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Josef Sudek is one of the most mysterious of all the great photographers. His is
a personal, even a private vision, yet one which makes use of the most common-
place materials that might appear in a kitchen or a working studio: a vase on
a window ledge, a facetted glass tumbler, a marine shell, a loaf of bread, a
frosted pane of glass. Out of doors, he photographed the landscapes with which
he was familiar: the parks and gardens of Prague and, during the 1950s, the
suburbs of the city, including its builders’ yards and tram termini. The key
to an understanding of Sudek's art, however, lies not so much in any list of
his subject matter and topics, but in the cancept of 'available light'. Sunlight,
even if mediated by foliage or vapour, revealed its cast of objects, places
and spaces, and the viewer, represented by the camera, perceived these acts
of revelation. It was a spiritual approach to art and photography, and one which
revered natural light. The artist’s work, under these terms of reference, was
to make acknowledgements and to give thanks; and the process was justified
and pushed forward by a sense that neither life nor beauty could be taken

for g'r‘anted.

Sudek was born in 1896 in Kolin, a town on the river Elbe 50 kilometres (30
miles) east of Prague. His father, a house painter, died when Sudek was three
and he-grew up in the nearby town of Kutnd Hora. He had little success at
school, ‘and everybody predicted I'd wind up on the gallows or if I was lucky I'd
become a shepherd’. In fact, in 1811, he was apprenticed to a bookbinder and
seems to have continued there until 1913. Somehow he became involved in
photography at around this time, although the sources give little away as to how
this actually happened; much of what we know about him derives from interviews
and reminiscences. However, there were photographic connections within the

Sudek family; one of his cousins in Kolin was a professional photographer, and it




was in his atelier that Josef's elder sister, BoZena Sudkova, learned the trad?‘
It was probably she who taught him the rudiments of photography, and she
continued to assist him throughout his career, eventually moving into his studio
after the death of their mother. Anna Férova, who has published much of what
we know about Sudek, describes BoZena Sudkova as 'a real professional

photagrapher. Technically she could manage much better than he.’

Years later, while in conversation with Emil Filla, the great Czech Cubist painter,
Sudek recalled his early taste for patriotic kitsch. Only later, he said, did he
come to Picasso, to which Filla replied that it was better that than the other way
round. His youthful patriotism urged him to volunteer to join the army, and
although declared unfit on his first attempt he was taken onin 1915. He served
on the Italian front during World War I: 'The landscape was beautiful — as lang
as there was no shooting.’ In 1916 he was badly wounded by a grenade, which
resulted in the loss of his right arm and three years in hospital: '‘Of course I did
not enjoy that, but I was consoling myself that at least I did not lose my head.
That would have been worse.’ What should he do, a one-armed ex-soldier? The
initial choice seemed to be between running a tobacconist's shap or taking a job
in an office, and one such job was offered to him: ‘I didn't want ghe job
— because it was springtime and the sparrows were chirping.’ Instead he
decided to become a photographer, and in 1820 joined the Club of Amateur
Photographers in Prague. In 1922, he entered the School of Graphic Arts in
Prague on a two-year course where he was taught by Karel Novak, described by
Sudek as 'a noble gentieman, intelligent, you could tell right away, because he
withstood the way cursing and statements had stayed in my vocabulary from the
war. I also liked the fact that he would show a collection of photographs and say
nothing.’ Thus the ex-soldier little by little entered into the ranks of art, even
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though he appeared - and continued to appear - a rough diamond. Sonja
Bullaty, a concentration camp survivor and his assistant in the 1940s, describes
him in a book as 'a man of the people' and tells a story of his exclusion from a

major opening in the 1830s by a policeman who mistook him for a tramp.

Sudek was vague when recalling his art education. Novak belonged to the old
school and had his students photograph still lifes in what Sudek remembered as
‘the so-called “modern” style ... it was so artificial’. That must have been the
style of 1900: fruit carefully arranged on flat dishes and taken with a soft-focus
lens. Nevertheless, despite Novak's old-fashioned ways, Sudek fand himself as
an artist during those two years at the School of Graphic Arts. Principally, he
discovered that he was an artist of contained spaces. His earlier pictures, from
around 1918, often feature wide open spaces, with horizons punctuated by
trees and distant houses and the sky piled with clouds. In 1922, he began
to imagine the picture space as a delimited area of darkness, almost as a
theatre of shadows clarified in segments by shafts of sunlight. The cameraman
withdrew to a discreet distance leaving the stage, with its dappled lighting, to
the passers-by of Prague or the people of Kolin relaxing by the river on a

Sunday afternoon.

Sudek's first photographic mode was pastoral, and it remained his preferred
way: of making pictures. The inhabited world, in all its variety, was subject to a
kind of benign and unifying light. Soft focus denied objects their particularity, it
softened conversation and stilled the hubbub of the streets — the screeching of
tramwheels which even then were a feature of life in Prague. Arcadian imagery

must have appealed to him after his experiences on the front line, and some of

his finest pictures from the early 1920s were made in the Veterans' Hospital in




Prague. These are of men seated at tables, reading and talking sociably in the
dusty light of their ancient hospital. At that stage in his career, Sudek was still
a conventional picture-maker working to a tested formula: a deep stage of
shadowed space, raking light and participants lost in thought or engrossed by
the matter to hand. He might easily have continued along these lines, getting
others to act out the central roles in his pastoral dramas. Instead, he decided
to take on the principal role himself and to dispense with the invalids and
other characters who had acted for him. Later, when he returned to the
pastoral mode after a long period as a modernist during the late 1920s and
1930s, he had the same vision but this time unmediat.ed, experienced through

his own eyes.

Events and influences crowded in on the young photographer. Under the influ-
ence of Karel Novak, he had mastered the graceful and dreamy ‘modern’ style of
1900. By 1924, however, another kind of hard-edged modernism had been
brought to Prague from the USA by Dr D. J. RGzi¢ka, a Czech-American photog-
rapher of skyscrapers and the new streamlined product. RUzi¢ka’'s advice to
Sudek, which he subseqguently took to heart, was to '"expose for the shadows,
the rest will come by itself” — he was right ... But how to master the technigue,
that I did not know yet.” His third great influence in those early years was
Jaromir Funke, also born in 1896, described by Sudek as an intellectual and as
the representative of the avant-gér‘de Czech photographers. Together with
Funke and some others, Sudek founded the Czech Photographic Society in 1924:
‘We set up in opposition to our fathers' generation and protested against
the artistic tendencies in photography. We dedicated ourselves to photography
as a documentary medium, we advocated the integrity of the negative and

energetically opposed all manipulation and complicated technigues that came
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under the heading of "artistic processes”, such as bromoil, carbon, gum-
prints, etc., and we also rejected retouching and aftertreatment of the
negative.’ How comprehensively all of this happened is a moot point, for at the
time of the founding of the new society, Sudek was beginning to take rather
romantic pictures of building work then in progress at the city's cathedral of
St Vitus. On the completion of the building work in 18928, these were reproduced
in a very limited edition of 120 copies by the publishing firm of DruZstevni prace.
Some pictures show work scenes with sacred spaces above and gangways,
tools and building materials below — Sudek always liked to remark on walking,

as if he enjoyed the idea of picking his way across complicated surfaces.

Artist or not, Sudek still had to earn a living, and from 1927 until 1936 he
worked for Druzstevni préce, principally on the illustrated magazine Panorama.
It was an important period for him which brought both material gain and
intellectual recognition. Druzstevni prace was really, in Sudek's words, ‘a
combine that provided its members not only with an excellent chaoice of high-

)

guality books, but also with articles’. He also made advertising pictures of
glass and porcelain objects for Ladislav Sutnar, a well-known Czech designer:
‘One learns everywhere. I made advertising photos too, shoes for instance; it
was interesting work for its detail, its accuracy. I also photographed under-
wear — waomen's was fun, men's less so." He remarked of these years that,
as soon as he had earned enough money to pay for his rent and food, he closed
the studio and worked for himself: ‘You should never lose contact with that
which is close to your heart; at the most you can make an interruption for half a
year. If it is langer you lose the thread and never find it again.’ In 1975-6

he recalled a friend of his youth, the artist FrantiZek Tichy, who moved to Paris

in 1930 and 'earned too much money during Warld War II'. Tichy, Sudek



concluded, 'lost his real self and never found time to work because he had so

many visitors’.

In 1927, Sudek moved into a studio in Ujezd, a street in Prague parallel to
the river Vitava. Sonja Bullaty, in her monograph of 1978, described it as
a wooden shack. She added that it was incredibly cluttered, 'like an antigque
shop with a feeling of home' - although this was in the 1940s after almost -
twenty years of settling in. Shack or not, itis an important element in Sudek's
story, for it seems to have served as a retreat or world apart. Despite his rough
military background, he was, it seems, a shy man averse to public functions -
including the openings of his own exhibitions. The Studio was also a place
where he could indulge his liking for music; he bought his first phonograph
in 1928 and was a devotee all his life. Indeed, his last trip abroad, in 1926,
seems to have been at the behest of friends in the Czech Philharmonic
Orchestra undertaking a tour of Italy. (According to his account, he guit
the tour to look for the site where he lost his arm, spending weeks on the loose
in Ttaly.)

The Sudek story, vague at the best of times, now becomes increasing%har‘d
to follow; in fact, he seems to have withdrawn from public life altogether during
the late 1930s. Perhaps he had to. In 1933, he participated in a group show
on ‘Social Photography’ organizéd by the Left Front, and in 1936 in an
International Exhibition at the modernist Manes exhibition hall in Prague, which
included Lészld Moholy-Nagy, John Heartfield, Man Ray, Alexander Rodchenko
and Max Alpert. Both Rodchenko and Alpert represented the USSR, and
Heartfield was a staunch anti-fascist. Sudek, even if principally by association,
was identifiably an artist on the political Left. Added to that was the fact that
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his close friend Emil Filla was arrested upon the German occupation of Prague
in 1938 and committed to prison for the next six years. It must have seemed

advisable to keep a low profile during this period.

Asked about his life between 1939 and 1945 he said simply that he continued
photographing Prague; above all the Castle, which was the subject of two books
he published after the war. Around 1940, he decided to work only with contact
prints after he came across a photographic reproduction from around 1900 of a
statue in Chartres Cathedral. This contact print, about 30 x 40 cm, impressed
him greatly and from that day on he made no more enlargements. In the same
recollection he said that, at the time he came across the Chartres picture, he
was reproducing paintings in a gallery or museum. According to Anna Farova,
he reproduced art pieces for the National Gallery in Prague from the 1920s
onwards, and in his lifetime made between 10,000 and 20,000 reproductions. It
may have been in this context that he met Emil Filla who, in addition to being a

painter, was also an expert who bought art for the national collections.

When not reproducing art works or photographing the Castle, Sudek took pic-
tures in his own studio: still lifes and studies of the studio window. These
apparently simple images are among his best known. This is how he commented
on them: 'When I began photographing my window during the war, I discovered
that very often something was going on under the window which became more
and more important to me. An object of some kind, a bunch of flowers, a stone —
in short, something separated this still life and made an independent picture.
I believe that photography loves banal objects, and I love the life of objects.
I am sure you know the fairytales of Andersen: when the children go to bed,

the objects come to life, toys for example. I like to tell stories about the life of



inanimate objects, to relate saomething mysterious: the seventh side of a dice.’
These pictures of vases with flowering shoots and leaves often show nothing
more than condensation with the shapes of the garden dimly visible beyand.
They might almost have been taken by someone held in detention, whose anly
access to the outside world was via a small window, sometimes partly obscured.
Through such a window the detainee might just about register the passage of
the seasons, signified by apple blassoms or by traces of frost and snow. In one
picture, washing hangs on a line beyond the veil of condensation: a sign of
warmth or drying weather. It is the most restrained photography imaginable,
almost elemental, and appropriate to the constraints.under‘ which Sudek and
his contemporaries existed during the war years. He continued the series of
window pictures through into the 1950s, by which time they had disclosed all
sorts of symbalic possibilities: the bent apple tree in his garden, for instance,
had last one of its major branches and could easily be taken for a figure
representing Sudek himself; likewise, a clear glass or vase of water might mean
sustenance, just as condensation was a sign of the bodily warmth and breath of
the inmates of the studio at No.432 Ujezd.

He toaok other, deeply melancholic pictures of the wooded cemeteries of Rpague
and of the Castle gardens. He explained that many of his landscapes were
unpeopled because, by the time he had set up his equipment, pedestrians had
been and gone. But it is just as likely that he was committed to a particular
visian of the city being somehow depopulated. A recurring motif in his pictures,
through the 1940s and into the 1950s, is that of the empty bench or chair
turned towards a vista screened by trees and branches. The pictures can often
look like memarials or tableaux dedicated to absent friends. Once upon a time,

the pictures seem to intimate, other eyes looked at these romantic landscapes —
|
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and Sudek might well have had that in mind for, although only in his fifties,
he had lived through two substantial wars and seen the friends of his youth
scattered. In another reminiscence, he discussed his friendship with Otto
Rothmayer, the senior architect of Prague Castle during the 1930s, whaom he
came to know during the war: 'He was isolated, the last of his generation, and
he badly needed to talk to someaone. I visited him often, and we sat either in his
garden or his house with its huge tiled stove. We were friends right up to his
death.” The friendship had developed because Sudek had wanted to take
pictures of Rothmayer's garden, of which he had heard by reputation. Many of
these were taken after Rothmayer’s death and feature empty chairs, as if in
homage to those discussions of the 1940s and 1950s, and they subsequently
appeared under the heading 'The Garden of the Magician'. It was Rothmayer
who designed Sudek's ambitious book of panoramas of 1959, Praha
Panoramatickéd, and his retrospective exhibition of 1963, although that exhibi-
tion was criticized by contemporaries (Anna Farova has called it 'too black, too

sad ... too artistic’).

In 1956, Sudek’s career was anthologized in a retrospective published by the
State Publishing House. In 18959, the same organization puhblished Praha
Panoramatickd, his most substantial work in photography, although not one
that he makes very much of in his memoirs. He recalled that he had been
searching for a panoramic camera for some time and, during World War II,
found one in a small town in Moravia. He referred to it as ‘a Kodak 1894’ — more
than likely the No.4 Panoram Kodak, the first Kodak panoramic camera which
was introduced in 1899. It had two shutter speeds and made negatives of
10 x 30 cm. He seems to have begun his panoramic project — which was nothing

less than a comprehensive record of Prague as cityscape — around 1950. His



assistant, Jiri Toman, described the taking of the panoramas as 'an incredible
sports activity. We'd leave at 9.30am at the latest and be back after sunset.
Breakfast in the morning and then only photographing. Three or more cameras,

material, a darkroom for the panoramic camera, lenses, tripod, etc.’

Praha Panoramatickéd is anything but spectacular. It has a backstage look. A
commentator in 1956 wondered that Sudek’s pictures could be acceptable to
the orthodox and the powerful for they contained not ‘a single shock-worker,
May Day Parade, record-breaking milkmaid'. The panoramas are just as diffi-
dent with respect to shock-workers (i.e. Communist workforce heroes), yet they
do introduce work sites: small wooden sheds adjacent to gardens and fields,
and industrial yards behind closed wooden gates. The Prague of the panoramas
is also a city of sport, to judge from the patches of beaten earth which crop up
from time to time with canted goalposts. The full set of 284 pictures looks as if it
might have been put together by Samuel Beckett, responsible for the scenarios,
in collaboration with Alberto Giacometti, in charge of distant pedestrians. What
is to be learned from the panoramas is that other people, although they may not
matter very much with respect to History (represented by the spires and towers
of the city itself), do live mysterious private lives. Sudek was interested in what
remained when the tide of topicality had receded. The art of the panor‘a:nas is
remarkably understated, as if Sudek wished to admit only to what had been
tried and tested in person. There fnay be an idea of Prague as a city of fine
churches and opera houses, but the actualities recorded by Sudek's ancient

panoramic camera are made up of earthen tracks and cobbled pavements.

Sudek, from the wartime window pictures onwards, was an existentialist in his
art, bearing witness to the here and now. In this respect, the pancramic
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format, with its stress on foreground details, was just right. Perhaps he
discussed some of these issues in his unrecorded conversations with Emil Filla
and Otto Rothmayer. Art, it seems, was born out of experience and not from
abstract principles: this appears to be the import of Sudek's later years.
Towards the end, he occupied himself with a study of the composer Janacek's
countryside around Hukvaldy in the eastern part of Moravia, just south of
Ostrava. His picture-book Janacek-Hukvaldy came out in 1971, although the
pictures had been taken years before: ‘They came from a time when I was
in love with the music of Leo§ Janatgek, and I created it from a feeling of friend-
ship. I told myself that if Jandcdek had such beautiful music, he had to have
a beautiful landscape too — where the music came from - and that I should
go there and take a look.” He appears to have taken several looks annually,
which must have involved some effort, as Hukvaldy is a long way from Prague.
Janéacek (d.1928) believed in speech melodies: 'As the person talked to me in a
conventional conversation, I felt, I heard that, inside himself, the person per-
haps wept. Sounds, the intonation of human speech, indeed of every living
being, have had for me the deepest truth. And you see — this was my need in life.
The whole body has to work." This was from an interview with Janéacek in the
literary publication Literarni svet, on 8 March 1928. Sudek, in his long romantic
phase from the late 1930s on, could well have taken his cue from Janacek,
substituting the blossoms of Prague for the ‘speech melodies' noted by the com-
poser. He must have known Janatek's writings too, where everything possible is
set to music; not just speech meladies, but even 'the chord of stalagmites cov-

ered with hoarfrost' (a quote from an article of 1922, 'Wells and Fountains').

It would be tempting to leave Sudek in his Czech environment, in his studio and

darkroom at Ujezd, from which he moved in 1959 to studio nearer to the Castle.




Yet it would be a mistake to set him apart as a Czech character actor. Praha
Panoramatickd came outin 1959, Robert Frank's Les Américainsin 1958 and
René Burri's Die Deutschen in 1962: three of the outstanding photographic
collections of that era. Frank's book thrives on metaphors: totemic juke-
boxes, sacred filling stations, resplendent names - Belle Isle and Ann
Arbor. Among these splendours of the imagination — the equivalent to the domes
and spires of Prague in Sudek's art — disconcerted citizens circulate and wait,
sometimes made uneasy by the photographer in their midst. Frank liked to
remark on traces of grandeur embedded in a dingy actuality. Burri, another
Swiss, took pictures in Germany in the late 1950s of a culture which looked
like a negative of the Third Reich, bereft of energy,-spectacle and collective
will. Sudek, too, dealt with distinctions of this kind. Civilization, with its
monuments, had withdrawn somewhere towards the edge of consciousness,
leaving him with what remained — with the backyards and tram termini of the

panoramic series.

Although his intentions cannot be established with any certainty, there are
clues. Praha Panoramatické, for example, opens with pictures of two sculpted
heads of Bacchus and Flora (at least, of a smiling young woman) from the
sculpture museum in Prague, the Lapidarium — subject of another of his®ooks
in 1958. It closes with a picture of what might be a babyish Silenus playing
a pipe. It looks as if he might have wanted to put the extended whole, with
its acres of cobblestones and miles of tramways, under a classical sign. This
would not have been so odd for someone of Sudek’s generation, for there were
those who believed in the 1320s that the Slavs, and the Czechs in particular,
were of Mediterranean origin. Prague Castle, as it was refurbished in the

1920s, was considered to be a new Knossos, an unfortified temple presiding
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over a civilized community. Sudek's suggestion, framed and suppaorted by
Bacchus and Silenus, is of a classicism with a hedonistic bias, of Prague as a

city of material delights.

But why, finally, does Sudek matter? As a maker of an integrated personal world
centred around his studio, a place which he described in a letter to one of his
collectors in the 1970s as 'a bordello [i.e. a mess], where you can’t lose any-
thing but neither wilt you find it'. The world he made in and around this chaos
was constituted of the woods and walks of Hukvaldy, the structures and spaces
of Prague, and the environs of his studio. It was a personal space, known,
tested and vouched for: a territory, in fact, and one of the last of its kind, a
modernist’s world. Sudek was one of the last artists, maybe thelast, to bear

witness to such a place.
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(previous page) Ancient Woodland, 1952. Sudek took many pictures of forest
landscapes during the 1850s and 1960s. These were included in a series called
‘A Walk through Mion&i'—= an ancient forest in the Beskid Mountains on the
north-eastern edge of the Czech Republic. He may well have thought of old
and disfigured trees as metaphors for himself. Some of these forest scenes are
dimly 1it, as here, like the photographer's own studio at No.432 Ujezd. He was
increasingly attracted by the idea of light finding its way, with difficulty, into

and through a darkening world.

Relief, 1953. Hercules struggles with and gets the better of a centaur. Sudek
earned what modest living he did in the 1950s as a photographer of artworks, in
particular of sculptures in the National Museum; 176 of these were published in®
1958 in a book on the Prague sculpture museum. This relief also appeared in
1882 in Mrazkové and Reme$’'s book on the artist. Perhaps it was a subject close
to Sudek’s heart; his memoirs dwell on the labour and sheer hard work invalved

in photography, the transport and positioning of cameras. .
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(previous page) Fiirstenberg Palace, Prague, 1956-9. The palace lies near to
the Castle in the Mala Strana (‘Lesser Side') area of Prague. This picture is
No.63 in Praha Panaoramaticka (1959). It is springtime, for we see a flowering
horse chestnut to the left, but otherwise it is difficult to make sense of the
labyrinthine configuration of the place. To a long-term resident, such as Sudek,
Prague would have been a city of niches and a world apart. To some degree the
Prague panoramas seem to be intended as tests of orientation; and none more

so than this one.

In the Magic Garden, c.1857. Sudek was interested in the town gardens of
Prague, in particular that of the architect Otto Rothmayer, whom he first met
during the 1940s. Rothmayer invited Sudek to photograph his garden chairs,
which were of his own design. Sudek admitted that it was really the garden that
interested him. Many of these garden images look like abandoned stage sets or
installations. And the chairs, which come in a variety of shapes and sizes, seem

to have been drawn over the darkening landscape of the garden itself. o
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1896Born 17 March in the town of Kolin on the river Elbe in Bohemia.

1899 His father, a house painter, dies and he is brought up by his mother
(d.1953). Sudek was assisted throughout his life, at home and in the
studio, by his sister BoZena Sudkova.

1911-1913Apprenticed to a bookbinder. He is introduced to photography by a
fellow worker.

1815Jcoins the Austro-Hungarian army and is sent to fight on the Italian
front.

1917 After a serious injury he loses his right arm and spends the next three
years in various hospitals. Becomes one of the 'ruined generation’.

18203Joins the Club for Amateur Photagraphers in Prague. Meets Jaromir
Funke (1896-13945), a long-time friend and cdlleague.

1922Undertakes a two-year course in photography under Professor Karel

Novak at the School of Graphic Arts in Prague.

1924-1928Sudek, Funke, Adolf Schneeburger and several others found the
Czech Photographic Society, which continues until 1936. Photo-
graphs building work on the cathedral of St Vitus. Fifteen of these
images are published in 1928 to mark the completion of the cathedral
and the tenth anniversary of the founding of the republic of
Czechoslovakia. Continues to take photographs of the Invalids’
Hospital in Prague. v

1928-1936Works for the publishing cooperative DruZstevni prace, which pub-
lished his book on St Vitus. Becomes co-editor and illustrator of the
magazine Panorama and the illustrated magazine Zijeme (Living).
Also works as an advertising photographer, especially for the glass
designer Sutnar.

1930Becomes acquainted with the important Czech painter Emil Filla

(1881-1953) who will be a lifelong friend and influence.




1932 First solo exhibition.

1933 Participates in group exhibition 'Social Photography’.

1936 Active member of Madnes Artists' Association in Prague and partici-
pates in an international exhibition at Manes exhibition hall.

1940 Sees contact print of Chartres Cathedral and determines to work
only with contact prints from then on. In occupied Prague, outdoor
photography is difficult so he begins to concentrate on private
subjects, particularly his studio window seen in all weathers. Starts
to take many still life photographs.

1945 Begins to make series of garden images, first in the garden of sculp-
tress Hana Wichterlové and then in that of architect Otto Rothmayer
(1892-1966), who becomes a close friend and influence.

1949 Begins to take landscapes in the Beskid Mountains with recently
acquired panoramic camera.

1950 Around this time, he starts to take panoramic photographs of Prague
and its environs, 284 of which are published in Praha Panoramaticka
in 1959.

1952 Begins to visit the Mionsi Forest on the eastern edge of the Czech
lands. Takes photographs of the ancient woodland up to about 18970,

1958 Has first solo postwar exhibition in Prague.

1961 Is the first photographer to receive the award ‘Artist of Merit’ from
the Czechoslovak government.

1963 Holds another solo exhibition, designed by Otta Rothmayer.

1971 Publishes Jané&cfek-Hukvaldy, a book of 124 photographs of Leao$

Jané&cek’s homeland.

1976 Dies in Prague from cancer.
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Josef Sudek (1896-13976) is as closely associated with Prague as Eugéne
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homeland, he only achieved international fame towards the end of his
career, and his reputation is based primarily on the panaramic pictures he

took in and around Prague, published as Praha Panoramatickdin 1959.
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