ZBORN[K

' T p— — ""

:ll‘lllhanl!—l

STJGRIE

VZDELAVAME UMENIM




Zbornik prispevkov medzinarodnej
fotografickej konferencie v Leviciach

METAMORFOZY FOTOGRAFIE

Vzdeldvame umenim

27.5.2022
Hotel Golden Eagle, Levice

(_\ﬁ ~ ’ NITRIANSKY
? @52 ) Jiik) SAMOSPRAVNY
REGIONALNE OSVETOVE STREDISKO v KRAJ

V LEVICIACH

PROJEKT Z \/EREJN\//CH ZDROJOV PODPORIL
A HLAVNYM PARTNEROM PODUJATIA JE

fond
na podporu
® umenia

METAMORFOZY FOTOGRAFIE



OBSAH

Stelesnena fotograficka kultura
Béla Albertini

Fotografia ako svedok rozpadu medziludskych vztahov
alebo don quijotovska tizba
Petra Cepkova

Nadychnut sa svet(l)a
Erika Sz6ke

Galerie Treppenhaus - Fotografické stretnutia v schodisti
Héjja Gabriella

TuZba je zazrak
Jind¥ich Streit

Slabé stranky kolosu
Jerzy Olek

Kontrast medzi svetlom a tmou
Marcin Ryczek

Imaginativni fotografie, PFehled tviiréi a pedagogické praxe
Rudolf Prekop

24

51

68

79

82

90

100

4 METAMORFOZY FOTOGRAFIE



CIEL KONFERENCIE

Cielom konferencie je poskytnut informacnu hodnotu, ale tiez inSpiro-
vat, motivovat a vytvorit vhodny priestor pre vzajomnu vymenu skuse-
nosti. Mapovanie sucasného stavu a skimanie tendencii v su€asnom
fotografickom umeni. Nemenej dblezitou sucastou je skimat vplyv edu-
kacie a jej spatnu vazbu u mladych tvoriacich fudi a mladezi. Zistit kon-
tinuitu a vyvinové procesy v réznych fotografickych zZanroch, ktoré pre-
zentuju sucasny trend, historické postupy a prostredie, ktoré ovplyvnili
sucasné tendencie a myslienkové procesy v tomto druhu vizualneho
umenia. Usilim v3etkych zainteresovanych je, aby medzindrodné konfe-
rencia dostojne prezentovala vysledky umeleckej prace v oblasti fotogra-
fického umenia.

PREDNASAJU

1. Petra Cepkova / SK, Fotografia ako svedok rozpadu medzilfudskych
vztahov alebo don quijotovska tuzba

JindFich Streit / CZ, TGZba je zazrak
Erika Sz6ke / SK, Nadychnut sa svet(l)a
Jerzy Olek / PL, Slabé stranky kolosu

v & W N

Rudo Prekop SK/ CZ, / Imaginativni fotografie,
Prehled tvlrci a pedagogické praxe

o

Marcin Ryczek / PL, Kontrast medzi svetlom a tmou
7. Béla Albertini / Katalin Csillag / HU, Stelesnena fotograficka kultdra

8. Gabriella Héjja / DE, Galerie Treppenhaus - Fotografické stretnutia
v schodisti



PROGRAM

Konferenciu moderuje
Mgr. art. Petra Cepkova, ArtD.

27.5.2022

08.30 - 09.30 prezentacia ucastnikov

09.30 - 10.00 otvorenie, prihovor riaditelky ROS v Leviciach,
AlZbety Sadovskej

10.00 - 10.30 Petra Cepkova / SK, Fotografia ako svedok rozpadu
medziludskych vztahov alebo don quijotovska tuzba

10.30-11.00 JindFich Streit / CZ, TGZba je zazrak
11.00 - 11.30 Erika Széke / SK, Nadychnut sa svet(l)a
12.30-13.00 Jerzy Olek / PL, Slabé stranky kolosu

13.00 - 13.30 Rudo Prekop SK/ CZ, Imaginativni fotografie,
Prehled tvlrci a pedagogické praxe

13.30 - 14.00 Marcin Ryczek / PL, Kontrast medzi svetlom a tmou

14.00 - 14.30 Béla Albertini / Katalin Csillag / HU
Stelesnena fotograficka kultdra

14.30 - 15.00 Gabriella Héjja / DE, Galerie Treppenhaus
Fotografické stretnutia v schodisti

16.30 vernisaZ Dni (nielen) fotografie v Leviciach 2022
15. ro¢nik medzinarodného fotografického festivalu
Synagoga Levice, ul. Kalmana Kittenbergera 3191/1

6 METAMORFOZY FOTOGRAFIE



PROGRAM

Moderator
Mgr. art. Petra Cepkova, ArtD.

Speakers
27.5.2022

08.30 - 09.30 presentation

09.30 - 10.00 opening, speech by the Director of ROS in Levice,
AlZbeta Sadovska

10.00 - 10.30 Petra Cepkova / SK, Photography as a witness
of interpersonal relations degradation
or quixotic passion

10.30-11.00 JindFich Streit / CZ, Desire is a miracle
11.00 - 11.30 Erika Sz6ke / SK, Inhaling the light / world
12.30 - 13.00 Jerzy Olek / PL, The Weaknesses of the Colossus

13.00 - 13.30 Rudo Prekop SK/ CZ, Imaginative photography
Overview of the creative and educational practice

13.30 - 14.00 Marcin Ryczek / PL, The contrast between light and dark

14.00 - 14.30 Béla Albertini / Katalin Csillag / HU
Embodiment of photography culture

14.30 - 15.00 Gabriella Héjja / DE, Galerie Treppenhaus
Photographic meetings in the staircase

16.30 opening Days of (not only) photography in Levice 2022
15t International Photography Festival
Synagogue in Levice, ul. Kdlmana Kittenbergera 3191/1
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Béla Albertini/Hu

Stelesnena fotograficka kultuara

Hlavnou oblastou vyskumu pred tromi mesiacmi zosnulého historika fotogra-
fie Bélu Albertiniho bola madarska fotograficka histéria medzi dvoma svetovy-
mi vojnami. ,Madarska fotograficka histéria” samozrejme sama osebe neméze
existovat, trendy a jednotlivé diela mozno - s dostatocnou objektivitou - hodnotit
iba v suvislosti s historickymi a umeleckymi procesmi a udalostami eurépskych
a okolitych krajin.

Preto pred viac ako desatro¢im zacal systematicky skimat tieto prepletenia. Stu-
dia hodnotiaca ¢eskoslovenské a madarské fotograficko-historické vztahy dané-
ho obdobia bola publikovana v roku 2018 v Spolo¢enskovednom obzore Férum
(Férum Tarsadalomtudomanyi Szemle). Stidia je k dispozicii aj online: http://fo-
rumszemle.eu/archiv/?szemle=2018-1

Jeho velkym pldanom bolo napisat histériu madarskej fotografie medzi dvoma
svetovymi vojnami.

Na tuto konferenciu som pripravila kratky vynatok z rozsiahlejSej rozpracovane;j
prace, ktory zodpoveda cielom konferencie.

Csillag Katalin

Béla Albertini
STELESNENA FOTOGRAFICKA KULTURA

Madarsku fotograficku kultiru obdobia medzi dvoma svetovymivojnami - popri/
namiesto vSeobecnejSej metddy, chronologickom pristupe zaloZzenom na roz-
pravani udalosti - teraz skimam ako moznu interpretaciu prostrednictvom foto-
grafickych publikacii.' V tomto pristupe stelesiuji madarsku fotografickd kultu-
ru tejto éry fotografické publikacie.

Len par rokov po skonceni druhej svetovej vojny a zaciatku nasej éry, J6zsef Péc-
si (1889-1956), byvaly ucenik svetového fotografického talentu, Franka Eugena
Smitha v Mnichove, vytvoril svojimi zobrazeniami aktov madarské majstrovské
dielo (12 Akt Aufnahmen, Berlin, 1922).2 (Obr. I.) Precizne upravené a jemne vy-
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kreslené obrazky v malovanom Style predstavujlce fotograficky ideal doby pre-
zentovali krdsu nahého Zenského tela, ktoré tieZ v sebe nesu jemnu a zdrzanlivu
erotiku. Za prezentaciou v zahranici (tj. za madarskymi hranicami) zrejme nestali
iba Pécsiho nemecké kontakty. Verejné prezentacie solidnej erotiky v Madarsku
Tihaméra Tétha z diela Cistd muZskost eSte neboli Ziaddce?.

e
AKT

AUFNAHMEN

N

Josef Pécsi

BUDAPEST

YERLAIL
wIMORLINS
HEERLINNWAS

ok l.---t._i..‘.‘ii.lii‘tiii [TTTIT Y

1. Jozsef Pécsi: 12 Akt Aufnahmen (12 aktov), Berlin, 1922

Madarské avantgardné dielo, ktorého sucastou su aj fotografie, napisal v rokoch
1921-22 spisovatel Tibor Déry (1894-1977).4 Dvojjazy¢néa verzia basne Sialenec
(Az dmokfutd) sa zachovala v strojopise.> Bdsen, prepletena s foto-vystrizkami
z novin, sa zrodila pocas Déryho viedenskej emigracie pod vplyvom nemeckych
dadaistov. Tento pozoruhodne zriedkavy fenomén madarskej fotografickej kul-
tlry po kratkom zablysknuti zmizol bez odbornej odozvy a akéhokolvek Ucinku.®
Z rokov 1924-25 pozname iba zlomok obrazkov do planovaného fotoalbu-
mu. Ich vydanim vodil za nos predstavitelov madarskej fotografickej elity J. An-
ton Dentoni z Viedne.” - Odborno-profesijna pupocna Sndra, ktord znamena-
la vazbu na Rakusko, existovala isty €as aj po roku 1918. Domace prierezy scé-
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nickej fotografie, ktoré na Zapade boli vac¢sinou uz vo vybehu, sa - ako kompen-
zacia - zviditelnili v rakiskom odbornom ¢asopise druhej linie.® Spolu s Pécsim
by to boli Aladar Székely (1870-1940), Dénes Ronai (1875-1964), lvan Vydareny
(1887-1982), Laszl6 Ger6 (1884-1971) a dalsi, ktori by ukazali, ¢o uz vtedy madar-
ski fotografi v znameni maliarstva vedeli.

T A Tt

(i Gactamimmy W EEISESG Sany SFVETER aRi
e e L e Y

II. LdszI6 Moholy-Nagy: A homokban (V piesku) (Malerei Fotografie Film, Miinchen, 1925, 1927)

Profesor Bauhaus, Laszlé Moholy-Nagy (1895-1946) so svojim radikalnym od-
mietnutim maliarskej fotografie poskytol zakladné dielo vznikajucej novej kon-
cepcie fotografie svojou knihou Malerei Fotografie Film (Mnichov, 1925).° Foto-
grafia je stopa na fotocitlivom materiali (bud na negative alebo fotopapieri) - nie-
kedy bez pouzitia fotoaparatu (fotogram). Ak predsa s pouzitim fotoaparatu, tak
nasnimana v neviazanych smeroch snimania. (Obr. Il.) Pripadne cez mikroskop
alebo rontgenovu obrazovku, inokedy poukladanim urcitych detailov snimok
vedla seba (montaz) a/alebo grafickym spojenim prvkov montaze (fotoplastika).

10 METAMORFOZY FOTOGRAFIE



Na konci 20. rokov sa k modernizacii formalneho jazyka obratil aj uz spominany
Jozsef Pécsi, ktory prichadzal z oblasti maliarskej fotografie. Jeho publikacia re-
klamnej fotografie s nazvom Photo und publizitat / photo and advertising (Ber-
lin, 1930) sa spéjal s medzindrodnym pridom fotografie v oblasti reklamy a Sty-
lovym trendom Neue Sachlichkeit (nova objektivita) pritomnym aj vo fotografic-
kom Zivote. S tym poslednym trochu viac zdrzanlivejSie, ,s obmedzenou peni-
vostou”. Pécsi tvoril rozvazne a pokrokovo. Pre jeho zabery su charakteristické
hlavne harmonicka, vyvadzena kompozicia, planované pouZitie neostrosti obrazu,
bohata Skala ténov a vedomé zakomponovanie tiefiov do celkovej kompozicie.
(Obr. 111.) Po vytvoreni jeho majstrovského diela bol Pécsi Coskoro zvrhnuty Ma-
darskym prielohom, respektive obmedzoval ho silnejuci antisemitizmus.

Ill. Joézsef Pécsi: Autéldmpa rekldm (Reklama na automobilové svelto)
(photo und publizitit / photo and advertising, Berlin, 1930)

Pécsiho album od zvazku Imre Révésza (1895-1975) z BudapeSti - Photorek-
lam, 1932 k. odliSovala Uroven vizualneho vzdelania a sila invencie. Je zrejmé, Ze
to druhé vzniklo ako ,sutazné dielo” (versus Pécsi) - s urcitym inovativnym zame-
rom fotografického formalneho jazyka. Révész siaha k montazi odvaznejsie, ale
z hladiska kulturnosti za Pécsim zaostal. Samotné vydanie zaroven signalizova-
lo posun v prizvukoch domacej fotografie; okrem umenia s velkym ,U" aj pokrok
praktickosti a aplikovanej fotografie.

METAMORFOZY FOTOGRAFIE 11



Hoci medzi Studentmi fotogra-
fa Kassaka moZzno povaZovat za
skutocného robotnika iba Lajo-
sa Lengyela (1904-1978) - bol
tieZ elitnym predstavitelom svojej
triedy, bol tla¢iarom -, fotografic-
ka kniha Z naSich Zivotov z roku
1932 stelesfiovala zdsadne pro-
letarske hladisko. (Obr. IV.) Kas-
sak, ktory bol inovativny a tvo-
ril v mnohych oblastiach, vo svo-
jom Uvode venovanom tym, ktori
vykondvaju ,dusu zabijajucu na-
mezdnu pracu”, vyzyval k tomu,
aby sa uz prekrocilo nad maleb-
nostou mestianskych fotografov.
Odbornou novinkou bolo kon-
krétne vysvetlenie rozdielu medzi
malbou a fotografiou; vzhladom
na technicky charakter fotografie
je ur€eny na inu funkciu ako mal-

V. Obrdzky Sdndora Frithofa a Teréz Bergmann
ba - zdbéraznoval v predhovore. (A mi élettinkbd (Z ndsho Zivota), 1932)

V krajine, ktora sa zotavovala z globalnej hospodarskej krizy, sa kladol €oraz vac-
i déraz na cestovny ruch. Pre autoritarsky politicky systém a rozmahajlcu sa
ekonomiku prisli vhod tak samochvala, ako aj posilnenie valuty. Vacsinu obrazov
zverejnenych v Das malerische Ungarn (1934) vyhotovil Rudolf Balogh (1879-
1944), majster dlhodobo Uspesne kultivujdci madarskid tematiku, na propagéaciu
Madarska ,tschikosch-gulasch-fokosch” - Okolo roku 1935 vydal dalSiu vlastnd
publikaciu s podobnym konceptom, pod ndzvom Ungarnfibel.”® (Obr. V.)

Désledky avantgardy vytvarného umenia na prelome dvadsiatych a tridsiatych rokov
sposobili aj rozvrat medzinarodnej fotografickej sféry. Malerei Fotografie Film vysSiel
v roku 1927 aj v druhom vydani. Fotografie publikacie s ndzvom 60 Fotos, vydanej v Ber-
line v roku 1930 mohutne reprezentovali Moholy-Nagyove skér formulované principy.
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.Bibliou” novej objektivity bol aloum Alberta Renger-Patzscha Die Welt ist schon (1928).
Radikalny posol avantgardnej fotografie, zvazok Wernera Graeffa pochadza tiez z ne-
meckych krajin: Es kommt der neue Fotografl (1929) V tom istom roku vysiel aj portré-

aAUTO LA M P
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V. Obrazy Rudolfa Balogha (Ungarnfibel, Bp., 1935 k.)

tovy album Augusta Sandera pod nazvom Antlitz der Zeit (1929), ktory poskytol celkom
moderny obraz spolo¢nosti vo fotografiach. Stihly zvazok Képfe des Alltags (1931) od
Helmara Lerskiho v Madarsku predstavil Ivan Hevesy (1893-1966). V porovnani s no-
vinkami tychto diel moZno madarského autora pochvalit za jeho odvahu: proti maliar-
skej fotografii bojoval v danom madarskom prostredi aj vo svojej knihe Moderna foto-
grafia (1934).

Spisovatel, novinar, libretista a manazér, Béla Paulini (1881-1945) publikoval
v roku 1937 rekapitulaciu aj s fotografiami, ktord nesie nazov Perlenstrauss.
Po elitnych fudovych - (,népiesch”) - obrazoch madarského fotografa to uz nebo-
la novinka. Pripomendt ju treba kvoli jednému z fotografov: Ferenc Haar (1908-
1997) bol totiz pred odchodom do zahranicia znamy predovsetkym ako sociofo-
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tograf Kassakovej pracovnej skupiny. Zahrnutie jeho obrazov do tohto zvazku je
prikladom toho, Ze fotografov doby nemoZzno zaSkatulkovat, a fotograficky Zivot
v praxi charakterizovali aj prechody.

Po vydani vy3Sie menovanych nemeckych portrétnych albumov a portrétov J. O.
Echague Spanische Kopfe (1929) vySiel medzi sociografiami madarskych ludovych
spisovatelov album Katy Kalman (1909-1978, manzelka Ivana Hevesyho) pod
nazvom Tiborc (1937). Zvazok, ktory sa zacina predslovom Zsigmonda Méricza -
okrem spolocensko-historického vyznamu - stelesfoval najlepSie madarské por-
trétne umenie. Plati to, aj ked za Uzkymi obrazovymi vyrezmi si vS§imneme tvar
H. Lerskiho, v pozadi dramatickosti badame dostojnych rolnikov J. O. Echaglieho,
a - analyzujuc jeho socialne kresby - uzrieme historické schopnosti fotografa A. San-
dera. Jeho vplyv bol v tej dobe elementarny."

RocCenka Madarska fotografia 1939 bola vydana na konci roku 1938 po vydani ne-
meckého (1927), ¢eskoslovenského (1931), polského (1934) a slovinského (1935)
zvazku s rovnakou funkciou. Publikacia', ktorej redaktorom bol Karoly Rosner,
chcela dosiahnut rovnovahu medzi tvorcami typickej madarskej tematiky' - Ferenc
Aszmann (1907-1988), Rudolf Balogh, Gyula Ramhab (1900-1978), Dénes Rénai
(1875-1964) - a fotografmi, ktori sa obratili k modernizacii - Brassai ( 1899-1984),
Imre Kinszki (1901-1945), Moholy-Nagy, Marton Munkacsi (1896-1963) a dalsi. Pri
hladani kompromisov sa vydal po stopach Das deutsche Lichtbild 1927. Aj to v3ak
pre konzervativny - a antisemitsky - tabor bolo podla vtedajsSich reakcii privela.'4

Jozsef Németh (1911-2006), pracovnik tovarne Gamma, vydal v roku 1944 publika-
ciu s nazvom Leica zabery, zverejfiujucu 128 takych snimok, z ktorych iba zanedba-
telny zlomok vyZzadoval pouZitie znacky znamej svojou sviznostou. Bol to vynikaju-
ci sélovy album so skvelym taktickym zmyslom, umiestneny do vhodne zvolené-
ho ramca (Leica-obrazky). Existenciu vojnovych podmienok symbolizoval iba jediny
obraz vojaka-kameramana - 15. septembra 1944, ked bol datovany Uvod. Publika-
ciu charakterizuje profesionalna technicka pripravenost, tematicka a Zanrova roz-
manitost - kedZe nebolo mozné tusit, o prinesie buducnost...

Jedna sa o hybridnt zaverecnu vetu na konci v hlavnom prude autoritarskeho, ide-
ologicky a z fotografického-odborného hladiska rozmanitého obdobia.
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dapesti v roku 1919 a na Hornd zem v roku 1938. V roku 1923 fotograf prestipil na evanjelicku vieru. Pre svoj povod ho v 40.
rokoch prepustili zo zamestnania. V lete 1944 jednu z jeho fotiek z Das Malerische Ungarn predal v Sovietskom zvéze madar-
sky dennfk vojnovych zajatcov Igaz Szé (Pravdivé slovo) ako usmievavého delegéta uz oslobodenej ¢asti Madarska. - Béla Al-
bertini: Podivna renesancia: Staré fotografie v sluzbach novej politiky, Egyenlité, 2010/9. 50-[53.] 11. Gyorgy Balint: Fotogra-
fie konfrontujd, Pesti Napld, 17. dec. 1937; 286.; Sdndor Mérai: Das Gesicht des Bauern, Pester Lloyd, 23. dec. 1937. 8, Arpad
SzéIpal: »Tiborce, Népszava, 1. jan. 1938. 6.; Péter Veres: Tiborc, Magyarorszag, 12. jan 1938. 7.; Istvan Milotay: Tiborc, UJ Ma-
gyarsag, 23. jan. 1938. 1-2.; Imre Kinszky: Sociografia v obrazoch, Szdzadunk, 1938/1. (febr.) 48. 12. K redakcnej préci prispe-
i aj Imre Kinszki, Gusztav Seiden a Erné Vadas. 13. Stidiom pestovania typicky madarskych tematfk z hfadiska histérie men-
tality zostdva madarské fotografickd histéria stale dizna, hoci takato analyza by nds mohla pribliZit k hibSiemu porozumeniu.
14. ,Nemyslim si, Ze by ktokolvek v Madarsku okrem velmi Uzkeho kruhu prijal obraz Moholy-Nagya ako narodné umenie ...
navyse som si isty, Ze okrem spominaného Uzkeho kruhu velkd vacsina pozorovatelov a fotografov ¢o najprisnejsie odsudzu-
je zverejnenie takého druhu Usilia v reprezentativnej madarskej rocenke” - Jdnos Kunszt: »Madarské fotografia 1939. 1.«, Fo-
tografické umenie, 1939. 1. 6-7.

(Foto: Aron Pérszész)
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Béla Albertini/Hu

Embodiment of photography culture

The main area of research of the three months ago deceased historical pho-
tographer Béla Albertini was Hungarian photography history between the two
world wars. “Hungarian photography history” can't exist on its own, its trends
and individual works can only be - with enough objectivity - only evaluated in
the context of historical and artistic processes and events of European and sur-
rounding countries.

And so, he started to systematically research this interweaving more than a dec-
ade ago. A study evaluating the Czechoslovak and Hungarian photo-historical
relationship of the given era was published in the year 2018 in The Forum Social
Science Review (Férum Tarsadalom tudomanyi Szemle). The study is also avail-
able online: http://forumszemle.eu/archiv/?szemle=2018-1.

His big plan was to write down the history of Hungarian photography in between
the two world wars.

For this conference, | have prepared a brief extract from a more extensive unfin-
ished paper, which complies with the goals of this conference.

Csillag Katalin

Béla Albertini
EMBODIMENT OF PHOTOGRAPHY CULTURE

| am studying the Hungarian photography culture of the interwar period - along-
side/instead of the general method, a chronological approach based on telling
the events - as a possible interpretation through photographic publications.! In
this approach, the Hungarian photography culture of this period is embodied by
photography publications.

Only a few years after the end of the second world war and the start of our era,
Jozsef Pécsi (1889-1956), a former student of a world photography talent, Frank
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Eugen Smith in Munich, created a Hungarian masterpiece with his depictions of
nudes (12 Akt Aufnahmen, Berlin, 1922).2 (Pic. No. 1) Precisely modified and deli-
cately portrayed images in painterly style representing the photographic ideal
of the era represented the beauty of a nude female body, which also carries in
itself gentle and moderate erotica. Behind the presentation of the work abroad
(meaning outside of Hungary) weren't just Pécsi's German liaisons. Public show-
ings of solid erotica from the work The Pure Masculinity were undesirable in
Tihamér Téth's Hungary.3
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1. Jozsef Pécsi: 12 Akt Aufnahmen (12 nudes), Berlin, 1922

Hungarian avant-garde work, of which photos were a part of, was written in years
1921-22 by a writer Tibor Déry (1894-1977).# The bilingual version of the poem
Madman (Az amokfutd) was preserved as a typescript.> The poem intertwined
with photos cut out of newspapers was born during Déry's Vienna emigration
under the influence of German Dadaists. This remarkably rare phenomenon of
Hungarian photography culture has disappeared after a short flash without any
professional response or impact.®



From years 1924-25 we only know a fraction of pictures for a planned photo al-
bum. J. Anton Denton from Vienna’” used the idea of their publication to fool the
representatives of Hungarian photography elite. The professional umbilical cord,
which meant a bond to Austria, existed for some time even after the year 1918.
Internal cross-sections of scenic photography, which were already in decline in
the west have - as a compensation - gained publicity in Austrian professional

magazine of the second line.® Together with Pécsi, there were Aladar Székely
(1870-1940), Dénes Rénai (1875-1964), lvan Vydareny (1887-1982), Laszl6 Gerd
(1884-1971) and others, who showed what Hungarian photographers under the
influence of painting could do at that time.
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Il. LdszI6 Moholy-Nagy: In sand (Malerei Fotografie Film, Mtinchen, 1925, 1927)

Professor of Bauhaus, Laszl6 Moholy-Nagy (1895-1946) with his radical refusal
of the painterly photography provided a base work for the arising new concept
of photography with his book Malerei Fotografie Film (Munich, 1925).° Photog-
raphy is an imprint on a photosensitive material (either on negative or photopa-
per) - sometimes without the use of a camera (photogram). If nonetheless cre-
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ated with the use of a camera, then it is recorded in unbound ways of recording.
(pic. No. 2) Alternatively, through a microscope or an X-ray display, other times
arranging specific details of photos together (montage) and/or graphical union
of parts of the montage (photo plastic art).

In the late 1920s aforementioned Jézsef Pécsi, who came from the painterly
photography, turned to the formalization of the modern language. His publica-
tion about advertisement photography named Photo und publizitat / photo and
advertising (Berlin, 1930) was related to an international stream of photogra-
phy in advertisement and new style trend Neue Sachlichkeit (New Objectivity)
present even in photography life. A bit more modestly with the last one, “with
limited foaming”. Pécsi created deliberately and progressively. Harmonic, bal-

anced composition, planned use of blur of the picture, rich palette of tones and

IIl. Jozsef Pécsi: Advertisement for car lamp (photo und publizitét / photo and advertising, Berlin, 1930)

deliberate use of shadows in the overall composition are especially character-
istic for his photos. (pic. No. 3) After creating his masterpiece, Pécsi was soon
thrown down by the growing antisemitism.

Pécsi's album differed from the book of Imre Révész (1895-1975) of Budapest
- Photoreklam, 1932, in the level of visual education and power of invention. It
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is obvious that the second work
was created as a “competition
piece” (versus Pécsi) - with a cer-
tain innovative intent of the for-
mal language of photography.
Révész reaches over to montage
more boldly but from the cultural
perspective lagged behind Pécsi.
The publication itself also marked
the move in accents of internal
photography; as well as Art with
capital “A”, also the progress of
utility and applied photography.

Although among the students of
photographer Kassak only Lajos
Lengyel (1904-1978) could be
considered a real worker - he
was also an elite representative
of his class; he was a printer -
photographic book From our

V. Photos of Séndor Friihof and Teréz Bergmann
lives of 1932 embodied a funda- (From our life), 1932

mental viewpoint of the proletariat. (pic. No. 4) Kassdk, who was innovative and

created in many different areas, dedicated it in his foreword to those who do
“soul-crushing wage labour”, he called for ascending beyond the picturesque-
ness of city photographers. Concrete explanation of the delineation between
painting and photography was a professional novelty. Considering the technical
character of photography, it is designated for a different function compared to a
painting - he emphasized in the foreword.

In the country that was recovering from the global economic crisis, a grow-
ing emphasis was being put on tourism. For authoritarian political regime and
booming economy, self-praise and the strengthening of the foreign currency
was convenient. Most of the pictures published in Das malerische Ungarn (1934)
were created by Rudolf Balogh (1879-1944), a master who cultivated the Hun-
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garian topic for a long time, to promote Hungary ,tschikosch-gulasch-fokosch”
- Around the year 1935, he published another publication with a similar idea,
named Ungarnfibel.’® (pic. No. 5)

aAUTO LA M P

LA AL JN R B 3 0 | LA

V. Photos of Rudolf Balogh (Ungarnfibel, Bp., 1935 k.)

Impacts of avant-garde visual art at the turn of 1920s and 1930s also caused
the collapse of international photography sphere. Malerei Fotografie Film came
out in the year 1927 also in its second edition. Photography publications with
the name 60 Fotos, published in Berlin in 1930, strongly showed Moholy-Nagy’s
earlier formulated principles.

Album of Alber Renger-Patzscha Die Welt ist schon (1928) became the “bible”
of new objectivity. A radical messenger of avant-garde photography, a book by
Werner Graeff also comes from German countries: Es kommt der neue Fotograf!
(1929). In the same year a portrait album of August Sander, named Antlitz der
Zeit (1929) came out. It provided a quite modern picture of society in photos.
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lvan Hevesy (1893-1966) introduced a thin book Képfe des Alltags (1931) from
Helmara Lersk in Hungary. In contrast to the novelties of these work we can ap-
plaud the Hungarian author for his courage: he fought against the painterly pho-
tography in Hungarian environment in his book Modern photography (1934).

Writer, journalist, librettist and manager, Béla Paulini (1881-1945) published
in 1937 a recapitulation together with photos, named Perlenstrauss. Following
elite folk - (,népies”) - pictures of the Hungarian photographer it was not a nov-
elty. We need to mention it because of one of the photographers: Ferenc Haar
(1908-1997) because before he left the country, he was known especially as a
socio-photographer of Kassak's workgroup. Inclusion of his photos in this book
shows that we can't categorize photographers of the era and that photography
life in practice is also characterised by transitions.

After the publications of aforementioned German portrait albums and portraits
by J. O. Echaglie Spanische Kopfe (1929), an album of Kata Kalman (1909-1978,
wife of lvan Hevesy) named Tiborc (1937) was published among sociographies of
Hungarian folk writers. Book, that begins with a foreword from Zsigmond Méricz
- apart from its socio-historical meaning - embodied the best Hungarian portrait
art. It holds up even when we notice the face of H. Lerski behind the narrow pic-
ture slit. In the background of the drama, we research dignified peasants of J. O.
Echaglie, and - analysing his social drawings - we can see the historical abilities
of photographer A. Sander. His influence in this era was elementary."

Almanac Hungarian Photography 1939 was published at the end of the year 1938
after the publication of the German (1927), Czechoslovak (1931), Polish (1934)
and Slovenian (1935) books with the same function. Publication,'? whose editor
was Karoly Rosner, wanted to reach a balance between the creators of typical
Hungarian themes'® - Ferenc Aszmann (1907-1988), Rudolf Balogh, Gyula Ram-
hab (1900-1978), Dénes Ronai (1875-1964) - and photographers who turned to
modernization - Brassai ( 1899-1984), Imre Kinszki (1901-1945), Moholy-Nagy,
Marton Munkacsi (1896-1963) and others. While looking for compromises he
followed the steps of Das deutsche Lichtbild 1927. Based on reactions, even that
was too much for the conservative and antisemitic bloc.™
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Jozsef Németh (1911-2006), a worker in factory Gamma, published in 1944 a
publication named Leica photos, making public 128 such photos, from which
only an omittable fraction demanded the use of a brand known for its swift-
ness. It was a remarkable solo album with a great tactical sense, placed well into
a suitably chosen framework (Leica-pictures). Only a single picture of soldier-
cameraman symbolised the war conditions - September the 15th 1944 when
the intro was dated. The publication is characterised by professional technical
readiness, topical and genre variety - as it was impossible to guess what the
future would bring...

It is a hybrid final sentence at the end in the mainstream of authoritarian, ideo-
logical and from photo-professional standpoint varied era.
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(Photo: Aron Pérszasz)
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Petra Cepkova /s

Fotografia ako svedok rozpadu medziludskych vztahov
alebo don quijotovska tuzba

Fotografia je rozhodnutim, ako znie podtitul knihy Védét vidénim Michala Janatu,
ktory v nej dalej piSe, citujem: ,ProtoZe stisknuti spousté je vrchnolné dramatic-
ké rozhodnuti, které se hali do opaku sebe samého, je fotografem v plném slova
smyslu ten, kdo si je védom vyjimecného stavu situace, v niz spoust macka, nebo
kdo se této “osudovosti” podda. Je to tecka, punctum, za né¢im, co bylo rozhod-
nuto, a zaroven je to pocatek nového - fotografie.”! A napriek tomu sa fotogra-
fia ako spolahlivy svedok pohybuje medzi tym, ¢o nam odkryva a tym, ¢o nam
nikdy neumozni vidiet. K téme mojej tohtoro¢nej prednasky ma priviedla mys-
lienka nedavno zosnulého vyznamného filmového kritika, publicistu a preklada-
tela Pavla Branka, ked povedal: ,Zivot sdm neméa zmysel”, teda konkrétnejsie,
Ze ,zivot nema nijaky zmysel, len ten, ktory si ¢lovek sam dof vloZi.” Tento nihi-
lizmus ma v prvom momente zamrazil, pretoze spociatku nevidno nadej, avSak
po chvili zistime, Ze jej je prave naopak neuveritelné mnoZzstvo, podobne ako je
pravdepodobne paralelnych vesmirov. Tato sloboda a moznost rozhodovat sa,
z nas robi strojcov vlastného Stastia a osudu. Sme to my sami, kto urcuje a roz-
hoduje o nasledkoch nasho konania.

Téma mdjho prispevku asi navzdy bude jednou z klt€ovych v umeni, nakolko
sa dotyka kazdodenného Zivota a nasich vzajomnych prepojeni. Iste, je to téma
velmi obsiahla a ponukajlca nespocetné mnozstvo kontextov, viacvyznamovych
rovin a variant, no napriek tomu sa pokusim o svoj kratky postoj k nej. Je to po-
stoj, ktory vo mne rezonuje snad odkedy som si zacala uvedomovat jedine¢nost
tohto magického a mocného média. Pretoze prave autentickost fotografie, kto-
rej je schopna, mdze byt niekedy az prilis pravdiva a kruta.

Medzi autorov, ktori sa danou témou vo svojej tvorbe programovo zaoberaju ur-
Cite patri Marina Abramovi¢ a Ulay, Nan Goldin, Francesca Woodman, Richard
Billingham, Anna Fox, Dita Pepe, Jana Hojstri¢ova, Silvia Saparova a aj ja sama.
Medzi tychto autorov by sme urcite mohli zaradit mnozstvo inych, av3ak priestor
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tohto prispevku mi to neumozfiuje a okrem toho by nas to mohlo zaviest do od-
liSnych vizualnych i obsahovych kontextov medziludskych vztahov. Z tvorby me-
novanych autorov vyberam iba zopar cyklov, na ktorych by som chcela poukazat
na rozpad vztahov (z réznych dévodov), absenciu spoluZitia ale najma zotrvania
v iom, i ked niekedy méze koncit vykipenim vo forme samoty.

Za klucovych autorov v tomto kontexte povazujem dvojicu umelcov Marinu

Abramovié a Ulaya, ktori su sice predstavitelmi akéného umenia a bodyartu,
so svojimi performance a happeningami (obr. €. 1 a 2) otvarali palcivé otazky
medziludskych a partnerskych vztahov, pricom fotografia bola dokumenta¢nym
prostriedkom tychto akcif.

Obr. ¢. 1: Marina Abramovic a Ulay, AAA-AAA, (1978), fotograficky zdznam performance
Obr. ¢. 2: Marina Abramovic a Ulay, Imponderabilia, (1977), fotograficky zdznam happeningu

Vzajomny partnersky vztah podrobovali trpkej a tvrdej sociologickej analyze,
priCom casto krat isli za hranice vlastného tela a psychiky, osobného priesto-
ru, €i nardsali zauZivané spoloCenské stereotypy. Ich Zivoty, no najma ich vztah,
sa v ich dielach stali miestom a priestorom spochybriovania a hlbSieho skima-
nia seba samych prostrednictvom identity toho druhého. Zavf3il to ich posled-
ny spolo¢ny projekt s ndzvom Milenci/The Lovers (1988), ked' sa po dlhom a kon-
templativnom putovani z opaénych koncov Cinskeho mara (obr. €. 3) stretli, na-
posledy si podali ruky a navZdy sa rozisli ako umelci aj ako partneri. Ulay sa po-
stupne z umeleckej scény stiahol, zomrel v roku 2020.

METAMORFOZY FOTOGRAFIE 25



Obr. ¢. 3: Marina Abramovic a Ulay, The Lovers, (1988), fotograficky zdznam performance

Obr. ¢. 4: Marina Abramovic, The Artists is Present, (2010), fotograficky zéznam performance

Abramovi¢ nadalej pokracuje v hibokej sebaanalyze ako aj analyze medziludske;j
komunikacie napr. v performance s nazvom Umelec je pritomny/The Artists is
Present (2010), v ktorej kazdy der sedela na stolicke v galérii od otvorenia az do
zaverecnej a navstevnici si mohli sadnut oproti nej na lubovolny ¢as, bez slov
skimat a zrkadlit vlastné vnutro vzdjomnymi pohladmi do o¢i, ¢im dochadzalo
k vyplavovaniu réznych emécii od smiechu az k slzam (obr. €. 4). Medzi Gcastnik-
mi sa objavil po dlhych rokoch aj Ulay, ¢o bolo velmi dojemné a eSte viac to pre-
hibilo vyznam ich vztahu ako aj rozchodu.

Obr. ¢ 5: Nan Goldin, Nan and Brian in bed, N.Y.C, z cyklu The Ballad of Sexual Dependency, (1983)
Obr. ¢ 6: Nan Goldin, Nan one month after being battered, N.Y.C,, z cyklu The Ballad of Sexual Dependency, (1984)

Pre Nan Goldin ,je fotografia Zivotom a Zivot fotografiou”, ¢im sa toto médium
stava autobiografickou extenziou jej bytia. Dokumentuje vSetky udalosti vo svo-
jom Zivote bez rozdielu, akoby ani neexistovala hranica medzi spustou fotoa-
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paratu a Goldinovej dusevnym a fy-
zickym svetom. Niektori autori insce-
nuju zazitky zo svojich Zivotov, avsak
ona ich snima in medias res, Uprim-
ne, dokonca ,bezocivo” konfrontuje
samu seba s odcudzenim a realitou,
ktora je nie vidy prijemna. Priamo-
Ciaro fotografuje svoje duSevné ale
aj fyzické jazvy z nevydareného mile-
neckého vztahu v sérii s nazvom Ba-
lada o sexualnej zavislosti/The Bal-
lad of Sexual Dependency (1980),
a my sme, Ci chceme alebo nie, spo-
lu s fiou svedkami toho, o fotografia
dokaze najlepsie, a to, byt tak Sialene
Uprimna (obr. ¢. 5).

Obr. ¢. 7: Ana Mendieta, Untitled (Glass on Body Imprints),
(1972), fotograficky zaznam akcie

Odkryva pred nami svet osobnych dram, ako aj zrod a zanik vztahov, ktoré su ka-
tarzné. Fotografia sa stava riadkami jej najosobnejSieho dennika, akoby uz nic¢
viac nemalo byt, podobne ako je tomu u Woodmanovej. Goldinova je zaroven
romanticka vo vizualnom intimnom vykresleni svojej zavislosti a zranitelnosti.
Aviak napétie jej zadberov ndm brani skiznut do pohodlia, ¢o je najbolestnejsie
zobrazené v zabere s nazvom Nan jeden mesiac po bitke/Nan one month after
being battered (1984) (obr. €. 6). Pre Ambramovi¢ a Goldinovu je v3ak ich tvorba
vysostne existencionalna, nakolko Ziju to, ¢o predvadzaju/fotografuju a naopak.
Svojou tvorbou autenticky dokumentuju svoje najblizSie vztahy a fotografiu ne-
chavaju kreslit ich pribehy. Podobne bytostne vnimala fotografiu aj Francesca

Obr. ¢ 8: Anna Daucikovd, Vichova dotykom, (1996), fotograficky zaznam akcie
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Woodman, ktora pracovala prevaZzne so svojim telom a identitou, ako aj s témou
vztahu cez absenciu k tomu druhému, hoci paralely v interpretacii vztahov a spo-

loenského nasilia m6Zzeme najst aj u dalSich autoriek ako napr. Ana Mendieta
¢i Anna Daucikova (obr. ¢. 7 a 8).

Obr. ¢. 9: Francesca Woodman, From Eel Series, Venice, Italy, 1978
Obr. ¢ 10: Francesca Woodman, | could no longer play | could not play by instinct, Providence, 1977

Woodmanovej ,chybajlica bytost” je zastipena konotaciami na rbézne falické
symboly (obr. €.9) ¢i symboly nasilia evokujuceho konecnost a smrt (obr. €. 10).
A prave ono existencialne osamotenie, nenaplnenie, nepochopenie vo vztahu
a nemoznost komunikacie Usti do zufalstva a konca Woodmanovej bytia, po-
dobne ako je tomu u spisovatelky Virginie Woolfovej. Fotografia sa tu teda sta-
va svedkom dokumentujacim postupny zanik. Daldim autorom, pre ktorého
sa stala fotografia cestou vyjadrenia zufalstva zo stavu ¢i rozpadu Uzkych ro-
dinnych vztahov je Richard Billingham, ktory obdivuhodnym sp6sobom v kni-
he s nazvom Rayov smiech/Ray's a Laugh (1993-1996) odkryva tie najbolavejSie
miesta vlastnej rodinnej dramy, ked dlhodobo fotografuje svojho otca v krutych
a drasticky autentickych scénach rozpadu jeho osobnosti vplyvom alkoholizmu
(obr. €. 11 a 12). Tu by sme mohli najst vizualnu i tematickd paralelu s Nan Gol-
din Ci Jessicou Dimmock a jej sériou The Ninth Floor (2006). Billingham zaroven
vykresluje smutny svet svojej potetovanej mamy, ktorej existencia sa scvrkla do
chronického a az chorobného zhromazdovania a zbierania réznych miniatdr-
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nych predmetov, skladania tisicov puzzle, ¢i jej lasky k mackam, ako jedinej moz-

nej formy Uniku z tazivej reality.

Obr. ¢ 11 a 12: Richard Billingham, Untitled, z knihy Ray’s a Laugh, (1993-1996)

Témou s podobne trpkou prichutou sa zaobera aj Anna Fox, ktora v sérii Skrin-
ky mojej matky a slovd mdjho otca/My mother’s cupboards and my father’s
words (1999) vyabstrahovala rodinnd dramu do formy zatisi (obr. €.13), ktoré sa
stali nositelmi a personifikaciou vztahovych problémov. Dokonca ndm ani nechy-
ba pohlad do tvare hlavnych protagonistov rodinnej dramy, dramou samotnou
sa stavaju predmety samy o sebe a ich funkcia v nefungujudcom vztahu.

Obr. ¢ 13: Anna Fox, z cyklu My mother “s cupboards and my father “s word, (1999)
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V tychto maloformatovych diptychoch kombinuje fotografie s kratkymi texta-
mi, ktoré odkazuju na jej traumatické spomienky zo Zivota s rodi¢mi. Autorka
dava do kontrastu nervové vybuchy a nadavky svojho chorého otca, ktory svoju
frustraciu nasmeroval voci Zenam v ich rodine, s prehnane usporiadanymi polic-
kami svojej mamy. Uz samotna krehkost materialu, akou je porcelan, kladie do
jednej roviny otazku rodinnych tradicii, ktoré sa dedia generaciami a tému do-
maceho ndasilia. Ale nie je to len krehkost porcelanu, ktord nami v tychto dipty-
choch otriasa. Vulgarizmy su tu autorkou davané na rovnaku Uroven aku ocaka-
vame pri deSifrovani nehy.

Silnu sociologickd sémantiku do svojich klu€ovych sérii podla mna vlozili najma
Dita Pepe, Jana Hojstricova i Silvia Saparova. Pre Ditu Pepe v jej sérii Autopor-
tréty s muzmi/Selfportraits with men (1999-2008), ako sama priznava, bola za-
kladnou inSpiraciou jej osobna tuzba zistit, preco sa jej vztahy s muzmi ¢i man-
Zelstva rozpadaju. Samu seba inscenuje do mnohych moznych variant manze-
liek a partneriek roznych muzov, pricom skima fyziologické, ale i psychologic-
ké zmeny na sebe samej, a to formou vyrazného inscenovania (obr. €. 14 a 15).
MnoZstvom variant tak vytvara mozné, sice neexistujlce svety vztahov, pricom
tato poloha sociologického portrétu je ismevng, ale i vazna zaroven. NUti totiz
aj nas samych, aby sme sa zamysleli nad tym, ¢o by bolo v nasich Zivotoch ing, Ci
by sme boli inymi a ako by vyzerali naSe vztahy, ak by sme sa rozhodli pre inych

partnerov.

Obr. ¢. 14 a 15: Dita Pepe, z cyklu Selfportraits with men, (1999-2008)
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Dite Pepe sebe samej teda kladie otdzku, aké by to bolo, keby bola v danej Zivot-
nej situacii s konkrétnym muzom/partnerom, ale zaroven konstatuje aj mieru
prispdsobovania sa tomu druhému vo vztahu, v tomto pripade takmer Gplnym
kopirovanim, ¢i preberanim Zivotného Stylu a zvykov partnera. Je urcite zaujima-
vé predstavovat si rézne mozné varianty nasich Zivotov, mozné r6zne konce na-
Sich ciest pri klu€ovych rozhodnutiach v Zivote.

Jana Hojstricova v sérii Unavena domacnost/Tired household (2012) vizualne
deéifruje vyprézdnenost’ vzt’ahov v domécnostiach unavenych zvykom ked uva-

,,,,,

Zo sociologického hladis-
ka je to stav, ktory nie je
novym, avsak to, ¢o sa
HojstriCovej v tejto sérii
podarilo je az zardzaju-
co pravdivé, krehko kruté
a asponf pre mfa osobne
desivé. Desivé preto, ze
odkryva naSu vzajomnu
[ahostajnost, no najma
silu zvyku, z ktorej sa [u-
dia menia na veci, ¢i skor

sa v nich stracaju a stava-
Obr. ¢. 16: Jana Hojstricova, z cyklu Tired household, (2012) ju sa akymisi mimikrami

vSednosti. Silvia Saparo-
va a jej séria Women in condition (2005-2007) poukazuje na vztahovl podmiene-
nost, ked do podmaniujucej spolocenskej roly umiestriuje muzov a Zeny Stylizuje
do osudovych femme fatale, ktoré zdanlivo drZia celt situaciu pod kontrolou, oni
su tymi, ktoré rozhoduju, ¢im Saparova narusa zauzivané spoloCenské stereoty-
py (obr. €. 17). Je to sice vyrazna inscenacia, o v Saparovej fotografiach dominu-
je, ale o to viac nam umoznuje uvedomit si, ako mdze vyzerat snaha byt vo vzta-
hu spolo¢ensky podmienenym.
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Dalim planom jej fotografii
je spytovanie statusu Zeny
v sucasnej spolocnosti, jej
premeny, kolisanie a zaro-
ven aj odtabuizovanie mno-
hych domacnosti. Hojstrico-
va a Saparova sa teda pre-
vazne dotykaju gendero-
vej otazky, spytuju uz dav-
no neistd a nestalu poziciu
»druhého pohlavia“ Simo-
ne de Beauvoir a nastavu-

ju tvrdé zrkadlo postaveniu
Obr. ¢. 17: Silvia Saparovd, z cyklu Women in condition, (2005-2007) Zien a muZov v spolo¢nosti.
V mojej tvorbe sa Castokrat tieZz zaoberam touto témou, pricom ma zaujima
skor otazka relativity vztahov. Vo fotografickej instalacii s nazvom Casu je malo
a voda stupa (2002-2003) spatne analyzujem rozpad manzelstva mojich rodicov,
avsak z pozicie dietata, teda sa vraciam do doby, ked sa ich vztah zacal rozpadat
TR T T *
Ve E.‘ 4

Obr. ¢ 18: Petra Cepkovd, Casu je mdlo a voda stipa, (2002-2003), fotodokumentdcia instaldcie
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Obr. ¢. 19 a 20: Petra Cepkovd, z cyklu Analgetikon/RiSa bezpohlavna, risa bezbolestna, (2006)

(obr. €. 18). Pracujem v nej s atributmi ako je voda, fotografia rodicov v posteli
v polohe ocakavania méjho navratu, dve zlaté rybky ako metafora tajného pria-
nia, ktoré su v3ak od seba neliprosne oddelené stenou akvaria a neustale do nej
narazaju v snahe dostat sa k sebe, autenticka zvukova nahravka z méjho detstva
a akysi ,chorobopis” v podobe sidneho rozhodnutia a definicie rozpadu manzel-
stva, toto vietko je umiestnené na nemocnicnej posteli.

V dal3ej sérii inscenovanych a retusovanych bezpohlavnych bytosti (opat mo-
jich rodinnych ¢lenov) s nazvom Analgetikon/RiSa bezpohlavna, risa bezbolestna
(2006) ma opat zaujala uz spominana relativita, teda, ¢o by bolo keby? Keby sme
boli bezpohlavni, bolo by naSe spoluZitie bezbolestné? Zaujala ma téma rodu ako
spolocenského konstruktu, pricom vytvdram androgynne bytosti, jednu identitu,
bezpohlavnu a nedefinovatelnt (obr. €. 19 a 20). Je vObec mozné najst liek alebo
aspon analgetikum na utiSenie naSich bolesti?

13. komnata (2006-2009) je mojim dlhodobym konceptualnym a dokumentar-
nym projektom odkryvania tajnych miest vo vztahoch a spoluZiti réznych ludi
(obr. €. 21 a 22). Prave tu si pred okolitym svetom odkladédme a strazime nase
najosobnejSie a Casto aj najcitlivejSie chvile, pocity a tajomstva.

Podobne dokumentarnym projektom s ndzvom Seeing Europe Through the
Strangers Eyes/Cuentos-Stories-Pribehy (2009-2010) nadvazujem na predosly
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cyklus, i ked tu skér z pozicie voayeura v cudzej krajine (Spanielsko) prenikam
do réznorodych foriem rodin a partnerskych vztahov (obr. €. 23 a 24). Z osobnej
skusenosti fotografky poznam pocit, ked je fotografia, i ked mi€anliva, priamym
svedkom osobnych drdm a rozpadu vztahov.

Obr. ¢. 21 a 22: Petra Cepkovd, z cyklu 13. Komnata, (2006-2009)

Neda mi tu nespomenut sémantickd rovinu Bergmanovho slavneho filmu Mica-
nie (1963), ktory azda najtazivejSie zo vSetkych vykresluje stratu schopnosti vza-
jomnej komunikacie. Su slova, ktoré je niekedy lepSie ani nevyslovit, pretoze cas-
to odkryvaju dlhorocné nevyrieSené krivdy, pretozZe tak nardZame na nase osob-
né hranice. A niekedy na to, aby sme si vzajomne porozumeli, slova nestacia.

Mozno by to vyriesila snaha vlastna Cervantesovej postave Dona Quijota, teda
snaha dosiahnut nemozné, idealizmus Rytiera smutnej postavy dovedeny ad ab-
surdum. MoZzno by ten rozpor medzi skuto€nostou a ilziou, medzi idealizmom
a redlnym svetom bol menej bolavy.

Aké by to len bolo, dovidiet do stavov interpretujlcich subjektov, na ich hodno-
ty, presvedcenia, ciele. Dostojevskij povaZzoval Dona Quijota za najhlbSiu a najdo-
jemnejSiu knihu svetovej literatury: ,Je to zatial posledné a najvzne3enejsie slovo,
ku ktorému sa povzniesla [udska mysel, i najtrpkejsia irénia, akej kedy dal ¢lovek
vyraz. Ak by nastal koniec sveta a tam niekde v nezname by niekto poloZil ludom
otazku: ,Pochopili ste vobec zmysel vasho Zivota na zemi a ¢o o nom usudzuje-
te?', mohli by mu mic¢ky podat Dona Quijota“. Dostojevskému sa vSak podarilo
vyhmatnut z idey Dona Quijota a Myskina vieru v dobro a Stastie a tato viera ma
pomaéhat pretvarat ¢loveka. Clovek nedokaZe it v idedlnom svete, ale je potreb-
né z neho prinasat poznanie i do tohto, skuto¢ného. Dualizmus realizmu a idea-
lizmu spdsobuje sebarozorvanie a zdfalstvo rozumu, a dosiahnutie tejto jednoty
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sa javi ako nemozZné. Postavy Dona Quijota a Myskina sa ndm musia stat idedImi.
A to napriek tomu, Ze si uvedomujeme nemoznost ich predstav a ich sveta. Rov-
nako i nam sa javi nemozné byt krasnymi ludmi, no je Ziaduce sa o to v sprievode
tychto dvoch postav aspon pokusat.2 PretoZe inak sa nase zUfalstvo mozZe stat,
ako tvrdi Seren Kierkegaard, ,chorobou na smrt“. Ja si teda radSej ponecham td
don quijotovsku tuzbu a budem hladat (ne)existujicu krajinu.

Obr. ¢. 23 a 24: Petra Cepkovd, z cyklu Seeing Europe Through the Strangers Eyes/Cuentos-Stories-Pribehy, (2009-2010)
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Petra Cepkova/ sk

Photography as a witness of interpersonal relations
degradation or quixotic passion

Photography is a decision, as it is said in the subtitle of the book Védet vidénim
(Knowing by Seeing) by Michal Janata, who further writes, quote: “Photographer,
in the full sense of the word, is he who is fully aware of the extraordinary situa-
tion, in which he presses the shutter release or the one who submits to this fa-
tefulness because pressing the shutter release is a supremely dramatic decision.
Itis the full stop, punctum, after something that has been decided and also a be-
ginning of something new - a photograph.”

And despite this, photography is a reliable witness that moves between the re-
ality that it reveals us and the one it will never allow us to see. The topic of this
year's lecture was brought to me by the thought of a recently deceased eminent
film critic, publicist and translator Pavol Branka who said: “Life on its own is mea-
ningless.”, or more concretely, that “life doesn’t have a meaning, other than what
meaning a person puts into it.”

At first this nihilism shuddered me because it seems hopeless at first, but after
a while, we discover that on contrary there is an unbelievable amount of hope, si-
milarly to the likely number of parallel universes. This freedom and ability to cho-
ose makes us the originators of our own luck and fate. It's us alone, who chooses
and decides about the consequences of our actions.

The topic of my contribution will probably always be one of the key topics of art,
as it concerns everyday life and our mutual connections. Of course, it is a very
extensive topic offering an uncountable number of contexts, multivocal planes
and variants. Nonetheless, | will try to briefly present my stand on it. This is an
attitude, that resonates within me perhaps since | became aware of the unique-
ness of this magical and powerful medium. It is exactly because of the authentici-
ty that photography is capable of, that may sometimes be too truthful and cruel.
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Among the authors that have systematically engaged in this topic belong Marina
Abramovi¢ and Ulay, Nan Goldin, Francesca Woodman, Richard Billingham, Anna
Fox, Dita Pepe, Jana Hojstricova, Silvia Saparova and me.

We could add many more authors to these, but the length of my contribution does
not allow that. And there is a chance it would transport us to contexts of interper-
sonal relationship that are different both in visuals and content. From the work of
aforementioned authors | have only chosen a few cycles, where | want to pinpoint
the degradation of relationships (because of different reasons), absence of coexis-
tence but particularly staying in it, even when it can end in redemption in the form
of loneliness.

| consider the duo of artists Marina Abramovié¢ and Ulaya to be the key authors
in this context. Although they are exponents of action art and body art, with their
performances and happenings (pic. No. 1 and 2) they opened searing questions

about interpersonal and partner relationships, where photography was the recor-
ding device of these events.

Pic. No. 1: Marina Abramovic and Ulay, AAA-AAA, (1978), photo recording of a performance

Pic. No.2: Marina Abramovic¢ and Ulay, Imponderabilia, (1977), photo recording of a happening

They subjected their mutual partner relationship to bitter and harsh sociologi-
cal analysis and in the process, they often went beyond the bounds of their own
bodies, psyche, personal space or disturbed the deep-rooted social stereotypes.
Their lives, and especially their relationship, became a place and space of doubt
and further exploration of their own self through the identity of the other person.
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Pic. No. 3: Marina Abramovic¢ and Ulay, The Lovers, (1988), photo recording of the performance
Pic. No. 4: Marina Abramovic, The Artists is Present, (2010), photo recording of the performance

This was concluded in their last common project called The Lovers (1988). After
a long journey down the opposite ends of The Great Wall of China full of con-
templation (pic. No. 3) they met, shook their hands and parted ways forever as
both artists and partners. Ulay gradually retired from the artistic scene, he died
in the year 2020.

Abramovi¢ further continues in deep self-analysis as well as analysis of interper-
sonal communication for example in a performance called The Artist is Present
(2010). During this performance, she sat on a chair in a gallery from its opening
until closing and visitors could sit opposite her for as long as they wanted and
without words explore and mirror their own interior in looking into each other’s
eyes, which led to releasing different emotions from laughter to tears (pic. No.
4). Even Ulay appeared after long years amongst the visitors, which was very mo-
ving and gave further meaning to their relationship and break up.

For Nan Goldin “photography is life, and life is a photography”, which makes
this medium an autobiographical extension of her existence. She documents all
events in her life as if there didn't exist a boundary between a shutter and the
mental and physical world of Goldin.

Some authors arrange experiences from their life, but she records them in me-
dias res, honestly, even brazenly confronts herself with estrangement and reality
which is not always pleasant. She photographs straightforwardly her mental and
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also physical scars from her unsuccessful love affair in series named The Ballad
of Sexual Dependency (1980) and we are, if we want to or not, together with her
witnesses of what photography is best at, being so insanely honest (pic. No. 5).

Pic. No. 5: Nan Goldin, Nan and Brian in bed, N.Y.C, from the cycle The Ballad of Sexual Dependency, (1983)
Pic. No. 6: Nan Goldin, Nan one month after being battered, N.Y.C, from the cycle The Ballad of Sexual Dependen-
¢y, (1984)

She reveals us a world of personal dramas as well as birth and death of relati-
onships which are cathartic. Photography becomes the lines of her most personal
diary as if nothing else was ever to be, similarly to the work of Woodman. Goldin is
also romantic in the visual and intimate portrayal of her addiction and vulnerability.

However, the tension in her shots
does not allow us to fall into the sen-
se of comfort, which is most painful-
ly shown in a picture named Nan one
month after being battered (1984)
(pic. No. 6). For Abramovi¢ and Goldin,
their work was highly existential after
all, as they live what they perform/
photograph and vice versa. With their
work, they authentically document
their closest relationships and let the
photography draw their stories.

\ Similarly, Francesca Woodman con-
- sidered photography to be personal.

Pic. No. 7: Ana Mendiieta, Untitled (Glass on Body Imprints), .
(1972), photo recording of an action She mOStIy worked with her bOdy
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and identity as well as the topic of relationship through the absence to the other,
although we can find parallels in the interpretation of relationship and social vi-
olence also in the work of other authors such as Ana Mendieta or Ana Dauciko-
va (pic. No. 7 and 8).

Pic. No. 8: Anna Daucikovd, Education through touch, (1996), photo recording of an action

Woodman's “missing being” is represented by connotations of different phallic
symbols (pic. No. 9) or symbols of violence evoking finality and death (pic. No. 10).
And it is exactly the existential loneliness, unfulfillment, misunderstanding
in a relationship and inability to communicate that ends in despair and end of
Woodman's being, similarly as it is with the writer Virginia Woolf. Photography
here becomes a witness documenting a slow death.

Another author, for whom photography became a way to express despair from
the state or degradation of close family relationships, is Richard Billingham. In
the book Ray's a Laugh (1993-1996), he uncovers the most painful places of his
own family drama in a remarkable way, when he takes photos of his father in
cruel and drastically authentic scenes of degradation of his personality by alco-
hol (pic. No. 11 and 12) over a long period.

Here we could find a visual and topical parallel with Nan Goldin or Jessica Dim-
mock and her series The Ninth Floor (2006). Billingham also portrays the sad
world of her tattooed mother, whose existence shrank into chronic or even
pathological hoarding and collecting of different miniature objects, building
thousands of jigsaw puzzles or her love toward cats as the only possible form
of escape from oppressive reality.
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Pic. No. 9: Francesca Woodman, From Eel Series, Venice, Italy, 1978
Pic. No. 10: Francesca Woodman, I could no longer play | could not play by instinct, Providence, 1977

Anna Fox is occupied with a similarly bitter topic. In her series My mother”s cup-
boards and my father”s words (1999), she abstracted her family drama into a
form of still lives (pic. No. 13), which became carriers and personification of their
relationship problems. In the end, we do not miss the look into faces of the main
protagonists of this family drama as the objects themselves and their function in
a dysfunctional relationship become a drama on their own.

Pic. No. 11 and 12: Richard Billingham, Untitled, from the book Ray's a Laugh, (1993-1996)

In these small format diptychs, she combines photos with short texts, which re-
fer to her traumatic memories of her life with parents. The author puts into con-
trast the nervous outbursts and swears of her ill father, who aimed his frustra-
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Pic. No. 13: Anna Fox, from cycle My mother 's cupboards and my father “s word, (1999)

tion in life against the women in their family, with overly ordered shelves of her
mother. Even the fragility of the material such as porcelain gives the same wei-
ght to the question of family traditions that are inherited by generations and the
topic of domestic violence. But it is not only the fragility of the porcelain which
moves us in these diptychs. The author gives vulgarism the same attention as we
would expect in deciphering tenderness.

I think that mainly authors Dita Pepe, Jana Hojstricova or Silvia Saparova, put
strong sociological semantics in their key series. For Dita Pepe in her series Sel-
fportraits with men (1999-2008), as she admits herself, the main inspiration was
her personal desire to find out why her relationships with men or marriages de-
grade. She arranges herself into many possible variations of wives and partners
of different men, while she explores physiological and psychological changes in
herself in a form of strong arrangement (pic. No. 14 and 15).

Through many variations, she creates possible and even non-existent worlds of
relationships while this position of a sociological portrait is both amusing and se-
rious at the same time. It forces us to think about what would change in our li-
ves or how different we would be and how our relationships would look like if we
chose different partners.
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Pic. No. 14 and 15: Dita Pepe, from cycle Self-portraits with men, (1999-2008)

Dita Pepe asks herself a question, what it would be like if she was in a given si-
tuation in life and with a concrete man/partner, but also observes the extent of
adapting to the other person in the relationship and this case by almost utter co-
pying or assuming lifestyle and habits of the partner. It is interesting to imagi-
ne different variations of our lives, possible different ends of our journeys at key
decisions in life.

Jana HojstriCova in her

L

series Tired household
(2012) visually deciphers
the emptiness of our rela-
tionships in households ti-
red by habits, when she
contemplates this frequ-
ent phenomenon and ob-
serves reasons why men
abandon women (pic. No.
16). From sociological
standpoint it is a condi-
tion that is not new, no-

netheless, what Hojstri-

¢ova managed to do in  pic po, 76: Jana Hojstricovd, from cycle Tired household, (2012)
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this series is startlingly truthful, fragilely cruel and at least for me terrifying. Ter-
rifying because it uncovers our mutual disinterest, and even more so the stren-
gth of a habit, which turns people into things, or rather they disappear in them
and become mimicry of ordinariness.

Silvia Saparova and her series Women in condition (2005-2007) points out the
relationship conditionality when she situates men into subjugating social roles
and stylizes women into femme fatale, which seem to have the whole situation
under control and are the ones who decide. This way Saparova disrupts deep-ro-
oted social stereotypes (pic. No. 17). Despite being a strong arrangement, which
dominates Saparova photos, it allows us to realise how an effort to be socially
conditioned in the relationship looks like.

Another plan of her photos
is to question the status
of a woman in today's so-
ciety, it's changing, fluctu-
ations as well as detaboo-
ing many households. And
so Hojstricova and Saparo-
va touch the gender issu-
es and they question the
long-term uncertain and
volatile position of “the se-
cond gender” of Simone de
Beauvoir and hold a mirror
up to the status of women

and men in society.

Pic. No. 17: Silvia Saparovd, from cycle Women in condition, (2005-2007)

In my work, | often deal with this topic too, while | am more interested in the qu-
estion of relativity of relationships. In photography installation with name Time
is running out and the water is rising (2002-2003) | retrospectively analyse the
degradation of the marriage of my parents but from the perspective of a child,
so | am returning to the time when their relationship started to degrade (pic. No.
18). I am working here with attributes such as water, photo of my parents in bed

METAMORFOZY FOTOGRAFIE 45|



in a position awaiting my return, two goldfish, as a metaphor of a secret wish,
which are mercilessly divided by the wall of the aquarium and ceaselessly hit the
wall in the effort to be together, authentic audio recording from my childhood

Pic. No. 18: Petra Cepkovd, Time is running out and water is rising, (2002-2003), photodocumentary of an installation

and a kind of medical history record in form of judicial decision and definition of
the degradation of the marriage, and this is all situated on a hospital bed.

In another series of arranged and retouched sexless beings (again my family
members) named Analgesicon/Realm of sexless, realm of painless (2006), | have
again been interested in already mentioned relativity. What if? If we were sexless
would the living together be painless? | was interested in the topic of gender as
a social construct, while | am creating androgynous beings, one identity, sexless
and undefinable (pic. No. 19 and 20). Is it actually possible to find a cure or at le-
ast analgesics to soothe our pains?

13th Chamber (2006-2009) is my long term conceptual and documentary project
of unveiling secret places in our relationships and coexistence of different peop-
le (pic. No. 21 and 22). Just in these places we hide and protect our most personal
and often most sensitive moments, feelings and secrets from the outer world.
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Pic. No. 19 and 20: Petra Cepkovd from cycles Analgesicon/Realm of sexless, realm of painless

With similarly documentary project named Seeing Europe Through the Stran-
gers Eyes/Cuentos-Stories-Pribehy (2009-2010) | pick up the threads of the for-
mer cycle, even though in this one | am in a position of a voyeur in a foreign co-
untry (Spain), | intrude into different forms of families and partner relationships
(pic. No. 23 and 24). From personal experience of a photographer, | know the fe-
eling when a photo even though it's silent can be a direct witness of personal
dramas and degradation of relationships.

Pic. No. 21 and 22: Petra Cepkovd, from cycle 13th Chamber, (2006-2009)
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Pic. No. 23 and 24: Petra Cepkovd, from cycle Seeing Europe Through the Strangers Eyes/Cuentos-Stories-Pribehy,
(2009-2010)

| can't but mention a semantic plane of Bergman’'s famous movie The Silence
(1963), that may be the most oppressively portrays the loss of the ability of mu-
tual communication. Some words are sometimes better left unsaid because they
uncover grievance unresolved for many years because that is how we hit our
personal boundaries. And sometimes to understand each other, words are not
enough.

Maybe this would be solved by an effort typical of Cervantes'’s character Don Qu-
ixote, that is an effort to do the impossible, idealism of The Knight of the sad co-
untenance taken ad absurdum. Maybe then the contradiction between reality
and illusion, between idealism and the real world would be less painful.

How it would be to see the states of interpreting subjects, their values, convicti-
ons and goals. Dostojevskij considered Don Quijote the deepest and most tou-
ching book of world literature:

“It is still the final and the greatest expression of human thought, the most bitter
irony that a human is capable of expressing; and if the world came to an end and
people were asked somewhere there: ‘Well, did you understand anything about
your life on earth and draw any conclusion from it?" a person could silently hand
over Don Quixote.”
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Dovstojevskij however, managed to take the idea from Don Quixote and Myskin
of the faith in good and happiness and this faith helps to remake a human. A hu-
man can't live in an ideal world, but it is important to take the knowledge from it
to this world, the real one. The dualism of realism and idealism causes self-tear
and despair of reason, and achieving this unity seems impossible. Characters of
Don Quixote and My3kin must become our ideals although we realise the impos-
sibility of their notion and their world. In the same way, it seems impossible for
us to be beautiful people, but it is desirable at least to try2 with the help of the-
se characters. Because otherwise, our despair can become as Sgren Kierkegaard
called it, “Sickness unto death”. So | will rather keep the quixotic desire and look
for the (non)existent land.
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Erika Szoke / sk

Nadychnut sa svet(l)a
K vystave Aire libre Eriky Sz8ke
text: Pavol Szaz, spisovatel

,Strom orecha.... Prebehla nim bodavd bolest. Vyzrel mimovolne oblokom. Zdhrada bola
zdevastovand, ale stary orech stdl na mieste, tazkopddne vrzgajiic a Sumiac vo vetre.”

Tieto vety mladého Thomasa Manna zachytavaju moment stretnutia jeho naj-
zahadnejSej postavy, Tonia Krogera s orechom, stromom, ktory patril k vzneSe-
nym zjavom jeho detstva a ktory uvidi po tolkych rokoch z okna rodného domu
(premeneného za ten ¢as na kniznicu). Rovnomenna poviedka je pribehom tohto
stromu, popretkdvanym cervenou nitkou. Orech ako symbol kaleidoskopicky
men/ svoje vyznamy. Prispdsobuje sa ¢asu, zmenam a okolnostiam, poveternost-
nym podmienkam. Orech vie, odkial vietor fuka. S jeho formou, korunou, vfzga-
nim zdiela mlady Tonio svoju samotu. Stava sa predmetom jeho prvého basnic-
kého rozjimania. Podotykam, podobne je to aj v pripade mladého Orlanda, po-
stavy rovnomenného romanu Virginie Woolfovej, len sa jedna o dub na konci za-
hrady panstva. Pravda, na rozdiel od Tonia Krégera (a beznych [udi) Orlando Zije
o niekolko storoci viac, a tak basen o dube, ktoru zacal pisat vo svojej mladosti v
XVI. storo€i a rozvijal dalej, dokon¢i az v zrelom veku, ked sa doZije vydania ro-
manu v sucasnosti (1928). Aj ked by sme nasli vela rozdielov medzi tymito dvomi
dielami, d6lezitejSie je, Ze okrem stromu na konci zahrady maju spolo¢né aj otaz-
ky o vztahu umenia a Zivota, jedinca a umenia, umelca a spolo¢nosti.

Asi eSte nikto nenapisal monografiu na tému vztahu umelca a stromu v zahra-
de, ale uzZ iba tieto dva literarne priklady vzbudzuju dojem, Ze by téma bola vdac-
na a som presvedceny, Ze by aSpirovala na popredné miesto v rebricku titulov
a v akademickom kariérnom raste. Velmi by som si Zelal, keby takato monogra-
fia skoncila konstataciou, Ze umelca robi umelcom strom na konci zahrady, pre-
toZze by to znamenalo, Ze tato pravda plati aj opacne. Kazdy, kto ma strom na
konci zahrady, mdze byt umelcom. Bez ohladu na toto recesne vystredné tvrde-
nie treba vyzdvihnut, Ze strom na konci zahrady je pre Eriku Sz6ke jedinecnym
materidlom pre dielo, vynimoZnym objektom pre umelecky pocin.
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Najnovsie diela Eriky Sz6ke, ktora vie vzdy prekvapit svojim experimentalnym
pristupom a neustalym hladanim novych spdsobov tradi¢nej fototechniky, pre-
kracuju hranice média k performativnemu. Orech, ktory bol v predchadzajdcich
dielach objektom na fotografiach (napr. Inmensa luz, Odraz vychadzajiceho sin-
ka), sa stava partnerom v performanciach. V Styroch vystavenych videach su do-
kumentované akty a procesy, pri ktorych telo vytvara vztah so vzduchom.
Vzduch je zakladna Zivotna podmienka pre kazdého Zivocicha. Dynamika prudu
vetra, jeho pohyb, dotyk, i iny vplyv spojeny s telom sa stava zamerom umelec-
kého vyskumu prostrednictvom predmetu a objektu.

Konare stuzkou priviazané k prstom vo videu Juhovychodny vietor posuvaju
hranice tela prostrednictvom stromu, umoznuju vnimat vietor, prud vzduchu cez
ich pohyb. Akoby prsty skusSali rolu orechov, ktoré prave v tomto obdobi padaju,
ako to aj pocujeme na videu spolu s vizganim konarov. Obraz, ktory sa priviaza-
nim stuziek vytvori, je priam scénicky: ponuka metaforu marionety a stavia otaz-
ku, ¢i ma telo ,pod palcom” pohyb vetra, alebo je len Cirou babkou v jeho ,ru-

Juhovychodny vietor, video 7~ 31", foto z videa, 2020

kach”. Vietor a vanok hybu konarmi a telom, a na rozdiel od tradi¢nej marione-
tovej metafory stelesfiuju ndhodu a nahodilost, namiesto podriadenia sa vy3sej
vOli (teda osudu).
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Podobnu nahodu sa snazi zmapovat performancia zachytena na videu Na jed-
nej vine. Orech sa tu akoby naozaj stal anténou, sprostredkovatelom vetra
a vzduchu. Pomocou jednoduchej elektrickej maSiny (starej vojenskej morze-
ovky) a vedenia (alobalu) sa dotykom vetra (teda vodiacich povrchov) elektricky
obvod uzatvara. Prddenim vzduchu, pohybom konara a dotykom nastava pru-
denie elektriny. Opat ide o skusenost tela prepojenu vetrom: aj zaobalené telo
sa totiz stava vodi¢om, elek-
trické prudenie performerka
aj zaciti. Nahodnost pohybu
vanku a jeho elektrické do-
tyky tento fyzikdlno--ludsky
pokus premiefia na akustic-
ké vnemy. Akoby prostred-
nictvom zvukovej signaliza-
cie zaznamenal rec vetra. Ak
vSak vietor dokaze prehovo-
rit, mdze mat vzduch aj jazyk.
Zaujimavym  postproduk¢-
nym dielom performancie je
~preklad” zvukovych signalov
z videa na zaklade Morzeovej
abecedy. Nahoda tu vlastne
generuje nové dielo, desifro-
vanie by sa totiz dalo pouZit  Najednejvine IV, foto z dierkovej kamery, 2020

ako akusticku basen.

Metafora marionety sa objavuje aj vo videu Cvicenie rodi€ov s detmi. Telo umel-
ca je vSak stuzkami prepojené s rodi¢mi: musi sa prispésobovat pohybom mat-
ky pred sebou, aj otca za sebou. Vietor odhali aj tie najmensie nepresnosti. Per-
formanciu in3pirovali jednak staré diapozitivy, ktoré mali ilustrovat starostlivost
o zdravie v rodine - a na druhej strane opat zahrada: tvarovanie a vedenie vini-
ce. V tomto pripade sa vedenie (rodi¢mi) uskuto¢ni cez stuzky, akoby tento Zivy
obraz, toto cvienie vytvaralo metaforu o tom, ako sme zavisli od svojich rodi-
Cov, ako kopirujeme ich pohyby, ako sa snazime vykompenzovat ich chyby a vy-
kryt stratu rovnovahy. Spojenie stuzkami, konkrétne vedenie sa na dvoch post-
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produkénych obrazoch stava vodivym. Obraz zachyteny vo videu Sz&ke vylepta-
la na plosny spoj, ktory napojila na elektrinu, a tak exponovala ako kirlianovu fo-
tografiu.

Video Kukla zachytava odliSnu skusenost tela so vzduchom, kedZe tu nejde
o pohyb a dotyk, ale o vysusujuci vplyv vetra. Performerkino telo je totiz zakryté
Ciernym cestom, ktorého elasticky povrch vysiSanim postupne tvrdne a stdva sa
krehkym. Tento proces je dokumentovany v realnom case, divak méze sledovat
najmensie detaily tejto zmeny, ktoru by sa vizualne inak nedalo vnimat.

Vyschynajuci povrch sa zacina trhat, prvé Skary sa objavuju vdaka performerkin-
mu dychaniu, malym pohybom sa zacina rozlamovat. Povrch cesta sa susi roz-

Cvicenie rodicov s detmi, video 3~ 06", foto z videa, 2020

dielne nie iba kvobli vplyvu vzduchu, ale aj tela: zavisi od velkosti povrchu doty-
ku, od tepla a vlhkosti pokoZky. Cesto vlastne vytvara akoby alternativnu pokoz-
ku, akési ochranné puzdro pre telo, ktoré postupnému rozhybaniu musi odolat,
akoby posuvalo vlastné hranice, a nakoniec sa oslobodilo od vlastnej uzavretos-
ti a nehybnosti. Ako uz nazov naznacuje, video modeluje zrodenie, alebo skér
prerod tela, oslobodenie od malatnosti a pasivity akéhosi nehybného sna. Kuk-
la asociuje telesnu premenu a prerod motyla, prechod do Zivla vzduchu, slobo-
du letu, a zaroven Zivot vydany napospas vetru. Nahoda je priatelom umenia, ku
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Cvicenie rodicov s detmi I, vyleptany plosny spoj a led svetld, 2020

koncu videa sa totiz motyl na okamih aj naozaj objavi.

Popri novom smerovani tvorby, sa Erika Sz6ke vracia k svojim zdrojom (zahra-
da), témam (rodina), objektom (telo), materidlom (cesto), technikdm (fotogra-
fia). A zaroven - ako o tom svedci cyklus Reanimacie - meni svoj pohlad. Sz6ke
svojim umenim vzdy zuZitkuje to, €o ju obklopuje, nanovo nazera na predmety
a javy kazdodennosti. Zahrada pri dome je zase nevycerpatelnym zdrojom,
akymsi laboratoriom Zivotnych procesov, kolobehu zrodu a zaniku. Tieto pro-
cesy zivota sleduje umelkyfa nednavnym zaujmom, rada vyuZziva Zivé materialy.
PresnejSie, materialy, v ktorych proces zmeny, Zivota prebiehaju alebo prebehli,
ako vyschnuté cesto alebo list stromu. Kym fotografiou sa snazi zachytit prcha-
vé, zvelnit stav veci, ktory sa vdaka neodvratnym procesom Zivota, zaniku a ska-
zy stale meni. Ci uz ide o mftveho sokola na poli, zbytky paradajkovych krickov zo
zahrady alebo vyschnuté sinecnice. Tie, podla jej slov, ¢irou nahodou stihla od-
fotit v poslednej chvili: kombajnista musel byt pred Zatvou zaskoceny, ked dostal
odpoved na otazku, ¢o tam ona s tym svojim hebedom robi. Hebedo: rozumej
kontextuélne, 3pecialna camera obscura. Ci dichadlo.
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Kukla, digitdlna fotografia, 2020 Kukla, video 20”26, foto z videa, 2020
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Ddchadlo, viastnorucne vyrobend dierkovd kamera (2), 2020

1755”7 VYTRHNUTE PARADAIKY 610" MRTVY SOKOL
exponované pomocou duchadla, 2020 exponované pomocou duchadla, 2020
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Tento prapodivny objekt na stojane, dichadlo premenené na dierkovu kameru,
sa snazi pretavit proces dychania do obrazu. Exponovanie fotografie zodpove-
da ,nadychu” a ,vydychu” ddchadla, a tento odklon meni aj zachyteny obraz. Na-
miesto bezného zrkadlového obrazu statického exponovania skresluje pomery
a priestor sa na fotografii akoby zakrivoval. K deformovaniu fotografie ,,dychoveé-
ho" exponovania napomaha aj rozdielnost rozptylu svetla: obraz prepalenim po-
stupne bledne k ohnisku.

Nahoda umelkyni nepomaha len pri zachyteni pravého momentu, ale aj pri vy-
tvoreni konecného vysledku experimentu. Toto skreslenie, zakrivenie priestoru
spbsobuje zvlastne efekty, cez sInecnicové pole akoby presvitalo sInko, vyschnu-
ta slivka sa meni na horiaci ker, a v strede kopy vytrhnutych paradajok sa objavi
Kristova tvar podobnou ndhodou ako sa (aspori podla bulvarnych sprav) objavu-
je v Skvrnach na kuchynskom sporaku alebo v zafarbeni koStiala kapusty. V stre-
de obrazu vytrhnutych krickov paradajok sa vSak objavuje aj zvlaStne zrkadlenie
celku a tvar ramcovand odrazom zavesu sa stava vyobrazenim vera iconu (odtla-
Cok Kristovej tvare na zavoji), akoby vytvarala alternativu pre tradi¢nd tému sak-
ralneho umenia.

Dych je aktivita, ktorou nas vzduch oZivuje a ktora nas sprevadza cely Zivot. Na-
dychnutym cerstvym vzduchom akoby sme prijimali maly kus sveta, podobne,
ako pohladom na ten kustik, ktory nas obklopuje. Fotografie cyklu Reanimacie
akoby zachytavali tento akt Zivota, nadychnutie sveta a svetla ako z Cerstvého
vzduchu, z aire libre. Toto slovné spojenie je aj umeleckym pojmom, Spanielskou
verziou ,en plein air", &ize vonku, v prirode, na vzduchu. CiZe na slobode, ,libre”
totiz znamena predovsetkym slobodu, ktora sa s tymto Ziviom spaja. Fotografie
akoby zvecnili nadychnutie sveta svetlom, kym Styri videa performancii prostred-
nictvom skudsenosti tela - rozSirovanim hranic jeho pohybu, timocenim pohybu
vetra do inych vnemov, spdtanim a odpdtanim jeho pohybov, nddychom a vykiz-
nutim zo skltucenosti - oslobodzujucu silu vzduchu ¢&i vetra.

Vystavny projekt Aire libre bol prezentovany online na socidlnych sietach, kto-

ry bol realizovany s finan¢nou podporou Fondu na podporu kultdry narodnost-
nych mensin.
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Erika Szoke / sk

Inhaling the light/world
For the exhibition Aire libre of ErikaSzéke
text: Pavol Szaz, writer

“The walnut-tree ... A piercing sadness quivered through him. He looked sidewise through
the window. The garden lay waste, but the old walnut-tree stood in its place, heavily
creaking and rustling in the wind.”

These sentences of the young Thomas Mann capture the moment of meeting
of his most mysterious character, Tonia Krogerwith a walnut tree, a tree that
belonged to the noble sights of his childhood and which he saw after so many
years from the window of his native home (transformed by then into a library).
The short story of the same name is a story of this tree, interlaced with a red
thread.The walnut tree, as a symbol, changes kaleidoscopically its meanings. It
adapts to time, changes and circumstances, weather conditions. The walnut tree
knows where the wind blows from.Young Tonia shares his loneliness with the
tree’s form, treetop, creaking.It becomes the subject of his first poetic contem-
plation. Just a remark, its similarto the case of the young Orlando, the character
of Virginia Woolf's novel of the same name, concerning an oak at the end of his
manor’s garden. It's true that unlike ToniaKréger (and common people) Orlando
lives a few centuries longer, and so the poem about the oak he starts writing in
his youth in the 16" century and develops later, he finishes as an adult when
he lives to see the novel published at present (1928). Even we could find many
differences between these two writings, it is more important that except for the
tree at the end of the garden they have in common the questions about the rela-
tion between art and life, individual and art, artist and society.

Probably nobody has written yet a monography about the topic of the artist's
relationship with a tree in the garden, but already these two literary examples
make an impression that the topic would be a rewarding one and | am convinced
that it would aspire to the top positions in the chart of titles and academic carrier
growth. | would like to see that such monography ends with a statement that a
tree at the end of the garden makes an artist an artist because then this truth
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would be valid the other way round, too. Everyone with a tree at the end of the
garden can be an artist. Regardless of this jokingly eccentric claim, it is necessary
to point out that for ErikaSz8kethe tree at the end of the garden is a unique ma-
terial for her work, an extraordinaryobject of her artistic activity.

The newest work of ErikaSz8ke, who can always surprise by her experimental
approach and permanent seeking of new methods of a traditional photographic
technique, cross the boundaries of the media towards performative. The wal-
nuttree, which was in the previous works object of photography(e.g./nmensa luz,
Reflection of the rising sun), becomes a partner in performances. In four exhibited

videos, there are documented nudes and processes in which the body creates
a relationship with air.

Air is the main life condition for every living being. The dynamics of the wind flow,
its movement, touch or other influence connected with the body becomes an
intention of the artistic research through item and object.

Branches tied to fingers by a ribbon in the video Southeast wind shift the body's

boundaries through the tree and enable perceiving the wind and airflow through
their movement. As if the fingers were trying the role of nuts that are falling in
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this time of the year, as we can also hear in the video together withcreaking of
branches. The image created by tying the ribbons is almost scenic: it offers a met-
aphor of a marionette and poses the question of whether the body controls the
wind’s movement or whether it is only a mere puppet in its “hands”. Wind and
breeze move the branches
and the body and in contrast
with a traditional marionette
metaphor, they embody co-
incidence and randomness
instead of subordination to
higher will (that is fate).

The video On the same wave
tries to map a similar coinci-
dence. Walnuttree becomes a
real aerial there, an interme-
diary of wind and air. Using a
simple electric machine (an
old military telegraph) and
conductor (tinfoil) an electric

circuit is closed by touch of the wind (or conductive surfaces). Electric current
begins by a flow of the air, movement of the branch and contact. Again, there is
an experience of the body interconnected with the wind: even the wrapped body
becomes a conductor, the performer feels the electric current, too. The random-
ness of the breeze's movement and its electric touches transform this physical-
human experiment into acoustic perception. As if the speech of wind was record-
ed through audio signals. But if the wind can speak, the air can have a tongue,
too. “Translation” of the audio signals from the video based on Morse code is
an interesting postproduction work of this performance. Coincidence generated
a new piece of work; deciphered messagecould be used as an audio poem.

The metaphor ofthe marionette appears also in the videoParents doing exercise

with children. The body of the artist is interconnected with parents by ribbons: she
must adapt to the movements of the mother in front of her and alsothe father
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behind her. Wind reveals even the smallest inaccuracies. The performance was
inspired by old diapositives that should illustrate health care within a family -
and on the other hand, a garden: shaping and guiding of a vineyard. In this case,
the guidance (of parents) happens through ribbons, as if this live image, this ex-
ercise created a metaphor about our dependence on our parents, how we copy
their movements, how we try to compensate for their mistakes and block out the
balance loss. Connection through ribbons, becomes conductive on two postpro-
duction images. Image captured in the video, Sz6keetched into a printed circuit

and connected to electricity. Thus she exposed Kirlian photography.

Video Cocoon captures a different experience of a body with air as it is not about
movement and touch but the drying effect of the wind. The performer’s body is
covered in black dough. Its elastic surface gradually hardens and becomes more
fragile as the effect of drying out.This process is documented in real time, the
viewer can watch the tiniest changes that couldn’t be otherwise visually per-
ceived.

The drying surface starts to tear, cracks are appearing due to the performer’s
breathing, it starts to break because of these slight movements. The surface of the
dough is drying differentlynot only due to the effect of the air but also because
of the body: it depends on the size of the contact surface, warmth and humid-
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ity of the skin. The dough actually creates as though an alternative skin, a certain

protective case for the body that must resist the advancing movement of the
body, as though pushing its own boundaries and finally breaks free from its own
confinedness and immobility. As the title evokes, the video models the birth,
or rather transformation of the body, liberation from lethargy and passivity of
a certain immobile dream. The cocoon associates a physical transformation and
metamorphosis of a butterfly, transition to the element of air, freedom of flight,
and at the same time to the life left at the mercy of the wind. Coincidence is the
friend of art, at the end of the video a butterfly really appears for a moment.

Apart from the new artistic tendency, Erika Sz6kereturns to her sources (garden),
topics (family), objects (body), materials (dough), techniques (photography). And
simultaneously - as her cycle, Reanimations shows- she changes her view.
Sz8ke,in her art, always uses what surrounds her, looking at objects and rou-
tine phenomena anew.The garden at the house is again an inexhaustible source,
a certain laboratory of life processes, the cycle of birth and death. She watches
these life processes with her tireless interest, she likes to use live material. More
exactly, material, in which a process of life transformation is taking place or has
already happened, like the dried-out dough or leaf. While by photography, she
tends to capture the elusive, to immortalize the status quo, which permanently

63 |



changes due to the inevitable processesof life, death and destruction. Whether it
is a dead falcon in the field, rests of tomato bushes from the garden or dried-out
sunflowers. Those, according to the artist's words, by coincidence managed to
photograph at the last moment: a combine operator had to be surprised before
harvest when he got the answer to the question of what she is doing there with
that monstrosity. Monstrosity: understood in this contextis a special camera ob-
scura or bellows.

This strange item on a stand, bellows transformed into a pinhole camera, triesto
convert the process of breathing into an image. Exposure of a photograph rep-
resents “inhalation” and “exhalation” of the bellows and this diversion changes
also the captured picture. Instead of a common mirror image of a static exposi-
tion, it distorts the proportions and space on the photo is as though bent. The
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deformity of the photograph of “breathing” exposure is also caused by the dif-
ference in light dispersion: the picture gradually fades towards the focus thanks
to overexposure.

Coincidence helps the artist not only capturing the right moment but also with
creation of the final result of the experiment. This distortion, bending of the
space, causes strange effects, as if the sun shone through the field of sunflow-
ers, the dried plumtree changes into a burning bush and in the pile of pulled out
tomato plants a face of Christ appears by the same coincidence as it appears
(at least according to sensational news) in stains on the kitchen cooker or in the
colouration of a cabbage core. In the middle of the picture of pulled out tomato
plants, there is also a strange mirroring of the whole and the face framed by
the reflection of a curtain becomes the representation of vera icona(an imprint
of Christ's face on a veil), as if she was creating an alternative to the traditional
topic of sacral art.

Breath is an activity through which the air revives us and it accompanies us
through our whole life.By inhaling fresh air as if we receive also a small part of
the world, like by looking at that small piece that surrounds us. Photos of the
cycle Reanimations capture this act of life, inhaling the world and light from the
fresh air, fromaire libre. This phrase is also an artistic concept, the Spanish ver-
sion of “en plein air”, that is outdoors, in nature, open air. In other words, being
free, “libre"means primarily freedom that relates to this element. As if the pic-
tures immortalized the inhaling the light by the world, meanwhile the four videos
of performances captured through the experience of the body - by expanding its
boundaries of movement, interpreting the wind’s movement into other percep-
tions, tying and untying its moves, inhaling and slipping out of depression - the
liberating energy of the wind or air.

The exhibition project Aire libre was presentedonline on social networks and
realized with the financial support of the Minority Culture Fund.
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Gabriella Héjja /be

Galerie Treppenhaus
Fotografické stretnutia v schodisti

Vyber nazvu nie je potrebné nijako
zvlast vysvetlovat, pretoZze nasa ga-
léria skuto¢ne nasla domov v jed-
nom schodisku. Na prvy pohlad sa
volba miesta méze zdat prekvapuju-
ca, pretoze schodisko v nas zvycajne
evokuje asociaciu Uzkych, tmavych
priestorov, miesta, kde neradi travi-
me viac ¢asu, ako je potrebné. Otaz-
ka sa teda zda byt opravneni, i je
také miesto vobec vhodné na pre-
zentaciu umeleckych vystav?

Predmetné schodisko v3ak nie je jednoduchym viednym schodiskom. Cisté Ii-
nie, otvorené priestory a obrovska presklena fasdda modernej budovy Medical
Valley Center v Erlangene robia toto miesto obzvlast atraktivnym. V budove sa
nachadzaju univerzitné institucie, mladé inovativne podniky, prednaskové saly,
kancelarie a laboratéria, a na prizemi kaviaren.

Budova bola otvorena v roku 2003, vedenie si vSak coskoro uvedomilo, Ze tu sta-
le nieCo chyba... Velkoryso rieSené, impozantné schodisko, ktoré spaja tri po-
schodia budovy v spolo¢nom vzduSnom priestore, akoby zivalo prazdnotou.

O niekolko rokov neskdr sme s kolegom prave hladali vhodné miesto na usporia-
danie vystav, ked sme uvideli toto nadherné schodisko. Rozhodnutie nenecha-
lo na seba dlho ¢akat, a par mesiacov po tomto stretnuti sme prvou vernisazou
mohli zahajit prevadzku galérie.

Myslim si, Ze vystavné priestory maju nielen obycajnt funkénd dlohu, ale vy-
tvaraju aj urcity ramec pre vystavy a vystavené diela. Tymto spdsobom niekto-
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ré priestory moézu byt schopné - ¢i uz v pozitivnom alebo negativnom zmysle
- ovplyvnit, doplhat, posilnit, pripadne oslabit dojmy navitevnikov z prezentova-
nych diel.

Ak sa k otazke postavime z tohto pohladu, méZzeme povedat, Ze toto Specialne scho-
diste s neobvykle otvorenym priestorovym usporiadanim a elegantnym prostredim
- ak aj nie prave konvencnym -, moZno stale povaZovat za miesto, ktoré poskytuje
pre umelecké diela ddstojny ramec.

Ako vystavovatel, s vlastnymi malbami mam tiez pravidelne skdsenosti, akym odlis-
nym sp&sobom mdZze to isté vytvarné dielo fungovat vo vystavnych sieflach réznych
Stylov a €asto so Specialnymi vlastnostami. Vystavny priestor navySe nie je len pre-
zentacnou, ale v kazdom pripade aj komunikacnou platformou, ktora méze poskyt-
nut prileZitost pre Sirokd Skalu najrozlicnejSich stretnuti a interakcii. Ved interakcie
nevznikaju len medzi umelcom a divakom, ale napriklad aj medzi samotnymi die-
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lami, respektive medzi dielami a ich prostredim. Preto sa pri planovani vystav Cas-

to stava, Ze obrazy, ktoré sa maju vystavit, a prezenta¢nu formu, akou sa maju vy-
stavit, vyberame s vystavovatelmi s prihliadnutim na Specifika schodiskovej galérie.
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Na troch podlaZziach budovy mame moznost prezentovat umelecké diela na plo-
che asi 500 metrov Stvorcovych, a to vo vnutornych priestoroch, ktoré su vdaka
obrovskym oknam, za sinecnych dni zaliate prirodzenym svetlom. Tato neusta-
le sa meniaca hra svetla, ktord samozrejme zavisi od daného denného ¢asu, roc-
ného obdobia, ako aj od pocasia, v kombinacii so systémom osvetlenia galérie
umoznuje vytvarat vzruSujlce svetelné situacie.

Specialne vlastnosti miesta mdZu podnietit vytvaranie jedine¢nych a kreativnych
rieSeni. Napriklad, pretoZze mame pomerne malo - v galériach prakticky nevy-
hnutnych - stenovych povrchov, ktoré mozno pouzit na prezentaciu obrazov,
v pripade potreby pouZivame na uzavretie / zUZenie priestoru alebo na zvyraz-
nenie urcitych obrazov alebo sérii obrazov mobilné ohrady a pozadia. Priestor

tak md&Zeme - prispésobujlc sa charakteru vystavovaného vytvarného materia-
lu a velkosti vystavovanych diel - trochu tvarovat, a jeho efekt prispdsobit danym
poziadavkam.

Aj z moznych nevyhod alebo nedostatkov je mozné v urcitych pripadoch vytvo-
rit vyhodné situacie. Obzvlast vzruSujuco pdsobia napriklad velké diela, ktoré sa
bez pozadia akoby vznasali v priestore.

Galéria bola otvorena v novembri 2006 vystavou Lajosa Keresztesa, madarské-
ho fotografa Zijuceho v Norimbergu. Odvtedy sme tu usporiadali viac ako 60 vy-
stav, v rdmci ktorych mali prileZitost predstavit svoje diela SirSiemu publiku stov-
ky umelcov, ktori vacsinou pdsobia a tvoria v regidne. Ale v nasej galérii svoje die-
la predstavilo uz aj mnoho zahrani¢nych umelcov, mali sme vystavovatelov na-
priklad z Franclzska, Ruska, Argentiny a Madarska.
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Za poslednych 15 rokov sme tu okrem individualnych prezentacii zorganizova-

li aj niekolko kolektivnych vystav. Vdaka priestrannym priestorom je nasa galé-
ria vyslovene vhodna aj pre inStalovanie vacsich kolektivnych vystav. Od zaciatku
sme kladli velky déraz na komunikaciu a spolupracu s inymi kultdrnymi institd-
ciami. Takto sme v priebehu uplynulych rokov realizovali spolo¢né vystavné pro-
jekty okrem inych aj s odborom kultiry mesta Erlangen, s miestnym ZdruZenim
umelcov, s Nemecko-Franclzskym instititom alebo s Nemeckou fotografickou
spolo¢nostou (DGPh).

Fotografia hra v naSom portféliu kiu€ovu Ulohu, nasimi pravidelne prezentova-
nymi fotografickymi vystavami by sme chceli propagovat fotografiu ako umelec-
ky vyjadrovaci prostriedok. Zaroven je pre nas velmi délezité predstavit Siroku
Skalu fotografickych technik. Patria sem prace vyhotovené klasickymi analégovy-
mi alebo starymi archaickymi postupmi, ako aj digitalne fotografie a najmoder-
nejSie pocitacové simulacie virtualneho sveta.

Vyberom vystavovatelov a zostavenim vystavného programu sa snazime pred-
stavit nasSim navstevnikom rézne oblasti fotografie, od dokumentarnej fotogra-
fie, cez fotografiu budov alebo krajinnu fotografiu, az po experimentalne a kon-
ceptudlne diela. V naSom programe vystav sa striedaju znami i menej znami
umelci, zacinajuce mladé talenty a umelecké kolektivy.
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Daldim déleZitym aspektom pri
vybere vystavovatelov a zosta-
vovani vystavnych materialov je
to, aby diela okrem Cistého este-
tického zazitku sprostredkovali
myslienkovost, originalitu, moz-
no nejaké posolstvo, rozprava-
li zaujimavé pribehy alebo do-
kazali vyvolat u divakov emdcie.

Kladieme velky d6raz na naro¢nu prezentdciu, ktora zahffia nielen vyber Stylu a sp6-
sobu zardmovania, ale aj kvalitné a narocné prevedenie vystaveného diela (Ci uz ide
o manudlne vyhotovenu analégovu alebo digitalnu fotografiu). Posledné menované
povazujem nielen za ddleZité, ale aj za nevyhnutné v kontexte fotografickych vystav.

Propagovat fotografiu a presadzovat jej SirSie uznanie sa snazime nielen prostred-
nictvom individualnych a kolektivnych vystav fotografov a umelcov, ale aj organizo-
vanim a uskutoc¢fiovanim fotografickych sutazi.

Fotografie vystavené v naSej galérii je moZné nielen prezerat, ale je mozné ich po-
Cas vystav aj zakupit. Snad niet vacSej chvaly a uznania pre umelca, ako ked'si jeho
dielo niekto kupi.

Dovolte mi eSte poslednd poznamku pred ukoncenim prednasky. Aktualna epide-
miologicka situdcia, bohuZial, ma dosah aj na chod nasej galérie. Tieto riadky som pi-
sala s urcitou davkou nostalgie, pretoze uz vySe roka nemdZeme realizovat nové vy-
stavy v schodiskovej galérii. Ale pozeram sa do buducnosti s nadejou, dalSie vysta-
vy a stretnutia sU uZ pripravené na Start, a hned ako sa naskytne prilezZitost, bude-
me v naSej praci pokracovat.

Galerie Treppenhaus
HenkestrafRRe 91

91052 Erlangen
www.galerie-treppenhaus.de
info@galerie-treppenhaus.de
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Gabriella Héjja /e

For the international conference “About photographic art “
Galerie Treppenhaus - Photographic meetings in the staircase

It is not particularly necessary to explain
the title choice because our gallery
really found its home in a staircase. At
first sight, this choice of the place may
seem surprising, because a staircase
usually evokes associations of narrow,
dark spaces, places where we don't like
to spend more time than necessary.
The question of whether such a place
is suitable for the presentation of art
exhibitions seems to be justified.

The staircase in question is not a simple, ordinary one. The pure lines, open
spaces and huge glass facade of the modern building of Medical Valley Centre
in Erlangen make this place particularly attractive. In this building, there are
university institutions, young innovative companies, lecture theatres, offices and
laboratories and a café on the ground floor.

The building was opened in 2003 and the owner soon realized that something is
missing here... There was a generous, impressive staircase that connected three
floors of the building into a common airy space, like a gaping emptiness.

A few years later, my colleague and | were just looking for a suitable place to
mount an exposition, when we saw this beautiful staircase. It didn't take us
long to and a few months after this meeting we started the gallery by our first
vernissage.

I think that the exhibition space has not only a functional task, but it also cre-
ates a certain framework for exhibitions and displayed works. In this way, some
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spaces can positively or negatively influence, complete, strengthen or weaken
the visitor's impression of the exhibited works.

=

’ m"m!lllllllllll""

If we take a stand on this question from this point of view, we can say that this
special staircase with an unusual open arrangement and stylish ambience -
though not exactly conventional - can be considered a place that offers a decent
framework for artwork.

As an exhibitor, | have regular experience with my paintings and how differently
the same piece of art can function in exhibition halls of different styles and often
with specific features. Moreover, an exhibition place is not the only presentation
but definitely also a communication platform that can provide an opportunity
for a wide range of different meetings and interactions. After all, interactions do
not arise only between an artist and viewer but also between the works as such
or between the works and their environment. Therefore, it often happens when
planning an exhibition that we choose the paintings to be displayed and the
presentation form with the exhibitor considering the specifics of the staircase
gallery.
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On three floors of the building, we can exhibit artworks in the area of about 500
square meters of inner space that is thanks to the great windows suffused with
natural sunlight. This constantly changing play of light that certainly depends on
the part of the day, season as well as weather, combined with gallery lighting

system enables the creation of exciting situations.

-

The special features of the place can encourage the creation of unique and crea-
tive solutions. For example, as we have relatively little - in galleries essential
- wall surfaces that can be used for picture presentation, if necessary, we use
mobile fences or backgrounds to close/narrow a certain space or to emphasize
specific pictures or picture series. Thus we can shape the space to adapt to the
character of the exposited art material or their size adjusting the space and its
effect to the given requirements.

Sometimes it is possible to create advantageous situations even from disadvan-
tages. Especially exciting are for example the big works that give an impression
as if they were floating in the space without any background.

The gallery was opened in November of 2006 with the exhibition of Lajos Keresz-
tes, a Hungarian photographer living in Nuremberg. Since then, we have organ-
ized more than 60 expositions, where hundreds of artists mostly creating and
living in the region had the opportunity to present their work to a wider public.
But also many foreign artists have already presented their work in our gallery,
we had exhibitors from for example France, Russia, Argentina and Hungary.

In the last 15 years, we have organized a few collective exhibitions too. Thanks
to the spacious place, our gallery is utterly suitable for the installation of big-
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ger collective exhibitions. From the beginning, we emphasized the importance
of communication and cooperation with other cultural institutions. And so, in
the course of the last years, we have arranged common exhibition projects with
the Department of Culture of City Erlangen, local Association of Artists, German-
French Institution or German Photographic Company (DGPh) among others.

Photography plays a key role in our portfolio; we would like to promote pho-
tography as an artistic means of communication by our regularly presented
photographic exhibitions. At the same time, it is especially important for us to
introduce a wide range of photographic techniques. It concerns works made by
classical analogue or old archaic procedures, as well as digital photos and the
most modern computer simulations of the virtual world.

By careful choice of exhibitors and composition of the exhibition program, we
try to present different areas of photography to our visitors, from documen-
tary photography, through the photography of buildings or landscapes, to ex-
perimental and conceptual artworks. Known and less known artists, beginning
young talents and art collectives take turns in our exhibition program.
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Another important aspect when choosing our exhibitors and composing the
exhibited material is the fact whether the work, apart from the pure aesthetic
experience, provides ideas, originality, perhaps some message, tells interesting
stories or evokes emotions in viewers.

We put great emphasis on demanding presentation that includes not only a style
choice and type of framing but also high quality and exacting making of the ex-
hibited work (either manually made analogue or digital photograph). The last-
mentioned issue | consider to be not only important but also essential in the
context of photographic exhibitions.

We try to promote photography and support its wider acceptance not only
through individual and collective exhibitions of photographers and artists but
also through the organization and implementation of photographic competi-

tions.
Photos exhibited in our gallery can be seen as well as bought during the exhibi-

tion. Perhaps there is no bigger praise and appreciation for an artist than buying
his work.
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Let me have one last remark before the end of my speech. The current epide-
miologic situation unfortunately also influenced the functioning of our gallery.
| wrote these lines with a certain amount of nostalgia because it has already
been half a year that we cannot realize any new exhibitions in our staircase gal-
lery. But | try to look ahead with hope, next exhibitions and meetings have al-
ready been prepared at the starting line and as soon as we have an opportunity
we will continue in our work.

Galerie Treppenhaus
HenkestrafRRe 91

91052 Erlangen
www.galerie-treppenhaus.de
info@galerie-treppenhaus.de
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JindFich Streit /cz
TuzZba je zazrak

S velkou Uctou a pokorou som sa rozhodoval, ¢i sa mézem pokusit o zachytenie
“iného spdsobu Zivota”, ako toho tradicného. Na jednej strane som sa obaval,
aby som nepokracoval ako mnoho inych, v prvoplanové zachytenie, na druhej to
bola tuzba dotknut sa a priniest svedectvo o fudoch, ktori sa dostali na okraj spo-
lo€nosti. VSetko je o Case, ktory sme ochotni investovat do poznania prostredia,
ale hlavne medziludskych vztahov. Aby sme dokazali poodhalit tajomstvo Zivo-
ta, to uz nie je len otazka Casu, ale hlavne citovej angazovanosti .Dokumentujem
Zivot taky, aky je. Snazim sa prekracovat hranice osobného priestoru, ale vzhla-
dom na osoby, ktoré fotografujem. NeponiZujem, nedegradujem, nezosmiesfu-
jem. Aj k ¢loveku pod mostom pristupujem s Uctou a vaznostou, pretoze to su fu-
dia, ktorych obdivujem za to, €o su schopni prijat.

Bez vzajomnej dovery a empatie by nemohli vzniknut portréty fudi bez domova
v ich prirodzenom prostredi. Vcitenie a pochopenie, to su tie prostriedky, ktoré
uplatiiujem pri zachyteni pribehu ludi.

Nemam pravo a ani sa nesnazim posudzovat ich situaciu.

Pri fotografovani som poznal, ako silné individuality st ludia bez domova. Aj oni
maju svoje tuzby a zazraky.

Ponukali mi, Ze méZem byvat s nimi. Co si priat viac?

Jindrich Streit /cz

Desire is a miracle

With great respect and humility, | was deciding whether | can try to capture “a dif-
ferent lifestyle” other than the traditional one. On one hand, | was worried that
I would continue in superficial depiction, just likemany others before me. On the

other hand, there was a desire to touch and bear witness to people who ended
on the margins of society. Everything is about the time we are willing to invest in
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getting to know the environment and even more so interpersonal relationships.
Achieving to uncover the mystery of life is not just a matter of time, but especially
the matter of emotional engagement.

I document life as it is. | try to cross the boundaries of personal space but regard-
ing the people, | am photographing. | do not demean, degrade, nor mock at. | ap-
proach even the person under the bridge with respect and seriousness because
these are people who | admire, for what they are able to accept.

Portraits of homeless people in their natural environment couldn’t be created
without mutual trust and empathy. Empathy and understanding are the means
that | use when capturing people’s story.

| don't have the right, nor | try to judge their situation.

While photographing | discovered what strong individuals the homeless are.
They have their own desires and miracles, too.

They invited me to live with them. What more could | wish for?
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Jerzy Olek /pL
Slabé stranky kolosu

Fotografovaniu a sledovaniu jeho metamorfé6z
sa venujem uZ 60 rokov. Ako spisovatela ma
vZdy zaujimali jej r6zne podoby a najma typy
pojmov, ktoré sa na nu vztahovali. UZ viac ako
180 rokov sa fotografia zaraduje do mnohych -
Casto vzajomne sa vyluc€ujucich - kategérii a rodi
sa mnoho - tiez Casto vzajomne sa vylucujucich
- interpretacii. V obdobi od priekopnickej exis-
tencie fotogramov bez fotoaparatu az po post-
fotografiu sa hladiska a klasifikacie mnohokrat
zmenili. Jeden z najpresnejSich opisov fotogra-
fie predlozZil John Szarkowski, ktory navrhol dva
terminy, ktoré harmonicky koexistuju, a to zrka-

dlo (vztahujuce sa na sebareflexivnu fotografiu) a okno (na dokumentarnu foto-
grafiu). 18lo o mimoriadne vystizné uchopenie zakladnych aspektov elementar-
nej povahy mechanického obrazu.

Ako umelec, ktory sa venuje aj umeleckej kritike, som zaciatkom 70. rokov zaviedol
dvojurovriové delenie celej oblasti fotografie. Na vSeobecnejSej a zadkladnej Urov-
ni sa nachadzali fotograficky obraz sve-
ta a svet fotografického obrazu, zatial ¢o
na vyssej Urovni to boli: narativna fotogra-
fia, kreativna fotografia, fot-art a foto-
médium. Pre mnia fot-art (termin vytvore-
ny analogicky k pop-artu) zahffal tie vizu-
alne prejavy, ktoré kombinovali fotografiu
s inymi druhmi umenia. Na druhej strane,
fotomédium bolo inSpirované konceptua-
lizmom. Podstatou konceptualneho umenia bolo spopularizovanie problematiky

média. Za rozkvet tejto novej ideoldgie vdaci kultdra Marshallovi McLuhanovi. Jeho
slogan ,médium je sprava“ zmenil chapanie povahy fotografie a jej tloh.
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V réznych obdobiach som pre svoje vlastné Ucely reinterpretoval ndzory MclLu-
hana, Viléma Flussera alebo Jeana Baudrillarda a jeho teériu simulakier. Pre me-
didlnych teoretikov a filozofov boli obzvlast pritazlivé také otazky ako nastroj ako
spoluautor obrazu alebo posilnenie postavenia stroja a napokon to, ¢o nazyvam
sebavytvaranie médii.

Zijeme vo svete ilzii - réznych preludov, halucinicii a klamov, ktoré zdanlivo slu-
buju neobmedzené moznosti, ale v skuto€nosti nas uzatvaraju do labyrintu stale
vacsej zloZitosti. V televiznom a pocitatovom veku, ktorého vizudlnu krajinu vy-
tvara mnohovrstvova fotosféra neustale rozSirujlca svoju mozaikovu Strukturu,
je prakticky nemoZzné uchopit vSetok jej obrazovy material. Kazdopadne nie vset-
ky ,strojovo vytvorené obrazy” si zaslUzia rovnakl pozornost.

Ti, ktorych pristup k jazyku fotografie je sofistikovanejsi, tvrdia, Ze priemerné fo-
tografie, ktorych existuju miliény, s nudné, pretoZze ludia nevidia, Ze len stlaca-

ju tlacidlo, a to si nevyzaduje premyslanie. Navy3e, napriek zaplave fotografii by
sa sotva dal vytvorit taky vystizny a jasny celok, akym bola slavna vystava Lud-
ska Rodina (The Family of Man) z roku 1955. UZ na nas nepd&sobia tak silno ako
kedysi.

Fotografia nie je vzdy medziludskym spojenim. Od polovice 20. storocia nabrala
fotografickd pohroma na intenzite. Jej nezadrzatelnému rastu napomahaju digi-
talne fotoaparaty, ktoré podporuju bezmyslienkovité cvakanie. Tento proces zin-
tenzivnili mobilné telefény vybavené fotoaparatmi a videokamerami. Odetial bol
uz len krok k zavislosti zvanej ,selfie”. Myslim, Ze skér si nikto neuvedomoval roz-
sah nasho narcizmu. Obrovsku potrebu neustale sa fotit, byt vZdy a vSade v stre-
de zaberu.
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.Zivot je doZivotie,” povedal Tehching Hsieh z Taiwanu, ktory sa v rokoch 1980-
1981 podrobil discipline dochadzkovych hodin, ktoré zaznamenavaju pracovny
€as zamestnancov na roznych pracoviskach. Obleceny v montérkach si oznaco-
val dochadzkovu kartu na svojom sukromnom stroji kazdd hodinu pocas celé-
ho roka. Sestnastmilimetrovd kamera ho fotografovala 24-krat denne presne
v okamihu, ked' si dieroval svoju kartu. Za cely rok sa pred objektivom neobja-
vil iba 133-krét (z 8 760), pretoZe zaspal alebo meskal. Vysledkom je viac ako
8 500 portrétnych fotografii a 6-minutovy film, kde kazdy den trva len jednu se-
kundu. Vysledna dokumentacia tejto vy-
nimocnej akcie jasne poukazuje na roz-
por medzi vnimanim prirodzene preZiva-
ného ¢asu a socialnou konstrukciou ho-
dinového Casu.

Zijeme v dobe skladatiek, ktoré sa daju
kedykolvek rozlozit, ¢im sa znici predtym
zostaveny celok. Materiadlu na stavanie a
buranie je nedrekom. Fotografické zrno,
raster tlaceného obrazu, linie televizne-

ho obrazu, kocky Lega, skladacky a pixe-
ly nas elegantne vyzyvaju k hre na stavanie, ktora okamzite naznacuje pohodInu
deStrukciu. Zrkadlia kultdru narativov, ktoré rozoberaju existujlce narativy, ¢o
vedie k vytvaraniu metanarativnych efemér. Vysledkom je, Ze pribehy sa mnozia
a navzajom vylucuju, spochybriujic to, €o predtym samy vyvolali.

Reflexia sprevadzajuca fotografiu sa menila v zavislosti od kontextu, v ktorom
bola posudzovana. Za roky stabilnej existencie tohto atraktivheho vynalezu na
spolocenskej scéne sa jej druhy a spdsoby pouZzitia znasobili. Rozsirila sa aj Skala
nazorov na fu, Casto extrémnych. Na jednej strane su ti, ktori jeho potencial pod-
cenuju, na druhej strane je velmi vela tych, ktori ho precenuju. A zatial je fotogra-
fia tym, ¢im je, a nechce byt ni¢im inym. Ti, ktori maximalizuju jej potencial, hovo-
ria, Ze jedna fotografia je viac ako tisic slov, zatial ¢o ti, ktori diskredituju jej infor-
macnu silu, zdéraznuju, Ze Ziadna fotografia nie je Uplnou informaciou, pretoze
neodpovedd na vetky zakladné otazky (t. j.: kto?, Co?, kedy?, ako?, preco?, kde?).
Takato jednoducha operacia staci na odhalenie jej bezmocnosti.
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Skala pristupov a interpretécii v kultdre je rovnako $iroka ako samotna fotogra-
fia v celej Skale jej vyuZzitia. Podla rozSireného nazoru je vo fotografii vSetko do-
volené a v3etko je mozné. Preto by sa dalo usudzovat, Ze je schopna uspokojit
vSetky ludské komunikacné potreby. Krasna téza, hoci jej potvrdenie sa ukazu-
je ako velmi pochybné. O ¢om teda hovori fotografia? Zdanlivo o svete. V skutoc¢-
nosti o sebe.

Vilém Flusser definoval fotografiu ako obraz vytvoreny fotoaparatom, ktory po-
zoruje svet. Pozorovana situdacia vSak zavisi od pozorovatela, preto neméze byt
objektivna. V tomto procese dochadza k akémusi splnomocneniu zaznamenava-
juceho fotoaparatu.

Fotografia sa bez-

trestne zmenila na '“-T;rr-nm.l JERTY ony
. . . . M2 LW e

nastroj falSovania.

. SE MR
Opakovania a na- FOT - MEDHA-

. e ART
podobeniny sU na
dennom poriad- L -

ku. UmoZnuje to
internet,  grafické
programy, pocitace
a skenery. Prevlada
uzitok, doéveryhod-
nost bola zatlacena
do Uzadia. V sucas-

nosti sa zda, ze za-

kladné jadro fotografie je odtrhnuté od reality. OkamZité Sirenie obrazov na sie-
ti, obrazov nachadzajucich sa medzi konkrétnym a imaginarnym, funguje ako
perpetuum mobile, v ktorom sa reprezentacie donekonecna objavuju a miznd.
A tak sa na ne zvac3a zabuda. Nastastie.

Titulok: 37-41: Tehching Hsieh, Doing Time, 1980-1981; biennale w Wenecji, 2017, fot. Jerzy Olek
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Jerzy Olek /pL

The Weaknesses of the Colossus

| have been involved with photography and
watching its metamorphoses for 60 vyears.
As a writer, | have always been interested in
its various forms and especially in the types of
terms that have been applied to it. For over 180
years, photography has been placed in many—
often mutually exclusive—categories, and born
many—also often mutually exclusive—interpre-
tations. In the period from the pioneering exist-
ence of camera-less photograms to post-pho-
tography, points of view and classifications have
changed many times. One of the most accurate

descriptions of photography was put forward by
John Szarkowski, who proposed two terms that harmoniously coexist, namely mir-
ror (referring to self-reflective photography) and window (to documentary pho-
tography). It was an exceptionally apt grasp of the basic aspects of the elementary

nature of the mechanical image.

As an artist involved also in art criticism,
| introduced in the early 1970s a two-level
division of the whole field of photography.
On the more general and basic level there
were the photographic image of the
world and the world of the photographic
image, while the higher, more level includ-
ed: narrative photography, creative pho-
tography, fot-art and photo-medium.
For me, fot-art (the term formed in analogy to pop-art) embraced those visual

expressions which combined photography with other branches of art. Photo-me-
dium, on the other hand, was inspired by conceptualism. The merit of conceptual
art was to popularise the problem of the medium. Culture owes the flowering of
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this new ideology to Marshall McLuhan. His slogan “the medium is the message”
changed the understanding of the nature of photography and its tasks.

At various times | have reinterpreted for my own purposes the views of McLuhan,
Vilém Flusser or Jean Baudrillard and his theory of simulacra. Particularly attrac-
tive for media theorists and philosophers were such issues by as the tool as the
co-author of the image or the empowerment of the machine, and finally what | call
the self-creation of media.

We live in a world of illusions—various phantasms, hallucinations and delusions
which, apparently promising unlimited possibilities, in fat close us in a labyrinth
of ever increasing complexity. In the television and computer age, whose visual
landscape is created by the multilayered photosphere constantly expanding its
mosaic structure, it is practically impossible to grasp all its iconographic material.
Anyway, not all “machine-made pictures” deserve equal attention.

Those, whose approach to the language of photography is more sophisticated,
maintain that average pictures, existing in millions, are boring because people do
not see, they just press the button, and that does not require thinking. What is
more, despite the flood of photographs, one could hardly form a whole as elo-
quent and clear as the famous exhibition The Family Of Man from 1955. They no
longer affect us as powerfully as they did formerly.

Photography is not always an interpersonal link. Since mid-20t™ c., the photograph-
ic cataclysm has gained momentum. Its unstoppable growth is facilitated by digital
cameras, which encourage mindless snapping. This process has been intensified
by mobile phones equipped with photo and film cameras. From there, there was
only a step to the addiction called “selfie”. | don't think that earlier anyone realised
the scale of our narcissism. The overwhelming need to constantly click photos of
ourselves, to be always and everywhere in the centre of the frame.
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“Life is a life sentence,” said Tehching Hsieh from Taiwan, who in 1980-1981 sub-
jected himself to the discipline of a punch clock, such as records the worktime of
employees in various workplaces. Dressed in overalls, the artist punched his pri-
vate machine every hour for an entire year. A 16mm camera photographed him
24 times a day at the exact moment he punched his card. During the whole year,
he failed to appear in front of the lens only 133 times (out of possible 8,760) due
to oversleeping or being late. The result of the performance is more than 8,500
portrait photographs and a 6-minute film, where each day lasts only one second.
The resulting documentation of this ex-
traordinary action clearly demonstrates
the discrepancy between the perception
of naturally experienced time and the so-
cial construction of clock time.

We live in the age of jigsaw puzzles,
which can be disassembled at any time,
destroying the previously assembled
whole. There is an abundance of mate-
rial for construction and breaking down.
The photographic grain, the raster of a

printed image, the television lines, Lego

bricks, jigsaw puzzles and pixels gracefully invite us to play a game of construc-
tion immediately suggesting a convenient destruction. They mirror the culture
of narratives that dismantle existing narratives, which leads to the creation of
metanarrative ephemera. As a result, stories multiply and exclude one another,
calling into question what they themselves have previously called into existence.

The reflection accompanying photography changed depending on the context in
which it was considered. Over the years of the stable existence of this attractive
invention on the social scene, its types and the uses have multiplied. The range
of opinions about it, often extreme, has also widened. On the one hand, there
are those who underestimate its potential, while on the other, there are very
many of those who overestimate it. Meanwhile, photography is what it is, and
it does not want to be anything else. Those who maximise its potential say that
one photograph is more than a thousand words, while those who discredit its
informational power emphasise that no photograph is complete information be-
cause it does not answer all the basic questions (i.e.: who?, what?, when?, how?,
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why?, where?). A simple operation like that is enough to expose its powerless-
ness.

The range of approaches and interpretations existing in culture is as wide as
photography itself in the full range of its uses. A popular opinion has it that in
photography everything is allowed and everything is possible. Therefore, one
might deduce that it is able to satisfy all human communication needs. A beauti-
ful thesis, although its confirmation turns out to be highly dubious. So what does
photography speak about? Ostensibly—about the world. Actually—about itself.

Vilém Flusser defined the photograph as an image made by the camera observ-
ing the world. However, the observed situation depends on the observer, so it
cannot be objective. In the process, a kind of empowerment of the recording
camera takes place.

Photography  has

turned with impu- FOTOORARA smry o0

i ] WEOIFL e, L -
nity into a tool for
forgery. Repetitions FOTO-MEDmA-

and imitations are
the order of the -
day. This is facili- 2l — e
tated by the Inter-
net, graphic pro-
grammes, comput-
ers and scanners.
Utility dominates;
credibility has been
pushed into the

background. Currently, the essential core of photography seems disconnected
from reality. The instantaneous dissemination of images on the net, images situ-
ated between the concrete and the imaginary, works like a perpetuum mobile
in which the representations endlessly appear and disappear. And so they are
largely forgotten. Fortunately.

Transl. by Anna Rojkowska

Caption:
37-41: Tehching Hsieh, Doing Time, 1980-1981; biennale w Wenecji, 2017, fot. Jerzy Olek
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Marcin Ryczek /pL

Som polsky fotograf Zijuci v Krakove. Specializujem sa najmé& na minimalisticku
a symbolicku fotografiu. Vo svojej praci, pouzivam geometriu a symboly. Hlav-
ny princip, ktorého sa vo svojej fotografii drzim je predpoklad minimalnej formy
a maximalneho obsahu.

Téma harmonie je jedna z délezitych tém v mojej praci. Harménia, rovnovaha zi-
vota, chapana v SirSom zmysle. Jednou z najddleZitejSich stranok tejto témy je
vztah medzi clovekom a prirodou, ktory sa ¢asto objavuje v mojich fotografiach
a inStalaciach. Tato téma je viac-dimenzionalna, vztahuje sa na slobodu, duchov-
nost a vztahy ¢loveka s prirodou. Harmonia je tiez formou, obsahom a procesom

tvorenia mojich fotografii.

Les

V procese tvorenia mojich diel sU najddlezitejSie dve Stadia - vSimanie si a ¢aka-
nie. VSimanie si je intenzivne pozorovanie reality, hladanie nieCoho Specidlneho
a zaujimavého na zdanlivo beZnych miestach. Cakanie, na druhej strane, je hla-
danie spravneho momentu, v ktorom sa da zachytit jedinec¢na atmosféra vybra-
ného miesta a moment, v ktorom sa stane nieco, ¢o by ma zaujalo.

Zvyknem zartovat, Ze moje dobrodruzstvo s fotografiou zacalo, ked som mal 4-5

rokov.:) V osemdesiatych rokoch sa mojmu otcovi podarilo ziskat Polaroid. Bo-
huZzial sa mu vSak nepodarilo ziskat film, kedZe ten bolo vtedy tazké alebo prilis
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drahé kupit niekde v Pewexe (na Slovensku Tuzex). Tak mi moji rodicia dali tento
velky Cierny zbyto¢ny fotoaparat na hranie. Zvykol som chodit von a hrat sa, Ze
fotim. Stale si pamatam na zvuk uzavierky. Psycholégovia tvrdia, Ze obdobie do
Siestich rokov Zivota je dolezitym obdobim pre vyvoj ¢loveka. Tak moZno uz vte-
dy vo mne Polaroid bez filmu vzbudil lasku k fotografii. :)

Neskor, ked som mal dvadsat rokov, spojil som fotografiu s cestovanim. Bol som
vtedy po dlhd dobu fascinovany portrétovou fotografiou. To, ako rec tela, vyra-
zy tvare a svetlo oci fotografovanych ludi odraza to, €o sa deje v ich dusi. Je to za-
ujimavy druh fotografie, ktory vyZzaduje psychologické zru¢nosti, aby ste oslovili
niekoho za Ucelom vytiahnut z neho pravdu. Pri takomto druhu fotografie musi
Clovek na sebe pracovat, byt empaticky, aby mu ludia, ktorych fotografuje verili.
AvSak mojou prvou minimalisticko-symbolickou fotografiou - pretoZe tomu sa
venujem teraz - bola fotografia s nazvom ,Spojené Staty indické”, ktord som od-
fotil pred 11 rokmi v Indii. Obraz meditujuceho Sadhu na €erveno-bielych scho-
doch veducich ku Gange, ktoré vyzeraju ako vlajka Spojenych Statov, mi trochu
ukazal to, €o by som chcel robit. Fotografiu, ktora je mnohoznacna, metaforicka
a odkazuje na mnohé symboly a zaroven svojou formou na geometriu a minima-
lizmus. Tuto fotografiu nasledovali fotografie ,Emigracia - Spojené Staty Zeme”,
ktoré spolu s fotografiou ,Spojené Staty indické” tvoria triptych.

Svoju fotografiu nazyvam minimalisticko-symbolickou napriek tomu, Ze je to vel-
mi Uzky termin. Je zaujimavé, Ze som pozyvany na festivaly pouli¢nej, cestov-
nej, umeleckej fotografie... a vyhol som sa zaradeniu do jedného zo Zanrov foto-
grafie. Kombinacia minimalizmu, symbolizmu a obsahu, ktory sa snazim vyjad-
rit - nie priamo ale metaforicky - je to, o Com je moja fotograficka tvorba.
Kontrast medzi svetlom a tmou je ddleZity pre moje fotografie, ale kazda z nich
ma svoj vlastny pribeh.

Napriklad fotografia ,Muz kfmiaci labute na snehu”, je velmi osobna a skutoc-
na fotografia. Odfotil som ju v Case, kedy som sa po mnoZstve tazkych a mnoz-
stve dobrych Zivotnych situdcif citil pokojne a vyrovnane. Mal som vela myslie-
nok o tom, Ze aj zdanlivo negativne zazitky mozu viest k nieComu dobrému. Hla-
dal som tento motiv rovnovahy v Krakove, kde momentalne byvam, na dennych
prechadzkach k rieke Visla. A podarilo sa mi vSimnut si toto miesto a potom situ-
aciu, ktora dovrsila tuto snimku.
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Tuto fotografiu som neodfotil preto, aby som zoZal Uspech alebo sa zaliecal
inym. Chcel som ju odfotit sam pre seba. Preto, aby som metaforicky vyzdvihol
ten moment vo svojom Zivote, v ktorom sa prave nachadzam, uzavrel jednu ka-
pitolu a zacal novu. Myslim si, Ze tento fakt je mozZné vo fotografii citit, a preto
sa, okrem iného, zapacila ludom z r6znych Casti sveta. Je UZasné, Ze, ked som bol
v réznych krajinach ako Taiwan alebo Japonsko, neznamy ludia mi vraveli, Ze po-
znaju tato fotku. Toto je velmi prijemné.

Muz kfmiaci labute na snehu

Fotografia ,Z Sedej” mdze byt vysvetlovana ako cesta utecencov, emigrantov ute-
kajucich z miest zasiahnutych vojnou a chudobou, ako napriklad zo Syrie. Zaro-
ven to mbze byt obraz prelomenia istych hranic, bariér a vlastnych slabosti.

Niekedy mdéze byt aj Ziara odrazom smrti, prechodu na nezname miesto. Lu-
dia, ktori prekonali klinicki smrt, ¢asto rozprdvaju o zaZitkoch so Ziarou
alebo svetlom v tuneli, ako na fotografidch ,Prechod” alebo ,Neznamy“.

Temnota a Ziara mdZe tieZ byt vysvetlovana velmi jednoducho ako suboj medzi
dobrom a zlom, ako napriklad v pripade fotografie ,Bitka".

Ale, samozrejme, pre mna alebo pre toho, kto sa pozera na moje fotografie,
moZu predstavovat nieCo Uplne iné. A to je to, o som chcel dosiahnut - aby boli
moje fotografie mnohoznacné a nevnucovali jedno ocividné vysvetlenie.
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Vo fotografii sa snazim byt volny a pocuvat svoju intuiciu a emécie. Ked niekam
idem, snazim sa citit to miesto, spoznat ludi, ktori tam Ziju, ich kultdru a tradi-
cie. Potom, pomocou fotografie sa snazim ponorit do tohto miesta. Fotografia
je zavisla na charaktere miesta, mojej nalade a na tom, ¢o sa snazim vyjadrit.
Na miestach ako India a Taiwan je tazSie fotografovat Cierno-bielo, pretoze sinko,
vegetacia a rozmanitost farieb vas naladia na farebné videnie.:) Napriek tomu aj
tam sa mi podarilo urobit ¢ierno-biele fotografie ako ,Les" a ,Behanie”.

Niekedy k svojim fotografidm pridavam in&talacie, ktoré ich dopifaju. Nedavno,
ked som organizoval vystavu v Starej Bani (Stara Kopalnia) v Polsku, som pre fo-
tografiu ,HiroSima - Fénix povstavajlci z popola“ vytvoril Uzasnu inStalaciu po-
zostavajucu z 1000 origami Zeriavov. Tato instalacia vzbudila velky zaujem. 1000
Zeriavov bolo vytvorenych viac ako 500 detmi a déchodcami pocas workshopov.
Tato inStalacia a fotografia symbolicky odkazuju na pribeh dievéata menom Sa-
dako, ktoré preZilo bombardovanie HiroSimy, ale tazko ochorela z radiacie. Sada-
ko zacala vytvarat 1000 origami Zeriavov, pretoZe podla japonskej legendy verila,
Ze ju to vylieCi. Nanestastie vyrobila 644 Zeriavov a zomrela, ale zvy3ok Zeriavov
bol vyrobeny detmi z jej triedy a Sadako bola pochovana s 1000 origami Zeriavmi.
Sadako a jej Zeriavy sa v Japonsku stali symbolmi svetového mieru. V sUcasnosti
deti nechavaju tisice Zeriavov pri Sadakinom pamatniku v HiroSime. Spomienka
na fiu nie je mrtva. Pomocou tejto fotografie a inStalacie som chcel polskym de-
tom predstavit pribeh o Sadako.

Nedavno som sa zacal venovat aj téme disharménie. Ako priklad takejto snim-
ky pouzijem fotografiu ,Ludskost/Digitalnost - Zapad sInka v Santorini”, ktora je
odrazom nasho pohladu na svet a krasu prirody. Tato fotografia velavravne uka-
zuje postoj Cloveka k vyvijajucej sa technolégii a digitalizacii Zivota. Tato snim-
ka bola odfotena na gréckom ostrove Santorini, znamom svojimi bielo-modrymi
domami visiacimi z Utesov a najkrajSimi zapadmi sinka. InSpiroval ma dav turis-
tov, ktori sa na tento fenomén pozerali cez fotoaparaty, telefény, robili si selfie
fotografie. A nikto priamo nepozoroval nadheru tejto prchavej chvile.

Myslim si, Ze Clovek je stale jednym z najddlezitejSich motivov, aj ked sa nieke-

dy na fotografiach neobjavuje. Tak ako vo fotografii ,Zo srdca”. Niekedy sa zame-
riavam na jednu socialnu skupinu ako napriklad na Taiwane, kde som fotogra-
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foval budhistické mnisky. Cestovanim a spoznavanim kultdr, obohacujem seba
ako ¢loveka a otvaram sa svetu. A vdaka fotografiam som pozornejsi k tomu, ¢o
je okolo mna, zdanlivo beznym situaciam, ktoré st malymi zazrakmi.

Emigration The United States of Earth
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Marcin Ryczek /pL

Hello my name is Marcin Ryczek. I'm Polish photographer living in Krakow.

| specialize mainly in minimalist and symbolic photography. In my work, | use
geometry and symbols. The main principle which | follow in the photography
is the assumption of minimum form, maximum content.

The theme of Harmony is one of the important themes in my work. Harmony,
the balance of life understood very broadly. One of the most important aspects
of this subject is the relationship between man and nature, which often appears
in my photographs and installations. This theme is multidimensional; it refers to
freedom, spirituality and human nature relations.

Forest

Harmony is also the form, content and process of creating my photographs.
In the process of creating my works, two stages - noticing and waiting - are
the most important. Noticing is an intense observation of reality, searching for
something special and interesting in seemingly ordinary places.

Waiting, on the other hand, is looking for a moment in which one can capture

the unique atmosphere of a chosen place, a moment in which something will
happen that would reflect my sensitivity.
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I'm joking that my adventure with photography began when | was 4-5 years old :)
In the 80s my dad managed to get a Polaroid. Unfortunately, he didn't manage to
get a film as it was then very difficult to get or very expensive to buy somewhere
in Pewex. So my parents gave me this black, big, useless camera to play with it.
| used to go out and take pictures, imaginary ones. | still remember the sound of
the pressed shutter. Psychologists say that up to 6 years of age is very important
for human development. So maybe already then, this Polaroid without film
instilled my love for photography :)

Later, at the age of twenty, | combined photography with travel. | was then
fascinated - for a very long time - by portrait photography. How body language,
facial expressions, facial features and the glow of the eyes of the photographed
people reflect what is happening in their souls. It is an interesting kind of
photography, requiring psychological skills to approach a person in order to
extract the truth from them. With this kind of photography, one has to work
a lot on oneself, have a lot of empathy to make the photographed people trust the
person taking the picture.

However, the first minimalistic-symbolic photograph - because that's what I'm
doing now - was ,The United States of India”, which | took 11 years ago in India.
The picture of a meditating Sadhu on the red-and-white stairs leading to the
Ganges that look like the United States flag opened my eyes a little bit to what |
want to do. Photography which is ambiguous, metaphorical and which refers to
many symbols, and simultaneously in its form to geometry and minimalism. This
picture was followed by the photographs ,Emigration - The United States of Earth”,
which together with the picture , The United States of India” form a triptych.

I call my photography minimalistic-symbolic, although it is also a very narrow term.
Itis interesting that | am invited to festivals of street, travel, artistic photography...,
avoiding being assigned to one field of photography.

The combination of minimalism, symbolism and content that | want to convey -

not directly but metaphorically - is what my photography is about. The contrast
between light and dark is important in my pictures, but each one has its own story.
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For example the photo “A Man Feeding Swans in the Snow”, this is a very personal
and real photograph. | took it at a time when, after the sum of difficult life
situations and the positive ones that happened to me, | felt calm and balanced.
| had many thoughts that sometimes seemingly negative experiences can lead
us to something good. | wanted to illustrate it and express what | felt with
a photograph. I was looking for this motif of balance in Cracow, where | currently
live, walking daily on the Vistula River. And | managed to notice the place, and
then the situation that completed the frame.

This picture was not taken to achieve success or appeal to the tastes of others.
| wanted to take it for myself. To metaphorically emphasize the moment of my
life I was in, to close a certain stage and start a new one. | think that this truth can
be felt in this photo, and thus, among other things, it has come to the sensitivity
of people from different corners of the world. It's amazing that while traveling in
different countries like Taiwan or Japan, new people tell me that they know this
picture. That is very nice.

A Man Feeding Swans in the Snow
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The picture ,Out of the Gray” can be interpreted as a way of refugees, emigrants
who flee from war-affected places, from poverty, such as Syria. At the same time,
it can be a picture of breaking through certain borders, barriers, weaknesses of
self. Sometimes brightness can also be a reflection on death, on the transition
to an unknown place. Often people after clinical death say that they experienced
brightness or light in a tunnel, such as in the photo , Transition” or ,Unknown”.
Darkness and brightness can also be interpreted very simply, as a fight between
good and evil, as for example in the case of ,Battle”. But, of course, for me and
for those who look at my photographs, they may mean something completely
different. And that's what | want them to be - ambiguous and non-imposing one
obvious interpretation.

In photography, | try to be free and listen to my intuition and emotions. When
| go somewhere, | try to feel the place, get to know people, culture and tradition.
Later, through photography, | try to delve into these places. A photograph
depends on the specifics of the place, my mood, what | want to convey. In places
like India, Taiwan, it is more difficult to take black and white photos, because
the sun, vegetation, variety of colors attune to see the world in color :) Although
there | also managed to take black and white photos like ,Forest”, ,Running”.
Sometimes | add installations to my photos that complement them.

Recently, when organizing an exhibition at the Old Mine (Stara Kopalnia) in
Poland, the photo ,Hiroshima - Phoenix Rising from the Ashes”, for which
a wonderful installation consisting of 1000 origami cranes had been created,
attracted great interest. 1000 cranes were made by over 500 children and
seniors during workshops. The installation and the photo symbolically refer to
the story of a girl named Sadako who survived the bombing of Hiroshima, but
became very seriously ill as a result of radiation. Sadako started making 1,000
cranes orgies, referring to a Japanese legend, she believed that it would heal her.
Unfortunately, she made 644 cranes and died, but the rest of the cranes were
made by children from her class and Sadako had been buried with 1000 origami
cranes. Sadako and cranes have become symbols of world peace in Japan. Now
the children leave thousands of cranes at the Sadako monument in Hiroshima.
The memory of her is not dead. By means of the photo and the installation,
I wanted to introduce Polish children to the history of Sadako.

| 98 METAMORFOZY FOTOGRAFIE



Recently, | have also started to deal with the subject of disharmony. An example
of such a picture is the photograph ,Humanity/Digitality - Sunset in Santorini”,
which is a reflection on our perception of the world and the beauty of nature.

Emigration The United States of Earth

The photography eloquently illustrates man's attitude to the progressing
technology and digitization of life. The frame was captured on the Greek
island of Santorini, known for its white-blue houses hanging on cliffs and the
most beautiful sunsets. It was inspired by the crowd of tourists observing this
phenomenon through cameras, telephones, doing self-made. And no one
directly contemplated the beauty of this fleeting moment.

| think that man is still one of the most important motifs, although sometimes
it does not appear in the pictures. Just like in the photo ,Out of the heart".
Sometimes | focus on one social group like it was among others in Taiwan,
where | was taking pictures of Buddhist nuns. By traveling, getting to know other
cultures, | enrich myself as a person and open myself to the world. And thanks
to the photos, | am more attentive to what surrounds me, seemingly ordinary
situations that are small miracles.
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Rudolf Prekop/cz

Prehled tvirci a pedagogické praxe
Vénuji pamdtce mé mdmy, Marté Prekopové.

OSOBNOSTI

Na Uvod tohoto bilan¢niho poohlédnuti se, povazuji za svoji povinnost, zminit
se 0 osobnostech, které mé béhem mé dréhy zasadnim zplsobem nasmérova-
ly. Byly to predevsim nasleduijici tfi: v KoSicich na Stfedni uméleckoprdmyslové
Skole Ivo Gil (1941), v Praze na FAMU pak prof. Jan Smok (1921-1997) a v tvardi
oblasti Dr. Anna Farova (1928-2010).

Z pedagogli na FAMU tu dale figurovali Pavel Stecha / dokumentérni fotografie
(1944-2004) a Jaroslav Krej¢i / divadelni fotografie (1929-2006), s nimiz jsem nale-
zI podnétnou spolecnou rec a pro mé tolik dllezité ,vyladéni na stejnou vinu*.
Lidsky jsem se vyladil také s profesorem Miroslavem Vojtéchovskym (1947), kte-
ry byl pak pozdéji hlavnim iniciatorem mé pedagogické drahy. Na FAMU jsem
pusobil nejdfive externé (1993-2002) a v soucasnosti jsem tam aktivni interné,
jako vedouci ateliéru (od 2002 dodnes).

Ivo Gil (1941) a Pavel Stecha (1944-2004)  Prof. Jan Smok (1921-1997) Fotografka a sociolozka Markéta

polovina 90. let foto Jiri Kovanic Luskacovd (1944) md mezi osobnostmi,
které mé ovlivnily a formovaly zvidstni
postaveni.

Zvlastni postaveni mezi témito osobnostmi ma fotografka a sociolozka Markéta
Luskacova (1944), ktera na prelomu 60. a 70. let fotografovala pouté na vychod-
nim Slovensku (soubor Poutnici); dokumentovala tu tradi¢ni formy religiozity
a ndbozenskych rituall (Levoca, Marianska hora a soubor Sumiac). Od roku 1975
Zije a pracuje v Anglii, po roce 1989 stfidavé mezi Prahou a Londynem. PovaZzuji
ji za nejcitlivéjsi dokumentaristku vibec, disponujici ohromnou davkou vciténi
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a jemnosti. Bylo mi cti mit moZnost v roce 2000 instalovat a kuratorovat jeji vysta-
VU po jejim navratu z exilu v Prazském domé fotografie. Markétka a moje mama
(mimo stejny svate¢ni parfém Chanel 5) jsou dvé osobnosti, které jsou pro mne
Skolou neokazalé a opravdové pokory.

Z tad teoretikd mé urcujicim zplsobem ovlivnila Dr. Anna Farova. KdyZ ji po
podpisu Charty 77 odevsad vyhodili a stala se z ni persona non grata bez pasu
i Fidicaku, byla strdjcem paradoxni situace: sice nesméla jezdit nikam, ale vSichni
jezdili do Prahy za ni. Diky kouzlu jeji osobnosti, jeji vife v silu kreativity a foto-
grafického média i jejimu mezinarodnimu renomé se jeji byt ve Spanélské 6 stal
».meeting pointem"” a jednim z center svétové kulturni scény, kde si kliku podava-
ly osobnosti jako Henri Cartier-Bresson, Marc Riboud, Inge Morath, Arthur Miller,
Helmut Newton, Irving Penn a dalsi.

Nikdy pfedtim a vlastné uz ani potom jsem nezazil tak konstruktivni, empatickou
a inspirativni spolupraci (Ize bez prehanéni prohlasit, Ze pani Farova byla moje
fotografickd mama). Nadto pro mé jako ,koSickou naplavu” pfedstavovala vstup
do svéta lidi prazské nezavislé kultury: u ni jsem napfiklad poprvé s posvatnou
Uctou drZel v rukou jedno z prvnich Cisel Revolver Revue (dokonce myslim, Ze to
bylo to viabec prvni).

Vysledkem tohoto nezvyklého souznéni byla ma Gcast na nékolika skupinovych
vystavach, které pani Farova kuratorsky pfipravila (, 11", 1988; , Tuctova vystava”,
prilomovou ale byla dnes jiz legendarni ,,Hra na ¢tvrtého" (s Tonem Stanem
a Michalem Pacinou [Fotochema Praha, 1986; kompletni repriza Galerie Fabrik,
Hamburk, 1987]). Recenze na tuto vystavu se tehdy dostaly snad do vSech nejdd-

vvvvvv

V té dobé o mné Anna Farova v jednom z katalog(i napsala: ... Definovala bych ho
jako autora intelektudinéjsiho typu, senzitivniho a meditativniho. Jeho cesta je méné
okdzald, je oponent k stylu formdlnimu a extrovertnimu... Tendence k myslence je
u néj silnéjsi neZ snaha o dekorativismus a estetiku. Jeho fascinace na lidském nahém
téle vykazuje schopnost obsdhnout ohromnou Sitku vyrazi od krajné duchovnich
oZ ke krajné smyslovym.”
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V listopadu 1994 jsme
spolecné pfipravili vysta-
vu ,Nalezené filmy",
- ktera v Prazském domé
NALEIENE FiLMY . ,
FOUNDED FiLml fotografie vzbudila vel-
®gueo PAEKEE kou nevoli a podrazdeé-
né, misty az hysterické
reakce, a to kupodivu
ne ze strany laické, ale
odborné verejnosti. Pra-
coval jsem v tomto pfi-

padé dnes jiz naprosto

Predni a zadni strana pozvdnky na vystavu v PraZském domé fotografie PHP, (1994) " ; . .,
graficky ndvrh R. Prekop legitimni a hojné vyuzi-

vanou metodou obrazové apropriace. V zahajovacim textu Anna Farova zminuje:
»--. V neposledni Fadé je také tfeba pfipomenout Andy Warhola, jehoZ dilo a osobnost
je pro Rudo Prekopa jednim z velkych prikladd. Warhol v celé tvorbé pouZival nale-
zenou nebo anonymni fotografii, pfisvojoval si novindrskou aktualitu a jeji provoka-
¢/ sméroval americky ke své soucasnosti. Prekopovy ndlezy se obraceji s evropskou
nostalgii nazpatek.”

SUMAR TVUORCi CINNOSTI

Zaklady mé vlastni kreativity a mych osobnostné-spolecenskych postoji byly
konstituovany na StFedni umélecko-primyslové Skole v KoSicich (1974-78),
kterou jsem diky vystavé zapeCeténé organy StB jen s velkymi obtizemi dostudo-
val a po jejim absolvovani si nemohl pak v KoSicich najit zameéstnani. AvSak toto
déni mé nasmérovalo a akcelerovalo z KoSic do Prahy. B€hem celé této proble-
matické doby mi velkou oporou byl m{j odborny pedagog Ivo Gil, diky kterému
se mi povedlo v Praze externé zaméstnat jako asistent kamery v Kratkém filmu.
Tady se mi jiz z neideologickym posudkem poved|o napodruhé uspét u pfijima-
ciho Fizeni na FAMU.

Praha / FAMU, 80ta léta

Ke studiu na Katedfe fotografie jsem nastoupil v roce 1980. Ve stejném roce
se sem z bratislavské Skoly dostali Tono Stano na katedru fotografie a Martin
Strba na katedru kamery (octli jsme se spole€né na jednom pokoji Koleje 5.
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kvétna ve Slavikové ulici), rok po nés pak Vasil Stanko a Miro Svolik z Bratislavy
a Peter Zupnik z Kosic. Dal3i rok pak opét z Ko3ic Jano Pavlik a Kamil Varga. Sesta-
va tohoto mixu absolventd dvou slovenskych Skol, ktefi se potkali v Praze, tim
byla kompletni - a na FAMU byl poloZen zaklad fenoménu zvaného ,,Sloven-
ska nova vina” (SNV). Toto dé&ni svoji osobnosti zastitoval prof. Jan Smok, ktery
navzdory vSem nami nenavidénym ,papirovackam®, na nichz Ipél, umél velice
citlivé vytusit skryty potencial nasich aktivit a dat jim zelenou. | uprostred nesvo-
body dokazal vytvofit ostrov, kde bylo mozné se svobodné realizovat. Patfi mu
za to mdj velky dik. Liberalni prostiedi, které na katedre fotografie vytvoril, ndm
zavidéli studenti vSech ostatnich kateder na FAMU, o posluchacich jinych umé-
leckych Skol ani nemluvé. Do mé prvni monografie Stopaf z roku 1993 ve své stati
,Dopis Rudo Prekopovi” mimo jiné napsal: ,Divodné té podezirdm, Ze jsi to byl
praveé Ty, kdo vymyslel rozkoSny protokoldrni trik s opakovdnim posledniho rocniku.
Jednak jste si s Tonem Stanem feSdcky prodlouZili studium, jednak jste se dostali do
stejného rocniku se Stankem, Zupnikem a Svolikem. Martin Kukucin by napsal, Ze se
,ndrod"' sesel pod jednou stfechou. Stacilo uZ pfidat jen Vargu a Pavlika, a praZskd
sedma byla kompletni.”

Uprostred spolecenstvi téchto lidi, moje tvarci
aktivity nabraly znacnou dynamiku. V konfron-
taci s ostatnimi kolegy se tu vytvorila atmosféra
vzajemné inspirace a tvlrci motivace. MUj vizual-
ni jazyk se odpatetizoval a nabral jasnych forem,
vyraz se procistil, nahodilost nahradilo cilené smé-
fovani a denno-denni pracovni program. Timto byl
dan zaklad pro vznik mého prvniho obsahlejsiho
uceleného souboru.

SLt}U}:“_uéhﬂf
MOV VLN

S5LOVAH
NEW

Celou tuto éru podrobné zmapovala vystava SI0-  riwn strana publikace vydané
venska novéa vina, 80ta Iéta / The Slovak New Wave ~"kledatelstvim Kant (2014)

80. Expozice se uskutecnila v roce 2014 v Domé fotografie GHMP v Rytifské ul.
a jeji nasledna reinstalace v bratislavské Kunsthalle v rdmci Mésice fotografie.
V promyslené kuratorské koncepci Lucie L. FiSerové a Tomase Pospécha se
povedlo podchytit a pfedat koncentrovanou silu vyrazu a energii tolik typickou
pro tuto dobu, kterou dana skupina lidi pomoci fotografického média zviditelni-
la. K vystavé vySla v nakladatelstvi Kant stejnojmenna publikace.
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V nasledujicim roce se pak uskutecnila premiéra celovecerniho dokumentu Mar-
tina Strby pod nazvem Vina versus bfeh. Niti, ktera tuto obrazovou mozaiku pro-
pojovala, byly sekvence z mého 11ti minutového bezrozpoctového dokumentu
LVernisaz”. Ten vznikl v roce 1984 na popud Anny Farove, pfi pfilezitosti naSeho
prvniho neoficialniho vystoupeni formou mnou iniciované bytové vystavy u Pet-
ra Zupnika pro hosty z Nordens Fotoskoly Stockholm.

Achilleus, bromostfibrnd zvétsenina, 50x60 cm, 1983 - 84

Osmdesata léta, a pfedevsim jejich druha polovina, predstavovala obdobi s vel-
mi specifickou a neopakovatelnou atmosférou. JeSté stale jsme méli spolecného
nepfitele, diky némuz jsme byli semknuti a schopni spolecného tahu na branku
bez uplathovani dnesniho vypjatého individualisticko-ekonomického zfetele. Pfi-
mo idealni podminky pro autentickou vypoveéd.

K tomuto obdobi se tedy datuje vznik mého prvniho uceleného souboru, ktery
byl jakymsi predchddcem inscenované fotografie. Zakladni principy inscenace
jako existence fotoscénare, detailni pFiprava fotografické scény a rekvizit, cilena
prace s hercem, jsem pouZzival jiz i tady, ale vSe v jakési bazalni, surové podobé.
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Od 80 tych let az do soucasnosti pracuji v rdmci volné tvorby v tematickych cyk-
lech. Jedna se o dlouhodobé monotematické projekty, které realizuji deset i vic
let. NejCastéji pracuji paralelné na nékolika cyklech najednou. Vede mé to ke
schopnosti vidét a uvazovat v nékolika formalné i obsahové rozdilnych Urovnich.
Technicky je vétsina téchto soubord realizovana klasickou analogovou metodou,
kde mam cely proces od A do Z pod vlastni kontrolou. Zanrové tyto soubory
pokryvaji pomérné Siroké teritorium od inscenované, pfes aranZovanou, po
nemanipulovanou az konceptualni polohu. Od krajiny, pfes zatisi az po figuru.
Nazvy téchto cykld jsou: Klasika 1985-88, Inscenace 1988-90, Redlovky 1990-2017,
AranZe 1992- 2002, The Best of Anonymus (s Petrem Kalmusem) 1994-2004, Casoz-
bér 2002-2016, Zatisi . 1990-1995, Zdtisi II. 1995-2001, Kvétiny 1999-2009, Bild zatisi
2006-2012, Svétlo 2014-2017, Nové figury 2011-2020, Sbérné suroviny 2015-2020,
Kosmos 2017-2020.

Spole¢enska zména, ktera
nastala na prelomu 80tych a
90tych let, ovlivnila zadsadnim
zpUsobem i moji fotografickou
praci. Iritace systému a roz-
koS z pocitu opozi¢nictvi ztra-
tily na vyznamu. Otevrela se
moznost primé mezindrodni
konfrontace, otevrely se hrani-
ce a s nimi i moznost celosvé-
tové vystavovat a publikovat.
V této vypjaté atmosféfe se u
mne zacal neodbytné hlasit o
slovo vnitfni pocit, Ze to v3e je
ohromné pozitivni, ale pro mne nijak inspirativni. Naopak, v nastalé hektice jsem
si zacal uvédomovat, Ze uprostfed toho vSeho ztracim koncentraci a schopnost
soustredéni se na svoji vlastni tvarci ¢innost.

Skryvacka, bromostfibrna zvétsenina, 50x60 cm, 1986

Citil jsem, Ze potfebuji se navratit ke kofendm i sdm k sobé. Uzavrel jsem praci
na cyklu Inscenaci, obrazné feceno zamknul ateliér, vzdalil se od spolecenstvi
askupinové prace. Misto spolecenského ruchujsem zacal vyhledavatticho pFirody
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a krajiny. Tak zacal vznikat mdj nemanipulovany a neinscenovany cyklus Reélo-
vek, kterym jsem se vyrazové navratil k bazalnim zobrazovacim principtm foto-
grafického média. Vaclav Macek k tomu napsal: Do istej miery je oprdvnené tvrde-

nie, Ze ide o kopernikovsky obrat v Prekopovej tvorbe. Stcasne vsSak nemoZno popriet,
Ze ide aj o vyraznu kontinuitu®.

Kovovy vek, bromostribrnd zvétsenina, 50x60 cm, 1989 - 90 Cierny $tvorec, bromosttibrnd zvétsenina, 50x60 cm, 1990

Osobitou podskupinou Redlovek jsou samostatné cykly s ndzvem CASOZBER.
Tady nékolik let i desetileti fotograficky z téhoz mista zaznamenavam vytypovany
objekt, jeho promény v jednotlivych ro¢nich obdobich a plynoucim ¢ase. Jedna se
tu o velice striktné vymezeny a dlouhodobé realizovany koncept.

Kombinaci principl nemanipulované a manipulované fotografie je soubor
ARANZI. U nichZ, do reélné& existujiciho, vétdinou exteriérového prostredi, vstu-
puji drobnou intervenci, zasazenim rekvizity. V redlné scéné tak vznika narativ-
ni, vétSinou poeticky pfibéh. Samostatnou podkapitolu u Aranzi tvori jakysi mj
dobrodruzny maskot - Stopaf, ktery se dostal na titul a dal i nazev mé prvni
monografii. Rudo Prekop ,Stopaf” vyd. Osveta Martin 1995. Textové knihu
doprovodili: Vaclav Macek, Anna Féarova, Lucia Benicka, Jan Smok.

Zactatkem 90tych let jsem odstartoval i praci na cyklu ZATISI, na kterém intenziv-
né pracuji dodnes. Timto cyklem jsem uzaviel pomysiny kruh mezi manipulova-
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nou a nemanipulovanou fotografii. AvSak u Zatisi se nejednalo o praci s figurou,
ale s rekvizitou, svétlem a kompozici.

ZATISI I. jsou rekvizitami a vyznamy nabita obrazova sdéleni zasvicend umélym
svétlem resp. protisvétlem, protoZe se ve velké vétsiné jednalo o pouZiti transpa-
rentnich predloh. Je u nich dosaZzeno razantniho, misty az grafického pdsobeni.
ZATISI 1I. Jsou svicend podstatné mékeim dennim svétlem, &imz je v ¢erno-bilé
Skale docileno az piktoridlné Serosvitového plsobeni obrazu.

Cestu od maximalni naplnénosti k maximalni zkratce a jednoduchosti repre-
zentuji BIiLA ZATISI. Na podsvicené rozptylné desce se studiovym zableskovym
osvétlenim, svicenim bez vrzenych stin se dosahuje vizudlniho dojmu objektl
“plujicich v prostoru” reps. mimo prostor. Pracuje se tady vyrazné i se zménou
méfitka, proto findlni (manudlné pofizované) zvétSeniny jsou tu ¢asto vétsi nez
jeden krat jeden metr. Vzhledem k tomu, Ze uZité rekvizity jsou v redlu jen nékolik
centimetr( velké, jedna se de facto o makrofografické zvétseniny. Obrazova véc-
nost a minimalni tva-
roslovi uzité u téchto SRR i
kompozic misty hra- '
nici se znakem ¢i pik-
togramem. PhDr. Jifi
Machalicky k zatiSim
rika: ,U Prekopa se tu
setkdvdme s kontrastni
kombinaci prirodnich i
technicistnich elemen-

ti. Kazdé zdtisi md

Titulni strana publikace Redlovky,vydané viastnim ndkladem RPFOTO, 2015

ovsem svij jasné for-

mulovany obsah vyjddieny jemnymi metaforami. Do jisté miry se tu projevuje post-
moderni citéni, dovolujici propojit v uceleném myslenkovém proudu riizné podnéty
z minulosti i pfitomnosti, ze skutecnosti i z oblasti uméni.”

Divacky nejvd&cngjsi ¢asti ze Zatisi jsou nepochybné KVETINY (divakim vystav
za odménu). Podskupinu Zatisi tvoFi DIPTYCHY / OTISKY a také TRILOGIE. Jedna
se o vyrazové Usporné a vyznamové bohaté kompozice, snimané z frontalniho
nadhledu: ,2vldstni vyznam md soubor Trilogii, v nichZ se vZdy objevuji tfi obdob-
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né, ale pokazdeé jinym zplsobem vyjadrené geometrické prvky (kruh, linie, obdélnik),
do kterych jesté vstupuji dalsi vyznamové roviny, odkazujici k osobnim vzpominkdm
a vztahdm. Autor tu dospél ke krajni stiidmosti vyjadreni, kdy prostrednictvim naleze-
nych prvku dosahuje dokonale vyvdZené skladby.” Jifi Machalicky

Samostatnou kapitolou ZatiSi jsou pak v souasné dobé rozpracované cykly
SVETLO A KOSMOS. U Svétla, které doposud hralo Glohu stavebni hmoty foto-
grafii, se tentokrat stava samotny pfedmét zobrazovani. Dosavadni prostrfedek
resp. prostfednik se stava hlavnim aktérem. Svétlo jako nositel zavaznych vyzna-
mé formalnich i obsahovych. Svétlo jako Zivotodarné fluidum. Triptychy: Cerny
kruh, Sedy kruh, Bily kruh.

Pokracovatelem Svétla, je cyklus Kosmos, coz jsou fotogramy, bez pouziti nega-
tivu, mechanicky vzniklé jen za Ucasti svétla a chemikalii, oblas i bez nich. Dalsi
faze sestupu ke korfendm média. Svétlo, kosmos ¢i vesmir, kazdopadné nikdy
podruhé opakovatelny original. Cerné a bile kruhy.

Z cyklu AranZe / Stopar, bromostribrné zvétseniny, 50x60 cm, 1994

Navratem k figuralni fotografii jsou po dvou dekadach NOVE FIGURY. Soubor
postaveny na studiové figuralni fotografii v kombinaci Zenské figury zakompo-
nované do scény s prvky velkorozmérnych zatisi. Timto souborem se u mne uza-
vira dalSi pomyslny kruh propojujici Zatisi a Inscenace. Je pro mne po vic jak dvou
dekadach navratem k volné figuralni tvorbé, avsak s vyuzitim vSech zkuSenosti
z komponovani zatisi.
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Nelze opomenout i soubory vymykajici se navaznosti jednotlivych cyklU: je to jiz
zminovany soubor THE BEST OF ANONYMOUS (vystava ,Nalezené filmy“ v PHP-
Prazském domé fotografie v roce 1994, kurator: Anna Farova), ktery jsem z velké
Casti realizoval v tandemu s vytvarnikem a performerem Petrem Kalmusem. Jed-
na se tady o projekt realizovany na principu obrazové apropriace, o recyklovani
resp. znovuoziveni autentickych lidskych pfibéhd a osudd odsouzenych k zapo-
mnéni.

Experimentalnim stale rozpracovanym a dosud nevystavenym projektem je sou-
bor ZBERNE SUROVINY. Kol&Zovitou formou v ném zGrocuji moji blizkost k sou-
sednim médiim, k archivovani a naslednému zpracovani nalezeného materialu,
k praci s odpadem i dlouholeté sympatie k pop-artu.

UZITA FOTOGRAFIE

Tato prace mi neposkytuje dostatecny prostor pro rozbor mé uzité tvorby, proto
jen telegraficky.

Vysostné misto v ni zastupuje mUj dlouhodoby zajem o rodinné vztahy, Zivot
a dilo Andy Warhola, ktery po vic jak 20let trvajicim sbéru materialu vyvrcholil
vydéanim publikace Andy Warhol a Ceskoslovensko u nakl. Arbor vitae v roce
2011 (Cesko-slovenska a anglicka jazykova verze).

Dlouhodobym projektem byla i moje spoluprace s filmovym studiem Barrandov
(devadesata a nulta 1éta), ktery vyvrcholil a uzavrel se vydanim publikace ,Loca-
tion Guide / Czech Republic / Slovakia / Prague / Barrandov”. Tuto knihu jsem
s Vasilem Stankem ne jenom fotil, ale také jsem vytvofil jeji celkovou obrazovou
koncepci a graficky ji upravil.

Na podobném principu: fotograficka prace plus vyroba makety, se zaklada i moje
spoluprace s méstskou ¢asti Praha 3 pFi vydavani dnes jiz edi¢ni Fady knizek
nadrazi Zizkov, Véeobecny penzijni Ustav / Ddm odborovych svazl, Zizkovské
pavlace, Zizkovska radnice a letos Sakralni architektura Prahy 3).

TaktéZ dllezita je moje dlouhodobé spoluprace s Galerii Benedikta Rejta v Lou-
nech a jeji Fiditelkou PhDr. Alici Stefan¢ikovou.
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Flying torso, z cyklu Nové figury, koldZ bromostfibrnych fotografii, 50x60 cm, 2014

PEDAGOGICKA PRAXE

Nic z téchto zkuSenosti si nenechavam pro sebe, ale délim se o né a podavam je
dal v rdmci mého pedagogického plsobeni. Na FAMU jsem na katedre fotogra-
fie zacal pUsobit externé za prof. Miroslava Vojtéchovského, kde jsem od roku
1993 vedlI volitelny predmét Autonomni fotografie. Od roku 2002 do soucasnosti
tu pUsobim jako kmenovy pedagog a vedouci ateliéru. Mimo to vyucuji pred-
mét Foto ve studiu Il. - Tvar a télo. Jak nazev tohoto pfedmétu napovida, jde tu
o studiovou portrétni a figuralni fotografii. Jedna se o technické, esteticke, ale
i obsahové a tvlrci zvladnuti problematiky zobrazovani lidské anatomie jak z hle-
diska technického, tak i vytvarného. Tento dvousemestralni Ukol je rozdélen na
Cast povinnou (technickou) a volnou (kreativni). Povinna cCast je realizovana na
stfedni format analogovym Cerno-bilym procesem negativ-pozitiv. U volné asti
je forma a technika provedeni libovolna. Ve finalnim vystupu v podobé knihy obé
tyto Casti v idealnim pripadé vytvari jeden vyvazeny celek. Tyto knihy svym poje-
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tim opakované vzbuzuji mimoradny ohlas doma i ve svété (v loriském roce na
prehlidce knih v galerii Fotograf ve Skolské ul. v Praze, ale hlavné na prezentaci
vysokych uméleckych 3kol v Pafizi).

Ateliér experimentalni a studiové fotografie, ktery na FAMU vedu, shromazduje
studenty pracujici bez Zanrového, technického, stylového a formalniho omezeni,
napfi¢ celym fotografickym (z€asti i audiovizualnim) médiem jako celkem a vede
je k autentickému tvarcimu sebevyjadreni. Na zakladé vnitfniho vyladéni se ,na
stejnou vinu“, dialog mezi pedagogem a studentem vyustuje v konkrétni kreativ-

ni vystup, jakoZzto vysledek celého procesu.

o=

ZIZKOVSKA RADNICH ZIZKOVSKE PAVLACI

=N ite
[Pz 1 =

VSEOBECNY PENZILINI USTAV
DUM ODBOROVYCH SVAZU

Obadlky fotografickych publikaci o architekture na tzemi Prahy 3, grafickd tprava R. Prekop

Realizuji se tu jednotliva zadani, ktera nejsou neménng, ale reaguji ,na kon-
krétniho ducha doby”. Tématy poslednich let byla napf.: llustrace, Intervence
do vefejného prostoru, Svétlo, Terapie, v letoSnim zimnim semestru Posvatno
a v letnim sem. Posvatné a profanni. Zadani je nasim spole¢nym tUkolem, spo-
le€nym badanim, spole¢nym ale individualné realizovanym zpracovanim ukolu.
Studentlm nepredkladdm hotovy nazor, prefabrikovanou pravdu, ale otvirdm
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Uzemi, spole¢ny prostor ke zkoumani, premysleni, badani. Kladu otazky, na které
hleddme odpovédi. Ty se pak snazime definovat tvircim zplsobem.

Plakdt ke skupinové vystavé studentdi v Galerii 4. Cheb, 2005, graficky ndvrh Viktor Tucek

Zkoumani dané problematiky se déje na principu osvétlovani problému z rdz-
nych UhlG pohledu. Obrazné by to bylo mozné vyjadrit jako zkoumani trojdi-
menzionalniho prostorového objektu ve tmé, na ktery mifime svételnym zdro-
jem vzdy z jiné strany. Jak osvétlena Cast, tak i neosvétlena a vrzeny stin se nam
budou z kazdého pozorovaného Uhlu jevit ponékud jinak. Kazdy student si pak
zvoli svdj vlastni Uhel pohledu, pod kterym zvolenou problematiku zpracuje. Ten,
ktery je jeho naturelu a osobnosti nejblizsi.

ZAVER / KONTEXT

Mé pedagogické plsobeni kombinuje a sumarizuje moje zkusenosti jak z uZité,
tak i z volné tvorby. Kombinuji se v ném mé dovednosti z oblasti portrétni
a figuralni studiové fotografie na jedné strané a 37 let tv(irci praxe na poli vol-
né kreativni fotografie. V ni se manipulovana poloha potkava s nemanipulova-
nou, vizualisticka tendence s konceptem. V kontextu soucasnych fotografickych
trendd se jedna o pouceni z vyvoje fotografie poslednich desetileti. Tento pri-
stup je soucasti syntetické resp. syntetizujici tendence, kdy se jednotlivé tvirci
postupy slévaji a misi napfi¢ médiem. Je to smér, ve kterém se anuluji hranice
mezi vytvarnou a dokumentarni, multimedialni, konceptudlni, ¢i jinou formou
sdéleni. To proto, aby bylo akceptovano sdéleni samotné. Bylo by moZné pouzit
tady i terminu Imaginativni fotografie, ve které se akcentuje sdéleni, narativnost,
s ddrazem na adekvatni vizualni kvality dila.
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Dr. Vaclav Macek (1952) v predmluvé k mé prvni, v dvodu zmifiované monografii
Stopar (vyd. Osveta Martin 1995) ve stati pfiznacné nazvané , O stratenej jednote”
mimo jiné piSe: ... problém jednoty ako podstatnej otdzky umenia (i Zivota). ... Pre-
kop nahrddza kontrast, princip bud...alebo, symbiézou, principom aj-aj. Vysledkom
je piktoridlna vecnost &i vecny piktorializmus, pojem, ktory je vnutorne rozporny, ale
v Prekopovej tvorbe sa ukazuje byt funkcny. Vznikd tu paradoxny termin abstraktné-
ho realizmu ¢i realistickej abstrakcie ...Jeho spdjanie nespojitelného, vysokého s niz-
kym, sviato¢ného so viednym sliiZi na odbdranie Easto umelych bariér. Co teda vyply-
va z Prekopovej integrdcie ako centrdiného problému jeho poetiky? V prvom rade
tu nachddzam rozvinutie Teigeho myslenky, Ze: ,jestvuje urcity duchovni bod, ve
kterém Zivot a smrt, skutecnost a imaginace, minulost a budoucnost, sdélitelné
a nesdélitelné, vysoké a nizké, prestdvame chapat jako vzajemné si odporuijici”.
... Z povedaného vyplyva, Ze Rudo Prekop je autor, ktory sa skér neZ o prekrocenie
hranic, usiluje o ich zruSenie. A to bez ohladu na to, ¢i ide o hranice postavené v rdmci
umeleckych tradicii, alebo medzi umenim a realitou. Obnovit stratenu jednotu lud-
skej existencie. To je pre Prekopa déstojny ciel, ktorému md umenie sluZit.”

Ano, Ustfednim tématem mé prace i Zivota je snaha o nalezeni a dosaZenf inte-
grity a jednoty obsahu a formy, emocionality a racionality, rozumu a srdce, téla
a duSe. Realizaci tohoto Ukolu, tento proces hledani a nachazeni, vnimam jako
svUj leitmotiv a své poslani.

www.rudoprekop.cz
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Rudolf Prekop/cz

Overview of the creative and educational practice
Dedicated to the memory of my mother, Marta Prekop.

PERSONALITIES

| consider it to be my obligation to start this recapitulation mentioning those
personalities who fundamentally directed me in the course of my career. They
were primarily the following three people: Ivo Gil (1941) at the School of Applied
Art in KoSice, prof. Jan Smok (1921-1997) at FAMU (Film and TV School of
Academy of Performing Arts) in Prague and Dr Anna Farova (1928-2010) in the
creative field.

Other teachers of FAMU who played an important part were Pavel Stecha /
documentary photograph (1944-2004) and Jaroslav Krejci / theatre photograph
(1929-2006), with both of them | could find a common inspiring speech and
for me so important ,attunement to the same wavelength”. We were humanly
attuned also with professor Miroslav Vojtéchovsky (1947), who was later the
main initiator of my educational career. At FAMU | started to work externally
(1993-2002) and nowadays | actively work there internally as Head of Studio
(since 2002 till now).

Ivo Gil (1941) a Pavel Stecha (1944-2004)  Prof. Jan Smok (1921-1997) Fotografka a sociolozka Markéta

polovina 90. let foto Jifi Kovanic Luskacovd (1944) md mezi osobnostmi,
které mé ovlivnily a formovaly zvidstni
postaveni.

A peculiar position among these personalities belongs to the photographer
and sociologist Markéta Luskacova (1944). At the turn of 60s and 70s, she
photographed pilgrimages on the east of Slovakia (ensemble Poutnici); she
documented the traditional forms of religiousness and religious rituals (Levoca,
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Maridnskd hora and ensemble Sumiac). Since 1975 she lives and works in
England, after the year 1989 alternately in Prague and London. | consider her
to be the most sensitive documentarist of all, having a strong sense of empathy
and gentleness. It was my honour to have the opportunity to install and act as
a curator of her exhibition after her return from exile in 2000 in the Prague
house of photography. Markétka and my mother (except for having the same
festive perfume Chanel 5) are two personalities who represented a school of real
and unpretentious humbleness for me.

From the ranks of theoreticians, | was significantly influenced by Dr Anna
Farova. After signing Charter 77, when she was dismissed from everywhere and
she became persona non grata without driving licence or passport, a paradoxical
situation occurred: she couldn't drive anywhere but everybody drove to Prague
to see her. Thanks to her magical personality, her belief in the power of creativity
and photographic media and her international reputation, her flat in 6 Spanélska
street became “a meeting point” and one of the centres of the world cultural
scene, where personalities like Henri Cartier-Bresson, Marc Riboud, Inge Morath,
Arthur Miller, Helmut Newton, Irving Penn and others kept pouring in.

Never before nor after | had experienced such a constructive, empathic and
inspirational cooperation (without exaggeration | can state that Mrs Farova was
my photographic mother). Furthermore, for me as “immigrant from KoSice,” she
represented the entry to the world of independent Prague culture: at her place
I hold one of the first issues of the Revolver Revue for the very first time and with
sacred respect (I even think it was actually the first one).

As the result of this unusual communion of souls, | participated on several group
exhibitions prepared by Mrs Farova as a curator(,11, 1988; ,Tuctova vystava”
(Ordinary exhibition), 1989; ,Chmelnice” (Hop garden), 1989, and ,,Osm*“ (Eight),
1995). But the most important and breakthrough one was the legendary ,,Hra na
ctvrtého” (Game for the fourth) (with Tony Stan and Michal Pacina [Fotochema
Praha, 1986; a complete repeat of Galerie Fabrik, Hamburg, 1987]). Review of this
exhibition was then probably in all the most important photographic periodicals
of the western world.
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In that time, Anna
Farova wrote about
me in a catalogue: “..
| would define him as

NALEIENE FiLMY
FOUNPER FiLm/S

a meditative, sensitive
’ and more intellectual
Rups FAEKGR

author. His path is less
sumptuous, he is an
opponent to formal
and extrovert style ...
The tendency towards

an idea is stronger in

Predni a zadni strana pozvdnky na vystavu v Prazském domé fotografie PHP, (1994) him than the pursuit
graficky ndvrh R. Prekop

of decorativism and
aesthetics. His fascination with a naked human body shows the ability to embrace
a large scale of expressions from extremely spiritual to the utmost sensual one.”
In November of 1994, together we prepared an exhibition ,,Nalezené filmy"
(“Found films”) in the Prague House of Photography, which provoked big
displeasure and irritated, partly even hysterical reactions, and what is even
more interesting, not from the amateur but expert public. In that case, | worked
with a method of image appropriation that is legitimate and widely used these
days. In the introductory text, Anna Farova mentions: “.. it is also necessary to
mention Andy Warhol, whose work and personality are for Rudo Prekop one of the
great examples. Warhol used in all his work a found or anonymous photograph, he
appropriated journalistic hot news and by its provocation, he aimed to his present-

”

day in an American way. Prekop’s findings turn to the past with European nostalgia.

SUMMARY OF THE CREATIVE PRACTICE

Basics of my own creativity and my personality and social attitudes were
constituted at School of Applied Art in KoSice (1974-78), that | had big problems
to finish because of the exhibition that was closed and sealed by authorities
of the State Security and after graduation | couldn't find any job in KoSice.
However, this affair directed and accelerated me from KoSice to Prague. During
this problematic era, | had great support in my specialist teacher Ivo Gil, thanks
to whom | could find a job in Prague as an external assistant of the camera in
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Kratky film. Here | managed to succeed at the second entrance exams at FAMU
(Film and TV School of Academy of Performing Arts) already with non-ideological
reference.

Praha / FAMU, the 80s
| started my studies at the Department of Photography in 1980. In the same
year, Tono Stano from Bratislava was accepted there to the Department of
Photography and Martin Strba to the Department of the camera (we ended up
in the same room at the dormitory Koleje 5. kvétna in Slavikova street), a year
after us, Vasil Stanko and Miro Svolik came from Bratislava and Peter Zupnik
from KoSice. Next year, Jano Pavlik and Kamil Varga also from KoSice. And thus
the line-up of the mixture of two Slovak secondary schools’ graduates that met
in Prague was completed - and the foundations of the phenomenon called “The
Slovak New Wave” (SNV) were laid in FAMU. These affairs were backed up by
the personality of prof. Jan Smok, who despite all the paperwork he insisted
on and we hated, could very sensitively perceive the hidden potential of our
activities and gave us the green light. Even in the times of unfreedom, he was
able to create an island where we could freely create. | am really grateful to him
for this. The liberal environment that he created
in the Department of Photography was envied by
all the students from other departments at FAMU,
not speaking about students at other art schools.
He wrote a “Letter to Rudo Prokop” to my first
monography Hitchhiker of 1993 where he writes:
“I reasonably suspect that it was exactly you, who
figured out that lovely official trick with repeating
the last grade. On the one hand, you and Tono Stano
smartly prolonged the studies and on the other hand,
you got to the grade with Stanke, Zupnik and Svolik.

Martin Kukucin would write that the “nation” came  Tituini strana publikace vydané
nakladatelstvim Kant (2014)

SLaU?ushﬂ:
NOVA LNk

S5LOVAH
NEW

together under one roof. It was enough to add Varga
and Pavlik, and the Prague Seven was complete.

Among these people, my creative activity got more dynamic. In a confrontation
with other colleagues, we created an atmosphere of mutual inspiration and

METAMORFOZY FOTOGRAFIE 17 |



motivation. My visual language ceased to be pathetic and picked up clear forms,
expression became purer, randomness was replaced by aimed direction and
daily work program. This represented the basis for the birth of my first bigger
compact collection.

Achilleus, bromostfibrnd zvétsenina, 50x60 cm, 1983 - 84

All this era was mapped in detail by the exhibition The Slovak New Wave 80.
This exhibition took place in 2014 in House of Photography GHMP in Rytifska
Street and its reinstallation in Bratislava’s Kunsthalle within the Month of
Photography. In the well-thought-out curator conception of Lucia L. FiSerova and
Tomas Pospéch they managed to record and pass on the concentrated power of
expression and energy so typical of this period, that was made visible through
the photographic media by the given group of people. A publication of the same
name was published in publishing house Kant.

Next year there was the premiere of the full-length documentary of Martin
Strba named Wave versus coast. The thread that connected this picture mosaic
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formed the sequences from my 11-minute long non-budgetary documentary
“Vernissage”. That was created in 1984 upon the initiative of Anna Farova, at
the occasion of our first unofficial performance in form of an exhibition installed
in a flat at Petr Zupnik initiated by me for the guests of Nordens Photo school
from Stockholm.

The 80s, and especially their later half, represented a time with a very specific
and unrepeatable atmosphere. We still had the common enemy, thanks to
whom we were still united and able to achieve goals together without enforcing
individualistic-economic regards. An absolutely ideal condition for an authentic
statement.

Creation of my first complete set, that is some kind of a forerunner of stage
photography, is tied to this era. | used the basic principles of staging as the
existence of photo-screenplay,
detailed preparation of
photographic  scene  and
props, purposeful work with

the actor, already at that time,
but in a kind of a more basic
and raw form.

Since the 80s till now,
| have been working in the
scope of free work in topical
cycles. These are long-term

monothematic projects that
| realize over ten or more Skryvacka, bromostiibrnad zvétsenina, 50x60 cm, 1986

years. Most often | work on multiple cycles at the same time. It leads me to see
and think in the formally and contextually different levels. Technically, most of
these sets are done with the classical analogue method, where | have control
over the whole process from A to Z. Considering genres, these sets cover quite
a wide spectrum from staged, through arranged to non-manipulated even
conceptual position. From landscape through still life to figure. Names of these
cycles are Classicism (Klasika) 1985-88, Staging (Inscenace) 1988-90, Real pictures
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(Redlovky) 1990-2017, Arrangements (AranZe) 1992- 2002, The Best of Anonymus
(with Petr Kalmus) 1994-2004, Time-lapse (Casozbér) 2002-2016, Still lives |. (Z4tisi 1.)
1990-1995, Still lives Il. (Zatisi I1.) 1995-2001, Flowers (Kvétiny) 1999-2009, White still
lives (Bild zdtisi) 2006-2012, Light (Svétlo) 2014-2017, New figures (Nové figury) 2011-
2020, Scrapyard (Sbérné suroviny) 2015-2020, Cosmos (Kosmos ) 2017-2020.

Kovovy vek, bromostribrnd zvétsenina, 50x60 cm, 1989 - 90 Cierny $tvorec, bromosttibrnd zvétsenina, 50x60 cm, 1990

Societal change that took place at the turn of the 80s and the 90s fundamentally
influenced even my photography work. Irritation of the system and delight
from the feeling of opposition lost their meaning. Possibility for international
confrontation became open. The borders opened and with them, the possibility
to exhibit and publish worldwide. In this tense atmosphere, an inner feeling in
me was fighting to say, that even though this all was hugely positive it was not
inspirational for me. On the other hand in this hectic time, | started to realise that
in the middle of everything | am losing concentration and ability to focus on my
own creative work.

| felt that | need to return to my roots and myself. | have finished working on the
cycle Staging, locked the studio so to say, and withdrew from the society and
teamwork. Instead of the bustle of society, | have started to prefer the silence of
nature and country. And so | started to create my non-manipulated non-staged
cycle Real pictures. With this cycle, | have returned to the fundamental imaging
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principles of the photographic medium. Vaclav Macek wrote about it: “/In some
sense, we can say that it is a Copernican Revolution in Prekop’s work. But at the same
time, we can'’t deny the striking continuity.”

A distinctive subgroup of Real Pictures is a separate cycle named TIME-LAPSE.
Here for many years or even decades, | have photographed a selected object
from the same place, its changes in different seasons and flowing time.
Itis a very strictly specified concept actualized in the long term.

Set ARRANGEMENTS is a combination of principles of non-manipulated and
manipulated photography. Here, | step into a usually exterior that really exists and
change it by placing a prop. The narrative, mainly poetic story is thus created in
a real scene. My adventurous mascot - Hitchhiker, who got to the cover and
gave a name to my first monography creates a separate sub-chapter of
ARRANGEMENTS. Rudo Prekop “Stopaf” pub. Osveta Martin 1995. The book was
textually accompanied by Vaclav Macek, Anna Farova, Lucia Benicka, Jan Smok.

At the beginning of the 90s,
| have started my work on RAUDD PHE!-':-:'_:I-'_.'F-_!E.-':L-E-L'H':"
the cycle STILL LIVES, on : ;
which lam intensely working
even today. With this cycle,
| have closed the imaginary
circle between manipu-
lated and non-manipulated
photography. However,
STILL LIVES did not include
working with a figure but

Titulni strana publikace Redlovky,vydané viastnim ndkladem RPFOTO, 2015

a prop, light and composition.

STILL LIVES I. are visual messages full of props and meanings, lit by artificial light,
or rather counter-light as in the majority of cases transparent models were used.
This cycle achieves energetic, sometimes even graphical effect.

STILL LIVES II. are lit up by considerably softer daylight. This light in combination with
black and white scale achieves a picturesque chiaroscuro-like effect of the image.
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WHITE STILL LIVES represents the journey from maximum fullness to maximum
shortcut and simplicity. On a backlit diffusive plate with studio flash lighting,
shining without shadows, the visual impression of objects “floating in the space”
or rather outside of space, is achieved. | work here with a considerably changing
scale and so the final (manually made) enlargements are often bigger than one
metre per one metre. These photos count as macrophotography enlargements
because the used props are only a few centimetres big in real life. Pictorial
factuality and minimal morphology used here in some places, borders on
symbol or pictogram. PhDr. Jifi Machalicky said about STILL LIVES: “With Prekop
we encounter a contrasting combination of natural and technical elements. Every
still life also has its own clearly formulated content expressed by gentle metaphors.
Postmodern thinking is present here to a degree, allowing for connection between
different impulses from past, present, reality and area of art in a coherent stream of
thoughts.”

Z cyklu AranZe / Stopar, bromostribrné zvétseniny, 50x60 cm, 1994

The favourite part of Still lives for viewers is without any doubt FLOWERS.
(They are like a reward for the viewers).

STILL LIVES are composed of subgroups DIPTYCHS / IMPRINTS and also
TRILOGY. These are economical in the way of expression but rich in the way of
composition, they are recorded from frontal top view: “Set Trilogy has a strange
meaning. Three similar but every time differently expressed geometric shapes (circle,
line, rectangle) can be found in this set. These are complemented by other layers
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of meaning, referring to personal memories and relationships. The author reached
here the extreme moderation of expression when he achieves a perfectly balanced
composition using the found elements.” Jifi Machalicky

LIGHT AND COSMOS, presently a work in progress, is a separate chapter of Still
Lives. The light that was a building material of photos is now becoming the object
itself. The tool becomes the main actor. The light as the carrier of important
formal and content meanings. The light is a life-giving charm. Triptychs: Black
circle, Grey circle, White circle.

Cycle Cosmos is a continuation of Light. Cycle Cosmos consists of photograms,
without the use of a negative, mechanically created in presence of light and
chemicals, sometimes even without them. Another phase of descending to the
roots of the medium. The light, cosmos or space, are unreproducible original.
Black and white circles.

NEW FIGURES is a return to figure photography after two decades. This set is
built on studio figure photography combining the female figure staged in a scene
with the elements of large-scale still lives. This set closes another imaginary circle
connecting Still Life and Staging. It is for me a return to figure work after two
decades, however, with all the experiences from creating compositions for still
lives.

We can't omit sets that elude connectivity of individual cycles: it is the
aforementioned set THE BEST OF ANONYMOUS (exhibition ,Nalezené filmy" -
Found films - in Prague City Gallery - The House of Photography in 1994, curator:
Anna Farova). This set was from a great part created in tandem with an artist
and performer Peter Kalmus. It is a project based on the principle of pictorial
appropriation, recycling, or rather resurrecting authentic human stories and
fates condemned to oblivion.

SCRAPYARD is an experimental work in progress that has not been shown yet.
In the form of a collage, | make good use of my proximity to adjacent mediums,
archiving and subsequent use of the found material, working with garbage and
long-term sympathies towards pop-art.

METAMORFOZY FOTOGRAFIE 123



e

Flying torso, z cyklu Nové figury, koldZ bromostfibrnych fotografii, 50x60 cm, 2014

APPLIED PHOTOGRAPHY

This paper does not give me enough space for analysis of my applied work, just
a brief summary.

The most important place in it is occupied by my long-term interest in family
relationships, life and work of Andy Warhol, that culminated after more than
20-year-long collection of material in publishing a book Andy Warhol and
Czechoslovakia in the publishing house Arbor vitae in 2011 (Czech-Slovak and
English language version).

Another longterm project was also my cooperation with the film studio Barrandov
(the 90s and 2000s), that resulted in the edition of a publication “Location Guide
/ Czech Republic/ Slovakia / Prague / Barrandov”. | not only took photos for this
book wit Vasil Stankebut | also created its overall visual concept and graphical
layout.
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On the same principle: photographic work plus model production, is based my
cooperation with an urban district of Prague 3 when publishing the publishing
series of books about architecture on its territory (Church of the Holy Heart of
Jesus, Goods Railway station in Zizkov, General Pension Institute / House of the
Trade Union, Courtyard balcony houses of Zizkov, Town Hall in Zizkov and this
year, Sacral architecture of Prague 3).

My longterm cooperation with Gallery of Benedikt Rejt in Louny and its director
PhDr. Alice Stefan¢ikova is also important.
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VSEOBECNY PENZILINI USTAV -
DUM ODBOROVYCH SVAZU

Obdlky fotografickych publikaci o architekture na uzemi Prahy 3, grafickd uprava R. Prekop
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EDUCATIONAL PRACTICE

None of these experiences | leave for myself, | share them and pass them on
within my educational practice. | started to work externally at FAMU at the
Department of Photography instead of Prof. Miroslav Vojtéchovsky, where
I taught the optional subject Autonomous Photography since 1993. Since 2002 up
to the present, | have been working here as an internal teacher and studio head.
Furthermore, | teach the subject Photo in a studio Il. - Face and body. As the title
of the subject suggests, it deals with studio portrait and figural photography.
It concerns technical, aesthetical and also content and creative management of
the issue of human anatomy depiction from the technical as well as artistic point
of view. This two-semestral project is divided into an obligatory (technical) part
and free (creative) one. The obligatory part is done on the medium format by
analogue black and white negative-positive process. In the free part, the form

Plakdt ke skupinové vystavé student(i v Galerii 4. Cheb, 2005, graficky ndvrh Viktor Tucek

and technique are arbitrary. In the final output in form of a book, these two
parts ideally create a balanced unit. These books and their concept repeatedly
provoke an extraordinary response at home and in the world too (last year at the
exhibition of books in the gallery Photographer in Skolska Street in Prague, and
especially at the presentation of Art Universities in Paris).

The Studio of Experimental and Studio Photography led by me at FAMU, gathers
students working without genre, technical, style or formal limitations, across the
whole photographic (and partly also audio-visual) medium as a whole and leads
them towards authentic creative self-expression. Based on an inner “attunement
to the same wavelength”, the dialogue between the teacher and his student
leads into an actual creative output as a result of the whole process.
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We carry out the individual assignments that are not unchanging but respond
to “the spirit of the days”. The last years' topics were, for example, Illustration,
Intervention in the public space, Light, Therapy, this winter semester it was
Holiness and in summer semester Holy and Profane.

The assignment is our common task, common research, common but individually
carried out elaboration of the task. | do not present my student a final opinion,
prefabricated truth but | open a territory, common space for research, thinking,
exploration. | ask questions which we search the answers to. Then we try to
define them in a creative way.

Exploration of the given issue is going on by lighting the problem from different
points of view. Figuratively we could say that it is like exploring a three-
dimensional object in the darkness, that we illuminate always from a different
side. The illuminated, as well as the dark side and the cast shadow, will appear
different for us from every observation angle. Each student then chooses his
point of view he will use to elaborate the assignment. The one that is the closest
to his personality and nature.

CONCLUSION/ CONTEXT

My educational practice combines and summarizes my experience from applied
as well as free work. | combine my skills from the field of portrait and figure
studio photograph on one hand and 37 years of creative practice in the field
of free creative photography on the other hand. Manipulated and the non-
manipulated attitude combine there, the visual tendency with a concept.
In the context of the present photography trends, it is an enlightenment on the
development of the photography of the last decades. This approach is the part
of the synthetic or synthesizing tendency when the individual creative methods
are come together and blend across the medium. It is a direction where the
boundaries between the art and documentary, multimedia, conceptual or other
form of expression. In this way, the message itself could be accepted. We could
use the term of imaginative photography here, where the message and narration
are accentuated focusing on the adequate visual quality of the work.

Dr Vaclav Macek (1952) writes in the preface to my first monography Hitchhiker
(publishing house, Osveta Martin 1995) in the chapter called “About he lost unity”:
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... the problem of unity as a significant question of art (and life) ... Prekop replaces
the contrast, the principle of either...or, by symbiosis, the principle of both options.
As a result, he gets a pictorial factuality or factual pictorialism, a concept that is
innerly contradictory but in Prekop’s work, it appears to be functional. A paradoxical
term of the abstract realism or realistic abstraction occurs... His connection of the
unconnectable, tall with the low one, festive with the common one serves the breaking
of the artificial barriers. So what results from Prekop’s integration as a central issue
of his poetics? Firstly, | found here the development of Teige’s idea that: “..there is
a certain spiritual point where the life and the death, reality and imagination,
past and the future, the communicable and the incommunicable, the high and
the low, ceases to be understood as mutually contradictory”. It follows that Rudo
Prekop is an author who tries to cancel the boundaries rather than exceed them.
Regardless of the fact if the boundaries are built within the art traditions or between
art and reality. To restore the lost unity of human existence. For Prekop, that is
a dignified aim the art should serve.”

Yes, the central topic of my life and work is an effort to find and achieve integrity
and form, emotionality and rationality, sense and heart, body and the soul.
| consider the implementation of this task, this process of searching and finding
to be my own leitmotiv and my mission.

www.rudoprekop.cz
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DNI (nielen) FOTOGRAFIE V LEVICIACH 2022
15. ro¢nik medzinarodného fotografického festivalu | 6. 5. - 31.7.2022

27. MA]

Vasil Stanko

8.00 prednaska s besedou, SUP L. Bielika,
Levice

Medzinarodna fotograficka konferencia
.Metamorfézy fotografie”

9.30 - 15.00 Hotel Golden Eagle, Levice
Slavnostné otvorenie festivalu
16.30 Synagbga Levice

Vasil Stanko / SK

Synagbga Levice

trvanie vystavy 6. 5. - 27. 5. 2022
Eniké Hodosy / HU

17.30 Tekovské mdzeum Levice,
Nécseyho galéria

Jerzy Olek / PL

Tekovské muzeum Levice,

Dobdovsky kastiel

Boguslaw Michnik / PL

Tekovské muzeum Levice,

Dobdovsky kastiel

trvanie vystav 6. 5. - 26. 6. 2022

28. MA|

Karel Cudlin / CZ a Peter Korcek / SK
.Mesta bez nas"”, rafiajky v parku

9.00 Park M. R. Stefanika, Levice

trvanie vystav 6. 5. - 31. 7. 2022
Fotoklub Nitra pri KOS Nitra / SK
10.00 SC Dituria Levice

trvanie vystavy 6. 5. - 9. 6. 2022

Lajos Gombos / HU

12.00 Menora Saag Centrum Artis, Sahy
trvanie vystavy 6. 5. - 28. 5. 2022

METAMORFOZY FOTOGRAFIE

3.JUN

Karol Felix / SK vystava grafiky
17.00 Synagdga Levice

trvanie vystavy 3. 6. - 3.7.2022
o.z. Fotogravity

19.30 Kaviaren Na kus reci, Levice
trvanie vystavy 28.5. - 28. 6. 2022

SPRIEVODNE PODUJATIA
18. MAJ 19.00

Helmut Newton: Nehanebna krasa
Filmové premietanie, v spolupraci

s filmovym klubom Otaznik

Kino Junior, Levice

3.JUN 20.00

Gabo Antal: Magicky Island
Cestovatelské premietanie

s gastronomickou ochutnavkou
Kaviaren Na kus reci, Levice

5.JUN 13.00- 16.00

Mokry kolédiovy proces
Staré fotografické techniky
nedelny fotograficky workshop
lektor Jozef Kucej

SUP L. Bielika, Levice

26. JUN 13.00- 16.00
Pseudo heliografia

nedelny fotograficky workshop
lektor Milo$ Mozdik

SUP L. Bielika, Levice

viac info: fotogravity.blogspot.com

129



DAYS OF (not only) PHOTOGRAPHY IN LEVICE 2022
15™ International Photography Festival / 6. 5. - 31. 7. 2022

271 MAY

SUP L. Bielika (Secondary Art School),
Levice

8.00 Vasil Stanko, lecture with a talk
Hotel Golden Eagle, Levice

9.30 - 15.00 International Photography
Conference “Metamorphosis of
Photography”

Synagogue in Levice

16.30 Festival opening ceremony

Vasil Stanko /SK

exhibition duration 6. 5. - 27. 5. 2022
Tekov Museum in Levice

17.30 Enikd Hodosy /HU, Nécsey Gallery
Jerzy Olek /PL, Dobé manor house
Boguslaw Michnik /PL, Dobé manor
house

exhibition duration 6. 5. - 31. 7. 2022

28" MAY

Park of M. R. Stefanik, Levice

9.00 Karel Cudlin /CZ and Peter Koréek
/SK, “Towns without us” breakfast in the
park, exhibition duration 6. 5. - 31. 7. 2022
SC Dituria Levice

10.00 Fotoclub Nitra at KOS Nitra /SK
exhibition duration 6. 5. -10. 6. 2022
Menora Saag Centrum Artis, Sahy

12.00 Lajos Gombos /HU

exhibition duration 3. 6. - 28. 5. 2022
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3JUNE

Synagogue in Levice

17.00 Karol Felix /SK, graphic art
exhibition

exhibition duration 3. 6. - 31. 7. 2022
19.30 O.z. Fotogravity

Café Na kus reci, Levice

exhibition duration 28.5. - 28. 6. 2022

ACCOMPANYING EVENTS

18" MAY 19.00

Helmut Newton: The Bad and the
Beautiful. Film projection, in cooperation
with the film club Otaznik, Junior cinema,
Levice

39 JUNE 20.00

20.00 Gabo Antal: Magical Iceland.
Traveller's projection with gastronomic
tasting, Café Na kus reci, Levice

5% JUNE 13.00-16.00
Wet-collodion process

Sunday photography workshop

Old photographic techniques
instructor Jozef Kucej, SUP L. Bielika,
Levice

26" JUNE 13.00-16.00

Pseudo heliography

Sunday photography workshop
instructor Milo§ Mozdik, SUP L. Bielika,
Levice

more info: ozfotogravity@gmail.com
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