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The 120th birthday anniversary of Josef
Sudek (1896-1976), one of the most
important figures in the history of Czech
photography, provides an opportunity to
discuss a lesser known but substantial
part of his oeuvre: Sudek’s photographs
of works of art which ranged from draw-
ing, painting and sculpture to architec-
ture and applied arts. Furthermore, this
symposium affords an occasion for
international academics and curators to
examine questions of photographic
reproductions of art in general, explore
problems of intersections of photography
and art, theoretical or aesthetical aspects
of interpretation, as well as investigate
methodological strategies analyzing the
role of photographic reproduction of art
in shaping the discipline of Art History.

Some questions on which the symposium
invites discussion include: How has
photography and its ability to preserve
an “instant presence” conditioned under-
standing, teaching and researching of
art history and visual culture? How has
the invention of photography transformed
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our perception of artworks? How should
we approach the concept of author-
ship, particularly regarding the scientific
processing of archival material? What
are the historical, theoretical, aesthetic,
pedagogical and political implications
of the photographer’s subjectivity?

Is there any sense in attempting to draw
the line between an artwork and a com-
missioned work or should we, on the
contrary, search for possible parallels?
What, in this respect, makes Josef
Sudek a unique photographer?

The symposium is organized by the Institute of Art History of the Czech
Academy of Sciences as part of the project “Josef Sudek and Photographic
Documentation of Works of Art: From a Private Art Archive to

Representing a Cultural Heritage” (2016-2020) supported by the Ministry
of Culture of the Czech Republic within the applied program “NAKI II”
(DG16P02M002).



Naléhava pfitomnost:

umeélecka dila na fotografiich
Mezinarodni sympozium k pocté
Josefa Sudka

Akademickeé konferencni centrum,
Husova 4a, Praha 1
1.-2. prosince 2016

Stodvacaté vyrocCi narozeni jedné z nej-
vyznamngéjSich osobnosti Ceské fotogra-
fie — Josefa Sudka (1896-1976) — je
prilezitosti k pfipomenuti méné znamé

a pritom zasadni ¢asti Sudkova dila,
fotografii uméleckych dél. Je také prile-
zitosti k setkani Ceskych i zahrani¢nich
odbornik(l a kuratort, ktefi se zabyvaji
fotografickou reprodukci uméleckych
dél, napt. otazkami prisecikd fotografie
a umeni, teoretickych Ci estetickych
aspektl interpretace, ale i metodologie
zkoumani role fotografické reprodukce
umeéleckych dél pfi formovani déjin umé-
ni jakozto védecke discipliny.

V ramci symposia budou diskutovany
mj. tyto otazky: Jakym zplsobem pod-
minila fotografie, se svou schopnosti
zpfitomnit umeélecké dilo, chapani déjin
umeéni a vizualni kultury a potazmo
vyuku a vyzkum v oboru? Jak vynalez
fotografie proménil nase vnimani ume-
leckych dél? Jak mame pfistupovat

k pojmu autorstvi, zejména pfi odbor-
ném zpracovavani archivnich material?
Jakeé jsou historické, teoretické, estetic-
ké, pedagogické a politické disledky

subjektivity fotografa? Ma smysl snazit
se vést hranici mezi volnou a zakazko-
vou tvorbou, Ci je naopak uziteCnéjsi
mezi nimi hledat paralely? A v em
tedy s ohledem na tyto otazky spociva
Sudkova jedine¢nost?

Sympozium porada Ustav d&jin uméni Akademie véd Ceské Republiky v ramci
projektu ,Josef Sudek a fotografickd dokumentace uméleckych dél: od
soukromého archivu uméni k reprezentaci kulturniho dédictvi (2016-2020)“,
podporeného Ministerstvem kultury Ceské Republiky, v. v. i. v rdmci programu
NAKI Il (DG16P02M002).



DECEMBER 1, 2016
09:00 Registration
09:30

OPENING
REMARKS

Vojtéch Lahoda, Katarina
Masterova, Hana Buddeus,
Tereza Ciglerova, Katefina
Dolezalova

10:00

JOSEF SUDEK:
ARTIST,
PHOTOGRAPHER,
CRAFTSMAN

Chair:
Katarina Masterova

Ann Thomas
Sudek's Choice: Between
Pictorialism and Modernism

Jan MI¢och

Josef Sudek and Photographing
of Works of Art — Predecessors
and Contemporaries (cz)

11:00 Coffee Break
11:30

SCULPTURE AS
A PHOTOGENIC
OBJECT

Chair:
Hana Buddeus

Héléene Pinet

Archive, Documentation
or Works of Art? Rodin‘s
Photographic Collection

Katarina Masterova
Volume, Material and
“Something Extra”: Sudek’s
Passionate Observation of

a Turning Point in Contemporary
Czech Sculpture (cz)

12:30 Lunch Break
13:30

FROM SOUVENIR
TO ARCHIVE
DOCUMENT:
PHOTOGRAPH AS
OBJECT

Chair:
Lubomir Kone¢ny

Costanza Caraffa
Photographic Archives

as Ecosystems: A Material
Perspective

Stella Melbye
Photographic Reproduction of
Art Works: A Tool and an
Argument in The History of Art?

Amy Hughes
The Ambivalent Power of

Reproduction: Josef Sudek’s
Postcards

15:00 Coffee Break
15:30 Keynote Lecture

Geraldine Johnson
“The more photographs,

the better”: Sculpture as
Subject and Object of the
Camera’s Lens

18:00 Exhibition Opening

JOSEF SUDEK:
IN THE STUDIO

Galerie Véda a uméni

(Gallery of Science and Arts),
The Czech Academy of
Sciences, Narodni 3, Prague 1

DECEMBER 2, 2016
09:00 Registration
09:30

LIGHT, DETAIL,
FOCUS

Chair:
Tomas Dvorak

Antonin Dufek

Josef Sudek: Reproduction as
a Source of Wonder (cz)

Sarah Hamill
The Photographic Detail and
Sculptural Seeing

Hana Buddeus
Braun, Brokoff, Sudek
and Co.: Czech Baroque
Sculpture in the Light of
Modern Photography
(c2)

11:00 Coffee Break
11:30

MODERN
ARCHITECTURE
IN MODERN
PHOTOGRAPHY

Chair: }
Rostislav Svacha

Rolf Sachsse

Josef Sudek’s Work in the
Context of Avant-Garde
Architectural Photography of
the 1920s and 1930s

Mariana Kubistova

Josef Sudek - Photographer
of Modern Architecture (cz)

12:30 Lunch Break
13:30

REPRODUCTION
AS ATOOL IN THE
INTERPRETATION
OF ART HISTORY

Chair:
Tomas Winter

Megan R. Luke

Modern Sculpture,
A Photobook

Vojtéch Lahoda

Photographer and Painter:
Josef Sudek and the Mystery
of the Image (cz)

14:30

CLOSING
REMARKS AND
FINAL
DISCUSSION

Chair:
Geraldine Johnson

All presentations including the keynote lecture and the closing remarks
will be simultaneously interpreted into Czech or English. All the (cz) lectures

will be presented in Czech.



1. PROSINCE 2016
09:00 Registrace
09:30

UVODNI SLOVO

Vojtéch Lahoda, Katarina
Masterova, Hana Buddeus,
Tereza Ciglerova, Katefina
Dolezalova

10:00 .

UMELEC,
FOTOGRAF
A REMESLNIK
JOSEF SUDEK

moderuje
Katarina Masterova

Ann Thomas
Sudkova volba: mezi
piktorialismem a modernismem

Jan Mli¢och

Josef Sudek a fotografie
uméleckych dél — pfedchddci
i soucasnici (cz)

11:00 Prestavka
11:30

SOCHA JAKO
FOTOGENICKY
OBJEKT

moderuje
Hana Buddeus

Hélene Pinet
Archivni dokumentace ¢i
umélecké dilo? Rodinova
fotograficka sbirka

Katarina MasSterova
Objem, material a ,,jes$té néco*.
Sudkovo zaujaté pozorovani
obratu v soudobém ¢eském
socharstvi (cz)

12:30 Prestavka
13:30

OD SUVENYRU
K ARCHIVNIM
DOKUMENTUM:
FOTOGRAFIE
JAKO VEC

moderuje
Lubomir Kone¢ny

Costanza Caraffa
Fotograficky archiv jako
ekosystém: Materidlni hledisko

Stella Melbye

Fotograficka reprodukce
umeéleckych dél: nastroj
i argument v déjinach umeni?

Amy Hughes
Rozporuplna moc reprodukce:
Pohlednice Josefa Sudka

15:00 Pfestavka 10
15:30 Prednaska

Geraldine Johnson
«Cim vice fotografii, tim Iépe”.
Socha jako subjekt i objekt
fotografie

18:00 Vernisaz vystavy

JOSEF SUDEK:
V ATELIERU

Galerie Véda a gménl’
Akademie véd CR, Narodni 3,
Praha 1

2. PROSINCE 2016
09:00 Registrace
09:30

SVETLO, VYREZ,
ZAMEREN]
'rpoonc: Z;ulji()avot’ék

Antonin Dufek

Josef Sudek: Reprodukce
jako uzas (cz)

Sarah Hamill
Fotograficky detail
a plastické vidéni

Hana Buddeus

Braun, Brokoff, Sudek a spol.:

Ceské barokni socharstvi ve
svétle moderni fotografie (cz)

11:00 Prestavka
11:30

MODERNI
ARCHITEKTURA
NA MODERNICH
FOTOGRAFIICH

moderuje _
Rostislav Svacha

Rolf Sachsse

Dilo Josefa Sudka v kontextu
avantgardni fotografie
architektury 20. a 30. let 20.
stoleti

Mariana Kubistova

Josef Sudek - fotograf
moderni architektury (cz)

12:30 Prestavka
13:30

REPRODUKCE
JAKO NASTROJ
K INTERPRETACI
DEJIN UMENI

moderuje
Tomas Winter

Megan R. Luke
Moderni plastika
— fotograficka kniha

Vojtéch Lahoda

Fotograf a malif: Josef Sudek
a tajemstvi obrazu (cz)

14:(’30 . . ;
ZAVERECNE
SHRNUTI

A DISKUZE

moderuje
Geraldine Johnson

VSechny pfispévky v&etné hlavni pfednasky a zavére¢ného shrnuti budou
tlumocgeny do &estiny, resp. anglic¢tiny. VSechny pfispévky oznacené (cz)

budou pfedneseny Cesky.
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Sudek’s Choice: Between Pictorialism and Modernism

Highly regarded in the history of twentieth century photography,
Josef Sudek is perceived internationally as first and foremost

a representative of Czech photography of the period. His photo-
graphs are associated with Prague and its surrounding areas and
a relationship is often drawn between his imagery and that of
Czech poets Jaroslav Seifert and Vladimir Holan. Given the
international nature of the Pictorialist and Modernist movements,
this paper examines the extent to which Sudek’s work can be
appreciated as being strongly representative of national culture but
also as participating in a larger spectrum of photographic practice.
The period ca 1917-1976 during which Sudek was active experi-
enced enormous shifts in terms of both style and thinking about
photography as an art form, running the gamut from Pictorialism,
Modernism, and Neuesachlickheit social documentary to perform-
ative and conceptualist uses of the medium. | will look at the extent
to which Sudek’s work reflects this richly experimental and
adaptive practice and its relationship to photographic practice in
The United States and Europe. My paper first examines

Sudek’s period of transition from Pictorialism to Modernism, and
the residual aggregate impact of both schools on his work from the
1940s to the late 50s. It also will look at the influence of Drahomir
Ruzicka’s work on this stage of Sudek’s evolution as a photogra-
pher. It then considers the impact and dictates of advertising
photography’s international market and Sudek’s segue into
Modernism from Pictorialism. Conclusion: open to experimentation
in various aspects of Modernist expression and adapting his style 12
according to commercial demands, Sudek nevertheless selectively
developed printmaking and presentation strategies that were
unique to his practice and remained committed to photography as
a vehicle of personal expression.

Ann Thomas is Senior Curator at the Canadian Photography Institute, National
Gallery of Canada. She has organized numerous exhibitions and is the author of
several catalogues and publications including Lisette Model (1990) (Wittenborn
Award). She is the curator, contributing author and editor of Beauty of Another
Order: Photography in Science, (1996) (Kraszna Kraus award), No Man’s Land:
Lynne Cohen Photographs (2001), Modernist Photographs from the National
Gallery of Canada (2007), and American Photographs 1900-1950 (2011).

In addition to publishing widely, she has lectured internationally, and served on
numerous photographic award juries. Recent exhibitions include Donald McCullin
(2013); The Great War and the Persuasive Power of Photography (2014) and
The Intimate World of Josef Sudek, (2016) (co-curated with Vladimir Birgus

and lan Jeffrey).

Ann Thomas
December 1st, 2016
10:00

Sudkova volba: mezi piktorialismem a modernismem

Josef Sudek je vyznamnou postavou fotografie dvacatého stoleti
a na mezinarodnim poli je povazovan za predniho zastupce
Ceskeé fotografie své doby. Jeho fotografie jsou spjaté s Prahou
a jejim okolim a se vztahem jeho tvorby k obraznosti basnikd
Jaroslava Seiferta a Vladimira Holana. Vzhledem k mezinarodni
povaze piktoridlniho a modernistického hnuti se tento pfispévek
pokusi zhodnotit, do jaké miry Ize Sudka vnimat jako charakteri-
stického zastupce narodni kultury a v jakém rozsahu se jeho
tvorba uplatnila v SirSim spektru fotografické praxe. V letech
1917-1976, kdy byl Sudek aktivnim umélcem, dochéazelo

k vyraznym proménam tykajicim se jak fotografického stylu, tak
premysleni o fotografii jakozto umélecké formé — piktorialismus
se stfidal s modernismem a socialnim dokumentem (Neue
Sachlichkeit) a za¢al se prosazovat performativni a konceptual-
néjsi pfistup k fotografickému médiu. Ve své pfednasce budu
hovofit o tom, nakolik Sudkova tvorba reflektovala bohatou
experimentalni a adaptivni praxi a nakolik se vztahovala

k fotografické praxi ve Spojenych statech a v Evropé. Nejprve se
zamérm na obdobi, kdy Sudek presel od piktorialismu k moder-
nismu, a pokusim se nastinit spole¢ny dopad téchto dvou skol
na jeho praci od Ctyficatych do konce padesatych let 20. stoleti.
Posléze se zamyslim nad vlivem Drahomira RGzi¢ky na tuto
vyvojovou etapu fotografické tvorby Josefa Sudka. A nakonec
zhodnotim dopad a diktat mezinarodniho trhu s reklamni
fotografii a Sudklv pfechod od piktorialismu k modernismu.
Zavér: Sudek byl otevieny experimentovani s réiznymi aspekty 13
modernistického vyrazu a pfizplsobovani stylu komerénim poZa-
davkdm, ale pfesto si vypracoval prezentaéni strategie, kterymi
se odliSuje od ostatnich, a zlstal oddany fotografii coby nositeli
osobniho vyrazu.

Ann Thomas je kuratorka v Kanadském institutu fotografie v Narodni galerii

v Kanadé. Zorganizovala fadu vystav a je autorkou nékolika katalogti a publikaci
véetné Lisette Model (1990) (Cena George Wittenborna). Byla kuratorkou,
autorkou textu a editorkou publikaci Beauty of Another Order: Photography in
Science (1996) (Cena Andora Kraszna Krause), No Man’s Land: Lynne Cohen
Photographs (2001), Modernist Photographs from the National Gallery of
Canada (2007) a American Photographs 1900-1950 (2011). Kromé bohaté
publika¢ni ¢innosti prednasi po celém svété a zaseda v porotdch mnoha
fotografickych soutézi. Mezi nedavné vystavy, které kuratorovala, patfi Donald
McCullin (2013), The Great War and the Persuasive Power of Photography
(2014) a The Intimate World of Josef Sudek (2016), kterou pfipravila spolu

s Vladimirem Birgusem a lanem Jeffreyem.

-

Ann Thomas
1. prosince 2016
10:00



Josef Sudek and Photographing of Works of Art
— Predecessors and Contemporaries

Since its origin, photography has been used to depict a variety of
artifacts. Starting in the mid-19th century, photographers in the
Czech Lands also came to find their métier in this area. At the end
of the century, their work became increasingly disseminated via
new printing techniques. Alongside luxury photo albums, other
channels included science books and popular education editions,
and later reproductions would also spread through magazines,
posters and postcards. In the 20th century, reproductions were
produced both by large companies and independent photogra-
phers. The latter included in their ranks Josef Sudek. His extensive
estate features reproductions of works of art dating to the early
stages of his career as photographer, his subsequent commercial
work from the interwar period, as well as his career as an independ-
ent artist in the 1950s-1970s. Throughout his life, Sudek revisited
the Belvedere summer palace, and repeatedly photographed the
space as well as details of sculptural decoration of the St. Vitus
Cathedral and the Charles Bridge, also working for artists associ-
ated both with the SVU Manes and in Umélecka Beseda artists’
associations, for preservers of landmarks and monuments and for
contemporary architects. Photographs for many book projects
would be created over a number of years, in some cases over
several decades. Sudek also included works made on commission
in publications and exhibitions in which he presented his work as

an artist.
14

Jan Mi€och is a curator of the photographic collections at the Museum of
Decorative Arts in Prague and the artistic director of the Josef Sudek Gallery,
Prague. He has participated on a number of research projects of museum
collections as well as the preparation of a number of exhibitions (FrantiSek Drtikol,
Jaroslav Rossler, Josef Sudek, Miroslav Hak, Czech Photographic Avant-Garde
1918-1948, The Nude in Czech Photography, Czech Photography of the 20th
Century, etc.); he is also the author of a number of books and catalogues.

Prior to 1989 he held successive technical positions at the National Gallery in
Prague, the municipal construction company of Benesov, the National Technical
Museum and Odeon Publishers. Active as an artist in the years 1974-1980,

he worked jointly with Karel Miler, Petr Stembera and Jiii Kovanda.

Jan Mi¢och
December 1st, 2016
10:00

Josef Sudek a fotografie uméleckych dél
- pfedchidci i sou¢asnici

Fotografie byla jiz od svého vzniku vyuzivana i k zachyceni
nejrliznéjSich uméleckych artefaktl. Od poloviny 19. stoleti
nalézali v této oblasti své uplatnéni i néktefi fotografové v Ces-
kych zemich. V jeho zavéru se pak jejich prace stale castéji sifila
i prostrednictvim novych tiskarskych technik. Vedle reprezenta-
tivnich alb se tak délo formou odbornych i popularizaénich knih,
pozdéji i reprodukci v ¢asopisech, na plakatech a pohlednicich.
Ve 20. stoleti se ji vénovaly velké profesionalni podniky i jednotli-
vi fotografové. Jednim z nich byl i Josef Sudek. Umélecka dila
nalézame v jeho rozsahlé pozlstalosti jiz od ranych fotografic-
kych dél, v nasledné komeréni praci mezivaleéné doby i volné
autorskeé tvorbé 50.-70. let. Cely Zivot se vracel k Letohradku
kralovny Anny, opakované snimal prostory i detaily socharské
vyzdoby katedraly sv. Vita nebo Karlova mostu, pracoval pro
vytvarniky sdruzené v S. V. U. Manes i Umélecké besedé,
podobné jako pro pamatkare i soudobé architekty. Fotografické
predlohy pro mnohé knizni projekty vznikaly fadu let, v nékterych
pfipadech i nékolik desetileti. Nékteré zakazkové prace Josef
Sudek zarazoval i do publikaci a vystav, pfedstavujicich jeho
autorskou tvorbu.

Jan Mi¢och je kuratorem sbirky fotografie v Uméleckoprimyslovém muzeu

v Praze a uméleckym vedoucim fotografické Galerie Josefa Sudka. Podilel se

na zpracovani muzejnich sbirkovych fondd a na pfipravé mnoha fotografickych
vystav (Franti$ek Drtikol, Jaroslav Rossler, Josef Sudek, Miroslav Hak, Ceska
fotograficka avantgarda 1918-1948, Akt v ¢eské fotografii, Ceska fotografie 15
20. stoleti ad.); je autorem fady knih a katalogl. Pfed rokem 1989 pracoval

v technickych profesich v Narodni galerii v Praze, Stavebnim podniku BeneSov

u Prahy, Narodnim technickém muzeu a v nakladatelstvi Odeon. Jako aktivni
umeélec spolupracoval v letech 1974-1980 s Karlem Milerem, Petrem

Stemberou a Jifim Kovandou.

Jan Ml¢och
1. prosince 2016
10:00



Archive, Documentation or Works of Art?
Rodin’s Photographic Collection

From the 1880s onward, Auguste Rodin had no hesitation in
calling on professional photographers to help meet the needs of
critics and journalists who required illustrations for their articles.
The sculptor had just received a commission for a monumental
doorway destined for the future Musée des Arts Décoratifs and
was spending every working hour on what was to become

La Porte de I’Enfer. At his request, Charles Bodmer, Victor
Pannelier, Freuler, and a number of anonymous artists took
photographs of the works in progress, the clay figures he modelled
in his studio at the Dép6t des Marbres. Over time, Rodin became
increasingly involved in the way his sculptures were represented in
the press, on whom he imposed an amateur photographer, Eugéne
Druet, in 1896. Druet’s prints, conjuring up the monochrome, misty
canvases of Eugene Carriere, were certainly far removed from
classical canons, which tended to favor a clear, precise image. In
1903, Druet opened his own art gallery. This meant that he could
no longer devote time to Rodin, who turned instead to
Jacques-Ernest Bulloz, a professional photographer. This period
coincided with the emergence of photography’s first aesthetic
movement, Pictorialism. When amateur photographers started
turning up on his doorstep, Rodin listened to their propositions. He
was particularly attracted to the work of Edward Steichen,
Stephen Haweis and Henry Coles, and Jean Limet. They interpret-
ed Rodin’s sculptures, making use of techniques such as gum
bichromate, carbon, and platinum printing. 16
We shall evoke the evolution of this collection as well as the
endless debate concerning its status: archive, documentation or
works of art?

Hélene Pinet is Head of Research, Archives, Library, and Documentation in
Charge of the Photographic Collection at the Rodin Museum. She is the author
of several publications about sculpture and photography: Rodin sculpteur et ses
photographes (éditions Sers, 1985), Rodin, les mains du génie (Gallimard, 1988),
Camille Claudel, le génie est comme un miroir (Gallimard, 2003). She has been
curator and co-curator of several exhibitions: La photographie pictorialiste
(musée Rodin, 1993), Le photographe et son modéle (Bibliothéque nationale,
1997), Eros, Rodin et Picasso (Bale, Beyeler Foundation, 2006), Rodin et la
Photographie (musée Rodin, 2007), Isadora Duncan, une sculpture vivante
(musée Bourdelle, 2009), Henry Moore I'atelier (musée Rodin, 2010) and
Mapplethorpe/Rodin (musée Rodin, 2014), Entre sculpture et photographie.
Huit artistes chez Rodin (musée Rodin, 2016).

Héléne Pinet
December 1st, 2016
11:30

Archivni dokumentace ¢i uméleckeé dilo?
Rodinova fotograficka sbirka

Od osmdesatych let 19. stoleti se Auguste Rodin nezdrahal
obracet na profesionalni fotografy, aby mu pomohli vyhovét
potfebam kritikdl a novinard, ktefi pro své ¢lanky vyzadovali
ilustracni snimky. V té dobé obdrzel zakazku na monumentaini
vstupni dvere pro budouci Muzeum dekorativniho uméni

a veskery pracovni ¢as vénoval dilu, znamém jako Brana pekla
(La Porte de I'Enfer). Na jeho Zadost fotili Charles Bodmer, Victor
Pannelier, Freuler a fada dalSich anonymnich umélcd jeho
postavy z hliny, které vytvarel ve svém ateliéru v Dépot des
marbres, v rizném stadiu rozpracovani. Postupem ¢asu Rodin
¢im dal vice zasahoval do prezentace svych soch v novinach,
jimz v roce 1896 vnutil amatérského fotografa Eugena Drueta.
Druetovy tisky pfipominajici monochromaticka, zamlzena platna
Eugéna Carriera mély dozajista daleko ke klasickému kanonu,
ktery uprednostfioval jasny a precizni obraz. V roce 1903 si Druet
otevrel vlastni galerii. To znamenalo, Ze uz se nemohl vénovat
Rodinovi, a ten posléze oslovil profesionalniho fotografa
Jacquese-Ernesta Bulloze. Pravé v této dobé se zrodilo prvni
fotografické estetické hnuti: piktorialismus. Kdyz se na prahu
umeélcova ateliéru zacali objevovat amatérsti fotografoveé, Rodin
jejich navrhdim naslouchal. Obzvlast silnym dojmem na néj
zapUsobilo dilo Edwarda Steichena, Stephena Haweise

a Henryho Colese a Jeana Limete. Tito fotografové interpretovali
Rodinovy sochy pomoci technik, jako byl gumotisk, uhlotisk
nebo platinotisk. Ve svém prispévku nastinim vyvoj sbirky 17
i nekonec¢né diskuze o jejim postaveni: je to archiv, dokumenta-
ce, nebo umélecké dilo?

Héléne Pinet je vedouci vyzkumu, archiv(, knihovny a dokumentace

a védeckou supervizorkou fotografické sbirky Rodinova muzea. Je autorkou
nékolika publikaci vénovanych sochafstvi a fotografii: Rodin sculpteur et ses
photographes (Editions Sers, 1985), Rodin, les mains du génie (Gallimard,
1988), Camille Claudel, le génie est comme un miroir (Gallimard, 2003). Mimo
to je kuratorkou ¢&i spolukuratorkou nasledujicich vystav: La photographie
pictorialiste (Musée Rodin, 1993), Le photographe et son modele (Bibliotheque
nationale, 1997), Eros, Rodin et Picasso (Béle, Beyeler Foundation, 2006),
Rodin et la Photographie (Musée Rodin, 2007), Isadora Duncan, une sculpture
vivante (Musée Bourdelle, 2009), Henry Moore I'atelier (Musée Rodin, 2010)

a Mapplethorpe/Rodin (Musée Rodin, 2014), Entre sculpture et photographie.
Huit artistes chez Rodin (Musée Rodin, 2016).
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Volume, Material and “Something Extra”: Sudek’s Passionate
Observation of a Turning Point in Modern Czech Sculpture

Josef Sudek was a contemporary of several young artists who
brought the avant-garde into the Czech art scene. Through his work
on commission for the magazine Volné sméry, he would become
the go-to photographer for many members of the progressive SVU
Manes who sought reproductions of their work. Thus Sudek
became increasingly involved in the contemporary Czech fine art
scene of the period, and regular insight into newly-created works of
art began to inform both his perspective and his originally rather
conservative taste. Sudek’s friends, contemporaries and simultane-
ously his regular customers included two sculptors, Josef Wagner
(1901-1957) and Hana Wichterlova (1903-1990), both graduates
of the studio of Jan Stursa at the Academy of Fine Arts in Prague.
Sudek’s remuneration was often in kind, as he collected art-

ist’s work, including works by Wagner. In the case of Wichterlova,
his neighbor from the area at the foot of Petfin Hill, his documenta-
tion of her work resulted in a revelation of new subject matter for his
independent work — the sculptor’s garden. This personal connection
with the artist that went well beyond the normal customer-client
relationship would exert an influence on a number of photographic
reproductions of individual works as well as greater artistic freedom
in terms of actual commissions. Sudek’s manipulations of the
photographed object suggest a quest for the inner essence of the
statue “which is a living thing and must be photographed as a living
thing.” Whereas with Wagner’s objects, Sudek tested their
traditional and even conservative figural rendering through 18
photography with a certain sense of urgency by means of repeti-
tion, and with an accent on intimacy in terms of portraiture, with the
predominantly non-figural sculptures of Hana Wichterlova, Sudek
took his photographic explorations all the way to superimposing
layers of meaning within a freely-conceived photographic image.

Katarina Masterova works as researcher at the Institute of Art History of the
Czech Academy of Sciences, where she has conducted research on the estate of
Josef Sudek since 2013. She graduated in history of art and archaeology at

the Charles University Faculty of Arts in 2011, with a diploma work on the
connections between photography and sculpture in the work of Czech photogra-
pher Jan Svoboda (1934-1990). She also participated in the recent monograph
Jan Svoboda: Nejsem fotograf/Jan Svoboda: I’'m Not a Photographer (Moravian
Gallery in Brno, 2015). Her dissertation, undertaken at the Prague Castle dept.

of the Institute of Archaeology, CAS, deals with the subject of early medieval
sacral architecture.

Katarina Masterova
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Objem, material a ,jesté néco“: Sudkovo zaujaté pozorovani
obratu v soudobém ¢eském socharstvi

Josef Sudek byl genera¢nim vrstevnikem mladych umélcd, ktefi
pfinesli do ¢eského prostiedi avantgardni kanony Prostrednictvim
zakazek pro magazin Volné sméry se stal postupné dvornim
fotografem reprodukujicim dila mnohych ¢lent progresivniho
Spolku vytvarnych umélct Manes. Tehdej$i souCasné Ceské
uméni postupné prorlstalo Sudkovym Zivotem a pravidelné
pohledy na nové vznikajici umélecka dila formovaly jeho pohled,
ale i jeho plvodné znaéné konzervativni vkus. Mezi Sudkovy
pratele z generacnich vrstevnikd a zaroven pravidelné zakazniky
se zaradili i dva sochafi, Josef Wagner (1901-1957) a Hana
Wichterlova (1903-1990), absolventi ateliéru Jana Stursy na
Akademii vytvarnych uméni. Sudek Casto fotografoval vymeénou
za umélecka dila, ktera sbiral, a to v€etné téch Wagnerovych.

U Wichterlové, své sousedky zpod Petfina, se jeho dokumentace
jednotlivych dél proménila v nalezeni autonomniho namétu
vlastnich fotografii — sochar&iny zahrady. Nadstandardni osobni
vztahy mohly mit vliv na zplsob a mnozstvi fotografickych
zachyceni jednotlivych dél i umeélecky volnéjsi charakter zakazek.
Sudkovy manipulace fotografovanym objektem poukazuji na
hledani vnitfni podstaty sochy, jez ,je Ziva a musi byti fotografo-
vana jako ziva”. Zatimco u Wagnerovych objektl Sudek
fotografii testuje jejich tradi¢ni az konzervativni figuralni pojeti
naléhavé opakovanym snimanim a dirazem na intimni portrét,

u prevazné nefiguralniho socharstvi Hany Wichterlové dovadi
svij vytvarny prézkum az do podoby vrstveni vyznami ve 19
volném fotografickém obrazu.

Katarina Masterova je badatelkou v Ustavu déjin uméni AV CR, v. v. i., kde se
pozUstalosti Josefa Sudka vénuje od roku 2013. Vystudovala déjiny uméni

a archeologii na FF UK, kde v roce 2012 obhéjila svoji diplomovou praci na téma
vztahu fotografie a socharstvi ¢eského fotografa Jana Svobody (1934-1990).
Podilela se i na pfipravé jeho monografie Jan Svoboda: Nejsem fotograf
(Moravska galerie v Brné 2015). Ve své dizertacni praci, ktera vznikala na
oddéleni Prazsky hrad ARU AV CR, Praha, v. v. i., se vénovala rané stfedovéké
sakralni architekture.
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Photographic Archives as Ecosystems: a Material Perspective

The recognition that photographic collections devoted to art
historical documentation simultaneously portray the methodology
and content of the history of the discipline has led in recent years
to a series of international studies. The historical perspective is
bound up with a material approach: photographs are recognized
as three-dimensional objects that exist in a temporal and spatial
dimension. They are not only academic tools and mere documen-
tation, but also objects of research in their own right, or rather
“speaking objects” that are active in social and cultural contexts.
This permits the overcoming of a purely functional understanding
of photographs as two-dimensional evidence for the (art) objects
they represent. From this material perspective, photo archives can
be understood as ecosystems: open, dynamic and complex
systems formed by organisms of different kinds which exert

a reciprocal action upon each other and their surrounding
environment-not only photographs, but also inventory books,
card mounts, card catalogues, and even digitalized and electronic
records that interact within the archive’s habitat. The focus on the
archive as dynamic corpus, as a locus for research and encounter,
draws attention also to the other actors involved: archivists and
scholars act and interact, shaping the (photographic) documents
with the practices and technologies of archival science. In my paper
I will show which new and probing questions we can ask photo-
graphs and photographic archives if we adopt a material perspec-
tive, offering some methodological thoughts for the exploration of
the epistemological potential of art historical photo archives. 20

Costanza Caraffa has been Head of the Photothek at the Kunsthistorisches
Institut in Florenz — Max-Planck-Institut since 2006. After studying European
Baroque architecture and urban history, she is now working on research on
documentary photography and photographic archives. In 2009 she launched
the international conference series Photo Archives. Among other publications,
she edited Photo Archives and the Photographic Memory of Art History
(2011) and together with Tiziana Serena, Photo Archives and the Idea of
Nation (2015).
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Fotograficky archiv jako ekosystém. Materidlni hledisko

Poznani, Ze fotografické sbirky zasvécené dokumentaci déjin
uméni sou¢asné zachycuiji metodologii a historii této discipliny,
vedlo v poslednich letech k fadé mezinarodnich studii. Dé&jinné
hledisko jde ruku v ruce s materialnim pfistupem: fotografie jsou
chapany jakoZzto trojrozmérné objekty existujici v Easoprostoru.
Nejsou pouhymi akademickymi nastroji, pouhou dokumentaci

— jsou také samy o sobé predmétem vyzkumu, jsou ,mluvicimi
objekty” ¢innymi ve spolecenskych a kulturnich souvislostech.
Diky tomu Ize prekonat Cisté funkeni pojeti fotografie jakozto
dvojrozmérného svédectvi o (uméleckych) objektech, které
reprezentuje. Z tohoto materialniho hlediska Ize fotografické archi-
vy chdpat jako ekosystémy: oteviené, dynamické a komplexni
systémy tvorené organismy rliznych druhd, které vyvijeji reciproc-
ni ¢innost zamérenou na sebe navzajem i na své okoli — nejde zde
pouze o fotografie, ale také o inventarni knihy, fotografické
ramecky, katalogoveé listky, a dokonce i digitalizované a elektro-
nické zaznamy, které jsou v interakci v ramci pfirozeného
prostfedi archivu. Zaméfeni na archiv jakozto na dynamicky
korpus, na misto ur¢ené k vyzkumu a setkavani obraci pozornost
také k dal$im zGc¢astnénym aktérlim: archivafi a badatelé jednaji,
reaguji na sebe a formuji (fotografické) dokumenty prostrednic-
tvim archivarskych postupl a technologii. Ve svém prispévku
budu hovofit o novych, zvidavych otazkach, které mdzeme klast
fotografiim a fotografickym archiviim, jestlize pfijmeme materialni
hledisko a budeme zkoumat epistemologicky potencial fotografic-
kych archiv( déjin uméni pomoci metodologického mysleni.

Costanza Caraffa plsobi od roku 2006 jako vedouci fototéky na Institutu déjin
umeéni ve Florencii — Institutu Maxe Plancka. Po studiu evropské barokni
architektury a urbannich déjin se zacala zabyvat vyzkumem dokumentarni
fotografie a fotografickych archivi. V roce 2009 zalozila cyklus mezinarodnich
konferenci Photo Archives. K publikacim, na jejichZ pfipravé se podilela, patfi
Photo Archives and the Photographic Memory of Art History (2011) a kniha
Photo Archives and the Idea of Nation (2015), kterou pfipravila k vydani spolu
s Tizianou Serena.
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The Photographic Reproduction of Artworks:
a Tool and an Argument in the History of Art?

An analysis of the private photography collection of the French art
historian Marcel Aubert (1884-1962), preserved at the photo
archive of the Ecole du Louvre. Since the beginning of photogra-
phy, the encounter of art and photography has resulted in an
inseparable dialectic. The reproduction of art works changed the
conditions of art history as a university discipline. Soon it became
an indispensable tool for art historians. Erwin Panofsky
(1892-1968) describes well the role of photography as a main
weapon in the history of art as “Who has the most pictures wins.”
Marcel Aubert (1884-1962), a renowned French art historian and
medievalist, possessed a private photographic collection, including
almost 2000 glass plates. These are today preserved today at the
photo archive of the Ecole du Louvre. The collection represents
reproductions of architecture and sculpture from the Middle Ages
to the Renaissance which he collected throughout his life to
illustrate his seminars, conferences and publications. Apart from
his own pictures, he acquired photographic reproductions from
photographers and publishing houses specialized in art reproduc-
tions and from earlier collections. However, the photographers
mostly remain anonymous due to missing references on the glass
plates. The methodological approach used in analyzing these
photographs was to consider them as autonomous objects that
could not be reduced to merely their visual content. They have
their own history, materiality and documentary value. On the one
hand the research reflects on the aesthetic, commercial and 22
political aspects of this photo collection, and on the other the use
of them in art history discourse.

Stella Melbye, born in Hamburg (German), graduated from the University of
Hamburg (Germany) with a Bachelor’s in Art History and Media Studies, and from
the Ecole du Louvre (Paris, France) with a Master’s in Museology. She focused
her studies on photography and particularly on interrogation of the status of art
reproduction and photo archives. She plans to concentrate this into more
detailed research in the form of a dissertation. After her studies, she worked for
the Centre Pompidou and Musée Carnavalet as a curatorial assistant and
currently works as a cultural coordinator and archivist at the agency of the French
star architect Dominique Perrault.

Stella Melbye
December 1st, 2016
13:30

Fotograficka reprodukce umeéleckych dél:
nastroj i argument v déjinach uméni?

Analyza soukromé sbirky fotografii francouzského historika
uméni Marcela Auberta (1884 -1962) dochované ve fotoarchivu
Ecole du Louvre. Setkani uméni s fotografii od samého po&atku
existence fotografie vyustilo v nerozdélitelnou dialektiku.
Reprodukce uméleckych dél proménila povahu déjin umeéni
coby univerzitni discipliny. Brzy se stala nenahraditelnym
nastrojem historikl uméni. Erwin Panofsky (1892-1968)
vystizné popisuje Ulohu fotografie jakozto hlavni zbrané
historikl uméni: ,Vyhrava ten, kdo méa nejvic snimkd.*
Vyhlaseny francouzsky historik uméni a medievalista Marcel
Aubert (1884 -1962) vlastnil soukromou sbirku fotografii véetné
bezmala dvou tisic sklenénych negativl. Ty jsou dnes pfecho-
vavany ve fotoarchivu Ecole du Louvre. Sbirka zahrnuje
reprodukce architektury a soch od stfedovéku po renesanci,
které Aubert sbiral po cely zivot, vyuZival jich jako pomUcky

na seminarich a konferencich a ilustroval jimi rGizné publikace.
Fotografické reprodukce ziskaval od fotografli a nakladatel-
skych domd, které se specializovaly na umélecké reprodukce,
a z predchozich sbirek jinych sbératelll. Fotografové ovéem
zUstavaji vétSinou v anonymité, protoZe schazi jakakoli
identifikace. Metodologicky pfistup pouzity pfi analyzovani
téchto fotografii spocival v tom, Ze na né bylo nahlizeno jako
na autonomni objekty, které nelze redukovat pouze na vizudini
obsah. Maji vlastni historii, materialitu i dokumentarni hodnotu.
Vyzkum reflektuje na jedné strané estetické, komeréni a politic- 23
ké aspekty zminéné fotografické sbirky a na strané druhé vyuzi-
ti fotografii v diskurzu o d&jinach uméni.

Stella Melbye se narodila v némeckém Hamburku a na tamni univerzité ziskala
bakalarsky titul v oborech déjiny umeéni a medialni studia. Posléze pokracovala
v magisterském studiu na pafizské Ecole du Louvre, kde se vénovala
muzeologii. Zaméfila se prfedevsim na fotografii, reprodukce uméleckych dél

a fotografické archivy. Témito tématy se hodla zabyvat i naddle a svdj detailni
vyzkum chce zpracovat v dizertani praci. Po studiich pdsobila v Centre
Pompidou a Musée Carnavalet jako asistentka kuratora a v sou¢asnosti
pracuje jako kulturni koordinatorka a archivarka v agenture francouzské
architektonické hvézdy Dominiqua Perraulta.
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The Ambivalent Power of Reproduction: Josef Sudek’s Postcards Rozporuplna moc reprodukce: Pohlednice Josefa Sudka

Historically considered mere commercial and tourist products, Na pohlednice bylo tradi¢né nahlizeno jakozto na produkt uréeny
picture postcards occupy the space of the neither/nor: neither as pouze ke komerénim Géeldm a podpore turismu. Vzhledem

art nor as “real” photography due to their mass production and k jejich masové vyrobé a namétim se pohlednice pohybuiji
subject matter. In recent years, within the critical frameworks of v neurcitém prostoru: nejsou ani uménim, ani ,,skute¢nou”

visual culture studies and theoretical emphases on visuality and fotografii. Teprve v poslednich letech, v ramci kritického ramce
popular culture, postcards are beginning to receive critical vizudlnich studii a s ohledem na teoreticky zajem o vizualitu
attention as cultural artifacts that mediate deeply contested a popkulturu, se pohlednicim zacina dostavat kritické pozornosti
ideologies and circulate sites and artifacts as vehicles of power jakozto kulturnim artefaktdm, které jsou dokladem hlubokych
and propaganda (including Jonathan Crary, Andrew Roberts and ideologickych rozporl a cirkuluji jako nastroje moci a propagan-
Mark Simpson). Examining a collection of previously undocument- dy (m.j. Jonathan Crary, Andrew Roberts a Mark Simpson).

ed postcards from Czech photographer, Josef Sudek (1894-1976), Prispévek se bude zabyvat dosud nezdokumentovanou sbirkou
commissioned for a variety of clients (including private individuals, pohlednic z dilny ¢eského fotografa Josefa Sudka (1894-1976),
businesses and the Czechoslovakian government), this paper vytvorenych na zakdzku pro rozmanité zakazniky (v€etné soukro-
explores postcard images as carriers of complex, often ambiva- mych zadavatell, firem a Ceské vlady). Pokusim se ukazat, ze
lent and paradoxical discourses on the role of reproduction in art obrazy na pohlednicich jsou nositeli slozitych, ¢asto nejedno-
and photography, competing narratives of modernity and znaénych a paradoxnich diskurzl na téma reprodukce v uméni
nationalistic propaganda. Drawing upon cultural theorist Walter a fotografii, soupeficich narativii v moderni dobé a nacionalistic-
Benjamin’s writings on the ‘work of art in the age of mechanical ké propagandy. Ve svém pfispévku predstavim, jak nas obrazy
reproduction’ and Homi K. Bhabha'’s works on the problematics na pohlednicich vyzyvaji k pfehodnoceni vztahu uméni ke

of cultural identity and visual culture scholarship critically komerci, kultufe a moci. Navazu na texty kulturniho teoretika
investigating the ways ideologies circulate within mass culture Waltera Benjamina o ,,uméleckém dile ve véku své technické
through imagery, this paper demonstrates how postcard images reprodukovatelnosti“ a prace Homiho K. Bhabhy o problematice
challenge us to rethink art’s relation to commerce, culture, kulturni identity a vizudlni kultury, kriticky zkoumaijici zplsoby
and power. jakymi se ideologie Sifi masovou kulturou skrze obrazy.

Amy Hughes is a Fulbright Fellow at the Institute of Art History of the Czech 24 Amy Hughes je stipendistkou Fulbrightova programu na Ustavu d&jin uméni 25
Academy of Sciences researching the affective politics of dissent in monumental AV CR, kde se vénuje vyzkumu afektivni politiky disentu v oblasti povale¢-
postwar public glass sculptures in Communist Czechoslovakia. She studies nych monumentalnich socharskych dél ze skla vzniklych v komunistickém
twentieth-century Central European art, design and visual culture, particularly Ceskoslovensku. Studuje stfedoevropské uméni, design a vizualni kulturu se
postwar Czech glass, photography and performance-based installations. She has zvlastnim zamérenim na ceské povalecné sklarstvi, fotografii a instalace
also published on Josef Sudek’s Sad Landscapes series (ed. Belden-Adams, vychazejici z performance. Psala o Sudkové cyklu Smutné krajiny (Sad
2017). A doctoral student at the University of Wisconsin-Madison, she received Landscapes, ed. Belden-Adams, 2017). Amy Hughes absolvovala magister-
her M.A. from the Bard Graduate Center (NYC), where she worked as a research ska studia na Bard Graduate Center v New Yorku, pracovala jako vyzkumna
assistant at the Metropolitan Museum of Art (NYC). Prior to commencing asistentka v Metropolitnim muzeu uméni v New Yorku a je doktorandkou na
graduate studies, she taught art history in Paris. University of Wisconsin-Madison. Pfed nastupem na doktorat vyu¢ovala

déjiny uméni v Pafizi.
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Keynote Lecture: “The more photographs, the better”:
Sculpture as Subject and Object of the Camera’s Lens

Bernard Berenson once claimed that it was difficult to analyze
works of art without resorting to photographs, saying “the more
photographs, the better.” Similarly, André Malraux asserted that art
history was nothing more than the “history of that which can be
photographed.” Malraux was especially interested in the photogra-
phy of sculpture, where the shift from three to two dimensions

can be particularly revealing. Significantly, photographs by early
practitioners such as Daguerre and Talbot often featured sculptural
subjects. This was due in part to the extended exposure times
required by early photographic processes, which favored immobile
sculpture as subject matter. But right from the beginning, photo-
graphs of sculpture also revealed the interests of their creators,
from early photographers’ fascination with Classical antiquity to
Steichen’s self-consciously avant-garde photographs of Ro-

din’s sculpture, or even Mapplethorpe’s seductive images of
life-like statues and statuesque sitters. The camera not only
records sculptural works but can also produce them, for instance
when found objects are transformed into “involuntary sculptures”,
to use Dali’s description of photographs by Brassai — a phenome-
non which can be seen also in Sudek’s sculptural photographs of
apples and eggshells. Photographs themselves are inevitably
three-dimensional objects, whether embedded in Victorian jewelry
or displayed on a lightbox by Jeff Wall. Art historians’ engagement
with the photography of sculpture is also revealing, as Wolfflin
suggested when he asked rhetorically: “How should one photo- 26
graph sculpture?” By considering the photography-sculpture rubric
from historical, theoretical and historiographical perspectives, this
lecture proposes to deepen, as well as challenge, our understanding
of what both photography and sculpture actually are.

Geraldine Johnson is Associate Professor of History of Art at Oxford University
and a Fellow of Christ Church, Oxford. She is the editor of Sculpture and
Photography: Envisioning the Third Dimension and co-editor of Picturing Women
in Renaissance and Baroque ltaly, both published by Cambridge University
Press, and the author of Renaissance Art: a Very Short Introduction for Oxford
University Press. Currently, she is completing two monographs, one on
photography and sculpture for Reaktion Books, the other on the multi-sensory
reception of Renaissance art for Cambridge University Press. She is editing

a major anthology on art historical methodologies for Wiley-Blackwell and

a special issue of The Journal of Art Historiography on exile and expatriate
histories of art. In a new project entitled Art History’s Images, she will explore the
visual historiography of art history as a discipline.

Geraldine Johnson
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,Cim vice fotografii, tim lépe*:
Socha jako subjekt i objekt fotografie

Bernard Berenson kdysi prohlasil, Ze je obtizné analyzovat
umélecka dila, aniz se ¢lovék uchyli k fotografiim, a dodal,

ze ,€im vice fotografii, tim 1épe“. Podobné André Malraux tvrdil,
ze déjiny uméni nejsou ni¢im vic nez ,,déjinami toho, co lze
vyfotografovat“. Malraux se zajimal zejména o fotografie soch,
u nichz mdiZze posun od trojrozmérnosti k dvéma dimenzim nést
zvlastni vyznam. Je vymluvné, Ze fotografie prvnich fotografd,
jako byl Daguerre a Talbot, ¢asto zachycovaly socharské
objekty. Caste¢né to plynulo z dlouhych expozic, které byly
vzhledem k tehdej$im fotografickym postuplm nutné a které
vyhovovaly ztvarfiovani nehybnych socharskych dél. Ale foto-
grafie soch od samého pocatku prozrazovaly také zajmy svych
autor(, od fascinace prvnich fotografi antikou po Steichenovy
cilené avantgardni snimky Rodinovych soch, ¢i dokonce
Mapplethorpovy sviidné obrazy realistickych soch a so$nych
modell. Fotoaparat sochy nejen zaznamenava, ale mize je
také produkovat, napfiklad, jsou-li nalezené objekty proménény
v ,bezdécné sochy*, abychom pouzili Daliho popis fotografii od
Brassaie — a tento jev Ize pozorovat i na Sudkovych socharskych
fotografiich jablek a vaje¢nych skofapek. Fotografie jsou
nevyhnutelné trojrozmérné, at jsou zasazené do viktorianskych
$perkl, nebo vystavené v light boxu od Jeffa Walla. Vypovédni
hodnotu ma i zajem historikd uméni o fotografie soch, coz
naznacil uz Wolfflin, kdyz polozil rétorickou otazku: ,,Jak
fotografovat sochy?* Pfednaska se bude zabyvat vztahem 27
fotografie a sochy z historického, teoretického a historiografic-
kého pohledu a pokusi se prohloubit i zpochybnit nase
porozuméni fotografického a socharského média.

Geraldine Johnson je docentkou na katedfe dé&jin uméni na Oxfordské
univerzité a ¢lenkou oxfordskeé koleje Christ Church. Je editorkou publikace
Sculpture and Photography: Envisioning the Third Dimension, spolueditorkou
publikace Picturing Women in Renaissance and Baroque Italy (obé knihy vysly
v nakladatelstvi Cambridge University Press) a autorkou knihy Renaissance
Art: a Very Short Introduction (Oxford University Press). V sou¢asnosti pracuje
na dvou monografiich — prvni se tyka fotografie a socharstvi a vyjde v Reaktion
Books, druha se vénuje mnohosmyslové recepci renesanéniho uméni a vyda ji
Cambridge University Press. Mimoto je editorkou zésadni antologie metodolo-
gii déjin uméni (Willey-Blackwell) a speciélniho ¢&isla The Journal of Art
Historiography vénovanému exilovym a emigrantskym déjinam uméni. V novém
projektu s ndzvem Art History’s Images se bude zamyslet nad vizudlni historiogra-
fii oboru déjin uméni.
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Josef Sudek: Reproduction as a Source of Wonder

A factor of paramount importance in the oeuvre of Josef Sudek

is the role of lighting at the moment of the exposure of his images.
Among other things, his use of lighting provides a clue as to
whether the given photograph is a work undertaken on commis-
sion or prompted by personal motivation. As can be easily divined,
his works on commission are as a rule photographed in “neutral”
diffused and bright lighting, whereas works accentuating the
artist’s personal vision of things, particularly dating to the period
after the early 1960s, employ dimmer lighting and a use of
chiaroscuro. Though exceptions are plentiful and the line between
the two approaches is blurred, Sudek’s evening and nocturnal
photographs are nonetheless among his most famous. The final
stage of his oeuvre, however, began with Sudek’s experience of
the texture and stunning quality of a photograph (sized approx.
30x40 cm) of a statue in Chartres, apparently seen in 1940.

No details are known about this work. Sudek’s response to the
sculpture was above all the appreciation of an artisan recognizing

a superior craftsman, yet it gave birth to an artist when he demon-
strated the ability to start anew at a mature age. Adopting the tech-
niques of 19th century photography, he ceased enlarging and
would only make contact prints. In the 1950s, he focused on the
verism which this technique facilitated, but over time he became
increasingly concentrated on the use of light, which co-created
both the objects photographed and their image. A reprodution
enthralled a visionary spoke to a visionary. As can be easily
imagined, the role of light in photographing three-dimensional 28
objects is necessarily of importance. Light, however, also plays

a leading role in photographing two-dimensional objects. It was for
this reason that eminent artists such as Emil Filla, Jindfich Styrsky
and Toyen commissioned Sudek to make reproductions of their
work. Sudek’s reproductions conveyed their texture in great detail
(their materiality, or “object-ness”), as well as satisfactorily
translating their color scheme into the black-and-white range, since
Sudek was possessed of a particularly keen sense of the life of
color, and the changes of color tonality with lighting. While this is
hard to prove, one may demonstrate the significance of lighting in
a photograph of the surface of a tombstone covered with inscrip-
tions (from the cycle Labyrinths, 1960-1970, MG8602).

Antonin Dufek studied History of Fine Arts at the Philosophical Faculty of Jan

Ev. Purkyné University in Brno, graduating in 1967 with a thesis on Late Gothic
sculpture. Since 1968 he worked as a curator of photographs (and until 1978 also
applied graphics) at the Moravian Gallery in Brno, and since 2013 as Curator
Emeritus. PhDr. 1983, Ph.D. 1997. External teacher at School of Applied Arts in
Brno 1990-2004, at the Philosophical Faculty of Masaryk University in Brno
(1995-2000), Faculty of Arts in Brno (2000—2005). Getty Scholar, Los Angeles,
2006. Collaborator of Allgemeines Kiinstler Lexikon (Leipzing, Munich, 2013).

His main interest is photography of the 1920s and 30s.

Antonin Dufek
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Josef Sudek: Reprodukce jako Uzas

V dile Josefa Sudka maji mimoradny vyznam svételné situace,

v nichZ probéhly expozice jeho fotografii. Mimo jiné Ize podle
osvétleni odhadnout, jde-li o dilo fotografované na zakazku, nebo
0 osobné motivované. Zakazkova dila, jak si snadno domyslime,
byvaji exponovana v ,,neutralnim* rozptyleném a jasném svétle,
kdezto dila zdlraziujici osobni vidéni véci vyuZivaji zejména od
60. let tlumeného osvétleni a Serosvitu. Vyjimek je mnoho

a hranice mezi obojim pristupem jsou nezretelné, ovSem vecerni
a nocni fotografie Josefa Sudka patfi k jeho nejslavnéjsim.

Na pocatek posledni etapy svého dila vSak Sudek postavil zazitek
z textury a udivuijici kvality fotografie (velké asi 30 x40 cm) sochy
z Chartres, kterou vidél v roce 1940(?). Nic bliz§iho o tomto dile
nevime. Sudkova reakce byla predevsim reakci femesinika
ocenuijiciho lepsi praci, vedla vsak ke zrodu umélce, ktery ve
zralém véku dokazal zacit znovu. Osvojil si techniku fotografie
19. stoleti, prestal zvétSovat a délal pouze kontaktni kopie.

V 50. letech se soustredil na verismus, ktery tato technika
umoznovala, postupné se vsak stéle vice soustfedil na svétlo,
spolutvofici podobu objektl i jejich obrazu. Reprodukce oslovila
vizionare. Snadno si pfedstavime, Ze Uloha svétla ve fotografii
tiirozmérnych objektl bude asi vyznamna. Svétlo ma vSak
znaény vyznam i ve fotografii dvojrozmérnych predméta.
Vyznamni maliti jako Filla, Styrsky a Toyen si neobjednavali na
reprodukovani svych dél Sudka pro nic za nic. Sudkovy repro-
dukce jednak podavaly podrobny prepis jejich textury (vécova-
tosti), jednak uspokojivé prepisovaly jejich barevnost do dernobilé 29
Skaly, protoze jejich autor byl citlivy k Zivotu barev, k proménam
barevnosti ve svétle. Zatimco tuto skutecnost stézi mizeme
prokazat, mizeme demonstrovat vyznam svételné situace na
fotografii popsané plochy nahrobku (Z cyklu Labyrinty,
1960-1970, MG8602).

Antonin Dufek vystudoval déjiny uméni na Filozofické fakulté Univerzity

Jana Evangelisty Purkyné v Brné, absolvoval v roce 1967 s praci zaméfenou
na pozdné gotické socharstvi. Od srpna 1968 pulsobil jako kurator fotografie

(a do roku 1978 také uzité grafiky) v Moravské galerii v Brné, od roku 2013
puUsobi tamtéz jako emeritni kurator. PhDr. 1983, Ph.D. 1997. Externi pedagog
na Stredni Skole uméleckych femesel v Brné 1990-2004, na Filozofické fakulté
Masarykovy Univerzity v Brné (1995-2000) a na Fakulté vytvarnych uméni

v Brné (2000-2005). Getty Scholar, Los Angeles, 2006. Spolupracoval na:
Allgemeines Kiinstler Lexikon (Leipzig, Munich, 2013). Jeho Ustfednim zajmem
je fotografie dvacatych a tficatych let.
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The Photographic Detail and Sculptural Gaze

In what ways can a photographic detail be a repository of knowl-
edge about the material surface of a sculpture? In the 1880s,
Fratelli Alinari introduced detailed views of sculptures, one of the
first photographic firms to do so. Yet the Alinari details were still
taken from a fixed and frontal vantage point, several meters

from the object—resulting in images that synthesized a portion

of a sculpture in a stable view. Responding to these commercial
reproductions, the American scholar-photographer Clarence
Kennedy made the close detail a central component of his
seven-volume series of folios entitled Studies in the History and
Criticism of Sculpture, published between 1928 and 1932 with
funding from the Carnegie Corporation. For Kennedy, the photo-
graphic detail was a morphological clue for connoisseurship, akin
to Giovanni Morelli’'s Grundformen. But it also transmitted data
about a sculpture’s haptic qualities, or as Kennedy wrote, a close-
up conveyed “the sense that you can touch the sculpture — that
you can feel its bulk and see the chisel-stroke.” This paper returns
to Kennedy’s photographic folios as a means of introducing an
argument about the sculptural gaze tied to the informational data
of the photographic detail. | show how Kennedy’s photographs
revel in a dizzying and immersive aesthetic of proximity that
teaches the beholder how to look—how to see a sculpture’s mate-
rial surface, its process of carving.

Sarah Hamill is Assistant Professor of Modern and Contemporary Art History at
Oberlin College, Ohio. She is the author of David Smith in Two Dimensions:
Photography and the Matter of Sculpture (University of California Press, 2015),

as well as essays on the sculptors David Smith, Mary Miss, Eduardo Chillida,
Medardo Rosso, and Erin Shirreff. With Megan R. Luke, she co-edited the volume
Photography and Sculpture: the Art Object in Reproduction (Getty Publications,
forthcoming 2017). She is at work on a new book entitled Surface Matters:
Contemporary Photography and the Metaphor of Sculpture.

Sarah Hamill
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Fotograficky detail a plastické vidéni

V jakém smyslu se fotograficky detail stava depozitafem poznani
materialniho povrchu plastiky? V osmdesatych letech 19. stoleti
byla fotograficka spole¢nost Fratelli Alinari jednou z prvnich, které
divakovi nabidly detailni pohled na plastiku. | tyto detaily byly
ovSem zabirané z fixniho Uhlu, zepfedu a z nékolikametrového
odstupu od objektu. Vysledkem byly obrazy, které predstavovaly
syntézu ¢asti sochy ze stabilizovaného pohledu. Jako odpovéd na
tyto komer¢ni reprodukce ucinil americky akademik a fotograf
Clarence Kennedy Ustfedni slozkou svého sedmisvazkového cyklu
folii pravé detailni zabéry. Cyklus nesl nazev Studies in the History
and Criticism of Sculpture a vychazel v letech 1928 az 1932

s finan¢nim pfispénim Carnegie Corporation. Kennedy vnimal
fotograficky detail jako morfologickou napovédu pro znalce,
podobnou Grundformen Giovanniho Morelliho. Ale detail soucas-
né prenasel data tykajici se haptickych vlastnosti plastiky, Ci
zprostifedkovaval, jak to pojmenoval Kennedy, ,pocit, Ze se
plastiky mdlzZete dotknout — Ze mUZete pocitit jeji masu a spatfit
tahy dlata“. Tento pfispévek se vraci ke Kennedyho fotografickym
foliim, na jejichz existenci chce postavit premisu, ze plastické
vidéni souvisi s informacemi obsazenymi ve fotografickém detailu.
Pokusim se dolozit, ze se Kennedyho fotografie opajeji zavratnou
a imerzni estetikou blizkosti, ktera uci pozorovatele, jak se divat,
jak vidét materialni povrch plastiky a tvaréi proces.

Sarah Hamill je odbornou asistentkou na katedre déjin moderniho a sou¢asné-
ho uméni na Oberlin College v Ohiu. Je autorkou publikace David Smith in Two
Dimensions: Photography and the Matter of Sculpture (University of California
Press, 2015) a textl o sochafich, jako jsou David Smith, Mary Miss, Eduardo
Chillida, Medardo Rosso a Erin Shirreff. Spolu s Megan R. Luke pfipravila knihu
Photography and Sculpture: the Art Object in Reproduction (Getty Publications,
vyjde v roce 2017). V sou€asnosti pracuje na nové knize s ndzvem Surface
Matters: Contemporary Photography and the Metaphor of Sculpture.

Sarah Hamill
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Braun, Brokoff, Sudek and Co.: Czech Baroque Sculpture in the
Light of Modern Photography

During the same period that photographic magazines were filled
with debates about whether photography was an art form,
photography was also making a major contribution to the formation
of the reception of art. Alongside with the call to assert a new form
of Czech identity, the interwar period brought a surge of renewed
interest in the Baroque period. This preoccupation in fact swept
even the avant-garde theatre stage, as Voskovec and Werich sang
in their 1931 Golem revue that “O my, o my, Baroque is easy on
the eye.” The rediscovery of Baroque art at the end of the 1930s
culminated in the grandiose Celebration of Prague Baroque in 1938.
In the area of the fine arts, notions of the Baroque were re-examined
by art historians who mediated the epoch to the general public

of the time, but it was in fact the photographs which accompanied
their writing which literally brought a new outlook, particularly in
terms of Baroque sculpture. Among the photographers who
revealed Baroque art in a new light by working on both scholarly
and popular books on art history was Josef Sudek.

The photographic library of the Institute of Art History houses

a large number of negatives and positives documenting

Sudek’s contributions towards helping to incorporate the Baroque
within the modern sensibility. At the same time, we can study his
photographs in the form of reproductions printed in period
publications. On the one hand we thus have undated originals
where authorship is certain, and on the other reproductions dated
with the year of publication at least, but often without citation of
the author. My presentation will attempt to show the ways in which
photography helped frame Baroque sculpture, to define Josef
Sudek’s individual contribution to the formation of a new perspec-
tive on Baroque art, and the unique nature of the light in which
Sudek saw and documented Baroque sculpture.

Hana Buddeus is a researcher at the Institute of Art History at the Academy of
Sciences of the Czech Republic, and a lecturer at the Film and Television School
of the Academy of Performing Arts in Prague. Central to her academic interest

is research on photography in the broader context of art history. Since 2013 she
has been employed as the Director of the AMU Gallery (Gallery of the Academy
of Performing Arts in Prague); she has co-curated several editions of the Fotograf
Festival in Prague and is a member of the editorial board of Fotograf magazine.
The publication of her dissertation thesis “Representation without Reproduction?
Photography and Performance in Czech Art of the 1970s” is forthcoming in 2017.

Hana Buddeus
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Braun, Brokoff, Sudek a spol.: Ceské barokni socharstvi
ve svétle moderni fotografie

Ve stejné dobé, kdy se na strankach fotografickych ¢asopist
diskutovalo o tom, zda je fotografie uménim, se fotografie vyznam-
nou mérou podilela na formovani recepce uméni. Mezivalecné
obdobi pfineslo spolu s potifebou upeviovat Ceskou identitu i novy
zéjem o baroko. To dokonce pronika i na prkna avantgardniho
divadla, kdyz Voskovec s Werichem zpivaji v revue Golem (1931)
»vono to baroko neni §patny pro voko“. Jeho znovuobjevovani na
konci tficatych let vyvrcholilo velkolepymi ,slavnostmi prazského
baroka“ v roce 1938. V oblasti vytvarného uméni pracovali na
zpreshovani predstavy o baroku historici uméni, zprostredkujici
tuto epochu pro tehdejsi sou¢asnost, ale doslova novy pohled
zejména na barokni sochy, umoznily fotografie, které jejich texty
doprovazely. Mezi fotografy, ktefi skrze spolupraci na umélecko-
historickych a popularizacnich publikacich ukazovali Ceské
barokni uméni v novém svétle, patfil také Josef Sudek. Ve fototé-
ce Ustavu dé&jin uméni je ulozena fada negativ(l i pozitiv(i
dokumentujicich Sudkiv podil na vélenovani baroka do moderni
doby. Souc¢asné miZeme jeho fotografie studovat na reproduk-
cich otisténych v dobovych publikacich. Na jedné strané mame
nedatované originaly, u nichz jsme si jisti autorstvim, na druhé
strané minimalné rokem publikovani datované reprodukce,

u nichz autor ¢asto uveden neni. Ve svém prispévku se pokusim
na zakladé ukazek konkrétnich fotografii a reprodukci od Josefa
Sudka a jejich srovnanim s praci jinych autord ukazat, jak ceska
mezivaledna fotografie ramovala barokni sochafstvi, jak se na 33
vytvareni moderniho pohledu na baroko podilel konkrétné Josef
Sudek a ozfejmit, &im je specifické svétlo, v némz barokni sochy
vidél a zaznamenaval.

Hana Buddeus ptisobi na Ustavu d&jin uméni AV CR, a externé vyuéuje na
Katedre fotografie FAMU. V centru jejiho odborného zajmu stoji fotografie

v kontextu dé&jin uméni. Od roku 2013 feditelka Galerie AMU; podilela se na
dramaturgii nékolika ro¢nik( prazského Festivalu Fotograf a je ¢lenkou
redakéni rady Casopisu Fotograf. V roce 2017 vyjde v nakladatestvi Vysoké
Skoly uméleckopriimyslové jeji dizertacni prace “Zobrazeni bez reprodukce?
Fotografie a performance v ¢eském uméni 70. let 20. stoleti”.

L
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Josef Sudek’s Work in the Context of Avant-Garde Architectural
Photography of the 1920s and 1930s

The formative years in terms of Josef Sudek’s work also saw a new
outlook on European architecture: Modernism became a classical
tradition in itself — mostly disseminated through the publication of
books, magazines, and picture postcards. Together with new forms
of art — New Objectivity, Surrealism — the influence of the architec-
tural vision on a photographer like Josef Sudek cannot be over-
estimated. Czechoslovakia at the time was a place where Modern-
ism came into its own through the integration of design attitudes
that had been fought for in Western countries with an enormous
ideology component, and which in the local context simply had to
be examined and taken in parts useful for local development. Thus,
a more severe Modernism found a place in Czech architecture,
design, art, and photography — and Josef Sudek was forced to
react to this trend while pursuing a career among a large group of
Czech photographers. All of these photographers could cite various
influences from modern American, British, Austrian, Swiss, and
German photography, with names ranging from Berenice Abbott
and Albert Renger-Patzsch to names forgotten today despite the
fact that their pictures were distributed world-wide in the medium of
postcards. Elements of these photographic ambitions started to
become canonized, forming something that was later acclaimed as
the International Style. An open-minded approach to the lens such
as the one behind Josef Sudek’s camera was exposed to many
possible directions, and this lecture is dedicated to aspects of
Modernism and the avant-garde in art, architecture, and above all, 34
architecture photography.

Rolf Sachsse is a trained photographer; he studied art history, communications
research, and German literature at the universities of Munich and Bonn, resulting
in a PhD. on the relationship between architecture and photography in the 20th
century. He works as a curator, writer, and photographer, and currently holds the
chair in design history and design theory at the University of Fine Arts Saar,
Saarbriicken, also serving as Pro-Rector of Academic Affairs. He has published
more than 400 articles on the history of photography, design, architecture, and
sound art, with a bibliography accessible at www.hbksaar.de/sachsse.

Rolf Sachsse
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11:30

Dilo Josefa Sudka v kontextu avantgardni fotografie architektury
20. a 30. let 20. stoleti

Léta, kdy se formovalo Sudkovo vidéni zaroven pfinesla zcela
novy pohled na evropskou architekturu: modernismus samotny
se stal klasikou — a to predevsim diky kniham, ¢asopislim

a pohlednicim. Na fotografa, jakym byl Sudek, mélo spolu

s novymi umeéleckymi formami — nova vécnost, surrealismus —
nedozirny vliv pravé architektonické vidéni. Ceskoslovensko
bylo v té dobé mistem, kde se modernismus etabloval prostfed-
nictvim pfistupu k designu, ktery v mistnim kontextu stacilo
zkoumat a vyuzit v souladu s mistnim rozvojem, pfestoze na
Zapadeé se o né&j svadély tézké boje zatizené ideologii. A tak se
v Ceské architekture, designu, uméni a fotografii uplatnil
pfisnéjSi modernismus nez v jinych sférach a Josef Sudek byl
nucen na tento trend reagovat, chtél-li si vybudovat kariéru

v ramci $irsi skupiny ¢eskych fotografll. VSichni tito fotografové
byli viditelné ovlivnéni moderni americkou, britskou, rakouskou,
Svycarskou ¢i némeckou fotografii a mezi jejich inspirac¢ni zdroje
patfily takové osobnosti jako Berenice Abbott a Albert Renger-
Patzsch, ale také jména, ktera upadla v zapomnéni, prestoze se
jejich snimky ve své dobé tésily Siroké distribuci ve formé
pohlednic. Z prvkd téchto fotografickych snah se postupné
staval kanon: spole¢né vytvorily styl, ktery byl pozdéji prohlasen
za styl mezinarodni. Otevreny pfistup k praci s objektivem, jimz
se vyznacoval i Josef Sudek, nabizel vyvoj mnoha moznymi
sméry. Prispévek se bude vénovat aspektliim modernismu

a avantgardy v uméni a v architekture a pfedevsim ve fotografii
architektury.

Rolf Sachsse je profesionalni fotograf, ktery studoval dé&jiny uméni, komunika¢ni
studia a némeckou literaturu na univerzitach v Mnichové a Bonnu. V dizerta¢ni
praci se zabyval vztahem architektury a fotografie ve dvacatém stoleti. Plsobi
jako kurator, publicista a fotograf a v sou¢asnosti je vedoucim katedry déjin

a teorie designu na Sarské vysoké skole vytvarnych uméni v Sarrbriickenu, kde
zarover zastava funkci prorektora pro akademické zalezitosti. Je autorem vice
nez 400 ¢lankd o déjinach fotografie, designu, architektury a sound artu.
Bibliografie je k dispozici na www.hbksaar.de/sachsse.
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Josef Sudek — Photographer of Modern Architecture

Altough Sudek was recognized above all for his work as an artist,
he always stressed the underlying importance of photography as
a craft. Alongside creating his famous cycles of photographs, he
also ran a business — a photography studio working on a broad
range of commissions (esp. portrait and advertising photographs).
From the late 1920s until the beginning of the 1950s, Sudek also
collaborated with modern architects and the owners of Modernist
buildings. This collaboration gave rise to several hundred images,
primarily housed at the Museum of Decorative Arts in Prague,
which to date have not been properly researched in detail. Still,
they attest to the fact that even when working on commission,

Josef Sudek was able to assert his original artistic vision. Presenting

a selection of photographs and written documents preserved in
Sudek’s estate, the paper will offer insight into the process of
collaboration between photographer and architect, and attempt to

answer questions regarding whether and in what manner architects

influenced the photographic representation of their buildings.

The presentation also looks at connections between Sudek’s inde-

pendent work and his work on commission, and the role of
photographs of architecture in promoting Modernist architecture to
the public. Analysis of Josef Sudek’s photographs of modern
architecture can also be regarded as a case of the broader subject
of photography of architecture in interwar Czechoslovakia, during
a period when photography offered a strong response to current
trends in architecture.

Mariana Kubistova is a graduate in art history at Charles University, Prague.
Both her diploma and her dissertation focus on the subject of the photography of
architecture, a subject she has pursued since 2005. In the years 2011-2012 she

headed the research project “Josef Sudek jako fotograf mezivale¢né architektury“

(Josef Sudek as Photographer of Inter-War Architecture), and in 2016 she
prepared an exhibition of the same title held at the Museum of Decorative Arts in
Prague. Since 2010, she has held the position of design curator at the Museum
of Decorative Arts in Prague.
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Josef Sudek — fotograf moderni architektury

Prestoze Josef Sudek proslul pfedevsim diky své volné tvorbé,
zddraznoval dilezitost femesiného zakladu fotografovani. Vedle
fotografovani znamych cykll provozoval rovnéz bézny zakaz-
kovy ateliér, ktery se vénoval Siroké Skéle zadani (zejm. portrét-
ni a reklamni fotografii). Od konce dvacatych do zacatku
padesatych let 20. stoleti Sudek spolupracoval rovnéz s mo-
dernimi architekty a majiteli modernich staveb. Vzniklo tak nékolik
stovek snimkd, uloZzenych zejména v Uméleckopriimyslovém
museu v Praze, kterym dosud nebyla vénovana detailné;si
pozornost. Dokazuji vSak, ze byl Josef Sudek schopen se i pfi
zakazkovém fotografovani autorsky vyhranit. Pfispévek
predstavi na pfikladu konkrétnich fotografii a pisemnych
dokladl zachovanych v Sudkové pozUlstalosti zplsob spolu-
prace fotografa a architekta a pokusi se odpovédét na otazku,
zda a jakym zpUsobem architekti ovliviiovali fotografovani
svych staveb. Zfetel bude vénovan rovnéz spojnicim mezi
Sudkovou volnou a zakazkovou tvorbou a roli, kterou fotografie
architektury hraly v popularizaci moderni architektury mezi
Sirokou verejnosti. Zkoumani fotografii moderni architektury od
Josefa Sudka muze byt rovnéz pfipadovou studii $ir§iho tématu
fotografie architektury v Ceskoslovensku mezi dvéma svétovy-
mi valkami, kdy fotograficka tvorba pfihodné reagovala na
aktualni trendy v moderni architekture.

Mariana Kubistova vystudovala dé&jiny uméni na Karlové univerzité v Praze. Od
roku 2005 se zabyva tématem fotografie architektury, kterému vénovala svou
diplomovou i disertaéni praci. V letech 2011-2012 byla hlavni fesitelkou
vyzkumného projektu ,,Josef Sudek jako fotograf mezivale¢né architektury*,

v roce 2016 pfipravila v Uméleckoprimyslovém museu v Praze vystavu na
stejné téma. Od roku 2010 pUsobi v Uméleckoprimyslovém museu v Praze
jako kuratorka designu.

|
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Modern Sculpture, a Photobook Moderni plastika — fotograficka kniha

This paper considers the first survey of modern sculpture, Carola Tento pfispévek se zabyva prvnim prehledem moderni plastiky
Giedion-Welcker’s Moderne Plastik. Elemente der Wirklichkeit. z pera Caroly Giedion-Welcker s nazvem Moderne Plastik.
Masse und Auflockerung (Modern Plastic Art: Elements of Reality. Elemente der Wirklichkeit. Masse und Auflockerung (Modern
Volume and Disintegration), published in Zrich in German and Plastic Art: Elements of Reality. Volume and Disintegration), ktery
English in 1937. It examines how Giedion-Welcker worked with the vySel némecky a anglicky v Curychu v roce 1937. Budu hovofit
graphic designer Herbert Bayer to narrate the recent history of o spolupraci Giedion-Welcker s grafikem Herbertem Bayerem,
sculpture through a sequence of photographic reproductions. ktera si kladla za cil vypravét nedavné déjiny plastiky prostred-
Through a careful selection, layout, and ordering of photographs, nictvim cyklu fotografickych reprodukci. Zminéna kniha se

the book makes a visual argument for the origins of new sculptural s vyuzitim peclivého vybéru, rozmisténi a fazeni fotografii stava
form and its perception. By drawing comparisons to other publica- vizualnim dokladem pUvodu nové socharské formy a jeji

tions by Giedion-Welcker and a wide range of contemporary percepce. Na zakladé srovnani této knihy s jinymi publikacemi
photobooks dedicated to the art of sculpture, this paper locates téZe autorky i se Sirokou Skalou sou¢asnych fotografickych knih
Moderne Plastik at the heart of key debates about the development vénovanych sochafskému uméni dochazim k zavéru, ze moderni
of sculptural form and its proper reproduction. It argues that plastika je kli€¢ovym pojmem v diskuzich o rozvoji socharské
Giedion-Welcker’s book demands that the reader apply a specifi- formy a jeji radné reprodukce. Tvrdim, Ze autorcina kniha na
cally sculptural mode of perception to the photographic sequence, ¢tenafi vyzaduje, aby pfi pohledu na cyklus fotografii zapojil

and shows how this encounter enlivens theoretical claims about specifické, plastické vnimani, a snazim se dokazat, jak takové
the temporality of modern sculpture and its particular relationship setkani oZivuje teoreticka tvrzeni ohledné temporality moderniho
to space. socharstvi a jeho zvlastniho vztahu k prostoru.

Megan R. Luke is Assistant Professor of Art History at the University of Southern Megan R. Luke je odbornou asistentkou na katedre déjin uméni na University
California. She is the author of Kurt Schwitters: Space, Image, Exile (University of of Southern California. Je autorkou publikace Kurt Schwitters: Space, Image,
Chicago Press, 2014), which received the 2015 Robert Motherwell Book Award. Exile (University of Chicago Press, 2014), ktera ziskala Knizni cenu Roberta
With Sarah Hamill (Oberlin College), she is co-editor of Photography and Motherwella za rok 2015. Spolu se Sarah Hamill (Oberlin College) pfipravila
Sculpture: The Art Object in Reproduction (forthcoming, Getty Publications, k vydani knihu Photography and Sculpture: The Art Object in Reproduction
2017) and the recipient of a Collaborative Research Fellowship from the American (Getty Publications, vyjde v roce 2017). Od Americké rady u¢enych spole¢nosti
Council of Learned Societies. She is currently preparing a new book, The 38 (ACLS) obdrzela stipendium pro kolektivni vyzkum. V sou¢asnosti pracuje na 39
Sculptural Surrogate: Reproduction and the Ritual Object, which considers the nové knize s ndzvem The Sculptural Surrogate: Reproduction and the Ritual
role of reproductive technologies and materials in the development of modern Object, kterd se zamysli nad roli reproduktivnich technologii a materialt
theories of sculptural perception and history. v rozvoji modernich teorii na poli déjin a percepce socharstvi.
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Photographer and Painter:
Josef Sudek and the Mystery of the Image

At some point in the 1920s, the photographer Josef Sudek met
the Cubist painter Emil Filla (1889-1953). A commission for

a reproduction photograph of a sculpture by Auguste Rodin for
the magazine Volné sméry, on whose editorial board Filla worked
at the time, triggered a complex collaboration between photogra-
pher and painter, culminating in Sudek becoming Filla’s go-to
photographer. What is more interesting is Filla’s role in this
working friendship. Filla did not restrict himself to commissioning
Sudek to make reproductions of works by various artists for Volné
smeéry magazine, nor did he simply ask him to document his own
paintings, drawings, sculptures or personal archive: he simultane-
ously introduced Sudek into various aspects of the history of art.

It was a sort of selective initiation into a variety of phenomena from
the history of art that Filla was preoccupied with at the time. My
contribution will therefore focus on selected fields of Filla’s interest
and the ways in which these might have found resonance in
Sudek’s own work. As we know, Filla would explain to Sudek some
questions from the history of art, and painting in particular. In this
respect, Sudek regarded Filla as a mentor, who helped open the
way for him to discover the mystery of the image. The themes which
I regard as parallel in both Filla’s concept of the history of art and
within Sudek’s oeuvre include still life painting, 17th century Dutch
painting, Caravaggio, Josef Navratil and Cubism.

Vojtéch Lahoda is the director of the Institute of Art History of the Czech Academy 40
of Sciences, as well as professor of art history at Charles University, Prague. He is
a specialist in the history and theory of Czech Modernism and the avantgarde in
the European context. The exhibitions he has curated or co-curated include
Zdenék Rykr and the Chocolate Factory (2016), Brutalismus Emila Filly (Brutalism
of Emil Filla, Cheb 2014), Cerna slunce (Black Suns. Dark Side of Modernity
1927-1945, Ostrava 2011), Konec avantgardy? (The End of the Avant-Garde?
Prague 2011), Dialogues of Colour and Sound. Works by Mikalojus Konstantinas
Ciurlionis and his Contemporaries (Vilnius 2009), and Josef Sudek: the Commer-
cial Photography for DruzZstevni prace (Jyvéskyla 2003). His publications include
Josef Sudek. The Advertising Photographs (2008), Emil Filla (2007), Libor Fara
(2006), Vincenc Kramar. From Old Masters to Picasso (2000) and a number of
others.
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Fotograf a mali:
Josef Sudek a tajemstvi obrazu

Nékdy v poloviné dvacatych let 20. stoleti se fotograf Josef Sudek
seznamil s kubistickym malifem Emilem Fillou (1889-1953).
Zakéazka pro reprodukéni fotografii sochy Augusta Rodina pro
Casopis Volné sméry, v jehoz redakci tehdy Filla byl, otevrela
komplexni spolupraci fotografa a malife. Sudek se stal dvornim
pratelském svazku. Filla totiz nezadaval Sudkovi jen zakazky
reprodukci uméleckych dél rliznych autor(i pro Volné sméry,

ani nenechal jen fotit Sudka vlastni obrazy, kresby a plastiky

pro osobni archiv, ale sou¢asné zasvécoval Sudka do nékterych
aspektl déjin uméni. Byla to vybérova iniciace uméleckohistoric-
kych fenoménl, které tehdy Fillu zajimaly. Pfispévek se bude
soustredit na vybrané oblasti uméleckohistorického zajmu Filly

a na zpUsob, jakym mohly rezonovat v Sudkové dile. Vime,

ze Filla Sudkovi ze své pozice vysvétloval nékteré aspekty déjin
umeni, a to zejména malifstvi. V tomto smyslu povazoval Sudek
Fillu za guru, ktery mu umoznil nalézt pfistup k tajemstvi obrazu.
Témata, ktera povazujeme za paralelni pro Fillovo pojeti d&jin
umeéni a pro Sudkovu tvorbu, jsou zatisi, holandské malifstvi

17. stoleti, Caravaggio, Josef Navratil a kubismus.

Vojtéch Lahoda je feditelem Ustavu dé&jin uméni Akademie véd Ceské
republiky a profesorem dé&jin uméni na Karlové univerzité v Praze. Je odborni-
kem na déjiny a teorii ceského modernismu a avantgardy v evropském
kontextu. Kurator a spolukurator vystav, mj. Zdenék Rykr a tovarna na
¢okoladu (2016), Brutalismus Emila Filly (Cheb 2014), Cerna slunce (Ostrava 41
2011), Konec avantgardy? (Praha 2011), Dialogues of Colour and Sound.
Works by Mikalojus Konstantinas Ciurlionis and his Contemporaries (Vilnius
2009), Josef Sudek: The Commercial Photography for Druzstevni prace
(Jyvaskyla 2003). Autor fady publikaci, napf. Josef Sudek. The Advertising
Photographs (2008), Emil Filla (2007), Libor Fara (2006), Vincenc Kramar.

Od starych mistrll k Picassovi (2000) ad.
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