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1 Mikrohistorie
mikrofotografie

Ruku v ruce s vynadlezem fotografie $la snaha uplatnit kapacity tohoto nového
zobrazovaciho prostfedku v mikroskopii, a to s cilem zachytit vérnou podobu
objektt pozorovanych pod zvétSovacimi skly, potazmo vytvofrit exaktni
védeckou ilustraci. Vize dokonalé mikrofotografie - tedy fotografického
obrazu mikroskopického objektu - se do zna¢né miry stala i hnacim motorem
zdokonalovani fotografickych technologii, zvIaSté v souvislosti s botanikou

a medicinou. Fotoaparat propojeny s mikroskopem byl totiz vyuzivan nejen
coby presné zaznamoveé zafizeni, ale v mnoha pfipadech i jako vyzkumny
aparat, jak doklada napriklad prace bakteriologa Roberta Kocha.

Zatimco ve vyzkumu biologickych &i mineralogickych preparatt se
mikrofotografie uz davno stala samozrejmou soucasti védeckého procesu,
ve vyzkumu fotografickych obrazl a jejich historie je aplikovana fidceji.
Mikrofotografie a mikroskopicky vyzkum fotografického materidlu vibec
se staly doménou restauratort pii uréovani jak materialové skladby, tak
charakteru a rozsahu jednotlivych poskozeni. Naopak historikové a teoretici
fotografie sahaji po lup& nebo mikroskopu daleko méné a nevyhnutelné jim
tak unikaji mnohé, jen zdanlivé nepodstatné detaily.

Pomoci mikroskopu Ize pfitom snadno odhalit nejen miniaturni ¢asti obrazu,
pouhym okem nepostiehnutelné, ale i stopy tykajici se okolnosti vzniku

a dal$iho Zivota té které fotografie: at uz jde o indicie autorskych Uprav
negativu, znaky dobovych ¢i pozdé&jSich zasaht do fotografického pozitivu,
symptomy nezadrzitelnych degradacnich procest, anebo jen fotografem

¢i majitelem nechténé zanechané stopy po papilarnich liniich prstu. Z historie
navic vime, Ze mikroskopicka pozorovani povrchu fotografického obrazu
vedla i k objeviim, jez dokazaly nasmérovat dalsi vyvoj fotografickych
technologii a vyvolat celou fadu dUleZitych teoretickych otazek: za v§echny
Ize pfipomenout daguerrotypii a vyzkum francouzského Iékare a bakteriologa
Alfreda Frangoise Donného, ktery jiz v zafi 1839 zjistil, Ze daguerrotypicky
obraz je tvofen jemnym reliéfem a ma tak potencial grafické matrice.

Cilem vystavy je ukazat na prikladu nékolika fotografii a fotomechanickych
tiskU z druhé poloviny 19. a zacatku 20. stoleti, co ve - pouhym okem
nepostrehnutelné - Ize odhalit za pomoci zvétSovacich skel a obrazového
snimace s vysokym rozliSenim, respektive jak dalece mohou byt (a jsou)

i ty nejbanainégjsi fotografické obrazy upravené a jaké informace Ize touto
cestou ziskat.



1 A Microhistory of
Photomicrography

The invention of photography went hand in hand with the effort to apply
the capabilities of this new imaging medium in microscopy, with the aim of
capturing a faithful representation of objects observed under magnifying
glasses, and thus creating an exact scientific illustration. The vision of

a perfect photomicrograph - that is, a photographic image of a microscopic
object - became largely the driving force behind the improvement of
photographic technologies, especially in connection with botany and
medicine. A camera connected to a microscope was used not only as

a precise recording device, but in many cases also as an investigating
apparatus, as demonstrated, for example, by the work of bacteriologist
Robert Koch.

While photomicrography has long become a natural part of the scientific
process in the research of biological or mineralogical samples, it is

applied less frequently in the research of photographs and their history.
Photomicrography and microscopic research of photographic material

in general have become the domain of photo conservators, whether in
determining the material composition or the nature and extent of individual
damages. On the other hand, historians and theorists of photography reach
for a magnifying glass or microscope much less often and inevitably miss
many seemingly insignificant details.

Using a microscope, it is possible to easily detect not only miniature parts

of the image, imperceptible to the naked eye, but also traces related to

the circumstances of the creation and further life of a given photograph:
whether these are evidence of the author’s editing of the negative, signs

of period or later interventions in the photographic positive, symptoms of
unstoppable degradation processes or just traces of papillary finger lines left
unintentionally by the photographer or owner. Furthermore, we know from
history that microscopic observations of the surface of a photographic image
also led to discoveries that were able to direct the further development of
photographic technologies and raise a number of important theoretical
questions. Among them all, we can mention the daguerreotype and the
research of the French physician and bacteriologist Alfred Frangois Donng,
who discovered in September 1839 that a daguerreotype image is formed

by a fine relief and thus has the potential of a graphic matrix.

Using the example of several photographs and photomechanical prints from
the second half of the 19th and early 20th centuries, the exhibition aims to
show what can be revealed - imperceptible to the naked eye - with the help
of magnifying glasses and a high-resolution image sensor, or rather how far
even the most banal photographic images can be (and were) modified and
what information can be obtained in this way.
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2 Opravy
a defekty

Maloktera fotografie dnes vypada tak jako v dobé& svého vzniku. Svou
materidlovou skladbou jsou fotografie odsouzeny k nezadrzitelnému procesu
zmeény, zejména k blednuti obrazu a Zloutnuti nebo kifehnuti papirové &i jiné
podlozky. Jakkoli fotografie pUsobi nezivotné a trvale, od okamziku vzniku
probiha v kazdé z nich - navzdory ustalovaci — fyziologicky proces starnuti.
Ten mUZeme nanejvys zpomalit, nikoli vSak zastavit, nebot materialy tvofici
nedilnou slozku fotografické vrstvy a jejiho podkladu, jako je stfibro, Zelatina
¢i papirova vlakna, pod vlivem okolniho prostfedi nevyhnutelné méni svou
strukturu. | kvUli tomu tak Casem stale zietelnéji vyvstavaiji rizné skryté vady,
jako jsou femeslné chyby zpocatku neviditelné v kdysi daleko tmavsich
partiich obrazu anebo autorem umné skryté za pomoci retusi, dale také
manualini zasahy do fotografického negativu ¢€i pozitivu provedené ve snaze
zdokonalit vybrané obrazové partie (viz napriklad doplnéni oblaku, zakryti
nevhodného pozadi, domalovani rozmazaného stromovi), pfipadné defekty,
které se objevily az Gasem (napf. foxing, otisky prstl na emulzi, poskozeni
zpUsobena hmyzem, Skrabance apod.).

2 Modifications
and defects

Photographs today hardly look as they did when they were created. Due

to their material composition, photographs are doomed to an unstoppable
process of change, especially the fading of the image and the yellowing or
brittleness of the paper or other supporting layer. Although photographs
appear lifeless and permanent, from the moment of creation, each of

them - despite the fixative — undergoes a physiological aging process. We
can at most slow it down, but not stop it, because the materials forming an
integral part of the photographic layer and its base, such as silver, gelatine,
or paper fibres, inevitably change their structure under the influence of the
surrounding environment. Because of this, various hidden defects become
more and more apparent over time. Whether it is flaws initially invisible in the
once much darker parts of the image or artfully hidden by the author with
the help of retouching, manual interventions in the photographic negative
or positive made in an attempt to improve selected parts of the image (see
for example adding clouds, covering an inappropriate background, finishing
off blurred trees), or defects that only appeared over time (e.g. foxing,
fingerprints on the emulsion, damage caused by insects, scratches, etc.).
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Pomoci pozitivnich retusi
dokazali fotografové §ikovné
skryt mnohé technické
nedostatky fotografického
snimku — necistoty, jez ulpély

na negativu, odloupnutou emulzi
¢irozmazané figury v popredi.
RetuSovaci barva je ovsem
oproti emulzi slanych papirt

a albuminovych fotografii daleko
trvanlivejsi a to, co retuse
puvodné elegantné skryvaly,
dnes naopak nemilosrdné
podtrhuji.

By retouching prints,
photographers were able to
skilfully hide many technical flaws
in a photographic image — dirt
that had stuck to the negative,
peeled off emulsion or blurred
figures in the foreground.
However, retouching ink is much
more durable than the emulsion
of salt paper and albumen prints,
and what retouching originally
elegantly concealed, today it
mercilessly underlines.

10
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3 Premalby
a kolorovani

Po celé 19. stoleti fotografie zapasila s barvou. NejenZe vysledkem vSech
dostupnych fotografickych procest byly monochromni obrazy, ale co vic,
jejich tonalita nekorespondovala se skute€nosti: nékteré plochy &lovékem
vnimané jako relativné tmavé pusobily ve vysledku svétleji a naopak.

Svého ¢asu pouzivané svétlocitlivé emulze totiz reagovaly na jednotlivé
&asti barevného spektra s rtznou intenzitou. Zatimco modré asti byly
prfeexponované a na vysledném pozitivu tedy svétlé, Cervené partie naopak
vychazely daleko tmavsi.

Barevné nedostatky se fotografové snazili korigovat rliznymi prostredky.
Tim nejviditeln&jSim se uz kratce po zverejnéni prvnich fotografickych
vynalezU stalo ru¢ni kolorovani pozitivl. Zpocatku byly kolorovany pouze
specifické partie, a to velmi decentné, napfiklad oci, tvare, Usta, ruce nebo
Sperky, v pozdé&jsich letech ale fotografoveé nevahali séhnout i k hutné&jsi
kvaSové Ci olejové barve. V takovych pfipadech se fotograficky obraz staval
zcela neviditelnym.

3 Overpainting
and colouring

Throughout the 19th century, photography struggled with colour. Not only
did all available photographic processes result in monochrome images,
but what is more, their tonality did not correspond to reality: some areas
perceived by humans as relatively dark actually appeared lighter and vice
versa. The light-sensitive emulsions used at the time reacted to individual
parts of the colour spectrum with different intensities. Whereas blue parts
were overexposed and therefore bright on the resulting positive, the red
parts, on the contrary, came out much darker.

Photographers tried to correct colour deficiencies by various means. Shortly
after the publication of the first photographic inventions, hand-colouring of
prints became the most obvious. Initially, only specific areas were colouring,
very subtly, such as eyes, cheeks, mouths, hands, or jewellery, but in later
years photographers did not hesitate to use thicker gouache or oil paint.

In such cases, the photographic image became almost invisible.

12
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Portrétni fotografové
vénovali zvlastni pozornost
o¢im; dobové prirucky
napriklad radily, jak dodat
svétlou jiskru oku pomoci
cyankali nebo jaké zvolit

tahy Stétcem. Jak delikatni
anaroéna byla v tomto sméru
prace nékterych fotografa

¢i jimi najimanych akvarelistu,
zde ukazuji dva priklady:
decentné kolorovany portrét
hrabénky Klotildy Clam-Gallas
a portrét neznamé starsi zeny
provedeny v takzvané tusoveé
manyte. [ 3.3]

Portrait photographers

paid special attention to

the eyes; for example, period
manuals advised how to add

a bright sparkle to the eye
using potassium cyanide. Two
examples show how delicate
and demanding the work of
some photographers or the
watercolourists they hired was
in this regard: a subtly coloured
portrait of Countess Clotilda
Clam-Gallas and a portrait

of an unknown elderly woman
executed in the so-called
ink-wash manner. [ 3.3 ]
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4 Montaze

Nedilnou souc¢asti fotografické praxe se vedle retuSovani a kolorovani staly
velmi brzy i montéZze. S jejich pomoci bylo mozZné nejen kompenzovat limity
soudobé fotografické technologie — napriklad nizkou citlivost fotografického
materidlu na Cervenou &ast barevného spektra &i prili§ dlouhou expoziéni
dobu -, ale také oZivit vyjevy pomoci pfidané staféze, vylepsit celkovou
kompozici anebo vizualizovat nerediné situace.

4 Montages

In addition to retouching and hand-colouring, montages soon became an
integral part of photographic practice. With their help, it was possible not only
to compensate for the limits of contemporary photographic technology - for
example, the low sensitivity of photographic material to the red part of the
colour spectrum or excessively long exposure times - but also to enliven
scenes with added staffage, improve the overall composition, or visualise
unrealistic situations.

18
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Na fotografii obelisku, ktery staval na
dohled od novohradského zamku v jiznich
Cechéch, 1ze dobie vidét, jak dalece a do
jakych podrobnosti dokazal fotograf
zkombinovat nékolik riiznych snimku.

V tomto pripadé doplnil nejen miniaturni
figury, ale i stromovi po stranach
monumentu, ktery pro vétsi ziretelnost
obtahl tuzkou. Presnou dataci snimku
ovSem nezname a nelze tak s jistotou rici,
zda jde o vyobrazeni skute¢ného stavu,
byt sestaveného z nékolika raznych
negaitivi, nebo o vizualizaci teprve
zamyS$leného projektu.

19

In the photograph of the obelisk, which stood
within sight of the Nové Hrady Chateau in
South Bohemia, it is clear how far and in
what detail the photographer was able to
combine several different images. In this
case, he added not only miniature figures,
but also trees on the sides of the monument,
which he traced with a pencil for greater
clarity. However, we do not know the exact
dating of the image and therefore cannot say
with certainty whether it is a depiction of
the actual state, albeit composed of several
different negatives, or a visualisation of

a project that was just being conceived.
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Neékdy jsou prechody mezi jednotlivymi

C¢astmi montaze zaretuSované tak
peclive, Ze jejich existenci prozradi
pouze perspektiva, disproporce
nebo odli$né vrzené stiny pridanych
elementu.

Sometimes the transitions between
individual parts of the montage are
retouched so carefully that their
existence is revealed only

by perspective, disproportion,

or differently cast shadows

of the added elements.

20
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V poloving 19. stoleti byly oblibenym — a nékdy
ijedinym moznym — zptisobem vytvaieni
skupinovych portréti takzvané mozaikové
obrazy. Slo o sestavu nékolika individualné
zhotovenych podobenek nasledné umné
spojenych do jednolitého celku. Klicem

k uspéchu byla v tomto pripadé priprava
jednotlivych negativi, které musely
korespondovat co do perspektivy, tonality
iproporci portrétovanych osob.

In the mid-19th century, the popular — and
sometimes the only — way to create group
portraits was so-called mosaic images.
They were a set of several individually made
portraits that were then skilfully assembled
into a single whole. The key to success in
this case was the preparation of individual
negatives, which had to correspond in terms
of perspective, tonality, and proportions of
the portrayed persons.

22
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5 Svetlotiskove
pohlednice

Pohlednice se staly nedilnou sou¢asti moderniho svéta. Diky své dostupnosti
i rozSifenosti umoznovaly jako prvni masmédium Siroké verejnosti vidét,
vlastnit a uchovavat podobenky vzdalenych mist. Jejich po&atky sahaji

do 40. let 19. stoleti, nicméné jako komer&ni produkt prisly na trh az o dvé
dekady pozdéji. Pavodni litografie byly na prelomu 19. a 20. stoleti postupné
nahrazeny moderng&jsimi fotomechanickymi svétlotisky.

Ne vZdy slouZily pohlednice pouze k zachyceni vérné podoby konkrétniho
mista; vyznamnou roli totiz hrala také jeho stylizace prostrednictvim rliznych
vytvarnych Uprav. Ruéni €i polomechanizované kolorovani, b&zna praxe

v éfe monochromni fotografie, odrazelo idealizovany pohled na krajinu &i
mésto a napomahalo atraktivnéjSimu a emotivnéjSimu pusobeni obrazu.
Stejnou roli plnily i montaze, které kombinovaly vice obrazovych prvki do
jednoho celku a umoznovaly vytvoreni ,ideainiho” pohledu na dané misto.
Tyto Upravy ilustruji nejen dobové technologické moznosti a limity fotografie
a fotomechanického tisku, ale i snahu formovat kolektivni vizudini pamét.
Retu$e naopak slouzily k odstranéni nezadoucich prvku ze snimkl a dosazeni
Cist8i, idealizované kompozice. Mnohdy dochézelo také k upravam oblohy,
utvarejici — po vzoru romantické malby - naladu vyjevu.

PrestoZe pohlednice dnes jiZ nehraji v kazdodennim Zivoté tak vyznamnou
roli, pro d&jiny uméni a pamatkovou péci predstavuiji cenny zdroj informaci.
Jejich dokumentacni hodnoty si byl védom i Zdenék Wirth, ktery v ramci
své pamatkarské Cinnosti systematicky budoval rozsahlou sbirku pohlednic
zobrazujicich prazskeé i regionalni pamatky a urbanistické celky. Wirth
podle vlastnich slov usiloval o vytvoreni archivniho souboru, v némz by
byly pokud mozno kompletn& shromazdény snimky pamatek v nékdejsim
Ceskoslovensku. V tomto Usili mu vyznamné& pomahala Siroka sit pratel,
kolegl a spolupracovnikd, ktefi mu dle jeho instrukci pravidelné dodavali
nové obrazové materidly z rlznych lokalit. Reprodukované pohlednice
pochazeji pravé z této Wirthovy cenné sbirky.

24
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5 Collotype
postcards

Postcards have become an integral part of the modern world. Thanks to their
accessibility and widespread use, they were the first mass medium to allow
the public to see, own, and keep images of distant places. Their origins date
back to the 1840s, but they did not enter the market as a commercial product
until two decades later. The original lithographs were gradually replaced by
collotypes at the turn of the 20th century.

Postcards did not always serve only to capture the true appearance of

a particular place; its alteration through various artistic modifications also
played an important role. Manual or semi-mechanized colouring, a common
practice in the era of monochrome photography, reflected an idealized

view of the landscape or city and helped to make the image more attractive
and appealing. The same role was also played by montages that combined
multiple image elements into a single whole and enabled the creation of

an “ideal” view of a given place. These modifications not only illustrate the
technological possibilities and limits of photography and photomechanical
printing at the time, but also the effort to shape collective visual memory.
Retouching, on the other hand, served to remove unwanted elements from
images and achieve a cleaner, idealised composition. The sky was often also
modified, shaping the mood of the scene, following the example of romantic
painting.

Although postcards no longer play such a significant role in everyday life,
they represent a valuable source of information for art history and monument
preservation. Zdenék Wirth was also aware of their documentary value, as

he systematically built up an extensive collection of postcards depicting
Prague and regional monuments and urban areas as part of his heritage
conservation work. According to Wirth’s own words, he sought to create an
archival collection in which, if possible, allimages of monuments in the former
Czechoslovakia would be collected. In this effort, he was greatly helped by

a wide network of friends, colleagues, and collaborators who, according to
his instructions, regularly supplied him with new visual materials from various
locations. The reproduced postcards come from Wirth’s valuable collection.
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Dvé varianty téhoZz snimku znazornuji
stav pred vyraznou retusi osob
vyfotografovanych na nameésti

a po této retusi.

Two variants of the same image
showing the state before and after
significant retouching of people
photographed in the square.

26
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Barvy se na pohlednice nanasely pomoci
Sablon, ¢asto ve veétsich plochach. Jak je
patrné i na tomto prikladu, kromé kolorace
byly pohlednice nékdy dopliovany dal$imi
médii, napriklad tpytkami, s cilem dosahnout
atraktivnegjSiho vzhledu.

33

Colours were applied to postcards using
stencils, often in larger areas. As can be seen in
this example, in addition to colouring, postcards
were sometimes supplemented with other
maiterials, such as glitter, in order to achieve

a more attractive appearance.
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Montaze se casto uplatiiovaly pri vytvareni
panoramatickych zabért, kdy bylo spojovano
vice obrazt do jednoho celku. Na detailu
pohlednice silze povSimnout morového sloupu,
ktery byl dodate¢né pridan tak, aby mj. zakryl
spoj mezi jednotlivymi ¢astmi. V jinych pripadech
se do obrazu vkladaly objekty ¢i postavy, které
podporily idedlni dojem a emotivni plisobivost
snimku. [5.3,5.4 1]

35

Montages were often used to create
panoramic views, when several images were
combined into one whole. In the detail of the
postcard, you can see a plague column, which
was added also to cover the connecting lines
between two different shots. In other cases,
objects or figures were inserted into the
image, which supported the ideal impression
and appeal of the image. [ 5.3,5.4 1
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(Vala$sko, dne$ni Rumunsko)
1855-1856

slany papir

224 x182 mm

UDU AV CR, inv. & 22100

Ludwig Angerer

Bishop of the Greek Orthodox Church
(Wallachia, today’s Romania)
1855-1856

salt paper print

224 x182 mm

TAH CAS, inv. no. 22100
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[31]

A. d’Altoe

Hrabénka Klotilda Clam-Gallas,
roz. Dietrichstein

1854

slany papir, akvarel

171x141mm /228 x 196 mm

UDU AV CR, inv. &. 20241

A. d’Altoe

Countess Clotilda Clam-Gallas,
née Dietrichstein

1854

salt paper print, watercolour
171x141 mm / 228 x 196 mm

TAH CAS, inv. no. 20241

[34]

Karel Maloch

Interiér kostela sv. Jindticha

v Praze na Novém Mésté

1882

albuminova fotografie, kvas, olej
260 =198 mm / 393 x 326 mm
UDU AV CR, inv. &. 5138

Karel Maloch

Interior of the church of St. Jindiich
(Henry) in Prague in New Town

1882

albumen print, gouache, oil

260 x 198 mm / 393 x 326 mm

TAH CAS, inv. no. 5138

[3.21]

Alois Loécherer

Knize Ferdinand Bonaventura
Kinsky z Vchynic a Tetova
50.1éta 19. stoleti

slany papir, akvarel, kvas

177 x 149 mm / 268 x 238 mm
UDU AV CR, inv. ¢. 20255

Alois Loécherer

Prince Ferdinand Bonaventura
Kinsky of Wchinitz and Tettau

1850s

salt paper print, watercolour, gouache
177 x 149 mm / 268 x 238 mm

TIAH CAS, inv. no. 20255

[41]

Anonym

Obelisk v obore Kapinos

u Novych Hrada

50.-60. 1éta 19. stoleti
slany papir

263 x 201 mm / 381 x 318 mm
UDU AV CR, inv. ¢. 501

Anonymous

Obelisk in the Kapinos

Game Reserve near Nové Hrady
1850s-1860s

salt paper print

263 x 201 mm / 381 x 318 mm

TAH CAS, inv. no. 301

[3.3]

Wilhelm Rupp - Josef Bekel (?)
Portrét neznamé damy
50.-60. 1éta 19. stoleti

slany papir, tus, kvas

259 x 212 mm / 318 x 269 mm
UDU AV CR, inv. ¢. 20259

Wilhelm Rupp — Josef Bekel (?)
Portrait of an Unknown Lady
1850s-1860s

salt paper print, Indian ink, gouache
259 x 212 mm / 315 x 269 mm

TAH CAS, inv. no. 20259
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[4.21]

Andreas Groll

Kostel sv. Bartoloméje v Plzni
50. 1éta 19. stoleti

albuminova fotografie

289 x 236 mm / 331 x 266 mm
UDU AV CR, inv. ¢. 647

Andreas Groll

Church of St. Bartholomew in Pilsen
1850s

albumen print

289 x 236 mm / 331 x 266 mm

TAH CAS, inv. no. 647
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[4.3]

F. Weiss (Cesk4 Lipa)

Stara radnice a sloup
Nejsvetejsi Trojice v Zakupech
1860 a. . (?)

albuminové fotografie vytvorena
ze dvou negativi

163 x139 mm / 211 x 215 mm

UDU AV CR, inv. ¢. 2070

F. Weiss (Ceska Lipa)

Old Town Hall and the Holy Trinity
Column in Zakupy

before 1860 (?)

albumen print created from two negatives
163 x139 mm / 211 x 215 mm

IAH CAS, inv. no. 2070

[44]

Anonym

Hrabé Paul Merveldt (druhy zleva)

s trojici distojnikil — hrabétem
Horwathem, Zeppelinem a Moltkem
1858

slany papir

144 x 156 mm

Moravské galerie v Brng, inv. ¢. MG 4595

Anonymous

Count Paul Merveldt (second from left)
with three soldiers — Count Horwaith,
Zeppelin and Moltke

1858

salt paper print

144 x 156 mm

Moravian Gallery in Brno, inv. no. MG 4595

[5.1]

Anton Baumgartner (?)
Namésti v Zelezném Brodé
nedat.

pohlednice, svétlotisk
UDU AV CR, bez inv. &.

Anton Baumgartner (?)
Square in Zelezny Brod
undated

postcard, collotype
IAH CAS, unnumbered

[6.21]

Anton Baumgartner
Namésti v Zelezném Brodé
nedat.

pohlednice

svetlotisk, premalba

UDU AV CR, bez inv. &.

Anton Baumgartner

The Square in Zelezny Brod
undated

postcard

collotype, overpainting

TAH CAS, unnumbered

[5.31]

Gebrider Metz (Tlbingen) (?)
Petrova bouda v Krkonosich
1910 a. q.

pohlednice

svetlotisk

UDU AV CR, bez inv. ¢.

Gebrider Metz (Tlibingen) (?)
Peter’s cabin (Peterbaude)

in the Giant Mountains
before 1910

postcard

collotype

TAH CAS, unnumbered

[54]

O.D.B.T.

Tynisteé nad Orlici — pohled z Lipské ulice
k dne$nimu Mirovému namesti

1916 (?)

pohlednice

svetlotisk

UDU AV CR, bez inv. &.

O.D.B.T.

Tynisté nad Orlici — view from Lipskéa
Street to today’s Mirové Square

1916 (?)

postcard

collotype

IAH CAS, unnumbered



[5.5]

Bedrich Kubik (vydavatel)

Namésti v Netolicich s budovou radnice
1907 a. q.

pohlednice

kolorovany svétlotisk

UDU AV CR, bez inv. ¢.

Bedtich Kubik (publisher)

Square in Netolice with the town hall
building

before 1907

postcard

coloured collotype

IAH CAS, unnumbered

[5.6]

Anonym (neznamy jihlavsky nakladatel)
Selskéa svatba na Jihlavsku

nedat.

pohlednice

kolorovany svétlotisk

UDU AV CR, bez inv. ¢.

Anonymous (unknown Jihlava publisher)
A Peasant Wedding in the Jihlava Region
undated

postcard

coloured collotype

TAH CAS, unnumbered

[5.71]

Josef Hanek

Jindrichtv Hradec — severni strana
centralniho nameésti (dnes nam. Miru)
1907

pohlednice (89 x 279 mm)

svetlotisk

UDU AV CR, bez inv. &.

Josef Hanek

Jindrichtv Hradec — northern

side of the central square

(today Nameésti Miru / Square of Peace)
1907

postcard (89 x 279 mm)

collotype

TAH CAS, unnumbered
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Mikroskopické pozorovani historickych fotografii je dnes prevazné
doménou restauratort, at uz pri uréovani skladby materialu,

nebo pfi zkoumani charakteru a rozsahu jednotlivych poskozeni.
Historikové a teoretici fotografie sahaji po lupé ¢i mikroskopu

daleko méné a nevyhnutelné jim tak unikaji mnohé, jen zdanlivé
nepodstatné detaily. Vystava a publikace ukazuji na prikladu nékolika
fotografii a fotomechanickych tiskl z druhé poloviny 19. a zacatku
20. stoleti, co vSe — pouhym okem nepostiehnutelné - Ize odhalit
pravé za pomoci zvétsovacich skel a obrazovych snimacu

s vysokym rozli§enim.

Microscopic research of historical photographs has become

the domain of photo conservators, whether in determining

the material composition or investigating the nature and extent

of individual damages. Historians and theorists of photography,

on the other hand, reach for a magnifying glass or microscope much
less often and inevitably miss many seemingly insignificant details.
Using the example of several photographs and photomechanical prints
from the second half of the 19th and early 20th centuries, the exhibition
and the catalogue show what can be revealed - imperceptible

to the naked eye - with the help of magnifying glasses and
high-resolution image sensors.
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