Index

11.11.2017-13. 1. 2018

Lucie Drdova Gallery
Praha
Kurator vystavy: Jifi Ptacek



Index
JAN NALE'







3































POPISKA:

str. 2-10
INDEX
2017, barevna fotografie, 80 x 180 cm, 80 x 144 cm, 80 x 60 cm

Sérii tvori sedm fotografii, které byly vyfotografovany podle jiz existujici
dokumentace vystav v galerii Drdova. Od kazdého ze sedmi fotografu, ktery
v minulosti v tomto prostoru vytvarel dokumentaci, byla vybrana jedna foto-
grafie, kterou tentyZ fotograf znovu vyfotografoval, tentokrat vSak v prazd-
né galerii. Na novych fotografiich tedy chybi umélecké dila, kterd byla
plvodné hlavnim motivem zabéru. Kompozice, osvétleni i barevna tonalita
jsou komponovany tak, aby se maximalné bliZily plvodnimu predobrazu.
Pozadi, jako architektonicky prostor, ale | jako institucionalni zazemi, stejné
jako povaha a vyznam fotografické dokumentace v instituci uméni, vidéné
objektivy umélci/fotografl, se stavaji namétem fotografii.

Fotografové: Hynek Alt, Tereza Havlinkova, Vaclav Kopecky, Martin Polak,
Ondrej Poladk, Tomas Soucek, Jifi Thyn

LABEL:

p. 2-10
[INDEX
2017, colour photograph, 80 x 180 cm, 80 x 144 cm, 80 x 60 cm

The seven photographs in the series were taken on the basis of an alrea-
dy existing documentation of exhibitions in Drdova gallery. By each of
the seven photographers who documented seven different exhibitions in
this space one photograph was selected. The same photographer made
identical picture again, this time in an empty gallery space. In the new
photographs the artworks, dominant in the original pictures, are missing.
The composition, light and colour tonality are maximally similar to that of
the model image. The background the architectural space as well as the
institutional infrastructure — and the character and significance of the pho-
tographic documentation within the institution of art, as seen through the
cameras of artists/photographers, become the subject of the photographs.

The photographers: Hynek Alt, Tereza Havlinkova, Vaclav Kopecky, Martin
Polak, Ondrej Polak, Tomas Soucek, Jifi Thyn
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kurator Jifi PtaCek

Komentované prohlidka

Zapsal Jifi Ptacek

Kurator: Dobry den, vitam vas na komentované prohlidce prazdné galerie.
Pochopitelné jsem rad, ze nas je malo, protoze pri vyssi ucasti by se Drdova
Gallery prilis zaplnila. (neopétovany smich) Je nas patnéact a to je tak akorat.

Navstévnik 1: Dvanact. S vami je nas dvanact.

Kurator (popuzené). No, tak dvanact, na tom tolik nesejde...

(o poznani klidnéji) Jak vidite, ona ta galerie zas az tak prazdna neni, k tomu
se ale dostaneme pozdéji. Nejdfive vam predstavim autora.

Miluvi o Janu Nalevkovi jako o vizualnim umélci stiedni generace, ktery se
hlasi ke klasickym konceptualnim pristupim. Popisuje jeho zdrZenlivost

k rukopisu a odstup, ktery ho vede k opétovnému promysleni konceptu
ready-made. Opakované zmiriuje jeho zdjem o téma prazdna a zddrazriuje, Ze
v jeho tvarci ¢innosti Ize vysledovat linii ,,konstruovani prazdna”. ..

Navstévnik 1: Prézdné galerie neni nic nového.

Kurator: To mate pravdu, v podstaté to je zavedeny zanr konceptualniho
umeéni. Pokazdé ale vede nasi pozornost k jinému okruhu témat.

Navstévnik 1: Takze?

Kurator: Takze myslim, ze v naSem pripadé jde o odlisné zkuSenosti

s néjakym mistem. Jedna je ta naSe fyzickd, druhd je zde parafrdzovana
fotografiemi v ramech na sténéach.

N&vstévnik 2: A ty délal Jan Nalevka?

Kurator: Ne, ne, ty si nechal pfipravit od fotografl, ktefi zde v minulosti

porizovali fotodokumentace vystav. Nalevka kazdému pouze vybral jeden
starSi snimek a pak ho pozadal, aby se pokusil o jeho co nejvérng;si
zopakovani, jenze tentokrat v prazdné galerii.

Jako fotografy jmenuje Hynka Alta, Terezu Havlinkovou, Vaclava Kopeckého,
Ondreje Polaka, Tomase Soucka a Jifiho Thyna.

Navstévnik 1: A Martin Polék...
Kurator: Toho jsem u? fikal, ne?
N&vstévnik 1: Nefikal. Rikal jste Ondreje Poléka.

Kurator (opét popuzené). Dobre, tak jo. Takze jeSté Martin Polak. Abych

byl korektni, bylo to Sest fotografl a jedna fotografka. (neopétovany smich)

A kazdy to nafotil jinak. VSichni méli odliSné technické vybaveni a fotografovali
jinou vystavu, vSichni se ale také soustfedili na interpretaci konkrétni situace.
Prijde mi dulezité, Ze fotografickd dokumentace neni neutralni vykon, ale vzdy
subjektivné odstinény vyklad.

Navstévnik 1: Ale zas az takovou svobodu fotograf nema, ne?

Kurator: Ridi se zadanim, kterym je nafotit vystavu... Ale to moZna odbihdme
od toho podstatného. Na na$i vystave je ale asi dUlezité, Zze prazdna galerie
s fotografiemi prédzdné galerie obraci pozornost k instituci galerie.

Navstévnik 2: A ty fotografie tedy popisuiji jeji prostor?

Kurétor: Do jisté miry ano, ale prazdny interiér by vam fotograf zdokumentoval
trochu jinak...

Navstévnik 2: Takze o co jde?

Kurator: Z fotografii podle mého nazoru vypozorujete, Ze na nich néco nesed..
Vedle toho, Ze neodpovidaji klasickym dokumentacim interiér(, je na nich
vidét, Ze jsou rdzné koncipované a rtzné technicky provedené. Myslim, Ze je
dost dlezité, ze jaksi nedrzi pospolu. Ze se hodné li$i v pristupu a provedeni.
Ani umisténi v rdmech nebo umisténi v galerii nepodléha néjaké konkrétni
logice.

Navstévnik 1: TakZe to je nesmysl...



Kurator: Takhle bych to neposuzoval. Vlastné jsou to snimky, kde pUvodni
pozadi vystupuje do popredi a upozorfiuje na Ulohu fotografického zpracovani
.Zpravy" (prsty naznaci uvozovky) o kulturni udalosti.

Navstévnik 1 a navstévnice 3 odchazeji z galerie. Zastavi se pied vylohou
a zapali si cigarety.

Kurator (se znatelnou ulevou). Takze jeSté jednou, Nélevka vychazel

z vyznamné Ulohy fotografické dokumentace pfi zprostfedkovani kulturni
udalosti, jakou je vystava. Je fakt, Ze valnou Cast vystav poznavéme praveé
jejim prostfednictvim. Na mnoho z nich nepfijdeme, tfeba ani nemUZeme,
pouze se s nimi seznamime na Instagramu nebo Facebooku. Obecné vzato
s inflaci kulturnich udalosti a rostoucim vlivem sitovych platforem, kde
fotografie sdilime, narlista vyznam fotografické dokumentace jako paralelniho
Zivota vystay, ale také celych instituci. Kus déjin uméni je uz ted dgjinami
vykladu reprodukci, tedy vykladu podle vykladu. Jednou bych chtél umét
lépe rozpoznat, jak fyzickou podobu vystav ovliviiuje pfedstava budoucich
reprodukci. Myslim, ze k tomu uz dochézi. | kdyz to neni téma, takové jsem
uz tedy také vidél, tak k tomu muaze — dokonce bych Fekl musi — dochézet
podprahove.

Z kancelare vstoupi do vystavniho prostoru galeristka.
Galeristka (omluvné): Nenechte se rusit.
Projde mistnosti a vklouzne do dveri od zazemi.

Kurator: Fotografickd dokumentace modeluje rovnéz nase povédomi

o galerijni instituci, podili se na jejim spoleCenském statusu, na jeji prestizi.
Kdyz mate odpudivou fotografickou dokumentaci, tak to snizuje obraz vasi
instituce v ocich vefejnosti. (rozrusené) Jako kurator se mlzete strhnout

a neni vam to nic platny.

Navstévnik 2: To je ale dost smutné, ne?

Kurator (stale vice rozrusené). Bohuzel. Fotograf je v tomto ohledu opravdu
hodné dulezity. To bych vam mohl povidat... Tfeba vioni v Brné... to bylo
taky s Nalevkou... to to... to bylo strasny... instalace vystavy se nam moc
nepovedla a fotkama to zazdili UpIné...

Ze zazemi je slySet zvuk kdvovaru.

Kurétor (vraci se k rozvaznému ténu): Jan Nalevka se k transformuijici se roli
fotografické dokumentace nestavi kriticky. Ur&ité€ to neni néjaké explicitni
kritika. Pouze na ni poukazuje revizi téch starSich dokumentarnich fotografii,
kdy fotografim Fika, aby se pri foceni v prazdné galerii pfibliZili fotce, kterou
tam délali s néjakym uménim, a tak zddrazfiuje relaci mezi instituci a jejimi
obrazy, tedy vselijak Sitenymi reprodukcemi. Za béznych okolnosti se

totiz soudi, ze fotograf dokumentuje ,umeéni v galerii” (prsty opét naznaci
uvozovky), jenze obrazné feceno foti celé instituciondlni prostredi s jeho
pravidly, zvyklostmi a cili. A jak jsem naznacil, i dokumentace je soucasti
tohoto institucionélniho prostfedi a jeho fungovani. Na Nalevkovych fotkach je
to pritom vidét tim vic, ze na nich umeéni neni.

Navstévnik 2: TakZe to je site-specific?

Kuréator: Vite, ze bych nefekl? | kdyz se to na prvni pohled zda. Za splnéni
minima podminek Ize novou verzi této vystavy uskutecnit i v jiné instituci.
V podstaté je asi jedinou podminkou, aby tam vystavy v minulosti
dokumentovalo vice fotografu. Jinak by neslo vyzdvihnout tu mnohost

a neslucitelnost pri vytvareni obrazu instituce.

Galeristka se vraci zpét do kancelare s kavou v konvici.

Galeristka (omluvné): Pardon.

Navstévnik 2: Ale je troSku absurdni stat v galerii a divat se na jeji fotky.
Kurator: Takovou smycCku Néalevkova dila obsahuji ¢asto. Tim se tato vystava
drzi tématu prazdnoty. A myslim také, Zze jde hodné o to, jestli absurdnost
budete nahlizet negativné nebo pozitivné. Ja za ni vzdy tusSim humor. Takové
pomrkéavani, které nelze jednoznacné vylozit jako vyzvu ke spiklenectvi, ale
ani jako nekontrolovany tik. Pochopitelné neni vibec Spatné, kdyz se k tomu
postavite jako k absurdité svého druhu. Jesté néjaké otazky?

Ticho, Ze by se dalo krajet.

Kurétor: Takze vam moc dékuji za pozornost. Galeristka vam pripravila malé
pohosténi v kancelari, tak se tam muzZeme presunout.



Navstévnici piechazeji do kancelare. Pripojuji se k nim také navstévnik 1
a navstevnice 3.
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Curator Jifi Ptacek

Guided Tour
Written down by Jifi Ptacek

Curator: Good morning and welcome to the guided tour of an empty gallery.
I'm really happy that there are so few of us ‘cause Drdova Gallery would get
too crammed if the attendance were higher. (unrequited laughter) There are
fifteen of us and that’s just right.

Visitor 1: Twelve. There's twelve of us including you.

Curator (grumpily): Ok, there's twelve of us, it doesn't really matter...
(in a noticeably calmer tone) As you can see, the gallery is not that empty
after all, but we'll get back to that later. Let me introduce the artist first.

He speaks about Jan Nalevka as a visual artist of the middle generation who
employs classic conceptual approaches. He depicts Nalevka's restraint to-
wards signature style and his distance that makes him repeatedly rethink the
concept of the ready-made. He repeatedly mentions Nalevka's interest in the
theme of emptiness and emphasizes that his creative activities show a line of
“constructing emptiness”...

Visitor 1: There's nothing new about an empty gallery...

Curator: You're right about that, it's basically an established genre of con-
ceptual art. But each time it will draw your attention to a different thematic
cluster.

Visitor 1: So?

Curator: So | believe that in our case, it's about a different experience of

a single place. On one hand, there's our physical experience; on the other
hand, there's the experience paraphrased by the framed photographs on the
walls.

Visitor 2: And those were made by Jan Nalevka?

Curator: No, not really, he had them made by photographers who have docu-
mented the gallery’s exhibitions in the past. Nalevka merely chose an older
photograph for each of them and asked all of them to retake the photographs
as faithfully as possible, only in an empty gallery this time.

The photographers he mentions include Hynek Alt, Tereza Havlinkova, Vaclav
Kopecky, Ondrej Polak, Tomas Soucek and Jifi Thyn.

Visitor 1: What about Martin Polak...
Curator: | did name him, didn't I?
Visitor 1: You didn’t. You only mentioned Ondfej Polak.

Curator (grumpily again). Ok, you're right. The photographers include Martin
Polak as well. To put it correctly, they were six gentlemen and one lady. (un-
requited laughter) They all took different photos. They all had different techni-
cal equipment and also photographed a different exhibition; however, they

all tried to interpret a particular situation. | find it important that photographic
documentation is not a neutral performance but always a subjective interpre-
tation.

Visitor 1: But the photographers don’t have that much freedom either, do
they?

Curator: They do an assignment which is to photograph an exhibition... But
we're digressing from the point here. What's important about our exhibition is
that an empty gallery with photographs of an empty gallery turns our atten-
tion to the institution of the gallery.

Visitor 2: So the photographs depict the gallery space?

Curator: Yes, to a degree. But an empty interior would be documented differ-
ently by a photographer...

Visitor 2: So what is it about?



Curator: In my opinion, the photographs show you that there's something
that isn't quite right about them. Besides the fact that they do not corre-
spond to classic interior documentation, they also show different concepts
and technical renditions. | think that it's pretty important that they somehow
do not work together; that they're different both in their approach and rendi-
tion. Even their placement in frames and in the gallery does not follow a par-
ticular logic.

Visitor 1: So they make no sense at all...

Curator: | wouldn't think so. They're actually images where the original back-
ground comes to the foreground and highlights the role of the photographic
rendition of a “message” (he makes the quote unquote sign with his fingers)
of a cultural event.

Visitor 1 (male) and Visitor 3 (female) leave the gallery. They stop before the
window and light their cigarettes.

Curator (visibly relieved): Let me reiterate. Nalevka draws on the significant
role of photographic documentation in the mediation of a cultural event

such as an exhibition. As a matter of fact, we learn about a large portion of
exhibitions by means of photographic documentation. We will not make it

to many of them, we may not be able to come, and will only view them on
Instagram and Facebook. In general, the inflation of cultural events and the
increasing influence of networking platforms where we share photographs
has increased the importance of photographic documentation as a parallel life
of exhibitions as well as entire institutions. A large part of art history is now
a history of interpretation of reproduction, i.e. an interpretation of an interpre-
tation. One day, I'd like to be able to better tell how the physical appearance
of exhibitions is influenced by the notion of future reproductions. | believe
that's what's already happening. Although it's not an issue, |'ve seen such
instances already, and | believe it may — | would even say must — be happen-
Ing on a subliminal level.

The gallerist enters the room from the office.
Gallerist (apologetically). Don’t mind me.

She walks through the room and slips through the door to the back office.

Curator: Photographic documentation also models our notion of the gallery
institution, helps create its social status, its prestige. If you have repulsive
photographic documentation, it damages the image of your institution in the
eyes of the public. (agitatedly) As a curator, you can bend over backwards
and it'll still be of no use.

Visitor 2: That's pretty sad, isn't it?

Curator (more and more agitatedly). Unfortunately. In this respect, the pho-
tographer is really, really important. I've got a plenty of stories to tell... For
instance last year in Brno... It was Nalevka as well... That... That was awful...
The installation of the exhibition didn’t quite work out and the photos botched
it up completely...

The sound of a coffee machine can be heard from the back office.

Curator (regains his collected tone). Jan Nélevka is not critical about the
transforming role of photographic documentation. Definitely not in an explicit
way. He merely points it out by revising the older documentary photographs
by telling the photographers, who are now photographing an empty gallery,
to approach the photograph they once made there with some level of art,
and thus accentuating the relation between an institution and its images, i.e.
reproductions spread in diverse ways. Under regular conditions, it is believed
that a photographer is documenting “art in a gallery” (he indicates the quote
unquote sign by his fingers again), however, metaphorically, they are photo-
graphing the entire institutional environment and its workings. Nélevka's pho-
tographs make it even more apparent as they do not show any art at all.

Visitor 2: So it's site-specific art?

Curator: You know, | wouldn’t say so. Although it may seem like it at first
glance. If a minimum set of conditions were met, another version of this
exhibition could be realized in another institution as well. In fact, the only
condition would be that numerous photographers are required to have photo-
graphed the exhibitions at the institution in the past. Otherwise, you couldn’t
highlight the plurality and incompatibility in the making of the image of the
institution.

The gallerist re-enters the office with coffee in a pot.



Gallerist (apologetically). Pardon me.

Visitor 2: But it's a little absurd to be standing in a gallery and looking at its
photographs.

Curator: That's a loop that is often present in Nélevka's work. That's how the
exhibition sticks to the theme of emptiness. | also believe that it's a lot about
how you decide to perceive absurdity: whether as a negative or a positive
thing. | always see humour behind it; a kind of a wink that cannot be univo-
cally read as an invitation to a conspiracy, but neither as an uncontrollable tic.
Of course it's not wrong to see it as an absurdity of its kind. Any other ques-
tions?

Deadly silence.

Curator: So, thank you so much for your attention. The gallerist has prepared
a little refreshment for you at the office so let's move there.

The visitors walk over to the office. They are joined by Visitor 1 and Visitor 3.



