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Noc Mary Mcintyre

Nocni fotografie Mary Mcintyre jsou jasné a zaroven
mnohoznacné. Jsou to inscenované fotografie ve vice
nezZ jednom smyslu slova, protoZe pusobi jako prazdné
jevisté nebo filmové kulisy. Tato kvalita je zdUraznéna
presnymi kompozicemi téchto fotografii: vSechno je
naaranzovana, ale chybéji herci.

Divadelni opony se vyskytovaly v autoréinych predcho-
zich dilech. | zde se od divaki vyZzadovalo, aby si pred-
stavili postavy a zapletku, a tim se sami stali sou¢asti
téchto dél a jejich nepatrné zrcadlicich ramda.

V soucasné tvorbé Mcintyre podrobuje zkoumani nase
Zivoty: méstské a pfiméstské lokality s dobfe osvétle-
nymi parkoviSti a narozimi vytvareji pocit bezpeéi -
a jeho protiklad. Ploty poukazuji na prani udrzet ty
vzpurné za nimi. Stupef teploty umélého osvétleni se
stava dulezitym, ale zaroven nejednoznaénym ukazate-
lem. Strom, ktery si Ize predstavit jako misto setkani
komunity, stoji osaméle na rohu parkovisté pred klu-
bem pistolniki. Nazev dila je Potom. Co se stalo?
Evidentné v noci je normalita nasich Zivotl tézko
k poznani. Jeji okraje jsou ostie fezané, stavaji se
hyperrealistickymi a pfitom snové pfizraénymi.

Pak urité utilitarni struktury jako napriklad podchod
nebo ocelové nosniky zpeviujici kolejisté na sebe
berou podobu sni a mytl: jeskyfovity otvor &i do sebe
zapadajici tvary, které by Clovék &ekal v pfirodé.
Pfipominaji Obrlv chodnik z GediGovych sloupli na
severnim pobreZi Antrimu. Pfiroda je zde zastoupena
silné, ale ¢asto je zastinéna nastupem téchto mocnych
utilitarnich konstrukci, nebo je snad jimi nahrazena?
Tyto struktury plsobi velkolepym dojmem - nebo spis
soutézi s velkoleposti pfirody. Nalezneme zde také
prazdnotu, tedy oba prvky, na néz se zamérovali roman-
tici. Zde vSak neukazuji ¢lovéku, kde je jeho misto,
protoZe ¢lovék sam je tvlircem téchto rozsahlych ploch
tarmaku a betonu. Dochazi k naruSeni méfitka, kdyz
plot se vyznacuje takovou presnosti, jaka by se dala

Mary Mcintyre’'s Night

Mary Mcintyre's night photographs are clear and
ambiguous. They are staged photography in more than
one sense of the word, as they have the air of empty
stages or film-sets. This quality is enhanced by the
photographs' precise compositions: everything is
arranged, but the actors are missing.

Stage curtains were a feature in Mcintyre's previous
work. Even there, viewers were called on to imagine the
characters and plots, becoming themselves part of
these works and their ever so slightly mirroring frames.
Our lives are also put up for scrutiny in the current
works: urban and suburban sites with their well-lit car
parks and street corners at once create a sense of
security — and its opposite. Fences point to the wish to
keep the unruly out. The degree of warmth of the
artificial lighting becomes an important but also an
ambiguous indicator. A tree that one can imagine as a
community’s meeting-place stands alone on the edge of
the car park in front of a gun club. The title is
Afterwards. What has happened? Apparently, at night,
the normality of our lives is hardly recognizable. Its
edges become sharply delineated, hyper-real and dream-
like.

Then, certain utilitarian structures, like that of an
underpass or the steel girders securing a rail track,
take on the features of dreams and myths: a cavernous
space or interlocking shapes that one would expect in
nature. They resemble the Giant's Causeway of basalt
columns on the Co. Antrim coast. Nature features
strongly, but is often dwarfed by the appearance of such
overpowering utilitarian constructions, or is it replaced?
These structures create a sublime effect — or rather
compete with the sublime in nature. We also find
emptiness, both elements on which the Romantics
focused. Here, however, they do not put man in his
place, as it is he himself who created these expanses of
tarmac and concrete. Scale also becomes unsettled



Cekat u modelu a nikoliv u ,opravdového plotu”.
Podobné se stira rozdil mezi noci a dnem.
Nocni vyjevy maji v déjinach uméni dva rozdilné odkazy:
impresionisti zkoumali zplUsoby naseho vidéni, napfi-
klad vlastnosti barevnych stind, i volny éas a noéni
zivot. O nékolik desetileti pozdéji se ve zménénych his-
torickych souvislostech umélci jako napfiklad Otto Dix
a Georges Grosz zaméfili na socialni spodinu spoleé-
nosti a podrobili kritice socialni a politickou realitu.
Mary Mcintyre se zabyva obojim: médiem své tvorby,
které dokonale zvlada, spolu s malifskymi tradicemi
jako napriklad rusky soucasnik impresionistii Archip
Kuindzi, a dualni povahou svéta, v némz Zije a pracuje.
Severni Irsko mUZe nabidnout tolik pfirodnich kras
spolu se vSemi modernimi ikonami sou¢asného Zivota
(osvétlena sportovni stiediska, atd.). Na druhé strané
se vSak zda, Ze tu panuje blize nespecifikovana prazd-
nota: privétivy kruh svétla se muze kazdym okamzikem
proménit v hrozivy, nebezpetny pfedmét vyslechu -
nebo pred divakem defiluje minulost, ktera v§ak zlsta-
va nevypovézena tak jako v dile Potom. Ulice v noci
jsou pusté.
Skutecnost, Ze tvorba Mary Mclntyre je tak absolutné
inspirovana romantismem, propojuje jasnost s mnoho-
znacnosti v jejich fotografickych pracich: autorka se
pfimo vyjadfi k aktualnim otazkam ve svém kontextu
a v nasi dobé a zjisti, Ze toho Ize dosahnout jediné okli-
kou - stejné jako pred ni romantikové. Soucasné jeji
dilo vyjadFuje nadéji, kterou si udrzuje jako souéast své
presné analyzy — a zaroven ji navzdory.

Mia Lerm Hayes

Mary Mclintyre se ve své tvorbé zabyva prednimi téma-
ty soucasného uméni — prostorem, mistem a krajinou.
Prostfednictvim svych fotografii promérnuje obycejné
véci ve vyjimecné. Tato proména se odehréava v noénich
hodinach, kdy temnota rozostfi jejich obrysy a hranice
mezi realitou a fikci se stdva méné zretelna a vagni.
Uzemi, kterd autorka zkoumd, lezi na rozhrani mést-
ského prostredi a venkovského svéta, na silnicich,
cestach, podchodech, v parcich ¢i v zelenych pasmech,
na téZko zaraditelnych mistech, ktera dokladaji, jakym
zpusobem ménime krajinu ve vztahu k nasi méstské
existenci. Tyto obrazy maji nepopiratelnou kinemato-
grafickou kvalitu, kdy se zda, Ze kaZdou chvili dojde
k neocekavanému odhaleni. Jak vypozorovala Mary
Mcintyre, tato mista se nachazeji v jakémsi stavu stag-
nace, v némZ se pozastavil ¢as. Toto napéti vznika
nejen diky dramatickému a divadelnimu vyuZiti svétla,
ale také v dusledku nepritomnosti lidi. Odkazy na
mista, které nejsou pouze geografické, ale také psy-
chologické, cini tato prostranstvi univerzalnimi a sym-
bolickymi pro stav dezorientace pocitované v okamziku
konfrontace s nécim jesté ne zcela odhalenym, plnym
neutuchajiciho napéti z dosud nevyjeveného, probihaji-
ciho pribéhu.

when a fence has the exactness that one would expect
more from a model than from the “real thing”. Similarly,
night and day are blurred.

Night images have in art history what seem to be two
distinct legacies: the impressionists wished to
investigate our ways of seeing, the qualities e.g. of
coloured shadows, as well as of leisure and nightlife.
Some decades later, with changed historical contexts,
artists like Otto Dix and George Grosz focused on the
social underbelly of society, holding up social and
political realities to criticism.

Mary Mcintyre explores both: the medium of her
practice, which she handles with perfection, alongside
painterly traditions like the Russian contemporary of
the impressionists Arkhip Kuindzhi, and the dual nature
of the world in which she lives and works. Northern
Ireland has so much natural beauty to offer, along with
all the mod-cons of contemporary living (illuminated
sports centres etc). On the other hand, however, an
indistinct emptiness seems to linger: the welcoming
circle of light can in an instant turn into a menacing,
interrogating, dangerous presence - or the past
presents itself to the viewer, but remains, as in
Afterwards, untold. Streets are empty at night.

The fact that Mcintyre's work is so thoroughly inspired
by Romanticism links the clarity with the ambiguity of
her photo works: she at once addresses the burning
issues of her context and our times and finds that this
can only be achieved obliquely — as the Romantics did
before her. Simultaneously, her work speaks of the hope
that she maintains as part of — and despite of — her
precise analysis. Mia Lerm Hayes

Mary Mclintyre’'s work explores prominent themes in
contemporary art - space, place and landscape.
Through her photographs she transforms the ordinary
into the extraordinary. This disclosure happens during
the nocturnal hours, when darkness blurs the outlines of
things and the border between reality and fiction
becomes more indistinct and vague. The territories that
the artist explores lie at the threshold between the
urban and the rural world, roads, paths, underpasses,
parks or greenbelts, spaces that resist easy
classification and are illustrative of the way in which we
modify the landscape in relation to our urban existence.
There is an undeniable cinematic quality to these
images, where an unexpected revelation seems always
to be on the verge. As Mcintyre has observed, these
places seem caught in a state of stasis where time has
become suspended. This tension is due not only to the
dramatic and theatrical use of light, but also to the
absence of people. The references to places, which are
not merely geographical, but also psychological, makes
these spaces universal and emblematic of the condition
of disorientation felt when confronted by something
which is yet to be revealed, a perpetual tension towards
any yet undiscovered, ongoing narration.

Marv McINTYRE
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