Proceedings of the Conference & Discussion Foru



Zilina / Slovak Republic 27./28.11. 2014

Narodny komitét ICOM Slovensko | National Committee ICOM Slovakia
s podporou | supported by

Slovenska narodna galéria Bratislava | Slovak National Gallery Bratislava
ICOM Paris

C M

ATIONAL




Ed. Dusan Buran
Bratislava 2015

© ICOM Slovakia






Predslov editora

Rekonstrukcia, kopia, replika, atrapa... Pritomnost roznych kopii v zbierkach muzei a galérii
sa dnes javi tak samozrejm4, ako budovanie vystavného fundu ¢i elementdrna
dokumentdcia. A predsa; uz trocha kritickejSi pohlad na vystavné projekty i expozicie
naznacuje, ze fenomén ,kdpia v mizeu” ostava odbornou komunitou az zardzajuco
nereflektovany. Ci u? ide o historizujlce rdmy obrazov a zrkadiel, pseudohistorické brnenia
alebo odevy, aZ po repliky celych ,fludovych” stavieb v mizeach v prirode alebo modely a
dioramy prirodovednych expozicii; kdpia sa uz ddvno nekrci v kute ako doplnok ,skutoénych”
zbierkovych predmetov. Naopak — priestorovo expanduje, narokuje si pozornost (neraz
neinformovanych) ndvstevnikov, stdva sa zdrojom dalSieho reprodukovania, ale tiez
nejedného nedorozumenia.

Nasledujuci zbornik publikuje vybrané prispevky, povaésine ,,case studies”, zo
seminara a diskusného féra ,Original a kdpia v muzeu”, ktoré sa uskutocnilo v spolupraci
ICOM Slovensko a ICOM Ceska republika v Ziline 27.-28. novembra 2014. Aj napriek podobne
zameranym konferenciam v minulosti (napr. ICOM kolokvia v Zagrebe 1985) sa k tejto
tematike vraciame, nakolko verime, Ze sa k nej vlastne ani neda povedat posledné slovo.

,Digitdlna doba“, ktord medzi¢asom ovplyviiuje takmer vsetky oblasti muzejnych
aktivit, totiz znamena pre zbierkové institlcie opatovne velku vyzvu — obzvlast, pokial ide
o nerozluéné spojenie origindlu a képie. Ustrednym pojmom, okolo ktorého sme sa snazili
rozvinut nase diskusie bola teda — autenticita. Verime, Ze pritiahne pozornost aj dalSich
kolegov a Citatelov. Diskusné forum totiz ostava nadalej otvorené.

Dusan Buran
predseda vyboru ICOM Slovensko



Editor’s note

Reconstruction, copy, replica, model... The presence of copies in the collections of
museums and galleries seems to be as common as establishing the museum collections or
the basic documentation. And yet; a bit more critical point of view on exhibition projects
or expositions suggests that the phenomenon of “copy in the Museum” remains
surprisingly un-reflected by the professional community. From historicist picture frames
and mirrors, pseudo-historical armour or clothing to replicas of whole “folk” buildings in
open-air museums and reinstallations of art environments of the 1960°; the copy does not
hide in the corner as a supplement of the “real” collection items anymore. On the contrary
— it expands spatially, claims attention of visitors; it becomes a source of further
reproduction as well as frequent misunderstanding.

The following publication collects the selected contributions, mostly “case studies”
from an inter-disciplinary conference and a discussion forum dedicated to the problems of
the original and the copy in the museum that was held in Zilina (Slovakia) on 27th and 28th
November 2014. Despite a few conferences in the past with a similar focus (e.g. the ICOM
colloquium in Zagreb 1985) we return to the theme and do believe that “to say a last
word” is impossible.

The “digital age” which has a massive influence on almost every museum’s activity
brings new challenges, especially concerning the unbreakable connection between an
original and a copy. Thus, the central concept around which we would like to develop
discussions in the seminar is — the authenticity. Hopefully, it will attract an attention of
more colleagues and readers. The discussion forum remains open.

Dusan Buran
President of the ICOM Slovakia
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Original a jeho aspekty vo vztahu k jeho ndhradnikom®
Silvia Rajéanova

UZ od renesancie boli pri hodnoteni umenia postupne vyzdvihované také jeho atributy, ktoré
suviseli s originalitou, teda novostou a inovativnostou diela a rozliSovanie medzi origindlom
a jeho képiou fungovalo na zaklade urcitych konvencii. Do obdobia moderny vSak nebola
kdpia ponimana ako nehodnotny artefakt. Az v moderne sa tento vztah vyostril do vzdjomne
protichodnej pozicie a pojem kdpia ziskaval negativne konotdcie. Smerom k postmoderne sa
rozliSovanie originalu a jeho dvojnikov ¢i ndhradnikov €oraz viac problematizuje, a to najma
pod vplyvom tvorby autorov, ktori si sebavedome privlastiuju uz existujuce diela
prostrednictvom ich kopii a reprodukcii.

Je preto v dnesnej, novymi médiami poznacenej, kultire uz pojem original
prekonany? Alebo je mozZné najst kritéria, ktoré, aplikujuc ich na akykolvek obraz, urcia, ¢i
ide o origindl alebo nie?

Original

Sam origindl byva zvycajne charakterizovany privlastkami ako pravy, autenticky, jedinecny,
povodny a pod. Mnohé z tychto privlastkov sa spravaju ako synonyma, ale neplati to
vseobecne. Charakteristiky originalu by sme preto mohli rozdelit do troch hlavnych kategorii
a origindlom je tak dielo:1. ktoré sa tyka unikatnosti artefaktu (t.j. ojedinelosti v zmysle
poctu kusov), 2. ktoré odkazuje k autenticite, Cize k pravosti a 3. ktoré odkazuje k invencii a
inovacii. Je ale nutné, aby dielo, ktoré ozna&ime za original spifialo véetky podmienky

! Text predstavuje skratend a upravenu &ast dizertagnej prace obhdjenu na Katedre teérie a dejin umenia VSVU
v Bratislave. Raj¢anov3, Silvia: Reprodukcia v umeni. Fotografickd reprodukcia origindlu a jej vplyv na status
origindlu. Bratislava 2013, 125 s.



sicasne, alebo stadi, ak spifia aspof jednu z podmienok? Zarover by sme sa mohli pytat, & je
reprodukcia resp. képia vo vsetkych tychto aspektoch opoziciou k pojmu origindl?

Origindl ako unikat

Ak by sme prijali predpoklad, Ze unikatnost je atribitom originalnosti diela, potom by vsetky
umelecké diela vytvorené reprodukénymi médiami spadali mimo sféru originalov. Skeptici,
odvolavajuci sa na Waltera Benjamina,? zastévaji nazor, ze v reprodukénych médiach otazka
origindlu, resp. otazka pravej képie, nema vyznam. My vsak budeme vychadzat

z predpokladu, Ze chapanie originalu a ur¢ovanie jeho vyznamu je sice historicky
podmienené, avsak tento status diela ma v kazdom obdobi (prinajmensom od novoveku)
svoje miesto.

UZ samotné spajanie otdzky origindlu s reprodukénymi médiami taktiez vylucuje
moznost, Ze unikatnost je nutnou podmienkou originalnosti. Opakom takto chapanej
unikatnosti v pripade origindlu totiz nie je kdpia, ale multiplicita (¢i uz origindlov, alebo
kopii/reprodukcii). Preto z jedného diela méze byt viac originalnych kusov. Takéto
zmnoZenie budeme nazyvat multioriginal.> Umelecké dielo vytvorené v reprodukénom
médiu si teda nekladie naroky na unikatnost, avsak znakov, ktoré sa spdjaju s pojmom
origindl, sa nezrieka uplne.

V jednofazovych umeniach, ako oznacil Nelson Goodman malbu ¢i kresbu,
predstavuje autorsky zdznam sucasne i vysledok tvorivého procesu a takyto artefakt vznika
ako unikat.* Pre tvorbu duplikatu je preto potrebné cely proces verne zopakovat. Hovorime
potom o koépii, falzifikate alebo replike, v zavislosti na tom, kto a s akym zamerom tento
proces opakuje. Jednofazové média nazveme kopistickymi, pretoze kazdé dalsie
zduplikovanie originalu identickym procesom tvorby predstavuje manualnu re-produkciu, t.j.
képiu.” V dvojfazovych umeniach (po&inajtcich technikami grafiky) naproti tomu vznikd
najskor predloha (rytim, expoziciou a pod.), aZ jej dalSim spracovanim moze dojst k
findlnemu vysledku (graficky list, fotografia a pod.).6 Vysledok sa pritom od predlohy ¢asto
liSi (grafické listy tlacené za pomoci lisu vytvaraju zrkadlovy odtlacok matrice, chemicky
vyvolané fotografické tlace zas reverznu farebnost a pod.). Dvojfazové média nazveme teda

2 Benjamin, Walter: Umelecké dielo v epoche svojej technickej reprodukovatelnosti. In: llumindcie. Bratislava
1999, s. 194- 225.

3 Pojem multiplikat predstavuje , jeden z niekolkych exempldrov toho istého druhu” (Pito, Vojtech — Pitova,
Maria: Slovnik cudzich slov. Bratislava 2000, s. 420). Nas vSak zaujima zmnoZenie originalov, ako opak originalu-
unikatu. Pojem multioriginal v tomto duchu pouZiva vo vykladovom slovniku napr. Baleka. (Baleka, Jan:
Vykladovy slovnik. Praha 1997, s. 231.)

* Goodman, Nelson: Jazyky uméni: Ndstin teorie symbold. Praha 2007, s. 96-100.

> Pojmy kdpia a reprodukcia su ¢asto pouzivané ako synonymad, pretoZe jeden z vyznamov oboch pojmov
predstavuje napodobriovanie. My budeme tieto pojmy rozliSovat na baze techniky, resp. technolégie tvorby. Za
kdpie budeme povaZovat predovietkym tie artefakty, ktoré su vytvorené manudlne, len za pomoci nastrojov.
Reprodukcia bude potom nemanudlne vytvorenou kdépiou, ktora vznika za pomoci zloZitejsej techniky s r6znou
mierou mechanizacie a automatizacie tvorby vysledného artefaktu.

® Delenie tiez vychddza z Goodmana, ktory hovori o dvoch fazach vzniku diela, pricom v druhej faze moze ist

o dielo s viachasobnym vyskytom. Goodman 2007 (cit. v pozn. 4), s. 99.
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reprodukénymi, duplikat totiz nikdy nie je tvoreny vysostne manualne. V reprodukcénych
médiach preto existuje obraz v niekolkych formdch, zodpovedajucich rozlicnym fazam celého
procesu jeho tvorby/vyroby.

Vo forme predlohy pre findlnu materializaciu pozname Stocok, ¢i matricu v pripade
grafickej reprodukcie, alebo negativ v pripade analégovej fotografie. Ako vysledny artefakt
sa potom javi hotova tla¢, Cize graficky list alebo fotografia. Kedy vSak mézeme hovorit o faze
originalu?

V pripade umeleckej grafiky je stanoveny standard, kolko kusov vytla¢kov z povodnej
platne sa povazuje za origindl.” Prakticky su viak tlage o to vzacnejsie, &im menej je ich
v ndklade vydanych.

V oblasti analdgovej fotografie Filip Wittlich navrhuje pouzivat pri popise pévodu
obrazu pojmy primérny, sekundarny a terciarny fotograficky obraz.?2 Motivaciou pre takéto
delenie je preriho snaha odlisit jednotlivé obrazy v archivnej a znaleckej praxi. Primarny
fotograficky obraz je v tejto schéme prvym trvalym zviditelnenim latentného obrazu.’ Pri
klasickej fotografii sa jedna o negativ ¢i daguerotyp. Sekundarny obraz je potom vo
Wittlichovej typolégii prvy vyvolany obraz ¢i pozitiv. Prave do tejto fazy Wittlich stanovuje
pre oblast rozmnozitelnej, t.j. neunikatnej fotografie poziciu origindlu. Poslednou skupinou
su potom tercidrne fotografické obrazy, ktoré vznikaju mnozenim sekundarnych a
predstavuju vo vymedzenej typoldgii zvacsa najpocetnejSiu skupinu obrazov. Tu pouziva
Wittlich ako moZné synonymum terciarneho obrazu i pojem reprodukcia. Podla neho obrazy
tejto kategdrie spomedzi vietkych fotografickych obrazov ,,vykazuji nejvolnéjsi vztah
k pavodni predloze”, nie vSak v zmysle invencie, ale preto, Ze zva¢sa dochadza k zniZeniu
kvality pédvodného snimku (ostrost, jas, zrno a pod.).*°

Podobne mbéZeme uvaZovat o fotografii i s ndstupom digitalizacie. Predlohou, teda
primarnym obrazom, je v pripade digitalnych fotografii subor dat (pri€om najviac dat je
mozné dnes zachytit v RAW formate™). Tento format je, v prenesenom zmysle slova,
digitdlnou paralelou Stocku alebo negativu a mdze byt zviditelneny len vo svojej efemérnej
forme. V pripade, Ze autor chce vytvorit fyzicky materializovany obraz, tlacené sekundarne
a tercidrne obrazy sa potom od predchadzajiceho delenia neliSia, a to bez ohladu na to, Ci
vznikli povodne analdgovo alebo digitdlne. V tomto ohlade je origindlom v oblasti

7 Krej¢a uvadza limity vysky nakladu liSiace sa podla techniky: napr. do 50 kusov je origindl urceny pri suchej ihle
¢i mezzotinte, do 100 kusov pri leptoch, do 200 kusov pri litografiach a sietotladi a pod. Tento limit zahfria

v sebe uZ i pripadné dotlace. Obmedzenie vyplyva z faktu, Ze nie kazdd technika umoziuje rovnaku kvalitu tlace
vo velkych mnozZstvach. Krejca, Alois: Techniky grafického uméni. Praha 1981, s. 14.

® Wittlich, Filip: Fotografie —primy svédek?! Fotograficky obraz a jeho vyznam pro historické poznadni.
Nakladatelstvi Lidové noviny. Praha 2012, s. 110-114.

’s tymto obrazom sa divak priamo nestretdva, pretoze predstavuje jeden z krokov k finalnemu obrazu. Ide

o obraz zachytavany na podlozke prostrednictvom prace so svetlom a chemikaliami, ktory nie je eSte nutne
viditelny oku. Aby mohol byt videny, musi byt dalej spracovany, resp. vyvolany. Warner Marien, Mary: 100
Ideas that Changed Photography. London 2012, s. 11.

1% Wwittlich 2012 (cit. v pozn. 8), s. 110-114.

" Ten predstavuje najobjemnejsiu sumu dat ziskanych z elektronického zariadenia bez vyslednej interpretacie
a komprimacie.
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fotografickych a digitalnych reprodukénych médii sekundarny obraz. Ak obraz v pripade
digitdlnych médii zostane vo svojej dematerializovanej podobe, a je v nej i prezentovany,
mnozeny, Ci distribuovany, vtedy je terminoldgia original-reprodukcia nedostatoc¢na, resp.
nevhodna. Original a reprodukcia moéZu byt od seba v tomto pripade natolko neodlisitelné,
Ze ak by sme pouzili iba pojem origindl, alebo iba pojem képia/reprodukcia, evokovali by sme
urcité hodnoty zodpovedajuice v umeni len jednej strane spektra vztahu original verzus jeho
nasledovnik ¢i ndhradnik.

Autenticita originalu

Autenticita je pre oblast zberatelstva zakladnym parametrom vyberu, a to nielen

v kopistickych médiach. Problém vsak tkvie v tom, Ze neexistuju jasné kritérid a vSeobecne
akceptovatelné konvencie, ¢o povaZzovat v reprodukénych médiach za autenticky
vytla¢ok. Druhd faza tvorby obrazu, t.j. tvorba vytlacku, poskytuje totiz velky priestor pre
variabilitu a méZe existovat hned' niekolko verzii, ktoré vznikli z jednej predlohy v réznom
Case a nemusel ich vytvorit autor sém. Pojem autenticity preto v sebe zahffa niekolko
aspektov a dielo méze byt autentické alebo neautentické vo viacerych ohladoch.

V pripade posudzovania pravosti a pévodnosti diela sa ¢asto ako opozitum origindlu
uvadza falzum. Podla Goodmana ma na estetické vlastnosti falza negativny dopad prave fakt,
%e original a falzum boli vytvorené v rozdielnom kontexte.'? Podla inych neautenticita
artefaktu suvisi s nedostato¢nym vyjadrenim seba samého, resp. s neprejavenim sa autority
umelca v danom diele.*

Javia sa tu preto dve zdkladné linie pravosti originalu: 1. pravost suvisiaca
s historickym kontextom vzniku diela (predlohy a tlaci z nej zhotovenych), 2. pravost
stvisiaca s autoritou umelca.™

Filozof umenia James O. Young vo svojom texte o kultlrnej apropriacii rozliSuje Styri
typy autenticitylS, nie vSetky su pritom estetickymi kategériami, a nie vSetky moéZzeme v jeho
zneni aplikovat na vytvarné umenie. Zaujimava pre ndas je autenticita (tykajuca sa)
proveniencie. TU Young pripisuje dielu len vtedy, ak dielo zodpoveda Stylu a Zanru danej
kultdry a produkuju ho jej interni umelci. Takto chapand autenticita pritom nie je estetickou
vlastnostou diela, pretozZe aj diela s nizkou estetickou hodnotou moézu byt z hladiska
proveniencie autentické. Ne-autenticitu v tomto pripade Young prisudzuje outsiderom,
tvorcom Zijucim mimo danej kultdry. V naSsom pripade sa ¢asto jedna o falzifikatorov ¢i

2 Goodman 2007 (cit. v pozn. 4), s. 87-95.

2 Tento postoj zahfnia Denis Dutton pod pojem expresivna autenticita. Dutton, Denis: Authenticity in Art. In:
Levinson, Jerrold: The Oxford Handbook of Aesthetics. New York 2003, s. 266-267.

K takémuto rozdeleniu autenticity dospievame s ohladom na fakt, Ze najmé v dvojfazovych médiach sa nutne
nepodiela umelec na kaZzdej faze procesu tvorby vysledného obrazu a jednotlivé tlace nemusia vznikat

v rovnakom kontexte. Budeme rozliSovat pojmy ,autenticky” a ,,autograficky”. Pojem autograficky bude pritom
len podkategdriou pomenuvajucou diela, ktoré vznikli ‘rukou autora” samého.

> provenance authenticity, personal authenticity, existential authenticity, style authenticity. Young, James O.:
Cultural Appropriation and the Arts. Blackwell PublishinglLtd 2008, s. 46-55.
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kopistov reprodukujucich original mimo ,tu a teraz“*® pévodiny, t.j. v inej dobe a na inom
mieste. Tuto zlozku autenticity diela oznacime, v zmysle Benjaminovho chdpania aury diela,
autenticitou ¢asopriestorovou.

Dielo vytvorené reprodukénymi médiami javi znaky tohto druhu autenticity napriklad
vtedy, ak je grafika alebo fotografia vytlatend z pdvodného $tocku & negativu.'” Otazka je
vsak zloZitejSia v pripade, ak je takyto vytlacok urobeny po smrti autora. Pre tento pripad sa
obratme rovno k druhému typu autenticity. Tym je autenticita zamerana na samotného
tvorcu diela a nazveme ju personalnou autenticitou.

V pripade umeleckej grafiky sa za origindl povazZuje i dielo, ktoré je autorizované
samotnym umelcom, a to bez ohladu na fakt, & ho sam vytla¢il.*®

V analégovej fotografii podla Wittlicha ,,terminem origindl je béZné oznacovdna
signovand pozitivni kopie, u které je cenéno autorské zpracovdni pri vyvoldvacim postupu”

a za multiplikat sa v zmysle archivnej praxe povazuje druhg, ako i dalSie oznacené kdpie toho
istého vytlagku.™ V klasickej fotografii sa potom najviac cenia tie kdpie, ktoré predstavuju
autorské zvacseniny, teda zvacseniny, ktoré vytvoril sam autor, alebo vznikli za jeho
asistencie. Tieto snimky totiz najviac vystihuji autorovu pévodnu predstavu.?

Vratme sa viak k nastolenému problému, & je dielo origindlom, ak spiia aspekt
autenticity ¢asopriestorovej (odtlacok z pévodnej matrice ¢i vyvolanie pévodného negativu),
avsak bolo urobené az po smrti autora, pripadne bez jeho vedomia. Viac svetla do nasho
problému vnasa filozof Nigel Warburton. Ten urcuje dva zdkladné typy diel (fotografickych
vytlackov) s ohladom na personalnu autenticitu. Prvym je oznacenad fotografia, kedy autor
certifikoval konkrétny snimok. Druhym pripadom je typova fotografia, resp. typova
autenticita, kedy autor certifikoval typ a nastolil tak parametre. Konkrétna snimka teda
nepresla suhlasom autora negativu. Warburton pritom preferuje certifikované, t.j.
autorizované vytlacky, pricom argumentuje, Ze individudlny Styl u fotografa nie je dany
rukopisom, ako u maliara, ale prave autorskym vyberom z mnoiZstva snimok. Autor tak
urcuje Uroven expresie, ktora zodpoveda jeho zédmeru.?! Z toho opat vyplyva, Ze personalne
autentické dielo nemusi byt autografické, ale musi byt autorom aspori autorizované.
Vytlacky vytvorené po smrti autora sa preto uz nemodzu stat certifikovanymi fotografiami, a
su tak z pohladu personalnej autenticity neautentickou tlacou.

!¢ Autenticita zamerana na historicky kontext vzniku diela je Uzko spojena i s Benjaminovym ponatim aury diela.
Benjamin 1999 (cit. v pozn. 2), s. 197.

7 Kedze z jedného $totku & negativu moze existovat niekolko réznych tlagi (niekolko verzii), niektori znalci ¢i
zberatelia kladu doraz na tzv. vintage prints, CiZe tlace vytvorené fotografom v kratkom ¢asovom odstupe po
zosnimani obrazu. Warburton, Nigel: Authentic Photographs. In: British Journal of Aesthetics, 37, 1997, €. 2, s.
129.

®Autor oznadi tlate, ktoré akceptuje, okrem signatdry a pripadne nazvu i poradovym &islom wytlatku v naklade,
celkovym nakladom a rokom vzniku. Grafické listy vytlacené umelcom samym, resp. pod jeho dozorom, sa
zvyknu oznacovat skratkou E.A. alebo A. T. (autorska tlac).

PWwittlich 2012 (cit. v pozn. 8), s.111.

2% 4b, Filip — Turek, Jaroslav: Fotografie po fotografii. Praha 2009, s. 56-57.

*'Warburton 1997 (cit. v pozn. 17), s. 134-135.
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Ak je vytlacok urobeny vo viacerych verziach, dalsie verzie su, v pripade, Ze su
autorizované, len akymisi priviastneniami vlastnej prace. Casopriestorova autenticita (tla¢
z pévodného snimku) preto nezarucuje, Ze prave verzia vytvorend kratko po zosnimani
(vintageprint) je ,stelesnenim zdmeru autora®. Autor ma pravo svoje negativy
reinterpretovat. Opakom originadlu ako autentického diela, je tak bud'legalna
kdpia/reprodukcia (rozmnoZenina), alebo nelegalne falzum a original robeny
v reprodukénom médiu musi splfiat aspekt autenticity teda v oboch smeroch.

Warburton je presvedceny, Ze jeho model personalnej autenticity, zaloZzeny na
autorom odobrenych snimkach, je aplikovatelny i na datové subory, v rdmci ktorych sice
pojmy origindl a kdpia splyvaju, za autentické vSak moZno povazovat autorizované snimky.
MoéZe sa ale umeleckou formou stat aj ta kdpia alebo reprodukcia, ktora nie je autenticka
v Ziadnom vyssie spomenutom ohlade?

Persondlnu autenticitu spomina i Young a chape pod rfiou fakt, Ze dielo je ,,vyrazom
umelcovho individudlneho génia“, ¢o ndsledne vysvetluje ako originalny pristup autora,
ktory moZe odrazat tradiciu, z ktorej vychadza. Za neautenticky artefakt v tomto pripade
povazuje imitaciu ¢i odvodeninu. My sme vsak presvedceni, Ze piSe o dvoch odlisSnych
aspektoch originalu. Ak je dielo vyrazom umelcovho génia, ¢i stelesnenim jeho predstav,
znamena to, Ze ho autor sam vytvoril alebo aspon horeuvedenym sp6sobom
odobril.ZImitativne & inovativne aspekty diela preto zahrnieme pod tretiu charakteristiku
originalu.

Origindl a originalita

Budeme vychadzat z predpokladu, Ze original a originalita su sice pojmy, ktoré spolu suvisia,
neovplyviiuju sa vSak priamo Umerne a originalita je len jednym z privlastkov origindlu,
rovnako ako autenticita a unikatnost. Zatial ¢o otazka originalu sa obracia priamo na dielo,
otdzka originality sa zameriava, ako sa ukazuje, viac na samotného tvorcu. Takto chapana
originalita predstavuje schopnost byt tvorivym a svojraznym z hladiska vynaliezavosti.

Nie kazdému originalu je pripisovana rovnaka miera originality, tieto dve kategérie pretona
sebe nezavisia priamo Umerne a v jednotlivych obdobiach histérie a tedrie umenia tieto dve
inStancie nefiguruju v rovnakom vyzname, dokonca sa k nim nepristupuje ani s rovnakou
vaznostou a dolezZitostou. Richard Schiff vnima originalitu ako , prvenstvo bez predchodcov”,
»hieco ako prist prvy alebo robit nieco ako prv 723 Preto je pri tomto pojme nanajvys
dolezité zaradenie autora do histdrie a jeho vztah k nej. KedZe originalita priamo savisi

s inovativnostou, nie vidy bola poZzadovana. Pri pojme originality sa preto moéZzeme zamerat
na invenénost (novost), na jedine¢nost (ojedinelost) alebo na pévodnost (prvotnost)
spracovavanej myslienky a prevedenia. Mieru originality tvorcu diela mozno preto
stupriovat. Tvorcovia sa tak m6Zu ocitnut v polohe rebelantskych inovatorov,

?2 pritom definicia, Ze dielo zodpovedd umelcovej predstave je celkom vagna, pretoze myslienku nemozno
overit.

Zshiff, Richard. Originalita. In: Nelson, Robert S. —Schiff, Richard (eds.): Kritické pojmy dejin umenia. Bratislava
2004, s. 181.
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spochybnujucich staru tradiciu a zakladajucich tak tradiciu novd, ako i v pohodinej pozicii
autorov Cerpajucich z overenych efektov a schém. Tento dualny vztah inovator verzus
imitator sa odraza i na vztahu original verzus képia (v zmysle napodobnenia). Young pri
svojom chapani persondlnej autenticity poznamendva, Ze dielo mdze obsahovat vysoky
podiel vplyvu inych diel (teda nasledovat tradiciu), a aj napriek tomu méze byt osobnostne
autentické,** &m potvrdzuje potrebu odlidovat autenticitu (v tomto pripade personalnu) od
originality.

Zavery

V $kale medzi origindlom a jeho dvojnikmi a nahradnikmi existuje tolko rozli¢nych pol6éh a
odtienov, kolko existuje diel. Snaha najst univerzalne definicie je preto vopred odsidena na
neuspech. My sme sa pokusili o rozlisenia, ktoré mézu pomaoct poziciu originalu blizsie urcit.
Dospeli sme k zaverom, Ze kdpia, resp. reprodukcia nie je vo vietkych, vyssie uvedenych
aspektoch opakom originalu. Opakom unikatnosti (originalu) sa totiZ javi byt multiplicita
(multioriginal) a opakom autentického originalu je neautenticka kdpia, reprodukcia alebo
falzum.

Uz od pociatkov rozvoja trhu s umenim sa diskutuje o vyzname autografickych diel,

a to rovnako v suvislosti s umeleckou produkciou (oznacovanie vlastnych diel), ako aj

v kontexte znaleckej praxe (uréovanie ich hodnoty). Tieto debaty neustdvaju dodnes.
Persondlna autenticita diela preto este stéle nie je prekonana, mala by vsak byt doloZena
dokazmi podporujucimi fakt, Ze dielo vzniklo rukou daného umelca, alebo aspon pod jeho
dohladom. Umelec preto dielo nemusi priamo vytvorit, staci ak vyjadri suhlas (zvacsa
signaturou), Ze dielo je ,,odrazom jeho zameru“. V ramci vytvarného umenia mézeme preto
hovorit o ¢asopriestorovej autenticite (autenticita miesta a ¢asu vzniku diela, v dvojfazovych
umeniach jeho predlohy) a autenticite personalnej (dotyk ruky umelca, jeho dohlad alebo
minimadlne autorizacia vysledného artefaktu). Opakom originality je potom imitdcia.

Original teda nemusi byt unikat a nemusi byt ani vysostne originalny. Ako zasadna
podmienka oznaéenia artefaktu terminom original sa preto javi autenticita (ktora musi spliiat
Casopriestorové i personalne kritérium, ale nemusi vykazovat autografické ¢rty, staci, ak je
dielo autorizované).

K otazke, ¢i je dichotémia original-képia/reprodukcia v dnesnej, novymi médiami
poznacdenej kultlire, uz prekonana existuju dva pristupy. Prvy sice suvisi s ndstupom klasickej
(analégovej) fotografie, teda s procesom, ked' sa koncept original verzus kdpia/reprodukcia
zacal rozpadavat, avsak takato fotografia este stale existuje ako materializovany obraz (v
podobe vytlacku), a preto vykazuje znaky pribuzné ostatnym obrazom prezentovanym
a Sirenym v podobe fyzického artefaktu. Preto sa zacali na tento druh fotografie (i ostatné
materializované reprodukéné médid) automaticky aplikovat staré terminy.

Na druhej strane stoja teoretici novych médii, na cele s Levom Manovichom. Ten zd6raziiuje,
Ze post-medialna estetika potrebuje vlastné kategdrie, ktoré by vedeli popisat, ako kulttrne
objekty organizuju data a Strukturuju zazitok pouzivatela tychto dat. Nemali by sme sa preto

** Young 2008 (cit. v pozn. 15), s. 47.
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neustale namahavo pokusat aplikovat na nové technoldgie stary slovnik. Odvazne navrhuje
dokonca opacny postup, aplikovat nové kategdrie na staru kulturu, ¢o by mohlo viac
zodpovedat generaciam, ktoré sa uz rodia do digitalnej éry a ta sa stdva ich prirodzenym
prostredim.?> V tomto pripade by bolo mozné vztah originlu a reprodukcii v digitélnej ére
zahrnut pod koncepciu pojmu simulakrum, ktory sa spaja najma s menom francuzskeho
socioléga Jeanna Baudrillarda.?®

Benjaminova téza o tom, Ze nema zmysel hladat pévodnost v reprodukénych
médiach, sa dnes s odstupom viac ako 70. rokov javi neopodstatnene a snahy teoretickej
obce dokazuju opak. Prax totiz ukazuje, Ze terminoldgia nastolena uz pred modernou
(original, kdpia, originalita a pod.) nie je ani dnes prekonan3, len ju treba neustdle upravovat
pre potreby novych médii a tradi¢ny pojmovy aparat je v umeni aplikovatelny viac-menej na
materializovany obraz, t.. fyzicky artefakt. Na umenie kreované, prezentované, mnozené
a distribuované vo virtualnom prostredi bude potrebné vytvorit novy terminologicky aparat,
ktory bude lepsie odrazat charakter tychto dat.

Radikalne nové pojmy su sice poZzadované a o¢akavané, avsak je evidentné, Ze nit
teoretického uvazovania minulosti nie je také jednoduché bez ndsledkov nemilosrdne
prestrihnat. Sucasna teoreticka obec sa s potrebou pomenovania novych fenoménov preto
zva&$a vyrovnava kompromisne- pridavanim réznych prefixov,?” pripadne kombinaciou uz
existujucich pojmov.?®

Silvia Raj¢anova
odborna asistentka na Katedre vytvarnej vychovy
Pedagogicka fakulta Katolickej univerzity v Ruzomberku

25Manovich, Lev: Post-media Aesthetics. Dostupné na http://www.manovich.net/TEXTS 07.HTM (Vyhladané
12.10.2012).

26Baudrillard, Jean. Simulacres et Simulation.Paris 1981. Pozri aj: Baudrillard, J.: Praecessio simulacrorum. In:
Host, Literdrni revue 1996, €. 6, s. 3- 28.

7 Napr. predpona post-, ktord je pridavana nielen k médiam (postfotografia), obdobiam (postmoderna), ale i ku

kvalitativnym hodnoteniam. Napriklad termin post-originaloriginal (original post-originalnej doby), ktorym
oznacil videoumelec Douglas Davis svoje zdigitalizované analégové videozaznamy, ktoré je mozné takto re-
designovat a dekonstruovat ako nové varianty a su tak pripodobriované k postfotografii. Nie je pritom nutné
znicit original pévodny, ktory moze existovat popri novej verzii. — Davis, Douglas. The Workof Art in the Age of
Digital Reproduction (An Evolving Thesis: 1991-1995). In: Leonardo, 28, 1995, €. 5, s. 383-384.

*® Kuratorka fotografie MoMA Roxana Marcoci pouZila v roku 2010 pre svoju vystavu pojem originalcopy
(originalna koépia): Marcoci, Roxana. The Original Copy: Photography of Sculpture, 1837 to Today. New York
2010.
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Original and its Aspects in Relation to its Substitutes®
Silvia Rajéanova

From the times of the Renaissance, when evaluating art, attributes that were related to the
originality, i.e., novelty and innovativeness of an artwork were gradually appreciated, and
the differences between an original and its copy were established based on certain
conventions. However, up to the times of Modernism, a copy was not perceived as a
worthless artifact. Only since then has this relation been ratcheted up in a mutually
contradictory position, with the term copy taking on negative connotations. In the period
leading up to Post-Modernism, distinguishing between an original and its duplicates or
substitutes became increasingly problematic, especially under the influence of the work of
artists who self-consciously appropriated existing works by making copies and
reproductions.

In today’s culture influenced by new media, has the term original become obsolete?
Or s it possible to find criteria which, when applied to any visual work of art, can determine
if it is original or not?

Original

An original is usually characterized by attributes such as genuine, authentic and unique
among others. Many of these attributes act as synonyms, but since this does not apply
universally, we can divide the characteristics of an original into three main categories. An
original is a work which 1. is related to the uniqueness of an artifact (i.e. singleness in the

*® This text is an abbreviated and modified section of the dissertation thesis defended at the department of Art
Theory and History of the Academy of Fine Arts and Design in Bratislava. Rajéanova, Silvia: Reprodukcia
v umeni. Fotografickd reprodukcia origindlu a jej vplyv na status origindlu. Bratislava 2013, 125 p.
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sense of the number of pieces), 2. refers to a certain authenticity, i.e., genuineness, and 3.
refers to invention and innovation. But is it necessary for a work that we designate as an
original to comply with all of the conditions at the same time, or is compliance with one of
the conditions sufficient? We could also ask if a reproduction or copy is at variance with the
term original in all such aspects.

The Uniqueness of an Original

If we accept the assumption that uniqueness is an attribute describing the originality of a
work of art, no works of art created by reproduction media would qualify. Skeptics citing
Walter Benjamin30 take the view that in terms of reproduction media the issue of originals or
genuine copies is not important. However, we will start from the assumption that although
understanding an original and designating its significance is historically determined, this
status of a work has its place in every period (at least from Modern Times).

Connecting the issue of originals with reproduction media also refutes the claim that
uniqueness is a necessary condition for originality. But if the opposite understanding of
uniqueness in the case of an original is not a copy, but a multiplication (of the originals or
copies/reproductions), several original pieces of one work of art can exist. We shall refer to
this multiplication as a multi-original.>* A work of art created by a reproduction medium
does not place requirements on uniqueness, but on the signs which are related to the term
original.

In single-phase arts, which according to Nelson Goodman, include paintings and
drawings, the artist’s work represents the outcome of the creative process and is unique.32
Therefore, in order to create a duplicate, the entire process must be faithfully repeated. For
this reason, we are talking about issues related to copies, counterfeits and replicas,
depending on the person who repeats this process and his/her intentions. We shall refer to
single-phase media as copying because any duplication of the original that uses the identical
process of creation represents a manual reproduction, i.e., a copy.33 On the other hand, in
the case of two-phase arts (starting with printmaking techniques), the master is created first
(by engraving, exposition, etc.) and the final outcome (print, photograph, etc.) appears after

30 Benjamin, Walter: Umelecké dielo v epoche svojej technickej reprodukovatelnosti (Artwork in the Age of
Technical Reproduction). In: llumindcie. Ed. Adam BZoch. Bratislava 1999, pp. 194-225.

*The term multiplikdcia (multiplication) is “one of several exemplars of the same kind” (Pito, Vojtech — Pitova,
Maria: Slovnik cudzich slov. Bratislava 2000, p. 420). However we are interested in the multiplication of
originals as opposed to a unique original. The term multiorigindl (multi-original) is used in this sense in Baleka’s
dictionary. (Baleka, Jan: Vykladovy slovnik. Praha 1997, p. 231.)

*> Goodman, Nelson: Jazyky uméni: Ndstin teorie symbold. Praha 2007, pp. 96-100.

*The terms copy and reproduction are frequently used as synonyms because one of the meanings of these
terms is imitation. We shall distinguish between these terms on the basis of the technique or technology of
their creation. We shall especially consider those artifacts as copies which are created manually with the help
of tools. A reproduction is thus a non-manually created copy by which the final artifact is made with the help of
more complex technology with various degrees of mechanization and automation.
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further processing.®® This result is frequently different from a master (prints printed by press
create a mirror imprint of the matrix, chemically developed photographic prints create
reverse colors, etc.). For this reason, we refer to two-phase media as reproduction, because
a duplicate is never exclusively created manually. Therefore, in reproduction media, an
image exists in several forms corresponding with various phases of the process of its
creation/production.

Printing blocks and matrixes serve as forms of the master of a final materialization in
printmaking reproduction, similar to negatives in analogue photography. A finished print,
i.e., a print sheet or photograph then appears as the final artifact. But where does the
original phase come in?

In the case of art prints, the standards were established according to the number of
prints from the original plate that are considered as originals.> Thus: the fewer the prints,
the higher the value.

In the area of analogue photography, Filip Wittlich proposes the use of the terms
primary, secondary and tertiary photographic images when describing its origin.36 For him,
the motivation for such division is the effort to distinguish between individual images in
archive and expert practice. A primary photographic image in this scheme is the first
permanent visualization of a latent image.?’ In the case of classical photography, it is the
negative or daguerreotype. The secondary image in Wittlich’s typology is the first developed
image or positive. This is the phase in which Wittlich established the position of the original
in terms of duplicable, i.e., a non-unique photographs. The last group is comprised of tertiary
photographic images which are created by the multiplication of secondary images; in
defined typology they mostly represent the largest number of images. Wittlich even uses the
term reproduction as a possible synonym for tertiary images. According to him, images of
this category “show the loosest relationship to the original master” among all photographic
images, not in terms of invention, but because of the reduction of the quality of the original
shot (definition, brightness, grain, etc.) which occurs in a majority of cases.>®

**This division is also based on Goodman who refers to two phases of the creation of a work; in phase two it
can be a work with multiple copies. Goodman 2007 (quoted in footnote 32), p. 99.

» Krejca indicates the differing limits in the number of impressions according to the medium: for example, up
to 50 pieces are still originals in the case of dry needle or mezzotinto; up to 100 pieces in the case of etchings;
up to 200 pieces in the case of lithography and serigraphy, etc. this limit includes possible additional prints.
Limitations arise from the fact that not every medium allows for the same quality of print in large amounts.
Krejca, Alois: Techniky grafického umeéni. Praha 1981, p. 14.

**Wittlich, Filip: Fotografie — pfimy svédek?! Fotograficky obraz a jeho vyznam pro historické pozndni.
Nakladatelstvi Lidové noviny. Praha 2012, pp. 110-114.

*The viewer does not encounter this image because it represents one of the steps toward the final image. This
is an image captured on the basis of working with chemicals and light which is not necessarily visible to the
naked eye. In order to make it visible, it must be further processed or developed. Warner Marien, Mary: 100
Ideas that Changed Photography. London 2012, p. 11.

*® Wittlich 2012 (quoted in footnote 36), pp. 110-114.
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We can also deliberate about photography with the arrival of digitization. In the case
of digital photographes, it is a set of data that serves as the master, i.e., the primary image
(and today the largest amount of data can be recorded in RAW format®). Figuratively, this
format is the digital parallel to the halftone block or negative and can only be visualized in its
ephemeral form. If the artist wants to create a physically materialized image, printed
secondary and tertiary images do not differ from the previous division, regardless of
whether they were originally created in analogue or digital form. In this respect, the
secondary image is the original in the area of photographic and digital reproduction media. If
a digital media image remains in its dematerialized form, and is even presented, multiplied
or distributed in this form, the original-reproduction terminology is not sufficient or suitable.
In this case, originals and reproductions can be so indistinguishable from each other that if
we only used the term original or copy/reproduction, we would evoke certain values in art
that only correspond to one side of the spectrum of the relationship of the original versus its
successor or substitute.

Authenticity of the Original

Authenticity is the fundamental parameter of selection for collecting, and not only in
copying media. However, the problem lies in the fact that no clear criteria or generally
acceptable conventions exist for determining an authentic print in reproduction media.
Because the second phase of creation of an image, i.e., the creation of a print, provides vast
space for variability, several versions can exist which were made from one master at various
times but not necessarily by the artist. Therefore, the term authenticity includes several
aspects, and works of art can be authentic or non-authentic in several respects.

When assessing the genuineness and originality of a work of art, a fake is frequently
presented as the opposite of an original. According to Goodman, the fact that an original and
fake were created in a different context has a negative impact on the aesthetic qualities of
the fake.*”® However, according to others, the non-authenticity of an artifact is related to the
insufficient expression of oneself or the artist’s failure to manifest his/her authority in a
given work of art.*!

Therefore we can see two basic lines of genuineness of an original: 1. genuineness
related to the historical context of the origin of the work of art (the master and the prints
made from it), and 2. genuineness related to the artist’s authority.42

21t represents the most voluminous sum of data acquired from electronic devices without final interpretation
and compression.

*® Goodman 2007 (quoted in footnote 32), pp. 87-95.

* Denis Dutton sums up this attitude in the term expressive authenticity. Dutton, Denis: Authenticity in Art. In:
Levinson, Jerrold: The Oxford Handbook of Aesthetics. New York 2003, pp. 266-267.

*> We have reached such division of authenticity with respect to the fact that the artist does not necessarily
participate in every phase of the creation of a final image; in particular, two-phase media and individual prints
do not have to be originated in the same context. We shall distinguish between the terms authentic and
autographic. The term autographic will only be a sub-category defining works of art which were directly
created by the artist.
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Art philosopher James O. Young distinguishes between four types of authenticity in
his text on cultural appropriation.*® Not all of them are aesthetic categories, nor we cannot
apply everything in his meaning to visual art. Authenticity related to provenance is
interesting for us. Young attributes this authenticity to a work of art only when it
corresponds to the style and genre of a given culture and is produced by its domestic artists.
Authenticity understood in this way does not refer to the aesthetic quality of the work of art,
because even works of art with low aesthetic value can be authentic in terms of provenance.
In this case, Young attributes non-authenticity to artists living outside a given culture. This
frequently pertains to forgers or copy makers reproducing originals outside the “here and
now”* of the original, i.e., in a different time and place. In the sense of Benjamin’s
understanding of the aura of a work of art, we shall designate this component of the
authenticity of a work of art as authenticity in time and space.

A work of art created by reproduction media, for example, a print or photograph
printed from the original printing block or negative, shows signs of this type of
authenticity.45 However, the question is more complicated in the event that such print is
made after the artist’s death. For this case, let’s go directly to authenticity oriented on the
creator of the work of art (the second type of authenticity) which we shall call personal
authenticity.

In the case of art printmaking, a work that is authorized by the artist is considered to
be an original regardless of whether he/she printed it. %

In analogue photography, according to Wittlich, “the term original commonly
designates a signed positive copy in which the adaptation by the artist when developing the
work is valued,”while all subsequently marked copies of the same print are considered
multiplications in the sense of archive practice.*’Copies representing artistic enlargements,
i.e., enlargements developed by the photographer, or developed with his/her assistance, are
the most valued in classical photography because they best fit the artist’s original idea.”®

But let’s return to the established question of whether a work of art is original if it
complies with the aspect of authenticity in time and space (a print from the original matrix
or developing of an original negative) but was done only after the artist’s death or without
his/her knowledge. Philosopher Nigel Warburton sheds more light on this issue. He

* Provenance authenticity, personal authenticity, existential authenticity, style authenticity. Young, James O.:
Cultural Appropriation and the Arts. Blackwell Publishing Ltd 2008, pp. 46-55.

44Authenticity oriented on the historical context of the origin of a work of art is closely connected to Benjamin’s
understanding of the aura of a work of art. Benjamin 1999 (quoted in footnote 30), p. 197.

*Since several prints (several versions) of one printing block or negative exist, some experts or collectors put
emphasis on vintage prints, i.e., prints created by a photographer in a short span of time after shooting the
image. Warburton, Nigel: Authentic Photographs. In: British Journal of Aesthetics, 37, 1997, Vol. 2, p. 129.
**The artist marks the prints which he/she accepts with a signature and possibly the name and serial number,
the total print run and the year of origin. Prints (graphic sheets) printed by the artist or under his/her
supervision are usually marked with the letters E. A. (Epreuve d'Artiste) or A. T. (autorska tla¢ — Artist’s Print).
7 Wittlich 2012 (quoted in footnote 36), p. 111.

*® Lab, Filip — Turek, Jaroslav: Fotografie po fotografii. Praha 2009, pp. 56-57.
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designates two basic types of works of art (photographic prints) with respect to personal
authenticity. The first is a marked photograph in which the artist certified a specific shot. The
second case is a type of photograph or a type of authenticity in which the artist certified the
type and thus set the parameters, yet the specific shot did not have the approval of the
creator of the negative. Warburton prefers certified, i.e., authorized prints because he feels
that a photographer’s individual style is not a sign of his/her distinguishing feature, as in the
case of a painter, but specifically by his/her selection from a large number of shots where
he/she designates the level of expression which corresponds to his/her intention.*’Once
again, a personal authentic work of art does not have to be autographic, but it must at least
be authorized by the creator. As a result, prints created after the artist’s death cannot
become certified photographs, and in terms of personal authenticity, they are non-authentic
prints.

If several versions of a print are made, the other versions, if authorized, are only a
kind of appropriation of the work itself. Time and space authenticity (the print of an original
shot) therefore does not guarantee that the version created shortly after shooting (the
vintage print) is the “materialization of the artist’s intention.”The artist has the right to
reinterpret his/her negatives. And thus, either the legal copy/reproduction or an illegal fake
is the opposite of the original as an authentic work of art. For this reason, an original made
in a reproduction medium must comply with the aspect of authenticity in both directions.

Warburton is convinced that his model of personal authenticity based on the shots
approved by the artist is applicable even to data files, within the framework of which the
terms original and copy merge; however, authorized shots can be considered as authentic.
Can a copy or reproduction which is not authentic in any of the aforementioned respects
become an artistic form?

Young also mentioned personal authenticity and understands it as the fact that a
work of art is an “expression of the artist’s individual genius” which he subsequently explains
as the original approach of the artist which can reflect a tradition on which it is based. In this
case, he considers an imitation or derivate as a non-authentic artifact. However, we are
convinced that he is referring to two different aspects of the original. If a work of art is an
expression of the artist’s genius or a materialization of his/her ideas, it means that the artist
created itor at least authorized it in the manner indicated above.>® Therefore, we will include
imitative and innovative aspects of a work of art in the third characteristic of the original.

Original and Originality

We will start from the assumption that although original and originality are related terms,
they do not affect each other, and originality is one of the attributes of original, similar to
authenticity and uniqueness. While the question of an original directly refers to a work of
art, the question of originality, as we see it, is related to the artist. Originality understood in

* Warburton 1997 (quoted in footnote 45), pp. 134-135.
*° And the definition that a work of art corresponds with the artist’s idea is quite vague because the thought
cannot be verified.
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this way represents the ability to be creative and different in terms of ingenuity. Since not
every original is considered to have the same degree of originality, these two categories do
not depend on each other proportionally, and in individual periods of art history and theory
they do not figure in the same meaning; they are not even treated with the same

seriousness and importance. Richard Schiff perceives originality as “primacy without
n5

n u

predecessors”, “something like being first or the first to do something. ! As a result, the
classification of the artist in history and his/her relationship to history is of supreme
importance. Since originality is directly related to innovativeness, it was not always required.
Therefore, using the term originality we can focus on the inventiveness (novelty), singularity
(singleness) or originality (primacy) of the processed thought and execution, and the extent
of the artist’s originality can be enhanced. Thus, artists can find themselves in the position of
rebellious innovators questioning the old tradition and founding a new tradition, or in the
comfortable position of creators drawing from tried-and-tested effects and schemes. This
dual relationship of innovator versus imitator also has an impact on the relationship of the
original versus the copy (in the sense of imitation). In his perception of personal authenticity,
Young notes that a work of art can be significantly influenced by other works of art (i.e.,
following a tradition), yet personally authentic,®® by means of which it confirms the need to
distinguish between authenticity (in this case personal) and originality.

Conclusions

There are as many positions and shades in the scale between an original and its duplicates
and alternates as there are works of art. As such, the effort to find universal definitions is
doomed from the outset. We tried to make distinctions that can help to closer specify the
position of the original. We concluded that a copy or reproduction is not the opposite of an
original in all of the aforementioned aspects. Multiplication (multioriginal) appears to be the
opposite of uniqueness (of the original) and a non-authentic copy, reproduction or fake
appears to be the opposite of an authentic original.

The significance of autographic works of art has been discussed from the very
beginning of the development of the art market in relation to art production (the marking of
works of art), as well as in the context of expert practice (establishing their value). These
debates continue today. The personal authenticity of a work of art is not yet obsolete,
however it should be documented by proof supporting the fact that the work was created by
the hand of a specific artist or at least under his/her supervision. Therefore, the artist does
not have to directly create the work of art; it is enough if he/she expresses agreement
(mostly in the form of a signature) that the specific work of art is “a reflection of his/her
intention.” Therefore, within visual art we can talk about time and space authenticity
(authenticity of the place and time of the work’s creation in the case of the two-phase media

> Shiff, Richard. Originalita. In: Nelson, Robert S. — Schiff, Richard (eds.): Kritické pojmy dejin umenia (Critical
Terms of Art History). Bratislava 2004, p. 181.
>’Young 2008 (quotation in footnote 43), p. 47.
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of its master) and personal authenticity (the touch of the artist’s hand, his/her supervision or
at least authorization of the final artifact). Imitation is then the opposite of originality.

Thus, the original does not have to be unique or eminently original. Authenticity,
which must comply with time and space and personal criterion, but does not have to show
autographic features (an authorized work of art is sufficient), appears to be the essential
condition in order to designate an artifact as an original.

There are two approaches to the question of whether the dichotomy of original-
copy/reproduction has become obsolete in today’s culture marked by new media. Although
the first is related to the beginning of classical (analogue) photography, i.e., the process,
when the concept of the original versus copy/reproduction began to fall apart; however,
such photography still exists as a materialized image (in the form of a print), and shows signs
related to other images presented and disseminated in the form of a physical artifact. As a
result, old terms began to be automatically applied to this type of photography (and other
materialized reproduction media).

Theoreticians of new media, led by Lev Manovich, are on the other side of the
debate. He emphasizes that post-media aesthetics needs its own categories to describe how
cultural objects organize data and structure the experience of the user of these data.
Therefore, we should not continue to try to apply old vocabulary to new technology. In fact,
he boldly proposes the opposite, to apply new categories to old culture so that it better
speaks to the generation born in the digital era which is a natural environment for them.>

In this case, the relationship of originals and reproductions in the digital era could be
included in the concept of the term simulacrum which is connected with the name of French
sociologist, Jean Baudrillard.>

Today, Benjamin’s thesis from 70 years ago about the futility of looking for originality
in reproduction media appears unjustified, while the efforts of the theoretical community
prove the opposite. Real life shows that the terminology established before Modernism
(original, copy, originality, etc.) has yet to be overcome; it simply needs to be adjusted for
the needs of new media and traditional terms in art applicable to the materialized image,
i.e., the physical artifact. It will be necessary to create new terms for art created, presented,
multiplied and distributed in the virtual environment which will better reflect the nature of
these data.

Although radical new terms are required and expected, it is obvious that it is not so
simple to mercilessly cut off the thread of theoretical deliberations of the past without
consequences. Therefore the contemporary theoretical community deals with the need to

>3 Manovich, Lev: Post-media Aesthetics. Available at http://www.manovich.net/TEXTS 07.HTM (retrieved
12.10.2012).

> Baudrillard, Jean. Simulacres et Simulation. Paris 1981. Also see: Baudrillard, J.: Praecessio simulacrorum. In:
Host, Literdrni revue 1996, Vol. 6, pp. 3-28.
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name new phenomena via compromise — by adding various prefixes® or by combining
already existing terms.>®

Silvia Raj¢anova
Assistant professor of the Department of Fine Art
Pedagogical Faculty of Catholic University in Ruzomberok

English by Paul McCullough

>For example, the prefix post-is added not only to media (post-photography), periods (post-Modernism), but
also to qualitative evaluations. For example, the term post-original original is used by video artist Douglas Davis
for his digitized analogue video recordings and which in this way can be re-designed and deconstructed as new
variants and thus compared with post-photography. And it is not necessary to destroy the original which can
exist along with new version. — Davis, Douglas. The Work of Art in the Age of Digital Reproduction (An Evolving
Thesis: 1991-1995). In: Leonardo, 28, 1995, Vol. 5, pp. 383-384.

*®In 2010, MoMA photography curator Roxana Marcoci used the term original copy for her exhibition: Marcoci,
Roxana. The Original Copy: Photography of Sculpture, 1837 to Today. New York 2010.
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Digitalna koépia: reprodukcia, remake, rekonstrukcia
Michal Cudrnak

»Umelecké dielo bolo vZdy v zdsade reprodukovatelné. To ¢o ludia robili, mohli ludia vZdy
napodobriovat, Takuto ndpodobu uskutocriovali Ziaci, aby sa cvicili v umeni, majstri, aby
rozsirovali diela a napokon treti, ktori boli ziskuchtivi. Napriek tomu je technickd
reprodukovatelnost umeleckého diela ¢imsi novym, presadzujucim sa v umeni v posunoch
nasledujdcich dlho po sebe, no s rastiicou intenzitou.“>’

Esej nemeckého filozofa a kultirneho kritika Waltera Benjamina Umelecké dielo v
epoche svojej technickej reprodukovatelnosti slizi dodnes ako referenény bod pre diskusie o
vztahu umeleckého diela a jeho technickej kdpie. Benjamin v jej tvode spomina techniky
liatia a rezby pouzivané Grékmi, drevorez, nastup tlace, neskér litografie. V rokoch 1935/36,
kedy Benjamin text pisal, bola zaviSenim vyvoja fotografia: “s fotografiou sa prvy raz v
procese obrazovej reprodukcie odlahcila ruka od najdélezitejsich umeleckych povinnosti,

58 Digitalna fotografia a iné

ktoré odteraz pripadli len oku hladiacemu do objektivu.
technoldgie snimania obrazu len rozsirili mozZnosti klasickej fotografie — v kombinacii s
nastrojmi pre Sirenie obrazov (internet) maximalizovali jej moZnosti.

Vsadepritomnost digitalnej kdpie dnes spdsobuje, Ze vztah original-kdpia, tak ako ho
pomenoval Benjamin, sa stdva menej viditelnym. Nas kontakt s umenim je tak ¢asto
sprostredkovany digitalnymi technoldgiami, Ze si prestavame vsimat rozhrania, ktoré tento
kontakt sprostredkuji. Navstevnici galérie si pred znamymi obrazmi fotia “selfie” a

zverejnuju ich na svojom profile. Kratke propagacné video zloZzené z digitalnych reprodukcii

> Benjamin, Walter: Umelecké dielo v epoche svojej technickej reprodukovatelnosti. In: Walter Benjamin:
llumindcie. Ed. Adam BZoch. Kalligram Bratislava 1999, s. 194-225, citat s. 196.
* Ibidem, s. 197.
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premietané v slucke na obrazovkach obchodnych centier ldka nakupujicich na navstevu
muzea, pripadne tam prendsa cell vystavu na velkorozmernych obrazovkach.

Debata o povahe képie vo vztahu k umeniu nezostala len v umenovednych
kabinetoch a ¢lankoch nasledovnikov Frankfurtskej Skoly, ktori nadviazali na Benjaminove
uvahy o aure originalu. Preniesla sa aj mimo akademické prostredie do médii, kde sa o
uplatneni digitalnych technoldgii v praxi muzei a galérii piSe menej kriticky a menej
reflexivne. V ¢lankoch ohlasujucich napriklad novu iniciativu “Google Art” prevlada déraz na
“novost” a historicku ojedinelost moznosti, ktoré prinasa digitalizacia a internet. Pod vrstvou
marketingovych fraz a za ocarenim technoldégiou mézeme hladat zaklad pre rozvinutie
debaty o vztahu originalu a technickej reprodukcie.

Reprodukcia
“Cosi neskodného! Chce byt reprodukciou a ni¢im viacej, podnetom k spomienke, bez ndroku
na samostatné jestvovanie ako umelecké dielo. Takouto nendrocnostou rozlisuje sa
reprodukcia od falzifikatu a kdpie, replikdtu a refaktury. Je napodobeninou, zhotovenou
technicko-strojovym procesom, podla lubosti viacej menej rozmnoZend, bez ohladu na
rovnakost vo velkosti a materidli. Reprodukcia, nech je v akejkolvek technike, mala a md
nesmierny vyznam pre obozndmenie sa s umeleckymi dielami minulych obdobi a pritomnosti
a pre to, aby ostali zndme aj nadalej. “*®

Reprodukcia umeleckého diela bola v praxi galérii prijata pomerne rychlo, stala sa
neoddelitelnou sucastou vystavnych katalégov, pohladnic a inych spomienkovych
predmetov. Pre Stephana Waetzolda, niekdajsieho riaditela Statnych muzei v Nadacii
pruského kultdrneho dediéstva, je ,neskodnost” reprodukcie dana tiez obmedzeniami
technologickych procesov, ktoré nedovolia pribliZit sa k originalu. V ¢ase, ked Waetzold pisal
svoj text boli reprodukcie ,, poznacené” moznostami tlace a fotografie, o 35 rokov neskér sa
posunuli dalej a dnes sa dostdvaju na trh napriklad technoldgie tlace s 3D textarou.®
Digitalna reprodukcia zhmotnenad do tejto podoby sa tak pribliZzuje kvalite ruéne vyhotovenej
kdpie a predstavuje novu generaciu produktu, s ktorym dnes obchoduje mnozstvo firiem.
Len na slovenskom internete ndjdeme desiatky e-shopov, ktoré ponukaju reprodukcie
znamych obrazov, ktorych kvalita je kolisava a je ovplyvnena ,,zdrojovou” digitalnou
reprodukciou. Nejde pritom len o farebnu vernost a kvalitu tlace ,Van Gogha“ v obyvackach,
ale aj o prinos pre ,oboznamenie sa s umeleckymi dielami“. Ak do predaja reprodukcie
vstupuje galéria alebo muzeum (v roli ,vyrobcu”, sprostredkovatela, alebo predajcu), mali by
by sa ,starat o to, aby kvalita reprodukcii zodpovedala najvyssim poZiadavkdm a predsa sa
zachovavala nezamenitelnost medzi origindlom a kdpiou."

Prave tlac reprodukcii je jednou z mozZnosti, ako vyuzit digitdlne reprodukcie
vytvorené pocas projektu Digitalna galéria. Spolu s ich spristupnenim na internete ponukaju

>° Waetzoldt, Stephan: FetiSizmus pravosti? In: Analekta — Informacné a metodické materidly o vytvarnom
umeni, VI, ¢. 1/1979.

60 Revolutionary Dar3D Printing Technology Used by Startup ‘Relief Art’ Shows the Texture of Art. Dostupné na:
http://3dprint.com/80955/dar3d-printing-technology/
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moznost sprostredkovat umenie nielen v digitalnej podobe a otvorit tak verejnosti zbierky
galérii, ktoré by inak zostali ,,skryté” v depozitdroch. Aj preto sme sa rozhodli v Slovenskej
narodnej galérii pontknut na Webe umenia®® sluzbu, ktord umozriuje objednavku
reprodukcii podla vyberu navstevnika. Tlacené reprodukcie ako doplnok interiéru alebo
sucast vystavného katalogu vplyvaju na vnimanie konkrétnych umeleckych diel verejnostou.
Kontakt s nimi byva niekedy Castejsi ako s origindlom, preto je délezité mat ¢o najviac pod
kontrolou ich kvalitu. Ak sa raz dostane na internet nekvalitna reprodukcia, bude pouzivana
dost dlho aj po tom, ako budu dostupné aj kvalitnejsie reprodukcie. Rovnako mdze byt
tlacena reprodukcia z nekvalitného zdroja zamiefiana s originalom natolko, Ze vyvola
pochybnosti o originale (vid. ¢ast ,Zlta kdpia“).

V nasom prostredi predstavuju reprodukcie ako obchodny artikel malo vyuzivanu
mozZnost poskytnut sluzbu, ktorou sa bude prehlbovat autorita galérii a muzei ako nositelov
kvality a odbornosti vo svojej doméne, pripadne prehlbovat ich finanéna nezavislost."O
obchode, preddvani, obchodovani bolo vela reci - vidcSinou v negativnom duchu. K tomu este
niekolko slov: samozrejme viem, Ze obchod sa nedd akosi odsudit, ani mordline, ani
spolocensky. My sami muzejnici nie sme len uradnici, ktorym by ni¢, mimo normdlnych
Stdtnych spravnych procesov, mimo normdlne rozpocty, nenapadlo. Konecne nesieme tiez
zodpovednost za rozumnu rovnovéhu medzi financnymi potrebami svojich institucii a len
obmedzenymi moZnostami hospoddrenia v rémci $tétnych financii, “®?

Remake

Pod slovom remake sa vac¢sinou rozumie nova filmova adaptacia klasického filmu. V
rozSirenom chdpani ide o postup, pri ktorom je staré médium prevedené do novej podoby, s
vyuzitim novych technoldgii. Tradiéné média ako vystavny kataldg dnes nielenze vznikaju
vyhradne z digitalnych podkladov, ale stale ¢astejsie sa transformuju aj do digitalnej podoby
ako eBook, alebo webova stranka. Nadacia Getty udelila na obdobie rokov 2009 - 2014 v
rdmci programu "Online Scholarly Catalogue Initiative" (OSCl) granty muzedm ako San
Francisco Museum of Modern Art, Tate alebo Walker Art Centre , aby tymto "muzedm
pomohli pri prechode z tlacenej podoby do multimedidlnych, webovych publikdcii volne

"63 Tato iniciativa sa dotyka

dostupnych pre hocikoho kto ma pocitac, tablet, alebo smartfon.
média, ktoré asi najdlhsie "odolavalo" digitalnej podobe - vystavny kataldg s celostranovymi
reprodukciami je format, ktory este stale najlepsie vynikne v tlaci.

Informacie a reprodukcie vo vystavnych katalégoch vsak rychlo zastaravaju a su
obmedzené len na text a staticky obraz. V elektronickej podobe sa moznosti rozsiruju o dalsi

typ obsahu, je jednoduchsie aktualizovat text alebo digitalne reprodukcie ako vytlacit novu

®" Web umenia — on-line katalég vytvarnych diel zo zbierok slovenskych galérii evidovanych v Centrélnej
evidencii diel vytvarného umenia. Dostupné na: http://www.webumenia.sk/

%2 Biatostocki, Jan: O replikach a képiach — volakedy a dnes. In: Analekta — Informacné a metodické materidly o
vytvarnom umeni, VI, ¢. 1/1979.

® Online Scholarly Catalogue Initiative. Dostupné na:
http://www.getty.edu/foundation/initiatives/current/osci/index.html
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publikaciu, pri ktorej naklady byvaju vysoké a navratnost vlozenych financii je rozlozena na
dlhsie ¢asové obdobie (ak sa vobec podari pokryt naklady). Vysledkom pilotnych publikacii

z programu OSCI st r6zne podoby toho, ako mézZe vyzerat remake vystavného kataldgu na
webe: kataldg ,vstavany” priamo do Struktury webstranky institucie, alebo samostatna
aplikacia pre iPad; prepojenie online zbierok galérie s dielami z kataldgu, zapojenie videi
ilustrujucich motivy obrazov, rozsirena obrazova dokumentacia venovana restaurovaniu diel
(detailné rentgenové snimky). Pri pretvarani rokmi overenej podoby vystavného kataldgu je
vSak rovnako dolezity déraz na kvalitu textu, obrazu a grafickej Upravy (zachovanie jej
prednosti), ako aj vyuzitie moznosti, ktoré v tlacenej podobe neboli.

Obdobne méZeme vidiet ako predchodcu dnesnych online katalégov zbierok
kartotecné listky uloZené v , badatelskom katalégu”, ktory bol dlhy ¢as jedinou mozZnostou,
ako sa dostat na jednom mieste k informdciam a fotografidam o zbierkach viacerych
(oddelenych) zbierok. Prikladom je Centrdlna evidencia diel vytvarného umenia ako fyzicky
kataldg s dokumentaénymi kartami, ktory doteraz slizi badatelom v budove SNG. Web
umenia vyuziva Udaje z kariet centralneho kataldgu, ktoré boli do elektronickej formy
prepisane v 90. rokoch 20. storocia. Spolu s digitdlnymi reprodukciami ich pretvdra z podoby
kartotecného listku do vyhladdvacieho nastroja a publikacnej platformy, ktora prekracuje
moznosti fyzického kataldgu v kvalite obrazového materidlu, pouzitelnosti, rychlosti
vyhladavania a moznosti kombinovania kritérii. Online katalég ako remake, alebo
transformdcia starého média kartotecnych listkov presahuje jeho kvality a stdva sa
svojbytnym médiom s vlastnymi Specifikami.

Rekonstrukcia
Ak prispeli rimske kdpie gréckych soch k zachovaniu gréckej kultdry a umenia, je moziné ze v
buducnosti budu ludia poznat pamiatky aj vdaka tlacenym alebo digitalnym 3D
modelom. Cenova dostupnost hardvéru a softvéru priniesli vyuZitie3D modelov vo vysokom
rozliseni a 3D tladiarni aj v prostredi paméatovych institdcii: muzed zverejniuju volne 3D
modely objektov zo svojich zbierok a vyzyvaju verejnost aby si ich tladili, reStauratori v ramci
pripravnych prac tlacia chybajuce ¢asti reStaurovanych objektov.

V prostredi archeoldgie sa do pozornosti nedavno dostal pojem digitdlna
rekonstrukcia aj ,vdaka“” ni¢eniu kulturnych pamiatok na Blizkom vychode. Jednou
z organizacii ktora sa venuje digitalnej rekonstrukcii pamiatok je Institute for Digital
Archeology (IDA), ,,spolocny podnik Harvardskej univerzity, Oxfordskej univerzity a Muzea
buducnosti v Dubaji, ktory podporuje vyvoj a vyuZitie digitdlnej technoldgie pre snimanie
obrazu a 3D tlac v prostredi archeoldgie, epigrafie, dejin umenia a restaurovania. Vyuzitim
technoldgie velkorozmernej 3D tlace realizuje dékladné a citlivé restaurovanie objektov
a architektonickych pamiatok, ktoré boli znicené vojenskymi konfliktmi alebo prirodnymi
katastrofami.”®* Len niekolko mesiacov pred zni¢enim Palmyry jednotkami ISIS sa
dobrovolnikom IDA podarilo nasnimat napriklad oblik chramu Bel. V IDA nepredpokladali, ze
ich aktivita sa tak rychlo stane poslednou dokumentaciou tychto objektov, ich praca bola

% The Institute for Digital Archeology — About us. Dostupné na: http://digitalarchaeology.org.uk/
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nasledne v médidach prirovnana k zachrane umeleckych diel vojenskou jednotkou spojencov
pocas 2. svetovej vojny.65 Zatial ¢o tej sa podarilo zachranit samotné umelecké diela,
dobrovolnici IDA uchovali pamiatky z Palmyry len digitalnej podobe.

Pokracovanim je projekt , The Million Image Database”, v ramci ktorého budu
dobrovolnici IDA vybaveni 3D fotoaparatmi od roku 2016 snimat vo vysokom rozliseni
pamiatky v oblastiach konfliktov na Blizkom vychode a v severnej Afrike. Vysledné snimky a
modely budu zverejnené na webovej stranke pre volné vyuzitie. Jednym zo spOsobov ich
vyuzitia je identifikdcia pamiatok pre pripad, Ze sa objavia na trhu s umenim (nicenie ISIS nie
je len ikonoklazmom, ale aj vynosnym obchodom s ukoristenymi ¢astami zni¢enych
pamiatok).

Obr. 1 3D model obliku z chramu Bel v Palmyre

V ramci vyvoja technickej reprodukcie/zobrazovania umeleckych diel a pamiatok sa
tak 3D snimanie zaradi napriklad ku kniznej tlaci a grafike, ktoré dokumentuju podobu dnes
uz neexistujucich kulturnych pamiatok. Podobne ako nie je zachytenie Palmyry z 18. storocia
na grafike exaktnym vyobrazenim daného miesta, nie je ani digitalna rekonstrukcia ¢asti
chramu Bel presnym zachytenim stavu zni¢enej pamiatky. Snimanie objektov vo vysokom
rozliSeni (¢i uz 2D, alebo 3D) moZe navodzovat dojem, Ze vo vysledku bude original

® The New Monument Men Outsmart ISIS. Dostupné na:
http://www.newsweek.com/2015/11/20/institute-digital-archaeology-preserves-cultural-heritage-middle-east-
392732.html
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nahraditelny jeho digitalnou képiou. PouzZitie terminu rekonstrukcia vSsak odkazuje na posun,
ktory nastane pri snimani a vytvarani modelu objektu. 3D model je stdle len reprezentaciou
dat nasnimanych zariadenim s technologickymi limitmi (napr. miera zachyteného detailu
povrchu, presnost snimania bodov, nemoznost snimat vnitornd hmotu) a interpretovanych
softvérom, ktory je pre ,Citanie” digitdlnej kdpie nevyhnutny a zdsadne ovplyvriuje jej
podobu.

' n la Ralmyrene. hilte par Sirlomon /ifﬁ/ct.r
d;mz?inr‘ exandre, neflituee par 1 Emp. FCa ;
7

'ﬂ%a‘ﬁ%}m?;aﬁ% Enrgaurf, ’.:r eugus Les Rumes de Plmyre ancienne ropubligue ¢

“DiecRunen der
f‘:;?"ib‘"'gwu.d;m"m” A Wl e e S Ovies fauefarlich gemachi. dafinadh
elst gani verheret. Siele Darbaren v dieDefichligimg drefes Ories gentay Arabes (28 Bk Bt Orpjicille .
D1 » heraiis geacben. { s Ces Barbares en font I aciez o1 Cyjicile. gu y ’
“fh{b%::’ﬁr:}a:;:arz'k ""‘mﬁﬁnm Fﬂ:::n}]‘frmiﬂw ".'55:,'5,% oﬁ%‘ﬁ&% it it mwr le premiter quu peut rasfivrer les curicie m{l{h urn{"t?u prececant Pusqueil saccorde bien avec le esféin de
enmige Sehwedifche Cawrliers menlich il Dekhl.S” igl.-‘ﬁllmvm?d-m\m s Orrent witaebracht habert - ¢ avec celut' gue que quﬂ(ﬁmlmnfun?um' ontapporte O { Oruent par Ordre e Sa MWay.leRotce Suede.

Sttt Lichwra einer alten Benen Xepubligue in&rm‘&/nw?
chiet K%

% Orien saccagee sotis L Emp. Aurelien [l z70. ¢t ruinée Cepurs

apres le esfein que NWAe Brun ena, puublic dov.au Lev)

Obr. 2 Johann Bernhard Fischer von Erlach — Ruiny mesta Palmyra (1730)
http://www.webumenia.sk/dielo/SVK:SNG.G_10045-35

Jednym z néstrojov, ktoré masovo rozsirilo 3D modely donedavna prehliadatelné len na

vykonnych pocitacoch s drahym softvérom ponuka webstranka Sketchfab, ,platforma pre

“66 Najdete tam nielen fantasy

publikovanie a vyhladdvanie toho najlepSieho 3D obsahu.
postavy z hier, modely automobilov, ale aj modely zbierkovych predmetov muzei.
"Pochddzaju z progresivne zmyslajucich institucii ako je napriklad Britské muzeum, alebo od
ludi z celého sveta, ktori pomdhaju pri crowdsourcovani digitdinej rekonstrukcie kulturneho
dedicstva. Verime v to, Ze ¢im jednoduchsie je zdielat, tym jednoduchSie je pozndvat nase

n67

kulturne dedicstvo a korene."’” Paméatové institucie ktoré zmyslaju podobne sa mozu zapojit

% Sketchfab — About. Dostupné na: https://sketchfab.com/about
%7 Sketchfab for Museums and Cultural Heritage. Dostupné na:

https://sketchfab.com/museums?utm_source=newsletter&amp;utm; medium=&amp;utm_content=museums

&amp;utm campaign=2015-43
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do programu "Sketchfab pre muzed a kulturne dedicstvo", ktory ponuka zviditelnenie zbierok
na platforme, ktord vyuziva mnoho profesii , kreativneho priemyslu” — tvorcovia
pocitaovych hier, animdcii, architekti.

MozZno aj pomerne maly pocet [udi pracujucich v tychto odvetviach u nas je jednym z
dovodov, preco nevznikol dopyt po takomto vyuzZiti zbierok galérii a muzei. Vysledky

z projektov ako Digitdlne muzeum a Digitalny pamiatkovy fond si tak eSte len budu hladat
moznosti uplatnenia: , VyuZitelnhost je vSestrannd, ¢i uz film, divadlo, alebo vyrdbanie replik
tychto veci do buducna cez 3D tlaciarne. Hovorim o jednom velkom pokroku, ktory si mnohi
neuvedomuju. Napriklad zrakovo postihnuti ludia, ktori predmety nevidia, budu si ich méct
zobrat do ruky a ohmatat. Budu to verné képie predmetov. “*®

Odhliadnuc od miery vernosti sa 3D tla¢ sa postupnym skvalitiovanim rozsiruje z
prostredia dizajnu, kde slizia hlavne pre ucely prototypovania, aj do inych odvetvi. V
galériach kde su beZnou sucastou zbierok odliatky séch nie je vylicené ani zaradenie kopie
znameho diela vytvorenej 3D tlacou z digitdlneho modelu, ktord méze byt dostatocnou
»,nahradou” originalu, ktory nie je mozné vystavit.

, Tradi¢nd kdpia, obklopend pohfdanim, postupne ziskava v rukdch citlivych a
mudrych muzeoldégov svoju pozitivnu ulohu. Aj ona md svoje miesto v sucasnom velkom
procese muzeifikdcie umenia. V tradicnych muzedch sa sdly gipsovych odliatkov stali
pavucinami pokrytym "panopticum", ale nové muzed fresiek, aké su v PariZi a v Belehrade,
ukdzali v plnosti potrebu a zmysel existencie kopie. Odliatok z dZungle vytiahnutej svétyne
Bonampak, ktory ju s celou pietou reprodukuje, je v parku mexického muzea rovnako

samozrejmym, akymi urcite boli kdpie gréckych séch vo vile rimskeho znalca. 69

ZIta kopia
Vermeerova Mliekarka sa vdaka studii "The problem of Yellow Milkmaid" stala symbolom
toho, preco by mali galérie a mizea zmenit pristup v publikovani digitalnych képii na
internete. "Pocas prieskumu zistili v Rijksmuseum, Ze na internete je viac ako 10.000 kopii
Mliekarky, prevazne chabych a naZltlych reprodukcii. Ndsledkom vsetkych tychto
nekvalitnych kdpii na webe uZ ludia podla Rijksmusea neverili, Ze pohladnice v obchode
muzea zobrazuju origindlnu malbu. “To bolo dévodom, preco sme sa rozhodli zverejnit
snimky vo vysokom rozliSeni spolu s otvorenymi metaddatami sami. Otvorit nase ddta
verejnosti je najlepsou obranou pred "Zltou Mliekarkou*.” 0

Mnohé nekvalitné snimky pochadzaju od navstevnikov, ktori si vystavené diela
odfotia a zverejnia na internete, dalsie su skeny z tlacenych publikacii. Tieto digitalne kdpie
odrazaju variabilitu roznych spdsobov snimania a Uprav, ktoré nesu analégové aj digitalne

% Muzeum SNP finiSuje s projektom digitalizacie zbierkovych predmetov. Dostupné na:
http://extraslovensko.sk/novinka/muzeum-snp-finisuje-s-projektom-digitalizacie-zbierkovych-predmetov

% Biatostocki 1979 (cit, pozn. 62).

7 Verwayen,Harry — Arnoldus, Martijn — Kaufman, Peter B.: The Problem of the Yellow Milkmaid. Dostupné na:

http://pro.europeana.eu/files/Europeana Professional/Publications/Whitepaper 2-The Yellow Milkmaid.pdf
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stopy. Okrem farebnych posunov ilustrovanych na priklade ,,Mliekarky“ je prikladom r6znych
"deformacii" originalu efekt, ktory vznikne naskenovanim tlaCového rastra po jeho
naskenovani a zostreni, aplikovanie réznych filtrov a algoritmov pre kompresiu. Stovky
takychto variant digitalnych képii znamych malieb postupne zverejriuje blog "The Yellow

Milkmaid Syndrome".”*

Obr. 3 Ukazka vyhladavania v Google Images pre klucové slova ,,Milkmaid“ a ,Vermeer”

Vacsina muzei a galérii ma svoje "ZzIté Mliekarky". V Slovenskej narodnej galérii by to
mohol byt obraz "Jan Francisci ako kapitan slovenskych dobrovolnikov" od Petra Michala
Bohuna. Tato malba bola ¢asto reprodukovana v ucebniciach alebo historickych
publikaciach, najdeme ju napriklad na obalke knihy "Dejiny Slovenska" od historika Dusana
Kovéca vo vydani z roku 1998. Vacsina digitalnych reprodukcii tejto malby na internete su
skeny z tychto publikacii, ktorych kvalita je velmi nizka. Heslo "Slovak Uprising 1848—-1849"

" Yellow Milkmaid Sysndrome. Dostupné na: http://yellowmilkmaidsyndrome.tumblr.com/
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na Wikipedii obsahuje jednu z najhorsich reprodukcii — okrem toho, Ze je zrkadlovo otocena
— obsahuje aj nepresny ndzov "Painting of Capt. Jan Francisci with Slovak volunteers on
Miava". Pre niekoho to je d6kaz nespolahlivosti Wikipédie, no pre odbornikov alebo
vlastnika origindlu by to mohla byt vyzva na opravu nespravnych Udajov a nahradenie
nekvalitnej reprodukcie. Pre nds v SNG je to jeden z dovodov, preco chceme ¢oskoro v
spolupraci s komunitou dobrovolnikov umiestnit na Wikipediu digitalne reprodukcie volnych
diel. Galérie svojou autoritou zabezpecia nielen to, Ze sa navstevnici Wikipedie nebudu
pozerat (a preberat) nekvalitné reprodukcie, ale dosiahnu tiez vacsiu viditelnost svojich
zbierok.

Obr. 4 Rozne digitalne reprodukcie obrazu "Jan Francisci ako kapitan slovenskych dobrovolnikov"
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Miera, do akej bude dalej digitalna kdpia vyuzivana zavisi prave od toho, Ci je
spristupnena s licenciou, ktora umoznuje Sirenie. V poslednych rokoch narasta pocet
institucii, ktoré spristupnuju svoje zbierky pod Creative Commons, alebo ako verejné
vlastnictvo (public domain.) Creative Commons je subor licencii, ktoré ulahcuju drzitelom
autorskych prav vyjadrenie toho, aké prdva si pri zverejneni diela chct zachovat a ktorych sa
chcu vzdat. Viaceré institucie zverejnuju digitalne reprodukcie diel zo svojich zbierok pod
Creative Commons licenciou, ktord umoznuje len nekomeréné Sirenie s uvedenim atribucie
vlastnika a bez mozZnosti Uprav. Podla pomerne rozsirenej interpretacie autorského zdkona
viak nie je mechanicka reprodukcia diela ktora vznikla napriklad skenovanim autorskym
dielom, takZe na samotnu digitalnu kdpiu nie je mozné vztahovat autorské prava. Ak sa jedna
o reprodukciu diela, na ktoré sa uz nevztahuju autorské prava (uplynulo 70 rokov po smrti
autora), mala by byt podla tejto interpretdcie spristupnend ako verejné vlastnictvo. "Co
spadd do verejného vlastnictva by malo po digitalizdcii zostat vo verejnom vlastnictve."” Aj
to bol jeden z dévodov, preco sa SNG rozhodla volné diela spristupnit ako verejné
vlastnictvo, bez obmedzeni na vyuZitie, vratane komeréného.

Buducnost
"MozZno pride ¢as, ked'sa vsetkym pristupné "museum cartaceum" stane zdkladnou formou
umenia? Alebo to mozno bude domdca diatéka diapozitivov s premietackou a v buducnosti
zbierka kaziet s filmami o umeni, ktoré si budeme méct premietat vo vlastnom televizore. "
Nové technoldgie so sebou vidy prinasali aj predstavy o zmendch, ktoré v buducnosti
vyvolaju. Tato znela koncom 70. rokov kedy ju vyjadril polsky kunsthistorik Jan Bialstocki
mozno odvazne, ale v ¢ase kvalitnych digitalnych reprodukcii volne dostupnych na
webstrankach galérii, Youtube videi o zbierkach muzei z celého sveta, alebo ,,obrazoviek s

“7% 7nie ako

vysokym rozliSenim uréenych na vystavovanie digitdlneho umenia vo vasom byte
logické vyustenie vyvoja technickej reprodukovatelosti umenia. O tom, &i sa digitalna kdpia
stala zakladnou formou umenia, alebo je stale len ,teaserom” pre navstevu galérie a

rozSirenim originalu rozhodnu aj pracovnici galérii a ich ndvstevnici.

Michal Cudrndak
kurdtor digitalnej galérie, LAB SNG
Slovenska ndrodna galéria Bratislava

7% Europeana Public Domain Charter. Dostupné na http://www.europeana.eu/portal/rights/public-domain-

charter.html
7® Biatostocki 1979 (cit, pozn. 62).
* Electric Objects — About. Dostupné na: https://www.electricobjects.com/about
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The Digital Copy: Reproduction, Remake, and Reconstruction
Michal Cudrnak

“The work of art was always fundamentally reproducible. People could always imitate that
which they made. This imitation was made by students, so that they may learn art, masters,
so that artworks are multiplied and, finally, those who wished to profit from it. Nevertheless,
mechanical reproduction of the artwork is something new, and makes steps of with long
intervals but with growing intensity.””

The essay by the German philosopher and cultural critic Walter Benjamin, The Work
of Art in the Age of Mechanical Reproduction, serves to this day as a reference point for
discussions surrounding the relationship of the artwork with its mechanical copy. In its
introduction, Benjamin recalls the techniques of casting and carving used by the Greeks, the
woodcut, the rise of printing, and later lithography. When Benjamin wrote the text in
1935/36, the summit of this process was photography: “for the first time, photographic
reproduction absolved the hand from its most important artistic responsibilities, which from

~7% Digital photography and

now on were continued only by the eye gazing into an objective.
other technologies of capturing images only widened the possibilities of classic photography
—they maximised its potential in combination with tools to disseminate imagery (the
internet).

The omnipresence of the digital copy today has caused the relationship between the
original and copy, as understood by Benjamin, to become less and less visible. Consequently,
our contact with art is often mediated by digital technology to such an extent that we lose

sight of the interfaces which make this contact possible. Gallery visitors take selfies before

7> Benjamin, Walter: Umelecké dielo v epoche svojej technickej reprodukovatelnosti. In: Benjamin, Walter:
llumindcie (Kaligram, 1999), pp. 194-225, quote p. 196.
’® Ibid., p. 197.
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famous paintings and publish them on their profiles. Short promotional videos made with
collected digital reproductions, on a loop on screens in shopping centres, entices shoppers
to visit the museum; even the entire exhibition is transferred there by large-format screens.

The debate surrounding copies and their relationship to art has not stayed put in art
theoretical cabinets and articles written by followers of the Frankfurt school, who continued
Benjamin’s ideas about the aura of the original. It seeped out of the academic environment
into media, where the use of digital technology by museums and galleries is considered less
critically and reflectively. For instance, articles on the new Google Art initiative focus on the
‘innovation’ and historical singularity of the possibilities offered by digitalisation and the
internet. Under the layer of marketing speak and technological enchantment, we should
look for a basis from which to develop a debate about the original and mechanical
reproduction.

Reproduction

“Something harmless! It wishes to be a reproduction and nothing more, a spur to memory,
without claims to independent life as a work of art. This undemanding character separates
the reproduction from the fake and the copy, replica and refracture. It is an imitation, made
by a technical-mechanical process, more or less multiplied at will, without respect for
sameness of size or materials. The reproduction, in whatever technique, had and continues to
have immeasurable significance in enabling continued familiarity with artworks from the
past and the present”.”’

The art reproduction became accepted practice relatively quickly in galleries, and
became an inseparable part of exhibition catalogues, postcards and other souvenir
ephemera. For Stephan Waetzold, erstwhile director of the State Museums in the
Foundation of Prussian Cultural Heritage, the “harmlessness” of the reproduction was also
ensured by the limitations of technological processes which did not allow it to approach the
original. At the time when Waetzold wrote his text, reproductions were “marked” by the
possibilities of print and photography; 35 years later they were pushed further and, today
for instance, we have 3-D printing texture prints on the market.”® The digital reproduction
materialised into this shape thus approaches the quality of the hand-made copy, and
represents a new generation of product which is traded by numerous businesses. The
Slovak web alone contains tens of e-shops which offer reproductions of well-known
paintings, whose quality is doubtful and dependent on the ‘source’ digital reproduction. It is
not just about colour verity and quality of print in the ‘van Gogh’ in living rooms, but also the
contribution for ‘getting to know artworks’. If a gallery or museum enters into the
reproduction trade (in the role of ‘producer’, middle-man, or seller), it should “ensure that

77 Waetzoldt, Stephan: FetiSizmus pravosti? In: Analekta — Informacné a metodické materidly o vytvarnom
umeni, VI, no. 1/1979.

78 Revolutionary Dar3D Printing Technology Used by Startup ‘Relief Art’ Shows the Texture of Art. Retrieved
from: http://3dprint.com/80955/dar3d-printing-technology/
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the quality of reproduction conforms to the highest standards and yet maintains the non-
exchangeability between the original and copy".79

The printing of reproductions is one of the ways how to utilise reproductions made
for the Digital Gallery project. Together with their sharing on the internet it offers the
possibility to make available art not only digitally and as such open to the public gallery
collections which would have otherwise remained ‘hidden’ in storage. This is also why we at
the Slovak National Gallery decided to offer a service, in the form of the Art Web, which
includes the option of ordering a reproduction. Printed reproductions as interior accessories
or in exhibition catalogues alter the way the public sees individual artworks. This kind of
contact is often more frequent than with the original, which is why it is crucial to control its
quality. If a bad quality reproduction is uploaded on the internet, it will be in use long after a
better reproduction becomes available. Similarly, a printed reproduction from a bad quality
source can be confused with the original to such a degree, that it will cast a shadow upon
the latter (see ‘yellow copy’ below).

In our environment, reproductions as a tradable commaodity is a rare opportunity to
offer a service with which to underwrite the authority of galleries and museums as bearers
of quality and expertise in their fields, as well as shore up their financial independence.
“There has been much talk of business, selling, trading — mostly negative. A few more
remarks on this point: of course | accept that it is impossible to condemn business, whether
morally or socially. Us museum workers are not just bureaucrats with no ideas outside of the
regular state administration systems, outside the regular budgets. Finally, we also bear the
responsibility for a sensible balance between the financial needs of our institutions, and the

limited possibilities of existing from state finances alone.” %

Remake

The word ‘remake’ usually connotes a new adaptation of a classic film. A broader
interpretation includes a process in which an older medium is placed into a new form, with
the use of new technology. Traditional media such as an exhibition catalogue are now made
exclusively with digital methods; and they are also increasingly transformed into a digital e-
Book or website. In the period 2009-2014, the Getty Foundation as part of their ‘Online
Scholarly Catalogue Initiative’ (OSCI) gave grants to institutions such as the San Francisco
Museum of Modern Art, Tate or the Walker Art Centre, in order to “facilitate the transition
from the printed form into multimedia, web publications freely accessible to anyone with a

computer, tablet or smartphone”.®! This initiative pertains to one of the most ‘resistant’

”® Web umenia — online catalogue of artworks from the collections of Slovak galleries indexed in the Central
Index of Works of Fine Art. Retrieved from: http://www.webumenia.sk/

¥ Bjatostocki, Jan: O replikach a kdpidch — volakedy a dnes In: Analekta - Informacné a metodické materidly o
vytvarnom umeni, VI, no. 1/1979.

& Online Scholarly Catalogue Initiative. Retrieved from:
http://www.getty.edu/foundation/initiatives/current/osci/index.html

39



mediums to digitalisation — the exhibition catalogue with full-page reproduction is a format
which is still best seen through print.

But the information and reproductions in exhibition catalogues age quickly and are
limited to text or static image. The electronic format widens the possibilities for another
type of content, and it is simpler to update the text or digital reproductions than to print a
new publication, whose costs tend to be high and the return on investment is expected
through a long time period (if the costs get covered at all). The outcome of the OSCI program
pilot publications is a number of ideas how a remake of an exhibition catalogue on the web
could look: as a catalogue ‘inbuilt’ directly into the structure of the institution website, or as
an independent publication for an iPad; connecting online gallery collections with catalogue
works, or the insertion of videos which illustrate pictorial motifs, and a wider image
documentation dedicated to restoration work (with detailed Roentgen images). In
transforming the time-honoured format of the exhibition catalogue, however, it is important
to maintain the quality of text, image and graphic design, as well as implementing newly
available possibilities.

Similarly, we can see the ancestors of today’s online collection catalogues in the filing
cabinet notes within a ‘research catalogue’, which was for a long time the only way how to
access, from one place, information and photographs relating to different separate
collections. An example is the Central Index of Works of Fine Art, as a physical catalogue
made up of documentation cards, which still serves its purpose to researchers in the Slovak
National Gallery building. The Art Web uses data from this central catalogue, and was
rewritten into electronic form in the 1990s. Together with digital reproductions, this data is
being transformed from a filing note into a search tool and publishing platform that goes
beyond the possibilities of a physical catalogue —in the quality of images, usability, speed of
searching and the option to combine criteria. The online catalogue as a remake, or
transformation of the old medium of filing cabinet notes overshadows the original qualities
and becomes an independent medium with its own raison d’étre.

Reconstruction

If Roman copies of Greek sculptures helped to preserve Greek art and culture, it is feasible
that people in the future will also know artworks through printed or digital 3D models. The
affordability of the hardware and software has made it possible for heritage institutions to
make use of 3D models in high resolution and 3D printers: museums are freely releasing 3D
models of objects from their collections and exhort the public to print them, while restorers
print missing parts of restored objects as part of preparatory works.

The idea of the digital reconstruction also came into focus recently in the
archaeological sphere, ‘thanks’ also to the destruction of cultural heritage in the Middle East.
One of the organisations dedicated to the digital reconstruction of monuments is the
Institute for Digital Archeology (IDA), “a joint enterprise of Harvard University, Oxford
University and the Museum of the Future in Dubai, which supports the development and use
of digital technologies to capture imagery and 3D printing within archaeology, epigraphy, art
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history and restoration. Through using large-format 3D printing technology, it makes
comprehensive and sensitive restorations of objects and architectural monuments which

82 Only a few months before

have been destroyed in armed conflict or natural catastrophe.
the destruction of Palmyra by ISIS units, for instance, IDA volunteers managed to shoot the

arch of the Temple of Bel. IDA could not know that their activity would rapidly become the

last documentation of these objects, and thus their work was compared in the media to the
rescue of artworks by an Allied army unit during World War I1. 2 While the latter managed

to rescue actual artworks, IDA volunteers preserved the Palmyra monuments only in digital
form.

It continues with , The Million Image Database” project within which the IDA
volunteers equipped with 3D cameras from 2016 will record in High Definition the
monuments in the conflict areas of the Middle East and North Africa. The resulting pictures
and models will be published on a publicly accessible website. One of its uses is the
identification of artefacts in case they are put on the market (destruction by ISIS is no
iconoclasm, but a highly profitable business with stolen pieces from the destroyed

monuments).

Fig. 1 3D model of the arch from the Temple of Bel in Palmyra

® The Institute for Digital Archeology — About us. Retrieved from: http://digitalarchaeology.org.uk/
® The New Monument Men Outsmart ISIS. Retrieved from: http://www.newsweek.com/2015/11/20/institute-
digital-archaeology-preserves-cultural-heritage-middle-east-392732.html
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Within the development of technical reproduction/representation of art works, 3D
imaging may become, for example, a part of book printing and graphics which document the
look of cultural monuments which no longer exist. Neither is the 18th century drawing of
Palmyra an exact image of the site, nor is the digital reconstruction of the part of the Bel
Temple an exact image of the destroyed monument. The recording of objects in HD (be it 2D
or 3D) may create an impression that in the result the original will be replicable by its digital
copy. However, the use of the term reconstruction points to the shift which will take place
when recording and creating the model of the objects. The 3D model is still just a
representation of the data recorded by equipment with technological limits (e.g. the scale of
the surface detail imaging, the accuracy of imaging of points, the inability to record inner
matter) and interpreted by software which is necessary for “reading” the digital copy while

principally affecting its image.
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Fig. 2 Johann Bernhard Fischer von Erlach — The Ruins of Palmyra City (1730)
http://www.webumenia.sk/dielo/SVK:SNG.G 10045-35

One of the tools which have allowed a mass spread of 3D models, hitherto only
accessible on high performance computers with expensive software, was the Sketchfab
website, ,,a platform for publishing and surfing the best 3D content.“®* What you can find
there is not only fantasy figures from plays and car models, but also models of museum

8 Sketchfab — About. Retrieved from: https://sketchfab.com/about

42


http://www.webumenia.sk/dielo/SVK:SNG.G_10045-35

collection artefacts. "They come from progressive institutions like the British Museum, or
from the people from all over the world who help with crowd sourcing the digital
reconstruction of cultural heritage. We believe that the simpler the sharing is, the simpler

the learning about our cultural heritage and roots."®

The heritage institutions with similar
ambitions can join the programme ‘Sketchfab for Museums and Cultural Heritage’ which
offers visibility on a platform used by many professions of the ‘creative industry’ — creators
of computer games, animators, or architects.

In our country, it may be the relatively small number of people working in the above
industries, causing a lack of demand for this kind of usage of the collections in galleries and
museums. Therefore the outcomes of the projects such as the Digital Museum and The
Digital Heritage Fund are yet to find opportunities for their application: , The applicability is
versatile, whether in film, theatre, or making replicas of these objects in the future through
3D printers. | am speaking about a great progress which many people are not aware of. For
example the visually impaired, those unable to see objects, will be able to hold them in their
hands and touch them. They will be precise copies of objects.”86

Regardless of the precision rate, with its gradual development towards higher quality
the 3D print keeps expanding from the design environment, where it serves mostly
prototyping purposes, to other industries, too. In galleries where sculpture casts are a
common part of the collections, it is possible that a copy of a famous work created by 3D
print will be included in the collections, too, and become a sufficient “replacement” of the
original which cannot be displayed.

,In the sensitive hands of wise museologists, a traditional copy, surrounded with
disdain, is gradually attaining its positive role. It, too, has its own place in the current great
process of museification of art. While in traditional museums the halls with gypsum casts
became a spider’s web-covered "panopticon", the new museums of frescoes like those in
Paris and Belgrade, have shown in full the necessity and meaning of the copy. The cast of
the Bonampak Temple dragged out of the jungle, which is reproduced with due piety, in the
park of a Mexican museum is a natural occurrence, in the same way as are the copies of

. . . 7
Greek sculptures in the villa of a Roman connoisseur."®

The Yellow Copy

Thanks to the ‘Problem of the Yellow Milkmaid’ study, Vermeer’s Milkmaid became a symbol
of why galleries and museums must change their approach to publishing digital copies on
the internet. “During research the Rijksmuseum discovered that the internet contains more
than 10,000 copies of the Milkmaid, mostly weak and yellowing reproductions. As a result of

% Sketchfab for Museums and Cultural Heritage. Retrieved from:
https://sketchfab.com/museums?utm_source=newsletter&amp;utm;_medium=&amp;utm_content=museums
&amp;utm_campaign=2015-43

¥ Muzeum SNP finiSuje s projektom digitalizacie zbierkovych predmetov. Retrieved from:
http://extraslovensko.sk/novinka/muzeum-snp-finisuje-s-projektom-digitalizacie-zbierkovych-predmetov

¥ Biatostocki 1979 (quoted in footnote 80).
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all these bad-quality copies on the web, people according to the Rijksmuseum could not
believe that the postcards in the museum shop actually depicted the original painting. “This
was the reason why we decided to publish images in high resolution ourselves, together with
open metadata. Opening our data to the public is the best form of defence against the
‘Yellow Milkmaid’” .28

Many low-quality images come from visitors who photograph and then publish the
works on the internet; others are scanned in from printed material. These digital copies
reflect the variability of various ways of taking images and adjustments which bear both
analogue and digital traces. Apart from the colour discrepancies, illustrated by the Milkmaid,
one of the various ‘deformations’ of the originals is the effect created by scanning an image
and its sharpening, and application of diverse filters and algorithms for compression.
Hundreds of these variants of digital copies of famous paintings are periodically published in
‘The Yellow Milkmaid Syndrome’ blog.*’

Fig. 3 —Screen grab of a Google Images search with the key words ‘Milkmaid’ and ‘Vermeer’

88 Verwayen, Harry — Arnoldus, Martijn — Kaufman, Peter B.: The Problem of the Yellow Milkmaid. Retrieved
from: http://pro.europeana.eu/files/Europeana_Professional/Publications/Whitepaper_2-
The_Yellow_Milkmaid.pdf

¥ vellow Milkmaid Sysndrome. Dostupné na: http://yellowmilkmaidsyndrome.tumblr.com/
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Most museums and galleries have their own ‘Yellow Milkmaids’. In the case of the
Slovak National Gallery, this could be the painting Jdn Francisci as Captain of the Slovak
Volunteers by Peter Michal Bohuni. This painting was often reproduced in textbooks or
history books, and we can see it for instance on the cover of the History of Slovakia by Du$an
Kovac in 1998. Most of the digital reproductions of this painting on the interned are scans
from these publications, and as such their quality is very low. The Wikipedia entry for the
‘Slovak Uprising 1848 — 1849’ contains one of the worst reproductions — apart from the fact
that it is mirrored — and contains the inaccurate title Painting of Capt. Jan Francisci with
Slovak Volunteers on Miava (sic). For some it is proof of Wikipedia’s inaccuracy, but for
experts or owner of the original it should be a challenge to rectify wrong information or to
replace a low-quality reproduction. For us at the Slovak National Gallery it is one of the
reasons why we would like, soon and with the volunteer community, to upload free digital
reproductions of works on Wikipedia. With their authority, galleries can ensure that
Wikipedia visitors will not see (and pass on) bad quality reproductions, and attain a greater
visibility of their collections.

Fig. 4 — Various digital reproductions of Jdn Francisci as Captain of the Slovak Volunteers
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The scale in which the digital copy will be further utilised is dependent on whether it
is permitted by a licence which allows dissemination. In recent years, the list grows of
institutions which publish their collections under Creative Commons, or release them into
the public domain. Creative Commons is a set of licences which help copyright holders to
make clear which rights they would like to retain, and which to surrender in publishing the
work. Several institutions publish their digital reproductions of works from their collections
under the Creative Commons licence, which only allows for non-commercial distribution,
with the owner’s attributes and without right to alter. But according to a relatively wide
interpretation of copyright law, a mechanical reproductions which was made for instance by
scanning is not subject to copyright, and thus it is not possible to bring copyright to bear on
to a digital reproduction itself. In case of a reproduction of a work which is no longer subject
of copyright (70 years having passed), according to this interpretation it should be in public
ownership. “What already belongs in the public domain should remain there after
digitalisation”.*® This was also one of the reasons why the SNG decided to release free works
into public ownership, with no limits to its use, including a commercial one.

The Future

“Perhaps a time will come when the ‘museum cartaceum’, accessible by all, will become the
basic form of art? Or it might be our home collection of slides with a projector, and in the
future a set of tapes with films about art which we shall watch on our television.”**

New technologies were always followed by ideas about changes in the future. The
one above was made at the end of the 1970s by the Polish art historian Jan Bialostocki;
perhaps rather bravely, but at a time of high quality digital reproductions freely accessible
on gallery websites, Youtube videos about collections in museums from all over the world, or

9 , it sounds like a

“high resolution screens made for exhibiting digital art in your home
logical outcome of the technical development in art’s reproducibility. Whether the digital
copy has become the basic form of art, or whether it is still just a ‘teaser’ to visit the gallery
and to disseminate the original, is something that both gallery workers and visitors shall

decide.
Michal Cudrndak
Curator of the Digital Gallery, LAB SNG

Slovak National Gallery Bratislava

English by Miroslav Pomichal

% Europeana Public Domain Charter. Retrieved from: http://www.europeana.eu/portal/rights/public-domain-
charter.html

°! Biatostocki 1979 (quoted in footnote 80).

%2 Electric Objects — About. Retrieved from: https://www.electricobjects.com/about
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Fotografia, otazka jej originality a vzniku , kopii“
Lucia Almasiova

Fotografia ako nové obrazové médium vzbudila uz v prvych rokoch po svojom odovzdani
verejnosti (1839) revoluciu v dobovej vizudlnej kultdre. lhned po zverejneni sa jej prva
forma, dagerotyp, do¢kala odozvy aj u literatov, teoretikov a kritikov umenia.” Va&sina z nich
si vSak kladla (a dodnes si kladie) otazky skor o vztahu fotografie ku skutoc¢nosti (prirode)
a k ¢loveku® a o vplyve fotografie na vytvarné umenie.” Otazka originalu a jedine¢nosti
a naopak kopie a reprodukovania byvala na okraji zaujmu, pretozZe bola primarne otazkou
pre samotnych autorov, neskér i pre zberatelov, historikov umenia a muzealne institucie
a i v tejto oblasti sa jej dostalo pozornosti az v dobe objavovania sa mnohych praktickych
problémov.”®

Zatial ¢o témy ,pravda“, ,manipulacia“, ,cenzura” alebo ,propaganda” vo fotografii
moZeme najstv zahraniénej literatdre spracované formou samostatnych $tadii a publikacii,”’
otdzke ,originalu” a tvorbe ,kopii“ boli venované skoér len kratke state v ramci prehladov

3 Kemp, Wolfgang — Amelunxen, Hubertus V.: Theorie der Fotografie | — IV : 1839 — 1995. Miinchen :
Schirmer/Mosel, 2006, s. 46-77.

o Flusser, Vilém: Za filosofii fotografie. Praha : Hynek, 1994.

» Benjamin, Walter: Umelecké dielo v epoche svojej technickej reprodukovatelnosti. In: Walter Benjamin.
llumindcie. Eseje. Zost. Adam BZoch. Bratislava : Kalligram, 1999, s. 194-225.

% S narastajdcim po&tom fotografickych obrazov v zbierkach (niekedy aZ do desiatok tisic poloziek) je
nutné tieto triedit s cielom zabezpedit primerand ochranu pre tie najvzacnejsie, problémom je v3ak
samotné triedenie, kde prave urcenie miery originalnosti je jednym z velmi podstatnych kritérii.

%7 pozri blizsie dalsiu literattru k heslam Photographic Truth, Manipulation, Censorship a Propaganda. In:
Encyclopaedia of Twentieth-Century Photography. Vol. I-Ill. Ed. Lynne Warren. New York : Routledge, 2006.
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vybranych dsekov dejin.®® Vynimku z tejto situacie v stredoeurépskom priestore tvori
publikacia ¢eského autora Ondfeja Pfibyla Jedinecnost a reprodukce fotografického obrazu,®
v ktorej autor v 6smych kapitolach (od dagerotypie po sucasnu dobu) rozobera — aj

s ohladom na vyznamné texty z oblasti tedrie fotografie—ako sa vnimanie statusu origindlu

a jedinecnosti menilo a meni spolu s vyvojom fotografickej technoldgie. Celkové zameranie
prace je skor filozofické, prinasa vsak potrebny teoreticky nadhlad, ktory je vhodné zohladnit
i pri rieSeni praktickych otazok v muzealnom prostredi. Posudzovanie miery ,originality” a
,kopie” v oblasti fotografie Uzko suvisi s otazkou autorstva, celkovym poznanim dejin
fotografie, ale najma s vyvojom historickych a sic¢asnych technik a materidlov pouzivanych
pri jej tvorbe.
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Obr. 1 Neznamy autor: Portrét mladej Zzeny. 1840 — 1860. Dagerotypia.
Bratislava, VSVU — Referen¢na zbierka Katedry fotografie a Katedry restaurovania VSVU
Foto: Jana Hojstricova

Prvé obdobie dejin fotografie (priblizne 1839 — 1855) charakterizuje paralelny vznik
niekolkych technologickych postupov trvalého zachytenia ,svetelného obrazu® na pevnej
podlozke. Tieto mozno rozdelit na dve skupiny podla moznosti ich rozmnozitelnosti.

Prvu skupinu predstavuju nekopirovatelné fotografické obrazy , vysledky tzv.
priamych pozitivnych procesov. Vytvarali sa priamym ,,odtlackom” svetelnej stopy cez
opticky pristroj na finalny nosic, takze vo svojej dobe ich nebolo (bez vyraznej straty ostrosti
kresby alebo tonalnych hodnét pévodného obrazka) mozné rozmnozovat. Existovali vo
forme jedného kusu s (v ¢ase a mieste) neopakovatelnym motivom, teda boli z dnesného

% Mitchel, Wiliam J.: Originals and Copies. In: Mitchel, William J.: The Reconfigured Eye: Visual Truth in the
Post-Photographic Era. Cambridge : The MIT Press, 1982, s. 49-50.
% Ptibyl, Ond¥ej: Jedinecnost a reprodukce fotografického obrazu. Praha: UMPRUM, 2014.
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pohladu origindlom. Patri sem jedna z najstarSich technik dagerotypia a z nej blizsie i
vzdialenejsie odvodené techniky ambrotypia, tintypia / ferrotypia a pannotypia.100
Dagerotypia, vysledok spoluprace francuzskych vynalezcov Joseph-Nicéphore Niépceho a
Louis-Jacques-Mandé Daguerra,*** predstavovala prielom vo vizudlnom zachytavani sveta

a pre jej vernost predlohe, neopakovatelnost a nespochybnitelnost zachyteného obrazu
videli mnohi jej perspektivy najma v oblasti dokumentacie vedeckych skimani. Po zverejneni
sa vSak velmi rychlo stala predmetom zaujmu vytvarnych umelcov, ktori ju cielene Sirili ako
rychlejSiu a lacnejsiu alternativu maliarskych portrétov. Nakolko sa z dovodu ochrany
dagerotypy a ostatné spomenuté typy fotografii vkladali do ochrannych ramikov alebo
paspart, neskor v priebehu 40. rokov 19. storocia sa paradoxne mdzeme stretnut so
situdciou, ked' je dagerotypia-original vloZzena do ochrannej kazety ¢i pasparty vyrobenej uz

102

sériovo, - ¢o vSak hodnotu fotografie nezniZuje. Prave naopak, predstavuje to moznost

hibSieho doplnenia informdcii o skimanom predmete a jeho proveniencii.

Obr. 2 J. Deutsch: Kapucinska ulica v Bratislave. 1840. Kalotypia / Fotografia na slanom papieri.
Bratislava, MUzeum mesta Bratislavy (inv. ¢. Fo-2851)
Foto: Lucia Almasiova

100 Photographs of the past : process and preservation. Ed. Bertrand Lavédrine. Los Angeles : Getty

Conservation Institute, 2009, s. 34-39, 50-57, 92-95.
1% Dinius, Marcy J.: Daguerreotype. In: Encyclopaedia of nineteenth-century photography. Vol. I. (A-1). Ed. John
Hannavy. New York : Taylor & Francis Group, 2008, s. 367-370.

102 PN L. . s, , . . p
K r6znym typom sériovo vyrabanych ochrannych kaziet pozri napriklad:

http://oldphotographic.com/tips/gutta-percha-or-thermoplastic-union-cases (15. 6. 2015).

49


https://sk.wikipedia.org/wiki/Joseph_Nic%C3%A9phore_Ni%C3%A9pce

Druhu skupinu tvorili tzv. kopirovatelné procesy, kde patri ,,druha” najstarsia
fotograficka technika tzv. kalotypia / talbotypia britského vynalezcu Williama Henry Fox
Talbota. Talbot sa experimentovaniu so zachytdvanim svetelnych obrazkov venoval uz
dihdie, ' ale a? jeho kalotypicky negativ znamenal revoltciu. Ked sa zospodu negativu priloZil
dalsi harok svetlocitlivého papiera (slaného papiera) a vystavil sa sine¢nému svetlu, motiv sa
tondlne spravne presvietil na spodny list a vznikol pozitiv; vymenou spodného papiera a
opakovanim exponovanim bolo mozné takychto identickych pozitivnych fotografii vytvorit
niekolko. Sdm Talbot v rokoch 1844 — 1846 vytvoril sibor 24 negativov a z nich pozitivy pre
6-zvazkovu publikaciu The Pencil of Nature, ktoru vydaval po ¢astiach v dnes nezndmom
naklade. Kazdy kus predstavoval zvazok s vlepenymi origindlnymi autorskymi pozitivnymi
1% teda
nie¢o obdobné ako predstavovali limitované vydania grafik alebo tlaci. Talbotov proces
znamenal zaciatok rozdelenia celého procesu vzniku fotografického obrazka na dve fazy —
negativnu (jeden originalny kus) a pozitivnu (viac moznych identickych pozitivov) a tym
poloZil zaklad dnesného problému ako vnimat origindl a kdpiu v oblasti multiplikovatelnej

fotografiami v ur¢itom limitovanom pocte(dnes je znamych 40zachovanych kusov),

fotografie. KedZe Talbotov proces bol menej naro¢ny na ¢as, material i chemikalie ale
naopak nemal také vizualne vlastnosti ako dagerotypia, skor nez na portrét sa zacal pouzivat
pri fotografovani podéb krajiny, architektury alebo vytvarnych diel; v spojitosti s knihami sa
namiesto grafik pouzival na Sirenie poznatkov o svete. V pripade tvorby portrétov na slanom
papieri bolo zaujimavé ich ru¢né kolorovanie, ktoré z kazdej kdpie tvorilo vlastne opat
jedinecny kus — origindl.

Obr. 3 Carlo di Sago: Rudolf Bartal. 1860 — 1870.
Albuminova fotografia.

Bratislava, Slovenska narodna galéria

(inv. & UP-DK 2062)

Foto: SNG — Digitaliza¢né pracovisko

1% Daffner, Lee Anne: Calotype and Talbotype. In: Hannavy 2008 (cit. v pozn. 101), s. 239-242; tiez Watson,
Roger: Talbot, William Henry Fox. In: ibidem, s. 1376-1378.
10% viac pozri na: http://www.metmuseum.org/collection/the-collection-online/search/267022 (29. 9. 2015).
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Oravsky hrad.

Obr. 4 Frantisek Kratky: Oravsky hrad. Okolo 1895. Svetlotlac.
Bratislava, Slovenskda narodna galéria (inv. ¢. UP-DK 4563)
Foto: Lucia Almasiova

Nie Uplne uspokojivé vizualne vlastnosti papierovych negativov a fotografii na slanom
papieri podnecovali k hladaniu lepSich materidlov. V roku 1847 boli predstavené prvé
albuminové negativy na sklenej podlozke, v roku 1851 potom kolddiové negativy.*®
Paralelne s negativnym procesom pracoval franctzsky nadSenec Louis Désiré Blanquart-
Evrard i na pozitivnom albuminovom papieri, svoje rie$enie verejne predstavil v roku
1850.'%° Spojenie mokrého kolddiového procesu a albuminovych papierov prinieslo prvy raz
od boomu dagerotypie fotografické obrazy neobycajnej ostrosti a detailnosti, ktoré bolo
mozné tvorit za ovela nizsie naklady a v podstate v neobmedzenom mnozstve képii. Naviac,
albuminovy papier bolo mozné vyrabat do zasoby a manufakturne, ¢o fotografom vyrazne
ulahdilo pripravné prace v ateliéroch i na cestach. Prejavilo sa to od zaciatku 60. rokov
napriklad masovou oblubou tzv. cartes-de-visite — malych formatov portrétov na pevnej
predtlacenej podlozke, ktoré sa vytvarali v pocte 6, 8 alebo az 12 originalnych kusov a ktoré
portrétovani rozdavali na pamiatku svojim pribuznym a priatefom.*®” Rovnaku sluzbu
albuminovy papier urobil v oblasti komeréného vyddvania albumov s tematikou krajiny,
architektiry alebo vytvarnych diel, kde je vSak situdcia s hodnotenim originalu

195 ) avédrine 2009 (cit. v pozn. 100), s. 234-243.

1% Neumann, Caryn E.: Albumenprint. In: Hannavy 2008 (cit. v pozn. 101), s. 22-24.

7 Na zadnej strane podlozky vizitky (neskor i vacSieho formatu kabinetky) byval ¢asto népis ,Platna sa
uschovava pre neskorsie poutzitie”, ¢o je dokladom, Ze fotografi ponukali moznost opatovnej tvorby portrétu

z archivovaného negativu.
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komplikovanejgia. V lep$om pripade bol fotograf- autor zéberov zaroveri i vydavatelom'®

a v pripade zachovania zaznamov je mozné urcit aspon priblizné mnoZstvo origindlov — teda
fotografii z doby kratko po vzniku negativu alebo mnozstvo neskorsich autorskych (autorom
vytvorenych) alebo autorizovanych pozitivov (vytvorenych pod dohlfadom autora).’® Z dejin
fotografie vSak pozndme situdcie, kedy najma v turisticky exponovanych mestach ako
Benatky, Rim, Florencia, Neapol a pod. p6sobili krajinarski fotografi iba ako dodavatelia
obrazového materialu pre vydavatelov (tlaciarov), ktori fotografie produkovali opakovane

v séridch alebo samostatne, ¢asto ako anonymné. Pomerne bezné bolo i preberanie
(odkupovanie) celych archivov negativov po zomrelych autoroch ich nasledovnikmi alebo
vydavatelmi, ktori z tychto archivov dalej ¢erpali a podla poZiadavky trhu vytvarali neskorsie
neautorské pozitivy(nesignované, bez dohladu autora) v nekontrolovatelnom mnozstve, ¢im
sa hodnota fotografii zniZzovala. Urcit tak mieru ich originality mozno dnes iba podla
edi¢ného nakladu ako pri grafike (ak je znamy) alebo podrobnym preskimanim mnozstva
(autorsky identifikovanych) rovnakych zdberov vyskytujucich sa v zbierkach alebo na trhoch
s umeleckymi predmetmi.

EXHIBITED

THE PHOTOGRAPHIC
SOCIETY OF INDIA

Obr. 5a+b Jan Halasa : Carovné jazierko. 1942. Ciernobiela fotografia.
Bratislava, Slovenska narodna galéria (inv. ¢. UP-DK 768)
Foto: SNG — Digitaliza¢né pracovisko

1% \/ hagom prostredi takyto typ tvorcu — fotografa i vydavatela predstavoval fotograf Karol Divald z PreSova,

ktory svoje prace dosledne signoval a pridaval tiez napis , Vervielfaltigung vorbehalten” (RozmnoZovanie
vyhradené).

109 Vsetky definicie pojmov origindl, pozitiv, kdpia, reprodukcia, falzifikat, faksimile atd’ st spracované
podla materialu Narodniho archivu CR. Dostupné na: http://www.nacr.cz/Z-
Files/prilohal_terminologie.pdf (12. 8. 2015).
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Okrem najrozsirenejsich albuminovych papierov existovali v 2. polovici 19. storocia
i dalSie sp6soby tvorby pozitivnej fotografie na papierovom zdklade zo sklenych negativov —
kolddiova fotografia alebo prvé formy Zelatinovej fotografie alebo zriedkavo pouzivané
techniky ako kyanotypia alebo rézne typy uslachtilych tlaci (chrysotypia, platinotypia,
palladiotypia, woodburytypia, uhlotla¢, gumotla¢ a iné).**° Tieto viak boli naro¢nejsie na
naStudovanie a dodrZanie spravneho postupu a autori ich zvycajne vytvarali ako zaujimavost
iba vo velmi malych poctoch identickych kusov, preto je vac¢sinu z nich mozné povazovat za
origindl, pripadne neskorsi autorsky pozitiv. Paralelny rozvoj v oblasti fotomechanického
reprodukovania priniesol okolo roku 1868 objav tzv. svetlotlace,** techniky ktord umoznila
lacnym ale relativne kvalitnym sp6sobom vo velkych mnoZstvach rozmnoZzovat obrazky
povodne na fotografickom zaklade. Svoje pouzitie nasla najma pri ilustracii knih, Sireni
edukacéno-zabavnych stereofotografii alebo albumov s krajinarskou tematikou.
Technologicky spadala vSak do oblasti tlace a z pohladu fotografie predstavuje iba
reprodukciu (kdpiu)povodnej predlohy — fotografie.

V obdobi prvej Stvrtiny 20. storocia v oblasti fotografie doznievalo pouzivanie
viacerych starsich technik, zaroven sa stdle viac presadzovala Zelatina ako nosnd emulzia pre
uchytenie svetlocitlivych soli na podlozke. Dominantnou sa moderna Zelatinova fotografia
pod nazvom bromostrieborna / iernobiela fotografia''? stala v medzivojnovom obdobi
a s roznymi technologickymi alternativami (farebna fotografia, cibachrom) charakterizovala
dejiny fotografie po celé 20. storocie. Zmensenie a zjednodusenie obsluhy fotoaparatov,
tovarenska vyroba lacnych fotografickych papierov i nové moznosti volného ¢asu po praci
umoznili rozSirenie fotografie medzi SirSie vrstvy zdujemcov. Vedla Zivnostenskych fotografov
— po novom profesionalnych fotografov — sa vyraznejsie presadili amatéri, ¢asto zdruzeni do
skupin alebo malych spolkov. Svoju aktualnu ¢innost zvykli prezentovat na vlastnych
klubovych alebo verejnych salénnych vystavach, formou reprodukcii svoje fotografie
publikovali i vo vtedajsich vytvarnych a fotografickych ¢asopisoch. Fotografie si vyvolavali vo
vlastnych alebo spolo¢nych klubovych temnych komorach. Pri vyvolavani pozitivov zvycajne
vytvorili vidy viacero verzii z jedného zaberu (roznej tonality, papierov i vyrezov), tie
najlepsie kusy z vybranych zaberov signovali (peciatkou ¢i rukopisom), pomenovali
a pripravili na verejnu prezentdciu. Takto autorom podpisand fotografia — signovany origindl,
Casto putovala z jednej vystavy na druhu a za svoju Ucast ziskala nalepky na zadnu stranu
papiera Ci podlozky, ¢im sa hodnota originalnej fotografie este zvyéovala.113

119 avédrine 2009 (cit. v pozn. 100), s. 138-181.

Ibidem, s. 182-187.
Kingsley, Hope: Bromide Print. In: Hannavy 2008 (cit. v pozn. 101), s. 218-219.

111
112

3 Okrem potvrdenia originality su dnes nalepky pre nas velmi dobrym zdrojom poznania vystavnych aktivit,

kontaktov a Uspechov autora a je ur€ite vhodné, ak i tento typ informacie dostupny, napriklad ako suéast
evidencie o diele.
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Obr. 6 Jozef Novy: Citatelia prace. 1953; pozitiv 2013. Ciernobiela fotografia.
Bratislava, Slovenska narodna galéria (inv. ¢. UP-DK 4751)
Foto: SNG — Digitalizacné pracovisko

V suvislosti s tvorbou profesionalnych fotografov, ktori si ziskali vysoké renomé uz
pocas svojho Zivota (najma moderni vytvarni fotografii a portrétisti ako Jaromir Funke, Josef
Sudek, FrantiSek Drtikol a i.) a dnes su ich prace na domacich i zahrani¢nych aukciach
predavané za vysoké sumy, sa mozZe objavit problém vyskytu tzv. falzifikdtu, teda tajne
vyrobenej neskorsej képie napodobujucej original vratane velkosti a inych vonkajsich znakov
(vzhlad, material, podpis, peciatka alebo razend znagka autora).Uéelom vzniku takejto kdpie
je vydavat sa za original a zamerne uviest niekoho do omylu. Hoci najéastejSim vytvarnym
druhom pre vznik falzifikatov je malba, nie je to vylicené ani v oblasti fotografie. Je preto
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dobré, ak je moznost (najma v pripade finanéne naro¢ného nakupu), aby prace od zosnulych
renomovanych autorov prezrel odbornik a ich originalita sa potvrdila reStauratorskym
prieskumom, vyskumom v pozostalosti (porovnanie s negativnym materidlom alebo
archivnymi dokumentmi, dobovou tlacou) alebo aby zdroj ich pévodu bol déveryhodny
(rodina, priami dedicia). Ak je képia verne napodobujuca original (vo velkosti, materiali,
technike, znaceni a celkovom vonkajsej podobe) verejne priznana, ide o faksimile. To sa
najéastejSie vytvara z dévodu zastlpenia pévodného diela, ak je napriklad poziadavka pre
edukacné ucely toto dielo umiestnit do klimaticky alebo svetelne nevyhovujucich priestorov,
v pripade fotografii napriklad do stalych expozicii*** alebo ak by bol transport originalneho
diela na miesto vystavenia prilis rizikovy alebo ndkladny. Vytvdranie verejne priznanych koépii
je mozné iv pripade ich komeréného predaja. TUto moznost vyuZivaju najma vacsie
indtitdcie, '™ ktoré maju bohaté zbierky a na vyrobu képii maju technické moznosti.
V pripade, ak pri tvorbe kdpie nie je dodrzand aspon jedna podmienka tvorby faksimile
(kompozicia, technika, material, rozmer a i.), ide o reprodukciu (zvacsa digitalnu), ktord vsak
musi byt jasne oznatena.'*®

Vojnové a povojnové obdobie podnietilo (okrem mnohych inych veci) i vznik tzv.
fotografickych agentur(Magnum Photos, Tiofoto, VIVO, CTK a i.), ktorych Glohou bolo
zabezpecovat vhodny obrazovy material z aktualnych politickych a hospodarskych udalosti,
vystavby alebo kulturnych a Sportovych podujati. Z mnozstva nasnimanych zaberov sa
zvycajne publikoval maly vyber do novin alebo ¢asopisov, takze nebol dévod vytvarat

7 podobne to fungovalo i v pripade tvorby fotografickych

originaly vo vystavnom formate.
suborov pre potreby kniznych publikacii, kedy sa kvoli kvalite vysledného obrazu od 60. — 70.
rokov 20. storodia uprednostfiovala tvorba fotografii na diapozitivy, ktoré sluzili ako podklad
pre tla¢ a tvorba originalnych fotografii (najma farebnych, kde bol material drahy) nebola
potrebnad. Preto ¢asto v pripade tychto dvoch typov uZivatelov origindly na papieri chybaju
a ak je zaujem zaradit snimky z tychto zdrojov na vystavné podujatia je tieto nutné nanovo
vytvorit ako neskorsie autorské / neautorské pozitivy a patricne ich tak aj oznacit. UZito¢né
by bolo i vedenie evidencie o pocte takto novo zhotovenych pozitivov, je to vsak na
dobrovolnom rozhodnuti majitelov (sprdvcov) tychto archivov. Iné je to u stdle Zijucich
samostatnych fotografov, ktori maju svoje archivy stale vo vlastnictve.

V rozsahu typov a ucelov tvorby fotografie sa vedla profesionalnych a amatérskych
fotografov zacali od polovice 20. storocia CastejSie objavovat i fotografi pracujuci ako

" prikladom méze byt stéla expozicia fotografie v ramci velkej expozicie Pfibéhy materiald v UPM Praha

(existujuca do 5. 1. 2015).
s Vyroba faksimile alebo reprodukcii vybranych diel na komercny predaj je zndma uz od polovice 20. storocia,
zavisela najma od mozZnosti vyroby a predpokladu predajnosti. Dnes takuto sluzbu pontka napriklad Slovenska
narodna galéria v Bratislave.

16 Reprodukcia by mala byt ozna¢ena nalepkou minimalne s informaciami, Ze ide o reprodukciu, od akého
autora, z akého diela a kto a kedy reprodukciu vyrobil.

"7 Do evidencie archivu sa vytvarali kontakty a pre Ucely tlace maloformatové pozitivy, ktoré po pouziti

autorovi ¢asto nevratili.
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dokumentatori pre G&ely roznych pamiatkovych alebo vyskumnych dstavov.*®

Fotografia
zacala sluzit ako dokumentacna (nie dokumentdarna!) pomdcka a podla potreby sa z jedného
negativu tvorilo neobmedzené mnozstvo pozitivov, ¢asto nesignovanych a niekedy aj bez
zaznamenania doby vzniku, ¢im sa devalvovala i samotna hodnota média fotografie v tejto
oblasti. PGvodné origindlne pozitivy neboli osobitne chranené, nakolko vidy bola moZnost
vytvorit si neskor nové podla aktualnych poZiadaviek (iny rozmer, detail, vyrez). Mnohé
archivy institlcii dnes uz neexistuju, tie zachované mézu predstavovat bohaty zdroj
obrazového materialu, najma ak bola evidencia k nim vedena podrobne a si nanovo
spracovavané do modernych databaz.

Koniec 20. storocia znamenal dalsi skok v technologickom vyvoji fotografie — prichod
digitdlnej fotografie.** Ako novy spdsob zaznamendavania obrazu ovplyvnil nielen vizualne
vlastnosti fotografie, ale aj sp6sob akym sa s fotografiou zacalo narabat. Zanikla potreba
negativov, vo forme priameho digitdlneho zdznamu si autori fotografie zacali ukladat do
svojich digitalnych archivov alebo ich verejne prezentovat na web strankach a online
platformach. Pre zachovanie kvality obrazu sa digitalne fotografie zacali tlacit (na archivny
papier, hlinikové alebo dibondové dosky), variabilita sucasnych technickych zariadeni
umoziuje technoldgie rézne kombinovat is analégovymi procesmi. A hoci v pomenovani
technik a pouZitych materialov nutne pribudli (do muzealnej evidencie) nové pojmy na ich
oznacenie, pri hodnoteni miery origindlnosti konkrétneho fotografického obrazu plati v
podstate to isté, ¢o pri fotografii analégovej (negativ [kopirovatelny !] = digitdlny zdznam;
pozitiv = origindlna tlac / neskorsia autorska / autorizovana tlac ).Pri sucasnych
neobmedzenych mozZnostiach je preto doélezité, aby si autori — ak chct zachovat hodnotu
svojich fotografii — viedli evidenciu o tom, kolko originalov v dobe kratko po vzniku negativu
/ digitdlneho zaznamu vytvorili a tuto informaciu by mali vediet poskytnut institdcii alebo
sukromnej osobe, ktord ma zaujem ich prace zaradit do svojich zbierok. Z doby existencie
systému predaja vytvarnych diel vyhradne cez statne predajne Dielo (pred rokom 1989) sa
zachovala informacia o stanoveni poctu 5 kusov uznanych originalov z jedného negatl'vu;120
dnes sa to vSak uz nedodrziava resp. je na rozhodnuti (profesionalite) autora ¢i tento pocet
bude respektovat alebo ¢i si zvoli vlastny pocet (ediciu) a ¢i bude svoje prace riadne Cislovat.

Sucasné moznosti digitalnych zariadeni, najma digitalizacnych skenerov, zlepsili
i doterajsSie moznosti dokumentaénej a reprodukénej fotografie a to novou formou digitalnej
reprodukcie s réznymi moznostami jej neskorsieho vyuZzitia. Napriklad v oblasti restaurovania
umoznili originalnu fotografiu virtualne , opravit“, teda vyuzit moznosti digitalneho
retuSovania / reStaurovania alebo v pripade potreby vytvorit kompletnu digitdinu
rekonstrukciu.***

8 prikladom je Fotograficky archiv Pamiatkového uradu SR v Bratislave. Dostupné na:

https://www.pamiatky.sk/sk/page/badanie (13. 9. 2015).

1 Tobia, Blaise: Digital Photography. In: Warren 2006 (cit. v pozn. 97), s. 391-396.
120 Fassati, Tomas: Cena historickej fotografie. In: Fassati, Tomas: Caro starej fotografie. Vystava z histérie
fotografie na strednom Slovensku. Kat. vystavy. Stredoslovenské muzeum, Banska Bystrica, april — maj 1983.
Banska Bystrica : Stredoslovenské muzeum, 1983, nepag.

2! pozri napriklad: http://www.cambridgeincolour.com/tutorials/digital-photo-restoration.htm.
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Otazka posudzovania hodnoty origindlu a képie v oblasti tak komplikovaného média
ako je fotografia rozhodne eSte nie je uzavretd. Postupujuci vyskum historickych
fotografickych technik a ich r6zne moznosti vytvarania identickych kusov a naopak este len
zoznamovanie sa s moznostami novych digitalnych technoldégii v muzealnom prostredi budu
klast v buducnosti dalSie otazky a rozne uhly pohladu. V zdsade v3ak plati, Ze ak chceme
posudit mieru originalnosti fotografie, je nutné kazdu fotografiu posudzovat individualne na
zaklade ¢o najvacsieho mnozstva informdcii o nej (typ diela, charakter techniky a materialu,
mnozstvo predpokladanych existujucich identickych képii, dobova prax v danom Zanri
a pod.); v pripade ziskania fotografii od Zijucich autorov je naopak vhodné Ziadat od nich
informdcie o edicii a poradovom Cisle fotografie z tejto edicie. Iba tak je moZné pri sicasnych
moZnostiach sustredit sa na ochranu a prezentaciu tych najlepsich prac pred menej
hodnotnymi képiami, udrzat kvalitu Statnych a sukromnych zbierok a mat mozZnost ustrazit,
aby za origindly neboli vydavané diela, ktoré také kvality nemaju.

Lucia Almasiova
kuratorka zbierky fotografie
Slovenska ndrodna galéria Bratislava

57



58



The Photography: Questioning Originality and the Birth of the ’Copy’
Lucia Almasiova

As a new artistic medium, the photograph provoked a revolution within the first years of its
presentation (1839) to the visual culture of the time. Immediately after its emergence, the
daguerreotype — the first form of photography — found a response from writers,

theoreticians, and art critics.*??

Most of these reactions questioned the relationship between
photography and reality (nature), photography and people,**® and the influence of
photography on the fine arts. ** The juxtaposition of the original and the individual versus
the copy and the reproduction was at the margins of interest as it was primarily an issue for
the authors. To some extent, collectors, art historians, and museums also became interested
125 \While ideas about ‘truth’,

‘manipulation’, ‘censure’, and ‘propaganda’ in photography could be found in international

at a later date when many practical problems began to emerge.

literature in the form of independent research and publications,*?® issues connected to the
concept of the ‘original’ and the creation of a ‘copy’ are discussed only as limited fragments

122 Kemp, Wolfgang — Amelunxen, Hubertus V.: Theorie der Fotografie | — IV : 1839 — 1995. Miinchen :

Schirmer/Mosel, 2006, pp. 46-77.

123 Flusser, Vilém: Za filosofii fotografie. Praha : Hynek, 1994.

124 Benjamin, Walter: Umelecké dielo v epoche svojej technickej reprodukovatelnosti. In: Walter Benjamin.
llumindcie. Eseje. Ed. by Adam BZoch. Bratislava : Kalligram, 1999, pp. 194-225

12> With the growing number of photographic images in collections (sometimes tens of thousands of pieces), it
is imperative to categorize them with the aim of preserving those that are most valuable; however the problem
is the categorization itself as one of the most important criteria is to determine its originality.

126 see other literature under the terms: Photographic Truth, Manipulation, Censorship and Propaganda. In:

Encyclopedia of Twentieth-Century Photography. Vol. I-lll. Ed. Lynne Warren. New York : Routledge, 2006.
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of selected surveys of history. '’ An exception to this rule in Central European literature are
the eight chapters (from daguerreotype to contemporary photography) of Ondrej Pribyl’s
Jedineénost a reprodukce fotografického obrazu,*?® in which the Czech author examines the
status of the original and its transformation together with the evolution of photographic
technology. The overall focus of the text is rather philosophical; however it also brings forth
the much needed theoretical perspective, which is appropriate to solve practical issues in a
museum environment. Judging to what extent a photograph is an ‘original’ or a ‘copy’
depends closely on authorship, on the overall knowledge of the history of photography, and
especially on the evolution of historical and contemporary techniques/ materials used in its
creation.

The first period of the history of photography (c. 1839 — 1855) is characterized by a
simultaneous emergence of several technical processes which captured a ‘litimage’ on a
fixed surface. These processes can be divided into two groups which depend on their ability
to be multiplied.
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Fig. 1 Unknown author: Portrait of a Young Lady. 1840 — 1860. Daguerrotype.
Bratislava, VSVU — Referencial collection of the Institute of Photography

and Institute of conservation

Photo: Jana Hojstricova

The first group is represented by photographic images which cannot be copied and
which are the result of the so-called direct positive printing. Such images were made by a
direct print of light onto a finite surface through an optical device; they were thus unable to

127 Mitchel, Wiliam J.: Originals and Copies. In: Mitchel, William J.: The Reconfigured Eye: Visual Truth in the

Post-Photographic Era. Cambridge : The MIT Press, 1982, pp. 49-50.
128 ptibyl, Ond¥ej: Jedinecnost a reprodukce fotografického obrazu. Praha: UMPRUM, 2014.
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be multiplied without an obvious loss of sharpness or tonal magnitude. They have existed as
singular objects with motifs that could not be duplicated and were from our contemporary
perspective, therefore, originals. One of the oldest techniques, the daguerreotype, belongs
in this category, as do some related or unrelated techniques such as the ambrotype, tintype
/ferrotype, and pannotype.'?® The daguerreotype, a result of collaboration between the
French inventors Joseph-Nicéphore Niépceho and Louis-Jacques-Mandé Daguerra,™°
represented a break in visually capturing the world. Many saw the prospects of this
invention, especially in documenting scientific research, on account of its honesty to the
prototype, its inability to be reproduced and its precision. After its introduction, the
daguerreotype quickly attracted the interest of artists, who endeavoured to broadcast it as a
fast and cheap alternative to painted portraits. Since daguerreotypes and other
aforementioned types of photographs were framed or mounted for protection, there is a
paradoxical situation in the 1940s when the daguerreotype originals are placed into mounts
or frames made in bulk.*** This, however, does not lower the value of the photograph - on

the contrary, it allows for a deeper analysis of the object and its provenance.

Obr. 2 J. Deutsch: Kapuchin street in Bratislava. 1840. Kalotype / Salt print photograph

Bratislava, MUzeum mesta Bratislavy (inv. no. Fo-2851)
Photo: Lucia Almasiova

129 Photographs of the past : process and preservation. Ed. Bertrand Lavédrine. Los Angeles : Getty

Conservation Institute, 2009, pp. 34-39, 50-57, 92-95.

B9 Dinius, Marcy J.: Daguerreotype. In: Encyclopedia of nineteenth-century photography. Vol. I. (A-1). Ed. John
Hannavy. New York : Taylor & Francis Group, 2008, pp. 367-370.

B! Eor the various type of protective cases, see for example: http://oldphotographic.com/tips/gutta-percha-or-
thermoplastic-union-cases (15. 6. 2015).
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The second group is made up of processes that can be multiplied, and the second
oldest photographic technique - the so-called kalotype/talbotype - which was invented by
William Henry Fox Talbot, belongs in this category. Talbot experimented with capturing light
for some time™*? but it was his kalotype negative that began a revolution. When a piece of
light-sensitive paper (salt print) was placed under a negative and exposed to sunlight, the
motif was transferred to create a tonally accurate positive; and by changing the paper
underneath and repeating the process, several positives could be created. In 1844 — 1846,
Talbot alone created 24 negatives and from those he made positives to produce a 6 volume
publication called The Pencil of Nature, and published it in parts through an unknown
publisher. Each limited edition volume was composed of a series of fastened original

photographs (only 40 volumes are known today),**?

created similarly to limited edition
graphics or prints. Talbot’s invention meant the beginning of a divide in the photographic
process into two phases — a negative (one original piece) and a positive (many identical
copies). With that divide, he generated the current issues with distinguishing between an
original and a copy in a photography that can be duplicated. Since Talbot’s process
consumed less time, materials and chemicals, but did not have the same visual
characteristics as a daguerreotype, it was first used to capture landscapes, architecture or
art rather than portraits; and was also used in books to spread knowledge about the world.
It was also interesting how salt paper portraits of this type would have been hand painted,
thus creating an original in every copy.

Obr. 3 Carlo di Sago: Rudolf Bartal. 1860 — 1870
Albumen photograph.

Bratislava, Slovenska narodna galéria

(inv. no. UP-DK 2062)

Photo: SNG — Digital dept.

132 Daffner, Lee Anne: Calotype and Talbotype. In: Hannavy 2008 (quoted in footnote 130), pp. 239-242; tiez
Watson, Roger: Talbot, William Henry Fox. In: Hannavy 2008 (quoted in footnote 130), pp. 1376-1378.
133 Eor more see: http://www.metmuseum.org/collection/the-collection-online/search/267022 (29. 9. 2015)
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The visual characteristics of the paper negatives and salt print photographs
encouraged a search for better materials. In 1847, the first aloumen silver prints were

introduced and in 1851 collodion negatives were born.***

At the same time as the negative
processing was being developed, a French enthusiast, Louis Désiré Blanquart-Evrard, was
working on a positive albumen paper — a solution that he publically presented in 1850.%° For
the first time since the use of the daguerreotype, the fusion of a wet collodion process and
the albumen paper produced photographic images which were exceptionally clear and
detailed, and which were created for a lower price and in unlimited copies. In addition,
albumen paper was able to be stocked and manufactured, which eased the preparation
work that photographers would have in ateliers or on the road. In the 1860s, this manifested
itself in the form of the so-called cartes-de-visites — small portraits which were made in a
series of 6, 8 or even 12 originals and which would have been given out as memorabilia to

family and friends."®

Albumen paper had a similar function in the area of albums of
landscapes, architecture or art; here, however, the concept of the original is slightly more
complicated. In the best case scenario, the photographer of these albums was also the

publisher.137

In that case, reference may have been made as to the number of originals,
photographs made shortly after the production of the negative or authored positives, those
created under the supervision of the author.**®

Nevertheless, in the history of photography, we understand that many
photographers, especially in touristic cities such as Venice, Rome, Florence and Naples,
functioned only as suppliers to publishers (printers), who then produced the albums in a
series or as individual works, often anonymously. It was also very common to buy entire
archives full of negatives from the successors or publishers of dead authors, who
continuously used these archives and produced later authorless positives (unsigned, without
the supervision of the author) in uncontrolled amounts based on the demands of the
market, thus lowering the value of the photograph. Identifying the degree of such a
photograph’s originality is only enabled through editorial costs, such as in a graphic (if it is
known), or through a close examination of quantities of (author identifiable) identical images
located in collections or in art markets. Beside the most common albumen papers, positives
on paper plates created from glass negatives also existed in the second half of the 19"
century — collodion photographs, the first forms of gel photographs, the seldom used

3% avédrine 2009 (quoted in footnote 129), pp. 234-243.

35 Neumann, Caryn E.: Albumen print. In: Hannavy 2008 (quoted in footnote 130), pp. 22-24.
%% On the backing of the carte de visite (later also on the larger cabinet cards) was usually a caption ‘The panel
is protected for later use,” which is proof that photographers offered the possibility of a duplicate portrait from
an archived negative.

7 1n our context, this type of an author — photographer and publisher- was Karol Divald from Presov, who
signed his work and also captioned them with ,Vervielfdltigung vorbehalten” (Reproduction available).

138 All the definitional of the term original, positive, copy, reproduction, falsification, facsimile, ect. are
presented according to the material of the Narodni archiv CR. Available at: http://www.nacr.cz/Z-

Files/prilohal_terminologie.pdf (12. 8. 2015)
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techniques of the kyanotype, or various alternative print processes (chrysotype, platinotype,

woodbusytype, carbon-printing, gum-printing and others).**°

Oravsky hrad. ‘

Obr. 4 Frantisek Kratky: Orava Castle Around 1895. Collotype
Bratislava, Slovenska narodna galéria (inv. no. UP-DK 4563)
Foto: Lucia AlImasiova

These processes, however, were more complex to learn and to follow, and so authors
commonly produced identical pieces only as rarities in small quantities. For this reason, most
of these prints can be understood as an original or an authored positive. A parallel
development in the area of photomechanical reproduction occurred in 1868 with the
invention of the collotype™® — a technique which allowed a cheap but relatively high quality
means of reproducing photographic images in large quantities. The collotype was especially
useful in illustrating books, in the circulation of educational or entertaining stereoscopic
photographs, and in landscape themed albums. In technical terms, however, this process
was categorized as a print and thus represented a reproduction (copy) of the original
photograph. In the first quarter of the 20t century, the use of several older techniques

3% avédrine 2009 (quoted in footnote 129), pp. 138-181.

Y0 1bidem, pp. 182-187.
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diminished while the use of the gel emulsion to catch light sensitive salts on a surface gained
preference. The modern gel photograph, under the term black and white**! photograph,
gained dominance in the period between the two world wars. With several technical
alternatives (coloured photograph, cibachrome), it characterized the history of photography

during the entire 20" century.

Damiinovaki jaskyns
"Barovné fazlerke”

ey

Xy e

; . s
s mzads, me PGCEPER ca
s o] TS

Surname Cokibted by

Name of Exhitors 74 ¢ itali
Nam Halas: Huitaion EXHISITED BY IvviTATION

T7ene

kia - Tchéd

THE FHOTOGRAPHIC OCIELY OF THE
CENTRAL PROVINCES AND BERAR
NAGPUR 4 & =+ INDI

EXHIBITED

THE PHOTOGRAPHIC
SOCIETY OF INDIA

195, HORNSY ROAD, FORT, BOMBAY

Bxhibited at

ety, =
Y.M.1.A, Buildings, ist mwlll"wrllmml

0.T. Madras. : e
From 257050 to tt-tso, o# D2  Temwr FT
3. 4.

1 £3
‘SNG
upjou ek

Fig. 5a+b Jan Halasa : Mysterious lake. 1942. Black & white photograph
Bratislava, Slovenskda narodna galéria (inv. no. UP-DK 768)
Photo: SNG — Digital dept.

The reduction and simplification of the camera together with the manufacturing of
cheap photographic paper and with more leisure time, allowed for photography to expand
to the lower classes. As a result, amateur photographers, usually as members of groups or
societies, began appearing next to licensed photographers — newly called professional
photographers. They often presented their work at their club meetings or at public
exhibitions, and even published reproductions of photographs in contemporary magazines
dedicated to art and photography. Their photographs would have been developed in private
darkrooms or the darkrooms of their clubs. They also frequently created several versions of

*! Kingsley, Hope: Bromide Print. In: Hannavy 2008 (quoted in footnote 130), pp. 218-219.
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one photograph (of various tonalities, on different papers or with different shapes), signed

the best ones (handwritten or stamped), named them and prepared them for presentation.
Such a signed photograph — signed original- often travelled from one exhibition to another,
and included stickers which were stuck on its backing and which raised its value.'*?

Together with the work of professional photographers, who gained recognition
during their lifetime (especially modern art photographers such as Jaromir Funke, Josef
Sudek, FrantiSek Drtikol ect.) and whose work is sold for incredible amounts in national and
international auctions today, issues surrounding fakes — secretly manufactured later copies,
which replicate the original’s size and outer characteristics (appearance, material, signature,
stamp or punch marks) and which are aimed at confusing the buyer — also began appearing.
Although the most common medium of a fake is painting, it cannot be dismissed in the
context of photography. Thus when financially demanding purchases by renowned deceased
authors are concerned, it is beneficial that the work is examined by an expert and by
conservation research. This process would be able to confirm its originality by examining its
remains (comparing them to the negative, to archival documents or to contemporary
publications) or by contacting trustworthy relations (family, friends or descendants).
Alternatively when the work declares itself as a copy (in size, material, technique, marks and
overall outer appearance), it is called a facsimile. Facsimiles are frequently used for
educational purposes, especially in the case that the original is to be exhibited in an
environment which is unsuitable in climate or lighting, in case of permanent exhibitions,**
or in the case that the transport of the original work would be too risky or costly. Creating
publically recognized copies is also possible for commercial purposes. Such copies are usually
produced by larger institutions,*** which have rich collections and the technical ability to
create copies. When the copy is not created to duplicate the original in every sense
(composition, technique, material, size etc.), the result is called a reproduction (often digital),
which must be clearly marked.**

The war and post-war period also prompted (among other photography related
aspects) the birth of so-called photography agencies (Magnum Photos, Tiofoto, VIVO, CTK,
ect.), which guaranteed appropriate material from contemporary politics, agricultural news,
buildings, and cultural/ sport events. From the abundance of photographs taken, only a
small number was usually published in newspapers or magazines, so there was no reason to

1 Apart from the acknowledging originality, the stickers are good sources of exhibition activity, of contacts

and of the successes of the authors; and it is certainly appropriate for this type of information to be available as
evidence about the work.

3 An example could be the permanent exhibition of photography, which is a part of the larger exhibition The
Story of Materials in UPM Praha (on display until 5. 1. 2015).

" The production of facsimiles or reproductions of selected works for commercial purposes is well known
from the middle of the 20™ century and it is dependent especially on the possibilities of production and on the
assumed distribution. Today this type of service is offered for example by the National Gallery in Bratislava.

" The reproduction should be marked with a sticker stating at least that this is a reproduction, who the author

is, what the work is and by whom the reproduction was made.
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create originals for exhibitions.'*® From the 1960s — 1970s, image collections for book
publications functioned similarly, and the production of photographs on diapositives - used
as a background for print especially when originals (in case of the expense of coloured
photographs) were not needed - were preferred on account of the quality of the resulting
image. In these two cases, the originals are thus often missing, and when a demand arises to
place photographs from these sources in exhibitions, it is necessary to create a new set of
authored/unauthored positives and to mark them in this way. In theory, it is also useful to
retain evidence of the number of newly created positives; this, however, is optional for the
owner of the archives. This does not apply in case of photographers who are alive and who
still own their own archives.

Fig. 6 Jozef Novy: Praca-Daily Readers. 1953; print 2013. Black & white photograph

Bratislava, Slovenska narodna galéria (inv. no. UP-DK 4751)
Photo: SNG — Digital dept.

%8 As archival evidence, contact was made and for the media small format positive, which were not returned to

the author, were produced.
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In the middle of the 20" century, the range of photographic types and purposes
spread from professional and amateur photographers to photographers whose work is to
create documentation for various heritage or research institutes.**’ The photograph thus
began functioning as a documentary (not only to document) tool. An unlimited number of
positives was often produced from one negative, depending on the need, and these were
often unsigned and undated, thus dramatically decreasing the value of photography as a
medium in this context. The original positives were also not individually protected since it
was always possible to create a new set according to the latest requirements (another size,
details, cut). Many of these archival institutions no longer exist today and those which do
represent a rich source of photographic material, which is especially valuable if they possess
detailed evidence about their collection and if the collections are logged in a modern
database.

The end of the 20™ century marked another jump in the technological evolution of
the photograph — the entrance of the digital photograph.**® As a new method of capturing
an image, it affected not only the visual characteristics of photography but also the way in
which the photograph began being used. The need for negatives disappeared and authors of
photographs began creating digital archives or presenting their work on websites and online
platforms. To preserve the quality of the image, digital photographs began being printed (on
archival paper, aluminium printing plates or composite panels), while the diversity of
modern technological equipment allowed the technology to also be combined with various
analogical processes. And although new labels were added to the existing collection of
technical and material terminology (to museum evidence), the evaluation of the originality
of a specific photograph remains the same as in the case of an analogue photograph
(negative [able to be copied!] = digital account; positive = original print/ later authored
print). With the unlimited possibilities in the present day, it is especially imperative for
authors to keep evidence of the number of originals they made shortly after the negative/
digital account was created if they want to conserve the value of their photographs. This
information could then be provided to institutions or private individuals, who are interested
in including the author’s work in their collections. The pre-existing system of purchasing
artworks exclusively through the state-owned Dielo shops (before the year 1989) allowed for
only 5 photographs to be accredited as originals from one negative.149 However, this is no
longer the case today and it is the sole decision (or professionalism) of the authors whether
they will respect the said amount, whether they will choose another limited amount
(edition), or whether they will number their works at all.

%7 An example is the Fotograficky archiv Pamiatkového Gradu SR v Bratislave. Retrieved from:

https://www.pamiatky.sk/sk/page/badanie (13. 9. 2015).

¥ Tobia, Blaise: Digital Photography. In: Warren 2006 (quoted in footnote 126), pp. 391-396.
%9 Fassati, Tomas: Cena historickej fotografie. In: Fassati, Tomas: Caro starej fotografie. Vystava z histérie
fotografie na strednom Slovensku. Exhibition catalogue. Stredoslovenské muzeum, Banska Bystrica, April-May

1983. Banska Bystrica : Stredoslovenské muzeum, 1983, nepag.
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The potential of current digital equipment, especially digital scanners, improved the
documentation and reproduction of photographs - especially by digitally copying it and
possibly using it later. In the context of restoration, this new technology has the ability to
virtually ‘repair’ the photograph - in other words the ability to retouch/ restore the
photograph or in some cases to create a complete digital reconstruction.*

Questioning the value of an original versus a copy in a medium as complex as
photography is most definitely not concluded at this point. The progressing research of
historical photographic techniques, their various possibilities to create identical pieces, or
the familiarization with the promises presented by new digital technologies in a museum
context will present us with new questions and perspectives. In principle, however, it is true
that if we want to judge the measure of originality in a photograph, it is necessary to judge
each photograph individually on the basis of as much information as is available about it
(type of work, the characteristics of the technique or material, the possibility of existing
identical copies, the contemporary practices within that genre, ect.). In contrast, when a
photograph is acquired from a living author, it is suitable to request information about the
edition and the serial number of the photograph directly. With today’s possibilities, this is
the only way to focus on protecting the best works from the less valuable ones, to keep up
the standards of state and private collections, and to have the possibility to prevent those
works that do not have the same qualities from being presented as originals.

Lucia Almasiova
Curator of the Collection of Photography

Slovak National Gallery Bratislava

English by Miroslav Pomichal

%% see for example: http://www.cambridgeincolour.com/tutorials/digital-photo-restoration.htm
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