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,Historie uméni
poslednich sta let,
mimo té odborné,

je historii toho,

co lze vyfotografovat.

“For the last hundred
years (if we except
the activities of
scpecialists) art
history has been the
history of that which
can be photographed.”

— André Malraux

Aeneas s Anchisem
prchaji z horici
Tréje, hlavni sal
Aenea a rimskych
ctnosti letohradku
Hvézda, 1556-1563.

© Vlado Bohdan, 2010.

Aeneas and Anchises
Fleeing from Burning
Troy, Main Hall of
Aeneas and the Roman
Virtues in the Star
Villa, 1556-1563.

© Vlado Bohdan, 2010.



Fotografickeé
podminky déjin uméni

Kdyz hodnotil historik uméni a znalec Bernard Berenson v roce 1893 vyhody
nové dostupné izochromatické fotografie, neodpustil si pozndmku k obtizim
fotografovani uméleckych dél - v jeho ptipadé zejména obrazli renesancnich
mistrd v italskych kostelech: ,Jakou trpélivost je tfeba vynalozit na to, aby
¢lovék objevil ten spravny okamzik, kdy svétlo odrazené z kostelniho okna
nebo dvefi dopadne na néjaky skryty poklad, jakou dovednost vyzaduje
vyvazit zrcadlo tak, aby odrazené svétlo nespocinulo pfili§ dlouho na jednom
misté, a predevsim jaké védecké presnosti je tfeba, kdyz chceme zaostfit
tak, aby kazda ¢ast obrazu vynikla stejné jasné! Fotografovani uméleckych
dél neni zdaleka jen mechanicka ¢innost...“* Ackoliv se tato poznamka tykala
technologie dostupné v 19. stoleti, které jiz nem(ze konkurovat digitalnim
¢ipdim nebo vybave fotografa 21. stoleti, fotografie uméleckého dila dodnes
predstavuje specifické femeslo, jez hraje aktivni roli v historiografii

déjin uméni.

Vyhody vynalezu fotografie pro znalost uméni byly zfejmé od jeho

uvedeni. Prvni fotografické mise mapujici zanikajici historické pamatky

v poloviné 19. stoleti, jako napf. Mission héliographique ve Francii, mohly
vzniknout pravé diky novym moznostem tohoto realité vérného, technikou
zprostiedkovaného zaznamu. Fotografie ve druhé poloviné 19. stoleti
pomohla k tomu, aby se déjiny uméni etablovaly jako védecka a akademicka
disciplina.? Historikim umeéni slouzily jako pamétova pomucka, dikaz,
komparativni pramen, podklad analyzy, klasifikace a mnohdy i hlavni zdroj
poznani o vizualni podobé ¢&i existenci toho kterého dila. Byly to praveé
dostupné fotografie, které pomahaly budovat kdnon vyvoje déjin uméni.
Diky fotografii se rozvinuly vizuélné zalozené metody komparace i znalectvi,
ale také sbirani a obchod s uménim. Jak zhodnotil v roce 1873 jeden

z prvnich profesord déjin uméni Wilhelm Liibke: ,Zadné technické
pomdcce nejsou v soucasnosti d&jiny uméni tak zavazany jako fotografii.“?

Vnimani fotografie coby objektivniho dokumentarniho zdznamu

nemélo dlouhého trvani. Vyznamnou sérii eseji o nastrahach spravného

a nespravného fotografovani renesancnich soch s ohledem na volbu thlu
pohledu vici jejich vnimani divakem popsal jiz na prelomu 19. a 20. stoleti
Heinrich Wolfflin.# Jak pozdéji ukazali André Malraux nebo John Berger,
fotografie mdze promeénit i porozumeéni dilu samotnému. Spisovatel a teoretik
Malraux ve svém Imaginarnim muzeu pouzival fotografie k objevovani novych
stylovych souvztaznosti geograficky i casové vzdalenych dél, které by bez
fotografie nebyly ziejmé.5 Napomohl mu k tomu peclivy vybér zabérd, jez
umoznily ménit méfitka snimanych objektl, pouzivat zvlastni thly pohledu,
sviceni, ostrost ¢i vybrané detaily. Umélecky kritik John Berger pak zddraznil,
ze fotograficka izolace dila od kulturniho a historického kontextu ma vliv na
jeho interpretaci.® Nejznaméjsim modernim teoretikem byl v tomto sméru
Walter Benjamin, podle kterého umélecké dilo ve fotografické reprodukci
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ztraci svoji ,auru“.” Uméleckeé dilo v§ak mize diky fotografii néco nového
také ziskat, jak shrnula kriticka Barbara Savedoff: ,Nase chapani uméni
neni ovlivnéno pouze omezenim na vlastnosti prendsené fotografii, ale také
vlastnostmi, které fotografie pfidavaji.“®

Fotografie se staly zcela nepostradatelnym néstrojem prace historikl
umeéni a jiz v 19. stoleti se apelovalo na zalozeni ,obrazkovych knihoven®,
které by vedle nabidek komerénich fotografickych spole¢nosti nabidly
fotografie uméleckych dél na jednom misté. Jedny z prvnich fototék vnikly
v Kunsthistorisches Institutu ve Florencii v roce 1897 a na univerzité

v Marburgu v roce 1913.° Neobesly se bez nich nejen védecké instituce,
univerzity ¢i muzea, ale kolekce fotografii se staly béZnou soucasti privatni
vybavy také historikG uméni. Pikladem vyjimecné osobnosti, ktera
shromazdila velké mnoZstvi obrazového materialu, pozdéji ulozeného spolu
s knihovnou ve vlastnim institutu, byl Aby Warburg. Jsou to pravé tyto
archivy fotografii uméleckych dél, dnes nahrazené digitalnimi databazemi,
které ziskaly novou autoritu nad shromazdé&nymi obrazy. Umoznuji
fotografiim byt znova vyhledany, pouzity anebo pferdamovany do novych
kontextd, skupin ¢i kategorii.

Katarina MasSterova




Photographic Conditions
of Art History

When the art historian and connoisseur Bernard Berenson discussed the
benefits of the newly available isochromatic photography in 1893, he also
remarked on the challenges of photographing works of art - specifically, the
paintings by Renaissance masters found in Italian churches: “What patience
it takes to discover exactly the right moment for reflecting the light from

a church window or door upon some hidden treasure, what skill it requires
to balance the mirror so that the reflected light never dwells too long upon
one spot; and above all, what science is necessary to focus so that every
part of the picture comes out with equal clearness! To photograph a picture
is far from being a mechanical pursuit...”* Although this comment referred to
a nineteenth-century technology that cannot compete with the digital chips
and equipment of twenty-first-century photographers, the photography of
artworks remains a craft that plays an active role in the historiography

of art history.

The benefits of photography for the study of art were evident from the
outset. The first photographic missions to map disappearing historical
monuments in the mid-nineteenth century, such as the Mission
héliographique in France, were only possible thanks to the new technology,
which allowed a visually accurate record of reality. In the second half of

the nineteenth century, photography helped to establish art history as

a scientific and academic discipline.?2 Photographs served art historians as
a mnemonic device, as evidence, as a source of comparison, as a foundation
for analysis and classification, and often as the primary source of knowledge
about the visual form or existence of a work of art. Readily available
photographs helped to build the canon of art history and to develop
connoisseurship based on visual comparison, as well as art collecting

and trading. As Wilhelm Liibke, one of the first professors of art history,
noted in 1873: “No other technical aid has done so much for art history as
photography”.?

The perception of photography as an objective documentary medium did not
endure for long. By the early twentieth century, Heinrich Wélfflin had written
a series of essays outlining the challenges of photographing Renaissance
sculptures. He emphasized that an incorrect point of view could distort

the viewer’s perception, leading to misconceptions about the artwork

being captured.* André Malraux and John Berger later demonstrated that

a photograph could change the very understanding of the artwork.

In his Imaginary Museum, writer and theorist Malraux used photography to
discover new stylistic relationships between works that were geographically
and temporally distant.® He achieved this through a careful selection of
shots that allowed him to vary the scale of the artworks and to use unusual
points of view, lighting, sharpness or selected details. The art critic John
Berger pointed out that the photographic isolation of a work from its cultural
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and historical context affects its interpretation.® Walter Benjamin, the most
famous modern theorist in this field, said that a work of art loses its “aura”
in photographic reproduction.” But it can also gain something new, as

the critic Barbara Savedoff has put it: “Our understanding of art is not only
affected by our restrictions to properties transmittable by photographs,

we are also influenced by the properties added by them.”®

Photographs became an essential resource for art historians, leading to
calls as early as the nineteenth century for the creation of photographic
libraries. These libraries aimed to provide centralized collections of

images of artworks, offering an alternative to the services of commercial
photographic companies. Some of the first photo libraries were created at
the Kunsthistorisches Institut in Florence in 1897 and at the University of
Marburg in 1913.° Scientific institutions, universities and museums soon
began to develop their own photographic libraries, and private photographic
collections became a common part of the professional equipment of art
historians. For example, Aby Warburg amassed an extraordinary collection
of photographic material, which, along with his library, later formed the
foundation of the Warburg Institute collection. These photographic archives,
now largely replaced by digital databases, have gained new authority

over the collected images: Within and through them, photographs can be
retrieved, reused and reframed in new contexts, groups and categories.

Katarina Masterova




Soucasny fotograficky
ateliér Ustavu dejin
uméni AV CR

Fotograficky ateliér Ustavu d&jin uméni AV CR vznikl spolu s instituci v roce
1953.1 Ukoly zde zaméstnanych profesionalnich fotograf(i vzdy zrcadlily
zajmy historikl a historicek uméni &i celolstavni zadéani. Od pocéatku k nim
pattily topografické soupisy paméatek ¢i obsahla kompendia déjin uméni

v Ceskych zemich. Soucasny ateliér pokracuje v pInéni Gstavnich projektd

a doprovazi zde vytvarené a na rizné recipienty zamérené publikace,
reflektuje vSak také proménu samotné instituce, ktera zahrnuje inovativni
tymové projekty, mezioborovou spolupraci, prohlubujici se péci o vlastni
shirky ¢i popularizaci védy.

T¥i ze soucasnych fotografd, jejichz praci tato vystava a katalog pfedstavuiji,
Vlado Bohdan, Jitka Walterova a Petr Zinke, se podileji na budovani
fotografického oddéleni UDU od ptelomu milénia a jejich prace tak zrcadli
posledni Etvrtstoleti ¢innosti Ustavu. Tym v roce 2024 doplnila Anezka
Pithartova. Kromé pokracovani prace na soupisové ¢innosti ¢i dokonceni
velkych kompendii déjin uméni se jejich fotograficka ¢innost presunula také
do perifernich, specifickych ¢i metodologicky zajimavych témat, kterd dosud
Ceské déjiny umeéni nezpracovaly.

K projektlim, jimz se v posledni dobé ateliér vénoval, patii mimo

jiné fotografovani dosud pouzivanych vesnickych staveni, mapovani
konfiskovanych sudetskych pamatek ¢i lokalniho gotického uméni
vychodnich Cech anebo systematické fotografovani zidovskych pomniki.
Mezi nej¢astéji zachycované predméty patii architektura a nasténné malby,
ale také dosud nezhodnocené a nepublikované drobné hmotné pamatky,
které obvykle nejsou soucasti jinych sbirkovych instituci. Profesionalni
digitalizace vlastnich sbirkovych predmétd UDU predstavuje rovnéz béznou
¢innost fotoateliéru.

Tato vystava ve Ctyfech kapitolach predstavuje faktory, které vstupuji do
vysledného fotografického obrazu. Patfi mezi né okolnosti samotného
zadani, ale také produkéni nastrahy a podminky, s nimiz se fotografové
setkdvaji na misté v konkrétni den. Jejich prace je zpravidla uréena

k cilenému pouziti, které ovlivni recepci samotné fotografie, a tim

i zobrazeného uméleckého dila. Vsechny fotografie pak nachazeji sviij druhy
Zivot v databazi oddéleni fototéky, kde maji moznost byt znova vyhledany,
pouzity nebo viazeny do novych kontext(.
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The Current Photographic
Studio at the Institute
of Art History, CAS

The photographic studio of the Institute of Art History, CAS was founded

in 1953, together with the institution itself.! The tasks of the professional
photographers in the studio have consistently aligned with the interests

of art historians and the institution as a whole. From the very beginning,
these objectives included topographical inventories of heritage monuments
and comprehensive compendia of art history in the Czech lands. Today,
the studio continues to support the institute’s projects and provide
photographs for its publications targeting diverse audiences. It also reflects
the institution’s evolution, which encompasses innovative team projects,
interdisciplinary collaboration, a deepening of the care of its own collections
and the popularization of science.

Three of the current photographers whose work is presented in this
exhibition and catalogue - Vlado Bohdan, Jitka Walterova and Petr Zinke -
have been involved in building the photographic department of the institute
since the turn of the millennium and their work reflects the last twenty-five
years of the institute’s activities. Anezka Pithartova joined the team in

2024. In addition to supporting the ongoing inventory activities and the
comprehensive art historical compendia, the team’s photographic work has
also ventured into peripheral, specific, and methodologically intriguing areas
that have not yet been addressed in Czech art history.

The recent projects in which the studio has been involved include

the photography of historic village houses still in use, the mapping of
confiscated monuments in the Sudetenland and Gothic art in Eastern
Bohemia, and the documentation of Jewish tombstones. The most common
subjects of the photographs are architecture and wall paintings, but also
previously unappreciated and unresearched small historical objects

which are usually not part of any museum institution. Another frequent
activity of the photographic studio is the professional digitization of the
institute’s collections.

In its four chapters, the exhibition presents the various factors that
contribute to the final photographic image. These factors include not only
the specifics of the assignment but also the challenges and conditions that
photographers face on location each day. Typically, their work is intended
for a particular purpose, which affects how both the photograph and the
artwork it represents are received by the audience. All photographs are
eventually given a second life in the institute’s photo library database,
where they can be accessed, reused or recontextualized.



Technologické podminky
ustavniho fotoateliéru

Posledni ¢tvrtstoleti poznamenala turbulentni proména fotografické
technologie. Mechanicky zdlouhavé vytvareni ¢ernobilych analogovych
fotografii ¢i barevnych diapozitivil zacaly v Ustavnim fotoateliéru po pfelomu
milénia stfidat prvni digitalni technologie. Od skenovaci digitalni stény Phase
One, ktera objekty snimala v terénu systémem skeneru, zakouseli fotografové
a fotografky evoluci digitalni techniky i softwarovych nastrojd k Gpravam
snimkd. V souc¢asné dobé pracuji s fotoaparaty Canon EOS 5D, digitalni
sténou Phase One s velkoformatovym ¢ipem a se softwary vyuzivajicimi

k Upravé obrazd umélou inteligenci.

Jitka Walterova pri préaci v Ralsku.
Jitka Walterovéd at work in Ralsko.
© Petr Zinke, 2024.
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Petr Zinke pfi préaci v Ralsku.
Petr Zinke at work in Ralsko.
© Jitka Walterova, 2024.




Technology Used in the
Institute’s Photo Studio

Over the past twenty-five years, photographic technology has undergone
significant changes. After the turn of the millennium, the labor-intensive
process of producing black-and-white analogue photographs and color
slides was gradually replaced by digital techniques. Beginning with Phase
One’s digital scanning technology, which utilized a scanner system to
capture images, our photographers have witnessed the evolution of digital
tools and image editing software. Today, they use Canon EOS 5D cameras,
the Phase One digital back with a large-format chip, and software powered
by artificial intelligence to edit images.

Anezka Pithartova pri praci

ve fotoateliéru UDU AV CR.
Anezka Pithartova at work
in the photo studio of the IAH CAS.
© Jitka Walterova,
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Vlado Bohdan pri praci

ve fotoateliéru UDU AV CR.

Vlado Bohdan at work

in the photo studio of the IAH CAS.
© Anezka Pithartova, 2024.



,D€jiny uméni, jak je zname
dnes, jsou potomkem fotografie.*

“Art history as we know it today
is the child of photography.”

— Donald Preziosi




Zadani

Assignment

Zadani je prvni dllezity faktor, ktery vstupuje

do podoby vysledné fotografie. Historicky

a historikové uméni svymi texty kladou riizné
otazky, k nimz maji specifické vizualni pozadavky.
Svym pohledem a znalostmi mohou ovlivnit
podobu fotografickych zabér( uméleckych dél.
Ty pak slouzi jako podklad pro analyzy a vyzkum,
pro prezentaci a k budoucimu publikovani.

Ne vzdy jsou ale fotografové a fotografky
limitovani presnymi pokyny co nebo jak vyfotit,

a tak nékteré fotografie vznikaji z jejich vlastni
iniciativy. R&movani dila fotografickym obrazem
otevira zcela nové zplisoby ¢teni, méni nage
porozuméni uméleckému dilu a mGze akcentovat
dosud prehlizené detaily. Fotografie pak ¢asto
umoziuje vidét ty aspekty dila, které jinak mohly
zUstat skryté.

Véznik ze Staroméstské
mostecké véze v Praze,
Vlado Bohdan, 2006.
Fotografie Véznika je vysledkem dlouhodobé spoluprace
fotografa s historikem uméni Ivo Hlobilem na dokumentovani
gotickych soch. Zamérem badatele bylo fotograficky zachytit
bizarni, témé&¥ surrealisticka specifika sochy shlizejici
vytiesténym okem ze schodisté Staroméstské mosteckeé véze.
Diky spravnému nasviceni a peclivé kompozici se tyto aspekty
sochy podafilo fotografovi vystihnout.

kol. 1450.

Tower Guard from the Old Town

Bridge Tower in Prague, c. 1450.

Vlado Bohdan, 2006.

The photograph of the Tower Guard is the result of a long-term
collaboration between Bohdan and the art historian Ivo Hlobil in
documenting Gothic sculpture. Hlobil wanted the photographer
to capture the bizarre, almost surreal nature of the figure with
its bulging eye looking down from the steps of the Old Town
Bridge Tower. Through careful composition and the right lighting,
the photographer successfully conveyed these unique aspects
of the work.

10-11

The assignment shapes the final form of each
photograph. In their texts, art historians pose
different questions and set specific visual
requirements. Their perspectives and insights
influence how the artwork will be photographed.
The resulting images serve as a foundation

for analysis and research, as well as for
presentation and future publication. However,
the instructions on what or how to shoot are not
always strict, and some images are captured at
the photographer’s discretion. Framing a work
through photography opens up new ways of
interpreting it, alters our understanding of the
artwork, and can bring attention to details

that may have been previously overlooked.
Photography allows us to see aspects of the
work that might otherwise remain hidden.



Venkovské staveni

v Uhietické Lhoté.

© Jitka Walterova, 2018.

V ramci projektu dokumentovani
vesnickych staveni 19. a 20. stoleti
fotografka vytvofila rozséhly soubor
fotografii exteriérd i interiérd. Méla
relativné volnou ruku pfi volbé zabéra
a vzniklo tak mnoho kompozi¢né

i barevné vyjimeénych snimkd, které
vizudlné atraktivnim a autorskym
zpusobem zachycuji nejen jednotlivé
objekty, ale i jejich osobitou
atmosféru.

Country house

in Uhretickd Lhota.

© Jitka Walterova, 2018.

As part of a project documenting
nineteenth- and twentieth-century
village houses, the photographer
created an extensive series of exterior
and interior photographs. She had

a relatively free hand in choosing the
shots, resulting in many images that
are unique in both composition and
colour, capturing not only individual
buildings but also their distinctive
atmosphere in a visually appealing
and original way.







Jan Jiri Bendl - Sv. Juda Tadeas

ze zpovédnice kostela sv. Salvatora

v Praze, 1673-1675.

© Vlado Bohdan, 2023.

Fotografie je vysledkem standardniho tikolu
vyfotografovat sochu jako ilustraci pro védecky
¢lanek. Fotografovi se podafilo sladit barevnost
sochy s jejim pozadim do monochromatickych
odstind umoziiujicich vyniknout kontrastu svétel

a stinGi podobné jako na &ernobilé fotografii, aniz
by byla potlagena pfirozena barevnost. Fotografie je
vzorovou reprodukci, kterou badatelka viele ocenila.

Johann Georg Bendl - St. Jude Thaddeus
from the confessional of the Church of
the Holy Saviour in Prague, 1673-1675.

© Vlado Bohdan, 2023.

The photograph was taken as part of a standard
assignment to capture a statue for a scientific article.
The photographer successfully harmonized the colors
of the statue with its monochromatic background,
allowing the contrast of light and shadow to stand
out, similar to a black-and-white photograph, while
still preserving the statue’s natural colors.

This exemplary reproduction has been highly
appreciated by the article’s author.

Krtitelnice z kostela

sv. Jana Krtitele v Rohenicich, 1602.

© Jitka Walterova, 2019.

Fotografie je soucasti rozsahlého projektu dokumentujiciho
gotické uméni ve vychodnich Cechach. Autorka méla za tkol
vyfotografovat cinovou kftitelnici. Umistila ji proti sténé, na
kterou dopadaji skrze okna sluneéni paprsky, ¢imz vytvofila zivé
pozadi a zdiiraznila pFirozeny mistni kontext objektu.

Baptismal font from the Church

of St. John the Baptist in Rohenice, 1602.

© Jitka Walterova, 2019.

The photograph is part of a comprehensive project that
documents Gothic art in Eastern Bohemia. Walterova was
commissioned to photograph a tin baptismal font. She
positioned it against a wall where sunlight streamed in through
the windows, creating a vibrant backdrop that emphasizes the
natural local context of the object.



Ochoz hradni kaple sv. Michaela archandéla

a Panny Marie na Bezdézu, 1285-1290.

Petr Zinke, 2016.

Fotograf dostal jen obecné zadani nafotit bezdézskou kapli,
véetné jejiho ochozu. Vyuzil tak pfilezitosti k pofizeni vytvarné
velmi sugestivnich fotografii. A¢koliv snimek jasné zachycuje
gotické tvaroslovi, prace s atmosférou a se svétlem jesté vic
ilustruje samotny prozitek z prostoru béhem sluneé¢ného dne
a akcentuje vytvarné moznosti média fotografie.
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Ambulatory in the castle chapel of St. Michael
and the Virgin Mary at Bezdéz, 1285-1290.

Petr Zinke, 2016.

The photographer was only given a general assignment to
photograph the Bezdéz chapel, including its ambulatory. He
took this opportunity to create highly evocative images. While
the photograph primarily captures the Gothic architectural
forms, Zinke’s skillful use of light and atmosphere conveys the
experience of the space on a sunny day, demonstrating the
artistic potential of photography as a medium.



Antonin Wiehl, Frantisek Krizik -

Krizikova svételna fontana, 1891.

© Petr Zinke, 2012.

Fotograf mél ne zcela specifikovany tkol vyfotit K¥izikovu
fontanu na prazském Vystavisti. Jednalo se o naroéné zadani
zaznamenat zatizeni, které je ve vypnutém stavu malo viditelné.
Vzniklo celkem sedm fotografii v rozmezi nékolika hodin, béhem
nichz se postupné stmivalo. Fotograf se rozhodl| ¢ekat na Sero,
aby zachytil barevné osvétleni, které zviditeliiuje konstrukci
této technické pamatky a €ini ji vizualné zajimavou,

aniz by byla spusténa.

Antonin Wiehl, Frantisek Krizik -

Krizik’s Fountain, 1891.

© Petr Zinke, 2012.

The photographer was given an unspecified task: to photograph
KFizik’s fountain at the Prague Exhibition Grounds. This proved
to be quite challenging, as the fountain appears somewhat
indistinct when it is turned off. Zinke’s photographic process
resulted in seven images taken over several hours, during which
the light gradually diminished. He chose to wait until dusk to
capture the colourful lights that highlight the structure of this
engineering monument, making it visually interesting even
when the fountain’s mechanism is inactive.




Emil Prikryl - Vila Véry Chytilové,

Praha, 1970-1975.

© Anezka Pithartova, 2024.

Fotografie vznikla pro ti¢ely vefejné online databaze
Architektonicky manual Prahy. V ramci tohoto projektu musi
v relativné kratkém Ease vznikat velké mnozstvi fotografii
prazské architektury, doprovazejicich texty k jednotlivym
stavbam v databazi. | pfes ¢asové vypéti fotografka zvladla
vytvofit vyvaZzenou kompozici a vyuzit vhodné denni doby,
kdy slunce projasnilo celou zachycovanou fasadu.

Emil Prikryl - Véra Chytilovéa’s villa,

Prague, 1970-1975.

Anezka Pithartova, 2024.

The photograph was taken for the public online database called
the Prague Architectural Manual. The ongoing project requires
a large number of photographs of Prague’s architecture to be
taken in a relatively short period of time to accompany the text
for each building in the database. Despite the time constraints,
the photographer managed to create a balanced composition
and take advantage of the time of day when the sun was
illuminating the entire facade.
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,Jakou trpélivost je treba vynalozit na to, aby
¢lovék objevil ten spravny okamzik, kdy svétlo
odrazené z kostelniho okna nebo dveri dopadne na
néjaky skryty poklad, jakou dovednost vyZzaduje
vyvazit zrcadlo tak, aby odrazené svétlo
nespoc¢inulo prilis dlouho na jednom mistée,

a predevsim jaké veédecké presnosti je treba,
kdyz chceme zaostrit tak, aby kazda ¢ast obrazu
vynikla stejné jasné! Fotografovani uméleckych
dél neni zdaleka jen mechanicka ¢innost..”“

“What patience it takes to discover exactly

the right moment for reflecting the light

from a church window or door upon some hidden
treasure, what skill it requires to balance the
mirror so that the reflected light never dwells
too long upon one spot; and above all, what
science is necessary to focus so that every part
of the picture comes out with equal clearness!
To pohotograph a picture is far from being

a mechanical pursuit..”

— Bernard Berenson



Produkce

Production

Fotografie byla v dobé svého vzniku oslavovana
jako objektivni mechanismus pro zachyceni pravdy.
Tato predstava ¢asto doprovazi vnimani fotografie
dodnes, ackoliv jiz byla pfekonéna. | v rdmci
dokumentovani uméleckych dél musi fotograf
udélat mnoha rozhodnuti, ktera ¢ini takovou
fotografii jedine¢nou. Do vysledné podoby vstupuje
spravna volba techniky ¢i vhodnych postupt,
nasledna postprodukce i feSeni mnoha prekazek,
které mohou béhem foceni nastat. Pfevadéni
trojrozmérnych objektl do plo$ného zobrazeni

je formou interpretace, ktera zahrnuje hledani
idedlniho zabéru, spravného svétla i atmosféry,

a to v8e ve snaze zprostiedkovat a zdUraznit
jedine¢nou zkusenost setkani s uméleckym

dilem. Za kazdou fotografii stoji drobny ptibéh
takového hledani.
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At the time of its invention, photography was
celebrated as a tool for capturing objective truth.

It is still viewed this way, although the concept
has been deconstructed many times. Even when
documenting works of art, many decisions

are made by the photographer, which makes

each photograph unique. The resulting image
depends on the choice of technique or method,
postproduction and the many challenges

that may arise during the shoot. Transforming
three-dimensional objects into a two-dimensional
image is a form of interpretation that involves
searching for the ideal point of view, the right light
and the right atmosphere to effectively convey and
highlight the unique experience of encountering

a work of art. Behind every photograph lies a small
story of this search.

Hlavni sal Aenea a rimskych ctnosti
letohradku Hvézda.
© Vlado Bohdan, 2010.

Aeneas s Anchisem prchaji z horici Tréje,
hlavni sal Aenea a rimskych ctnosti letohradku
Hvézda, 1556-1563.

© Vlado Bohdan, 2010.

Foceni rozsahlé renesanéni vyzdoby v letohradku Hvézda
Fotograf navstévoval objekt kazdy den po nékolik mésict a na
vysokém leSeni bez asistence dokumentoval celky i detaily
viech klenebnich stuki. Fotografoval éasto vleze, v jedné ruce
fotoaparat a v druhé svétlo, kterym z boku nasvécoval nizky
reliéf, aby co nejlépe vynikly jeho linie. V p¥ipadé celki musel
hledat nejvhodnéjsi svételny kompromis, aby byla cela klenba
dobfe viditelna a zaroven se neztracely jeji detaily.

Main Hall of Aeneas and the Roman Virtues in
the Letohradek Hvézda (Star Villa) in Prague.
© Vlado Bohdan, 2010.

Aeneas and Anchises Fleeing from Burning Troy,
Main Hall of Aeneas and the Roman Virtues in
the Star Villa, 1556-1563.

© Vlado Bohdan, 2010.

Photographing the extensive Renaissance decoration in the
Star Villa was one of the IAH’s most challenging projects. The
photographer visited the villa every day for several months,
documenting all the stucco compositions and details from a high
scaffolding without any help. He often worked while lying down,
using one hand to hold the camera and the other to position

a lamp to illuminate the low relief from the side, ensuring that
the lines stood out. When capturing the overall compositions,
he had to find a balance in the lighting to make the entire vault
clearly visible while still preserving the finer details.



Immaculata, Ceské Meziri&i, 1749.
© Petr Zinke, 2014.

Fotografie vznikla pro sbornik textt historika uméni Ivo Kofana.

Fotograf spolu s Kofanem navstévovali mista v okoli BydZova,
badatelova rodného kraje, a dokumentovali mistni umélecké
pamatky i krajinu. Socha byla vyfotografovana spontanné, kdyz
na ni badatele upozornil sam fotograf. Vyuzil rozpohybovanych
vétvi v pozadi sochy béhem vétrného dne a rozhodl se
vyfotografovat objekt na del$i expozici. Socha ziistala ostra,
jelikoz je nehybna, vzniklo tak ale vytvarné efektni, témé¥
abstraktni pozadi.

Petr Zinke, 2014.

The photograph was taken for a collection of texts by art
historian Ivo Kofan. Zinke and Kofan visited places near Bydzov,
Kofan’s home region, and documented local art monuments and
landscapes. The photograph is the product of a spontaneous
moment when the photographer noticed the sculpture and
brought it to the attention of the art historian. Intrigued by

the tree branches swaying in the wind behind the sculpture,
Zinke decided to use a longer exposure time. As a result, the
motionless sculpture remained in focus, while the moving
branches created a dramatic, almost abstract background.



Krest sv. Ludmily, schodistni cyklus
na Karl$tejné, 1360-1363.
© Vlado Bohdan, 2003.

Krfest kniZete Borivoje, schodistni cyklus

na Karl$tejné, 1360-1363.

© Petr Zinke, 2003.

Fotografovani nasténnych maleb na Karlstejné probihalo

v relativné kratkém obdobi, kdy v profesionalni fotografii vedle
sebe paralelné existovaly analogova a digitédlni technologie. Oba
fotografové navstivili objekt ve stejnou dobu, kazdy ale pouzil jiné
zafizeni. Petr Zinke fotil analogovym fotoaparatem Hasselblad na
barevny diapozitiv, jehoz pfedem dany &tvercovy format snimek
na prvni pohled odliSuje od digitalni fotografie. Vlado Bohdan
fotil na jednu z prvnich digitalnich stén Phase One, fungujici

v té dobé na principu skenovaci technologie. Zafizeni tedy
nevytvarelo snimek v jednom okamziku, ale postupné

ho snimalo.

Baptism of St. Ludmilla,
at Karlstejn, 1360-1363.
© Vlado Bohdan, 2003.

staircase cycle

Baptism of Prince Borivoj,
at Karl$tejn, 1360-1363.
Petr Zinke, 2003.
Photographing the murals at Karl$tejn occurred during a brief
period when both analogue and digital technologies coexisted
in professional photography. The two photographers visited
the site simultaneously but used different equipment. Zinke
employed an analogue Hasselblad color slide camera, which
features a square slide format that visibly distinguishes it from
digital photography. In contrast, Bohdan worked with one of
the early Phase One digital backs, which operated based on
scanning technology at the time. This device did not capture
an image in a single moment; instead, it scanned

it gradually.

staircase cycle
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Johann Martin Fischer - Tri Gracie, 1799.

Chram Tri Gracii v Lednicko-valtickém aredlu.

© Petr Zinke, 2012.

Dvojice fotografii je ukazkou toho, jak mize volba techniky
ovlivnit vysledny obraz. K fotografovani stejného objektu
byly pouzity dva druhy objektivi, které vyrazné proménily
perspektivu obrazu. K vytvoteni prvni fotografie byl pouzit
standardni objektiv, ktery plasticky vytvaroval sochy

a zachytil vétsi vyrez architektury v pozadi. Druha fotografie
byla pofizena z vétsi dalky pomoci teleobjektivu, ktery

v porovnani s pfedchozim snimkem vice zplostél zachyceny
objekt, zéroveri se ale sousosi ocitlo mezi dvéma sloupy
architektury, ¢imz se vytvotilo méné rusivé pozadi.

Johann Martin Fischer - Three Graces, 1799.
The Temple of the Three Graces

in the Lednice-Valtice area.

© Petr Zinke, 2012.

The pair of photographs demonstrates how the choice of
technique can impact the final image. Zinke used two different
types of lenses to photograph the structure, which significantly
altered the perspective of each image. In the first photograph,
he utilized a standard lens that enhanced the volume of the
sculptures and captured a larger portion of the architecture

in the background. For the second photograph, Zinke moved
further away and employed a telephoto lens. This choice
flattened the subject compared to the first photo, but it also
positioned the sculpture between two columns, creating a less
distracting background.



Giovanni Battista Alliprandi - Hospital

a kostel Nejsvétéjsi Trojice v Kuksu,
1707-1715.

© Jitka Walterova, 2008.

Fasada hospice a kostela v Kuksu je orientovana na sever

a témé¥ nikdy na ni nedopada pfimé svétlo. Fotografka musela
k objektu jezdit velmi brzy rano a zlstavat zde az do pozdniho
vecera, aby zachytila ty vzacné okamziky, kdy je alespori ¢ast
fasady osvétlena.

Giovanni Battista Alliprandi -

Hospital and Church of the Holy

Trinity in Kuks, 1707-1715.

© Jitka Walterova, 2008.

The facade of the hospital and church in Kuks faces north and
almost never receives direct sunlight. The photographer had to
go to the site very early in the morning and stay there until late
in the evening to capture those rare moments when at least part
of the facade is illuminated.
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Krypta kostela Narozeni Panny Marie

v Doksanech, 2. pol. 12. stol.

© Jitka Walterova, 2013.

Snimek krypty kostela v Doksanech je pfikladem vyraznéjsiho
postprodukéniho vstupu do fotografie. V prostoru krypty mély
byt zachyceny zejména romanské sloupy. Fotografka v temném
prostfedi neméla jinou moznost nez nasvécovat sloupy jednotlivé
a s kazdym nasvicenym sloupem vytvofit samostatny snimek.
Vysledna fotografie je pak kombinaci véech zabéri dohromady.

Crypt in the Church of the Nativity

of the Virgin Mary in Doksany,

2" half of the 12t century.

© Jitka Walterova, 2013.

The image of the crypt in the church in Doksany is an example
of more extensive postproduction. The photographer’s task
was to capture the Romanesque columns in the crypt. Since
the space is quite dark, she had to illuminate each column
individually, taking separate images of each one. The final
photograph is a composite of all these shots.




Neznamy fotograf, Portrét Aloisie Losenické,
daguerrotypie ze sbhirky Méstského muzea

v Polné, kol. 1850.

© Anezka Pithartova, 2024.

Fotografovani daguerrotypii je obtiznou ateliérovou zalezZitosti,
protoZe pozitivni obraz je na této prvni fotografické technologii
viditelny pouze v ur&itém uhlu. Tviirce snimku musi byt cely
prikryty tmavou latkou, ktera zabrani odrazim fotografa ve skle
prekryvajicim objekt, a zaroveri musi nastavit svétla tak, aby
nevytvarela odlesky pfimo v ploSe obrazu. Barevna destic¢ka
slouzi jako méfitko a vyrovnani barevné skaly v postprodukci.

Unknown photographer, Portrait of Aloisie
Losenicka, daguerreotype from the collection

of the City Museum in Polna, c. 1850.

© Anezka Pithartova, 2024.

Photographing daguerreotypes involves challenging studio work
since the positive image produced by this first photographic
technology is only visible from specific angles. The photographer
must be completely covered with a dark cloth to prevent
reflections from the glass protecting the image. Additionally, the
lighting must be carefully adjusted to avoid creating reflections
within the image area. The color plate is used for scale and color
balance during postproduction.
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,Fotografie a zvlasté
fotografické reprodukce
uméleckych dél podminuji zplsob,
jakym vnimame uméni.*“

“Photographs in general and art
reproductions in particular
condition the way in which

we view art.”

— Barbara Savedoff

Y x

Klenba ambitu klastera The vault of the cloister
frantidkand v Kadani, in the Franciscan monastery
1483-1506. in Kadan, 1483-1506.

© Petr Zinke, 2004. © Petr Zinke, 2004.
Fotografovano aparatem Sinar na ¢ernobily Photographed with a Sinar camera

analogovy film 9 x 12 cm. on 9 x 12 cm black and white analogue film.



Recepce

Reception

Dokumentarni fotografie uméni je uréena pro
pouZiti v uréitém kontextu. Jeji ,spravné“ cteni

se vyjevuje teprve v interakci s cilovym médiem,
které vedle sebe klade texty a dalSi obrazy. Do
kontaktu s divakem se tyto fotografie dostavaji
zejména prostrednictvim publikaci a internetovych
databazi, kde se podileji na formulaci a dokresleni
dané vypovédi a v neposledni fadé i na vizudlni
atraktivité média. Fotografie se touto cestou
multiplikuje, vystupuje ze stinu archivd a internich
databazi a stéava se soudasti kolektivniho povédomi
o podobé uméleckych dél. Nakonec je to pravé
fotografie, kterou si zapamatujeme spiSe nez

dilo samotné.

Knihy z nakladatelstvi
Artefactum.

Books from the Artefactum
publishing house.

© Martin Netocny, 2022.
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Documentary art photography is intended for use
in a specific context. Its “correct” reading arises
through interaction with the medium in which it
is presented, and which also includes text

and other images. Viewers encounter these
photographs in publications and internet
databases, where they help shape and clarify the
message while also enhancing the visual appeal
of the medium. As a result, photographs are
multiplied, emerging from the depths of archives
and internal databases to become part of the
collective mental image of artworks. Ultimately,
it is the photograph that we remember, rather
than the artwork itself.




sFotografie! Fotografie! -

v nasSi praci jich neni

nikdy dost!*“

“Photographs! Photographs! -

in our work one can never
have enough!”

— Bernard Berenson

s T e RS
Jan Labutka - Frantisek Leypold, Jan Labutka - Frantisek Leypold,

Vila Josefa Bertla, Praha, 1900. Josef Bertl’s villa, Prague, 1900.

© Anezka Pithartova, 2024. © Anezka Pithartova, 2024.

Online databaze Architektonicky manual Prahy, Online database called the Prague Architectural Manual,

https://umeleckepamatky.udu.cas.cz/. https://umeleckepamatky.udu.cas.cz/.



Databaze

Database

Archiv a fotografie jsou v ramci déjin uméni dvéma
metodami uchovani a prodlouzZeni lidské paméti,
jez funguji ve vzdjemné interakci. Fotograficka
knihovna neboli fototéka, dnes transformovana do
digitalni databaze, svym metodickym systémem
vytvari fotografiim kontextové ramce i prostor
bezpe&ného uloZeni a umoziuje jim znovu

a znovu slouZit svému Ucelu. Fondy se neustale
rozsifuji, dopliuji, popisuji i preskupuji a tvofi tak
otevieny a Zivy ,ekosystém®“. Fototéka je konecnou
zastavkou vech fotografii, které na UDU vzniknou.
Jejich soubor je sondou do vyzkumné minulosti
UDU a zéroveh jednou z ,laboratofi“ historik

a histori¢ek uméni.

Within art history, both the archive and
photography play a crucial role in preserving and
enhancing human memory. The photographic
library, which has now transformed into a digital
database, employs a systematic methodology
that creates a contextual framework and provides
a secure storage space for photographs, allowing
them to serve their intended purpose again and
again. The collections are continually expanded,
supplemented, described, and reorganized,
creating an open and living ecosystem. The photo
library is the final destination for all photographs
produced at the IAH. Its collection offers insights
into the research history of the IAH and functions
as one of the ,laboratories” for art historians.
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Ukazka zaznamu
z databaze Museion,
fototéka UDU AV CR, 2024.
Sample record from
the Museion database,
Photo Library of the

e IAH CAS, 2024.
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Autori vyobrazenych
fotografii:

Authors of the
depicted photographs:

01-07
© Anezka Pithartova

08-21
© Jitka Walterova

22-35
© Petr Zinke

36-49
© Vlado Bohdan



Soucasni fotografovév
a fotografky UDU AV CR

Vlado Bohdan

plsobi v UDU jako fotograf od roku 1999, od

roku 2019 je vedoucim fotoateliéru. V letech
1993-1998 vystudoval obor fotografie na FAMU

v Praze, do roku 2001 zde pUsobil jako externi
pedagog divadelni fotografie. Mezi specifika

jeho préace pro UDU pat¥i vytvareni novych
analogovych fotografii z originalnich negativi
Josefa Sudka, které jsou soucasti Ustavnich
sbirek, a to pro vystavni ¢i publikacni ucely. Je
rovnéz spoluautorem pamatkového postupu
prezentace starych negativ(i touto formou. Ve své
volné tvorbé se vénuje subjektivnimu dokumentu
v jeho metaforickych polohdch, portrétni a také
inscenované vytvarné fotografii.

Anezka Pithartova

se k fotografickému tymu UDU pfipojila teprve

v roce 2024. V letech 2020-2023 vystudovala obor
umeélecké fotografie na FAMU v Praze. V ramci
své dosavadni prace v UDU se vénovala zejména
fotografovani pro Architektonicky manual Prahy.
Kromé profesionalni fotografické dokumentace
uméleckych dél &i akci UDU se specializuje

na vytvareni videi. Ve své bakalaiské praci na
FAMU se vénovala hledani vlastni identity skrze
fotografovani venkova a ve volné tvorbé pokracuje
ve fotografovani téhoz tématu na barevny negativ.

Jitka Walterova

zagala v UDU plisobit v roce 1995, poté

co dokondéila dvouleté pomaturitni studium na
Prazskeé fotografické skole. V letech 1997-2002
vystudovala fotografii na FAMU v Praze.

K jeji tvorbé na hrané profesionalni a volné
dokumentace patfi soubor zachycujici sou¢asné
promény Ceské vesnice a vesnickych staveni
(projekt NAKI, 2016-2020). Pravidelné portrétuje
zaméstnance UDU pro u&ely webovych stranek,
coz reflektuje jeji osobni zdjem o portrétni
fotografii. K jejim autorskym projektiim patfi téma
promény lidské tvare v éasosbérnych souborech
fotografii. Je spoluzakladatelkou vytvarné skupiny
Spolecenstvi spousté, ve které tvofi od roku 2010.

Petr Zinke

je fotografem UDU od roku 2002. Fotografii
vystudoval na FAMU v Praze v letech 1993-1998,
nasledné zde také externé plsobil v seminafi
krajinarské fotografie. Jeho vztah k fotografii
krajiny se projevuje pfilezitostné i v jeho
profesionalni dokumentaci pamatek. Ve své
aktivni volné tvorbé se zaméfuje napriklad na
zachyceni barevnych a grafickych prvkd v pfirodé,
ale i na jeji divokost a neuspofadanost. Pouziva
staré technologie, velkoforméatové analogové
fotoaparaty a kontaktni kopirovani negativu na
pozitiv. Experimentuje rovnéz s fotografickou
interpretaci klasické hudby.



Current Photographers
at the IAH CAS

Vlado Bohdan

has been a photographer at the IAH since 1999
and has served as the head of the photo studio
since 2019. From 1993 to 1998, he studied
photography at Film and TV School of Academy
of Performing Arts (FAMU) in Prague, where he
also worked as an external lecturer of theater
photography until 2001. A significant aspect of his
work at the IAH involves creating new analogue
photographs from original negatives by Josef
Sudek, which are part of the institute’s collections
and are used in exhibitions and publications.

He also co-authored the preservation procedure
for presenting old negatives in this manner.
Bohdan'’s artistic work focuses on subjective
documentary photography in its metaphorical
forms, portrait photography, and staged art
photography.

Anezka Pithartova

joined the IAH photography team in 2024. She
studied art photography at FAMU in Prague
between 2020 and 2023. In her work at the |IAH,
she has mainly photographed for the Prague
Architectural Manual. In addition to professional
photographic documentation of artworks or
events at the IAH, she also specializes in creating
videos. Her bachelor’s thesis at FAMU focused
on the search for her own identity through
countryside photography and in her personal
artistic work she continues to take colour negative
photographs of rural landscapes.

32-383

Jitka Walterova

began her career at the IAH in 1995, after
completing two years of post-secondary studies
at the Prague School of Photography. From 1997 to
2002 she studied photography at FAMU in Prague.
Her work navigates the line between professional
and personal documentation, featuring a series
that captures contemporary changes in Czech
villages and their houses (NAKI project, 2016-
2020). She regularly takes portraits of IAH staff
for the website, reflecting her personal interest

in portrait photography. Her artistic work

includes a time-lapse photography project

on the transformation of the human face. She

is a co-founder of the art group Spolecenstvi
spousté (The Shutter Release Society), where she
has been working since 2010.

Petr Zinke

has been working as a photographer at the IAH
since 2002. He studied photography at FAMU

in Prague from 1993 to 1998 and subsequently
worked there as an external lecturer in the
landscape photography seminar. His connection
to landscape photography is sometimes reflected
in his professional documentation of monuments.
His active artistic practice focuses on capturing
the colour and graphic elements in nature, as well
as its wildness and inherent disorder. He uses old
technology, large format analogue cameras and
contact copying from negative to positive. He also
experiments with photographic interpretations of
classical music.



Tym fotografického ateliéru UDU AV CR.
The team of the photo studio IAH CAS.
Zleva / From the left:

Petr Zinke, Anezka Pithartova,

Jitka Walterova, Vlado Bohdan.

© Jitka Walterova, 2024.
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