710C — 6961
sydn.ibojoyd ayeis30104

_Ie|N [9ARd



Pavel Mara
Fotografie
FPhotographs
1969 -2014




Obsah
Contents

UVOD INTRODUCTION

CYKLY FOTOGRAFI| PHOTOGRAPHY SERIES

009

013

018
028
056
064
072
084
090
102
114

128
146
164
178
186
200
208
226
234
248
256

Antonin Dufek:

Pavel Mara: Koncepty, tvary a barvy
Antonin Dufek,

Pavel Mdra: Concepts, Shapes, and Colours

Téla Bodies / 1969

Mechanicka zatisi Mechanical Still Lifes / 1976 -84
Torza Torsos / 1983 -85

Modré akty Blue Nudes / 1984

Figury ‘86 Figures ‘86 / 1986

Figury '87 Figures ‘87 / 1987

Corpusy Corpuses / 1988

Portréty Portraits / 1988 -89

Rousky, Imago, Madony ‘90, Figury ‘88

Veils, Imago, Madonnas ‘90, Figures ‘88 / 1988 -90
Triptychy Triptychs / 1990-93, 2007, 2009
Mechanické corpusy Mechanical Corpuses / 1997
Madony ‘99 Madonnas ‘99 / 1999

Cerné corpusy: Rodina Black Corpuses: Family / 2001
Prostor v prostoru Space in Space / 2002

Brany Gates / 2003 -04

Memory / 2009

Negativni hlavy 10 Negative Heads ‘10 / 2010
Negativni hlavy '11 Negative Heads ‘11 / 2011
Tvare Faces / 2012 - 14

Rodina: Triptychy Family: Triptychs / 1991, 2011

DOKUMENTACE DOCUMENTATION

KATALOGOVE TEXTY ESSAYS FROM CATALOGUES

276
278
281
284
290

201

293

296
297
298
299
300
301
302
303
305
306
307
308
310
311
312
313

Index

Biografie

Pavel Mdra: Life in dates

Obrazové biografie Mdra's life in pictures
Tvorba a zastoupeni ve sbirkach

Works; collections with Mdra’s works
Vystavy a filmy o autorovi

Exhibitions; films about the photographer
Bibliografie Bibliography

Jan Smok: Mechanické zatisi
Jan K¥iz: Fotografické prace 1976 -89

Anna Farova: Pavel Méra: Fotografie 1988 -89

Stanislav Ulver: Pavel Méra: Fotografie
Anna Farova: 7 fotek

Stanislav Ulver: Mechanické corpusy

Lucia Lendelova (FiSerova): Prostor

Tomas Pospéch: Pavel Mara: Obvykle méné
Jan Smok, Mechanical Still Lifes

Jan Kfiz, Photographic Works, 1976 -89

Anna Fdrovd, Pavel Mdra: Photographs, 1988 —89

Stanislav Ulver, Pavel Mdra: Photographs
Anna Fdrovd, Seven Photos

Stanislav Ulver, Mechanical Corpuses
Lucia Lendelovd (Fiserovd), Space

Tomds Pospéch, Pavel Mdra: Usually Less



Predni strana obalky / Cover
Pavel Mara: stfednf ¢ast triptychu Hlava (vyfez) z cyklu Mechanické corpusy
/ middle photograph of the Head triptych (crop) from the Mechanical Corpuses series, 1997

Predni predsadka / Front endpapers.
Pavel Mara: Prihledné torzo |, VII (vyfez) z cyklu Torza
/ Transparent Torso |, VIl (crop) from the Torsos series, 1983

Frontispis / Frontispiece:.
Pavel Méara: Autoportrét / Self-portrait, 1988

© Pavel Mara, 2015
© Fotografie / Photographs: Pavel Méara, 2015
© Uvodni text / Introduction: Antonin Dufek, 2015

© Katalogové texty / Essays from Catalogues: Jan Smok, Jan KiiZ, Anna Farova,

Stanislav Ulver, Lucia Lendelova (FiSerova), Tomas Pospéch
© Graficka Uprava / Graphic design: ReDesign — Klara Kvizova, 2015
© Nakladatelstvi MARA / MARA Publishers, 2015
© Nakladatelstvi KANT / KANT Publishers, 2015

ISBN 978-80-905928-0-3 (MARA)
ISBN 978-80-7437-161-5 (KANT)

Pavel Mara:
Koncepty, tvary
a barvy

Potreba jasné definovanych obrazl je pravdépodobné
vidc¢im principem dila Pavla Mary. Provazi ho
perfekcionismus, suverénni ovladani femesla a predevsim
napadité vyuzivani média fotografie. Vysledky nejsou
jednotvarné, lisi se zejména mirou urditosti. Mara tvor{
v sériich, z nichz nékteré obdivuhodné zobrazuji zivy
i nezivy svét jako geometrické Utvary, jen vyjimecné je
obraz vysledkem pouziti specialni optiky. V jinych sériich
je fotograficky popis ozvla$tnén nereélnou barevnosti
a konec¢ng, na opacném poélu vyhledavani geometrickych
tvar( stoji prace fascinujici svym verismem, detailnim
popisem svéta ,jako zivého". DUlezité je, Ze Skala mezi
obéma poély neni dana autorovym naladénim nebo
rozhodnutim o formé obrazu. To, jak jeho dila vypadaji, je
snad vzdy disledkem zvolené metody vzniku obrazu. Vzdy je
nejprve koncept, pfipadné experiment, jehoz moznosti jsou
naplfiovany sérii dél, nékdy abstrahovanych, jindy naopak
peclivé zaznamenavajicich predlohy podle povahy zvoleného
procesu. V tomto smyslu se jedna o konceptualni dilo,
vychézejici z analyzy moznosti daného média.

Pavel Mara je vysokoskolsky vzdélany kameraman
a fotograf, ktery jiz t¢émér dvé desetileti pdsobi na Institutu
tvarci fotografie FPF Slezské univerzity v Opavé. Je autorem
audiovizualnich poradd uvedenych na Interkamere 1983
(Sen o pocitaci, Kov). Zpoc&atku se uplatnoval i v reklamé
a ziskané prostredky investoval do volné tvorby. Jeho prvni
samostatna vystava Mechanicka zatisi (1983) byla udéalosti.
Korelovala s nékterymi z nejaktualnéjsich pozadavkd doby,
prestoze vystavené soubory byly zE&sti mnohem starsi.
Prof. Jan Smok, ktery Pavlu Marovi v dobé studii na FAMU
asi nejvic pomahal, v¢lenil autorovo dilo do dé&jin vytvarného
umeéni a fotografie a jako zkuSeny stratég je preventivné
branil pfed narcenim z Uniku pred realitou (realismus byl
stale jeSté oficialnim slohem) a vystizné charakterizoval
v8echny soubory, z nichZ se vystava skladala (Signdly,
Stroje, Hracky), aby ozrejmil jejich smysl. V tehdejsim
komunistickém rezimu i v tehdejsim umeéni byla takova
dila velmi neobvykla a provokujici, odborné vysvétleni
a ,univerzitni zastita" byly pro né& proto velmi dllezité. Jan
Smok dokézal vysvétlit, e barevny snimek narazniku vagonu
mUZe byt uméni, i to, jak Mara pracoval s faktem, Ze zabéry
vyjmuté ze souradnic iluze prostorového celku neinformujf
o skutecné velikosti zobrazeného pfedmétu ani o jeho
umisténi v prostoru (napfiklad nevime, co ve skute¢nosti
bylo nahote a co dole). O rok pozdéji autor k Mechanickym
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Zatisim ptiradil jest& monumentalini triptychy Zlutd korba
a Plechy, jejichZz rozméry byly vdomacim kontextu na
tehdejsi dobu zcela vyjimecné (Cibachrome, kazd4 z ¢asti
100x80 cm, 100 x 100 cm). Marovy fotografie byly témér
ve véem nové a brzy zacCaly pronikat do tolerantnéjSich
odbornych ¢asopisl na zdpad od nasich hranic.

Prestoze Pavel Mara usporadal svou prvni
samostatnou prezentaci az v roce 1983, dlouha fada
z poprvé vystavenych barevnych fotografii zacala vznikat
jiz v druhé poloving sedmdesatych let. Barevné fotografie
velkych formatt byly tehdy finan¢né i technicky naro¢nou
zélezitosti, coz samo o sobé svédc¢i o autoroveé vili
pfinaSet obéti projektldim, o jejichz vyznamu je presvédcen.
Aktudlnost vystavy se tykala hned nékolika okruhd tvorby.
Od konce sedmdesatych let silila potfeba fotograf(
prezentovat své prace jako zavésné obrazy, uréené k prodeji
stejné jako dila malffska nebo graficka. Ceské fotografie
se jednak zac¢ala napojovat na internacionalni standard
vystavovani fotografif, jednak zesililo Usili o zrovnopravnéni
fotografie s ostatnimi uméleckymi obory. Méarovy artefakty
adjustované na silnych dfevénych deskach patfily k tém
nejlépe konkurenceschopnym. Druhym kontextem byl
prudky rozvoj samotné barevné fotografie, mezi jehoz
protagonisty Mara patfi. Ta pak masivnéji vstupovala do
reklamy a vyzdoby verejnych interiér. Jak uz to v pfipadé
technickych médii byva, Ivi podil na tom mél proces
zhotovovani pozitivQ (z barevnych diapozitivl) Cibachrome,
ktery pronikl i do Ceskoslovenska.

Marova Mechanickd zatisi metodicky vychazela
z reklamni fotografie, ale v pfimém protikladu k reklamé
nezobrazovala témér nic, co by bylo mozné spojit
s konkrétnim pfedmétem. Autor tak resil problém, ktery
se v té dobé zdal nejaktualngjsi: ve srovnani s Cernobilou
fotografii se barevna fotografie jevila az odpudivé
naturalistickd a neslucitelnd s uméleckou tvorbou. Méra
tedy odosobnéné a uhrancivé podrobné zobrazeni, zndmé
napriklad z reklamnf tvorby, aplikoval na geometrické
a vétsinou jedno- ¢i dvoubarevné vyseky vyrobkd. (Vyjimkou
byla epizoda optickych transformaci, svédcici o autorové
hledanti jinych Feseni) Vysledkem bylo obvykle precizni
podani nezndmého, geometricky formovaného povrchu,
zobrazeni pravé tak konkrétni jako abstraktni, nefigurativni.
Zatimco prirodni nebo lidské detaily si Clovék vétSinou
umi zaradit do celku, ve svété vyrobkl neodhalujicich své
funkce to neplati. Obrazy povrchi technickych predmétd,



natrenych jasnymi barvami, se nékdy blizily geometrické
abstrakci v malitstvi, jindy hledani obrazového minima

a elementéarnich forem. Jejich zdzemim byly zfejmé aktuaini
umeélecké tendence, zejména minimal art (chapany spi$
podle nazvu nez z hlediska svych cil), jak postrehl roku
1985 v katalogu Méarovy brnénské vystavy Stanislav Ulver.
Vyznamné jsou také jeho odkazy ke strojdm, naznacujici
souvislost s mezivalenym masinismem a s chapanim
strojovosti jako jednoho z obecnych principd fungovani
svéta.

Nevime, zda pozoruhodnym souborem fotografif
technickych vyrobkd Mara vy&erpal principy, které si
stanovil, nicméné zbyvajici dfivéjsi i pozdéjsi ¢ast jeho dila
je az na vyjimky vénovéana lidské postavé. Mnohé ,télové”
fotografie patfi k nejstarsim a predchazeji barevnym sériim:
Téla (téz Torza, oba nazvy jsou pozdéjsi) z roku 1969
jsou detaily tél zvétSené az k necitelnosti, obraz je tvoren
texturou stfibrnych zrn. Jde tedy o dalsi, tehdy Castgjsi
zpUsob abstrakce. Zatimco néktefi Cesti fotografové v té
dobé vyuzivali zrnitosti k estetizaci aktu, Mara zpodobené
téla abstrahoval dal do bodovych textur, na samy okraj
zaniku figurace. Pozdéji pokusné prezentoval plvodni
fotografie z roku 1969 i nové kompozice na transparentnich
filmech, v reliéfnich kovovych i sklenénych materialech

a také je prevadél do barevnych serigrafif (Torza, 1983 —85).

Experimentoval i s mobilnf foto-sochou, vytvorenou

z reliéfnich zinkovych desek spojenych do symbolického
tvaru hlavy (Hlava I. B., 1988), jez se fadi k nékolika malo
trojrozmérnym objektdim v Ceské fotografii.

Také dalsi prace pokracuji v abstraktni stylizaci
postav prostrednictvim techniky vyuzivajici vysoce
kontrastniho filmu uréeného pro opticky z&znam zvuku,
presvétlenych pozadi a synchronniho pohybu fotoaparatu
a nahého t&la. Cernobilé zvétdeniny jsou provedeny na
fotografickém platné metrovych rozmérd s ¢ernobilou
emulzi (tehdejsi novince) a adjustovany na ,blindramech”,
takze se materielné jesté vice pfriblizuji malifskym obraztm
(Figury, 1986 —87). Metrovy rozmér se tentokrat mohl
protahnout az do Site sto Sedesati centimetrd. Figury ‘86
a Figury ‘87 zobrazuji zneostrené akty v pohybu, druhé
série je kombinovana s geometrickymi vzorci. Podobnym
zplsobem vznikla i série Portréty (1988 —89), zachycuijici
profily zndmych umélcl a pratel, jez nam evokuji portrétni
siluety z doby pred vynélezem fotografie. Hlavy jsou podany

jako neostré stiny, z podoby portrétovanych zbyva minimum.
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Figury ‘88 (1988) obvykle ukazuji jen jedno zenské télo ve
vyskoku, trend k monumentalité pokracuje rozmérem

200x 100 cm, nejdllezitéjSi inovaci je vSak to, Zze platno
opousti rdm a je vystavovano jako zvinény zavés. Zavérem
této série jsou Rousky z roku 1989 (150 x 100 cm) a Madony
90 (1990, 210 x 105 cm). Plsobivé jsou zejména Rousky,
vyznamove srostlé s evokaci smutku, do nichz jsou ,otistény”
stinové obrazy zenskych oblicejd, odkazujici k Veroniciné
rousce, Veraikonu, ktery stoji na poc¢atku konceptu obrazu
jako otisku. K tomuto souboru autora inspirovala teoreticka
Anna Farova. Portréty i Rousky byly vystaveny roku 1989

v Praze v Junior klubu Na Chmelnici na neoficialni vystavé
ke 150. vyroc¢i fotografie 37 fotografG Na Chmelnici. Na jeji
pfipravé se s Annou Farovou podilela kromé Pavla Mary

i cela fada dalSich vyznamnych nonkonformnich umélca.

Vybocenim z ,&ernobilé linie” byly v osmdesatych
letech Modré akty (Cibachrome, 1984). Precizné zobrazené
minimalni vyseky zenskych tél jsou vzdy obklopeny
zarivou modrou oblohou, zabirajici podstatnou ¢ast
zabért. Podobné Corpusy (barevné diptychy a triptychy na
Cibachromu) zachycuiji propletena téla u spodniho okraje
a volné souviseji s dobovymi internacionalnimi trendy
dekompozice a zobrazovani skupinovych aktl.

Odklonime-li se nyni od ¢asové posloupnosti,

o desetiletl pozdé&ji k nim autor vytvofil komplementarni
soubor. Vratil se k centralni kompozici Cervenymi akty na
Sedém pozadi (Mechanické corpusy, 1997), vytvorenymi
postupy barevného sviceni. Puristické FeSeni spolu

s excelentnim vybé&rem holohlavych modeld a jejich
napaditymi inscenacemi pfineslo autorovi mezinarodni
pozornost. Erotika je zde — stejné jako i ve vSech ostatnich
Marovych aktech —maximalné potlacena, Cervena oviem
sald, jako by ¢asti lidskych tél byly odlity do kovu, ktery je
dosud rozzhaven.

Asketicky styl druhé poloviny osmdesatych let opustil
autor genialné jednoduchymi Triptychy aktl a portrétl
(1990—-93, ¢ernobilé a barevné zvétSeniny, kazda o velikosti
cca 230x 105 cm). Zabéry v kazdé z trojic jsou zdanlivé
stejné, ale tuSeni jistych rozdilt vede ke zjisténi, ze krajni
postavy jsou zabirany z podhledu a nadhledu. | v nadzivotni
velikosti jsou fotografie uhrancivé ostré a detailni. Mohou
pfipomenout rané renesancni Adamy a Evy, poprvé zjevujici
Zasnoucim véricim oslInivou krasu nahoty. Spole¢né
s Mechanickymi corpusy patii Triptychy k nejobdivovangjsim
Marovym dildm.

Reflexi a tematizaci tohoto cyklu je pak soubor
Rodina: Triptychy (1991, 2011). Autor ho predstavuje takto:
,Pavodni cyklus s ndzvem Triptychy ze zacatku
90. let jsem koncipoval jako ,architekturu’ téla a tvare; byl
to asi mUj nejvétsi priklon ke klasické fotografii. Rozsahly
soubor zacinal portréty mé rodiny: moji maminky, syna
Mikiho a dcery Markétky, i tehdejsi zeny Heleny (tata jiz
v té dobé nezil). Po dvaceti letech, v roce 2011, jsem sv(j
pohled zopakoval a kromé vnuka Matouse jsem zaradil
i svlj autoportrét. Série neni pro mne jen dokumentem

zachycujicim nevratny tok ¢asu, je i moji soukromou ,mapou’

vzpominek a nadégje.”

Madony ‘99 vznikly originalni slozitou metodou
transformace klasického €ernobilého negativniho zaznamu
do barevné negativni stylizované podoby (zvétSeniny
na Cibachromech 60 x50 cm jsou zhotoveny specialni
vytazkovou metodou). Zobrazuji vétSinou nahé zenské
postavy s ,ufiznutymi” temeny hlav, gesta rukou naznacuji
drzeni ditéte. Na rozdil od ¢ervenych Mechanickych
corpust (zhotovenych z barevnych diapozitivd) jsou
prozarené svétlem, jevi se podobné jako negativ v primétu
zvétSovaciho pfistroje a pfipominaji vyznam terminu
fotografie, ktery v prekladu znamena kresbu svétlem.

V digitalnim v&ku upozorfiuji i na to, Ze fotografie systému
negativ-pozitiv jiz patif historii. V protikladu k veristickym
Triptychtm pfimo podnécuji imaginaci diky podobnosti

s negativnim obrazem, obsahujicim precizni popis. Podobné
jako Rousky mohou byt i Madony ‘99 vnimany jako dila
sakralni, ale akty jsou témé&r vzdy adoraci zeny, a Madony
jsou ve své ,prlzracné” podobé& adoraci véech Zen.
Velkoformatova varianta téchto dél, vystavena na svétové
vystave EXPO 2000 v Hannoveru, byla prvni Marovou
zkuSenosti s digitalni technologii.

Nésledujici soubor Cerné corpusy: Rodina (2001)
nenf digitalni, jeho kouzelné tonalita vznikla kombinaci dvou
inverznich materialQ. Mara zde obohacuje své akty o namét
t€hotenstvi a ve vysoce stylizované podobé reflektuje
privatni udalost, jez se stala i tématem jeho kuratorského
skupinového projektu 8GEN (2008).

Dals&i Méarovy fotografie jsou jiz provedeny tiskem.

V souborech Prostor v prostoru (plvodné Prostor, Terezin
2002) a Hlavy (2003 —-05) vyuzil autor pixelovych rastr(.
Dalsi série vychazi z moznostf fotografické techniky. Brdny
(pGvodné nazvané Prdhledy — Tunel) vyuZivaji pohybu optiky
proti presvétlenym plocham v pozadi.
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V cyklu Memory z roku 2009 Pavel Méra opét
vyuziva do negativu prevracenou barevnost, podoba
téchto dél je jedinecna. Namodrala naha téla v Sedém
geometrickém prostoru jsou propojovana nebo jen
kombinovana s jakymisi Zlutymi a fialovymi ,hadicemi”,
vse je nehmotné, obaleno svétlem, zdanlivé transparentni.
Jiz sdm barevny souzvuk je ojedinély a nesmirné efektnf.
Hlavni jsou ovSem téla, snimana pokud mozno tak, aby byla
maximalné potlacena jejich hmotnost a fakt, ze spocivaji
na podlaze. Figury, interakce a gesta modell jsou akénf, ale
nejednoznacné, jen nékdy evokuji zapas. Ales Kune$§ ve své
recenzi upozornil, Ze autora mohlo inspirovat antické sousosf
Laokoonta a jeho synd bojujicich s hady. Nedefinovany
prostor a ,vznasejici se” figury v prézdnoté ale mohou
byt také konotacemi sakralniho prostoru, jak byva obcas
pfipominano (vzdyt Méra je i autorem Madon a Rousek),
nebo jiného imaginarniho &i vesmirného prostoru. Tendence
k monumentalitg, pfitomna v jeho dile od samého pocatku,
v tomto souboru zesilila jak fakticky (napriklad tetraptychy
z cyklu Memory dosahuiji v celkovém rozméru 420 x 280 cm),
tak koncepcné. Nejednoznacnost déni odkazuje mimo
souradnice tohoto svéta, nikoli vSak nékam do hlubin,
nybrz do modrych vySek. Zobrazena téla jsou témeér
prizracné a zaroven svalnaté skoro jako na Michelangelové
Poslednim soudu. Jsou to fotografie blizké ¢eské figuralni
malbé od FrantiSka Ronovského az po Marova pfitele
Ivana Bukovského. Fotografovo dilo je podobné plsobivé
a kvalitni, vyjimecné je vSak pouzitymi technologickymi
postupy. Mara se nedal cestou digitalnich manipulaci, zGstal
puristou nachazejicim technologické moznosti stylizace pfi
zachovani Cistoty média. Pravé tim je jedinecny i vysledek.
Vime, Zze zobrazené postavy v daném prostoru skute¢né byly
a konaly tak, jak je vidime; navzdory své dematerializované
mimozemské barevnosti jsou vykresleny do vSech
podrobnosti jako lidé, jako jedni z nés.

Soubor Tvdre (2012 — 14) je fascinujicim

prohloubenim Marova dila. Mlze byt néco bazalngjsiho,
pGvodnéjsiho, jednodussiho? Geometricky presné
vyseky tvaf( jsou zde (stejné jako v nékterych predchozich
pfipadech) zachyceny ve své negativni formé, tentokrat
jako otisky barevnych negativll 9x 12 cm (i s jejich okraiji)
v originalnim okrovém zbarveni filmu. Hlavy jsou mladistvé,
snad jesté détské, jejich pohlavi je nejisté. Jejich podoba se
teprve rodfi, je ,nehotov4”, a negativni obraz tuto skute¢nost
mnohonésobné umochiuje. Ostatné i ten mUze byt chapan



jako nedokonané fotografie. Oc&i jsou skryté pod sklopenymi
vicky. Jde tedy o zZivé Ci nezivé bytosti? Neziva tvar ztraci
cosi ze své podoby a rovnéz negativni obraz je abstrahovany.
Konkrétnost zobrazeného ¢lovéka je v ném sice tajupiné
vepsana, ale projevila by se teprve v pozitivnim otisku Ci
zvétSening. Presto, v Maroveé podani, mé série jisté rozpéti,
pokud jde o ur&itost podoby. Sosné hlavy apeluji na vizualni
repertoar divdka, mohou evokovat napfiklad zpodobeni
Buddhy, posmrtnou masku, klasickou feckou sochu, ale
nékolik z nich ma i ndznaky mimiky, napriklad tsmévu,
patticiho jen zivym. P¥i jeho spatreni se pak probouzi k Zivotu
cela série. Negativni obrazy navic vyzaruji svétlo, jimz jsou
propojeny s universem a pro mnohé i s existenci duchovniho
svéta. Jsou to jakési pfedobrazy, zjeveni, jejichz interpretact
ani realizaci si nemdzeme byt jisti. Neni ndhodné, ze pfitahuji
Marovu pozornost praveé v dobé, kdy digitalni fotografie
nahradila pfedchozf technologii negativ-pozitiv. V sérii Tvdre
se negativni obraz podili na realizaci autorova kréda, které je
snad mozné formulovat jako hledani obecnych charakteristik
principl. Mara hleda a zpodobuje to, co je za zrakem. Jeho
interpretace vsak nejsou jen subjektivni, nybrz i technicky

a technologicky objektivni.

Celé dilo Pavla Mary mé objevitelsky charakter.

Do kontextu souc¢asné postmoderni kultury se v¢lenuje i tim,
Ze se realizuje az v instalacich, pfipravenych vzdy pro urcity
prostor. Teprve pobyt v takovém prostoru poskytuje plny
zazitek a lepsi pochopeni. Dilezité je vidét original kazdého
dila, protoze uz kvali jeho velikosti a texturalnim hodnotam
je jeho reprodukce jen povSechnou informaci.

Odpovéd na otazku po smyslu téchto dél je nutno
hledat v obecné poloze. Méra zlstava vérny svému vychodisku
jak v roviné technologie Cisté fotografie, tak v myslenkovém
a pocitovém svéte zalozeném na prozitku lidské existence
jako hledani smyslu byti individua ve spolecnosti i vesmiru.
Neni to hledani vedouci k dosazitelnému cili, nybrz neklidna
cesta, jejiz smysl je obsazen v ni samé. V autorové pojeti
jde o urcity zapas s rysy heroismu. Pfestoze jsou Marovy
obrazy silné estetizované, predstavuji zneklidnujici protivahu
poklidné existenci masové konzumni spole¢nosti.

ANTONIN DUFEK
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Pavel Mdra:
Concepts, Shapes,
and Colours

Achieving sharply defined images is probably the leading
principle in the ceuvre of Pavel Mara. His work is accompanied
by perfectionism, the absolute mastery of his craft, and,
mainly, a witty use of the medium of photography. The results
are not uniform; they vary in particular by the degree of
definiteness. Méara works in series, some of which admirably
depict the organic and inorganic world as geometric forms.
Rarely is one of his pictures the result of using a special lens.
In other series, photographic description is defamiliarized
by portraying people and things in unnatural colours
and ultimately, at the opposite pole of his exploration
of geometric shapes, there are works that are fascinating
because of their verism, their detailed ‘life-like’ description
of the world. The important thing is that the range between
the two poles is not determined by the photographer's mood
or decisions about the form of the picture. The appearance
of Méara’'s works is perhaps always the result of the method
he chooses to create the image. The concept, perhaps
an experiment, always comes first; its possibilities are carried
outin series, with sometimes abstract, sometimes carefully
recorded subject matter, depending on the nature of the
process he has chosen. In this sense, it is conceptual work,
starting from an analysis of the possibilities of the medium.
Méra was trained both as a cameraman and as
a photographer. For almost two decades, he has been
working at the Institute of Creative Photography, part
of Silesian University, Opava. He is the author of the
audiovisual programmes A Dream about a Computer and
Metal, which were presented at Interkamera 1983. At first,
he found employment in advertising, and invested the money
he earned in his art. His first solo exhibition, Mechanical Still
Lifes (1983), was a special event. It was in step with some
of the most contemporary requirements of art, and yet parts
of the exhibited series were much older. Professor Jan Smok
(1921-1997), who probably provided the most help to Mara
while he was a student at the Film and Television School
of the Academy of Performing Arts (FAMU), Prague, sought
to explain to the Communist establishment the place
of Mara’'s work in the history of fine art and photography.
An experienced strategist, Smok took measures to forestall
accusations against Mara that his art was escapist (since
Realism was still the official style of the time), and he aptly
described all the sets from which the exhibition was put
together (Signals, Machines, and Toys) in a way that made
them acceptable. In Czechoslovakia under Communist rule
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(1948 —-89) and in Czechoslovak art of that era, these kinds
of works were highly unusual and provocative, which is why
such an explanation from a recognized authority and also
being under the aegis of an institution of higher learning
were so important for such work. Smok was able to argue
that the colour photograph of a railway-carriage buffer could
be art. He also explained how Mara worked with the fact
that shots taken outside the illusion of a spatial whole do not
provide information either about the real size of the depicted
object or about its location in space. (One does not know,
for example, what was actually above and what was actually
below.) A year later, Mara included in Mechanical Still Lifes
the monumental triptychs Yellow Back of a Lorry and Sheet
Metal, whose dimensions were absolutely exceptional in
Czechoslovakia at that time. (Each part of the Cibachrome
triptych was 100x 80 cm or 100 x 100 cm.) His photographs
were new in almost every respect, and soon made their way
into specialist periodicals in the more tolerant West.

Although Mara’'s first solo exhibition did not take
place until 1983, he had started making many of the first
colour photographs exhibited there already in the second
half of the 1960s. At that time, making large-format colour
prints was very expensive and technically demanding, which
in itself is testimony to his determination to make sacrifices
for projects he believed were truly important. The topical
character of the exhibition was obvious in at least two
respects. The firstis that photographers, from the late
1970s onward, increasingly needed to present their works
as pictures to be hung on the wall and to be sold, just like
the works of painters or graphic artists. Czech photographers
began to adopt the international standard of exhibiting
photographs, and increasingly sought to make photography
equal to other fields of art. Mara's artefacts, mounted on
thick wooden panels, were among the works most able
to stand up to the competition. The second factor was
the rapid development of colour photography in general;
in Czechoslovakia, Mara was one of its main proponents.
Colour photography soon entered advertising and interior
decoration in a big way. As tends to be the case with media
that depend on technology, the process of making prints
from colour transparencies, Cibachrome, which eventually
also made its way into Czechoslovakia, played the main role
in this development.

The method Mara used in Mechanical Still Lifes has
its origins in advertising photography, but, unlike advertising



photos, his works depicted almost nothing that could be
linked with a real object. He was thus solving a problem that
at the time seemed to be the most relevant: compared
to black-and-white photographs, colour photos appeared
almost repellently naturalistic and incompatible with art
photography. Méara therefore applied depersonalized and
bewitchingly detailed depiction (such as one sees,
for example, in advertising photographs) to geometric
products, and mostly sections of products, in one or
two colours. (An exception was an episode of optical
transformations, attesting to his search for other solutions.)
The result was usually a precise representation of
an unknown surface, geometrically formed, a depiction that
was as concrete as it was abstract. Whereas one mostly
knows how human and other natural details fit into
the whole, the same cannot be said of the world of man-made
products which do not reveal their functions. Méra’s pictures
of the surfaces of technical items painted in bright colours
sometimes approach geometric abstraction in painting;
at other times they are a search for elementary form and
the tolerable minimum of depiction. They probably most
resemble trends in the art of that period, particularly Minimal
art (understood more by the name than by the aims),
as Stanislav Ulver noted in the catalogue to Mara's 1985
Brno exhibition. M&ra's references to machines are also
important, suggesting a connection with interwar Machinism,
and understanding this as a general principle of how
the world works.

We do not know whether with this remarkable set
of photographs of technical items Mara exhausted
the principles he had embraced. Nevertheless, the rest
of his work, the earlier and the later, is, with few exceptions,
devoted to the human figure. Many of the ‘body’ photographs
are among the earliest, and precede the various colour series.
Then they were grouped into Bodies (also called Torsos; both
titles are later). From 1969 they are details of bodies enlarged
to the point of illegibility. The picture is created with a texture
of silver grains. Itis thus another means of abstraction, one
that was generally more frequent in those days. Whereas
some Czech photographers at the time were using graininess
to aestheticize the nude, Mara abstracted the depicted
bodies more into textures of points, on the very boundary
of doing away with figuration. He later experimented with
presenting original photographs from 1969 and also with
new compositions on transparent sheets of film and in relief
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on metal and glass, and he transferred them as well into
colour serigraphs (Torsos, 1984 —85). He also experimented
with a mobile photo-sculpture, created in relief on zinc sheets
joined into the symbolic shape of a head (Head of I. B., 1988),
which is among the few three-dimensional objects in Czech
photography.

His other works continue in the abstract stylization
of figures using high-contrast film made for the optical
recording of sound, as well as over-exposed backgrounds
and the synchronized motion of the camera and the naked
body. The black-and-white enlargements are made on
large photographic canvases (of a square metre or more)
with a black-and-white emulsion (which at the time was
a novelty) and mounted on stretchers so that materially they
resemble paintings even more (Figures, 1986 —-87). The large
dimensions now increased to as much as 160 cm in width.
Figures ‘86 and Figures ‘87 depict nudes blurred in motion;,
the second of the two series is combined with geometric
patterns. In a similar way, he made the Portraits series
(1988-89), which shows the profiles of well-known Czech
artists and friends, evoking portrait silhouettes from the era
before the invention of photography. The heads are presented
as blurry shadows, and only the minimum of the sitters’
appearances remains. Figures ‘88 (1988) usually show only
one woman's body leaping; the trend to monumentality
continues with dimensions of 200 x 100 cm. But the most
important innovation is actually that the canvas is off
the stretcher and is exhibited as a rippling curtain.
This series concludes with Veils (1989, 150 x 100 cm)
and Madonnas ‘90 (1990, 210 x 105 cm). Veils are
particularly impressive, semantically linked with
the evocation of sadness, ‘impressed’ with the shadow
images of women's faces, in reference to the Veil of Veronica,
the Vera icon (true image), which stands at the beginning
of the conception of the picture as an imprint.
The photographer was inspired to make this set by the art
historian Anna Farova (1928 —2010). Portraits and Veils were
exhibited at an exhibition, held without official permission, to
mark the 150th anniversary of the invention of photography.
Called ‘37 Photographers Na Chmelnici’, the exhibition was
organized at the Junior klub Na Chmelnici, Prague, in 1989,
by Farova with the help of Mara and a number of other
important non-conformist artists.

Mara’'s Blue Nudes (Cibachrome, 1984) were
a deviation from the 'black-and-white line’. All his precisely

depicted minimalist sections of women'’s bodies are
surrounded with dazzlingly bright blue sky, which takes

up a substantial part of each shot. The similar Corpuses
(diptychs and triptychs, colour Cibachromes from 1988)
depictintertwined bodies at the lower edge, and loosely link
up with contemporaneous international trends

of decomposition and the depiction of group nudes.

We now leave the chronology to look at a set
complementary to them, which Mara made ten year's later.
Putting red nudes on a grey background (Mechanical
Corpuses, 1997), he returns here to the central composition
using coloured lighting. The purist solution, together with
the excellent selection of models with shaved heads and
inventive staging, brought the photographer international
attention. The erotic here—as in all Méra's nudes—is
suppressed as much as possible; red, however, radiates, as
if the parts of the human bodies were castin metal that is still
red hot.

Mara abandoned the ascetic style of the second
half of the 1980s in ingeniously simple Triptychs of nudes
and portraits (1991-93, b/w and colour Cibachrome
enlargements, each about 230 x 105 cm). The shots in each
group of three appear to be the same, but the viewer, given
hints of certain differences, is led to discover that the figures
on the sides have been photographed from low and high
angles. Even in this larger-than-life format, the photographs
are bewitchingly sharp and detailed. They might bring to mind
the Early Renaissance Adams and Eves that first revealed
to amazed believers the dazzling beauty of their nakedness.
Together with Mechanical Corpuses, the Triptychs are among
the most admired of Méra's works.

His reflections on this series and their being made
themes are expressed in the series Family: Triptychs (1991,
2011), following on from the previous triptychs. Mara
introduces it thus: 'l conceived the original series with the title
Triptychs, from the early 1990s, as “architecture” of the body
and of the face; it was probably my greatest move towards
classic photography. The large set began with portraits
of my family: my mum, my son Miki and daughter Markétka,
and my wife at that time, Helena. (My dad was no longer alive))
Twenty years later, in 2011, | repeated this view and in addition
to my grandson Matous§, | included my self-portrait. For me,
the series is not only a document capturing the irreversible
passage of time; itis also my private “map” of memories
and hopes!
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Madonnas ‘99 were made with a complicated original
method of transforming a classic black-and-white negative
record into a stylized colour negative. (The 60x50 cm
Cibachrome enlargements were made using a special colour
separation.) They depict mostly naked women with
the crowns of their heads ‘cut off’, their hand gestures
suggesting that they are each holding a child. Unlike the red
Mechanical Corpuses (made from colour transparencies),
these have light shining through them,; they appear as
a negative in the light beam of the enlarger and bring to mind
the meaning of the word ‘photography’, drawing with light.

In the digital age, they call attention to the fact that
photography using the negative-positive system is a thing

of the past. As opposed to the veristic Triptychs, these openly
encourage the imagination thanks to their similarity to

the negative image containing a precise description. Like Veils,
Madonnas ‘99 can reasonably be seen as sacred works, but
whereas the nudes are almost always an adoration

of a particular woman, Madonnas in their pellucid appearance
are an adoration of all women. The large-format variant

of these works, exhibited at Expo 2000 in Hanover, was

the result of Mara's first experience with digital technology.

The next set, Black Corpuses: Family (2001), is not
digital. Its magical tonality is the result of a combination of two
tonally inverted materials. Here, Mara has enhanced his nudes
with the subject of pregnancy, and in a highly stylized form
he presents a reflection of a private event. This also became
the theme of the group project 8GEN (2008), of which
he was curator.

Mara's other photographs have already appeared
in print. In the sets Space in Space (originally, Space, Terezin,
2002) and Heads (2003 —-04) he employs grids of pixels.
Another series is based on the potential of photographic
technology. Gates (originally called Apertures—Tunnel)
is made using the motion of the lens against over-exposed
surfaces in the background.

In the Memory series, from 2009, Mara again uses
negative reversed colours. These works have a unique look.
Bluish naked bodies in a grey geometric space are linked
together or combined only with some kind of yellow and
purple hosepipe; everything is immaterial, wrapped in light,
apparently transparent. Simply the colour harmony is unique
and impressive. The main thing, however, is the bodies,
photographed, if possible, in such a way as to achieve
the maximum suppression of their materiality, together



with the fact that they are on the floor. The models' figures,
interactions, and gestures are dynamic, but not unambiguous;
only sometimes do they evoke struggle. In his review, Ale$§
Kunes pointed out that M&ra may have been inspired

by the classical statue of Laocodn and his sons struggling
with serpents. The undefined space and the 'hovering’ figures
in a void, however, may also be allusions to a sacred space,
as has sometimes been noted (not surprisingly, since Méara
also made Madonnas and Veils), or another imaginary place
or outer space. The tendency to monumentality, present in his
work from the very beginning, has intensified in this set both
materially (for example, the dimensions of the tetraptychs
from the Memory series come to 420x280 cm in all), and
also conceptually. The ambiguity of the depicted action refers
to some place beyond this world, though not somewhere

in the depths, but rather in the azure heights. The depicted
bodies are almost pellucid, yet muscular, almost like
Michelangelo's Last Judgement. They are photographs that
are close to Czech figural painting ranging from FrantiSek
Ronovsky (1929-2006) to Mara's friend Ivan Bukovsky

(b. 1949). The photographer's work is just as impressive

and of a similarly high quality, but it is exceptional

in the techniques it employs. Méara has not gone the way

of digital manipulations; he has remained a purist who
discovers the technological possibilities of stylization while
preserving the purity of the medium. Thanks to that, the result
is also unique. We know that the depicted figures really were
in the space and really were doing just what we see them
doing; despite their dematerialized extraterrestrial colours,
they are depicted in all their details as people like us.

The Faces series (2012 —14) is a fascinating
elaboration of Mara’'s work. Can there be anything more
basic, more primary, more simple? The geometrically precise
sections of faces, which are depicted here in their negative
form (as in some of the previous works), this time appear as
prints of 9x 12 cm colour negatives in the original ochre colour
of the film (together with its edges). The heads are youthful,
perhaps even those of children; their sex is indeterminate.
Their appearance is ‘unfinished’, just beginning to take shape,
and the negative image augments this many times over.

All'in all, even the negative image can reasonably be
understood as unfinished photography. The eyes are hidden
behind closed lids. Are these, then, living or lifeless beings?
The lifeless face loses something of its appearance, and the
negative image also is abstract. Though it is mysteriously

16

inscribed in the image, the definiteness of the depicted
person will not appear until the positive image is made

from the negative or enlargement. Nevertheless, in Méara's
treatment, the series has a certain range in terms

of the definiteness of the appearance. Statue-like heads
appeal to the viewer's visual repertoire, and are able to evoke,
for example, the portrayal of the Buddha, a death mask,

a classical Greek statue. But some of them also have

the indications of facial expressions that belong only to the
living—for example, a smile; when they are perceived, the whole
series comes to life. The negative images, moreover, radiate
light, thereby linking them to the universe and, for many people,
also linking them to the existence of the spiritual world. They are
something like pre-pictures, apparitions, whose interpretation
and realization we cannot be certain of. It is no coincidence that
they attracted Mara's attention at a time when negative-positive
technology had been superseded by digital photography. In the
Faces series, the negative image plays a role in the realization
of the artist’s credo, which would be fair to describe as a search
for the general characteristics of the reality we live in, for
which he uses technology and the principles of objectivity.
Mara is searching for what is behind vision, and he gives form
to it. His interpretations, however, are not merely subjective;
they are also technically and technologically objective.

Mara's whole ceuvre is characterized by discovery.

It fits into the context of contemporary postmodern culture also
because itis executed only in installations, which are always
made for a specific space. Only by staying in such a space

can it provide a full experience and better understanding. Itis
important to see the original of each work, simply because of its
size and textural values. Its reproduction provides only general
information.

To discover the meaning of these works one must search
at a general level. Mara remains true to his starting pointin the
technology of pure photography and in the world
of ideas and feelings, which is based on the experience
of human existence as the search for the meaning of being
an individual in society and the universe. Itis not a search
that leads to an achievable aim; rather it is a troubled journey,
the point of which is the journey itself. In Mara's conception,
itis a certain struggle with heroic features. Although highly
aestheticized, his pictures represent an unsettling counterpart
to the complacent existence of consumer mass society.

ANTONIN DUFEK
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Objekty, a jde témér vyluéné o produkci
soudobé civilizace, jsou v Mechanickych
zdtisich ,redukovany” —barevné i tvarové

—na zakladni, signifikantnf formy. Zrusenf
meéfitka, eliminace ¢i rozbiti prostoru a uziti
barvy jako materialu, substance o jisté hustoté
a zrnitosti (de facto barvy odpoutané od svého
nositele a bez jakychkoli symbolickych nebo
heraldickych ambicf), rozSifuje vyrazovou
Skalu Mérovy fotografie o hodnoty pfipisované
punktualni hudbé.

STANISLAV ULVER (1985)

In Mechanical Still Lifes, objects (and almost
all of them are products of contemporary
civilization) are reduced’, in colour and in form,
to basic, significant shapes. The abolition

of scale, the elimination or breaking up of
space, and the use of colour as a material,
thatis, a substance of a certain density and
graininess (colours in fact unchained from what
carries them, without any symbolic or heraldic
ambitions), expand the range of expression in
Méra's photographs by the addition of value
ascribed to point music.

STANISLAV ULVER (1985)
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