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Uvodné slovo

Grafika ako pojem vyrazne rezonuje v kazdodennej realite. Aka je vSak
suicasna volnd grafika? Aké je postavenie tohto umeleckého druhu v ak-
tualnom umeni. Je grafika periférnym médiom? Ako sa da dnes grafika
zadefinovat? Tieto a mnohé dalsie otazky boli impulzom, ktory nés podnietil
k zorganizovaniu dvojdnovej medzinarodnej konferencie, ktora v troch
prednaskovych blokoch priniesla prehlad tvorby umelcov z troch stredoe-
urépskych krajin — Ceska, Polska a Slovenska.

Vznik konferencie nebol nahodny. Myslienka vytvorenia priestoru pre
verejnu diskusiu sa objavila uz skor. Prvym podnetom bol projekt KEGA pod
ndzvom Transmedidlny priestor grafiky, asimildcia vs. original (2008-20T11,
autor projektu: Igor Benca), ktorého sme spolu s kolegami boli aktivnou
sticastou. Cielom tohto projektu bolo mapovanie tvorby na katedre grafiky
FVU AU v BB a katedry grafiky VSVU v Bratislave. Dal&im vyraznym im-
pulzom bola ucast na konferencii Intergrafia v polskych Katowiciach, kde
sme spolu s Igorom Bencom a Rébertom Makarom v prednaske ponukli
suicasny pohlad na problematiku matrice. Prispevok, ktory sme odpre-
zentovali otvoril diskusiu o zadefinovani a postaveni sicasnej grafiky. Po
tejto skusenosti sme si uvedomili délezitost odbornej diskusie v oblasti
grafiky. Okrem tychto impulzov to boli mnohé rozhovory medzi kolegami

o stave aktualnej tvorby a postaveni grafiky v aktualnom umeni, ktoré nas
nastartovali k rozhodnutiu zorganizovat medzinarodnu konferenciu. Témou
uvodného roc¢nika konferencie bola Diverzita.

Hlavnym cielom konferencie bolo vytvorit priestor - platformu pre diskusiu
o otazkach smerovania grafickej tvorby, prezentovat modely, metddy a pri-
stupy na umeleckych vysokych skolach, ako aj pontknut priestor na prezen-



Foreword

Graphics as a term is a frequented word in our everyday lives. But what

is the current free graphics like? What is the position of this artistic kind
in the current art? Is graphics a peripheral medium? How can we define
graphics today? These and many other questions were an impulse that en-
couraged us to organize a two-day international conference that provided
insight into the creation of artists from three Central European countries -
Czech Republic, Poland and Slovakia in three lecture blocks.

The conference was not created accidentally. The idea of creating space for
public debate appeared earlier. The first initiative was the KEGA project
called Transmedial space of graphics, assimilation vs. original (2008-2011,
project author: Igor Benca), in which we took active part with our col-
leagues. The aim of this project was to map the art work at the Department
of Graphic Arts of the Faculty of Fine Arts, Academy of Arts in Banska
Bystrica and the Department of Printmaking and Other media of the Acad-
emy of Fine Arts and Design in Bratislava. Another significant impulse was
the participation in the Intergrafia conference in Katowice, Poland, where
together with Igor Benca and Robert Makar we offered a contemporary
look at the issue of Matrix in a lecture. The contribution we presented has
opened a discussion on defining and positioning contemporary graphics.
After this experience, we realized the importance of professional discus-
sion in the field of graphics. In addition to these impulses, there have been
numerous conversations between colleagues about the current state of
production and the position of graphics within contemporary art, which
brought us to the decision to organize an international conference. The
theme of the introductory conference was Diversity.



taciu tvorby umelcov zdomova a zo zahranicia. To otvara aj rovinu lokalnej
roéznorodosti prostredia, v ktorom umelci tvoria. Cielom bolo aj rozsirenie
a konfrontacia poznatkov v oblasti grafickej tvorby a stratégii v kontexte
stredoeurdpskeho priestoru a vzajomnom prepojeni na celosvetovu tvorbu.
Nazov konferencie AKU.PRESSURA je slovnou hrou (AKU - skratka Aka-
démie umeni, PRESS - tlak, nutny pri tladeni tradi¢nej grafiky) a zaroven

aj metaforou. Grafiku chapeme ako zivé médium a z tohto pohladu je aku.
pressura vhodnym pomenovanim pre mapovanie a ,masirovanie” vybra-
nych bodov, ¢i skor tém a oblasti volnej grafiky, ktoré chceme stimulovat...

Prvy ro¢nik konferencie naplnil ocakavania. Pozitivna spatna vazba pred-
nasajucich a ucastnikov st impulzom do budicna. Ambiciou je pravidelne
averejne sprostredkovat aktualne informacie o diani, trendoch aim-
pulzoch v tvorbe na poli grafiky. Verime, ze do budicna sa podari v tomto
trende pokracovat, ¢im by sa v umeni podarilo otvorit priestor pre odbor-
nu diskusiu na tému grafiky, ktory na Slovensku zatial chyba.

V zavere by som rad podakoval Fondu na podporu umenia za poskytnutie
financnej podpory, bez ktorej by realizacia konferencie nebola mozna.

Patrik Sevé&ik

organizdtor



The main objective of the conference was to create a platform for dis-
cussion on the issues of direction of graphic creation, to present models,
methods and approaches at arts universities, as well as to offer a space for
presentation of works by artists from home and abroad. This also opens
up the level of local diversity of the environment in which artists create.
The aim was to extend and confront the knowledge in the area of graphic
production and strategies in the context of the Central European space and
to interconnect with world-class production.

The title of the conference AKU.PRESSURA (Aku.pressure) is a play of
words (AKU - the acronym for the Academy of Arts, PRESS - the pressure
needed to print traditional graphics) and also a metaphor. We understand
graphics as aliving medium, and from this point of view, Aku.pressira

is a suitable name for mapping and ,massaging“ selected points or rather
themes and areas of free graphics that we want to use to stimulate...

The first year of the conference met the expectations. Positive feedback
from lecturers and participants is an impulse for the future. The ambi-
tion is to regularly and publicly communicate current information about
events, trends and impulses in graphic art. We believe that this trend will
continue in the future and this will allow us to open up space for a profes-
sional discussion on graphics, which is still absent in Slovakia.

Finally,I would like to thank the Slovak Arts Council for providing finan-

cial support without which the conference would not have been possible.

Patrik Sevéik

organizer



Patrik Sevéik

Dariusz Gajewski

Marek Sibinsky,

Dariusz Gajewski




Andrea Uvacikova

Igor Benca

Svatopluk Mikyta

aZuzana Bodnarova




Zbynék Janacek, Marek Sibinsky

Katarzyna Winczek, Zbynék Janacek

Ilva Krupicova



Rébert Makar

Igor Benca




Zbynék Janacek
Marek Sibinsky

Promeny vizuality

(SWO a1SSO - Ostrava 1997-2018)

Centrum serigrafie Ostravskeé univerzity
a Serigrafie Workshop Ostrava

Od pocatku existence studia oboru Vytvarna tvorba a pozdéji Volna
grafika, Grafika, tedy obecné grafiky, tj. od pol. 90 let, byla na Ostravské
univerzité mimoradna pozornost vénovana vybudovani a rozvoji pracovi-
§té serigrafie, sitotisku, jeZ vyustila v zalozeni Centra serigrafie (dale CS)
ujehoz zrodu stdli prof. Eduard Ovéacek, ak. mal. a prof. Zbynék Janacek.
(Na katedre vytvarné tvorby Pedagogické fakulty Ostravské univerzity
byla v letech 1994 -1995 vybudovana pomoci grantu Ministerstva Skolstvi
CR a za §t&dré podpory sponzort dobie vybavena a funguijici serigraficka
dilna). K tomu prof. E. Ovéadek konstatuje: ,Fenomén serigrafie ve vytvar-
ném provozu v nasi zemi nebyl vzdy tak frekventovanym pojmem, jako je
tomu v soucasné dobé. Vzpominam si na nesmélé pocatky aktivit umélec-
ké serigrafie v Sedesatych letech, kdy technika serigrafie byla tak trochu
dobrodruzstvim spojenym se shanénim materialnich potreb a prostoro-
vych moznosti, pro sitotisk nezbytné nutnych. Tehdy vzniklo dnes jiz témér
neznamé, trochu pejorativni oznaceni pro serigrafii: ,garazovy tisk”. Je ale
pravdou, ze aktivity spojené se sitotiskem se obvykle realizovaly na pra-
podivnych mistech. Divody byly technické, nebot technologie sitotisku
hodné souvisela s chemii, a ta zase pochopitelné s neprijemnym zapachem.
Dale zde hréla rolii politicka situace a vlada jedné strany, ktera jakékoliv
rozmnozovaci techniky tisku musela mit pod dozorem. Obrovskym povzbu-
zenim byla prezentace serigrafii Andy Warhola, které se poprvé v Evropé
objevily na kasselskych vystavach Documenta 3 (1964) a Documenta 4
(1968). Odrazovym mistkem pro &esky sitotisk, jak se zd4, byla situace po
2. svétové valce, a to diky americkym vojakim, ktefi svou bojovou techniku



Zbynék Janacek
Marek Sibinsky

Visuality changes

(SWO and ISSO - Ostrava 199%7-2018)

Center of serigraphy of the University of Ostrava
and Serigraphy Workshop Ostrava

From the beginning of the existence of the study field of Fine Arts
and later of Free Graphics, Graphics, generally graphics, i.e. from mid the
90's, the University of Ostrava paid special attention to building and devel-
oping a workplace of serigraphy, screen printing. It resulted in the estab-
lishment of the Center of Serigraphy (CS) under the guidance of prof. Edu-
ard Ovéacek and prof Zbynék Janadek. (The Department of Fine Arts at the
Pedagogical Faculty of the University of Ostrava built a well-equipped and
working serigraphy workshop with a grant from the Ministry of Education
of the Czech Republic and other sponsors in the years 1994-1995). Prof. E.
Ovcacek states: "The phenomenon of serigraphy in the visual arts in our
country has not always been so frequent as it is at present. I remember the
impetuous beginnings of art serigraphy activities in the 1960s, when se-
rigraphy was a bit of an adventure of gathering material needs and spatial
possibilities which are absolutely necessary for screen. That was also the
time when the now almost unknown pejorative term for serigraphy was
created: "garage print". It is true, however, that the screen printing activi-
ties were usually carried out in strange places. The reasons were technical,
since screen printing technology was very much related to chemistry, and
of course, with an unpleasant odor. In addition, the political situation and
the government of one party played a part in the role of any reproduction
printing technique. An enormous encouragement was the presentation
of Andy Warhol's serigraphs, which first appeared in Europe at the Kassel
exhibitions Documenta 3 (1964) and Documenta 4 (1968). A turning point
for Czech screen printing seems to have been the situation after the Second



popisovali pomoci sitotisku a mnozi nasi lidé se poucili. Povale¢na inspirace
zasahla spiSe uzitkovou ¢ast vytvarného umeéni a technickou sféru, textil,
keramiku, reklamu a spotrebni zbozi, kde se vyuzival pozdéji tzv. tamponovy
tisk. (Pozn: Eduard Ovdéacek v textu k vystavé ,Situace stitotisku“ Galerie
Sokolska 26, Ostrava, 2018)

CS pakjako jednu z aktivit, vedle badatelské, predevsim pak sbirkové

a servisni ¢innosti, pripravilo nékolik roénikl sympdzii pod nazvem Serig-
rafie workshop Ostrava (ddle SWO). Od roku 1997, kdy probé&hl prvni rog¢-
nik, pak v letech 1998-2001 SWO pokracoval dalsimi rocniky, zpravidla na
prelomu srpna a zari, az se konecné Cislo zastavilo v roce 2001 na ¢islovce
pét. Organizace v8ech ro¢nikl byla vlastné velmi podobna: setkdni nékolika
zvanych osobnosti z Fad nejen autord, ktefi se soustavné a soustfedéné
zabyvali serigrafii, pres grafiky obecné. Od pocatku existence SWO pak
programoveé byli zvani i maliri, sochari, atd. Tedy umélci, pro které napriklad
setkani se serigrafii jako grafickou technikou bylo zcela nové. Viz nize pak
seznam jednotlivych G¢astnikd. Zakladem SWO byly pochopitelné tvaréi
dilny, workshopy - ale nejen. Konala se setkani s technology, prednasky,
jednani se zastupci firem, které podporovaly opakované chod SWO nejen
materialng, napiiklad distributofi papiru, barev, (firma Visma ze Zd4ru nad
Sazavou), ale i sitoviny, apod., ale seznamovali Géastniky sympézii s novinka-
mi v oboru. Provazanost uméleckého a komerc¢niho tisku byla zcela progra-
mova a nenesla v sobé pouze obecnou utilitaritu a pragmati¢nost, ikdyz bez
této podpory z privatni sféry by zcela jisté nemohly jednotlivé ro¢niky SWO
probéhnout na nami pozadované trovni.

Uéastnici jednotlivych roénikii SWO 1997 -2001:

SWO0 97

Eduard Halberstat, Olaf Hanel, Zbynék Janacek Jolana Jemelkova, Zdenék
Kucera, Petr Lysacek, Josef Mzyk, Eduard Ovcacek, Berenika Ovéackova,
Petr Pastrnak, Oldrich Nytra, Rudolf Valenta, Jaroslava Severova

SWO0 98

Martin Adamec, Josef Hampl, Zbynék Janacek, Lubos Jarcovjak, Zdenék
Kucera, Rostislav Novak, Eduard Ovcacek, Berenika Ovcackova, Marek
Sibinsky, Andrea Tachezyova, J. Jemelkova — Zouharova

SWO099

Daniel Balaban, Josef Duchan, Pavel Hayek, Jifi HGla, Roman Chmiel,
Zbynék Janacek, Vlastimil Krémar, Andrea Krupochova, Zdenék Kucera,
Eduard Ovcacek, Berenika Ovcackova, Jan Prochazka, Marek Sibinsky,
Jana Sindelova



World War, thanks to American soldiers who have written texts on their 7
military equipment using screen printing and many of our people have
learned. The post-war inspiration affected the utility art and the technical
sphere, textiles, ceramics, advertising and consumer goods, which later
used so called tampon printing. (Note: Eduard Ovéaéek in the text to the
exhibition “The situation of screen printing” Gallery Sokolskd 26, Ostrava,
2018) CS, as one of the activities, besides research, especially collection and
service activities, prepared several symposia under the name Serigraphy
workshop Ostrava (SWO). Since 199%, when the first year was held, in the
years 1998-2001 the SWO continued with other years, usually at the end
of August and September, until the final figure stopped in 001 at number
five. The organization of all the years was very similar: a meeting of several
invited personalities from the ranks of not only authors who persistently
dedicated lots of time to serigraphy and to printmaking in general. From
the beginning of the SWO many painters and sculptors were invited. They
were the artists for who serigraphy as a graphic technique were complete-
ly new. See below for a list of individual participants. SWO's foundations
were, of course, creative workshops - but not only. There were a meeting
with technologists, lectures, meetings with representatives of companies
that supported SWO repeatedly not only materially, such as distributors
of paper, paints (company Visma from 7d4r nad Sdzavou), but also of mesh,
etc, but they introduced symposium participants with the latest trends in
the field. The linkage of the artistic and commercial printing was entirely
based on the programme, and did not bear in itself only general utilitarity
and pragmatism, although without this support from the private sphere it
would certainly not be possible for the individual SWOs to run at the level
required by us.

Participants of each year of the SWO0 1997 -2001:

SWO0 9%

Eduard Halberstat, Olaf Hanel, Zbynék Janacek Jolana Jemelkova, Zdenék
Kucera, Petr Lysacek, Josef Mzyk, Eduard Ovcacek, Berenika Ovcéackova,
Petr Pastrndk, Oldrich Nytra, Rudolf Valenta, Jaroslava Severova

SWO0 98

Martin Adamec, Josef Hampl, Zbynék Jandcek, Lubos Jarcovjak, Zdenék
Kucera, Rostislav Novak, Eduard Ovcéacek, Berenika Ovéackova, Marek
Sibinsky, Andrea Tachezyov4, J. Jemelkova — Zouharova

SWO0 99
Daniel Balabdn, Josef Duchdn, Pavel Hayek, Jiti Hila, Roman Chmiel,
Zbynék Janacek, Vlastimil Krémar, Andrea Krupochova, Zdenék Kucera,



SWO0 2000

Jan Prochézka, Ale$ Rezler, Pavla Nekuzova, Ivo Sedlasek, Jiri Hala, Pavel
Noga, Zbynék Janacek, Marek Sibinsky, Eduard Ovcacek, Stanislav Balko
SK, llona Kacorova-Carbucicchio l.

SWO0 2001

Ceska republika: Jifi Hala, lvan Komérek — Praha, Pavel Korbitka, Dasa
Lasotova, Petr Lysacek, Patrik Novy, Pavel Noga, Berenika Ovcackova, lvan
Oubhel, Petr Pastriak, lvo Sedladek, Jiri Smejkal, Jifi Suriivka, JiFl’éigut,
Jakub Spaiihel, Jozef Jankovié SK, Lydia Jergugova SK, Pavel Michali¢ SK,
Rudolf Sikora SK, Jaroslav Uhel SK, Krzysztof Dadak PL, Mariusz Mruczek
PL, Leszek Zbijowski PL, Krzysztof Dadak PL, Mariusz Mruczek PL, Leszek
Zbijowski PL

V. roénik SWO byl co do zastoupenizemi i idastnikl nejvelkoryseji zastou-
peny v celé kratké historii sympdzii. Zaroven se po jeho ukonceni ukazala
potreba urcitého zastaveni, oddechnuti a prehodnoceni dosavadni orga-
nizace SWO, jez se ukazala organizacné, ekonomicky;, logisticky ajinak pro
tak malé pracovisté, jakym byla vlastné stéle katedra vytvarné tvorby(!)

na Pedagogické fakulté, nelinosné zatézujici. Jako urcity problém byla
vnimana skutecnost, ze se sympdzia vlastné miji s vyukou v ateliéru, ze se
rada zajimavych osobnosti, az na vyjimky ocita v prostorach katedry mimo
akademicky rok, (ponejvice srpen a za) tedy bez moznosti konfrontace

s posluchaci. Bylo to dano predevsim organizacnimi a prostorovymi a na-
konec i ekonomickymi limity.

Spiritus agens véech roénikd byl prof. Eduard Ovéédek, ak. mal., ktery vnesl
do organizace workshopU nejen akribii grafika - letitého serigrafa - vzdyt
E. Ovéadek byl jednim, kdo se v byvalém Ceskoslovensku serigrafii jako
umeéleckou grafickou technikou vazné zabyval. Ale rovnéz cenné a nemalé
kontakty na tuzemskou, v této dobé uz cesko - slovenskou serigrafickou
komunitu, ale pochopitelné také na blizké zahranici, predevsim pak Polsko
a Némecko. Organizatori SWO si kladli za cil nejen kultivovat a zprostred-
kovat ve vytvarném provozu serigrafii soucasnou, ale usilovali i o vytvoreni
dnes uz pozoruhodného sbirkového konvolutu stredoevropské serigrafie.
Tuto rozsahlou sbirku pak spoluvytvarela nejen dila, jez vznikla postupné
béhem jednotlivych roéniku SWO, ale také formou prilezitostnych akvizic
a pripadné dard se rozdifoval sbirkovy soubor i o uz nap¥. neZijici auto-

ry nebo ty, kterym okolnosti neumoznili se SWO zicastnit. Za zlomovou

z pohledu mezinarodniho zastoupeni Ize povazovat i vzajemnou vyménu
grafickych listd mezi SWO a Akademii Sztuk Pieknych v polskych Katowi-
cich. Na strané polské se o rozsireni sbirkového fondu o sou¢asnou polskou
serigrafii zasadil profesor ASP Katowice Adam Romaniuk. Sbirka je nejen
cennym umeéleckohistorickym souborem, jez umoznuje ucinit si predstavu
o vyvoji evropské serigrafie 2. pol. 20. stoleti, ale jeji vznik na pldé vysoké



Eduard Ovcacek, Berenika Ovcéackova, Jan Prochazka, Marek Sibinsky, 19

Jana Sindelova

SWO0 2000

Jan Prochdzka, Ale$ Rezler, Pavla Nekuzovd, Ivo Sedlacek, Jiri Hila, Pavel
Noga, Zbynék Janacek, Marek Sibinsky, Eduard Ovcacek, Stanislav Balko
SK, Ilona Kacorova-Carbucicchio I.

SWO0 2001

Czech republic: Jiri Hila, Ivan Komdrek — Prague, Pavel Korbicka, Dasa
Lasotova, Petr Lysacek, Patrik Novy, Pavel Noga, Berenika Ovcackova, Ivan
Ouhel, Petr Pastriidk, Ivo Sedlagek, Jiti Smejkal, Jiti Surtvka, Jifi Sigut,
Jakub épaﬁhel, Jozef Jankovié¢ SK, Lydia JerguSova SK, Pavel Michalic¢ SK,
Rudolf Sikora SK, Jaroslav Uhel SK, Krzysztof Dadak PL, Mariusz Mruczek
PL, Leszek Zbijowski PL, Krzysztof Dadak PL, Mariusz Mruczek PL, Leszek
Zbijowski PL

The 5th SWO was the most successful in the short history of the sympo-
sium with the most participating countries and participants. At the same
time, the need for a certain suspension, retirement and re-evaluation of

the current SWO organization proved to be organizationally, economically,
logistically and otherwise for such a small workplace as the Department of
Fine Arts (!) At the Faculty of Education, which was unbearably burden-
some. The fact that the symposium was not prepared in accordance with the
studio work and that a group of interesting personalities, apart from a few
exception, appear in the premises of the faculty out of the academic year
(mostly August and September) without any possibility of confrontation
with the audience. As a kind of a problem was matter of fact, the fact that
the symposium actually goes with the teaching in the studio is that a num-
ber of interesting personalities, except for exceptions, find themselves in the
premises outside the academic year (mostly August and September) with-
out any possibility of confrontation with the audience. This was mainly due
to organizational and spatial and ultimately economic limits.

Spiritus agens of all years was Prof. Eduard Ovc¢acek, who brought in the
organization of workshops not only the thoroughness of a graphic- a long-
time serigrapher — as he was among the ones who were seriously engaged
in serigraphy as an art graphic technique in the former Czechoslovakia.
But also valuable and vast network of contacts to the domestic, at that time
Czech - Slovak serigraphy community, but of course also to foreign coun-
tries, especially Poland and Germany. The purpose of the SWO organizers
was not only to cultivate and mediate in contemporary art serigraphy, but
also to create a remarkable collection of Central European serigraphy. This
extensive collection then included not only the works that were created
gradually during each year of the SWO, but also the occasional acquisitions
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umélecké skoly ji pak prirozené predurcuje k tomu, aby se stala i materia-
lem pro uméleckou edukaci jiz nékolika generaci studentd oborl Vytvarna
tvorba a pozdéji programu Vytvarna uméni, oboru Volna grafika.

S vysledky SWO se formou kolektivnich vystav méla moznost konfron-
tovat umélecka obec na radé vystav spojenych s prezentaci ¢asti sbirky
avysledkl sympdzii, také s besedami atd. Zasadni byla fada vystav, jez pod
nazvem Ceska serigrafie probéhla postupné v Nové sini GVUO Ostrava,
prosinec 1998 / leden 1999, na ni navazala vystava ve Staroméstské rad-
nici, Praha, 1999, v dubnu 1999 pak vystava v Domé uméniv Opavé, v led-
nu a unoru 2000 v Galerii moderniho uméni v Hradci Kralové a konecné
v mésicich brreznu a dubnu téhoz roku se putovani konvolutu grafik zavrsilo
ve Statni galerii ve Zliné. Po dvou letech nasledovala zahrani¢ni vystava

v italské Meranu.

Mezinarodni serigrafické sympoézium Ostrava 2013-2018
International Symposium Serigrafie Ostrava 2013-2018

SWO se od pocatku neuzavirala sama do sebe, ale vedla dialog, jez
vedle tradice vstrebaval i podnéty s novymi technologiemi, predevsim pak na
konci 90. let a pocatkem nového milénia hlasici se bourlivé digitalnimi tech-
nologiemi. A tak se stalo, a divody nebyly pouze napr. ekonomické, techno-
logické, ale i proc€ to nepriznat, urcité autorské nebo umélecké vyCerpani na
strané jedné a okouzleni moznostmi, jez pravé ony skytaly i na poli nekomerc-
niho digitalniho tisku, Ze doslo k prrerusenijisté tradice, viz vyse. Probéhlo



or donations extended the collections of, for example, non-living authors 21
or those who by various circumstances were not able to participate at
SWO. The exchange of graphic sheets between SWO and the Academy of
Fine Arts In Katowice, Poland, can also be considered as a breakthrough in
terms of international representation. On the Polish side, the ASP Ka-
towice Professor Adam Romaniuk was responsible for the extension of

the collection by the current Polish serigraphs. The collection is not only
avaluable collection of art history, which allows us to create an idea about
the development of European serigraph of the 2nd half of the 20th century.
The collection’s creation on the grounds of art college naturally predisposes
it to become even material for the artistic education of several generations
of students of in the field of Fine arts production and later program of Fine
Arts, Free Graphics field.

The artistic community was able to see the results of the SWO in the form
of collective exhibitions connected with the presentation of a part of the
collection and the results of the symposium, as well as with the talks, etc.

A number of exhibitions, which took place under the title Czech serigraphy
in the New Hall of the GVUO Ostrava in December 1998 / January 1999
had a crucial meaning, followed by an exhibition in the Old Town Hall,
Prague, 1999, the exhibition at the Art House in Opava in April 1999, in the
Gallery of Modern Art in Hradec Kralové in January and February 2000,
and finally in March and April of the same year, the collection of graphics
completed its tour at the State Gallery in Zlin. After two years, the foreign

exhibition was held in Merano, Italy.

International serigraphy symposium Ostrava 2013-2018
Right from the beginning SWO did not close but led a dialogue that
besides tradition also absorbed stimuli with new technologies, especially
at the end of the 1990s and the beginning of the new millennium arriving
new digital technologies. And so it happened that there was a break in
a certain tradition and the reasons were not only economic, technological,
but also a certain authorial or artistic exhaustion, on the one hand, and the
enchantment of the possibilities that these new technologies offered in
the field of non-commercial digital print, see above. Several "symposia" of
the digital print took place. However, it proved that the easy availability of
new technologies, but also at that time a small range of printing mats with
uncertain durability, and/or the luminous consistency of the print colors,
stripped the follow-up "symposium" of the digital print of the uniqueness
that the previous several years of SWO undoubtedly had.
SWO event has been followed in the in the last five years (2013-2018) with
asimilar activity under the title International Serigraphy Symposium
Ostrava (ISSO). Its organizers were prof. Zbynék Janadéek, together with the
professor emeritus of the University of Ostrava, painter Eduard Ovéacek,
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nékolik ,,sympozii“ digitalniho tisku.Ukazalo se vSak, Ze snadna dostupnost
novych technologii ale i v této dobé i jista mala Site nabidky tiskovych pod-
lozek s neujasnénostmi o trvanlivost resp. svételnou stélost tiskovych barev,
zbavila navazujici ,sympdzia“ digitalnio tisku vyjimecnosti a unikatnosti, jez
bezesporu predchozich nékolik roénikd SWO se sebou neslo.

Na SWO v poslednich péti letech (2013-2018) navézala obdobna aktivita
pod ndzvem Mezinarodni serigrafické sympdzium Ostrava / International
Symposium Serigrafie Ostrava (dale MSSO / ISSO). Jejimi organizatory se
stali celkem logicky prof. Zbynék Janacek, jez predstavoval spolu s uzeme-
ritnim profesorem Ostravské univerzity ak. malifem Eduardem Ovc¢ackem,
jezdoposud je nasim cenénym mentorem a radcem, a doc. Marek Sibinsky,
absolvent ateliéru Eduarda Ovéacka a soucasny vedouci katedry Grafiky

a kresby Fakulty uméni Ostravské univerzity.

Hekti¢nost doby, jez zijeme nejen na Skolach ale i v uméleckém provozu pak
nas pri definovani nové formule a pravidel privedla zakonité vyse uvede-

né zohlednit a pristoupili jsme vlastné k svého druhu ,permanentnimu
workshopu®, ktery sice i nadale urcuji roky a zivot akademického pracovis-
t&, ale nevazeme jej uz pevnymi terminy pro vétsi skupiny autorl. Na strané
druhé tato zasadni zména umoznila vice jak v predeslém formatu SWO
provézat ISSO s dénim na katedre grafiky a kresby (KGK).

V letech 2013 - 2018 se ISSO ztidastnilo bezmala 80 autord (uvadime

v abecednim razeni, nikoliv chronologicky podle roku ucasti:

Pavel Albert CZ, Janusz Akerman PL, Zbigniew Bajek PL, Igor Benca SK, An-
drzej Bobrowski PL, Simon Brejcha CZ, Grzegorz Banaskiewicz PL, Stawo-
mir Cwiek PL, Peter Cvik SK, Oliver Comerford IRL, Agnieszka Cieslifiska
PL, Jakub Cikata PL, Nastazja Ciupa PL, Teodor Durski PL, Jan Drozd CZ,
Josef Danék CZ, Gregor Eldarb A, Bartosz Fraczek PL, Michala Gorbuno-
vova SK, Anna Glinska - Kupczyk PL, Mirostaw Gugata PL, Dariusz Gajewski
PL, Agata Gertchen PL, Eduard Halberstat CZ, Pavel Hayek CZ, Robert
Jancovi¢ Jr. SK, Robert Jancovi¢ SK, Tomasz Jedrzejko PL, Zbynék Jana-
¢ek CZ, Lubos Jarcovjak CZ, Jakub Jakubowski PL, Frantisek Kowolowski
CZ, Pawet Kwiatkowski PL, Andrzej Kalina PL, tukasz Klis PL, Sebastian
Kubica PL, lva Krupicova CZ, Marta Kubiak PL, Bedrich Kocman CZ, Pavel
Korbicka CZ, Krzysztof Kula PL, Katarzyna tukasik PL, Btazej Ostoja Lniski
PL, Matgorzata tuszczak PL, Anthony Lyttle N, Robert Makar SK, Milos
Michalek CZ, Ondrej Michalek CZ, Olga Moravcova SK, Jan Méricka CZ,
Andrzej Markiewicz PL, Dorota Nowak PL, Jakub Novak CZ, Eduard Ov-
c¢acek CZ, Mirostaw Pawtowski PL, Jan Pamuta PL, Agnieszka Pétrola PL,
Adam Romaniuk PL, Agata Stepien PL, Jacek Szewczyk PL, Marek Sibinsky
CZ,Ivo Sedlaéek CZ, Jakub Sparihel CZ, Vladimir Skoda F, Patrik Sevéik
SK, Tomasz Tobolewski PL, Andrea Uvacikova SK, Waldemar Wegrzyn PL,
Matgorzata ET BER Warlikowska PL, Zdistaw Wiatr PL, Zaneta Wojtala PL,
Andrzej Wiectawski PL, Katarzyna Winczek PL, Kamil Zaleski PL, Witold
Zareba PL, Barbara Czapor-Zareba PL.
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who is our valued mentor and adviser, and doc. Marek Sibinsky, graduate
of the studio of Eduard Ovacek and current head of the Department of
Graphics and Drawings of the Faculty of Arts of the University of Ostrava.
The hecticity of the time we live not only in schools but also in artistic
operations has led us to take into account the above-mentioned formula
and rules, and we have actually come to our kind of “permanent workshop”,
which still determines the years and life of the academic workplace, but we
do not bind it with fixed terms for larger groups of authors. On the other
hand, this fundamental change allowed more than in the previous SWO
format to link ISSO to the Department of Graphics and Drawing (KGK).

In the years 2013-2018, almost 80 authors participated in the ISSO (listed in
alphabetical order, not chronologically according to the year of participation:
Pavel Albert CZ, Janusz Akerman PL, Zbigniew Bajek PL, Igor Benca SK,
Andrzej Bobrowski PL, Simon Brejcha CZ, Grzegorz Banaskiewicz PL,
Stawomir Cwiek PL, Peter Cvik SK, Oliver Comerford IRL, Agnieszka
Cieslinska PL, Jakub Cikata PL, Nastazja Ciupa PL, Teodor Durski PL, Jan
Drozd CZ, Josef Danék CZ, Gregor Eldarb A, Bartosz Fraczek PL, Michala
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Pokud zohlednime v tomto viceméné kvantitativnim pristupu skute¢nost,
Ze v regulich ISSO se nabizi autorim moznost v ramci tviréiho pobytu
vytvoFit jednu aZ dvé prace a Ze néktefi z vySe uvedenych autorl vyuZi-

li moznosti si pobyt v Ostraveé i zopakovat a prispéli tedy vice jak dvéma
grafikami, pak je zfejmé, ze mame co do ¢inéni se souborem ¢itajicim bez-
mala 180 grafickych listd rozmanité provenience, ikdyz prevaha autord je

z pochopitelnych logistickych divodi prevazné stiedoevropskych, pricemsz
pocetné nejvice jsou zastoupeni umélci z Polska. Rovnéz generacni zastou-
peni je témér absolutni. Na sympdziich (a logicky ve shirce takto vzniklé)

se tak maji moznost potkat legendy evropské grafiky (Eduard Halberstat,
Robert Jancovi¢, Eduard Ovcacek, Ondrej Michalek, Jan Pamuta, Adam
Romaniuk..) s vyraznymi osobnostmi starsi stiedni generace (Zbigniew Ba-
jek, Igor Benca, Agnieszka Cieslinska, Gregor Eldarb, Zbynék Janacek, Jan
Meéricka, Milos Michalek, Mirostaw Pawtowski, Waldemar Wegrzyn, An-
drzej Wiectawski, Katarzyna Winczek..) az po nepiehlédnutelné osobnosti
(8asto ,odchovanci®) vy$e uvedenych autord, kter se viak rovnéz zasadné
prosadili v polyfonii stiedoevropské grafiky a vizualniho uméni (Simon
Brejcha, Dariusz Gajewski, Agata Gertchen, Marta Kubiak, Pavel Korbicka,
Robert Makar, Btazej Ostoja Lniski, Marek Sibinsky, Jakub Sparfihel, Patrik
Sevéik, Matgorzata ET BER Warlikowska...)



Gorbunovova SK, Anna Glinska - Kupczyk PL, Mirostaw Gugata PL, Dar-
iusz Gajewski PL, Agata Gertchen PL, Eduard Halberstat CZ, Pavel Hayek
CZ, Robert Jancovi¢ Jr. SK, Robert Jancovié SK, Tomasz Jedrzejko PL,
Zbynék Janacek CZ, Lubos Jarcovjak CZ, Jakub Jakubowski PL, FrantiSek
Kowolowski CZ, Pawet Kwiatkowski PL, Andrzej Kalina PL, Lukasz Klis

PL, Sebastian Kubica PL, Iva Krupicova CZ, Marta Kubiak PL, Bedrich
Kocman CZ, Pavel Korbicka CZ, Krzysztof Kula PL, Katarzyna Eukasik PL,
Btazej Ostoja Lniski PL, Matgorzata Euszczak PL, Anthony Lyttle N, Robert
Makar SK, Milo§ Michalek CZ, Ondrej Michalek CZ, Olga Moravcova SK,
Jan Méricka CZ, Andrzej Markiewicz PL, Dorota Nowak PL, Jakub Novak
CZ,Eduard Ovc¢acek CZ, Mirostaw Pawtowski PL, Jan Pamuta PL, Agniesz-
ka Pétrola PL, Adam Romaniuk PL, Agata Stepien PL, Jacek Szewczyk PL,
Marek Sibinsky CZ, Ivo Sedlatek CZ, Jakub Spaiihel CZ, Vladimir Skoda

F, Patrik Sevéik SK, Tomasz Tobolewski PL, Andrea Uvégikova SK, Walde-
mar Wegrzyn PL, Matgorzata ET BER Warlikowska PL, Zdistaw Wiatr PL,
Zaneta Wojtala PL, Andrzej Wiectawski PL, Katarzyna Winczek PL, Kamil
Zaleski PL, Witold Zareba PL, Barbara Czapor-Zareba PL.

If we take into account in this more or less quantitative approach the fact
that in ISSO rules the authors are given the opportunity to create one or
two works within their creative stay and that some of the above mentioned
authors have used the opportunity to repeat their stay in Ostrava and thus
have contributed more than two graphics, it is clear that we have to deal
with a collection of almost 180 graphic works of varied provenance, even
though the predominance of the authors is, for understandable logistic rea-
sons, mostly of Central European origin, with the largest number of artists
coming from Poland. Generation representation is also almost absolute. At
the symposiums (and logically in the collection thus created), they have the
opportunity to meet the legends of European graphics ( Eduard Halberstat,
Robert Jancovic¢, Eduard Ovéacek, Ondrej Michalek, Jan Pamuta, Adam
Romaniuk..) with prominent personalities of older middle-aged generation
(Zbigniew Bajek, Igor Benca, Agnieszka Ciesliriska, Gregor Eldarb, Zbynék
Janacek, Jan Méricka, Milos Michalek, Mirostaw Pawtowski, Waldemar
Wegrzyn, Andrzej Wiectawski, Katarzyna Winczek..) to the personali-

ties impossible to overlook and who have also found their way into the
polyphony of Central European graphic and visual art ( Simon Brejcha,
Dariusz Gajewski, Agata Gertchen, Marta Kubiak, Pavel Korbicka, Robert
Makar, Btazej Ostoja Lniski, Marek Sibinsky, Jakub épaﬁhel, Patrik Sevéik,
Matgorzata ET BER Warlikowska...)

Also an essential feature of contemporary symposia is the greater in-
terconnectedness with the academic year, the Ostrava Department of
Graphics and Drawing, the remarkable artistic and personal connections
to similar artistic institutions of higher education, especially in Poland and
Slovakia. The "Floating" form, (without fixed and difficult to fulfill terms for
alarger group of participants), possibility of continuous workshops, con-
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RovnézZ podstatnym rysem soucasnych sympézii je vétsi provazanost

s akademickym rokem, prostredim ostravské katedry grafiky a kresby;,
neprehlédnutelnym uméleckym a personalnim propojenim na obdobna
umélecka vysokoskolska pracovisté predevsim v Polsku a na Slovensku.
,Plovouci“forma, (opakuji bez pevné stanovenych a obtizné naplnitelnych
termin pro podetnéjsi skupinu Gastnikd), moznost pribéznych worksho-
pd, napojeni na provoz a terminy fakultni Galerie Koridor, a tedy i moZnost
soubéznych prednasek a vystav mapujicich déni v jinych ateliérech grafiky,
které zacasté vedou a profiluji pozvané autorky a autor, to vSe predstavuje
ddleZitou pridanou hodnotu plynouci z takto organizovanych sympézii.
Ostatné ucast v mensich skupindch, dva max. tfi autori v jednom terminu,
se ukézalais ohledem na ,prostupnost” a moznosti serigrafické dilny jako
optimalni. Za vée pak jisté nejvice hovori nejen uctihodny podet icastnikd,
ale rovnéz o spokojenosti svédcici reflexe a ohlasy ostravského pracovisté
mezi kolegyn&mi a kolegy na Slovensku, v Polsku a pochopitelné v Ceské re-
publice. K problematice (nejen) serigrafie se u prileZitosti uz zmifiované vy-
stavy Situace sitoticku v Galerii Sokolska 26 v Ostraveé vyjadril prof. Adam
Romaniuk, vysokoskoslky pedagog ASP Katovice ajeden z prekurzori
polské serigrafie (viz vyse).

,Graficka technika serigrafie, jiz rychly rozvoj nastal ve tricatych letech mi-
nulého stoleti, pFfedevsim v USA, nabizela umélcim nové moznosti tvarova-
ni uméleckého dila. V roce 1942 v USA vznikla skupina ,National Serigraph
Society", propagujici umélecky sitotisk, kterd poradala prres 300 vystav

v Evropé a Japonsku a to jen v roce 1952. Jednim z prvnich umélc, kteff

na zacatku Sedesatych let tuto techniku plné vyuzivali, byl Andy Warhol.
Zatimco v Polsku zacatkem sedmdesatych let na lll,, IV.a V. Mezinarodnim
biendle grafiky v Krakové se objevili umélci z celého svéta, jejichZ grafické
prace odhalily veliky technologicky potencial serigrafie. Vyjmenuji pouze
nékolik prijmeni: Wolfgang Troschke, Raimo Kanerva, Ingrid Webendoerfer,
Jaroslav Svab nebo Hans D. Voss, ktery vytvofil a vyvinul techniku reliéf-
niho sitotisku a také velka skupina Japoncl, mimo jiné: Akira Matsumoto,
Sadaiku Matsumura nebo Hironao Toyoshina. Nepochybuji o tom, Ze jejich
umeélecké patrani po technice se stalo inspiraci pro celou generaci debu-
tujicich evropskych umélcd. Uplynula tfi desetileti a prisel vhodny &as pro
reflexi. S iniciativou nam vysli vstriic lidri akademického centra Fakulty
umeéni Ostravskeé univerzity, coz vedlo k zahajeni mezinarodniho projektu
vymény uméleckych zkusenosti spojenych se serigrafickou technikou. Diky
tomu, Ze maji k dispozici bezvadné fungujici technologické zazemdi, zahajili
také cyklus grafickych workshopd, mimo jiné pro umélce z polskych akade-
mickych center, jako treba: Lodz, Krakov, Poznan, Vratislav, Gdansk, Torun,
Tésin a Katovice. Shromazdéna sbirka grafickych pracije prezentovana

v mnoha galeriich uméni a stava se podnétem k diskusim na poradanych
konferencich tematicky spojenych s uménim, flirtujicim s timto unikatnim
médiem. A je o c¢em mluvit. VSichni si prece kazdy den klademe otazky: zda
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,Situace sitotisku“, Galerie Sokolska 26, Ostrava, Czech Republic

nection to the operation and academic dates of the faculty Gallery Koridor,
and thus the possibility of simultaneous lectures and exhibitions map-
ping the events in other graphic arts studios, leading and profiling invited
authors, all this represents an important added value from such organized
symposia. Besides, the participation in smaller groups, two maximum of
three authors at one time, proved to be even more optimal with regard to
"permeability" and the possibilities of serigraphic workshop.

The number of participants and satisfactory response among the colleagues
in Ostrava, Slovakia, Poland and in the Czech Republic speaks volumes of its
perception. The issue of (not only) serigraphy on the occasion of the afore-
mentioned exhibition "The situation of screen printing" at the Gallery Sokol-
ska 26 in Ostrava was expressed by prof. Adam Romaniuk, academic teacher
at ASP Katowice and one of the precursors of Polish serigraphy (see above):
“The graphic technique of serigraphy, which developed rapidly in the
1930s, especially in the US, offered artists new possibilities for shaping
artwork. In 1942, the “National Serigraph Society”, an art screen print-

ing group was set up in the US; it organized more than 300 exhibitions in
Europe and Japan in 1952. One of the first artists who used this technique
in the early 1960s was Andy Warhol. Meanwhile in Poland of the beginning
of the1970’s at I, IV and V International Biennale of Graphics in Krakow
featured artists from around the world whose graphic works revealed the
great technological potential of serigraphy. I will name only a few of the



28

serigrafickd technika dokaze vyhovét potrebam sou¢asného umeéni? Odpo-
véd'zni ano, co? také dokladd obrovsky pocet umélch-grafiki, ktefi se touto
technikou zabyvaji. Myslim, ze o Zivotaschopnosti této umélecké techniky
rozhoduje ve velké mite to, Ze se mize stat Géinnym strojem umélcovych
myslenek a emoci, které jsou vystaveny rychlému proudu Zivota. A jesté
jedna otazka - do jaké miry je umeéni spojeno s realitou a co ovliviiuje jeho
vyvoj?2 Kdyz opotrebena skutec¢nost nas pozvolna miji, jako bankovka jez

se opotrebila pri dlouhém obéhu, objevuje se nova skutecnost, ktera ji pak
nahradi a odrazem tohoto neustéalého procesu promény je vzdycky uméni.
V jednom z rozhovort Henryk Stazewski v odpovédi na otézku, jaky je vztah
umeéni s realitou, rekl: Uméni nikdy nezastavuje své kroky, aby se dostalo na
citovou poust pohodIné kontemplace nebo aby Slo po staré koleji, po niz se
prochazelo uz véera. Proto také tvorba konstantniho uméni neni mozna.
Pokud umélci vytvareji ve svém uméni kanony nebo konvence, trvaji jen
kratce, pak jsou nahrazeny dalsimi konvencemi a ziskavaji tak stdle jiné tva-
ry. Zivot se nachazi v permanentnim a mnohdy pro nas nesrozumitelném
pohybu. Uméni se tedy musi neustale obnovovat a hledat si nova predmos-
ti. Diky ponoreni se do néj umélec patra po skryté pravdeé a kdyzji filtruje
vlastni citlivosti, zaroven tak vytvari sdélenf, jez ma za cil vtahnout divaka do
blizké mu interakce.”

,Situace sitotisku*, Galerie Sokolska 26, Ostrava, Czech Republic




names: Wolfgang Troschke, Raimo Kanerva, Ingrid Webendoerfer, Jaroslav
Svéb or Hans D. Voss, who created and developed the technique of relief
screen printing, as well as a large group of Japanese, including Akira Mat-
sumoto, Sadaiku Matsumura or Hironao Toyoshina. I have no doubt that
their artistic search for technique has become an inspiration for the whole
generation of debuting European artists. Three decades have passed and
the time for a reflection has come. The leaders of the academic center of
the Faculty of Arts of Ostrava University approached us with the initia-
tive, which led to the launch of an international project of exchange of art
experience connected with serigraphic technique. Thanks to their flawless
technological background, they also launched a series of graphic work-
shops, including artists from Polish academic centers such as £6dz, Krakow,
Poznan, Wroclaw, Gdansk, Torun, Cieszyn and Katowice. The collected
collection of graphic works has been presented in many art galleries and is
becoming an impulse for discussions at conferences thematically related to
art flirting with this unique medium. And there is much to talk about. We
all ask ourselves every day whether the serigraphic technique can meet the
needs of contemporary art? The answer is it can, which is also evidenced
by the huge number of graphic artists working with this technique. I think
that this artistic technique is viable thanks to the fact that it can become an
effective tool for the ideas and emotions of artists that are exposed to the
rapid flow of life. And the question still arises - to what extent is art con-
nected with reality and what influences its development? When the worn-
out reality passes us by slowly, like a banknote that has worn out by being
long in circulation, there is a new reality that replaces it, and the reflection
of this constant process of transformation is always art. In one of the inter-
views, Henryk Stazewski, in an answer to the question of the relationship
between art and reality, said: Art never stops its steps in order to get to the
emotional desert a comfortable contemplation or to go down a beaten track
that it had been using in the past. Consequently, the creation of constant art
is not possible. If artists create canons or conventions in their art, they only
last for a short time, then they are replaced by other conventions, and they
always take on other shapes. Life is in a permanent and for us often incom-
prehensible movement. Art must therefore constantly renew and seek new
bridgehead. By immersing oneself into it the artist searches for the hidden
truth, and when he filters it with his own sensitivity, he creates a message

aimed at bringing the viewer into an interaction which is close to him.”

SWO andISSOin 2018

With regard to the previous text, it is possible to compare both
activities not only according to the conditions, but also diachronically,
taking into account that the almost 20-year gap makes this comparison

problematic. After all, certain differences, such as organizational ones, have
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SWOalSSO v roce 2018

S ohledem na predchozi text se nabizi potencialni moznost porovnat
obé aktivity nejen podle podminek, tedy diachronné s prrihlédnutim k tomu,
ze bezmala dvacetilety odstup Cini takovou komparaci problematickou.
Kone&né uréité rozdily, napt organizaéni, byly zddraznény at uz explicitné
nebo vyplyvaji z kontextu. Je zirejmé, ze predevsim technologicky odstup
je vice nez patrny, ikdyz vybavenim ostravské serigrafické dilny (Stvrt
automat formatu B1 byl doplnén vétsim tiskovym zarizenim obdobného
technologického Feseni) a postupy se dnesni sympozia od téch predeslych
az tak nelisi. Nezpochybnitelné ovsem je, Ze v predtiskové pripraveé ¢im dal
vice vstupuji do tvliréiho procesu digitdIni technologie, ale to bylo patrné uz
i v poslednich roénicich SWO (2000-2001). Koneckoncti bylo by s podi-
vem, kdyby sama serigrafie odolavala pravé nastupu digitalizace. Na strané
druhé je cenné, ze stdle se Ize setkat s ,nedigitalnimi“ pristupy, s kresbou,
s autentickou praci primo nasité, atd. Neni to konstatovani naplnéné
sentimentalni nostalgii, protoze naopak skute¢né autorské a novatorské
pFistupy s vyuZitim bitmapovych a ¢aste¢né vektorovych editort ukazuji
perspektivy a silu serigrafického média a jednoznacné prokazuji a stvrzuji
jehojedinec¢nou a neopakovatelnou pozici pravé ve srovnanis digitalnim
tiskem. Pochopitelné pouze a jen tehdy, pokud autor nepristupuje k serig-
rafii ,reprodukéné”, mechanicky, coz se nejcastéji déje prostym prevodem
do tradiénich rastrl a s vyuZitim barevnosti ve CMYKu. Ale ani v tomto pfi-
padé nemusi byt vysledek nezajimavy, ovSem pokud obsah dila je v souladu
s takto zvolenym uméleckym a technickym resenim.



been highlighted either explicitly or as a result of the context. It is obvi- 31
ous that the technological distance is more than obvious, even though the
equipment of the Ostrava serigraphic workshop (1/4 automatic serigraph
machine of Bl format was supplemented by larger printing equipment of

a similar technological solution) and the procedures of today's symposium
do not differ from the previous ones so much. Undoubtedly, however, there
is a growing tendency for digital technology to become involved in the dig-
ital printing process in pre-press preparation, but it was already evident
in recent SWO (2000-2001). After all, it would be strange if the serigraphy
itself would withstand the onset of digitization. On the other hand, it is val-
uable that you can still encounter "non-digital" approaches, with drawing,
with authentic work on the mesh, etc. It is not a statement filled with senti-
mental nostalgia, as true authorial and innovative approaches using bitmap
and partial vector editors show the prospects and power of the serigraphic
medium, and unequivocally demonstrate and confirm its unique and unre-
peatable position just when compared to digital printing. Of course, only if
the author does not approach the serigraphs "reproductively", mechanical-
ly, which is usually done by simply transferring to traditional rasters and
using CMYK coloring. But even in this case, the result may be interesting,
if the content of the work is in accordance with the chosen artistic and
technical solution.

Probably the most obvious is the comparison of the works from the two
collections under review when we consider the convoluted work from
SWO to be more or less closed and can be regarded as sui generis histor-
ically and therefore also axiologically. However, it should also be pointed
out that the SWO 1997-2001 collection does not only contain the work of
the five workshops mentioned, but also the donations and acquisitions that
somewhat blur and, moreover, define this collection differently in time. At
first glance, however, it is clear that the change of organization from one
fixed and unchangeable date contributed to a greater variety of authors,
especially the number of graphic artists and more generally visual artists
who accepted the invitation in 2013-2018 and carried out their work in
Ostrava is respectful and outnumbers the participants of SWO.ISSO is
not focused on thematizing or redefining a predefined content or thesis. In
this respect, debates were led at the department, but an opinion prevailed
that openness and friendliness to the invited authors would be and is

a priority. Although it is necessary to objectively point out that the authors
(and sometimes the organizers) have not always been totally content- very
often it turned out that the works are lackluster, uninventive and lacking
one of the unspoken expectations of the organizers and curators, namely
that ISSO opens new innovative approaches to push the boundaries of the
media. And this can often be done only with the knowledge of serigraphy
as a graphic medium (or graphics in general) or the courage to adventure,
which not only this graphic technique, but the graphics itself carry. The
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,S medium®, Mezinarodni grafické sympozium Ostrava, Galéria Medium, Bratislava, Slowakia

Asi nejpriikaznéji vyzni porovnani praci z obou sledovanych sbirek, kdyz
budeme povaZovat konvolut pracizSWO za viceméneé uzavreny a lze ho
nahlizet jako sui generis uz historicky a tedy i axiologicky. Ale i tu je treba
poukazat na skutecnost, ze ve sbirce SWO 1997 — 2001 nejsou pouze prace
vzniklé v rdmci péti roénikd zmifovanych workshopt, ale rovnéz dary

a dalsi akvizice, jez tento soubor ponékud rozostruji a predevsim c¢asové
jinak definuji. Na prvni pohled je vSak zr'ejmé, ze zména organizace zjednoho
pevného a kalendarové neprekrocitelného terminu prispéla k vétsi riizno-
rodosti autorl, pfedevsim pak pocet grafikl a obecnéji vizualnich umélca,
kteri prijali v letech 2013-2018 pozvani a skute¢né svoje prace v Ostravé
je respektu hodny a ndsobné prevazuje podéty udastnikd zSWO. ISSO neni
postaveno na tematizaci ¢i redefinovani predem stanoveného obsahu
nebo teze. V tomto ohledu sice byly vedeny v prostredi katedry rozpravy,
ale prevazil nazor, Ze otevienost a vstricnost k pozvanym autordm bude
aje prioritou.. IkdyZi tu je treba objektivné podotknout, Ze ne vzdy autor
samotni (a nékdy i poradatelé) byli zcela spokojeni - neziidka se ukazalo,

Ze vzniklé prace jsou nevyrazné, neinvencni a postradajici jedno z nevy-
réenych odekdvani organizatorl a kuratord, totiz aby se ISSO oteviralo
novym inovativnim pristuptim, aby posouvalo hranice média. A to Ize ¢asto
pouze se znalosti serigrafie jako grafického média (nebo grafiky obecné)

¢i odvahou k dobrodruzstvi, jez nejen tato graficka technika ale samotna
grafika prinasi. Vazba na technologie v predtiskové pripravé a predevsim
suport odpovidajicich obrazovych editord vyrazné prohlubuje palimpseto-
vy charakter vyslednych dél, mnohovrstevnatou bohatost, vrseni a kumu-
lace fragmentd reality ¢i fantazijnich prvkd, aditivni pfistup, mnohomluvna



connection to technologies in pre-print preparation and especially the
support of corresponding image editors greatly enhances the palimpset
character of the resulting works, the multilayered richness, the layering
and the accumulation of fragments of reality or fantasy elements, additive
approach, multi-word polysemy, intermittence and complicated reading
are the accompanying features of many works. What is definitely interest-
ing, and not only from the perspective of ISSO results, is the transforma-
tion of the format. It is, after all, a more general feature of contemporary
graphics. Larger selection of paper, and of course printing options up to
awidth of 90 cm - a number of works conceived in two print formats -
with acknowledgment of this fact even during installation, have resulted
in remarkable exposure experiences comparable to painting. This, with the
new possibilities of presenting graphics with respect to the haptic qualities
of paper and the work itself (non-mediated approach to a work limited by,
for example, reflection and other drawbacks that accompany adjustments
under glass or plexiglass), makes ISSO exhibitions a real viewing experience.
We therefore consider extremely valuable the possibility of exhibiting the
results of exhibitions in the gallery spaces not only in the Czech Republic
but also abroad. This is how we build on the previous SWO tradition. The
rich material combining the rich imagination of today's graphic media with
technological innovations makes such exhibitions not only a viewing expe-
rience, but also a valuable material for the professional public to compare
and reflect on the status of graphics in the contemporary art.

We mention several of the most important sample and selective exhibi-
tions that have taken place in important galleries or institutions in Poland,
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mnohovyznamovost, preryvanost a komplikované éteni jsou pak privod-
nim znaky rady dél. Co jednoznacné upouta, a zase nikoliv pouze z pohledu
na vysledky ISSO, je proména formatu. Je to ostatné obecnéjsi rys soucas-
né grafiky. V&tsi nabidka papird a pochopitelné i moznosti tisku az do §iFe
90 cm - rada praci koncipovanych na dva tiskové formaty - s priznanim
této skutecnosti i priinstalaci, vedly ve svém vysledku k pozoruhodnym
expozi¢nim zazitkllm srovnatelnym napf. s malbou. To s novymi moZnost-
mi, jak grafiky prezentovat s respektem k haptickym kvalitam papiru a dila
samotného (nezprostredkovanému pristupu k dilu omezovaném napt-
reflexem a dal$imi nevyhodami, jez provazeji adjustace pod sklo nebo plexi-
sklo) &iniz vystav ISSO skuteény divacky zazitek.

Za nesmirné cenné tedy povazujeme moznost prezenovat formou vystav
vysledky sympézii v galerijnich prostorach nejen v Ceské republice ale

i vzahranici. | tim navazujeme na predchozi tradici SWO. Bohaty mate-
rial propojujici v sobé bohatou imaginaci sou¢asného grafického média

s technologickymi inovacemi ¢ini z takovych vystav nejen divacky zazitek,
ale rovnéz je pro odbornou verejnost cennym materialem ke komparaci

a k ivaham o postaveni grafiky v sou¢asném vytvarném provozu.

rovych vystav, jez probéhly v uplynulych letech ve vyznamnych galeriich
nebo institucich v Polsku, na Slovensku a v Ceské republice. V roce 2019 je
pak planovana zatim nejrozsahlejsi vystava v Galerii stredoceského kraje
(GASK) v Kutné Hore.

2015 ,ISSO" International Serigraphy Symposium Ostrava, Galerie Kobro,
Akademia Sztuk Pieknych, todz, Polsko

2016 ,S medium®, Mezinarodni grafické sympozium Ostrava, Galéria Medi-
um, Bratislava, Slovensko

2017 ,S jak Serigrafia“, International Serigraphy Symposium Ostrava
2014 -2016, Akademia Sztuk Pieknych Katowice, Polsko

2017 S jak Serigrafia“, International Serigraphy Symposium Ostra-
va 2014 - 2017, BWA Kietce, Polsko

2018, Situace sitotisku®, Galerie Sokolska 26, Ostrava, Ceska republika

,Sjak Serigrafia“, International Serigraphy Symposium Ostrava 2014 - 2016,
Akademia Sztuk Pieknych Katowice, Poland



Slovakia and the Czech Republic in recent years. The largest exhibition 35
in the Gallery of the Central Bohemian Region (3ASK) in Kutna Hora is
planned for 2019.

2015 ,ISSO“ International Serigraphy Symposium Ostrava, Gallery Kobro,
Academy of Fine Arts, Eodz, Poland

2016 ,S medium®, International graphics symposium Ostrava, Medium
Gallery, Bratislava, Slovakia

2017 ,S for Serigraphy“ International Serigraphy Symposium Ostrava
R014 - 2016, Academy of Fine Arts in Katowice, Poland

2017 S for Serigraphy*, International Serigraphy Symposium Ostrava
2014 - 2017, BWA Kietce, Poland

2018 ,The situation of screen printing”, Gallery Sokolska 26, Ostrava, Czech

Republic
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,Situace sitotisku, Galerie Sokolska 26, Ostrava, Czech Republic

,Sjak Serigrafia“, International Serigraphy Symposium Ostrava 2014 - 2017, BWA Kietce, Poland



,Sjak Serigrafia®, International Serigraphy Symposium Ostrava 2014 - 2017, BWA Kietce, Poland

,Sjak Serigrafia®, International Serigraphy Symposium Ostrava 2014 - 2017, BWA Kietce, Poland
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Darek Gajewski

ARSGRAFIA
PRINTART
KATOWICE

Witoldowi Skuliczowi,

pomystodawcy Miedzynarodowego Triennale Grafiki w Krakowie
Inmemory of Witold Skulicz,

founder of International Print Triennial.

,Horyzont horizon wyrazony pojeciowo w kontekscie drugiego pojecia odbitki
printart prowadzi do otwarcia pola miedzywartosci, a nie zatrzymuje nas na
schematach pojec. Tak horyzont staje sie zasiegiem réznie pojetych mozliwosci,
podobnie jak odbitka inicjuje kreatywnie mentalnos¢, kontekst zas rozszerza
rozposcieranie w nas mozliwosci az po nieograniczenie.

Pisze stowo horyzont, a mysle o jawieniu sig horyzontéw u ptaka w locie.
lle niepochwytnych widokdw powstaje, przecina sig, naktada i miesza sig, a takze
znika jakoby zaraz nie istniaty, albo przepadaja wypierane przez kolejne widoki.

Przywotywane zostaje wyobrazenie ,ptasiego doswiadczenia horyzontéw”,
poniewaz jest ono bliskie kreacji przez utambki czasu zaistnien i samowymazywanie
sie w ciggach nastepowania po sobie — podobnie jak moczenie i wysychanie sladdw.

Pamie¢ potrafi pozostawié, niespodziewanie dla siebie, odbitke swiatta
stonecznego w postaci projekcji dwdch jasnych, niktych krazkéw na plecach
idgcego przodem, odbitych przez szkietka okularéw idgcego za nim:

«i tak zamiast horyzontu jawi sie jego zmienne spostrzeganie i znikanie

- stonce z okularami i spostrzezeniem pracujg na rzecz pamieci tak nikte-

go obrazu tej odbitki

* kontekst taczy zmiennos¢ widzenia, od zaistnienia do obrazu horyzontu

ze spostrzezeniem jego okulardw jako zrédta projekcji odbitki zaleznej od

kata padania swiatta i pojawiania sie ekranu.
Tak namysty, spostrzezenia i zbiegi okolicznosci zdarzen czynig przemiany

w mysleniu.”



,Horizon horyzont expressed conceptually through the notion of impression 39
printart opens up a field of inter-value instead of arresting us in formulaic

notions. Thus horizon becomes the reach of variously defined possibilities,

similarly to the way in which impression creatively initiates mentality, and

context expands the broadening of possibilities in us to infinity.

When Isay horizon, I mean the appearance of horizons to a bird
in flight. So many fleeting images come into sight, intersect, overlap and
merge, and so many disappear in an instant as if they have never existed, or
are succeeded by other views.

The image of “bird’s experience of horizons” is evoked because it is
close to the creation of instantaneous beings and their successive self-ef-
facement, similar to the application and drying of graphic marks.

Memory can leave, unexpectedly to itself, an impression of sunlight
in the form of two small, bright circles projected onto the back of a pedestri-
an, cast by the glasses of someone who follows:

-and so, instead of a horizon there is its alternating perception and disap-
pearance

- sunlight, together with the glasses and perception work for the memory of
such a faint image of this impression

- context unites the mutability of vision, from origin to image of the horizon
with perceiving its glasses as the source of an imprint depending on the
light angle and the presence of a screen.

This is how considerations, observations and coincidences trans-
formthought.”

Jan Berdyszak
Poznan, 5.VI11.2012
Poznari, August 5, 2012

Na wystawach: Miedzynarodowe Triennale Grafiki Krakdéw — Katowice BIS
2007, ArsGrafia PrintArt Krakdéw — Katowice 2009, Horyzont 2 Miedzynaro-
dowe Triennale PrintArt Krakéw — Katowice 2012 i Codex Mundi 2015, pojawia
sie kilka ,niepochwytnych' widokdéw”, ktdre powstaja, przecinajg sie, naktadajg,

i mieszaja, znikaja i przepadaja,

Projekty te nie sa jedynie kolejng préba podsumowania dotychczasowych dzia-
tan artystycznych w dziedzinie grafiki, lecz wskazujg na horyzonty, najdalsze linie
wyznaczajgce obszary myslenia, a tym samym wskazuja na mozliwe kierunki

rozwoju wizualnosci.

1 niepochwytny (Stownik jezyka polskiego pod red. W. Doroszewskiego) 1. «nie dajacy sie postrzec
zmystami, nie dajacy sie okreslié» 2. «przestarzaty nie dajacy sie pochwycic, ujaé, ztapac; nieuchwytny»
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Christoph M. Loos

Codex Dissolutus # 7 The Palace at 3 a.m. (Ordo inversus) /

Codex Dissolutus # 7 The Palace at 3a.m. (Ordo inversus), 2014

drzeworyt na arkuszach z osikowego drewna. Wystawa Codex Mundi. Swiatto — geneza rzeczy, Galeria

Akademii Sztuk Pigknych w Katowicach Rondo Sztuki, 12 wrzesnia — 3 pazdziernika 2015.

woodcut on aspen sheet whit printing block. Exhibition Codex Mundi. Light - the genesis of
things, Academy of Fine Arts in Katowice Gallery Rondo Sztuki, September 12 — October 3, 2015.
Photo by Barbara Kubska



Poszerzeniem ideowych horyzontéw jest projekt CODEX? MUNDI®

,Codex Mundi jest wieloetapowym projektem realizowanym w ramach ArsGra-
fi, PrintArt Katowice. W swym zatozeniu ma to by¢ cykl czterech panelowych
wystaw podporzadkowanych rozwazaniom na temat istoty tworzenia sztuki
rozumianej jako nieustanne podejmowanie proby opisania i dekonstrukcji praw
porzadkujacych wszechswiat i $wiat, w ktdrym zyjemy. Tytut Codex Mundi na-
wigzuje zaréwno do idei zbierania i porzadkowania praw czy tez zasad postepo-
wania, jak i do symboliki starego kodeksu-ksiegi czyli scalonego w jednosc¢ zbio-
ru informagji. Odniesienie do tego ostatniego ma w sposdb sugestywny spinac
przesztosé z terazniejszoscia. To wtasnie specyficzna struktura sredniowieczne-
go kodeksu data poczatek zwigzkom sztuki z nauka, wiedza i poznaniem, a dzigki
rozwojowi technologicznemu druku i technik graficznych w pdzniejszych cza-
sach przyczynita sie tez bezposrednio do ich popularyzagji i rozpowszechnienia.
W obecnych czasach podobny proces ekspansji i syntezy wspomnianych wyzej
ySwiatdw” dokonuje sie dzieki mediom cyfrowym. Mimo wielu réznic, sieciowa
organizacja gromadzenia i przesytu danych, potencjat scalania informacji z ob-
razem oraz ich nieskonczonego modelowania, w swej istocie nadal doskonale
realizuja rudymenty idei kodeksu.”

Cztery odstony Codex Mundi majg by¢ swoistg wizualng emanacjg opisanych
wyzej zwigzkow. W trakcie kolejnych odston powstawac¢ beda sktadowe elemen-
ty kodeksu-katalogu taczacego w sobie sztuke (graficzna) zinformacja. Tematy-
ka wystaw ogniskuje wokot nastepujacych zagadnien:

Swiatto - geneza rzeczy (Christoph M. Loos, Eduard Ovéaéek, Jan Berdyszak.
Wystawa zrealizowana — Galeria Akademii Sztuk Pieknych Rondo Sztuki w Ka-
towicach, 2015 rok)

Codex Mundi. Swiatto — geneza rzeczy tematycznie skupia sie na problemach
zwigzkow miedzy geneza poznania i zaistnieniem, konstytuowaniem sie oraz
utrwalaniem informacji. W tych ,genetycznych” rozwazaniach kuratorzy®
pragneli zwrdcic szczegdlng uwage na kreatywny potencjat swiatta. Jest ono,
zaréwno w wymiarze fizycznym jak i symbolicznym, jednym z podstawowych
czynnikdw sprawczych. Daje poczatek, pozwala réwniez na zdefiniowanie czasu

i konstytuowanie sie podstawowych praw.

W ramach kolejnych wystaw zostang poruszone zagadnienia:
Il. Forma
lll. Struktura
IV. Spektrum — anatomia informagiji.

2 Kodeks (taciriskie ,Codex” - spis, ksiega)

3 Mundus (jezyk taciriski) znaczenia: rzeczownik, rodzaj meski (1.1) $wiat (1.2) wszechswiat, kosmos
(1.3) ludzko$é; przymiotnik (2.1) czysty

4 Sebastian Dudzik (Uniwersytet Mikotaja Kopernika w Toruniu)

5 Darek Gajewski (Akademia Sztuk Pieknych w Katowicach), Marek Sibinsky (Uniwersytet Ostrawski
w Czechach), Sebastian Dudzik (Uniwersytet Mikotaja Kopernika w Toruniu)
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Spostrzeganie i znikanie

Grafika wspodtczesna, tak samo jak wiekszos$¢ dziedzin sztuk wizualnych, ulega
ciagtym przemianom, spowodowanym wzrostem znaczenia technologii i jej
wptywu na kulture i zycie jednostki. Przedstawienie obrazowane weszto w faze
catkowitej digitalizacji, zmieniajac tym samym tradycyjne myslenie o obrazie.
Nic wiec dziwnego, ze w takich warunkach tozsamosc¢ grafiki podlega nieustan-
nemu redefiniowaniu. Jej wkroczenie na nowe terytoria sztuki przewarto-
$ciowato sposdb percepgji i odbioru dzieta. ArsGrafia PrintArt Katowice, jako
wystawa towarzyszaca wchodzita w sktad Migedzynarodowego Triennale Grafiki
w Krakowie. MTG Krakdéw od 50 lat promuje i wspiera rozwdj grafiki w Polsce

i na catym swiecie, poczawszy od pierwszej jego edycji, w ktdrej pojawili sie naj-
wieksi twdrcy tego okresu tacy, jak: Henry Moore, Robert Rauschenberg, Andy
Warhol, Victor Vasarely, Marino Marini, Hans Hartung, Zao Wouki czy Josef
Albers. MTG zawsze prezentowato bardzo wysoki poziom artystyczny, urastajac
do rangi wydarzenia swiatowego formatu, stawianego na roéwni z najstynniej-
szymi tego typu imprezamiw Lugano, Lubljanie czy Buenos Aires. W sierpniu
2007 roku, za sprawg, profesora Witolda Skulicza i profesora Adama Romaniu-
ka, MTG po raz pierwszy zawitato do Katowic, jako Miedzynarodowe Triennale
Grafiki — Krakéw 2007 BIS.

,0d stycznia 2007 zaczeto sie wielkie wedrowanie triennalowskich wystaw po
Polsce i nagle pojawita sie niezwykta propozycja. W Katowicach ukoriczono bu-
dowe ogromnej Galerii Rondo Sztuki. Tam 7 sierpnia 2007 roku otwarto wielka
wystawe obejmujaca dwiescie prac graficznych. Wystawa nosi nazwe — czytaj-
cie uwaznie — Migdzynarodowe Triennale Grafiki Krakéw BIS 2007 i wejdzie
na state do programu krakowskiego Triennale, ktére w ten sposéb otrzymuje

w prezencie od losu siostrzang wystawe podwajajaca mozliwosci prezentacji
gtéwnej, miedzynarodowej ekspozyciji” (prof. Witold Skulicz).

Fakt to znamienny o tyle, ze to wiasnie katowicka uczelnia (obecnie Akade-

mia Sztuk Pieknych w Katowicach) wspéttworzyta jedno z pierwszych w kraju
centréw grafiki warsztatowej i projektowej. Klasyczne i cyfrowe techniki grafiki

staty sie jej domena, i znakiem rozpoznawczym.

Pamiegci obrazu i odbitki, zmiennosé widzenia

To co staje sie obecnie widoczne w sztuce graficznej, szczegdlnie mtodych twdr-
cdw, to ciggte poszukiwanie bardzo indywidualnego jezyka wypowiedzi. Artysci
zjednej strony szukajg autonomii, ale takze widza przemiany dokonujace sie w
kulturze, wptywajace na procesy zachodzace w tej dziedzinie sztuki.

Widzenie graficzne dotyczy zapisu (druku®) wielosci proceséw zwiazanych z ob-

6 Tak rozumiany druk dotyczy poszczegélnych technik graficznych, sa to m.in.: druk wklesty (C -
druk wklesty, Cl - staloryt, C2 — miedzioryt, C3 — akwaforta, C4 — sucha igta, C5 — akwatinta, C6

- miekki werniks, C7 — mezzotinta, C8 - ryt wklesty na linoleum, plastiku i innych podtozach), druk
wklesty — techniki reprodukeyjne ( P3 - heliograwiura, fotogalwanografia, P4 - wielkonaktadowa
fotograwiura, rotograwiura, P10 - druk akwafortowy z ptyt stalowych), druk wypukty (X - druk
wypukty, X1 - drzeworyt wzdtuzny (langowy), X2 — drzeworyt poprzeczny (sztorcowy), X3 - linoryt, X4
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Christoph M. Loos

kadr z filmu Patac 0 3 nad ranem (Ordo inversus) / stillfrom the film The Palace at 3a.m. (Ordo inversus)
film i instalacja site-specific autorstwa Christopha M. Loosa. Klasztor Alpirsbach 12.10.2014-01.02.2015.
Drzeworyt na osikowych arkuszach stojaki, smota, pidra, dzwon, audio-loop

a film & site-specific instalation by Christoph M. Loos. Cloister of the Alpirsbach Monastery
12.10.2014-01.02.2015. Woodcut on Aspen Wooden Leaves with Printing Block, Racks, Tar, Feathers,
Empty Bell Form, Audio-Loop
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razem graficznym, sg to m.in.: powierzchnia — odcisk — odbitka, matryca — élad
- odbicie, matryca - ryt — odbitka, matryca — rysunek — druk, matryca - zapis
- odbitka, klisza — $wiatto — odbitka. program — zapis — wyswietlacz, rysunek —
zapis — druk, idea — zapis — projekcja. obraz - rejestracja — projekcja, materia

- odbicie — obraz, forma przestrzenna — lustra — odbicia — druk, ubranie — druk
- matryca — kompilacja, fotografia — program — matryca - druk, skaner — zapis
- druk, program — odtwarzanie - faktura wizualna, matryca - zapis — odtwa-
rzanie, rysunek — program — druk, matryca — zapis — druk — wyciecie, forma

- proces - poznanie, obraz graficzny — transmisja dzwiekowa — utwér struk-
turalny, matryca — odcisk — struktura — obraz, prafotografia — graficzny zapis,
wyobraznia artysty — pomyst (idea) — pole mozliwoéci — algorytmy — system
komputerowy, program — maszyna — zapis, zakodowane znaki — urzadzenie -

grafika wirtualna.

Miegdzynarodowe Triennale Grafiki w Krakowie przebyto dtuga droge. Otwarte
na zmiany, przekroczyto granice nowego tysiaclecia i weszto w ere wirtualna, ale
prezentujac nowe odkrycia, nigdy nie tracito szacunku dla klasycznych technik
graficznych i wiezi z tradycja. Te idee w dalszym ciagu rozwija ArsGrafia PrintArt

Katowice.

Dotychczasowe wystawy w ramach ArsGrafii PrinArt Katowice byty pretek-
stem do postawienia wielu pytarn o zasadno$c¢ tworzenia grafiki w ponowocze-
snym swiecie oraz o role artysty w wyznaczaniu horyzontdw grafiki. Integracja

z miejscem wystaw, jakim jest Rondo Sztuki, przeobrazita te dobrze znang
przestrzen, przenoszac wydarzenia ArsGrafia PrintArt Katowice (BIS, Horyzont,
Codex Mundi) w zupetnie nowe przestrzenie znaczeniowe. Dotykaty one zagad-
nien na styku wartosciowania i wciggania odbiorcy w nowa przestrzen dyskursu.

- druk wypukty z ptyty metalowej cietej lub trawionej, metaloryt, X5 — druk wypukty z ptyt metalowych
przygotowanych do druku wklestego, X6 — druk wypukty z ptyt zinnych materiatéw, np. syntetycznych,
X7 - stempel kamienny, kamienioryt), druk wypukty — techniki reprodukeyjne (T - typografia

z uzyciem znakdw drukarskich, T1 - linotypia wykorzystanie czcionek drukarskich, T2 - fotoksylografia
- fotochemiczna metoda reprodukgji matryc drzeworytowych, T3 — wielkonaktadowe odbitki
gumowe, pieczed, P1 - cynkotypia kreskowa, P2 — cynkotypia siatkowa), druk ptaski (L - litografia, L1

- autolitografia, litograficzne odbitki autorskie, L2 — autografia, przedruk litografii, L3 — cynkografiaO,
L4 - algrafia), druk ptaski - szablonowy, sitowy (S — druk z szablonu, S1 - serigrafia, S2 — mimeografia
- druk z szablondéw z batiku, S3 - katazome — druk szablonami z nattuszczonego papieru), techniki
elektroniczne (CGD - grafika komputerowa, cyfrowa, algorytmiczna), druk ptaski, szablonowy, sitowy,
techniki elektroniczne - techniki reprodukeyjne (P - reprodukcje fotograficzne, P5 - $wiattodruk,
kollotypia, P6 - fotolitografia, P7 - offset, P9 - reprodukgcja serigraficzna, CRD - reprodukcja
komputerowa, Y - fotokopia). Pozostate symbole (/mon. — monotypia, /col. - recznie kolorowane,

G - gipsoryt, H — hektografia, papier $wiattoczuty, K — kserotypia, ksero, N — odbitka negatywowa,
NITR. - nitroxylografia, R, RS - risografia, rel. — relief, W, wyc. — wycinanka, TW - technika wtasna, TM
- technika mieszana, ST - suchy ttok), druk wirtualny (druk 2D, druk 2,5D, druk 3D, PDF, postscript,
faks— rzadzenie przesytajace drukowany obrazza pomoca taczy telefonicznych, JPEG, TIFF)



45

Eduard Ovéacek

Lekcja wielkiego a / Lesson by Greata,1968-2014

druk na ptétnie, pentaptyk, 5 obrazéw, 100 x 100 cm.

Wystawa Codex Mundi. Swiatto — geneza rzeczy, Galeria Akademii Sztuk Pieknych w Katowicach,
Rondo Sztuki, 12 wrzesnia - 3 pazdziernika 2015. Foto: Barbara Kubska

prints on canvas, pentaptych, 5 part, 100 x100 cm.

Exhibition Codex Mundi. Light — the genesis of things, Academy of Fine Arts in Katowice Gallery
Rondo Sztuki, September 12 — October 3, 2015. Photo by Barbara Kubska



Eduard Ovéacek

Konstelace ggs / Constellations ggs, 2014

dyptyk 120 x 200 cm, Odcisk z Meksyku, 2012, technika kombinowana, ptétno, 100 x 100 cm.
Wystawa Codex Mundi. Swiatto — geneza rzeczy, Galeria Akademii Sztuk Pieknych w Katowicach
Rondo Sztuki, 12 wrzesnia — 3 pazdziernika 2015. Foto: Barbara Kubska

diptych 120 x 200 cm, Imprint from Mexico, 2012, mixedmedia, canvas, 100 x 100 cm. Exhibition
Codex Mundi. Light - the genesis of things, Academy of Fine Arts in Katowice Gallery Rondo
Sztuki, September 12 - October 3, 2015. Photo by Barbara Kubska

”
Jan Berdyszak

Milczenie IV / Silence IV

autochemigrafia/papier, 52 x 86 cm., signatura i data 1974. Wystawa Codex Mundi. Swiatto - geneza
rzeczy, Galeria Akademii Sztuk Pigknych w Katowicach Rondo Sztuki. Foto: Barbara Kubska
auto-chemigraphy/paper, 52 x 86 cm., signerad och daterad 1974. Exhibition Codex Mundi.

Light — the genesis of things, Academy of Fine Arts in Katowice Gallery Rondo Sztuki, September
12 — October 3, R015. Photo by Barbara Kubska

-
Jan Berdyszak

Dwa reflektory naprzeciwko / Two flood lights

1000 w i 1000 w. Wystawa Codex Mundi. Swiatto - geneza rzeczy, Galeria Akademii Sztuk Pieknych w
Katowicach Rondo Sztuki. Foto: Barbara Kubska

1000 w and 1000 w. Exhibition Codex Mundi. Light — the genesis of things, Academy of Fine Arts
in Katowice Gallery Rondo Sztuki, September 12 — October 3, 2015. Photo by Barbara Kubska
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Igor Benca

RAW
(Report, Art, Work)

Umelecko-pedagogicky proces ma vzdy minimalne dvoch aktérov,
ktori na nom participuju a to pedagdga a Studenta. Toto spojenie je nevy-
hnutné a pokial jeden absentuje, druhy straca vyznam. Je to interaktivny
proces ,ktorého vysledok je dolezity pre obidve strany. V projekte Transme-
dialny priestor grafiky realizovaného v rokoch 2009-20I11, ktorého som bol
autor a hlavny riesitel, sme spolu s kolegami realizovali vyskum grafického
média, kde sme sa zameriavali na technologicku diverzitu. Hlavnym vysled-
kom vyskumu bolo zadefinovanie typického znaku a povahy sucasnej grafiky
akym je jej transmedialita. Okrem toho sa aj prvy krat zadefinovali niektoré
pojmy, ako absencia matrice, pohyblivé a nestale matrice, matrica ako defini-
tivne dielo a dalSie. Projekt naznacil vela, ale uz sa do neho nedostala dalsia
podstatna Cast ktora je nevyhnutna pre tvorbu a tou je Téma a koncept
grafického diela alebo projektu. Treba podotknut, ze koncept diela vznika
v $pecifickych podmienkach odborného ateliéru a to bud'ako zadana téma,
kde autor idey je pedagdg ,alebo ako vlastny projekt, kde autorom konceptu
je Student. Otéazka je, Ci zadavat témy, alebo to nechat vyhradne na studento-
vi, ako autorovi kone¢ného umeleckého vystupu? Myslim, ze obidva pristupy
st dolezité a tym padom aj akceptované, ako sucast Studijného programu, ale
kazdy pristup ma iné zacielenie, iné mentalne nasadenie, iny vysledok.

Zadand téma je sucCastou teoreticko-praktickej platformy vyuco-
vacieho procesu a st ako ,kompas®, ktorého cielom je orientacia a pomoc
pri formatovani vlastnych napadov, postrehov, zazitkov, informacii, skuse-
nosti, do podoby budiceho umeleckého vystupu. Zadané témy urychluju
proces formovania umeleckej identity Studenta a jeho schopnost kreovat
vlastnych koncepcny potencial.



Igor Benca

RAW
(Report, Art, Work)

The artistic and pedagogical process always has at least two
participants involved in it, an educator and a student. This connection is
inevitable and if one is absent, the other loses its meaning. It is an interac-
tive process, the outcome of which is important for both parties. In the
Transmedial space of graphics project, implemented between 2009-2011,
of which I was the author and the main researcher, together with the
colleagues we conducted a research of graphic media where we focused on
technological diversity. The main result of the research was the definition
of the typical character and nature of contemporary graphics, such as its
transmediality. In addition, for the first time, some terms have been defi-
ned, such as the absence of a matrix, a moving and unstable matrix, a mat-
rix as a definitive work, and others. The project implied a lot, but it did not
cover the next substantial part that is necessary for the creation and that is
the theme and concept of a graphic work or project. It should be noted that
the concept of a work is created in the specific conditions of a professio-
nal studio, either as a given topic, where the author of the idea is a teacher
or as one’s own project where the author of the concept is a student. The
question is whether to assign theme to students, or leave it entirely to the
student, as the author of the final artistic output? I think both approaches
are important and therefore accepted as part of the curriculum, but each
approach has different targeting, other mental deployment, another result.

The assigned theme is a part of the theoretical and practical plat-
form of the learning process and is like a ,compass” that aims to orientate
and help in formatting one’s own ideas, insights, experiences, information,
into a form of future artistic output. The assigned themes accelerate the
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Mat vlastné témy... mat vlastné dobré témy je podmienkou a pri-
rodzenou intelektualnou vybavou kazdého studenta — umelca, ktory ma
ambiciu tvorit a komunikovat prostrednictvom umeleckého diela alebo
umeleckého Cinu.

Vlastnd téma je intelektualna schopnost autora spajat predstavy, pocity,
zazitky, skusenosti, poznatky ,estetiku a osobny vkus do retazcov logickych
suvislosti ktoré je mozné zmaterializovat do podoby umeleckého diela.
Vlastné témy su sucastou identity, know-how, a Specifickych vedomosti
autora. Su indikatorom jeho osobného postoja a vrodeného ¢i ziskaného
statusu. Témy nevznikaju nahodne, st vysledkom viacvrstvovych procesov,
faktorov a kontextov. V Ateliéry volnejtvorby, ktory vediem sa v pracach
Studentov najviac opakuju tieto témy:

SMRT - Koncept smrti je pomerne asty a ma rézne formy pristupov od
adoracie, strachu, az po smrt ako rozhranie medzi nou a zivotom. Tato téma
je zdrojovo napéjana z traumatickych zazitkov, vlastnych skusenosti, inSpi-
racii od iného diela, jednoduchsim vyvolanim waw efektu vzhladom na jej
emocionalny naboj. V poslednom ¢ase sa objavuje myslienka smrti prezen-
tovana médiami, socialnymi sietami a internetom, kde je smrt zobrazovana
ako virtualna fikcia, casto krat ako mistifikacia alebo smrt je vysledkom
interaktivnej hry, pripadne opacny extrém, kde status mrtveho ¢loveka na
socialnej sieti je mozné zdielat, ako keby bol Zivy.

CHOROBA - Tématizacia ochorenia je dalSie ideové vychodisko k tvorivé-
mu procesu, kde je koncept diela v mnohych pripadoch formovany stra-
chom, frustraciami a traumami ziskanymi z prezitého a blizkeho ochorenia,
alebo pritomnosti telesného hendikepu autora. Velmi ¢asto su vychodis-
kom pre tvorbu koncepcénych rieseni grafického diela psychické anomalie,
alebo telesné deformacie a z toho nasledne vyplyvajica antiestetika.

GENDER - ZENA - Koncept rodovych stereotypov, socidlnych struktur
ako rodina, vychova, tradicie, zvyky, kultira a ndbozenstvo su ¢astymi
témami ,ktord sa objavuje takmer vyhradne u Zien autoriek. Nerovnovazny
stav medzi muzmi a Zenami vytvara priestor pre rodovu diskriminaciu, ale
objavuje sa opacny model ,kedy emancipacny tlak nezvladaji samotné zeny,
alebo kriticky vnimaju tlak reklamy a mainstreamovych médii na prezenta-
ciu Zeny a pretladanie obrazu zenského idealu. Dal$ou aj ked menej &astou
témou je strach z materstva ,p6rodu a obava mat deti.

PROTAGONISTA - Téma hrdinstva je dost Cast4 aj ked'sa vac¢Sinou jedna
o skrytého hrdinu ktory je prekryty inou témou, ako medidlna hviezda,
$portova star, obycajny ¢lovek, rodina, bezdomovec ,svitec. V Medidlnom
priestore sa zviditelfiuje mnoho protagonistov, ktori ¢asto tvorivo irituju
kritického ducha a tak iniciuju tvorbu u mnohych studentov.



process of forming the student's artistic identity and his ability to create Sl
their own conceptual potential.

Having own themes... Having your own good themes is a prerequi-
site and the natural intellectual capacity of every student - artist who has
the ambition to create and communicate through an artwork or artistic act.
Own theme is the intellectual ability of the author to combine ideas, fe-
elings, experiences, knowledge, aesthetics, and personal taste into logical
contexts that can be transformed into a work of art. Own themes are part
of the identity, know-how, and specific knowledge of the author. They are
an indicator of his personal attitude, inherited and acquired status. Themes
do not arise randomly; they are the result of multi-layer processes, factors
and contexts. In the Studio of Free Production, which I am a head of, the
students’ works most often repeat the following themes:

DEATH - The concept of death is quite common and has different forms
of approaches from the concept of adoration, fear, to death as the border-
line between itself and life. This theme is fueled by traumatic experience,
inspiration from another work, easier to invoke the wow effect due to its
emotional charge. Recently, the concept of death is presented by the media,
social networks and the internet, where death is depicted as virtual fiction,
often as a mystification, or death is the result of an interactive game or the
opposite extreme where the status of a dead person on the social network

can be shared, as if the person were alive.

DISEASE - Thematization of diseases is another ideological starting point
for a creative process where the concept of a work is in many cases formed
by fear, frustration and trauma acquired from personally experiencing a
disease or having a close person experiencing it; or the presence of a physi-
cal handicap on the author. Very often, psychological anomalies or physical
deformations and consequent antiesthetic are the starting point for crea-
ting conceptual solutions to the graphic work.

GENDER - WOMEN - The concept of gender stereotypes, social structures
such as family, education, traditions, customs, culture and religion are com-
mon themes that occur almost exclusively among female authors. The im-
balance between men and women creates a space for gender discrimination,
but an opposite pattern emerges when women themselves do not come to
terms with the emancipatory pressures, or critically perceive the pressure
of advertising and mainstream media on the presentation of the woman and
the creation of the image of the female ideal. Another, though, less common
topic is the fear of maternity, childbirth and fear of having children.

PROTAGONIST - The theme of heroism is quite common, although it
is mostly a hidden hero, covered by another theme, such as a media star,
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URBEX - je prienik medzi archeoldgiou, adrenalinovym $portom a fotogra-
fovanim. Tato nova forma mestského prieskumu industrialnej architektury
si ziskava stale vacési okruh priaznivcov. Tématizacia a vytvarny transfér
urbexu sa objavuje v roznych polohach stale CastejSie. Dynamicky sa
meniace mestské centra a periférie, rychle zmeny v industrialnej zastavbe
¢iv krajine, miznuce staré budovy, pozitivny trend revitalizacie industrial-
nych stavieb, hladanie genia loci to su témy ramcované fenoménom Urban

exploration.

BIO-ECO-ENVIRO - Téma ekoldgie, ochrany zivotného prostredia, biod-
iverzity prirody, biorobotika to su témy ktoré maju spolo¢ny zaklad v pozi-
tivnom pristupe k prostrediu v ktorom Zijeme. Stcastou Sirokého spektra
nazorov je aj environmentalny determinizmus, o je presvedcenie, ze kul-
tiru urcuje fyzické prostredie viac ako socialne podmienky. Téma ,ekoldgie
vstahov“ ako vznik a rozpad osobnej a socialnej struktury je dalsim kon-
cepénym pristupom, ktory umoznuje reflektovat casto krat tému.

Lukas Krajéik
konceptroboticArt, 2015

vodni pavici

water spiders



a sport star, an ordinary person, a family, a homeless, a saint. In the media 53
space, there are many protagonists who often creatively irritate the critical
spirit and thus initiate the work of many students.

URBEX - is an intersection between archeology, adrenaline sports and
photography. This new form of urban exploration of usually abandoned
man-made structures is gaining an increasing number of supporters. The
thematization and visual transcription of urbex appears more and more
frequently in different positions. Dynamically changing city centers and
peripheries, rapid changes in covering soil by industrial construction, di-
sappearing old buildings, a positive trend in the revitalization of industrial
buildings, the search for a genius loci, these are topics framed by the pheno-
menon of Urban exploration.

BIO-ECO-ENVIRO - The theme of ecology, environmental protection,
biodiversity in nature, are the themes that have a common ground in a
positive approach to the environment in which we live. A broad range of
opinions also includes environmental determinism, which is the belief that
culture determines the physical environment more than social conditions.
The theme of ,ecology of relationships” as the origin and disintegration of
the personal and social structure is yet another conceptual approach that
makes it possible to often reflect on the theme public vs. intimate.

Gabor Gyenes
BioArt, 2017
huby, knihy

mushrooms mold, books
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Adam Sarvaic
Trnava staré mesto, Trnava Old town, 2018
monotyp na papieri, 50 x 70 cm

monotype on paper, 50 x 70 cm

Kristina Cibulova

Rekonstrukcia/ Reconcstruction, 2015
sadra, pletivo, frotovanad tla¢
gypsum, mesh, frottage print




Lenka Ladiidkova

Pilot monopostu F1/ Pilot of the F1,2016

objekt - instaldcia, rytina do plexiskla, kovova konstrukcia 200 x 250 cm

object - installation, engraving into plexiglass, metal construction 200 x 250 cm

Andrea Purdova

Meter, 2017

akcia, tla¢ na telo - digitdlna tla¢ 70 x 50 cm

event, print on the body - digital printing 70 x 50 cm
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Aktualna tvorha

V séridch grafik CHEMICKIi BRATIA 2006 - 2012 a POKEMONI 2012-
2015 sa venujem téme unifikacie a strate identity v medidlnom prostredi.
Vnimam to ako problém ekoldgie vztahov, ako prepojenost socio-kul-
turnych procesov, ktoré vytvaraju interaktivitu a komunikaciu vsetkymi
smermi, na vSetkych urovniach medzi ludmi a prirodou.

TRANS-FOR-MAN

je graficky projekt, ktorému sa venujem ostatnych niekolko rokov. Nazov je
parafrazou pop-kultovych Transformers, ktorych vyznam je posunuty do
podoby - transformovany ¢lovek, zmeneny ¢lovek, novy ¢lovek. Pod trans-
formaciou rozumiem schopnost zmeny ,adaptacie, prispésobenie sa novym
podmienkam, schopnost prezit, byt silny. Zaujimaju ma limity ¢loveka, jeho
schopnost robit zmeny, jeho adaptabilita mentalna, fyzicka, ale aj socialna.
Cela kolekcia grafik je tlacena technikou autorskej serigrafie. Kazda nova
grafika, kazdy namet musi prejst procesom, ktory ma niekolko tvorivych
faz. Na zaciatku je autorska fotografia. Vzdy zalezi od konceptu a motivu.
Fotografiu dalej digitalne upravujem, konvertujem na vektorovu grafiku,
avytlaéim na inkjetovej tlaciarni. Potom nasleduje tla¢ predlohy technikou
serigrafie, Co je fotochemicky proces prenosu grafickej predlohy na sito
azneho tlacenie grafiky na papier na stroji s ru¢nym nakladanim. Sietotlac¢
je dostupna technoldgia grafickej tlace, ale pokial' chceme tlacit grafiky XXL,
ako vystizne nazval velkoformatové grafiky Mgr. art. Rébert Makar, ArtD,,
tak je nevyhnutné mat ,poruke” $pickové pracovisko, akym je Oddelenie
serigrafie Katedry grafiky Fakulty umeni Ostravské University. Vdaka
velkorysej a Ustretovej spolupraci s kolegami Fakulty Umenia a to s profe-
sorom Zbynkom Janackom, vedicim katedry grafiky docentom Marekom
Sibinskym a v neposlednom rade majstrom tlac¢iarom LuboSom Dvorakom
sme mali moznost spolu aj s Mgr. art. Patrikom Sevéikom, ArtD. pracovat

a realizovat svoje projekty na tomto pracovisku. Doteraz je to Standardny
postup tlacenia grafiky. V tomto pripade som cely proces ,,skomplikoval®
tym, ze sa tlac realizuje transparentnou farbou a obrazje negativny. Tak
vznikne odtlacok, na ktorom nie je skoro nic vidiet. To, Co na grafike je, sa
objavi az v konec¢nej faze procesu, ktory je mojou autorskou technikou.



Current work

In the series of graphic works CHEMICAL BROTHERS 2006-2012 and
POKEMONS 2012-2015, I deal with the topic of unification and loss of
identity in a media environment. I perceive it as a problem of relationship
ecology, as interconnectedness between socio-cultural processes that cre-
ate interactivity and communication in all directions at all levels between
people and nature.

TRANS-FOR-MAN

The title of the graphic cycle is a paraphrase for pop-cult Transformers
whose meaning is shifted into a transformed human being, a changed
person, a new person. Under transformation, I understand the ability to
change, adapt, adjust to new conditions, ability to survive, be strong. Iam
interested in the limits of man, his ability to make changes, his mental, phy-
sical but also social adaptability. The entire collection of graphics is printed
by authorial serigraphy technique. Each new graphic, each subject must

go through a process that has several creative phases. The author’s original
photo is at the beginning. The concept and the motif are crucial for further
work. I further digitally edit the photograph, convert it to vector graphics,
and print it on an inkjet printer. This is followed by screen printing using a
serigraphy technique, which is a photochemical process of transferring a
graphic artwork onto a mesh and from there printing graphics on paper on
amanually loaded machine. Up to now, this is a standard graphic printing
process. In this case, I made the whole process more “complicated”, becau-
se the print is made in transparent color and the image is negative. This
creates a print on which almost nothing is visible. What's in the graphic
will only appear in the final phase of the process, which is my authorial
technique.

My Studio -Last Phase of Print

Merging the matrix with the imprint
Because the imprint on the paper is transparent and in the negative form

it has to become “visible” in the final phase of printing. The whole process
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Igor Benca

TRANS-FOR-MAN

frotovana serigrafia na papieri 142 x 110 cm
frottage, screen printing on paper 142 x 110 cm

Igor Benca
TRANS-FOR-MAN, 2015
frotovana serigrafia na papieri 80 x 120 cm

frottage, screen printing on paper 80 x 120 cm



Igor Benca
TRANS-FOR-MAN, 2015
frotovana serigrafia na papieri 80 x 120 cm

frottage, screen printing on paper 80 x 120 cm




60 MGoj ateliér - posledna faza tlace

Splynutie matrice s odtlackom

Ked'Ze odtlacok na papieri je transparentny a v negativnej forme v posled-
nej faze tlacenia musi nastat jeho ,zviditelnenie®. Cely proces pripomina
nanasanie, vtieranie a vytieranie tlaciarenskej farby z grafickej matrice —
kovového stocku, z ktorého sa odstranuje prebytocna farba dovtedy kym
v matrici zostane iba farba, ktora tvori obraz. Takymto procesom prejde
graficky odtlacok, ktory je v tomto pripade zaroven matricou aj grafikou.
Povrch papiera, ktory nebol potlac¢eny, nasiakne farbou a vytvori tak
pozitivny obraz .Takto vytvoreny odtlacok je zaroven aj matricou pre vznik
finalneho obrazu grafiky. Serigrafia tak straca jej typicku liniovi a bodovi
presnost a ziskava mékké prechody linii' s typickym valérom, charakteris-

tickym pre tlaciz hibky napriklad mezzotinty.

Majster tla¢iar Lubos Dvorak doladuje
vysky odtrhu sita a presne zameriava

poziciu ramu.
Lubos Dvorak, the master printer,
adjusts the height of the screen and

the position of the frame.



resembles the application of the printing ink from and on the printmaking 6l
matrix - the metal plate, when removing the excess ink until only the ink

that forms the image remains in the matrix. A graphic imprint that goes

through such a process is in this case both a matrix and also a graphics

work. The paper surface, on which there was no print will get soaked with

ink and thus creates a positive image. This imprint is also a matrix for

creating the final image of the graphics. Serigraphy thus loses its typical

line and point precision, and acquires soft transitions of lines with a typical

valera, characteristic of intaglio printing, for example, mezzotint.

-
Navalovanie ofsetovej farby na
transparentnu matricu.
Applying offset paint on the
transparent matrix.

Proces vytierania a frotovania obrazovej ¢asti

The process of wiping off and frottage of the image



Katarzyna Winczek

|dea | warsztat. Artysta wobec
zagadnienia ekologii w grafice.

The idea and workshop. Artist
towards the issue of ecology in
graphic art

Abstract:

The new contemporary dimension of graphic art — the non-toxic printmak-
ing - is a multidimensional and extensive phenomenon. Mainly based on
the results of experimental research, but also including discussion of the
literature, the subject of the considerations in this work is an analysis of
possibilities and advantages of using non-toxic methods and means in the
graphic art and draws their comparison with well-known classical tech-
niques of relief and intaglio printmaking.

The scope of eco-friendly graphics can be investigated with regard to the
use of non-toxic means and materials in the technology of image reproduc-
tion (reliefand intaglio printmaking techniques), work method (electrolyt-
ic etching techniques) and the technical process of picture making (pho-
topolymer techniques).

It is necessary to emphasize the interaction of fine arts with ecology, in
terms of the transmission of ideas (ontological), health security and envi-

ronmental threats.



Ekologia to nauka o strukturze i funkcjonowaniu przyrody, zajmujaca
sie badaniem oddziatywan pomiedzy organizmami a ich Srodowiskiem. Inter-
pretujac te definicje, nalezy stwierdzic, ze prawie kazda dziatalnos$¢ cztowieka
wigze sie zjego oddziatywaniem na srodowisko, a wiec jest ekologiczna. Przy-
jeto jednak, ze dziatanie ekologiczne cztowieka to takie, ktére nie zmienia jego
naturalnego srodowiska, nie powoduje negatywnych, degradacyjnych skutkdw.
Pojecie ekologia jest bardzo szerokie, a uzywa sie go zaréwno w kontekscie
nauk biologicznych, jak i w rozlegtym obszarze niezwigzanym z nauka. W relagcji
sztuka — ekologia kluczowe znaczenie ma postawa cztowieka, artysty, sens jego
wspotistnienia i jego dziatan w przestrzeni srodowiska pracy, jak i wobec otocze-

nia naturalnego.

Wspotczesnie ekologiczne poszukiwania artystyczne zawierajg sie tez
w materialnym wymiarze, w stosowaniu technik i materiatéw przyjaznych
naturalnemu srodowisku cztowieka. Wiedze, umiejetnosci i dziatania cztowieka
artysty w przestrzenijego warsztatu i wobec otoczenia naturalnego mozemy
okresli¢ kulturg ekologiczna. Obszary wspdlne miedzy sztuka a ekologia moga,
dotyczy¢ form wypowiedzi, tematyki przedstawienia — czyli idei, ktérag ma wyra-
zac sztuka — jak i metody kreacji, medium artystycznego wyrazu. Uzyte medium,
materiat tworczej ekspresji, moze by¢ zwyboru artysty ekologiczne. Ekologicz-
ne, czylijakie? Takie i inne pytania i watpliwosci rodzg sie przy prébie klasyfika-
cji i przyporzadkowania. Wydaje sie jednak, ze najwazniejsze jest promowanie
kazdego aspektu zwigzku sztuki i ekologii, czy to w zakresie funkcji edukacyjnej,
zawartosci ideowej, czy stosowania w artystycznym warsztacie nowoczesnych,
nietoksycznych materiatéw.

Sposrdd sztuk plastycznych, graficzne technologie sa zrédtem najwigk-
szych zagrozen zdrowia artysty i Srodowiska, na wszystkich etapach tworze-
nia dzieta artystycznego. Szczegdlnie w technikach druku wklestego gtéwne
zagrozenia wynikaja ze sposobu przygotowania matryc i wykorzystywania do
ich trawienia silnych kwaséw i zasad, zawierajagcych smote wernikséw, pytu
kalafonii, farb drukarskich, rozpuszczalnikdéw benzynowych, nafty, denaturatu.
Zasadnicze réznice miedzy technikami nietoksycznymi a tradycyjnymi zawie-
raja sie w odmiennosci uzywanych substancji. Srodki nietoksyczne oparte sg na
substancjach wodnych, akrylowych, ttuszczach roslinnych, solach trawigcych
i zasadach ,mydlanych”. W odniesieniu do trawienia elektrolitycznego pod-
stawowa roznica wynika z innej technologii uzyskiwania obrazu na matrycy —
zamiast procesdéw chemicznych opartych na dziataniu kwasdw, sa to zjawiska
zwigzane z przeptywem pradu elektrycznego. W odniesieniu do klasycznych
technik druku wklestego techniki nietoksyczne mozna zastosowac dla uzyska-
nia réznorodnych, znanych efektéw typowych dla akwaforty, fotoakwaforty,
akwatinty, miekkiego werniksu, odprysku, szablonu, ale tez nowych wyrazowo,
np. wymywanego gruntu (wash resist).
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Techniki trawione stosowane w grafice non-toxic:

- Twardy grunt (ptynny istaty) (hard ground) - w technice akwaforty zamiast
tradycyjnego werniksu stosuje sie grunt akrylowy, ptynny lub w postaci pasty.

- Miekki grunt (soft ground) — odpowiednik miekkiego werniksu. Miekki grunt
otrzymujemy na pierwszym etapie natozenia gruntu twardego w postaci pasty,
ktdra uzyskuje sie poprzez zmieszanie farby wodnej i medium akrylowego.

* Wolnoschnacy migkki grunt (slow-drying soft ground) — wersja miekkiego
werniksu, umozliwia dtugotrwate opracowywanie rysunku na matrycy (miesza-
nina wosku, kalafonii, farby litograficznej i ttuszczu, np. smalcu). Do zmywania
gruntu uzywa sie oleju roslinnego.

- Akwatinta (aquatint) — substancja zastepujaca sproszkowana kalafonie jest
koncentrat akrylowego medium, naktadany za pomocg aerografu. Aerograf
moze petnic role plastycznego narzedzia kreagcji, podobnie jak farba w sprayu

i daje mozliwo$¢ uzyskiwania gradacji tonalnych od najjasniejszych do czerni.

- Odprysk ttuszczowy (lift grounds) - technika polegajaca na wykorzystaniu
zjawiska odpychania wody i oleju, zastepuje konwencjonalny odprysk cukrowy.
- Wymywany grunt (wash resist) — zasada techniki opiera sie na wykorzystaniu
wihasciwosci odpowiednich substangii (farba, media akrylowe) w potaczeniu
zwoda,. Technika ta, przeznaczona do trawienia, charakteryzuje sie bogactwem
efektdéw malarskich niemozliwych do uzyskania w tradycyjnych technikach

metalowych.

Przygotowywanie i sposob naktadania akrylowego twardego gruntu
Preparation and method of applying acrylic hard ground



Akwatinta akrylowa z szablonem wodnym

Acrylic aquatint with water stencil

Techniki fotopolimerowe

photopolymer film, solar plates

Podstawa techniki fotopolimerowej jest naswietlanie ptyty pokrytej folig foto-
polimerowa, swiattem UV. Metoda ta zawiera w sobie wiele mozliwosci kreacyj-
nych uzyskiwania réznorodnego obrazu, w zaleznosci od wczesniej opracowane-
g0 pozytywu, poczynajac od form rysunkowych, efektéw malarskich, szablonu,
transferu kopii kserograficznej, az do wykorzystania obrazu fotograficznego. Tak
wykonang metalowa matryce fotopolimerowg mozna réwniez wytrawiac.

Technika trawienia elektrolitycznego

electrolysis etching techniques, galv-etch, elektro-etching
Istote procesu elektrolitycznego stanowi przeptyw tadunkdéw elektrycznych

od anody do katody. Sa nimi dwie metalowe ptyty umiejscowione réwnolegle

i zanurzone w odpowiednim dla rodzaju metalu elektrolicie oraz podtaczone
do Zrédta pradu. Dziatanie pradu na odkryte powierzchnie metalu ma inny
charakter niz przebieg reakcji chemicznej w roztworze trawiagcym, co w efekcie
warunkuje uzyskanie odmiennych wyrazowo sladdw.

Technologia tradycyjnego warsztatu jest powszechnie stosowana w wielu pra-
cowniach graficznych — artystycznych i szkolnych. Wraz z postepem techno-
logicznym oraz rozwojem wiedzy w zakresie materiatoznawstwa i znajomoscia,
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wczesniej wymienionych proceséw rozpoczeto poszukiwanie rozwigzan, metod,
technik i substancji obnizajacych ryzyko szkodliwosci badz likwidujacych
zagrozenia. Charakterystyczne w tych poszukiwaniach jest to, ze ich prekurso-
rami i popularyzatorami sa sami artysci. Techniki nietoksyczne, m.in. te oparte
na technologii akrylowej, zaczeto stosowac w latach 90. w Kanadzie, Stanach
Zjednoczonych, Danii i Finlandii.
Pracownia nietoksycznych technik grafiki warsztatowej, ktéra powstata

w Instytucie Sztuk Pieknych na Wydziale Sztuki Akademii im. Jana Dtugosza

w Czestochowie, zostata zorganizowana i wyposazona w latach 2012-2013

w ramach realizacji projektu ,,Ekologiczne techniki sztuk graficznych”, sfinan-
sowanego ze srodkow Narodowego Centrum Nauki. W pracowni znajduja sie
specjalistyczne stanowiska przeznaczone do pracy z matrycami, uwzgledniajace
réoznorodne potrzeby wynikajace z technologii akrylowych gruntéw, trawienia
elektrolitycznego metali oraz procesu opracowywania ptyt fotopolimerowych.
Nie jestem zwolennikiem wzmacniania kategorycznych podziatéw na grafike
tradycyjng i ekologiczng. Taka postawa nadmiernie skupia uwage na wartoscio-
waniu warsztatowych aspektow twdérczosci, podrzednych wobec idei arty-
stycznej. Ale znajomos¢ zalet i ograniczen procesu tworczego pozwala artyscie
zadecydowac o wyborze drogi postepowania. Grafika ekologiczna, ze wzgledu
na swdj mtody wiek, nie jest jeszcze obszarem dostatecznie eksploatowanym,
doswiadczanym i rozwijanym. Zastuguje na popularyzacje jako jednorodny
warsztat graficzny, badz jako uzupetnienie dobrze znanego warsztatu tradycyj-
nego. Na podstawie kilkuletniego doswiadczenia w wykorzystywaniu warsztatu
non-toxic we wtasnej praktyce artystycznej mam podstawy, aby zachecic¢ do
sprébowania tych alternatywnych metod. Nowe sposoby opracowania matryc
graficznych, jak réwniez nowe materiaty, sg interesujgca perspektywa i moga,

z powodzeniem zastgpi¢ wiele technik tradycyjnego warsztatu wklestodrukowe-
g0, inspirujac do poszukiwan nowatorskich rozwigzan plastycznych, wzbogaca-
Jjacych obraz wspdétczesnej grafiki artystyczne;.

Kuweta do trawienia matryc cynkowych metoda elektrolizy

Stand for etching zinc matrices by electrolysis



Pionowa kuweta z aeratorem do trawienia matryc miedzianych w chlorku zelaza
Vertical etching tank with aerator for etching copper matrices in iron chloride

67



68

Katarzyna Winczek

Mappa VIII, 2017

akwaforta, miekki werniks, chine-collé, 70x50,

etching, soft ground, chine-collé, 70x50, printed with Aqua Wash



Katarzyna Winczek

Mappa XIlII, 2017

akwaforta, chine-collé, szablon, 69x49, trawienie elektrolityczne

etching, chine-collé, stencil, 69x49, electrolytic etching, printed with Aqua Wash
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Katarzyna Winczek

Mappa VII-2,2016

akwaforta, akwatinta, matryca fotopolimerowa, 50x68,

etching, aquatint, photopolymer matrix, 50x68, printed with Aqua Wash and Aqua Intaglio

Katarzyna Winczek
Mappa V, 2015
akwaforta, wash resist, 50x68; druk na papierze ryzowym, ptétno, farby Aqua Wash

etching, wash resist, 50x68; printed on ricepaper, work printed with Aqua Wash



Wystawa Oikos-... / Oikos-... exhibition
fragment wystawy, prace od lewej fragment of the exhibition, works from the left:

Henryk Ozdg, Dariusz Kaca, Barbara Czapor-Zareba, Igor Benca, Teresa Slusarek

Wystawa Oikos-... / Oikos-... exhibition
fragment wystawy, prace od lewej / fragment of the exhibition, works from the left: Dorota
Nowak-Rodziriska, Judyta Bernas, Jan Bujnowski
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Rébert MAKAR

Ateliér vizudlnej tvorby -
koncentrovany program

V programe ateliéru vizualnej tvorby je otvarat dialdg o pojme umenia v najsir-
Som zébere bezjednoznacného riesenia, bez oCakavania definitivnej platnosti.
Vyrazje omnoho viac ako krasa. Krdsa je omnoho viac ako estetika. Neexis-
tuje dobra alebo zla grafika, dobry alebo zly artefakt. Vytvarny prejav je vzdy
presnym zachytenim charakteru ¢loveka v okamihu prejavu. Nikto neurobi to,
¢im v danom okamihu nie je. Nemala by sa tvorivost pouzivat len na vyvazova-
nie osobnej rovnovahy. Umenie je rovnovaha medzi intelektudlnou ¢innostou,
hmotnou realizaciou a citom. Rozrusovat hranice spdsobu tvorby cisto cez
city a ¢isto rozumom. Synergicky vyuzivat energiu inteligencie citu. To ¢o filo-
zofi vyjadruju slovnou formou, kde kazdé slovo musia vytvorit Specifikovanim,
vytvarnik pouziva vytvarne prostriedky. Vytvarné prostriedky vybera vedo-
me i podvedome, ndhodne i rutinérsky. Vytvarnici sa pomocou vsetkych pro-
striedkov snazia dat pocit absolutna. Raz sa pouzije figurdcia, raz pretvorenie
videného, raz len svetlo, inokedy v snahe nezobrazit ni¢, ¢o by mohlo odputat
pozornost, sa pouziju len vytvarné prostriedky. Vtedy sa stotoznuju univer-
zalne principy s maliarskymi. Je to obklticenie nepredstavitelného pomocou
viditelného predstavovania. Ako ked'opiSete kruh a stred je vzdy citit. Dovody,
v mene ktorych sa toto priblizenie - marna snaha o sprostredkovanie - deje,
vychadzaju z naklonnosti k vznesenému alebo z nutkavej neurdzy nieco tvorit?
Prehlbovat pocit inej (daléej) GENERACIE. Generdacie, ktord nevnima poéitag,
video, digitalnu fotografiu, ako ,nové média“ voci ,klasickym“ ako grafika,
malba Ci kresba. VSetky média rozdeluje na vhodné pre vyjadrenie myslienky
alebo menejvhodné. Na dostupné a problematickejsie dostupné na drahé
amenej drahé. Média su aktudlne, ak su pristupné v Case a priestore tvorby.
Ziadne médium nemdze byt vy&erpané. Unaveny a vy&erpany mdzu byt iba
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Studio of visual production -
concentrated programme

Opening a dialogue on the concept of art in the broadest possible way with-
out a clear solution, without awaiting definitive validity is in the program of
Studio of visual production. The expression is much more than beauty. Beau-
ty is much more than aesthetics. There is no good or bad graphics, good or bad
artifact. Artistic expression is always an accurate record of man's character
at the moment of expression. No one will do something they are not at that
moment. Shouldn’t creativity be used just to adjust the personal balance. Art
is a balance between intellectual activity, material realization, and emotion.
Break the boundaries of the way of creation purely without the feelings and
with pure reason. Synergically use the energy of intelligence of sentiment.
What philosophers express in a verbal form, where each word must be made
by specifying, the artist uses art means. Art objects are chosen knowingly
and subconsciously, randomly and routinely. Artists make every effort to
create a feeling of absolute freedom. They sometimes use the figuration, then
the transformation of seen, then only the light, sometimes in the effort not

to show anything that could distract, only the means of art are used. At that
time, the universal principles are the same as the painting principles. It is

an unimaginable obstruction through visible imagery. Like when you draw
acircle and you can feel its center. The reasons why this approach - the vain
endeavor to mediate - is happening, comes from the affection for the noble
or the urgent neurosis to create something? Deeping the feeling of different
(another) GENERATION. The generation that does not know computer,
video, digital photography, like "new media" versus "classical" like graphics,
painting or drawing. All the media are divided into more or less suitable for
expressing an idea. Available and more difficult to obtain, more expensive
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tvorcovia a to z réznych vonkajsich i vnutornych pricin.

V procese tvorby podporovat nielen presahy medzi médiami a disciplinami,
ale v mene idey kultivovat hladanie vhodného sti¢asného jazyka. Specifikom
ateliéru Vizualnej tvorby su paralelne konzultacie dvoch rovnocennych
pedagogickych nazorov a postojov. Tak dostava Student plastickejsiu pred-
stavu o reakcii na svoju tvorbu. Vytvara si vlastny hodnotovy sud. Zodpo-
vednost je a na jeho Usudku a odévodneni postoja.

Ateliér je laboratdrium pre najzakladnejsSie utvorenie vlastného priesto-
ru vytvarného myslenia a citenia, experimentovania s vyjadrovacimi
prostriedkami a kompozi¢nymi principmi. (VSetky techniky, ktoré kladu
najmensi technologicky odpor: kresba ... atd. Najmenej jedna praca reali-
zovana ku koncu semestra v grafickej technike. Postupne prechadzat na



and less expensive. The media are current if they are accessible in time and
space of creation. No media can be exhausted. Only the creators can be tired
and exhausted, for various external and internal reasons.

In the process of creation, not only to promote the overlaps between me-
dia and disciplines, but on behalf of the idea also cultivate the search for

a suitable contemporary language. The Studio of visual arts’ specificity are
the parallel consultations of two equal pedagogical opinions and attitudes.
This gives the student a more plastic idea about the reaction to his work.
He creates his own value perception. Responsibility is on his judgment and

reasoning of his attitude.

The studio is a laboratory for the most basic creation of its own space of

art thinking and feeling, experimentation with expression means and
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individualny pristup; kontinualny rozvoj vlastného programu posluchaca.
Pedagogické posobenie je skor ,odkryvanie®a ,uvolfiovanie“ nez ,formova-
nie®. Tazisko hodnét sa presunulo do stratégii na Grovni vytvarného jazyka,
technickych postupov a samozrejme postupov postprodukcie na vset-
kych drovniach autorského konceptu. Vo vacsine grafickych prac je vidiet
pritomnost kritického myslenia v reakcii na masmedialne manipulované
vedomie. Nové vytvarné formy menili technoldgie myslenia a technologické
postupy menili ¢itanie vytvarného jazyka. Sicasna generdcia si priestor
grafiky redefinovala do tychto poddb: Autorska tlac: oznacenie pre grafické
prace, ktoré vznikli chranenou autorskou technoldgiou. Je to oznacenie pre
vysledky experimentov pri priprave matrice alebo pri tlaci grafiky na rézne
materialy alebo tla¢ na rézne materialy a nasledné na papier. 3D grafika:
grafika tvorena v 3d programoch, ktora vo svojej finalizacii je prezentovana
ako séria digitalnych vytlackov alebo ako prezentacia na elektronickom
nosici. Nazvom 3D grafika oznac¢ujeme aj prace s grafickym vytlackom do
objektovej podoby. Objekty vytvorené z vytlackov st autentické prejavy
priestorového narabania a citenia. Do kategdrie 3D grafika patria aj prace,
pri ktorych je grafika aplikovana v objekte a instalacii. Je to nezamenitelna
sucast vytvarnej vypovede. Pixelizacia - klasicka digitdlna grafika: digitalne
manipulovany obraz, zmenena realita, sekundarna pixelizacia. Pre sicasnu
generaciu je typické vnimanie elektronickych médii na zaznamenavanie
alebo finalizaciu vytvarnych napadov. Je to konceptualizacia uvazovania
adematerializdcia vystupov. Povahu tohto pristupu vystihol Patrik Sevéik:
,Menisatiez funkcia samotnej matrice, ktord je mnohokrdt vyslednym
produktom, pripadne absentuje. Spésob vytvorenia vytlackov je mozny
vrelativne kratkom case, bez aktivneho vstupu autora. Vyslednym dielom
uz nemusi byt hmatatelny odtlacok. Spolu s ingymi médiami presla grafika
podas svojho vyvoja transformdciou prejavujicou sa vo vnitrisamotného
média i navonok. Vyvojobohatil témy, technicky pokrok rozsiril grafické
techniky, ako ajspésob reprodukovania odtlackov.”’

Procesudlna grafika: tla¢ ako zaznam roznych stadii procesu, nestabilnd
matrica, posuvné tlace, procesualna deformacia, Grafika XXL: rozmerné
grafické prace nad 3m?, postkonceptualne, konotécie, neredukovatelna
Matrica - matica: Maticova grafika, matrica ako finalny produkt. Re-print:
redefinicia, reaktualizicia, rekontextualizacia prace z dejin grafiky ako naj-
deny predmet. Povahu Re-print grafickych vystupov vystihol Igor Benca:
,Dalsim délezitym zdrojom tvorivych impulzov pre stiéasného mladého au-
toraje priestorsocidlnych sieti, internetové a networkové databdzy, subkul-
turne a komunitné prudy, streetart a grafity. S novymitematickymiokruhmi,
ako globalizdcia a environmentdlne ohrozenia, civilizacné strety, politika

1 BENCAI, VRBANOVA A, JANCOVIC R, BRUN R, MAKAR R, SEVCIK P.: Trans/medialny priestor
grafiky, Asimildcia vs. Original, Banska Bystrica, 2011, AVU AUBB, 33 s. ISBN 978-80-89078-88-2



compositional principles. (All techniques that put the least technological 77
resistance: drawing ... etc. At least one work done at the end of the semes-
ter with graphic technique. Gradually moving to an individual approach,
continuous development of the student’s own program. Pedagogical work
israther "uncovering" and "releasing" than “forming”. The focus of values
has shifted to strategies at the level of art language, technical procedures,
and, of course, post-production techniques at all levels of the author's con-
cept. In most graphic works we can see the presence of critical thinking in
response to the consciousness manipulated by the mass media. The current
generation has redefined the space of graphics in the following ways: Au-
thorial's print: a designation for graphic works that originated in protected
technology. It designates the results of experiments in the preparation of
amatrix or in the printing of graphics on various materials or printing

on different materials and subsequently on paper. 3D graphics: Graphics
created in 3D programs, which in its finalization is presented as a series

of digital prints or as a presentation on an electronic medium. Under the
name of 3D graphics we also understand works with a graphic print in

an object form. Objects created from prints are authentic expressions of
spatial narration and feeling. The category of 3D graphics also includes
works where the graphics are applied to the object and the installation. It
is arecognizable part of artistic testimony. Pixelization - classical digital
graphics: digitally manipulated imageg, altered reality, secondary pixeliza-
tion. For today's generation, the perception of electronic media for record-
ing or finalizing art ideas is typical. It is the conceptualization of thinking
and dematerialization of outputs. The nature of this approach was cap-
tured by Patrik Sevéik:

»,The function of the matrix itself changes, it is many times the resulting
product or it is absent. The method of producing prints is possible in a rela-
tively short time without active author's input. The resulting work may no
longer be a tangible print. Together with other media, during its evolution
the graphics has been through a transformation which is made obvious
within the medium itself and also externally. Development has enriched
the themes; technical advances have expanded graphical techniques, as
well as a way of print reproduction.”?

Processual Graphics: printing as a record of various stages of the process,
unstable matrix, sliding print, process deformation, Graphics XXL: Graphics
work over 3m?, postconceptual, connotations, nonreducible Matrix- matrix:
Matrix graphics, matrix as a final product. Re-print: redefinition, retopical-
ity, recontextualization of work from graphics history as a found object. The
nature of Re-print graphical outputs was captured by Igor Benca:

LAnother important source of creative impulses for the current young

1 BENCAIL, VRBANOVA A, JANCOVIC R, BRUN R, MAKAR R, SEVCIK P: Transmedial
space of graphics, Assmiliation vs. Original, Banskd Bystrica, 2011, Academy of Fine Arts at the
Academy of Arts In Banska Bystrica, 33p. ISBN 978-80-890%78-88-2



78 asocidlno-kulturne pasce, militarizmus a aktivizmus, hodnotovy relativiz-
mus, rodové stereotypy a identita spésobuju zmeny pristupu k uchopeniu
tém investigativnym spésobom.?

Re-write grafika: prepis ziného média, napr.: malba, fotka, Solitéry: soli-
térnatlac, snimanie povrchu, graficky postup s moznostou neopakovania
vytlacku, nerozmnozitelny postup pri tvorbe grafickych listov, taka kom-
binacia grafickych postupov Ze vznikaju solitérne grafické vystupy. Lino:
Najmasovejsia, najrozsirenejsia graficka technika, ktorej vizualny jazyk
najdeme od animovaného filmu cez fonty az k vizualnym identitam neza-
vislych znaciek odevov ¢i hudby. Rypanie do lina, HPS, Komacel gumenych
technickych hmot, alebo do priemyselnych dosiek na baze drevenych pilin
je za ostatnych nirkolko rokov vasnivo oblibeny technologicky spbsob,
ktory vnika na tizemie roznych disciplin.
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authoris the space of social networks, Internet and network databases,
subcultural and community streams, street art and graffiti. With new
thematic areas, such as globalization and environmental threats, civili-
zation clashes, politics and socio-cultural traps, militarism and activism,
value relativism, gender stereotypes and identity, create a change in the
approach to grasping the themes in an investigative way”?

Re-write graphics: transcription from other media, e.g. painting, photo, Sol-
itaries: solitary printing, surface scanning, graphic process with non-rep-
lica print, non-reproducible process of graphic sheets creation, a combina-
tion of graphic processes which produce solitary graphic outputs. Lino: The
most massive, widest-spread graphic technique, whose visual language can
be found from the animated film through the fonts to the visual identities
of independent clothing or music brands. Cutting into line, HPS, Komacel
technical rubber materials or into industrial wood-based sawdust boards
has been a very popular technological process in the past few years that
spreads over into the territory of different disciplines.
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space of graphics, Assmiliation vs. Original, Banskd Bystrica, 2011, Academy of Fine Arts at the
Academy of Arts In Banskd Bystrica, 5p. ISBN 978-80-890%8-88-2
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Iva Krupicova

Kamennd kniha

LITOGRAFIE

,Kazddztéchto horninvsobé nese pribéh o svémvzniku,
vnémZ lze Cistjako v knize.”

Redfern, Martin / ZEME - 50 myslenek, které musite zndt

vvvvvv

klad slova pochazejiciho z rectiny: lithos — kdmen, grafein — psat.

Kamen je uzaviena kniha, ve které se neda listovat. Kimen se neopotiebo-
vava samotnym tiskem, pouze procesem pripravy matrice k tisku. Strha-
vame z ni pozlstalou kresbu jako vytrzeni pfedchozi strany zjadra knihy.
Technologicky proces dava tvlirci rozmanité moznosti, jak tvoFit nekonecny
pribéh, ktery pretrva.

Litografie je nejstarsi planograficka technika — technika tisku z plochy, kte-
rou objevil roku 1796 Alois Senefelder (pravnik, dramatik a herec narozeny
v Praze).

Je zaloZena na principu odpuzovani mastnoty a vody. Jemnozrnny vape-
nec diky svym chemickym vlastnostech v mistech pokreslenych mastnou
barvou absorbuje tiskarskou barvu, zatimco nepokreslena mista z(stavaji
hydrofilni a barvu odpuzuji. Vysledna kresba takové techniky mize mit
mnoho podob. Pod litografii radime formy zpracovani kresbou kridovou,
lavirovanou, skrabanou, autografii nebo pretisk.

UmoZiuje vérné zaznamendvat riizné projevy, od mékké kresby vlastniho
rukopisu az po expresivni stopy.



Iva Krupicova

stone Book

LITOGRAPHY

yEach of these rocks carries the story of its origin,

which can be read like a book.”

Redfern, Martin / Earth: 50 Ideas You Really Need to Know

Lithography is a unique graphic technique. The most precise definition is the
translation of a word originally from Greek: lithos — stone, grafein — to write.
The stone is a closed book in which you cannot browse. The stone does not
break during the printings, only by the process of preparing the matrix for
printing. We take the remaining drawing off of it like tearing out a page
from the core of a book. The technological process gives creators a variety
of possibilities to form an endless story that will last.

Lithography is the oldest planographic technique - a printing technique
from flat surface discovered in 1796 by Alois Senefelder (a lawyer, play-
wright and actor born in Prague).

It is based on the principle of oil and water repellency. Fine-grained lime-
stone, thanks to its chemical properties absorbs the printing ink in places
painted with greasy paint, while the places not drawn on remain hydro-
philic and repel color. The resulting drawing of such technique can take
many forms. Under lithography, we also include drawing processes with
chalk, wash, scratching, autograph or overprint.

It allows faithful recording of different expressions, from soft drawings of

your own handwriting to expressive traces.
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Pomoci litografie miZeme ztvarnit kontrast nézné, citlivé kresby na strané
jedné a sytych, vyraznych, expresivnich tdnd na strané druhé.

Vlastni technologicka prriprava kamenné matrice je pozoruhodna. Na cesté
k vyslednému zaméru je dllezity kazdy krok, kdy mdZeme vyuZivat:
Riznorodost rastru pri tipravé povrchu kamenné matrice.
Riznorodost budovani tiskové formy kresebného zdznamu ubirdnim
¢i dokladanim mastného materialu na povrch matrice.
Riznorodost volby potiskovanych médii.
Riznorodost intenzity barevnych pigmentd a tvoreni vysledné
kompozice.

Malé svety

Svéty stretdvajici se, prolinajici se, oddalujici se.

Projekt se zabyva tématem byti a lidské existence. Obecné problematikou
vrstveni — narGstani formy, zmény, pohybu, prekryvani, vzestupu, padu,
vytraceni se.

Cyklus ,Malé svéty“je zkoncentrovany litograficky cyklus, ktery se soustre-
duje na rtizné formy svétd, jejich stfetl, odstupli a promén, levitujicich na
grafickych listech i v autorskych knihach.

Vsechny prace jsou na papire, za pouziti rozdilnych struktur a gramazi.
Pracuji s transparentnosti média v rlizné tdnové intenzité, prevazné sja-
ponskym papirem. Priihlednost papiru ovliviiuje obraz a dovoluje divakovi
nahlizet pouze na intenzivngjsi tdny. Diky vrstveni jednotlivych tisk( kom-
ponuji vysledny list, kdy zanikaji dalsi vrstvy, které se postupné vytraceji
aztréaci svlj konkrétni tvar a vyznam.

V knize ,Malé svéty“se zabyvam propojovanim organickych tvard. Po-
stupné nardstani a tvarovani hmoty, ktera se rozpina na povrchu kamenné
matrice. Levitujici formy se pozvolna priblizuji zjedné i druhé strany, az se
nakonec setkaji a otisk se stietne na povrchu tiskového média.

Realizace byla provadéna na dvou kamennych matricich, kdy prvni ¢ast
vychazejici z levého horniho rohu je postupné dotvarena litografickou tusi.
Tus pozvolné zasycha na povrchu vapence a sama dotvari vyslednou kres-
bu, stopu otisku. Pri listovani knihou, se objevuje na kazdé nasledujici strané
0 pozménény tvar, ktery postupné meénii své usazeni v podlouhlém formatu
knihy. Evokuje jemné klesajici vyznam, kdyZ se uprostred najednou zjevi
stret s formou druhou, které ma naopak vzestupnou polohu, avSak postup-
né ubyvajici a vytracejici se vyznam.



Using lithography, we can portray the contrast of a gentle, sensitive draw- 85
ing on the one hand and the rich, strong, expressive tones on the other.

The actual technological preparation of the stone matrix is remarkable. On
the way to the resulting goal, every step that when we can use the following
isimportant:
Variety of grids when arranging the surface of the stone matrix.
Variety in building the print form of a drawing by removing or add-
ing the greasy material on the surface of the matrix.
Variety of print media selection.
Variety of color pigment intensity and formation of final composition.

Little worlds

Worlds colliding, intersecting, drawing apart.

The project deals with the subject of being and human existence. Generally
with issues of layering — the growth of form, change, movement, overlap-
ping, ascending, falling, fading.

The “Little Worlds” cycle is a concentrated lithographic cycle that focuses
on various forms of worlds, their clashes, distancing and changes, levitating
on graphic sheets and author's books.

All work is on paper, using different structures and weights. I work with
media transparency in different tone intensity, mostly with Japanese
paper. Paper transparency affects the image and allows the viewer to look
only at more intense tones. Thanks to layering of individual prints I com-
pose the resulting sheet where other layers seize to exist, gradually disap-
pearing and losing their particular shape and meaning.

In the book “Little Worlds”I deal with the interconnection of organic
shapes. Gradual growth and shaping of matter that expands on the surface
of the stone matrix. The levitating forms gradually come closer from both
sides until they eventually meet and the imprint stays on the surface of the
print media.

The work was carried out on two stone matrices, where the first part, com-
ing from the upper left corner, is gradually completed with lithographic
ink. It slowly dries on the surface of the limestone and produces the final
drawing itself, a trace of the print. When browsing through the book, it
appears on each subsequent page with a slightly modified shape that grad-
ually changes its layout in the long format of the book. It evokes a slightly
declining significance when suddenly it collides in the middle with a sec-
ond form, which has an ascending position, but gradually diminishing and
fading meaning.
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Iva Krupicova
Malé svéty / Little worlds, 2017

Nic tam neni

Cyklus pojednava o prostredi kolem nas, o Zivotnich proménach, vzestu-
pech ¢i padech. Uzivam skrabané litografie, jejimz vysledkem je negativni
kresba na tmavém pozadi. Z jednotné ¢erné plochy se pozvolna vynoruji
svételna oblaka. Postupnym proryvanim ubiva tiskova plocha a kompozice
se utvari pomoci pribivajicich se svétlych tond.

Vysledna forma ma rlizné &teni, pravolevé versus levopravé éteni, vzestup-
né Ci sestupné, rozzarujici ¢i zatemnujici se. Instalace je variabilni a je mozné
ji uzptisobit dle prostredi. Spodni okraj vzdy pozvolna navazuje na nasledu-
jici svétlejsi nebo temnéjsi obraz.

Technologicky proces:

Pri tvorbé cyklu ,Nic tam neni“byl pro mé nejzasadnéjsi samotny proces
vzniku. Z pocatku jsem netusila, jak bude tézké vytisknout jednolitou ¢ernou
plochu technikou $krabané litografie ve velkém formatu. Pri procesu jsem
se setkala s vaznymi technologickymi otazkami, jako spravnost vybrouseni
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Iva Krupicova
Malé svéty / Little worlds, 2017
24x3lcm

There is nothing there

The cycle deals with the environment around us, about life changes, ups
and downs. I use scratched lithography, resulting in a negative drawing on
a dark background. The light clouds slowly emerge from a uniform black
area. Gradually, the print area is distorted, and the composition is formed
using increasing light tones.

The resulting form has different readings, right-to-left versus left-to-right
reading, ascending or descending, brightening or darkening. The installa-
tion is variable and can be customized according to the environment. The
bottom edge always freely refers to the next lighter or darker image.

Technological process:

When creating the “There is nothing there” cycle, the very process of crea-
tion was the most important thing for me. At first I did not know how hard it
would be to print a single black surface using a scratch lithography technique
in a large format. During the process, I encountered serious technological
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povrchu kamene, dopasovani trice primo na povrch kamene, volba uzité
nakladani barvy na velkou plochu. To znamena, urcit spravné mnozstvi
navalované barvy a jeji prenos na kresbu v rovnomérné vrstve.

AUTORSKA KNIHA

LJAutorskd kniha neni knihaouméni.
Autorskd kniha neniuméleckd kniha.
Autorskd kniha je sama uméleckym dilem.”
Guy Schraenen (1995)

LITERA

Od pocatku historie ma kniha informacni hodnotu slouzici k zapisu zprav
a pFib&hl. V tomto projektu se zaméruji na problematiku vyznamu knihy
a prevracim jej. Symbol, ktery byl vzdy uzaviren uvnitr knihy pretvarim do
tvaru knihy. Pracuiji s instalaci vysledné formy.

Znak

/knizni objekty ve tvaru pismen — papir, kniharské pldtno, cca 50 x 70 cm
2015/

Pomoci knizni vazby vytvarim jednotlivé symboly. Na prvni pohled hybridni
knihy po rozevreni a vysledné instalaci objektu utvari konkrétni symbol,
ktery je jizzcela Citelny.
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Iva Krupicova
Nic tam neni / Thereis nothing there, 2017
68x75cm

issues such as the accuracy of grinding of the surface of a stone, adjusting

the scraper directly onto the surface of the stone, selection of the used color,
application of the paint. It turned out that the most important step was the
application of paint onto the big surface. That means determining the correct
amount of the painted color and its transfer onto the artwork in even layer.

AUTHOR’S BOOK

“Author’s book is not a book about art.
Author’s book is not an artistic book.
Author’s book is a work of art by itself.”
Guy Schraenen (1995)

LETTER

Since the beginning of history, the book has an informative value and is
used for recording news and stories. In this project, I focus on the issue of
the meaning of the book and overturn it. The symbol that was always closed
inside the book is transformed into a book shape. I work with installing the
final form.

Mark

/book-like objects in the form of letters - paper, bookbinding cloth, approx.
50x70cm 2015/

Using book binding, I create individual symbols. At first sight, the hybrid
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List
/knizni objekt — koptska vazba, 8 x 3x 369 cm 2018/
Listy sesité jako vinouci se had, v postupné zmensujicich se formatech jako

symbol vytraceni se psaného znaku. Aplikuji zde neviditelné ciselné hodno-
ty, kdy pri kazdém zmenseni formatu dodavam dalsi tri slozky pro pozvolny
prechod. Instalace objektu je opét mozna ve vice variantdch, kdy mizeme
psat knihou riznd slova.

éern)'( Ctverec

/knizni objekt — koptskd vazba, papir, nit, plast, silon, 45 x 45 x 3cm 2017/
Knizni objekt vznikl v ramci projektu ,Kafka - Przetamywanie granic* jako
reakce na Aforismus ¢. 72 od Franze Kafky.

»Wewnetrzne przekonania jednego cztowieka, mimo zupetnej réznorodnos-
ci, jednakowo sie uprzedmiotawiajg z czego ptynie wniosek, ze cztowiek jest
wielopodmiotowy.”

,Clovék mize ziskat poznatky, které, a& naprosto rozdilné, vychazeji zjedno-
ho objektu, takZe zpétné u jednoho ¢lovéka mizeme predpokladat rozdilné
vhimani v rdizném &ase a rozpoloZeni.”

Na prvni pohled vidime pouze ¢erny Ctverec. Jak se postupné priblizujeme,
zaznamename déleni étverce na dva dily diky odstinGm ¢erné. Konfrontuiji
dva materialy, papir a plast, prirodni a umélou hmotu - dva zdanlivé stejné
subjekty, avSak naprosto rozdilné v uziti.
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Iva Krupicova

Znak / Mark, 2015

knizni objekty ve tvaru pismen — papir, kniharské platno, cca 50 x 70 cm

book-like objects in the form of letters — paper, bookbinding cloth, approx. 50 x 70 cm

books create a specific symbol upon opening and the following exhibition
that is already completely legible.

Letter

/book object - Coptic binding, 8 x 3 x 369 cm 2018/

Sheets of paper bound as a winding serpent, in gradually shrinking formats,
as a symbol of vanishing written fading with a written character. I apply in-
visible numeric values here, each time I shrink the form, I add three addition-
al components for a gradual transition. The installation of the object is again

possible in several variants where we can write different words with a book.

Black square

/book object - Coptic binding, paper, thread, plastic, nylon line, 45 x 45x 3 cm
2017/

The book object was created as part of the “Kafka - Przetamywanie granic”
project in response to Aphorism No.72 by Franz Kafka.

“The inner conviction of one person, despite complete diversity, is equally
objectified and the conclusion is that one has multiple faces.”

“A person may get knowledge that, although totally different, comes from
one object, so we can assume a different perception at different time and

states.”
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Iva Krupicova

List / Letter,2018

knizni objekt — koptské vazba, 8 x 3x 369 cm
book object — Coptic binding, 8 x 3x 369 cm



At first glance, we see only a black square. As we slowly come closer, we no-
tice the division of the square into two parts thanks to the shades of black.
I confront two materials, paper and plastic, natural and artificial matter -
two seemingly identical subjects, but totally different in use.

Iva Krupicova

Cerny &tverec/ Blacksquare, 2017

knizni objekt — koptska vazba, papir, nit, plast, silon, 45x 45x 3 cm

book object - Coptic binding, paper, thread, plastic, nylon line, 45 x 45 x 3 cm
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Andrea Uvacikova

Skiimanie vlastnosti
4 hranic média grafiky

Anotacia: Prezentdcia autorskych projektov, ocitajticich sa na pomedzi
grafiky ainych médii. Grafika ako jeden z ndstrojov pre skiimanie vlastnost{
a hranicjejsamotnejainych médiiarola média v postigitdlnej ére. Materidl-
ny zdklad grafiky ako protipdl k virtudlnym pristupom k tvorbe. Matrica ako
kéd. Je odtlacok este dékazom existujiceho?

Dnes, v dobe pokrocilych digitalnych technoldgii a progredujuce-
ho vyvoja virtualnej reality je takmer nemozné vyhnut sa kontaktu s nimi.
Vytvarné umenie je jednou z oblasti, kde su tieto trendy najviditelnejsie.
Pri pohlade do dejin vizualnej kultiry si mézeme vS§imnut, ze technologicky
pokrok sa vzdy v istej forme prejavil aj vo vizudlnom jazyku umelcov. Zmeny
v spolocnosti sa vzdy prirodzene odzrkadlovali v umeni, a tak je tomu i dnes.
Za jeden z prvych vyraznych technologickych milhikov z pohladu
zmeny percepcie obrazu mézeme povazovat fotografiu. , Technicky obraz®,
ako ho nazval teoretik médii Vilém Flusser, vyvolal diskusiu o originali-
te, reprodukovatelnosti, ¢i o ,aure umeleckého diela“. Fotografia taktiez
podnietila diskusiu na poli malby, ktora sa nou dlhé roky citila ohrozena,
pretoze fotograficky obraz bol schopny (zdanlivo) verne reprodukovat
realitu, a teda nastoloval otazku o zmysle maliarskeho realizmu. Diskusia
na poli malby bola bezpochyby legitimna, o to zardzajlcejsie je, Ze podobne
buarliva diskusia nenastala na poli grafiky. Grafika bola velmi uzko spata
s vyvojom fotografie. Po dlhé starocia bolo jednou z funkcii grafiky repro-
dukovat umelecké (hlavne maliarske) diela. Tato funkcia sa s vynalezom
fotografie stala bezpredmetnou, ¢o na druhej strane oslobodilo grafiku od
maliarstva a stala sa autondmnou. Prvé fotografie, daguerrotypie, maju



Andrea Uvacikova

Examining the features
and borders of the graphics media

Annotation: Presentation of artistic projects which appear on the fringe of
the of graphic arts and other media. Graphics as one of the tools for explor-
ing the properties and its own boundaries and other media, the role of the
media in the postdigital era. The material basis of graphics as a counter-
part to virtual approaches to creation. Matrix as a code. Is the print still

a proof of the existing?

Today, at the time of advanced digital technologies and the increas-
ing development of virtual reality, it is almost impossible to avoid contact
with them. Art is one of the areas where these trends are most visible.
When looking at the history of visual culture, we can see that technologi-
cal progress has always in some form manifested in the visual language of
artists. Changes in society have always naturally been reflected in art, and
itis also the case nowadays.

As one of the first significant technological milestones in terms of
image perceptions we can consider a photograph titled "Technical image"
,named by a media theorist Vilém Flusser. It sparked a debate about the
originality, reproducibility, or "aura of the artwork" . The photograph also
prompted a discussion in the field of painting, which had felt endangered
by it for many years because the photographic image was able to (seeming-
ly) truly reproduce reality and thus raised the question of the meaning of
painting realism. The discussion in the field of painting was undoubtedly
legitimate; what is more striking is that such a stormy debate did not arise
in the field of graphics. The graphics were very closely connected with the
development of photography. For many centuries, one of the functions of
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taktiez mnozstvo technologickych podobnosti s grafikou, napriklad, ze ich
zéklad spodiva v hmotnej forme (moZeme ju nazvat matrica), alebo podob-
nost so svetlocitlivym materidlom a sp6sobom kopirovania predlohy na
sito pri osvite u sietotlace. Aj napriek tymto a mnohym inym podobnostiam
a suvislostiam s pociatkami fotografie, sa tieto neobjavili v ziadnych teo-
retickych reflexiach o grafike, ¢o je znamkou absentujicej diskusie na tito
tému v odbornych a umeleckych kruhoch. Dnes tieto stvislosti naberaji na
aktualnosti v kontexte vyvoja pocitacovej grafiky a mnohych dalSich foriem
digitalnych a virtualnych pristupov k tvorbe, pricom su stierané hranice
medzi fotografiou, pocitacovou grafikou a inymi formami digitdlnej grafiky.
Tieto pojmové nejasnosti nie st len akousi hrou na poli lingvistiky, ale su
odrazom problematiky staZenej schopnosti divaka rozliSovat jednotlivé pri-
stupy k tvorbe a nasledne dielo interpretovat. Nejasnosti sa mozu odrazit
v tvoreni obsahov pre obsahy: neschopnostou desifrovat obsah diela za-
pri¢inenou nejasnym pozadim jeho vzniku. Jednotlivé pristupy k tvorbe su
vzdy determinované médiom, pomocou ktorého vytvarame umelecké diela.
Média vo véeobecnom, spolocensko-kultirnom slova zmysle podla Engella
,definuji prostor jako celek, ve kterém se pohybujeme kulturné, myslenim,
vnimanim, vizualné. Média urduiji, co je myslitelné, vnimatelné, co Ize viibec
sdélit atd.“ Skusme tuto definiciu aplikovat na médium v zmysle prostried-
ku umeleckého vyjadrenia, ktorym sa snazime zdelit informaciu divakovi.
Médium by v uvedenom zmysle slova definovalo priestor ako celok, v kto-
rom sa pohybuje tvorca obsahu (umelec) a recipient (divak). Médium
(médium malby, kresby, grafiky a pod.) uréuje prostrednictvom konkrét-
neho diela, ¢o je myslitelné, vnimatelné, determinuje zdelenie informécie.
A pretoze ,Clovék ve skuteCnosti vidijen to, Ceho jsi je védom®, povazujem za
podstatné zaoberat sa otazkou média. Pri pohlade na dielo si uvedomovat
zaroven médium, a kritiku smerovat taktiez na jeho spochybnenie. Na poli
umeleckej kritiky sa toto z istej Casti deje, no podobna kritika absentuje na
poli grafiky, ktora v sic¢asnosti prechadza snad' najvacSou transformaciou
od doby svojho vzniku. Infiltrdcia technického obrazu (nielen fotografie ale
i novych foriem digitalneho obrazu) na pole grafiky, nové pristupy k tvorbe
matrice (matrica vo forme kédu), virtualne spdsoby tvorby... Tieto a mnohé
dalsie faktory prispeli k tomu, Ze grafika expanduje na pole intermediality
amnohé grafické diela stoja na pomyslenej hranici samotného média. Ak
hovorime o médiu grafiky, mame na mysli predovsetkym grafiku umelec-
ku s jej signifikantnymi znakmi, ktoré su jej uréovatelom. Za takéto znaky
povazuje Ales Krejca, jedna z poslednych osobnosti, ktori sa v tomto smere
ku grafike vyjadrili, za:

1. ,Kresba predlohy ¢i namet musia byt pévodné.

2. Umelec saim manualne spracoval tlagovi formu (vynimocne s tla-

¢iarom-napriklad pri Iitogr‘aﬁi)

3. Umelec citlivo zvolil vyrazové prostriedky a reSpektoval pouzity

material.



graphics had been a reproduction of artworks (especially in painting). This
function became obsolete with the invention of photography, which, on the
other hand, freed graphics from painting and it became autonomous. The
first photographs, daguerreotypes, also have a lot of technological similar-
ities with graphics, for example, their basis lies in a material form (we can
call it a matrix) or similarity with the use of a light-sensitive material and
away of copying a an image onto a mesh at screen printing. Despite these
and many other similarities and contexts with the origins of photography,
they have not appeared in any theoretical reflections on graphics, which

is a sign of absent discussion on this subject in professional and artistic
circles. Today, these contexts draw on topicality in the context of the devel-
opment of computer graphics and many other forms of digital and virtual
production approaches, removing the boundaries between photography,
computer graphics and other forms of digital graphics. These ambiguities in
terminology are not only a word play in the field of linguistics, but are also
areflection of the issue where the spectator has a bigger difficulty to distin-
guish individual approaches to creation and subsequently to interpret the
work. Uncertainties may be reflected in creating the content for content:
Inability to decipher the content of a work due to the vague background of
its creation. Individual approaches to creation are always determined by
the medium through which we create works of art. According to Engell, the
media in the general, sociocultural meaning "define the space as a whole in
which we move in a cultural, thinking, perceptive, visual way. The media
determine what is concievable, perceptible, what can be communicated
atall, etc." Let us try to apply this definition to the medium in terms of the
means of artistic expression through which we are trying to convey the
information to the audience. In that sense of the word, the medium would
define the space as a whole in which the creator of the content (artist) and
recipient (viewer) move. The medium (the medium of painting, drawings,
graphics, etc.) determines, by means of a particular work, what is conceiv-
able, perceptible, it determines the sharing of information. And because
"man really sees only what he is aware of", I consider it essential to address
the issue of the media. When looking at an artwork, to be at the same time
aware of the medium, and also to direct the criticism to challengg it. In the
field of art criticism, this is partly what is happening, but similar criticism
is absent in the field of graphics, which is currently undergoing the greatest
transformation since its inception. Infiltration of a technical image (not
just photography but also new forms of digital image) to the field of graph-
ics, new approaches to matrix creation (matrix in a form of a code), virtual
ways of creation... These and many other factors contributed to the expan-
sion of the graphics into the field of intermediality and many graphic works
stand at the imagined borderline of the media itself. When we talk about
the medium of graphics, we mean mainly artistic graphics with its signifi-
cant features, which determine it. Ale$ Krejca, one of the latest personali-
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4. Umelec vytlacil cely naklad z originalnej dosky, a to sam alebo za

Ucasti profesionalneho tlac¢iara pomocou tradi¢nych remeselnych

postupov.

5. Umelec autorizoval vSetky odtlacky, oznacilvysku nakladu a dodr-

zal jeho limit.“

O vyssie uvedenych vlasnostiach umeleckej grafiky by sa v mno-
hych pripadoch dalo polemizovat. O pévodnosti nametu by sa dalo dis-
kutovat napriklad u generovanej grafiky, kde k tvorbe obrazu dochadza
prostrednictvom autorom vopred nadefinovanych pravidiel, avSak vystup
je naprogramovany pocitacom. Pocitacové vypocty ,generuji vysledky,
presahujici vSée myslitelné”, piSe Kittler. Spracovanie matrice samotnym
umelcom, ako dalSi zo znakov podla Krejcu, moze byt taktiez relativizované
hlavne u pocitacovej grafiky, kde nie je jasné, Co pod pojmom matrica vlast-
ne rozumieme. Pocitacové vypocty ,délaji z realného v Lacanové smyslu
manipulovatelny kéd.“ Takyto kéd v kombinacii s hmotnym uloziskom, na
ktorom st ulozené podklady pre tla¢, méze byt povazovany u pocitacovej
grafiky alebo grafiky vytvorenej prostrednictvom iného aparatu za matricu.
Data su vo svojej podstate manipulovatelné, preto sa jedna o nestaly typ
matrice a dovedené do krajnosti: s ohladom na dodrzanie limitu nakladu by
bolo potebné tuto matricu (jej hmotnd i virtudlnu éast) znigit. Dodrzanie
limitu nakladu sa tiez zda byt kli¢ovym najma pre tie grafické diela, kde pri
tvorbe nametu, i spracovani matrice pouzivame rézne druhy zariadeni,
priCom podstata obrazu je v kdde. Alois Bauer pise: ,Praveé vyse nakladu
je mnohdy kritériem odliujicim umélecké grafiky od tisku primyslového,
ktery vznikl v tiskarné.“ Nasledne vSak spochybnuje legitimitu “strojovej”
grafiky na poli umeleckej grafiky takto: “V dnesni dobé pIné nejmodernéj-
Si kopirovaci techniky je ale mozno ziskat rozmnozenou kresbu pouhym
stisknutim tlacitka kopirovaciho stroje a vSechny kopie jsou naprosto
stejné. Tyto kopie ale za grafiku nepovazujeme.” Tato polemika ohladne
legitimity pocitaCovej grafiky sa v nasich krajinach odohrala prave s nastu-
pom kopirovacej techniky a pocitaCov, Co vSak uz patri minulému storociu.
Od tej doby smeaz na malé vynimky , nezaznamenali v nasich krajinach
vyraznejsi posun v diskusii na tito tému. Zaiste to suvisi s postavenim gra-
fiky v diskurze sicasného ¢eského a slovenského vytvarného umenia, kde,
ako sa zd4, je grafika stale okrajovym ,zanrom“.Prave ono fuzovanie grafiky
s inymi médiami a kontextualizacia so si¢asnym umenim mozu byt kluco-
vymi faktormi pre jej dal$i vyvoj.

Vybrané projekty sa ocitaju na hranici média grafiky, a to hlavne
s ohladom na jej, uz horeuvedené, signifikantné znaky. Hlavnou podmienkou
vyberu tychto diel bolo, aby zachovavali zakladny princip umeleckej grafiky,
ktory popisuje Bauer: ,Zakladnim principem grafiky je tedy rozmnozovani
dila tiskem®. Cast vybranych projektov sa ocité celkom mimo média ume-
leckej grafiky, avsak tieto projekty sa vzdy istym spésobom dotykaju pod-
staty, Ci urCovatelov digitalneho obrazu, ktory je tizko spaty prave s grafikou.



ties who have expressed their opinion in this regard about the graphics and 99
he claims that:

“l. Drawing of the model or the subject must be original.

2. The artist has manually processed the print form (exceptionally with

the printer, for example in lithography) by himself

3. The artist has sensitively chosen the means of expression and re-

spected the used material

4. The artist has printed the entire load out of the original matrix, either

alone or with the help of a professional printer using traditional crafts-

manship.

5. The artist authorized all prints, set the quantity limit and kept it”

The abovementioned features of artistic graphics are in many cases debatable.
The originality of the subject could be discussed, for example, in the generated
graphics, where image creation occurs through predefined rules by the author,
but the output is programmed by the computer. Computer calculations “gen-
erate results that go beyond anything conceivable,” Kittler writes. The pro-
cessing of the matrix by the artist himself, as another of the features according
to Krejca, can also be relativized especially in computer graphics, where it is
not clear what we understand under the term matrix. Computer calculations
"make manipulable code out of realistic in Lacan’s sense." This code, in combi-
nation with the physical storage on which the print templates are stored, can
be considered with computer graphics or graphics created by another device,
as the matrix. The data are in their essence manipulable; therefore they create
an unstable type of matrix and brought to the extreme: with respect to the

set quantity limit, it would be necessary to destroy this matrix (both tangible
and virtual part). Keeping the set number of prints within limits also seems

to be of particular importance for those graphic works where we use differ-
ent types of devices when creating a theme or processing a matrix, while the
nature of the image is in the code. Alois Bauer writes: "It is the limited number
of prints that is often a criterion that distinguishes art graphics from the in-
dustrial printing that originated in the printing house." But later, he questions
the legitimacy of "machine" graphics in the field of art graphics as follows:

"In today’s world full of state-of-the-art copying technology it is possible

to acquire copies of a drawingjust by pressing the copier button and all the
copies are exactly the same. But we do not consider these copies as graph-

ics." This controversy over the legitimacy of computer graphics took place

in our countries with the onset of copying technology and computers, but

this already happened in the past century. Since then, except for a few small
exceptions, we have not seen a significant shift in discussions on this topic in
our countries. It must be related to the positioning of graphics in the discourse
of contemporary Czech and Slovak art, where graphic art seems to be still
afringe "genre". The fusion of graphics with other media and contextualization
with contemporary art can be key factors for its further development.
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GeneRace

GeneRace, App, vizualizicia pre Sopa Gallery, Kosice, 2018

Kolaborativny projekt autorky a publika. Jedna sa o generovanie minima-
listickych geometrickych portrétov navstevnikov galérie, ktori su ochotni
poskytnut predom svoju fotografiu, pripadne nechat sa vyfotit na mieste.
Fotografia nasledne prechadza softwarom, ktory vyvinul programator na
zaklade mnou definovanych kritérii. Software spaja kltiCové body na tvari
do geometrickej kompozicie. Nasledne je mozné si svoje vygenerované
portréty vytlacit na tlaciarni, ktora je sucastou instalacie. Kazdy vytlacok je
signovany ako autorska grafika.

VRozhrani

VRozhrani, serigrafia, digitalna tla¢, 100x70, Vizualizacia pre Industrial
Gallery Ostrava, 2018

V projekte skimam vychodzie rozhranie, ktoré sa zobrazuje ¢loveku po
vstupe do virtualnej reality. Vietok virtualny obsah (z VR aplikacii) je mozné
printscreenom vyfotografovat, data vytvorené v 3D virtualnych aplikaci-
ach je mozné vytlacit, avSak tieto rozhrania, ktoré su priamym urcovatelom
virtualneho obsahu, nie je mozné nijakym sp6sobom zachytit a preniest do
reality. Zosobnuju nekonecnost virtualnej krajiny a vyprazdneny priestor,
neposkvrnend krajinu pripravenu na vstup virtualneho stvoritela.

»Dr Mozek“

Dr Mozek, digitalna grafika, 297x420, Jonas Strouhal, Andrea Uvacikova, 2017
,Dr Mozek" je projektom vizualneho umelca Jonasa Strouhala. Jednd sa

o technoldgiu neurofeedbacku, vyuzivani v medicine. Zjednodusene ide

o kresbu vo virtualnej realite pomocou snimania aktivity mozgovych vin.
Cielom je vytvorit suvisli neprerusovanu liniu. Prerusi sa vzdy, ked' ¢lovek
polaviv sustredeni. Opomentc vsetky pévodné aspekty diela, jedna sa

o tla¢enu grafiku. Vytvorena je priamo pomocou méjho mozgu, avsak pro-
strednikom sa stava médium virtualnej reality a aplkikacie, ktord vyvinul
Jonas. Ten je v tomto pripade taktiez tlaciarom, grafika je digitalne vytlace-
na. Tento modelovy priklad otvara otdzku autorstva, ktoré je bezpochyby
sporné. Namet je celkom pévodny, méj, avSak prostriedok je cudzi. Dnes
mame k dispozicii bezne tisicky aplikécii, ktoré na zaklade nasho vstupu
vygeneruju obraz. Su programatori tvorcovia buducich obsahov?

Digitalna hmota

Digitalna hmota, (Kodak), linoryt, 100x70 (matrica), vysledné rozmery
variabilné, Pragovka Gallery, Praha, 2018

Pracujem s tzv. image test targets — testovacimi obrazmi pre fotoaparaty;,
kamery a projektory. Tieto obrazy maju sluzit na nastavenie ostrosti, Ci
inych parametrov aparatov, aby tieto pristroje nasledne mohli vytvarat ¢o
najdokonalejsie technické obrazy. Konkrétne v diele Kodak pouzivam tester



Selected projects appear are on the fringe of graphics media, espe-
cially with regard to its already mentioned, significant features. The main
condition for choosing these works was to preserve the basic principle of
artistic graphics, described by Bauer: "The basic principle of graphics is
therefore the reproduction of the work by printing." Part of the selected
projects appear completely away from the media of art graphics, but these
projects always touch upon the essence of digital images or their determin-

ers, which are closely related to graphics.

GeneRace

GeneRace, App, visualization for Sopa Gallery, Kogice, 2018

Collaborative project of the author and the audience. It's about generat-
ing minimalist geometric portraits of gallery visitors who are willing to
provide their photos before coming to the gallery or have a photo of them
taken on the spot. The photo then goes through the software developed by
the programmer on the basis of criteria defined by myself. The software
combines the key points on the face into the geometric composition. It is
then possible to print the generated portraits on the printer that is part of

the installation. Each copy is signed as the original graphic work.

VRozhrani (InInterface)

InInterface, serigraphy, digital print, 100x?0, Visualization for Industrial
Gallery Ostrava, 2018

In the project, I explore the original interface that is shown to a person after
entering virtual reality. All virtual content (from VR applications) can be
photographed by printscreen, data created in 3D virtual applications can
be printed, but these interfaces, which are the direct determiners of virtual
content, cannot be captured and transferred to reality in any way. They
impersonate the infinite virtual landscape and empty space, an unspoiled
country ready for the virtual creator to enter.

»Dr Brain“

Dr Brain, digital graphic, 297x420, Jonas Strouhal, Andrea Uvacikova, 017
"Dr. Brain"is a project by visual artist Jonas Strouhal. It is a neurofeedback
technology used in medicine. In simple terms it is a drawing in virtual reality
drawn by sensing activity of brain waves. The goal is to create a continuous
uninterrupted line. It is interrupted whenever a person stops focusing. Ignor-
ing all original aspects of the work, it is a printed graphic. It is created directly
by my brain, but the virtual reality and application developed by Jonas be-
come a medium. He is also a printer in this case, graphics are digitally printed.
This model example raises a question of authorship, which is undoubtedly
questionable. The subject is totally original, mine, but the medium is foreign.
Nowadays we have thousands of applications available that generate an image

based on our input. Are programmers the creators of future content?
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Andrea Uvacikova
GeneRace, 2018
App, vizualizdcia pre éopa Gallery, Kosice

App, visualization for Sopa Gallery, Koice
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Andrea Uvacikova

VRozhrani / InInterface, 2018
serigrafia, digitalna tla¢, 70x100 cm
serigraphy, digital print, 100x?0cm

Vizualizacia pre Industrial Gallery
Ostrava, 2018

Visualization for Industrial Gallery
Ostrava, 2018
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od firmy Kodak pre fotoaparat, ktory prevadzam do linorytu a graficky list
nasledne rezem na standardizované fotografické formaty a adjustujem
jednotlivo do fotoramikov. V diele All White sa jedna o vyramovanie bieleho
miesta na stene v mieste kde je nerovnost (stfp). Povodny tester sluzil na
premietnutie bielej plochy na stenu kvéli nastaveniu pravych uhlov (proti
skosenym liniam). Séria Flipbooks pozostava z testerov vo forme autor-
skych knih, flipbookov. Pévodne sa jednalo o pohyblivé gify, ktoré mali byt
napomocné pri testovani projektoru.

Black Square

Black Square, vizualizacia matrice pre 3D tla¢, rozmery variabilné, 2018
3D tlac stvorca, ktory je nasledne odtlacany tradicnymi postupmi klasickej
umeleckej grafiky, tlacou z vysky a tlacou z hfbky. Z oboch stran. Vytlacok
ako matrica. Vytlatok vytlatku. Stvorec ako nardzka na bezpredmetnost.

Absence matérie v materialnim svéte

Absence matérie v materialnim svété, vizualizacia pre Meetfactory gallery,
Praha, 2018

Pohravam sa s myslienkou futuristickej koncepcie sveta, ako zakladne
indexialnych stop, ktoré ostali na zemi ako dékaz niekdajsej existencie
objektov. Nasa planéta je zalozena na uhliku. Je zakladom kazdého zivého
organizmu a aj zakladom pre objekty, s ktorymi denne manipulujeme. Je
teda mozné hovorit o virtualizacii objektu, ak je jeho zakladom vzdy hmotna
,matrica“@ Ajzakladom pocitacového obrazu, alebo digitalnej fotografie

je hmotna matrica, a to aj napriek tomu, Ze poc¢itacovy obraz povazujeme
za virtualny. InStalacia pozostava z kopy jemne mletého grafitu uprostred
miestnosti, dalej sa v priestore nachadzaju police. U polic su otisky pred-
metov dennej spotreby (napr. pohéru s vodou). Tieto odtlacky (indexidlne
stopy predmetov vytvorene pomocou uhlikoveho pigmentu) slizia zaroveri
ako markery, na zaklade ktorych si méze divak za pomoci aplikacie pre au-
gumentovanu realitu zobrazit objekt v priestore v redlnom case na svojom
mobilnom zariadeni.
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Digital matter, (Kodak), linocut, 100x7?0 (matrix), the resulting dimensions
vary, Pragovka Gallery, Prague, 2018

Iwork with so-called image test targets - test images for cameras, video
cameras and projectors. These images serve to adjust the sharpness or other
device parameters so that these devices could subsequently produce the
most advanced technical images. Specifically, in my work titled Kodak

ITuse Kodak camera tester, which I turn to linocut and afterwards I cut the
graphic sheet to standardized photographic formats and adjust individu-
ally to photo frames. In All White, it's about creating a white space on the
wall at the site where it is uneven (column). The original tester served to
project the white area onto the wall to adjust the right angles (against the
curved lines). The Flipbooks series consists of testers in the form of origi-
nal's books, flipbooks. Initially, they were moving gifs that were supposed to
be helpful in testing the projector.

Black Square

Black Square, visualization of a matrix for 3D printing, variable dimen-
sions, 2018

3D printing of a square, which is then used for printing by the traditional
techniques of classic graphic arts, relief and intaglio printing, and from
both sides. The print as a matrix. Print of a print. Square as an allusion to
purposelessness.

Absence of matter in material world

Absence of matter in material world, visualization for Meetfactory gallery,
Prague, 2018

Iam playing with the idea of a futuristic concept of the world, as the basis
of the index tracks that remained on the ground as the evidence of the
former existence of objects. Our planet is carbon-based. It is the foundation
of every living organism and also the basis for the objects we manipulate
daily. Is it possible to talk about virtualization of an object, if its founda-
tion is always a material "matrix"? Even the basis of a computer image

or digital photograph is a material matrix, even though we consider the
computer image to be virtual. The installation consists of a pile of finely
ground graphite in the middle of the room, further there are some shelves
in the room. By the shelves there are imprints of daily consumption items
(e.g. aglass of water). These imprints (index traces of objects created using
a carbon pigment) serve as markers for the viewer to use an augmented re-
ality application to display an object in the space in real time on his mobile

device.
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Andrea Uvacikova
Digitadlna hmota / Digital matter, 2018
(Kodak), linoryt, 100x70 (matrica), vysledné rozmery variabilng, Pragovka Gallery, Praha

(Kodak), linocut, 100x70 (matrix), the resulting dimensions vary, Pragovka Gallery, Prague

e

Andrea Uvacikova
BlackSquare, 2018
vizualizdcia matrice pre 3D tla¢, rozmery variabilné

visualization of a matrix for 3D printing, variable dimensions
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Andrea Uvacikova

Dr Mozek / DrBrain, 2017

digitalna grafika, 297x420, Jonas Strouhal, Andrea Uvacikova

digital graphic, R97x4R0, Jonas Strouhal, Andrea Uvacikova, 2017

Andrea Uvacikova

Absence matérie v materidlnim svété /Absence of matter in material world, 2018
vizualizacia pre Meetfactory gallery, Praha
visualization for Meetfactory gallery, Prague
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Martin Sevcovic

Tekutd matrica

Abstrakt

Prispevok s ndzvom Tekuta matricasazaoberd objasnenimtechnologické-
ho postupu odtld¢ania z tekutej matrice. V uvodnej asti pontika vybrané
definicie grafického média pomocou ktorych objasriujem sti¢asné formdlne
kategdrie média, ako ich definovalivybraniodbornici. V dalSej casti pri-
spevku sa uz venujem samotnému pojmu tekutd matrica. Vysvetlujem cestu
formdlneho bddania achronoldgiu postupov, ako som sa kexperimentdlnej
polohe odtld¢ania matrice tekutého skupenstva dostal.

Klucovéslova:

matrica, tekutd matrica, grafika, grafické médium, odtlacok, tla¢, experiment

V predlozenom texte by som rad citatelov oboznamil s pojmom tekutd mat-
rica, ktorym som zacal oznacovat vysledky mojho badania v oblasti grafic-
kého média, ktorému som sa zacal venovat pocas doktorandského studia
na Vysokej Skole vytvarnych umeniv Bratislave, a teraz v tomto badani
pokracujem v ramci mojho tvorivého programu. Text je zostaveny z defini-
cii a recyklacie textov, ktoré som publikoval v teoretickej Casti dizertacnej
prace. Tekutd matrica je netradi¢ny spdsob vytvarania odtlacku z mineral-
nych roztokov, vdaka ktorym ziskavam odtlacok, ktory je v procese. Prave
proces zmeny je kli¢ovym v prepojeni na obsahovd stranku vytvarného
programu autora. Hlavnym cielom predmetnych odtlackov je vytvorenie
abstraktnych zobrazeni - vizualnych znakov, ktoré odkazuju na takzva-

né Stavebné prvky mentdlnych individualit. Jedna sa o vytvarné zobrazenie
ludskej osobnosti, ktora ma moznost zmeny, tak ako sedimenty odtlac-



Martin Sevcovic

Liquid matrix

Abstract

The paper titled Liquid matrix deals with clarification of the technological
process of printing from liquid matrix. In the introductory part, it offers
selected graphic media definitions to illustrate the current formal media
categories as defined by the selected experts. In the next part of the paper
Ialready deal with the term liquid matrix itself. I explain the path of formal
exploration and the chronology of procedures as I got to the experimental
position of printing from liquid matrix.

Keywords:

matrix, liquid matrix, graphics, graphic media, imprint, print, experiment

In the text I present I would like to inform readers about the term liquid
matrix which I began to use to mark the results of my research in the field
of graphic media. I started to pursue this research during the postgrad-
uate studies at the Academy of Fine Arts and Design in Bratislava, and

now [ continue in this research within my creative program. The text is
compiled from the definitions and recycled texts that I published in the
theoretical part of my dissertation thesis. Liquid matrix is an untraditional
way of making a print from mineral solutions to obtain the imprint that is
in the process. The process of change is crucial in linking to the content side
of the authorial art program. The main purpose of the imprints is to create
abstract images - visual symbols that refer to so-called Building elements
of mental individualities. It is a visual representation of human personality
that has the possibility of change, just like the sediments of the liquid ma-
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kov z tekutej matrice, ktoré su neustale v procese transformacie. ,Vjeho
dielach nachddzame reflexie druhej prirody (Hegel) - civilizaénej, umelej,
produkovanej, pricom hladd obrazy jej zvyskovejsublimovanejkrdsy...., sub-
tilne kumulované vrstvy, ktoré asociuju pomalé, no nezvratné procesy zmien
(transformdcie) aich sedimenty.”’

V prvej Casti textu ponukam vybrané vysvetlenia k definiciam stvisiacich

s problematikou grafického média, s cielom objasnenia legitimnosti zarade-
nia procesu, ktory oznacujem pojmom tekutd matrica do oblasti grafického
média. Jedna sa o definicie ,aktudlne formovo-vyrazovymikategdriami
média grafiky”? ako ich definovala vytvarna teoreticka Alena Vrbanova,
dlhodobo skiimajica vyvoj grafiky na Slovensku. Tieto definicie vznikli

na zaklade vyskumu, ktory prebiehal niekolko rokov na Slovensku s cie-
lom sledovat tvorivi a edukacnu bazu dvoch vysokoskolskych pracovisk
zameriavajucich sa na médium grafiky. ,Grafika na baze klasickych technik
-autonémny vytvarny druh zaloZeny na autorskom vytvorenia spracovan{
matrice réznymitechnikamiod kresby, malby, cez tradi¢né vyskotlaco-

vé alebo hibkotladové techniky, aZ po vytvorenie autorskej elektronickej
,nehmotnej” matrice, z ktorych autor ndsledne mechanicky odtlaca alebo
rucne tlacimultiplikdty - autorské képie pévodiny diela.”® Mnozina kla-
sickych grafickych technik tvori akusi sustavu zakladnych remeselnych
postupov, pomocou ktorych dokazeme vytvorit reliéf vo vybranych
materialoch (matriciach) a ich naslednou tladou mézeme ziskat odtlacok.
Druhou vybranou definiciou je popisanie postupov, ktoré dopiﬁajd »klasic-
ku,, mnozinu vytvorenia odtlacku, alebo jeho apropriovania, pricom viacej
kladu d6raz na obsahovu stranku pouzitia tlace, ¢i odtlacku, ako vizualneho
znaku v komunikacii. ,Alternativne pristupy kmédiu - subor autorskych
experimentdlnych alebo netradiénych (neetablovanych, nerozsirenych)
technicko-realizacnych postupov privzniku grafickej matrice a odtlacku,
ktoré spl/r“lajli elementdrnu podmienku odtld¢ania z matrice, nemusia vsak
splnit podmienku multiplikovatelnosti.”* Podmienka multiplikovatelnosti
bola dlhodobo otazkou v ramci grafického média, najma v spojeni s mono-
typiou ajej zaradenim. Doraz sa kladol na moznost opakovatelnosti, ¢im

sa dlhodobo odlisovala od inych médii. Monotypia stala vzdy niekde na
hrane, medzi malbou a grafikou. ,vymykd z oblasti grafiky, mohol by som ju
zaradittiezdo oblastimalby.“® Ma maliarske kvality, ale sa otlacala ¢o ju zas
spdjalo s grafickym médiom. VyuZivanie alternativnych principov v grafike
sledujem od druhej polovici 20. storocia aj na Slovensku. Ako uvadza vo
svojej dizertacnej praci Alena Vrbanova, najvyznamnejsiu tlohu zohral ...
zrod konceptudlneho umenia v slovenskom umeniokolo roku 1965, ktory

1 VRBANOVA, Alena. In Methexis, s. 4.

2 VRBANOVA, Alena. In Trans/medidlny priestor grafiky, Asimilacia vs. original, s. 24.
3 VRBANOVA, Alena. In Trans/medidlny priestor grafiky, Asimilacia vs. original, s. 24.
4 VRBANOVA, Alena. In Trans/medidlny priestor grafiky, Asimildcia vs. origindl, s. 24.
5 KREJCA, Ales. In Grafika: Vytvarné techniky, s. 191.



trix prints, which are constantly in the process of transformation. “We find
reflection of the second nature in his works (Hegel) - reflecting civilization,
art, production, while looking for images of its remaining sublime beauty ...,
subtle accumulated layers that associate slow but irreversible processes of
changes (transformation) and their sediments.”!

In the first part of the text I offer selected explanations to definitions
related to the graphic media issue, in order to clarify the legitimacy of the
process, which I refer to as the liquid matrix in the graphic media area.
These are the definitions of the “current form-expressive categories of
graphic media’® as defined by art theorist Alena Vrbanova, who has long
been exploring the development of graphics in Slovakia. These definitions
are based on research that has been going on for several years in Slovakia
with the goal to follow the creative and educational basis of two higher
education institutions focusing on the graphic media. “Graphics based on
classical techniques - an autonomous artistic type based on the creation
and processing of the matrix by various techniques, from drawing, paint-
ing, traditional relief and intaglio printing techniques, all the way to the
creation of an authorial electronic “intangible” matrix, which the author
subsequently uses to mechanically or manually print copies - authorial
copies of the original work.” 2 A collection of classical graphic techniques
creates a set of basic craftsmanship techniques, which we can use to create
areliefin selected materials (matrices) and by subsequent printing we can
obtain an imprint. The second selected definition is a description of proce-
dures that complement the “classical” group of imprinting or its appropri-
ation, with more emphasis on the content side of the use of the print or the
imprint as a visual symbol in the communication. “Alternative approaches
to the medium - a set of experimental or non-traditional (unestablished,
not widely used) technical and production authorial techniques to create

a matrix and imprint that meet the elementary condition of printing from
a matrix but may not fulfill the multiplicability condition.” 4 The multipli-
cability condition has long been an issue in the graphic media, especially in
connection with the monotype and its placement. The emphasis was placed
on the possibility of repeatability, which has long distinguished it from
other media. Monotype has always been standing on the edge, between
painting and graphics “it escapes the field of graphics and it could be placed
into the field of painting. “° It has painting qualities, but because it is print-
ed itis connected with the graphic media. I have been following the use

of alternative principles in the graphics in Slovakia since the second half

of the R0th century. Like Alena Vrbanova says in her dissertation thesis,

1 VRBANOVA, Alena. In Methexis, p. 4.

2 VRBANOVA, Alena. In Trans/medidlny priestor grafiky, Asimildcia vs. origindl, p. 24.
3 VRBANOVA, Alena. In Trans/medidlny priestor grafiky, Asimildcia vs. origindl, p. 24.
4 VRBANOVA, Alena. In Trans/medidlny priestor grafiky, Asimildcia vs. origindl, p. 24.
5 KREJCA, Ales. In Grafika: Vijtvarné techniky, p.191.
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podnietil vznik inovativnych a hrani¢nych foriem a technik alternativnej
grafiky, az po privlastnenu, prevzatu a interpretovanti.“® Tieto definicie by
som oznacil ako hlavné polohy vnimania transformacie grafického média
za obdobie poslednych 60 rokov. Na jednej strane mnozina klasickych,
dlhodobo akceptovanych vytvarnych technik a na druhej strane oznace-
nie pre novu mnozinu, alternativnu, inu voci klasickej mnozine. Spolo¢ne
zahrnaju vsetky v dnesnej dobe akceptované a vyuzivané postupy, ktorych
spojovacim prvkom je princip odtlacku. Uz nezalezi na tom, ¢i bol vytvoreny
autorom pomocou remeselnych technik, softvérovymi programami, alebo
privlastneny a jeho vyznam redefinovany v ramci koncepcie tvorcu. Je d6-
lezité spomendut skutoCnost, ze nielen v mnozine alternativnych postupov
sledujeme experiment v oblasti grafického média, ale aj v mnozine klasic-
kych technik. Experimentovanie, hlfadanie novych materialovych moznosti
a k tomu prispésobovanie formalneho vyrazu nestceho vlozeny obsah
autora pozorujeme vyrazne aj medzi $kolenymi grafikmi, pouzivajicimi
programovo grafické médium pre realizovanie svojich umeleckych progra-
mov. Tym, Ze poznali remeselné moznosti grafickych postupov, vytvorili

si podu aby mohli experimentovat a postvat hranice vyuzitia poznanych
grafickych technik. Mohol by som povedat, Ze stavali na tradicii a vedomos-
tiach vyvijajucich sa niekolko storoci a tieto vedomosti im dovolili hladat
nové moznosti v dobou prinasanych modernych materidloch a techno-
l6giach. ,Za hranicougrafiky - oblast volnej grafiky, v ramciktorej pracuje
umelecsucasne viacerymistratégiamiz oblastiostatnych umeleckych
druhov alebo vo svojomvyraze sleduje prvky ostatnych umeleckych dru-
hov, no vysledné dielo je bud'prevazne grafickym alebo sa ocitd na pomedzi
dvochalebo viacerych umeleckych druhov.”” Samotna definicia napoveda
o rozmanitosti a schopnosti transformovania sa grafického média. Mnohé
vysledné prace, najcastejsie v podobe akcii, ¢i inStalacii zahrnaju zapojenie
roznych charakteristickych prvkov inych médii pri realizacii. Problema-
tickymi sa stavaju pri potrebe ich zaradenia do jednotlivych vytvarnych
druhov. ,Historik umenia by sa mal podla Gombrichazmierit stym, Ze na
niektoré otdzky stvisiace stvorbou a vznikom umeleckého diela nebudeme
nikdy schopnidat uspokojivi odpoved.“® Dolezité je ale, ze vznikli a pokial
nesu zakladné principy grafického média v zmysle odtlacku, spadaji aj do
sféry grafického média. Transmedialnost ako ,priepustnost a premenlivost
grafiky ajejschopnost interakcie naprie¢ médiami“®v sucasnej grafike
definuje Igor Benca, pricom jasne stanovuje obsah vyznamu signifikantné
znaky grafiky. ,Transmedidlnost... schopnost interakcie naprie¢ médiami.

6 Vrbanové sa odvolava na Iniciativu Bratislavskych Konfrontacii, ktora uviedla nové chapanie
vytvarnych médii a usilovala sa o stieranie predtym striktne vymedzenych hranic vytvarnych

druhov. In VRBANOVA, Alena. Alternativna slovenskd grafika k problematike modelov interpretdcie
vytvarnéhodiela, s. 40.

7 VRBANOVA, Alena. In Trans/medidlny priestor grafiky, Asimildcia vs. origindl, s. 24.

8 MIKS, Frantisek. Gombrich, tajomstvd obrazu ajazyk uméni - Pozvdnik dgjindm a teorii uméni, s.101.
9 BENCA, Igor. In Trans/medidlny priestor grafiky, Asimildcia vs. origindl, s.190.



the most important role played “... the birth of conceptual art in Slovak art n3
around 1965, which led to the emergence of innovative and border forms
and techniques of alternative graphics, to appropriated, reproduced and
interpreted.”® I would describe these definitions as the main positions of
perception of the transformation of graphic media over the last 60 years.
On the one hand, a set of classical, long accepted art techniques, and on the
other, the designation for a new set, alternative, different from the classical
set. Together they include all the currently accepted and used processes, the
connecting element of which is the principle of the imprint. It does not re-
ally matter if it was created by the author using craft techniques, software
programs, or appropriated and its meaning redefined within the concept
of the author. It is important to note the fact that we see the experiment not
only in the set of alternative processes in the field of graphic media, but also
in a set of classical techniques. Experimenting, searching for new material
possibilities and adjusting the formal expression bearing the embedded
content of the author can be seen also among trained graphic artists using
the graphic medium for the realization of their artistic programs. By learn-
ing the craftsmanship possibilities of graphic techniques, they have created
the ground to experiment and move the boundaries of graphic techniques
utilization. I could say that they have been building on the tradition and
knowledge that has been developing for centuries, and that knowledge has
allowed them to look for new opportunities in modern materials and tech-
nologies brought over by the current era. “Beyond Graphics - a field of free
graphics art, in which the artist works simultaneously with several strate-
gies fromthe field of other artistic styles, or in his expression he follows the
elements of other artistic practices, but the resulting work is either mostly
graphic oris on the edge of two or more artistic practices.”” The very defi-
nition defines the diversity and the ability of transformation of the graphic
media. Many works, most often in the form of actions or installations cover
the involvement of different characteristics of other media in the mak-

ing. “The art historian, according to Gombrich, should accept that we will
never be able to give a satisfactory answer to some questions related to the
creation of awork of art.”® However, it is important that they have been
created and, as long as they bear the basic principles of the graphics media
in terms of an imprint, they fall within the sphere of the graphics media.
Transmediality as “the permeability and variability of graphic art and its
ability to interact across the media” ? in the current graphics is defined by
Igor Benca, clearly defining the meaning of significant graphics attributes.

8 Vrbanova refers to Iniciativa Bratislavskych Konfrontécii (the Initiative of Bratislava
Confrontations), which introduced a new understanding of the art media and sought to blurr
the previously strictly defined boundaries of art types. In VRBANOVA, Alena. Alternativna
slovenskd grafika k problematike modelov interpretdcie vytvarného diela, p. 40.

® VRBANOVA, Alena. In Trans/medidlny priestor grafiky, Asimildcia vs. origindl, p. 24.

8 MIKS, Frantiek. Gombrich, tajomstvd obrazu ajazyk uméni - Pozvdni k d&jindm a teorii
umeéni, p.10L

9 BENCA, Igor. In Trans/medidlny priestor grafiky, Asimildcia vs. origindl, p.190.



na

Martin Se

véovié

Vzorky / Samples, 2012-2015



ns




116

..Schopnost adaptdcie a asimildcie s prostredim ostatnych umeleckych
druhov. Pricom nemusi, ale aj méZe prist kasimildcii, ¢ize k splynutiu s inymi
médiami, atym k marginalizdcii alebo k strate niektorého alebo vsetkych
signifikantnych znakov grafiky, ktorymisi: matrica, odtlacok, tlac, stopa,
multiplikdcia alebo vizudalny jazyk.“ °

Zamerom predstavenych definicii a ich vysvetleni je objasnenie sic¢asného
chapania problematiky grafického média s cielom vytvorit pédu pre lepsie
porozumenie prinosu principu tekutej matrice do predmetnej oblasti.
Signifikantom celej oblasti je odtlacok, ktory je mozné vytvorit pomocou
réznych postupov s pouzitim matrice. Matrica méze byt bud'hmotna, vyzi-
vana najma v oblasti takzvanej grafike na baze klasickych technik, vytvore-
na z odolnych materidlov ako napriklad: kamer (litografia), kov (hibkotla-
¢ové techniky), drevo, linoleum (vyskotladové techniky), textil (sietotladové
techniky). Opagnym pélom oproti hmotnej matrici je takzvand nehmotnd
matrica, teda elektronicka, ¢i rovnako tiez oznacovana ako pocitacova mat-
rica. Jej vyroba sa deje vo virtualnom svete pocitacovych softvérov a k tlaci
dochadza pomocou hardvérovych zariadeni — tlaciarni. Mojou snahou

v dalSej Casti textu bude objasnenie principu takzvanej tekutej matrice.
Cely technologicky proces zacal pocas skiimania moznosti vyuZitia roz-
tokov pre proces leptania matrice. Zacal som sa zaoberat problemati-

kou hydrolyzy a elektrolyzy s cielom aplikovat na povrch matrice nové
abstraktné vrstvy. Experimentoval som s réznymi zmesami a formami
mineralnych roztokov s cielom pozorovat ich nasledné reakcie s vybrany-
mi druhmi kovov. Realizacia opisovanych postupov mi umoznila vytvarat
nové vrstvy v zavislosti od chemického zloZenia roztoku, kovov zapojenych
do rozkladového deja a v pripade elektrolyzy od pridelenia pdlov napatia
elektrdd. Opisanym spGsobom ziskané vrstvy necham pésobit vymedzenu
dobu, kym nastane krystalizacia nanesenych mineralov z roztokov. Proces
zmeny vrstiev, vytvarajucich abstraktné obrazy prerusujem ich fixaciou.
Niektoré vybrané vrstvy zamerne nefixujem, ¢im ponechavam volny
priebeh pokracovaniu procesualnych zmien, ktoré sa prejavuju ako zmeny
formy abstraktného zobrazenia. Opisané postupy sa pohybuju v rovine, za
hranicou grafiky, oznacujem ich ako tlac z tekutej matrice. Na to, aby som
mohol uvazovat o zaradeni pojmu tekutd matrica do oblasti grafického
média, je d6lezité objasnit konotaciu na signifikantné znaky grafiky. Ako som
vyssie v texte uviedol, Benca definoval zakladné signifikantné znaky grafiky
nasledovne: matrica, odtlacok, tla¢, stopa, multiplikacia, alebo vizualny
jazyk. Prvym znakom je matrica. Z nazvu tekuta matrica vyplyva poznatok,
Ze matrica nebude mat pevné skupenstvo a hustotu, ako pri kovoch, dreve,
kameni, Ci plaste. Ale ma meratelnu hustotu a dokonca hmotnejSiu ako
nehmotnd matrica vo virtualnom svete digitalneho prostredia. Odtlacok
vznika vo forme Struktir abstraktného obrazu na plochu kovu, ktory je

10 BENCA, Igor. In Trans/medidlny priestor grafiky, Asimildciavs. origindl. s. 7.



“Transmediality..the ability to interact across the media. ...Ability to adapt
and assimilate with the environment of other artistic practices. The assim-
ilation, merging with other media causing marginalization or loss of some
or all of the significant graphies attributes such as matrix, imprint, print,
trace, multiplication, or visual language, may or may not occur “©

The purpose of the introduced definitions and their explanation is to
clarify the current understanding of the graphic media problem in order to
create the ground for a better understanding of the contribution of the lig-
uid matrix principle to the subject area. The significant notion of the whole
field is an imprint that can be created using different matrix methods. The
matrix can be either tangible, especially used in the area of so-called graph-
ics techniques based on classical techniques, made of durable materials
such as stone (lithography), metal (intaglio printing), wood, linoleum (relief
printing), textiles (screen printing techniques). The opposite pole to the
tangible matrix is the so-called intangible matrix, i.e. electronic one, or also
referred to as a computer matrix. Its production takes place in the virtu-

al world of computer software, and printing takes place using hardware
devices - printers. My attempt in the following paragraphs will be to clarify
the principle of the so-called liquid matrix.

The entire technological process began during the exploration of the pos-
sibilities of using solutions for the etching process of the matrix. I began to
deal with the issue of hydrolysis and electrolysis in order to apply a new
abstract layer to the surface of the matrix. I experimented with various
mixtures and forms of mineral solutions in order to observe their subse-
quent reactions with selected types of metals. The implementation of the
described processes allowed me to create new layers depending on the
chemical composition of the solution, the metals involved in the corrosion
and in the case of electrolysis from the assignment of the poles of the elec-
trode voltage. The layers obtained by the described process are treated for
a given time until the process of crystallization of deposited minerals from
the solutions goes through. The process of changing layers that create ab-
stract images is interrupted by their fixation. I intentionally do not fix some
selected layers, letting them to take their course with processual chang-

es that are show as changes in the form of abstract view. The described
processes move within a plane, beyond the boundaries of graphics, I refer
to them as printing from the liquid matrix. In order to consider the inclu-
sion of the term liquid matrix in the graphic media area, it is important to
clarify the connotation to significant attributes of graphics. AsI mentioned
above in the text, Benca defined the basic significant attributes of graphics
as follows: matrix, imprint, print, trace, multiplication, or visual language.
The first attribute is a matrix. The name of the liquid matrix implies that
the matrix will not have a solid state and density, contrary to metal, wood,

10 BENCA, Igor. In Trans/medidlny priestor grafiky, Asimildcia vs. origindl. p. 7.
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Martin Sevéovié
Tekuté matrice / Liquid matrix, 2012

Martin Sevéovié

Stavebné prvky mentélnych individualit /
Building elements of mental individuals, 2014
odtlacok z tekutej matrice, 68 x 68 cm
imprint of liquid matrix, 68 x 68 cm



Martin Sevéovié

Stavebné prvky mentalnych individualit /
Building elements of mental individuals, 2016
odtlacok z tekutej matrice, 60 x 60 cm
imprint of liquid matrix, 60 x 60 cm

Martin Seviovié

Stavebné prvky mentalnych individualit (detail) /
Building elements of mental individuals (detail), 2017
odtlacok z tekutej matrice, 30 x 120 cm

imprint of liquid matrix, 30 x 120 cm
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vedome aplikovany do procesu reakcie s tekutinou. Nazvem ho materidl
snimania odtlacku. Vykryvanim pléch materidlu snimania odtlacku, akoby
sme aplikovali $ablénu medzi matricu (tekutinu) a material, na ktory sa
odtlaca, ¢im dosiahneme moznost vytvarania nielen abstraktnych obrazov.
Tlac pri klasickych grafickych technikach predstavuje proces odtlacania
nanesenej farby z reliéfu na papier, pricom vznika odtlacok. Pre dosiahnu-
tie potrebnej kvality odtlacku je d6lezity tlak, teda médium prenosu medzi
matricou a plochou, na ktoru sa tla¢i. V pripade tekutej matrice a prenosu
obrazu na materidlsnimania odtlacku je médiom prenosu tlak vznikajuci
medzi molekulami™ a v pripade elektrolyzy je tento tlak usmerneny polari-
zaciou elektrdd a umocneny elektrickym prddom a napatim. Teda v naSom
ponimanitla¢ prebieha prostrednictvom tlaku fyzikalno-chemickej reak-
cie. Spornym zostdva otazka aplikacia farby, ktora sa pri klasickych postu-
poch odtlac¢a a vznika stopa, odtlacok. Z pohladu fyziky je farba psychofy-
ziologicky vnem. Ziskany odtlacok z tekutej matrice ponuka Siroku skalu
spominanych vnemov vznikajucich pri dopade do oka. Charakter odtlacku
ztekutej matrice zalezi od opracovania matrice, teda zostavenia pozado-
vanych kombinacie chemickych prvkov v roztoku. Multiplikacia procesu je
zachovana, kym sa matrica ,neunavi,“'? teda ajv pripade tekutej matrice,
kym nenastane vyrazna zmena chemického zlozenia roztoku spésobena
fyzikdlno-chemickymi reakciami. Pri zachovani podmienok a zloZenia mat-
rice, mozeme realizovat odtlacok viacnasobne, ¢im je podmienka multipli-
kacie zachovana.

Tekutd matrica, ako som ju nazval funguje na baze vlastnosti chemickych
prvkov, takzvané Beketovo radenie kovov.® Z méjho pohladu vytvaranie
obrazu s vyuzitim chemickych reakcii uslachtilych a neuslachtilych kovov,
konotujucich s obsahovou strankou v zmysle stavebnych prvkov mentalnej
individuality. Tieto stavebné prvky vnimam z pohladu dvoch polarit, kladnej
azapornej. Prevaha jednotlivej polarity voci celku ovplyviuje samotnu
individualitu subjektu, ¢o vnimam ako negativne alebo pozitivne vlastnosti
subjektu. Uslachtilé kovy spdjam s vyznamom pozitivnych vlastnostia ne-
uslachtilé kovy s negativnymi vlastnostami. Pre mna ako autora je najvac-
§im prinosom opisovaného postupu ziskany odtlacok, ktory je v procese.
Oproti beznym odtlackom snimajucich farbu, ¢i reliéf sa mi podarilo ngjst
spdsob vyvarania povrchov, meniacich sa podla vplyvu prostredia. Nikdy
nekonciaci proces zaniku a tym vzniku niecoho nového.

V predchadzajucom texte ponukam cCitatelovi objasnenie postupu vytva-

11 Brownov pohyb — kineticka tedria latok

12 vyraz spajany v rétorike grafikov s vyznamom opotrebovania, zni¢enia grafickej dosky pod vplyvom
tlaku z lisu a inych vplyvov, ¢im straca schopnost vytvarat odtlacok v pozadovanej kvalite.

13 Kovy mozno na zaklade ich spravania sa v roztokoch obsahujicich katiény kovov zoradit do radu,
tzv. Beketovov rad kovov. (Li - K- Ca~Mg-Al-Mn-Zn-Cr-Fe-Cd-Co-Ni-Sn-Pb-H-Cu
- Ag - Pt —Au )Kovy nalavo od vodika (Li, K, Ca, Mg, Al, Mn, Zn, Cr, Fe, Cd, Co, Ni, Sn, Pb) sa nazyvajt
neuslachtilé a kovy napravo (Cu, Ag, Pt, Au) sa nazyvaju uslachtilé. Pri styku kovu umiestneného v rade
viacej vlavo (neuslachtilejsi) s roztokom kovu umiestneného v rade viacej vpravo (uslachtilejsi), sa

z roztoku zaéne vyludovat uslachtilej$i kov (vyredukuje sa) a naopak neuslachtilejsi sa bude rozpustat.



stone or plastic. But it has a measurable density and even more tangible
than the intangible matrix in the virtual world of the digital environment.
The imprint is created in the form of abstract image structures on a metal
surface that is consciously applied to the fluid reaction process.Icall it

the imprint application material. By covering the surface of the imprint
application material it is as if we applied a stencil between the matrix
(liquid) and the material onto which it is printed; thus getting a chance

to create not only abstract images. Printing with conventional graphics
techniques is the process of printing ink from relief onto paper producing
an imprint. To achieve the necessary quality of the imprint, the pressure is
important, i.e. the transfer medium between the matrix and the plane on
which it is pressed. In the case of the liquid matrix and an image transfer
to the imprint application material, the transfer medium is the pressure
generated between the molecules ' and, in the case of electrolysis; this
pressure is guided by the polarization of the electrodes and increased by
the electric current and the voltage. So, in our understanding the printing
is done through the pressure of the physical-chemical reaction. The paint
application remains questionable, in the case of conventional printing
techniques itisimprinted and a trace and an imprint are created. From the
physics point of view, color is psychophysiological sensation. The obtained
imprint from the liquid matrix offers a wide range of aforementioned sen-
sations occurring when entering the eye. The character of the imprint from
the liquid matrix depends on the matrix processing, i.e. the assembly of the
desired chemical element combinations in the solution. Process multipli-
cation is maintained until the matrix gets “worn out,” ® which is also the
case of the liquid matrix, until there is a significant change in the chemi-
cal composition of the solution due to physicochemical reactions. While
preserving the conditions and matrix composition, we can make multiple
duplicates, so the multiplication condition is preserved.

The liquid matrix, as I named it, works on the basis of the properties of the
chemical elements, the so-called Beketov’s metal displacement series. 2
From my point of view, creating images using chemical reactions of noble
and base metals, conveys the content side in terms of building elements of
mental individuality. I see these building elements in terms of two polar-
ities, positive and negative. The predominance of an individual polarity

as awhole influences the individuality of the subject, which I perceive

11 Brownian motion - kinetic theory of matter

12 an expression used in the rhetoric of graphic artists and associated with the meaning of
deterioration, the destruction of the graphic matrix under the influence of pressure of the press
and other influences, thus losing the ability to create a print in the required quality.

13 Metals can be classified into a series based on their behavior in metal cation-based solutions,
so called Beketov’s metal displacement series (Li - K - Ca - Mg - Al-Mn -Zn -Cr - Fe-Cd -
Co-Ni-Sn-Pb-H-Cu-Ag-Pt-Au). Metals to the left of hydrogen (Li, K, Ca, Mg, Al, Mn,
Zn, Cr, Fe, Cd, Co, Ni, Sn, Pb) are called base metals and metals to the right (Cu, Ag, Pt, Au) are
called noble metals. When contacting a metal placed in a series more to the left (more base) with
ametal solution placed in a series more to the right (more noble), a noble metal (deoxidized) will
emerge from the solution and, on the contrary, the base metal will start dissolving.
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rania odtlacku pomocou tekutej matrice, ideové pozadie procesu a objas-
nenie, preco predmetny postup spdjam s problematikou grafického média.
V prvej Casti textu pontkam niekolko sucasnych definicii tykajucich sa
problematiky definovania oblasti grafického média. V druhej Casti textu
ponukam vysvetlenia dévodov, pre¢o som sa danej problematike venujem
a akou cestou som prisiel aZ principu, ktory som zacal oznacovat pojmom
tlac z tekutej matrice, pomocou ktorého ziskavam procesualny odtlacok.

Zoznam pouzitych bibliografickych zdrojov

BENCA, Igor. a kol. Trans/medidlny priestor grafiky, Asimildcia vs. origindl, 1. vyd. Banské Bystrica : FVU
AVU, 2011.192 s.ISBN 978-80-89078-88-2

BOHM EROVA, Zuzana - JANCAR Ivan. Slovenskd grafika 20. storocia, Bratislava: GMB a Roman
Fedik, 2007. 431 s.ISBN 978-80-88762-90-4

COLDWELL, Paul. Printmaking a contemporary perspective, London : Black Dog Publishing, 2010.
ISBN 978-1-906155-43-8

GRABOWSKI, Beth - FICK, Bill. Printmaking : AComplet Guide to Materials and Processes, London :
Laurence King, 2009. 240 s. ISBN 978-1-85669-600-5

HOURA, Miroslav. Jak se divat na grafiku, 1.vyd. Praha : Statni pedagogické nakladatelstvi, 1971.199 s.
ISBN 14-317-71

KREJCA, Ales. Grafika: Vytvarnétechniky, Praha : AVENTINUM, 2010. 205 5. ISBN 978-80-7442-003-0

KUBICKA, Roman - ZELINGER Jiti. Vykladovy slovnik maliZstvi, grafiky a restaurétorstvi, 1. vyd. Praha:
Grada Publishing, a.s,, 2004. 344 str. ISBN 80-247-9046-7

KOLEKTIV AUTOROV. Slovniksvetovejkresby agrafiky, 1. vyd. Praha: ODEON, 1997. ISBN 80-207-0550-3

Mi Ké, FrantiSek. Gombrich, tajomstvd obrazu ajazyk uméni - Pozvdnik déjindm ateoriiuméni, 2. vyd.
Brno: Barrister & Principal, 2010. ISBN 978-80-87029-86-2

NOYCE, Richard. Printmaking at the Edge, A&C Black, London 2006. ISBN 978-07-13667-84-4

SEVCOVIC, Martin. Projekt, experiment, ndhoda. Materializdcia vlastného diela od idey po findlnu
verziu: dizerta&na praca, Bratislava: VSVU, 2014. 77 s.

VRBANOVA, Alena. Alternativnaslovenskd grafika k problematike modelov interpretdcie vytvarného
diela: dizerta¢nd praca. Nitra: UKF FF,2012.164 s.

VRBANOVA, Alena - MYSLIVCOVA, Zora. Slovenskd grafika 20. storodia, Banska Bystrica: Stredoslo-
venska galéria, 2006. ISBN 80-88681-57-X

VRBANOVA, Alena. Methexis : katalég k vystave, Trebatice : OZ Young art show, 2017. 37 s.
ISBN 978-80-972813-0-4

Tento prispevok vznikol v ramci rieSenia projektu 1/0179/17 Vyskum identifikdtorov vytvarného

nadania a talentu deti a mladeze.

Reprodukcie k prispevku Tekutd matrica sti z archivu autora. Autorom reprodukcii je Peter Cintalan.



as the negative or positive qualities of the subject. The noble metals are 123
associated with the meaning of positive properties and base metals with
negative properties. For me as an author, the most important contribution
to the process described is the imprint that is in the process. In contrast to
conventional imprint which print the ink or the relief I have managed to
find a way of creating surfaces that vary according to the influence of the
environment. The never-ending process of decay and the emergence of
something new.

In the text above I offer the reader an explanation of how to make a print
using a liquid matrix, the idea background of the process and clarifying
why I'm linking the process to the graphic media. In the first part of the text
I offer several current definitions regarding the definition of a graphic me-
dia area.In the second part of the text I offer an explanation of the reasons
why I am dealing with the issue and the road I have travelled, all the way to
the principle I named printing from the liquid matrix which I use to obtain

aprocessual imprint.
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Martin Sevcovié

Stavebné prvky mentélnych individualit /
Building elements of mental individuals, 2018
odtlacok z tekutej matrice, 70 x 30 cm
imprint of liquid matrix, 7?0 x 30 cm
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Martin Seviovié

Sonda / Adrillcore, 2014

graficky objekt, 340 x 68 x 68 cm
graphic object, 340 x 68 x 68 cm
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Martin Sevéovié Martin Sevéovié

Sonda / Adrillcore (detail), 2014 Sonda / Adrillcore, 2014
graficky objekt, 276 x 30 x 30 cm graficky objekt, 276 x 30 x 30 cm

graphic object, 76 x 30 x 30 cm graphic object, 76 x 30 x 30 cm
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