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BELA BORSODI

Interview, text & translation: Aiko Ishikawa
Photography: Atsuko Tanaka

Design: Kamikene

Raised in an artistic household, Bela Borsodi chose photography as his mode of expression after
studying art and design. Perhaps one of the biggest factors in the blooming of his talent is his
superior insight into the nature of objects. Although they are photos, it's impossible to describe
Borsodi’s work as mere still images because the way in which he builds the props and sets
himself (something most photographers would never think of doing) gives what should be
immobile objects a sense of lively motion. This is also what makes his finished images radiate
with such intense artistic ability.

When we paid a visit to Borsodi’s studio, it felt like a science lab or museum. Handmade paper-
méché masks stare down from one wall, and against another are tall bookshelves full of art
books. Small Japanimation figures line the shelf above the computer desk, and on the column

near it is an assortment of pictures and illustrations — it's modest in size but flooded with

information and ideas. The Austrian photographer is known to breathe life into objects in his
work, and says that he can hear the voices of his subjects. Though they should not be able to
speak, as Borsodi puts it, “The objects complain if they don’t look good.” Join us as we get to

know this most keen|y astute of phoiogrophers and look over each of his works. COPY #28 “DRUGS ARE FUN ...”

IN COLLABORATION WITH SAGMEISTER INC.
OCTOBER 2006 AUSTRIA
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FREITAG REFERENCE FW 2010 - SS 2011
DESIGN: RAFFINERIE AG

2010/11 SWITZERLAND

© BELA BORSODI

WAD #39 “ALPHABETS”
STYLIST: AKARI ENDO GAUT
2009 FRANCE

© BELA BORSODI
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VLP- TERRAIN (IDYLLIC NOISE)

PIA PALME, ELECTRIC INDIGO, JSX

COVER PHOTO FOR MUSIC CD -
WWW.EXTRAPLATTE.AT

2011 AUSTRIA

watch the making of it here:http://vimeo.com/20054552
© BELA BORSODI
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INTERVIEW WITH
BELA BORSODI

+81: What made you choose things over. In the end my
photography as your main tool

of expression after studying
graphic design and fine art?

Bela Borsodi(BB): Well, both of my par-
ents were artists, so | grew up immersed
in art. When | finished high school,

| started to study graphic design at a

aim is that these things can
speak, that they have a
life. I'm a dictator dictated
by the objects.

+81: Clothes,

university. But after a few years there
work. What's your
process like?

| lost inferest because my professors were

very fraditional and very boring. | want-

ed to do something new and exciting. So

| switched to fine art. But | was always

doing photography, since | was a kid,
because my parents used it for some of
their projects. Then | had a lot of friends
that worked for magazines, and one of
them said, “Can you do photographs for together, play around
us?” And that's how it sort of started.

| never woke up one day and said, “Oh

from there.

| want o be a photographer.” It was just
something interesting for me to do. In the
beginning | was shooting portraits of writers
and actors and people like that. I also shot a
lot of documentary,
+81: How did you get into still
life photography?
BB: | got a call one day. There's this great art
director Beda Achermann in Switzerland,
and he offered me a job to do still life photo-
graphy. | wasn’t specialized in it at the time,
so | said, “Why do you want me to do that?”
And he just said, “Oh, I think you'll be really
good at this.” It was a big job - Id have to live
in Zurich for two months and commit fo two
months of doing something that | felt that | was- have a product
n't even the right guy for. But | said yes, and
that changed a lot of things because | loved lar visions and
doing it. That was in 1999, and there was no
interesting still life photography around ot the
time. The project was for an annual report for in that frame.
Migros [a Swiss superstore chain]. There were
two other photographers and we all had to
shoot garbage, literally. But | could do what-
ever | wanted with it, and there were a lot of
things to shoot. So | started thinking, “How can
I shoot many objects in one picture other than
just putting them in front of the camera2” Then
I thought, “Well, how about defying the idea of
perspective, just to think differently, to add a grow,
whole other layer of perception?” That was a
very important thing for me. To question like,
“Is this just a coffee mug or can this be some-
thing else?” This is what | do up to this day —
to take objects and put them in a context
where they usually aren't, either to make
something funny or to add things, to enhance
their presence or fo diminish their presence.
+81: In all stages of your image
creation process — aside from art
direction, prop-making, and
retouching — how far do you
involve yourself?
BB: Most of the time it's 100 percent me.
Collaborations happen every now and
then, but other than setting up props, | usu-
ally do everything. The reason why it's dif-
ficult for me to work with, let's say set
designers, is that | sculpt everything with
the eye of the camera. So a lot of the sets
I'm using look totally horrible and
wouldn’t make sense if you looked from
another angle. It's very difficult fo explain
to someone what to do because while I'm
doing it | have a lot of options in my
head. I'm a total dictator [laughs]. But a
dictator also has to understand what he
dictates because otherwise you just run

shoes, bags and other
objects transform into
various images in your

BB: It depends on the basic

idea. If I have a particular goal
to accomplish, I have to adhere
the |uyout and measure perspec-
tives and scales to make it work.
Other times, | might just put things

+81: Where do your
images start out: an overall
vision or a detail?
BB: Well, an editorial project has
more freedom. So if | were doing
something for a magazine, | ask
them what we need to shoot: is it
shoes, bags, or jewelry?2 What sea-
son is it for and is there a theme to
the issue? Then | explore what it
would be and give them my ideas.
| don't like to repeat myself and
| have to be excited about it.
Otherwise there’s no point in doing
it. Then there’s advertising, which
is very different.

the picture. They have very particu-

it has to look, and | have to bring
in as much of my art as | can with-

+81: Generally, how far
off is your final image from
its original idea?
BB: It's surprisingly close most of
the fime. Sometimes you can
even over|uy the picture on my
layout. It's that precise.
Although | give it freedom to

advance] so much so that
sometimes it’s even pointless
for me to do a sketch
because | can imagine it all
the way to the end result
and see how it would be.
| can do photography in

and see a Caravaggio painting, and YR /5 |Gt ELACT 2] & EIMEB LD 5 WAL, B2 BED +81: FUSFNDTAFTE
| may notice a certain color, certain KERAS /-85, [BE5T2< SRBERMFFRTHIOOL S LW REHEA X - TR, ENEE

light or movement in that painting and PR .\ tENERB LRSS vy bl ZThiS, fEURATY BUNHNETH?
think, “Oh, | want to try that.” Thinking VAR S| > (E-5T<NhTo R 2R CBETELKSADT A TTHEDH BB: < EEEWZ ENF B,
things out or just trying things out also REPA DA X —/¥— Migros DER PATLEDS, ZNEMDANIC BAPENELITY MIEREE
turns into actual ideas. P77 il AR b BT20r T ZCHELVAL, T2 UoWEBERLh22E655<
+81: What step of the EPI - /-0 E. BAICIERY IZ "BEEE £ (K. THEEE Sk, HZREBBICTES
image production process do Ul <\ V72 &S 1 ERBEL BAZEESTEINENEEBL THLS FEH-LDDH, KIfFDFHN
you spend the most time on? Is (L IRA . Fo—vEIC258 TRWIEWV, 25 ThiThiEx EHS5NUBHIBELTVS L. &
there a step that you struggle IAEAR LB EE L ThIEE 5% R >TRHOTLEI P S, #D RO EERPELEY ) EGRTS
most with? H% X1 L) T DiEE%E| BiIELTWB DIk, Z ZICH2MED N5, ATy FERBTAILS
BB: | spend the most time fleshing out P YA =5} - E TERICOSH Y BT LN, EREH O L, £p5 AERKLEBOHBAL, BOFTE
the idea to make sure it works. That is (F: BRI %, ThhdWNENEEE BEMBCXES ATV IREE LS REBRETETLES AL SR,
ATT Y9 chiZo 1999 F ABDPrHLhEVR, +81: 1—ET7HINBZTATTD
»? LR ZEBVAF— b +81: HLEDIERTIZ, RPH. HWeld, ETHHBFVTLBINTL
Right now I'm working on a very com- Bela BEN G D Lhe 2D Ny TBEEDEF—7NEEEELA £27?
plex shot [for product advertising]. Borsodi (L/\zAuDZEaZu ka1 = XA=INEXRERIFTOVETH, #l BB: £ THAN@M S L, VED
TBB): 7 R AR RANPRN)) E7OEREHATLES EHOrITVnaZ e, HEtER

the most interesting and challenging
part, because the rest is just execution.

| know pretty well all the steps involved.

and go
But now | have to work with art direc- SR T, EDMICH 22D T BB: ZhEEICEZTATFT7ICEL-T BWZ ER AL, ORI PTICL
tors and there’s an agency involved, RN 77— A h BE 2, BRNEBREERT 35S TA T EZEAVERS

and they have to confirm everything. EYS NI -, 712 L Thunnen . L1779 hEERL GREEPKA TH, ECEBACEEV, 1>
So | have to explain, without being a BB ICT RN {7 EEBEHEFNEESHEV, 25T ZAEL—2 3 2 REERMOY - X

complete jerk, why this is complicated. LSO S DI EH > 7h 5, BVBERBRY HATMELRT, W k. BAORFEFOEMRER L

| know when | put something here, ANl < T % 727271 X T DREIC AVAHERHLEDSED TV & THhe HIAIE, EifiETRE

what will happen, what will work or LR EA N DD T VWD +81: 2EEHLA T4 T-MDES Caravaggio DIEH 5. ZDFDER
not. But they don’t always see that. So, EAWSINPN (- 1 DB RIS B D 5EEAE LTS X —JHliEEIED K BERICRBERIC [2hEeRL

a lot of my energy, particularly when it YNV %= R 1 7o % 2T EX Tafw] EBS>ZebbnE W5
comes fo advertising, is spent com- VACP R F7 75 1515 % 4 L CHT L BB: #EEEN IOV 1 7 D5 WABEZ Y, RBRICEIAEREL W

municating the process and the end 7 - THA L A i BEEEBERIFC LS. FTH BIBILTATTHEEND L HH
result that | see in my head prior DPEEIRD (E ARG - RANE FOMEN AL EBRBAL B AT,
hEFE, DAY HEDD, Ny THEDD, +81 1 A X — JHIMEDBRIC & b5

to doing it.

+81: What's the Erec Tl 7 1L > (EE IU-LDhER, £ #H ERPTIRE, BEFTIMEHRAT
greatest joy in your EEGORGeERN 4 R m E G ), [Z ERTTBFHPZOSDT CrEEL,

image creation L olthtl. YWk 2EE =] — Y &iET S, 2 LT A BB: X bMEE £ I B DL, KDL
process? VRISV T DD, Thed NTEBDNEEZTLHE WESIETA T 7 & BHMET D ERRE.
BB: The greatest joy is if EICIE Y5 7« Gkl ke WET7AFT7ERET B A FECZ QIR ROERC T, KE
| find myself so very AL Ul <5 D7 | hEE BIATR U 72 2 & 13 EBWATOLHIAL, HERTIER
in it. Then time and \IACeCze Rl my pro- G- TLE GRSl oy, WL HEVWL, BAY TI3LEGELPOR. BEIES. &
everything else ceas- \EaAEINeRell W HLCTT AR YA HLHBZELHIRY L SDEERICETHEHL WA X - %R
es to exist, and it ol NESMERSEEINS BRI AA 5 T H X > TWNB T <BV 25 ThIThIE FLEOIELTRHET D, HBVELT
becomes a pure expe- UL N Z EITH U & O Sl 32 REEERF B VDD 13, OtX%&LokW) EBEL TS IHN
rience. It feels like being NG SeUITte . % 7 7 1 G EE LEDBERE<ES ELZTITRT— b - FaLTE—%R
on a very curious cre- with it so PRV ERNNIDA T — > o (L% B T. BEOFICHTIY BEHMbo TE T, 2BICHEBEMS
ative drug. that | lose ERRT Nl < © & THEAKY HENEHRNDH B HLTRESHV, 22 5EIF. BkKIC
+81: Please share with us projects that you would like to try from now on.
BB: The Migros pro- myself LTRFHOED Iz L. 747> b MZABVWEDICREDU AN S, Bt
ject was shot in 1999, 535 MVA CEdzEeDb ] 3 Z DESIIIT COBRESERELDON EWHS (CHAT B
and now it's 2011. KON RRED) & /- 1) L T\ B A ZEBHEA A — PVEFHDAE, EEEIMEBNE
Perhaps | might want to B 1BEEE 7O IR Tar S5&nd ZLT EILESIECL
do more portraits again. ERZANS YOI +81:7—h - Khbhhr->TWBIFE, BSELTL
It's hard to say what it TWi, Zhe, # CalAA P bIhEDHP > TWVBERERS BV, 7
would be, but I'm aching FH TV T3RE AN B EL PORRICEEICEL TR, BET3HICA
for a change, to broaden N EAWT, 7 EEYIEERSN SELLHB AOBEOHICH B T AL IPRIEN LR
out. | started thinking DH>EN1AY [BE GIAEEENS N0} BEGRABZEIC. BOTILKIRILE—
maybe | want to publish EEE LY EAN O 1 X — 5 HifE P A D EEPLTVS &
a book, to sum up these EEFEP TN AR ARG =T THIETE +81: A X—JHIED7OLZXTE/S N
last 10 years. And the Eo ZALEBL THAE CI RGeS BRYEA BRADKVBFATT » 2
my mind. other thing is, since for- S=75. $%AE% GRS HOT— BB: U285 3D, BAF 7OV
+81: Where do ever, | wanted to do BELT (&L, 7+ Culd N U MORTEL TERMEELEP S &
movies. Most likely ani- A e BNl BB: (3 AL BLA STWKDEBDY A IC LA, &z
mation movies. |'ve HBATEBSbII L » NN hig TN3EEHEFT LTV, BEPETO
always wanted to do BV, AL EL CEEENGER PR ETN T, SIS RBS M AER(IC
that, and now the BHENPEAD > 1A Y. GEOED WA BBALE, TTLKIVIAT1THERT Y
technology is much BAOEIIERPHHED kR T [l JICESnTVWBRRAICES L,
here [points fo his more available and K—bhL—bEE-7 G +81 : SEHBLTHEVTOY IV b
head]. The thing that you can control the ). F¥a1x>42)EH (Bt EHATLSLEEL,
budget better, too. b7 EABRE LTV kA BB: Migros DRSS % L 72D 1999 £ T,
There's also much &o NBZER S35 2011 FICh Bl KF— hL— bC
more of a market +81: 2F—-NFH% ClEudEl HI—EHRBEL (HEVRHTEL. 20
and possibilities. BOEZOPITRATL GEGTR 10 FREDERE T EDAREHIR LAz &
So we'll see. fetr 2 EDBE, LEVEH TS, (% LiwpidEL RS
BB: 3 H. X1 XD CESALL) ZLaWhE, BAYPEEERD TV
5L0WT7— b T oLy s e BA, ZLTHIVED, TURAEDLS
— Beda Achermann 7* 5 (ka(IN ToA=2 a3 ROMEEEELIZVEER
TEFHY . 2F-ILEE QAR TW3, AT /0 -bLW BRI
DEBEEEL TN 7zA WENEY SEPLFEOMESF L. =47 v b
7o UM EFZERTHS Sl AJREMD LY —BEN 2 TETWEL5EL
hTWebIUrhd o7 \ukialll 7~ 713

Obviously they
that has to be in

ideas of it and how

I think of the steps [in

your often humorous
and seemingly bot-
tomless ideas come
from?
BB: They all come from

which I do not do is
I do not look at maga-
zines. If | see some-
body executing an
ideq, even if | like it
alot 1 don't fouch it.
My inspiration or
references comes
from everything
but my competi-
tors’ work. So I'd
go to a museum
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DESIGN: FUTURE BRAND
2009 GERMANY
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TATLER#19 “SEPARATION”
STYLIST: DAVID WIDJAJA
2010 RUSSIA

© BELA BORSODI

V MAGAZINE #48 “FOOT FETISH”
2007 USA
© BELA BORSODI

PROFILE: Bela Borsodi

Born in Vienna, Austria, in 1966, Bela Borsodi studied graphic design and fine art at
the University of Applied Arts Vienna. He began shooting portraits for local magazines
before moving to NY in the early 90s, shifting his main focus to still life photography
after doing a catalog for a Swiss company in 1999. Today he is best known for
humorous, sometimes surreal images that play with perception, bringing life to other-
wise inanimate objects. His work has been featured in numerous publications such as
V, Numéro, City and the New York Times Magazine, as well as in advertising cam-
paigns and catalogs for infernational brands, including Hermes, Trident, Kiehl's and

LeSportsac.
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