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Vystava To ne-podstatné predstavuje prace vybranych autort, ktefi vystudovali
¢i dosud studuji v ateliéru fotografie na VSUP v Praze. Se viemi jsem mél pii-
lezitost béhem poslednich t¥i let jejich prace konzultovat a pripominkovat,
v pripadé€ absolventu pak jejich praci spiSe prihliZet.

Vystava si narokuje zdanlivé obycejny a snadny tikol nabidnout divakovi zaji-
mavou soucasnou fotografickou vystavu, ktera by reflektovala mysleni vystavu-
jicich a soucasné se nevzdavala priznaného selektujiciho pohledu kuratora vy-
stavy (Ivan Pinkava, Lucie Mlynarova, Michal Hladik).

Kuratorsky vybér si nenarokuje nedosazitelnou objektivitu ani neopravnény
rozmér teoreticky, dokonce neusiluje ani o pFedstaveni jakéhosi rukopisné
jednotného obrazu ateliéru. Ten nastésti ani neexistuje. Vybér vyplynul prede-
vSim ze vzijemné diskuze tifi kolegh nad pracemi jejich studentd,
z riskantniho subjektivniho posuzovani kvality téchto praci a neméné pak
z mnoha dlouhodobé vedenych rozhovorti o soucasné fotografii a posunech
tohoto média béhem poslednich let.

Nazev vystavy To ne-podstatné byl vlastn€ od po¢atku nazvem pracovnim, u kte-
rého nakonec p¥i vSech pochybnostech zistalo. Vyplynul ze semestralniho za-
dani, kdy studenti na téma podstatné versus nepodstatné pracovali. V Zadném pii-
padé nema byt pomickou novinaFfim pro nabizejici se snadny titulek ¢i diva-
kéim pro rychly nazor a vzbuzovat zdani, Ze vystava predstavuje klicova dila
autort, ktera si narokuji nenarokovatelné. Je tomu spise pravé naopak.

Ve fotografii se za posledni pfiblizné Ctvrtstoleti zcela vyznamné proménil
rejstiik naméth, motivil, forem a technologii i zptsobti nakladani s nimi.

Navic neni mozné prehlédnout, zZe pozadavky ve fotografii donedavna naroko-
vané (Cistota a pravdivost média, vyrazny namét, zptisob formy atd.) se posléze
zacaly jevit nepodstatnymi a naopak. Logicky se tak dostavime do velmi subtil-
nich, jakoby ve spirale se tocicich relativizujicich vztah, kde se leckdy nece-
kané objevuji i spojnice s autory patficimi historii.

Proto nazvem To ne-podstatné chceme vyznamové mifit spiSe k znejisténi a uve-
doméni si nemoznosti jakychkoliv kone¢nych tvrzeni, co je na sou¢asné ume-
lecké scéné€ snad ,podstatné“ - a zda viibec ma jit o néco podstatného. Spise se
zda, Ze dnes je duleZitéjsi pohybovat se kdesi v oblastech marginalii a témé¥
podprahové subtilnich dimenzi, které skytaji netusené bohatstvi umélecky ne-
zmapovanych zkuSenosti.

Mnohé vystavené fotografie by zcela jisté€ byly pred par lety odmitnuty a skon-
¢ily by mozna v osobnim archivu autora. To, Ze dnes o nich smime uvaZovat



jako o inspirujicich dilech, neni zménou nazoru na jejich kvalitu, ale p¥ede-
v§im dasledkem toho, Ze se urCujicim zptisobem zménily motivy jejich vzniku.
Diive by jednoduse nemohly vzniknout. Dtivody k rad€ fotografii, jez se jevily
ve své dobé€ nezpochybnitelné a legitimni, se dnes Casto vytraceji a vnimavost
nastupujicich autorti sméfuje jinou cestou. Fotografie se navic natolik infiko-
vala konceptualismem, Ze i autofi, ktefi védomé nadale pracuji tradi¢néjsimi
fotografickymi zptisoby uchopovani reality, museji pfifadit novou obsahovou
droven Cteni své prace, pokud chtéji ve svété uméni uspét.

Vystavou si nepifejeme zaujimat jakékoli hodnotici stanovisko. Smyslem je
predlozit vedle sebe dila, ktera poji jakasi intuitivni subtilnost a kiehkost. Dila,
kterda mezi sebou budou vzajemné komunikovat, dopliiovat se a také si odpo-

rovat svym protichtidnym postojem a budou schopna oslovit vefejnost, aniz by
ji jakkoli nadbihala.

Tvan Pinkava

The Essence is an exhibition of work by a selection of artists who are or were in the past stu-
dents at the Photography Studio of the Academy of Arts, Architecture and Design in Prague.
Over the past three years I have had the opportunity to consult and comment on their work,
or, in the case of graduates, even to oversee its development.

The objective of the exhibition is an ostensibly simple and straightforward one. To present
interesting contemporary photography to the public in an exhibition that conveys the ideas of
the exhibiting artists without abandoning the avowedly selective vision of the exhibition s
curators (Ivan Pinkava, Lucie Mlynafova, Michal Hladik). This curatorial selection of work
does not aspire to unattainable objectivity or to the pursuit of an unwarranted theoretical out-
look, nor even to present a kind of uniform signature image of the Studio; fortunately, no such
thing exists. The selection evolved mainly out of discussions between the Studio s three col-
leagues about their students work and out of a venturesome attempt at a subjective judge-
ment of its quality, but is also a reflection of the many long-running discussions surrounding
contemporary photography and how this medium has shifted in recent years.

The Essence was actually to begin with just the exhibition s working title, but despite misgi-
vings it was ultimately retained as its official name. It was taken from the name of an assign-
ment given to students of the Studio one semester, wherein they were to explore what is and
what is not the essence of photography. The title is certainly not designed to help journalists
come up with a simple headline or the viewing public form a quick opinion, and it should not
create the impression that the exhibition is presenting key works by authors laying claim to
something that cannot be claimed. Rather the contrary is true. In roughly the past quarter
century photography has been profoundly transformed in terms of its repertoire of themes,
motifs, forms, and technology and the approach to all of these aspects. It is moreover impossi-
ble to overlook the fact that the demands made on photography until recently (the purity and
truthfulness of the medium, distinctive themes, its manner of form, etc.) have gradually began
to appear non-essential and vice versa. Logically this puts us at the centre of very nuanced re-



lationships spinning in relativising spirals, so to speak, where occasionally links to artists al-
ready a part of history surface unexpectedly.

The intended meaning of the title The Essence is therefore more about questioning and un-
derstanding the impossibility of making any kind of definitive statements about what “the es-
sence” of contemporary art actually is and whether that is even an issue at all. What seems
more important today is to be situated somewhere in the realms of marginalia and almost sub-
liminally subtle dimensions, as these offer an undreamt-of wealth of experiences that have yet
to be artistically explored.

Many of the photographs in the exhibition would most certainly have been rejected a few ye-
ars ago and would have perhaps gotten no further than the artist s personal archive. That we
are allowed to reflect on them today as works of inspiration is not because the opinion of their
quality has changed; it is mainly because there has been a fundamental shift in the impulses
that gave rise to them. They simply could not have originated earlier. The motives behind ma-
ny photographs that at one time seemed incontestable and right are now waning and the sen-
sibilities of emerging artists are headed in a different direction. Photography has moreover
become so contaminated with conceptualism that even authors who consciously continue to
work with more traditional photographic methods of grasping reality have to add a new level
of interpretable meaning to their work if they wish to succeed in the world of art.

It is not our aim to express any particular critical viewpoint through this exhibition. The pur-
pose of the exhibition is to display works of photography side by side that couple an intuitive
subtlety with a delicate quality. Works that mutually communicate and interact, while also
challenging each other with opposing outlooks. Works capable of speaking to the public wi-
thout pandering to them.

Ivan Pinkava

Ateliér fotografic na VSUP v Praze byl zaloZen v roce 1995 fotografem prof.
Pavlem Stechou. ZaloZeni ateliéru pravé na této umélecké skole s dnes jiZ sto-
letou tradici bylo jednoznaéné spravné rozhodnuti. Ateliér se brzy viadil do
kontextu vytvarné scény ostatnich fotografickych i vytvarnych skol a od samé-
ho zacatku dosahl svou tdrovni jasného a nezpochybnitelného postaveni. Po
predéasné smrti prof. Pavla Stechy v roce 2004 byl povéren vedenim ateliéru
spolu se stavajicimi odbornymi asistenty Lucii Mlynafovou a Michalem Hladi-
kem Ivan Pinkava, ktery ¢aste¢n€ navazal na stavajici koncepci a ateliér vedl az
do roku 2007. Ateliér fotografie smé&fuje postupné piedevsim k volné umélecké
tvorbé a uzita fotografie je spiSe dopliujici ¢asti vyuky, v niZ studenti vyuzivaji
predevsim své nabyté technologické vzdélani. Pravidelné klauzurni a diplo-
mantské vystavy potvrzuji jednozna¢nou volbu studentd pfistupu k fotografii
jako k volnému uméni. Podil fady absolventd, ale i studentti na souc¢asné umé-
lecké scéné€ jen potvrzuje kvalitu tohoto ateliéru.



The Photography Studio of the Academy of Arts, Architecture and Design in Prague was foun-
ded in 1995 by the photographer Prof. Pavel Stecha. Founding the studio as a part of this Aca-
demy, which can now boast a century of history, was clearly the right decision. The Studio
quickly integrated itself into the art scene established by other schools of photography and art,
and from the outset its standards earned it an solid and strong reputation. Following the un-
timely death of Prof. Pavel Stecha in 2004, the Studio’s two lecturers, Lucie Mlynafova and
Michal Hladik, were joined by Ivan Pinkava as its newly appointed head, who, partly picking
up on the original conception behind the Studio, ran it until 2007. The Photography Studio is
gradually gravitating more towards the visual arts, and practical/applied photography is more
a supplementary part of the curriculum, where students mainly make use of their technical
skills. Regular exhibitions of student examination and graduation work have shown the clear
preference among students to approach photography as a visual art. The number of graduates
and even current students active in the contemporary art scene is testimony to the Studio’s
quality.

Kuratori vystavy:

Ivan Pinkava (1961)

Fotograf, vénuje se predevsim volné fotografii.

Vystavy v Cechach a zahraniéi.

Zastoupen v fad€ soukromych a vefejnych sbirek po celém svété.

Obcasna pedagogicka ¢innost a workshopy (Ceska republika, Francie, USA,
FAMU), 2005-2007 vedouci ateliéru fotografie na VSUP.

Photographer who primarily specialises in art photography, he has exhibited work in the
Czech Republic and abroad and his photographs are a part of a number of private and public
collections around the world. He occasionally teachers and runs workshops (Czech Republic,
France, USA, FAMU), and in 2005 - 2007 he was head of the Photography Studio at the Aca-
demy of Arts, Architecture and Design in Prague

Lucie Mlynarova (1966)

Fotografka.

Studia v ateliéru prof. P. Stechy a v ateliéru prof. A. Matasové na VSUP.
Vénuje se prevazné volné fotografii.

Udasti na vystavach v Cechach i v zahraniéi.

Odbornj asistentka v ateliéru fotografie na VSUP.

Photographer and a graduate of the Photography Studio of the Academy of Arts, Architecture
and Design in Prague, where she studied under Prof. P. Stecha and Prof. A. Matasova. She



primarily specialises in art photography, has exhibited work in the Czech Republic and
abroad, and is a lecturer at the Photography Studio of the Academy of Arts, Architecture and
Design in Prague.

Michal Hladik (1962)

Vénuje se divadelni fotografii a fotografii architektury, spolupracuje
s v€édeckymi institucemi. V minulosti se zabyval pfedev§im dokumentarni fo-
tografii (Nadace Film a Sociologie, projekty mésta Kladna a PHP - Hornici,
1994, a Poldovka, 1995, atd.). Pracoval jako fotoreportér deniku Prostor a spo-
lupracoval s tydeniky Respekt a Tyden.

Jako pedagog ptisobi v pozici odborného asistenta v ateliéru fotografie VSUP.

He specialises in theatre photography and architectural photography, and works with a num-
ber of scientific institutions. He previously focused mainly on documentary photography (The
Film and Sociology Foundation, projects run by the City of Kladno, and PHP-Hornici, 1994
and Poldovka, 1995 etc.), and has worked as a photo-journalist for the daily Prostor and con-
tributed to the weeklies Respekt and Tyden. He is a lecturer at the Photography Studio of the
Academy of Arts, Architecture and Design in Prague.

Vystavujici autori:

Ji¥i Thyn (1977)

»ve svych fotografiich inscenuji situace - portréty kazdodennosti.

Hledam formu, ktera podporuje celkovou obsahovou rovinu a nepouta na sebe
zbyte¢nou pozornost.“

“T present specific situations in my photographs - portraits of everyday existence. I search for a
form capable of supporting the overall level of meaning without drawing unnecessary attenti-
on to itself.”

e Bez nazvu, z cyklu Best Before, 2005
e Bez nazvu, kompozice No. 17, 2007

e Bez nazvu, kompozice No. 27, 2007




Ondrej Pribyl (1978)

Clen umélecké formace kunstWerk.

»,Nejsem fotograf. Fotografii ve volné tvorb& pouze obezietn€ a se zietelem na
jeji specifika pouzivam jako jeden z vyjad¥ovacich prostifedka.“

Member of the art group kunstWerk.

“1’m not a photographer. | carefully employ art photography and use it with aview to its spe-
cific features as one medium of expression.”

ondrejpribyl@seznam.cz

e Ze souboru Uzemi / From collection Zone, 2005
e Tuman / Tymah, 2006

e Rakosi ve vétru / Reed in the Wind, 2001

Peter Fabo (1983)

V roce 1983 absolvoval SPS ve Spisské Nové Vsi, obor kamenosochaistvi, od
roku 2004 studuje na VSUP v Praze v ateliéru fotografie.

2007 - staZ ve Spanélsku na Facultad de Bellas Artes de Granada.

yFotografie mi pomaha lé¢it bolest. Je jako alkohol, ale druhy den mé& neboli
hlava.“

He graduated from the secondary technical collegiate in Spisska Nova Ves, where he speciali-
sed in the study of stone sculpture. Since 2004 he has been a student at the Photography Study
of the Academy of Arts, Architecture and Design in Prague. He studied in Spain in 2007 at
Facultad de Bellas Artes de Granada"Photography helps me to deal with pain. It’s like alcohol,
except my head doesn’t hurt the day after.”

www.fabophoto.com

e Z cyklu PERIFERIE, Granada / From series PERIPHERY, Granada, 2007
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Patrik Borecky (1982)

yTento zdanliv€ nesymbolicky, objektivni charakter technickych obrazt vede
divaka k tomu, Ze se na n€ nediva jako na obrazy, ale jako na okna. Davéruje
jim jako vlastnim o&im.“ (Za filosofii fotografie, Vilém Flusser, 1983)

“The seemingly asymbolic and objective character of technical images leads viewers to view
them not as images but as windows. We trust them like we trust our own eyes.”
(On a Philosophy of Photography, Vilém Flusser, 1983)

e Pfipominky / Reminders, 2008

e Srpen 1982 / August 1982

e Cerven 1983, s maminkou / June 1983, With Mum

e Srpen 1982, Karlovy Vary / Karlsbad, August 1982

o Podzim 1986, poprvé u mote, Polsko / Autumn 1986, First Time by the Sea, Poland

Linda Urbankova (1978)

1994-1998 - Stredni umélecka $kola Vaclava Hollara

2000-2006 - Vysoka $kola umeélecko-primyslova (ateliér fotografie)
2002-2003 - staz na AVU (ateliér Nova média 2)

2000-2006 Academy of Arts, Architecture and Design in Prague (Photography)
2002-2003 Internship at the Academy of Fine Arts in Prague (New Media 2)

e VIDEOHAIKU (video, 1 min.), 2005

Patrik Borecky (1982)

Stépan Pech (1985)

Lukas Prokiipek (1977)

Paramilitantni studentské hnuti sdruzené za G¢elem uméleckého boje.

A paramilitary student movement established for the purpose of artistic struggle.

e Utok / Attack, 2007-2008




Lukas Prokipek (1977)

e TMAaTMA / THEDARKandTHEDARK, video, 2007
e Andél Zapadniho Okna / The Angel of the West Window, video, 2008

Jan Kudéj (1978)

1993-1997 - Gymnazium Na PraZacce

1997-1999 - FFUK, katedra etnologie

1999-2005 - VSUP, ateliér fotografie

2002-2003 - staZ na Universitiat der Kunste, Berlin

1997-1999 Department of Ethnology,

Faculty of Arts, Charles University1999-2005 Photography Studio, Academy of Arts, Archi-
tecture and Design in Prague

2002-2003 internship at Universitit der Kunste Berlin

e Bez nazvu / untitled, 2007
e Bez nazvu / untitled, 2007

e Bez nazvu / untitled (video), 2003-2005

Jan Bigas (1986)

yFotografie, médium, které se dotyka kazdého z nas, pfimo ¢i nepiimo, nevy-
bira si. Skrze fotografii se snazim popsat, pribliZit pocity, které se mi nelehce
vysvétluji. Pouzivam ji ne jako zdznam udalosti nebo ¢asového tseku, ale jako
médium interpretujici mtj niterny stav, vkladam v ni svou davéru.“

“Photography is a medium that, directly or indirectly, touches every one of us indiscriminate-
ly. Through photography I try to describe and impart something about feelings that I have a
hard time explaining. I use it not as a way to record events or

a period of time but as a medium to interpret what'’s inside me; I place my trust in it.”

honzabigas@centrum.cz

e Sestra / Sister, 2006
e Bez nazvu / Untitled, 2006
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Sté&pan Pech (1985)

yFotografické obrazy ndm nalhavaji nae predstavy o svété.

Na strankach deniku méni ¢as sviij rytmus. Véty jsou zarezy uplynulého oka-
mziku.

Mezi deniky a obrazy neexistuje Zadna bariéra.

Fotime, abychom nezapomnéli, protoZe vzpominky se méni, rozpadaji se a
prihledni, s nimi mista i lidé. PFestavame jim véFit.

Nevime, kde jednotlivé prib€hy zac¢inaji a kde kon¢i. MiZeme pouze zachytit
jednotlivé body.

Mezi fotografiemi se tvofi ¢asové intervaly bez paméti.

Kazdy obraz je okamzZik. Kazdy okamzik je jako zprava a nikdy se nezopakuje.
Jako jedine¢na konfigurace k#idel leticiho hejna.“

Photographic images indulge our false notions about the world. Time alters its rhythm on the
pages of

a newspaper. Sentences are strips of an elapsed moment. There is no barrier between newspa-
pers and images. We take photographs so as not to forget, because memories alter, break
down, and become vague; and with them so do people and places. We cease to believe them.
We don’t know where one story begins and another ends. We can only pick up different pie-
ces.

The time intervals between photographs are formed without memory. Each image is an in-
stant, each instant is like a piece of news, and it is never repeated. Like the unique configurati-
on of the wings of a flock in flight.

e Denik Leonarda da Vinci / Leonardo da Vinci’s Diary, 2008

Eva da Silva Melo (1977)
Ateliér vitrazi, Muchynska Akademie - Petrohrad, Rusko

Ateliér grafického designu, Universidade de Aveiro - Portugalsko
Ateliér grafiky Akademie vytvarnych uméni - Rumunsko

»Jak se rozpozna, kde je ten pravy bod, kde se lame den do noci?

Jak jim prob&hnout?

Jak dlouhy je ¢as, nez se zaostii, nez se pohled zabodne a zjisti, co je co...
Mezi smrky dlouho jesté se ozyva Sepot...

V listi uslysis vzdechy...

Mezi temnymi kmeny zahlédne$ pliZici se stiny...

Tam nikdo nas nepotka...“



Stained Glass Studio, Muchynska Academy - St. Petersburg, Russia

Graphic Design Studio, Universidade de Aveiro - Portugal

Graphic Design Studio, Academy of Fine Arts - Romania

How to tell when it’s that very point, when the day breaks into night?

How to slip through it? How long does it take to focus, till the gaze fixes, and can distinguish
what is what... A whisper echoes at length through the pines... You hear sighs in the leaves...
You spy shadows creeping up between the tree trunks... No one will come across us there...

evamelo@seznam.cz, www.mydlo.net/eva

e A v 3eru najdu... vie / In the twilight I will find......everything, 2004 -2007

e ..znameni/...sign, 2007

e ..ticho/ ...silence, 2007

e ...vzpominky / ...memories, 2007
e ..nenéavratno / ...outback, 2007
e ..smér/ ....direction, 2004

e ..sebe /...yourself, 2007

e ...Gorin /...Gorin, 2004

e ..krajinu /...]landscape, 2004

Martin Chum (1976)
yParalelni svéty se protnou ve stfedu pohledu.

Ticho...
Tma vznika ze svétla a v ni se rodi sen.
Tluze, no¢ni den v realité prodira se z hlavy.“

»Sen, iluze a jejich interpretace, to, o co se pokousim,
fotografuji hlavné€ v noci, na zrodu nového dne
snazim se zachytit jemné nitky svétla a predat je dal
lidem, ktefi mozna v tu dobu spi a sni.“

“Parallel worlds intersect at centre gaze silence... darkness emerges out of the light and gives
birth to

a dream illusion, the nocturnal day in reality breaks free of the mind.”

“Dreams, illusions, their interpretation - that is what I'm trying for I photograph mainly at
night, at the birth of a new day
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I try to catch hold of the fine threads of light, and pass them on To those who may still be
sleeping then, and dreaming.”

o 00.01 hod., ze souboru Novy den / 12:01 am, from the series New Day, 2008

Petra Mala (1979)

»Stejné€ jako basnik predava poezii své sny a predstavy, skrze né€z se vracime
do minulosti, tak i ja vyuzivam fotografické médium jako prostfedek revokace
obrazt z minulosti. Skrze fotografické obrazy se navracim do détského svéta
fantazie, do intimity osamélého snéni, do svéta nevinnosti, do svéta poezie a
svobody.“

“Tust as the poet communicates his or her dreams and ideas through poetry, dreams and ideas
that transport us back in time, I use

photography as a medium to re-evoke images from the past. Through photographic images

I return to the childhood world of fantasy, to the intimacy of solitary reveries, to the world of
innocence, to the world of poetry and freedom.”

petramalaphoto@gmail.com

o Puberta / Puberty, 2006

e Puberta / Puberty, 2006

e Bez rozdilu / Promiscuous, 2006

e Ze souboru Cim vic se vlak od toho domu vzdaluje, je mi trochu lip / From the file called
The further the train travels away from the house, the better I feel, 2006

Johana Posova (1985)

»Nelogické mysleni - dany ¢loveék dospiva k nazorim, které nejsou logické.
(Nap¥. rodice jsou lidé, kteti vas vychovali, tedy, co vas vychovava, mtze byt
rodic¢i - napt. zelenina, ovoce - v§e vas néco nauci.)“

(Wikipedia)

Tllogical thought - a given person reaches opinions that are not logical. (For example, parents
are people who raise you, so who/whatever raises you can be your parents - e.g. vegetables,
fruit - everything you learn something from.
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e Mikado / Pick-up Sticks, 2007
e Eva/ Eve, 2006
¢ Nikdy neni ted / Now Never Happens, 2007

e Brusinky / Cranberries, 2006
e Hra / Game, 2008

Michal Ures (1978)

Ve 22 letech byl pFijat na VSUP do ateliéru fotografie, kde pod vedenim Pavla
Stechy absolvoval pét let a studium dokonéil pod vedenim Ivana Pinkavy. Vé-
domosti a zkuSenosti rozsiril stazi v Parizi.

At the age of 22 he was accepted as a student at the Academy of Arts, Architecture and Design
in Prague, where he studied for five years under the guidance of Pavel Stecha and then com-
pleted his studies under Ivan Pinkava. On an internship in Paris he was able to further enhan-
ce his knowledge and experience.

e Bez nazvu / Untitled, 2007-2008

Michal Seba (1980)

Fotograf - romantik a hudebnik.

»Hraji si a fotim, fotim si a hraji.

Jedno nejde pustit, druhé nejde zastavit.“

Photographer - romantic and musician. “I fiddle and photograph, I photograph and fiddle.
One can’t be started up, the other can’t be stopped.”

michalseba@gmail.com

e Agaata, ze souboru Kazdej pes jina ves / Agaata, from the series Heinz 57, 2006
e Hadice / Tube, 2007
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Radeq Brousil (1980)

Studia a staZze: Brusel, Montreal, Praha.

Zalozil systematické budovani svého mytu na timyslné subverzi. Vizualni roz-
tristénost je pro né€j autentickym vyrazem soucasného prozivani a ziejme i
uchopovani svéta. Vykladova nejednoznacénost a autorova unikavost je tu za-
mérna a zjevna. Své obrazy nabizi ke klicovani a predvadi je velmi rozvazné.
Masky jsou v nich oblibenou vybavou. Za masku schovany, skrze masku hledi-
ci.

He has studied and been on internships in Brussels, Montreal, and Prague. He founded the
systematic construction of his myth on wilful subversion. For him, visual fragmentation is an
authentic expression of the contemporary experience and understanding of the world. Inter-
pretative ambiguity and authorial elusiveness are deliberate and overt here. His images invite
interpretation, and serious consideration is given to their presentation. Masks are a popular
feature in them. Hiding behind

a mask, looking through one.

radeq@brousil.name
www.brousil.name

e Cerna pyramida / Black Pyramid, 2007-2008

V PRIPADE PRETISTENI NASLEDUJICIHO TEXTU, NEBO JEHO CASTI,
MUSI BYT UVEDENA NASLEDUJICI FORMULACE:

Citace z pisemné ¢asti diplomové prace Michala Urese Pro¢ fotografie dnes,
2007

Pro¢ fotografie dnes

Pro¢ fotografie dnes? Téma na prvni pohled v dnes$ni dob€ neaktualni a odsho-
ra dold zavangjici tisickrat ohranou otazkou, zda fotografie, malba, film ¢i ja-
kykoliv jiny druh uméni je dnes mrtvy. Otazku, jestli je fotografie mrtva, jsem

si vlastn€ upfimné nikdy nekladl. Stejné jako hrtizné zvésti o totdlnim nastupu
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digitalizace a formalnim nahrazeni videem mi vZdy pfisly pon€kud pritazené
za vlasy, zvlasté po prostudovani Barthesovy ,Svétlé komory*.

Zakladnim cilovym bodem se mi tedy stalo nikoli slovicko pro¢, ale z mého
thlu pohledu otevienéjsi prislovce ,jak“. ,Jak“ nesoustiedici se v§ak omezené
na formalni stranku vysledné prace, spi$ na jakési ,jak“ v jeho nejSirsim moz-
ném slova smyslu ve vztahu k fotografii jako médiu. Nutno podotknout, ze
moje ,jak* vstoupilo do hry nebo, chcete-li, boje ruku v ruce s optimismem,
nejvetsi oporou vieho lidského snazeni. Nejvétsi hybnou silou k jakékoli praci
byl asi pravé odpor k vykfiktim o smrti média a ztraté jakéhokoli pevného bo-
du, podle n¢€jZ mizeme dnes cokoli v oblasti lidského snaZeni a vnimani posu-
zovat. Pravé ona pluralita mysleni, vnimani a sv€tonazoru, jez na prvni pohled
zkapalnila pevnou ptidu pod nohama a dala svobodu, kterou vétsina z nas po
probrani se z lehkovazné euforie z jejtho nabyti zatne vnimat, dovoluji si vy-
slovit termin, jako trest. A madame Gablik mé s dovolenim své ,Tyranie svo-
body* jen podpoii. Uvédoméni faktu, Ze pravidla nejsou, vkus je absolutng in-
dividuélni, pokud se povzneseme nad masova média, a tispéSnost ve verejnych
kruzich se az na tplné Spicky mé¥i spis mnozstvim pratel nez skute¢nou kvali-
tou vystavovanych dél, mé vypravilo na cestu zkoumani a hledani, ve kterém
kromé tyranie svobody pfibyla jesté ,totalni“ jistota samoty.

Meéfitkem veskerého poznani jsem se stal jen ja sam. Nejspi$ banalni objev, ale
pri jeho plném uvédomeéni ¢lovéka preci jen zamrazi. At si to kazdy prizna ¢i
ne, vétsina z nas je za urcité mantinely svym zptsobem vdécna. At jiz pro to,
Ze zuzenim naSeho zorného pole nam pomahaji jit alespon vpred a netapat,
kterym smérem se vydat, ¢i jen pro to, Ze v nich ¢lov€ék nachéazi pravé ony pev-
né body, do kterych se miZe se v3i svoji silou op¥it. A pravé odporem, popira-
nim ¢i rozbijenim onéch sklenénych bariér pak mizZe realizovat sviij prebytek
energie, ktery, pokud nenachazi cesty ven z jedince, jej ptivadi k zoufalstvi
pretlaku, jez se miize obratit proti nému samotnému a uzaviit jej do izolace
letargie a pasivniho pfijimani okolni ,reality”, kterou jsou nase zemépisné $it-
ky bohaté zasobeny. Absence stfedniho uméleckého vzdélani mé nechténé vy-
bavila touhou po co nejsirsim rozsahu vnimani a poznavani a diky ni, nebo
mozna bohuzel, posouzeni necham na vas, mé nejvice na vécech, déjich a tie-
ba i historickych udélostech fascinovala pravé vZdy jejich nejednoznaénost a
propojenost - jak v ¢ase, tak i v prostoru. Smysl, ktery vznikal vZdy az kdesi v
meziprostoru jednotlivich dél a jehoz tvorba byla pfimo zavisla jen a jen na
divakovi. Hltal jsem a pozorné se snazil vnimat veskeré, nejen umélecké, pro-
jevy lidského ducha a nachazel obrazy jak tépytivé kousky skla v pisku na bie-
hu mote. Pokazdé mne prekvapilo, jak se sta¢i jen pozorné divat a zazitky se



dély uprostied kazdodennosti, jen stacilo malinko zadrZet dech. Nutno pfi-
znat, Ze zjisténi, Ze se vSe dé€je samo a Casto jen pouhé pozorovani samo na-
znaCuje nové cesty, vedlo k pocitu nejistoty, zda je dtlezité viibec se snaZit
onen bé&h véci zaznamenavat a predavat, kdyz takova spousta umélct tvori
ipln€ nové svéty sama ze sebe. Az po delsi dob&é mi doslo, Ze véci, piibéhy a
kouzla pfed myma oc¢ima vidim opravdu jen ja, Ze nejsou béznou realitou,
prestoze je v ni mohu zachytit, ale Ze jsou odrazem obrazti ve mné¢, které pie-
de mne neurcita sila seskupuje presné tak, jak ja potfebuji. Neslo a nejde tedy
o hledani, ale o potkavani sebe sama né€kde ve vné&jsim svété.

Jemny ptechod od fotografa, jimz jsem byl jest€ pred studiem, ve skladatele
smyslu, kterému jsem zprvu nerozumél ani pramélo a ani dnes na tom nejsem
o moc lépe, ale jehoz energie vzrusuje a nuti pokracovat. Uz pifed studiem mé
kdosi upozornoval, Ze mi nikdy k uspokojeni nepostaci jediny obraz, ze vzdy
budu potifebovat sérii zdanlivych banalit ¢i naprosto zasadnich udalosti, ale az
v jejich meziprostoru pro mne vznikne ona jiskficka. Smal jsem se tenkrat v
touze po jediném dokonalém obrazu, ktery vystihne celistvost. Asi jako Du-
champ, jenz své posledni dilo vytvorfil po deseti letech necinnosti. Kazdym ro-
kem jsem vSak ¢im dal vice nachazel uspokojeni pravé v prolinani svétt zdan-
livé na hony vzdalenych a rozsifovani jednotlivych fotosérii mi zacinalo p¥ipa-
dat jen jako rozméliiovani esenci, ze kterych mél byt mij celek sestaven. Skoro
vzdy mé& mrzelo, Ze z celé série, kterou jsem v galerii zhlédl, mi vétSinou stacil
pravé jeden nebo dva obrazy, diky nimZ jsem ziskal onu esenci a dale se vétsi-
nou jen nutil doéist cizi p¥ib&éh. Profesor nas sice ucil, Ze pravé ona cesta mize
byt tim cilem, ale pFedstava rozestavéného domu mé dpIné€ neldkala. A tak
jsem asi moZna nasel svoji cestu, nebo spi$ ona nasla mne. Nejprve cestovanim
a nachazenim paralel z riznych koutt a posléze zklidnénim a koncentrovanim
se na omezen€jsi prostory, kde se p¥i rizném pfivieni oka vynotovaly tplné
odlisné svéty a souvislosti objevované jen tfeba mezi kousky ledu pfinasely
jesté veétsi prekvapeni. Vzdy vSak ¢lovék nasel, nebo se alespori pokousel vy-
brat, ten nejspravnéjsi stfep z tuSené mozaiky a jen s ofekavanim nadchazeji-
ciho setkani se vydal na dalsi netuSenou cestu. Zprvu fascinovin uménim ma-
litskym nachazel jsem paralely davnych obraza v nasi dobg, a i kdyz nechténé
jsem se tak poprvé nev€édomky dotkl dnes jiZz tak samoziejmého fenoménu
postprodukce v uméni. Bez sebemensiho zaméru, veden spiSe podvédomim,
jsem zacal skladat obrazy, v nichz jsem sice tusil predlohu uloZenou, dnes jiz
vim, ne ani tak hluboko ve mné¢. Pravé jeji naruseni (vychyleni) a prerod za
pomoci dne$niho svéta a vlastniho média ve sdéleni, pravda sice n€¢kdy Gplné
pravého opaku, ktery nuti zkoumat anebo premyslet, je onim punktem, jez nas
na daném obrazu tolik vyrusuje a nuti neustile se k nému vracet a znovu jej



¢ist. Pokud vyslovim termin ¢ist, nabizi se paralelni termin desifrovat. Desifro-
vat zpravu autorem zakédovanou do daného dila. AvSak ani predavani zpravy
nebo déleni se o nalezené nebyl tak Gplné€ mtij zamér, nebot vzdy v moji pamé-
ti nejvice zhstavala prave ta poselstvi, ¢i prosté jen tivahy, jez mohl ¢lovék pie-
valovat v hlavé, otacet jimi jak kubisté pfedméty v prostoru a nakonec preci
nalézt vzruSeni jen z toho, Ze pomalinku tu$im. Byl jsem ozbrojen soustavou
vSemoznych pro a proti, a presto se konkrétnimu rozboru a presnému vyme-
zeni jednotlivé kusy vymykaji - a pravé to nas podvédomé nebo védomé nuti si
tyto drobné impulsy uchovavat v hlavé jako majacky uprostied oceanu absur-
dity.

Cim vic ¢lovék premysli nad tiskalimi symbolismu, tim vic jej nachazi nechténé
zasunuty do své prace. Jako by tajny smysl neustale vedl nase védomi a obra-
zovost se bez symbolismu neobesla. Nebo jinak. Pokazdé, at kdokoli pristoupi
k vnimané realité ¢i obrazu, jej hodnoti pravé na zaklad¢é urcité sumy poznat-
kt a védomosti, jez si v prib&hu Zivota nese a sklada, z nichz ony sty¢né body
se stavaji symboly a voditky, jez prenaseji subjektivné Zitou skuteénost do
obecn¢jsi roviny, ve které se dilo stava vnimatelné Sirsimu okruhu divaka. Na-
priklad kazdodenni predméty, jez v nasi bezprostfedni blizkosti prisly o ta-
jemnost a staly se z nich jen prosté predméty, stejné€ jako prib&hy vsednosti,
jeZ se stavaji banalnimi, a pouze tehdy, kdyz pravé na n€ zaméfime svoji po-
zornost a zpomalime sviij tep, zatnou se vynofovat tajemstvi na prvni pohled
skryta a davat obycejnym vécem, lidem a pFibéhdm ty nejobycejnéjsi viné a
kontrasty. Pravé ve chvilich, kdy kazda drobnost dostane alespon vtefinku po-
zornosti, vyjevi nam dlouhé piibéhy a navod k Gvaham, jeZ na sebe vaze a jez
nejsou jen pouhym svédectvim o jejich majiteli, nybrz poukazuji a pripominaji
propojenost veskerého déni a vnimani naseho svéta. A pravé zde nachazim
nejveétsi absurditu ve vyrocich, ¢i 1épe Fe¢eno vyrocich ¢i obavach o smrti foto-
grafie.

To, Ze bych jako student fotografie mél jeji smrt popirat, se miZze zdat samo-
zfejmé. Stejn€ tak samoziejmé pro mne vsak bylo stfetnuti se s touto ivahou a
vyrovnavani se s pochybnostmi, jeZ kazdé lidské konani v¢etné vytvareni obra-
zu - byt prostfednictvim stroje - provazeji. AvSak pravé ono zastaveni, a pfie-
devsim zastaveni sebe sama, mne neustale pridrzuje u fotografického média
jako takového. Od doby, kdy fotografie ziskala sviij status jako vyjadfovaci
prostifedek se svou vlastni sférou vlivu pohybujici se n€ékde mezi uménim a
realitou, se tivahy o uméleckosti staly jen viceméné rétorickym cvi¢enim, po-
dobn¢ jako otazky po pravdivosti fotografie, které se tahnou nap¥i¢ druhou
polovinou minulého stoleti.



Rozhodl jsem se proto projit nap#i¢ vSemi tématy a formami, jeZ mi moje mé-
dium predklada, a nalézt n¢kde uprostfed komunikace mezi nimi samotnou
esenci média, které je samo o sob€ nejvice pfipominkou nasi vlastni kone¢nos-
ti, neustalého plynuti ¢asu a na$i odvéké touhy jej alespoii na zlomek vtefiny
zastavit. S v€édomim, Ze zadny z postihnutelnych vjemiu neexistuje bez kontex-
tu naSich i vSeobecnych predispozic, zkuSenosti a nilad, mne ma selektivni
cesta vedla pravé k vyjimani ptvodnich véci a dé&ji z jejich prirozenosti, k
usporadavani do novych celktl a utvareni novych kontextii, z nichZ buduji no-
vy malicky soukromy svét piibéhd, tajemstvi a snovych realit. Svét poskladany
na prvni pohled z véci a pfib€hti naprosto banalnich, nékdy vsak absurdnich
natolik, Ze jejich vzajemnym prolnutim vznika osobity soubor vzpominek.

Vzpominka bude asi nejvhodnéjsi slovo. Avsak pravé tato souhrnnost dava vy-
stoupit starym, mozna i ohranym pFibéhtim v novém, nebo alespon trochu ji-
ném svétle, nez jsme tradi¢né€ uvykli. Vyzdvihuje odve€ké prolinani davnych
pravd v soufasném kontextu, zaroven jim vSak s novym kabatem otisku sou-
¢asnosti nebo jen nedavné minulosti proptjcuje svéZest bezprostiedni blizkos-
ti, pod niZ se vSak matné€ rysuji prastaré zakonitosti, ke kterym, prestoze se
snazime vymezit s vypétim vsech sil, nachazime zvlastni citové pouto respektu,
byt leckdy exponovaného prostifednictvim pohrdani a odmitini. A pravé jen
toto védomi souslednosti nam (mi) davd moznost pfistupovat k tématim s
nadhledem umoziiujicim presah snad i do jinych stoleti, at jizZ minulych ¢i bu-
doucich. Nebylo mym zadmérem nijak pFecenovat ani svoje sily, ani vyjadfovaci
schopnosti média. Nicméné studium dob davno minulych a jejich az prili§ do
o¢i bijici vfznamova shoda s d€ji a naladami dob sou¢asnych mé nejen nutila k
zamysleni, ale mnohokrat i k Gsmévu. K tsmévu ne ve smyslu pohrdlivého
usmésku, naopak k ismévu, ktery hieje nékde tésné€ pod plicemi.

Je viilbec mozZna prenositelnost sdéleni a vinimani nejen skrz jednotliva ¢asova
obdobi, ale uz i jen pres hranice statd a kontinentti? Za cely svij prizkum
jsem nasel jen hrstku obrazi, které byly podle mého nazoru schopny veskeré
tyto hranice alesponl do urcité miry stirat - a pravé diky nim jsem uvéril, Ze
moznost jakéhosi nad¢asového a nadprostorového spodobnéni skutecné exis-
tuje. Stejné jako jsou knihy otvirajici hranice fantazie jiZ dlouhé véky desitkam
¢i stovkam generaci. Mozna hledani na prvni pohled p#ili§ ambiciézni. Nicmé-
né praveé védomi, Ze vétsina téch nejvyznamnéjsich dé€l vznikla na zakladé téch
nejobycejnéjsich zazitkt a prib€hti, mé nutilo k hledani nejvétsich presaht a
viemd pravé ve vécech a dé&jich zdanlivé kazdodennich, aZ na prvni pohled
bezvyznamnych.



Jelikoz se vSak nachazime ve v€ku vizudlni komunikace, kdy hlavnim nosite-
lem informaci se stal obraz a linearita pisemného projevu ustoupila bezcaso-
vosti obrazovych sdéleni, miZzeme o smrti fotografie mluvit spiSe z hlediska
etického. Textem na vas nikdo tutocit v takové miFe nikdy nemohl. Naopak
dnes se nachazime, alespon v nasich geopolitickjch podminkach, v prostredi
obrazy tolik presyceném. Natlaku, jaky je veden na nase smyslové vnimani, se
navic prakticky neda celit a pred umélci vyvstava dalsi z otazek, zda dal§imi
obrazy jen nepfepliiuje jiz tak saturovany prostor naseho vnimani. Ve skutec-
nosti vSak lze prostfednictvim fotografie aktivovat fantazii Gplné stejné jako
textem, bohuZel za stejnych podminek jako pfi ¢teni textu. Potieba ¢loveka
koncentrovat se a soustfedit na obrazové sdé€leni je dnes nanestésti omezena
jen na vystavni prostory umoznujici reprezentovat i neagresivni postoje a na-
zory. Nicméné odbocka, jiz jsme nyni absolvovali, byla jen ¢isté z davodi,
abych osvétlil jediné hledisko, jeZ pfipoustim v tvahach o smrti fotografie.
Hledisko etické.

Jak jsem jiZ naznacil, moje osobni cesta se tedy ubira ve smyslu sbirani drob-
nych stfept, kterym ja sam rikam malé pohadky a jejichZ soubor by mél kdesi
uprostied mezi jednotlivymi fragmenty vytvafet predstavu &i smysl o svété
mozna vysnéném, mozna kdesi nyni Zitém a o tajemnych paralelnich svétech,
které se odehravaji mimo nasi kontrolu a velmi ¢asto i bez naseho povSimnuti.
Tiché momenty meditace, miniaturnich bouii i tichych presunti zdanlivé nezi-
vych predméth. Jakoby pFibéh vééného ditéte, které bud odmita dospét, anebo
uchovava svoje hrady a zamky pred vné&jsim svétem, jehoz pravidla sice tusi a
Casto i velmi dobfe zn4, jeZ mu vSak zaroven svou geometri¢nosti nabizeji me-
ziprostory, v nichz jako trava v obrubniku rasi soukromé neviditelné kvéty.
Kazdé narudeni fadu odkrjva dalsi a dalsi skuliny proudu fantazie a i obycejna
zarovka se mize stat kosmickou lodi. Stejn€ tak vSak neni potieba vzdy k real-
nym predloham hledat vhodné paralely a staéi se jen nechat opajet barvou a
tvarem, pokud nam rozum dovoli se na chvili jen nechat unaset a nesnazit se
za kazdou cenu pochopit. A tak se redlny svét muzZe stat pouze zasobarnou
obrazi, v nichZ mZe pravé ona symbolika propojovat skute¢né soucasné svéty
se sv€ty davno minulymi, se svéty tisice kilometrti vzdalenymi anebo i jen s
témi, které existuji zasunuté v naSich vzpominkach a fantaziich. Krutost a
chlad kazdodennosti ustupuje poezii zastaveni. Oaza nejjemnéjsich pribéh
uprostied pousté. Oaza, jez nam dovoli nahlédnout, chvili pobyt v pfitomnosti
tichych vypravécu, jez svymi otdzkami vyjadii vic nez regily romand. Otazky
tykajici se nas samotnych v nasem svét€, ale jen potud k nam dérazné€ pro-
mlouvajici, pokud p¥ichazeji z rovin, jez jako by nam neustile proklouzavaly
mezi prsty. Touzice leckdy po zapomnéni svych v€domosti a zkuSenosti se za-



pominame jen prosté divat. Proto fotografie dnes. Opét vidét v nejmensich
drobnostech neobsaZitelné déje a naznaky.

Zakladnim vy§chozim bodem pro mne byla absence potieby inscenované foto-
grafie, protoze pravé inscenaci jako by se vytracela autenticita, ona nej€istsi
vlastnost fotografie samé. Slo o to, jak jeden z kolegt prohlasil, vydolovat poe-
zii z v3edni reality. Asi nejvyraznéj$im inspira¢nim vzorem a vyzvou pro tuto
Cast prace mi byly snimky Jeffa Walla, které prestoze jsou inscenované, ptsobi
dojmem autentickych, svym zpisobem dokumentarnich snimkd, v nichz nas
vSak pfi vnimani neustale vyrusuje nespecifikovatelny aspekt, kdy si az pfi del-
$im pozorovani uvédomime paralely s baroknimi obrazy prevazné s nibozZen-
skou tematikou. U téchto snimkti mé nejvice lakala pravé moznost, Ze ony scé-
ny lze skute¢né v realném Zivoté nalézt bez nutnosti inscenace. Pfesto forma
dokumentarnich zabért mé predstav€é nevyhovovala. Nechtél jsem vytvaret
vyznamy skrze tvaie konkrétnich lidi, ale naopak lidsky faktor svym zptisobem
potlacit ¢i jej zobecnit na ono lidstvi samo o sob€. Zaroveri hledani paralel se
starymi mistry mi p¥islo svym zptsobem svazujici a p¥ili§ konkrétni, prestoze
prirovnanim se v dne$ni dobé€ vyhnout nelze, a radéji jsem hledal pribéhy cha-
rakteristi¢téjsi pro dnesni dobu, nesouci vSak neuchopitelny prvek nad¢asovos-
ti. Na pocatku hledani se v3ak ¢lovék jen nerad pousti do neznamych oblasti
sam, a tak i mé& v prvnich obrazech provazely sice vzdalené postavy symbolizu-
jici prvné€ onu vyse zminovanou lidskost, jez v§ak v dal$im patrani jiz se mnou
nemély pokracovat. Paralelné k hledani prvniho motivu jsem hledal k vyjadie-
ni stejné nalady i prostor. Prostor jakoby jesté prohraty lidskou existenci,
av$ak o to tisnivéjsi, o co v ném bude absence ¢lovéka citeln€jsim motivem. Od
absence ¢lovéka vedla uz jen pifima cesta k prfedmétnosti samotné, jeZz se po-
stupem méni az v Gplnou abstrakci, jez by méla ptisobit na yniméani pi¥imo
barvou a tvarem, popfipadé motivy asociovat aplné mimo ptvodni funkci zob-
razenych predmétd a motivii. Finalni smysl vysledné prace vznikid pravé na
pruniku forem a obsahu a nep¥imo utvaii maly soukromy svét ¢i svédectvi jed-
né cesty, jiZz mizZeme vnimat jako autortv portrét ¢i jeho svédectvi o vnimani
soucasnosti, spiSe jako nevycerpatelny zdroj namétti nez zpravu o stavu svéta.
Kazdy jednotlivy obraz je zaroven samostatné stojici obrazovou a viznamovou
jednotkou, jez po vytrZeni z celku nadale drzi sviij obsah, a Zadna ze slozek
souboru neslouzi pouze jako podpirny prvek jiné. Cilem celé prace je vytvofit
prostor, ktery umozni pravé ono prolnuti vétsiho mnozstvi forem a obsahtl,
které, prestoze se od sebe mohou jevit na prvni pohled vzdalené, prec maji
schopnost nam pfedavat informaci, ktera vznika aZ pravé prolnutim jednotli-
vych pribéhi, pfredméti a pohledd. Prolnutim smysld obrazi.



Prace vznikala Cisté intuitivné, pri¢emz hlavni vodici linkou byl jen podvédo-
my pocit sounalezitosti veskerych obrazi, jeZ jsem nasledné kladl vedle sebe s
pokud mozno co nejSir§im povédomim o soucasné i pfedchéazejici roli fotogra-
fického média ve spole¢nosti, at uz pro jejich vzajemnou komunikaci ¢i vyra-
zovy a obsahovy kontrast.

Michal Ures, 2007

(Pisemna ¢ast diplomové prace)

Why Photography Today?

Why photography today? This is a subject that at first glance seems irrelevant today and reso-
nates from top to bottom with the constant question of whether photography, fine art, film, or
any other form of art is now dead. Whether or not photography is dead is not a question that
I have directly asked myself. Just like the dire predictions about the all-consuming rise of digi-
talisation and the hegemony of video, this kind of outlook always struck me as rather too far-
fetched, especially after having read Barthes’ Camera Lucida.

So for me the objective was to look not at the question “why” but at the in my view more en-
compassing question of “how”, a “how” not limited here to a focus on just the formal aspects
of a completed piece of work, but rather employed in the widest possible sense to apply to
photography as a medium. It must be said that my “how” was then entered into a match or, if
you prefer, a battle with optimism, the greatest buttress to every human endeavour. Resistance
to the cries about the death of media and the loss of any firm point from which to evaluate
areas of human efforts and perception has probably been the strongest driving force behind
any piece of work. It is the plurality of ideas, perceptions, and world views that on the face of
things destroyed the firm ground beneath our feet and unleashed a freedom that the majority
of us, after waking up from our gleeful euphoria from having obtained it, began to regard as a
kind of - I dare to pronounce the word - punishment. And Madame Gablik, appealing to her
“Tyranny of Freedom”, backs me in this. The awareness that there are no rules, that taste is
absolutely individual, if we can rise above the mass media, and that success in the public sphe-
re, with the exception of the highest echelons, is measured more by the number of friends a
person has than by the real quality of the works they exhibit, set met off down a path of inqui-
ry and on a search, where the tyranny of freedom is joined by the “absolute” certainty of isola-
tion.

I found that I and I alone am the measure of all knowledge. That may be a banal discovery,
but it will still send a shiver down your spine once you fully realise it. Whether we ack-
nowledge it or not, the majority of us are grateful in one way or another that certain barriers
exist. Perhaps because constrictions on our field of view at least help drive us forward and we
are not left with room to stumble around in looking for which direction to head in; or perhaps
simply because they offer us solid points on which we can lean with all our weight. And it is by
resisting, rejecting, or destroying those glass barriers that a person is able to put to use the
surplus of energy that, if there is no outlet for it and it builds up inside, can lead a person to a



state of desperation. The excess pressure can then turn against them and confine them to a
quarantine of lethargy and passive acceptance of outside “reality”, of which there is no shorta-
ge in this geographic region. The absence of a secondary education in art inadvertently equip-
ped me with a longing for the widest scale of perception and knowledge, and thanks to that, or
perhaps unfortunately, I'll leave the judging to you. What always fascinated me most about
things, occurrences, and perhaps even historical events were their ambiguity and their inter-
connectedness - both in time and space. The meaning that always only arises somewhere in
the space in between individual works, and that has always depended on the viewers and them
alone. I devoured and carefully tried to perceive every kind of manifestation - not just artistic -
of the human soul, and I came across images like pieces of glass glittering in the sand at the
seashore. I was surprised again and again by how it is enough just to look carefully and you
can see that experiences are happening in the middle of everyday goings on; you just have to
hold your breath a little. I must admit that the discovery that everything is happening on its
own and that new paths are often revealed just through observation led me to feel uncertain
about whether it is at all important even to try to record and relate something about the course
of things, when there are so many artists creating entirely new worlds in and for themselves.
Only some time later did I realise that it is really just me who sees the things, stories, and ma-
gic that I see, that this is not a shared reality, even though I can catch a glimpse of these things
there, but really they are a reflection of the images inside me, which some indeterminate force
configures just the way I need to see them. Therefore, this endeavour of mine was not and is
not about a search for something; it is about encountering oneself somewhere in the outside
world.

The photographer I was before I began my studies was subtly transformed into a composer of
sense, a sense that initially I did not understanding at all, and even today I'm not doing much
better, but whose energy is electrifying and forces me to continue. Even before I began my
studies, someone pointed out to me that I could never find satisfaction within just a single
image, that I would always need a series of apparent banalities or absolutely major events, but
for me that spark would always arise in the space in between them. At the time I laughed, as

I continued to long for the single perfect image, embodying completeness; probably like Du-
champ, who created his last work after a decade of inactivity. However, each year I found more
and more satisfaction in mixing together worlds that were seemingly miles apart, and T be-
gan to find that adding to individual photo-series was like grinding out essences out of which
my “whole” was to be made. I almost always regretted that, out of all the series of photographs
that I viewed in galleries, usually just one or two images were enough for me obtain that es-
sence, and the rest were simply forcing me towards the end of someone else’s story. While a
professor taught us that the path itself could be the destination, the idea of an unfinished
house didn’t really appeal to me. And so perhaps I found my own path, or rather it found me.
First by travelling and finding parallels in various different corners, and gradually by calming
down and concentrating on more finite spaces, where, with every new slant of the eye, there
emerge entirely different worlds, and even bigger surprises were to be had from the connecti-
ons discovered between, say, simply some chunks of ice. One could always find, or at least try
to choose, the right fragment from the notional mosaic, and, with nothing more than expecta-
tions about the encounter to come, set out on another unknown path. In my initial fascination
with the art of painting I found parallels between old paintings and our time, and, for the first
time, albeit inadvertently, I unwittingly hit on the now common phenomenon of post-
production in art. Without the slightest design in mind, and guided more by my subconscious,
I began to compose images from a model or fore-image that I sensed inside me, though, as I



now know, not too deep inside. The dislocation (modification) and rebirth of that image, with
the aid of the world today and the medium itself, into a communicative form, albeit admittedly
sometimes as its very antithesis, compelling inquiry and reflection, is the point that we find so
disturbing in an image and that forces us to return and “read” it again and again. While I use
the term “read”, “decode” offers itself as a parallel term: decoding the message that the author
has encoded in a given work. But even communicating a message or sharing a discovery was
not exactly what I was interested in, since what has always remained strongest in my mind are
the messages or even just thoughts that we toss about in our heads, spinning them about like
Cubist objects in space, but ultimately finding excitement in the fact that I am slowly coming
to realise it. I have been armed with every kind of pro and con, and yet the individual works
still evade concrete analysis and exact definition - and that is what consciously or unconsci-
ously forces us to hold onto these tiny impulses in our heads, like little lighthouses in the cen-
tre of an ocean of absurdity.

The more one reflects on the pitfalls of symbolism, the more one can find them inadvertently
making their way into one’s work. As though our consciousness is constantly guided by some
secret sense and imagery is unable to get by without symbolism. Or in other words, whenever
anyone approaches a perceived reality or image, it is judged on the basis of the particular sum
of experiences and knowledge that that person has collected and carries with them in life. The-
se juncture points become the symbols and guidelines that elevate a subjectively experienced
reality to a more general level, where a work can be apprehended by a wider circle of viewers.
For example, everyday objects in our immediate environment have lost their mystery and are
nothing more than objects, like tales of ordinary things that become banal, and it is only when
we slow down and focus our attention on them that the mystery, which at first glance was hid-
den, moves to the surface and gives ordinary things, people, and narratives the most ordinary
of flavours and contrasts. It is in the moments when every detail is given at least a second of
attention that we catch sight of the longer narratives and the direction of reflections, as the
two sides are not just a statement about their owner but instead reveal to and remind us that
everything that goes on and is perceived in this world is connected. And this is where I find
the greatest absurdity in pronouncements, or better put, in pronouncements or fears about the
death of photography.

Perhaps it seems obvious that as a student I must reject the death of photography. But for me
equally as obvious is the need to challenge this idea and to tackle the doubts that surround
every human undertaking - even those achieved by machine - including the creation of ima-
ges. But it is this reflection, and especially that I am forced to slow down and reflect myself,
that makes me cling to the medium of photography. Ever since photography acquired the sta-
tus of a medium of expression with its own sphere of influence, lying somewhere between art
and reality, reflections on its artistry have become more or less a rhetorical exercise, like the
questions about the truthfulness of photography, which have dragged through the entire past
half century.

Therefore, I decided to go through all the themes and forms that my medium has to offer and,
somewhere in the interaction between them, to look for the very essence of the medium, which
is itself the strongest reminder of our finiteness, the continuous passage of time, and our eter-
nal longing to stop it for a fraction of a second. I was aware that no identifiable percept exists
without the context of both our own and more generally shared predispositions, experiences,
and mind frames, and so my selective path drew me straight towards trying to extract things



and processes from their original natural state, arranging them in new complexes, and creating
new contexts, out of which I can build a new, private little world of stories, secrets, and dream
realities; a world that at first glance is put together out of things and stories that are absolutely
banal but are also sometimes absurd enough that their interfusion gives rise to an original
body of memories.

Memory is probably the most appropriate word. But it is this complex that sheds a new or at
least slightly different light than what we have traditionally become used to on old and per-
haps even worn-out stories. It underscores the long-seen diffusion of old truths in a contempo-
rary context, but, giving them the new gloss of contemporaneity or at least recentness, it im-
parts a quality of freshness to the immediately familiar. Beneath that surface, however, we can
still detect the dim features of ancient patterns, features towards which we feel, despite all our
efforts to resist it, a special emotional bond of respect, albeit one that is at times masked by
expressions of contempt and rejection. This awareness of consecution is what enables us (me)
to approach subjects from a vantage point capable of transcending other centuries, future as
well as past. It was not my intention in any way to overestimate my own powers or the expres-
sive capacity of the medium. Nevertheless, the study of times long past and the almost too
strikingly obvious coincidence of significance between them and the processes and moods of
contemporary times did not just give me pause for reflection but oftentimes even gave me cau-
se to smile, not in the sense of a contemptuous sneer, but in the sense that gives rise to a warm
feeling just beneath the lungs.

Is the communication of meaning and perception at all possible, not merely across time, but
even just across the borders of states and continents? During all my research I found only a
handful of images that, in my opinion, were capable of to at least some degree blurring such
borders - and it was thanks to them that I came to believe that the existence of some kind of
representation beyond time and space is genuinely possible. Just as there have long been
books that can burst through the boundaries of fantasy to reach tens and hundreds of genera-
tions. On the face of it, this quest may look too ambitious. Nevertheless, the awareness that
many of the most important works emerged out of the most ordinary of experiences and sto-
ries sent me searching for the greatest transcendences and percepts in things and events that
seem everyday and at first glance even insignificant.

However, since we find ourselves in the age of visual communication, where the image has
become the main conveyor of information and the linearity of written expression has given
way to the atemporality of visual communication, we can speak about the death of photogra-
phy more from an aesthetic perspective. You could never be as heavily assailed by a text as by
an image. Conversely, today, at least in our geopolitical region, we are in an environment over-
saturated with images, and moreover, there is practically no way of resisting the pressure that
is placed on our senses of perception as a result. Artists are faced with yet another question
about whether adding more images to the already saturated realm of human perception is not
just a way of congesting it. In reality, however, photography can activate our fantasy in the
same way that texts do, but unfortunately under the same conditions in which texts are read.
Man’s need to concentrate and focus on what an image is communicating is unfortunately to-
day confined to exhibition spaces, where even attitudes and opinions that are not aggressive
can be represented. Nevertheless, the sole intention of this digression was to illuminate the
one perspective that I am willing to acknowledge with regard thoughts about the death of pho-
tography: the ethical outlook.



As I already noted, my personal path has been guided in the direction of collecting tiny frag-
ments, which I refer to as little tales, that as a collection should, somewhere in between the
individual pieces, create an idea or sense of another world, perhaps a world dreamt of, perhaps
one somewhere now being lived, or secret parallel worlds that occur outside our control and
often without even our noticing. Quiet moments of meditation, miniature storms, and the si-
lent displacement of seemingly inanimate objects. Like the story of the eternal child who refu-
ses to grow up, or keeps his castles and palaces hidden away from the outside world, whose
rules he suspects or is often even very familiar with. But owing to their geometric nature those
rules at the same time provide him with interspaces, where private, invisible flowers burst for-
th like grass in the cracks of a sidewalk. Every time the surface order is eroded yet another
crevice in the stream of fantasy is unearthed, and then even an ordinary light bulb can turn
into a spaceship. But it is not always necessary to search for appropriate parallels to real
things, and it is enough if we just allow ourselves become intoxicated with colour and form,
which we can do as long as our reason lets us go with the flow for a while and stops trying to
understand always at any cost. So the real world can be just a cache of images whose symbo-
lism is able to connect real contemporary worlds with worlds long past, with worlds thousands
of kilometres apart, or just with worlds that exist embedded in our memories and fantasies.
The cruelty and coldness of everyday existence makes way for the poetry of reflection. An oasis
of the most refined stories in the middle of the desert. An oasis that allows us to peek at and
dwell for a while in the presence of the silent narrators, who express more with their questions
than shelves and shelves of novels. Their questions relate to us in our world, but only in so far
as they speak to us emphatically, and only as long as they emerge from areas that seem to be
constantly slipping through our fingers. At times, in the longing to forget what we know and
have experienced, we simply forget to look. And that is the answer to why photography today
- to have ungraspable processes and signals revealed to us again in the smallest details.

My essential starting point was the absence of the need for staged photography, because it is
through staging that the photograph seems to lose its authenticity, the purest quality of pho-
tography. As one colleague stated, it is like mining poetry out of everyday reality. Probably the
most striking inspiration and challenge for me in this part of my work were the photographs of
Jeft Wall, which, despite being staged, come across as authentic, and in their own way as do-
cumentary photographs, and in which there is some unidentifiable aspect that we find con-
stantly disturbing once we have observed them for some time and become aware of the paral-
lels between them and Baroque paintings, especially ones with a religious theme. What ap-
peals to me most in these photographs is the possibility of being able to really come across
those scenes in real life, without any staging. Nevertheless, documentary photographs are not
the right form for my conception. I didn’t want to create meaning from the faces of real peop-
le, but, on the contrary, I wanted to suppress the human factor or to generalise it to humanity
itself. Equally, it struck me as confining and too specific to search for analogies to the old mas-
ters, even though I know that in this day and age it is impossible to avoid comparisons. Inste-
ad I sought stories more typical of our age, but with an intangible element of timelessness. At
the start of such a search, however, there is an unwilling to jump into unknown territory alo-
ne, and so my first pictures were attended by some remote figures symbolising first of all that
above-mentioned humanity, but they were abandoned as I continued my search. Alongside the
search for a primary motif, I also sought a space to express the same mood; a space seemingly
still warmed by human existence, but all the more oppressive for man’s absence from it as the
more palpable motif. A direct path leads from the absence of man to objectivity itself, trans-
formed gradually into total abstraction, which should act directly on the perception of colour



and form, or even create associations entirely beyond the original functions of the objects and
motifs portrayed. The final sense of a work arises at the very point were content and form
meet and indirectly create a small, private world or testimony to one path, which we can view
as the author’s portrait or his statement on the perception of now, more like an inexhaustible
source of themes than a report on the state of the world. Each individual image is at the same
time an autonomous visual and semantic unit, which, when torn from the complex, retains its
content, and none of the components in that complex is ever merely auxiliary to another. The
objective of a work is to create a space that facilitates this kind of fusion of a larger number of
forms and contents, which, though they initially seem mutually remote, still have the ability to
tell us something that emerges out of the fusion of individual stories, objects, and perspecti-
ves; out of the fusion of the meanings of each image.

This text evolved purely intuitively, mainly guided by my subconscious sense of a unity among
all the images, which, with the widest awareness of the current and previous function of pho-
tography as a medium in society, I placed side by side, whether for the way they communicate
with each other or for the contrasts of expression and content they offer.

Michal Ures, 2007

(Excerpt from the written portion of the author’s dissertation work.)
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