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Remarks

This guide was created upon a request from the exhibition organiser.
Usually remarks are exhibited without any additional information, in an
approach fully open to cooperation. If you wish to enjoy the limitless
semantic potential balanced on the border of understanding without any
personal interjections from the author, don't read it.

WSZYSTKO PO* / EVERYTHING FOR
Writing on window, 2017

| saw this kind of writing while walking along the streets of L6dZ in places
where different bric-a-brac had been displayed for sale, all at the same
price, before the era of post-truth, post-internet and post-media began.
Wszystko po - How ‘vanitas’is the tone of the wording!

* The Polish word ‘po’ could mean both ‘for’ and “after’.

PODEJRZANNY PRZECHODZIEN / CLOSELY WATGHED PASSERBY
Titled view from the window, 2016/2017

It is enough to look and think.

Will he come into sight?

To what extent and in what sense will he turn out to be watched?
Awork of chance or rather destiny?

How you are written about is how you are seen?

NIESTWORZONE* RZECZY / INCREDIBLE THINGS
Titled space between other works presented in the exhibition, 2017

A philosophical question: do incredible things exist?

Experiencing an overabundance of stimuli on a daily basis, we hear
about inconceivable things.

Pethaps it is nonsense, something improbable?

Or could it be powerlessness in the face of the immensity of possibilities?
Can emptiness equal fullness?

* The Polish word ,niestworzony’ could mean both ,incredible’ and "not
created’.

MNIEJSZOSCI / MINORITIES
An eye chart used for visual testing
Arabic version, ?/2017

| spied it in a run-down antique shop during my research stay

in Alexandria, Egypt in 2008.1 thought about my dear friend and mentor
from my university period — professor Andrzej Chetko - who was

a lecturer in typography. Andrzej's father is an ophthalmologist

so | considered it to be a fantastic gift idea which combined the
aforementioned elements. | recalled the object in my mind again while
preparing last year's exhibition entitled ‘Minorities’ organized by Artur
Chrzanowski in the Museum of the Factory in Lddz. It struck me then that
in the times of human mass migration, the Arabic eye chart together with
the exhibition title may constitute an interesting artefact open to manifold
interpretations. Unfortunately, it turned out that the eye chart had gone
missing. Luckily, it has been found again recently and so it may now be
seen thanks to the owner’s courtesy.

However, do we see clearly?

Perhaps we don't look in the right way or there is something we don’t
understand?

/ Remarks / Author’s guide to the exhibition /

HEL JES
100 balloons filled with air + 1 balloon filled with helium on the day of the
exhibition opening, 2017

The English expression of excitement in polish transcription may be
assigned to the balloon with extraordinary qualities: because it contains
helium, it hovers above the rest.

The narrative of this work evolves in time.

In the exhibition titled after Huxley ‘Brave New World’ in Manhattan-
-Transfer Gallery in £6dZ, the arrival of the crowd at the opening of the
exhibition saw almost half of the collection release its last breath as the
balloons burst with a loud bang.

The rest of them shrank and wilted gradually in the course of the
following four weeks.

The extraordinary quality lasted a day shorter.

One wonders what will happen this time round.

FOTOPULAPKA / CAMERA TRAP
Interactive installation/video, 2016/17

Camera trap is a camera connected to a motion detector which activates
the mechanism of taking photos or video recording the moment some
movement is detected.

| used the device for the first time following an invitation from a photo-
graphy research group at ASP in £ddz to prepare an exhibition in the
Mata Czarna Gallery. The space itself is a few square metres in size

and it can be accessed through a door with a framed porthole window
the size of a human head through which exhibitions may be admired.
This time around, the exhibition space was taken by the video recorder
and the space for admiration was overtaken by brief bewilderment
signified by a range of facial expressions and gestures subject to

a viewer’s personality. The resulting unusual collection of portraits was
published by the gallery, ironically, on their Facebook profile as planned.
In order for a communication process to be realized, both a sender

and a receiver are needed. The work with the tautological title ‘Camera
Trap’ allows for certain functions fixed through exposition conventions

to blend. The receiver becomes the sender and their image becomes part
of the message. It may produce amusing results — subject to a viewer’s
personality.

ZYCZENIA (mam nadzieje, ze to mozliwe) / WISHES (I hope it's
possible)

Two-stage interpersonal happening, the documentation of the first stage,
video 30 mins 28 secs, 2016

What would you like to find in an art gallery?
Is it possible to live up to expectations?
Let's find out.

Let's come around.

To each other.

Mutually.

tukasz Ogdrek

Born in 1879 in Piotrkéw Trybunalski.

Graduated from the Primary School nr 15 and the Secondary School

nr 1 in Piotrkow Trybunalski.

Obtained a Diploma from the Strzemiriski Academy of Art in Lodz

in 2003.

Received his PhD degree from the Faculty of Multimedia Communication
in the University of Arts in Poznan in 2011.

Currently works as an adjunct profesor at the Department of Photography
and Multimedia at the Strzemiriski Academy of Art in £6dz.

Head of the Multimedia Studio.

A participant and an organiser of multiple exhibitions.

Lives and works in £odz.

Does not exist on Facebook.

As of yet.
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| Wszystko po / Everything for / Conceptual realization / Writing on window, red self-adhesive foil /
Remarks. Osrodek Dziatan Artystycznych in Piotrkow Trybunalski /
View of the exhibition from 08.05.2017 /
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| Wszystko po / Everything for / Conceptual realization / Writing on window, red self-adhesive foil /

Remarks. Osrodek Dziatah Artystycznych in Piotrkow Trybunalski /

View of the exhibition from 08.05.2017 / Project /
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/ Podejrzany przechodzien / Closely watched passerby / Conceptual realization /
Titled view from the window / Remarks. Osrodek Dziatan Artystycznych in Piotrkow Trybunalski /
View of the exhibition from 08.05.2017 /
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Niestworzone rzeczy
2017

/ Niestworzone rzeczy / Incredible things / Conceptual realization / Titled space between other
works presented in the exhibition / Remarks. Osrodek Dziatan Artystycznych in Piotrkow
Trybunalski / View of the exhibition from 08.05.2017 /
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/ Mniejszosci / Minorities / Ready made object / An eye chart used for visual testing. Arabic version
circles - (found object) / Remarks. Osrodek Dziatan Artystycznych in Piotrkow Trybunalski /
View of the exhibition from 08.05.2017 /



/ Hel jes / Installation / 100 balloons filled with air + 1 filled with helium (black version) /
Remarks. O$rodek Dziatan Artystycznych in Piotrkow Trybunalski /
View of the exhibition from 08.05.2017 /
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| Fotoputapka / Camera trap / Interactive installation+video / Recording device /
Remarks. Osrodek Dziatan Artystycznych in Piotrkow Trybunalski /
View of the exhibition from 08.05.2017 / Recording from camera trap available in video file /
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Zyczenia (mam nadzieje, ze to mozliwe) / Wishes (I hope it's possible) /

Two-stage interpersonal happening, the documentation of the first stage, video 29'21”/
Remarks. Osrodek Dziatan Artystycznych in Piotrkow Trybunalski /

View of the exhibition from 08.05.2017 / Recording available in video file /
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/ Wishes (I hope it's possible) / Two-stage interpersonal happening, the documentation of the first
stage, video 29'21”/ Remarks. Osrodek Dziatan Artystycznych in Piotrkow Trybunalski /
/ frames from the video /
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|/ Piotr Olkusz relation /

Wishes

A week later, sitting in complete darkness opposite Lukasz Ogoérek, each of us,
whether we wanted or not, was reminded of that evening seven days earlier, when —
brightly lit and facing him and his camera — we had talked about the work that we
would like to see in the gallery the following Friday. We had entered the bright room
one by one, leaving behind a queue waiting outside the door, to talk about our own
wishes. Everyone has some. And now we are sitting with him face to face.
A fluorescent strip on the back of our chair, until a moment ago the only source of
feeble light, now already completely shielded with our own back, and the works we
had wished, about which he is now telling us, are too invisible to point them with
a finger.

Inherent in these wishes is a special kind of care to not leave the issue of contact with
works of art in the grip of an impersonal narrative. Not to surrender such experience
to some instance that creates a hierarchy of values, defining the place of a given work
among a number of seemingly objective narratives about art. To prevent the
museumification of works, lest they be uprooted not only from the consciousness of
the recipient but from the intent of the creator, and set within an impersonal, but still
hierarchising sequence of museum and gallery narratives. The question we heard at
the first meeting (“""What would you like to find in this place in a week’s time?") first
of all draws attention to the fact that we go to the gallery/museum primarily with
personal expectations, with a need to discern something of own the world in the
artist’s creation. But there is also the artist’s openness and his testament to his
readiness for the task.

Therefore, it is not just about reclaiming our communication with the work from the
clutches of someone else's narrative but also about producing a specific dialogic
situation other than the opening of the recipient to the world of objects. A situation in
which there is a "me" and there is a "you". A dynamic situation and one of
commitment.

But it is also a situation of risk as it the sheer volume of wishes resulting from the
high turnout (eighty seven — more than four hours of meetings in the bright room)
exceeded earlier estimates, thus forcing the artist to revise his original plan. Even
before the first evening, L.ukasz Ogoérek had been willing to fulfil the guests' possible
expectations (he assumed that the majority of them will wish for objects — and they
did). Such items crafted within a week would, after all, be a way of deepening the
very personal relationship "me" — "you", based on the production of a unique, custom-
made work for a particular person, as well as on the artist’s overcoming his own
limitations and creative habits. However, making almost a hundred works, while still
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technically feasible, would have meant that the resulting objects, produced under time
pressure, would have belonged to a different, impersonal, almost mass-produced
order.

Hence the decision: to give up production in favour of another situation, another
commitment, another meeting of the "me" and the "you." Although this time it was
even more personal. Because the original plan of creating a set of works in the public
space of Pracownia Portretu had been executed, the micronarratives of those works
would have become part of a more general story. The second meeting, in the dark,
face to face, was another step in a situation of personal commitment. And finally, it
was also a situation of sacrifice because the decision that the only record of the effect
of actions is an experience that is available only to "I" and "you” is at least risky for
an artist today (one is even tempted to say — unprofitable). Already at the beginning
the project aimed to strengthen the personal reception of a work at the expense of the
likelihood of the work being included in impersonal narratives. When the original
idea was revised, impersonality (which would have been conveyed by the material
prop and — especially — broadly available documentation of the second part of Wishes)
was completely rejected. We know almost nothing about the details of meetings
during the second part. We can also only guess what his week-long contact with the
wishes of almost a hundred participants meant for Lukasz Ogoérek: was he trying to
remember their stories and memorising their names, or perhaps he was preparing
himself for another, more personal meeting, one without the support of a written
registry of expectations, photos and descriptions. What was that weeklong attempt to
think in individual terms about everyone who had come to the gallery once and would
come again? What was it like for him to wait for the moment when he would bring his
guests back to Pracownia Portretu, to the gallery room — when for a moment, he
would see the face of another person in a bright corridor, and then greet that person in
a completely dark room by his or her name and recall the evening seven days earlier,
which had also been very personal, at least for a gallery setting, but much less so than
the meeting one week later.

The result was not a conceptual work because it is rather obvious that the focal point
of Wishes is not the image of the work whose details Lukasz Ogorek described. In
this process, stretched for the duration of seven days, the focus was on a meeting,
a very specific and celebrated one, where the "me" and "you" are defined precisely in
that very act of mutual naming of one another. In defining their mutual being. And
being, after all, is not conceptual. Nor can this work be interpreted in terms of
a theatrical event — because although it has its own dramaturgy, although it is based on
the possibilities of time management, there is neither a role nor an audience. There is
no performance that would make one of the parties an actor. Lukasz Ogorek offers
false clues, he does not create puzzles to solve, no traps to bypass. The participants,
even if they make their answers into a joke, challenge or attempt to disguise, still
make use of the freedom they are given in Wishes (though according to the rules as it
cannot be otherwise).
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The curiosity that the work has awoken is surprising. People were queuing at the door
to the room where the meetings were held both on the first and on the second Friday:
Lukasz Ogorek’s fear that it would be difficult to persuade the participants to enter the
other room turned out unfounded. As for the participants, they mostly kept the content
of individual conversations secret: they wanted to save the experience of Wishes for
themselves, or perhaps, on the contrary, they found the most efficient way of sharing
them by observing the rule of privacy? Or perhaps yet another thing was true, namely
that they did not want to exclude Lukasz Ogorek himself from this alternative life of
his work?

Therefore, even if we know the contents of wishes formulated by the participants
from the video documenting the first meeting, we do not know how Lukasz Ogorek
fulfilled them, other than the fact that he did not produce any objects. Besides, it is
hard to imagine analysing such works, which minimised references to a general, non-
individual set of clues while striving to seek individual sources of values, meanings,
allusions, and metaphors. How are we to open such works if the universal erudite key,
the only we would have at our disposal, would not fit them on principle? In
communicative situations where the recipient is not a single individual, when he or
she is not a specific person but there are many recipients and virtually every one of
them is anonymous, the frame of reference becomes a more or less universal set of
tropes or metaphors that come into play. As in the case of this text: it is being written
with many readers in mind, therefore it features numerous descriptions and
generalisations employing largely the verified poetics of such texts, while it could be
open with a paragraph alluding to some literary work for the sake of formal variety
(let us call it developing the theme). Some recipients will recognise it while others
will not, but the key to open the text is still somehow available to the public.
However, in reading and writing of this text there is no meeting. It is a more or less
formal game to be activated in individual reading, reminiscent in terms of its
communication model of communing with a typical work: whether it is an hour of
watching it in a crowded museum, or learning it for as long as one hundred years in
solitude. The meeting of "you" and "me” will not happen this way.

Piotr Olkusz

Institute of Contemporary Culture, University of Lodz

http://pracowniaportretu.com/wystawy/zyczenia/zyczenia.html /
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/ Tomasz Zatuski’s relation /

Space / Secret

Lukasz Ogorek likes to design various types of “spaces” — empty, framing, receptive
places and situations — and invite others to fill them with specific content and their
own actions. This way, he initiates events of a polyphonic, confrontational and
communal character. On February 26 in the Pracownia Portretu in Lodz, he arranged
another such "space.” The project was announced on Facebook with a simple picture
of a white, empty room and the enigmatic title “Wishes (I hope it’s possible).”
Pracownia Portretu consists of two rooms; during openings, one is used as an
exhibition space, while the other serves as a venue for meetings and socializing. This
time, the functional difference was emphasised symbolically — and thermally. The
atmosphere in the open, "social" space, filled to the brim with guests, was warm, even
hot, raised even further by wine and central heating. The second room, the actual
"space" — white, empty, cold both literally and aesthetically — was where the artist
himself resided. The room was closed and the assembled guests could only enter it
one at a time, while the rest queued outside. What they encountered inside could
potentially be uncomfortable, depressing, and even — as the behaviour of some people
demonstrated — slightly oppressive. Upon entering, each person was asked by the
artist to speak to the camera and answer one question, "What would you like to find in
this place in a week’s time?"

Such simple, minimalistic premise produced a whole variety of opportunities that can
be summarised in a series of questions: How do individuals react to such an
unexpected invitation? Will they express their wishes and dreams honestly, with
a sense of embarrassment, bordering on sentimentality that sometimes characterises
such declarations, will they decide to reveal, expose, or bare themselves? Or will they
hide behind some kind of a role or performance calculated so as to make them appear
in a certain way in front of the camera, in the eyes of others, and in doing so to
express (and to some extent already fulfil) what others (Other) might wish? Will the
participants, by voicing their wishes, expect them to be really granted, materialised,
and that they are actually going to find what they wanted in the space the following
week? Or rather will they treat the whole situation as an artistic game, playing with
concepts and imagination? To what degree will different assumptions as to the nature
of the situation affect the character of expressed wishes? Will the guests treat it as an
opportunity to concentrate on themselves, on their individual, maybe even narcissistic
wishes, or will they decide to wish for something that would concern all those
gathered? Will they wish them good or ill? Or rather, will they focus on the artist?
Maybe they will see his invitation as a desire to test the boundaries of what is possible
— what can happen — and they will want to test him themselves in return: wish for
something impossible or at least difficult to provide? Will they treat him gently, with
understanding, kindness and empathy, or will they try to challenge him with wishes
that are uncomfortable, embarrassing, nasty or even potentially dangerous to his
health or life should he attempt to fulfil them? And finally, how is Lukasz Ogorek
himself going to cope with this situation? Will he want to fulfil all those wishes? Or
will he rather limit himself to ones that are attainable? What will “the fulfilment of
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wishes" entail exactly — their actual enactment, their materialisation? How will
individual wishes relate to one another? Will they be mutually inclusive? Will some of
them be divergent or even contradictory? How to fit their potential fulfilment in such
a small space? Or perhaps failure is an inherent part of the project from the outset —
collision with the obstacle of the artist’s individual capabilities? How does he intend
to deal with possible dissatisfaction, disappointment or potential conflicts?

Originally, only a small group of people were supposed to participate in the project,
ultimately however nearly ninety guests of Pracownia Portretu agreed to share and
record their wishes. Some of their wishes referred to the collective, social, and even
communal aspect of the situation (“‘dance party,” "banquet," "common space for all,"
"the same people,” "a group just as a large at this," "myself/ourselves" "a gathering of
people talking to one another,” "everyone healthy and happy"). There were also
abstract concepts (“love,” "warmth," "peace," "emanation of happiness and love,"
"fulfilment," "loneliness") and notions of "existential" nature ("guidelines,"
"something changed," "clear conscience,” "answer the question how to live,” "the
thing that is most important in life," "something sensible,” "something"). Some people
had an "allergic" reaction to the white, empty, cold space, and tried to fill or replace it
with something ("beautiful garden,” "spring flowers,” "forest,” "riot of colour,”
“colour expressing emotions," “exhibition of portraits,” “exhibition of photographs or
nudes — female but ambiguous," "naked handsome man," "sofas and couches,"
"gaming consoles"), while other did are the opposite, namely tried to maintain or
intensify its features ("the same space," "emptiness,” "more white,” "sound, which is
silence,” "high in the mountains, frosty and windy”). Also expressed were
expectations regarding the artistic nature of the project ("something unexpected,”
"something surprising," "something I don’t expect,” "something that alters
perception,” “coherent exhibition,” "compromise solution to this puzzle — fulfilment
of all these wishes”). Some participants responded with challenges on their own
("guess or make up what I want and do it”) or a grassroots institutional criticism (“so
that I don’t have to wait in such a long queue").

Initially, Lukasz Ogoérek had planned to fulfil — materialise — wishes in the form of
objects that would be then made into an exhibition. As a result of the sheer number of
wishes, however, he changed his original idea and opted for a feigned, symbolic
approach instead, that is actions carried out using props, reproductions, audio-visual
materials played on a mobile phone, instructions on how to behave, narrated
anecdotes and descriptions of material objects or situations. A week later, on March 4,
during the second edition of the project, he "fulfilled" the wishes he had recorded
earlier. However, while the wishes themselves were made public — they were
available for viewing in the Pracownia Portretu "social" room, once again filled with
guests to the brim— the exact method of their fulfilment remained secret. Only the
authors of individual wishes could were told as one by one they entered the other
room to meet Lukasz Ogorek. This time, the room was completely dark, so that it
would take each entering person quite a while until his or her eyesight adapted to the
conditions. The "sessions" were highly personalised in nature — the artist remembered
the name of each person and, using the aforementioned instruments, talked about his
ideas for the realisation of their wishes, presented auxiliary props or audio-visual
material, gave instructions of actions through which the wishes were to be — in a more
or less symbolic way — fulfilled. Sometimes there were questions that led to
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a dialogue. Sometimes the fulfilment of the wish involved an activity carried out
together, while in other cases — the action was to take place elsewhere and later.
Echoing in Lukasz Ogorek’s undertaking are various past "survey-based" conceptual
and performative projects. It also follows the Lodz tradition of public-private actions
in studios, alternative galleries and ephemeral places, where artistic events were
accompanied by community meetings and socialising. Above all, however, it can be
seen as a kind of "test" of relational aesthetics — a desire to see whether the ephemeral
community situation occurs as postulated, whether the action results in forging more
authentic relationships, selfless communication and exchange, which takes the form
of gift economy. When yours truly later interviewed the participants of the event, it
was clear that to a large extent the project proved to be a success: the interviewees
spoke of their positive amazement with the purity and intimacy of contact, the
openness and kindness, and the spontaneous commitment free from suspicion. There
are many indications that in the participants did indeed experienced and felt
something like a temporary, emotional, imagined community. Such an outcome was
most likely helped by the fact that many members of the group had already been
colleagues, friends or at least acquaintances. Another contributing factor was how the
artist directed the situation: he infused it with some measure of idealism and
escapism, providing an incentive to get away from reality (a wish, a dream...) and
inviting others to participate in the creation of a poetic micro-utopia. The third
element is the ultimate form of the project, namely the decision to abandon the
original idea of materialising wishes and opt for telling stories about their potential
implementation instead.

According to the principles of relational aesthetics, community situations and
relations created as part of artistic actions provide an alternative to the everyday
reality of mercantalised interpersonal contacts that inevitably turn into some form of
trade. As we know, this concept is often criticised for it: it is stressed that relations
produced by art are not an alternative to the "new capitalism,” but only a symbol,
aesthetisation or sublimation of its mechanisms. Does relational marketing and
production of customised goods — or rather services — not use, more or less openly, the
poetics of "fulfilling wishes?" Has modern capitalism not learned to appropriate and
profit from the social idea of "gift economy?" And do artists who build their symbolic
capital on relational projects not do the same, at least to some extent? Such criticism
is in many ways justified and represents a challenge for projects within the ideological
orbit of relational aesthetics. Many projects, including the one by Lukasz Ogorek, can
however also be seen as attempts to recover and purify symbolic values captured,
instrumentalised and distorted by marketing culture. The problem — which perhaps
applies to all types of art — is the fact that said values are recovered only for
a moment, so that they could exist in the realm of "selflessness,” "experience,”
"experiment,” "poetry" and so on. Such projects are limited by the prospect of other
possible — or, so far, impossible — ways in which the reclaimed values are used and
exist. There was a wish in the project initiated by Lukasz Ogorek that opened the
following perspective (also in a rather symbolic dimension): the idea to make the
situation even more social and organise a weeklong workshop for local children at
Pracownia Portretu.

Relational aesthetics has so far distinguished two general models of community
generated as part of artistic projects: consensual and agonistic. Lukasz Ogorek’s
project produced another community around what might be called "experience" and
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"sharing" of a secret. All participants shared the same experience, but for each of them
it became something else, secret from others. Most people, in keeping with the
unspoken rules of the game, did not divulged how their wish was fulfilled. However,
just like all communities, this one also excluded some individuals: those who were
absent during the first part could only learn the idea of the project when they came to
the second meeting, but they could no longer take part in it.

http://pracowniaportretu.com/wystawy/zyczenia/zyczenia.html /

20


http://pracowniaportretu.com/wystawy/zyczenia/zyczenia.html

Srek, Urodzony wil979 FokUWEPiotr=
kowie Trybunalskim. Studia w latach 19982003 fia Aka=
demii Sztuk Pigknych im. Wiadyslawa Strzéminskiego
w todzi. W 2002 roku Stypendium Nottingham Trent
University w Wielkiej Brytanii. W 2008, stypendium Ra-
dius, Alexandria Contemporary Arts Forum w Egipcie. Od
2003 roku pracownik dydaktyczny w Pracowni Fotografii
iObrazu Video. Doktorat obronit w 2011 roku na Wydzia-
le Komunikacji Multimedialnej Uniwersytetu Artystycz-
nego w Poznaniu. 0d 2013 roku kierownik Pracowni Mul-
timediow na Wydziale Sztuk Wizualnych macierzyste]
uczelni. Twérczoéé wizakresie obrazu, obiektu i déwigku.
“W dziafaniach Ogdrka wystepuje znamienne napiecie
miedzy zainteresowaniem elementarno-esencjalnymi
strukturami rzeczy, Zjawisk i sytuacji, a otwarciem sig na
to, co wydarza sie W przestrzeni ,pomiedzy” ~ pomiedzy
komunikatem i odbiorca, tym, co obiektywne i tym, co
sie subiektywizuje z perspektywy widza, pomigdzy struk:
turalng koncepcja i zmystowa konkretyzacja.”

(Tomasz Zatuski)

[ 97-300. Tak daleko stad, tak
blisko exhibition series /
Catalogue publ. Osrodek
Dziatah Artystycznych
in Piotrkow Trybunalski 2017.
ISBN 978-83-949067-2-6,

p. 28-35.




tUKASZ 0GOREK

Zyczenia

Tydzieri pdéniej, siedzac w catkowitym mroku
naprzeciw tukasza Ogdrka, kazdy z nas, cheac nie cheac,
musiat przypomnie¢ sobie ten wieczér sprzed siedmiu
dni, kiedy przed nim | jego kamera, w zupeinej jasnosci,
mowiliémy o pracy, jaka chcielibyémy zobaczy¢ w gale-
il w najblizszy piatek. Wehodzilismy pojedynczo, zosta-
wiajac za soba kolejk oczekujacych przed drzwiami, by
w petnym $wietle powiedzie¢ o wiasnych zyczeniach.
Kazdy ma jakies. | teraz siedzimy z nim twarza w twarz.
Fluorescencyjny pasek w oparciu naszego fotela, przed
chwila jeszcze jedyne Zrédio niepewnego $wiatla, przy-
kryty jest juz szczelnie naszymi plecami, za$ prace, kt6-
rych sobie zycaylismy, i o ktérych on teraz nam opowia-
da, 53 zbyt niewidoczne, by wskazaé je palcem.

Jest w tych Zyczeniach szczegdlny rodzaj troski,
by nie przekazywa obcowania z dziefami sztuki w uscisk
bezosobowej narracji. By nie oddawat tego doéwiadcze-
nia jakiej$ instancji tworzace] hierarchie wartosci, okre-
$lajace] miejsce danej pracy w szeregu pozornie obiek-
tywnych historii o sztuce. By nie dopusci¢ do muzeifikacji
dziel — wyrywania ich ju nie tylko ze $wiadomosci od-
biorcy, ale i z intencji twércy, | ustawiania ich w bezoso-
b S i

czy galeryjnych narracji. W tym pytaniu, ktére slyszeli-
$my przy pierwszym spotkaniu (,Co chciatbys/chciatabys
zastat w tym miejscu za tydzieri?”), jest w pierwszej ko-
lejnosci zwrécenie uwagi na fakt, ze idziemy do galerii/

Nie chodzi wige tylko o wyrwanie z obje¢ cu-
daych narracji naszego obcowania z dzietem, ale takze
o i 6inej sytuacji di j, innej
niz otwarcie odbiorcy na $wiat przedmiotéw. Sytuacji,
w ktérej jest ,ja”, i w ktérej jest ,ty”. Sytuacji dynamicz-
nej, sytuacji zobowiazania.

Lecz takie sytuacji ryzyka, bo wynikajaca z du-
2ej liczby gosci duza liczba zyczert (osiemdziesiat siedem
~ ponad cztery godziny spotkar w jasnym pomieszcze-
niu), przerosta wezesniejsze szacunki, domagajac sie we-
ryfikacji pierwotnych plandw. Jeszcze przed pierwszym
wieczorem tukasz Ogdrek byt gotow podjac sig mozliwie
szczegotowego realizowania oczekiwarh gosci Pracowni
Portretu (zakladat, ze wigksza czeé¢ 2 nich bedzie chciata
obiektéw — i tak sig stato). Takie rzemieslnicze przedmio-
ty realizowane w ciagu tygodnia, bylyby przeciez sposo-
bem na zacieénianie bardzo osobistej relacji ,ja” ~ ,ty”,
opartej na wytwarzaniu niepowtarzalnego dziata dla
konkretnej osoby, a takie szczegélnym przekraczaniu sa-
mego siebie: wlasnych ograniczer i przyzwyczajert twor-
czych. Ale przygotowanie prawie setki prac, wciaz jesz-

e konal

cze , juz
nie pod presja czasu przedmiotéw nalezacych teraz do
innego, niemal tasmowego, bezosobowego porzadku.

Stad decyzja: rezygnacja z wykonawstwa na
rzecz kolejnej sytuacji, kolejnego zobowiazania, kolej-
nego spotkania ,ja” i ,ty". Ale tym razem jeszcze bar-
daiej osobistego. Bo jesli udatoby sig stworzyé — zgodnie
2 pierwszym planem — zespdt prac znajdujacych swoje
miejsce w j i Pracowni Por-

muzeum przede wszystkim z osobistym
potrzeba dostrzezenia w pracy artysty jednak jakiejé
czastki whasnego $wiata. Ale jest takze otwartos¢ artysty,
jego $wiadectwo gotowosci do zadania.

tretu, to przeciet te mikronarracje dzief indywidualnych
wpisatyby sie w jakas historig ogdlniejsza. To drugie spo-
tkanie, w mroku, twarza w twarz, bylo kolejnym etapem
sytuacji osobistego zobowiazania. | wreszcie byta to tak-

se sytuacja pewnego poswiecenia, bo decyzja, ze jedy-
na dokumentacja efektu dziatar staje sie doswiadczenie
dostgpne tylko dla ,ja” i ,ty", jest dia dzisiejszego arty-
sty co najmnie] ryzykowna (chciatoby sie wrecz powie-
dzieé — nieopfacalna). Juz na poczatku projektu byta che¢
bi tab

wz

Zaskakujace okazuje sie rozbudzenie ciekawo-
&ci dziefa. Przed drzwiami do pomieszczenia, w ktérym
odbywaly sie spotkania, i w jeden, i w drugi piatek usta-
wialy sie kolejki: obawa tukasza Ogérka, ze przekonanie
uczestnikéw do wejscia do wydzielonej sali bedzie wy-

magalo jego szczeginych zabiegow nie sprawdzily sie.

nia motliwosci wiaczania dziefa w
Po zmianie koncepcji, bezosobowos¢, ktorej nosnikiem
bytby materialny rekwizyt i — zwtaszcza — ogéInodostep-
na dokumentacja drugiej czesci Zyczen, zostata catkowi-
cie odrzucona. Nie wiemy niemal nic o szczegétach spo-
tkari w trakcie drugiej odstony pracy. Mozemy sie tez tyl-
ko domyslaé, czym dla tukasza Ogérka bylo tygodniowe
obcowanie z zyczeniami prawie setki uczestnikow dziata-
nia: czym byto spamietywanie ich opowiesci i uczenie sig
na pamie¢ ich imion, czy bylo to przygotowywanie sig do
ponownego, bardziej osobistego spotkania, bez wspar-
cia notatkowego rejestru oczekiwar, zdjeé twarzy i pod-
piséw pod wizerunkami. Czym byta ta tygodniowa proba
indywidualnego myslenia o kazdym, kto przyszedt raz do
galerii i przyjdzie do niej raz jeszcze? Czym bylo dla nie-
g0 to wyczekiwanie na moment, gdy bedzie ponownie

narracje.

wprowadzat gosci Pracowni Portretu do pomieszczenia
galerii — gdy przez chwile, w jasnym korytarzu zobaczy
twarz drugiej osoby, a potem, juz w zupetnie ciemnej sali
przywita te osobe jej imieniem i przypomni ten wieczér
sprzed siedmiu dni ~ i tak bardzo indywidualny, jak na
warunki galerii, ale o ile mniej osobisty od tego spotka-
nia po tygodniu.

Nie powstata praca konceptualna, bo — rzecz
chyba jasna — osrodkiem cigzkosci w Zyczeniach nie jest
wyobrazenie sobie dziefa, ktorego szczegély opisywat
tukasz Ogérek. W tym rozciagnigtym na siedem dni pro-
cesie uwaga koncentruje si¢ jednak na spotkaniu, bardzo
konkretnym, celebrowanym, w ktérym ,ja” i ,ty” defi-
niuja sig wiasnie w tym wzajemnym nazywaniu siebie.
W definiowaniu wzajemnego bycia. A bycie nie jest prze-
ciez konceptualne.

I nie jest to tez praca, ktéra mozna by wpisywaé
w ramy zdarzenia teatralnego — bo cho¢ ma swojg dra-

maturgie, bo cho¢ opiera sig na gospoda-

ychodzacy za$, najczesciej i przebieg indy-
widualnych rozméw w tajemnicy: cheieli ocalié doswiad-
czenie Zyczer dla siebie, czy moze - przeciwnie — znalefli
najsprawniejszy sposob dzielenia sig nimi, podtrzymujac
ich zasadg prywatnosci? A mote — jeszcze co innego —
nie cheieli wylaczat z tego alternatywnego 2ycia dzieta
samego tukasza Ogérka?

Wigc cho¢ znamy - z nagrania dokumentuja-
cego pierwsze spotkanie — tres¢ zyczer formutowanych
przez uczestnikéw, to nie wiemy, jak — nie realizujac
przedmiotéw ~ spefnit je tukasz Ogorek. Trudno zresz-
tq wyobrazi¢ sobie analize takich dzief, ktére minimali-
zowaly odwolania do ogélnego, ponadjednostkowego
zestawu tropéw, dazac za$ do szukania indywidualnych
irédet wartosci, znaczer, aluzji, metafor. Jak otwiera
takie prace, jesli uniwersalny, erudycyjny Klucz, jedyny,
ktrym byémy dysponowali, z zatozenia miat do nich nie
pasowaé? W sytuacjach komunikacyjnych, gdy adresat
nie jest pojedynczy, gdy nie jest konkretnym czlowie-
kiem, ale gdy jest wielu adresatéw, a wlasciwie kazdy
2 nich jest anonimowy, horyzontem odwotar staje sie
jakis bardziej czy mni
metafor, z ktérymi sie gra. Tak, jak w sytuacji tego tekstu:
pisze sig go 2 mysla o wielu czytelnikach, wiec si¢ mno-
2y opisy i uogélnienia wykorzystujace w duzej mierze
sprawdzona poetyke tego typu tekstéw, a dla formalne-
g0 urozmaicenia mozna go — na przyklad — zacza¢ akapi-
tem grajacym z jakimé dziefem literackim (nazwijmy to
opracowaniem motywu). Jeden odbiorca to rozpozna,
inny nie, ale klucz do otwarcia tego tekstu, wciaz jest ja-
kos ogdlnie dostepny. Niemniej w pisaniu i czytaniu tego
tekstu, nie ma spotkania. To bardziej czy mniej formalna

uniwersalny zestaw tropéw badz

zabawa, do uruchomienia w indywidualnej lekturze, po-
dobnej - w schemacie komunikacyjnym — do obcowania
2 typowym dzietem: czy to przez godzing obserwowania

rowania czasem, to nie ma tu ani roli, ani widzow. Nie ma
grania czyniacego aktorem ktdrakolwiek ze stron. tukasz
Ogdrek nie sugeruje fafszywych tropéw, nie tworzy zaga-
dek do rozwigzania, putapek do ominiecia. A uczestnik,
nawet jesli z odpowiedzi czyni zart, wyzwanie czy prébe
kamuflazu, to przeciez korzysta — zgodnie z regufami, bo
inacze] sig nie da — z wolnosc, ktéra dostaje w Zycze-
niach.

w muzeum, czy to i przez sto
lat, w samotnosci. Do spotkania ,ty” - ,ja” W ten sposéb
nie dojdzie.

. Piotr Olkusz

Instytut Kultury Wspétczesnej Ut / ,Dialog” /
teatralny.pl

Plan i opis wystawy

spostrzezenia

5. Heljes

100 balonow wypeionych powietrzem + 1 wypeiniony helem w dniu
otwarcia wystawy, 2017

2 peing otwartoscia na wspdtudzial
esii

hel, unosi sig nad pozostalymi.

nie czytaj go

1. WSZYSTKO PO

Napis na szybie, 2017

rozgrywa sig w czasie.
ystavie pod wspanialy

2 hukiem pozbawit chnienia niemal polowe zbioru.
Reszta powoli malafa i marniata przez kolejne cztery tygodnie.
Nadzwyczainose trwalajeden dzeri kroce).

Ciekawe jak bedzie tym razem?

6. Fotopulapka

2016/17

Takie napisy

ue

i ¥ g2
wystawionymi na sprzedaz w jedej cenie, nim nastaly czasy
postprawdy, postinteretu  postmediainosci

Fotopulapka to kamera pofgczona z cauiikiem ruchu, Kéry aktywuje
bieni

2. Podejrzany przechodzien
Zatytulowany widok 2 okna, 2016/17

Wystarczy poparze¢  pomyslet.
Cay sie pojawi ?

Jak bardzo okaze sig podeirzany i w jakim sensie?
Dielo przypadku czy przeznaczenia?

Jak cig pisza tak cig widza?

3. Niestworzone rzeczy

atytulowana
na wystawie, 2017

Filozoficzne pytanie: Czy niestworzone rzeczy istnieja?
ot i y
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