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REBUS SIC STANTIBUS

teskd a finskd soucasna fotografie v éte tekouciho obrazu

REBUS SIC STANTIBUS - Za téchto okolnosti vznikl spolecny vystavni projekt
¢eskych a finskych umélei mladsi a sttedni generace, ktery predstavuje diskusni
prispevek k meénicimu se charakteru vizualniho technického zaznamu v podohe

klasickych i experimentdlnich fotografickyeh vystupt.
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Na jeho koneeptu participovali finské muzeum Aboa Vetus & Ars Nova v Turku
a Fakulta uméni a designu University Jana Evangdelisty Purkynd v Usti nad Labem.
V pocéteich spoluprace pravdépodobné obé strany vnimaly predevsim deografické
i myslenkové rozdily. Ani jeden z partneri si o sob¢ nemyslel, ze lezi na periferii,
ackoliv to tak mohlo z opac¢ného tihlu pohledu vypadat. I proto bylo zajimavé odha-
lovat prostrednictvim sdileného projektu netusené podobnosti a souvislosti mezi
obéma fotografickymi seénami. Spole¢né vystava prokazuje, Ze navzdory odlisné-
mu zazemi proZivime — obklopeni pifbuznymi jevy — v Ceské republice i ve Finsku
stejnou realitu. Za danych okolnosti a na zikladé rtiznych pristupt k fotografii i jeji
estetice vstupuji participujici umelei do obsahove bohatého dialogu o svete kolem

ndas, o minulosti. o soucasnosti a o spolecnosti.

Rozmanity charakter ceské a finské fotografické tradice je determinovan rozdil-
nym spolecenskym vyvojem respektive odlisnym geopolitickym zrizenim obou
sttt ve druhé polovine 20. stoleti. Bipolarita tohoto obdobi odrazela atmosféru
studené valky, ktera lidem Zijicim na jedné strane Zelezné opony branila ve vytva-
reni prirozenych zahrani¢nich kontaktt 1 budovani zaklada otevirené spole¢nosti.
Komunistické bezcasi normativne regulovalo aktivity vystavnich instituci a omezo-
valo jednotlivé autory ve svobodné prezentaci aktudlnich témat. 7 toho diivodu se
umélei tehdejiho Ceskoslovenska vraceli k predvéleéné demokratické tradici foto-
grafickych avantgard a ke klasické ¢ernobilé technologii. Tematicky se jejich tvorba
velmi ¢asto obracela ke hledani ztracené harmonie (estetizovala se), privatnich
mytologii (jako reakee na nucenou sekularizaci spole¢nosti) a priizkumu vlastni
identity (predstavujicf Gték k telesnosti a sexualit® — poslednim ostrivkim svobo-

dy). Toto tendovéni a nezbytna ddvka improvizace & nadsézky se staly typickymi

znaky ¢eské fotografie i na prelomu 20. a 21. stoleti. Navic se posttotalitni foto-
graficka tvorba poslednich dekad vnitiné obohatila uzitim digitdlnich technologif
a pritomnosti barvy.

Soucasna finskd fotograficka scéna vyristd z demokratického klimatu, ktery v za-
padoevropském a americkém kontextu v sedmdesatych letech 20. stoleti vygene-
roval postmodernu. Nova témata a technologické postupy obohacené o prirozene
multikulturni aspekty vytvorily zaklad, z néhoz vzesel, vedle soucasné globalni
komunikace zalozené na obrazové informaci, i fenomén perifernich umeleckych
Lzdzrak®. V obeené roviné presahuji tyto specifické lokélni reakee na indiferentni
a unifikované technologické zizemi postindustrialni vizudlni kultury sviij pavodn{
ramec a zpétné doplnuji celosvétovy umélecky provoz. Srovname-li podstatu tvorby
finskych autort s vyse analyzovanymi tendencemi ¢eské fotodrafie, dobereme se
predevsim casové disproporee, s jakou postmoderna vtrhla do obou umeleckych
komunit. V ¢asové trhline vice nez dvou desetileti doslo k raznému stupni akcep-
tace a naslednému akeentovani novych technologii, pri¢emz na rozvoji informati-
ky byla postavena i celkova progrese finské ekonomiky. Zatimeo obecend typolodie
soucasné finské fotografie je zalozena na postupném a logicky navazujicim vyvoji.
behem néhoz dochéazi k dovrseni absolutni demokratizace fotografického obrazu,
¢eskd tvorba se kreativnim zptisobem vyrovnavd s fatdlnim stretem starych a no-

vych socialnich paradigmat v posttotalitnim prostredi.

Naznaceny vyvoj a postupna promeéna pozdné modernistického autorského ruko-
pisu v soucasnou fotografickou postprodukei byla podminéna transformaci tech-
nického obrazu (piivodné zalozeného na chemicko-optickych principech) v binarni
soubor dat. Riznorody je i sou¢asny zpiisob sniméni fotografie nebo skladoviani,
selekee a prezentace jednotlivych vystupi, véetne sdileni obrazové pameti ve virtu-
alnich, paralelne existujicich svetech. Dynamika nastinenych mechanismti s sebou
prinasi i nevratné vytraceni aureoly, kterou v sobe toto technické médium obsaho-
ralo, a rovnez jistou davku eklektismu a .cross-over® hybridity, na nichZ jsou moti-
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vy uméleckych dél vybudovany. Pres historicky podminéné diference ceské a finské

fotografické seény se v éte globalizace poslednich dvou des
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tileti prosazuji prede-

vSim prave tyto spoleéné kompatibilni a vzajemne se obohacujici vizualni vztahy.



Jehelnitky Jitiho Cernického predstavuji fatalnd pritazlivé, konspirativni a az
populisticky srozumitelné umelecké gesto. Jeho home-made® voodoo v podobé
subtilnich textilnich reliéfii jsou ndpadné jak fauvistickou barevnosti origindlnich
(mnohdy nalezenych a prokazatelnd jiz pouzivanych) textilii, tak jednoznaéné prii-
kaznym obrazovym konotitem — momentkovymi dokumentdrnimi fotografiemi,
na zaklade kterych byly jednotlivé soubory porizeny. Nastennym sitym objekttim
dodéavéa dalsi pridanou hodnotu aplikace akéniho prvku — zapichovani jehel do
predmétu predstavujictho okruh postav pohybujicich se v blizkosti autora. Cernic-
kého Jehelnicky tak mohou byt vnimany i jako vyjimecny pokus o nestandardni

socialni autoterapii. Na prevazne fotografickém kuratorském konceptu je tento

cyklus prezentovan zptisobem, ktery v sobé obsahuje hned dvoji pritomnost tech-
nického prepisu, a to v rovin¢ vstupni obrazové informace i fiktivni dokumentace

objekti v interiérech byti.

Cyklus Krajinky Michaely Thelenové vétsina divaki vnima jako autonomné fungu-
Jjiet Zivouet ,organismus®, jehoz podstata spociva v autorcine laskyplné péci, se kte-
rou systematicky dokumentuje suburbénn{ prostred mésta Usti nad Labem. Tvir-
¢im pohledem plnym pochopeni subjektivne glosuje situaci posttotalitniho milieu,
vnemz se misi hrdost kdysi nadherné krajiny s traumatickou minulosti pramyslové
exploatace druhé poloviny 20. stoleti a souc¢asnym koloritem rané kapitalistickych
predmesti. Jeji rastrované tisky na banneru svym charakterem upominaji komerc-
ni rukopis nastennych tapet ¢i reklamnich poutaci, ale predevsim odkazuji k nepo-
mijivé monumentalite krajiny.

Silvie Milkova se v poetické projekei Following Story dotykda tématu vlastni identi-

ty a intimity. Pri sledovani zabydlenych interiéri a diléich zableskt odkryvajicich

privatni hajemstvi autorky se v lyrické smycee divak ocita v pozici voyera, ktery
nahlizi do hloubky lidskych citi. Snimky této fotografky reprezentuji .neduilezité”
okamziky, které — samy o sohé bezvyznamné — stoupaji v cené pri mnohacetném
znasobeni. Toto vygradované spojeni tvori pointu a zaroven uceleny pribeh sesta-
vajici ze vsednich malickosti, az nepatricnosti. Banalizaci tématu autorka umoc-
nuje i zjednodusenim a ,proletarizaci® remeslnych postupt, jejichz disledkem
jsou snimky zdmérne rozostrend, zrnité ¢i presvicené. Naléhavost a ptvab téchto
zéznami vydavaji svédectvi o postupujici desakralizaci fotografického obrazu v éte

digitalnich technologii.

Politické umeni nebyva v ¢eském prostredi asto frekventovanou zalezitosti, porov-
name-li soucasny stav s umenim vznikajicim v etablovanych scénach zapadoevrop-
ského kulturniho provozu a s ohledem na stale jeste neuzavienou totalitni dejinnou
kapitolu. Skepse k ¢inku naléhavého a primocarého desta je logickou obrannou
reakel domaci seény na extrémné angazované oficidlni umeni éry komunismu
a hyva vyvazovana oblibou mnohoznac¢nych projektii s naznaky humoru a deklaro-
vanym odstupem. Prace Pavla Koprivy Everybody needs the Podium vznikla hehem
autorova amerického stipendijniho pobytu, pricemz fenoménem americké society
prelomu 20. a 21. stoleti jako predobrazu celosvétového vyvoje se tento vizudlni
umelec zabyva jiz po dobu nékolika let. Aplikaci naznac¢enych schémat na konkrét-
ni vystup v tomto pifpadd dospel ke konstrukei (respektive fiktivn{ rekonstrukei)
news-roomu, ve kterém jsou verejnosti prezentovana nejzavaznejsi geopolitickd roz-
hodnuti. Umélec touto cestou etabluje vlastni komunikacni schémata abstrahovana
z oficidlnich medidlnich kampani a snazi se zavrsit princip demokratizace transfe-
ruinformace. Vsouladu s aktivitami generac¢ne spriznénych autort zaroven usiluje

o komplexni detabuizaci zapovezenych mist.

Zdena Koleckova si vsima vykoreneénosti a syrovosti mesta Usti nad Labem, které

jsou diisledkem povileéného odsunu piivodnich némeckych obyvatel ze Sudet. Tyto

sy

ambivalentni socialni procesy ovsem autorka nahlizi optikou dobového odstupu
a soucasné interdisciplinarity. Jeji velkoplosné digditalni tisky z cyklu Wunderland
vytvareji celek, ktery svadi dohromady individualni slastny pozitek a symbolickou
prezentaci zla predstavovaného ideologickymi dogmaty. Dramatické ,flashbacky*
narativnich linif poskladané do podoby nejednoznacnych pribeht osciluji na hrani-
cich odlisnych inspirac¢nich a interpretacnich rovin. Jejich signifikantni bezcasi se
stretava s jednoduse zamenitelnym historickym kontextem, ve kterém sebe prosa-
zeni pretenduje fatdlni dasledky socidlni identifikace. V neposledni tade se fiktiv-
nost mimetického ramee téchto metaforickych pribehi srazi s vedomim nezvrati-
telnosti dejinnych udalosti.

Priroda byvi ¢asto povazovina za Gstledn{ prvek finské a severské identity, a to
v té mite, ze se z jejiho zpodobeni v umelecké praxi stalo castecné klisé. Je zrejmé,
ze se vztah ke krajine v dilech nékterych finskych umelet maze jevit az prilis prvo-
planovy. V pripade tvorby Antti Laitinena nemusi byt tato obava nijak zvIast pre-

cenovana, nebot se autor ve svych projektech sam fyzicky stava soucasti prirody.



Pri pasobivém podmanovani terénu se pritom elegantné vyhyba nastraham pre-
hnané exaltace. Cyklus It’s my Island predstavuje, stejne jako rada jeho predeslych
projektit, predevsim obrovské fyzické usili. Vlastnictvi ostrova, pristavu klidu
a samoty, znamend pro mnoho Fint obtizn¢ splnitelny sen. Tento umelec si v mori
sdm vlastnima rukama ostrov vybudoval a dokonce na ném zasadil strom. A¢koliv
uz samotna predstava realizace tohoto projektu vyvolava dsmev, Laitinen vyko-
navi svij zamer s neskryvanou vaznosti. Casto se u environmentélnich projekti
stava — zvlaste dnes, kdy je vysoce aktudlnim problémem oteplovani klimatu —

ze na pozadi zdanlive Gsmeévného pristupu prosakuji pochmurnejsi témata.

Nemennost je hlavnim tématem fotografického souboru Predpoklad stalosti autor-
ky Anni Leppild. ktera vnimé technické médium jako prostiedek k zadrzent let-
mého okamziku, zaroven vsak akceptuje vedomi pomijivosti ¢asu a snazi se nalézt
odpoved na otazku: jak zachytit pocit nebo vzpominku®. Umelkyné priznava para-

dox tohoto cile ve tvrzent: ,prave kdyz se pokousite zachytit okamzik a znehybnit

ho, musite jej nechat hézet™. Snimky Anni Leppiild sleduji klikatou cestu tvorici hra-
nici mezi skuteénym a neskuteénym, mezi viditelnym a neviditelnym svétem. Stejné
tak si musi v tomto prostoru najit své vlastni rozhrani kazdy pozorovatel. | kdyz.
Jjsou tyto obrazy neskutecnych a vzdalenych kraji fascinujici a pritazlivé, ztistava

mezi nimi a divikem neprostupna clona. Do této .nezeme” neexistuje zadny vehod.

Fotografie evokuji pocit ¢loveka, ktery se v okamziku probuzeni neni schopen vratit

do snu. i kdyz by v ném chtel jesté chvili zastat. V této snové atmosfére je divak

konfrontovan s detaily obsahujicimi pec¢live promyslené vyznamy.

V dnesni dobe obsahujf i ty nejlevnéjsi modely mobilnich telefont fotoaparat, kte-
rym lze poridit snimky prijatelné kvality. Takové prislusenstvi nam mize prinaset
nahodilou radost v situaci, kterou si chceme uchovat. Renja Leino vyuziva fotopti-

stroje mobilti s kritickym odstupem. Jeji série Proste kdokoliv predstavuje soubor

vsednich zabera porizenych mobilnim telefonem a zvétsenych pro vystavni tcely
v dalerijnim prostoru. Jejich prostrednictvim umelkyne klade sama sobe — a ostat-
nim — nal¢havé moralni otdzky. Smime pomoef mobilniho telefonu porizovat snim-
ky ¢ehokoliv a kohokoliv jenom proto, Ze je to snadné? Je spravné uklidat moment-
ky neznamych lidi, kteri ani nevedi, Ze jsou fotografovini, na pamétové karty
a harddisky? M4 umelec prévo pouzivat ndhodné fotografie kolemjdoucich lidi pro

umelecké tcely? Renja Leino v této sérii systematicky zuzitkovala sviyj pocit viny,

ktery ze zminénych tivah vyplynul. Ten ji privedl také k jistému druhu .cenzury™
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je ohrozeno, kontrola nad snimky je v digitdln{ ére ztracena. Lze dokonce rici, ze

nikdo dnes neni pred fotoapardtem v bezpedi.

Snimky Harri Pilviranty maji povahu fotografického dokumentu. Sém sebe ozna-
cuje za socialne angazovancého® umelce, ktery zobrazuje soucasné spolecenské
jevy a lidi. Nenf vsak nestrannym a nezavislym dokumentaristou: porizené zahe-
ry jednoznacne odrazeji ndzor a stanovisko autora. V dokumentarnich souborech
se dotyka podstaty nasili a zkouma mechanismy, které z n¢j ¢ini samozrejmost,
s niz je mozné zustat lhostejny az do chvile, kdy se nas zacne osobne tykat. Cyk-

lus Zbrane v domécnosti predstavuje fotografie kalasnikovi ilegdlne drzenych

v albanskych domovech. Vetsina téchto v portrétnim stylu zobrazenych zbra-
ni skonéila v bytech civilnich obyvatel nasledkem nepokojit v roce 1997. Tehdy

albansti obcané vyplenili narodni zbrojnici a vétsina ukradenych zbrani nebyla

nikdy vracena. Pilviranta zbrane fotografoval jako bézné soucdsti domacnosti:

v obyvacich pokojich, kuchynich a loznicich. Pro jejich souc¢asné majitele tyto zbra-
ne nejsou sheratelskymi kousky k vystaveni do vitrin. Jsou pripraveny k obrane,

kdyby se snad nejisté casy vratily.

Outsiderovy osobni vélecné pribehy Jari Silomikiho privadeji divika do dejiste
valky — ale az po jejim ukonc¢eni a zklidneni situace. Jak mize navstevnik vnimat
anahlizet tato mista poznamenana nasilim, pokud traumatické udalosti sam nepro-
zil? Je mozné pochopit stradani téch, kterf byli jejich svedky — na jakékoliv arovni?
Fotografie vilecnych hojist konfrontované s poznimkami denikového charakteru
klade autor do sousedstvi snimki zdi destruovanych stopami strelby — jez evo-
kuji zabeéry hvezdné oblohy. Pozorovatel zvenci si tak vytvari vlastni myslenkové
asociace udalosti, které pro neznamé lidi znamenaly osobni tragédii. V neustalém
privalu vile¢nych zprav je nekdy obtizné dosadit si za souhrnné udaje konkrétni

rdlecné obéti.

Od roku 2005 tvori Hannele Romppanen medialni performance nazvané STUNT
(Kaskadérsky kousek), vnichZ zaujima roli rezisérky, ave kterych ,dublérka® respek-
tive kaskadérka a tanec¢nice IHelena Romppanen provadivelmi obtizné pohyby. Rezi-
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sérka na scénu promita svetlo, obrazy a pousti zvuk, jejichz prostrednictvim vytvar



z gesta prostorovy celek. Ladné pohyby tela dodavaji predstaveni rozmer ¢asu
a také pomfjivosti. Autorka pocitd s tim, ze lidé na mnohé produkee narazi mimo-
chodem, dokonce nahodou. Performance zrealizované v ramei vystavy REBUS SIC
SANTIBUS nabyvaji nové dimenze: stavaji se oficialnim verejnym vystoupenim.
Kaskadérka jiz neni na jevisti sama, ale vstupuje do kazdodenniho Zivota lidi a zve

je, aby se k predstaveni pripojili a doprali si spole¢ne na jevisti sélek kavy.

Finsti umélei podilejici se na vystavée REBUS SIC STANTIBUS maji vyjimeény

vztah k Turku a stejné tak ¢esti umélei k Usti nad Labem. V téchto lokalitdch bud

1ji nebo Zili, studovali nebo v nich v souc¢asné dob¢ uci. Ackoliv regionalita jako

takova netvori leitmotiv této vystavy, predstavuji se na ni dve mesta, jejichz spo-

leénym rysem je ¢ily a rozmanity umelecky zivot, ale také urcité ,outsiderstvi® na
umeleckych seénach obou zemi.

Michal Kolecek, Zdena Koleckova, Silja Lehtonen

REBUS SIC STANTIBUS

Czech and Finnish contemporary photography in an era of flowing images

REBUS SIC STANTIBUS - Under the Circumstances is a joint exhibition of
Czech and Finnish photodraphic artists of the young and middle-aged generation.
The exhibition contributes to the ongoing discussion ahout the changing character
of visual and technical recording, in the form of both classical and experimental

bhotographic art.
I aray

The exhibition is a collaboration project between the Aboa Vetus & Ars Nova muse-
um in Turku, Finland, and the Faculty of Art and Design of J. . Purkyn¢ Univer-
sity in Ust{ nad Labem, Czech Republic. When the project was started both parties
probably felt the other to be somewhat distant in terms of deography as well as
mindset. Of course, neither party considered itself to be in the periphery. although
it might well have seemed so from the other’s standpoint. So it is particularly inter-
esting to detect similarities and differences between us through an exhibition

examining photographic phenomena and the present state of photography. This

joint exhibition demonstrates that despite different backgrounds we are living the

same reality in the Czech Republic and in Finland, in the same moment and among
the same phenomena. Using different approaches to photography and its aesthetics
the exhibition’s artists engage in a dialogue, rich in content, about the surrounding

world, the past, the present and society — under the circumstances.

The different characters of Czech and Finnish photographic tradition have been
shaped by different social development and deopolitical constitution in the latter
half of the 20th century. This bipolar period reflected the atmosphere of the Cold
War, which prevented those living on one side of the Iron Curtain from forming
natural contacts abroad and building the foundations of an open society. The com-
munist “timelessness” normatively regulated the activities of exhibition institu-
tions and inhibited individual artists from the free presentation of topical themes.
For these reasons the artists of then Czechoslovakia returned to the prewar
democratic tradition of photographic avant-garde and to classical black-and-white
photography. Thematically their works often sought the lost harmony (it became
aesthetized). They turned to private mythologies (as a reaction to the forced secu-
larization of society), and to an exploration of their own identities (as an escape to

sensuality and sexuality, the last islets of freedom). This tendency together with

a necessary dose of improvization or hyperbole became typical signs of Czech
photography at the turn of the millennium. Posttotalitarian photographic art of
the past decades has been further enriched by the use of digital technologies and

the presence of colour.

Contemporary Finnish photographic art has grown in a democratic climate, which
in the West-European and American context of the 1970s generated to postmod-
ernism. New themes, new technolodgy and multiculturalism — as well as current
global communications based on visual information — gave rise to the phenomenon
of “peripheral” artistic miracles. These local reactions to the indifferent and uni-
form technological backdround of postindustrial visual culture reach beyond geo-
draphical borders and variegate global artistic exchange. If we compare the work
of Finnish artists with the tendencies of Czech photography described above, it is
easy to see the time disproportion between the entry of postmodernism into the
Finnish artistic community and the moment it began to influence Czech artists.

With a time lead of more than two decades Finnish artists assumed and accentu-



ated the new technologies in various ways. It is worth noting that the development
of information technologies was then the driving force of the Finnish economy.
While contemporary Finnish photography is based on gradual and logically con-
tinuing development, which has “democratized” the photographic image, the Czech
scene is creatively coping with the fatal collision of old and new social paradigms

in a posttotalitarian milieu.

The development described above and the gradual metamorphosis of a late

modernistic authorial style into current photographic postproduction has been

conditioned hy the transformation of the technical picture, originally based on
chemical-optical principles, into a binary set of data. Similarly, the current way of
taking a photograph or selecting and presenting individual works and shar-
ing visual memory in parallel, virtual worlds is different. The dynamics of these
mechanisms irreversibly fades away the aurcole that this technical medium used
to have. This also results in a certain eclecticism and “cross-over” hybridity of
the motifs of artworks. Despite the historically determined differences between
the Czech and Finnish photographic scenes, the era of globalization in the past
two decades has stimulated compatible and mutually enriching visual relations

between countries.

The series Pincushions by Jiti Cernicky represents a fatally attractive, conspirato-
rial and perhaps even populist artistic gesture. His “home-made” voodoo ohjects —
subtle textile reliefs — are remarkable both thanks to the fauvist colours of the
original textiles, apparently often second-hand, and the positively conclusive visual
documentary of snapshots on which the individual sets are based. Cernicky dives
these sewn objects an added value by including an action element — jabbing needles
into the ohjects representing persons from the artist’s close circle. Pincushions
can thus be well understood as an extraordinary attempt at nonstandard social
therapy. In the predominantly photographic curatorial concept, this series can he
interpreted on two levels: as visual information and as fictive documentation of

objects in apartment interiors.

Most viewers perceive the series Scenic Landscapes by Michaela Thelenova as
an autonomous, living “ordanism”. Its essence is in the loving care with which

the artist systematically documents the suburban environment of the city of Usti

nad Labem. By means of her creative look, full of understanding, she adds sub-

jeetive glosses to the posttotalitarian milieu, blending the pride of a once beauti-

ful landscape with the traumatic past of the industrial exploitation of the latter
half of the 20th century and the current atmosphere of early capitalistic suburbs.
By their nature her raster prints on banner are reminiscent of the commercial style
of wallpapers or eye-catching advertisements, but above all, they refer to the ageless

monumentality of the landscape.

In her poetic projection Following Story. Silvie Milkovéa touches the theme of
one’s own identity and intimacy. While observing the artist’s domestic interiors
and glimpsing into her private realm in a lyric loop, the viewers find themselves in
the position of voyeurs probing deep into human feelings. Pictures by this artist
represent “unimportant” moments, which — insignificant in themselves — advance
when multiplied. When linked together they ereate a comprehensive story of every-
day trifles, which sometime seem almost impertinent. Milkova amplifies her trivi-
alization of the theme by simplifying and “proletarizing” the technical realization
of the photographs, which results in purposely blurred, grainy or overexposed pic-
tures. Their urdency and appeal bear witness to the ongoing desacralization of the

it

photograph in an era of digital technologies.

Political art is not very common in a Czech context today, if compared with the
art arising from the established scenes of West-European cultural exchande and
considering the still unclosed historical chapter of totalitarianism. Scepticism
towards the impact of such a direct and pressing gesture is a logical defensive
reaction to the extremely committed official art of the communist era. This is usu-
ally balanced hy a liking for multivalent artistic projects with hints of humour and
a declared distance. Pavel Kopriva created his work Fverybody needs the Podium
during his scholarship stay in United States, but he had already been dealing with
the phenomena of American society for several years at the turn of the millennium.
He applied these themes in his artwork, arriving at a construction (or fictive recon-
struction) of a newsroom from which the most important geopolitical decisions are
presented to the public. In doing this Kopriva abstracts his own communication
schemes from official media campaigns in an attempt to accomplish the democ-
ratization of information transfer. And like other artists of his generation he, too,

strives to “detaboo” former tahoos.



Zdena Kole¢kova describes the rootlessness and erudeness of Usti nad Labem,
which are lardely a consequence of the displacement of the original German inhab-
itants from the Sudetenland after World War II. However, Kole¢kova examines
these ambivalent social processes through the lens of historical distance and cur-
rent interdisciplinarity. Her large-scale prints from the Wunderland series create
a whole that combines individual delight and enjoyment with a symbolic presenta-
tion of evil, represented by ideological dogmas. Dramatic flashbacks of ambiguous
stories verge on the boundary of different inspiration and interpretation levels.
Their significant timelessness encounters an easily interchangeable historical con-
text, in which self-assertion pretends fatal consequences of social identification.
And last but not least, the fictitiousness of the mimetic frame of these metaphoric

stories clashes with an awareness of the inevitability of historical events.

Nature is often seen as a central element of Finnish and Northern identity, almost
up to the point of becoming a cliché in the arts. In fact, sometimes the relationship
with nature is almost too easily read into the works of Finnish artists. In the case of
Antti Laitinen this relationship does not have to he pointed out separately: in his
works he physically makes himself a part of nature. With his extreme achieve-
ments in nature he suavely avoids the possible pitfalls of nature exaltation. Like
many of Laitinen’s previous works, It’s my Island describes an enormous physical
effort and its outcome. An island of one’s own, a haven for peace and solitude is the
dream of many a Finn. The artist built for himself an island in the sea with his own
hands and even planted a tree on this island. Though the very thought makes you
smile, Laitinen realizes his act with great earnestness. And. as often happens with
nature-related themes — particularly now that climate warming is a highly topical

issue — more sombre themes can he seen behind the apparently convivial humour.

Stability and constancy are the main themes of Anni Leppiild’s photography.
For her the photograph represents a means to seize a fleetind moment, while at
the same time she is well aware of the transience of time. She asks, “How to cap-
ture a feeling or a memory?” The artist acknowledgdes the paradox of this aim: just

when you are trying to capture a moment and immobilize it, you have to let it go.

Anni Leppili’s pictures follow a winding path bordering on the real and unreal,
the visible and invisible world. The viewer, too, has to look for his or her place

on this borderline. The pictures of an unreal, distant world are fascinating and

appealing, but there always remains an unsurpassable curtain between them and

the viewer. There is no entry to these “non-places”. Like when you wake up you will
not be able to return to the dream you had, even if you wanted to stay there for just
one moment longer. Within the dreamlike atmosphere the viewer catches details

that are full of carefully thought-out meanings.

Nowadays even the cheapest mobile phone models have a camera for taking pictures
of reasonable quality. This accessory can give some incidental joy if we encounter
a situation we want to save. Renja Leino sees the mobile phone camera in a differ-

ent, more criti

it Her series Just anybody is a collection of everyday pictures
taken with the mobile phone and enlarged to be shown on the museum walls. At the
same time the artist asks herself — and others — some ethical questions. Can we take
pictures of anything or anybody with the mobile phone just because it is so casy?
Is it right to store on our memory cards or hard drives pictures of unknown per-
sons who are unaware of heing photographed? And does an artist have the right
to use photographs of random persons for artistic purposes? Renja Leino has
methodically made use of the sense of guilt that follows such considerations when
making the choice of imagdes to be exhibited in her series. It has also driven her to
a kind of “censorship™ the blurring of the features of recognizable persons with
imagde processing software. Privacy is threatened, control of the image is lost in

this digital era. One could even say that today no-one is safe from the camera.

Harri Palviranta’s photographs have a documentary starting point. He describes
himself as a “socially oriented” artist, who depicts contemporary phenomena and
people. But he is not a restrained external documentarist: his works carry the voice
and standpoint of the artist. Several of his series approach the essence of violence
asking what makes it so commonplace that it is easy to grow indifferent to it until it
affects us personally. Guns at Home is a series of photographs of illegal Kalashinkov
guns in Albanian homes. Most of these weapons, pictured in the manner of por-
traits, ended in the homes of ordinary people as a result of the 1997 disturbances.
This was when Albanian citizens emptied the national armoury and the majority of
stolen weapons were never returned. Pilviranta has photographed the weapons as if
they were any common household ohjects: in living rooms, kitchens and bedrooms.
For their present owners these weapons are not collectable ornaments for display in

showecases. They are there for protection, should new uncertain times oceur.



Personal War Stories of an Outsider by Jari Siloméki takes the viewer to the
scenes of war — but only once the war is over and the situation is safe. How is it
possible to see and experience these sites after the violence if you have not lived
through the traumatic events? Is it possible to understand the past experiences of
those who witnessed to it — at any level? Photographs of war scenes with diary-like
comments are placed next to pictures of walls that have been fired at — accompa-
nied by pictures of starry skies. The outside observer has created his own mental
associations of events that have meant personal tragedy to unknown people. In the
torrential flow of war news it is sometimes hard to remember that these people are

individuals.

Hannele Romppanen has heen producing her STUNT media performances since
2005. In them she assumes the role of director, and the “stand-in” or stunt(wo)man
(dancer Helena Romppanen) performs difficult and demanding movements on
behalf of the director and the audience. The director projects light, imades and
sound on the scene, making the performance a spatial entity. The movement of
the now-present body gives the performance a dimension of time but also transi-
ence. Many of the performances are to be encountered in passing, even by chance.
The performance in the REBUS SIC SANTIBUS exhibition takes on a new dimen-
sion: that of communality. The stunt(wo)man is no longer alone on the stage, but
steps into the everyday life of elderly people, inviting them to join the performance

and share a cup of coffee on the STUN'T st

The exhibition’s Finnish artists have a past or present connection to Turku and
the Czech, correspondingly, to Usti nad Labem. They either live or have lived, have
studied or are currently teaching in these cities. Although regionality as such does
not dictate the themes of REBUS SIC STANTIBUS and all the artists have interna-
tional as well as national careers, the exhibition presents two cities, which have in
common a lively and varied art life but also a slight “outsideness” on their national
art scenes.

Michal Kole¢ek. Zdena Koleckova, Silja Lehtonen



