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Jan VIčar, From the cycle Hold (Wave), 2017,
PVC relief, 200 × 250 cm
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Dear readers,
We present to you a new issue of Grapheion, in which you will find reports about actual
meetings at exhibitions and about one that took place online, because the COVID-19 pandemic
has not gone away; on the contrary, it doesn't seem to be on the way out just yet. However,
politicians and hygienists have decided that closing galleries and museums was completely
counterproductive, so this time we do not have to report on what might have happened if
possible, but on what actually happened and on the benefits those events have brought.
Let us start with the online meeting that took place last year (actually the year before last)
in Belgrade as an attempt to replace personal contacts with an internet platform where
speakers from many countries met. It was called the International Printmaking Symposium
‘Printmaking at / behind the Edge’, Belgrade, 2020. To learn about the edge at which or behind
which print art has found itself, readers can refer to the brief overview that brings selected
texts from this online meeting, the complete contributions are listed on the following website:
https://www.grafickikolektiv.org/html/en/
Barbora Kundračíková reports on this year's European events, which she visited in Krakow,
Poland (International Print Triennial) and Ljubljana, Slovenia, a show that is still called the
International Biennial of Graphic Arts, although for many years it has focused more on fine arts
which is connected to the original name of the bennial only loosely. Her travel report also
included a major domestic event called Tabook, that transforms the city of Tábor, Czech
Republic, where it takes place every year, into an informal meeting and a festival of artists,
illustrators, small publishers and fans of books with modest circulation.
Her following contribution is an interview with Polish print artist Karol Pomykała, in which
the recipient of many international awards comments on the current situation of Polish art, as
well as on his own work.
This year's Vladimír Boudník Award was concluded within the final between Jan Vičar and
Miloslav Polcar, when the jury decided to award the prize to Jan Vičar. Both finalists will
therefore be given space to present their work. Jan Vičar will also give an interview in which
the reader learns how the artistic career is influenced by creative unrest and the need to
expose oneself to a foreign cultural environment. Miloslav Polcar's work will be presented in
a commentary on his exhibition in the Václav Špála Gallery in Prague.
This issue of Grapheion also brings a detailed account of the International Biennial of
Contemporary Print Art in Trois-Rivières, Quebec, Canada, where the show was held for the
twelfth time. While not a single author from the Czech Republic or Slovakia took part in the
Krakow triennial, both countries had at least one participant here.
I am extremely pleased to be able to present print art from Cuba in this issue. It is thanks to
Sandra Ramos, who – before she finally decided to live in the USA – had been for many years, in
addition to her own creative work, also the organizer of many exhibitions of contemporary Cuban
printmaking. She has been the engine of these activities at home and now she is also abroad.
Eva Čapková, the author of the monograph Oldřich Hamera, which was reported on by Jiří
Bernard Krtička in the last issue of Grapheion, has become a new contributor to Grapheion.
Due to the fact that Eva Čapková works professionally in Munich, she will acquaint the
readers of Grapheion with the exhibition of drawings by Gerhard Richter, which took place in the
local Print Art Collections, where exhibitions of drawings and related media often take place.
Another new addition to the team of editors is Lenka Kahuda Klokočková, who was given
the task of compiling the Chronicle of Events, and thereby has replaced Olga Frídlová, who
unfortunately could no longer devote herself to this task due to other workloads. I would like to
take this opportunity and thank Olga for her cooperation so far (and for her contribution to the
Grapheion brand since the time when it was prepared by Simeona Hošková).
Even in this issue of Grapheion, the review of the only show of contemporary Czech print,
the Print of the Year 2020, could not be left out. The chairman of the jury, Zdeněk Freisleben,
comments on it.
This year's issue of Grapheion, I hope, contains interesting information, as well as material
to think about. It also takes advantage of the fact that it is an electronic medium, where it is
possible, or, desirable to search on Internet for more information about events or individual
authors thanks to links provided in the texts.
I believe that no political establishment will think of closing art exhibitions in the future,
once it has been shown how beneficial the power of art is, and not just against coronavirus.
								
Ondřej Michálek
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SYMPOZIUM
PRINTMAKING AT /
BEHIND THE EDGE
BELGRADE, 2020
ONDŘEJ MICHÁLEK

In 2009, the collective of Serbian graphic artists (www.
grafickikolektiv.org) organised a symposium entitled
Printmaking on the Edge in Belgrade, and invited
13 artists to present their contributions and take part
in other informal debates. An extraordinarily warm
welcome from the local graphic community also
included a visit to the Academy of Fine Arts, and to the
joint and individual studios. At that time, the graphic
collective also had its own gallery in the center of
Belgrade, whose soul was and continues to be Ljiljana
Cinkul, although the shared exhibition space
is now located elsewhere.
The collective was founded in 1949, so
the symposium was also a celebration
of 60 years of its existence. Many wellknown artists took turns in the gallery
during that time; Marc Chagall, Victor
Vasarely and many others exhibited
here. Jiří Andrle, Albín Brunovský or
Dušan Kálaj among others represented
the Czech and Slovak printmaking art
production. However, the gallery did

not focus only on graphics; for example, the very first happening took place
here in the 1960s; after all, the gallery
was always open to current events and
experiments. Thanks to its avant-garde
program, it has become an important
center of graphic art in the context of
the former Yugoslavia. 		
However, recent changes, both political and economic, had a great impact

on further activities of the gallery, and
due to restitution, the activities ceased
altogether in 2018, or to put it more
precisely, moved to a virtual space
called Gallery in Motion. In 2019, the
collective managed to acquire a new
space with an area of 360 m2 adequate
for exhibitions, including permanent
ones, workshops, meetings, etc.
However, recent anti-coronavirus measures have affected the preparation of
the new space and the realisation of
some of its activities, leaving everyone
in uncertainty, and making them retrieve
back into the online environment as
the only space where to conduct meetings. And so, the collective decided to
host a continuation of the 2009 symposium, this time called Printmaking at
/ behind the Edge. The organisers invited 45 artists and theorists from 17
countries to participate in an exchange
of ideas and opinions, critically analysing contemporary graphic art. They
asked them the following questions:
What is the position of graphic art today,
in 2020? Has graphic art ‘crossed’ the
imaginary edge of the medium, or, has it
expanded into a new space? What is the
role of graphic art in terms of aesthetics,
ethics and communication in the context
of art in a time of global crisis and change?
What are the possibilities of applying
and positioning graphic art in the context
of the author's concept, curatorial practice
in your institution and your professional
environment? What is the significance
of international biennials and triennials
dedicated to graphic art?
There is not enough room to cite the
answers of all participants of the discussion which is why I focus only on those
whose texts comment on general issues.
At the same time, I will also mention
some authors whose work further
develops the possibilities of our field of
graphic art.
Lidia Anastasjević, a Serbian artist
living and working in London, is the
author of the installation entitled Poem
about Love, which features cartridges
with etched names of victims of the
bombing of Serbia by NATO planes. Her
work is based on creating matrices
without making any prints.
Many symposium participants,
including Irma Balakauskaite from
Lithuania, perceive graphics mainly in
its interdisciplinary context. In her contribution, she also reflects on the importance of the title of the work, which is
not only a communication bridge
between the artist and the viewer, but
also an expression of the relationship

↖↑) Lidija Anatanasijević,
Poem About Love, 1999/2000,
spatial installation, etched rifle bullets,
grass, sound
↓) Michel Barzin,
Flying Tree, 2011–2014,
etching, dry-point, lithography,
unknown dimensions
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between image and text, that is, language. In this case, the word and the
image can also be in a contradictory
relationship..
An inspiring contribution to the discussion was made by Belgian graphic
artist Michel Barzin In a brief history,
he recalls that Toulouse-Lautrec made
a limited number of prints and that
Pierre Alechinski opened the graphics
to a liberated gesture. Other graphic
artists also exempted printmaking
from the obligation to multiply images
turning this option into a bonus or
added value. Michel Barzin then embarks
on a fundamental critique of contemporary practice the main point of
which was that there are already too
many printshops in which it is mainly
banalities that are reproduced, where
technology and not the meaning of the
work is emphasized. ‘We pretend to be
artists, we exchange recipes, we try
new tricks, we even do bio-etchings.’
For Barzin, the way out of this superficiality is in being demanding which
applies to all involved in graphics: educators, committee members, and above

		
↗) Jacek Szewczyk,
		Torments, 2016, letching, 59.5 × 79,5 cm
↑) Deborah Wye,
Poster for the exhibition Thinking Print: Books to Billboards, 		
1980–1995 in the Museum of Modern Art in New York 1996

all artists. Barzin rejects sectarianism
and urges us to pursue the ‘spirit’ of the
field and its philosophy. He assumes
the best opportunities for progress are
international shows, where he would
rather see quality over quantity or
introspection. All of Barzin's critical
remarks on current practice are founded
on the lack of critical thinking.
Many authors are also educators at
art colleges, so they see the role of
graphics in the integrity of art production and art management.
Sanja Tomić, who works at the Royal
Academy of Arts in Antwerp, does not
believe contemporary graphic art is at
or behind the edge, instead she thinks
it has been "behind the border" in its
long history – technologically and
aesthetically, continuously redefining
itself in terms of its identity and its role
within art. She points out that if contemporary graphic art has issues with
its quality, by extension, it is also art in
general that is facing such issues. It is
not enough to keep expanding the field
of graphics, because in too wide a scope
it is easy to lose the path we wanted to
follow. It should also be borne in our
mind that development involves not
only innovation but also previous
knowledge and practice. She introduces her pedagogical project Billboards

as an example of an attractive application of graphic art.
Polish graphic artist and educator
Jacek Szewczyk praises the situation
at art schools in Poland, which is also
evidenced by the numerous awards
that Polish graphic artists receive from
international shows, but he regrets to
observe the Polish art market is too
small and that museum curators generally tend to ignore graphic art.
Theorist Slavko Timotijević ponders
upon how artists should cope with the
pressure of contemporary discourse while
trying to come to the conclusion that their
path is the right one, because it helps
them define their own identity. This
dilemma is common to both theorists
and artists. According to Timotijević, important points of reference are the crossroads where art takes a new path. And
it is these crossroads from which an
awareness of new values and the circumstances of discourse need to be derived.
Another thing is the fact that personal
changes of opinion do not coincide with
changes in the general paradigm.
Theorist Breda Škrjanec made an
extensive contribution to the debate.
Her contribution has the form of an
essay in which the author briefly characterises important moments in the
development of graphic art. She observes, in the 20th century, the field
lost its intimate character and due to
the advent of cheap technologies (such
as linocut), its production could be aimed at a wider audience. She lists Picasso's intaglio printing Minotauromachia from 1935 as one of the most important works of the interwar period,
and the most important event of the
time she believes to be the beginning
of the continuity of international graphic exhibitions starting with Bianco
e Nero in Lugano 1950 or Xylon organised by the international society of
wood engravers (founded in 1953). In
1955, the Ljubljana Biennial followed,
and soon more shows appeared in Krakow, Tokyo, Fredrikstad, Varna, Cincinnati and elsewhere. At one time, the
Venice Biennale also presented graphic
art and awarded prizes in this field.
An important milestone in the development of graphic art was the 1996 exhibition at the Museum of Modern Art in
New York entitled Thinking Print. It
looked in retrospect at the last 15 years
of the art of printing, especially the
period 1980–1990. In addition to traditional production, it also made reference
to posters, billboards or T-shirt prints,
as well as to new topics: language,

body, photography, politics or history.
Anselm Kiefer, Georg Baselitz, Lucian
Freud and Mimo Paladino also exhibited
their works here in addition to American artists. The exhibition proved that
the last 15 years were a very fruitful
period for the graphic art. Its traditional
borders have blurred as it had included
social and political issues in its repertoire. And it also reported that digital
image processing would become part
of the graphic expression in the future.
Breda Škrjanec observes the change
that took place in the mid-1990s, when
a new generation entered the field of
art. Instead of the term style, which
refers to formal characteristics, the
representatives of the new generation
prefer the term strategy because it
better expresses the complexity of artistic thinking and planning. The absence
of a unified style of expression is common in works of this generation. There
is talk of individual approaches, personal
poetics and many possibilities for creative paths. We can no longer talk about
hierarchy, but about coexistence, plurality and decentralization. At the end of
her contribution, Breda Škrjanec
expresses the belief that by creating
too many separate artistic fields – painting, sculpture or graphics – we will not
reach the essence of contemporary art
because it lies precisely in multidisciplinarity and mutual enrichment of
artistic fields.
Canadian artists Jo Ann Lanneville
and Élisabeth Mathieu recall the hybrid nature of contemporary prints, in
which the artist can express themselves best. It is a transdisciplinarity
that frees graphic art from the overly
rigid schemes of the past: it confronts
space and uses graphic techniques to
create just one artifact. At the same
time, however, the authors pose the
question of whether it is really necessary to break continuity with the past
in order to create a contemporary
work. And what exactly is the ‘novelty’?
Milena Maksimović Kovačević
reflects on the current state of not only
graphic art but art as such. While in
the past the works were interpreted
mainly from a visual point of view, today the concept, intellectual contribution and social framework seem to take
precedence. In the flood of possibilities,
she sees drawing as a basic starting
point, which is not only a creative but
also an interpretative tool. In a combination of subjective and objective view,
she mentions the fact that the common
denominator of contemporary art is not

only the search for identity, but also
the optimal marketing in a small or
large art market. She quotes Nikola
Pešić: "Today, maybe no one likes art
anymore, except for artists".
The contribution given by the curators of the biennial in Liège, Belgium,
Régine Rémon a Fany Moens presents, in addition to the retrospect of
previous exhibitions (formerly biennial,
now triennial), also several clues that
characterise contemporary graphic art.
It still desires to be an autonomous
field of art (just like drawing or
collage), it is characterized by formal
diversity and the abandonment of
recently valid definitions. However,
this last aspect poses a problem when
it comes to holding official exhibitions
with given rules. For example, it did not
previously allow a monotype, which is
a printed image that cannot be reproduced. Today, the situation is changing
and juries and organisers of international shows prefer the aspect of printing
to the possibility of reproducing the
image. Trying to find common denominators of contemporary graphic art is
extremely difficult, but it is possible to
trace the occurrence of more frequent
topics. On the one hand, what dominates is the effort to express oneself to
the issues of the present times (often
inspired by theories of collapse) that
are sometimes tragic, sometimes humorous, on the other hand, it is a reliance on the power of gesture. And
what comes in between is the tendency
to depict the life of the artist's immediate surroundings in an attempt to
return to intimacy. The young generation of artists is then interested in the
‘dematerialization’ of graphic art, and
also in enriching it with a performative
aspect, when a coincidence comes to
the fore and takes on the role of a creator.
While most respondents answered
the questions freely and leaving some
of them out, Ruth Pelzer-Montada,
who works at art schools in Edinburgh,
answered them all and in systematic
order. For the first question What is the
situation of graphic art today, in 2020?
the author divides the issue into two
different perspectives: print in art and
print as art. The first group consists of
graphic works by well-known artists
and their graphic works complement
their activities in other artistic fields,
the second refers to a visual medium
with its specific technological qualities,
which are used by artists who call
themselves graphic artists. However,
it is important that both of these pheno-
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mena do not have the same weight in
the context of contemporary art. This
marginalization of the art of printing
dates back to the 17th century, and it is
clear that it was very often the result of
the doing of the graphic artists themselves. In her contribution, she comments
on the ideas of many other theorists and
artists, so here I have to refer readers to
the symposium website. When asked if
contemporary graphic art has crossed
the edge and found itself in a new space,
she answers with a question of what the
word edge actually means in this context,
adding that in English the term being
on the edge of something means that
someone or something is close to the
point, behind which it becomes something else, mostly bad. The expression
being on the edge of one's seat could be
translated as being in a state of maximum excitement, in both positive and
negative meaning. It is clear that the
meaning of all the above mentioned
expressions includes the notion of an
anxious and dangerous state. Ruth
Pelzer-Montada then asks another question: What if you cannot talk about an
edge at all, because there has never
been any. In answer to her question, she
cites Barbara Balfour, who believes that
graphic art, like other artistic fields,
would benefit not from trying to characterise itself with a set of defining features and attributes, but from dealing
with its abilities to express, what other
fields cannot. In other words, the point
is to look not for what puts graphic art
against other fields, but what connects
it to them.
Swedish graphic artist Mikael
Kihlman reflects on the current state
of graphic art and is not very optimistic,
although graphic studios still operate
in many art schools. The fact that
graphic art does not appear at international art exhibitions is related to its
low price and low attractiveness for
both rich collectors and museum curators. Despite this, he calls on all the
graphics: ‘Let's keep printing!’

↗) Mikael Kihlman,
Jozefa Street, dry-point,
undated, 83,5 × 69 cm

KAROL POMYKAŁA/
MY MANY
DIRECTIONS
GRAPHEION 2022

has long been associated with progressiveness and worldliness. Thus it is
possible to reflect upon a number of
elements from which even the upcoming
generation mainly benefits for the time
being – an extensive educational network,
the existence of clearly recognizable
creative centres, and a certain horizontality in this regard, which prevents
constant tensions so typical for different
environments. At the same time – although it is possible to recognize qualitative waves here as well – this environment is sufficiently conceptually
and imaginatively stimulating to attract
rather than repel interest. Therefore,
graduates of basic degrees do not have
such a great tendency to leave. On the
contrary, they return naturally – while
bringing what they may have learned
elsewhere.
What transformation does the concept of art undergo in these circumstances? What are its relations to the
art world on the one hand, and the
social one on the other? What does
craft mean in this context? And what
background does art provide for
current human thinking? If it really is
that "special tool", what is it for and
how does it serve us? And can we use

is constantly evolving and changing
before our eyes and what makes me
truly happy is that more and more
young artists choose printmaking as
their main language of artistic expression. The word I would use for a new
generation is cultivation – this would
apply to the work of Kamil Kocurek,
Anna Trojanowska, Agata Gertchen,
or Paweł Delekta, whom I admire.
When it comes to names of "teachers",
Leszek Kiljański, Marek Basiul, Janusz
Akerman, Jan Szmatloch, Mariusz Pałka,
Zbigniew Lutomski, Krzysztof Tomalski,
Henryk Ożóg, Dariusz Kaca, Sławomir
Ćwiek, and Mirosław Pawłowski,
immediately come to my mind. And
same goes for art centres like the
Academy of Fine Arts in Katowice,
Warsaw, Kraków, Gdańsk and the Art
Departments, e.g. in Lublin. But I also
pay close attention to artists from Thailand, South Korea, Japan, and China,
where you can clearly see a strong
attachment to the traditional graphic
techniques. The world is well connected
now, it’s impossible to differentiate
sometimes.

it correctly at all? These and many
other doubts, which, of course, cannot
be reflected on all at once, have inspired
this interview.

dowska University unique and why? At
the moment, you are also working here
as a teacher. What are your goals?

You studied in Lublin. In what way is the
printmaking studio at Maria Curie-Skło-

tial is much wider. I see its enormous
use, for example in graphic design, utility
graphics or in the commercial market in
general. So my goal is to share as many
creative ways as possible and adapt them
to the individual predispositions of each
student. In this way, it is possible to support their work without reducing the
artistic distinctiveness. It's not a theory!
I myself try to inspire the young generation of artists with linocut and show its
remarkable features. That is why, together with my students, we often create
complex graphic designs based on the
adaptation of traditional processes.
Okay, straight to the linocut, then! Why
are you so interested in this most available
technique of all?
I have also asked myself this question
– many times. There is definitely something magical about the simplicity of
this technique. I am attracted to the
fact that with the simplest of artistic
means, I can build an image that can
be very complicated. I love to paint,
and draw, and I used to sculpt a lot in
wood and stone. In a way, the linocut
technique combines all about arts,
creative activity as such, that I love.

BARBORA KUNDRACIKOVA – AN INTERVIEW WITH KAROL POMYKALA, OCTOBER 2021

In any case, the Polish graphic artist Karol Pomykała
(1985) is a representative of his generation – whose approach to printmaking is revolutionary in many ways. We
do not have to agree with his philosophy, one can object
to the choice of linocut as the most artistically potential
technique, all the more so to its adaptation by
implementing strategies of new technologies, but one can
hardly deny the success that this approach obviously has.
Mainly because of how openly synthetic it is.
One of the platforms on which Pomykała
relies professionally is his website –
which interconnects not only his previous productions but also observations

concerning the contemporary world of
art in a more general sense. Of course,
he operates in the exceptional domain,
“the Polish world of printmaking”, which

Karol, Polish printmaking has a rich
history and tradition. What do you think
is its current situation? What personalities
and centers may we hear about today,
and where do you feel the greatest
potential lies?
From my observations, printmaking is
experiencing a renaissance. This domain

Currently, I am an assistant professor
at the Faculty of Arts at MCSU. My
main goal is to encourage young people
to adopt traditional graphic techniques
and combine them with different or
so-called new visual forms. Often the
traditional graphic workshop is reduced
to the role of outdated techniques that
are only used as a pure art form of
expression. In my opinion, their poten-

↑) Karol Pomykała,
Personal Space, 2020,
linocut, 200 × 520 cm

I was browsing your very rich website
and was struck by the remark about the
error – that this technique does not
allow for an error. Is it this fatality what
attracts you to it?
Not being able to make a mistake is
something very real about it. Once it is
cut, it stays forever. This can be compared to stone carving. One inadequate
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movement of the chisel can cause
disastrous consequences for the entire
work. Of course, you can try to attach
broken elements, but I consciously
ignore them. This action makes me
focus even more on the process, and it
is very exciting for me.
Tell me more about your work – about
the projects that pleased you the most,
about what drives you right now.
I draw inspiration for my works from
real-life situations – from what I observe
around. The prints are kind of a personal
diary to me. The work reflects emotions
that overwhelm me. They are my motif
really.
Constantly, I come back to Changes
and the One Direction series. I worked
on them between 2010–2013 and 2018,
respectively. There is a difference of
five years, and the stylistic changes,
as well as those conceptual, are clearly
visible. At that time, I was entering

new artistic areas, where I started to
combine reality with virtuality. In both
series, I reflect on the events and the
world that surrounds me. The Changes
presents situations directly related to
my experiences. I worked with cardboard boxes because I moved around
a lot and everything I had was stored in
those. These works are very personal.
On the other hand, in the One Direction
series, I act as an observer and raise
the issue of individual dependence in
a consumer society. In this, I reflect on
the human condition in today's world,
where we are neurotically bombarded
with commercials, information,
so-called truisms and our freedom itself
becomes a tool of manipulation. I ask if
we are able to break away and go in
our own direction. In my current project,
the visuality of both will combine.

I also want to introduce a colour that has
rarely appeared in my work so far. One of
my "public" interests is to create an open
studio in Warsaw. I want to establish
a place where everyone, professional as
well as amateur, student as well as colleague, will be able to come and immerse
in the graphics. And I am also working on
books that will reflect the history of
printmaking as well as that of the linocut,
in which I will try to “grasp” my own
printmaking strategies. As you can see,
printmaking is my true passion – it runs
through my veins.
You often mention personalities of Polish
context who have devoted themselves to
this specific form of linocut, including
Krzysztof Szymanowicz, Grzegorz Mazurek
and Stanisław Bałdyga. Is this connection
with the past or rather tradition important
to you?
I believe that the knowledge and
awareness of the past influence our

future. Knowledge of the history of art
is extremely important. It roots me as
an artist and also allows me to look at
my work from a certain distance. Artists whom I often mention are associated with the Lublin school of point linocut. They all have contributed a lot to
the development of this technique, but
they are close also to me personally.
While I was a student visiting the Krzysztof Szymanowicz's linocut exhibition,
the work made a great impression on
me and it certainly changed my perception of graphics. When viewed, these
works make an electrifying impression.
And what about the connection with
the present? You are, among other
things, the holder of the main prize of
the International Print Triennial Society
in Krakow. What do you think about

similar shows and contemporary art
practices?
It is important to observe what is happening now in the notorious art world,
see for yourself the influence of new
trends and technologies, new ways of
printmaking. In 2018, I won the Grand
Prix at the International Print Triennial
in Krakow. I feel honoured with this
distinction, but I also feel the importance of this award, which mobilizes
me to work even harder. Although
problematic, these types of exhibitions
or competitions clearly show the
directions in which printmaking is
developing. These are often non-obvious
directions – which is intriguing. You can
see projects on the border of the
domain, but also those completely
embedded in traditional graphic
techniques. Such a combination clearly
demonstrates the versatility of
printmaking and its huge potential.
Nevertheless, I sometimes doubt what

the clear definition of the “graphic”
would be.
What does working with new technologies such as VR mean to you in this context? One Direction 5 is currently on display in Olomouc, one of the first ones
with which you have tested these possibilities. Isn't enthusiasm for them sometimes rather misleading or downright
dangerous?
I love to experiment and expand the
field. All these “border” activities and
non-obvious connections make it possible
to move on to topics that would be
difficult for me to express in traditional
ways. However, in all of these activities,
workshop is the basis.

↑) Karol Pomykała,
One Direction 5, 2018,
linocut, 200 × 520 cm

For example, in installations – also One
Direction 5 currently exhibited in Olomouc – where I combined printmaking with VR animation, the world of 3D
animation is completely modeled on
linocut. It seems that by immersing
ourselves in the strange world of graphic animation, we can go even deeper
into the world of graphics. This combination surprised me and opened up
new creative fields for me. But new
technologies are just additional tools
that enriches the artistic expression.
The technology itself is only a curiosity,
it needs creative or conceptual adjustment – otherwise it does not “work”,
it just pleases or obscures.
For me personally, the combination of
the "old" and the "new" is interesting in
developing different ways of seeing and
perceiving. They are really different tools
that generate different statements. In
your opinion, is this complexity behind
the description of the "graphic vision"
that Dorota Folga-Januszewská associates with today’s world? Is it possible
that printmaking actually colonized all
other areas of human creativity?
Our perception – as well as understanding visuality as such – changes. Even
30 years ago they were completely different than today. Look at social media,
which are even accelerating the current
rush of life. For me as an artist, combining the “old” with the “new” is a very
creative and developing activity. When
we draw on the experiences of the past
and combine them with new achievements, we can find undiscovered areas.
In the beginning, the role of graphics
was duplication. Nowadays, when we
have a digital image, the original qualities of duplicating are not so important.
And yes, I can agree that graphics have
colonized most areas of human creativity
– the internet is all about it in the end!
But I think that “graphic vision” also
refers to the creative process starting
with the emergence of an idea. Really,
the word “graphic” has many meanings
that relate to too many areas of our life.
I have the feeling that it is becoming
more and more difficult to define
unequivocally what a graphic is.
Graphics is, of course, an extremely wide
area, covering not only the domain of
human creativity, but also knowledge
and communication. Do you agree that
this can be one of the essential impulses
of modernization? Or should I say – do
we live in the graphic age today?

Of course, I fully agree, we are living in
the era of graphics. All the visuals that
surrounds us are derived from graphics.
I mean everything related to the Internet
as well as commercial messages or
entertainment in general. Product
packaging, clothes, graphic designs on
our favorite social media, television
and many others are the result of the
development of graphics. It is interesting that we have now moved most of
our lives to the digital world, which is
a kind of graphic environment.
Graphics constantly drives development
and makes us exceed the limits of
cognition.

work through various creative activities
and various artistic collaborations is
very important. Additionally, the appropriate presentation of work as a way of
thinking is key to building relationships
with the au-dience. I mean, showing a
creative process that is often overlooked
teaches us greater sensitivity.

Of course, art itself has a deeply philosophical subtext. In your posts and
comments, including those published on
your blog, you often reflect on specific
philosophical moments. What is the
significance of the conceptual background of creation to you? I would like
to know, for example, what authors you
read, what films or plays you choose.
I can think of Albert Camus... Do you see
any parallels be-tween your work and the
expression of others?

Good advertising and art have a lot in
common. Both are conditioned by a
really good idea. My experience as an
art director and in creating marketing
communication certainly helps me talk
about my work and think about art in
general.

For me, the creative process itself is an
amazing experience, and creating itself
is a very cleansing. It is an internal
need to comment on what surrounds
and intrigues us. And the role of artist
is to move and comment on that. Albert
Camus is for me highly inspiring personality still. I am a big fan of audiobooks,
I love books related to the history of
art, but also those on the border of
social fantasy and science fiction – by
Stanisław Lem, Ken Follett, and Robert
Jordan. Great artists are good teachers
and being able to understand their
work allows us to understand
pro-cesses that influence not just the
evolution of art. Currently, I explore the
works of Giorgio de Chirico, Yayoi
Kusama, Takashi Murakami, Magdalena
Abakanowicz, Felipe Panton, and Daniel
Arsham.
You have a very enhanced website, you
are often involved in public programmes
and projects, including the cooperation
with the Saatchi platform. My first question in this regard is that about popularization. What does it mean to you and
how essential is it to your work?
Being involved in various types of artistic
projects makes me give myself difficult
tasks. I like challeng-es. In addition,
some of these projects have an educational aspect. Popularizing this kind of

The second question is related to your
"daily" profession – do you focus on advertising, how do you understand it?
What do you think is the functional combination of its attributes (articulation,
addressability, poignancy) with artistic
creation?

You say about yourself: “I am in love with
the linocut and I want to inspire others
with this love. I also see an increasing
interest in graphic arts, so I decided to set
up my virtual studio, where I am pleased
to welcome you. I want this platform to
bring together artists, graphic artists,
beginners, and professionals who want to
expand and share their graphic arts
knowledge.” Do you feel like a teacher
outside the university where you work?
The idea for my virtual graphic studio
is a few years old and I am still working
on it. Of course, I don't consider myself
a mentor. I care more about sharing my
limited knowledge and experience.
Collaboration and knowledge exchange
drive development. It is the best way to
create something good, also for yourself.
What role do you attribute to art, not just
printmaking? Contemporary philosophy
likes to speak of it as a special tool that
allows us to examine not only the realities
of the everyday but also the circumstances
of our existence. Does art have the opportunity to change the world?
Art often has a greater effect than we
imagine. Art, and the meaning it contains, can very strongly move people's
hearts, break cultural and linguistic
barriers and touch upon important problems. Art definitely changes the world, it
is universal language – at least for me.
And the last question – is art a solid place
that you rely on in all your activities, or
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is it just a broad enough framework that
allows you to think freely in different
situations?
I think so. Art has always been present
in my life and I hope it will stay that
way. I discovered that in critical situations, I automatically resort to artistic
creativity that allows me to distance
myself from it.
Karol Pomykała (1985, lives and works
in Warsaw) studied printmaking at the
Maria Curie Skłodowska University in
Lublin where he has been working since
2014, first as an assistant, and now an
assistant professor. Since 2010, he is
also an art director at Saatchi & Saatchi
in Warsaw. In his work, he combines
the principles of classic printmaking
and new technology. His large-format
prints capture scenes that are organized in various degree. Their rigidity is

disturbed by graphic elements, traces
of cuts in the lino and its shading. The
resulting ambiguity is further enhanced
by his relocation to a virtual space in
which the viewer is forced to become
part of a crowd that is originally only
observed, distant and deprived of the
rem-nants of humanity. An essential
component of his work is space:
“Space has always been present in my
art. The things that I show in my works
are about internal, personal and social
space.” Oscillations between different
layers, types or qualities of the environment create an almost
hallucinogenic impression – the illegible
is unreadable, and vice versa.

Jan Vičar has been one of the few young print artists
since the second half of the 1990s, who is trying to stir
up this somewhat tired art discipline with new impulses.
A characteristic feature of his work is the combination
of classical techniques with less traditional, even
experimental ones.

Marcel Fišer (a text published on the website of Jan Vičar)

the website of Jan Vičar)

The list of Jan Vičar's exhibitions, his
residencies, pedagogical activities and
representations in collections is extremely extensive and comprises activities
in European countries, Africa, the USA,
or Japan. For example, his teaching
activities are not limited to Czech,
American, French or British art
schools, but also include, for example,
art courses at a correctional facility in
Kuřim or at Caritas in Boskovice. He
has organised more than 50 individual
exhibitions, and has joint about 150
exhibitions. The collection of his
awards is also impressive. In addition
to this year's Vladimír Boudník Award,
these include:
↗) Karol Pomykała,
One Direction 5 – detail, 2018, linocut, 200 × 520 cm

JAN VIČAR –
– RECIPIENT OF
THE 2021 VLADIMÍR
BOUDNÍK AWARD

He constantly changes his artistic
expression. In his work, he quite naturally combines conceptual, figurative
and abstract elements. His typical artistic gesture is richly structured prints
of extremely large formats, but he also
occasionally produces small, meticulously made sheets. His works usually
have a narrative, which, however, is
not necessarily directly related to figurative content; it is often a story that
led to the print and is implicitly included
in it as a second content layer without
being clearly legible.

Radek Wohlmut (an excerpt from a text published on

Print artist Jan Vičar (1967) holds rather
a special position on the Czech art scene.
He has formal academic training, but he
is no stranger to the sensibility of a folk
artist. His work is based on the traditions
of the region of his birth, but incorporates inspirations from other countries
and cultures as well. Occasionally, he
lectures at academies, but he also organised print art courses in prisons or
psychiatric institutions.
But primarily, Vičar is a constantly
creating artist. From the very beginning,
he balances on the border between
painting and printmaking. It is because
at the academy, he first studied painting

painting and only after he moved onto
print art. Thanks to painting, he has
the ability to search for a subject and
theme also formally. A sense of experiment and technical unconventionality
is still one of his most characteristic
features. Hence his tendency to choose
non-standard pads for his prints, both
in terms of material and format. In
addition to paper, he also prints on
synthetic fleece, wadding, or garden
felt foils, which he stretches into
frames in the same way as a canvas.
Although he mainly deals with large-format relief printing, which has earned
him much of his reputation in the
Czech Republic and Europe, he can also
make convincing meticulous works,
such as copperplate engravings (Králíci
[Rabbits], 2002).
However, Vičar's coat of arms technique is clearly linocut. Linoleum suits
him because of its adaptability, easy
processing and availability. He works
on the matrix with classic gravers, but
also with a mezzotint staple or a hand-held circular saw. The resulting prints
he often finishes by painting over
them. Original interventions during the
printing process, large formats (due to
which he did not hesitate to build a
special press), low cost, unorthodox
pads and methods of adjustment – all
this makes Vičar's print images in the
true sense of the word, which are almost
always unique, as in painting.

• 2018 Mario Avati Award, Institut de
France, Academie Des Beaux Arts,
Paris, FR
• 2003 3rd place, The Most Beautiful
Czech Book of the Year, the category of
bibliophilism, Prague
• 2001 The Gallery of Miskolc Museum
of Contemporary Art Award, Miskolc, HU
• 2001 Biennial of Print Art, Győr, HU
• 2001 Biennial of Print Art, Győr, HU
• 1999 1st place, A Print Work of the
Year 1998, the category of experimental
print, Prague
• 1997 1st place, A Print Work of the
Year 1996, the category of experimental
print, Prague
His works are represented in the National
Gallery Prague, in regional galleries in
the Czech Republic, in university collections in Pheonix (USA) and in many
other institutions in Germany, Austria or
in the library collections of the Académie
Des Beaux Arts library in Paris.
At the end of his CV, Vičar states that
since 2010 he has been building
a wooden house with studios in the
forest near Telč. And since 1987, he has
been working occasionally in the Czech
Republic, Austria, Germany, Ireland,
Switzerland as a teacher at secondary
schools and universities in the Czech
Republic, a construction worker,
painter, carer, ski instructor and boat
driver in the underground on the river
Punkva.
www.janvicar.com

→) Jan Vičar
Three men and Alexander, relief in PVC, 200 x 130 cm, 2016

↑) Jan Vičar
Water, linocut, 84 x 120 cm, 2004
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AN INTERVIEW WITH THE ARTIST

JAN
VIČAR
ONDŘEJ MICHÁLEK
I remember your work exhibited many
years ago at a collective exhibition at the
Caesar Gallery in Olomouc, where, in
addition to prints, you also exhibited
linoleum matrices. And I fondly remember, among other exhibitions, the one
you held in Brno (2001), which I officially
opened. There were large formats of multi-coloured overprints, but also a set of
small engravings – small dead rabbits
– which also attracted much attention.
I visited you at your house in Mladkov
u Boskovice at the time and found that
the kitchen was dominated – instead of
the usual equipment – by perhaps the
largest print press I had ever seen. I realized then that I was faced with a man who
was determined to give everything to his
print art. How do you view the beginnings of your work today and what
remains of it in your current work?
↑) Jan Vičar
Kuki and Dagi, matrix, 205 x 255 cm, 2009
↑) Jan Vičar
Heart in the river, linocut, 210 × 410 cm, 2008

I am still committed to print art, actually
I have been since I was a child, when
I started making the first linocuts and

dry points. The two-ton press accompanies me on my travels, and I usually
install it in places where I feel it makes
sense. Well, in the end, it always turns
out that they throw me out together with
the press. This happened in the Egon
Schielle Art Centre in Český Krumlov
and then again in the Cultural Center in
Kvilda, where the owners thought they
would make me a cleaner of a huge
house. I have several of those presses,
they are currently on the construction
site in my forest house near Telč. I understand my beginnings as something that
had a clear and simply structured childhood – for hours I would draw, read
books, live on the street or help my dad
on endless construction sites. What
remained from my childhood is a sense
of discipline.
The rabbits still attract attention, now
I had them displayed in Paris, printed on
paper, in which I poured rabbit hair and
improved it a little with rabbit blood, and
thus let it lie nicely in plastic for two
weeks before I printed the engravings.
My memory has brought me back to yet
another exhibition – Linolschnitt heute
[Linocut Today] in Bietigheim-Bissingen,
Germany (2001), where you won one of the
prizes. Just a brief context for our readers,
it was a large-format linoleum intaglio
print, which gained its final appearance by
additional handling of the fresh print in
a way that the paper was folded in half and
passed through the press again. The left

side of the structure was partially overprinted on the right and vice versa. This created a vibrating, irregularly symmetrical
structure. At the time, I thought you were
embarking on a path to abstraction. Over
time, however, it turned out that the
‘content’ and the rather narrative concept
prevailed, although you leave the ‘narration’
to the viewer.
How do you, in your works, perceive
the duality of form and content, provided
that you do not leave their separation or
merging to theorists alone?
This is a very simple principle of making an interesting abstract structure.
Later, I added a few more techniques.
The re-print of a printed paper on a matrix; in France, for example, I recently
printed linocut on a wooden board,
which I then continued to engrave.
I transferred the linocut matrices to
lithographic stones and then printed
them as lithographs. I just want to say
that the range of experimental approaches is very vast. For me, abstraction
does not mean there is no story. In the
Sahara, I made the cycle entitled Kruhy
pouště [Circles of the Desert], which
I think have traces of the story of a place
where I created in a small chamber
forever covered with sand.
Of course: the content is determined
by personal experiences. I’m not sure if

↑) Jan Vičar, Rabbits, engraving, 1999, 10 × 7 cm
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Václav Špála Gallery | Prague, 16 July – 22 August 2021 | Curator: Vilma Hubáčková

MILOSLAV POLCAR
TRANSPOSITION
ONDŘEJ MICHÁLEK

In his work, Miloslav Polcar has been moving towards
the art informel for some time now, that is, towards the
way of working and thinking that have never
disappeared from contemporary art. On the contrary:
the temptation to ‘saddle’ a coincidence or to go as far
as to acknowledge its part in the authorship or merit of
the result is still present in art, and it only depends on
the extent to which this process becomes a recognised
part of the artist's creative strategy.

In addition to graphic sheets printed
works, Miloslav Polcar exhibits printing
matrices as well and therefore does not
hide anything from the viewer. We can
guess how those blurring mysterious
structures are created, but we are much
more interested in what they could be
a metaphor for and what we recognize
in them as clues that will allow us to
‘enter’ the images. It should be added,
that in the given exhibition presented in
the Václav Špála Gallery, the author
obstructed the entering of the image by
the viewer, when he installed them as
strips of fine paper unwinding from rolls
on the floor towards the ceiling, or,
when on the first floor he hung them in
close proximity almost like clothes on
a clothesline. On the ground floor,
however, his images were hanged on
the wall offering the dynamics and
secrets of coloured spots and structures
to the viewer.

←) Miloslav Polcar
From the series Metamorphoses VIII, 2018, combined
technique on Chinese rice paper, 400 × 100 cm
↓) View of the exhibition in the Václav Špála Gallery

↑) Hold, bibliophilis, 52 × 65 cm, 35 pages, 70 original
linocuts (by hand engraved texts), edition 35, binding
in canvas, edition 35, binding in canvas
		

we can talk about a narrative concept.
I would say that I ‘write’ my own diary
this way. I then add the form to the
content. I don't have a problem with it,
provided that I use a large format and
a 1 : 1 figural motif, I actually process
the subject as ‘it was’. I'm not inventing
any fabulations, interesting fancy
structures, God forbid I'd do anything
according to the photos.
Theorists interpret things as they
wish, the author seldom matters.
I don't care what they think. There are
exceptions though…
In addition to your print art, you also
present notes from your travels on your
website. I suspect that living abroad is
part of your adventurous nature, but it is

clear that it is also an important source of
inspiration for you. After all, this has
always been the case; abroad, whether
exotic or otherwise, artists have sought
and are seeking not only new stimuli and
applications, but also support for the
values to which they subscribe, or also the
reasons for their transformation. How
does staying abroad affect your work?
I'd rather say why it happens. It's actually a strange desire to be in a different
place than one currently is. There is
also a feeling of some kind of comfort
or security in life, which is foreign to
me. It scares me to imagine being well
‘settled’ as an artist and having my life
clearly predetermined by working as
an assistant somewhere for 30 years

and then automatically becoming
a professor, for example at the Academy of Fine Arts. There is nothing creative about that. Plus, it's immoral to
stay in one place for so long.
So, I’ve moved to France, from there
I regularly go to Africa or the USA
(where I will now give lectures and an
exhibition at Arizona State University
in Phoenix). In Paris, I’ve received
a major award for print art associated
with a large exhibition. At the end of
September, I go to Spain, where I am
invited to the Fig – Bilbao fair. Traveling comes with these things, but you
have to be open, hardworking, know
languages, and be polite.
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The combination of two-dimensional
and three-dimensional installation was
reflected in the meaning and content of
the work as a reminder of its origin and
the necessary physical manipulation of
the material. From the installation on
the ground floor of the gallery, the
viewer learned that these are monotype
prints made of polystyrene matrices, i.e.
a kind of never-ending-story magic of
a unique print. However, the reminder
of the existence of the matrix or printing plate is essential for the creation
and subsequent reading of the result.
Perhaps not because we could mistake
paper installations for watercolours,
for instance, but because the author
considers it necessary that the duality
of the matrix and print also become an
integral part of the work's meaning:
the matrix as an unattractive cocoon,
from which a beautiful butterfly is
eventually released.
Miloslav Polcar opted for the installation not because ‘it is what you
do today’, but because he wanted to

share with us something that his ‘communion’ with a coincidence, that is,
uniqueness, led him to do. Indeed, the
result based on a coincidence has enchanting power. And, it has so equally,
when we hold the reins of its energy
and lead it to where we want, or, when
we surrender our control and allow it
to take us where it desires.
But this was not the exclusive feeling I left Polcar's exhibition with.
I wondered if the author’s intention
was to reflect on his prints in a somewhat
disrespectful manner. Afterall, he hung
them on the first floor in a way that
one print ‘screamed’ over the other, or
on the contrary, he put them to the test
in the form of a fragile installation in
a large empty space of the basement:
a roll of paper folded at the viewer's
feet, on which or from which a strip of
fine paper unfolds, full of spots evoking
events to which a viewer is invited to
attribute their own meaning. I deduced
from this that Polcar's intention was,
among other things, to create a kind of

‘installation tension’ and to make the
viewer a little uneasy in the opinion of
what they saw. Or, just to let them
know: ‘my works cannot be installed in
an elegant way, because they are created on a completely different principle’.
Polcar's work affects us in a direct
way. We do not need any further interpretation to situate or explain their
Boudník’s starting point. We do not
even need to know what art informel or
abstract expressionism was and is. We
see soft dynamic structures, we do not
know whether they refer to something
that arises and grows, or rather disappears. We do not know what a record
of a place pulsating with energy is, or
what an abandoned one refers to, what
was and will never return, or what
awaits us. However, nothing prevents
us from putting these prints together
creating a world that we know well
as well as the world that has never
existed.

↖) Miloslav Polcar, From the series Metamorphoses VI, 2018, combined technique on Chinese rice paper, 400 × 100 cm
↖) Miloslav Polcar, Print for Flipping, 2017, layered Chinese rice paper
		←) View of the exhibition in the Václav Špála Gallery
			↑) Miloslav Polcar, Engraving and etching on styrodur plate, undated., 120 × 120 cm
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BI and TRI: GRAPHIC
ARTS IN CENTRAL
EUROPE, every other
year, every two years,
decade by decade
BARBORA KUNDRAČÍKOVÁ

All institutions of the Western have recently faced
considerable criticism, sometimes even protests, and
biennials and triennials are no exceptions. It is no
coincidence that three years ago the magazine Apollo
published an article entitled Is it time to call an end
to biennials? 1 in which Ben Cranfield reminded
us of the term “biennialisation” and wrote: “
The biennial is not just an art exhibition that takes
place every two years, but a sign of the event-based
nature of the art world, with a focus on
the temporary and occasional – what, in capitalist terms,
is understood as the experience economy.”

Certainly not all biennials and triennials
are equal; those in the context reflected
herein have for sure a different dimension and ambitions. In addition to the
SEFO Triennial Olomouc – geographically and thematically focused – and
the Prague Biennial, there are of course
various media- and genre-focused surveys.2 The goals they set up may be in
all respects commendable, however,
despite that they are repeatedly
defrauded, manipulated, used to seize
power. One of their accompanying
characteristics is also a certain extent
of implementation of the so-called “
right conviction.” One example could
be a not-so-fortunate presentation of
the 2012 Berlin Biennial, centred
around the theme of the Occupy movement – to its own dismay; or the super-biennial Documenta, five years later,
split between the cities of Kassel (Germany) and Athens (Greece), which,
according to the main curator Adam
Szymczyk, should have resulted in learning from Athens’s heritage – yet what it
primarily led to was an opposition
against the concept and the rhetoric,3
or more precisely a financial failure.
I have to admit, however, that I am
attracted to and amazed by the courage
of organisers of these grand “circuses”
(another of Cranfield’s terms), fascinated by their appeal to global and economic limit-lessness. Although I do have
some reservations, I think that instead

		
		

↑↓) International Triennale in Cracow,
view of the main exhibition hall

↙) Zuzana Dyrda, 100 Touches, an installation
connecting tactile and visual elements.
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of dropping this form entirely it should
be – and it will be – adapted. The primary reason behind its conception –
and what the audience reacts to in
particular – was at the end to share the
abundance of inspiration and the joy it
brings, the po-tentially good that exists
in human culture. The current trend is
a proof of it, and it has been even stregthened by the global Covid-19 pandemic
– periodic presentations do not disappear, on the contrary. However, increasingly more often they resemble discussion platforms using tools of festival
forms in combination with regular
exhibition formats. Very often they
look “inward,” aiming to transform the
organising institution or community.
The level (or justification) of success
could be subject to discussion, the
intention, however, remains. In the
following report I will focus on three of
this year’s events that explore contemporary graphic arts, each of them with
a different approach. The first one is
the International Print Triennial in
Krakow, the second is Ljubljana Biennial
of Graphic Arts, and the third is the
festival Tabook in Tabor. I will provide
a critical viewpoint but also share my
joy from travelling again and meeting
others – in the Central European world
of the opposites and large/small dogmas.

should we start right here? The regular
visitors of the Triennial know – the Triennial’s presentations and special
exhibitions take place at venues located
along the circle of the historic centre
surrounded by parks – and needless to
say they meet again within its safe
core. Because MTG is still located right
at “Pod Baranami” (under the rams).
Whether one wishes it or not, at the
end one must come to peace not only
with global context of contemporary
art but also with its strict time and local dimension.
While the 2018 edition succeeded
by benefiting from the concept and selected venues – with the main exhibition at Bunkier Sztuky gallery and the
experimental show at the local Tabačka
– a former tobacco factory, while other
projects were hosted for instance by

the Triennial in the past years, requires
adherence to a dual model – a combination of the main, representative section
and an experimental platform. This
founding character is shared in the
idea of combining two monographic
inputs – Jan Pamuła was the laureate of
the 21st Triennial and Krysztof Kula
received the MGT Special Prize. A space
was given once again to North-American artists, this year Canadians had
their own exhibition presented at the
traditionally traditional Academy of
Fine Arts Krakow, and they actually
responded to its character well – in an
inconspicuously innovative way. The
early mentioned emergency character
of the Triennial I nevertheless consider
also its best asset – this gentle increase
of the radius within which exhibitions
took place sort of expanded the frame-

the International Centre of Culture and
Manggha Museum of Japanese Art and
Technology, three years later it seemed
that an emergency scheme was opted
for. Which brings me to the title of the
entire presentation – Dissonant Futures.
The current, 21st edition of Krakow
Triennial could really be considered
symptomatic on many levels. Not only
it corresponds with the trend to generalize, instead of paying attention to
a particular, narrowly defined tendency
and trying to integrate it into a broader
framework, but also with the situation.
As the organisers shared in the introductory statement “… the time of the
pandemic prompted us to reflect on
possible scenarios for the future…” 5
Continuous movement between the
horizontal and the vertical, the local
and the global, intentionally used for

work of art. Dissonant Futures took
place at the Nowohuckie Centrum Kultury, transgrafia 2.0 at the Unity Center,
Pamuła’s retrospective at the Manggha
Museum, and Kula’s work was presented
at the International Centre for Graphic
Arts. To cross each city districts and
find way through their specifics became
part of ‘the game for the future’ which
could be possibly shared. 		
The catalogue of the main exhibition
includes an introduction by Marta
Anna Raczek-Karcz, the director and
chair of the Triennial committee who
in it reflected on illegibility, aimlessness, and inability to deliver forecasts,
which is typical for the present-day media communication. Surely it corresponds with the general state of our
world, “world we have chosen,” consecution of which, however, cannot be

DISSONANT FUTURES / INTERNATIONAL PRINT TRIENNIAL KRAKOW

↑↖) International Triennale
in Cracow, view of the exhibition
↗) Installation by Libby
Hague from Canada,
this time rather
spatially modest
←) from the ProTo-types exhibition.
Experimental Contemporary
Canadian Printmaking – the work of
Briar Craig, transmitting sophisticated
semantics to the real world.

I visited Krakow in the middle of July,
after almost a year. It was comforting
to learn that Flixbus was still the number one means of transportation in
this region. The shocking moment was
awaiting in the centre of Krakow – the
Bunkier Sztuki gallery was under construction, looking almost like a demolition! Even so that it affected also the
local famous coffee shop-bar. As is
turned out, there was no more tapping
the worn wooden floor, no granny coffee cups with saucers that get caught
on the woven tablecloth; there is also
no Żywiec where local bohemians with
some tourists here and there smoked
throughout evenings – on this tour of
Poland “outside Poland” and in the time
“outside the time.” From the very beginning my visit gained a new perspective,
a summer evening spent in a bit
unorthodox way, not typical for the season anyway, but of course with a fair
amount of pleasure, at Nowa Provincja
literary café reminding us of a Polish
poet, Wisława Szymborska. Why
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resigned to: “The task that we as organisers set before the participants of the
latest edition of the International Print
Triennial in Krakow seemed impossible
to complete. However, the works presented at the Main Exhibition prove
that we can still, and even should, predict
the future, and that the printed media
is not only the daily press and still numerous weekly magazines, but also fine
art prints whose authors still find ways
to provide valuable communication
with the viewers.” Doubts do exist but
I wish that wasn’t our last word – if
only Alva Noë was right, and with him
all the prophets of art as not only a critical tool but primarily a functional tool
of self-reflection, and if only the myth
about “art in which nobody is interested” because
“nobody understands it”
was disproved for good.
If the aim of the main
exhibition – featuring
works selected by an international jury composed
of Sean Caufield, Gregorz
Handarek, Olivia Nitis,
Diane Victor, and Raczek-Karcz – truly was to
demonstrate the possible
futures of the world, or
even of the worlds, it succeeded only partially. In
the first stage of the selection, completed online,
615 works by artists from
48 countries were reviewed; 213 works by 70 artists from 23
countries were chosen. 12 awards and
three honorary awards were given.
Among the themes, fleeting moments
resonated (Iku Hidaka), disintegration
and deconstruction – of things and
hearts (Vanessa Hall-Patch, Colin
Lyons, Gábor Koós) and relationship
between man and nature in general
sense (Edward Bateman, Lihie Gendler-Talmor, Michalina Wawrzyczek-Klasik, Hanna Oinonen), traumas of
the past (Justyna Sokołowska, Jolanta
Rejs, Werner Schaarmann, Nikola
Radosavljević) and dealing with them
(Grzegorzdry Łabuz-Tarara), with
words (Zuzanna Dyrda) i gesty (Magdalena Hlawacz, Piotr Szurek). The resulting image was possibly dimensional but
actually also not surprising – a well
composed mosaic of an ordinary day, of
works by artists whom we are accustomed to see in Krakow. The exhibition
of the socalled experiment as well as the
choice of the Grand Prix d’Honneur MTG
2021 laureat, made unanimously already

at the end of 2019, fit in. The jury justified the decision by Pamuła’s pioneering
work in the area of digital printmaking
and his long-term activities within the
community’s organizational structures.
Remember that Pamuła was a rector of
Krakow ASP and a chair of the MTG.
The choice was made with an agenda
(at least symbolically), as it was at the
earlier mentioned Triennial Olomouc
J.P. represents a second wave in digital
printmaking which gave rise to a revision of understanding of printmaking
as types of structures, visual systems
at intersection of logical and emotional
limits which confirm rather than
challenge current set up of society as a

whole. The graphic view of the world
that we share, although it probably
leads us on different paths, is securely
established with this type of artists.
And it was expanded upon, quite beautifully, although perhaps more in
viewers’ eyes, in the project of Krysztof
Kula, then professor at the Institute of
Fine Arts, Philosophy and Pedagogy
Faculty in Cieszyn, Prewentorium. He
reflected on his personal crisis, focusing on a safe space in the sense of Gaston Bachelard’s safe haven – a cottage,
a found object, where Kula continuously spent an entire period. He did not
relate to it, however, as to a closed,
internal world but as a distinctive, particular fulfilment of personal experiences and visions, shared and transcribed
on top of that, existing in an open landscape as one of its autonomous, open
segments. Although the installation
using in a massive extent a projection
demonstrated fullness of the artist’s
concept only partially, I was grateful for
this experience.

The same applies to the main exhibition. The segmented spatial organization
of the gallery, which hardly allowed not
only for separation of individual
sections but for the actual artworks and
series, definitely did not correspond
with contemporary exhibition trends.
Neither did the complicated installation
relying on architectural segments such
as elevated staircases, “outlooks,” and
interior curtains. It is exactly this
segmentation that contributed to the
perception of an ununified, overlayered,
overlapping, and multiplied experience
of an ordinary world – perhaps even of
a media world where we have been
forced to live for so long and so intensely.
Traditional printmaking techniques
then certainly cannot
compete with the constant chaos of an unstable media image,
however, their semantic and material density
can at least serve – on
closer examination – as
an invitation to
a similar type of perception.
Probably the most
comprehensible solution for exhibition
design was presented
at transgrafia 2.0,
called Art is a space for
freedom, curated once
more by Katarzyna Wojtyga. Wojtyga stated in
the catalogue introduction: “The pandemic is the ‘war’ of our generation. And
like any war, it has its ‘good’ sides. It
makes us realize that life is so fragile,
and breathing is a miracle, it increases
our hunger for normality, helps us
understand what luxuries physical
proximity, freedom of travel and various
dimensions of social life can be.” What
the pandemic enabled us without any
doubt is to develop imaginative and
conceptual levels – feeding hopes with
pre-existing images of reality. I don’t
think that the comparison at hand is
completely obvious, nevertheless

I would like to mention it. One of the
exhibiting artists, Bronka Nowická,
learned from her student about a war
experience of her grandmother, a survivor of the Łódź Ghetto. During the war,
she used to play with a boy named
Jurek. Because they were hungry and
there was no food, they drew different
fruit and produce with colour pencils
into their notebooks and then they ate
the pages. “Eggs on the yellow cards,
bread on the brown ones, apples on the
green and red ones… Somewhere in
a backyard someplace in Łódź, two children ate paper, tasting and feeling the
shape of real food in it. They satiated
their hunger with abstraction.” This
describes exactly the impression one

could even serve as a model for application of what I like to call a graphic
perception in practice. To its own fulfilment? With objections but thoroughly
– we can indeed let go reality, here
strolling around city blocks and old
coffee shops doesn’t make sense.
Because this world is virtual, prospective.
And surprisingly it can envision only
one future. That is at least what this
year’s edition claimed, based on the
theme of a mythical historic event, rise
and fall of one of the first computer
producers in this geographic region.
What are we talking about and why?
Iskra Delta was one of the first producers of new technologies in the former
Yugoslavia. It ceased its activities sym-

accompanying text: “From the late
1970s to the late 1980s, art trends
changed; the original hand of the
artist, as it was called, came to the fore
again and pushed printmaking as a
mass production technique into the
background. As a result, the Ljubljana
Biennial experienced a period of crisis.
In the 1990s, a regard for art that favoured printmaking resurfaced. The
focus was on the attributes of post-industrial society, ecological awareness,
the political correctness of various ideas
and the communicativeness of art. This
revived the importance of the Interna-tional Biennial of Graphic Arts. During
the sixty years of its existence, the
Biennial presented the graphic arts in

gets from the exhibition – in the deep
of the so far uninhabited conference
centre, on walls partially plastered, one
could find in the purity of the direct
formulation links of the real and the
imaginative, the private and the public.
The award was given to Paweł Puzio for
his dimensional studies of deformed
human faces; but I would also like to
mention the work by Paweł Krzywdziak, Marcin Pazera, Julia Miąso, Tomasz Domiszewsky, Wiktor Wiater,
and Jakub Stelmach. Cheers to imagination in all versions of the future!

bolically with the fall of the country at
the beginning of the 1990s. Ownership of
the company, which was established
back in 1974 as Elektrotehna, was American – it was part of the company Digital
Equipment Corporation, a manufacturer
of mini-computers based in Belgrade. Its
fast regional expansion was followed by
speedy collapse officially caused by the
company’s inability to adapt to new
micro-computer technology. Latest
research shows, however, that the most
likely reason behind its fall was the Cold
War and tense relationships between the
US and Eastern bloc. It is important to
note this connection also because Ljubljana Biennial is often mentioned in the
context of the world’s political formation
between the West and the East. At the
end, the biennial’s foundation in 1955
coincided with the time when new global cultural policy was being developed,
which some authors literally call a soft
ground.“10
The current leadership of the platform explains its approach in the

two divergent artistic paradigms – between 1955 and 1999 it was the bearer
of the modern and, after 2001, of the
post-media paradigm. In 2001, the 24th
International Biennial of Graphic Arts
introduced a transition to the paradigm
of post-media art by initiating the process of revitalisation, reviewing the
structure, organisation, attitude towards the local and international audience, curatorship, and the medium itself.” 11 Related integral changes followed – it was not until the 32nd edition
in 2017, entitled Art of Being Born as
a Criterium, that left the framework of
a thematic exhibition and the central
role of a curator. A simple mechanism
became the starting point: winners of
the Grand Prix of the past five editions
were invited to nominate one artist
each to participate at the next exhibition; the nominated artists then were
also asked to nominated the next participants. At the end this process, consisting of five rounds, generated a group
of 27 artists. This anti-format has been

ISKRA DELTA/ LJUBLJANA BIENNIAL
OF GRAPHIC ARTS
↑) Jan Pamuła,
Field of Dicreet Colour Changes, 2019,
digital print, 79,5 × 80 cm
↗) International Biennale in Ljubljana,
Inside Job, Possibility we are poisoned,
2021, instalation
↗↗) International Biennale in Ljubljana, Jakub Jansa,
It´s too physical, 2021, detail of instalation

Ljubljana is a completely different case:
a highly progressive platform which at
the moment resonates within the graphic universe more less loosely, more
as a concept. Indeed, I think that the
word “graphic” is the only thing that
connects the event with the original
setting of a genre exhibition. Perhaps it
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TABOOK 2021: FAMILY BUSINESS

employed since – today it counts 55
participating artists in the main section
only, and about 37 new commissioned
works.
„The 34th edition respected the rules
of a post-media situation and as such
used the principles of Iskra Delta:
“Against a backdrop of social and environmental unrest, deep in the pandemic that has fixed our bodies in place
and our eyes on screens, the story of
Iskra Delta and the spectres of the “lost
futures” that haunt it, provided a spark
for imagining and constructing possible
alternative presents.” Iskra Delta is an
entity that resides in the present moment, it is also integrated into current
Internet culture, inhabiting the world
of pre-existing subcultural phenomena:
the world of hyperpop, trash, memes,
political compass, squatting Slavs, hipsters, doomers and other phantoms of
this generation.12 The rest sounds like
a threat – no wonder: “If you thought
that the Slovenian/Yugoslavian computer company, which many saw as having
the potential to become a global technological power, went dark after 1989, you
are mistaken. Iskra Delta will deposit
the forms that are already emerging in
our midst. The future rests with us..”13
Winner of the previous edition was
Hamja Ahsan and his recent exhibi-

tion project is called I don’t belong
here. The curator, Yasmín Martín Vodopivec, states in the accompanying text:
“He portrays otherness as it has always
been: as dissent, as a community of
those who think, feel or behave differently. Those who do not need constant
confrontation to develop their identity.
Those who create alternative realities,
within which they imagine new ways
to belong.” In addition, one can encounter other projects, including the
work of John Akomfrah (in between
pan-Africanism, inter-galactic worlds,
and science fiction), Simon Denny (visuals of the company Ethereum), Diffractions Collective platform connected
to the Prague Display gallery (and with
its philosophy of technology) and Prague-based Jakub Jansa, Nizmaš Izbire
collective (soundscape of the future but
already now on Internet) and Suzanne
Treister (with her technoshamanic
systems). It has become apparent that
technologies – rational, legible, algorithmically direct and transparent –
stand somewhere between surreal reality and calling the rain dance while
being misunderstood, necessarily and
constantly. The message is beautiful
and enticing, like the greenery of Ljubljana, the city of Jože Plečnik – a Central
European city, at least virtually.

↑) Footage from the Tabook Festival in Tábor,
inclusive looking into the installation
of Jan Kostohryz's exhibition and Michal Rejzek
in the former carpentry workshop in Tábor
→) Trafačka as a poster area

The last journal entry, to a certain degree the point of my Central European
traveling there and back again, is dedicated to “the tenth and the last” edition
of the renowned presentation of “quality small publishers, picture books,
illustrations, and book professions,”
Tabook, which takes place each year in
the Czech Republic’s South Bohemia.
This year Tabook was hosted exceptionally in the beginning of September in
the historic centre of Tábor. In a good
way the festival represents the opposite
of the two above mentioned biennials
of our big-small world.
Tabook is a festival, not an unfolding
event featuring long-term or at least
medium-term programmes. It is also an
event connected to a very small community, to certain extent even an event
with a family character. It is therefore
obvious that impressions from Tabook
must be different – as it also has different goals. Despite that I think that the
small Tábor Tabook is not so small. Not
only it deserves to be featured in this
context, perhaps it is a critical duty to
take position towards it, although probably for the last time for some time.15
Looking past the graphic format of
the festival guide, which gave appearance of low-cost production, it was
clear just by sifting through the presented themes (family and memory, minority culture, state of translating in the
Czech Republic, contemporary printmaking, contemporary art and “cultural
industries”) and featured authors (Dezider Tóth, Karel Haloun, Pavel Büchler,
Jan Kostohryz, Gabriela Jolowicz, Šárka
Grauová, Reinald Arenas, Ivan Motýl,
Ladislav Čumba, S. d. Ch. ad.) that
Tabook was about high-quality experiences.
The festival’s great advantage is
without any doubt in its concentration.
Regardless of the position of the city’s
officials, and regardless of how many
locals participate at the event, the
event enlivens Tabor’s historic downtown. The central Žižka square and the
surroundings, a library, a theatre, port,
and a botanical garden, and also the
derelict space of Trafačka (Transformer Station) and Truhlárna (Woodworking Workshop) become an obvious
choice for readings, lectures, and exhibitions, as well as a number of other
events, workshops, theatre performances, and concerts. A bookshop, the coffee shop Jednota (Unity), and the centre
for independent culture Cesta (Journey)

are part of the local folklore; associated
with the bunch is the second-hand
bookshop Bastion, the best Central
European bar Obývák (Living Room),
and also a special place of refreshment,
Johannes Cyder. The mixture of this
varied range of forms, which all nevertheless share certain appeal to visual
language and its modification, ensures
that one will not get bored here – neither intellectually nor socially. They
also guarantee that what seems as
homogenous on one hand and slightly
lacks in quality, will balance itself out,
opening up, influencing one another,
and from viewers’ perspective they do
not blend.
The grudge I hold against the sometimes slightly blinded position of
Tabook’s organiser, Baobab, in fact of the
Studio of Illustration and Graphic Arts
led by Juraj Horváth at UMPRUM in Prague, dissolves under the warm rays of
autumn sun – and is replaced by pure joy
from having an opportunity to let myself
be carried away by this profusion of
colourfulness. A critical reflection,
however, calls for attention because the
presented and shared image is really to
a certain extent limited and also directive, despite its exterior colourfulness.
Nevertheless, the 2021 edition’s title,

Family Business, does not promise more
– this is a family business, and not only
because the younger generation involved
in the festival’s organization, the same
way students and friends of the Prague
Studio do it, is growing up.
In 2016 Tabor welcomed artists Andrea Dezsö and Stefanie Schilling, and
Leipzig printmaking was introduced; in
2018 it was Palo Čejka, Olivier Douzou,
and ABC laboratory (ART Basics for
Children); a year later Vojtěch Kovářík
and Gerlinde Meye, Dominika Ličková
presented her project City, street and its
negative variant, a journal, by Váchal,
Valoušek, Tadič, Puchova, Říčanova, and
Haloun; today it is Faust. We are probably
forever meant to keep our memories
of a slightly invasive but not always coherent or comfortable presentation, which
nevertheless does show passion. As an
accompanying event Tabook presented
a few traditional printmakers-illustrators,
including a German-native Gabriela
Jolowicz who exhibited mostly woodcuts;
and Joëlle Jolivet and Karel Haloun. The
festival as such could be, however. considered as a highly graphic prism – I can
see it through the eyes of one of the
books published by Baobab. Jolivet’s
series Lidé Tábora (People of Tábor) could
be perceived as its suspension in linocut
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any war, it has its ‘good’ sides. It makes us realize that
life is so fragile, and breathing is a miracle, it increases
our hunger for normality, helps us understand what luxuries physical proximity, freedom of travel and various
dimensions of social life can be.)
8 Ibid., p. 7.
Eggs on the yellow cards, bread on the brown ones,
apples on the green and red ones… Somewhere in a
backyard somewhere in Lodž, two children ate paper,
tasting and feeling the shape of real food in it. They
satiated their hunger with abstraction.)
9 Anthony Gardner - Charles Green. Biennials of the
South on the Edges of the Global. Third Text 2013/ 27:
p. 442–45.
10 Wiktor Komorowski. Hard Ground-Soft Politics:
The Biennial of Graphic Arts in Ljubljana and Biting of
the Iron Curtain. Huma-nities 2018/ 7 (4), 97.
11 More at: https://bienale.si/en/about/ (cit. 3. 10. 2021)
(From the late 1970s to the late 1980s, art trends
changed; the original hand of the artist, as it was called,
came to the fore again and pushed printmaking as
a mass production technique into the background. As
a result, the Ljubljana Biennial experienced a period
of crisis. In the 1990s, a regard for art that favoured
printmaking resurfaced. The focus was on the attributes
of post-industrial society, ecological awareness, the
political correctness of various ideas and the commu-

– inside an impressive loop of a varied
work by Miroslav Šašek which whom
Jolivet started working in Tabor in 2012.
While Tomáš Klepoch presented in Tabor
at that time his large-scale woodcuts
reminiscent of Central European
perception, this year he participated in
a different role, as a teacher. The Bratislava rough school in action – including
Jan Čumlivský and master JH who designed the guide. From a book to reality,
from an image to pre-image – or is it
the other way around? Well, that’s
printmaking.

1 https://www.apollo-magazine.com/is-it-time-to-call-an-

nicativeness of art. This revived the importance of the

-end-to-biennials/

International Biennial of Graphic Arts. During the sixty
years of its activity, the Biennial presented the graphic

2 Pascal Gielen: The Murmuring of the Artistic Multitude.

arts in two divergent artistic paradigms – between 1955

Global Art, Memory and Post-Fordism. Amsterdam:

and 1999 it was the bearer of the modern and, after

Valiz, 2009, p. 36.

2001, of the post-media paradigm.
In 2001, the 24th International Biennial of Graphic Arts

3 One of the slogans said “waiting for the Barbarians”.

introduced the transition to the paradigm of post-media

Více viz https://www.documenta14.de/en/ (cit. 24. 10.

art by initiating the process of revitalisation, reviewing

2021)

the structure, organisation, attitude towards the local
and international audience, cura-torship and the medium

4 In Martin, Slovakia (Artists Books Triennial), Krakow,

itself. )

Poland (International Print Triennial), Ljubljana (Biennial
of Graphic Arts), Brno (Brno Biennial), but also in Linz,

12 More at: https://bienale.si/en/34 (cit. 3. 10. 2021)

Austria (Ars Electronica), and others.
13 Ibid. (If you thought that the Slovenian/Yugoslavian
5 More at: http://www.en.triennial.cracow.pl/

computer company, which many saw as having the

MTG_2021/, accessed 2 October 2021.

potential to become a global technological power, went

(“… the time of the pandemic prompted us to reflect on

dark after 1989, you are mistaken. Iskra Delta will depo-

possible scenarios for the future, hence the title of the

sit the forms that are already emerging in our midst. The

competition and of the Main Exhibition itself, which we

future rests with us.)

proposed, sounds Dissonant Futures.”)
14 More at https://34.bienale.si/en/projects/
6 p. 17. (The task that we as organizers set before the

(cit. 24. 10. 2021)

participants of the latest edition of the International

(He portrays otherness as it has always been: as dissent,

Print Triennial in Krakow seemed impossible to complete.

as a community of those who think, feel or behave dif-

However, the works presented at the MTG 2021 Main

ferently. Those who do not need constant confrontation

Exhibition prove that we can still, and even should,

to develop their identity. Those who create alternative

predict the future, and that the printed media is not only

realities, within which they imagine new ways to belong.)

the daily press and still numerous weekly magazines,
↑) Exhibition in Trafačka

but also artistic prints, whose authors still find ways to

15 At least according to the organiser’s preliminary

↗) Pippin Frisbee-Calder (USA)
Cancelled Edition : Ivory-billed Woodpecker,
installation, 2017, woodcut.
Foto: Étienne Boisvert, Élisabeth Mathieu
Centre de diffusion Presse Papier

provide valuable communication with the recipient.)

statement. More at (text available in Czech only): https://vltava.rozhlas.cz/tabook-podesate-a-naposledy-le-

7 Katarzyna Wojtyga. Transgrafia 2.0. Krakov, 2021, p. 6.

tos-zkoumame-tema-family-byznys-rika-tereza-8567251,

(The pandemic is the ‘war’ of our generation. And like

accessed 3 October 2021).

THE 12th
INTERNATIONAL
BIENNIAL OF
CONTEMPORARY
PRINT ART
IN TROIS-RIVIÈRES
La Bienniale Internationale d´Estampe
Contemporaine de Trois-Rivieres – BIECTR was
founded in 1997 by museologist Louise Desaulniers
together with artists Jo Ann Lanneville and Guy
Langevin. The first exhibition took place in 1999 and
since that date, the biennial has been held in odd years.
In the course of its history, the biennial remained true
to its mission to promote the field of print art, and to
reflect on its current practice on an international scale.
It pays attention to all contemporary trends, to both
traditional know-how and the intertwining of the field
with current media in an effort to integrate a new and
classic concepts of creativity. As part of this vision,
the biennial develops a hybrid concept of its exhibitions,
in which visitors will find evidence of both technical
innovations and current topics that drive the
contemporary art of printmaking.

In order to fulfil this vision, the biennial
invites arts professionals recognized by
their peers to its selection committee,
which selects works for the main exhibition.
Each biennial will feature approximately 50 artists working with classical techniques, in a contemporary
aesthetic. Visitors to the biennial can
see more than 300 works are exhibited
in several key places in the city of
Trois-Rivières.
In addition to its main exhibition,
the BIECTR has for several editions
offered a circuit of exhibitions and
parallel activities that offers different
interpretations of the art of printing
to the public while bringing the visitor
to explore the latest trends in the discipline to make the biennial a must-see
cultural event in Quebec. The addition
of this circuit allowed the biennale to
incorporate innovative artistic visions
through exalted mediums and to present, under different themes, a discour-
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se that enhances the classic experience
of printmaking.
From June 20 to September 12, 2021,
the main took place in the building of
the old railway station, the Presse
Papier Centre, the Galerie d´art du Parc,
the Pierre-Boucher Museum and the
POP Museum. A record was set this
year: 21,600 entries were recorded for
the visit of the 12th edition! If we add
up all the works that the biennial
presented during all years, it would be
more than 3,500 works by 452 artists
from 50 countries. It is also important
to say that the admission to all events
of the biennial is free.
Partner since 2012 of the biennial,
is the University of Quebec in Trois-Rivières (UQTR), art, as well as on the
themes of imagination or melancholy
from various perspectives. The biennial
associated with other cultural events
and organizations as, music productions,
poetry readings, artistic performances
contributes to a unique cultural offer on
the shores of the Saint-Laurent River
and the Saint-Maurice River in Trois-Rivières. City of history and culture
halfway between Quebec and Montreal,
Trois-Rivières (with its 135,000 inhabitants) is therefore undoubtedly a privileged location for the holding of the
Biennale internationale d’estampe
contemporaine de Trois-Rivières and
its parallel projects.

THE 12th BIENNALE
INTERNATIONALE
D’ESTAMPE
CONTEMPORAINE
DE TROIS-RIVIÈRES
A direct contact
with art!
ÉLISABETH MATHIEU, EXECUTIVE AND ARTISTIC DIRECTOR

↖↖) Éric Fourmestraux (France) – Prix Desjardins,
In memoriam (for 48 Jewish children deported from
the school Vicq d’Azir in Paris), installation, 2018–2019,
woodcut, paper, audio, objects, Photo: Élisabeth Mathieu
Galerie d’art du Parc
↗) Agata Derda (Canada, Ontario) – Grand Prix
de la 12e BIECTR,
view of her works, 2020, linocut and digital print
Photo: Étienne Boisvert
Galerie d’art du Parc

The team of the Biennale internationale d’estampe
contemporaine de Trois-Rivières, Québec, Canada,
could not ignore the international context that framed
the preparation of this year's exhibition. The pandemic
has demanded numerous changes in the organisation
of this event, from the call to participation to
the installation of selected works. Furthermore,
it reminded us of how valuable it is to be in contact
with our partners, with whom we share the
cultural milieu of our Trifluvian area.

Therefore, we were very pleased to be
able to install the main exhibition in the
building of the old railway station, the
Presse Papier centre, the Gallery d´art du
Parc, the Pierre-Boucher Museum and the
POP Museum. The biennial thus became
a real celebration of print art, during
which visitors and art could meet in
a close proximity.
As for the choice of artists, it was necessary to think about the best way for
the selection committee to proceed so all
can communicate via videoconference
platform. The committee was formed by:
Lyne Bastien, an artist and art teacher
from Montreal, Samuel Breton, a curator
and educator from Quebec, Karine
Bouchard, an art historian lecturing at
the University of Trois-Rivières and art
editor-in-chief of Le Sabord, Mitch Mitchell, an artist and an associate professor
at the Concordia University in Montreal,
and Valérie Morrissette, an artist and art
teacher at Cégep de Drummonville and
a board member of our organisation. At
the end of the meeting, a selection of 52
artists from 19 countries was confirmed
by the group of art professionnals. 		
The task of the committee was to
select approximately fifty sets of works
representing current and cultural, national and international trends, which led
to most careful yet exciting deliberations.
The final selection offered an overview
of contemporary print art and art-based
research. In short, this 12th edition
presented the public with a wide range
of works, each of which is unique in
a different way.
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↖) Agata Derda (Canada, Ontario) Grand Prix,
Room, 2020, linocut and digital print, 81 × 122 cm
Photo: Agata Derda, Galerie d’art du Parc
↑) Wieslaw Haladaj (Poland), Prix Société
immobilière Duguay, Chekmate!, 2019, linocut,
70 × 100 cm, Photo: Wieslaw Haladaj
Musée Pierre-Boucher
←) Tomasz Winiarski (Poland), Honourable Mention,
Perpetuum mobile, (diptyque), 2020
mezzotint, drypoint, 149 × 107 cm
Photo: Tomasz Winiarski, Edyta Dufaj
Galerie d’art du Parc
→) Catherine Farish (Canada, Québec),
Honorable Mention, right
Alejandra Basañes (Canada), Prix Télé-Québec
Photo: Étienne Boisvert, Galerie d’art du Parc
↓) Andréanne Bouchard (Canada, Québec),
Prix Loto-Québec for emerging artists from
Québec Sculptures made in 2020
Photo: Élisabeth Mathieu, Musée Pierre-Boucher
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The selection committee awarded the
12th BIECTR Grand Prix to Agata Derda
from Canada for a set of wonderful
large-format works created in 2020, in
which the author combines digital
print and linocut. French artist Éric
Fourmestraux received the Prix Desjardins for his touching installation entitled
In memorium (dedicated to 48 Jewish
children deported from the Vicq d´Azir
school in the 10th district of Paris). The
winner of the Télé-Québec Prize was
Alejandra Basañes from Trois-Rivières
for the installation entitled Ces femmes
qu’on tue (Women We Kill), the subject
of which depicts sad international
news concerning the status of women.
The Presse Papier Invitation award for
an artist living outside Canada was
given to Nathan Meltz, an artist from
the United States of America whose
works show the aftermath of ecological
destruction and the possible rebirth of
plant and animal systems.
Adréanne Bouchard from Montreal
won the Prix Loto-Québec Award emerging artist from Quebec for her series of
small paper printed sculptures. Gabriel
Mondor from Trois-Rivières received the
Prix Loto-Québec Award artists-beginners from Quebec for his impressive
installation entitled Jesus. The members
of the committee also awarded 4 honourable mentions to Tomasz Winiarski
from Poland, Wuon-Gean Ho from the
United Kingdom, Catherine Farish from
Canada, and Océane Vallot from Belgium
for the quality of their works.
During the 12th edition the public
was encountering the artists’ fertile
imaginations. Visitors have enter certain surrealist universes, natural,
urban or private territories and human
theatres, and were invited to read daily
chronicles that speak of feminism,
culture, contemplation and resilience.
They were encouraged to read between
the lines, between the forms in black
and white or coloured, in order to deci-

↗) Chantal Harvey (Canada, Québec)
View of her installation, 2020, mixed technique
Photo : Élisabeth Mathieu, Galerie d’art du Parc
↗) left
Noelle Wharton-Ayer (Canada, Québec)
Roti Roll, 2019, screenprint, variable dimensions
right
Ilina Pichon (Canada, Québec)
Sequences of Territories, installation, 2019–2020
screen print and painting Photo: Élisabeth Mathieu
Centre de diffusion Presse Papier
→) Anne Billy (Canada, Québec)
Je, Jean-Marc, j’étais II, 2020, installation, linocut,
sewing, paper, 200 × 200 cm, Photo: Etienne Boisvert
Galerie d’art du Parc

pher the founding idea of the works.
Faced with several artistic statements,
they had to take a social or political
stand moved by the authenticity and
the technical skills used to express
emotions that artists wished to transmit.
Valérie Morrissette and I proceeded
to sort the selected artists into groups.
We federated the areas of convergence
between the different selected works
in order to plan a rhythmic display of
the works in all the exhibition sites. We
opted to entitle the six groups with an
adverb, an unchanging word that can
modify or specify the circumstances of
the place, the time or the manner in
which the action of the verb occurs,
a little like this last year where all has
suddenly, humanly and truly been disrupted! We asked our Honorary President, the recognized poet Jean-Paul
Daoust, to go along with the idea by
writing six poems with, as titles: so,
here elsewhere, yesterday now, why,
thus and how many. He met the challenge with sensitivity and generosity.
In an effort to offer visitors a diverse
representation of artists from Quebec,
Canada and abroad, the organisers of
the biennial follow printmaking productions in all geographical directions.
Visitors can thus learn about what

↖) left
Marek Sibinský (Czech Republic)
partial view of his prints
right
Xavier Orssaud (Canada, Québec)
Ideal Landscape, 2020, screenprint
Photo : Élisabeth Mathieu
Old railway station
←) Tomáš Zemla (Slovakia)
view of his exhibition of intaglio prints Robinia 		
Photo: Élisabeth Mathieu, Old railway station
↓) Catherine Farish, Honorable Mention,
Unknown Authorship, 2016, monotype using
photo-etched plates, 50 × 66 cm
Photo: Guy L´Heureux
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currently moves the field forward, and
what inspires its further development,
and ultimately, what pushes its boundaries.
Several projects on which we have
been working for more than a year,
three of which are major, were promoted the special universe of the art of
printmaking. With the participation of
Karine Bouchard, commissioner for the
project Impressions sonores 2.0, the
artists Slobodan Radosavljević and Oliver Ricard magnified the sound environment of collective artist printmaking atelier, during the SANA SPATIUM
exhibition presented at the Atelier
Silex. This special project was complemented by a presentation of ESPACES
PARTAGÉS (Shared Spaces) by contemporary music composer Nicolas Gilbert

during a concert conducted by Adam
Johnson (with the participation of the
brass and percussion octet of the
Orchester Symphonique Trois-Rivières
at the POP Museum, in collaboration
with Festivoix of Trois-Rivières.
The University Gallery R3 presented:
Le temps Immobile, approximately fifty
prints from Loto-Québec Society, (Québec
state corporation) Collection and works
from the newly emerging university
artists were selected by Jo Ann Lanneville and I. In addition, from October
2021 to January 2022, together with our
partners the Avataq Cultural Institute
and the Joliette Art Museum, we will present the exhibition entitled Résurgence –
L'estampe au Nunavik 2014–2019, which
presented linocuts created by 26 artists
from Nunavik, (north part of Québec).

The curators are Qumaq M. Iyaituk,
Maggie Napartuk and Lyne Bastien.
The BIECTR contributed in the dynamism of Quebecois cultural activities
over a very large territory by associating with exhibition projects in Amos,
Joliette, Nicolet, Montreal, St-Élie-de-Caxton and Trois-Rivières, such as
Résonance V presented at the Musée
POP with the works of Marie-Jeanne
Decoste, Yannick De Serre and Jo Ann
Lanneville, as well as Mécaniques discursives by Fred Penelle and Yannick
Jaquet from Belgium at the Espace
Pauline-Julien, to name but a few.
At our review of this 12th edition,
presented at the end of September, we
had the great pleasure to unveil the
Public Prize, Prix Société Immobilière
Duguay, won by Polish artist Wieslaw
Haladaj, for having received the most
votes from visitors. It was also the
opportunity for Agathe Piroir to unveil
the name of Céline Huyghebaert, artist
from Montréal, as the winner of the
Prix Atelier-Galerie A. Piroir of our
2021 edition.
The many challenges of the past
year have made it possible to realize
the relevance of listening, empathy,
patience, healthy collaborations and
above all the importance of human
relations in the planning of an event
like ours. To say that this year, the
feeling of resilience was a must would
be an understatement!
This 12th Biennale internationale
d’estampe contemporaine de Trois-Rivières has undoubtedly become our
vaccine against isolation during summer
2021!

CONTEMPORARY
CUBAN
PRINTMAKING
SANDRA RAMOS

To define what contemporary Cuban
printmaking has been from my experience, the
first word that comes to mind is transgression.
Transgression turned into a trace of resistance,
recycling, eclecticism,
dynamism and
transnationalism.
A cacophony of
multiple visual
tracings that
support
creative
decisions and
a lifestyle based on the
desire to move forward
and express oneself
freely despite obstacles.
↗) Abel Barosso,
Revolutionary, 1997,
woodcut, 61 × 50,8 cm
↗) Abel Barosso,
Rebel, 1997, woodcut,
64,8 × 90,2 cm

↖) Barbara Madsen (USA)
works made in 2019, digital print
Photo: Élisabeth Mathieu
Musée Pierre-Boucher
←) Sean Caufield a Sue Colberg
(Canada, Alberta) partial view
of the works made in 2020
Photo: Élisabeth Mathieu
Musée Pierre-Boucher

Marks of a constructive and practical will
to overcome the physical and mental
limits imposed by socio-political adversities, technical-material deficiencies and
geographical displacements produced by
continuous migrations.
Resilience, transformism, adaptability, and transnationality have characterized the Cuban population for more
than 60 years due to the continuous
political and social challenges imposed
by the revolution and economic isolation. The perennial material instability
together with a practical life education
has forced the Cuban population to be
open to change, innovation, reuse,
redefinition and mobility as a response
to poverty and marginalization. We
Cubans are ready to "solve" any problem
with the maximum of intention and the
minimum of resources. This attitude

has also been reflected in the artistic-cultural dynamics, leaving an especially
characteristic imprint that defines the
art produced from and to the island.
There are several elements that
have contributed to the increasingly
accentuated establishment of the
"Transgression" as one of the fundamental characteristics of Cuban graphic production after the 90s. One of
them was the negative impact that the
material crisis of the special period had
on the rigorous use of traditional
engraving techniques such as lithography, intaglio, xylography and linocut.
These were taught, until then, as an
essential part of art education in Cuban
cultural institutions such as the San
Alejandro Academy founded in 1818,
the Experimental Graphic Workshop of
Havana and the National School of
Arts, both founded in 1962, and the
Higher Institute of Arts of Cuba founded in 1976. This institutionalized and
official teaching methodology changed
as a result of the experimental and
conceptual openness of the 80s and the
material scarcity of the 90s.
Several generations of excellent
engravers coexisted as teachers and
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←) Alioski Garcia,
Swarm, 2016, printing from meat cutting boards,
letter press, variable dimensions
→) Anyel M. Calzadilla and her students,
Class-Room IV, pedagogical artistic 		
project, installation, silkscreen
		
↓) Luis Miguel Valdez,
		La Habana Infinita I, 2014,
		
woodengraving, 122 × 178 cm

→) Mabel Poblet,
Medusa II, 2021,
digital printing on PVC
and plexiglas, 60 cm in 		
diameter
←) Osmeivy Ortega,
Untitled, 2017,
woodcut, variable dimensions

artists within the official cultural institutions of Cuba since the revolution.
Among them was a first group established since the 60s and 70s, which
included Alfredo Sosabravo, Antonia
Eiriz, José Contino, and Umberto Pena.
They began to use creatively the lithographic stones from the Cuban colonial
tobacco industry. This group was joined
by the then young artists Rafael Zarza,
Luis Miguel Valdez, José Gómez Fresquet
(Fremez), all of them masters of lithography and photolithography who
adapted Cuban themes to the stylistic
precepts of international Pop art. Luis
Lara, Luis Cabrera, Jaqueline Maggie,
Ángel Ramírez and Agustín Rolando
Rojas, joined in the 80s with an
emphasis on wood engraving, etching,
aquatint and mezzotint. They produced
prints with great neatness, technical
efficiency and versatility as well the
appropriation of references that brought
them closer to the aesthetic of postmodernism. Several of these artists, despite
the years and geographical dispersions,
continue to be active participants in
the contemporary panorama of
Cuban and international engraving
nowadays.
Another very important element in
this transformation towards the transgression was the profound conceptual
change that began to take place in
a large part of the Cuban artistic and
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intellectual community, favourable to
political openness and critical reading
of the neuralgic issues of social reality
on the island. This new generation in
the mid-80s was very aware of aesthetic
trends, political changes and existing
openings at the international level and
was the bearer of a great theoretical
solidity that helped the group to distance themselves from the precepts of
socialist realism.
All these factors forced a transformation of the institutional perspective
from the pedagogical and academic
points of view, aimed at a radical
change in the rationalization, definition and internationalization of what
was considered "Cuban art" while the
contemporary Cuban engraving continued to expand its conceptual and
technical limits. This process favoured
the assimilation of a multitude of social
issues that were considered taboo until
then, referring fundamentally to the
criticism of the contradictions and
difficulties of daily life in Cuba, the vernacular, the popular, humour, history,
anthropology, religion, race, politics,
insularity, and migration.
It is important to highlight the founding of the Serigraphy workshop Rene
Portocarrero in Havana in 1984 which,
under the direction of artist and
promoter Aldo Menéndez, generated
countless cultural projects from the use
of silkscreen and experimental techniques that had much impact on Cuban
cultural life. Artists who developed
their work mainly in other media such
as painting, and installation were
working there, which brought new
perspectives to the use of silkscreen
printing. Among these artists were
Sandra Ceballos, Arturo Cuenca,
Rubén Rodríguez, Francisco Bernal,
Jesse de los Ríos, Glexis Novoa,
Carlos Rodríguez Cárdenas and Aldito
Menéndez. This institution facilitated
the collaboration and international
insertion of Cuban art and graphics
through the visit of important artists
such as Mimo Rotella, Luis Camnitzer,

↗) Tatiana Mesa,
The Kiss, 2020,
artist book, xylography
→) Tatiana Mesa,
The Kiss, 2020,
artist book, xylography

Liliana Porter, Julio Le Parc, Wilfredo
Arcay, Rafael Canogar, Robert
Rauschenberg, Joseph Kossut, Shigeo
Fokuda among others. This workshop,
like the Taller de Grafica de La Habana,
despite the fluctuations in its membership and direction, continue to serve as
centers for the production and promotion
of Cuban printmaking until today.
As we mentioned previously, the
process of teaching printmaking in
Cuba, focused on the development of
technical skills and mastery of traditional printmaking, was greatly affected in
the early 90s by the scarcity imposed
during the so-called special period. This
critical moment for the Cuban economy
and society (after the fall of the socialist
camp from which most of the art materials came), limited access to metal,
acids, lithographic crayons, tools and
paper for printmaking. This lack forced
the artists to be more imaginative and
aware in the selection of their work
resources and methodologies, favouring
the expansion of the limits of "engraving" towards recycling techniques such
as collography, monotypes, the autonomous use of matrices, the use of handmade paper and in general the idea of
the printed image, integrated with
other techniques.
A fundamental example of this is
the exquisite and monumental work
of Belkis Ayón (1967–1999) made from
the detailed and laborious assembly of
small cardboard pieces that cover the

entire surface of its large matrices. The
carefully assembled pieces form allegorical and monochromatic representations of the characters that populate
the Abakuá myth, a secret and exclusively male Afro-Cuban society. Belkis
was also an excellent friend, promoter,
and educator, leaving a notable mark
on subsequent generations of Cuban
print artists.
On the other hand, the prints of footprints on maps by Ibrahima Mirandy
and the sculptural xylographic matrices

↑) Marcel Molina,
And yet… the smoke, 2019,
woodcut, 122 × 180 cm
↑) Marcel Molina,
The family, 2011,
woodcut, 50 × 70 cm

42

43

of Abel Barroso or Dania Fleites and
the overall shift towards work that emphasized historical criticism showed
the proactive reaction of young people
who sought to subvert the traditionalism
of engraving. They desired a creative
temporalization and universalization,
supported by greater experimentation
and multidimensionality that did not
neglect technical excellence but that
expanded the expressive fields of engraving beyond it. The objective was to
remove the print from its technological
and artisanal isolation, incorporating it
for its own values into the larger group
of contemporary art in the national
context.
This favourable attitude toward
extended printmaking was sponsored
by various events such as La Biennial
de La Habana and La Huella Múltiple.
The latter was produced from the artist
community and curated by a second
generation of engravers among whom
were Belkis Ayón, Abel Barroso, Ibrahim
Miranda and Sandra Ramos. La Huella
was an expository and pedagogical
meeting that, from its founding in 1996
until 2010, helped establish a communal, open and inclusive style in the
conception of Cuban and Caribbean
printmaking that would later also be
assimilated by more official print competitions such as the National Contest
of Cuban Engraving, the Latin American
Prize La Joven Estampa de Casa de las
Américas and the Biennial of Engraving
of San Juan Puerto Rico.
La Huella Múltiple served as a catalyst
unifier and disseminator of the work of
a large number of artists of all generations, media and origins (more than
100 Cuban artists participated in the
different events). Their common objective was to assert themselves from multiplicity, but not from the technical separation, but from the natural and dynamic
integration of Art, printing and publishing as an expressive and liberating
language. In its various editions, this
event promoted the inclusion and
unprejudiced ecliptic superposition of
various reproductions and editing
techniques within other manifestations
such as installation, performance,
participatory art, street art, and photographic and digital media. For many of
the ISA students, young artists in the
2000s, such as Juan Carlos Rivero,
Anyel Madelyn Calzadilla, Antonio
Núñez, Hugo Azcuy. Marlon Castellanos, Janet Brossard, Frank Martínez,
Michel Acosta and Hanoi Pérez these
were their first exhibitions and contacts

with a wider public. And the opportunity
to expose themselves hand in hand
with Cuban artists who are well known
for their work in other media such as
Lázaro Saavedra, René Francisco
Rodríguez, José A. Toirac, Luis Gómez,
Carlos Garaicoa, Fernando Rodríguez,
Los Carpinteros aj.
Other aspects of contemporary Cuban
printmaking that have remained
constant are solidarity and marginal
promiscuity that is expressed in a multitude of themes, references and the common work of several artists, most of
them related to reflections from shared
life experiences and to the type of sociability that develops from the use of the
workshop as a collective space. We can
see this in the vernacular and humorous
work of Yamilis Brito, Janet Brossard,
Julio Cesar Pena, Eduardo Abela
(grandson), and Eduardo Guerra.
Here we must highlight the importance of the Taller de Grafica de la Habana, which has been for decades the
most popular place of work and meeting of a large number of engravers and
artists. A workshop that is based on
the love and commitment of its community and has managed to regenerate
and remain active in the national and
international promotion of the work of
its members despite the numerous crises, most recently that of COVID-19,
which has affected schedules and
dynamics of work according to its
current director Yamilis Brito.
In the physical space of the Print
Workshop, a set of human relationships are created that take us away
from the elitist notion of the lonely
artist locked in their ivory tower. The
engraver is almost always a social entity and often continues to be considered
part of a guild. In the case of Cuba, this
feeling is reinforced in almost all the
arts by its own insularity, nationalism
and the characteristics of a public,
collective and post-utopian education.
This has produced a fairly defined
circle of creators, most of whom have
been teachers and classmates or
workshop partners. The Cuban artistic
community (both including and despite
the commercialization and the migratory diaspora) is a small town where
almost all of us know each other and
the generations are grouped one on top
of the other, living together and producing without much hierarchy based on
age or professional development level.
Transnationality is a symptom
caused by the constant migratory displacement of artists to numerous coun-

tries where they have established
workshops that continue to work with
their locality and with Cuban artists.
This is another element that contributes to the current dynamics of engraving produced by Cubans from anywhere
in the world. Among these workshops
are the Taller de Gráfica La siempre
Habana founded in Mexico Cuernavaca
in 2000 and directed by Luis Miguel
Valdez, Pepe Herrera's workshop in
Madrid, the Quimbicuarta Serigraphy
Workshop in El Casar España founded
in 2007 by Rodolfo Jopis, the Lissette
Matalón Editions Workshop in Madrid.
It is also important to highlight the
presence of Luis Cabrera, Jaqueline
Maggui and Agustín Rojas, among
others, in engraving workshops and
schools in Spain, the US and Canada
respectively.
The adaptability and versatility that
begins with the scarcity of material
resources, contributes to the proliferation of an eclectic and resilient creativity as a constant characteristic of
Cuban graphic production. This is manifested in the expansion of the dimensions of the work beyond the size of the
wooden plate, the metal, the lithographic
stone or the sheet of paper, the autonomous use of the matrix as a work in
itself that unfolds in the works of
Angel Ramírez, Belkis Ayón, Abel
Barros, Yamilis Brito, Hanoi Pérez
and Eduarda Leyva. Printing on
various materials and surfaces such as
floors, walls, natural elements, recycled
objects, cardboard boxes, fabrics, visible
stone in the work of Ibrahim Miranda,
Michel Acosta, Marlon Castellanos
and Antonio Núñez. In other cases,
we have the use of the footprint of
other elements such as light, movement,
water, air and the city's own architectural and vital dynamics by artists
such as Tatiana Mesa, Angel Delgado,
Lázaro Saavedra, Hamlet Lavastida.
The use of photography, video,
performance, the incorporation of the
viewer as part of the work, the proliferation of collages, artist books, the
printing on non-conventional surfaces,
the use of the waste from engraving
process follow the definition voiced by
Anyel M Calzadilla in her recent
series Trash Data (2015–2021) where
“improvisation as a system, deconstruction as a strategy and multiplicity as
a resource" are inalienable expressive
resources of artistic production in Cuba.
This expansion continues in the
production of the younger generation
of creators such as Samuel Riera, who

←) Hamlet Lavastida,
Cultura Profilactica, 2021,
stencils, installation,
Kunstlerhaus Bethanien, Berlin
(Photo David Brandt,
Courtesy of the artist)
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is known for printing on cleaning cloths
and making large woodcut compositions, Osmeivy Ortega who is known
for printing on cleaning cloths and
making large woodcut compositions,
Aliosky García who uses the remnants
of the butchery tables in installations
that magnify the vernacular, Gustavo
del Valle Ramírez, who approaches the
multiple from sculptures with pieces
that discuss the materials and gears of
human industriousness, and Mabel
Poblet, who uses negatives, photographs
and prints on acetates in an installation
collection that reflects on the ego and
female self-representation.
On the other hand, greater autonomy
and access to commercialization has
recently made some artists return to
a more formal practice of graphic techniques, as in the case of Marcel Molina
and his exquisite and hyper-detailed
large-format woodcuts with referenced
historical themes, to the landscape and
the Cuban sugar industry. Or the work
of Enrique Miralles (Tente), who has
put aside his installation efforts to
return to the use of metal engraving in
subjective prints very carefully resolved
with great mastery of drawing and
composition that discuss controversial
issues related to race conflicts.
In conclusion, the work developed
by the Cuban artists in the last 30
years demonstrates their adaptability
and intentionality of formal and conceptual experimentation as well as the
need to extend graphic techniques
towards other media, supports, new
production and consumption relationships that derive from changes in
circumstances and the displacement of
the creators. Transgression, versatility,
and resilience are the resources for
survival and creativity in a world in
transition where artists, with their
multiple voices, reinforce the traces
that will speak to the future.

↗) Belkis Ayón,
NIIoro, 1991, collography on paper, 215 × 300 cm
→) Belkis Ayón,
Consagration III, 1991, collography
on paper, 224 × 301cm
		
↘) Belkis Ayón,
		View of her exhibition in
		
„el Museo“ (Museo del 		
		
Barrio) in New York, 1991

→) Sandra Ramos,
Like Che We Will Be,
1993, etching, aquatint,
50 × 60 cm
↓) Sandra Ramos,
Morning, 2010,
etching, aquatint,
50 × 60 cm

SANDRA RAMOS
ONDŘEJ MICHÁLEK

Sandra Ramos and I have met thanks to our website and especially thanks to Alicia
Candiani, the author of an extensive article on Argentine print art for the previous
issue of Grapheion. It was Alicia’s idea for me to meet Sandra Ramos as she believed
Sandra could help me in my search for an author of an article on Cuban print art.
We who have visited the island, as well as those who have not done so yet, know
or suspect that Cuba offers not only beauties that are reminiscent of its
“golden times” (whatever meaning we attach to this term), but also
of a present that by no means seems much promising.
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In any case, it is difficult to classify this
idea according to usual models, which
condemn what was and praise what had
been before or what is now. Ultimately,
the aim of this article is to be just a very
brief presentation of Sandra Ramos's
work, which is – based on the author's
authentic experience of the local reality
– a response to all these questions.
But before that, I would like to explain
to the reader why I am interested in
contemporary Cuban art, when in fact
I have never met any Cuban artist in
person. I believe that those who stay
longer at the Venice Biennale will agree
with me, as they know that there are
many interesting exhibitions scattered
around the city, in churches or in temporarily rented exhibition halls. One of
those exhibitions has been located in

the Istituto Veneto di Scienze for several
years where it presents Cuban art often
installed in front of the building. Once
there stood a black American road
wagon equipped with wings from the
sixties (in the meantime, these cars
became one of the attributes of modern
Cuba). However, this reminder of the
impossible take-off (which curiously
evoked Fantomas's escape vehicle) not
only expressed the plight of artists and
art in Cuba, but was also a metaphor for
the limits of contemporary art as such.
Even the works installed inside the
building radiated this existential uncertainty, although their decisive rhetoric
could indicate the opposite. However,
the exhibiting artists did not want to
make themselves to be heard over the
rhetoric, they only wanted to

acknowledge and express it often ironically and with humour. I have always
left the Cuban exhibition with the feeling of admiration for the way in which
local artists overcome isolation, while
acknowledging what constitutes the
content and aesthetics of their work,
because it is simply not possible to take
part in the global debate on art, and yet
not to acknowledge the real circumstances that establish my position and
the impulses that develop it.
I think that contemporary Cuban art
has a lot in common with the conditions
we in the Czech Republic have experienced in the past, even though the field
of thought from which it draws the sources of creative energy is somewhat different. It is possible that the debates on
art are rather different in the Czech
Republic, but we can certainly envy
Cuban art for staying in touch with its
audience and not moving too far away
from them.
Sandra Ramos (1969) is a multimedia
artist who graduated in print art at the
Superior Institute of Art in Havana, the
University of Art of Cuba in 1993. Her
work does not only include print art,
painting or interdisciplinary work; it also
includes organisational activities or
curatorial assistance of exhibitions. And
between 1993 and 1998, Ramos also
taught at the Higher Art Institute in
Havana and later at many other schools
in the USA, France, Great Britain, etc.
Since 2014, Sandra Ramos has lived in
Miami, USA.
Her painting, print and intermedia
work is very extensive and we can find
in it not only critical reflections on life
in Cuba (and later in the USA), but also
projections of general themes into the
way an individual experiences the reality,
as well as attempts to measure the
author's inner world by social or political
practice. The diversity of her work and
wide scope is evidenced by her website:
www.sandraramosart.com. 		
For the introduction of Sandra Ramos
to Grapheion readers, I have selected
print sheets with a clear critical voice,
and a demonstration of her recent clay
objects, the topic of which is the excess
of means of communication, which often
leads to situations where there is no
communication what so ever.

↖) Sandra Ramos,
Tropical Love, 1989,
etching, aquatint, 50 × 60 cm
↖) Sandra Ramos,
Untitled, 2017, engraving
in acrylic foil, 40 × 55 cm

↖) Sandra Ramos,
from the cycle American Disputes

↑) Sandra Ramos,
Impossible Dialogue, 2021, participative installation
(workshop) of clay tablets and phones
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←) Litography Prize:
Roman Franta,
Ashamed, lithography, 100 × 70 cm.
Photo Dita Havránková

17 APR–28 MAY 2021 – IMPERIAL STABLES OF PRAGUE CASTLE / REPEAT EXHIBITION
14 JUL–14 AUG 2021 – LADISLAV SUTNAR GALLERY IN PILSEN

↓) Student Prize:
Johana Jaklová,
Black Lives Matter, aquatint, 2020,
12 × 29 cm.
Photo Dita Havránková

PRINT
OF THE YEAR
2020
ZDENĚK FREISLEBEN, CHAIRMAN OF THE JURIES OF PRINT OF THE YEAR 2020

The 27th Print of the Year took place at an
unusual time, marked by a virus that, among
other things, limited not only our lives, but
also a number of art projects.
author's books of exceptional quality.
The artists just as all of us have found
The technique of lithography and inthemselves in time between time. We
move without mutual contacts, or
taglio prevailed, even in student works.
many of those take place in a virtual
For the younger generation, it was also
environment. Nevertheless, a desire to
computer graphics that had already
overcome this unusual situation still
reached a completely different level
exists. This is also evidenced by this
than in the past. However, all printmakyear’s competition. Despite the unusual ing techniques, including combined
situation, it is a big surprise that since
ones, were represented. In this context,
the beginning of the competition the
it must be pointed out that even experihighest number of
mental works
works have been
show much poten"One eye sees,
entered this year.
tial and represent
the other feels."
There were 449
interesting print
Paul Klee
prints, including
works.

Despite all the current difficulties, the
27th Print of the Year can be viewed
positively, be it the participation of artists, but above all we can sense a very
clear signal that even in such a difficult
time, art can overcome the abovementioned time between time. And this is
certainly an encouragement for the
Print of the Year that will follow.

↑) Prize for Author´s book: Pavel Hora,
In All Directions, 2020, linocut, relief.
Photo Dita Havránková
←) Prize In memoriam:
Ivo Křen,
Holy Night, linocut,
64 × 85 cm
Photo Dita Havránková
→) Print of the Year 2020 – Main Prize:
Jiří Černický – Vadžraplán, woodcut,
2020, 81 × 110 cm.
Photo Dita Havránková
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• 54 DRAWINGS
• GREY MIRRORS
• 1 BALL
EVA ČAPKOVÁ

↑) Gerhard Richter,
28.2.2020, pencil and oil crayon,
27 × 40 cm © Gerhard Richter 2020
(22102020)0
↗) Gerhard Richter,
15.4.2020, recto, pencil
and color ink, 21 × 29,7 cm
© Gerhard Richter 2021
(08022021)

The beginnings of the State Print Art Collections in
Munich date back to the 19th century. Around 1800,
the cabinet of drawings and engravings of Prince-elector
Charles Theodore was transferred from the castle
in Mannheim to Munich. Today, in addition to the
cabinets in Berlin and Dresden, the Munich collections
are among the most important collections of drawings
and print sheets in Germany, but they are also among
the most significant ones in the world. These collections
consist of 400,000 print sheets, the oldest works
dating back to the 12th century, the newest
additions are from the present times
The main focus of the collections is on
old German and Dutch drawing and
print art, such as Dürer's or Rembrandt's
print sheets, Italian drawing, 19th

century German drawing and international contemporary print art. To those
interested in print art, the collections
offer the opportunity to study selected

only. It also seems that the Print Art
print sheets in the study halls. You can
phic paintings’, that is, paintings
Collections in Munich do not focus in
see for yourself that there is a lot to
derived from photographs of the 1960s
their exhibitions only on print works,
choose from on the website of the
to abstract expression. He would also
but also on emphasising the connecsometimes use enlarged photographs
collections, where a list of all represenof his sketches as templates for these
ted artists is available. In addition, the
tions between printing techniques,
paintings. In Munich, his drawings and
Collections hold several exhibitions
drawing, painting and installation, i.e.
the mutual influences between indivieach year at the Pinakothek der Moderne objects were exhibited under the title:
54 Zeichnungen ∙ 3 Graue Spiegel ∙ 1
in Munich.
dual art disciplines.
Kugel – in English: 54 drawings ∙ 3 grey
This year’s exhibition of Gerhard
First, let us focus on Richter's
mirrors ∙ 1 sphere.
Richter (*1932), which took place from
drawings, which were located in the
It is important to point out here that two main halls and which were created,
February to the end of August (2021),
undoubtedly resonated
without exception, in
the first half of 2020 in
the most. Gerhard Rich“The most fundamental, the hardest thing is to the artist's studio in
ter is a leading German
artist who shows his
make something that is good.” Gerhard Richter Cologne. What catches
our attention at first
work in the world's
glance is the format of
most prestigious gallethe drawings. Most commonly, the
ries, and who, by the way, is also one of in German-speaking environment the
words print art refer also to drawings.
the highest paid living artists. His life
format of these drawings is A3, which
Print art thus embraces a larger area of is not typical for Richter's work – his
itself could certainly be a subject for
art than it does in the Czech Republic
previous drawings were in the range of
a novel. This formerly pro-regime painbecause it includes not only the results
A5 and A4 formats. As part of the exhiter of the GDR became an emigrant,
of the printing but also drawing proces- bition, the artist presented a series of
and eventually a professor at various
academies and other art schools, such
both-sided ink drawings in which he
ses. That is why the collections have
as the Academy in Düsseldorf, the
processed the penetrating ink mixed
exhibited such sets of works. The term
Nova Scotia College of Art and Design
with the solvent on the both recto and
print art is therefore used in a broader
in Halifax, Canada, or the Städelschule
verso. In order for viewers to see both
sense, and the meaning of the Czech
in Frankfurt am Main. The public
sides of the works, which are equivaunderstanding of the term would
knows him primarily as a painter who
rather correspond with the German
lent, facsimiles were also presented at
moves between various artistic posiword Druckgrafik, which means print
the exhibition. In these works, it was
tions. He has switched from ‘photograart as a result of the printing processes
not of a paramount importance to Rich-
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COMPETITION: THE 8th GUANLAN
INTERNATIONAL PRINT BIENNIAL CHINA 2022

GUANLAN / CHINA
CHINA PRINTMAKING MUSEUM,
GUANLAN, SHENZHEN
(Exhibition Time: Mid May, 2022 – Mid July, 2022)
https://blog.naver.com/PostView.naver?blogId=printart&logNo=222468077109&parentCategoryNo=6&categoryNo=&viewDate=&isShowPopularPosts=true&from=search
https://www.guanlanprints.com

ter, to exhibit an original or a copy; to
him all works are originals. The next
cycle of works includes drawings
based on frottage, where the artist
t used oil crayons to capture the
structure of the floor of his studio,
which he further refined with a drawing
technique. He thus created various
colour constellations, which are complemented with geometric as well as
loosely conceived lines. The artist was
interested in colour, structure and
lines. These recent drawings by Gerhard
Richter have certainly something
poetic in them; they resemble a poem
or a melody and are able to appeal
internally to the viewer. 		
The mirrors as part of the exhibition
played a different role. They were suspended on the front walls of both
exhibition halls. Prior to that, they had
been part of Richter's studio and
a source of inspiration from his student
years. They were exhibited using
a special grey light-dimming colour,
which the artist had patented. The
curator of the exhibition and the director
of the State Print Art Collections,
Michael Hering, spoke of a kind of void,
empty space into which the viewer can
immerse themselves, and where the
laws of space and time cease to apply.
It almost feels as if it does not matter
where exactly we are, the mirrors will
bring us back to ourselves. Perhaps
this installation relates to Richter's

1981 notes in which he said: “Controversial. Degradation of all other
images; provocation of viewers who
see themselves instead of an image.”
If the drawings reach the viewer's
heart, the mirrors remain on the surface
of who we are. Paradoxically, they ask
about a form that everyone knows
better than we do. Richter returns to
the human and asks: What is inside
and what is outside of us? Who are we?
He is interested in the phenomenon of
mirroring not only in this case, but also
in the case of the penetrating ink in his
drawings. We could speculate that in
his work, Richter talks about the philosophy of image, the philosophy of art,
its nature, and its role in today's world.
The last part of the exhibition, the
sphere represented the biggest almost
irritating mystery. Perhaps, Richter
could not conceive of presenting his
works in the corridor, which is part of
the exhibition space of print art collections and in the walls of which are
embedded showcases intended for
print sheets and works on paper, so he
opted for a “sculpture”. Eleven showcases, however, remained empty, only the
last one showed a suspended object
reflecting the surroundings on its
polished surface. In this case, the
surroundings consisted of a white area.
Viewers were thus left to depend on
themselves. They were invited to think
of the sphere as an object, a symbol, its

place in the exhibition and in the
empty display cases of the corridor,
which may resemble a cloister of
a medieval monastery.
The almost 90-year-old artist has
once again proved to be one of the best
artists of the contemporary era. In
Munich, he interconnected one of the
oldest artistic medium – drawing – and
a modern time installation, or if we
prefer a conceptual view of art, then he
interconnected the tradition with
a contemporary artistic expression.
With this project, the state print art
collections could reopen the questions
about the importance of drawing and
print art in the 21st century as a source
of inspiration within fine arts. Furthermore, the exhibition reflected on the
role of drawing and print art as existential forms of expression of the
creative power of the human intellect.

Number of exhibition works: 200–300
Deadline for receiving works: January 20, 2022
Address for receiving works: China Printmaking Museum,
No 125 Yuxin Road, Guanlan Street,
Longhua District, Shenzhen 518110, China
Electronic application:
http://biennial.guanlanprints.com/b/#/login?lg=en
Over the past decade, Guanlan International Print Biennial has been
successfully organized for 7 times, which won great support and
appreciation from artists across the world. As a cultural brand with
international reputation, the Biennial has created a favourable
environment for the international communication and the academic
exchanges of printmaking around the world. As a permanent exhibition venue, China Printmaking Museum provides a first-class space
for the selection and display of the Biennial. We hope that, with the
support and participation of artists from all over the world, the 8th
China Guanlan International Print Biennial will create more miracles
and write a whole new chapter.

COMPETITION: INTERNATIONAL LITHOGRAPHY
TRIENNIAL THE 3rd LITHO-KIELCE
2021–2022, POLAND
KIELCE / POLAND
BWA GALLERY IN KIELCE
(May 2022)
https://www.bwakielce.art.pl/ogloszenia/miedzynarodowe-triennale-litografii-iii-litho-kielce-2021-2022-international-lithography-triennial-the-3rd-litho-kielce-2021-2022

The 30th of November 2021 was the deadline for both submitting
and sending works – works sent after this date will not be accepted)
The post-competition exhibition will be opened in May 2022. The
opening and prize giving ceremony will take place in BWA in Kielce.

↑) Gerhard Richter,
15.4.2020, verso, pencil and color ink,
21 × 29,7 cm © Gerhard Richter 2021 (08022021)

↑) China Printmaking Museum / Printmaking studio

The Art Exhibition Bureau in Kielce invites artists to take part in the
third edition of the International Lithography Competition
LITHO-Kielce/2021-2022. This edition, like the former ones, is an
event accompanying the International Print Triennial in Krakow.

The time of this edition is marked by the pandemic trauma – yet this
is a time of coming back to normality, too, and to secure communication within people and works of art. We are coming back to the real
world, therefore the competition The 3rd LITHO-Kielce will be held
with real prints, like before.
The aim of this edition is the same: to show the vast scope of
possibilities a litho stone can give to an artist, and to check the
condition and stamina of this unique printing technique, as well as to
present prints made by the artists from various countries and
cultures. LITHO-Kielce both promotes the lithographic techniques,
and documents their evolution lately consisting mainly in merging
with other printing techniques and new functions.
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PROJECT: EDINBURGH PRINTMAKERS
FROM THE MARGINS

EDINBURGH, SCOTLAND, UNITED KINGDOM
https://edinburghprintmakers.co.uk/news/12-in-from-the-margins-project-launch-edinburgh-printmakers-to-lead-europe-wide-project-providing/
Edinburgh Printmakers to lead Europe wide project providing
‘Studios of Sanctuary’ for refugee artists
In from the Margins will create the first network of Studios of
Sanctuary in Europe, offering opportunities for 30 artists from
refugee and migrant backgrounds to take up supported residencies
in internationally recognised print studios. Led by Edinburgh
Printmakers, the Creative Europe funded project connects the UK's
first open access print studio with Cork Printmakers, Ireland; Aga
Lab, Amsterdam, Netherlands; Funen Printmaking Studio, Odense,
Denmark; and International Centre of Graphic Arts, Ljubljana,
Slovenia.
The residency programme will further develop the 'Studios of
Sanctuary' model, which originated in Yorkshire in response to the
work of migrant artist Mohammad Barrangi, an artist and former
paralympian from Iran who became resident artist at The Art House
in Wakefield, in a range of contexts across Europe.
Funded by Creative Europe, In from the Margins is a European
programme of Studios of Sanctuary residencies that provides:
supported workspaces for artists from refugee and migrant
backgrounds; exchanges of their work; and engagement with
refugee, schools and wider communities. Work with refugee and
migrant artists is currently largely focused on outreach and

↑) Mohammad Barrangi working in Edinburgh Printmakers' studio

engagement programmes of major galleries. The project will bring
this work 'in from the margins' to mainstream programming.
Throughout the residency programme Edinburgh Printmakers
will be welcoming refugee and migrant communities in the studios
to engage with resident artists, to share their own stories and
create new work which will be shared between our project members and the wider visual arts community in Europe. The programme
will culminate in a group exhibition at Edinburgh Printmakers in
spring 2023.
An engagement programme with refugees, schools and wider communities will be running alongside the residencies. The contribution
that refugees and migrant communities make to wider society will be
celebrated also through exchanges of their work, exhibitions and
multi-disciplinary events.

EXHIBITION: ALL ABOUT BANKSY

Supposedly born in Bristol in the early 1970s, Banksy is considered
one of the greatest exponents of street art and was ranked on list
of the one hundred most influential personalities in the art world.
But no one knows his identity. His artistic production began in the
late 1990s. From this moment on, he began to invade numerous
cities, from Bristol to London, to New York, to Jerusalem to Venice
with graffiti and various performances and infiltrations.

↑) View of the installation

Vojtech Kovarik (Czech Republic), Wang Jiayi (China), Wang Yan
(China), Wojciech Tylbor-Kubrakiewicz (Poland), Yoshio Imamura
(Japan), Zbyněk Janáček (Czech Republic)

EXHIBITION: DÜRER'S JOURNEYS: TRAVELS OF
A RENAISSANCE ARTIST

LONDON, UNITED KINGDOM
THE NATIONAL GALLERY
(Until February 27, 2022)
https://www.nationalgallery.org.uk/exhibitions/durers-journeys-travels-of-a-renaissance-artist

←) Albrecht Dürer,
Portrait of a Young Man, 1521.
British Museum SL,5218.54.
Bequeathed by Sir Hans Sloane
© The Trustees of The British
Museum

'Dürer’s Journeys' brings together loans from museums and
private collections across the world, including the artist's striking
‘Madonna and Child’ (c. 1496/1499) from the National Gallery of
Art, Washington, never before seen in the UK.
Through paintings, drawings, prints, and letters, this exhibition follows Dürer’s travels across Europe, bringing to life the artist
himself, and the people and places he visited. Charting his journeys
to the Alps, Italy, Venice and the Netherlands, the exhibition will
explore how Dürer’s travels sparked an exchange of ideas with

CHIOSTRO DEL BRAMANTE, ROME, ITALY
(May 5, 2021–January 9, 2022)
https://www.chiostrodelbramante.it/post_mostra/all-about-banksy/

Therefore, Chiostro del Bramante offers, with this new exhibition,
an encyclopedic insight into his work, thanks to an important documentary section. It is an in-depth narrative of the Banksy’s artistic
language. There are artworks that are realized with different techniques and materials, that combine with a contextualization of the
artist’s public interventions, work and exhibitions, including photographs, covers, posters, books, and records.

Brita Weglin (Sweden), Darina Peeva (Bulgaria), Evan Summer
(USA), Ewelina Kolakowska (Poland), Gesa Puell (Germany), Gustavo
Carbó Berthold (Spain), Haruka Hashido (Japan), Harumi Sonoyama
(Japan), Hyejeong Kwon (Korea), Janis Murovskis (Latvia), Jitti Jumnianwai (Thailand), Kamruzzaman Sagar (Bangladeš), Katri Ikaevalko (Finland), Katsutoshi Yuasa (Japan), Kohei Wakatsuki (Japan),
Kou Jianghui (China), Krzysztof Szymanowicz (Poland), Krzysztof
Tomalski (Poland), Kyoto Sato (Japan), Lee Wonsuk (Thailand),
Linda Vinck (Belgium), Magda Uchman (Poland), Malgorzata Jozefowicz (Poland), Marcin Hajewski (Poland), Marie Okada (Japan),
Marta Lech (Poland), Masahiro Kasai (Japan), Naoko Ito (Japan),
Olga Palka Slaska (Poland), Praween Piangchompu (Thailand), Rafael
Rodriguez (Spain), Sean Caulfield (Canada), Shu Ueno (Japan), Tadayoshi Nakabayashi (Japan), Taichi Kodama (Japan), Teerawoot Comon
(Thailand), Teruo Isomi (Japan), Toshiko Hishida (Japan), Toshiya
Suzuki (Japan), Tracy Templeton (Canada), Vasiliki Kolipetsa (Greece),

Netherlandish and Italian Renaissance artists, fuelled his curiosity
and creativity, and increased his fame and influence across Europe.

EXHIBITION: KARA WALKER: A BLACK HOLE IS
EVERYTHING A STAR LONGS TO BE

↑) Poster Banksy on the building
of the Gallery Chiostro del Bramante

Videos complete the exhibition including an exclusive and unpublished documentary that recounts twenty years of the artist’s career.

BIENNIAL: 10TH SPLITGRAPHIC BIENNIAL 2021
OLD CITY HALL, SPLIT, CROATIA
(October 2021)
http://www.splitgraphic.hr

tian and local printmakers; supporting new and classical tendencies
in graphic art and above all aiming to exhibit good quality prints.
http://www.splitgraphic.hr/online-galerija-10-splitgraphic-2021/?lang=en

Group exhibition, curated by Ingrid Ledent and Yoshio Imamura.
Since 2003, when the first Splitgraphic biennial was organized, we
have been continually working on presenting international, Croa-

Exhibiting artists:
Akemi Noguchi (France), Alicia Candiani (Argentina), Anna Trojanowska (Poland), Annu Vertanen (Finland), Barbara Madsen (USA),

FRANKFURT, GERMANY
SCHIRN KUNSTHALLE FRANKFURT,
(October 15, 2021–January 16, 2022)
https://www.schirn.de/en/exhibitions/2021/kara_walker/

An exhibition by Kunstmuseum Basel in collaboration with SCHIRN
Kunsthalle Frankfurt and De Pont Museum, Tilburg. Consulting for
the exhibition at the SCHIRN by Contemporary And (C&).
Kara Walker (*1969) is one of the most prolific US-American
artists of our time. For the exhibition "A Black Hole Is Everything
a Star Longs to Be" in the SCHIRN, the artist has, for the first time,
opened up her extensive archive of drawings and is presenting
about 650 graphic works and a selection of films. The fact that
Walker works on paper is central. She makes use of the most
varied styles, techniques, and references with great virtuosity. Her
intimate sketches and notes are a site for the execution of graphic
thought processes and also a means of satire and caricature, imagination and subversion. The artist makes visible the conflicts and
traumas that persist to this day and ruthlessly negotiates the emergence of both the US-American collective and individual identity.

↑) Kara Walker
Merica 2016, 2018,
Kunstmuseum Basel,
Kupferstich-Kabinett,
© Kara Walker
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EXHIBITION: CHAGALL: WORLD IN TURMOIL

EXHIBITION: UP CLOSE

Marc Chagall is regarded as the poet among the artists of modernism.
In a major exhibition, the SCHIRN sheds light on a so far little-known
side of his oeuvre: Chagall’s works of the 1930s and 1940s, in which
the artist’s colorful palette becomes darker. The life and work of
the Jewish painter were profoundly affected by the art policies of
the National Socialists and the Holocaust. By the early 1930s,
Chagall’s works were already examining the increasingly aggressive
anti-Semitism in Europe, and he finally emigrated to the United
States in 1941. During these years, his art works touch on central
themes such as identity, homeland, and exile.
With more than 100 haunting paintings, works on paper, photos, and documents, the exhibition traces the artist’s search for a
pictorial language in the face of expulsion and persecution. It presents important works from the 1930s, in which Chagall focused

Edvard Munch experimented throughout his life with different
techniques and was in his thirties when he first discovered printmaking. As time went on, printmaking became a very important part
of his artistic practice. Munch used various printmaking techniques
before finally trying his hand at woodcuts, which became the technique that gave him perhaps the greatest freedom for exploration.
The process of spontaneous and unpredictable interaction between
the artist and his materials – between the organic medium of wood,
the paper and the ink – gave rise to some of Munch’s finest works.
The exhibition uncovers the extraordinary breadth of Munch’s
woodcuts, from his earliest attempts to the last woodcut he ever

FRANKFURT, GERMANY
SCHIRN KUNSTHALLE FRANKFURT,
(October 15, 2021–January 16, 2022)
https://www.schirn.de/en/exhibitions/2022/marc_chagall/

EXHIBITION: KROYAL MUSEUM
OF FINE ARTS ANTWERP
(REOPENING CEREMONY)
ANTWERP, BELGIUM
(September 25, 2022)
https://kmska.be/en

OSLO, NORWAY
MUNCHMUSEET
(permanent exhibition)
https://www.munchmuseet.no/en/exhibitions/up-close/

more and more on the Jewish world, numerous self-portraits, his
orientation toward allegorical and Biblical themes, and the important designs in exile for the ballets "Aleko" (1942) and "The Firebird"
(1945). The exhibition also addresses the artist’s recurring preoccupation with his hometown, Vitebsk, and main works such as "The
Falling Angel" (1923/1933/1947). Altogether, the SCHIRN will provide
a new and highly relevant view of the oeuvre of one of the most
important artists of the twentieth century.

←) Jean Fouquet,
Madonna Surrounded
by Seraphim and
Cherubim, the middle
of the 15th century,
KMSKA’s collection

EXHIBITION: PIRANESI – VISION AND VERACITY

JERUSALEM, ISRAEL
THE ISRAEL MUSEUM
(July 8–December 31, 2021)
https://www.imj.org.il/en/exhibitions/picasso-kentridge-modern-masterpieces-paper

←) Wasily Kandinsky
Noisy Surroundings, 1927,
watercolor and india ink
on paper, 48 x 32 cm,
Bequest of Romie and Blanche
Shapiro, New York, to American
Friends of the Israel Museum,
B10.0537.

Magritte, Henri Matisse, Joan Miró, Pablo Picasso, Jackson Pollock,
and Mark Rothko.

EXHIBITION: MIDWAY BETWEEN MYSTERY AND
SYMBOL: YAYOI KUSAMA'S MONOCHROME

COPENHAGEN, DENMARK
NATIONAL GALLERY OF DENMARK
(Until February 27, 2022)
https://www.smk.dk/en/exhibition/piranesi/

The Italian artist Giovanni Battista Piranesi (1720–1778), one of the
most significant artists of his time, Piranesi has been a major source
of inspiration for many architects, artists, filmmakers and game
developers. A trained architect, he is now best known for his prints:
vivid scenes inviting viewers to enter realms that feel simultaneously familiar and alien. For Piranesi does not simply depict reality
directly. Instead, he probes the boundaries between the real and
the imaginary by adding dramatic elements and manipulating
perspectives.
The exhibition also includes an artistic intervention by Danish
artist duo AVPD. Greatly inspired by Piranesi, the two artists
explore how we humans perceive and create space.

printed. Explore Munch’s 20 prints. Each impression is exhibited
alongside their corresponding printing plate.

EXHIBITION: PICASSO TO KENTRIDGE:
MODERN MASTERPIECES ON PAPER

The exhibition celebrates the art of drawing through 130 outstanding
examples of 20th-century works on paper that underscore
transformations in this intimate, versatile medium. The artists
whose works are presented were motivated by a wide range of
philosophies, ideologies, and aims; what they shared was a search
for innovative ways to express the century’s new and radical ideas.
Following a broad chronological timeline, the display highlights
such major movements as Cubism, Expressionism, Dada, Surrealism,
Abstract Expressionism, Pop art, and Minimalism. Exemplifying
the different periods and styles, the drawings are executed in a vast
variety of techniques, from telegraphic line drawings to collages
and much more. Among the 70 artists represented are Marc Chagall,
Salvador Dalí, Marcel Duchamp, Alberto Giacometti, David
Hockney, Jasper Johns, Wassily Kandinsky, William Kentridge, René

Seven centuries of art: from Flemish Primitives to Expressionists.
World-famous masters. The largest and most important collections
of James Ensor and Rik Wouters. Yet the Royal Museum of Fine
Arts Antwerp is much more than even this internationally renowned collection of art. The KMSKA is the only Flemish museum
with high-level scientific status.
The KMSKA is home to countless Flemish masters: many of the
art works on show were ‘Made in Flanders’. No fewer than 111
works in the collection are on the Flemish Government’s official
Masterpiece List. Top international names like Fouquet, Titian,
Alechinsky, Modigliani, Rodin and Chagall, to name just a few, have
a global appeal.

↑) Edvard Munch, Head by Head, 1905, woodcut

TOKYO, JAPAN
YAYOI KUSAMA MUSEUM
(April 29–December 26, 2021)
https://yayoikusamamuseum.jp/en/exhibition/current/

←) G.B. Piranesi,
Imaginary Ancient Temple.
Plate from Part One of
Architecture and
Perspectives, 1743–44.

Yayoi Kusama was starting with the monochrome paintings
represented by Infinity Nets – a series that she has continued to
produce since its release in 1959, to soft sculptures painted with
white, gold, or silver. Kusama continues to work with a palette
limited to a single color, or to two colors including the ground
color.
The monochrome emphasizes the repetition, or unifies the accumulation, and plays a major role in amplifying the intense visuality
and sense of drive. In this exhibition, we present a variety of
Kusama's monochrome works from her early years to the
present, and introduce her unique world of monochrome, which

←) Yayoi Kusama,
Stairway To Heaven, 2019

can be said to be an enantiosis exploration of color in the expression of self-obliteration that she has consistently pursued.
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EXHIBITION: WOMEN IN PRINT:
RECENT ACQUISITIONS

CLEVELAND, OHIO, USA
CLEVELAND MUSEUM OF ART
JAMES AND HANNA BARLETT PRINTS AND DRAWINGS GALLERY
(January 16–June 19, 2022)
https://www.clevelandart.org/exhibitions/women-print-recent-acquisitions
This exhibition debuts exciting recent acquisitions to the museum’s
collection by contemporary women printmakers. From printmaking’s beginnings more than 500 years ago, techniques such as lithography and etching were often considered too physically deman-

ding for women to pursue professionally. The medium became
increasingly accessible to female artists over the past half century
as Atelier 17 in New York and the Tamarind Lithography Workshop
in New Mexico, among other printshops, trained a generation of
women. Women in Print features approximately 30 works by
artists ranging from those avidly experimenting with printmaking
processes, like Polly Apfelbaum and Julie Mehretu, to others who
are exploring the practice for the first time, like Amy Sherald.
Working with an array of techniques over the last several decades,
these artists have used printmaking as a vehicle for investigating
topics as expansive as personal identity, social issues, and even
the creative process itself.

EXHIBITION: TALES OF THE CITY: DRAWING IN
THE NETHERLANDS FROM BOSCH TO BRUEGEL
CLEVELAND, OHIO, USA
CLEVELAND MUSEUM OF ART/ GALLERY OF THE KELVIN AND
ELEANOR SMITH FOUNDATION
(September 10, 2022–1 August 2023)

Organized in collaboration with the Albertina Museum. The Albertina
Museum is among the world’s most superb repositories of Northern
Renaissance drawings.
Tales of the City: Drawing in the Netherlands from Bosch to Bruegel (working title) is a once-in-a-lifetime exhibition featuring rarely
seen drawings from the Albertina Museum in Vienna, one of Europe’s
oldest and finest collections. The Northern Renaissance transformed
daily life in the 1500s in the Netherlands (an area today encompassing Belgium, the Netherlands, and Luxembourg), brought about
by the Protestant Reformation, widescale urbanization, and the start
of the Eighty Years’ War. Central to the blossoming of the arts was
the skyrocketing wealth centered in the region’s merchant cities—in
particular, Antwerp, which was the primary depot for luxury goods in
the North and for overland and seafaring trade as far as Asia.
With their various functions and relationships to other media and
projects, drawings provide fascinating insight into the Netherlandish
city as a place of artistic collaboration and patronage. Artists made
drawings to prepare for large commissions, to transfer designs to
other media, and to plan civic events; many works in the exhibition
were created in conjunction with the Netherlands’ flourishing indus-

CZECH REPUBLIC
EXHIBITION: PETER PAUL RUBENS AND
THE MASTER ENGRAVERS OF ANTWERP

NATIONAL GALLERY IN PRAGUE
TRADE FAIR PALACE
(May 14–August 8, 2021)
https://www.ngprague.cz/udalost/3061/drevorez
The exhibition examined new aesthetic and socio-historical
aspects of traditionally perceived graphic art, as well as the plurality of inspiration and possibilities of art between art centres
and individual artists. The point of departure was the widely
disseminated Art Nouveau style and its inspiration in Japanese
woodblock prints and also in the work of Paul Gauguin – a style
that took deep root in art academies in Prague, and particularly
in Vienna and Munich. The years 1900-1918 were devoted to
the transformation of the Art Nouveau aesthetic enriched in the
woodcut medium by a modern artistic idiom, such as was
the work of Edvard Munch that was closely cited in the output of

PROJECT / EXHIBITION: CONTEMPORARY
POLISH SERIGRAPHY

PRAGUE / HOLLAR GALLERY
IN COLABORATION WITH THE FACULTY OF ARTS
OF THE UNIVERSITY OF OSTRAVA (Virtual Exhibition )
http://hollar.cz/vystavy/soucasna-polska-serigrafie-sbirka-mezinarodniho-serigrafickeho-sympozia-ostrava-2013-2021-2/

↑) Pieter Bruegel the Elder, Sloth (Seven Deadly Sins), 1557, pen
and brown ink on paper, 21.4 × 29.6 cm. Albertina, Vienna, inv.
7872. © The ALBERTINA Museum, Vienna

tries in stained glass, tapestries, and printmaking. Drawings were also
increasingly made as autonomous works of art. A selection of more
than 80 drawings explores a range of refined techniques, including
lavishly colored drawings and luxury objects drawn with ink on
parchment, with subjects ranging from hell scenes to mythological
dramas. Two stars of the exhibition are Hieronymus Bosch’s
Tree-Man, one of the most idiosyncratic drawings of the era, and
Pieter Bruegel the Elder’s Sloth (Seven Deadly Sins), an essay on
contemporary civic morality.

even

←) Paulus Pontius after
Peter Paul Rubens and,
Old Woman and Boy with
a Candle, 17th century,
etching and engraving

NATIONAL GALLERY IN PRAGUE
SCHWARZENBERG PALACE
(May 11–August 8, 2021)
https://www.ngprague.cz/udalost/3047/peter-paul-rubens-a-mistri-rytci-antverpsti
Peter Paul Rubens (1577–1640) is one of the greatest names in
European art history. The prints made according to his templates
contributed to the fame Rubens enjoyed throughout Europe. The
artist collaborated with several prominent printmakers over the
course of his life, all of whom made works of great artistic value
under his supervision. The most highly respected master engravers
who worked with Rubens include Lucas Vorsterman, Paulus Pontius,
and Schelte à Bolswert. Prints were made during Rubens’ lifetime

EXHIBITION: WOOD/CUT

without his agreement, and their number increased even more after
his death. Although these works are often artistically noteworthy,
only those prints made under Rubens’ supervision have that true
“stamp of originality”. In this print room exhibition, a selection of
these remarkable artworks was presented to the National Gallery’s
visitors.

International Serigraphy Symposium Ostrava In the second half
of the 1990s, Eduard Ovčáček and Zbyněk Janáček laid the foundations for a screenprinting studio that, from 1999 onwards,
became one of the most recognised centres of screenprinting in
the Czech Republic and internationally. It was aimed at promoting
the printmaking technique of screenprinting (also called
silkscreen and serigraphy) through workshops, specialist lectures,
collection activities and exhibitions.
The five editions of the SWO (Serigraphy Workshop Ostrava),
that were staged from 1999 to 2004, were followed by ISSO –
the International Serigraphy Symposium Ostrava. At the Department of Drawing and Printmaking in the renovated spaces of
the Faculty of Fine Arts and Music, Zbyněk Janáček and Marek
Sibinský opened up ‘ongoing’ screenprinting workshops to a series
of key figures of art and art teaching in the field of contemporary
central European printmaking. Most of these participants are
connected with art colleges in the Czech Republic (including Prague, Brno, Pilsen and Olomouc), Slovakia (Bratislava, Banská Bystrica and Košice...), especially in Poland (Warsaw, Katowice, Krakow, Wroclaw and Poznań...), but also in other countries such as
France (Vladimír Škoda), Austria (Gregor Eldarb), Ireland and the
USA. In all, about 120 artists have been involved so far. The collection that emerged out of the workshops now totals over 250
prints. Together with the collection of prints from the preceding
SWO serigraphy symposium, it is a remarkable example of how
this printmaking technique has evolved over the past three decades. It is also the largest collection of screenprints outside museums of art in the Czech Republic.
About the exhibition:
In March 2020, when we were planned the exhibition
Contemporary Polish Serigraphy at the Hollar Gallery, the epidemy
entered not only our plans unexpectedly and fundamentally.
Despite all the adversities and limitations, we finally decided to
organize the exhibition, at least in an “informative and informatic”

Walter Klemm and loosely reflected in the works
of the Czech graphic artist František Kobliha.
Standing on a boundary between sculpture,
graphic art and painting, the woodcut was developed in an original manner in Bohemia by František
Bílek and Josef Váchal – artists who, moreover,
were inspired by medieval and folk art woodcuts
(Váchal’s engravings of broadside prints). For
Bílek, sculpture turned into graphic art and
graphic art in the form of wood matrices became
sculpture, just like a colour woodblock print
influenced by the Japanese approach to colour
could become a painting. Artists who worked
from painting to woodcut included Edvard Munch and Paul Gauguin, as well as Emil Orlik, Minka Podhajská, or Walter Klemm and Josef Váchal.

↑) Erich Heckel,
Woman, 1913, woodcut

version, by moving it from the exhibition space of the Hollar
Gallery to a virtual gallery. The fact that the virtual gallery allows
us to present the entire set of the Polish collection is only
a small satisfaction. The planned exhibition at the Hollar Gallery
would be a curatorial choice. The first graphics were printed in
the serigraphic workshop of the graphics studio in 2013, their
authors spent unforgettable moments with us, many of them led
workshops within the ISSO symposium, presented their works at
exhibitions in the Koridor Gallery or introduced the audience to
the studios they lead at the Polish universities. Despite these
connections, our relationship with the collection is very close,
authentic, the individual works are not “only” items of the collection, but they are connected with stories and shared experiences.
Although most of the authors work at Polish art universities, and
therefore it cannot be a completely exhaustive mapping of the
situation of Polish serigraphy, this collection is unique in its scope.

Geographical proximity, exceptionally high-quality organization
of studies of graphics, specialization – many of the represented
graphic artists run graphic studios, but also other fields at Polish
academies of fine arts (ASP – Akademia sztuk piȩknych) and
universities, international respect, which Polish graphics has
systematically built for many decades. All of these aspects legitimized our decision to present Polish serigraphy in Prague as first.
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EXHIBITION: JIŘÍ ŠALAMOUN – NOT SEEING IS
NOT BELIEVING, BELIEVE ME!

EXHIBITION: INTERFACE

KLENOVÁ / THE WHITE UNICORN GALLERY, KLATOVY
(November 6, 2021–January 16, 2022)
https://www.gkk.cz/cs/vystavy/aktualni/rozhrani-/

PRAGUE / MUSEUM KAMPA
MODERNA GALLERY
(July 17–October 31, 2021)
https://www.museumkampa.cz/vystava/bohm-3/

Jiří Šalamoun (b. 1935), a living legend of book illustration and
animated film, professor emeritus and long-time head of the
illustration and book graphics studio at UMPRUM (Academy of
Architecture, Art and Design in Prague), has become known to
several generations as the author of the graphic design of the
cartoon Maxipes Fík (Fig the Giant Dog). The good-natured
talking dog from the TV series of bedtime stories has literally
become a national hero in the last forty years and, for this reason,
a substantial part of the artist’s most extensive retrospective
exhibition so far at Museum Kampa is dedicated to this character.
But Jiří Šalamoun is by no means a single work artist: he was
the art designer of a number of other cartoon films, created
dozens of free lithographs and posters, and published two collections of poems and one collection of ‘dream records’. But firsts
and foremost, he has graphically edited and illustrated more than
a hundred books published not only in the Czech Republic, but
also in Germany and Poland.
The main ingredient in Šalamoun’s illustrations is humour –
mostly a tad mischievous and subversive; they also ooze scepticism
and, at the same time, insight into the trivialities of life, generous
imagination and meticulous attention to detail. The history of
everyday life in the 20th century is reflected in his work as in
a mirror maze that comically enhances certain aspects of reality.
Šalamoun’s unmistakable, distinctive manner mixes the guileless
spontaneity of children’s drawings with the naïve sentimentality
of folk paintings and the cruel naturalism of broadsides.
Šalamoun is an artist who is creative above average (he chooses
a unique artistic language for each subject), playful (discovering

The exhibition will be attended by artists who are at the interface
of different creative fields and currents of opinion. Between free
and applied art, poetry, drawing or collage, film and painting, natural sciences, mathematics, geometry and structure, art historical theory and artistic expression, astrophysics and image, word
and sign, assemblage, object and installation, sculpture and architecture, sound and visual recording, mobile, variabil or stable.
The exhibition spans several generations of artists and seeks to
explore how their expression has changed, how different means
of expression have evolved and intertwined. It begins with the
work of some personalities from the period before and after the
First World War, including Vojtěch Preissig and Karel Teige.
An important part of the exhibition is made up of artists emerging after the Second World War, for whom the interpenetration of
different areas is particularly important. Among them are Zdeněk
Sýkora, Vladislav Mirvald, Ladislav Novák, Jiří Kolář, Běla Kolářová,
Milan Grygar, Radek Kratina, Dalibor Chatrný and Olga Karlíková,
each of whom moves at the interface of different spheres.

EXHIBITION: DANA SAHÁNKOVÁ:
IN THE DESERT A LOST TEMPLE
new ways gives him childish joy), honest (he analyses the subject
rigorously) and inventive. Šalamoun’s illustrations are born gradually; the first situational sketches come after meticulous study;
the form of the illustration is constantly refined and, in the end,
there is often a complete redrawing ‘in one stroke’.

PROJECT / EXHIBITION: MEMENTO MORI

PRAGUE / CAMPUS HYBERNSKÁ
GALLERY HYB4
(October 7–27, 2021)
https://www.kampushybernska.cz/2021/09/23/hyb4-galerie-memento-mori/
Memento Mori is an artistic project of international cultural collaboration. Its aim is to embrace the theme of death in the form of a
graphic dialogue, bringing together different perspectives on the
subject by graphic artists from Mexico, the Czech Republic, Spain
and Serbia. The starting point is the aesthetic structure of the Central American Tzompantli (skull stand), but the main goal is to give
space to the vision of each individual artist.
The exhibition presented 64 graphic works that form a heterogeneous whole that demonstrates identity, congruence and cultural empathy in relation to each concept. The exhibition was
presented simultaneously in three venues during the months of
October and November 2021 - in Prague, Barcelona and Mexico
City at the exhibition spaces of Galerie HYB4 (Prague), Chez Xefo
Art Gallery (Barcelona) and El Anexo Gallery of La Trampa Gráfica studio (Mexico City).
The project is coordinated by the Sin Rumbo Fijo/Gráfica Contemporánea association in collaboration with Campus Hybernská,
Galerie Hollar (Czech Republic), Ultramarinos Cultura y Arte, La
Fundación CIEC (ESP) and La Trampa Gráfica studio (MEX).

BROUMOV / BROUMOV MONASTERY
HOUSE GALLERY
(September 5–November 6, 2021)
https://www.gkk.cz/cs/vystavy/aktualni/rozhrani-/
Dana Sahánková (born 1984 in Prague) is one of the most outstanding young artists of the contemporary Czech scene who work in the
medium of drawing. While in her earlier works she focused on
attempts at self-reflection, first in terms of personal self-inquiry,
later in the context of introspective and expressively deconstructed
family frames, i.e. Gradually, her work transformed in an emancipatory direction, moving away from the environment of home and
family towards a more general metaphor, the use of symbols, and
the process of depersonalised mythicisation of certain powerful
experiences. It is precisely for these that the artist has sought, and

EXHIBITION: 7+1: COLLECTOR'S APARTMENT
HUMPOLEC / ART ZONE AND FOUNDATION
COLLECTION EXHIBITION WITH A GRAPHIC CABINET
https://8smicka.com/7plus1/

↑) Etching by Lenka Falušiová

During 2022, the exhibition will be shown in various cities in
Spain, Eastern Europe and Mexico, with the aim of expanding the
network of collaboration and cultural exchange between
printmakers and thus contributing to the rehabilitation of
printmaking as a contemporary, valid artistic language, on an
equal footing with other artistic disciplines.

On the first floor of the revitalized textile factory a collection exhibition with a graphic cabinet was installed. In the architecture of
the seven-room apartment, where over 100 works from a private
collection were presented, you were personally guided by the
host.
The inaugural project at the Graphic Cabinet (I) from January to
the end of May 2020 was devoted to examples of Toyen's book
work, including illustrations, book covers and artistically conceived
projects with an experimental approaches. The art historian Barbora
Bartůňková introduced the fundamental principles of the author's
work and outlined the scope of her activity in the book field.
The second personality whose work visitors was presented in the

↑) Photo from the exhibition

The next wave is represented by artists who emerged in the late
1960s or during the unfavourable period of the so-called normalisation, including Adéla Matasová, Milan Maur, Inge Kosková,
Pavel Rudolf, Jiří Valoch, Karel Adamus, or from the following
generations Vladimír Merta, František Kowolowski, Petr Písařík,
Tomáš Vaněk, Jan Šerých, Tomáš Džadoň, Ladislav Jezbera, Daniel
Vlček, Jakub Roztočil or Petr Krátký.

←) Photo from the exhibition

continues to seek, an appropriate form-word that would be compatible with strong emotions in their mediation through drawing.
The exhibition project at the House Gallery presented the artist's
large-format works on canvas.

Graphic Cabinet from June to the end of September 2020 was the
graphic artist and illustrator Inge Kosková, selected by curator
Anežka Chalupová. The third "cabinet" artist from October 2020
to October 2021 was Petr Vaněček, a selection of drawings prepared by Jana Hradílková. A new graphic cabinet which was opened
during November 2021 is featuring Markéta Bábková.
Represented artists: Jiří Balcar, Jiří Bašta, Václav Boštík, Vladimír
Boudník, Zdenka Burghauserová, Václav Cigler, Josef Čapek, Jiří
Černický, Hugo Demartini, Alén Diviš, Bedřich Feuerstein, Emil Filla,
Stano Filko, Milan Grygar, Jan Hendrych, Milan Houser, Věra
Janoušková, Jiří John, Olga Karlíková, Jan Koblasa, Stanislav Kolíbal,
Jan Křížek, Alena Kučerová, František Kyncl, Karel Malich, František
Matoušek, Mikuláš Medek, Jan Merta, Karel Nepraš, Eduard Ovčáček, František Pacík, Theodor Pištěk, Zorka Ságlová, Zbyněk Sekal,
Zdeněk Sklenář, Vladimír Skrepl, Otakar Slavík, Adriena Šimotová,
Jindřich Štýrský, Toyen, Karel Vaca, Květa Válová, Ladislav Zívr, Jan
Zrzavý and others…
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