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Chapter 1. Experimental poetry as an expanded field of exchange. Connections 
between Czechoslovakia, Spain and Italy (1965-1979) 

Fig. 1.1. “Poesía visual, fónica, espacial y concreta”, invitation to the exhibition.  
Zaragoza, Sociedad Dante Alighieri, 18-24 November 1965.  
Source: Web Archive of José Antonio Cáceres. 

Fig. 1.2. “Poesía visual, fónica, espacial y concreta”, exhibition catalogue (selected pages). 
Madrid, Galería Juana Mordó, June 1966.  
Source: Collection and Archive of Jiří Valoch, Moravian Gallery Brno. 
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Fig. 1.3. “Semana de poesía de vanguardia”, exhibition catalogue (selected pages). 
San Sebastián, Galería Barandiarán, September 1966.  
Source: Collection and Archive of Jiří Valoch, Moravian Gallery Brno.  
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Fig. 1.4. Jiří Valoch (left), untitled work, in Rotor Internacional de Concordancia de las Artes, 
exhibition catalogue (Madrid: Publicaciones Españolas, Col. Cuadernos de Arte, 1967).  
Source: Collection and Archive of Jiří Valoch, Moravian Gallery Brno. 

Fig. 1.5. Jiří Valoch, Hommage to Vietnam, 1966. Poster published by Openings Press, Woodchester.  
Source: Fondazione Bonotto. 
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Fig. 1.6. Milan Grygar, Acoustic Drawing (Akustická kresba), 1969. Source: National Gallery Prague, 
“Studijní materiál k výstavě. Milan Grygar”, exhibition leaflet, 2019.  

Fig. 1.7. Revista Sonda (Madrid), issue 5, April 1969. Source: Collection and Archive of Jiří Valoch, 
Moravian Gallery Brno. 

4



Fig. 1.8. Jiří Valoch, Hommage to Juan Hidalgo & All Zaj Friends, multiple on paper, 1968.  
Source: Fondazione Bonotto.  

Fig. 1.9. Ramiro Cortés / zaj, ZUJ (Three Elements), multiple on paper (3 pieces), 1968.  
Source: Fondazione Bonotto 
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Fig. 1.10. Ugo Carrega to Jiří Valoch, letter dated 5 July 1967. Source: Collection and Archive of Jiří 
Valoch, Moravian Gallery Brno. 

 

Fig. 1.11. “Tool etc. Poesia visiva italiana”, invitation to the exhibition organised by Jiří Valoch and 
Ugo Carrega. Jihlava, 26 January-23 February 1969. Source: Collection and Archive of Jiří Valoch, 
Moravian Gallery Brno. 
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Fig. 1.12. “Tool etc. Poesia visiva italiana”, exhibition catalogue published by Jiří Valoch and Ugo 
Carrega. Jihlava, 26 January-23 February 1969. Source: Collection and Archive of Jiří Valoch, 
Moravian Gallery Brno. 

Fig. 1.13. Karnhoval (Carnevale deli artisti). Poster. 13 to 18 February 1969, Rieti, Italy. Source: 
Format Rieti, website.  
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Fig. 1.14. Ugo Carrega, Per il Karnhoval in Villa (selected pages), 1969. Cyclostyle booklet, self-
publication. Source: Iberlibro (web).  

 

Fig. 1.15.  MEC, no. 2, April 1972. Cover and page with contributions from Jiří Valoch and Fernando 
Millán. Source: Collection and Archive of Jiří Valoch, Moravian Gallery Brno. 
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Fig. 1.16. MEC, no. 2, April 1972. Message from the Lega Marxista-Leninista d’Italia.  
Source: Collection and Archive of Jiří Valoch, Moravian Gallery Brno.  

Fig. 1.17. Jiří Valoch, Mini poems, 1970. Contribution to Lotta Poetica 3, August 1971, Sarenco and 
Paul de Vree, eds. Source: Capti.it. 

9



Fig. 1.18. Alain Arias Misson, Public poem, 1971. Contribution to Lotta Poetica 3, August 1971, 
Sarenco and Paul de Vree, eds. Source: Capti.it. 

Fig. 1.19. Jiří Valoch, Memory, 1974. Source: Fondazione Bonotto.  
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Fig. 1.20. Sarenco and Paul de Vree, Les poètes à la mer, public poem, 1971. Published in Lotta 
Poetica 3, August 1971, Sarenco and Paul de Vree, eds. Source: Capti.it. 

Fig. 1.21. Invitation Jiří Valoch’s personal exhibition “Relations”, curated by Ugo Carrega. Mercato del 
Sale, Milan, 1977. Source: Collection and Archive of Jiří Valoch, Moravian Gallery Brno. 
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Fig. 1.22. Jiří Valoch, Relations exercise, 1976-1977. Source: Galerie aKonzept, Berlin (web). 
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Chapter 2. A transnational community in resistance? Attempts to raise a Third 
Front (1977-1975) 

Fig. 2.1. Włodzimierz Borowski, Jan Świdziński and Krzysztof Wodiczko, Ekspozycja jdenej pracy / 
Exposition d’un travail [Exhibition/exposure of a same work], action and photographs, (1972). 
Catalogue, Galeria Adres, May 1972. Source: Lomholt Mail Art Archive (web). 

Fig. 2.2. “Contextual Art” exhibition, S:t Petri Gallery, Lund, 1976. From left to right: Lech Mrózek, 
Henryk Gajewski, Romuald Kutera. On the floor: Jan Świdziński. Source: mikehoolboom.com. 
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Fig. 2.3 Anna Kutera, Presentation, documentation from performance, Gdansk, 1975. Photographs by 
Romuald Kutera. Source: http://tranzit.org/exhibitionarchive/ewa-malgorzata-tatar-is-wyspa-anna-
kutera-the-introduction/. 

Fig. 2.4. Jan Świdziński in the exhibition “Contextual Art” with his works in the back, S:t Petri Gallery, 
Lund, 1976. Source: Zeszyty Artystyczne, 1(32)2018. http://za.uap.edu.pl/wp-content/uploads/2019/03/
Zeszyty-32_WEB.pdf.  
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Fig. 2.5. Amerigo Marras speaking at the Toronto symposium on Contextual Art, CEAC, Toronto,  10 
to 12 November 1976. Photograph courtesy of Anna Kutera. 

Fig. 2.6. Participants to the Toronto symposium on Contextual Art, CEAC, Toronto, 10 to 12 
November 1976. From left to right: Sarah Charlesworth, Hervé Fischer, Amerigo Marras, Jan 
Świdziński, Joseph Kosuth, Jo-Anne Birnie Danzker. Photograph courtesy of Anna Kutera. 

15



 

Fig. 2.7. Participants to the Toronto symposium on Contextual Art, CEAC, Toronto, 10 to 12 
November 1976. From left to right: Anthony McCall, Hervé Fischer, unidentified, Sarah Charlesworth, 
Jan Świdziński, Joseph Kosuth. Photograph courtesy of Anna Kutera. 

 

Fig. 2.8. Participants in the Toronto symposium on Contextual Art, CEAC, Toronto, 10 to 12 
November 1976. Anna Kutera and Joseph Kosuth. Photograph courtesy of Anna Kutera. 
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Fig. 2.9. The Collectif d’Art Sociologique (Hervé Fischer, Fred Forest and Jean-Paul Thénot), 1976. 
Source: http://www.fredforest.website/wp-content/uploads/2018/02/Dossier-de-presse-Fred-Forest-
pact-2017.pdf  

Fig. 2.10 First Manifesto of the Collectif d’Art Sociologique, dated 7 October 1974 and published in 
Le Monde, 10 October 1974. Source: Bibliothèque Kandinsky/MNAM Paris.   
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Fig. 2.11. “Video and sociological art”, exhibition view, Galeria Współczesna, Warsaw, 1975. 
Photograph courtesy of Hervé Fischer. 

Fig. 2.12. Invitation to the exhibition “The Forms of Artistic Activity”, Galeria Współczesna, Warsaw, 
February-March 1975. Courtesy of Hervé Fischer. 
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Fig. 2.13. Hervé Fischer, La Déchirure des oeuvres d’art, 1973. Display in the exhibition “Hervé 
Fischer et l’art sociologique”, Centre Pompidou/MNAM, Paris, 2017. Photograph by the author.  

Fig. 2.14. Letter from Jan Świdziński to Hervé Fischer, undated. Fonds Hervé Fischer, Bibliothèque 
Kandinsky/MNAM, Paris. 
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Fig. 2.15 - 2.16 Participants to the seminar at the École Sociologique Interrogative in Paris, 10 to 13 
May 1977. Photograph courtesy of Hervé Fischer. 
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Fig. 2.17. Peter Dunn and Loraine Leeson, The Present Day Creates History, Ruislip, March 1977. 
Source: Loraine Leeson personal website, http://cspace.org.uk/category/archive/the-present-day-
creates-history/. 

Fig. 2.18. Peter Dunn and Loraine Leeson, The Present Day Creates History, Ruislip, March 1977, 
from Control Magazine (No. 10, 1977), 7. Source: https://www.fotomuseum.ch/en/explore/still-
searching/articles/153919_production_collectives_and_skill. 
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Fig. 2.19. Carrousel des attitudes, Galerie Repassage, Warsaw, 1974. From left to right: Paweł Freislar, 
Emil Cieślar, Marek Ławrynowicz, Halina Zawadzka i Jaś Wojciechowski. Photo Elżbieta Cieślar, 
courtesy of the author. 

 

Fig. 2.20. Diane Boadway, Journal, First Edition, 1977. Selected pages. © Diane Boadway A.O.C.A. 
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Fig. 2.21. Third Front Statement, seminar at the École Sociologique Interrogative in Paris, 10 to 13 
May 1977.  Photograph courtesy of Hervé Fischer. 

Fig. 2.22. Contextual Art conference in Kazimierz nad Wisłą, 24 to 26 May 1977. Source: Jan 
Świdziński’s webpage, no longer existing.s  
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Fig. 2.23. - 2.24. Anna Kutera, Is the word “Woman” a noun or an adjective?, 1977. Published in 
Contextual Art. Materials from the conference of Contextual Art, Lublin: Arcus Gallery, 1977, 66-69. 
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Fig. 2.25. “Art as an activity in the context of reality”, Remont Gallery, Warsaw, July 1977. From left 
to right: Jan Świdziński, Peter Dunn, Loraine Leeson, Henryk Gajewski. Photograph courtesy of 
Loraine Leeson.  

Fig. 2.26. “Art as an activity in the context of reality”, Remont Gallery, Warsaw, July 1977. From left 
to right: Jan Świdziński, Steva Terrades, Sara Gibert, Bartomeu Cabot, Henryk Gajewski. Source: A 
l’Entorn de Neon de Suro, col·lecció Rafael Tous, exh. cat. (Palma: Fundació Pilar i Joan Miró a 
Mallorca/Ajuntament de Palma, 1999). 
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Fig. 2.27. Bartomeu Cabot, Neon de Suro a Polska, 1977. Poster created for the participation of the 
conference “Art as an activity in the context of reality”, Remont Gallery, Warsaw, July 1977. Source: A 
l’Entorn de Neon de Suro, col·lecció Rafael Tous, exh. cat. (Palma: Fundació Pilar i Joan Miró a 
Mallorca/Ajuntament de Palma, 1999). 

Fig. 2.28. Neon de Suro, “Neon i Sverige”, April 1978. Authors: Josep Albertí, Miquel Barceló, Andreu 
and Steva Terrades, Bartomeu Cabot, Damiá Ferrá-Ponç, Sara Gibert, Mariscal and Joan Palou. Source:   
Centro de Estudios y Documentación, MACBA, Barcelona. 
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Chapter 3. Criticism-Activity as an arena for dialogue and action 

Fig. 3.1. Proceedings of the VIIth Congress of AICA in Warsaw and Krakow, Poland, from 6 to 13 
September 1960. Source: Archives de la Critique d’Art, FR ACA AICAI BIB IMP002.   

Fig. 3.2. Proceedings of the XIth Congress of AICA in Prague and Bratislava, Czechoslovakia, from 25 
September to 3 October 1966. Source: Archives de la Critique d’Art,  FR ACA AICAI BIB IMP005. 
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Fig. 3.3. Jindřich Chalupecký, communication at the XIth Congress of AICA in Prague, 27 September 
1966. Source: Archives Raoul-Jean Moulin, MAC VAL, MOUL.TA/001.  
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Fig. 3.4. Louis Aragon (left), Raoul-Jean Moulin (right), Exhibition “Hommage à Matisse”, Châtillon 
des arts, 1970. Source: MAC VAL (web)  © all rights reserved. 

Fig. 3.5. Program of the XIth Congress of AICA in Prague with handwritten annotations by Raoul-Jean 
Moulin, 1966. Source: Archives Raoul-Jean Moulin, MAC VAL, MOUL.TA/001. 

29



 

30



Fig. 3.6  and 3.7. Letter from Jindřich Chalupecký to Raoul-Jean Moulin, 30 January 1972. Source: 
Archives Raoul-Jean Moulin, MAC VAL, MOUL.AT /007. 
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Fig. 3.8. Oldřich Kulhánek, Requiem for Hiroshima, etching, 1972. Source: MutualArt (web). 

Fig. 3.9. Jan Krejčí, Angela Davis, etching, 1972. Source: The Baruch Foundation (web). 
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Fig. 3.10. Ladislav Novák, Gymnastique un peu froide, Alchimage, 1967. Source: Archives Raoul-Jean 
Moulin, MAC VAL, MOUL.AT /043. 
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Fig. 3.11. Ladislav Novák, Alchimages et l’auteur, 1967. Source: Archives Raoul-Jean Moulin, MAC 
VAL, MOUL.AT /043. 

Fig. 3.12 Ladislav Novák, Versement d’une ligne, Action with Václav Švec, undated (1970 c.). Source: 
Archives Raoul-Jean Moulin, MAC VAL, MOUL.AT /043. 
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Fig. 3.13. Opus International no. 9, December 1968. Special issue on Czechoslovakia, edited by 
Raoul-Jean Moulin.  

Fig. 3.14. Raoul-Jean Moulin, manuscript of his article “Aussi longtemps que durera cette nuit du 21 
août” published in Opus International no. 9, December 1968. Source: Archives Raoul-Jean Moulin, 
MAC VAL, MOUL.TP /006. 
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Fig. 3.15. Jindřich Chalupecký, article “À l’intérieur de la réalité physique”, in Opus International no. 
9, December 1968. Illustration: Eva Kmentova, La femme cible, 1968.  
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Fig. 3.16-3.17. Jindřich Chalupecký, article “Tempo Zero”, in DATA no. 18, September-October 1975. 
Reproduction of works by Dick Higgins, Al Hansen, Charlotte Moormann (from the exhibition 
“Happening & Fluxus”, Kölnischer Kunstverein, 1971), Walter Marchetti and Juan Hidalgo, Gianni 
Emilio Simonetti, Joeff Hendricks, Takako Saito (from the Galeria Multhipla, Milan), and Walter 
Marchetti (from the exhibition Prospekt ’69 in Düsseldorf, 1969).  

37



Fig. 3.18. Jiří Kolář, “Collages”, exhibition view. A.R.C., Paris, 11 May to 6 June 1971. Source: Musée 
d’Art Moderne, Paris, Exhibition archives, MAM-ARCH-EXPO-ARC1971-JK. 

Fig. 3.18. Jiří Kolář, Hommage à Otakar Brezina, un sanctuaire. (Hebdommadaire 1967), 1967. In 
“Collages”, A.R.C., Paris, 11 May to 6 June 1971. Source: Musée d’Art Moderne, Paris, Exhibition 
archives, MAM-ARCH-EXPO-ARC1971-JK. The same image was used for the cover of Kolar’s 
monograph edited by Raoul-Jean Moulin (Ed. Bibliopus, 1973). 
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Fig. 3.20. Jiří Kolář : l'arte come forma della libertà = l'art comme forme de la liberté = art as the 
form of freedom, exhibition catalogue. Exhibition from 2 to 31 March 1972 (Milan, Galleria Schwarz, 
1972).   

Fig. 3.21. Jiří Kolář, Pocta Palachovi [In Hommage of Jan Palach], rollage and collage, 1969. Source: 
Wikiwand-Creative Commons License.  
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Fig. 3.22. Jiří Kolář, Bird sensing death, 1967. Museum Kampa, Prague. Source: 
WhiteHotMagazine (web).  

Fig. 3.23. Jiří Kolář, Hebdomadaire, 1970. Selection of pieces, published in Raoul-Jean Moulin, “Une 
démystification de la parole et de l’image/The world and the image unveiled” in Jiří Kolář (Paris: 
Georges Fall, 1973). 
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Fig. 3.24. Jiří Kolář, Lagune verte, intercalage, 1970. Published in Raoul-Jean Moulin, “Une 
démystification de la parole et de l’image/The world and the image unveiled” in Jiří Kolář (Paris: 
Georges Fall, 1973). 
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Chapter 4. Cultural dialogue or missed encounter? Czechoslovak artists at the Pamplona 
Encounters (1972) 

Fig. 4.1. Exhibition “Propuestas realizaciones y montajes plásticos” in the framework in the Encuentros de Pamplona, 
1972, poster designed by José Luis Alexanco. Source: Encuentros 1972 Pamplona: 26 VI-3VII, exh. cat. (Madrid: 
ALEA, 1972). 
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Fig. 4.2 Valle de los Caídos, billboard of the building company Huarte (date between 1942 and 1959). Unspecified 
author. Source: Juan Miguel Baquero, “Qué empresas usaron a esclavos del franquismo?”, El Diario/Andalusia, online 
version, 24 April 2014. https://www.eldiario.es/andalucia/empresas-usaron-esclavos-franquismo_0_251975222.html 

Fig. 4.3. Program of the Encuentros de Pamplona, 1972. Source: Encuentros 1972 Pamplona: 26 VI-3VII, exh. cat. 
(Madrid: ALEA, 1972) 
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Fig. 4.4. Luis de Pablo and José-Luis Alexanco, Soledad Interrumpida, poster of the performance presentation of the 
piece in the framework of the Encuentros de Pamplona, 1972. Source: Encuentros 1972 Pamplona: 26 VI-3VII, exh. cat. 
(Madrid: ALEA, 1972).  

Fig. 4.5. José Miguel de Prada Poole, “Cúpula neumática” (pneumatic dome), Encuentros de Pamplona, 1972.  
Source: José Luis Alexanco (web).   
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Fig. 4.6. Pío Guerendiáin, interior of the “Cúpula neumática” with an exhibition of photographs, Encuentros de 
Pamplona, 1972. 

Fig. 4.7. Eugen Brikcius, Sundial/Sluneční hodiny, Action, 1970, in Arte de sistemas, exh. cat. (Buenos Aires: Museo de 
arte moderno de la Ciudad de Buenos Aires/CAYC, July 1971).  
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Fig. 4.8. Jiří H. Kocman, Weather activities, including Project for a tornado on Europe (study 15) and Project for 
temperature on Europe (study 9), in Arte de sistemas, exh. cat. (Buenos Aires: Museo de arte moderno de la Ciudad de 
Buenos Aires/CAYC, July 1971). 

Fig. 4.9. Stano Filko, Associations V (1968), from the series Asociácie/Associations (1967-1970), offset print on paper. 
Source: Kontakt Collection (web).  
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Fig. 4.10. Stano Filko, Asociaciones, June 1971, in Arte de sistemas, exh. cat. (Buenos Aires: Museo de arte moderno 
de la Ciudad de Buenos Aires/CAYC, July 1971). 
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Fig. 4.11 Stano Filko, Arte de Sistemas – EGO. 1971/C. 1980. Intervention on a page from the catalogue Art de 
Sistemas with felt-tip pen. Source: Slovak National Gallery (web).  

 

Fig. 4.12 Stano Filko, Kozmos/Cosmos (1968), pneumatic multimedia environment. Source: Slovak National Gallery 
(web). 
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Fig. 4.13 Stano Filko, Katedrála humanizmu/Cathedral of Humanism (1968). Installation exhibited at the Danuvius 
Biennale, Bratislava, 1968. Source: webumenia.sk (web). 

Fig. 4.14 Jorge Glusberg. “Hacia un perfil del arte latinoamericano”, 1972. presentation of the show. Source: Latin 
American Realities/International Solutions, reconstitution of CAYC’s exhibition “Hacia un perfil del arte 
latinoamericano”, University of Iowa (web).  
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Fig. 4.15 Jiří Valoch, Political concept, in “Hacia un perfil del arte latinoamericano”, 1972. Source: Latin American 
Realities/International Solutions, reconstitution of CAYC’s exhibition “Hacia un perfil del arte latinoamericano”, 
University of Iowa (web). 

Fig. 4.16 Jiří Valoch, Four Associations, in “Hacia un perfil del arte latinoamericano”, 1972. Source: Latin American 
Realities/International Solutions, reconstitution of CAYC’s exhibition “Hacia un perfil del arte latinoamericano”, 
University of Iowa (web). 
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Fig. 4.17 Jiří Valoch, do it yourself (associations), in “Hacia un perfil del arte latinoamericano”, 1972. Source: Latin 
American Realities/International Solutions, reconstitution of CAYC’s exhibition “Hacia un perfil del arte 
latinoamericano”, University of Iowa (web).  
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Fig. 4.18 Letter from László Beke to Glusberg, Hungría 74, exh. cat. (Buenos Aires: CAYC, 1974).  
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Fig. 4.19 Letter from Jaime Maymó to Jorge Glusberg, dated 7 July 1972. Source: Archive of the Centro de Estudios y 
Documentación (CEDOC), Macba, Barcelona. Ref. Material Grafic_P_M_0514. 
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Chapter 5. Central European presence at the “centralised and internationalised” Paris 
Biennale (1973-1977). 

Fig. 5.1. Zdzisław Sosnowski, explicative scheme for the installation Goalkeeper (1974) at the tenth Paris Biennale, 
dated 12 August 1977.  
Fond Biennale deParis MNAM/Bibliothèque Kandinsky, Paris, BDP 280. 
 

Fig. 5.2. Zdzisław Sosnowski, Goalkeeper, documentation, 1974. Fond Biennale deParis MNAM/Bibliothèque 
Kandinsky, Paris, BDP 280. 
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Fig. 5.3. Zdzisław Sosnowski, untitled and undated document, Fond Biennale deParis MNAM/Bibliothèque 
Kandinsky, Paris, BDP 280. 

Fig. 5.4. Natalia LL, plan for installation at the ninth Paris Biennale, 1975. Fond Biennale deParis MNAM/
Bibliothèque Kandinsky, Paris,, BDP 147. 
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Fig. 5.5. Natalia LL, Consumer Art, 1972. Source: Natalia LL website.  
 

Fig. 5.6. KwieKulik, Mail Out-Third World on the Vistula, 1 February 1976. Source: Łukasz Ronduda and Georg 
Schölllhammer, KwieKulik (Zürich: JrP Ringier, 2013), 219. 
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Fig. 5.7  Zsigmond Károlyi, project for the environment Labyrinthe droit (Straight Labyrinth) at the tenth 
Paris Biennale, 1977. Fond Biennale deParis MNAM/Bibliothèque Kandinsky, Paris, BDP 228. 

Fig. 5.8  Zsigmond Károlyi, model for Labyrinthe droit (Straight Labyrinth) at the tenth Paris Biennale, 1977. Fond 
Biennale deParis MNAM/Bibliothèque Kandinsky, Paris, BDP 228. 
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Fig. 5.9  Jan Mlčoch and Petr Štembera, project for 30 Minutes, unrealised performance at the tenth Paris Biennale, 
1977. Fond Biennale deParis MNAM/Bibliothèque Kandinsky, Paris, BDP 252. 

Fig. 5.10 Jan Mlčoch, Paris 1977, 1977. External view of the Palais de Tokyo, used by the artist to refer to his 
undocumented performance at the tenth Paris Biennale, 1977.  
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Fig. 5.11 Druga Grupa (Wacław Janicki and Jacek Maria Stokłosa), Garantie sur 20 à 35, 1973. Performance 
at the eighth Paris Biennale. Photo Jacek Maria Stokłosa. Source: Interview with Adam Mazur in Szum 
Magazine, July 2017 (web). 

Fig. 5.12 Anonymous Artists (Roman Siwulak and Andrzej Wełmiński), Behind the wardrobe, project for an 
installation at the eighth Paris Biennale, 1973. Image courtesy of Andrzej Wełmiński. 
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Fig. 5.13 Tamás Szentjóby, Portable Trench for Three Persons, installation view at the eighth Paris Biennale, 
1973. Image courtesy of Tamás Szentjóby. 

Fig. 5.14 Jana Želibská, Le goût de paradis (The Taste of Paradise) (1973). Installation view at the eighth 
Paris Biennale. Image courtesy of Jana Želibská/Olomuc Museum of Art. 
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Fig. 5.15 Jana Želibská, Le goût de paradis (The Taste of Paradise), 1973. Installation view at the Galerie 
Jean-Gilbert Jozon, Paris. Image courtesy of Jana Želibská/Olomuc Museum of Art. 

Fig. 5.16 Jana Želibská, Concours Miss d’Amour, 1973. Unrealised project for the Paris Biennale.  
Source: Jana Želibská / No touching (exhibition 30.11. 2012 – 17.3. 2013, Slovak National Gallery, 
Bratislava), Exh. cat. 
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Fig. 5.17 Jana Želibská, La possibilité d'une découverte, 1967. Source: Slovak National Gallery (web). 

Fig. 5.18 Nymphes commissioned for the Paris International exhibition of 1937. Palais de Tokyo, Paris. 
Front: Léon Drivier. Back: Auguste Guénot.   
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Fig. 5.19 Jana Želibská, Concours Miss d’Amour, 1973. Dry-point. Source: Jana Želibská / No touching 
(exhibition 30.11. 2012 – 17.3. 2013, Slovak National Gallery, Bratislava), Exh. cat. 
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Chapter 6. The narrative of dissent in Venice (1977) 

Fig. 6.1. Venice Biennale, 1977. “Il Dissenso culturale”, banner. Source: Various authors, Annuario 1978: eventi del 
1976-77 (Venice: La Biennale di Venezia, 1979). 

  
Fig. 6.2. The “stella spezzata” (broken star), emblema of the Venice Biennale on cultural dissent, 1977.  
Source: Various authors, Annuario 1978: eventi del 1976-77 (Venice: La Biennale di Venezia, 1979). 
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Fig. 6.3. César Oliveira, “El carnaval de la disidencia”, Triunfo, no. 775, 3 December 1977, 30-31. 
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Fig. 6.4. Selection of press articles that reported the discussion between Carlo Ripa di Meana and Giulio Carlo 
Argan on dissident art. Venice Biennale, 1977. Source: Archivio Storico elle Arti Contemporanee (ASAC), Porto 
Marghera.   
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Fig. 6.5 “Biennale 1977/Arti Visive. Aspetti di ricerca in URSS-Cecoslovacchia-Polonia-Ungheria”, project for an 
unrealised exhibition of avant-garde art from the Soviet Union, Czechoslovakia, Poland and Hungary. Source: 
Archivio Storico elle Arti Contemporanee (ASAC), Porto Marghera, Box 271.  
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Fig. 6.6 “David Cooper, o la capacidad de estar loco”, Ajoblanco, no 30, February 1978, 58-62. 
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Fig. 6.7 Joint statement by Central Strike Committee: Amerigo Marras, Roy Pelletier, Bob Reid, Bruce Eves, Lily 
Chiro, and Paul McLellan, “Dissidence in the 1978 Venice Biennale”, Strike, no. 2, May 1978. 
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