-
telnost tvorby nie je nikde tak dolezita ako pri tejto tech-
nike. Farebny efekt vytvoreny pouZitim klasickych vytvar-
nych technik a ich premiestnenie do digitdlnej kompozi-
cie predstavuje manualnu pracu v tvorivom procese. Ume-
lec pouziva akvarelovu techniku ako novy nastroj pre vy-
tvarné umelecké prvky ilustracie. Sposob, akym ich ume-
lec transformuje a aplikuje digitalnou technikou vedie k za-
pamataniu si, reaktualizacii tradi¢nych technik a ich zacho-
vaniu. Tento proces dava pocitacovému svetu Zivot, to zna-
mena, Ze ho robi ludskejSim. PresnejSie povedané, umelec
nekond v rdmci predpisanych algorytmickych pravidiel, ale
radsej si sam stanovuje Standardy, nové poZiadavky tak, Ze
manipuluje s vlastnostami softéru, aby realizoval original-
ny napad. Niektori umelci sa riadia naprogramovanymi al-
gorytmami, ktoré ich tak obmedzuju a stanovuju im hrani-
ce pri ich kreativnej préci. Oproti tomu GETOv spdsob ilu-
strovania zavadza premenu pojmu originalita, prindsa ju
blizSie k abstraktnému svetu myslienok. Pouzivanie starej
techniky akvarelu v digitdlnom umeni ilustrovania vyjad-
ruje kvalitativnu moc manudlnej prace a takto umelcova
osobnost stale dodava umeleckej tvorbe originalnu kvalitu.
Implementuje tradicné metddy a vedomosti zo stcasnej vi-
zuadlnej kultury a tak GETO urcuje nové umelecké Standar-
dy, ktoré koreSponduju s najlepsim vysledkom svojho dru-
hu vo svete filmu.

Tieto umelecké cinnosti ukazuju, Ze technoldgia nie
je schopna Uplne vyjadrit autorove myslienky, nie to este
komplexnd artikuldciu medzi myslienkou a kresbou. Ak
nadviaZzeme na pouZivanie metdd v minulosti, idedlnym vy-
sledkom technologického pokroku by bolo vytvorenie nové-

Marja Fistii

ho nastroja vytvarného umenia prostrednictvom digitalnej
techniky. Ak sa zamyslime nad tymito procesmi pozitivne,
znamenalo by to, Ze namiesto imitovania klasickych technik
by autori mohli ovladat nové, originalne idiomatické spoje-
nia vytvarného umenia s pévodnymi vlastnostami digital-
nych technolégii.

3. Zaver
Je otazne, ¢i kategodria origindlu, ktory chapeme ako nie-
¢o, ¢o bolo vytvorené ako prvé, moze byt aplikovana v ob-
lasti ilustracie, ktora ako jedinad svojho druhu v sebe zahft-
fna mnozenie a reprodukciu. llustracia sama o sebe nema
charakteristicku zvlastnost aury, o ktorej pisal Walter Ben-
jamin a ani typ originality, ktory stanovuje moderna doba.
Podstatnd hodnota ilustracie je vztah medzi textom — vi-
zudlnym umelcom - citatelom. Pri tvorbe ilustracie ume-
lec pocita s jej dalSou reprodukciou. Az ked' je praca vytla-
¢end, moze sa povazovat za skuto€nu ilustraciu. Ak to vi-
dime v tomto svetle, ilustracia je pre Citatela prostrednic-
tvom svojej képie v knihe i ¢asopise — originalom. V pripa-
de plne digitalizovanych knih straca cely koncept originality
svoju esenciu, pretoze zakony materidlneho sveta vo virtu-
alnej sfére neplatia. Originalita tak, ako sme ju definovali na
zaciatku, moze byt aplikovand v materialnom svete, ale nie
v kybernetickom. V kone¢nom désledku by bola originalna
digitdlna ilustracia synonymom originalnej ilustracie.
Pravdepodobne by bolo najlepsie volat originalnu ilu-
straciu, ktora je vyrobena tradicnymi technikami, Sablénou
vytvarného umenia a azZ po jej zahrnuti do tlaceného kon-
textu literdrneho rozprdvania by sme ju nazvali ilustraciou,
pracou samostatnej discipliny vytvarného umenia, ako to
dnes vidime na umeleckej scéne. Ak to mame na mysli, vy-
zera to tak, Ze Sablona nema taku kvalitativnu a kvantitativ-
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nu hodnotu — s vynimkou pre autorov a umeleckych histo-
rikov. Pre Citatela konkrétnej literarnej prace zanecha taka-
to Sabldna vytvarného umenia, ktord je vynata z literarne-
ho kontextu, dojem z nie¢oho nedokonceného, z niecoho,
¢o nie je celé. Vynimkami su bibliografické publikacie, ale-
bo zriedkavé unikatne képie knih v style iluminovanych ma-
nuskriptov. Ked zhrnieme to, ¢o bolo povedané, rad by som
sa pozrel spat na podtitul eseje: GETO — originalny majster
modernej doby ilustrovania. Na prikladoch Getovej prace
ako celku dospejeme k zaveru, Ze ak je umelec majstrom
svojho remesla, klasické a digitdlne techniky nestoja pro-
ti sebe, ale su nastrojmi, ktoré mozu v presnom a fahkom
stizvuku vytvorit vizudlnu symféniu. Originalita origindl-
nej prace vznika jej hmatatelnostou a osobnymi kvalitami
umelca, pricom metddy a technické spracovanie stoja v po-

Marjia Ristic

zadi. Vyzera to tak, Ze sa aj napriek tlaku zasobovat masy
a zaplave vsetkych druhov umeleckych obsahov vraciame
naspat k antickej forme pohladu na tvorbu umeleckého
diela. Ak zvdZime, Ze ilustracia je vdaka svojmu Ucelu za-
radena do kategdrie umelecko-priemyselného umenia, je
prirodezené uvedomit si, Ze remeslo je esencia tvorby ori-
ginalnej ilustracie. Vystupit mimo ramec obycajnych ume-
leckych zrucnosti, ktoré sa charakterizuju ako umenie, do-
stat sa ku konceptu vytvarného umenia prostrednictvom
realizacie esencie jeho bytia znamena priviest umenie do
nebezpecenstva, v ktorom by stratilo svoj vlastny vyznam,
ak zo seba vyluci prvok remesla. V oblasti ilustracie urci-
te nestaci ovladat remeslo, aby bola ilustracia povazovana
za origindlne dielo, ale je to nepopieratelne conditio sine
qua non.
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. Senka Vlahovié
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Serbra

Original illustration or a series of zeros and ones?
Cult of the original illustration in the world of digital technology

She engages in design and illustration of books and theory of il-
lustration, as well as in photography, painting, video art, experimen-
ting with various artistic media and fields of their application. She
graduated in Applied Photography (2007) and specialized in Book II-
lustration (2011) at the Higher Education Technical School of Profes-
sional Studies in Novi Sad. She finished her Master’s degree at the
Academy of Arts in Belgrade (2015) on the subject of Video-illustra-
tion. She is the founder, director and jury member of the Book il-
lustration festival ,BookILL Fest” in Novi Sad, Serbia. She published
five books: ,0On illustrating poetry books: history, theory, practice’,
LVIDEO-ILLUSTRATION OF A BOOK: A New View on the Illustration
and Image-Building of a Book in Public” (AWARD for the best book
in the category of theory of visual communications at the 60th Inter-
national Book Fair in Belgrade in 2015), ,,ILLUSTRATION SPEAKS ALL

LANGUAGES: Awards of the Book lllustration Festival BookILL fest
2012-2017% , Rooted in the sky: lyrical prose and photo-illustrati-
ons“ and ,,From Illumination to the Video-Illustration of a Book: A
New Perspective on lllustration and Creating the Image of a Book
in Public”. She was jury member of Biennial of illustration Bratislava
2017. She is jury member for the Award for the most beautiful book
,Zaharije Orfelin” by Novi Sad Fair, Serbia. She disigned or illustrated
covers for over 400 books published by Banat Cultural Centre in Novo
MiloSevo where she works as art director. She had 26 solo exibitions
and many group exibitons in Serbia and abroad.

The emergence of digital technologies, new forms of inter-
net communication, the massive use of computers in the
creation of artworks, especially in the graphics industry, the
laws of the market, global society, creative economies, the
gradual deletion of boundaries between fine and popular
art, are all factors that have significantly influenced the
issue of the original illustration. What is the original illus-
tration? What is its value? What is its future? Why are we
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discussing the cult of the original illustration? Should the
original not be implied, or have the said circumstances and
context affected it to become a cult thing, rather than an
ordinary and everyday thing? Or is it no longer implied that
every illustration is an original?

It is necessary to add that we are not thinking of origi-
nality in the sense of artistic authenticity and unrepeatabil-

Senka V Yathowrs

ity, but of the original copy of an art piece as opposed to re-
productions and multiplied printed copies or prints. When
we speak of the original illustration, we have in mind an
illustration that was created without the use of a compu-
ter and other types of technical devices. In other words, in
case of a product of traditional graphic art techniques, that
it has been signed and numbered. Digital inkjet prints that

Aleksa Jovanovic (Serbia), digital illustration
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we have today can also be signed and numbered, but the
question arises as to how we are to treat them, as originals
or not? In any case not in the same manner as we treat the
ones mentioned previously. Another question is: are they
equally worth?

The massive use of computers in the creation of not
only illustrations, but also other visual artwork, the use of
graphic boards, various programs, the combination of mul-
tiple images, photographs, scanned images and digitally
processed drawings and the like, has resulted in the fact
that the majority of illustrations nowadays are produced
in this way, and not exclusively by hand, on paper, canvas,
without the use of a machine, i.e. computer and additional
digital equipment, and ultimately the printers themselves
or screens, that make it possible for us to view those images
as consumers.

[llustration is a product of applied art, but it is increas-
ingly being appreciated and equated with the works of fine
art. We are able to see illustrations in books, magazines,
on screens, billboards, products, etc., but also in galleries,
where they exist entirely independently, not as products of
applied art, but as sovereign and autonomous works of art,
most often based on telling a story (Heller, Arisman, 2006:
Xix).

Itis precisely the pure essence of the original illustration
that can be consumed exclusively in exhibition spaces and
galleries, where the original illustration as such can be seen,
unless the artist is a colleague or friend of ours and we have
access to his studio or to the archives of a museum, library
or collector. The moment when an illustration is incorporat-
ed into a book, a magazine, any type of graphics product or
screen display, we no longer have the experience of viewing
an original illustration, but its reproduction. A reproduction,

Senka Vlahowis

Aleksa Gaji¢ (Serbia), original illustration, combined technique on paper

Bojana Dimitrovski (Serbia/Slovenia), original illustration, watercolour
on paper

no matter how faithful, and it is often not faithful enough,
does not possess the specific charm and aura as the origi-
nal illustration produced by hand. A reproduction depends
on the scanner, camera, the quality of print, paper, design,
context, printing format, and all those factors significantly
affect how we will then experience this illustration. Some-
times these factors can work in favour and sometimes they
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are at the expense of the illustration. There are times when
it looks better in the original, but there are also times when
it is the other way around.

It also happens that the authors of the original and
hand-produced illustrations, i.e. of illustrations created
without the use of digital equipment, when they finish their
work and when it is supposed to be reproduced in books
and other graphic products, scan their work and process it
on the computer themselves, correcting colours, contrasts,
clearing smudges, making corrections of the things they do
not like, various details, etc., which results in a somewhat
modified artwork being sent for reproduction. This is the
choice of the author himself, and the question of his work
process, but it does affect the very end result. Can this then
be called the same illustration?

We can view illustrations that were created as products
of traditional graphic art techniques (works produced by
printing off the original handmade matrices made out of
wood, metal, stone, linoleum, etc.), and signed and num-
bered by the author, separately. These illustrations, just
as the above-mentioned original illustrations, also have a
kind of unrepeatability and uniqueness. They are printed
in a limited number of numbered prints, and the qual-
ity and objective value are determined by the circulation
and sometimes the serial number of the prints (Grozdanic,
2007: 237).

Photography in the function of illustration, i.e. photo-
illustration, whose analogue aspect is nowadays a subject
only amongst the biggest enthusiasts and aficionados,
while digital technology has taken its primacy, represents
yet another separate topic. Then again, numerous manipu-
lations of photography make it possible for us today to have
photomontages bordering on digital images, processed to

Senka Vlahovic

Nikolina Petolas (Croatia), digital photo-illustration

such an extent that they are reminiscent of paintings and
as such have a function of illustration. The truth is that their
original copies are in fact an infinite number of zeros and
ones.

Zeros and ones, stored on hard drives, represent a
unique form of “originals” of digital illustrations, created ex-
clusively on a computer or with the use of graphic boards,
digital cameras, scanners and computer programs. Some-
times illustrators draw sketches or drawings on paper, scan
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them and create and colour digital illustrations based on
them. Although, today, there is a growing number of those
who handed their trust entirely over to digital technology
and who store all products of their creation and spirit in
imaginary sequences of zeros and ones. This has certainly
been affected by market demands, the speed of work, the
ease of work, the monitoring of trends, the effects that can
be achieved, the use of photographs as templates, and the
like.

Digitally created illustrations can most precisely and
most accurately be viewed on a screen. But screen displays
differ amongst themselves. Printers that print them differ
as well. The shade and type of paper also have an effect.
There are a lot of factors, so we cannot help but wonder
where it is possible to view this virtual original most faith-
fully represented. Maybe solely on the screen of the illus-
trator himself. And even the eye of every human being is
different, which causes even original illustrations to differ in
the perception of each person, but these nuances are nev-
ertheless largely negligible.

The prints of digital illustrations can also be signed by
the author and numbered. The author selects a printer and
a trusted printing company, which will provide the genu-
ine shades of his work. Perhaps this is the most authentic
representation of the printed digital illustration, when the
author himself is satisfied with the print. But, in situations
when we have the printing of, for instance, an illustrated
book, the illustrator surrenders real control and trusts the
publisher to hire a quality printing company.

A question of market values of the original and the
prints can be posed here, of abuses concerning the number
of prints, and the like. Digital technology has challenged the
problem of authorship in various ways.

Senka Vlahowis

Two striking examples related to this topic will be men-
tioned: The Biennial of Illustration in Bratislava and the
Book Illustration Festival “BookILL Fest” in Serbia.

The Biennial of Illustration in Bratislava has, in the last
half a century, from its very establishment, dealt exclusively
with the exhibition of original illustrations and this is one
of its specificities. When we look at the Biennial exhibitions
in the 21 century, we can see that today, half a century
later, a very small number of illustrations represents the ac-
tual originals. The largest number of authors create illustra-
tions by digital means. Still, if one had the opportunity to
view, at one of the Biennials, the original illustrations and
to see how they look when they are reproduced in books,
one would notice an enormous difference. Sometimes the
originals are far more noticeable, larger in format and leave
a stronger impression, while in books they are smaller in
size, limited by design and text, and acquire a completely
different appearance and context than when they are in
a gallery. Or when, side by side, in a gallery, we are able
to view the prints in relation to the original illustrations, it
appears that in digital illustrations there is a lack of genu-
ineness, spontaneity, warmth and aura of an artwork. And
again, this cannot make an original illustration more valu-
able in the artistic and aesthetic sense, than the one that
was created by computer and printed. It is interesting that,
in Japan, following each Biennial in Bratislava, an exhibition
of the originals of the awarded illustrations is organized,
where the organizers insist that the exhibited illustrations
be originals. This is often not the case when it comes to the
exhibitions of the Biennial in numerous other countries of
the world, where it is exclusively the prints that are exhib-
ited. It is also important to note that it is the authors who
submit the digital illustration prints to the Biennial, and that
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the authors are the final judges of whether their digital art
piece is adequately printed for the exhibition.

On the other hand, the far younger, eight-year old Book
Illustration Festival “BookILL Fest” in Serbia, accepts works
exclusively through the Internet, the works are judged in a
digital format and all works for the exhibition are printed
by the organizers as intermediaries. So, the ultimate arbiter
of how the illustrations will look is the organizer himself.
This manner of exhibition erases the differences between
the original and the print. The technique is the only thing
that differs, and it can only be ascertained whether some-
thing was created by using a traditional or digital technique.
Likewise, the experience is lost in relation to the format,
the background on which the original artwork was created,
the texture and similar elements. But, what is gained is the
speed and ease of communication, organization and trans-
mission of a visual message. On the other hand, as the ma-
jority of illustrations were created by digital means, only a
handful of works are actually robbed of the opportunity for
the audience to experience them in all their authenticity by
this manner of exhibiting.

These two examples are located at the tip of the iceberg
when it comes to the problem of the originals and digital
prints in the field of illustration in the contemporary world,
because it is precisely at big international exhibitions that
the cross-section of the current illustration production can
be seen.

We can see that the problems related to original il-
lustrations and those that were created digitally are very
complex. We are left to wonder what the future holds for
illustrations, which are increasingly being created on com-
puters, but also what the future holds for art itself or for the
printing industry, and ultimately what the future of the ma-

Senka Vbatonis

terial world is in relation to the virtual. Where is the bound-
ary that humanity should not cross, is the virtual world a
threat or an advantage? Will all illustrations in the future
be on screens? Does this even matter, or is the most impor-
tant thing that communication through art is realized? But,
this communication also depends on the context, medium,
format, numerous factors. Is the generation of millennials,
i.e. those who grew up with digital technology and the In-
ternet, actually more accustomed to the screen, than to the
printed, tangible book or picture in a gallery?

It is my personal belief that man, as nevertheless a part
of the material world, possesses an essential and natural
need for everything that belongs to that world. But he is
also a spiritual being, and spiritual messages are transmit-
ted in other ways as well, through images, sounds, words,
intangible formats, which are quite well and easily trans-
mitted digitally. Worldwide museums are, despite virtual
reality, full and everyone still wants to see the Mona Lisa
or Klimt’s Kiss. Technology has advanced and changed, but
what truly drives the human spirit has always had that ef-
fect, though the centuries, and that is why it represents a
work of lasting value. Original illustrations will, in the fu-
ture, in the least, survive as a cult thing and their value can
only grow, along with the required aesthetic value. Digitally
created illustrations, as strings of zeros and ones, in their
screen-adapted and printed forms, are just a new format
for the transmission of those universal and lasting values
and messages that humanity has carried through art for
centuries.
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