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Monika Faber
Photoinstitut Bonartes, Vienna, Austria 

— A Mosaic of Broken Threads
Photography did not only become a transnational network by itself in 
the Habsbug Empire (the Photographische Gesellschaft was founded 
in 1861) – but it was also an integral means of communication about 
and between the different parts of the state. Generally understood as 
an assembly of examples for the use of students, the collection of the 
Graphische Lehr- and Versuchsanstalt in Vienna may also be read as an 
indicator of the understanding of such a use. The inclusion, exclusion, 
or transformation of photographs in this collection, brought together 
by the author of a widely influential “History of Photography”, Josef 
Maria Eder, show a radical change of aspects by the end of the First 
World War regarding the new national identities. The exchange of 
images as well as ideas about them across the borders of the former 
Kronländer, started to be taken up slowly only in the 1980s. 

Monika Faber (born 1954), studied History of Art and Archaeology. She was a Curator 
at the Museum of Modern Art in Vienna (1978–1999) and in the Albertina (1999–
2011). Since 2012 she has been the Head of then newly established Photoinstitut 
Bonartes, focusing on the research into historical photographs in Central Europe. At 
the same time she teaches at the Vienna University. Faber authored numerous books, 
catalogues, articles, and exhibitions, most recently “Andreas Groll. Wiens erster 
moderner Fotograf” (Wien Museum, Vienna, 2015), and “Inspiration Fotografie. Von 
Makart bis Klimt” (Belvedere, Vienna, 2016).



Éva Fisli 
Hungarian National Museum, Budapest, Hungary

— In-between. Press Prints in Interwar Hungary
While there has been a significant amount of scholarship done on the 
great figures of photojournalism, relatively little attention has been 
paid to the practices of (re)producing and disseminating the press 
prints in Europe. According to Geoffrey Batchen’s terms, reproducibility 
“allows photographic images to be widely circulated, but it also gives 
the same image the capacity to come in many different looks, sizes and 
formats.” My presentation focuses on the dissemination of press prints 
in interwar Hungary, especially during the Spanish Civil War. I tend 
to raise questions on the spread of visual information by the cross-
border network of photo agencies like Keystone(s), Wide World Photos, 
Atlantic, Meurisse and so. 

Thanks to reproducibility, these prints might have been kept in various 
archives but with different trajectory even if their versos often hold 
the same German, French or English captions issued by an agency. As 
press prints, cut, sometimes retouched and recaptioned, they were 
once used by the press for different audience and as artefacts of 
museum collections today, they have been linked to various national 
and cultural contexts, but with possibly different meanings. My paper 
seeks to elucidate the special in-between position of press prints that 
are unique objects and reproduced images at the same time.

Eva Fisli is a curator at the Historical Photo Department of the Hungarian National 
Museum, Budapest. Being responsible for the international photo collection of 
the Museum since 2009, she has curated exhibitions and published papers related 
to André Kertész, Robert Capa and Ergy Landau. Since 2012 she also has been the 
secretary of the Hungarian Society for the History of Photography and is the editor of 
its website; ww.mafot.hu. Her current researches include social uses of photography 
and the work of women photographers.



Jindřich Toman
University of Michigan, Ann Arbor, Michigan,USA

— Migration by Default? The Transnational Culture of Picture 
Postcards around 1900–1914
While we may think of the nineteenth century, especially its concluding 
decades, as a period of separation and border-construction rooted in 
local nationalisms, a broad range of political and cultural phenomena 
existed in Europe and North America that were actually visibly 
transnational. The present paper stresses this transnational coda of the 
long century by analysing manipulated photography as it appears, for 
instance, on picture postcards. This domain is characterized by a rather 
free and rapid migration of images that does not respect borders. 

Specifically, I trace two cases related to photomontage picture 
postcards: the spread of the prankish “city-of-the-future” genre and the 
impact of the US-based Martin Picture Postcards on the circle around 
the Czech author Jaroslav Hašek. The city-of-the-future postcard was 
characterized by a liberal borrowing of motifs and their adaptation to 
local needs that in some case involved assertion of local pride. The 
case of Hašek shows a transnational conversation that connects Prague 
with the US-based photomontage postcards. Hašek reinterpreted US 
material in the sense of the local Fools’ Day culture. 

Picture migration of this kind invites questions about its reasons and 
conditions. None of these questions are really new – images have 
always been migrating across borders and curtains. The metaphor 
of the market comes to mind, a model based on such concepts as 
innovation, local market needs and their saturation. I will discuss this 
model briefly, suggesting an additional element – migration by default, 
i.e., migration that does not face any reasons that would stop it. The 
largely apolitical nature of manipulated photography around 1900 may 
well be a factor contributing to the spread by default.

Trained in Czechoslovakia, Germany and USA, Jindřich Toman follows an academic path 
defined by cultures and languages of Central and Eastern Europe. His recent research 
has been situated at the interfaces of literary studies, visual culture and cultural history, 
with topics including Central European avant-garde and modernist book design (Photo/
Montage in Print, 2009); he also co-curated graphic design exhibitions (Horizons of 
Modernism: Zdenek Rossmann, Brno 2015). Among the courses he teaches is “Arts and 
Cultures of Central Europe,” “Soviet Visual Culture, 1920s–1940s” and “Avant-gardes 
East and West.” He is the recipient of the Alexander-von-Humboldt Research Prize 2010.



Anna Zelikova
Independent researcher, St Petersburg, Russia 

— Impressionism and Decadence: Reception of Pictorial 
Photography in Pre-Revolutionary Russia
Pictorial photography came to Russia with international photography 
journals, exhibitions and personal connections between Russian and 
European photographers during the 1890s. In Russia, it was known 
as impressionistic photography or art photography. Although some 
of Russian photographers took part in European exhibitions – such as 
Alexey Mazurin who participated in the first art photography exhibition 
in Vienna in 1891 curated by Alfred Lichtwark – Russian photographers 
did not hasten to join to the new art photography movement. 

Russian photography critics did not fail to immediately notice formal 
and visual distinctions that marked the new art photography. Pictorial 
photography aesthetics with its soft focus and the ambition to express 
personal vision caused polarized opinions among critics: some praised 
its formal and technical qualities; others perceived it as an undesirable 
threat to Russian photography. Andrian Lavrov, photographer 
and editor of “Amateur Photographer” magazine, was the most 
ardent opponent of pictorial photography in Russia. Believing that 
photography was the saviour of “truth” and “beauty” that were lost in 
modernist painting, he did not hesitate to call pictorialism an imitation 
of old paintings produced by short-sighted people and agitated against 
it on the pages of his magazine for ten years. This agitation had its 
consequences: later some critics applied the title “decadent” to 
pictorialism and Sergey Prokudin-Gorsky, who became the editor of the 
magazine in 1904, denied to publish works by pictorialists, saying that 
these works were made by mentally ill people. 

In our presentation, we will discuss the contradictory views on 
pictorial photography in Russia that were expressed on the pages of 
photography magazines and analyse these views in a wider context of 
Russian conservative art criticism that rejected modernist art.

Anna Zelikova graduated in Art History program at European University at St 
Petersburg in 2015. Her master’s thesis focused on the problems of critical reception 
of pictorial photography in Russia before the Revolution and its cultural context. 
Currently, she is an independent researcher. Her academic interests include history 
and theory of photography, cultural history of photography (especially the 19th-
century photography) and visual studies.
 



Ágnes Anna Sebestyén
Hungarian Museum of Architecture, Budapest, Hungary 

— Modern Architecture Crossing Borders: Photographic 
Images Representing International Architecture in the 
Hungarian Journal “Space and Form”
Modern architecture during the interwar period owed a great deal to 
photography and the print culture that facilitated its dissemination. 
Architects, editors and photographers formed a powerful network that 
was able to publicize modern architecture on an international level. 
Images of buildings circulated on a global scale, providing information 
that was universally understandable without the barrier of language. 
Architectural photographs, however, appeared in various publications 
in different countries, and always in new contexts.

In interwar Hungary, the journal entitled “Tér és Forma” [Space 
and Form] took the lead in introducing modern architecture to the 
Hungarian public. Between 1928 and 1942, this monthly periodical was 
edited by the architect Virgil Bierbauer, who established an extensive 
international network of connections that covered Europe, the USA 
and Japan. His correspondence, now held at the Hungarian Museum of 
Architecture, includes major information about the editing processes 
of the magazine and the transfer of photographs.

Via different case studies, I trace the paths these photographs took to 
appear on the pages of “Tér és Forma”. I also analyse the new contexts 
that the journal created for these images and the narratives Bierbauer 
constructed in his accompanying articles. It is crucial to examine 
Bierbauer’s writings, as he acted as the periodical’s principal voice and 
thus he positioned the images within this comprehensive narrative. 
Furthermore, I emphasise another decisive voice at the magazine, that 
of the Hungarian CIAM group, which participated in establishing CIAM-
Ost in 1937 to represent Central and Eastern Europe.

Ágnes Anna Sebestyén is an art historian, having graduated with honours with a Master’s Degree 
from Eötvös Loránd University in Budapest in 2013. She was an exchange student at Leiden 
University in 2011 and was on a grant in London in 2012 to conduct research for her Master’s 
thesis. Since November 2015, she has been working at the Hungarian Museum of Architecture. 
She is also a member of the Hungarian working party of Docomomo International. She has 
been working and publishing continuously on topics related to architectural photography, 
representation and the dissemination of architecture through print media, with a special 
focus on the interwar era in Hungary. Her present research project concentrates on a leading 
Hungarian architectural periodical entitled “Tér és Forma” [Space and Form]. She also co-curated 
the current exhibition “Breuer at Home Again” at the Museum of Applied Arts in Budapest.



Lucia Almášiová
Slovak National Gallery in Bratislava, Slovakia 

— Photographer Pavol Socháň and Slovakian Identity in 
Austro-Hungarian Monarchy
During the 19th century the efforts to boost the national identity 
of Slovaks in multi-ethnic Austro-Hungarian Monarchy met with an 
indecisive success. The situation deteriorated significantly after the 
Austro-Hungarian Compromise in 1867. The support of Slovak culture 
and public national life was moved from official institutions to patriotic 
individuals. The photography was involved very rarely at the events of 
national revival until the end of the 1880s. The work of ethnographer 
Pavol Socháň (1862–1941) can be considered the first nation-
oriented photographic programme. He initially studied painting at the 
Academies of Fine Arts in Prague and later in Munich (1886), where 
he first learnt about photography. Strongly influenced by Bohuslav 
Klemens’ article Photography in Services of Edification [Národné 
noviny], 1888, Socháň started working intensively on the programme 
of documentation of Slovak country, monuments and folk culture. 
He made the series of portraits of national activists at his studio with 
the intention to distribute them as albums. He also started to publish 
the landscape and ethnographical motives in a new popular form – 
postcards. Easy to distribute, these pictures represented influential 
means for maintaining the national pride and moral uplifting at 
complex cultural and social situation, therefore, it was also an activity 
the photographer could have been persecuted for. The photographic 
work of Pavol Socháň represents the essential contribution to the 
enhancement of Slovak national identity in complex period at the 
turn of the 19th century, and it is an important stage of the history of 
photography from the area of present-day Slovakia.

Lucia Almášiová received her Master’s Degree in Art History from Comenius 
University in Bratislava in 2010. In 2010–2011 she worked as an assistant of 
Photomedia Collection in Slovak National Gallery in Bratislava, since 2012 she has 
been a co-curator. In 2014 she started her external PhD studies at the Department of 
Art History of the Faculty of Arts at MU in Brno. She specializes in the history of the 
19th-century photography, historical photographic processes and general terminology 
in the field of photography. Among her most important publications belong “Naples – 
Florence – Venice | Italian Travel Photography” (with B. Marušicová), in Ročenka SNG, 
2012; “Two Landscapes. Picture of Slovakia: 19th Century × the Present Time”, Martin 
Čičo (ed.), 2014; “On the Beginnings of Photographic Media in Slovakia (in Upper 
Hungarian Monarchy)”, in “Domestic and European Context of Biedermeier”, Katarína 
Beňová (ed.), 2015.
 



Anca Filipovici
Romanian Institute of Research on National Minorities, Cluj-Napoca, Romania 

— National Identity Coping with Ethnicity. Images of Interwar 
Romania in Iosif Berman’s Photography
Political and territorial transformation which occurred after 1918 
emphasized the multicultural and multi-ethnic character of Romania. 
In this context, the newly formed state was mostly concerned with 
the strengthening of the national spirit and identity. To this respect, 
official photos included in albums, exhibitions and press became an 
alternative instrument of affirming the Romanian identity. Within the 
visual expression of the state, ethnic minorities are hard to track. Even 
today, the presence of a former large minority, like the Jews, involves a 
lot of difficulties regarding the visual reconfiguration process. Starting 
from these premises, the paper analyses (from the perspective of 
cultural history) the images of the national identity in the photographic 
archives of Iosif Berman, the official photographer of the Royal House 
in interwar Romania. It also deals with the question how the two facets 
of Berman’s personal identity – a Romanian citizen of Jewish ethnicity 
– were reflected in his work. Berman’s collection of photos exploring 
Romania, together with albums documenting Jewish life, state as a 
mirror of complex interethnic intersections.

Anca Filipovici is a PhD candidate in history (since 2012, at the Babeş-Bolyai 
University of Cluj, Romania), working as a researcher at the Romanian Institute of 
Research on National Minorities. She is the author of the volume The Scribes of 
the Province. Intellectuals and Local Culture in Northern Moldavia (Iaşi, European 
Institute, 2015) and of several articles and studies exploring the study of national 
identities, the history of Jews in Romania, youth and education, images of ethnicity 
in interwar Romania. In 2014, she was awarded a postdoctoral scholarship at the 
“Petru Maior” University of Târgu Mureş, where she conducted a research on cultural 
regionalism in multi-ethnic provinces of Romania.



Helena Beránková
Ethnographic Institute of the Moravian Museum, Brno, Czech Republic 

— Photographic Tracks of a Lost Identity
In the early 1930s, Robert Smetana, a musicologist who had worked 
with journalist Bedřich Václavek, conducted the collection of folk 
songs among Protestants in the Dačice region. While the original song 
documentation is held by the Ethnographic Institute of the Czech 
Academy of Sciences, the Brno subsidiary, and was largely published in 
Smetana’s dissertation, the photographic portraits of male and female 
singers taken by Smetana have not been published yet. Smetana sold 
the negatives with succinct characterisations of the singers to the 
Moravian Museum in 1935.

The Protestantism that originally prevailed in Moravia gave way to 
Catholicism, and only a few Protestant enclaves survived in eastern 
Moravia and on the Bohemian-Moravian border. While the eastern 
Moravian Protestant community is still active today, the Dačice 
region lost its Protestant identity almost completely: the more or less 
amateur research carried out by students of acting from the Brno 
JAMU academy found virtually no traces of the spiritual world that 
had shaped the social and cultural identity of the region over several 
centuries, resisting the pressures of re-Catholization. Smetana’s 
photographs make up a gallery of human types from one microregion 
and, together with the written records, remain a unique and uniquely 
comprehensive documentation of a lost and irretrievable identity. In 
addition, Robert Smetana’s landscape shots present an environmental 
base and context for the existence and functioning of the local folk 
tradition.

Helena Beránková, studied ethnography and the history of art at the Faculty of Arts 
of Masaryk University in Brno. Since 1993 she has been curator of the collection of 
the photographs and graphics in the Ethnographic Institute of the Moravian Museum. 
She specialises in the study of the oldest ethnographic photographs from the 19th 
and 20th centuries (while exploring especially the collection of both well-known 
and forgotten photographers), with regard to the relation between photographic 
documents and art, and in the documentary aspects of studio photography. She is a 
member of The National Committee of Anthropological and Ethnological Sciences and 
of the editorial boards of the periodicals Národopisný věstník (Bulletin d’Éthnologie) 
and Historická fotografie [Historic Photography], and Folia ethnographica. She co-/
authored several books, including “Josef Braun. Fotografie 1901–1910” (Brno 1999); 
“Josef Šíma 1859–1929. Kreslíř a fotograf” (Brno 2009); “Erwin Raupp – Moravian 
Hellas 1904” (Lomnice nad Popelkou 2010, together with Antonín Dufek and Andreas 
Krase); “Karl Katholicky 1839–1931. Momentní fotograf” (Brno 2013; with Antonín 
Dufek). 



Baiba Tetere
Ernst Moritz Arndt Universität, Greifswald, Germany 

— The Emergence of Photographic Collecting as Knowledge 
Accumulation: “Latvian Types” by Jānis Krēsliņš (1865–?)
This paper explores the beginnings of photographic collecting practices of the 
Riga Latvian Society [Rīgas Latviešu Biedrība, RLB], the core organization of the 
Latvian National Movement. I focus my analysis on the production contexts 
of the “Latvian Types” by Jānis Krēsliņš (1865–?), the photographic survey 
commissioned by the RLB in 1893, taken during 1894 and 1895 and, finally, 
exhibited at the Latvian Ethnographic Exhibition of 1896. Resulting portraits 
materialize the temporal and spatial uncertainties emerging as an ambiguous 
process of knowledge accumulation in photographs. 

At the turn of the nineteenth and twentieth centuries, the photography was 
acclaimed as distinctively scientific medium. Likewise, anthropology as the 
modern enterprise was a perfect instrument to distinguish the Latvian national 
“types” among the Baltic multicultural society in the nineteenth century. The 
Jānis Krēsliņš’ survey demonstrated, “Latvians” as objects of anthropological 
typologization through the act of scientific image–making. The study follows 
the implication of these two disciplinary histories – anthropology and 
photography – shaping the Latvian national heritage in the late nineteenth 
century. 

Under the late Russian Imperial conditions, the scientific knowledge of the 
diverse peoples and their cultures was instrumentalized regarding the mutual 
relationships between the centre and the peripheries. Within the vortex of 
the Latvian National Awakening during transformative second part of the 
nineteenth century, I focus my analysis on the individual, institutional and 
state centred agendas drawing the trajectories of the collection history. My 
approach attempts to discuss the collection not as an inert and self-evident 
cultural axiom but as entangled in a web of social practices and discourses.

Baiba Tetere is a fourth-year doctoral candidate at the IRTG ‘Baltic Borderlands’ at the 
University of Greifswald, Germany, working on her dissertation „Looking at Peasants: 
Hybridized Visions of Rural Life in Latvia, 1860s–1910s.” She received her BA in History (2001) 
and MA degrees from the University of Latvia (2005) and De Montfort University (2011). Her 
Master’s thesis “Ways of Making and Ways of Looking: the Motif of a Bucolic Woman With 
a Yoke From Early Ethnographic Expeditions in the Nineteenth Century to Inta Ruka’s Series 
‘My Country People’ (1983–1998)” was awarded with Distinction mark. Her current research 
focuses on photographic surveys produced by three political/cultural interests – Latvian, Baltic 
German and Russian – as they sought to produce an ethno-schematization of the Latvian rural 
population ca. 1860–1918. Baiba’s research interests form an interdisciplinary section of the 
key areas of visual culture, history of science and material culture studies, particularly focusing 
on photographic surveys and the representation of farmers.



Tomáš Dvořák
FAMU and the Institute of Philosophy, The Czech Academy of Sciences, Prague, Czech 
Republic 

— Lucretius on the Nature of Photography
In their effort to understand, define and shape the identity of the 
emerging medium of photography, a number of nineteenth-century 
photographers and thinkers have turned to the theory of vision of the 
ancient atomists. My talk will introduce this peculiar point of reference 
while addressing its implications for the relationships among cultural 
and social history, history of ideas and history of technology, and, 
more specifically, for history of photography. The atomistic conception 
of image and materiality challenges the kind of history based on 
individual physical objects and their origins and, surprisingly, points to 
a kind of history that may very well account for the medium’s present.

Tomáš Dvořák, PhD is a research associate at the Institute of Philosophy of the 
Czech Academy of Sciences, and a lecturer at the Film Academy (FAMU) in Prague. 
His research focuses mainly on philosophy and history of science, philosophy and 
history of media, and the intersections of these fields. He is co-/author of numerous 
publications, including “Současné přístupy v historické epistemologii” (2014) and 
“Sběrné suroviny. Texty, obrazy a zvuky nedávné minulosti” (2009), and most 
recently “Soustředěná historie rozptýlené fotografie“, in Geoffrey Batchen, Obraz a 
diseminace. Za novou historii pro fotografii (2016).



Adam Mazur
University of Arts, Poznan, Poland 

— Behind the Curtain. Zdeněk Tmej’s and Jindřich Marco’s 
War Photographs from Breslau and Warsaw
In my paper I would like to revisit two key figures of 20th-century Czech 
photography, namely Zdeněk Tmej and Jindřich Marco. I am interested 
in finding out what actually these famous Czech photographers were 
doing and seeing while in Breslau and Warsaw? How their iconic 
images shape an identity of post-war Central and Eastern European 
photography and exceed local (national) context? In what way their 
authors were put under pressure by present-day political regime and 
what role in this process was played by the images they created? What 
do they mean to us today?

Firstly, I will delineate a general context of Tmej’s series “The Alphabet 
of Spiritual Emptiness” shot while in forced labour camp in Breslau 
(1944–1945), and Marco’s images of ruined Warsaw. Then, using as 
an example single images from the two series I will make an attempt 
to define an identity of post-war Central European photography. 
Even though images from Breslau’ brothels taken by Tmej are famous 
worldwide we still know very little about its context and meaning 
(unlike e.g. Brassai’s nightlife of Paris). Same is with Marco whose 
images constitute a diverse body of work which is popping up in local, 
national context, but it is hard to figure out what he was actually doing 
and documenting in Warsaw (Budapest, Berlin, Dresden...). 

Adam Mazur is an art critic, art historian, curator, editor-in-chief of “Szum” magazine. 
His main interests are contemporary art and documentary photography. Also he is 
an assistant professor at the Artistic University in Poznan. In 2002–2013 he worked 
at the Centre for Contemporary Art Ujazdowski Castle in Warsaw, where he curated 
several exhibitions, including “New Documentary” (2006), “Red-Eye Effect” (2008), 
“Missing Documents. Photographs of Polish Transformation After 1989” (2012) to 
list only major shows. He edited exhibition and collection catalogues, as well as 
books, such as “New Phenomena in Polish Art after 2000” (2007). He also authored 
“Histories of Photography in Poland 1839–2009” (2010), “New Phenomena in Polish 
Photography after 2000” (2012), and “Depth of Field. Essays on Polish Photography 
After 1945” (2014), and curated several solo shows at various venues in different 
parts of Poland (Lodz, Cracow, Poznan), and abroad (Madrid, Bratislava, Berlin, 
Istanbul). Among most recent exhibitions are Martha Rosler’s solo show at CCA 
Ujazdowski Castle (2014), and Artur Zmijewski’s new works which was on view at 
PGS Sopot (2015). In 2013, together with Lukasz Gorczyca, he established a research 
platform focusing on Polish photobooks (polishphotobook.tumblr.com)



Merse Pál Szeredi
Eötvös Loránd University and Kassák Museum, Budapest, Hungary 

— Patterns in the Documentarist Photography of the Horthy-
Era in Hungary
“Documentarist” and “social” photographic practices in Hungary 
during the first half of the 1930s intended to “use” or “appropriate” 
the “image” of the everyday life of the working class for differing 
political and social purposes. My research focuses on recurring 
patterns in the visualization of poverty and unemployment as opposed 
to health and work in Hungary during the Great Depression in 
photographic strategies led by either nationalistic or leftist ideologies. 
The nationalistic “Hungarian photography” used the “image” of 
the Hungarian peasant life for identity-forming and optimistic 
propagandistic causes in the mass media of the Horthy-era. While 
the main subject of “Hungarian photography” was peasant life, in 
the mass media its “richness” was often opposed to the “poverty” of 
urban workers. On the contrary, the Photo-group established around 
Lajos Kassák’s journal “Munka” [Work] between 1930 and 1932, 
consisted of young workers encouraged to document the everyday 
life of the working class in order to create a photographic intersection 
of the “image” of the Hungarian “Proletariat”. A different position 
could be identified as that of the sovereign intellectuals who took up 
“documentarist” photography for the practise of “New Vision” during 
the 1930s. While “new photography”, inspired by Moholy-Nagy’s “New 
Vision” presume objective practice and theory, I argue, that in the 
case of Hungarian “documentarist” and “social” photography several 
political interests and propagandistic purposes opposed each other, 
resulting in patterns within the relatively limited photographic “field” 
and “publicity” which were ideologically differing, yet visually identical.

Merse Pál Szeredi, MA is an art historian and a PhD candidate in Art History at the 
Eötvös Loránd University and researcher at the Kassák Museum in Budapest. His 
research focuses on the Hungarian avant-garde during the 1920s, especially the 
work of Lajos Kassák and his circles. He presented his research at several local and 
international conferences, including the 2014 and 2016 conferences of EAM, 2015 
conference of ESPRit as well as the 2014 and 2016 conferences of IAPT. He has 
researched extensively in Berlin, Vienna and The Hague. He has been working on 
several projects in the Hungarian National Gallery, the Berlinische Galerie and the 
Kassák Museum. He is the co-curator of 2015 and 2016 temporary exhibitions in the 
Kassák Museum focusing on Kassák’s avant-garde journals. In 2016 he held the Ernő 
Kállai scholarship for his research on interwar Hungarian social photography.



Natasza Styrna
Pontifical University of John Paul II in Krakow, Poland 

— Torn between Two Worlds. Photographs Published in Lviv 
Zionist “Chwila” Daily (1930–1935)
Lviv-based Zionist “Chwila” was one of the most important Jewish 
journals in interwar Poland. Photographs published in the illustrated 
supplement of the newspaper (1930–1935) give us a unique 
opportunity to look into the life of Lviv Jews of the time: their interests, 
passions, joys and hardships. We can watch their budding dream about 
creating their own state in Palestine. At the same time, we can see 
their indisputable bond with the place where they were born and lived. 
Photographs of Jewish settlers in Palestine are published next to those 
showing the beauty of the Polish landscape and the charm of Lviv 
streets. The photographic images are accompanied by poems written 
by Jewish men of letters. But these poems are not devoted to Jewish 
themes and they focus on living there and then, offering images of the 
seasons changing, sunny mornings and snowy winters. They manifest 
not only attachment to the local homeland but even a romantic 
attitude to it. Zionist views did not exclude love for one’s place of birth. 
Such a complex, double identification with Polish homeland and the 
Jewish world at the same time was a fairly common phenomenon in 
interwar Poland. It was not only common for ordinary people but also 
for some of the most distinguished Zionist activists. In this respect, Lviv 
was not an exception, there were many more places like that in Central 
Europe were Jewish population was high. But in no other part of the 
world the history of this ambiguous identity was documented in such a 
striking manner through photography.

Natasza Styrna is an art historian. She graduated from the Jagiellonian University in 
Krakow, Poland. Her interests and activities are focused on history of art and culture 
of the Jewish minority in interwar Poland. She received a scholarship from the 
Israeli Government and is a member of the Commission for History and Culture of 
Jews at the Polish Academy of Learning. In 2008, she prepared an exhibition in the 
Historical Museum of the City of Krakow “Jewish Artists in Krakow, 1873–1939”. She 
authored the book “Zrzeszenie Żydowskich Artystów Malarzy i Rzeźbiarzy w Krakowie 
1931–1939” [The Society of Jewish Painters and Sculpturers in Krakow 1931–1939] 
and many articles published in Poland and abroad. In 2016, she presented a paper 
“Photographs of Palestine in the Leading Jewish Newspapers Published in Polish in 
the Interwar Period” at the “Discovering ‘Peripheries’” conference in Warsaw, Poland.
 



Catherine Troiano
Victoria and Albert Museum, London, and Photographic History Research Centre at 
De Montfort University, UK

— Changing Faces: “National Photography” in Hungarian 
Museums (1987–2016)
This paper will look at “national” or “Hungarian” photography as interpreted 
by Hungarian cultural institutions since the 1980s. A number of exhibitions 
that have taken place in Hungary during the last three decades have 
defined themselves using titles or texts that infer the existence of a national 
photographic style. However, studies have shown that arguing for the 
existence of national schools of professional, artistic or other practice is 
problematic. Defining national styles of photography is particularly so due 
to the medium’s close relationship with dynamic social and political realities, 
including the high level of cross-border activity that has been especially 
prevalent since 1989.
 
Broadly speaking, the paper will look at the organisation of Hungarian 
museums in order to understand governmental influence and identify 
potential patterns in the presentation of photography. More specifically, it will 
examine a group of exhibitions that took place in Budapest between 1987 and 
2016, including “Magyar Fotográfia, 1987” [Hungarian Photography, 1987] 
and “Képek és Pixelek, fotóművészet és azon túl: Nemzeti Szalon” [Images 
and Pixels, photography and beyond: National Salon] (2016). In doing so, 
it will explore the notion of “national photography” and consider how this 
idea develops in relation to where, when, and in what socio-political context 
photographs are made publicly visible.
 
This investigation begins in the late 1980s, acknowledging renewed artistic 
freedoms that followed comparative political leniency in previous decades. 
The paper will therefore trace the relationship between national sentiment 
and cultural institutions from a more liberal, but still Communist, moment 
throughout various governments to the current Orbán administration. 

Catherine Troiano is Assistant Curator of Photographs at the Victoria and Albert Museum (V&A), 
London. She is also pursuing her PhD at the Photographic History Research Centre (PHRC), De 
Montfort University, UK. Her doctoral research is focussed on photography in Hungary since the 
1980s and explores representations of national identity in photographic exhibitions and cultural 
organisations. Her other research interests include histories and practices of museums, European 
Modernism and twentieth-century British photography. Prior to the V&A, Catherine worked for a 
number of organisations including the Museum of Modern Art, New York, where she contributed 
to the Thomas Walther Collection Research Project (2013–2014). Since then, she has curated or 
worked on exhibitions and displays including “Abstraction Measured” (Filter Photography Festival, 
Chicago, 2015), “A History of Photography: The Body” (V&A, 2016), “The Camera Exposed” (V&A, 
2016) and “Street View: Photographs of Urban Life” (Museums Sheffield, 2016).



Gil Pasternak
Photographic History Research Centre at De Montfort University, UK

Marta Ziętkiewicz
Society Liber Pro Arte, Warsaw, Poland 

— Crushing Communism, Realising Democracy. Public 
Photographic Displays and Polish Sociocultural Politics in the 
1980s and 1990s
Our paper will explore attempts made by Polish intellectuals to 
reorganise Poland’s sociocultural politics between the 1980s and 
1990s through the installation of strategic photographic displays that 
explicitly challenged the very foundations of communist philosophy. 
In doing so, we will elaborate knowledge about the participation of 
photography in facilitating the gradual transition of Polish society to 
democracy. 

Analysing materials preserved in private collections and Polish public 
archives, we will discuss a range of socially oriented curatorial practices 
typical to the period the paper considers. Primarily, however, we will 
pay close attention to one series of public displays put together by 
Aleksandra Garlicka, including for example: “Photography of Polish 
Peasants” (1985); “Workers” (1989); “Others Among Us” (1992); and 
“Polish Intelligentsia” (1995). 

Garlicka was an academic who came to recognise photography’s 
political potential when she visited the exhibition The Family of Man 
during its 1959-1960 installation in Poland – an exhibition originally 
curated by the New York MoMA in 1955 to disseminate western 
humanistic principles and democratic values. But Garlicka was able to 
start putting her photographic understanding to practice only when 
communist politics started weakening. Featuring photographs that 
she gathered through open public calls and in forsaken Polish archives, 
each of the displays she organized demonstrated that Poland’s 
historical social photographies (images as well as practices) simply do 
not support the ideas that ‘communist elites’ wanted the Polish people 
to accept as their reality and collective memory. Her initiatives inspired 
other Polish intellectuals and ethnic minority groups to embrace 
photography for the same and similar purposes. 



The sparse literature addressing photographic practices in the former 
Eastern Bloc tends to pay much attention to the role photography 
had played in the dissemination of formal politics. Through our paper, 
however, we want to broaden considerations of the role photography 
has also played in challenging Eastern European communist regimes, 
their official legacies and social as well as cultural politics.

Gil Pasternak is Senior Research Fellow Photographic History in the Photographic 
History Research Centre (PHRC) at De Montfort University (UK), and MA Photographic 
History Programme Leader. Specialising mainly in histories and theories concerning 
non-professional and amateur photographic cultures, he has provided consultancies 
for such organisations and corporations as BBC and Nikon, and his writings are found 
in volumes published by Dartmouth College Press, Cambridge Scholars Publishing, 
Diaphane éditions, I.B. Tauris as well as in journals such as “Photography & Culture, 
Life Writing”, and “Object”. In recent years Gil’s research has looked into synergies 
between private photographic practices, curatorial tendencies, and historical as well 
as political realities in Poland. This has led to his appointment as an advisor for a 
project funded by the Polish Ministry of Higher Education dedicated to making Polish 
photographic histories and legacies accessible for scholars in the arts, humanities and 
social sciences. 

Marta Ziętkiewicz is a Researcher for the externally funded project “Sources for 
the nineteenth-century history of Polish photography” at Society Liber Pro Arte 
in Warsaw, and a PhD candidate at the Institute of Art of the Polish Academy of 
Sciences. Researching the social history of nineteenth-century Polish photography, 
Marta studies the development of early photographic markets in Poland and the 
subsequent establishment of international networks of photographic knowledge 
exchange. She published in the journals “Dagerotyp” and “Pamiętnik Teatralny”, 
and also the edited volume “Photography in the Humanities” (Society Liber Pro 
Arte, 2015). A study she co-authored with Gil Pasternak on domestic photographic 
histories of Polish Jewry will appear in June 2017 in a special issue of “Photography 
& Culture” dedicated to family photography. Marta organized the 2016 conference 
“Discovering ‘Peripheries’: Photographic Histories in Central and Eastern Europe” and 
she is coediting a volume on the same topic.



Annika Toots
Estonian Academy of Arts, Tallinn, Estonia 

— Photography as a Critical Medium of Memory in Post-
Soviet Estonia
During the 1990s photography became an acceptable and prominent 
medium of art in Estonia and contributed to the construction of a 
new national identity after the fall of the Soviet Union. As a medium 
of memory and a tool for performing postmodernist ideas in art, 
photography – and especially family albums and archives – were used 
to deconstruct the dominant narrative and to address personal issues 
and taboos that had been suppressed by the Soviet occupation, thus 
creating alternative and counter-memories. Artists were materializing 
the past, creating semi-fictional narratives and using visual language 
that was at the same time both familiar and uncanny. This presentation 
will analyse some of the works that confront and challenge the 
collective memory of a newly democratic country, as well as the 
photograph itself as a medium of memory. 

Annika Toots, holds MA in Art Theory and is a PhD candidate at the Estonian 
Academy of Arts. Her research is focused on the complex relationship between 
visual culture and memory, with a particular interest in photography. She has written 
articles on contemporary art and has curated several art and book exhibitions. Her 
latest projects include a book on the studio spaces of contemporary Estonian artists.



Martin Jelínek
Jewish Museum in Prague, Czech Republic 

— Project “The unKnown”: Ten Years of Shaping Identity 
of People on Wartime Photographs, a Curator Himself and 
Many Others
The Photo Archive of the Jewish Museum in Prague contains hundreds 
of photographs about which very little was known just until a few 
years ago. These include more than 700 portrait photographs of about 
400 people; to date, most of these have been described briefly with 
the caption “Photo Workshop, 1942–1944”. In addition, some of the 
archive records have been found to include the surname, first name or 
initial of the portrait subject. Depicted persons were often referred to 
as “an unknown man”, “an unknown woman”, or “an unknown child”, 
hence the project title “The unKnown”. The use of the capital letter 
“K” is connected to the initial hypothesis and expectation that it will be 
possible to find the identity of many of the people in the photographs, 
so that the prefix “un-” can be deleted later. Researchers were often 
requesting some of these photographs as illustrative material for their 
work on Auschwitz and other concentration camps. But what if that 
little girl with the glasses, bow in hair and Jewish star sewn onto her 
clothes was never in a concentration camp and survived the war in 
Prague?

This paper tries to review more than ten years of searching identities 
of people portrayed on wartime photographs as well as methods used 
for successful identification. It will also mention the side effects of this 
project such as new acquisitions for the museum’s collection, and the 
growing knowledge about the Prague Jewish community during the 
wartime period, as well today. 

Martin Jelínek works as a head of the Photo archive of the Jewish Museum in Prague 
(since 2004). His research is focused on the Czech Jewish community, especially 
of the Second World War period, as seen through 20th-century photography. In 
2009 he graduated from the Masaryk University in Brno with final thesis “The 
Project ‘unKnown’: Identification of People on Portrait Photographs from the Photo 
Archive of the Jewish Museum in Prague”. The aim of his project was to identify 
the, until then, unknown people from portray photographs depicting members of 
the Jewish community in Prague in 1942–1944. His next research was supported by 
the Rothschild Foundation grant in 2012–2013. In 2015 he curated the exhibition 
“Auschwitz album” which took place in The House of Photography (Prague City 
Gallery).



Jolita Mulevičiūtė
Lithuanian Culture Research Institute, Vilnius, Lithuania

— Count Stanisław Kazimierz Kossakowski’s Photography: 
A Utopian Project (1894–1905)
Count Stanisław Kazimierz Kossakowski (1837–1905) was an extraordinary 
figure in the history of photography of both Poland and Lithuania. A 
traditionally minded aristocrat, he was fascinated by the democratic 
contrivance of bourgeois culture. Although being an amateur, he organised 
his activity according to the standards of a professional photographic 
enterprise. Over a decade, he amassed approximately 8,000 negatives, but 
after his death he went into total oblivion, and his huge collection of glass 
plates disappeared without a trace during World War I. 

The paper deals with Kossakowski’s photographic legacy as a paradoxical 
case. Kossakowski tried to reconcile the epistemological grounds 
characteristic of the Enlightenment with the creative possibilities provided 
by modern visual media. Keeping a distance from the nationalist ideas 
which spread all over Lithuania and Poland, he continued to uphold his 
personal worldview based on traditional territorial rather than modern 
national identity. In Lithuania, he took photos of his Vaitkuškis palace and 
estate residents. Kossakowski pictured his family, relatives, and servants 
as well as Ukmergė district landlords, Catholic clergy, tsarist officials, 
Lithuanian peasants, Jewish craftsmen, and Gypsies. He presented a 
collective portrait of the local community. However, Kossakowski used 
photography not only as documentary evidence but also as a performative 
means to construct his imaginative reality. In the age of great socio-cultural 
and political changes, he ignored the oppositions and boundaries of the 
period. That utopian photo-project ended together with the collapse of 
Kossakowski’s private universe in 1905, when democratic revolution broke 
out in the Russian Empire. 

Kossakowski’s photo-archive had attracted no scholar attention for a long 
time. Only after the opening of the Lithuania-Poland border in 1991, an 
intensive research into his unique photographic heritage has commenced.

Jolita Mulevičiūrė is a senior researcher at the Lithuanian Culture Research Institute in Vilnius. 
In 1985, she graduated from the Vilnius Art Institute with a diploma in Art History. In 1994, 
she received her PhD with thesis “The Renewal of Lithuanian Painting: 1956–1970”. Besides 
numerous articles, she has published two monographs on the history of modernisation 
of Lithuanian culture and art from 1865 to 1940. Her recent book is “’Wojtkuszki’: Count 
Stanisław Kazimierz Kossakowski (1837–1905) and 19th-Century Amateur Photography” (in 
Lithuanian, 2015). Her current research focuses on visual culture and politics in the Russian 
Empire in the second half of the 19th century.



Petra Bopp
Independent art historian and curator, Hamburg, and Freie Universität, Berlin, 
Germany 

— Focus on Strangers. Cross-Border Practices in Wehrmacht 
Soldiers’ Photographs 
Our collective cultural memory contains many photographic traces which 
preserve individual recollections of World War II. Pictures were taken 
both by amateurs who looked to professional and artistic photography for 
inspiration, and by owners of the small, easy-to-operate cameras developed 
from 1900 onward and permitting the production of photos in great 
numbers. Already during World War I, soldiers made photographs which 
they compiled in war albums. After 1933, however, snapshot-taking became 
a highly popular form of mass recreation in the Volksgemeinschaft. In 1939 
with the invasion of Poland Goebbels challenged the soldiers to take pictures 
from the front. Images of the Wehrmacht soldiers advancing on Poland, 
France, the Soviet Union and the Balkans were shaping identities in different 
manner with regard to intention, motif and meaning than the photos of 
professional war photographers, who had ideologically clear assignments 
to carry out. The fighting occupiers reassured themselves of their own 
identity and so-called superiority by looking at prisoners and civilians from a 
perspective ranging from curiosity to racism. 

Already in the situation they were photographing, the soldiers determined 
the future memory of the instant. The process of pasting the photos into 
albums in certain arrangements and annotating them then served to charge 
each individual picture with additional private meaning. These individually 
constructed memorial spheres provide present-day viewers access to the 
visual testimonies of a generation, its perspective on the war, its mentality. 
Analysing these photos and albums we can find different challenging 
aspects of gender, ethnicity and racial discrimination in this horrible war of 
annihilation.

Petra Bopp is a free-lanced art historian and curator, based in Hamburg and Berlin. Since 2013 
she has been a fellow at the research group BildEvidenz. Geschichte und Ästhetik at the Institute 
of Art History at the Free University Berlin. She participates at the research project “Views in 
Counterpoint: Private War Pictures taken in Europe from 1939 to 1948” dealing with photos 
of civilians in different European countries at the time of German occupation. She curated the 
exhibition “Fremde im Visier. Fotoalben aus dem Zweiten Weltkrieg” (shown since 2009 in eight 
cities in Germany, the Netherlands and Austria). She was engaged in a research project dealing 
with private photography of Wehrmacht soldiers in WW II (Deutsche Forschungsgemeinschaft), 
which was carried out in 2004–2008 at the Universities of Oldenburg and Jena. Also she 
coordinated the exhibition “Vernichtungskrieg. Verbrechen der Wehrmacht 1941–1944” shown 
at the Hamburg Institute of Social Research (shown in 33 cities in Germany and Austria 1995–
1999). She teaches at the Universities of Hamburg, Jena, and Oldenburg. She graduated from art 
history (PhD), ethnology and archaeology in Hamburg and Paris.



Maria Gourieva
St Petersburg State University and St Petersburg State Institute for Culture, Art Film 
and Photography, Russia

— Carnival All Year Round: Practices of Acting for the Camera 
in Late Soviet Private Photography
Acting in front of camera is somewhat inspired by the nature of 
photography as a means of capturing the world and at the same 
time by the concept of photography as a tool of creating alternative 
realities, this concept gaining popularity during the 20th century. 
When narrowed down to picturing people, photography can be used 
as a tool of self-identification, for example by using it as a means of 
trying on different identities. In some cases photography, or rather 
the practice that embraces the acts of making photographs/posing for 
the camera/looking at and showing the pictures, becomes the reason 
for and the territory of creating these identities that exist only in front 
of the camera and for the sake of being photographed. This paper is 
dedicated to the examples of Soviet private/amateur photography 
in which sitters create characters for the camera. The paper traces 
down the roots of this tradition and analyses the types of characters, 
the specificities of their representation, along with the functions and 
contexts of these images. The research is based on the material from 
the 1960s–1980s Soviet Russia.

Maria Gourieva received her PhD in cultural studies at St Petersburg State University. 
She has worked at State Museum and Exhibition Centre for Photography ROSPHOTO 
for eight years. Since 2013 she has taught theory and history of photography, 
museum studies, curatorship and art management at a number of public and private 
institutions. Currently Assistant Professor at the Chair of Art Film and Photography, 
St Petersburg State Institute for Culture and Senior Lecturer at the Institute of 
Journalism, St Petersburg State University, Maria is the founder and co-organizer of 
annual conference in visual studies, history and theory of photography, After Post-
Photography (www.appconference.wordpress.org).



László Beke is an art historian and curator. From 1969–1986 he was a research fellow 
in art history at the Research Institute for Art History of the Hungarian Academy 
of Sciences. In 1971, he initiated the project “Work=the Documentation of the 
Imagination/Idea”. In the 1990s he curated shows that represented the region’s 
Conceptualisms, such as the exhibition “Global Conceptualism: Points of Origin, 
1950s–1980s”, at the Queens Museum in New York in 1999. He had been teaching at 
the University of Lyon 2 – Louis Lumiere (1988–1989) and was Chief Curator of the 
19th and 20th Centuries collections of the Hungarian National Gallery (1988–1995), 
and also the General Director of Műcsarnok/Kunsthalle in Budapest (1995–2000). 
From 2000–2012, Beke was Director of the Research Institute of Art History of 
the Hungarian Academy of Sciences, Budapest. He is Professor at the Hungarian 
University of Fine Arts and teaches in several Hungarian institutions. Ex-Member of 
the Hungarian National Committee of Art History and of the AICA.

Ewa Manikowska serves as an assistant professor at the Institute of Art of the 
Polish Academy of Sciences in Warsaw. Her research interests focus on the history 
of collecting, survey photography, cultural heritage and art restitution at the time of 
WWI. She is the author of the forthcoming “Photography and cultural heritage in the 
age of nationalisms. Europe’s eastern borderlands (1867–1945)” (Bloomsbury 2017).

Eva Pluhařová-Grigienė is an assistant professor (wissenschaftliche Mitarbeiterin) 
of art history of Eastern and East Central Europe at Humboldt University, Berlin. Her 
current areas of research include photography and visual culture in socialism, image 
theories and art/photography historiography. Forthcoming is her book “Die Migration 
der Bilder. Das Memelgebiet in fotografisch illustrierten Büchern, 1889–1991” 
(Böhlau).

Petra Trnková is a senior research fellow and a curator of the photographic 
collection at the Institute of Art History of the Czech Academy of Sciences in Prague. 
Her research interests centre around 19th- and early 20th-century photography. 
Recently, she has been conducting research into photography production of the 
1840s, amateur photography practices around 1900, and also into the influence of 
aristocratic societies on the development of the photographic market in the former 
Habsburg Empire. At present she is completing a monograph on the beginnings of 
photography in Central Europe (forthcoming in 2017). 
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