JA, TY, MY

Institut tvurci fotografie FPF Slezské univerzity v Opavé 2011

Institut tvarct fotografie Filozoficko-prirodoveédecké fakulty Slezské univerzity pripomnél v roce 2010 dvacaté wroci svého zaloZeni rozsahlou vysta-
vou Opavska skola fotografie, ktera v rozlicnych modifikacich predstavila v Brme, Praze, Oxfordu, Koling nad Rynem, Bratislave, Ostrave, Liberci,
Praze, VarSave a Vilniusu (a také v bezmadla tfisetstrankovem katalogu) Sirokou plejadu fotografii rozlicnych styld, témat a motiva, které jeho student
a absolventi wivorili od predchozi obsanlé bilance v roce 2006. Nyni prichazi s daleko uzsim vybérem z nejnovejsich klauzurnich, bakaléarskych
a diplomovych praci zamérenych na témata autorské sebereflexe, mezilidskych vztahd a rodiny. Tedy praci, jejichZ prostfednictvim autori ¢asto
umozZnujf divakdm nahlédnout do svého soukromi. VSechna dila, uvedena v tomto katalogu, vznikla v roce 2011.

Zatimco v americké, zapadoevropské Ci japonské fotografii autori jako Larry Clark, Nan Goldin, David Armstrong, Anders Petersen, Richard
Billingham, Michael Ackerman, Antoine D’Agata, JH Engstrom, Daido Moriyama, Nobuyoshi Araki a dalsi uz dlouho ve svych syrovych snimeich
ukazujf i ty nejintimnéjsi chvile svého Zivota a zivota svych rodin a pratel, v nasem stredoevropském prostoru se takove otevrené fotografické deniky
a autoreflexivni zabéry az na malé vyjimky donedavna prilis neobjevovaly. Nad tématy ,vnitfrnino okruhu* v ¢eskeé, slovenské nebo polské doku-
mentami fotografi dominovala témata ,vnéjsiho okruhu®, snimky réiznych sociélnich skupin, devastace prostredr i lidi béhem totality, pokracuijici
globalizace a konzumentarismu v obdobi po padu komunismu. Malokdo byl ochoten jit s kiizi na trh a oteviené ukazat svij privatni zivot, nejistoty,
osamoceni, krize a deprese, rozpad rodiny, vboceni z obecné uznavanych norem. Ovsem ani kladny, ale pfitom autenticky obraz soukromych
Zivotnich jistot, jaké poskytuje harmonicka rodina a které tak intenzivng a nekonvedné fotografuif treba Tina Bamey, Sally Mann ¢ Annelies Strba,
se u nas s vyjimkou praci Jifiho Davida, Bohdana Holomicka, Barbory Kuklikové a nékolika dalSich autorti prilis ¢asto nevyskytoval. To se vSak
v poslednich letech vyrazné zménilo, jak také ukazuje nase expozice.

V souvislostech se soudobou fotografii se uz zda byt nadbytecnym Klisé pripominat proménu samotného média od klasického analogoveho
obrazu v digitalni zaznam, zfetelny u nas po roce 2000. Ackoli mnozf tvrdi, Ze zplsob zaznamu je malo relevantni pro konecny artefakt, neni tomu
tak. Digitalni snimani nejenze otevielo noveé prostory v oblasti postprodukee, ale zbavilo také médium onoho zviastnino (a trochu alchymistického)
kouzla latentnino obrazu. Obraz na displeji je mnohem zarucengjSim voditkem ke konecnému vystupu nez rolicka filmu ¢i kazeta v kapse. Foto-
grafovat diky levnym kompaktnim fotoaparatdim a stéale technicky vyspelejSim mobilim dnes miize mnohem vice lidi nez kdykoli v minulosti. A také
¢asto mohou nepozorovane fotografovat v situacich, kde by vetsi analogovy fotoaparat ptsobil rusive a vyvolaval obezretnost Ucastnikd déje. Diky
tomu dnes Casto mizi Casovy odstup mezi samotnymi prozitky a jejich pozdéjsi fotografickou rekonstrukel. Na druhé strane se vsak stale Castéji
objevuji pocitacové manipulace i prolinani dokumentarnich a inscenovanych snimk( a aura autenti¢nosti fotografie se uz davno rozplynula.

Technicky rozvoj vSak nepoznamenal jenom moznosti fotografického média, nybrz i samy mezilidské vztahy, v nichz jsou osobni kontakty stale
Castéji nahrazovany kontakty prostrednictvim mobilu, e-mailu a Skypu. Daniel Polagek se ve svém projektu WEBsadFACES soustredil na témer
apokalyptické vyrazy desitek ucastnikd webkamerového chatu, kterf dlouhé hodiny pozoruji ostatni lidi a sami se nékdy s nimi pokouseji flirtovat,
obcas se exhibicionisticky predvadeji, ale casto jenom prazdné ziraji do kamery. Ze zébavy se stava zavislost, z nadéje na navazani vztaht jeste
Vetsi osameni. V daleko subtiingjsi rovine se kontakty pres kameru zabyva Joanna Ziajka v souboru 4577 minut, v némz zachycuje svého pritele,
Zijiciho v jiném meéste, i sebe béhem kazdodennich nekolikahodinovych rozhovord pres Skype.

Zverejnéni casto velmi privatni intimity je osobitym jevem soucasnosti, k némuz starsi generace ve stredni Evropé jen obtizné nachazi cestu.
Je to dano pravdepodobne také skryvanym soukromym zivotem a maskovanim své prirozenosti na verejnosti v dobach totality. Naproti tomu pro
soucasné autory jako by zadna hranice reflexe viastnino soukromi neexistovala. Na nasi vystave to plati predevsim o dilech neékterych studentd z
Polska. Za mnohé dalsi jmenujime syrova, a pritom soucasné poetické zobrazeni ukoncenych partnerskych vztaht v praci pfiznacné nazvané We/
They od Karoliny Karwan a v cyklu Tomka Rattera FPotlatch, ktery je horkosladkym vizualnim prfipomenutim konce devét let trvajicl lasky, pinym



jemnych vizualnich symbolt a jen lehce naznacenych pribehd. Ackoli tato dila, podobné jako prace Macieje Bujka, jsou neobycejné bezprostred-
ni a oteviena, rozhodné neobsahuji zadna ,Spinava“ tajemstvi. Fotografické deniky jsou dnes obzviast rozsirene mezi mladymi polskymi fotograty,
7 nichz mnozi v navaznosti na prace Kuby Dabrowského, Filipa Zawady a dalsich provozuji viastni internetove blogy, v nichz prozrazuji mnoho ze
sveho zivota. Fotografické blogy jsou typickeé pro specifické okruhy mladych divakd, vétsinou bez vazeb k urcujicim institucim, spolu s odliSnym
postojem k ,celebritam”, neocbdivovanym ze stranek zurmnald masove kultury, ale objevovanym uprostred kazdodennosti. Je ovSem také pravda,
ze nékteré motivy Ci ostré kontrasty styltl, které jsou pro né typické, jsou ¢astym opakovanim rozmélfiovany a stavaji se z nich klisé. Prikladem
obrazového deniku ve stylu fotografické archeologie” s novou interpretaci starych snimkd je diplomova prace Lacini forove, kterou jeji autor Libor
Fojtik sestavil z momentek rdznych recesistickych aktivit, v nichz se béhem svych stfedoskolskych studii se skupinou pratel snazil vymanit ze
zoufalé nudy malého mésta.

Proménu tradicni rodiny ve stfedni Evropé musime vnimat spolu s promeénou ,verfejného prostoru” v ¢ase od konce totalitniho systému trvaji-
ciho ¢ty dekady a ukonceného rokem 1989. Vetsina mladych autorl, zastoupenych v expozici, zna komunistickou skutecnost z raného déetstvi
nebo ¢asteji jenom transformovangé z vypraveni starsich pribuznych a pratel ¢i z knih a fimd. O to vice prekvapi, jak skvéle se podarilo Anné Guto-
vé a Gabrielu Fragnerovi v souboru | Love My Family napodobit dobovy kolorit rodinnych fotografil z doby husakovské normalizace. K dokonalé
stylizaci wuzili ,vySisovanych” barev starych polaroidovych materiald a invencni instalace snimkd v dobovych ramech na sténé s valeCkovym
vzorem. Jejich napadita rekonstrukce zabeérd stastné mladé rodiny ze 70. let byla pravem oceneéna vitézstvim v letoSnim ro¢niku soutéze Frame.
Soubor zaroven symbolizuje zmatky détl v postupném nalézani minulého svéta svych rodicd. V této hre je mozné rozvinout dialog, ktery je fasci-
nujicim komentarem k dobeé jejich miadi.
pribuznych od Krzysztofa Kowalczyka nebo signifikantni zabéry ze Zivota viastnich starmoucich rodict od Tomase Trojana, ktefi zGstali sami
PO odstehovani vsech Ctyr déti. Trojanovi se podarilo dobre ukazat, jak sam uvadi, ze ,manzelé ve veku kratce pred Sedesatkou, unaveni pract
a unaveni sebou navzaiem, ziji v tom svém velkém byté spolu, a prece spie vedle sebe, mijeji se, ale presto potrebuii citit, ze je s nimi doma
jesté ten druhy”. Fotografie Kristyny Erbenové z cyklu Somewhere Inside zachycui prislusniky jeji rodiny a pratele ve chvilich vydéleni z okolniho
sveta a kontemplace, v okamzicich mezi bdeénim a snénim. Vyzaruje z nich jemna melancholie, které je jeste umocnovana tlumenymi barvami
v mollové toning. Vizuaing mimoradné siiné fotografie své viastni dcery systematicky wivarf Anna Grzelewska v souboru Julia Wanabe. Skvéle
v ném vystihuje svét divky na rozhrani détstvi a dospélosti, kombinuje autentické a inscenované fotografie, nechava se inspirovat romantismem.
Je typicke, Ze tento cyklus je utvaren jednotlivymi ,scénami®, které (ve své povaze vzpominek z détstvi) davaji pilezitost k psychologickeé analyze.
Michaela Spurna, ktera se také zaméruje na fotografovani svych déti, k dosud neukoncenému souboru Sommertime, akcentujicimu rodinné
hodnoty, uvadr: ,Vybavi se mi nékolik okamzik’ z mého détstvi, ale predevsim vine pradla na Sndre u nas v zahrade, vané ryb po koupani v rybnice
a rlizné pachy domacich zvirat. Je velmi pravdépodobné, ze vétsina dnesnich déeti pri své vzpomince na letni Cas uciti avivaz, vini chldru z bazénku
a namisto vaneé sena vini Cerstve posekaneho anglického travniku.” Pevné rodinné vazby a mezigeneracni vztahy vyzaruii i z cemobilého klasicke-
ho dokumentu Cechoamericana Andrewa Jana Haunera M praZsky dédecek. Daleko expresivngjsi formu zobrazeni Zivota své piibuzné zvolila
Ewa Dyszlewicz v cyklu VSechno si pamatuji, vsechno jsem zapomnéla. Rafat Siderski v souboru Misto nazyvane domov ukazal v mozaice por-
trétd, dokumentarnich snimku a fragmentt prostredi navrat Zeny, ktera po letech v emigraci na Kypru prijela do Polska stravit se svymi pifouznymi
Vanoce.

Vedle ¢lent rodiny se na mnoha vystavenych fotografiich objevujl také pratelé autort a sami autori. V nékterych dilech objevime jako cha-
rakterizujici prvek oscilaci mezi webovou primocarosti, inspirovanou poetikou blogl, a novou inscenaci, fuzujici s dokumentem (kupf. soubor
Don't Live Alone Krzysztofa Pacholaka o skupiné studentt obyvajicich jeden byt & cyklus Anny Bajorek La Casa Violeta). Daniel Laurinc
invencne kombinoval momentky a portréty sveé pritelkyne s metaforicky vyznivajicimi snimky rdznych objektd. Magda Cdénova v inscenova-
nych portrétech z raznych prostredi charakterizovala osobnost sveého partnera i vyjadrila svdj vztah k nému. Kamila Kobierzynska v cyk-

lu Nejsem tu charakterizovala své nejblizsi prostrednictvim diptychd fotografif, konfrontujicich jejich portréty a fragmenty interiérd, v nichz Ziji.
Hana Pokorna v motivicky obdobném cyklu Blizci vsadila jesté vice na vymluvné detaily prostredi, podobné jako Katarzyna Sagatowska
v souboru Momentary Collection, evokujicim davné vzpominky. Dereck Hard ve dvojicich fotografil z cyklu Good & Evil naopak vyuzil az tea-
trainé pUsobicich aranzma, zobrazujicich jeho a jeho pratelé v totalné odlisnych rolich ,zlych® a ,hodnych® lidi. Chtél tak naznacit, ze kazdy
ma v sobé doktora Jekylla i pana Hyda a ze charakter lidi neni jednoznacné zavisly na obleCeni, mnozstvi tetovani ani poc¢tu piercingtl. Ro-
man Dobe$ zase v souboru Jedina prava kazdého ze svych modeld (i sam sebe) stokrat vyfotografoval v nepatmych ¢asovych odstupech
a zménach mimiky a nakonec u kazdého wybral jediny portrét, Otézku, zda praveé v ném nejlépe vystinl podstatu ¢lovéka pred fotoaparatem, vsak
nechal na posouzeni divakd. Na radeé fotografil na vystave figuruji sami autori. Autoportrét jakozto forma autoreflexe samozfejme neni ve fotografii
nicim novym. Vzpomenme treba jenom na dila Stanislawa Ignacyho Witkiewicze nebo Claude Cahun. U studentt ITF se setkavame s jeho rdznou
podobou. V souboru Kamily Rokické Memory Stick se dostavame aZ do centra bezprostrednino prozitku zrodu noveho zivota. Lenka Blahova
v cyKklu wrazné stylizovanych a tonaliné modifikovanych autoportrétt Uvnit sebe potkavam sebe, vzdalené pripominajicich malby renesancnich mi-
strd, wytvorila jakousi osobitou kombinaci autobiografie a arteterapie: ,Zaviené oci v kolob&hu prozivanych emoci, kde nic neni ¢ernobilé. Syntéza
dvou poloh — vngjsino, viditelného, pozitivné existujicho s vnitnim, nevyféenym a nevyslovitelnym, tusenym." Skute¢né az na dreri pii odhalovani
svého soukromf se dostala Magda Vesela, ktera cyklus fotografil a videoprojekci Should | Stay, Should | Go? vytvarela v dobé, kdy fesila otazku,
zda zCGstane v manzelstvi, nebo teézkou krizi vztahu a odlisnych zamG a hodnot vyresi rozchodem. Jeji prace ziskala dalsi dimenzi tim, ze v ni au-
torka poskytla prostor take fotografiim svého muze, ktery mnohé situace vidél jinak nez ona.

| kdyz vystava Ja, ty, my zahmuje fadu vyraznych dél, reprezentujicich nekolik aktualnich tematickych, motivickych i stylovych trendC z Institutu
tvarci fotografie FPF SU, je treba jesté jednou pripomenout, ze predstavuje jenom jeden proud v neskonale bohatsim spekiru volné tvorby na nasi
Skole.

Vladimir Birgus a Ale$ Kunes
kuréatofi vystavy



I, YOU, WE

The Institute of Creative Photography, the Faculty of Arts and Sciences, Silesian University, Opava, 2011

The Institute of Creative Photography, at the Faculty of Arts and Sciences, Silesian University, commemorated the twentieth anniversary of its
establishment with a large exhibition in 2010, called the ,Opava School of Photography'. It was shown in different versions in Bmo, Prague,
Oxford, Cologne, Bratislava, Ostrava, Liberec, Prague, Warsaw, and Vilnius (and also in a catalogue of almost 300 pages) with a wide range of
photographs of various styles, topics, and themes, which Institute students and graduates made from a previous large tally in 2006. This time the
Institute is presenting a far more narrow selection of the latest end-of-term, B.A., M.A. and other degree projects (all the works in the catalogue
were made in 2011), on the topics of authorial self-reflection, interpersonal relations, and the family, in other words, works by means of which the
photographers frequently offer the viewer a glimpse of their innermost selves and private lives.

Whereas in America, Western Europe, and Japan, photographers like Larry Clark, Nan Goldin, David Armstrong, Anders Petersen, Richard
Billingham, Michael Ackerman, Antoine D'Agata, JH Engstrom, Daido Moriyama, and Nobuyoshi Araki have for a long time shown raw photos of
the most intimate moments of their lives and the lives of their families and friends, in central Europe until recently this kind of open photo-diary and
self-reflexive photograph has, with few exceptions, rarely appeared. In Czech, Slovak, and Polish documentary photography, topics of the ,outer
circle’, photos of various social groups, the devastation of the environment and of people under totalitarian régimes, and the continuing globaliza-
tion and consumerism in the period after the collapse of Communism, have dominated over topics of the \inner circle’. Few photographers were
willing to stick their necks out and openly show their own private lives, uncertainties, loneliness, crises and depressions, the break-up of their
families, and deviations from universally acknowledged norms. Nor, however, did positive, yet authentic, pictures of the private certainties of life,
such as those provided by a harmonious family, which were intensively and unconventionally photographed, for instance, by Tina Bamey, Sally
Mann, and Annelies Strba, appear often in the Czech Republic, with the exception of works by Jiff David, Bohdan Holomitek, Barbora Kuklikova,
and a few other photographers. But, as our exhibition also demonstrates, that has strikingly changed in recent years.

In connection with contemporary photography, it now seems unnecessary, and indeed a clichg, to mention the transformation of the medium
from the classic analogue image to the digital record that eventually occupied a striking position in the Czech Republic after 2000. Despite what
many people have claimed, the means of recording is indeed relevant to the final artefact. Digital photography has opened up new areas, and not
only in postproduction. It has also stripped the medium of much of the special (and slightly alchemistic) charm of the latent image. What appears
on the display is a much more reliable guideline to the final result than is a role of film or a fim cartridge in one's pocket. Thanks to inexpensive
compact cameras and increasingly more technologically advanced mobile telephones, many more people can today take photographs than ever
before.

Technological development has left its mark, however, not only on the possibilities of the photographic medium, but also on interpersonal
relations, in which personal contact is increasingly substituted for by contact using mobile telephones, emails, Skype, or Web chats. In his project
WEBsadFACES, Daniel Polacek focuses on the aimost apocalyptic expressions of dozens of participants of a webcam chat, who for hours
watch other people and sometimes try and flirt with them, sometimes exhibitionistically show off, but often only stare emptily into the camera.
Entertainment becomes addiction, and hope in establishing relationships becomes the disappointment of even greater loneliness. Contact by
means of the camera is considered on a far more subtle level by Joanna Ziajka in her series 4571 Minutes, in which she depicts a friend living in
another town and herself in Skype conversations lasting a few hours every day.

Making often very intimate aspects public is a distinctive contemporary phenomenon that the older generation of central Europeans often finds
hard to comprehend. One likely reason for that difficulty is that in the years under totalitarian regimes people concealed their private lives and mas-
ked their natural feelings in public. By contrast, for contemporary photographers it is as if there were no limits to depicting their private lives. At our

exhibition that is true mainly of the works of some of the Polish students. Of many we would mention the raw, yet contemporarily poetic depictions
of the ended relationships in Karolina Karwan'‘s aptly titled work We/They and also Tomek Ratter‘s series FPotlatch, a bittersweet visual recollec-
tion of the end of a nine-year love affair, full of subtle visual symbols and hints of narrative. Though these works, like those of Maciej Bujko, are
unusually open and direct, they definitely do not contain any ,dirty little secrets’. Photographic diaries are particularly widespread today amongst
young Polish photographers, many of whom, following on from others, for example, the works of Kuba Dgbrowski and Filip Zawada, now have their
own blogs, in which they reveal a good deal about their lives. Photoblogs are typical of a special circle of young viewers, mostly not connected
with any particular institutions, together with a different attitude to ,celebrities” who are not admired on the pages of the journals of mass culture,
but are discovered in the midst of everyday life. It is true, of course, that some of the motifs or sharp contrasts of style, which are typical of them,
become hackneyed by frequent repetition. Whereas in their intimate photographs the Polish students mostly prefer strict authenticity, their Czech
and Slovak fellow students more often use carefully thought-out staging. An example of a picture diary in the style of ,photographic archaeology’
with a new interpretation of old photos is the degree project Cheap Jokes, which Libor Fojtik has compiled from snapshots of various practical
jokes played by himself and a group of friends to escape the mind-numbing boredom of the small town where they attended secondary schoal.

The transformation of the traditional family in central Europe has to be seen together with the transformation of the ,public space' in the four
decades under the totalitarian régime, which ended in late 1989. Most of the young photographers with works in this exhibition know the reality of
Communism from early childhood or, more often, only from the accounts of older relations and friends or from books and films. It is all the more
surprising, then, how superbly Anna Gutova and Gabriel Fragner have managed in the series | Love My Family to imitate the period atmosphere
of family photographs from the years of hard-line Communism reinstated with the ‘normalization’ policy of the régime led by President Gustav Hu-
sak. To achieve superb stylization they have used the faded colours of old Polaroid photos and the inventive installation of photographs in period
frames on a wall covered with patterns applied by paint rollers. Their witty reconstruction of photos of a happy young family from the 1970s was
rightly the winner in this year’s Frame competition. The set also symbolizes the confusion of children when gradually discovering the bygone world
of their parents. In this game one can develop a dialogue that is a fascinating commentary on the times of their parents' youth.

The exhibition of course also has more traditional pictures of contemporary families, for example the artistically refined portraits of close relations
by Krzysztof Kowalczyk or Tomas Trojan‘s characteristic photos from the lives of his ageing parents, who were left alone after all four of their
children had moved away. In his series, Trojan has truly succeeded in showing, as he himself states, that ,a married couple, not quite sixty years
of age, tired of work and tired of each other, live together in a big flat yet really live only next to each other, passing each other by, yet needing to
feel that the other person is still present at home." Kristyna Erbenova‘s photographs from the Somewhere Inside series depict family members
and friends in moments separated from the surrounding world, in contemplation, in moments between waking and dreaming. They exude a
subtle melancholy, which is intensified by muted colours in a minor key. In the series Julia Wanabe, Anna Grzelewska has systematically made
extraordinarily powerful photographs of her own daughter. In them she has superbly captured the world of a girl between childhood and maturity.
Combining authentic and staged photographs, she draws inspiration from Romanticism. Typically, this series is made of individual ,scenes’, which
(like recallections of childhood) provide an opportunity for psychological analysis. Michaela Spurnd, who is also orientated to photographing her
children, says about her still unfinished Summertime series, which accentuates family values: ,A few moments from my childhood come to mind,
but mainly the fragrance of the washing on the line in our garden, the smell of fish after swimming in the pond, various smells of farm animals. It's
very likely that most of today's children when recalling summertime will recall the smell of fabric softener, chlorine from the swimming pool, and,
instead of hay, the smell of a freshly mown lawn’. Strong family ties and intergenerational relationships radiate also from the classic black-and-white
documentary photographs in the Czech-American Andrew Jan Hauner's series, My Prague Grandfather. A far more expressive form for depicting
her grandmother's life was chosen by Ewa Dyszlewicz in the series | Remember Everything, | Forgot Everything. In the mosaic of portraits, docu-
mentary photos, and fragments of a milieu in his series A Place Called Home Rafat Siderski shows the return of a woman who, after years living
in Cyprus went back to Poland to spend Christmas with her close relations.



In addition to family members, friends of the photographers and the photographers themselves also appear in many of the exhibited photogra-
phs. A characteristic feature of some of the works is the oscillation between the directness of the Web, inspired by the literary styles of the blog,
and a new form of staging, fusion with the documentary (for example, the series Don't Live Alone by Krzysztof Pacholak about a group of stu-
dent flatmates, and Anna Bajorek's La Casa Violeta series). Daniel Laurinc combines snapshots and portraits of his girlfriend with metaphorical
photos of static objects. In her staged portraits from various milieux, Magda Cénova has depicted her partner and expressed her relationship with
him. In the series I'm Not Here, Kamila Kobierzyriska has depicted her near and dear ones by means of diptychs of photographs, juxtaposing
portraits of them and fragments of the interiors in which they live. In Near and Dear Ones, a set with a similar theme, Hana Pokorna has staked
even more on pairs of photographs. By contrast, in his Good & Evil series, Dereck Hard has made use of at times theatrical staging, depicting
himself and his friends in the roles of, good guys' and ,bad guys'. In this way he suggests that everyone has a Doctor Jekyll and Mr Hyde inside and
that people’s characters are not necessarily connected with the way they dress or the number of tattoos or piercings they may have. On the other
hand, Roman Dobes, in the series The Right One, photographed each of his models (including himself) a hundred times at negligible intervals
and with inconspicuous changes of facial expression, eventually choosing a single portrait from each set. He leaves it up to the viewer to decide
whether it is the selected photos that best capture the essence of the person in front of the camera. The photographers themselves are featured
in a number of photos at the exhibition. The self-portrait as a form of self-reflection is of course nothing new in photography — recall, for instance,
the works of Stanistaw Ignacy Witkiewicz or Claude Cahun. Among the works of Institute of Creative Photography students we encounter various
forms of self-portraiture. In Kamila Rokicka'‘s series, Memory Stick, we arrive at the heart of the direct experience of the birth of a new life. In her
series of strikingly stylized and tonally modified self-portraits, Inside Myself | Am Meeting Myself, remotely reminiscent of paintings by Renaissance
masters, Lenka Blahova has created a distinctive combination of autobiography and art therapy: ,The closed eyes in the cycle of experienced
emotions, where nothing is black-and-white. The synthesis of two levels — the outer, visible, positively existing, and the inner, unexpressed and
unexpressible, merely sensed.' In exposing her private life, Magda Vesela has truly gone right to the core. She made the photographs and videos
of her Should | Stay, Should | Go? series at the time she was trying to decide whether to remain in her marriage or solve the crisis in her relation-
ship and the difference in interests and values by leaving her husband. The work was given another dimension by the fact that she has also given
space to photographs by her husband, who saw many situations differently.

Though itincludes a number of striking works representing several current trends in the choice of topic, subject matter, and style at the Institute
of Creative Photography at the Faculty of Arts and Sciences of Silesian University, the exhibition I, You, We' represents but one current in the far
richer spectrum of art photography at our school.

Vladimir Birgus and Ale$ Kune$
curators of the exhibition

(Translation: Derek Paton)
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Kristyna Erbenova, Somewhere Inside, 2011 Michaela Spurna, Summertime, 2011




Krzysztof Pacholak, Don't Live Alone, 2011 Krzysztof Kowalzcyk, Mama, z cyklu Rodina / Mum, from the Family series, 2011




Anna Gutova & Gabriel Fragner, | Love My Family, instalace v Galerii Emila Filly,
Usti nad Labem / Installation, Emil Filla Gallery, Usti nad Labem, 2011 Tomas Trojan, Rodice / Parents, 2011




Katarzyna Sagatowska, Momentary Collection, 2011 Daniel Laurinc, In & Out, 2011




Hana Pokorna, Tomasz, z cyklu Blizci / Tomasz, from the My Dearest series, 2011 Kamila Kobierzyriska, Nejsem tu / I'm Not Here, 2011




Dereck Hard, Good & Evil, 2011 Magda Coénova, M pritel / My Friend, 2011




Magda Veseld, Should | Stay, Should | Go?, 2011 Tomek Ratter, Potlatch, 2011




Joanna Zajka, 4571 Minutes, 2011 Daniel Polacek, \WEBsadFACES, 2011




Roman Dobes, Jedina prava / The Right One, 2011



