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Vazeni hosté,

v pribéhu uplynulého roku se Mezinarodni festival dokumentar-
nich film{ Jihlava opét vice priblizil vizi celoroéni instituce, ktera sys-
tematicky podporuje vychodoevropsky a cesky autorsky
dokumentarni film.

Na Uspéch loriského trhu East Silver pro dokumenty ze stredni
a vychodni Evropy, jediné prilezitosti k zprehlednéni rozlehlosti vy-
chodoevropskych kinematografii, navazal projekt East Silver Cara-
van. Putovni vybér az pétadvaceti filmd byl prezentovéan na
festivalech v Torontu, Sarajevu, Sofii, Krakové, Wiesbadenu, Linci
a pred dvéma tydny také v Lipsku.

Spolec¢né s nasimi partnery, zvlasté Institutem dokumentarniho
filmu, jsme viibec poprvé usporadali Panel pripravovanych vycho-
doevropskych dokumentarnich film0, soucast profesionalniho pro-
gramu Mezinarodniho filmového festivalu v Karlovych Varech.
Poprvé samostatné probéhl také Panel pripravovanych ¢eskych do-
kumentarnich filma, ktery prekvapil vice nez ¢tyriceti pripravovany-
mi snimky, jejichz distribuc¢ni &i televizni premiéra probéhne do
konce srpna 2006.

A jaké filmy jsme pro Vas letos pripravili? Soutézni sekce Mezi
mofi, upozornujici na nejpozoruhodnéjsi dila stfedoevropského re-
gionu, prinese dosud nejbohatsi vybér dokumentu reprezentujicich
zemé mezi Baltskym a Jadranskym moi‘em. Podobné i Ceska radost
rozprosti'e mnozstvi rezijnich rukopist i tematickou pestrost do té-
mér dvou desitek filmovych dél. Radi bychom obé€ma soutézemi
v reprezentativni otevienosti upozornili na tyto nepravem opomije-
né kinematografie.

Festivalovy program také nabizi ojedinély prizkum svétového
dokumentu, od jedine¢nych film& mladé japonské rezisérky Nao
mi Kawase, pres dilo - svého ¢asu spolupracujici - dvojice rezisér
Jeana-Luca Godarda a Jeana-Pierra Gorina az po predstaveni tvor-
by Fernanda Solanase, guru argentinské kinematografie. DUlezita je
také sekce Do exilu, navracejici ¢eskému kontextu filmy rezisérd-
emigrantd - jednou z nich je také Prahledna bytost Jana Bokova.

| letos se rozroste festivalova publikacni ¢innost o vyjimecné ti-
tuly. Kromé tretiho ¢isla do — revue pro dokumentarni film, jiz tra-
di¢niho priivodce dokumentarnimi filmy, vydame prvni ¢esky vybor
textd a rozhovord s Jeanem-Lucem Godardem, jednou z nejvy-
znamnéjSich postav svétového filmu, ktery autorsky a editorsky pri-
pravili Helena Bendova a David Ceng&k.

Zavérem bych rad podékoval vSem institucim, zvlasté Minister-
stvu kultury CR, sponzordim a medialnim partnertim, bez jejichz
vstricné pomoci by se letosni 9. Mezinarodni festival dokumentar-
nich filma Jihlava nemohl uskuteénit! Velky dik patri také vSem spo-
lupracovnikim!

VErim, ze si z vice nez sta filmd vyberete ty, které Vas zaujmou
a proméni.
Jménem celého poradatelského tymu budte v Ji-hlaveé opét vitani!

Marek Hovorka
reditel festivalu
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Dear Guests,

During last year, Jihlava International Documentary Film Festival
has come closer to our vision of an institution working all the year
round and supporting systematically Czech and East European
creative documentary film.

The success of last year's East Silver, the market for Central
and East European documentary and the only possibility to make-
one’s way in the vast field of East European cinema, was taken up
by the East Silver Caravan. The selection of 25 films was presented
at festivals in Toronto, Sarajevo, Sofia, Cracow, Wiesbaden, Linz
and also in Leipzig, only two weeks ago.

With the help of our partners, especially the Institute of Docu-
mentary Film, Jihlava IDFF has organized for the first time a Panel
of East European Documentaries in Preparation, introducing over
forty projects that will have their cinema or television opening by
the end of August 2006.

Apart from this, we have prepared plenty of films for you to
see at the festival. The competition section Between the Seas,
which traditionally focuses on the most remarkable works of the
Central European region, will feature the biggest body of docu-
mentaries from countries between the Baltic and Adriatic Sea so
far. Almost twenty films chosen for the Czech Joy section repre-
sent the thematical as well as directorial variety of contemporary
Czech documentary production. Both competition sections try to
foreground cinemas that are generally marginalized, unjustly in
our view.

The festival programme functions as a probe into unique per-
sonalities and works of international documentary filmmaking —
this year the work of Naomi Kawase, a young Japanese
filmmaker will be presented along with that of the guru of Argenti-
nean cinema Fernando Solanas and Jean-Luc Godard - Jean Pierre
Gorin group’s films. The Exile section is important as it brings
back home the films made by Czech filmmakers in exile — one of
them is this year’s Translucent Being Jana Bokova.

The list of books published at the festival will be enriched by
several exceptional titles. Besides DO — A Review of Documentary
Film, which has become a traditional guide to everybody interes-
ted in the documentary, the first Czech selection of texts and in-
terviews with Jean-Luc Godard, edited by Helena Bendové and
David Cenék, will be published.

Last, | would like to express my thanks to all institutions, espe-
cially to the Department of Culture of the Czech Republic, our
sponsors and media partners. Without their help the gth Jihlava
IDFF would not be possible at all! My thanks go to all my collabo-
rators as well!

| hope that out of the menu of over hundred films chosen for
this year's festival programme, You will choose those that will cap-
tivate and transform You.

In the name of the whole management of the festival, welcome
to Ji-hlava again!

Marek Hovorka
Festival Director
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Vitejte na Vysocinég, vSichni se jiz téSime.

Do nostalgické podzimni nalady padajiciho listi a slabnouciho
slunka uz tradi¢né vstupuje koncem fijna v Jihlavé vSude viditelné
oziveni. Nejen plakaty a transparenty, ale predevS§im hemzeni
hloucka lidi - postavajicich nebo i v chdizi horlivé diskutujicich, zjev-
né€ zaujatych spoleénymi tématy - napovida, ze je tu opét Mezina-
rodni festival dokumentarnich filmd. Myslim si, Ze praveé ta zaujatost
spojujici tvlirce, organizatory i navstévniky, je pro n€j typicka.

Pro¢ kraj Vysocina vyrazné prispiva na realizaci tohoto festivalu?
Podle mého nazoru jde o typickou akci, jaké by méla spole¢nost
podporovat. Dokumenty na rozdil od filmovych a televiznich ba-
chorek vSeho druhu zobrazuji skute¢ny Zivot. Analyzuji ho, tu drs-
né, tu laskavé odhaluji z mnoha pohledd jeho nejriiznéjsi polohy.
Divakovi davaji $anci objevit leccos krasného a pozitivniho v realit€,
kterou maji moznost potkat, dotknout se ji a taky ovlivnit. Na rozdil
od fiktivnich kulis a pribéhl vétsiny komerénich filmg, které pak
LUCi" zvlasté mladé lidi snit pasivné o neskute¢ném své
t€ a neuskutecnitelnych cilech. Ne ndhodou je dokument objekt-

em zajmu lidi tvorivych s aktivnim pristupem ke svému osudu i spo-
le¢enskym souvislostem.
Taky proto mé& osobné t&si, Ze prave v Jihlavé vznikla pred lety
z iniciativy tehdy velmi mladych lidi akce, z nizZ se dnes stala vlastné
vyznamna instituce s mezinarodnim véhlasem. Nase kina, kulturni
zarizeni, ale i hospldky a ulice se pro tyto dny stavaji mistem zaji-
mavych setkani, stfetavani riznorodych nazor a uméleckych pri-
stupd.
Preji vdem, aby se u nas na Vysociné citili prijemné a aby g.ro¢nik
Mezinarodniho festivalu dokumentarnich filmd v Jihlavé byl pro né
dalsim podnétem pro jejich tvorbu nebo prosté jen pro dobry Zivot.

Milos Vystrcil
hejtman kraje Viysocina




Welcome to the Vysocina region.

The nostalgic autumnal mood has traditionally been brightened up
by the sun of Jihlava IDFF at the end of October. The town is sud-
denly full not only of posters and banners, but of people in a hurry
from place to place discussing vehemently films they have seen and
topics that emerged. It is this enthusiasm, connecting filmmakers,
organizers and visitors, that is characteristic of every year of the Ji-
hlava festival.

Why does the Vysocina region support the festival? It seems to
me that this is exacly the kind of event that our society should back.
In my view documentary films depict real life, which is not the case
of cinema and television stories. The documentary analyzes life,
harshly as well as with kindness, it discloses life's many facets from
various angles. The documentary gives its audience a chance to re-
veal what is beautiful and positive about reality, the reality every-
body can touch and influence. This is a far cry from the fictional
stories of most commercial films, that ,teach" young people to dre-
am about an idealized world and unrealizable goals. It is no coinci-
dence that the documentary attracts creative people who approach
life in their community actively.

I am therefore very pleased that it was in Jihlava, where some ye-
ars ago out of sheer enthusiasm of a small group of students, such
an internationally renowned project came into being. During the
festival days, the theatres, as well as streets, cafés and pubs of Ji-
hlava become meeting-points of interesting encounters, discussi-
ons and differing philosophies of life.

I wish everybody to feel at home in the Vysocina region and to
let the gth Jihlava IDFF become a positive impulse for their work
and future life.

Milos Vystrcil
President of the Viysocina region
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VazZeni oéekavani navstévnici festivalu,

neni mnoho pfilezitosti, kdy se lidé v mé a v podobnych funkcich
mohou vénovat néemu tak vyjime¢nému a pozitivnimu, jako je
pravé tradi¢ni festival dokumentéarnich filmi. Dovolte mi tedy,
abych vas vSechny privital u nas v Jihlavé.

Jestlize jsem vas na zacatku oslovil vazeni ocekavani, mél jsem
tim samozr'ejmé na mysli to, Ze si vazime vasi navstévy v Jihlavé a ze
vas tu radi vidime. A mohl bych do osloveni vsunout také slovo oce-
kavajici. Veérim, Ze prichazite a prijizdite s ocekavanim. S ocekava-
nim, Ze tu stravite nékolik prijemnych dni ve spole¢nosti lidi
podobného smysleni, nebo alespor podobnych zajmu. Ale to by
zrfejmé nestacilo. Mozna i vy mivate pfri sledovani dokumentl pocit,
Ze o tom ¢i onom tématu se zacalo konec¢né mluvit, psat, tocit, ze
ted uz je moznost néco zmenit. Mozna Ze i vy letos ocekavate otev-
reni dalSich témat, Ze se né¢emu pomUzZe na svétlo svéta, Zze nékdo
ukézal na né€co, by bylo ukryté, ukryvané, na néco, co nam znepfi-
jemnovalo zivot, co ndam ublizovalo. Jestli se nase spole¢nost za po-
slednich Sestnact let nékam posunula, troufnu si tvrdit, Ze na tom
maji zasadni podil prave ti, ktefi se neboji otevirat témata, ukazovat,
odkryvat, ptat se, pfipominat, hodnotit. Mimo jiné také v tom vidim
velky prinos dokumentu pro nasi soucasnost. A kdyZ sleduji mnoz-
stvi divakd, kteri stisnéni v predsalich jihlavskych promitacich sala

¢ekaji na dalsi projekci, ujistuji se, a uklidriuje mé to, ze je stale hod-
né lidi, kteri odmitaji byt slepi.

Mezinarodni festival dokumentarniho filmu v Jihlavé narostl do
akce respektované v celé Evropé. To je urcité skvély vysledek a po-
vzbuzeni pro poradatele, kterym patii uznani a podekovani. Jihlava
maze prispét k dalSimu rozvoji tfeba zlepsenim podminek pro sa-
motné filmové projekce. Snad vas potési zprava o tom, Ze na Ma-
gistratu mésta Jihlavy je hotovy projekt na opravu a modernizaci
kina Dukla a doufam, Ze jihlavska verejnost ani festivalovi navstév-
nici nebudou na zménu dlouho ¢ekat. Nyni stojime pred ukolem se-
hnat k naSemu zaméru potrebné mnozstvi pen€z. Jezdéte i na dalsi
rocniky festivalu, bude se vam tu libit jesté vic.

Preji vam hodné silnych zazitk( a prijemny pobyt v Jihlavé. Po-
kud si najdete v naplnéném programu festivalu ¢as na prochazku
alespon historickym centrem, budeme radi. Mé&sto diky navstévni-
kaim oziva a mladne. Festival Jihlavé slusi.

Viadimir Hink
primdtor mésta Jihlavy
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Dearly Expected Festival Visitors,

It is not very often that | and people in functions similar to mine, can
devote their attention to something so exceptional and positive as
the Jihlava International Documentary Film Festival. Let me welco-
me you all cordially in our town of Jihlava.

| addressed you as dearly expected, because you are dear to us,
we appreciate your

stay in Jihlava and are glad to see you here. | could add expec-
ting to my address, as | am sure you are full of expectations - that
you will spend several nice days in the company of people of the
same interests, if not philosophy of life. However, that would pro-
bably not be enough.

You may feel when watching the documentraries that it has been
high time the issue started to be discussed, written about and shot
films on, that it has been high time to change something. What you
may expect this year is opening other issues, disclosing something
that was hidden and hurtful. What | am trying to say is that, had our
society changed and developed in the last 16 years, it is greatly due
to those who are not afraid to open issues, ask questions, remind
and judge. This is what | see as the basic value of contemporary do-
cumentary. When | see people at the festival waiting in the crowded
screening halls for another screening, it fills me with hope that the-
re are many people who refuse to be blind and oblivious.

The Jihlava documentary festival has grown into an internatio-
nally acclaimed event. This is a great encouragement for its organi-
zers to whom | address my many thanks and appreciation. The
Municipality of Jihlava can help this development by improving the
screening conditions. In this respect | am sure you will be glad to
hear that Jihlava Municipality now deals with a plan of the Dukla
theatre’s reconstruction and modernization. | hope it won't take
long before we all gather there. All that remains to be done is to
provide funds. | am inviting you to other years of the festival, as it
will get only better and you will hopefully like it the more.

I wish all of you unforgettable experiences and an enjoyable stay
in Jihlava. If you reserve some time for a walk around the town his-
torical centre, we will be glad. The town gets younger thanks to its
visitors. The documentary festival becomes Jihlava very well.

Viadimir Hink
Jihlava Lord Mayor
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Vazené damy, vazeni panové, mili hosté filmového festivalu,

jsme velmi potéseni, ze Vas miizeme pozdravit a privitat na festiva-
lu dokumentarnich filmg, ktery se jiz podevaté koné praveé u nas v Ji-
hlavé. Jisté vétSinu z Vas napadne otazka: ,Pro¢ zrovna BOSCH
DIESEL s.r.o. podporuje tento festival, to prfece nema s automobi-
lovym pramyslem nic spole¢ného.”

Z urditého pohledu se to tak mize zdat, odpovéd je vsak treba
hledat nékde jinde.

Pro nasi spole¢nost bylo potéSenim se zhostit role generalniho
partnera tohoto festivalu predevsim proto, Ze se citime na Vysociné
doma a Jihlava je hostitelskym méstem jediného mezinarodniho fes-
tivalu dokumentarnich filma ve Stredni Evropé. U néceho takového
by tedy BOSCH, jakoZto nadnérodni spole¢nost, nemél chybét! Pri-
kladem spolecenské angazovanosti je pro mé zakladatel nasi firmy,
pan Robert Bosch, ktery uz v roce 1964 zalozil nadaci za Ucelem
spolecenské a socialni angazovanosti.

Dalsim ddvodem je, Ze vnimame tento festival jako udéalost, kte-
ré je zamérena predevsim na mladé lidi. Nase firma je nadnarodni,
¢ili nasi zaméstnanci jsou zvykli setkavat se s jinymi jazyky i s jinymi
kulturami. Je pro nas tedy samozrejmosti, Ze podporujeme projek-
ty v oblastech spole¢enskych véd, zdravi, humanitarni pomoci,
a mladez - tu zvlasté v oblasti vzdélavani a kulturnich tradic.

Jsme velmi potéseni, ze mdzeme prispé€t k rozvoji kultury v regionu
Vysocina.

Vsem tvlrcdim i divakm prejeme nezapomenutelné zazitky.

Kersten Janik
obchodni reditel

Markus Heyn
technicky reditel




Dear Ladies and Gentlemen,
dear Guests of the Jihlava Festival,

We are very pleased to have the opportunity to welcome you at the
festival of documentary films that takes place for the ninth time in
our town of Jihlava. Everybody of you will probably ask: ,Why does
Bosch Diesel support this very festival, which has nothing in com-
mon with the automotive industry?"

You may be right to certain extent, but the answer to your qu-
estion lies elsewhere.

It has been an honor for us to become the general partner of the
Jihlava documentary festival for one reason - we feel at home in the
Vysocina region and the town of Jihlava hosts the only international
festival of documentary films in central Europe. This is an occasion
Bosch as a transnational company should not miss in any case!
What is more, the founder of Bosch company, Mr. Robert Bosch,
established a foundation for the support of socially engaged pro-
jects as early as in 1964. His is a true example of socially committed
work for me.

We see the Jihlava festival as an event focused on young people
in the first place. As they are working in a supranational company,
our employees are used to meeting people speaking different lan-
guages and having different cultural backgrounds. It is therefore
a matter of course that we support projects concerned with social
sciences, health care, humanitarian work and education of young
people — especially in the cultural sphere.

We are extremely pleased that our company can help the develop-
ment of culture in the Vysocina region.

We wish all filmmakers, guests and spectators memorable experi-
ences in Jihlava.

Kersten Janik

Commercial Director

Markus Heyn
Technical Director




Vazené damy, vazeni panové, mili pratelé,

t€Si mne, Ze vas na tomto misté mohu pozdravit v souvislosti se za-
hajenim a konanim g. ro¢niku festivalu dokumentérnich filmd v Ji-
hlavé. Nase partnerstvi vnimédm jako dilezity prispévek k rozvoji
kultury v regionu Vysocina a pro potéchu vsech, kteri stejné jako ja
dokumentarni tvorbu radi vyhledavaiji.

Preji vSem navstévnikdim a divakim, aby se 9. ro¢nik festivalu vy-
daril, aby zlstal zapsan v nasich myslich jako krasny zézitek, jako
setkani s vrcholnou profesionalitou tvdrch a poradateld.

Ing. Dan Tok
predseda predstavenstva
Jihomoravské plyndrenské, a.s.

Vazeni pratelé,

leto$ni prehlidka dokumentarnich film Jihlava 2005 bude probihat
poprvé za podpory Ceské spofitelny, kterd se letos stala hlavnim
partnerem tohoto festivalu.

9. ro¢nik prestizniho a vyjimecného festivalu autorského doku-
mentarniho filmu je jediny svého druhu ve stfedni Evropé. Soustre-
déné€ se vénuje dokumentdim ceskym, stfedoevropskym a svétovym.
Jako hlavni partner festivalu mame zajem na tom, aby Uroven ceské
filmové produkce byla co nejvyssi. Nase podpora festivalu a dalSich
akci pFispiva k rozvoji kulturniho Zivota ve véech oblastech Ceské re-

publiky.

Festival Jihlava 2005 lakéa divaky predevsim nabidkou kvalitnich
dokumentarnich dél, které se snaZi postihnout souc¢asnou otevre-
nost mysleni a rozmanitost tvlrcich pristupd. Posudte sami, jak
dobrou préci letos poradatelé odvedli. Jsem presvédéen o tom, ze
budou vsichni Gcastnici velmi spokojeni.

Dékuji poradateltim i organizatordm a preji vam vsem prijem-
nou podivanou.

Jack Stack
predseda predstavenstva a generdini reditel
Ceskd sporitelna, a. s.




Dear Ladies and Gentlemen,

I am delighted to have the opportunity to greet you in relation to
the opening of the gth Jihlava International Documentary Film Fes-
tival. | see the partnership of Jihomoravské plynéarenska, a.s. as an
important contribution to the cultural development of the Vysocina
region, as well as an expression of enthusiasm for the documenta-
ry which | share.

I wish all visitors and spectators an enjoyable stay in Jihlava,
| wish great success to the festival, and to its gth year especially, so
that it became a memorable experience to all of us, remembered
forever for highly professional approach of organizers as well as
filmmakers.

Ing. Dan Tok
Director of the Managing Board
Jihomoravska plyndrenskd, a.s.

PTETE®BEA2WTTIH o RTYT®

Dear Friends,

This year’s exhibition of documentary films, Jihlava 2005, will
take place for the first time with the support of Ceska spofitelna,
which this year became the main partner of the Festival.

This ninth-annual, prestigious, and exceptional festival of the
authors of documentary films is the only one of its kind in central
Europe, exclusively devoted to Czech, central European and world
documentaries. As the main partner of the Festival, we want to en-
sure that the level of Czech film production would be as high as
possible. Our support of the Festival and other events contributes
to the development of cultural life in all regions of the Czech Re-
public.

The Jihlava 2005 Festival attracts viewers primarily by offering
quality documentary works, which attempt to express contempora-
ry openness in thinking and a diversity of creative approaches. Jud-
ge for yourself what good work the organisers have done this year.
I am convinced that every participant will be very satisfied.

I wish all of you a fine viewing. Enjoy and congratulations to the
directors and organizers.

Jack Stack
Chairman of the Board of Directors and Chief Executive Officer,
Ceskd sporitelna, a. s.




Pohyb evropskych filmU pres hranice a pristup divakd k nim je pri-
oritou programu Evropské unie MEDIA. Vedle samotné distribuce
filmd v kinech program MEDIA proto finan¢né podporuje radu fil-
movych festivalt a dalSich akci, které jsou spojeny s propagaci fil-
movych dél.

Pravé na festivalech filmy poprvé vyrazeji do svéta. Nachazeji tu
svoje prvni publikum, jejich tvdrci zde maji prostor pro setkavani
a dialog s divaky i mezi sebou navzéajem, festivaly jsou ¢asto mistem
vzniku novych projektd.

KaZdoro¢né se takovym mistem stava i Mezinarodni festival do-
kumentéarniho filmu Jihlava. Jsem rada, zZe se Jihlava zaradila spo-
le¢né s dalsimi ¢eskymi festivaly mezi prehlidky, kterym se podarilo
ziskat podporu programu MEDIA jiz ponékolikaté. A nejen to. Ze-
jména mé t&si, Ze se pod strechou festivalu a s podporou programu
MEDIA odehrava rada akci, které dale pomahaji predevsim stfedo-
a vychodoevropskému dokumentarnimu filmu — at uz je to tolik po-
tfebny vzdélavaci program pro dokumentaristy Ex Oriente Film
nebo burza ndamétd East European Forum, které organizuje Institut
dokumentarniho filmu.

Preji Jinlavé, aby i nadale zlstala mistem, kam se vsichni pratelé
ceského i evropského dokumentu radi vraci a doufam, Ze program
MEDIA k tomu bude moci prispét svym dilem.

Daniela Ku¢mdsovad
reditelka
MEDIA Desk Ceskd republika

The priority of the EU MEDIA program is to facilitate the distributi-
on of European films across the borders and bring these films to in-
ternational audiences. Therefore, besides the distribution of films in
European theatres, the MEDIA program grants financial support to
a variety of film festivals and events connected directly with the pro-
motion of films.

Its the very festivals where films set out on their journey. They
meet their first audience here, their authors have the opportunity
here to meet the spectators, discuss with them and among the-
mselves. Its at festivals where many new projects originate.

Jihlava International Documentary Film Festival undoubtedly be-
longs to such festivals. | am glad that Jihlava, together with a few
other Czech festivals, has managed to gain the MEDIA support for
several times now. And | am especially glad that it is at Jihlava whe-
re many events take place that help the development of Central and
East European documentary filmmaking - let it be the Ex Oriente
Film project, offering a much needed educational programs to do-
cumentary filmmakers, or the East European Pitching Forum and
the East Silver market, organized in collaboration with the Institute
of Documentary Film.

| wish to the Jihlava festival to remain a place where all docu-
mentary fans love to come, and | hope that the MEDIA program will
be able to give a hand with this accomplishment.

Daniela Ku¢mdsovad
director
MEDIA Desk Czech Republic







KINO ZRCADLO SVETA

RAKOUSKO 2005 O
CB | 35 MM | 93

REZIE: GUSTAV DEUTSCH
SCENAR: GUSTAV DEUTSCH
STRIH: GUSTAV DEUTSCH
HUDBA: BURKHARD STANGL,
CHRISTIAN FENNESZ

Sixpackfilm
Neubaugasse 45/13 | 1071 Viden | Rakousko
Tel: +43 1526 09 9o | Fax: +43 1 526 09 92

office@sixpackfilm.com | www.sixpackfilm.com

V prvnich tfech epizodach Deutschova projektu se samo kino jako misto déni
filmu stava plochou, v niz se odrazi zivot jeho divakd - kazdy dil za¢ina obra-
zem situace pred konkrétnimi kiny (Viden 1912, Surabaya 1929, Porto 1930).
RezZisér se v detailu zaméri na vybraného ¢lovéka nebo véc, jejichz obraz vza-
péti roztavi v dalSich filmovych otiscich. Vnitini Zivot filmu je tak palimpsestem
kolektivni paméti vrstvené z bohatstvi filmoték, kazdy dil odkazuje na velké
mnozstvi socialné-kulturnich souvislosti, v obraceném ¢teni se samy sekundar-

ni znaky historie stavaji skrytymi zivoty hrdind filmu.

Ndjezd na tvdr clovéka, do niz se bude promitat pribéh filmové archeologie;
svételnd rovnovdha mezi vidénym, vidénim a vypovéditelnym. Deutschova
viile k dokonalosti uméleckého tvaru chce oviddnout prirodu filmu, v niz
¢lovék nemd vysadni postaveni, ackoli to byl pravé on, kdo ji stvoril. Sestup
do spodnich vrstev paméti lidstva se odehrdva prostrednictvim anonymni
kinematografie, ohromné kultury bez okraji, kde zvireny kinematograficky
prach a okamzik vidéni jsou stejnym viditelnym casem. Deutsch prohloubil
svdj filmovy svét rozsirenim dispozitivu (ktery je pouze mapou a promériuje
se v zdvislosti na zméné popisovaného tizemi), kdyz smazdva hierarchii prvkd
na zdkladé vypravécich kritérii a zrovnopravriuje postavu ci jakéhokoliv hyba-
tele zdbéru se vsim v plose policka, vcetné pozadi a chyb na filmovém pdsu

- materidIni momenty se stdvaji branou hypertextového pokracovdni pribéhu.
Pribylo na lakonicnosti a formdini dokonalosti, zistalo zdkladni téma: casnost
a casy pozvednuté do okamziku, kdy se film stavi proti pomijivosti a zdroveri
se oslavné oddava jeji vili.



In the first three episodes of Deutsch’s project the cinema itself, as the place
where the film happens, becomes the plane on which the lives of the viewers
are reflected - each part begins with a shot of the scene out front of the actual
cinema in question (Vienna 1912, Surabaya 1929, Porto 1930). The director
focuses on a selected person or thing in a close-up shot, which is immediately
melted down into additional film prints. The internal life of the film is thus

a palimpsest of collective memory compiled out of the treasures of film librar-
ies, each episode making references to a broad range of socio-cultural con-
texts, and in a reverse reading the secondary elements of history themselves
become the secret lives of the film's heroes.

A frontal approach on the face of the person on whom the story of film
archaeology is to be projected, the luminous balance between the seen, see-
ing, and the revocable. Deutsch’s will for perfection of the artistic form aims
to control the film’s environment, in which man does not occupy a privileged
position, even though it was man who created it. The descent into the lower
echelons of human memory occurs by means of anonymous cinematography,
an enormous culture without margins, where the whirl of cinematographic
dust and the moment of seeing are the same visible time. Deutsch took his
film world even deeper by expanding its system or plan (which is only a map
and which changes in relation to changes in the described territory), in which
he obliterates the hierarchy of elements based on narrative criteria and
renders character or any other shot-mover equal and on par with anything
within the frame of the screen, including background and errors on the strip
of film - material moments that become a portal for the hyper-textual con-
tinuation of the story. There is greater laconic quality and formal perfection in
the work, while the basic theme remains: transiency and time elevated to the
moment when the film is pitted against transitoriness and at the same time
succumbs exaltedly to its will.

| W LTI

AUSTRIA 2005

B&W | 35 MM | 93°
DIRECTOR: GUSTAV DEUTSCH
SCRIPT: GUSTAV DEUTSCH
EDITING: GUSTAV DEUTSCH
MUSIC: BURKHARD STANGL,
CHRISTIAN FENNESZ

Sixpackfilm
Neubaugasse 45/13 | 1071 Vienna | Austria
Tel +43 1526 09 9o| Fax +43 1526 09 92

office@sixpackfilm.com | www.sixpackfilm.com
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DELNiKOVA SMRT

RAKOUSKO 2005 O
BAR | 35 MM | 122~

REZIE: MICHAEL GLAWOGGER

SCENAR: MICHAEL GLAWOGGER

KAMERA: WOLFGANG THALER

STRIH: MONIKA WILLI, ILSE BULCHELT
ZVUK: PAUL OBERLE, EKKEHART BAUMUNG
HUDBA: JOHN ZORN

Lotus Film GmbH, Quinte Film
JohnstrafRe 83 | 1150 Viden | Rakousko
Tel +43 1786 33 87 | Fax +43 1786 33 87-11

office@lotus-film.co.at | www.lotus-film.com

Dokument uvozuje montaz archivnich snimkd z doby, kdy film forméalné utva-
rel archetyp délnika. V Sesti kapitolach sugestivnimi obrazy ukazuje délnickou
préci na prelomu tisicileti. Hornici se plazi v nizkych Stolach ilegalnich dol(,
nosici siry vstupuji do zirnych par vulkdnu, krev poznamenava vsechny, kdo
zabijeji zvirata v pristavnich jatkach, hlas mezuina se nese nad muzi z hrdého
horského kmene, ktefi na brfehu more rozrezavaji tanker, ¢insti ocelari doufaji
ve skvélou budoucnost, zatimco némecké vysoké pece ovinuly neony a n€kdej-
$i kolos se proménil v artefakt.

Prudky pohyb noZe, otevieni téla, vina krve, Skubnuti nohou a Zivé zvire se
zhrouti v maso v barevném kiiku jatek. Na rozdil od ostatnich kapitol ukazuje
africky dil délnika, ktery neni vlastnén strojem. Staci mu pevné lano, kterym
stdhne zvire k zemi a svdze koncetiny, aby ho nezranily v predsmrtné kreci,
staci mu naz k proriznuti hrdla, dalsi k porcovdni a oheri z pneumatik na
opalovani kiZe. Jatecni délnik je sam svoji praci, jedinou nepratelskou silou
Jjsou mu Zivd zvirata. Teprve jejich smrt vytvdri produkt jeho prdce, a kone¢né
i spolecenské vztahy, jimiZ je sdm ovladdn. Jako by mezi kaluZemi hnijici krve
neexistoval protiklad prdce a kapitdlu, a presto zabijeni tvori zboZzi, primo

a bezprostredné. Sama smrt vstupuje do procesu jeho vyroby a smény, stava
se ekonomickym ekvivalentem, charakterizuje budouci obéh masa, v jehoz
vzdjemnych souvislostech a jednoté se projevuje podstata penéz. Teprve

film nds muZe vést k tvaze nad cenou potravy, kterd by méla byt predevsim
mordlni normou, nebot aritmetika krve urcuje jak prirozenou cenu, tak cenu
etickou.



The film opens with a montage of archive footage from the period when film
shaped the archetype of the worker. In compelling images, divided into six
chapters, it shows manual labor at the turn of the millenium. Miners creep

in the low shafts of illegal mines, sulphur bearers enter the caustic vapors of
a volcano, blood splatters all who slaughter animals in harbor abattoirs, the
voice of a mezzuin carries above the men of a proud mountain tribe cutting
up a beached tanker on the seashore, Chinese steelworkers hope for a bright
future while in Germany some of the blast furnaces have been decorated with
neon lights - former industrial monsters turned into artefact.

The sudden thrust of a blade, opening up the body, a gush of blood, a twitch
of the leg - and a living animal collapses as so much lifeless meat in the lurid
din of the abattoir. In contrast to the other chapters, the part devoted to
Africa shows a manual worker who has not yet been turned into a machine.
All he needs is a strong rope to pull the animal to the ground and tie its limbs
so as not to wound him in the mortal convulsions; a knife to slash the throat,
another for carving, and a fire of car-tires to treat the hides. The abattoir
worker personifies his job, the only opposing force being the live animals. It
is as though among the pools of curdled blood there did not exist the opposi-
tion of labor and capital, although killing creates a commodity, quite directly.
Death itself enters the process of production and exchange, becomes an
economic equivalent, defines the future circulation of meat, the context and
coherence of which reveals the essence of money. It is only on the level of the
film that we may start to contemplate the price for nourishment, which should
be first of all a moral norm, since the arithmetic of blood determines both
natural and ethical values.

AUSTRIA 2005

COL | 35 MM | 1227

DIRECTOR: MICHAEL GLAWOGGER

SCRIPT: MICHAEL GLAWOGGER
PHOTOGRAPHY: WOLFGANG THALER
EDITING: MONIKA WILLI, ILSE BULCHELT
SOUND: PAUL OBERLE, EKKEHART BAUMUNG
MUSIC: JOHN ZORN

Lotus Film GmbH, Quinte Film
Johnstrafte 83 | 1150 Vienna | Austria
Tel +43 1786 33 87 | Fax +43 1 786 33 87-11

office@lotus-film.co.at | www.lotus-film.com
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DARWINOVA NOCNi MURA

RAKOUSKO 2004

BAR | 35 MM | 107"

REZIE: HUBERT SAUPER
SCENAR: HUBERT SAUPER
KAMERA: HUBERT SAUPER
STRIH: DENISE VINDEVOGEL
ZVUK: COSMAS ANTONIADIS

Celluloid Dreams

2 Rue Turgot | 75009 PaFiz | Francie

Tel +33 1 4970 0370 | Fax + 331 4970 0371
info@celluloid-dreams.com

www.celluloid-dreams.com

Z pobrezi Viktoriina jezera v Tanzanii vzlétaji den co den letadla s nakladem
ryb, které miri na stoly vybranych restauraci v Evropé€ a Japonsku. Diky objemu
miky. S tovarnami na zpracovani ryb ale také vyrostly nizké kolonie, v nichz
domorodé obyvatele zabiji AIDS, alkohol a zlocin. Autofi potkévali rybare,
zastupce sve€tovych bank, déti bez domova, africké ministry i evropské komi-
sare, prostitutky i Ukrajince, kteri pilotuji letadla a pasuji zbrané. Nataceli pod
rtznym krytim, aby nakonec mohli nekompromisné pojmenovat priciny a dd-
sledky zoufalé situace v sugestivnim svédectvi o nerovnovaze svéta.

Vse zacalo v Sedesdtych letech, kdy byl do nejvétsiho tropického jezera svéta
vysazen nilsky okoun. Byl to experiment, ale dravd ryba se brzy rozmnoZila
tak, Ze zpusobila az tplné vyhynuti nékterych plvodnich druhd. - Strdazny,
ktery hlida haly rybdren, prizndvd, Ze by si vdlku pral, protoze bez ni nemaji
muzi prdci. Dva druhy agrese se spojuji ve snimku, ktery vyznamné pochy-
buje o Evropé z cerného brehu afrického jezera. Zdpadni socidlini stabilita je
moznd vyZivovdna s pomoci prostredkd, které pro humdnni spolecnost nejsou
viibec pripustné. ReZisér bezprostredné odhaluje situaci rozpadlé formy
obcanské verejnosti, kdy ekonomicky silni vlastnici bezohledné vyuZivaji pra-
covni sily, ale nevénuji nejmensi pozornost demokratickému vytvareni minéni
a vule. Naopak usiluji o zachovadni stavu vnitiniho ndsili, ktery dovoluje
zachovdvat vnéjsi moc. V globdinim pohledu pak film poukazuje na zdsadni
zménu: jestlize kolonizace vnesla do poddané zemé ideje, symboly a prdvo
dobyvatele, tak globalizace piné zachovala vili po zisku, ale ziistala jen a vy-
lucné ekonomickd platforma jeho dobyvdni.



From the banks of Lake Victoria in Tanzania planes take off daily with loads of
fish headed for the tables of noble restaurants in Europe and Japan. Thanks to
the volume of consumption the fishing industry is one of the most important
sources of income in the local economy. Fish factories have also led to the
establishment of small colonies, whose inhabitants are dying from AIDS, alco-
hol and crime. The authors of this film met with fishermen, representatives of
the World Bank, homeless children, African ministers, European commission-
ers, prostitutes, and the Ukrainians who pilot the planes and smuggle weap-
ons. The film was shot using various guises, so that in the end it was possible
to present an uncompromising picture of the causes and results of this desper-
ate situation in suggestive testimony about the new balance of the world.

AUSTRIA 2004
COL | 35 MM | 107"

Everything began in the 1960s, when the Nile perch was introduced into the DIRECTOR: HUBERT SAUPER
largest tropical lake in the world. It was an experiment, but the predaceous SCRIPT: HUBERT SAUPER

fish soon multiplied to the point that it brought about the complete extinc- PHOTOGRAPHY: HUBERT SAUPER
tion of the other original fish species in the lake. The guard that guards the EDITING: DENISE VINDEVOGEL
fish halls admits that he hopes for a war to break out, because without it SOUND: COSMAS ANTONIADIS

the men have no work. Two types of aggression are linked in this film, which

importantly questions the role of Europe from the banks of the African lake.

Western social stability is perhaps being fed by means that for a humane soci-

ety are not acceptable. The director reveals a run-down form of civil society,

where the economically powerful thoughtlessly exploit the labour force but do

not devote the slightest attention to the democratic development of 0pinion W o & & & & & o e e e e e e e e m == — = =

and will. On the contrary, they try to preserve a state of internal violence, Celluloid Dreams

which allows them to maintain external power. In the global perspective the 2 Rue Turgot | 75009 Paris | France
film points to one fundamental change: if colonisation introduced the ideas, Tel +33 1 4970 0370 | Fax + 331 4970 0371
symbols and rights of the conqueror into the conquered land, then globalisa- info@celluloid-dreams.com

tion has fully preserved the will of profit, but has remained only and exclu- www.celluloid-dreams.com

sively a platform for profit.
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OPERACE JARO

RAKOUSKO 2005

BAR | DIGITAL BETACAM | 94°

REZIE: ANGELIKA SCHUSTER,

TRISTAN SINDELGRUBER

SCENAR: ANGELIKA SCHUSTER,
TRISTAN SINDELGRUBER

KAMERA: ROBERT ANGST

STRIH: ANGELIKA SCHUSTER, TRISTAN
SINDELGRUBER, WOLFGANG WIDERHOFER
ZVUK: TRISTAN SINDELGRUBER
MUSIC: OLIVER STOTZ

Schnittpunkt - Sindelgruber Tristan Film
& Multimediaproduktion

Grosse Sperlgasse 19/3 | 1020 Viden | Rakousko

Tel: +43 1 913 11 21 | Cell: +43-6991-913 11 21 |
Fax: +43 1 913 11 21 | schnittpunkt@gmx.at |

www.schnittpunkt-film.com; www.operation-spring.com

Nad ranem 27. kvétna 1999 vtrhly stovky policistl do byt obyvanych ¢erny-
mi imigranty. Pod k6dovym oznacenim Operace jaro se uskutecnila nejvétsi
policejni akce svobodného Rakouska, pfi niz byla zatéena asi stovka Afri¢ana.
Podle médii prinesla prikladné vitézstvi policie v boji proti organizovanému
zlocCinu. Zakladni otézka, zda maji obvinéni viibec $anci na spravedlivy proces,
vede patrani dokumentarniho thrilleru, v némz autofi prozkoumavaji dtikazni
tvrzeni stejné jako opravnénost zakonU a vysetrovacich metod v pripadu, ktery
se stal precedentem pro vykon policejniho aparatu a soudni moci v demokra-
tickém staté.

Tvare pravnikd, soudce, drednika ministerstva spravedinosti, hlavniho svédka
a usvédceného a uvéznéného Africana. Film porovndvd donucovaci metody,
Jjaké policie pouziva nebo jaké v podstaté predpoklddd soud. Pronikd do
zdkouti byrokracie, kde svrchovanou moc nad osudem stovky lidi ma mala
skupinka vysetrovatelt a soudcd, kteri do jisté miry vnimayji legislativu jako
potvrzeni urcitého rozdéleni viastnictvi moci. To vse se déje na pozadi krdt-
kozrakosti médii, kterd v obéhu obrazi nivelizovala situaci, kdyZ operovala
se sprdvnosti zdsahu, aniz by dokdzala ctit presumpci neviny obvinénych.

I proto predstavuje rakousky snimek spise vyjimku v kontextu dalSich stredo-
evropskych kinematografii, které reflexi moci obraceji predevsim k minulosti.
Ddaslednou analyzu stdtniho apardtu by ale méla kazda liberdlni spolecnost
nejen tolerovat, ale primo vyZadovat. Takové dokumentdrni filmy zvou k pro-
mysleni viddy a zdkladnich ndstroji jejiho uplatriovdni. Casto nekonformni
k vzorcum chovdni vétsinové spolecnosti jdou proti jejim instinktdm a znovu
nastoluji otdzky nad spravedlivymi principy uzZivani prava, které podmiriuji
udrzZeni stavajiciho radu.



Early in the morning on May 27, 1999 hundreds of policemen stormed apart-
ments inhabited by black immigrants. The code name for the police raid was
Operation Spring and it was the largest police operation launched in the free
Austria, in which about a hundred Africans were arrested. According to news
reports it marked an unparalleled victory for the police in the fight against
organized crime. The investigation of the documentary thriller is based on
the basic question of whether the defendants ever stood a chance of receiv-
ing a fair trial. The authors examine the incriminating evidence as well as the
legitimacy of law and investigative methods in the case which became a prec-
edent for the performance of the police apparatus and the judicial power in
a democratic country.

The faces of lawyers, a judge, an official at the Ministry of Justice, the prin-
ciple witness and the convicted and imprisoned African. The film compares
the coercive methods used by the police and those presumed by the court. It
penetrates the dark corners of bureaucracy where the destiny of hundreds

of people is completely under a control of a handful of investigators and
Jjudges, who, to a certain extent, perceive the legislation as a confirmation of
a division of power. All of this is happening in the background of the media
short-sightedness, which evened out the situation proclaiming the right-

ness of the raid without being able to abide by the rule of presumption of
innocence of the convicted. This is another reason why the Austrian picture

is rather an exception within the context of other Central European cinemas
that turn the reflection of power mainly to the past. Every liberal society
should not only tolerate a thorough analysis of a state apparatus, but require
it. Documentaries like this one represent an invitation to think over the power
of government and the basic instruments of its application. They often do

not conform to the patterns of the majority in the society, they go against its
instincts and again bring up questions of rightful principals of law applica-
tion, which is subjected by maintaining the existing system.
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Zivot v détském domové objevuje Miroslav Janek prostiednictvim hry. Déti
pribiré jako partnery do nataceni, uci je zachazet s kamerou a nechava je, aby
samy filmovaly prostredi, ve kterém ziji. Rezisér je provadi rdznymi komnatami
kinematografie, a tak se déti neomezuji jen na prosté zachyceni skute¢nosti,
ale spole¢né animuji, nataceji scénky, které si samy vymyslely, experimentuji

s filmovym materialem a zaroven podavaji vyznamnou zpravu o svém Zivoté.
Kamera v détskych rukou tak bofi zed mezi dvéma svéty, je hrackou, ale i na-
strojem, ktery umoznuje svérit se s tajemstvim, vyporadat se s bezmoci nebo
nahlym smutkem.

Z animovaného drevéného psa padaji brambory a kamenni hadi se klikati na
polni cesté ve filmovém prostoru détského domova, v némz Ize do nekonecna
skldadat z pestrych dilkt nejroztodivnéjsi obrazce a ttvary. RezZisér jen obcas
zklidni vir obrazui viastnim pohledem, ale jinak se zrikd vsech vnéjsich opor

a vysvétleni, a hledd podstatné momenty détského souZiti jen na zdkladé
vnitinich impulsd, vychdzejicich z individualit déti a jejich neopakovatelné
imaginace. Détskd fantazie, spontdnnost a prirozenost promériuji détsky
domov v herni prostor, ale své misto ve filmu maji také takrka abstraktni
zdznamy pocitd, lyrické stopy prvni zkusenosti s kamerou. Na pozadi filmem
prodlouzené predstavivosti se pak zachycuji utrzky predem danych souvislosti:
o déti pecuje statni instituce, nékteré z nich dostanou obcas dopis od rodicd,
Jiné ty své viibec nepoznaly. Miroslav Janek se dlouhodobé zajimd o ty, které
okoli spise prehlizi. Neni pozorovatelem, ale spoluhrdcem, ktery pomdhd
nevidomym, Romdm, opusténym détem, ktery usiluje o to, aby se vymanili ze
spolecensky podminéného sevieni a nasli silu, jeZ jim umozni diistojné Zit.



Miroslav Janek observes life in a children’s home through games. He chooses
the children like partners for filming, teaches them to handle the camera, and
leaves them to film their environment themselves. The director leads them
through the various secrets of filming, so the children are not limited to just
capturing reality but together animate and film scenes they have invented and
experiment with the film material, at the same time revealing important infor-
mation about their own lives. The camera in the children’s hands breaks down
the wall between two worlds, it is a game, but it is also a tool that allows them
to confess their secrets and come to terms with their frustrations or a sudden
sense of sadness.

Potatoes fall from an animated wooden dog and stone snakes meander along
a field path in the film space of a children’s home. The most unusual and
charming images and shapes can here be created out of a variety of parts.
The director at times puts a calming hand on the whirlwind of images by
introducing his own perspective, but otherwise he forgoes all external sup-
ports and explanations and looks to internal impulses to find the important
moments in the children’s lives lived together in this home, impulses based on
the personalities of the children and their inimitable imaginations. Children’s
fantasy, spontaneity and naturalness transform the children’s home into

a game space, but the film also finds room for an almost abstract recording
of feelings and lyrically exposes the first experience with a camera. In the
background to the imaginativeness extended by film there appear fragments
of predetermined realities: the children are cared for by a state institution,
some of them sometimes receive letters from their parents, others have never
known their parents. Miroslav Janek has long been interested in the individu-
als who are overlooked by their surroundings. He is not an observer but a co-
player, who helps the blind, the Roma, and abandoned children, who are try-
ing to extricate themselves from socially determined constraints and find the
strength to live with dignity.
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Snimek dokumentaristy Martina Marecka a aktivisty Martina Skalského
predznamendavé tvodni animovana sekvence, kterd ve zkratce ukazuje cestu
od pIné nadrze benzinu ke skute¢né cené€ ropy z tézebnich poli v Baku.
Azerbajdzan je v soucasnosti skryté nedemokratickou zemi se silnym prezi-
dentskym systémem a klanovym smyslenim, jehoZ vyuZzivaji zapadni korporace.
Snimek v Sirokém kontextu zkouma projekt stavby ropovodu, podporeny
Svétovou bankou. Dokument je prvnim filmovym vystupem rozsahlého spole-
¢enského projektu Auto*Mat, konfrontujiciho riizné podoby lidské mobility.

Zatimco moc ndslednika prezidentského tranu llhama Alijeva ironizuje primo-
cary obraz do sebe vkladanych loutek matrjosek (skryvajicich i svévolné zaty-
kdni a muceni mistni opozice), tak jednim z nejdiilezitéjsich motivii filmu je

- vedle zobrazeni ironie symbolli moci vzndsejicich se nad neutésenou socidlni
realitou ¢i ndznaki obcanského odporu - poodkryti pouZiti jazyka, kdy je do
slupky idiomd byvalych komunistickych apardtciki vioZzeno poselstvi globali-
zace. Autoritativni uZiti jazyka, které obhajuje prinos nadndrodnich korporaci,
predjimd kontrolu urcitého prostoru vlastnickymi vztahy bez kontextu, kdy je
odpovédnost vyvdzdna z konkrétnich hranic mistni kultury, jez je casto i hra-
nici pouzivaného jazyka. V nezndmém a neurcitém jazyce nové moci se tak
prolinaji rezidua komunistické totality s imperidInimi ambicemi expandujiciho
kapitdlu, nekonkrétniho, nezdvazného, ktery zdbavné pripomind slaébnouci
moc jednotlivych zemi rozhodovat o svych osudech. Ropnd skvrna tak zrcadli
novou, vylepSenou verzi kapitalismu, neoliberdini vyzvu, jezZ je hnaci silou
rychlych socidlnich, politickych a ekonomickych zmén. Ale co s témi, kteri to
tak nechtéji: umlicet, ubavit k smrti nebo uvéznit.



Documentary filmmaker Martin Marecek’s and activist Martin Skalsky’s

film opens with an animated sequence that illustrates in shorthand the road
from the full fuel tank to the real price of oil in the mining fields of Baku.
Contemporary Azerbaijan is implicitly undemocratic, with a strong presidential
system and clan mentality, exploited by Western corporations. Looking at the
broader context, the film explores the project of oil pipelines supported by the
World Bank. The documentary is the first filmic output of the extensive social
project Auto*Mat, which confronts various forms of human mobility.

While the power of the heir to the presidential throne llham Alyiev is sati-
rized by the straightforward image of the matrushka dolls, each concealing
another one (concealing, too, wilfull arrests and torture of local opposition),
one of the key motifs of the film is - aside from the portrayal of the irony

of the symbols of power floating over the disconsolate social landscape, or
tokens of civic resistance - to unmask the use of language, where the idioms
of the Communist apparatchiks are used to convey the message of globaliza-
tion. The authoritarian use of language defending the benefits of global cor-
porations anticipates the control of a certain territory by ownership without
context, where there is no responsibility towards the borders of local culture,
which is often also the border of local language. In an unknown and unspeci-
fied language of the new power, there thus merge the residue of communist
totalitarianism and the imperial ambitions of expanding capital, non-con-
crete and non-committant, which aptly reminds us of the waning power of
individual countries to decide their fate. The oil stain thus mirrors a new,
updated versin of capitalism, a neo-liberal challenge that is the driving power
of rapid social, political and economic changes. But what to do with those
who don’t want things that way? Entertain them to death, or throw them in
Jjail.
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V roce 1992 zalozil rezisér Jan Sikl Archiv soukromé filmové historie. Stovky
hodin ziskaného materialu trpélivé proménuje v dily dokumentarniho seriélu
Soukromé stoleti. Snimky silnych emoci nabizeji vedle pretrvavajiciho poci-
tu nasobené smrti (¢loveéka, obrazu, filmu) vyjimecny ponor do mentélniho
prediva vztah( v rodiné a spolecnosti. Detaily dobového pozadi jsou deko-
raci rodinného Zivota a naopak intimita se snoubi s politicko-spole¢enskym
ruchem. Komplikovany vztah Cechti a Némcti v osudovém poryvu vélky

a okupace pripominaji dva uvadéné dily, vyjevujici osud némeckého statkare
(Taticek) a jeho dcery (Lili Marlen).

Lechtivé zabéry z dlouhého vecirku. Byt md zatemnénd okna, protoZe okupo-
vané Praze hrozi ndlety. Lili v masce se predvadi spolecnosti spolu s pritelkyni,
kterd za chvili vyrazi délat Iasku s némeckymi vojdky. Vse filmuje Lilin Cesky
manZzel; jesté béhem vdlky se s nim Lili rozvede a vdad se za ceského Némce.
Némecko-Ceskd burZoazie se bavi - v kontextu historie je to hutnd pozndm-
ka pod carou, v tekutosti filmu je to tryzeri, nebot vidime ty, kteri se nedoZili
zacatku tohoto filmu. Cely rdz uplyvdni casu, ani ztraceného, ani znovunale-
zeného, je dan plynutim intimity, jejiZ pohyb reZisér a stfihac dokonale pocho-
pili a zdroveri tlumocili jazykem odlisnym od pohledu autora rodinnych snim-
ka. Srozumitelnost pribéhu vznikd primo z tristé archivnich otiskd, esteticky
Jjednoznacnych, ale mimo rodinny okruh takrka necitelnych. Tyto obrazy jsou
usazeninou mezi svétem a filmem, mezi clovékem a ndrodem, mezi pribéhem
a historii (a déjepisem), jsou vyznamnou hranici, kterd po divakovi v riiznych
etapdch védomi a podvédomi Zadd, aby se stal aktem po-rozuméni, ktery
nikdy nemdize byt trvaly, ale o némz Ize hovorit jako o proméné pohybem

v kruhu.



In 1992, the director Jan Sikl founded the Archive of Private Film History. From
the hundreds of hours of material he thus obtained, he patiently and painstak-
ingly transformed elements into the parts of his documentary project Private
Century. These intensely emotional films offer, aside from a lasting sense of
multiple death (of a human being, of an image, of cinema), offer an excep-
tional insight into the mental texture of the relationships within families and
society. Period details form the backdrop to family life, whose intimacy, in
turn, is permeated with political and social activity. The difficult relationship of
Czech and Germans in the fatal cataclysm of war and occupation is portrayed
in the two parts presented in Jihlava, illuminating the life of a German farmer
(Tati¢ek ) and his daughter (Lili Marlen).

Suggestive shots from a prolonged party. The flat’s windows are blacked out,
because of the threat of bombing in occupied Prague. Masked Lili, together
with a girlfriend, shows off in front of the party - the friend will soon set off
to make love with German soldiers. All is filmed by Lili’s Czech husband;
during the war, Lili would divorce him and marry a Bohemian German. The
German-Czech bourgeoisie is having fun - in the context of larger history this
is a eloquent footnote, in the fluidity of the film it is torture, for we can see
those who did not survive to see the beginning of this present film. The whole
tone of the passage of time, neither lost nor recaptured, is set by the flow of
intimacy, the shifts of which both director and editor have grasped to perfec-
tion, and simultaneously managed to convey in an idiom different from that
of the perspective of the author of the family footage. The comprehensibility
of the story is the direct result of the fragments of archival imprints, aestheti-
cally unambiguous, but at the same time obscure outside of the family circle.
These images are a sediment between light and film, between an individual
and a nation, between narrative and history (and historiography), they form
an important border that in various stages of consciousnness and subcon-
scious demands active understanding from the viewer, which can never be
permanent, but which can be called a metamorphosis through moving in
circles.
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Rastafariani v Etiopii oslavovali tfiasedmdesaté vyroc¢i korunovace posledniho
etiopského cisare, Haile Selassieho (Ras Tafari), kterého povazuji za ztéles-
néni Boha a spasitele afrického lidu. Rastafariani, kteri nejcastéji pochazeji

z Karibiku, Spojenych statu a Velké Britanie, zacali do Etiopie prichazet v roce
1955, kdy se Haile Selassie rozhodl vénovat pét set hektart pady kazdému
Afri¢anovi, ktery se bude chtit vratit tam, odkud byli kdysi jeho predkové
odvleceni do otroctvi. Darovana tuzemi se nachazeji v malém jihoetiopském
mésté Shashemene a pro Rastafariany, kteri se tam usadili, predstavuje novy
zivot v Etiopii napInéni jejich viry.

Marihuana je trdvou moudrosti, svatou rostlinou, kterd otevird dusi pfi indi-
vidudlInich nebo skupinovych meditacich. Za duchovni potravu ji povazuji
Rastafariani, hnuti cernych, kteri jsou na svij pivod pysni. Po stovkdch let
utlaku ocekavaji, Ze se svét bilych lidi, jejich Babylon, zhrouti. Duch vzpoury
svérdzného ndbozZenského systému ale oslovuje i bilé, zpivand vira se stala
predmétem kultu a vyjadrenim vztahu clovéka k moderni civilizaci. Film Petra
Zahrdadky je v ceském dokumentu vyjimecnym c&inem cesty, ktery ukazuje
novou geogrdfii extdze a viry. Cesta jesté neni jejim prijetim, ale postupnym
ocistovanim oddeélujicim pravé od nepravého. Rastafaridni bez pozemskych
statkd zpivaji jasavé hymny a snimek tuto silu zprostredkovdvd. Rezisér o ni
nepochybuje, vi, Ze tyto citové proZitky nelze pomérovat reflexi, vzeslou z ji-
ného kulturniho prostredi. O to vice jej zajimd zdroj pospolitosti a o to méné
ulpiva na povrchu - odmitd exotiku, nebot africkd zkusenost je piivodnim
zdzitkem existence bojujici o preziti. | proto ve filmu rezonuji dozvuky kolo-
nialismu, vrytého do kolektivniho podvédomi téch, pro néz byla vira také
revoltou.



Rastafarians in Ethiopia celebrated the seventy-third anniversary of the crown-
ing of the Ethiopian emperor, Haile Selassie (Ras Tafari), who they consider
to be God incarnate and the saviour of the African people. Rastafarians, who
most often come from the Caribbean, the United States, and Great Britain,
began arriving in Ethiopia in 1955, when Haile Selassie decided to set aside
five hundred hectares of land for every African that wants to return to the
place from where their ancestors were dragged away into slavery. The land

is located in a small southern Ethiopian town called Shashemene and for the
Rastafarians who have settled here their new life in Ethiopia represents the
culmination of their faith.

Marihuana is the grass of wisdom, the sacred plant that opens up the soul in
individual or group meditations. It is considered to be the spiritual food of the
Rastafarians, a movement of blacks with a proud awareness of their origin.
After hundreds of years of oppression they expect the world of white people,
their Babylon, will collapse. However, the spirit of revolt in this independent
religious system also appeals to white people, and this sung faith has become
the object of a cult and an expression of the relationship of man to modern
civilisation. This film by Petr Zahrddka is, in the sphere of Czech documentary
work, a unique journey revealing a new geography of ecstasy and faith. The
Journey is not its acceptance but a gradual purging that separates true from
false. Rastafarians without land sing jubilant hymns and the film conveys this
strength. The director does not question this strength, he knows that these
emotional experiences cannot be measured in reflections and they emerge
from a different cultural environment. The more interested he is in the source
of this unity the less it sticks to the surface - he rejects exoticism, as the
African experience is the original experience of existence struggling for surviv-
al. This is also why the film resonates with the echoes of colonialism, inscribed
in the collective subconscious of those for whom faith was also a revolt.
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Péter Forgacs vyuziva amatérské filmy na vytvareni kolazi, které prinase-

ji fascinujici vhled do intimnich okamzik(i na rubu udalosti velké historie.
Verejny déjepis se spojuje se soukromym pohledem i v evokaci tficatych let ve
Spanélsku, kde se vyhroceny nacionalismus stal spolu s anarchistickym hnutim
predzvésti obcanské valky, v niz se stretly sily ovliviiujici podobu Evropy na
dalsi desitky let. Podobné se v jedine¢nych obrazech, natac¢enych pdvodné na
9,5mm film, kFizi osudy Joana Salvanse Piera, katalanského primyslinika, a Er-
nesta Diaze Noriegy, stfedostavovského studenta z Madridu.

Ruda viajka se vzndsi v sépiové paméti filmu - kolorovdni predstavuje urcité
mordlini hledisko, v némz neni jisté, nakolik nese clovék odpovédnost za své
¢iny a nakolik jsou jeho skutky dané nevyhnutelnou osudovou nutnosti. Ackoli
Forgdcs pracuje s obrazy svéta, které vytvorili jini, tak z této individudIné
vnimané historie a jejiho materidlu utvdri eticky a esteticky svébytny kosmos
svych skladeb a jeho rad. Zkusenost generaci, uloZzenou byt v jediném zdbéru,
organicky promériuje v hymnus ndroda - jeho koncepce je velkorysd, kompo-
nované cykly na sebe navazuji a vzdjemné se umocriuji v celku, ktery je oZivo-
vdn stdle novymi variacemi. Prebirany materidl je zdkladem viastniho tvirciho
zdmeéru, druhotnych, symbolickych vyznamd, v nichz reZisér citlivé vnimd
vsechny peripetie krvavé cesty clovéka k idejim. Barevnd inkarnace ndsili ve
v§ednosti a samoté filmu je mu vychodiskem pozndni. Boj a smrt se v zdbé-
rech jevi jako osudové nevyhnutelné. Osudovost zdivodriuje pribéh: jednotlivé
obrazy nesvazuje ndslednost Zivota, ale logika osudové nutnosti - obrazy
zustaly zachovdny proto, aby se mohl napinit osud téch, kdo byli jejich strijci.



Using amateur films, Péter Forgacs pieces together a collages that brings

a fascinating insight into intimate moments on the reverse side of the grand
history. The public history merges with the private eye illuminating the 1930s
in Spain where acute nationalism together with anarchist movement became
the omen of the civil war between forces that would influence the shape of
Europe for next decades. In a similar way the unique scenes originally shot on
9.5mm film, tell the stories of Joan Salvans Piero, a Catalan industrialist, and
Ernesto Diaz Noriega, a middle-class student from Madrid.

A red flag hovers within the film’s memory - colouring represents certain
moral perspective, where it is not sure to what extent a human being can
bear responsibility for his deeds, and to what extent his deeds are subjected
to an inescapable fate. Using material created by others, Forgdcs creates

an ethically and aesthetically unique universe of his own compositions and
its order out of the history perceived individually by others. He transforms

the experience of generations recorded in a single shot into a nation’s hymn

- his conception is generous, composed cycles smoothly follow one another,
enhancing themselves in their whole, again and again brought to life with
new variations. The adapted material constitutes a basis of an original cre-
ative intention, secondary, symbolic meanings, in which the director sensi-
tively shows all difficulties a man meets on his bloody path to ideals. Colourful
incarnation of violence within the everyday routine, and the loneliness of

the film is for him a way out to recognition. Combat and death shown in

the scenes are an inevitable destiny. Fatality justifies the story: the individual
scenes are not linked by the continuity of life, but by a logic of fatal inevitabil-
ity - the scenes have been preserved to fulfil the destinies of those who cre-
ated them.
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Cikansky muzikant je hrdinou dokumentu madarského reziséra Roberta
Lakatose. Snimek folklorni obrazotvornosti formou kratkych, ¢asto kontrastné
preryvanych strfihti zhmotnuje energii romské kapely, ktera bloudi po mésté

a jeho panelovych sidlistich. Hudba je hybatelem déje a v jejim rytmu panora-
muje film pocity a zaZitky Zivota na periferii. Opilost je pocatkem a poddava
se ji i oko kamery, kdyz se druZzi se vSemi postavami, kdyZ spolu s nimi tanci
a pada na zem a k nebi se obraci.

Muzikanti vstupuji do betonovych hradeb mésta, aby do nich vnesli vaser.
Cas promériuje i vychodni okraj Evropy, ale stranou toho, co hybd svétem,
ukazuje rezisér jesté jinou moznost existence, netecnou, a zdroveri extatickou,
Zivelnou, vyvijejici se jen podle svych viastnich vnitinich zdkond. Lakatos zpro-
stredkovdva proZitek pospolitosti: barevnd prudkost rozbiji sidlisté, kamera
poskakuje s hudbou, tiskne se k lidem, utikd do podchodd, opile preostruje,
zvraci, uz neciti tihu véci, ale jen elektrizujici lidskou radost. Smyslum pristup-
ny povrch véci je nezahalené jednoduchou pisni o rozeni a umirdni, mordo-
vani a milovdni, o vznikdni a zanikdni. Vécny cyklus narozeni a smrti se otdaci
na periferii, ale prchavd existence tanci ,v bezprostrednim proZitku praldtky,
v ¢istém rytmu byti” (Benn). Dokument obrozuje sila a obrazivost romské
muziky, etnografické trdsné vlaji sidlistém a veskerd touha po novych vyra-
zovych prostredcich upadd v zapomenuti diky sile zdroje, nebot staci pouze
naslouchat rytmu toho, co vznikd.



Roma musicians are the heroes of this documentary by the director Robert
Lakatos. Using short, often contrastingly intermittent cuts, this film of folkloric
imagination materialises the energy of a Roma musical group that wanders
through town and the neighbourhood of its housing settlement. The music

is the impetus behind the movement in the film, and following its rhythm the
film presents a panorama of feelings and experiences of life on the periphery.
Drunkenness is the start, and it is even given the eye of the camera when all
the characters come together and dance with the camera, which then falls on
the ground, its objective turned upward.

The musicians enter the concrete fortress of the city and they introduce pas-
sion into it. Time is changing even the eastern edge of Europe, but leaving
aside what makes the world turn, the director presents another way of exis-
tence, indifferent, and yet at the same time ecstatic, spontaneous, evolving
according to its own internal rules. Lakatos conveys the experience of a com-
munity: colourful abrupt shops deconstruct the housing estate, the camera
Jumps with the music, presses up against people, escapes into underpasses,
drunkenly over-focuses, heaves, loses its sense of burden, and is just electri-
fied with human joy. The surface of things that is accessible to the senses is
an unveiled and simple song about birth and death, love and murder, emerg-
ing and expiring. The eternal cycle of birth and death turns on the periphery,
but fleeting existence dances “in the immediacy of the experience of the prime
matter, in the pure rhythm of being” (Benn). The documentary relays the
strength and imagination of Roma music, an ethnographic pennant blowing
across the housing estate, and all the longing for a new means of expression
falls into oblivion thanks to the strength of the source, as it is enough to listen
to the rhythm of what is emerging.
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ZIVOT AGENTA
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Mezi Iéty 1958 a 1988 bylo ve filmovém studiu madarského ministerstva vnitra
natoceno nékolik stovek instruktaznich filmad. Jejich cilem bylo poucit prislusni-
ky tajné policie o zptsobech, jak chranit socialisticky rezim. K ndamétim patrily
navody tajnych domovnich prohlidek, operativniho sledovani nepratelskych
osob, instalace odposlechovych zafizeni ¢i organizace siti agentd a donaseca.
Snimek, ktery zpracovava vyhradné materialy tajné policie, vyznamné osvétluje
technologii udrzovani moci a zevnitf usvéd¢uje totalitni stat, zasazeny spiknu-
tim a paranoiou, z boje proti vlastnim ob¢antim.

Cast filmu poucuje o tom, jak nejlépe prohledat knihovnu a beze stopy lis-
tovat knihami, hledat tajemstvi poznadmek nebo skrytych zdpisi. Se stejnou
obezretnosti jako ke knihovné musi agent pristupovat k Satniku, kazdou kra-
vatu je nutné protdhnout mezi prsty, peclivé a odpovédné. Policejni filmy jsou
fosilnim pozistatkem totalitniho rezimu, ktery i takto vytvdrel dokonalou iluzi
neprdtel. Ideovi protivnici, kteri ve vyukovych materidlech nejsou anebo jsou
falesni, se svoji neskutecnosti stali soucdsti filmd, které ucily policejni apardt,
Jjak uplatriovat svoji moc. Tato imitace md ale progresivni charakter, nebot co
Je neuchopitelné, je zlocinné uz ve své podstaté. Filmy, v nichz se v plné mire
uplatrioval dobovy technologicky pokrok, nabizely dokonalou metodologii,
kterd ovS§em neméla oporu ve svété zlocinu, ale v abstraktni ideologii, jejiZ
povaha plné predurcovala obsah snimkd. V tomto smyslu predstavuje jejich
exaktnost zdroven ztrdtu esence kinematografické pravdy, nebot objekty a ko-
ndni v nich jsou ideologickymi simulakry, zhmotnénim totality v obraz, ktery
meél zpétné podobu skutecnosti ovliviiovat.



Between 1958 and 1988 the film studio of the Hungarian Interior Ministry shot
several hundred instructional films, the aim of which was to teach members of
the secret police about methods designed to protect the state socialist regime.
The themes dealt with included guidelines for secret searches of homes,
operational monitoring of enemy persons, the installation of audio surveillance
equipment, and the organization of networks of agents and informers. This
film, which works exclusively with secret police material, sheds significant light
on the mechanisms of the maintenance of power, and from within it proves
the totalitarian state, infected with conspiracy and paranoia, waged a battle
against its own citizens.

Part of the film informs about how best to search a library and without
leaving a trace leaf through books, and how to detect secret notes and hid-
den messages. The agent must also approach a wardrobe with the same
circumspection applied to the library search, and every tie must be drawn

out between one'’s fingers, carefully and responsibly. The police films are
fossil records of the totalitarian regime, which through these means also cre-
ated the perfect illusion of the enemy. The ideological opponents that in the
instructional materials are or are not fake, through their unreality became
part of the films that taught the police apparatus how to put its power into
use. This impersonation, however, had a progressive character, as that which
cannot be grasped was essentially criminal. The films, in which full use was
made of contemporary technological progress, offered a perfect methodology,
but it had of course no support in the real world of crime, only in abstract
ideology, the nature of which thoroughly predetermined the content of the
films. In this sense their precision also represents the loss of the essence of
cinematographic truth, as the objects and actions they contain are ideologi-
cal simulacra, the reification of totalitarianism in the form of an image, which
was to have a reciprocal influence on the image of reality.
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Prestoze je Terezce skoro Ctyficet let, Zije, svobodnéa a bez ditéte, stle ve ves-
nici v Sedmihradsku, proslulé nedalekym hlemyzdim hradem. Bydli spole¢né

s rodici, kteri se k ni chovaji jako k prerostlému ditéti, a Dezsékem, rozvede-
nym, osamélym muzem, jehoz lasku Terezka neopétuje. | ve svém dalSim filmu
je Zsigmond dokumentaristou obycejnosti a Ihostejn€ uplyvajici kazdoden-
nosti. Napéti vztahu mezi rodici a dcerou, jeji neschopnost vyvazat se a Zit po
svém navozuji melancholickou naladu, ktera zarlsta do pohledd a gest osamé-
lych hrdind, do vSech véci zivota jedné madarské horské vsi.

Venkovsky dvorek se svymi kaZdodennimi dramaty je kulisou starnuti, které
nezvrdti ani vylet ve starém auté, ani riiZze odloZend na venkovské diskotéce.
Zddlo by se, Ze kamera uz nemiize byt skutecnosti lidskych Zivotu bliz, nez
kdyz ndm takto prostird vsedni dny jedné venkovské rodiny, vSechny ty pri-
tomné okamziky, unavené a bandlni. ReZisér svoji jedinecnou, usporné plnou
metodou nechce nic rozkryvat nebo naznacovat, jenom se totdlné pribliZuje
clovéku v jeho soukromém rozméru, clovéku beze snii a ocekdvani, uZivajici-
mu venkovské harmonie pevnych bodd - dvoru, kostela a hostince - v krdt-
kém oblouku mezi narozenim a smrti. Prostota a omezenost je zdkladni
rovinou netecnosti, jiz uplyvd cas prezivani mezi dlouhymi osamélymi pohledy
a prudkymi hadkami u rodinného stolu. Aniz bychom si toho vsimli, jsme uz
také uvnitr, izolovani filmem prestdvdame touZit, v nic nedoufdme, ocitdme se
kdesi za Zivotem a uZ se nedokdZeme vzepfrit.



Although Terezka is almost forty years old, she still lives, single and childless,
in a village in Transylvania, a place that is well-known for the nearby snail
fortress. She lives with her parents, who treat her like an overgrown child,
and with Dezsékem, a divorced, single man, whose love for Terezka is not
reciprocated. In his second film Zsigmond documents an ordinariness and
everydayness filled with indifference. The tension in the relationship between
parents and daughter, her inability to free herself from them and live on her
own, evokes a melancholy mood that seeps into the glances and gestures of
the film’s lonely heroes and into every aspect of the life of one Hungarian
mountain village.

This village farmyard with its everyday drama is the backdrop for the process
of ageing, which cannot be turned back by a trip in the car or by roses put
aside at the local discotheque. It would appear that the camera could not

be any closer to the reality of people’s lives than when it unfurls before us

the ordinary days of one rural family, the imminence in their lives, fatigued
and banal. The unique and spare richness of the director’s approach is not
intended to uncover or infer anything, the aim is just bring us intimately close
to a person and her private dimensions, a person without dreams or expecta-
tions who turns to rural harmony for her fixed points in life - the farmyard,
the church, the local pub - to hold on to in the short time between birth and
death. Simplicity and restraint form the essential plain of apathy, where time
elapses in the existence between long lonely looks and bitter arguments at the
family dinner table. Without noticing it we find ourselves also drawn into this
space, cut off by the film we cease to have longings or hope in anything, hov-
ering somewhere beyond life, we are no longer able to resist.
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R3j je zasliben vé&¢nému Zivotu téch, ktefi padnou ve svaté valce proti bez-
véreckému nepfiteli. Silovému Sireni viry, individualni a kolektivni zboznosti,
ktera usti v ozbrojeny boj, se vénuje snimek dvojice polskych dokumentaristd.
Deset let cestovali po zemich, které jsou ohnisky militantniho islamu, setkéavali
se s vale¢niky, duchovnimi i obyéejnymi véricimi. Bojovniky na afgansko-
pakistanské hranici, v Cecensku, Dagestanu i Gruzii vede radikalni vyklad svaté
knihy. Dokument, v némz oteviené deklaruji své ndzory muzi, jejichz ¢iny jsou
¢asto symboly terorismu, je vyznamnym prispévkem do spolecenské diskuse

0 znovu ozivované hypotéze stretu civilizaci.

lkonografie kordnu a samopalu, za niz se skryvd manipulace duchovnimi
hodnotami ndboZenstvi v zdjmu mocenskych cild. Odvdzné cesty dvojice
reportérd jsou vyznamné pro opétovné promysleni vyznamu slov, predevsim
téch, jimiz televize promériuji obraz svéta. Dokument dovoluje posuzovat
skutecnosti samy o sobé, aniz by byly interpretovdny zpravodajstvim, které
vztahuje dilci tdaje k celku a casto podsouvd faktim vyznamy, jeZ je zjedno-
dusuji pod zdminkou, Ze je pasivni divdk lépe pochopi - uz jenom to trvajici
nedorozuméni pramenici z toho, Ze se dzihdad na Zdpadé nepresné prekladd
Jjako svata vdlka a tim je v povédomi evropské verejnosti synonymem teroru

a nenavisti muslima vaci krestanskému Zapadu. Na druhé strané jsou setkdani
s islamskymi aktivisty vhledem do mysileni lidi, kteri neinavné vymysleji nové
formy konfliktd, neoprdvnéné vyhlasuji ozbrojenou formu dzZihddu a zneuZziva-
Ji tak viry jen jako fundamentdlniho prostredku k vytyceni politickych a spole-
censkych hranic, kdyZz timto, pro vérici posvdtnym, slovem zastituji své osobni
zdjmy.



The eternal life in paradise is promised to those who die in the holy war
against the atheist enemy. The picture of two Polish documentary filmmakers
focuses on the forced dissemination of faith, individual and collective religious-
ness leading to an armed battle. For ten years they have travelled in the coun-
tries, which are the epicentres of militant Islam, meeting the warriors, spiritual
leaders and ordinary believers. The fighters at the Afghan-Pakistan border, in
Chechnya, Dagestan and Georgia are lead by the radical interpretation of the
Holy Book. A document in which men whose deeds are often symbols of ter-
rorism declare their opinions, is a major contribution to the social discussion
about the reborn hypothesis of the crash of civilisations.

The iconography of Koran and the automatic gun, behind which hides manip-
ulation with spiritual values of religion for the benefit of power. Courageous
Journeys of the two reporters are important in the sense of re-thinking the
meaning of the words, mostly those words that TV uses to change the image
of the world. The documentary allows us to judge the reality itself, without
being interpreted by the news, which link individual pieces of information with
the whole, often giving simplified meanings to the facts with a cheap excuse
of thus making them more comprehensible for a passive viewer - one example
is the ongoing misunderstanding based on the fact that jihad is commonly
mistranslated in the West as holy war, and thus the European public perceives
it as a synonym of terror and the Muslims’ hatred towards the Christian

West. On the other hand, meetings with Islamic activists offer an insight into
the minds of people who tirelessly design new forms of conflict, unjustifiably
declare the militant form of jihad exploiting the faith as a fundamental means
to define political and social borders, when, by using this word, which is holy
for those who believe, they only protect their personal interests.
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REALITY SHOCK

Absurdni dokumentarni komedie zavrsuje po filmech Absolut Warhola a Stred
vychodoevropskou trilogii Stanislawa Muchy. Polsky rezisér se vydal do lest
__________________________ mezi podiviny, jejichZ komunitu pfipravily o poklid a bezpeci politické a eko-
nomické zmény, souvisejici s rozsirenim Evropské unie o jeji vychodni okraj.
Skupina vystrednich venkovant reaguje na Sok z reality po svém, a tak se ve
filmu, ktery ¢asopis Variety prirovnal k legendarnimu snimku Vernon, Florida
__________________________ Errola Morrise, setkavame s bizarni galerii figurek, pro nez je nova doba nepo-
chopitelna stejné jako UFO, které kdysi pristalo v jejich vesnici.
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Mezi brizami se s modrou vlajkou Evropské unie prochdzi neohrabany bily
medvéd, previeceny clovék. Hranice mezi soumrakem a tsvitem Evropy je
opilé a muzikdlni, alkoholem zdegenerované kulty oslavuji samy sebe v neko-
necném sledu bizarnich déju. ReZisérova expresivni metoda akcentuje chaotic-
nost a rozpustilost bezcasi, do néjz vstupuji nové symboly spojené Evropy - uz
Jen to, Ze se evropské hvézdicky vzndseji nad barem zasvécenym Leninovi,
naznacuje, Ze nerozlisitelnost zddnlivé minulého okamziku (symbolizovaného
také uniformami, do nichz se hrdinové radi oblékaji) od zdanlivé budouciho
okamziku (Zeny, které pres noc Zehli hvézdy na modré Idtce) postaci k tomu,
aby cas byl zrusen. Postavicky filmu na néj ale uz ddvno reaguji hrou, z niz
vytvdreji svij okolni svét, natolik neviditelny pro vnéjsi spolecnost a politiku,
Ze priddvat k nému dals$i hodnoty a vyznamy se jevi nepredstavitelné a zby-
tecné. Evropska myslenka ma tak sice jasné vymezené hranice (tady konci

a ddl uz je jen jesté divocejsi vychod), jako idea znamend uz také absolutni
existenci symbold, ale dokud neni skutecné vnimdna a pozndna, ztistdvd jen
falesnou mytologii.



An absurd documentary comedy is the last part of Stanislaw Mucha’s East
European trilogy, after Absolut Warhola and Stred. The Polish director set

out for the woods among a community of eccentrics, deprived of their peace
and safety by the political and economic changes accompanying the EU’s
incorporation of Europe’s Eastern margin. This group of eccentric rustics
each responds to the shock of reality in their own way, and we thus encounter
a bizarre assortment of characters, for whom the new era is as mysterious
and impenetrable as the UFO that once landed in the middle of their village.
Variety compared this film to the legendary Vernon, Florida by Errol Morris.

A clumsy white bear - a man in disguise - stumbles among the birch trees,
holding the blue flag of the EU. The border between dusk and dawn in
Europe is drunken and musical, as the cults degenerated by alcohol celebrate
themselves in an endless sequence of bizarre events. The director’s expres-
sive method accentuates the chaos and the flamboyance of the timeless-

ness into which the symbols of unified Europe venture - the fact alone, that
the European stars hang over a bar dedicated to Lenin suggests that the
impossibility to separate the seemingly past moment (symbolized also by
uniforms, which our heroes love to sport) from the seemingly future moment
(the woman who irons the stars on the blue flag overnight) is sufficient to
cancel time. The characters of this film, however, have long reacted to it by

a game on which they build their environment, so invisible for general society
and politicians that it seems unimaginable and futile to add further value or
meanings to it. The European ideal thus has clearly defined borders (this is
where it ends, and beyond that is only an even wilder East), and as an idea it
also means an absolute existence of symbols, but until it is actually perceived
and recognized, it remains but a false mythology.
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Matfilm For Tvp2 - Jarek Sztandera
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Na pét set télesné€ a dusevné postizenych se z polskych Katovic vydava do
francouzskych Lurd, poutniho mista, kde po zjeveni Panny Marie vytryskl
pramen, jehoZ voda ma uzdravovat nemocné poutniky. Vypravu vedenou
biskupem doprovazi dvanact katolickych knézi. Ritual zac¢ina uz ve vlaku, kde
reproduktory prenaseji modlitby, nebot kazdy z cestujicich za zdzrakem ma
narok na slovo bozi. Kratkometrazni observaéni dokument studenta lodzské
filmové skoly pozoruhodnym zplsobem pripomina eticky problém manipulace

s bezmocnymi lidmi prostrednictvim freneticky vnucované viry.

Hostie prijimand v katolickém rychliku. Cirkev vyvazi bezmocné, jimz nevédo-
most a nemoc znemoZznuji, aby rozpoznali, jaké role obsadili. Smysl cesty se
stal soucdsti soukoli bezchybné fungujici masinerie, rizené pravidly ritudlu,
ktery permanentné organizuje netecnou zvédavost mentdiné postizenych.
Obiad vykondvany ve vagonu je pfendsen do viech kupé viaku. Ukony prak-
tikované viry prordstaji s tkony péce o nemocné. Jedouci souprava se stava
podobenstvim rovnovdhy naboZenstvi a politické korektnosti, kterd je obecné
prijimanym modelem polské soucasnosti, v niZz je ndboZensky proZitek a ote-
vreni se ldsce k bliznimu soucdsti transformace vztahi mezi cirkevni a politic-
kou hierarchii. Mobilita se spojuje s modernimi technologiemi: pouti a setkani
se Ize ucastnit kdekoli na svété. Vira se déje v rychlosti a zprostredkovdna
obrazem a zvukem vytvdri novou pospolitost. Nemohouci se modli na dlouhé
cesté mezi vychodem a zdpadem a cesta vliakem je ironickym ohniskem urcité
kulturni perspektivy, aniz by nékteri z poutnikd viabec tusili, zda jim je zdrojem
svobody, anebo ji jsou jen zneuZivdni.



About five hundred mentally and physically disabled persons make a pilgrim-
age from Katowice in Poland to Lourdes in France, where after the Virgin
Mary’s Revelation a spring with healing water started. The pilgrimage is led
by a bishop and twelve catholic priests. The ritual start already on the train
with prayers broadcasted from loudspeakers, because every passenger has
the right to hear the Word of God. A short observational documentary made
by a student of a film school in Lodz in its peculiar way draws attention to
the problem of manipulation with helpless people using a frantically imposed
religion.

A host received in a catholic train. The church hauls away the helpless, whose POLAND 2004

ignorance and illness prevent them from recognising what roles they play. The COL | BETA SP | 18°

meaning of the journey has become a part of a flawless mechanism driven by DIRECTOR: JAREK SZTANDERA
the rules of a ritual that permanently organises the indifferent curiosity of the SCRIPT: JAREK SZTANDERA
mentally disabled. A ceremony held on in the train car is broadcasted to all PHOTOGRAPHY: RADEK LADCZUK
compartments. The acts of practised faith are blended with the acts of taking EDITING: JAREK SZTANDERA

care of the ill. The moving train becomes a parable of the balance of religion
and political correctness, which is a generally accepted model in the today’s
Poland, where the religious experience and opening up for the love of your
neighbour is a part of the transformation of relations between the church and
politics. Mobility is a link to modern technologies: pilgrimages can be done

to any part of the world. The faith is performed at fast pace; it is mediated

using the image and sound creating a new collectiveness. Helpless people =~ o o o o o o o o e e e e e e e e - == =

are praying on the long journey between East and West and the train ride is Matfilm For Tvp2 - Jarek Sztandera

an ironical focus of a certain cultural perspective, without the pilgrims being Jaracza 37/13 | 9o-252 Lodz | Poland
sure, whether for them it is a source of freedom or whether they are just being Tel: +48 0 606893730 | Cell: +480606893730
abused. jareksztandera@yahoo.comA
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o

Vice nez rok sledovala dokumentaristka Zuza Piussi osudy nékolika sloven-
skych homosexuéll. V zjevné snaze pochopit hrdiny a sdélit divakovi prede-
v§im to, jak sami vnimaji svoji roli ve spole¢nosti, ukazuje snimek jejich kazdo-
denni zivot v neviditelnych i vyostfenych konfliktech s okolim. Vztah slovenské
majoritni spole¢nosti k jiné sexualni orientaci vyznamné ovlivituje katolicka
cirkev, jejiz odmitavy postoj k homosexualité prebiraji politické strany i néktera
média. Do nataceni snimku vstoupila televizni hudebni soutéz Slovensko hlada
superstar, do které se nékteri hrdinové filmu prihlasili.

Jeden z pokojti filmu, liizko, dva nazi mladici, krdtké ticho, které patri pohlav-
nimu ddu. Jind Idska je Casto spojena s pocitem vylouceni, naplnéni touhy

s sebou nese vycitky svédomi, sezndni, Ze mezi intimitou a toleranci zeje pro-
past. Intimita tak nabyvd podoby permanentniho sporu mezi clovékem a spo-
lec¢nosti. Ackoli je sexudlIni orientace soukromou véci a nemd pro stdt takrka
Zddné ddsledky, zistdva zdsadni podminkou souZiti verejné minéni, predevsim
pak jeho micenlivy souhlas s postojem cirkve. Ta ale zpétné vtahuje politiku
do svych elementdrnich cild, utvari mordini okoli a podstatné ovlivriuje verej-
ny prostor vcetné médii. Hrdinové filmu se tak pohybuji ve zvldstni hierarchii,
které casto nemohou uniknout jinak nez uzavrenim se v samoté. ReZisérka ve
svém modernim sociologickém filmu vénuje pozornost zejména vztahu jedince
a konstantnich pravidel, vécné zkoumd, co znamend individudlni urceni ve
vztahu k prostredi a osudu, zaznamendvd gesta, emoce, atmosféru, nevyhybd
se explicitni nahoté, aby nahlédla existencidlni pozici sexudlni mensiny na
pozadi xenofobie (mravni Cistoty) téch druhych.



For more than a year the documentary filmmaker Zuza Piussi followed the
fates of several Slovak homosexuals. In an evident effort to understand the
film’s protagonists and communicate to the viewer primarily how they them-
selves see their role in society the film presents their everyday lives in invisible
and heated conflicts with their environment. The relationship of the Slovak
majority population to people with a different sexual orientation is strongly
influenced by the Catholic Church, whose position of disapproval of homo-
sexuality is also taken up by political parties and some parts of the media.
The film came to include parts of the TV musical competition Slovak Idol: The
Search for a Superstar, which some of the film's protagonists auditioned for.

One of the rooms in the film, two naked young men, the brief silence of the
sexual organ. A different love is often associated with a sense of exclusion, the
fulfilment of longing brings with it pangs of conscience, the knowledge that
there is a huge gap between intimacy and tolerance. Intimacy takes the form
of permanent conflict between man and society. Although sexual orientation
is a private matter and has no impact on the state, it remains a fundamental
condition of coexistence in the public opinion, primarily its silent agreement
with the position of the church. The church in turn embroils politics in its ele-
mentary objectives, creates a moral environment, and significantly influences
the public space, including the media. The film’s protagonists thus move with-
in a strange hierarchy that they are often unable to escape from by any other
means than shutting themselves off in isolation. In this modern sociological
film the director focuses particularly on the relationship of the individual and
established rules, factually examines what individual identification means in
relation to the environment and fate, records gestures, emotions, and atmo-
sphere, and does not shy away from explicit nudity in order to see into the
existential position of a sexual minority against a backdrop of xenophobia
(moral purity) among others.
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SLAVNOST OSAMELE PALMY
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Dokumentarni inscenace je poctou solitérnimu rezisérovi Elo Havettovi
(1938-1975), autorovi pouhych dvou celovecernich film@ (Slavnost v botanickej
zahrade a Lalie polné), které ale patii k vrcholdm slovenské kinematografie.
Ve své dobé prinesly hravost a spontannost, na néz autori dokumentu navazuji
happeningem, v némz cestou na rezisérlv hrob hledaji jeho odkaz. Poetiku
jeho dila nechava rezisérska dvojice vstoupit do svého konceptu, autofi cituji

z jeho film0, ale predevsim chtéji zamérnym inscenovanim jednotlivych epizod
sttredometrazniho snimku navéazat na Havettovo autorské gesto estetiky hra-
vosti, které urcilo jeho dilo i Zivot.

V&echny véci filmu se stdvaji filmovou postavou, Elo Havettou. Dilko hravé
pribéhy, které se rezZisérovi skutecné staly, ale vyprdvénim se proménily ve stej-
ny inspiracni zdroj jako jeho filmy. Dvoji druh mytu tak inscenuje osobnost,
nebot Havetta neni jen vzpomenut, ale skutecné inscenovdn dalsim filmem,
ktery, sloZen z ornamentd, udrZuje v rovnovdze autorskou intuici, kolisajici
mezi symbolem a jeho vysvétlenim. Postava filmu je jakousi mezi-bytosti,
konceptudliné realizovanym objektem, ktery je odrazem ideje o tomto objektu.
Snimek chce osvobodit vyznam Zivota-dila umélce od jeho pozitivistického
portrétu, vzdavd se jeho konvenci a prostrednictvim hry a metafory usiluje

o intuitivni kresbu a dramatickou vérohodnost. Znovu stvorend filmovd posta-
va Ela Havetty je emociondIné podminéna kolektivni paméti, predevsim je

ale projekci vnitrni, individudlIni zkusenosti reZiséri nejmladsi generace, jejich
ironickym a kfehkym vyzndanim.



This documentary film pays a tribute to Elo Havetta (1938-1975), a solitary
director, an author of only two feature films (Celebration in the Botanical
Garden and Wild Lilies) that belong to the best of the Slovak cinema. At their
time, they brought playfulness and spontaneity, on which the authors of the
documentary base their happening - a journey to the director’s grave in the
search for his legacy. The two directors of the documentary film let the poetics
of his work penetrate through their conception, they use quotation from his
films, but above all, by intentional stage-managing of individual episodes of

a medium-length film, they want to continue in the Havetta’s gesture of play-
ful aesthetics, which determined both his work and life.

All things in the film become a film character - Elo Havetta. It is a playful
and cheerful work of art, which, after all, has more meanings than seemed
to have at the first sight. It is based on true stories of the director’s life, which
having been told all over again and again have become the same source

of inspirations as his films. Two kinds of myth create a personage, because
Havetta is not only commemorated, but actually put on stage through anoth-
er movie, which, made of ornaments, keeps the author’s intuition oscillating
between a symbol and its explanation well-balanced. The character in the
film is a kind of an inter-personage, a conceptual object representing a re-
flection of its image. The film wants to liberate the meaning of life-work of
the artist from his positivistic portrait, it gives up conventionality and through
a game and metaphor strives to achieve intuitive picture and dramatic cred-
ibility. A re-created film character of Elo Havetta is subject to emotional col-
lective memory, however, above all, it is an inner projection of the individual
experience of the youngest generation of filmmakers, of their ironic and frag-
ile declaration.
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MY ZDES
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Krnécovi se prestéhovali na Podkarpatskou Rus, jez se po pri¢lenéni k Sovét-
skému svazu stala pasti, z niz neslo uniknout. Rodina byla néasilné presidlena
az do kazasské stepi, kde zila dalSich cCtyricet let. Po rozpadu impéria se
rozhodli vratit zpatky a na podzim roku 2000 zacina jejich slovenska odysea.
Museji si najit bydleni a praci, ale narazeji na zemi, které neni pripravena na ty,
kteri prichazeji odjinud, navzdory tomu, Ze plivodem jsou Slovaky. Dokument
vypravi dramaticky pfibéh jejich ndvratu predevsim prostrednictvim zkuSenosti
cizince Dimitrije, ktery se do rodiny prizenil.

Uz prvni zabér je o hloubce vzddlenosti - stary muz, ktery desitky let Zil

v Kazachstdnu, natdci krajinu videokamerou, jiZ si poridil, aby zaznamenal
posledni roky Zivota své manzelky. Po jeji smrti se déti vyddvaji na cestu do
zemé zaslibené, v niz ale bloudi, nebot neviditelné hranice si ddl nesou v sobé.
Napéti dokumentu prameni z pohybu v dvojznacné situaci: svym pivodem se
hlavni hrdina filmu Dimitrij z okoli vydéluje, ale opakované je do néj vtahovdn
a musi se orientovat v jeho projevech. To filmu umoZiiuje vidét komplikova-
nost lidskych vztaht ve zddnlivé svobodnych pomérech. Jednotlivé uddlosti,
napriklad muzovy pokusy zaclenit se mezi ostatni (jako ndmezdni délnik) ¢i
Jjeho zkusenost s uredniky (administrativni charakter odmitnuti), rozkryvaji
socidIni a politické mechanismy stredoevropské zemé. Dokument prechdzi od
objektivniho natdceni k vnitinimu monologu clovéka, ktery je prfimym ucastni-
kem déjii i jejich pozorovatelem. Pravé jednoduchost i bezprostrednost pohle-
du ,cizince”, jakdsi univerzdlni drobnokresba tohoto pohledu, dovoluje vidét
Slovensko jinak.



The Slovak Krnaé¢ family moved to Sub-Carpathian Ruthenia, which was
annexed to the Soviet Union and became an inescapable trap. The family was
forcibly resettled in the Kazakh steppes, where it resided for the next forty
years. When the Soviet empire collapsed they decide to return home and in
the autumn of 2000 their Slovak odyssey began. They had to find housing and
work, but they arrived in a country that was not prepared for people coming
from elsewhere, even if they were Slovak by origin. The documentary relates
the dramatic story of their return primarily through the experiences of Dimitri,
the outsider in the family, a member through marriage.

The very first shot is about the depth of separation - an old man who lived
for decades in Kazakhstan films the landscape with a video camera that he
acquired so that he could record the last years of his wife’s life. After her
death the children set out to the ,promised land”, where they become lost,
because they continue to bear the invisible border inside themselves. The ten-
sion in the documentary stems from the action in an ambiguous situation: by
origin the film’s main protagonist, Dimitri, is separate from his surroundings,
but he is repeatedly drawn into them and must continually gain his bearings
in them. This allows the film to witness the complexity of human relationships
in what are apparently free circumstances. Individual events, for example the
man’s attempts to fit in and integrate among the others (as a wage labourer),
or his experiences with officials (the administrative character of rejection),
unearth the social and political mechanisms in one Central European country.
The documentary moves between objective filming and the internal mono-
logue of a man who is a direct participant in the events while also an observer
of them. It is the simplicity and directness of the perspective of a ,foreigner”,
as sort of universal miniature of this perspective, that offers another way of
looking at the country of Slovakia.
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KdyZ se mé dnes nékdo zeptd, kdo byla Ester ... tak nevim, pochybuje rezisér-
ka v ivodu dokumentu o vSestranné talentované muze filmart ceské nové viny
Sedesatych let Ester Krumbachové. Nostalgicky dokument se nevyhyba tisnim
jejiho Zivota, komplikovanym vztahdim s muzi, problémdm s alkoholem, prite-
lem poslednim v osamélosti s kockami a havrany. Chytilova nechava promlou-
vat desitky osobnosti, kumpany z hospod, navstivi davné partnery, v odzitém
pribéhu patra po povaze spriznéné duse, jako by az jeji smrt dovolila popsat
hloubku pratelstvi.

Estefina pritelkyné vypravi o jeji smrti jako o snu. Myslela jsem, Ze ji znam,
Jjsou posledni slova Véry Chytilové, nez zacne mrtvad zpivat. Je priznacné, Ze
nds rezisércin pohled, ktery chce byt co nejvérohodnéjsi, strhdvad tim, ¢im
nechtél nebo nemohl byt, jistou nadredinosti, jakousi fantaskni neskutecnosti
pritelcina Zivota. Ackoli se ve filmu vystridaji desitky dst, pro néZ ma kazdd
véc Casto jednu jednoznacnou podobu a jen jedno jednoznacné jméno, tak
takovou jistotu, kterd by stvorila bezpecny svét portrétu, Chytilova nemd.

Vi, Ze slova nepfriléhaji k clovéku tésné, Ze je mezi nimi rozestup a vdhdni a Ze
snad jen touto mezerou lze nahlédnout skutecné obrysy tak blizkého a tak
vzddleného clovéka. Proto je dokument predevsim osobni zprdvou o pdtrani,
zdznamem cesty, béhem niz se pokusila pochopit. Film tak pod povrchem
skryvd drama pozndni druhé bytosti, zndsobené tim, Ze sama reZisérka se
svymi filmy byly zdroveri jeji soucdsti. Proto je také snimek tvahou Chytilové
0 sobé samé, ne proto, Ze by se v osudu portrétované zhlizela, ale proto, Ze
neunavné, prostrednictvim dokumentu, hledd svoje moznosti a prostredky
pozndni.



“When they ask me today, who was Ester... | don’t know,” says the director in
the opening sequence of her documentary on the universally gifted muse of
the filmmakers of the Czech New Wave of the 1960s, Ester Krumbachova. The
nostalgic documentary does not omit the dire moments of Krumbachova’s
life, her difficult relationships with men or her predilection for drink - the last
friend in her cat and raven inhabited loneliness. Chytilova gives space to doz-
ens of people - to friends and drinking companions from pubs. She visits old
partners and lovers, searching in the remnants of a life for the true nature of
her kindred spirit, as though only her death allowed the director to describe
the depth of their friendship.

Ester’s friend speaks of her death as of a dream. “I thought, that | knew her,”
are the last words of Véra Chytilovd, before we hear the dead friend sing-
ing. It is symptomatic of the director’s outlook, that she tries to be as close

to the truth as possible, to capture us with what it did not want or could not
have been - by a certain hyper-reality, a sort of fantastic unreality of her
friend’s life. Although dozens of eyewitnesses appear in the film, for whom
each aspect often has but a single unambiguous form, a single unambigu-
ous meaning, Chytilovd lacks the confidence that would create the safe world
of a portrait. She knows that words often do not fit one very closely, that
between a person and words there is distance, a hesitation, a loss, and that
perhaps it is only through this gap that we may try to glimpse the outlines of
another person, so close, so distant. As a result of this, Chytilovd’s documen-
tary is first and foremost a personal report on the search, a record of a jour-
ney - an attempt at understanding. Under the surface, the film thus hides the
drama of knowing another being, intensified by the fact that the director and
her earlier films were themselves a part of this other life. The film is thus also
Chytilova’s contemplation of her own life, not because she projects herself
into the fate of Ester Krumbachovd, but because through the documentary
she relentlessly probes her own limits and means of knowing.
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Zivot v détském domové objevuje Miroslav Janek prostiednictvim hry. Déti
pribiré jako partnery do nataceni, uci je zachazet s kamerou a nechava je, aby
samy filmovaly prostredi, ve kterém ziji. Rezisér je provadi rdznymi komnatami
kinematografie, a tak se déti neomezuji jen na prosté zachyceni skute¢nosti,
ale spole¢né animuji, nataceji scénky, které si samy vymyslely, experimentuji

s filmovym materialem a zaroven podavaji vyznamnou zpravu o svém Zivoté.
Kamera v détskych rukou tak bofi zed mezi dvéma svéty, je hrackou, ale i na-
strojem, ktery umoznuje svérit se s tajemstvim, vyporadat se s bezmoci nebo
nahlym smutkem.

Z animovaného drevéného psa padaji brambory a kamenni hadi se klikati na
polni cesté ve filmovém prostoru détského domova, v némz Ize do nekonecna
skldadat z pestrych dilkt nejroztodivnéjsi obrazce a ttvary. RezZisér jen obcas
zklidni vir obrazui viastnim pohledem, ale jinak se zrikd vsech vnéjsich opor

a vysvétleni, a hledd podstatné momenty détského souZiti jen na zdkladé
vnitinich impulsd, vychdzejicich z individualit déti a jejich neopakovatelné
imaginace. Détskd fantazie, spontdnnost a prirozenost promériuji détsky
domov v herni prostor, ale své misto ve filmu maji také takrka abstraktni
zdznamy pocitd, lyrické stopy prvni zkusenosti s kamerou. Na pozadi filmem
prodlouzené predstavivosti se pak zachycuji utrzky predem danych souvislosti:
o déti pecuje statni instituce, nékteré z nich dostanou obcas dopis od rodicd,
Jiné ty své viibec nepoznaly. Miroslav Janek se dlouhodobé zajimd o ty, které
okoli spise prehlizi. Neni pozorovatelem, ale spoluhrdcem, ktery pomdhd
nevidomym, Romdm, opusténym détem, ktery usiluje o to, aby se vymanili ze
spolecensky podminéného sevieni a nasli silu, jeZ jim umozni diistojné Zit.



Miroslav Janek observes life in a children’s home through games. He chooses
the children like partners for filming, teaches them to handle the camera, and
leaves them to film their environment themselves. The director leads them
through the various secrets of filming, so the children are not limited to just
capturing reality but together animate and film scenes they have invented and
experiment with the film material, at the same time revealing important infor-
mation about their own lives. The camera in the children’s hands breaks down
the wall between two worlds, it is a game, but it is also a tool that allows them
to confess their secrets and come to terms with their frustrations or a sudden
sense of sadness.

Potatoes fall from an animated wooden dog and stone snakes meander along
a field path in the film space of a children’s home. The most unusual and
charming images and shapes can here be created out of a variety of parts.
The director at times puts a calming hand on the whirlwind of images by
introducing his own perspective, but otherwise he forgoes all external sup-
ports and explanations and looks to internal impulses to find the important
moments in the children’s lives lived together in this home, impulses based on
the personalities of the children and their inimitable imaginations. Children’s
fantasy, spontaneity and naturalness transform the children’s home into

a game space, but the film also finds room for an almost abstract recording
of feelings and lyrically exposes the first experience with a camera. In the
background to the imaginativeness extended by film there appear fragments
of predetermined realities: the children are cared for by a state institution,
some of them sometimes receive letters from their parents, others have never
known their parents. Miroslav Janek has long been interested in the individu-
als who are overlooked by their surroundings. He is not an observer but

a co-player, who helps the blind, the Roma, and abandoned children, who
are trying to extricate themselves from socially determined constraints and
find the strength to live with dignity.
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Kdyz zpévacka Ida Kellerova uslySela nahravku s Vier¢inymi pisni¢kami, nejen-
ze se rozhodla talentovanou divenku pozvat ke spolupréci, ale nabidla ji i celé
jeji rodiné, aby u ni bydleli. Slovensti Romové, dosud zijici v zebavé nevyho-
vujicich podminkach bytu bez elektriny, se pristéhuji a zac¢ind dobrodruzstvi
souziti mezi raznou muzikantkou a svéraznymi hosty. Jednoho dne ale Vierka
s celou rodinou zmizi... Rezisér a kameraman Miroslav Janek natocil dokumen-
tarni drama o dvou rozdilnych pravdach, zaujaté a vasnivé prozivanych, stejné
jako o skrytych, ¢asto nepriznanych silach, které urcuji a podminuji rdizné
predstavy o cesté zivotem.

Stdl, u néhoz se vsichni schdzeji a ktery si pamatuje hodinu anglictiny i hddku
o cigarety. Stul, ktery je mistem setkdni, ale i nesouhlasu a sporu. Z drobnych
pozorovdni nepokoje vyrtistd predtucha neporozuménti, které nakonec pove-
de k odjezdu a oboustrannému zklamdni. Kamera Miroslava Janka neni
nezaujatd, ale ucastni se déni jako oci dalsi postavy, jeZ situaci spoluprozi-
vd. Z detailti a dojmi sklada reZisér osobni vypoveéd o uddlostech. Dokdze
naslouchat obéma strandm, pro které nakonec predstavuje jakousi osobni
psychoterapii a zdroveri moznost objektivnéjsiho posouzeni situace. Vedle
pribéhu o snu a zklamdni, jenz odhaluje jednotlivé charaktery, je dokument
kontrapunktickym nahlédnutim dvou cest osudu, ktery nepochybné ma svij
ddvod v socidlini situaci. Ocitdme se uprostred Zivotnich podminek romské
rodiny, které rezZisér ukazuje v jejich materidlni i mentdlni podobé, nic nezata-
Juje, jen dovoluje proniknout do zpiisobu mysleni lidi, determinovanych chu-
dobou a straddnim.



When the singer Ida Kellerova heard the recording with Vierka’'s songs she not
only decided to invite the talented young woman to work with her but also
opened up her entirely family to Vierka to live with. These Slovakian Roma,
still living in chillingly inadequate conditions in flats without electricity, move,
and thus begins the adventure in which this consummate musician and her
unconventional guests live together. One day however Vierka and her entire
family disappear... The director and cameraman Miroslav Janek filmed this
documentary drama, which is about two distinct truths, experienced with
equal commitment and passion, and about the hidden and often unacknow-
ledged forces that determine and condition the various ideas about a person'’s
journey through life.

A table around which everyone meets and which recalls both English les-
sons and arguments over cigarettes. The table is a meeting place, but also
the site of disagreement and conflict. A detailed monitoring of the conflict

in the household gives rise to a presentiment of emerging misunderstand-
ing that in the end leads to the visitors’ departure and disappointment on
both sides. Janek’s camera is not biased, but it is participant in the events, as
though it were the eyes of another character that is experiencing the situation
with them. From details and impressions the director composes a personal
testimony about the events. He manages to listen to both sides, in the end
representing for them a sort of psychotherapeutic outlet and at the same
time an opportunity to more objectively assess the situation. In addition to
the account of dreams and disappointment that provides insight into the
individual characters, the documentary is a kontrapunkt look at two paths
of fate with undoubtedly social causes. We find ourselves in the midst of the
living conditions of a Roma family, which the director presents in its material
and mental form. He conceals nothing, but allows us to penetrate the way of
thinking of people shaped by poverty and want.
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Ceska a izraelska klarinetistka si nejdfive zpivaji po telefonu a emailem si
posilaji fotografie koncertnich sat. Nékolik dni pred vystoupenim se sejdou

a zjisti, ze kazda nacvicila jinou verzi skladby. Sledovani nové souhry je jednou
z linii dokumentu, ktery se snazi postihnout zakulisi instituce, jiz je vyznamny
hudebni festival Prazské jaro. ReZisér neukazuje jednotliva vystoupeni, ale
vstupuje za né€, nabizi zkuSenost se situacemi, obrazy tvirci prace. Snimek
patri k té ¢asti Kouteckého tvorby urcené obdivem k hudbé& a architekture,
umeéni trvalému a neznicitelnému.

Prsty klarinetistek v erotickém souboji o hudbu. Virtuozita se skryvd za ves-
kerou energii zkousek, kterou film zachycuje v déji festivalovych priprav. Dilci
uddlosti tak modeluji hudebni festival jako mnohoznacny herni prostor, ktery
kamera v pritomnosti a dialogu spoluvytvdri jako kulturni, politicky a symbo-
licky akt zdroveri. Instituce je hierarchii, k niz patii ovidddni a podrizenost.
VSichni aktéri jsou s ni ztotoZnéni, spojeni vdsni k hudbé, a presto se nezre-
telnd napéti mezi nimi stdvaji osnovou déni. Dokument o instituci znamend
volbu a vybér a Koutecky ukdzal pravé ty okamziky, kdy dilo vznikd, pocity

a jedndni s nimi souvisejici, celé to divadlo zkousek, v némz se déjovost pre-
ndsi od psychiky hudebnikd k ténim. Komické ndsledky, které s sebou zdpas
o hudbu také prindsi, lici rezZisér taktné, zdrzenlivé. Pokousi se ustdlit uddlost
tvorby, nestrhdva divdka k emocidlnimu proZivdni prezentované hudby, nao-
pak situacnimi obrazy, skrytymi za koncerty, ukazuje jedinecnost individualit
hudebnikd, kteri prispivaji k univerzdalni hodnoté festivalového setkani.



Two clarinet players, one Czech and one Israeli, first sing to one another over
the phone and then send each other emails with photographs of their concert
gowns. Several days prior to performance they meet and discover that each
has rehearsed a different version of the musical piece for the performance.
Following this new musical interplay is one of the lines in this documentary
film, which tries to capture the backstage environment of the Prague Spring
music festival, an important festival institution. The director does not show the
individual performances, but represents them, offers experiences of specific
situations, and images of the creative work. The film is among the work by
Koutecky's that is driven by an admiration for music and architecture, perma-
nent and indestructible forms of art.

The fingers of the clarinet players in an erotic musical confrontation.
Virtuosity hides behind the energy of the rehearsals, captured in the film
amidst the festival’s preparations. Smaller events thus combine to form

a model of the music festival’s polysemous performance space, which the
camera, in the present and in dialogue, co-creates as a cultural, political, and
symbolic act in one. Institution is a hierarchy, accompanied by the attributes
of control and subordination. All the actors identify with this. They are united
by their passion for music, and yet the invisible tensions among them become
the plotline of what takes place. Documenting an institution means choosing
and selecting, and Koutecky presents in the film those moments where the
work is emerging, the feelings and conduct related to these moments, and the
entire drama of the rehearsals, in which the sphere of action is transmitted
from the psyche of the musicians to the musical tones. The director’s com-
ments on the comical effects that the battle over music also produces are
made with tact and restraint. What he is attempting is to capture the creative
process, and he does not prevail on the viewer to emotionally experience the
music presented in the film. On the contrary, using situational images, hidden
behind the concerts, he reveals the individuality of the musicians, who con-
tribute to the festival’s universal value.
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Praha, Hrad¢any. Dim ze 16. stoleti, ktery primo sousedi s ministerstvem
zahranici, je jednim z méla v této lokalité€ jesté obyvany pvodnimi najemniky.
Jeho majitel se jej ale rozhodl prodat a vSichni obyvatelé domu, véetné rezisér-
ky filmu, budou vystéhovani - po rekonstrukci bude diim slouzit jako luxusni
hotelové bydleni, pripadné v ném budou byty pro eurokomisare. Dokument
Prodano konzervuje mezicas nejistoty v obdobi pred ocekavanym st€hovanim,
s nimz se kazdy z ndjemnikd vyrovnava jinak.

Tajemny majitel domu pan Hulicius emigroval po komunistickém prevratu do
zdpadniho Némecka, kde v sedmdesdtych letech tcinkoval v instruktdznim
filmu o vlasovych implantdtech. Je to prdavé nadredlnost tohoto uhlazeného
Sotu, kterd nds nuti pohlizet na svét jinak. Pouceni o tom, jak Ize ples pro-
meénit v husty vlasovy porost, mad svoji esencidlni logiku a jeji prolnuti se sou-
casnou situaci dovoluje reZisérce tkdat filmovy prostor z velmi jemnych vidken
iracionality. Kamera se pozdrzZi pravé tak dlouho, abychom za fyzickou kon-
krétnosti byt a lidi pocitili abstrakci procesd, které je stvorily. Kompaktni svét
Jjednoho domu se tak rozpousti do neviditelnych cdstic a presné pozorovani
stdle vice oviji nejasné tuseni, Ze staleti stary diim je sdm univerzdini bytosti,
sloZenou ze vzdechd a prizrakd, z neuchopitelnych impulzd a skrytych posel-
stvi. Lidé, kteri jej nyni obyvayji, jsou prilis téZzci a smrtelni na to, aby jej mohli
organizovat po svém. Domem Ize pouze prochdzet a se smutkem a ironii pri-
hlizet pohybim a pocitiim téch, kteri jsou jeho obétmi, stejné jako jsou jejich
Zivoty obétovdny tajemnym déjindm, které si po svém pracuji.



Praha, Hrad¢any. D0m ze 16. stoleti, ktery primo sousedi s ministerstvem
zahranici, je jednim z mala v této lokalité jesté obyvany pavodnimi najem-
niky. Jeho majitel se jej ale rozhodl prodat a vSichni obyvatelé domu, véetné
rezisérky filmu, budou vystéhovani - po rekonstrukci bude diim slouzit jako
luxusni hotelové bydleni, pripadné v ném budou byty pro eurokomisare.
Dokument Prodano konzervuje mezi¢as nejistoty v obdobi pred o¢ekavanym
stéhovanim, s nimz se kazdy z najemnikd vyrovnava jinak.

Tajemny majitel domu pan Hulicius emigroval po komunistickém prevratu do
zdpadniho Némecka, kde v sedmdesdtych letech tcinkoval v instruktdznim
filmu o vlasovych implantdtech. Je to prdavé nadredlnost tohoto uhlazeného
Sotu, kterd nds nuti pohlizet na svét jinak. Pouceni o tom, jak Ize ples
proménit v husty vlasovy porost, md svoji esencidlni logiku a jeji prolnuti se
soucasnou situaci dovoluje reZisérce tkat filmovy prostor z velmi jemnych
vidken iracionality. Kamera se pozdrzi pravé tak dlouho, abychom za fyzickou
konkrétnosti bytt a lidi pocitili abstrakci procesd, které je stvorily. Kompaktni
svét jednoho domu se tak rozpousti do neviditelnych cCdstic a presné pozo-
rovdni stdle vice oviji nejasné tuseni, Ze staleti stary dim je sém univerzalni
bytosti, sloZenou ze vzdechd a prizrakd, z neuchopitelnych impulzd a skrytych
poselstvi. Lidé, kteri jej nyni obyvayji, jsou prilis téZzci a smrtelni na to, aby

Jjej mohli organizovat po svém. Domem [ze pouze prochdzet a se smutkem

a ironii prihlizet pohybdm a pocitiim téch, kteri jsou jeho obétmi, stejné jako
Jsou jejich Zivoty obétovdany tajemnym déjindm, které si po svém pracuji.
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Diptych Katefiny Krusové je vénovan osobnosti Jana Vladislava, ¢eského bas-
nika, esejisty a prekladatele, mezi jehoz preklady z dvanacti jazyk( zaujimaji
vyznamné misto Dante, Michelangelo, Baudelaire ¢i Verlaine. Snimek Navrat
Jana z parizského exilu v 1ét€ 2003 pozoruje s citlivou spolutiasti stéhovani
basnikovy knihovny zpé&t do vlasti, za nimz se skryva hluboky zarmutek nad
smrti Zeny. Podobné, jakoby na okraji vSednosti, li¢i jeho pokracovani Na Sicilii
v |ét€ 2004 den u more, v némz krasa vysokého nebe a more bez horizontu
splyva s pozvolnym loucenim clovéka se svétem.

Monolog starého muze na pldzi, slova, kterd ddvaji vzacnému okamziku
Jjméno, upozorriuji na néj, utvrzuji jej v paméti stejné jako viditelné a slysitelné
more. Sled nékolika obrazii proménil okamzik setkani v intenzivni filmovy
fragment, vyvstdvajici pred ocima jako ciry cas clovéka, ktery se prevraci

k vécnosti. Divdak touZzi, aby intuitivni lyricky pohyb filmu mezi sluncem, pis-
kem, vodou a smrti pokracoval, nebot mu ddvd silu a duchovné jej zavazuje.
Metaforické bohatstvi filmu, zahrnujici chizi hdjem a chvile na plazi s koupd-
nim, se podrizuje jasnému a sevienému tvaru. Minimalisticky snimek nechdvd
vstoupit ¢lovéka do prirody ve vsednosti, kterd zastupuje osud. Je slyset povét-
11 a morsky Zivel provdzi starce, popisujiciho svét, v jemnych a subtilnich obra-
zech, které prendseji cely film do oné nepojmenovatelné polohy, jezZ je poezii
a skrze niZ se poezie déje, k nezietelnému chvéni, kdy ¢lovék uz neni mirou
vS§eho a také priroda uz neni jen pouhym zrcadlem jeho niternych proZzitkd,
ale nezndmou silou, kterd zavrsuje lidsky cas.



This diptych by Katefina Krusova is devoted to Jan Vladislav, a Czech poet,
essayist, and translator, who translated from twelve languages and whose
translated works include the prominent figures of Dante, Michelangelo,
Baudelaire and Verlaine. The film Jan's Return from Parisian Exile to Prague
in Summer 2003 follows with sensitive participation the move of the poet’s
library back to his homeland, behind which is concealed his profound sorrow
over the death of his wife. As though on the margins of the ordinary, its con-
tinuation Jan in Sicily in Summer 2004 describes a day by the sea, when the
beauty of the endless sky and the sea without a horizon fuse with one man’s
gradual relinquishing of the world.

The monologue of an old man at the beach, words that give the special
occasion its name, draw attention to it, confirm it in memory as something

as visible and audible as the sea. A sequence of several images changes the
moment of encounter into an intensive film fragment, emerging before one’s
eyes like the pure time of a man turning back towards eternity. The viewer
longs for the intuitive lyrical motion of the film between sun, sand, water, and
death to continue, as it evokes strength and mental obligation. The film's
metaphorical richness, encompassing a walk through a grove and moments
spent bathing on the beach, are subordinated to a clear and hermetic form.
This minimalistic film lets man enter into nature in its ordinariness, standing
in for fate. The sound of the wind can be heard and the element of the sea
accompanies the old man, describing the world in soft and subtle images that
transport the film onto the indefinable plane that is poetry and through which
poetry happens, an indistinct shudder, when man ceases to be the measure
of all things and nature is no longer just a mirror of man’s inner experiences,
but is the unknown force at the close of man’s time.
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Snimek dokumentaristy Martina Marecka a aktivisty Martina Skalského
predznamendva Gvodni animovana sekvence, kterad ve zkratce ukazuje cestu
od pIné nadrze benzinu ke skutecné cené ropy z tézebnich poli v Baku.
Azerbajdzan je v soucasnosti skryté nedemokratickou zemi se silnym prezi-
dentskym systémem a klanovym smyslenim, jehoZ vyuZivaji zapadni korporace.
Snimek v Sirokém kontextu zkouma projekt stavby ropovodu, podporeny
Svétovou bankou. Dokument je prvnim filmovym vystupem rozsahlého spole-
¢enského projektu Auto|Mat, konfrontujiciho razné podoby lidské mobility.

Zatimco moc ndslednika prezidentského trinu llhama Alijeva ironizuje primo-
Cary obraz do sebe vklddanych loutek matrjosek (skryvajicich i svévolné zaty-
kdani a muceni mistni opozice), tak jednim z nejdiilezitéjsich motivi filmu je

- vedle zobrazeni ironie symbolli moci vzndsejicich se nad neutésenou socidlni
realitou ¢i ndznakd obcanského odporu - poodkryti pouZiti jazyka, kdy je do
slupky idiomd byvalych komunistickych apardtciki vloZeno poselstvi globali-
zace. Autoritativni uziti jazyka, které obhajuje prinos nadndrodnich korporaci,
predjimd kontrolu urcitého prostoru vlastnickymi vztahy bez kontextu, kdy je
odpovédnost vyvdzdna z konkrétnich hranic mistni kultury, jezZ je ¢asto i hra-
nici pouzivaného jazyka. V nezndmém a neurcitém jazyce nové moci se tak
prolinaji rezidua komunistické totality s imperidInimi ambicemi expandujiciho
kapitdlu, nekonkrétniho, nezdvazného, ktery zabavné pripomind slaébnouci
moc jednotlivych zemi rozhodovat o svych osudech. Ropnd skvrna tak zrcadli
novou, vylepSenou verzi kapitalismu, neoliberdini vyzvu, jezZ je hnaci silou
rychlych socidlnich, politickych a ekonomickych zmén. Ale co s témi, kteri to
tak nechtéji: umlicet, ubavit k smrti nebo uvéznit.



Documentary filmmaker Martin Marecek’s and activist Martin Skalsky’s

film opens with an animated sequence that illustrates in shorthand the road
from the full fuel tank to the real price of oil in the mining fields of Baku.
Contemporary Azerbaijan is implicitly undemocratic, with a strong presidential
systém and clan mentality, exploited by Western corporations. Looking at the
broader context, the film explores the project of oil pipelines supported by the
World Bank. The documentary is the first filmic output of the extensive social
project Auto|Mat, which confronts various forms of human mobility.

While the power of the heir to the presidential throne llham Alyiev is sati-
rized by the straightforward image of the matrushka dolls, each concealing
another one (concealing, too, wilfull arrests and torture of local opposition),
one of the key motifs of the film is - aside from the portrayal of the irony

of the symbols of power floating over the disconsolate social landscape, or
tokens of civic resistance - to unmask the use of language, where the idioms
of the Communist apparatchiks are used to convey the message of globaliza-
tion. The authoritarian use of language defending the benefits of global cor-
porations anticipates the control of a certain territory by ownership without
context, where there is no responsibility towards the borders of local culture,
which is often also the border of local language. In an unknown and unspeci-
fied language of the new power, there thus merge the residue of communist
totalitarianism and the imperial ambitions of expanding capital, non-con-
crete and non-committant, which aptly reminds us of the waning power of
individual countries to decide their fate. The oil stain thus mirrors a new,
updated versin of capitalism, a neo-liberal challenge that is the driving power
of rapid social, political and economic changes. But what to do with those
who don’t want things that way? Entertain them to death, or throw them in
Jjail.
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Spisovatel Jan Novak, ¢esky emigrant Zijici v Chicagu, spisovatel a sce-
narista, drzitel ceny Magnesia Litera za dokumentarni roman Zatim
dobry, natodil ve vlastni produkci snimek o cesté Vaclava Havla po
Ceskoslovensku v roce 1985, kterou sledovala tajné policie a pii niz byl
budouci prezident dvakrat zatéen. Vypovédi a archivni materidly se spojuji
v rekonstrukci cesty, jez je také vzpominkou na etiketu a Zivotni styl disen-
tu, vzpominkou plnou detaild, barev a tonl ¢eskoslovenské normalizace,
v niz skupina vnitfn€ svobodnych lidi zastala vyznamnou ulohu v politic-
kém a kulturnim Zivoté zemé¢.

Herec Jiri Bartoska cte texty Vdclava Havla. Lokalita vzpominky (hranice
pameéti) je konfrontovdna s teritoriem text( (interpretace bez hranic),
které ve své dobé urcovaly spolecensky trend. Film vede monology,

v nichZ se i po letech odrdZi rozdvojenost doby. Riizné vypovédi jsou
rovnocenné v jeji socidIni manifestaci, jeZ je ale neopravriuje klasifikovat
jednou jako obsahové, podruhé jako relativni. Vzpominky na minulost
Jjsou vZdy vzpominkami na jejich budouci interpretace, rytmickym snem
o roli osobnosti v déjindch, ktery se stdvad tu groteskou, tu mytem. S tim
souvisi i pojeti hrdinstvi, kdy s povinnosti, odpovédnosti a cinem souvisi
ironie jako podstatny cin historie. Ta diky Havlovi pronikla v urcitém
okamziku do alegoricko-symbolického svéta politiky a jejiho déjepisu.
Hodnovérnost jeho obéti se ale casem stala jeji soucdsti v konvencnim
slova smyslu - limity ceskych médii samy vytvdrely logiku pokleslé etické
situace devadesdtych let. Po case vstupuji do ceského dokumentu dva
projekty vénované Havlové osobnosti. Budou snimky Jana Novdka a Pav-
la Kouteckého praveé témi, které portrétem stdatnika a umélce predstavi
skutecné dilo a ne pouhy dobry amysl|?



The novelist Jan Novak, a Czech emigrant living in Chicago, the author of

a number of books and screenplays, and winner of the Magnesia Litera Prize
for his documentary novel Zatim dobry (So Far So Good), produced his own
film about Vaclav Havel's trip through Czechoslovakia in 1985, during which
the future president was followed by the secret police and was arrested twice.
Comments and archive materials are combined in a reconstruction of the trip,
which is also a recollection of the ethics and life style of dissent, a recollection
filled with the details, colours, and tones of the Czechoslovak era of normaliza-
tion, under which a group a people possessed with a sense of inner freedom
came to occupy a significant role in the country’s political and cultural life.

The actor Jifi Bartoska reads aloud texts written by Vidclav Havel. The zone
of recollection (the limits of memory) is confronted with the realm of the texts
(boundless interpretation) that set a contemporary trend in society. The film
is led by monologues that even years later reflect the disunity of that period.
Different testimonies are equally valuable as social manifestations, but there
is no justification to classify one as valid and another as qualified. Memories
of the past are always recollections of their future interpretations, a rhythmic
dream about the role of the individual in history, which turns into a grotesque
in some places and into myth in others. Related to this is the concept of hero-
ism, where connected with obligation, responsibility and deed irony arises

as a fundamental act of history. Thanks to Havel this irony at a certain point
succeeded in penetrating the allegorical-symbolic world of politics and its his-
tory. The authenticity of his sacrifice, however, over time became part, in the
conventional sense of the word, of that history - the limitations of the Czech
media themselves created the logic of the debased aesthetics of the 1990s.
After a time two projects devoted to Havel are entering the Czech documen-
tary film scene. Will the films by Jan Novdk and Pavel Koutecky be the ones
whose portraits of a statesman and artist represent a real piece of work and
not merely just good intentions?
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Studenti ¢tvrtého ro¢niku Katedry alternativniho divadla prazské
Divadelni akademie a studentka dokumentaristiky se letos v sobotu 7.
kvétna ve 20 hodin uzavi‘eli do divadelniho studia Retizek. V izolaci od
okolniho svéta zacaly ubihat hodiny, které mély byt tviré¢im procesem,

a nakonec se staly emocionalnim psychem. Prekvapivy pohled na nastu-
pujici hereckou generaci vyrlsta sice z psychologickych experimentd a he-
reckych improvizaci, predevsim ale souzni se spolecenskym fenoménem
reality show, byt verejnou intimitu neprostiredkuji chladné televizni o¢i, ale
subjektivni kamera filmové rezisérky.

Kdyz se po sto dvaceti hodindch otevrou dvere a studenti mohou prekro-
Cit prah, jedna z mladych herecek se rozpldce. Najednou mdame dojem, Ze
Jjsme svédky ciziho selhdni, daleko hlubsiho, nez prinesly konflikty a zpo-
védi herecké tridy, a Ze podobné jako oni prohrdvdme v drobnostech
mrzutosti, zklamani, podezrivdni a osobnich dutokd. Zpocdtku sledujeme
hru. Nezdd se, Ze by se exaltovanych hercti mohlo néco dotknout, a to az
do chvile, kdy se hluboko v nich cosi zhrouti a zistdvaji sami se svou osa-
meélosti a védomim vlastni lidské a tvirci nemohoucnosti. Dokumentdrni
a divadelni experiment s jasné danymi pravidly a nejasnym vysledkem
ndm spolecné s prepychem televizni zabavy, simulujici konfliktni realitu,
ukazuji neschopnost urcité mentality rozumét tomu, co vidi, myslet v ji-
nych pojmech nez dramaturgie, neschopnost sestoupit hloubéji nez k pri-
béhu, v jehoz Sabloné nakonec uvizne i samo vidéni. Identickd redukce
kolektivu ve smecku, zachovand oZiviou paméti dokumentdrniho filmu, je
strhujici otdzkami, které vyvoldvd, pohybem, jehoZ jsme sami predmétem.



Students of the fourth year of the Department of Alternative Theatre at the
Prague Theatre Academy (DAMU) and a student of documentary at FAMU
locked themselves in the theatre rehearsal room Retizek for 120 hours on
Saturday 7th May of this year. Isolated from the outside world, the hours that
were supposed to be filled with a creative process started to pass, becoming
in turn an emotional psychosis. A surprisingly fresh view on the emerging gen-
eration of actors that in fact derives from psychological experiments and act-
ing improvisations, it more than anything reverbates with the social phenom-
enon of the reality show, even though here the public intimacy is not mediated
by cold television eyes, but by the subjective camera of a film director.

When after a hundred and twenty hours the door opens and the students are
able to get out, one of the young actresses bursts out crying. Suddenly one
feels like a witness to another person’s breakdown, which goes far deeper
than the conflicts and confessions of an acting class, and that like them we
have lost out in the petty squabbles, disappointments, suspicions and invec-
tive. At first we are watching a game. It doesn’t seem possible that something
would really get to the exalted actors, until the moment when deep inside
something gives way, and they remain alone with their loneliness and a sense
of their own human as well as artistic powerlessness. The documentary and
theatrical experiment with clearly set out rules and an unpredictable result
together with the luxury of television entertaiment, simulating a reality full

of conflict, show us the inability of a certain mentality to understand what

it sees, to think in terms other than those of dramaturgy, the inability to
penetrate deeper than to the level of a story whose stereotypes in the end
entrap one’s vision. An identical reduction of a collective to a primitive gang,
preserved by the living memory of documentary, the film is compelling for the
questions it provokes, the object of which are ourselves.
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Socialni dokument mapuje obyvanou a duchovni krajinu severu Cech, osudové
poznamenanou povaleénym odsunem némeckého obyvatelstva, které zname-
nalo také vyhnani staleté kultury a paméti. Tézba uhli v povrchovych dolech
pak predurdila desetileti socialniho inZenyrstvi komunistického statu. Ohromna
sidlisté i pada znovu objevovana trpélivou praci jsou mistem snimku nataéené-
ho mezi dvéma Velikonocemi. Sedm dil¢ich pristupl k svétu, jak je reprezentu-
ji basnik, ddlni inzZenyr, vinar, romska rodina, metalova kapela, sedlak a ekolog,
je neseno rezisérovou virou v znovuzrozeni krajiny.

V samém zavéru se vsichni ucastnici filmu setkaji v lese, stromy jsou bez listi,
kdmen ruiny v pozadi si bere ¢as a lidé se vzdjemné predstavuji, odpovidaji
na otdzky, jsou spojeni svobodou, jiZ jim krajina nabizi jako volbu. Bretislav
Rychlik nabizi ceskému dokumentu opravdovost. Je reZisérem, ktery si tizkost-
livé streZi nezdvislost, vZdy chce bojovat za sebe a na viastni pést, a tak kdyz
televizni hdjemstvi odvrdti svoji prizen, odchdzi stranou hledat si svoji viastni
pravdu, natdacet po svém, psdt po svém, po svém byt vznétlivy, coZ mu neu-
bird na pronikavosti, spis naopak. Rok se trpélivé vracel na sever, aby ukdzal
jinou tvdr krajiny, k niz si vétsina Cechii zvykla byt Ihostejnd, aby rozbil ustdle-
né predstavy o pohranicnim prostoru, soustredujicim zdkladni lidskd dilemata
Ceského ndroda uplynulych desetileti. Jeho krajina je poznamendna minulosti,
ale v podstaté se odehrdavd v budoucim Case probuzeného lidského védomi
(a svédomi). Minulost je rubem, v pritomnosti filmu lidé jesté bloudi, ale uz
také hledaji; jsou to nakonec oni, kteri si kladou otdzku, ¢im jesté budou

v krajinné dimenzi svych Zivotu.



A social documentary, the film explores the living and spritiual landscape of
North Bohemia, fatally marked by the post-war expulsion of the German pop-
ulation, which also meant the expulsion of ancient cultural memory. After that,
open pit coal mining augured decades of social engineering by the Communist
state. Giant housing projects as well as agricultural soil recovered with pains-
taking work are the locations where the film was shot, between two Easter
Sundays. Seven approaches to the world, represented by a poet, a mining
engineer, a wine-grower, a Roma family, a heavy-metal band, a farmer and
ecologist - all carried by the director’s faith in the rebirth of the landscape.

In the conclusion, all of the people participating in the film meet in a forest

- the branches are bare, in the background, the stone of some time-worn
ruins, and as the people make their introductions and ask questions, they
have in common the freedom that the landscape offers them as a choice.
Bretislav Rychlik brings an earnestness to Czech documentary. Always anx-
iously clinging to his independence, always ready to fight for himself, on

his own - when the television domain decides to withdraw its favours - he
departs to look for his own truth, make films his way, write his way, passion-
ate and quick-tempered - which does not make him less perceptive - on the
contrary. For a year, he patiently trudged back to the North, in order to show
a different face of a landscape to which most Czechs have cultivated indiffer-
ence, in order to shatter the prejudices about the borderlands, concentrating
on the fundamentally human dilemmas of the Czech nation in the last several
decades. His landscape is heavily marked by the past, but in fact takes place
in the future tense of an awakened human consciousness (and conscience).
The past is the underside, while in the present people still grope (in the film),
but already looking for something, after all, it is them who ask the question of
who they are still to become in the landscape dimension of their lives.
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Polni prace a vcelin byly vychodiskem z existen¢nich problém( sochare a mali-
re Jana Krizka, vyjimeéného ceského umélce, ktery tvoril po valce ve Francii ve
stylu art brut. Senzitivni dokument stoji na vypravéni jeho zeny, lyrickd obraz-
nost filmu pak usiluje vymezit vztah mezi uménim a situaci ¢lovéka a zaroven
nechava blizké se vzdalenym prolnout v pozvani k témér zapomenutému dilu.
Rezisér se zlehka dotyka véci, vi, Ze se mohou vzapéti rozplynout, hleda har-
monii mravni i uméleckou, zna vahu ticha, v niz se samota stava celosti a jako
takovéa vede ke klidu a kontemplaci.

Cesno piné véel vyvazuje absenci tvdie - nikdy neuvidime tvdr Zeny, kterd
vzpomind. Martin Reznicek natocil prizracny film. Nestavi prekdzky, ale expo-
nuje hlubinu Zivota, kterd se stdvd obecnou skutecnosti lidského tudélu. Jemny
snimek prostoupeny citlivosti je vyjadrenim blizkosti a davery, kterd nepo-
chybuje o ldsce, nebot ta je silnd a jednoznacnd a vzpominka na ni oddaluje
bolest. Setkdni reZiséra s vdovou po umélci, ktery se stal vcelarem, je prileZi-
tosti uvédomit si, Ze vSechno md smysl, i ten nejprostsi pohyb, pokud je tak
vnimdn. Film umoZriuje divdkovi oddat se zcela tomu, co pocituje v okamzZiku
vidéni, neni hrou klamnych zddni, ale soustredénim bezprostrednich pocitd.
Zahrada pred domem je krajinou pocdtku, pohyb slunce je paméti a nic z to-
ho, co bylo proZito, se neztrdci. Prdce svétla spojuje cdst s celkem, prozZivand
soundleZitost véci svéta dovoluje prekracovat své viastni hranice a poddat se
vy$Simu rddu, jehoz vnitinim stavem je intuitivni ticho jednoty, to ticho, které
utvari film.



For the sculptor and painter Jan Krizek work in the field and with his apiar-
ies as a beekeeper was a means of escape from existential problems. Krizek
was an outstanding Czech artist who worked in France after the war creating
pieces of art in the style of art brut. This sensitive documentary is based on
the accounts of his wife, and the film’s lyrical imagery tries to demarcate the
relationship between art and the state of man, at the same time allowing the
intimate and the remote to intersect in this invitation to an almost forgotten
body of work. The director touches things lightly, knowing that they could
quickly evanesce, and seeks harmony in the moral and the artistic, recognising
the value of a silence in which solitude becomes wholeness, and as such leads
to peace and contemplation.

The entrance to the hive is filled with bees, balancing the absence of faces in
the film - we never see the face of Krizek’s wife, who is recalling her memo-
ries. Martin Reznicek has a shot a transparent film. He does not put up
obstacles but rather exposes the deepness of life, which becomes the general
truth of human fate. This gentle film replete with sensitivity is an expression
of intimacy and trust, which never questions love, as love is stronger and less
equivocal, and the recollection of love staves off pain. The director’s encoun-
ter with Krizek’s widow is an opportunity to realise that everything has mean-
ing, even the simplest of gestures, as long as it is perceived in this way. The
film enables the viewers to submit themselves entirely to what they are feeling
at the time of viewing, it is not a game of illusory impressions but a concen-
tration of direct feelings. The garden in front of the house is the landscape of
the beginning, the movement of the sun is memory, and nothing of what has
been experienced is lost. Work with light joins parts to the whole, the expe-
rienced unity of the thing with the world allows it to transcend its own limits
and submit to a higher order, whose inner state is the intuitive silence of unity,
the silence that shapes the film.
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Filozof a sociolog Vaclav Bélohradsky davno prekrodil hranice akademic-

kého svéta a stal se vyznamnou postavou ceského verejného prostoru.

Z filozofického propagandisty novych svobod (autor knihy Kapitalismus a ob-
¢anské ctnosti) se s léty po prevratu stal ironicky kritik globalizace, Evropské
unie, vojenské sily Zapadu a jeho humanitarnich valek i neoliberalni posedlosti
ekonomickym ristem. V. B. vychazi z pojeti mysleni jako hry zaloZzené na
rozhovoru. Podobné dokumentarnim dialogem je i jeho setkani s rezisérem
Robertem Sedlackem, ktery s nim rozmlouval na rdznych mistech stfedni
Evropy mezi italskym Terstem a Prahou.

Vidclav Bélohradsky komentuje dokumentdrni portrét svého ucitele, filozofa
Milana Machovce. Kratky film, ktery pro televizni cyklus GENUS natocil v roce
1996 reZisér Jan Spdta, je podle Bélohradského portrétem, ktery se nebezpec-
né blizi figurce: ,Vzdycky kdy? vidim od Jana Spdty cokoli, tak nakonec je to
figurka... To ceské figurkareni, to je pokuseni kazdého dokumentaristy v Ces-
ku, to néjak patri do nejhlubsi vrstvy ceské kultury.” Bélohradsky také odmitd
dokument jako poezii vsedniho dne: ,Kaslu na poezii - to je to prepisovdni
Zivota do versi. A to by dokumentarista délat nemél.” | téma dokumentu
ukazuje Bélohradského mysleni: nikdy nepodléhat klamu, polemizovat s kaz-
dym zjednodusenim, nebot tihne k degeneraci, promyslet kazdy pohyb, treba
protikladné, nenechat Zadnou myslenku nezuZitkovanou. Filozof je ztélesné-
nim pochybnosti, kazdd odpovéd na otdzku musi byt uvedena v pochybnost,
nebot ji se mysleni stavd presnéjsim. Kritickd reflexe musi byt zamérena na
celek systému. Odpor musi byt presné formulovan.



The philosopher and sociologist Vaclav Bélohradsky long ago left the confines
of the academic world to become an important public figure in Czech society.
Originally a philosophical propagator of the new freedoms (he is the author
of a book titled Capitalism and Civic Virtues), he has become in the time since
the revolution an ironic critic of globalisation, the European Union, Western
military power and its humanitarian wars and its neo-liberal obsession with
economic growth. Vaclav Bélohradsky’'s concept of thought is as a game based
on dialogue. His encounter with the director Robert Sedlacek, with whom he
spent time talking in various parts of Europe between Terste and Prague, is

a similar documentary dialogue.

Vdclav Bélohradsky comments on the documentary portrait of his teacher,

the philosopher Milan Machovec. This short film that was created for the TV
series GENUS was shot by Jan Spdta in 1996 and according to Bélohradsky is
a portrait that dangerously resembles a character type: ,Whenever | see any-
thing by Jan Spdta, in the end it’s a character type... This Czech characterisa-
tion, every Czech documentary filmmaker is lured into it, somehow it's a part
of the deeper layers of Czech culture.” Bélohradsky also rejects the documen-
tary as poetry of the everyday: “I couldn’t care less about the poetry - that’s
the re-writing of life in verse. And documentary filmmakers shouldn’t be doing
that.” Even the topic of the documentary reveals something of Bélohradsky’s
thinking: never give in to illusion, argue with every simplification, because

it inclines towards degeneration, think through every movement, even its
reverse, leave no thought unutilised. The philosopher is the incarnation of
doubt, and every answer to a question must be drawn into question, as there-
by thought becomes more exact. Critical reflection must focus on the system
as a whole. Resistance must be formulated in exact terms.
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V roce 1992 zalozil rezisér Jan Sikl Archiv soukromé filmové historie. Stovky
hodin ziskaného materialu trpélivé proménuje v dily dokumentarniho seriélu
Soukromé stoleti. Snimky silnych emoci nabizeji vedle pretrvavajiciho poci-
tu nasobené smrti (¢loveéka, obrazu, filmu) vyjimecny ponor do mentélniho
prediva vztah( v rodiné a spolecnosti. Detaily dobového pozadi jsou deko-
raci rodinného Zivota a naopak intimita se snoubi s politicko-spole¢enskym
ruchem. Komplikovany vztah Cechti a Némcti v osudovém poryvu vélky

a okupace pripominaji dva uvadéné dily, vyjevujici osud némeckého statkare
(Taticek) a jeho dcery (Lili Marlen).

Lechtivé zabéry z dlouhého vecirku. Byt md zatemnénd okna, protoZe okupo-
vané Praze hrozi ndlety. Lili v masce se predvadi spolecnosti spolu s pritelkyni,
kterd za chvili vyrazi délat Iasku s némeckymi vojdky. Vse filmuje Lilin Cesky
manZzel; jesté béhem vdlky se s nim Lili rozvede a vdad se za ceského Némce.
Némecko-Ceskd burZoazie se bavi - v kontextu historie je to hutnd pozndm-
ka pod carou, v tekutosti filmu je to tryzeri, nebot vidime ty, kteri se nedoZili
zacatku tohoto filmu. Cely rdz uplyvdni casu, ani ztraceného, ani znovunale-
zeného, je dan plynutim intimity, jejiZ pohyb reZisér a stfihac dokonale pocho-
pili a zdroveri tlumocili jazykem odlisnym od pohledu autora rodinnych snim-
ka. Srozumitelnost pribéhu vznikd primo z tristé archivnich otiskd, esteticky
Jjednoznacnych, ale mimo rodinny okruh takrka necitelnych. Tyto obrazy jsou
usazeninou mezi svétem a filmem, mezi clovékem a ndrodem, mezi pribéhem
a historii (a déjepisem), jsou vyznamnou hranici, kterd po divakovi v riiznych
etapdch védomi a podvédomi Zadd, aby se stal aktem po-rozuméni, ktery
nikdy nemdize byt trvaly, ale o némz Ize hovorit jako o proméné pohybem

v kruhu.



In 1992, the director Jan Sikl founded an Archive of Private Film History. From
the hundreds of hours of material he thus obtained, he patiently and painstak-
ingly transformed elements into the parts of his documentary project Private
Century. These intensely emotional films offer, aside from a lasting sense of
multiple death (of a human being, of an image, of cinema), offer an excep-
tional insight into the mental texture of the relationships within families and
society. Period details form the backdrop to family life, whose intimacy, in
turn, is permeated with political and social activity. The difficult relationship of
Czech and Germans in the fatal cataclysm of war and occupation is portrayed
in the two parts presented in Jihlava, illuminating the life of a German farmer
(Tati¢ek ) and his daughter (Lili Marlen).

Suggestive shots from a prolonged party. The flat’s windows are blacked out,
because of the threat of bombing in occupied Prague. Masked Lili, together
with a girlfriend, shows off in front of the party - the friend will soon set off
to make love with German soldiers. All is filmed by Lili’s Czech husband;
during the war, Lili would divorce him and marry a Bohemian German. The
German-Czech bourgeoisie is having fun - in the context of larger history
this is a eloquent footnote, in the fluidity of the film it is torture, for we can
see those who did not live to see the beginning of this present film. The whole
tone of the passage of time, neither lost nor recaptured, is set by the flow of
intimacy, the shifts of which both director and editor have grasped to perfec-
tion, and simultaneously managed to convey in an idiom different from that
of the perspective of the author of the family footage. The comprehensibility
of the story is the direct result of the fragments of archival imprints, aestheti-
cally unambiguous, but at the same time obscure outside of the family circle.
These images are a sediment between light and film, between an individual
and a nation, between narrative and history (and historiography), they form
an important border that in various stages of consciousnness and subcon-
scious demands active understanding from the viewer, which can never be
permanent, but which can be called a metamorphosis through moving in
circles.
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Manzelské etudy po dvaceti letech navazuji na cyklus Manzelské etudy,
odvysilany Ceskoslovenskou televizi v roce 1987. Cyklus byl sloZen z esti
dokumentarnich film0, které mapovaly Zivot stejného poctu mladych
partnerskych dvojic od svatby po dobu Sesti let (1980-1986). Od roku 1999
pokracovala Helena Trestikova v nataceni a hrdiny svych snimkd doprovo-
dila az do soucasnosti. V dilu Ivana a Vaclav sledujeme manzelskou dvojici
architektl, ktera na prazskych Vinohradech provozuje obrovskou prodej-
nu nabytku. Maji spolu pét déti. Zdalo by se, Ze jsou Stastni...

Pla¢ muze: poznej sebe sama. Dokumentdrni film mize byt mistem otdz-
ky po smyslu, starosti o dusi, pozndnim toho, co omezuje, co tvori hranici
&lovéka. Casosbérnd metoda prindsi vztah zpovédnika a zpovidajiciho

v proudu dialogu, proplouvajiciho milostnymi krajinami, tématy rozkold,
ndvratd a intimni samotou na socidlné-politickém pozadi, které prosvitd
lidskou ucasti v ném. Vérit casu ale znamend pracovat bez zdchranné
sité, nebot je to prdvé jen cas, ktery urcuje metodu a ddva rdd této velké
vnitini zkusenosti s cizimi Zivoty. Trvale pritomnou minulost ve filmu,
obrdceném k budoucnosti, tvori zpovédi, mnoZstvi detaili zachycujici
spolecenské postaveni lidi a predevsim hledisko promény spolecnosti
vyjadrené tzkym okruhem jedné rodiny. Vyznamnda vnitini pamét ceské
spolecnosti by ale nebyla myslitelng bez reZisérciny citlivosti, empatie,
trpélivosti a respektu k postavam. V diskusi o dobovém fenoménu rea-
lity show stavi sociolog Jaromir Volek casosbérné dokumenty Heleny
Trestikové vysoko nad voyeurskou nudu televizniho chladu pravé pro jeji
touhu po pozndni & zachyceni reality tak, aby pomdhala porozumét lid-
skym osuddm.



Marital Etudes 20 Years Later continues the cycle Marital Etudes, broadcast by
Czechoslovak television in 1987. The cycle at that time consisted of six docu-
mentary films, which explored the lives of six couples for six years following
their weddings (1980-1986). Since 1999, Helena Trestikova resumed shooting
and she has now taken the protagonists of her films to the present. In the epi-
sode entitled lvana and Vaclav we witness a married couple of architects, who
run a giant furniture shop in the upscale Vinohrady neighborhood of Prague.
They have five children together, and it would seem they are perfectly happy...

A man moans at his partner: know yourself. Documentary film may be the
place to search for meaning, caring for one’s soul, learning what forms

the limits of man and woman. The time-lapse method in film contributes
something of the relationship between the confessor and the confessing, in

a stream of dialogue, passing through landscapes of love, break-up, returns,
and the intimate loneliness against a social-political background that results
from human participation in public affairs. To put so much faith in time,
however, means to work without a rescue net, for it is time who dictates the
method and lends order to this great inner experience of others’ lives. A past
permanently present in a film turned towards future is formed by confessions,
a number of details defining the social status of the protagonists. In par-
ticular, the perspective of the transformation of society as a whole as can be
expressed within the narrow circle of a single family. This significant part of
an inner memory of Czech society would be unthinkable without the director’s
sensitivity, her empathy, patience and respect for her objects. In a debate on
the recent phenomenon of reality shows, the sociologist Jaromir Volek placed
the time-lapse documentaries of Helena Trestikovd far above the voyeuristic
boredom of TV coldness precisely because of her desire to understand, to
capture reality in such a way as to help us understand human destinies.
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(BEZ NAZVU)
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Snimek Radka Tdmy (s ndzvem bez nazvu) je modernim lyrickym experimen-
tem, ktery strhuje formalni bezprostrednosti a spontdnnimi projevy radosti,
kdyz zdlraziuje smyslovy Zivot a navrat k prirodé. Tamav film je vysostnym
kinematografickym prostorem, ktery, rozbity do mnoha kapitol, nekonvenéné
nahlizi &eskou soucasnost. Uvodni politicka groteska o volbé prezidenta je pre-
hlusena extatickym tékanim filozofujicich (a pabitelskych) fragmentd, obtaceji-
cich se okolo hledané osy Zivota a svéta, a pfedevsim niternymi obrazy, plnymi
barevné predmeétnosti i libezného humoru, které se povznaseji k ciré poezii.

Spolecnd schiize doini a horni komory parlamentu zrychlené poskakuje, vzd-
péti praska sloZzené kvétenstvi, parezy mluvi a voda i trdva jsou blizko nasim
vlastnim télum. Zda se, Ze vidina skutecnosti miize byt volné preskupovdna,
nebot nestdlost je energii tohoto filmu, z néjZ nenaddle a prudce vypaddvaji
obrazy, které chtéji obsdhnout vsechny aspekty moderniho Zivota a nakonec
pohlcuji samy sebe. RezZisér vidi civilizaci, pfirodu i ¢lovéka v neustdlych pro-
meéndch, v atomistické jednoté lidského okamziku a vécnych zZivld, v jednoté
zmény a trvdni. UZas z pfirody se snaZi postihnout dynamikou bdsnickych
obrazti instinktivni metafori¢nosti, v nichz se prolind védomi a podvédomi,
svét viemi a vize. Osvobozujici proces tvorby vrcholi v kaskdddch asociativ-
nich zretézeni, kdy rezZisér rozklddd celek na zdkladni tvary a véemi prostredky
se snazi obsdhnout vnitrni podstatu véci, jevi a citd. K neustdlé zméné patri
i dojem jisté nehotovosti, ci, presnéji, neukoncenosti. Autor mluvi o koncertni
verzi filmu - pristé tedy maze byt film zahran dplné jinak.



This film by Radek Tima (titled Untitled) is a modern lyrical experiment that is
fascinating for its formal immediacy and spontaneous expressions of joy when
it is emphasizing the sensual aspects of life and a return to nature. Tama's film
is a sovereign cinematographic space, which, broken up into many chapters,
takes an unconventional look at contemporary Czech society. The opening
political grotesque on the election of the President is drowned out by the
ecstatic ramblings of philosophising (and chattering) fragments turning on the
sought-out axis of life and the world, and especially the inward-looking images
full of colourful objectivity and charming humour that is elevated to the level
of pure poetry.

A joint session of the upper and lower chambers of Parliament jumps quickly
about, and soon the composite inflorescence snaps, the lumps of wood speak
and water and grass are close to our own bodies. It seems that a vision of
reality can be freely associated, as restlessness is the energy of this film, from
which images appear suddenly and swiftly intending to occupy every aspect
of modern life and in the end subsume themselves. The director views civili-
sation, nature, and man in constant flux, in the atomic unity of the human
instant and the eternal elements, in the unity of change and duration. He
attempts to capture the wonder evoked by nature through the dynamics of
poetic images of instinctive metaphor, in which the conscious and subcon-
scious and the world of impressions and visions intersect. The liberating
process of creation culminates in the cascades of associative links, where the
director dissects the whole into its basic forms and by every means tries to
comprehend the internal essence of things, phenomena, and senses. The con-
stant flux in the film also includes the impression of its incompletion, or more
exactly of it being unconcluded. The author speaks about a concert version of
the film - next time the film can be played completely differently.
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Ceska dokumentaristka Kristina Vlachové natocila v produkci slovenského
Ustavu paméti naroda stfedometrazni snimek z cyklu Zlo&iny nacismu a komu-
nismu, ktery Ii¢i osudy Zidd ze slovenskych Medzilaborct. Zde Zily komunity
hali¢skych Zida, ktefi na Slovensko pisli uz v 18. stoleti. Samostatny Slovensky
stat pristoupil pod vlivem Treti Fise k omezeni prav a svobod obc¢an( Zidovské
narodnosti. Zvracena teorie krve a rasy s sebou prinesla i tzv. arizaci, prebirani
majetku Zid@ Slovaky. V bFeznu roku 1942 zacaly ze Slovenska odjizdét prvni

transporty do koncentracnich tabord...

Uz naladéni dobovych slovenskych filmovych tydenik( je klicem k situaci.
Vedle vnéjsi pritomnosti rise s jejimi poZadavky na konecné reseni Zidovské
otdzky nastupuje systém domdci organizace, stdtni a cirkevni svévole, které
se aktivné ucastnila velkd cdst obyvatel Slovenska. Arizdatori verili, Ze s pre-
vzetim majetku Zidii odeslanych na smrt ziskdvaji moc, kterd je etnickou
vysadou - zavist méla byt nahrazena panstvim. Slovensky reZim, ktery podlehl
ndrodovecké zdavrati, napodoboval jedndni némecké fasistické moci, kterd
ovsem nebyla urcujici, ale inspirujici. Groteskni prvek je v tomto kopirovadni:
Slovdci se v ocich Némcii chtéli stat svidnymi Slovany. Z vdécnosti k nim

v roli svobodnych fasisti prehrdavali, aby je oslnili, a dokonce jim za své truch-
livé vystoupeni platili - 500 FiSskych marek za kaZdého deportovaného Zida
(v drednim jazyce $lo o tzv. poplatek za usidleni). O osudu Slovdkt a Zidu
nakonec musely rozhodnout bitvy vedené predevsim nékym jinym. Jakd ironie,
Ze nékteré ndrody stdly po vdlce na strané vitézi. Zvlasté ty, které svoji ziska-
nou svobodu zneuZily k tomu, aby o ni pripravily druhé.



In the production of the Slovak Nation's Memory Institute a Czech documen-
tary filmmaker Kristina Vlachovad made a medium-length film belonging to the
cycle Crimes of Nazism and Communism, describing fates of hundreds of Jews
from the Slovak town of Medzilaborce - the home of Jewish communities that
came to Slovakia from Halitch in 18th century. Under the influence of the Third
Empire, the independent Slovak state acceded to curbing rights and freedom
of citizens of Jewish nationality. The perverted theory of blood and race brou-
ght about also so-called “arization” - Slovaks taking over the property of Jews.
In March 1942, first transports heading for concentration camps started leaving
Slovakia ...

The atmosphere of the Slovak newsreels at that time is the first key to the
situation. Besides the external presence of the Third Empire claiming the final
solution of the Jewish issue, there is a system of local organisation, despotism
of state and church, in which a great number of Slovak population took part.
The “arizators” knew that by taking over the property of Jews sent to death
camps, they get power, which is an ethnic privilege - envy was to be replaced
by domination. The Slovak regime which gave way to the nationalistic agony
copied the behaviour of the German fascists power, which, however, was

not determining but inspiring. The grotesque element lies in the copying: the
Slovaks wanted to become seductive Slavs in the eyes of the Germans. Out of
gratefulness they played their role of free fascists in order to appeal to them,
paying them at the same time for their mournful performance - 500 imperial
marks for each deported Jew (officially this was called a settlement fee). The
fate of Slovaks and Jews had to be decided by battles fought by other nations.
What an irony that some of them were on the side of the victorious nations.
Those in particular that exploited their freedom to deprive the others of it.
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Cesky architekt Jan Kaplicky emigroval v roce 1968 do Londyna, kde o de-
set let pozdéji spoluzalozil studio Future Systems, rozvijejici vizi budouci
architektury. Future Systems byla jedinou britskou architektonickou
kancelari, ktera pracovala pro NASA. Specifickd zkusenost s praci pro
kosmicky vyzkum vcéetné znalosti materialli i technologii ovliviuji dodnes
Kaplického dilo, které ziskalo fadu prestiznich ocenéni. Snimek nataceny
v Cesku a Velké Britanii spojuje tviircovy diléi vypovédi s étenymi Gvahami
z jeho autobiografické knihy Confessions.

Zluty plastovy model budouciho domu, zacdtek tvaru. Pokracovdni tvaru
bilanci lidského Zivota v retrospektivnim pohledu budov a staveb, kdy

Jje materidl povoldn filmem, aby odrdZel tvirci aktivitu jednoho muZe,
Jjehoz Zivot se rozptylil v kovu. Zdkladni situace vypraveni je z hlediska
vnéjsi déjovosti zcela statickd, nebot to podstatné a reliéfni se odehrdva
na povrchu samotnych véci, v monologu designu, ktery je svébytnym
vyrazem formy lidského kondni, a proto nabyvd symbolickych rysa.
Architektura staveb a jejich konecnd struktura se stdvaji pojivem pribéhu,
samy vytvdreji entity, jako je ego a osobnost, a diky védomi filmu vyprad-
véji na pozadi slov dalsi verzi osudu ceského emigranta. Tvar véci zavr-
Suje to, co nemdiZe byt vysloveno reci - samopohyb architektury eliminuje
cas, aby si clovék uvédomil svoji filmovou vécnost. Mysleni architekturou
se tak stdva ramcem, do néjZ se vpisuje vyznam dokumentu navzdory
konvencnimu jadru uctivého portrétu vyjimecné osobnosti.



The Czech architect Jan Kaplicky emigrated to London in 1968 and ten years
later he co-founded the studio Future Systems, where he elaborates visions
of future architecture. Future Systems was a British architectural agency that
worked for NASA. Its unique experience in working on space research and

its relevant knowledge of materials and technology continues to influence
Kaplicky’s work, which has won a number of prestigious awards. The film was
shot in the Czech Republic and in the UK, and it combines the artist's com-
ments with readings from his reflections included in his autobiography titled
Confessions.

A yellow plastic model of a future home, the beginning of form. The progress
of form through the balance of human life in a retrospective view of buildings
and structures, where the material is summoned by the film so as to reflect
the creative activity of one man, whose life is dissolved in steel. The basic set-
up of the narrative is entirely static in terms of external action, as what is rel-
evant and palpable takes place on the surface of the things themselves, in the
monologue of design, which is a unique expression of human effort in form,
and it therefore acquires symbolic features. The architecture of buildings and
their ultimate structure become the thread of the story and themselves give
shape to such entities as the ego and personality, and thanks to the aware-
ness of the film another version of the fate of this Czech emigrant is related
in the background to the words. The form of a thing completes what cannot
be expressed in words - the self-action of architecture eliminates time so that
man is able to realize his immortality in film. Thinking through architecture
thus becomes the framework within which the significance of the documen-
tary is inscribed, despite its conventional core as a reverential portrait of an
exceptional individual.
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film@post.cz

Rastafariani v Etiopii oslavovali tfiasedmdesaté vyroc¢i korunovace posledniho
etiopského cisare, Haile Selassieho (Ras Tafari), kterého povazuji za ztéles-
néni Boha a spasitele afrického lidu. Rastafariani, kteri nejcastéji pochazeji

z Karibiku, Spojenych statu a Velké Britanie, zacali do Etiopie prichazet v roce
1955, kdy se Haile Selassie rozhodl vénovat pét set hektart pady kazdému
Afri¢anovi, ktery se bude chtit vratit tam, odkud byli kdysi jeho predkové
odvleceni do otroctvi. Darovana tuzemi se nachazeji v malém jihoetiopském
mésté Shashemene a pro Rastafariany, kteri se tam usadili, predstavuje novy
zivot v Etiopii napInéni jejich viry.

Marihuana je trdvou moudrosti, svatou rostlinou, kterd otevird dusi pfi indi-
vidudlInich nebo skupinovych meditacich. Za duchovni potravu ji povazuji
Rastafariani, hnuti cernych, kteri jsou na svij pivod pysni. Po stovkdch let
utlaku ocekavaji, Ze se svét bilych lidi, jejich Babylon, zhrouti. Duch vzpoury
svérdzného ndbozZenského systému ale oslovuje i bilé, zpivand vira se stala
predmétem kultu a vyjadrenim vztahu clovéka k moderni civilizaci. Film Petra
Zahrdadky je v ceském dokumentu vyjimecnym c&inem cesty, ktery ukazuje
novou geogrdfii extdze a viry. Cesta jesté neni jejim prijetim, ale postupnym
ocistovanim oddeélujicim pravé od nepravého. Rastafaridni bez pozemskych
statkd zpivaji jasavé hymny a snimek tuto silu zprostredkovdvd. Rezisér o ni
nepochybuje, vi, Ze tyto citové proZitky nelze pomérovat reflexi, vzeslou z ji-
ného kulturniho prostredi. O to vice jej zajimd zdroj pospolitosti a o to méné
ulpiva na povrchu - odmitd exotiku, nebot africkd zkusenost je piivodnim
zdzitkem existence bojujici o preziti. | proto ve filmu rezonuji dozvuky kolo-
nialismu, vrytého do kolektivniho podvédomi téch, pro néz byla vira také
revoltou.



Rastafarians in Ethiopia celebrated the seventy-third anniversary of the crown-
ing of the Ethiopian emperor, Haile Selassie (Ras Tafari), who they consider
to be God incarnate and the saviour of the African people. Rastafarians, who
most often come from the Caribbean, the United States, and Great Britain,
began arriving in Ethiopia in 1955, when Haile Selassie decided to set aside
five hundred hectares of land for every African that wants to return to the
place from where their ancestors were dragged away into slavery. The land

is located in a small southern Ethiopian town called Shashemene and for the
Rastafarians who have settled here their new life in Ethiopia represents the
culmination of their faith.

Marihuana is the grass of wisdom, the sacred plant that opens up the soul in
individual or group meditations. It is considered to be the spiritual food of the
Rastafarians, a movement of blacks with a proud awareness of their origin.
After hundreds of years of oppression they expect the world of white people,
their Babylon, will collapse. However, the spirit of revolt in this independent
religious system also appeals to white people, and this sung faith has become
the object of a cult and an expression of the relationship of man to modern
civilisation. This film by Petr Zahrddka is, in the sphere of Czech documentary
work, a unique journey revealing a new geography of ecstasy and faith. The
Journey is not its acceptance but a gradual purging that separates true from
false. Rastafarians without land sing jubilant hymns and the film conveys this
strength. The director does not question this strength, he knows that these
emotional experiences cannot be measured in reflections and they emerge
from a different cultural environment. The more interested he is in the source
of this unity the less it sticks to the surface - he rejects exoticism, as the
African experience is the original experience of existence struggling for surviv-
al. This is also why the film resonates with the echoes of colonialism, inscribed
in the collective subconscious of those for whom faith was also a revolt.
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TVAR MESICE
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info@scarabeefilms.com | www.scarabeefilms.com

Druhy dil trilogie, vénované moderni Indonésii, ¢tvrté nejvétsi zemi svéta

s prevazné muslimskym obyvatelstvem. Vdova - krestanka - se synem a vnuc-
kou islamského vyznani prezivaji v socialnim a politickém chaosu metropole
statu, ktery sedm let po padu diktatury stale vice ovladaji sily fundamentalistic-
kého islamu. Svar mezi krizem a pilmésicem se tak odviji na ptdorysu rodin-
ného dramatu. ReZisér vyuziva metody primého kina, kdy se kamera intuitivné
pohybuje v situaci; jeho autorské pojeti ,jednorazového filmu” (single-shot

cinema) je vyznamnym prispévkem souc¢asnému dokumentu.

Vyklizeny drevény dim s rozebranym krovem, dim, ktery Ize odnést. Kostru
domu uchopi desitka muzd a jakoby v transu jej odndsi. Stéhovdni je scénic-
kym obrazem konfliktu matky a syna, které rozdilnd vira zarazuje do odlis-
nych spolecenskych kruhti - i v prendseni obydli se odrdzi neddvnda historie
zemé tisice ostrovi. Cizinec vstupuje do kolektivniho podvédomi krajiny, ale
Jako prislusnik ndroda byvalych kolonizdtoru je také jeho soucdsti, predsta-
vuje mentalitu, kterd se podilela na jeho strukturovdni. ReZisérovy vrozené
vzpominky jsou zkuSenosti, kterd mu umoZzriuje pozndvat a zprostredkovdvat
urcité situace a predstavy, souvisejici s kolektivni paméti a udaji, ndleZejicimi
casto do sféry mytologie. Tomu odpovidd i magicko-realisticky jazyk filmu,
Jjakdsi esencidlni gramatika pocitd, viemi a gest, kterd zvnitiriuje exotiku, Ze
se s ni dokdzeme identifikovat a citime ji uvnitr sebe samych. Tato senzibilita
dovoluje rozvijet snimek v reflexich situaci, vstoupit do vnitiniho svéta Zeny,
Jjejiz Zivot, v némz je stdle nucena volit, at uz mezi setrvanim a ndvratem ci
mezi synem a virou, nakonec transcenduje v nadéji.



The second part of a trilogy dedicated to modern Indonesia, the fourth largest
country in the world, with a predominantly Moslem population. A Christian
widow with her Moslem son and granddaughter struggle to survive in the
social and political chaos of the capital of a state which - seven years after
the fall of the dictatorship - is increasingly controlled by Islamic fundamental-
ists. The conflict between the cross and the crescent thus unravels as a family
drama. The director applies the methods of direct cinema, where the camera
intuitively finds its way through the situation; his creative approach of “sin-
gle-shot cinema” is a significant contribution to contemporary documentary
filmmaking.

An empty wooden house, with a dismantled roof, a house that can be carried
away. Ten men lift the framework of the house, and as if in a trance carry it
away. Moving the house is an image representing the conflict between mother
and son, whom their different faith inscribes in diverse social circles - and
physically carrying the dwelling away, too, reflects recent history of the land
of thousand islands. The stranger enters the collective unconscious of the
landscape, but as a member of the nation of the former colonizing power he
is also part of it, representing a mentality that had had its share in shaping it.
The director’s innate memories are experience that allows him to penetrate
and mediate certain situations and notions related to collective memory,

as well as often belonging to the sphere of mythology. The magic-realist
language of the film corresponds with this, a sort of essential grammar of
emotions, impressions and gestures that internalizes the exotic so that we
can identify with it and feel it within ourselves. This sensibility allows the film
to develop as a contemplation of situations, to penetrate the inner world of

a woman who is perpetually forced to make choices in her life, between stay-
ing or returning, between her son and her faith, eventually transcending them
into hope.
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V |été 2002 cestovali dva reziséri, Palestinec a Izraelec, po obrysu hranic, které
rezoluci ¢islo 181 v listopadu 1947 odsouhlasilo Valné shroméazdéni OSN. Podle
ni mél na tzemi britské mandatni Palestiny vzniknout lzrael a arabsky stat.

To ale striktn€ odmitly arabské zemé, pro rezoluci nehlasovaly a navic nové
vytvoreny stat napadly. Na druhé strané€ provazelo vznik Izraele ¢asto nasil-

né vysidleni stovek tisic arabskych obyvatel. V rozlehlém, dvé sté sedmdesat
minut dlouhém epickém dokumentu se fiktivni hranice stava osou ddsledného
praniku do fyzické a duchovni reality Gzemi, ktery v mimoradné sifi ukazuje
vSechny odstiny soucasné situace.

Nefilmovy detail: Francouzské ministerstvo kultury se zasadilo o zruseni
promitani filmu na parizské prehlidce dokumentdrnich filmd Cinéma du

Réel. Ve sdéleni tisku, které vydalo ministerstvo spolecné s Centre Pompidou
a Bibliothéque Publique d Information, se uvadi, Ze snimek mdze provokovat
intenzivni emoce zvldsté mezi témi, kdo maji strach z antisemitskych a proti-
Zidovskych ndlad ve Francii, a ddle, Ze film miZe navodit nepratelské postoje
k Izraeli. ReZiséri filmu oznacili akt cenzury za skanddlini. Na jejich stranu

se postavili mj. rezZisér Jean-Luc Godard a filozof Etienne Balibar. Rozsdhlé
tuzemi filmu nabizi bezpocet vykladi a stejné mnoZstvi dezinterpretaci. Vzdy
ale pdjde o dilci ¢teni této socidlné-politické sondy filmem, ktery ubihd na
ceste, pozoruje, ale situace neiniciuje ani nekomentuje. Stav véci na tdzemi
obyvaném dvéma zneprdtelenymi stranami nevnimd jako fenomén, ktery se
v riiznorodych interpretacich stal Sablonou, podle potreby prikladanou na
konkrétni uddlosti. Autori naopak chtéji situaci porozumét zevniti, pohybem
v prostoru, aniz by usilovali o typizaci, o vseobecnou platnost, aniz by popira-
li, Ze nékdo jiny mize mit zkusenosti zcela odlisné.



In the summer of 2002, two directors, a Palestinian and an Israeli, travelled
along the borders established in November 1947 by the UN General Assembly
in Resolution No. 181. According to this resolution, Israel and an Arab state
were to come into existence on the territory of the former British mandate of
Palestine. This was adamantly rejected by Arab countries, which voted against
the resolution and even attacked the newly formed Israeli state. On the other
side, the founding of Israel was often accompanied by the forced expulsion of
hundreds of thousands of Arab inhabitants. In an expansive 270-minute epic
documentary these fictive boundaries become the axis for a comprehensive
foray into the physical and mental reality of this land, a film that in exceptional
breadth draws attention to all the nuances of the current situation.

An extra-film detail: The French Ministry of Culture attempted to have the
film’s screening cancelled at the Paris documentary film festival Cinéma du
Réel. A press release issued by the Ministry together with Centre Pompidou
and Bibliothéque Publique d’Information suggested that the film might
provoke intense feelings especially among those concerned about the anti-
Semitic and anti-Jewish atmosphere in France, and it was also suggested that
the film could evoke negative sentiments towards Israel. The film’s directors
described this move as scandalous, and they were backed among others by
the director Jean-Luc Godard and the philosopher Etienne Balibar. The broad
territory the film covers offers a countless number of individual interpretations
and an equal number of misinterpretations. It is at all times, however, a par-
tial reading of this socio-political exploration through film, which unfolds

en route, observes, but never initiates or comments on a situation. The state
of affairs in a land inhabited by two antagonistic sides is not perceived as

a phenomenon that in varied interpretations has become a cliché, applied
where necessary to specific events. On the contrary, the authors’ intention

is to understand the situation from within, moving through space, without
attempting to typologize or generalize, and never denying that someone else
may have an entirely different experience.
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V gruzinském udoli Borjomi lezi vesnicka Sakire. Gruzinci tuto oblast vnimaji
jako kulturni dédictvi, je tu narodni park a svétové proslulé jsou mistni mine-
ralni prameny. Voda, ktera se z nich staci a vyvazi jiz od devatenactého stoleti,
vyrazné ovliviiuje ekonomiku zemé. Pres udoli mé ale vést giganticky ropovod
z azerbajdzanského Baku do tureckého Ceyhanu. Stavba pfijde na tri miliardy
dolarC a hlavni ¢ast zaplati britska spole¢nost BP. Ta slibila vyplatit nahra-

du skody vesnic¢anm, pokud svoli, aby pres jejich tzemi vedlo potrubi. Ale

v postsoveétské republice je skoro nemozné urcit, kdo co vlastni. Navic velka
¢ast obyvatel vnima ropovod jako bajného draka, s nimz museji svést boj.

Pohddka o boji se zlem v sobé ale nese paradoxni poselstvi - lidé ze zemé
suzované chudobou, separatismem a neklidnymi kavkazskymi hranicemi vni-
mayji jako nebezpeci, které ohrozuje jejich identitu, poloZeni ropovodu, ackoli
zahranicni spolecnost chce pozemky radné vykoupit a nabizi dalsi vyrovndni.
Situace se od té v Azerbdjdzdnu - viz Zdroj Martina Marecka - lisi tim, Ze

v Gruzii nejde o vyprodej ndrodniho majetku a budouci profit Gzké skupiny
lidi, ale o umoZnéni prepravy ropy. Vedle znameni globalizace, kterd casto
skutecné znamend dobyti izemi (zde konkrétné pretnuti krajiny se vsemi eko-
logickymi ddisledky), ukazuje zdpas o ropovod také chaos a nestabilitu sou-
casné gruzinské spolecnosti. Jde totiz o krystalizaci verejného Zivota, o perma-
nentni proces utvdreni obcanské spolecnosti, kterd je jistou zdrukou svobody,
nebot se dokdze uplatnit jako korektiv vykondvdni moci a panstvi. Nejde jen
o krdatkodechy odpor proti statnimu apardtu ¢i firmdm, silnéjSich nez stadt, ale
o prubézné vykondvdni moci v pluralité organizovanych soukromych zajmd
pod vzdjemnou kontrolou.



In the Georgian valley of Borjomi is the village of Sakire. Georgians view this
region as their cultural heritage. There is a national park located here, and
the local mineral springs are of world renown. The water that is drawn and
exported from them has played an important role in the economy since the
nineteenth century. However, a giant oil pipeline from Baku in Azerbaijan to
Ceyhan in Turkey is planned to run through the valley. Its construction will
costs three billion dollars, the main part of which is to be paid by the British
company BP, which has also promised to reimburse the villagers for financial
damages if they give approval to laying the pipe through the valley. However,
in this post-Soviet republic it is almost impossible to determine who owns
what. Moreover, large parts of the population view the oil pipeline like a fa-
bled dragon that it must be done battle with.

The fable of the fight against evil also conveys a paradoxical message - peo-
ple in a land stricken by poverty, segregation, and with the turbulent borders
of the Caucasus view the laying of the pipeline as a threat to their identity,
even though the foreign company wants to properly purchase the land and is
offering additional compensation. The situation differs from the situation in
Azerbaijan (see Source by Martin Marecek) in that for the Georgians it is not
an issue of selling national property or of future profits for a narrow group of
people, but of enabling the transport of oil. Alongside the signs of globalisa-
tion, which often genuinely means the conquering of a territory (here the sun-
dered landscape and the related ecological consequences), the conflict over
the oil pipeline also slows the chaos and instability of contemporary Georgian
society. It is about the crystallisation of public life, the permanent process

of shaping civil society, which is some guarantee of freedom, as it serves to
check the execution of power and domination. This is not just a short-lived
resistance to state apparatus or business interests, stronger even than the
state, but is an ongoing exercise of power in a plurality of organised private
interests under mutual control.
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V roce 1967 zacala ve Stockholmu skupina intelektuald, vedena filozofem
a nositelem Nobelovy ceny Bertrandem Russellem, se sérii vyslechl svéd-
k& americké agrese v severnim Vietnamu. Tzv. RusselQv tribunal, jehoz
¢leny byli také Jean-Paul Sartre a némecky dramatik a déjepisec avant-
gardniho filmu Petr Weiss, chtél i za cenu drastickych vypovédi ukazat
svétu obéti valky a obvinit Spojené staty. Snimek, v némz rezisér vyuzil
materialu kdysi nata¢eného pro Svédskou televizi, pfipomina i kontroverz-
ni prijeti intelektualni akce véetn€ proamerickych demonstraci.

Popdlend zajizvend kiiZe, se kterou se clovék probouzi, aniZ by vstal

z mrtvych. AZ nepatricné pisobi v chladném sdle nejisty muZ, kterého
nechali povolat, aby tisice kilometri od domova svédcil hlavné svym zne-
tvorenym télem. Nakonec bude zahalen precizné formulovanym textem,
stane se prilohou intelektudini konstrukce, jeZ valku ozdri jen z jedné stra-
ny, aniz bychom o ni chtéli rict, Ze byla nevyznamnd. Ale film je vyznam-
ny i tim, Ze se divd stdle tim prvnim pohledem, ktery pokracuje porad dal
a dal az k Russellovym ocim. Pro anglického logika, matematika a paci-
fistu, ktery béhem prvni svétové vdlky za svoje postoje stravil pil roku ve
vézeni a ktery se v obdobi komunistického teroru angaZoval i v procesu

s Ceskou Miladou Hordkovou, byla filozofie jenom ndstrojem, méla kldst
metafyzické otdzky, nikoli na né odpovidat. Tak se i spdlend kiZe stala
nejnizsi jednotkou zkoumdni, zaplnila verejny prostor a verejny cas, stala
se spolecenskou uddlosti a jako takovd vstoupila do soukromého casu
osobni paméti, aby rozevrela pojem pozndni (pravdivé viry), zahrnujici
vse, co Ize povaZovat za nejisté.



In 1967 a group of intellectuals in Stockholm, led by the philosopher and Nobel
prize winner Bertrand Russell, opened a series of hearings of the witnesses

of American aggression in northern Vietnam. The so-called Russell Tribunal,
among whose members were also Jean-Paul Sartre and the German playwright
and avant-garde cinema historian Peter Weiss, wanted to show the world the
victims of the war even at the cost of drastic testimony, and to point an accus-
ing finger at the US. Here the director uses footage he once shot for Swedish
television; the film comments also on the controversial feedback of this intel-
lectual event, including pro-American demonstrations.

Scorched and scarred skin with which one wakes without rising from the
dead. In the cold hall, the insecure-looking man, whom they had summoned
thousands of miles away from home in order to give testimony primarily
with his disfigured body, appears almost out of place. Eventually he will be
shrouded in an elaborately articulated text, becoming a mere appendix of
an intellectual construct, illuminating the war from one angle only - not that
it is insignificant. What makes the film significant, however, is that it forces
the viewer to continue looking with that first view, on and on, all the way

to Russell’s eyes. For an English logician, mathematician and pacifist, who
spent six months in jail for his views during the First World War, and who
during the period of Communist terror became actively engaged in the trial
of Milada Hordkovd - Czech SHORT DEFINITION, philosophy was a mere
instrument - it was expected to pose metaphysical questions, not to answer
them. Thus even scorched skin became the smallest unit in inquiry, it filled
public space and public time, it became a social event and as such penetrated
the private time of personal memory in order to open up the notion of knowl-
edge (true faith), including all that can be considered uncertain.
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Vizualné opulentni snimek o tajné smlouvé mezi plavcem a vodou. Mlada
finska zavodni plavkyné Sirja Luomaniemiova se ve snu setkavéa s nejrychlejsi
plavkyni svéta, Svédkou Theresou Alshammarovou, a zavodi s ni. Netradi¢éné
pojaty dokument predstavuje zavodnice jako metaforické postavy, které se
nofi do médniho metadokumentu, jenz jakoby pohlcuje sdm sebe v dokona-
lych obrazech na mezni ploSe mezi vodou a filmem, mezi zrcadlem a zrcadlem.
Snimek je druhym filmem rezisérovy vodni trilogie; prvni film série, vénovany
finské legendé ve skocich do vody (Hyppaaja, The Diver, 2000), uvedl jihlavsky
festival v roce 2001.

Krdsnd, velmi subjektivni deskripce ¢lovéka a vody v obrazech télesné sily roz-
bijejici hladinu; misty se zdd, jako by Zeny plavaly nad vodou. llustrace vod-
niho rysu lidského védomi v umélém rdji dokumentu, iluminujicim designové
obrazy reklamy, tuto dominujici vizudlni zkusenost soucasnosti. Rezisér polozil
rovnitko mezi vodu a film. Ukdzal, Ze voda dostdvad tvar filmem, a naopak
film je ji podminén a urcen. Splyvani odhaluje symbolickou povahu jazyka,
kdy symbol neni obraz, ale skutecnd pluralita smysld. Film se tak stdva dobro-
druZstvim, v némz prestdva existovat protiklad redlného a imagindrniho, stej-
né jako dualismus fikce a dokumentu. ReZisér nam nabizi lidské télo jako pro-
strednika diskursu bez zacdtku a konce, télo, které v dokumentaci odhaluje
sebe sama jako fikci. Kraul je proménlivy pohyb, jehoZ rizné fdze odpovidaji
stridavym stavam védomi, od soustredeéni k vyboji, s mnoZstvim prechodd,
ndhlych zlomi a zrcadleni, v nichZ hraji roli obrazy a sny, hladina a krajina

v ni, detaily ruchu bazénu stejné jako utrzky myslenek, pociti. Nositelem téch-
to déju je sam divdk, ktery se v jednoté vody a filmu musi sém vydat na cestu
za vyrazem moderniho dokumentu.



A visually opulent film about a secret pact between a swimmer and water. The
young Finnish competitive swimmer Sirja Luomaniemi meets in a dream the
fastest woman swimmer in the world, the Swede Therese Alshammar, and
races with her. This uniquely conceived documentary presents the competi-
tor as a metaphorical figure, immersing itself in a stylish meta-documentary,
which appears to engulf itself in the perfect images at the interface between
water and film, between mirror and mirror. The film is the second in the direc-
tor's water trilogy; the first film in the series, devoted to a legendary Finnish
diver (Hyppaaja, The Diver, 2000), was presented at Jihlava IDFF in 2001.

A beautiful and very subjective description of man and water in images of
physical force that cut through the surface; in places it appears as the though
the women are swimming on water. The aquatic aspect of human conscious-
ness is illustrated in the documentary’s artificial paradise with illuminated
advertising designs, which are the dominant contemporary visual experience.
The director has drawn an equal sign between water and film and has dem-
onstrated how the water acquires the form of film while the film conversely

is conditioned and determined by water. The fusion uncovers the symbolic
nature of language, where a symbol is not an image but the actual plurality
of meanings. The film thus becomes an adventure in which the real and the
imaginary cease to be opposites, and the dualism of fiction and documentary
is demolished. The director offers us the human body as a medium of dis-
course without beginning or end, the body that in the documentary reveals
itself as fiction. The crawl stroke is a fluid, changing motion, its various phas-
es corresponding to the alternating states of consciousness, from concentra-
tion to aggression, with numerous transitions, sudden breaks, and reflections
in which a role is played by images and dreams, the surface and landscape
therein, details of the commotion of the pool like scraps of thoughts and feel-
ings. It is the viewer through which these goings on are conveyed and who in
the unity of water and film must embark on a journey into modern documen-
tary expression.
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BERLIN BEIRUT

NEMECKO, LIBANON 2004
BAR | BETA SP | 23°

REZIE: MYRNA MAAKARON
SCENAR: MYRNA MAAKARON
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info@berlinbeirut.de | www.berlinbeirut.de

Berlin a Bejrat - nazvy obou mést maji po dvou slabikach a Sesti pisme-
nech, ob& mésta byla ponicena valkou a obsazena, rozdélena a znovu
vybudovana. Dodnes se v nich mluvi o vychodni a zapadni ¢asti a lidé si
stale pamatuji, kudy vedly hranice. Lyricka esej libanonské rezisérky, zijici
v Némecku, ukazuje v paralelni skladbé ¢asto stylizovanych obrazi dilci
vyjevy z obou mést, které se spole¢né s osobnimi vzpominkami, pribé-
hy a tihou minulosti spojuji v jedno filmové mésto, obyvané rezisérkou,
misto, v némz novy domov splyva se starou vlasti.

RezZisérka nasedd do bejrutského taxiku, ktery ji vysadi na berlinském
Potsdamer Platz. Jako je rozdilnost predmétem vypraveni, tak je spo-
Jitost tématem poetické eseje s pohddkovymi prvky. Autorka prochdzi
modernim velkoméstem, dotykd se jeho véci, vSech vzkazi z ddlky, které
prekondvda ironii a sebeironii. Vzddlenost je ozvénou, echem a refrénem,
urcuje ndladu rdznych darovni filmu, je stdle pritomnd v citovych polo-
hdch obrazovych pozndmek a vsuvek z vsedniho Zivota barevnych Ctvrti
a predmésti. Prani zit v krajiné podle své volby umoZzriuje v dilcich déjich
a situacich spojit dvé mésta v jedno a z materidlu mést takto spojenych
stvorit lyrické skupenstvi filmu. Louceni a odjezd stejné jako ndvrat znovu
prevypravuji v riznych obméndch skutecné setkani s obéma mésty bez
rozdilu mezi tady a tam, nebot fantazie je télem, které prochdzi ulicemi,
je okem, zachycujicim krdtkost okamziku, v némz neopakovatelné gesto,
zvuk nebo dialog jediné scény stvori prchavou krdsu, kterd prekond pocit
exilu a bezdomovi, ackoli vime, Ze probihd prave ted a jen jedenkrat.



Berlin and Beirut - names of both cities have two syllables and six letters, they
were both destroyed by the war and occupied, divided and rebuilt. Until today
people still say ,East and West” in both cities and they remember where the
borderlines were. In the parallel composition of often stylized images, a lyrical
essay made by a Lebanese director now living in Germany shows partial
scenes from both cities, which together with personal memories, stories and
the weight of the past are joined in one film city where the director lives, the
place where her new home blends with her old home country.

The director gets on a taxi in Beirut, and gets off at Potsdamer Platz in Berlin.
And as the differences are the topic of the story, the cohesion is the topic of
the poetic essay with elements of fairy tale. The author passes through the
modern city touching its objects and all messages coming from far away get-
ting over them thanks to irony and self-irony. Distance is an echo, a refrain
determining the mood of the different levels of the film; it is omnipresent in
emotional situations of pictured notes and parentheses of everyday life in
colourful quarters and suburbs. A wish to choose the landscape for your life
makes it possible to unite the two cities in one in partial plots and situations,
and create the lyrics of the film out of the material of united city. Parting and
departure as well as coming back retell in different version the real encoun-
ters with both cities not making any difference between here and there,
because fantasy is a body walking through the streets, it is an eye capturing
the shortness of an instant, in which an unrepeatable gesture, sound or dia-
logue of a single scene creates an elusive beauty that can overcome the feel-
ing of exile and homelessness, though we know that it is here only now only
once.
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EVANGELIUM KREOLSKEHO PRASETE

HAITI, FRANCIE, USA 2004
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REZIE: MICHELANGE QUAY
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V roce 1804 zabili na Haiti otroci své pany a stali se svobodnymi lidmi. Po dvou
staletich je Haiti jednou z nejchudsich zemi svéta, kde je bida zdrojem exta-
tické viry, prozivané v krvavych ritudlech. Michelange Quay, absolvent studia
antropologie na univerzité¢ v Miami, natocil asociativni film, v némz chudi slavi
ve zpustoSeném pristavnim mésté Port-au-Prince. Kolonialismus pokracuje
globalizaci, otroctvi trva a rezisér nataci predpekli, aby biblickym jazykem
proklel soucasny svét v podobenstvi o neprekonatelné chudobé a nemoznosti
vyvézat se z poddanstvi.

K ritudlu patri hrdza, bolest, utrpeni a strach, ritudl spaluje nemoc, chudobu
a smrt. Je vnitinim proZitkem clovéka, ktery jeho prostrednictvim zdroveri vede
zdpas se silami, jimz v béZném Zivoté podléhd. Duchové se spojuji se zemi

a ziskdvaji absolutni moc. To, co se nezasvécenym miiZe jevit jako karneval,

Je jedinym skutecnym svétem téch, které stdle prondsleduje minulost otroctvi.
K jeho dédictvi patii nejen obviriovdni svéta, ale i to, Ze nepripadd v uvahu, Ze
by mohl byt uzpisoben také néjak jinak. Tryznénd téla patii mytu, nekonec-
nému vypraveni, které potrebuje protiklady. Lidé se stavaji zavislymi na jeho
obraze a existuji jenom diky nému. Podobné patri jazyku, kreolstiné, kterd
vzesla z kazdodennosti v dobé otroctvi. A neni viile, ktera by prolomila jazyk
a obraz. Mysticky proZivané otroctvi je utrpenim z trestu za dédicny hrich.
Jediné uvolnéni prindsi naivni vyraz bolesti, ndrek trpicich bytosti, ktery se
nese nad bédnym méstem. Je to vzpoura protrpénim, odevzdanosti, pokornym
prijetim stavu véci.



In 1804 the slaves in Haiti killed their owners and became free people. Two
centuries later, Haiti is one of the poorest countries on earth, where this pov-
erty is a source of an ecstatic faith experienced in blood rituals. Michelange
Quay, who studied anthropology at Miami University, has shot an associative
film showing the poor celebrate in the devastated port town of Port-au-Prince.
Colonialism continues in globalisation, slavery endures, and the director films
this limbo in Biblical language to curse the contemporary world of insur-
mountable levels of poverty and the impossibility of escaping from bondage.

Horror, pain, suffering and fear are all a part of ritual; ritual incinerates ill-
ness, poverty and death. It is the internal experience of man, who by means
of ritual wages battle with the forces that in regular life overcome him. The
spirits join forces with the earth and acquire absolute power. What may
appear to the uninitiated like carnival is the only real world of those who are
still pursued by a past in slavery. This legacy includes not only incrimination
of the world, but also the fact that there is no considering the possibility that
it could also be adjusted differently. Tormented bodies are a part of myth,

the endless narrative that demands extreme poles. People become dependent
on the image of the myth, and only exist thanks to it. It is also a part of the
language, Creole, which emerged out of the everyday existence in the time

of slavery. And there is not will strong enough to break through language
and image. Mystically experienced slavery is suffering as punishment for an
inherited sin. The only release is in the naive expression of pain, the lament of
suffering creatures, which is transported above the wretched city. It is a revolt
through suffering, resignation, and the humble acceptance of things as they
are.
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marnix@fortissimo.nl | www.fortissimofilms.com

Tibetsko-¢inskou hranici protina ,¢ajova stezka”, po které lidé a zvirata po
tisicileti prepravovali zbozi. Dodnes je nejvySe poloZenou a nejnebezpec-
néjsi obchodni cestou svéta, na niz karavany prochazeji etnicky, nabozen-
sky a kulturné rozmanitym prostiedim: z ¢inské provincie Junan stoupa

k tibetskym nahornim plosindm, po okraji Himalaji se staci do Nepalu,
aby pokracovala dal do zapadni Asie. Rezisér paté generace ¢inského
filmu Tian Zhuangzhuang sleduje cestu caje v Uchvatnych obrazovych
kompozicich, které usiluji uchopit svét univerzalnim vzmachem meditativ-
ni vypravnosti.

Stezka po uboci strmych hor je paméti kulturniho pocinstovdni Dalného
VWchodu, jediného sméru kulturniho pidsobeni, neustdlého pohybu Sireni
¢inského ndroda a jeho uzaviené a vyhranéné kultury do cizich oblasti.
+Neni nic jemnéjsiho a poddajnéjsiho pod nebem neZ voda, ale kdyZ atoci
na véci tvrdé a nepoddajné, tu ji nic neodold,” zni jedno z taoistickych
pozndni a podobné prosté a klidné plyne film cistych obrazd krajiny,
vznesenych licenim krdsy i v téch nejchudsich pomérech, nenucenych

v sile ndlady, v niZ se rozpousti ¢inské mysleni o svété, které tak nendsilné
a ucinné podemild zapadni pohled. Cesta nového cCinského filmu je ve své
viditelnosti a zjevnosti novou artikulaci zakouseni svéta filmem imanent-
né, bytostnou zkusenosti se svétem, jehoz pozndni umoZzriuje jen vnitini

a pokornd prislusnost k nému. Dalsi uméleckd variace na ¢lovéeka, skla-
néjiciho se pred velebnosti prirody, stoji v obrazech a formé na duchovni
podstaté cténi kosmickych pohybd, kdy prosté jevy viditelného svéta
nejsou prizracnymi, ndladovymi obrdzky, ale znaky prapodstaty vesmiru,
JejichZ prostrednictvim se zddni prolamuje k védomi vécnosti.



The Tibetan-Chinese border runs through the “tea route”, along which people
and animals have been transporting goods for thousands of years. To date

it is the highest situated and most dangerous trade route in the world, along
which caravans pass through an ethnically, religiously, and culturally diverse
landscape: from the Chinese province of Junan the route rises towards the
Tibetan uplands, along the edges of the Himalayas to Nepal, where it then
continues on into western Asia. A fifth-generation Chinese film director,

Tian Zhuangzhuang follows the tea route in enthralling visual compositions
attempting to grasp the world in the universality of meditative narrative.

The path along the steep mountain slopes is the recollection of the cultural
Sinicization of the Far East, a reminder of the only direction of cultural influ-
ence and the constant flow of the spread of the Chinese nation and its closed
and set culture into foreign areas. “Nothing is more subtle and more pliant
beneath the heavens than water, but when it turns on things hard and firm,
nothing can resist it”. So reads one Taoist wisdom, and the film's pure images
of the landscape flow similarly, exalted with the depiction of beauty in even
the poorest of circumstances, unforced in the strength of its tone, in which
Chinese thought about the world has been solved, so non-violently and
effectively eroding the western view. The path of new Chinese film, clear and
visible, is a new articulation of the immanent endurance of the world through
film and the essential experience of the world, knowledge of which enables
only an internal and submissive appurtenance to it. Another artistic variation
on man bowing down before the magnificence of nature is based in images
and form on the spiritual foundation of reading cosmic changes, where the
simple phenomena of the tangible world are not pellucid, erratic images, but
are signs of the primary essence of the universe, by means of which illusion
breaks through to a consciousness of eternity.
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SVLECENI ME MATKY

IRSKO 2003
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Venom Film
Andrew Freedman | Dublin

freedman@venom.ie

Provokativni kratkometrazni dokument je privatnim svédectvim o téle rezisé-
rovy matky, které, vidéno a pocitovano, odhaluje fyziognomii stari. Kamera
ddvérné svléka a prozkoumava obézni unavené télo. Film ale nese predevsim
citovy akcent. Vdova vzpomina na svého manzela, byla by nejradéji, kdyby se
dal vratit ¢as, vzlyka. Kamera tise spocine na jejich bosych nohach. Snimek,
natoceny na rezisérove rodné irské farmé, je kratkou skladbou o blizici se
smrti, o téle, v némz se uzavira pribéh ¢lovéka na tomto svété, a neni nic, co
by to mohlo zvratit.

Kdze bricha Zivota - blizici se smrt. V nécem jako by dokument dosel na
konec: svléknout vlastni matku, ukdzat jeji nahotu, kterd podléhd stari, a na-
bidnout ji jako placici predmét existencidlniho diskurzu nevyZaduje ani tak
velkou ddavku odvahy jako spisSe potlaceni citlivosti. K dokumentu ale nepatri
ohleduplnost, pouze schopnost myslet, kterd odvahu prekracovat hranice
dovede k vyznamnému pozndni. Evidence téla jako modelu zdniku ci ohledd-
vani vseho, co je pomijivé, zistane mrtvou hmotou, dokud bude registrovat
vse, co je predvidatelné, tedy dokud povisla kiZe bude ilustraci mysleni, na
némz se rezisér shodne s divakem;, toto vzdjemné potvrzeni je poprenim smys-
lu zazitku vidéni. K filmu patri nahota, kterd nikdy neodhali nic. Nahota jako
Jjev povrchu, ktery vse, co je vyznamné, skryvd. Nahota nesmi ukazovat, ale
musi zahalovat. Jediné zahaleni jako pricina nahoty ndlezi kinematografii.
Ostatni ukazovani, kdy se télo vystavuje na odiv a vyjadruje pouze sebe, je
pornografie a klam. Jisté, i pornografie ma svoji spekulativni hodnotu v obéhu
interpretaci.



This provocative mid-length documentary film is a private testimonial on the
body of the director’s mother, who, in a presence seen and felt, reveals the
physiognomy of old age. The camera intimately undresses and examines the
obese and exhausted body. But the film bears above all a sentimental tone.
The widow recalls her husband, would be happiest if she could turn back
time, and sobs. The camera silently sets out from her naked feet. The film,
shot at the director’s family farm in Ireland, is a short composition on the
approach of death, in which the story of one human being on this world is
coming to a close, and there is nothing that can change that.

The skin of the belly of life - approaching death. It is as though in something
the documentary reached its end: to undress one’s mother, expose her naked-
ness, which is succumbing to age, and present it like a weeping object of
existential discourse is not something that requires courage so much as the
suppression of feeling. But documentaries are not meant to be considerate,
they must only be accompanied by the capacity of thought, which leads cour-
age to transcend boundaries and reach significant understanding. The body
as evidence, like a model of decline, or the palpation of all this is ephemeral,
remains dead matter as long as it registers everything that is predictable,

as long as sagging skin is an illustration of thought, which is something the
director agrees on with the viewer; this mutual confirmation is refutation

of the meaning of the experience of seeing. Nakedness that reveals nothing
belongs to film. Nakedness is a superficial phenomenon, beneath a surface
that conceals everything significant. Nakedness is not meant to show but to
veil. Only veiling as a source of nakedness is part of cinematography. Others
means of showing, where the body is exposed for admiration and expresses
only itself, is pornography and deception. Of course, even pornography has
a speculative value in the cycle of interpretations.

IRELAND 2003

COL | BETASP | 6~

DIRECTOR: KEN WARDROP
SCRIPT: KEN WARDROP
PHOTOGRAPHY: MICHAEL LAVELLE
EDITING: ANDREW FREEDMAN
SOUND: RUTH TREACY

Venom Film
Andrew Freedman | Dublin

freedman@venom.ie

BEDEKR / BAEDECKER
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PRED ZAPLAVOU

CINA 2005 O
BAR | 35 MM | 150~

REZIE: YAN YU, LI YIFAN
KAMERA: YAN

STRIH: LI YAN

ZVUK: LIANG MANG, LI ZI

Fan & Yu Documentary Studio

143 Sichuan Fine Art Institue | 400053 Chonggqging,
Sichuan | Cina

Tel: +861 36 3839 0181 | Fax: +861 08 5964 606
lyf6653@yahoo.com.cn

Prehrada Tri soutésky je nejmohutnéjsim ¢inskym projektem od dob budovani
Velké ¢inské zdi. Stavba byla dokondena v roce 2003, dalSich Sest let se bude
zvedat hladina nadrze, ktera se stane nejvétsim a nejdel$sim uméle vytvorenym
jezerem svéta. Pres dva miliony lidi bude vystéhovéano, ¢asto do vzdalenych
oblasti, kde se mluvi GpIn€ jinymi dialekty. Vody prehrady navzdy zatopi
desitky mést a stovky vesnic. Rozlehly epicky dokument se soustfeduje na béh
udélosti ve mésté Fengjie, predevsim pak na vykon statni moci, kterd musi pre-

svédcit nebo donutit jeho obyvatele, aby odesli.

Meésto, ze kterého odchdzi Zivot, je sugestivnim pldtnem epopeje, syté mnoz-
stvim uddlosti v napéti mezi clovékem a spolecensko-politickym zdjmem. Po
dvoutisicich letech se mésto potdpi a bezmoc a bezradnost naplriuji demolo-
vané ulice. Dokument, pokracujici v tradici cinema verité, se pokousi ukdzat
to nejpodstatnéjsi a nejvnitinéjsi z kolapsu po staleti budovaného organismu,
z uplného rozbiti dosavadnich socidlnich vazeb. Prostor mésta se stdvad uni-
verzem krizového stavu: nikdo z obyvatel nemdiZe stat mimo udadlosti, neprozi-
vat je a jen je pozorovat. VSichni bez vyjimky jsou zasaZeni katastrofou, kterd
nemd alternativu. Zdroveri je tato situace vysledkem raciondlni argumentace
- zkdza mést sleduje vyssi smysl. fe jim jisté | to, Ze stdt nové strukturuje pri-
rozeny svét a promériuje socidlni integraci. Netprosny uredni tlak mad svoji
metodiku: nepracuje s davem, ale izoluje jedince. Dokument tak zmnozZené
zaznamendva stejnou situaci, kdy se clovék, bez domu a bez paméti, stava
povolnym, nakonec nasedd na lod'a odplouva.



The Three Gorges dam is the biggest Chinese construction project since the
Great Wall. The construction works were finished in 2003, for the next six
years, engineers will raise the water level of this biggest and longest artificial
lake in the world. Over 2 millions of people will have to move out, often into
regions where completely different dialects are spoken. Water from the dam
will flood dozens of towns and hundreds of cities forever. The documentary
focuses on the events in Fengjie, the first settlement behind the gorges, and
depicts the proceedings of local executives whose objective is to make local
inhabitants leave their homes.

The city, which becomes dead gradually, functions as an impressive canvas of
an epopee that includes events revealing the conflict of man with sociopoliti-
cal interests. After 200 years of existence, the city drowns and its streets are
flooded by despair and helplessness. The documentary that follows the ciné-
ma vérité tradition depicts the most crusial as well as most internal features
of the collapsing organism, built for centuries, and social ties that are con-
nected with it. The city space turns into a universe on the brink of an irrevers-
ible crisis: none of its inhabitants can be a mere observer, detached from the
events; all of them are stricken by a catastrophe that offers no way out. This
situation is a result of logical reasoning at the same time - the destruction of
a city follows higher goals, the state has to structure natural world accord-
ing to its intentions, it has to restructure the social milieu. There is a strategy
behind the pressure of official authorities: not to work with masses, to corner
the individual. The documentary thus captures the same situation of a man
with no home or memories becoming obedient, embarking and sailing away,
mirrored in several particular cases.

CHINA 2005

COL | DIGITAL BETACAM | 150"
DIRECTOR: YAN YU, LI YIFAN
PHOTOGRAPHY: YAN
EDITING: LI YIFAN, YAN YU
SOUND: LIANG MANG, LI ZI

Fan & Yu Documentary Studio

143 Sichuan Fine Art Institue |

400053 Chonggqing, Sichuan | China

Tel: +861 36 3839 0181 | Fax: +861 08 5964 606
lyf6653@yahoo.com.cn
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PRISTAV - TOULAN{ NOCI

NIZOZEMI 2004 O
BAR | BETA SP | 70°

REZIE: MARJOLEINE BOONSTRA
SCENAR: MARJOLEINE BOONSTRA
KAMERA: STEF TIJDINK,
MARJOLEINE BOONSTRA

STRIH: MENNO BOEREMA

Pieter van Huystee Film
Noordemarkt 37-39 | 1015 NA Amsterdam | Nizozemi
Tel: +31 20 421 0606 | Fax: +31 206 38 6255

festivalhandling@hotmail.com | www.pvhfilm.nl

Snovou kulisou no¢niho putovéni nizozemské filmarky je amsterodamsky pri-
stav. Jeho poloprazdny prostor oziva presnymi pohyby strojd a nesourodou
skupinou lidi. Byvala sovétska ponorka je domovem pro Anglicanku Hannu,
Denis se vznasi nad kontejnery v kabiné jerabu a filipinsti namornici cekaji na
vypluti. Pro emigranta z byvalé Jugoslavie je pristav mistem k prespani, zatim-
co pro manazera prepravni spole¢nosti celoZivotni praci. Jejich podmanivy
portrét je retrospektivou jedné noci, modelem vseho, co vyvolava, retrospekti-
vou pocitl, které prinasi.

V samém zdvéru pluje kamera proti svitdni, jen chvili, nebot denni svétlo
nepatri tomuto filmu. Celou noc prozkoumdvala vnitini okraje pristavu,

byla lehkd a prirozend v hostujicim pohybu, kdyz nekonecny jazzovy prostor
mezi morem a méstem zaplriovala jen posouvdnim lodi a véci. Zdroveri byla
vymluvnd v situacich socidlné melancholickych pocitd, které dokdzala zpro-
stredkovat v kontaktu s nékolika zbylymi lidmi, kteii zde Ziji nebo pracuji.
Svétla remorkérd a jerabu prerusovala noc, aby ukdzala prostranstvi s lidmi
Jjakoby bez osudu, kteri patii vic pristavu nez sami sobé, nebot misto je silnéjsi
nez oni. Jizda vstric ranu je krdtkd také proto, Ze den nabizi vzddlenosti, kte-
rym se film chtél vyhnout. Noc v pristavu byla divérnd, osamélost v ridkém
svétle kajut nebyla neprijemnd, pevnina a more neviditelné splyvaly a mékké
a nedokreslené patrilo ke zkusenosti, kdy se obraz snazi zalozit sém sebe na
ndladé, do niZ promitd véci svéta. Realita tak neni rozprostrena v celku, jed-
notlivosti se vynoruji, ale nelze je vidét podstatné, jen neprimo, v dojmech.



A dutch filmmaker’s nocturnal journey is set against the dreamlike backdrop
of the port of Amsterdam. Its half-empty expanses come to life through the
clockwork movements of machinery and a motley assortment of people.

A former Soviet submarine has become the home of the Englishwoman
Hanna, while Denis floats above the containers in the cab of a crane, and
Filipino sailors are waiting around to sail out. For an emigré from former
Yugoslavia the port is a place to spend the night, while for the manager of

a shipping company it is his lifelong job. The compelling portrait of all these
people is a retrospective of a journey through one night, and the model of all
it evokes, a retrospective of the impressions it brings.

In the last shots, the camera floats against the dawn, lingering for just a short
moment, since daylight does not belong in this film. All through the night,

the camera has explored the inner fringe of the harbor with ease and natu-
ralness, in constant movement as it fills the endless jazz space between the
sea and the city, with only shifting ships and objects. At the same time it was
eloguent in situations evocative of social melancholy, managing to convey
those through contact with the few remaining people who either live or work
here. The lights of tugboats and cranes punctuate the night, showing the
large expanses with fateless people, who belong to the harbor more than

to themselves, for the place is stronger then them. The tracking shots of the
approaching dawn are also short because the day offers distances that the
film wishes to avoid. Night in the harbor was intimate, solitude in the meagre
light of the berths was not unpleasant, land and sea merged invisibly. The
soft lines, the merely insinuated were part of experience where an image tried
to build for itself a mood into which it could project the affairs of this world.
Reality thus is not spread over the long shot, and details keep surfacing, but
they cannot be glimpsed as such - merely indirectly, as impressions.

NETHERLANDS 2004

COL | BETASP | 70°

DIRECTOR: MARJOLEINE BOONSTRA
SCRIPT: MARJOLEINE BOONSTRA
PHOTOGRAPHY: STEF TIJDINK,
MARJOLEINE BOONSTRA

EDITING: MENNO BOEREMA

Pieter van Huystee Film
Noordemarkt 37-39 | 1015 NA Amsterdam | Netherlands
Tel: +31 20 421 0606 | Fax: +31 206 38 6255

festivalhandling@hotmail.com |[www.pvhfilm.nl
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JA A MOJI RODICE - MOJI RODICE A JA

NIZOZEMI 2003/04 O
BAR | VIDEO | 74’

REZIE: GERRIT VAN ELST
KAMERA: JAN MUSCH
STRIH: JAN MUSCH
HUDBA: RUDOLF NOTTROT

Stichting Zig Zag

Admiraal de Ruijterweg 102 | 1056 GP Amsterdam |
Nizozemi

Tel: +31.20.6839591| Fax: +31.20.6125351

frank.van.reemst@tip.nl | www.stichtingzigzag.nl

V roce 1975 natocil nizozemsky rezisér Gerrit van Elst dokumentarni film

o svém vztahu k rodi¢dim, v némz Ustredni roli hral rodinny spor o studium na
amsterodamské Dutch Film Academy. Za nim se ale skryvala vzajemna citova
zavislost rodict a jejich syna. Skoro o tficet let pozd€ji doZivaji otec a matka ve
dvou pokojich domu pro prestarlé, kde je rezisér pravideln€ navstévuje, poma-
ha jim a pokracuje v rozhovorech, které si vynucuje bliZici se smrt. Snimek
vyuziva materialu predchoziho filmu a predstavuje do prostoru jednoho bytu
soustiredény dokument o pribuzenské lasce, fyzickém upadku a nevyhnutelnos-
ti konce.

S kaZdym dotekem se interiér dokumentu naplriuje synovskou ldskou a v jem-
nosti starostlivych tkont odrdZzi jeji krdsu i melancholii. Tato bezprostredni
péce o télo poukazuje ale predevsim na to, co je neviditelné; vnéjsi smysly
odkazuji na vnitini smysl. Ocitdme se tak ve svéte, kde gesto md vétsi vyznam
nez slova, nebot stdrim zrazeny jazyk uz nedokdzZe pojmenovat pozndni. Tim
vznikd ve filmu napéti mezi vyslovenym a nevyslovenym, mezi vétami starych
lidi, soustredénymi na situaci vlastniho téla, a obecnym smyslem etickych
otdzek, protoZe fyzicky pritomny clovék neni jako metafyzicky subjekt jen pro-
stou soucdsti filmu, ale hranici vseho, co film nedokdze ukdazat. Registrujici
dokument tak vytvdri prostor pro to, co je vyznamné. Je mistem zkusenosti se
svétem jevi, v némz se objevujeme a z néjZ postupné mizime svym umiranim.
Jako divdci sice prihlizZime reZisérové snaze zavrsit v blizkosti a sluzbé odpo-
védnost syna k rodictim, ale ze vztahu mezi okem a vidénym roste podstatnéj-
Si pozndni, nebot zakouseni zkdzy téla patri k nejzdkladnéjsim zkusenostem
myslent.



In 1975 the Dutch director Gerrit van Elst shot a documentary film about his
relationship with his parents, in which the central role is occupied by a family
dispute over his studying at the Dutch Film Academy. Behind this conflict,
however, there hide the emotional interdependency of parents and son.
Almost thirty years later the mother and father are living out their old age in
a home for the elderly, where the director visits them regularly, helps them,
and continues with interviews that compels the approaching death. The film
uses material from the previous film and introduces into the space of one flat
a refined documentary on family love, physical decline, and the inevitability of
the end.

With each touch the interior of the documentary fills with a son’s love and in
the gentleness of solicitous gesture reflects the beauty and melancholy of this
love. This intimate care of the body points however primarily to intangible
aspects; the external senses refer to an inner meaning. Thus we find ourselves
in a world where gesture has greater meaning the words, as the tongue
betrayed by age can no longer give a name to knowledge. From this is derived
the tension in the film between the expressed and the unexpressed, between
the sentences of the elderly parents, focused on the state of their own bod-
ies, and the general sense of ethical questions, because the physically pres-
ent person is not as a metaphysical subject just a simple component in the
film, but is the borderline of everything that film is incapable of showing. The
documentary thus creates space for the significant. It is the space where the
world of phenomena in which we appear and from which we gradually vanish
by dying is experienced. As viewers we watch the director’s effort to fulfil in
proximity and service the responsibility of a son for his parents, but the rela-
tionship between the eye and what is viewed gives rise to a more significant
understanding, as the suffering in the decline of the body is one of the most
basic thought experiences.

NETHERLANDS 2003/04

COL | VIDEO | 74~
DIRECTOR: GERRIT VAN ELST
PHOTOGRAPHY: JAN MUSCH
EDITOR: JAN MUSCH

MUSIC: RUDOLF NOTTROT

Stichting Zig Zag

Admiraal de Ruijterweg 102 | 1056 GP Amsterdam
Netherlands

Tel: +31.20.6839591| Fax: +31.20.6125351

frank.van.reemst@tip.nl | www.stichtingzigzag.nl
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HAT WOLFF VON AMERONGEN

RAKOUSKO, NEMECKO 2004
BAR | 35MM | 73°

REZIE: GERHARD FRIEDL
SCENAR: GERHARD FRIEDL
KAMERA: GERHARD FRIEDL
STRIH: GERHARD FRIEDL
ZVUK: KLAUS BARM

Sixpackfilm
Neubaugasse 45/13 | 1071 Viden | Rakousko
Tel: +43 1 526 09 9o| Fax: +43 1 526 09 92

office@sixpackfilm.com | www.sixpackfilm.com

Rozlehly komentar obsirné vyklada de€jiny némecké ekonomiky jako kroniku
skandald. Analytickéd soudni pitva sleduje vzestupy a pady silnych jedinct a vel-
kych hracad, popisuje korupci, tajné dohody mezi tzkymi finanénimi skupinami
a statni moci, analyzuje finan¢ni politiku, ktera se vepisovala do déjin statu.
Dokumentarni litanie je zkonstruovana z dlouhych zabérd, které stavi anonym-
ni velkomésto: tovarni haly, pristavni sklady, ulice, graffiti. - Otto Wolff Von
Amerongen byl prominentni prdimysinik, ktery zemrel v roce 2003. Nekrology
jej popisovaly jako jednoho z nejvyznamnéjsich finanénikd povale¢ného
Némecka.

Presnymi fakty a cisly popisuje Gerhard Friedl vyvoj korupcni aféry a jeji
postupné rozrastdni. Nedstupnym rozvijenim jejiho kontextu buduje neosobni
dramaticnost pribéhu, jehoz hrdinové jsou jen vrcholkem instituciondlnich
retézcl - zasaZend oblast je vSsak mnohem Sirsi. A pravé ji si ve vycerpdvajici
vrstevnatosti bere reZisér jako materidl pro vyprdvéeni obrazem. Viytvdri z ni
interpretacni pole paralelnich pribéhd, které byvaji pri popisu ekonomickych
afér tradicné potlaceny do role pouhého pozadi: déinik, skola, doprava, zemé-
délci, priroda. Neustdlé pohyby venkovskou a prevdzné méstskou krajinou
buduji prostor a ddvaji presvédcivost témto alternativnim pribéhim. Film
prevraci pojem ilustrativnost: v obraze nikdy nezahlédneme tvdr nebo jedndni
téch, o nichz zrovna vypovidd komentdr, ale vidime prostredi urcujici pro pri-
¢iny nebo ddsledky jejich chovdni. Ti neviditelni ve vztahu k takto uréenému
prostoru logicky vystupuji jako direktivni absence - z infrastrukturni povahy
fungovdni ekonomickych taht jsou vsim v grafu celku a ni¢im v jedinecnosti
svych Zivotd.



A lengthy commentary gives a detailed account of the history of the German
economy that comes across like a chronicle of scandal. An analytical post
mortem follows the rises and falls of powerful individuals and big players,
describes corruption, secret agreements between close-knit financial groups
and state authorities, and analyses the financial policy that became inscribed
in the history of the state. This documentary litany is constructed out of long
running shots that put together an anonymous big city: factory halls, dock-
yards, streets, and graffiti. - Otto Wolff Von Amerongen was a prominent
industrialist who died in 2003. The obituaries described him as one of the
most important financial magnates of the German post-war era.

Gerhard Friedl describes the development of one corruption scandal and its
gradual growth with precise facts and numbers. The relentless unfurling of its
context imparts an impersonal dramatic atmosphere on the story, in which
the protagonists are only tip of the institutional iceberg - the affected area is
however much broader. And it is this that the director takes in an exhausting
stratification as the material for his narrative image. He creates from it the
poles of interpretation of the parallel stories that in descriptions of economic
scandals tend usually to be pushed into a background role: the worker,
school, transportation, farmers, and nature. The constant rural motion and
predominantly urban landscape establish the space and invest these alter-
native stories with persuasive force. The film turns around the concept of
illustration: in the image we never get to see the face or action of those the
commentary is actually referring to, but we see the environment that has

a decisive part in determining the causes or results of this conduct. These
invisible actors logically emerge in relation to space that is established in
this manner as a directive absence - in the infrastructural nature of the way
economic manoeuvring functions the graph is everything and nothing in the
uniqueness of their lives.

AUSTRIA 2004

COL | 35MM | 737
DIRECTOR:GERHARD FRIEDL
SCRIPT: GERHARD FRIEDL
PHOTOGRAPHY: GERHARD FRIEDL
EDITING: GERHARD FRIEDL
SOUND: KLAUS BARM

Sixpackfilm
Neubaugasse 45/13 | 1071 Vienna | Austria
Tel: +43 1 526 09 9o| Fax: +43 1526 09 92

office@sixpackfilm.com | www.sixpackfilm.com
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EJHLE CLOVEK

ITALIE 2004 0
BAR, CB | 35MM | 71°

REZIE: YERVANT GIANIKIAN,
ANGELA RICCI LUCCHI
SCENAR: YERVANT GIANIKIAN,
ANGELA RICCI LUCCHI

Museo Storico in Trento
Via Torre d’Augusto, 41 | 38100 Trento | Italie
Tel: +39 0461 23 0482 | Fax: +39 0461 23 7418

info@museostorico.tn.it | www.museostorico.it

Autorska dvojice Yervant Gianikian a Angela Ricci Lucchi uzavira svoji trilo-

gii 0 prvni svétové valce dalsi proménou materiald, archivovanych muzeem

v Trentu a italském historickém muzeu valky v Rovertu. Z desetileti filmové
archeologické prace se zrodila subjektivni vize, znovu vyvolavajici kataklyzma
valky z paméti zranéni, kterd zanechala na lidském téle. Zabéry podvyzivenych
déti oteviraji brutalni Zalozpév, nesnesitelnou halucinaci obrazt lidi se spale-
nou tvari, lidi bez Celisti, bez koncetin - jeSt€ jsou nazivu a Zertuji s kamerama-
ny.



Yervant Gianikian and Angela Ricci Lucchi close their WWI trilogy by

another metamorphosis of archive footage, kept at the Trento Museum and
the Roverto War Museum in Italy. Ten years of archive work have brought

a personal vision to light, reclaiming the war cataclysm from the memory of
wounds left by the war on human body. Images of underfed children open this
desperate elegy, this unbearable set of hallucinatory images of people with
their faces burnt, of people without their jaws, without their limbs, of people
who, still alive, joke with the cameramen.

ITALY 2004

COL, B&W | 35MM | 717
DIRECTOR: YERVANT GIANIKIAN,
ANGELA RICCI LUCCHI

SCRIPT: YERVANT GIANIKIAN,
ANGELA RICCI LUCCHI

Museo Storico in Trento
Via Torre d’Augusto, 41 | 38100 Trento | Italy
TEL: +39 0461 23 0482 | FAX: +39 0461 23 7418

info@museostorico.tn.it | www.museostorico.it
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VLAKY Z WINNIPEGU -14 FILMOVYCH

KANADA 2004 O
BAR | 35MM, BETACAM, DV | 89"

REZIE: CLIVE HOLDEN

SCENAR: CLIVE HOLDEN

KAMERA: CLIVE HOLDEN

STRIH: CLIVE HOLDEN

HUDBA: JASON TAIT, CHRISTINE FELLOWS,
EMILY GOODDEN, STEVE BATES

Matthew Etches | Winnipeg Film Group

Suite 304 - 100 Arthur Street | Winnipeg, MB |
Kanada R3B 1H3

Tel: +204.925.3452 | Fax: +204.942.6799
matthew@winnipegfilmgroup.com |

www.winnipegfilmgroup.com

Vizualné opulentni, hypnoticky film Clive Holdena se sklada ze ¢trnacti filmo-
vych basni, které magickou rec transformovanych obrazd vplétaji do struktury
recitované poezie. Snimek vychazi z tradice experimentalniho filmu, ale jeho
materii, véetné té nejnovejsi, jako jsou obrazova sdéleni internetu, nelze oddé-
lit od autorského textu, zaposlouchaného do rytmu krajiny a symfonie ¢asu.
Sugestivni hudebni doprovod vyjadruje stesk nad nezadrzitelnou prchavosti
lidského zivota. Snimek je soucasti rozsahlého multimedialniho projektu,

k némuz vedle filmu patri zvukova nahravka, kniha a webové stranky (www.
trainsofwinnipeg.com).

Filmovy viak posunuje télo, pamét pulsuje jizdou, ztrdci se pojem casu, oci se
oteviraji, svétlo zaléva véci a véci vstupuji do filmu, do prazdnoty v prazdnoté.
Poeticky labyrint hyrf zvraty, ndznaky a paradoxy. UZ jen to, kolik autode-
strukce, bolesti objevované v sobé, skryvad slozitd a zahadnd stavba filmu,
kolik pohybu utvari tuto hermetickou vidinu plnou nespoutané, presto moti-
vované obraznosti. Uskalim experimentdiniho filmu je casto piejimdni diivej-
Sich forem. | pro néj plati, Ze skutecnost nové objevujeme tam, kde dochdzi

k posunu pozndni, a ne tam, kde jde o samoducelny pokus vytvorit rec¢ samu

0 sobé novou, jeZ se nikdy sama nemiize domoci vyznamd, které lezi mimo
Jeji vizudlini vzorec. Novd rec' s sebou musi prinést novd sdéleni. Autor ji musi
oZivovat ritudlem, ktery nenabizi prosté estetické uspokojeni, ale jinou vnima-
vost. Ctrndct bdsni je pokusem vnést do experimentdini archeologie niternost
a souvislosti, tentokrdt osvojené manifestaci slov, montdzi bdsnické promluvy

do obrazu, kterd je radikdlnim tazdnim po jeho smyslu.



A visually opulent, almost hypnotic film made by Clive Holden comprises four-
teen film poems interweaving the magical language of transformed images

in the structure of recited poetry. The picture is based on the tradition of the
experimental film, but its materials, including the most modern ones, such as
Internet image messages, is inseparable from the author’s text absorbed in
listening to the rhythm of the landscape and the symphony of time. Suggestive
music accompaniment expresses the nostalgia over the unstoppable elusive-
ness of a human life. The film is a part of an extensive multimedia project
comprising, apart from the film, a soundtrack, a book and web pages (www.
trainsofwinnipeg.com).

A film train moves its body forward, a memory pulsing through the ride, the
sense of time is lost, eyes opened, the light suffuses things and things enter
the film, into emptiness within emptiness. Poetic labyrinth abounds in turns,
hunts and paradoxes. How much autodestruction, of pain discovered within
is hidden in the complex, mysterious structure of the film, how much motion
creates this hermetic vision full of free, yet motivated imagery. The experimen-
tal film often makes a mistake of adopting old forms. Also here it applies that
reality is fully discovered where there is a shift in perception rather than an
autotelic attempt to create a new language as such that can never reach the
meanings lying outside its visual patterns. A new language must bring along
new messages. The author must bring it to life using rituals that offer not

a simple aesthetic satisfactions but a different perception. The fourteen poems
are an attempt to bring the sense of interiority and associations into the
experimental archaeology, using the manifestations of words, the integration
of poetic utterance in image, which is a radical inquiry about its sense.

CANADA 2004

COL | 35MM, BETACAM, DV | 89
DIRECTOR: CLIVE HOLDEN

SCRIPT: CLIVE HOLDEN |

PHOTOGRAPHY: CLIVE HOLDEN

EDITING: CLIVE HOLDEN

MUSIC: JASON TAIT, CHRISTINE FELLOWS,
EMILY GOODDEN, STEVE BATES

Matthew Etches | Winnipeg Film Group

Suite 304 - 100 Arthur Street | Winnipeg, MB |
Canada R3B 1H3

TEL.: 204.925.3452 | FAX: 204.942.6799
matthew@winnipegfilmgroup.com |

www.winnipegfilmgroup.com
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DETI NA DEKRET

RUMUNSKO 2004

BAR | BETA SP | 68~

REZIE: FLORIN IEPAN

SCENAR: FLORIN IEPAN

KAMERA: WOLF TRUCHSESS VON
WENTZHAUSEN

STRIH: WOLFGANG LEHMANN
ZVUK: ALFRED HULF

Subcultura Production

Str. Aleea Viilor B36, Ap.8 | Timisoara | Rumunsko
Tel: +40 256 22 63 59 | Cell: 40 722 277 843 | Fax:

+40 256 2112 87

iepan@mail.dnttm.ro

o

Mit déti je socialni povinnosti vSech plodnych Zen. Takova byla politicka

idea rumunskych komunist(, kterou v roce 1966 zpecetil Ceaucescliv vynos
¢islo 770, jimz byla zakdzéana interrupce. Zakazany byly také vsechny formy
antikoncepce a tisice Zen zemrely pri nelegalnich potratech. BEhem nékolika
let se zménila demografickd podoba statu, déti se staly materiadlem totalit-
niho rezimu, ktery se je rznym, ¢asto nasilnym zplisobem snazil formovat.
Investigativni mozaika vyuziva dobovych dokumentt i hranych filmd, vypovédi
politikl, Iékard, zen a jejich déti, obéti diktatorského experimentu.

Jednim z primitivnich prostredki vyvoldni potratu bylo vpraveni citronové
stavy primo do délohy. | v tomto dkonu se odrdZela bezmocnost Zen vici
stdtu, pro néjz se plozeni stalo jedinym spolecenskym oprdvnénim existence
Zeny. Spolecnost si déti od Zen doslova brala: pres noc vyrostlo v Rumunsku
tisice Skolek, skoly i zdjmové a sportovni organizace mély utvdret poddajné
Jedince, na nichz méla v blouznivé totalitni vizi stat $tastnd budoucnost zemé.
Statni ndsili na intimité se stalo totalitni Sifrou, kterd do hloubi poznamenala
spolecnost a jejimZ paradoxnim zavrsenim byl konec osmdesdtych let, kdy

se generace, kterd prisla na svét v case dekretu, stala hybatelem odporu,
Jjenz ved| ke svrzeni diktdtora. Specifickd Zenskd zkusenost se utvarela cestou
kolektivni matrice, otdzka jinakosti Zenské identity byla paradigmatickou pro
miru nesvobody, nebot diskriminace Zen souvisela se sirsim spolecenskym
kontextem. Diktatura predstavovala pokracovdni patriarchdini nevyhnutel-
nosti, kdy se podle Simone Beauvoirové stavd pro Zeny jejich télo definujici

a omezujici podstatou a nikoli situaci a ndstrojem svobody.



Having children is the social obligation of all fertile women. This was the
political view of the Romanian Communists, a view that was sealed in 1966
by Ceaucescu’s decree no. 770, which outlawed abortion. Also banned were
all forms of contraception, and thousands of women died from undergoing
illegal abortions. The demographic shape of the state changed within several
years, children became the material of the totalitarian regime, which in vari-
ous and often aggressive ways attempted to mould them. This investigative
mosaic draws on contemporary documentary material and fiction films, testi-
mony from politicians, doctors, and women and their children, the victims of
a dictator's experiment.

One of the most primitive means of inducing miscarriage was to introduce
lemon juice directly into the uterus. Even this operation reflected the helpless-
ness of women in the face of the state, for which procreation became the only
social reason for a woman’s existence. Society literally took the children from
women: overnight there emerged thousands of preschools, schools and sport-
ing and hobby organizations intended to mould docile individuals, and in this
delirious totalitarian vision the country’s joyful future was meant to stand on
their shoulders. State aggression in the sphere of intimacy became a total-
itarian secret that deeply affected society, and its paradoxical climax came

at the end of the 1980s, when the generation that had come into the world
under the decree became the moving force behind the resistance that led to
the dictatorship’s overthrow. The specific experience of women was formed
through a collective matrix; the question of the otherness of women’s identity
was paradigmatic for the degree of the lack of freedom, as the discrimination
of women was dependent on the broader social context. The dictatorship con-
stituted the continuation of the inevitability of patriarchy, wherein, according
to Simone de Beauvoir, for women the body becomes a defining and restric-
tive element and not the domain and instrument of freedom.

ROMANIA 2004

COL | BETA SP | 68°

DIRECTOR: FLORIN IEPAN

SCRIPT: FLORIN IEPAN
PHOTOGRAPHY: WOLF TRUCHSESS
VON WENTZHAUSEN

EDITING: WOLFGANG LEHMANN
SOUND: ALFRED HULF

Subcultura Production

Str. Aleea Viilor B36, Ap.8 | Timisoara | Romania
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Fax: +40 256 2112 87

iepan@mail.dnttm.ro

DOBRE DILO / OPUS BONUM

128

129



GET A LIFE

DANSKO 2004

BAR | DIGITAL BETACAM | 58~
REZIE: MICHAEL KLINT
KAMERA: CLAUS BIE

STRIH: MORTEN RAARUP
ZVUK: PER DYBDAL JENSEN

ZENTROPA REAL ApS
Filmbyen

Avedore Tvarvej 10 | DK-2650 Hvidovre | Denmark
Phone: +45 36868767 | Fax: +45 3686 8768

Snimek spliiuje pravidla ,dogumentarismu”, sepsana Larsem von Trierem.
Jestlize mél manifest Dogma proménit vypravéni fabulované kinematografie,
tak dalsi kodex chce ocistit dokumentaristiku od nanosu, které ji ¢ini nevé-
rohodnou a nepravdivou. Rezisér musi tvodem filmu obh4jit jeho obsah:
Michael Klint varuje divaky pred hriznymi obrazy, které li¢i situaci v détské
nemocnici v severni Nigérii, kde se |éCi pacienti s vaznym gangren6znim one-
mocnénim (noma). Spojeni bidy tfetiho svéta a strukturniho experimentu

ovSem prinasi neklid etického diskursu...

Noma znamend rozpad mékkych oblicejovych tkdni. Tvdr se rozkladd snéti

a tento nezvratny proces je také znamenim neschopnosti lidstva globalizo-
vaného svéta vzdjemné si pomoci, nebot by se zddlo, Ze tam, kde jsou Idhve
coca-coly, budou i levné Iéky, ale tak tomu neni. Vidime déti, které uz museji
umirat, gangréna se jim rozlézd po tvdri a my mizeme hodinu po hodiné sle-
dovat, jak postupuje. TiZzivost zprdvy o nich a lékarich, kteri se jim v bédnych
podminkdch na okraji pousté snazi pomoci, je vloZena do konceptu, ktery
chce, aby vsechno, co je zachyceno, zistalo zdroveri viditelné, aby si divak
byl stdale védom toho, jak se vse rozviji. Viyjadreni se déje soustavnym dsilim
naplriovdanim Trierova kodexu. To také znamend, Ze socidlni skutecnost vytvd-
1 teoretickou entitu, jejimz prostrednictvim je zdroveri pro ucely filmu sama
vysvétlovdana. Terapeutickym cilem Trierovych deviti bodu je jednoduchost
dosahovand priizracnou reci, nebot jen ornamenty nezkalend schopnost
vyjadrovdni dovoluje hloubky vyznamu. A toho Ize dosdhnout jen kdyz bude
samotnd podstata konstrukce dokumentu transparentni.



The film complies with the rules of “dog-umentarism”, as drafted by Lars von
Trier. If Dogme g5 aimed at transforming the narration of fiction cinema, the
next codex is looking to purge documentary filmmaking from what makes it
unreliable and untruthful. At the outset of the film, the director has to defend
its content: Michale Kling warns the viewers of the horrifying images that
render the situation in a children’s hospital in upper Nigeria, where patients
with grave gangrenous illnesses are treated. The combination of third world
poverty and structural experiment, however, results in an unsettling of ethical
discourse...

“Noma” means the disintegration of facial tissues. The face is eaten away

by gangrene, and this irreversible process is also a symbol of the inability of
globalized mankind to help one another - it would seem that where there are
Coca-cola bottles, there must be affordable medicine too, but that is not the
case. We see children, who are probably in the last stages of the illness, as
gangrene spreads across their faces. We can see it progress hour by hour.
The gravity of the message about them, and the medical doctors who try to
help them in the miserable conditions of the desert, is wrapped in a concept
that wants everything captured here to remain visible, so that the viewer is
aware of the consequences. This is expressed in a sustained effort to stay true
to Trier's codex. This also means that social reality forms a theoretical entity,
through which it is at the same time explained for the purposes of the film.
The therapeutic aim of Trier’s nine points is simplicity achieved by transpar-
ent language, for only an ability to express oneself unpolluted by ornament
allows for a depth of meaning. And this can be achieved only when the under-
lying framework of the documentary itself is transparent.

DANMARK 2004

COL | DIGITAL BETACAM | 58~
DIRECTOR: MICHAEL KLINT
PHOTOGRAPHY: CLAUS BIE | EDITING:
MORTEN RAARUP

SOUND: PER DYBDAL JENSEN

ZENTROPA REAL ApS
Filmbyen
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GOATMAN ACT

NIZOZEMI 2004

BAR | DVD | 30°

REZIE: ROGIER KLOMP
SCENAR: BART-JAN KAZEMIER,
ROGIER KLOMP

KAMERA: ROGIER KLOMP
STRIH: ROGIER KLOMP

ZVUK: ROGIER KLOMP

Rogier Klomp

roger@rogerandgeorge.com

Holandsky rezisér voli animaci jako prostiedek dokumentérniho filmu a naru-
Suje tak konvenci, v niz se dokument spoléha na vérohodnost zaznamu, zatim-
co karikaturni nadsazka animace je vyhrazena fikci. Rogier Klomp ve svém
absolventském projektu na eindhovenské Design Academy pracuje s konkrétni-
mi fakty a prfesnymi Gdaji, které mapuji americkou expanzi v neménné mecha-
nice medialnich podvodd. Jeho historicky exkurz do amerického jaderného
programu je sarkastickou typografickou kolazi o propagandé americkych vlad,
obklopenych vSudypritomnymi tajnymi sluzbami.

Vybarvuji se loga velkych americkych firem, vzdpéti linka obkresli hranice
Spojenych statd, jesté hvézdy a pruhy, zistdavd jediné, nejvyznamnéjsi logo,
USA. Vytvarné pojeti ddava faktim absurdni a fantaskni rdz, ale zaroveri nabi-
zi vyznamnou reflexi na pomezi surredlné zvétseniny obchodovatelné lidské
touhy po sebezniceni a suchého humoru Spiondzniho Zdnru. Je-li pro infor-
macni teorie entropie mirou informace, tedy &im nepredvidatelnéjsi zprdva,
tim vice nese a odhaluje informaci, tak uvedené konkrétni tdaje jesté ndsobi
film, ktery dokumentdrni zabéry premazdvd animaci, jejimiz atributy jsou gro-
tesknost a nahodilost. Je to souboj tajemstvi uméni s technologii moci, kon-
kretizované imperidlni vali a paranoidnimi protiklady studené vdlky. Snimek
se ironicky obraci k tém, kteri se nechdvaji zmanipulovat k netecnosti, v nichZ
predstava zhrouceni systému vzbuzuje hrizu a kteri podléhaji presvédceni, Ze
ztrdtu soudnosti pak mize vyvdzit jen chaos dila, jehoZ retus zahrnuje prislib
nadéje.



By choosing animation as a method of documentary filmmaking this Dutch
director has breached the convention that documentary depends on a true-
to-life record, while the hyperbolic caricatures of animation belong to the
realm of fiction. In his graduation project for the Eindhoven Design Academy
Rogier Klomp works with real facts and precise information, mapping the
American expansion in the immutable mechanics of media deception. His
historical excursion into the American nuclear programme is a sarcastic, typo-
graphic collage on the propaganda of American governments surrounded by
the omnipresent secret service.

The logos of large American companies colour the screen; a line soon traces
out the contours of the United States, then stars and stripes, and there
remains only the most important logo, USA. The artistic conception of the film
gives the facts an absurd and fantastic character, but at the same time the
film constitutes an important reflection, bordering between a surreal blow-up
of the marketable human inclination for self-destruction and the dry sort of
humour characteristic of the spy genre. If in information theory entropy is the
rate of information, that is, the less predictable the news the more informa-
tion it conveys and reveals, then the specific information presented is aug-
mented even further by a film in which the documentary shots are overlaid
with animation, which is characterized by the grotesque and the random. It is
a battle between the enigma of art and technological power, render specific
by imperial will and the paranoid contradictions of the Cold War. Ironically
the film addresses those who allow themselves to be manipulated into apathy,
who are horrified by the notion of a collapse of the system, and who succumb
to the conviction that their safety is dependent on the stability of the system
they live in. The loss of freedom, like the loss of discrimination, can only be
counterweighted by the chaos of the work, whose retouching contains the
promise of hope.
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DIRECTOR: ROGIER KLOMP
SCRIPT: BART-JAN KAZEMIER,
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PHOTOGRAPHY: ROGIER KLOMP
EDITING: ROGIER KLOMP
SOUND: ROGIER KLOMP
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KOCKY VE STREHU

FRANCIE 2004

BAR | BETA SP | 58~
REZIE: CHRIS MARKER
KAMERA: CHRIS MARKER
STRIH: CHRIS MARKER
ZVUK: MICHAEL KRASNA
HUDBA: MICHAEL KRASNA

Les Films du Jeudi
3 rue Hautefeuille | 75006 Pafiz | Francie
Tel: + 331 40 46 97 98 | Fax: +33 1 40 46 89 88

filmsdujeudi@wanadoo.fr

Subjektivni zpravodajstvi o situaci francouzské politiky na za¢atku nového
tisicileti. Od listopadu 2001 sledoval Chris Marker déni, které hybalo spolecen-
skou scénou: trvaji protivalecné protesty, prezident Chirac bojuje o znovuzvo-
leni, stavky ochromuji zemi, vedou se polemiky o prist€hovalcich a komunisté
dal pokracuji ve své propagandé. Legenda svétové dokumentaristiky znovu
prochazi PariZi, nechava se inspirovat anonymnimi umélci ulice. Pronasleduje
obraz zluté kocky, ktery se v rdznych obménéch objevuje na verejnych plo-
chach, a nataci svérazné video-graffiti, jakysi epilog svého nejslavnéjsiho filmu
Parizsky maj.

Obraz rozsklebené kocky poskakuje parizskymi ulicemi, az se nakonec tri-
kem ztrati ze zdi | z kmene stromu. Feti$ nudy moderni civilizace - a pouliéni
graffiti jsou na pul cesty mezi nudou a vzpourou - je vymazdn a s nim jako
by zmizela i posledni substance revolucniho dobrodruZstvi. Socialisticky exis-
tencialista Chris Marker ve svém dokumentu opét ideologizuje spolecenské
vztahy, kdyz s kamerou vstupuje do jejich vnéjSich pohybi a nechdvad se und-
Set riiznymi demonstracemi, smykat vasnémi lidskych sroceni, které vyvazuji
tzkost reziséra, jenz celym svym dilem vnimal pozici ¢lovéka v déjindch jako
souhrnnost spolecenskych pomért. Jeho posledni snimek se ale déje v abs-
traktnim pojeti viile davu. Socidlni rozmér individudini existence je redukovan
na spolecenskou podstatu hluku nespokojené ulice. Uméleckd avantgarda,
kterd kdysi spojovala metafyziku vzpoury s politikou revoluce, prochdzi krizi
a vycerpdni je prilis viditelné. Byl-li Markerdv poeticky styl vysostnym vyrazem
dobové touhy po socidlni zméné, tak jeho posledni videoZurndl neni nezZ skep-
tickou pozndmkou unaveného chodce.



A subjective news report about the situation in the French politics in the begin-
ning of the new millennium. From November 2001 Chris Marker observed the
events moving the social scenes: anti-war protests, president Chirac fighting
for re-election, strikes paralysing the country, polemics over immigrants still
held, communists with their propaganda. The legend of the world documen-
tary filmmaking wanders again through the streets of Paris letting himself

get inspired by anonymous artists from the street. He chases the picture of

a yellow cat that appears in public spaces in different variations, and shoots

a specific video-graffiti, an epilogue to his most famous film Paris in May.

The picture of a grinning cat is jumping about the streets of Paris until it dis-
appears from the walls and the tree trunk with a trick. A fetish of the bored
modern civilization - a street graffiti is halfway between the boredom and
revolt - is erased and with it disappears the last substance of revolutionary
adventure. In his documentary, the social existentialist Chris Marker again
idealises social relations, while entering their outer movements with a camera,
carried away with numerous demonstrations, dragged by the emotions of
people’s gatherings, outbalancing the anxiety of the director, who, in all his
work, has perceived the role of a man in the history as a complexity of social
circumstances. His last film takes place within the abstract interpretation

of the crowd'’s will. The social dimension of individual existence is reduced

to the social base of the noise of dissatisfied street. The avant-garde that
once linked the metaphysics of revolt with the revolutionary politics, is fac-
ing a crisis and the exhaustion is too visible. As the Marker’s poetic style was
a direct expression of the era’s wanting of social change, his last video journal
is no-thing more than a sceptical note of a tired passer-by.

FRANCE 2004

COL | BETA SP | 587

DIRECTOR: CHRIS MARKER
PHOTOGRAPHY: CHRIS MARKER
EDITING: CHRIS MARKER
SOUND: MICHAEL KRASNA
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FANTOMOVA BOLEST

USA 2004

BAR, CB | BETA SP, 35MM | 28°

REZIE: JAY ROSENBLATT

SCENAR: JAY ROSENBLATT

KAMERA: ARA CORBETT, TODD CURTIS,
JAY ROSENBLATT

STRIH: JAY ROSENBLATT

ZVUK: JAY ROSENBLATT

HUDBA: ARVO PART, ELIANE RADRQUE

Jay Rosenblatt

4159 20 TH Street | San Francisco CA 94114 | USA

Tel: +415-641-8220 | Fax: +415-641-8220

jayr@jayrosenblattfilms.com

Dvanacti kratkymi kapitolami si americky rezisér pripomina smrt svého mlad-
Siho bratra v roce 1964. Eliot Mitchell Rosenblatt zemrel v sedmi letech, rodina
byla ztratou ditéte navzdy poznamenana. Nazvy kapitol odkazuji na rtizné
stupné prozitého smutku, pro kazdou epizodu zpracoval Rosenblatt asociujici
montaz. Kapitola Zhrouceni je demolici domud, v Otresu vidime reakce dvou
pokusnych krys, Deprese prinasi obrazy hospodarské krize, ve Ztraté vysvétlu-
je muz, jak stale citi ruku i presto, Ze mu byla ddvno amputovana... Medicina
tento fenomén nazyva fantomovou bolesti.

Mysteriozni vyjev stiihdni ovce. Jakoby na chvili utichl cernobily shon psycho-
analytického sestupu, ktery se mihal v kapitoldach, pripominajicich temné diry
lidského smutku. Ale je to jen chvile k zastaveni, abychom se mohli zamyslet
nad dychtivosti, kterd vede k obraziim, pozastavit se nad rubem duse, kterd
md zapotrebi vidét se v krajiné filmu. Rosenblattova skladba k sobé vdze
amatérské video, archivni Soty, instruktdzni filmy, umoZriuje divdkovi, aby pre-
vadeél fyzicnost filmu na procesy lidské mysli, nuti jej, aby si uvédomoval jeho
myslenkové stavy jako svoje viastni. Viditelny obraz, jako bolest ze svétla, mda
za ukol odkryt skutecny stav véci, abstraktni procesy hluboko v nevédomi, onu
tzkost ze smrti, jez ovSem mize byt jen cihajici touhou zemrit. Nikoli ptivodni
film, ale jen prevzaté, zcizené obrazy, dovoluji reZisérovi proniknout fenomény,
nebot vlastnim otiskem svéta v prvnim dechu zabéru by nabizel toliko skry-
tost, kdeZto v obrazech peclivé vybiranych a vyrezdvanych se neskryvad ideali-
zujici pohled - to jejich naprostd cizost dovoluje vidét, co ve skutecnosti je.

Snimek uvadime spole¢né s rezisérovym kratkym domacim videem Moc mi to chutna (I Like It A Lot).



In twelve brief chapters this American director recalls the death of his younger
brother in 1964. Eliot Mitchell Rosenblatt died at the age of seven, and the
family was forever marked by the loss of the child. The chapter titles refer to
the various stages of grief experienced, and for each episode Rosenblatt has
created an associative collage. The chapter called Collapse shows the demo-
lition of homes, in Trauma we see the reactions of two experimental rats,
Depression shows images of economic crisis, and in Loss a man explains how
he can still feel his hand despite the fact that it has been amputated, a phe-
nomenon medicine refers to as phantom pain.

The mysterious spectacle of sheep sheering. As though the black-and-white
rush of psychological decline that flickers through the chapters and recalls
the dark pits of human grief has abated. But this is just a moment of pause so
that we can reflect on the urgency that leads to the images, to wonder about
the underside of the soul that has the need to see itself in the landscape of
film. Rosenblatt’s compositional piece encompasses amateur video, archive
shots, instructional films, enabling the viewer to transfer the physicality of the
film into the processes of human thought, forcing the viewer to become aware
of their thought states as their own. The visible image, like pain brought on
by light, is intended to uncover the real state of things, the abstract processes
deep within the subconscious, the dread of death, which of course may just
be a lurking desire to die. It is not the original film but the borrowed, extra-
neous images that allow the director to penetrate phenomena, as his own
impression of the world would in the first breath of the shot offer too much
implicitness. There is no idealizing outlook concealed in the carefully selected
and excised images - their absolute extraneousness makes it possible to see
what reality is.

This film is screened together with another short video by the director called | Like It A Lot.
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MOSKATCHKA

NEMECKO, LOTYSSKO 2005

BAR | BETA SP | go”

REZIE: ANNETT SCHUTZE
SCENAR: ANNETT SCHUTZE
KAMERA: ALEXANDRS GREBNEVS
STRIH: ANNETT SCHUTZE

ZVUK: GAILITIS RUSLANS

KINO KOMBAT Filmproduction

Hufelandstr. 30 | 10407 Berlin | Némecko
Tel: + 49 30 42 505 30 | Fax: + 49 30 42 505 30
kelemen@kino-kombat.com | www.kino-kombat.com

Zivé obrazy ne-déni na riiznych mistech predmésti lotydské Rigy
(Moskatchka), obyvaného prevazné obcany ruské narodnostni mensiny.
Soustredénéa prizracnost sledu vyjeva, natacenych statickou kamerou v mini-
malistickém filmovém stylu, obrazové vyrista z korend dokumentarniho filmu
jesté némé éry a dovoluje povaze Zivota dvoji periférie (méstské a narodnost-
ni) vstoupit do divdka v melancholické plnosti neviditelnych udalosti, kdy se
z obraz(i pozvolna vylupuje pocit, ktery spojuje veskerou hmotu obycejnosti,
zijici z podstaty prezivani v mytickém prostoru jednoho sidliste.

Prostor mezi domy, mezera pro film - védomi dokumentu jako nekonecné
existence budoucich obrazii a zdroveri hleddni zpisobu, jak vypovidat o sveé-
té, aniz by byl vysvétlovdn. Prazdno, které mize byt predmétem mysleni
dokumentu, pocitky, které nevedou délici ¢aru mezi nézornym a pojmovym,
senzualita, kterd spojuje nazirdni a mysleni, dokumentdrni film, ktery regis-
traci a popisem vytvdri podminky vyznamného pozndni. Uddlost filmu privadi
k reci vSednost, kterou nechce oviddnout, ale nechdvd ji dit jako odmlku

v subjektivnim Case divdka, jako volny prihled do svéta bezmezného ticha
Jjeho pobytu na svété. Statické obrazy udrzuji harmonicky vztah mezi ¢lové-
kem a prostorem, aniz nemohou nevidét krajni zavrseni vykorenéni, které

ma svdj vlastni socidlni cas, v némz preZivajici lidé nedisponuji Zivotem jako
svobodnym. Napéti filmu se prolamuje z vyvdZenych obrazd, v nichZ sice rezo-
nuje znéni ticha, ale ze kterych roste tiziva socidlni bezradnost, Ihostejnost na
prvni pohled neviditelnd, chudoba trvajici stdle bez povsSimnuti.



Live images of non-happenings in various locations in the suburbs of Riga in
Latvia (Moskatchka), inhabited primarily by members of the Russian minority.
The focused clearness of the sequence of scenes, shot using a static camera
in a minimalist film style, grows visually out of the roots of the documentary
film from the silent film era, and it permits the nature of life’s two peripher-
ies (urban and nationality) to penetrate the viewer with the melancholic full-
ness of invisible events, where out of the images there gradually emerges an
impression, which joins together all the substance of the ordinary, living on
hand to mouth in the mythical space of one housing estate.

The space between the buildings, an opening for film - consciousness of the
documentary as the infinite existence of future images, and, at the same time,
the search for a way in which to say something about the world without it
becoming its explanation. The emptiness that can become the subject of the
documentary’s thinking, sensations that do not run a dividing line between
visual and conceptual, sensuality that connects regarding and thinking, the
documentary film that by means of recording and description establishes the
conditions for meaningful cognisance. The event of the film prompts the ordi-
nary, which the film does not want to manipulate, to speak and lets it occur
like a pause in the viewer’s subjective time, like an open vista into the world
of the limitless silence of existence on earth. Static images sustain a harmonic
relationship between man and space without being able to ignore the extreme
culmination of dispossession, which has its own social time, in which the sur-
vivors do not dispose of their lives like the free. The film's tension breaks from
the balanced images that while resonating with sound of silence give rise to
an oppressive sense of social despair, indifference at first glimpse invisible,
poverty enduring unnoticed.

MOEKauUHS
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GERMANY, LATVIA 2005
COL | BETA SP | go”

DIRECTOR: ANNETT SCHUTZE
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EDITING: ANNETT SCHUTZE
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ODPOCITAVANI

LITVA 2004 O
BAR | 35MM | 45~

REZIE: AUDRIUS STONYS
SCENAR: AUDRIUS STONYS
KAMERA: VLADAS NAUDZIUS
STRIH: GINTAS SMILGA
ZVUK: VIKTORAS JUZONIS

Audrius Stonys
Tel +370 68678415 | Fax +370 5 2700247

stonys@ktl.mii.lt | www.stonys.It

Clovék umira v nemocnici. Je jenom télem, které pracuje ke smrti, a nikdo nevi,
jaky zivot se za nim skryva. Augustinas Baltrusaitis byl osobnosti litevského
divadla i filmu, podilel se na péti celovecernich filmech a v petrohradskych
ateliérech spolupracoval s ruskym filmovym rezisérem Grigorijem Kozincevem.
Audrius Stonys jej potkava na konci jeho Zivota jako samotare nekomunikuji-
ciho s okolim a svym dokumentem pomalu odpo¢itava udalosti, jimiz ¢lovék
propada zapomenuti. Jednotlivé kapitoly filmu - pristav, domov, vzpominky

- jsou urceny naladou a, ¢asto beze slov, skladaji udalosti zivota v kontempla-
tivni mozaiku.

Zivot jiného ¢lovéka nemiiZzeme nikdy poznat, ale miiZzeme se pokusit jej znovu
vytvorit a nechat z obrazu filmu povstat duchovni subjekt, ktery se svoji zvldst-
ni hodnotou bude k nému vztahovat - kazdy portrét v sobé musi obsahovat
védomi neuchopitelnosti. Jerdaby otdcejici se nad lodmi v pristavu jsou také
vnitini zkusenosti s dotykanym osudem, prdavé ony postihuji Zivotni projevy,
prodluzuji je v intencich filmu a samy zacinaji rysovat celkovy obraz bytosti.
Neexistuje Zadny formulovatelny zdkon dokumentdrniho portrétu - kaZdy dilci
postieh proméni tvar osoby, kaZdy pohled je odchylkou. Vymluvnost obrazu
ale neni nedostatkem, nebot dokdze zprostredkovat zviastni obsah védomi,
ktery se vynoruje pri setkdni s druhym a ktery nds vede v touze poznat jej.
Svét filmového portrétu tak neurcuji a nevymezuji viditelné véci a jejich vlast-
nosti, nybrz souhrn ,hodnotovych podstat” (Scheler), které urcuji poznatelné.
Stonystv snimek je vyjadrenim této viile k prostoupeni. Rezisér v ném omezuje
faktické véci a neilustruje Zivot druhého, ale nabizi jej jako jedinecnou existen-

ci, kterd ma svoji pric¢inu v tom, kdo se divad.



A man is dying in a hospital. He is just a body working its way towards death,
and no one knows what kind of life is lies behind it. Augustinas Baltrusaitis
was a prominent figure in Lithuanian theatre and film who worked on five fea-
ture films and worked with the Russian film director Grigoriy Kozincev in the
St. Petersburg studios. Audrius Stonys meets Baltrusaitis at the end of his life,
when he is a recluse, no longer communicating with anyone, and in his docu-
mentary he slowly counts down the events that lead man to sink into a state
of forgetting. The individual chapters in the film - the port, home, memories

- are shaped by their mood, and, often unaccompanied by words, are com-
prised of events from life arranged in a contemplative mosaic.

We can never really know the life of a person, but we can attempt to re-cre-
ate it and from the film’s images let a spiritual subject arise that through

its own value refers to that life - every portrait must contain within itself an
awareness of its elusiveness. Cranes swinging over the boats at the port are
also the inner experience of a destiny touched, and they are what express

the manifestations of life, extend them in the film’s intentions and themselves
begin to draw the contours of the overall image of being. There is no law
that could be applied to the documentary portrait - every minor observation
changes the appearance of the person, every gaze is a deviation. The image
is not however lacking in eloquence, as it is able to convey the substance of
the awareness that surfaces in an encounter with another and that guides
our longing to know them. The world of the film profile is therefore not deter-
mined and circumscribed by tangible things and their properties but by the
sum of “value substances” (Scheler), which define what is knowable. Stonys’s
film is an expression of this will to penetrate. The director limits the factual
elements and does not illustrate a life of a man, but rather offers that life as
a unique existence, the source of which lies in who is watching.

LITHUANIA 2004

COL | 35MM | 45~

DIRECTOR: AUDRIUS STONYS
SCRIPT: AUDRIUS STONYS
PHOTOGRAPHY: VLADAS NAUDZIUS
EDITING: GINTAS SMILGA

SOUND: VIKTORAS JUZONIS
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STIHAC / CESKOSLOVENSKY FILMOVY

VELKA BRITANIE 1943 O
CB | 35MM | 7°

REZIE: JIR[ WEISS

VELKA BRITANIE 1943
CB | 35MM | o
REZIE: OTTO HELLER

VELKA BRITANIE 1943

CB | 35MM | 8°

REZIE: OTTO HELLER

KOMENTAR: KAREL LAMAC

NFA | Maleicka 12 | 130 oo Praha 3 | Ceska republika
Tel: +420 271 770 500 | Fax: +420 271 770 501

nfa@nfa.cz | www.nfa.cz

Protizidovské zakony, které prosadila kolaborantska vlada, donutily Jifiho
Weisse utéct pred nacismem do Velké Britanie. Zde se sice seznamil s Paulem
Rothou, Johnem Griersonem a dalSimi predstaviteli britské dokumentarni
Skoly, ale k filmové praci se dostal az jako vojak. Jako dokumentarista zazna-
menaval bitvu o Britanii, natacel v ulicich mést, v posadkach, v pilotnich
kabinach. Pro spole¢nost Crown Unit natocil fadu inscenovanych dokumentd,
vénovanych armadnimu letectvu. K nim néleZi i apelujici snimek o ¢eskych
stihacich Bojovy pilot. Snimek uvadime spole¢né s filmovym tydenikem RAF,
ktery pripravil ¢esky kameraman Otto Heller.

BOJ Vale¢ny stroj, do néjz se projektuje vira ve vitézstvi. Uto¢na sila kovu, kte-
rou si navzdy bude privlastiiovat propagandisticky film. Filmova historie musi
mit cit pro podobnost, rozdil a dlezitost. Vzdy existuje autoritativni divod,
jako duisledek kultury a shody, ktery vypovida o motivech a zamérech. Spatna
filmova historie vnima tato zdlvodnéni ve stejné dimenzi jako samotné filmové
konani a faleSnou jistotu d€jepisu rozsifuje i na objekt filmu. Dobra filmova
historie oviem neexistuje, nebot by neméla o ¢em psat.

JIRi WEISS (1913-2004) Vzpoura proti bohatstvi otce a naklonnost k dobové
levicové kulture jej privedly az ke ¢lenstvi v komunistické strané. Od roku 1936
natacel kratké poetické filmy, za nedochovany snimek Lidé na slunci ziskal
diplom na benatském festivalu. Po okupaci Ceskoslovenska odesel do Velké
Britanie, pracoval mj. pro exilovou vladu v Londyné. Pozdé&ji se v ¢eské kine-
matografii prosadil jako tvirce vyznamnych civilné a psychologicky ladénych
snimkd. Od roku 1968 zil predevsim v USA, kde se vénoval pedagogické cin-
nosti.



The anti-Jewish laws that the collaborator government pushed through forced
Jiri Weiss to flee to the UK to escape Nazism. There he got to know Paul
Rotha, John Grierson and other figures of the British school of documentary
film, but he only got to film work himself as a soldier. As a documentary film-
maker he recorded the Battle of Britain, filmed the streets of the cities, filmed
in the garrisons and the cockpits. For the company Crown Unit he filmed

a number of staged documentaries focusing on the military air forced. This is
the emotive film about Czech fighter pilots. Jihlava IDFF is screening the film
together with the RAF film weekly that was prepared by the Czech cameraman
Otto Heller.

The war machine into which faith in victory is projected. The aggressive force
of steel that will forever be the trademark of propaganda films. Film history
must have a feeling for similarity, difference and importance. There is always
an authoritative explanation, resulting from culture and consensus, which
gives an account of motives and intentions. Bad film history perceives these
substantiations in the same dimension as the film act itself and extrapolates
the fake certainty of history onto the object of the film. Good film history how-
ever does not exist, as there would be nothing for it to write about.

JIRI WEISS (1913-2004) Rebellion against the wealth of his father and his
own inclinations towards contemporary leftwing culture led Weiss to become
a member of the Communist Party. In 1936 he began making short poetic
films, and for the film titled Lidé na slunci [People in the Sun], now lost, he
earned a prize at the Venice film festival. After the German occupation of
Czechoslovakia he fled to the UK and worked for the exile government in
London. He later broke through in Czech cinematography as the author of
important civilly and psychologically toned films. After 1968 he lived primarily
in the USA, where he focused mainly on teaching work.

GREAT BRITAIN 1943
B&W | 35MM | 77
DIRECTOR: JIRi WEISS

GREAT BRITAIN 1943
B&W | 35MM | 9~
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IZRAEL, DOBRODRUZSTVI

USA, IZRAEL 1957 O
BAR | 16MM

REZIE: ALEXANDER HACKENSCHMIED

Jerusalem Film Center
Derech Hebron | POB 8561 | 91083 Jerusalem | lzrael
Tel: +972 25 654 333 | Fax: +972 25 654 335/4

rusom@jer-cin.org.il | www.jer-cin.org.il

»Neunavné prozkoumava jedinec¢nou evokativni silu filmu, bez sentimentu
odkryva loziska hlubokych emoci, odhaluje basnické pohledy,” napsal ve stu-
dii vénované Alexandru Hammidovi Thomas E. Valasek. V cestiné vysla tato
zéasadni stat poprvé v prvnim cisle DO- revue pro dokumentarni film, u pri-
leZitosti rozsahlé retrospektivy, kterou v roce 2003 pripravil jinlavsky festival.
Nebyly tehdy uvedeny vSechny filmy, nékteré zlistaly nedostupné, jiné nebylo
mozné promitat z technickych ddvodu. ProtozZe i nékteré retrospektivy mohou
byt dilem ve stavu zrodu (work in progress) uvadime poprvé snimek, ktery
Hammid jako kameraman a spolurezisér realizoval pro izraelskou vladni kan-
celar cestovniho ruchu.

ZASLIBENA ZEM Pokracovdni snu o krajiné. Zaslibend zem neni tam, kde
Jjsme my, ale je ndm ddna trvale v bezprostrednim ocekdvdni. Dokud Zijeme,
citime, jak nardsta jeji blizkost. Vterina za vterinou vymezuji jeji hranice a od-
déluji détstvi od mldadi, dospélost od stari; jeji topografie se odehrava v case.
V kaZdém okamZiku vime, Ze je, ale nemizeme ji myslet, nemdazZeme ji nalézt
tim, Ze ji myslime. Nelze do ni otevrit oci, nelze ji Zit. Nakonec exil: smrt.

ALEXANDER HACKENSCHMIED [HAMMID] (1907-2004) studoval archi-
tekturu a s filmem prisel nejdrive do styku jako vytvarnik filmd Gustava
Machatého. Ovlivnén evropskou filmovou avantgardou a konstruktivis-
mem zacal experimentovat s fotografii i s filmem. Tésné pred obsazenim
Ceskoslovenska uprchl pi¥es Londyn do USA, kde ve spolupraci s Herbertem
Klinem realizoval nékolik politickych dokumentl. Ozenil se s avantgardni
tanecnici a basnirkou Mayou Derenovou, s niz vytvoril nékolik experimen-
talnich filma, zejména Odpoledni osidla (Meshes of the Afternoon, 1943).
Za valky také pracoval pro Urad vale¢nych informaci a pozdéji pro OSN.
Vyznamna je jeho spoluprace s experimentatorem Francisem Thompsonem,
predevsim na oscarovém filmu Byt nazivu! (To Be Alive!, 1964), ktery inspiroval
vznik systému IMAX.



“He is tirelessly examining the unique evocative power of the film, without any
traces of sentiment uncovering the sources of deep emotions, revealing poetic
perspectives,” Thomas E. Valasek wrote in his study dedicated to Alexander
Hammid. This crucial essay was first published in Czech in the first number

of DO- Documentary Film Revue, within an extensive retrospective prepared
by the Jihlava festival in 2003. Not all films were shown at that time, some of
them were unavailable; some could not be screened for technical reasons.
And because even retrospectives can be perceived as work in progress, we are
presenting for the first time a film realised by Hammid as cameraman and co-
director for the Israeli Government Tourist Office.

PROMISED LAND Another sequel of the dream about landscape. The prom-
ised land is not where we are but it is given to us to be our imminent expec-
tation forever. As far as we live, we can feel its presence growing nearer.

A second after second delimit its borders and separate the childhood from the
Yyouth, manhood from the old age; its topography takes place within the time.
We are aware of its existence in every moment, but we cannot think it, we
cannot find it by thinking it. We cannot open our eyes to see it, we cannot live
it. Finally exile: death.

ALEXANDER HACKENSCHMIED [HAMMID] (1907-2004) studied architec-
ture and his first contact with the cinema was when he worked with Gustav
Machaty as the graphic artist of his films. He started experimenting with the
photography and the film under the influence of European film avant-garde
and constructivism. Shortly before the occupation of Czechoslovakia he fled
through London to the U.S.A., where he realised several political documents
together with Herbert Klin. He married an avant-garde dancer and poet Maya
Deren, and together with her created several experimental movies, especially
Meshes of the Afternoon (1943). During the war he also worked for The Office
of War Information and later for UNO. He cooperated with the experimenter
Francis Thompson, in particular on Oscar awarded film To Be Alive! (1964),
which inspired the origination of IMAX.

USA, ISRAEL 1957
COL | 16MM
DIRECTOR: ALEXANDER HACKENSCHMIED
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SLOVINSKO 1965
BAR | 16MM | 10”

REZIE: FRANTISEK CAP

SCENAR: VLADIMIR KOCH, FRANTISEK CAP
KAMERA: IVAN MARINEK

STRIH: JELENA ROBINIK

Filmski sklad Republike Slovenije
Miklosi¢eva 38 | 1000 Ljubljana | Slovinsko
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info@film-sklad.si | www.film-sklad.si

Piran, slovinské méstecko postavené na uzkém mysu vybihajicim do
Jaderského more. Vétsina ulic nese stopy zanechané italskymi architekty pGso-
bicimi v Benatkach. Dalsi nesmazatelny otisk tu zanechali hudebnici, mezi
nimiz je nejvice uctivan skladatel z 18. stoleti Giuseppe Tartini. Architektura

a Tartiniho hudba se spojuji v kratkometraznim snimku Frantiska Capa. Cesky
rezisér je v Piranu pohiben, zemrel sedm let poté, co o mésté natocil svij jedi-
ny dokument. Byl to, nepocitame-li praci pro zdpadon€émeckou televizi, jeho
posledni film.

VIDITELNY HRBITOV Snad z vnitini potieby natodil Frantisek Cdp ve mésté
na brfehu more jakysi vécny pribytek, ktery nastoluje prfiméri mezi minulosti

a pritomnosti. Filmem objevil pristav, v némz se potdpéji vsechny hranice,
misto, které uz nepatii nepratelskému casu. Zvolil si mésto jako budouci hrob
a pritom natdcel pamdtky, historii, jeZ se neustdle méni pod ucinky svétla.
Priviastnil si je jako prostorovou definici nového domova, kterd potvrzuje, Ze
si jej svobodné zvolil a vybudoval s pomoci filmu. Toho filmu, ktery zpritomriu-
Jje utkveni jako vécnost.

FRANTISEK CAP (1913-1972) vstoupil v devatenacti letech do spole¢nosti
Lucernafilm, kde postupné poznal nejriznéjsi obory filmové prace. V roce
1939 debutoval spole¢né s Vaclavem Krskou senzualistickym snimkem Ohnivé
Iéto. Za okupace se vénoval jak adaptacim klasickych ¢eskych literarnich

latek - Babicka (1940), Jan Cimbura (1941) -, tak pribéhdm z méstského Zivo-
ta, vyznacujicim se zjitfenym erotismem, z nichz nejslavnéjsi je No¢ni motyl
(1941). V povaleéném Ceskoslovensku natotil Cap jesté étyfi snimky. Po nucené
odmlce odesel do exilu, kde ve své umélecké praci pokracoval. Ve Spolkové
republice Némecko natodil Sest a v Jugoslavii osm filmd. Natrvalo se usadil ve
Slovinsku.



Piran, a Slovenian town built upon a narrow cape jutting out to the Adriatic
Sea. Most streets bear traces left by Italian architects from Venice. Another
indelible trace has been left by musicians among which stands out a famous
18th century composer Giuseppe Tartini. The architecture and Tartini's music
are united in the short film directed by Frantisek Cap. The Czech director is
buried in Piran, dying seven years after he had made his only documentary
about the town. Apart from his work for the West German TV, this was his last
film.

VISIBLE CEMETERY Maybe out of an inner urge Frantisek Cdp shot a kind of
eternal home in the coastal town, establishing the armistice between the past
and present. Through the film, he had discovered a haven without borders,

a place not belonging to the hostile passing of the time. He chose the town as
its future grave filming its monuments, its history changing ceaselessly under
the effects of light. He seized it as a special definition of a new home prov-
ing that he chose it out of his free will and built it up using the film. The film
which provides a vivid picture of a memory in its eternity.

FRANTISEK CAP (1913-1972) joined Lucernafilm when he was nineteen. In
this company he gradually become familiar with all the different filmmaking
professions. He made his debut in 1939 together with Vaclav Kr3ka with a sen-
sualistic film Flaming Summer Ohnivé Iéto. During occupation he devoted his
work to adaptations of classical Czech literal materials - Grandmother Babicka
(1940), Jan Cimbura (1941) - as well as stories of urban lives, characterised

by inflamed eroticism, the most famous of which is Midnight Butterfly No¢ni
motyl (1941). Cap made four more films in the post-war Czechoslovakia. Then,
after a forced break, he went to exile and continued his work of an artist. He
made six films in West Germany and eight in Yugoslavia. He settled for good
in Slovenia.
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AFRICKA ODYSSEA

AFRIKA 1966 O
CB | 16MM | 10~

REZIE: LADISLAV BROM
SCENAR: LADISLAV BROM

National Anthropological Archives
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John L. Brom cestoval mezi lety 1949 a 1962 nékolikrat saharskou a rovnikovou
Afrikou. V dobé siliciho odporu proti kolonialismu, ktery ¢asto vedl k ob¢an-
skym valkam a genocidam, natocil velké mnozstvi materialu, z néhoz vzeslo
nékolik ocenovanych dokumentarnich filmad a televiznich cykld. Soubézné
vydaval cestopisné a fotografické knihy. Bromovo dilo je vyznamnym prispév-
kem svétovému etnografickému filmu. Jeho dédictvi, jehoz zakladem je Africka
odysea (African Odyssey, 1966), spravuje americky Narodni antropologicky
archiv (Smithsonian Institution).

EXOTIKA Francouzsky déjepisec dokumentdrniho filmu Jean Breschand cha-
rakterizoval cestopisné filmy z poldtku kinematografie jako aktuality, v nichZz
se prezentuje sama burZoazie na svém vrcholu, ukazujic svoji nadviladu nad
svétem, ktery tak rychle dobyvad cestovdanim. Dodnes vétsina cestopisti napl-
riuje predem stanovenou harmonii vyspélého a tretiho svéta. Exotika v nich je
vice kouzlem pohledu nez prileZitosti proniknout strukturou jinych spolecen-
stvi. Cerime si proto filmd, které bloudi k poznadni, kdyz presné zachycuji mist-
ni realitu psychologickou i socidlni a v detailech skryvaji perspektivu vyznamda,
kterym porozumi az budouci cas.

LADISLAV BROM (1908-1969) vstoupil v roce 1929 vedlejsi roli do svéta ces-
kého filmu, v némz pulsobil az do konce druhé svétové valky jako scenarista,
textar, herec, producent a rezisér. Ackoli byl Brom odpUlircem nacismu a v roce
1942 byl kratce véznén, jeho hrané filmy svym nevyraznym rezijnim rukopisem,
ansdmblem hereckych hvézd a letmym narodovectvim reprezentuji protekto-
ratni kinematografii na prelomu tricatych a ¢tyricatych let. V roce 1945 byla
ceskoslovenska kinematografie zestatnéna, Brom odesel do Francie a pozdéji
do Spojenych statd. V roce 1949 se vydal na svoji prvni cestu do Afriky. O své
pouti t€zko pristupnymi koncinami v jizn€jsich oblastech Afriky, béhem niz
ujel 35000 kilometrd, napsal knihu, kterd v ceském prekladu vysla pod titulem
Africka odysea (1972).



From 1949 to 1962, John L. Brom travelled several times between Saharan and
Equatorial Africa. In the time of a growing resistance against colonists that in
many cases resulted in civil wars and genocides, he gathered a vast amount of
footage, of which he made several awarded documentary films and TV series.
At the same time he published books of travel and photography. Brom's work
is an important contribution to the world’s ethnographic cinema. His legacy,
the heart of which is African Odyssey, 1966, is kept by the U.S. National
Anthropological Archives (Smithsonian Institution).

EXOTIC Jean Breschand, a French documentary film historian, characterised
travelogues of the beginning of cinematography as pieces of news, in which
bourgeoisie presented itself at its height demonstrating its power over the
world it had conquered so fast by travelling. Until today, most travelogues
describe the already defined harmony of the advanced and third worlds.
Rather than an opportunity to penetrate the structure of different communi-
ties, the exotics in them plays a role of a magic look. We should therefore
highly regard films, which wander towards recognition by exactly depicting
local psychological as well as social reality, and hiding in details the perspect-
ive of meanings that become comprehensible only with the passing of time.

LADISLAV BROM (1908-1969) entered the world of the Czech cinema in
1929 with a small role, and had worked for the Czech film until the end of

the Second World War as a scriptwriter, lyrics writer, producer and director.
Although Brom was firmly anti-Nazi, and in 1942 was even imprisoned for

a short time, his fiction films became a representation of the protectorate cin-
ema at the turn of the 3oies and 4oies due to his insipid director’s script, the
film stars he cast in his films, and the superficial nationalism. After national-
izing of the Czech cinema 1945, Brom went to France and later to the USA. He
wrote a book about his 35,000 kilometre long journey in inaccessible areas of
southern Africa, translated into Czech as Africkd Odysea (1972).

AFRICA | 1966
B&W | 16MM | 10~
DIRECTOR: LADISLAV BROM
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ZROZENI VITRAZE

FRANCIE 1966 O
CB | 16 MM | 15

REZIE: KAREL PROKOP

Karel Prokop

karel.prokop@wanadoo.fr

Josef Sima patii k nejvyznamng&jsim ¢eskym vytvarnym umélctim. Od dvacatych
let pobyval ve Francii, byl ¢lenem skupiny Vysokéa hra (Le Grand Jeu). V roce
1963 byl Sima povéien vyznamnym tkolem realizovat vitraze v remesském
gotickém kostele sv. Jakuba. Jeho akvarelové navrhy pro okna v presbytari

a hlavni lodi se od roku 1966 zvétSovaly, prekreslovaly a vyrezavaly ve skle

v ateliéru Simon. Autor byl praci pritomen a sam skla domalovaval a dolepta-
val.

DILO Vitrd? - obraz viastnény svétlem. Sklo spojuje vzddlenosti v motivech
duchovni krdsy, barva nabyvad novych vyznami a celé dilo prerusuje prdzd-
notu, nebot Buih je plnost. Trpélivé a tise pozoruje film zrod vitrdZe, vsechny
dotyky, které davayji sklu tvar. Simovy ruce jsou stavem filmu, jsou podobou
inspirace a ddvaji smysl tomu, co bude vidéno. Cas filmu plyne jednim smé-
rem, soustreduje se k zavrseni, ke chvili, kdy konci clovék a zacindg dilo.

KAREL PROKOP (1942) pobyval ve Francii jiz od poloviny Sedesatych let
jako student FAMU. Pozd¢ji pracoval ve francouzské televizi jako rezisér zpra-
vodajstvi a dokumentarista. V osmdesatych letech natacel filmy o Zivoté pod
hladinou oceanu - francouzsky badatel Théodore Monod, oceanograf a védec
tak zamilovany do pousté, Ze v ni stravil vétSinu svého dlouhého Zivota, je
hrdinou filmu Starec a poust (Le Vieil homme et le desert, Theodore Monod,
1985). K Ceské tematice se vratil po prevratu, kdy natodil portrét Vaclav Havel
- Du Theatre au Pouvoir (1993) a snimek o déjinach Zelezné opony Vzpominky
hranic¢arského psa (Mémoires d’un Chin-Frontiere, 1998).



Josef Sima was one of the most important Czech artists. In the 1920s he began
to live in France, where he became a member of the group Le Grand Jeu. In
1963 Sima was entrusted with the important task of creating the stained glass
windows in the Gothic Church of St. Jacob in Reims. He enlarged his water-
colour designs for the windows of the presbytery and the central nave and
redrew and cut them in glass at the studio Simon. He was present during the
work and completed the painting and etching of the glass.

THE WORK OF ART The stained glass window - in image possessed by light.
The glass joins intervals in the motifs of spiritual beauty; the colours take on
new meaning, and the entire piece of work suspends and breaks through
emptiness, as God is wholeness. Patiently and quietly the film observes the
birth of the stained glass window and all the touches that give form to the
glass. Sima’s hands are the sum of the film, the image of inspiration, and
given meaning to what is to be seen. In the film time flows in one direction,
concentrating on the progression towards culmination, towards the moment
where man ends and the work of art begins.

KAREL PROKOP (1942) began living in France in the mid-1960s while

a student of FAMU. He later worked for French television as a news director
and documentary filmmaker. In the 1980s he shot films about life beneath the
surface of the ocean - the French researcher, oceanographer, and scientist
Théodore Monod, who was so in love with the desert that he spent most

of his long life in it, is the hero of Prokop's film Le Vieil homme et le desert,
Théodore Monod [The Old Man and the Desert], (1985). He returned to
Czech subjects after the revolution in 1989, when he filmed the portrait Vaclav
Havel - Du Theatre au Pouvoir [Véclav Havel - From the Theatre into Power]
(1993) and a film about the history of the Iron Curtain Mémoires d’un Chien-
Frontiere [Memories of a Border Guard-Dog] (1998).

FRANCE 1966
B&W | 16 MM | 15~
DIRECTOR: KAREL PROKOP
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PARTICIPATION

USA 1969-71 O
CB | VIDEO SONY PORTAPACK | 70°

REZISER: WOODY A STEINA VASULKOVI

Woody Vasulka

vasulka@zkm.dat.de

The Vasulkas (manzelé Woody a Steina) se v New Yorku pohybovali v komu-
nité pratel Andyho Warhola. Koncem Sedesatych let si poridili jednu z prvnich
videokamer, portapack firmy Sony, kterym v letech 1969 az 1971 zaznamenévali
déni na nezavislé umélecké scéné, v gay a transsexualnich klubech, vystoupeni
nastupujicich rockovych idolt (Jimi Hendrix, Jethro Tull). Z tohoto materialu

v sedmdesatych letech sestrihali snimek s nazvem Participation (1969-71),

o nichz Vit Janecek tvrdi, Ze ,jsou v historii videa tim, co jsou Mekasovy Diaries
pro kinematografii. Jsou nddhernym dokumentem i metadokumentem...

A soucasné zdznam moznosti realistického modu drevni technologie videa.”

PODZEMI Zrozeni videokamery se stalo pohyblivym svdtkem oka - videozd-
znam spojil vsednost nekonecného natdceni se svdatecnosti dila. Pocitovani
svéta probihalo v dané chvili zGznamu a védomi moznosti vymazdni dovolilo
nerozliSovat. Podobné opojnym ndrazem okamziku byl na konci sedesdtych
let newyorsky underground. Brzy se setkalo podzemi s videem, kolektivni vzru-
Seni s dalsi alternativou zachycovdni skutecnosti - tak se v pfimém zdznamu
vzdjemné zmocriovaly budouci obéti stredostavovské kultury.

WOODY BOHUSLAV VASULKA (1937) studoval rezii na prazské FAMU.

V roce 1965 odesel se svoji manzelkou Steinou, pochéazejici z Islandu, do
USA. Zil v New Yorku, kde experimentoval s elektronickym zvukem, strobo-
skopickou projekci, svételnou aktivaci platen, s rizné upravenymi kamerami.
V roce 1974 se stal ¢lenem Centra studia médii na statni univerzité v New
Yorku (Buffalo) a zapocal s vyzkumem pocitact, konstruujicich The Image
Articulator - digitalni video nastroj. Spolu s manzelkou zalozili legendarni
centrum The Electronic Kitchen jako divadlo elektronickych médii. Vasulka
prednasi, publikuje ¢lanky, komponuje hudbu a vytvari nespocet video snimku.
V roce 1980 se prestéhoval do Santa Fe v Novém Mexiku, kde pokracuje ve
svém vyzkumu digitéalniho prostoru.



The Vasulkas (husband and wife Woody and Steina) moved in the same com-
munity of friends as Andy Warhol when they lived in New York. At the end

of the 1960s they acquired one of the first video cameras around, the Sony
portapack, which in the years between 1969 and 1971 they used to record what
was going on in the independent art scene and in gay and transsexual clubs,
and to record performances of emerging rock idols (Jimi Hendrix, Jethro Tull).
They edited this material in the 1970s to create the film titled Participation
(1969-71). Vit Janecek claims that this work “is to this history of video what
Mekas's Diaries are to cinematography. They are exquisite examples of docu-
mentary and meta-documentary in one...And at the same time a record of the
realistic capacity of the wooden technology of video.”

Woody Bohuslav Vasulka (1937) studied directing at the FAMU in Prague. In
1965 he left Czechoslovakia for the USA with his wife Steina, in New York, he
experimented with electronic sound, stroboscopic projections, illuminated
screen activations, and variously modified cameras. In 1974 he became a mem-
ber of the Media Studies Center at the New York State University (Buffalo)
and began to do research on computers, constructing The Image Articulator
- a digital video instrument. He and his wife together founded The Kitchen

as a venue for electronic culture. Vasulka has taught, published articles, com-
posed music, and has created countless video recordings. Since 1980 he con-
tinues to study digital space in Santa Fe, New Mexico

UNDERGROUND The birth of the video camera became a movable feast for
the eyes - the video recording fused the ordinariness or banality of endless
filming with the special eventfulness of the work of art. Experiencing the world
occurs in the specific time of the recording, and the awareness of the possibil-
ity of its deletion encourages the abandonment of discrimination. A similarly
intoxicating rush of the moment existed at the end of the 1960s in the New
York underground. The underground soon met up with video, the collective
excitement with another alternative means of capturing reality - so in a direct
recording the future victims of middle-class culture were mutually empowered.

USA 1969-71
B&W | VIDEO SONY PORTAPACK | 70"
DIRECTOR: THE VASULKAS
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DESETIBO]

USA 1973 O
BAR | 35MM | 15°

REZIE: MILOS FORMAN

Na kolektivnim dokumentu Vidéno osmi (Vision of Eight, 1972) o XX.
letnich olympijskych hrach v Mnichové se Milo§ Forman podilel epizodou
Desetiboj. Na sportovistich bylo umisténo az osmnact kamer, béhem
nataceni doslo k incidentu s poradateli, ktefi branili zabérdm vysilenych
sportovcl po dobéhnuti posledniho zdvodu. Snimek je vyjimecny pravé
dvojakosti pohledu na vrcholovy sport: rezisér sice vizualné plsobivé uka-
zuje Gsili prekonat hranice lidskych moznosti, ale nevaha Beethovenovu
Odu na radost, ktera vrcholi v okamziku dobé&hu, vystridat s jodlovanim
bavorskych muzikantl a humornymi prostrihy na chovani poradateld.

IRONIE A VULE Ironie patfi k liberdinimu duchu, je uskutecnénim jeho svo-
body. Je pohybem mysli, ktera pochybuje, a smysl svéta naléza v otdzkdch.
Je ctnosti v konkrétni situaci, etickou substanci porozuméni a shovivavosti.
Je také veselym hlediskem, nebot do svéta vndsi hru a tvorivost. Oproti tomu

glorifikace viile bere udél clovéka ve vsi vaznosti, undsi jej proudem mytologie
a zddraziiuje transcendenci a vyvoleni. Nejvyssi svrchovanosti vile je obét.
Ironie je protivnikem vule. Takovy je rozdil mezi Formanovou miniaturou a do-

byvacnou estetikou Olympie (Olympia, 1938) Leni Riefenstahlové.

MILOS FORMAN (1932) absolvoval prazskou FAMU a do roku 1968 natoc¢il

v Ceskoslovensku nékolik Gspé&snych filmai, které se vyznaduiji ironii, grotesk-
nosti a ¢ernym humorem. Patfil k nejoriginalnéjsSim tvircim ceské nové viny.
V roce 1968 odesel do Spojenych statd, kde se dokazal prosadit a postupné
se stal zosobnénim komeréniho Uspéchu se zachovanim uméleckych ambici
- adaptace romanu Kena Keseyho Prelet nad kukac¢im hnizdem (One Flew
Over the Cuckoo’s Nest, 1975) ziskala pét Oscard. Pobyt v USA se mu poz-
déji podarilo legitimizovat, diky ¢emuz mohl spolupracovat s kameramanem
Miroslavem Ondrickem a snimek Amadeus (1984), za ktery ziskal dalSich
osm Oscard, smél natocit v Praze (coz mezi exulanty vzbudilo velkou pole-

miku). V sou¢asné dobé nataci ve Spanélsku film o maliti Francisku Goyovi.



Milo$ Forman's contribution to a collective documentary film Vision of Eight
(1972) about XX Munich Summer Olympic Games is the episode called
Decathlon. Up to eighteen movie cameras were placed on the sports grounds,
there was an incident with the organisers during shooting, because they did
not want to allow filming of exhausted sportsmen after their last race. It is

the double vision of the top sport that makes this picture exceptional: while
the director shows impressive scenes of trying to go beyond human abilities,
he does not hesitate to cut off the Beethoven’s Ode to Joy, culminating at the
race finish, and replace it with yodelling of Bavarian musicians and humorous
cuts showing the behaviour of organisers.

IRONY AND WILL Irony belongs to the liberal spirit; it is the implementation of
its freedom. It is the movement of a moving mind finding the sense of the world
in questions. It is a virtue in a specific situation, an ethical substance of under-
standing and benevolence. It is also an element of gaiety as it brings a play and
creativeness into the world. Glorification, on the other hand, takes the human
destiny seriously, letting it drift away with the flow of mythology, emphasising
transcendence and uniqueness. The highest independence of will is a sacrifice.
Irony is the will’s enemy. This makes the difference between Forman’s miniature
and the aggressive aesthetics of Olympia (1938) of Leni Riefenstahl.

MILOS FORMAN (1932) graduated from the Film Academy in Prague (FAMU)
and till 1968 made several successful films in the then Czechoslovakia, which are
typical by their irony, grotesqueness and black humour. He was one of the most
original artists of the Czech New Wave. He left for the United States in 1968,
where his work gradually became the embodiment of commercial success while
maintaining artistic ambition - his adaptation of Ken Kesey's One Flew Over the
Cuckoo’s Nest (1975) earned him five Oscars. In the cooperation with the cam-
eraman Miroslav OndfFic¢ek he shoot his film Amadeus (1984), which earned him
other eight Oscars, in Prague (causing a great polemics among emigrants). He is
now shooting a film in Spain about a painter Francisco Goya.

USA 1973
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STROMY PTACI A LIDE

NEMECKO, USA 1975

BAR | 16MM | 36~

REZIE: VOJTECH JASNY
KAMERA: VOJTECH JASNY
STRIH: LOTTE KLIMITSCHEK
HUDBA: EBERHARD SCHOENER

NFA
Maledicka 12 | 130 oo Praha 3 | Ceska republika
Tel: +420 271 770 500 | Fax: +420 271 770 501

nfa@nfa.cz | www.nfa.cz

Stredometrazni filmovou poemu s vyznamovym podtitulem Promény kon-
cipoval Vojtéch Jasny jako osobni zpovéd. Pro snimek, ktery vznikl s kopro-
dukéni Gcéasti némecké televize ZDF, sbiral rezisér material improvizovang,
pUldruhého roku natacel bez pevného scénare na 16mm format. Vysledna
obrazové skladba je zalozena na principu asociativni montaze a spojena
jen s volnou zvukovou kompozici. Poeticka dokumentarni kolaz predstavu-
je panteistickou vizi svéta, skryvajici také velmi intimni zpravu o autorové
zivotni cesté. Snimek podle Jifiho Vorace ,svédci o renesanci Jasného poe-
tického stylu v nové formé antinarativniho spiritudlnino dokumentu.”

NEVIDITELNY DOMOV Film, v ném dospivd k plnému sebeuvédoméni auto-
rova samota - jenom v ni se cizi krajina stavd bdsnickym aktem. Film, ktery
osvobozuje v pocitu vylouceni, kdyZ umélec navzdory tomu, Ze je zatracen
vilasti, za ni musi ddl nést zodpovédnost a vyhndni proménit ve svobodné
gesto. Film, ktery je poutem ke vSemu, co reZisérovi bylo vzdcné. Film, ktery
hledd osvobozujici jazyk, v némz by melancholie procitla v nostalgii. Film,

ktery vzpominku z bolesti zlomi' v ticho a litanii exilu v jesté tissi néhu, nebot
laska je silnéjsi nez dim.

VOJTECH JASNY (1925) plsobil po absolvovani FAMU v Ceskoslovenském
armadnim filmu. Spole¢né s rezisérem Karlem Kachynou natodili nékolik dobé
poplatnych dokumentarnich filma. Uz jeho samostatny debut Zarijové noci
(1956) byl ale pokusem o kritické prekonani pravidel socialistického realismu.
K nejvyznamnéjsim filmdm ceské kinematografie patii lyricky povidkovy film
Touha (1958), poeticko-satirickd pohadka Az prijde kocour (1963) a predevsim
lyricka kronika moravské vesnice VSichni dobri rodaci (1960), za niz rezisér zis-
kal Cenu za rezii v Cannes. V roce 1970 odesel do zahranici, v Némecku natocil
adaptaci roméanu Heinricha Bélla Klaunovy nazory (Ansichten eines Clowns,
1975). V poloviné osmdeséatych let se presunul do USA a strida Milose Formana
na postu profesora na University of Columbia’s School of the Art, kde prednasi
dodnes.



Vojtéch Jasny composed his medium-length film poem, which he gave a sub-
title Promény, as a personal confession. The director was collecting material
for the picture, which was made in co-production with German ZDF TV, for

a year and a half by filming on 16mm format without having any fixed script.
The resulting picture composition is based on the principle of associative mon-
tage, and it is bound together only by a sound composition. A poetic docu-
mentary collage represents a pantheist vision of the world, hiding inside a very
intimate message about the author’s life journey. According to Jifi Vorac, the
film “is an evidence of the renaissance of Jasny’s poetic style in the new form
of anti-narrative spiritual documentary.”

INVISIBLE HOME A film, in which the author’s solitude is fully aware of itself,
allowing the foreign landscape to become an act of poetry. A film as a libera-
tion from exclusion, when the artist, despite being cast aside by his homeland,
must still bear responsibility for it and transform the expulsion in a free ges-
ture. A film, which is a bond with everything he ever loved. A film searching
for a liberating language, in which melancholy would awake in nostalgia.

A film that will break the memory of silence into silence and the exile’s litany
in even more silent tenderness, because love is stronger than a building.

VOJTECH JASNY (1925) graduated from the Film Academy FAMU, and
worked in The Czechoslovak Army Film. Together with the director Karel
Kachyna they made several conformed documentary films. However, already
his first solo feature September Nights (1956) was an attempt to overcome the
rules of social realism. Among the major works of the Czech cinema are his
lyrical short-story film Desire (1958), poetic satire Cassandra Cat (1963) and
above all All My Good Countrymen (1960), awarded with the Best Director
Award in Cannes. He left the country in 1970, and while in Germany, made

a film adaptation of Heinrich Boll’'s novel The Clown (Ansichten eines Clowns,
1975). In the middle of 1980s he moved to the USA and replaced Milo§ Forman
in his post of professor at University of Columbia’s School of the Art, where he
gives lectures until now.

GERMANY, USA 1975

COL | 16MM | 36~

DIRECTOR: VOJTECH JASNY
PHOTOGRAPHY: VOJTECH JASNY
EDITING: LOTTE KLIMITSCHEK
MUSIC: EBERHARD SCHOENER
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VANOCE

KANADA 1978 O
BAR | VIDEO | 28

REZIE: DAGMAR TABORSKA
KAMERA: ROLAND PIRKER
STRIH: DAGMAR TABORSKA
ZVUK: ERVIN COPESTAKE

Dagmar Taborska se prosadila fadou etnickych dokumenta, které v peclivém
sledovani cesko-slovenské komunity ozrejmily psychologické a sociologické
dusledky ztraty domova. Ve snimku Vianoce - Slovak Canadian Christmas
zaznamenava tradi¢ni vanocni zvyky a ritudly prenesené do nového prostredi.
Citliva drobnokresba rodinného obrazu nese silny prvek idylismu, ktery ale
vede k zddraznéni Gsili o zachovani prvkd domoviny jako zdroje pospolitos-
ti. Film ziskal prestizni Red Ribbon Award na Americkém filmovém festivalu

v New Yorku v roce 1979.

RITUAL Ndrodni pamét piebyvd v obycejich a obradech exulantt, zazna-
menanych spriznénym pohledem kamery. Véci se déji tak blizko, hlasy koled
se nesou pres ocedn a svdtecné prosté kondni rukou pletoucich vanocku
vyvoldva silny a bezprostredni pocit. Krev koluje rodem ve vdnocnich hrdch
a zpévech, pri stavéni betlému a strojeni stromku, pri pripravé pokrmd podle
rodinnych recepti. Ritudl nepodléhd casu, opakuje stvoreni v tom, co zanikd
- po celé roky, po staleti trva tento film.

DAGMAR TABORSKA (1932-2004) hréla ve filmech Ladislava Rychmana
(Kruh, 1959) a Lva KulidZanova (Pratelé na mofi, 1959). | po emigraci pracova-
la jako strihacka na vsech tvlrcich experimentech Emila Radoka, na filmu Jana
Kadara Co mi tata nalhal (Lies My Father Told Me, 1975), na loutkovych seri-
alech z produkce Animette Canada i na soubé&zné projekci pro stovku platen
pro Walt Disney Studio. Podilela se na dokumentarni produkci torontské sku-
piny Okno-The Window. Byla manzelkou reziséra Vaclava Taborského, jehoz
snimky z Sedesatych let vyznamné prispély k formovani moderniho ¢eského
dokumentu. V roce 2005 byla zaloZzena nadace, jejimz poslanim bude udilet
Cenu Dagmar Taborské, ur¢enou studentkam FAMU.



Dagmar Taborska established herself with the creation of a number of ethnic
documentaries, which meticulously follow the Czecho-Slovak emigrant com-
munity and shed light on the psychological and sociological consequences

of losing one’s home. In the film Vianoce - Slovak Canadian Christmas she
records traditional Christmas customs and rituals transplanted to a new envi-
ronment. This sensitive miniature portrayal bears a powerful idyllic tendency,
which leads, however, to an emphasis on the effort to preserve the elements
of home as a source of community. The film won the prestigious Red Ribbon
Award at the American Film Festival in New York in 1979.

RITUAL National collective memory of their nation resides in the customs and
rituals of the exiles, recorded in the kindred gaze of the camera. The presence
of what is happening is so near, the voices singing carols are carried across
the ocean, and the ceremoniously simple action of hands weaving Christmas
challah evokes a swift and powerful emotion. Blood circulates through the
family line in Christmas games and songs, in building the nativity scene and
decorating the tree, in preparing the food from old family recipes. The ritual
does not fall prey to the passage of time, it repeats the creation in what
expires - throughout the years, and for centuries, this film endures.

DAGMAR TABORSKA (1932-2004) acted in films by Ladislav Rychman (Kruh
[The Circle], 1959) and Lev Kulidzhanov (Pratelé na mori [Friends at Sea],
1959). After emigrating she continued to work as a film editor on all the cre-
ative experimental films by Emil Radok, on a film by Jan Kadar, Lies My Father
Told Me (1975), on the puppet series produced by Animette Canada, and on

a simultaneous projection for a hundred screens for Walt Disney Studio. She
contributed to the documentary film production of the Toronto-based group
The Window. She was married to Vaclav Taborsky, whose films in the 1970s
significantly contributed to shaping modern Czech documentary film. In

2005 a foundation was established for the purpose of awarding the Dagmar
Taborska Prize to women students of FAMU.
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CANADA 1978

COL | VIDEO | 28~

DIRECTOR: DAGMAR TABORSKA
PHOTOGRAPHY: ROLAND PIRKER
EDITING: DAGMAR TABORSKA
SOUND: ERVIN COPESTAKE
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USA 1985

BAR | BETA | 28~

REZIE: DAN WEISSMAN

SCENAR: NELSON E. BREEN,

ARNOST LUSTIG, DAN WEISSMAN
KAMERA: ERVIN SANDERS,

GREGORY ANDRACKE

STRIH: ANNAMARIA SZANTO

ZVUK: JAROSLAV DETAK

HUDBA: SUPRAPHON INTERNATIONAL

Phillip Morris Co., Inc.

Marilynn Donini | 120 Park Avenue |
10017-5592 New York | USA

Tel: +1 212-880-4171 | Fax: +1 212-907-5396

Hned prvni den némecké okupace byla zastavena ¢innost prazského
Zidovského muzea (zaloZeno v roce 1906) - tvrda perzekuce byla piredzvésti
mucednické smrti osmdesati tisic ¢eskych a moravskych Zid. V povale&nych
letech neméla komunistickd moc o zidovsky odkaz zajem. Muzeum bylo pre-
vedeno pod statni spravu a jen sté€zi se dalo zabranit postupnym ztratam.
Nejvyznamnéjsim pocinem v dobé& normalizace byla expozice Precious Legacy,
kterd putovala do Kanady i USA. Za scénar k dokumentu o vystavé a osudu

muzea obdrzel Arnost Lustig cenu Emmy, nejvyssi americké ocenéni pro tele-
vizni scénar.

MUZEUM Snaha o zachovdni paméti, kterd roste z tizkosti a vede k védomé
reflexi sebe sama. Muzeum vnucuje vnimdni casu - véci upominaji na svoji
ddavnou minulost a zdroveri se bez ustani méni. Film je pamdtnikem muzea,
paméti paméti, zapomnénim neustdle procitajicim. Muzeum je zdroveri vidi-
nou zidovského osudu, ktery pretrvdva v mysli a pronikd vrstvami Zivota jako
tajemnd a neohranicitelnd sila, vira, bez niZ zdstava vse némé. Film a muze-
um: dvoji zprostredkovadni tajemstvi lidského tdélu, kdy se miceni vSedniho
dne stdvd mytem.

ARNOST LUSTIG (1926) byl v roce 1941 z rasovych divod(i vylougen ze stited-
ni Skoly a v listopadu 1942 odsunut do terezinského ghetta, prosel koncentrac-
nimi tdbory Osvétim a Buchenwald. V dubnu 1945 uprchl z transportu smrti do
Dachau. Vystudoval Zurnalistiku, pracoval jako reportér Cs. rozhlasu a scena-
rista. V roce 1968 emigroval - po pobytu v Italii, Izraeli a Jugoslavii odesel do
USA. Na americkych univerzitach prednasel film a literaturu. Po roce 1989 byl
mimo jiné $éfredaktorem ceské mutace casopisu Playboy. Lustig bezesporu
patii k nejvyznamnéjsim ¢eskym spisovateltim. Jeho knihy vychéazeji od pocat-
ku Sedesatych let v desitkach svétovych jazykd.



The Prague Jewish Museum (established in 1906) was banned on the very first
day of German occupation - hard persecution was the first foreboding of the
martyr death of 80,000 Czech and Moravian Jews. In the post-war period, the
communists were not interested in the Jewish legacy. The Museum was trans-
ferred under the state administration and gradual losses were very hard to
prevent. The most important deed in the period of normalisation was the exhi-
bition Precious Legacy, which travelled to Canada and the USA. The script to
a documentary film about the exhibition and the story of the Museum earned
Arnost Lustig the Emmy award, which is the highest American award for a TV
script.

MUSEUM An effort to preserve memory growing out of anxiety and leading
to a conscious reflection of one’s self. Museum imposes perception of time

- things remind of their long-forgotten history while changing incessantly.
The film is a memorial to a museum, memory of memories, ever-waking
oblivion. The museum is at the same time a phantom of the Jewish fate lin-
gering in minds and penetrating the layers of life as a mysterious power that
knows no boundaries, a faith in whose absence everything goes silent. A film
and a museum: double coverage of secrets of the human fate, when everyday
silence becomes a myth.

ARNOST LUSTIG (1926) was expelled from high school in 1941 for racial
reasons and consequently transported to Terezin ghetto in November 1942;
he went through concentration camps of Auschwitz and Buchenwald. In April
1945 he managed to escape from the death transport to Dachau. He studied
journalism, worked as a reporter of Czechoslovak Radio and as a scriptwriter.
He emigrated in 1968 - after staying in Italy, Israel and Yugoslavia he left for
the USA. He was a professor of film and literature at American universities.

In the period after 1989 he was also, among others, an editor in chief of the
Czech version of Playboy. Lustig is undoubtedly one of the most significant
Czech authors. Since the beginning of 1960s, his books have been published in
many languages of the world.
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DIRECTOR: DAN WEISSMAN

SCRIPT: NELSON E. BREEN, ARNOST LUSTIG,
DAN WEISSMAN

PHOTOGRAPHY: ERVIN SANDERS,

GREGORY ANDRACKE

EDITING: ANNAMARIA SZANTO

SOUND: JAROSLAV DETAK

MUSIC: SUPRAPHON INTERNATIONAL

Phillip Morris Co., Inc.

Marilynn Donini | 120 Park Avenue |
10017-5592 New York | USA

Tel: +1 212-880-4171 | Fax: +1 212-907-5396
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PRIBEHY Z JINEHO SVETA

NEMECKO 1991

BAR | 16MM | 84~

REZIE: IVAN FiLA

SCENAR: IVAN FiLA

KAMERA: MARTIN $EC

STRIH: GUDRUN STEINBRUCK
ZVUK: VLADIM{R NAHODIL
HUDBA: HANNO RINNE

Fuzzi Film Produktion
Potsdamer Strafe 168 | 1000 Berlin 30 | Némecko

Tel: +49 030 215 91 40

Ivan Fila doprovéazel v inoru 1991 Ucastniky nabozenské pouti, ktefi se vydali
na cestu ze zapadonémeckého Trieru do Lurd. Rezisér se soustiedil na osudy
deviti lidi a jejich vypravu za zadzrakem ddvérné nahlizi v souvislostech pribéht
jednotlivych Zivotl. Statisice véricich ro¢né mifi do pyrenejského méstecka,
aby spolec¢né prozivali ticho pred jeskyni, v niz se mladické venkovance zjevila
Panna Marie. Pramen Ié¢ivé vody je pak cilem cesty vSech, ktefi doufaji ve své
uzdraveni. Snimek byl realizovan v produkci Katholisches Filmwerk.

VIRA Do nedohledna se prostird cesta svobody tém, ktefi sviij viastni Zivot vidi
pred sebou jako neustdle ddl a ddl pokracujici. Priihlednd je pak geometrie
hranic a strach uz nepopre rozhodnuti, naopak, viile odejit miZe byt jenom
ndvratem. Nepokoj exilu patii k podstaté zZivota aniz by nutné byl naplnénim
Jjeho smyslu. Vira patri duchovni osobé a nikoli télu jako faktu mista, je nezd-
visld na véech omezenich a jako takovd je odhodldnim, nebot sama casto
byla jedinym exilem do krajin stvofenych lidskou touhou.

IVAN FiLA (1956) emigroval v roce 1977 do Spolkové republiky Némecko,
kde vystudoval rezii a dramaturgii na Fachhochschule v Koliné nad Rynem.
ReZiroval dokumenty a po roce 1989 se vratil do vlasti, kde natocil doku-
mentarni snimky Kroky v labyrintu (1990), Vaclav Havel - ceska pohadka
(1993) a Mlha (1994). V hraném filmu debutoval psychologickym dramatem
Lea (1996), které ziskalo fadu ocenéni a bylo nominovano na Zlaty glébus.

V letech 1998 a 1999 pracoval Fila v Hollywoodu pro spole¢nost Dreamworks
reziséra Stevena Spielberga. V roce 2004 mél premiéru jeho film Kral zlodé;u,
ktery dokoncil po desetiletych pripravach. Ivan Fila zije stridavé v Praze, ve
Frankfurtu nad Mohanem a v Los Angeles.



In February 1991 lvan Fila accompanied a group of people on a religious pil-
grimage from West German Trier to Lourdes. The director concentrated on
nine people and their journey to find a miracle, intimately looking at aspects
of the stories of their individual lives. Hundreds of thousands of the faithful
annually head to the Pyrenees town to together experience the silence before
the cave, where Mary appeared to a young rural woman. The spring of healing
waters is the destination of all those who hope for their recovery. The film was
made as a production of Katholisches Filmwerk.

FAITH The path of freedom opens up and runs beyond the horizon for those
who see their own lives before them as continuing constantly further on. The
geometry of limits is transparent, and fear no longer negates decisions; on the
contrary, the will to depart may return. The restlessness of exile is part of the
essence of life, without necessarily being the fulfilment of its meaning. Faith is
a part of the spiritual individual, not the body as a fact of the place; it is inde-
pendent on all restrictions and as such it represents a resolution, as it alone
has often been the only exile, to landscapes created by human longing.

IVAN FiLA (1956) emigrated from Czechoslovakia in 1977 and settled in
Germany, where he studied directing and dramaturgy at Fachhochschule in
Cologne. He became documentary filmmaker and after 1989 returned to his
homeland, where he shot the documentary films Kroky v labyrintu (Steps in
the Labyrinth] (1990), Vaclav Havel - ¢eska pohadka [Véaclav Havel - A Czech
Fairytale] (1993) and Mlha [The Fog] (1994). He debuted in fiction film with
the psychological drama Lea (1996), which won a number of awards and was
nominated for a Golden Globe. In 1998 and 1999 Fila worked in Hollywood for
the director Steven Spielberg’s Dreamworks. His film King of Thieves, which
he completed after working on it for decades, premiered in 2004 Ivan Fila lives
in Prague, Frankfurt, and Los Angeles.

GERMANY 1991

COL | 16MM | 84~

DIRECTOR: IVAN FiLA

SCRIPT: IVAN FiLA
PHOTOGRAPHY: MARTIN SEC
EDITING: GUDRUN STEINBRUCK
SOUND: VLADIMIR NAHODIL
MUSIC: HANNO RINNE

Fuzzi Film Produktion
Potsdamer Strafe 168 | 1000 Berlin 30 | Germany

Tel: +49 030 215 91 40
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KOLIN VOLA KAHIRU / PARK

NEMECKO 1993 O
BAR | 35MM | 57

REZIE: VACLAV REISCHL

NEMECKO 1993
BAR | 35MM | 5°
REZIE: VACLAV REISCHL

Vaclav Reischl | BILD UND FILMPRODUKTION
Postversand: REISCHL | Friedenaustr.13 |
70188 Stuttgart | Némecko

Fax: +49 711 281138 | vaclavreischl@t-online.de

Podle Jifiho Vorace navazoval Vaclav Reischl ve své experimentalni tvorb¢ na
vyvojovou tradici filmové avantgardy a na evropsky intelektualni film, kdyz své
snimky koncipoval jako meditativni eseje. Na za¢atku devadesatych let se rezi-
sér soustredil na netradi¢ni dokumentarni projekty, jakym je experiment o val-
ce v Perském zalivu, zaloZzeny na multiplikovaném kontrapunktu televizniho
obrazu valky a banalniho telefonického rozhovoru dvou mladych némeckych
maminek. - Uvedena bude také kratka impresionistickd mozaika Park (Der
Park, 1993) o proméné jednoho parku, kterou Reischl dokoncil po desetiletém
sbéru materialu.

ROZBITY PROSTOR Televizni vysildni jako ztroskotdni obrazu - kaZdy nad-
chazejici okamzik urcuje pomijivost toho, kdo se divda. Symbolem konzumni
prumyslové spolecnosti je také dekorace vdlky, obrazy ndsili zapusténé do
obyvacich pokoji. Reischl je preparuje, rozkladad je na zdkladni vazby a vzta-
hy, poukazuje na jejich nepretrzitost, kterd je jejich jedinou totoZnosti. Bez
ucty k obétim jsou casto tyto obrazy projevem marnivosti, nebot v nich nepre-
trvdvd nic z toho, co se odehrdlo pred okamzikem. Jako takové jsou nejradi-

kdlInéjsim odmitnutim pribéhu a katarze.

VACLAV REISCHL (1947) absolvoval roku 1972 na FAMU obor fotografie.
Roku 1973 emigroval do Spolkové republiky Némecko. O pét let pozdéji zalozil
se svym nékdejsim spoluzakem Juradkem Liptakem fotoateliér R&L a spolec-
nost Bild&Filmproduktion. Ve fotografické praxi se nevyhybali komerénim
zakazkam a diky nim rozvinuli nezavislou produkci hranych i dokumentarnich
filmd. Soustredili se pritom vyhradné na projekty experimentalniho autorského
typu. Reichlovy hrané filmy se vyznacovaly spekulativnimi tématy, potlacenim
vypravéni a expresivnim stylem. Je autorem snimkd Brouk (Der Kafer, 1981),
Polopravda (Die halbe Wahrheit, 1984), Stafec a more (Der alte Mann und die
See, 1986) a Penize a chandra (Geld und Saudade, 1988).



According to Jifi Vorac, in his experimental work Vaclav Reischl follows in

the evolutionary footsteps of avant-garde and European intellectual film,
conceiving his own films as meditative essays. At the start of the 1990s the
director focused on creating untraditional forms of documentary projects, like
his experimental work on the war in the Persian Gulf, based on a multiplied
counterpoint to the television image of war and a banal telephone conversa-
tion between two young German mothers (Jifi Vorac). A short impressionistic
mosaic called Der Park [The Park] (1993) will also be screened. This film is
about the transformation of a park, and Reischl spent a decade gathering
material for the film.

BROKEN SPACE The television broadcast as the ruination of the image - each
previous instant determines the transience of whoever is watching. The symbol
of a consumer society is also the embellishment of war, images of violence
unleashed in the living room. Reischl prepares them, dissects them into their
basic references and relations, and exposes their incessancy, which is their
only identity. Without respect for the victims, these images are often an expres-
sion of vainglory, as they retain nothing of what has occurred a moment ago.
As such they are the most radical dismissal of narrative and catharsis.

VACLAV REISCHL (1947) graduated in 1972 from FAMU, where he studied
photography. In 1973 he emigrated and began living in Germany. Five years
later, together with a former fellow student, Jurak Liptak, he founded the
photo studio R&L and the company Bild&Filmproduktion. In his photographic
work he did not avoid doing commercial jobs, and thanks to this he was able
to pursue independent production of fiction and documentary films. In this
he has focused exclusively on projects of an experimental and creative nature.
Reichl’s fiction films are characterised by their speculative themes, suppressed
narrative, and expressive style. He is the author of the films Der Kéfer [The
Beatle] (1981), Die halbe Wahrheit [Half Truth] (1984), Der alte Mann und die
See [The Old Man and the Sea] (1986) and Geld und Saudade [Money and
Longing] (1988).

GERMANY 1993
COL | 16MM | 19~
DIRECTOR: VACLAV REISCHL

GERMANY 1993
COL | 16MM | 6~
DIRECTOR: VACLAV REISCHL

Vaclav Reischl | BILD UND FILMPRODUKTION
Postversand: REISCHL | Friedenaustr.13 |
70188 Stuttgart | Germany

Fax: +49 711 281138 | vaclavreischl@t-online.de
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EXULANTI

CESKA REPUBLIKA 1996 O
BAR | BETA | 58

REZIE: BERNARD SAFARIK

SCENAR: ANDREA MAJSTOROVICOVA
KAMERA: JOSEF NEKVASIL

STRIH: LUBA DURKOVICOVA

ZVUK: PETR PROVAZNIK, PETR KABRHEL

Ceska televize | Telexport
Kavéi hory, 140 70 Praha 4 | Ceské republika
Tel: +420 261137 437 | Fax: 261 211 354

Jitka.Kalalova@czech-tv.cz | www.czech-tv.cz

Sestipatrova novostavba na barrandovském sidlisti v Praze se nijak nelisi od
okolnich panelovych domd. Vyrazné€ jini jsou vSak obyvatelé domu, nebot
zdejsi byty si koupili lidé, kteri se po letech stravenych v exilu vratili do rodné
zemé. Do stfedu pozornosti se dostava zivot po navratu. Dokument regis-
truje vjemy a pocity, zddraziuje vSednost, jez je ohniskem prehodnocovani.
Vzpominka na vlast a hledani vlasti se spojuji s veskerou rliznorodosti socialni
skutecnosti prvni poloviny devadesatych let.

NAVRAT Prazsky diim, ve kterém skoncila emigrace - diim, ktery je svoji
Jinakosti jejim podivnym pokracovanim. Mezera mezi tehdy a ted, mezi tady
a tam, mezera mezi témi, kteri se vratili, a témi, kteri je nedokdzali prijmout.
Ddm je skrytou mapou pohnutek, které vedly k prekroceni hranic, ale je také
sugesci neporozumeni, ukrytem zklamdni téch, kteri museji prekondvat dalsi
hranice. Co vSechno se jesté musi odehrdt, aby ceskd spolecnost prijala emi-
graci jako rozsireni, esenci neoddélitelnou od téla, kterd je jeho znovuoZive-
nim.

BERNARD SAFARIK (1948) Po u&fiovskych letech v prazském pivovaru
odmaturoval a vzapéti na jaie roku 1968 odedel do Svycarska, kde ziskal
politicky azyl. Studoval na univerzité v Basileji, spolupracoval se Svycarskymi
a némeckymi televizemi, pro n€z natacel dokumenty i experimentalni filmy,
vénované vytvarnému umeéni. Predél mezi jeho dokumentarni a hranou tvor-
bou tvori kratky, ale uz hrany film Goethlv denik (Goethes Tagebuch, 1982).
V celovecernim hraném filmu debutoval jako reZisér satirou ze Zivota ¢eskych
emigranti ve Svycarsku Psi dostihy (Hunderennen, 1983), dale realizoval
snimky Chladny raj (Das Kalte Paradies, 1986) a Zlata panna (Die goldene
Jungfrau, 1989). Do Prahy se vratil na konci roku 1989 a vénuje se nataceni
dokumentéarnich filmd.



A new six-storey building in the Barrandov housing estate in Prague in no

way differs from any of the other surrounding pre-fab buildings. However,

its inhabitants are quite different; these flats have been purchased by people
who, after years spent in exile, have returned to the their homeland. Life after
returning becomes the focus of attention. The documentary records impres-
sions and feelings, and emphasises the everyday, which becomes the epicentre
of a reassessment process. The memory of the homeland and the search for

a homeland are combined with the diverseness of social reality that character-
ised the first half of the 1990s.

RETURN A suburban Prague building where the emigration ended up,

a building that, for its otherness, represents a bizarre continuation of the
emigrant experience. The breach between then and now, between here and
there, between those who returned and those who have been unable to
accept them. The building is hidden behind a map of the motivations and
inducements that led back across the border, but it is also an edifice of mis-
understanding, a shelter of disappointment felt by those who must overcome
yet more boundaries. What more must happen before Czech society accepts
emigration as a form of extension, as an essence inseparable from the body
by which it is revitalized.

BERNARD SAFARIK (1948) left for Switzerland in 1968 soon after appren-
ticing in a Prague brewery. He studied at the university in Basil and worked
with Swiss and German television, for which he filmed documentaries and
experimental films that focused on fine art. A turning point in his develop-
ment between documentary and fiction work came with the creation of a short
but fiction-based film called Goethes Tagebuch [Goethe's Diaries] (1982). He
made his feature film debut as the director of a satire about the life of Czech
emigrants in Switzerland, Hunderennen [Dog Races] (1983). He returned to
Prague at the end of 1989 and now concentrates on making documentary films.

CZECH REPUBLIC 1996
COL | BETA | 58~

DIRECTOR: BERNARD SAFARIK

SCRIPT: ANDREA MAJSTOROVICOVA
PHOTOGRAPHY: JOSEF NEKVASIL
EDITING: LUBA DURKOVICOVA

SOUND: PETR PROVAZNIK, PETR KABRHEL

Czech Television | Telexport
Kavéi hory | 140 70 Prague 4 | Czech Republic
Tel: +420 261137 437 | Fax: 261 211 354

Jitka.Kalalova@czech-tv.cz | www.czech-tv.cz
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MILITIA BATTLEFIELD

VELKA BRITANIE 1975 O
BAR | BETA SP | 757

REZIE: JANA BOKOVA

KAMERA: JANA BOKOVA

STRIH: JANA BOKOVA

ZVUK: CHARLES STEWARD, MIKE RADFORD,
ROBERT WYNNE-SIMMONS

BBC Worldwide Woodlands

80 Wood Lane | Londyn W12 oTT | Anglie
Hazel Wright

Tel: +44.20 8433 2076 | Fax: +44.20 8433 1019

email: hazel.wright@bbc.co.uk

Klubové prostredi Londyna je pojmem, soustavou priznakl definujicich jeden
z brehl popkultury, pravidla i mozné presahy tohoto okraje. Podle podobného
klice zvolené postavy reprezentuji okraj této scény na konci sedmdesatych let,
prostor, ktery laviruje mezi touhou zaradit se do nevyrazného stifedu a vyc¢nit
jesté vic, jesté i v ramci okraje.

~Zacala jsem filmovat urcitym osobnim stylem, ktery byl v dobé mych zacdtkd
absolutné origindlni. Kolikrdat jsem musela poslouchat, kdyz jsem nabizela
své ndméty a ukazovala jsem své Skolni filmy (Militia Battlefield atd.): ,To je
velice zajimavé, jsme uneseni, ale neni to presné to, co my déldme v televizi.”
Moje odpovéd byvala: ,Prdvé proto vdm to nabizim.” Mdj styl ,,cinema direct”
(dlouhé sekvence bez komentdre, subjektivni pohled atd.) se ted' bohuZel stal
skoro médou. V dobé, kdy jsem zacinala, to rozhodné tak bézné nebylo.”



The London club scene is a concept, a set of features defining one of the
brinks of pop culture, the rules and the possible excesses of this fringe. The
characters, chosen according to a similar key, represent the fringe of this
scene at the end of the 1970s, a space that hedges between a desire to fall in
among the unremarkable centre and to stand out even more even within the
fringe.

“I began filming in a certain personal style that at the time | was starting out
was absolutely unique. How many times | heard when | was offering my ideas
and showing my school films Militia Battlefield, etc.: ‘It’s very interesting,
we're thrilled, but it's not quite what we do in television.” And my answer was
always: ‘Well, that’s why I'm offering this to you.” My style of ‘cinema direct’
(long sequences without commentary, use of the subjective perspective, etc.)
has unfortunately now become almost trendy. When | was starting out, it defi-
nitely wasn't common.”

GREAT BRITAIN 1975
COL | BETA SP | 757

DIRECTOR: JANA BOKOVA

PHOTOGRAPHY: JANA BOKOVA

EDITING: JANA BOKOVA

SOUND: CHARLES STEWARD,

MIKE RADFORD, ROBERT WYNNE-SIMMONS

BBC Worldwide Woodlands

80 Wood Lane | London W12 oTT | England | U.K.
Hazel Wright

Tel: +44.20 8433 2076 | Fax: +44.20 8433 1019

email: hazel.wright@bbc.co.uk
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MODRY MESIiC

VELKA BRITANIE | 1980

BAR | BETA SP | 60°

REZIE: JANA BOKOVA

KAMERA: JOHN WYATT

STRIH: PETER EVANS, ARDAN FISHER
ZVUK: GEOFF TOOKEY, CLIVE DERBYSHIRE
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Blue moon (Modry mésic) je jméno jednoho z parizskych kabaret(, které jsou
v poloviné osmdesatych let dvacéatého stoleti jiz vice ne-mistem s vlastni myto-
logii, destilovanou slavou, staly se predevsim svym obrazem z hranych filma.
lkonicka prostredi, tfeba véhlasnou ulici Pigalle, chce Bokova zaktualizovat,
odhaluje je v Zivelnych, lakonickych nebo skeptickych personalizovanych pfi-
bézich. Divky, které se predvadéji, a nékolik malo divéakd, spis lhostejnych nez
laénych, jsou srovnavany s preddefinovanymi normalitami a na tomto srovnani
se buduje ambice je demytizovat.

.Je pravda, Ze moje filmy jsou (nebo se staly) velice nostalgické, neni to mdj
zdmeér, ale vétsina se jich stala antropologickym svédectvim o mistech a o li-
dech, kteri uz ted' neexistuji. Nevim, jestli je to ndhoda, nebo jestli ma pravdu
Orson Welles, ktery jednou rekl, Ze mista, kterd se jednou nafilmovala, se
vyprdzdni. Nechdme je prdzdné...”



Blue Moon is the name of one of the Paris cabarets that in the mid-198o0s had
become non-places, with their own mythology, a distilled fame, and mainly
had turned into their image as presented in fiction film. lconic places, like say
the renowned neighbourhood of Pigalle, are what Bokova wants to contempo-
rise in her films, reveal them in elemental, laconic or even sceptical individu-
alised stories. The girls that are paraded before the camera, and even some of
those watching them, more indifferent than actually hungering for something,
are compared to pre-defined normalities, and in this comparison the impulse
to de-mythologize them arises.

“It’s true that my films are (or have become) very nostalgic, it’s not my inten-
tion, but most of them have become anthropological bits of evidence on
places and people that no longer exist. | don’t know if this is by chance or if
Orson Welles was right when he once said that places that have once been
filmed are drained. We leave them empty...”

GREAT BRITAIN | 1980

BAR | BETA SP | 60°

DIRECTOR: JANA BOKOVA

PHOTOGRAPHY: JOHN WYATT

EDITING: PETER EVANS, ARDAN FISHER
SOUND: GEOFF TOOKEY, CLIVE DERBYSHIRE
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SUNSET PEOPLE

VELKA BRITANIE | 1983 O
BAR | BETA SP | 110°

REZIE: JANA BOKOVA
KAMERA: MIKE SOUTHON
STRIH: CHRISTOPHER SWAYNE
ZVUK: CHRISTOPHER KING
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Jana Bokova se vydala na mista, ktera kdysi vzbuzovala respekt. Slavny Sunset
Boulvard uz oviem nenasla jako misto, kde filmové celebrity travi cely sv(j
zivot, ale jako misto, kde zlistava né€kolik postavicek, jejichz praci bylo hvézd
se dotykat. Metoda hledani pristupu k rubu a cisténi jeho podoby, jinych stran
mist, ktera pro vytvoreni své identity musela podlehnout zjednodusenim, jez
zajisti moznost ztotoznéni se, jeho hladsi viazeni do rdznorodych ustélenych
socialnich prostor. Vytvari mozaiku vedlejsich postav, neviditelnych motort
udrzovacich tkond. | za luxusnimi zazitky z restauraci nebo obchodd, za
mechanikou zivota celebrit je setrvaénost nutné prakti¢nosti, pragmatismu

a redukce vychyleni.

Malé postavicky” v jakémkoliv prostredi mé vzdycky zajimaly a svym zpdiiso-
bem i ted' zajimaji, protoZe citim, Ze ,malé postavicky” nejsou malé, ale jsou
dalezitéjsi nez ty ,monumentdlini”, maji sva tajemstvi, atmosféru a magii, pro
mé jsou klicovym materidlem.”



Jana Bokova set off for places that used to inspire a sense of respect. She
found the famous Sunset Boulevard no longer as a place where film celebrities
spend their lives, but as a place where all that remains are a handful of charac-
ters whose work was to touch the stars. The method of seeking an approach
to the underside of things and polishing its image, finding the other side of
places that to create their identity had to submit to a simplification, enabling
the possibility of being able to identify, its smoother incorporation into diverse
established social spaces. She creates a mosaic of secondary characters,

the invisible motors of maintenance operations. Even behind the luxurious
experiences from restaurants and shops, behind the mechanics of the life of
celebrities, there is the inertness of essential practicality, pragmatism, and the
minimisation of deviation.

“Small characters” in any environment always interested me and in a way the
interest me even now, because | feel that “small characters” aren’t small, but
are more important than the “monumental” figures, they have their secrets,

a special atmosphere and magic, for me they’re key material.”

GREAT BRITAIN | 1983

COL | BETA SP | 110
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PHOTOGRAPHY: MIKE SOUTHON
EDITING: CHRISTOPHER SWAYNE
SOUND: CHRISTOPHER KING

BBC Worldwide Woodlands

80 Wood Lane | London W12 oTT | England | U.K.
Hazel Wright

Tel: +44.20 8433 2076 | Fax: +44.20 8433 1019

email: hazel.wright@bbc.co.uk

o

PRUHLEDNE BYTOSTI / TRANSLUSCENT BEINGS

176

7



HAVANA

ARGENTINA 1989

BAR | 35MM | 52~

REZIE: JANA BOKOVA

KAMERA: JOSE RIERA, RAMON SUAREZ
STRIH: YVES DECHAMPS

ZVUK: JOSE BORAS, HENRI LOPEZ
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Na podlozi politickych procest vrcholicich v roce 1990 zacdina cesta pres domy
predrevoluéni kubanské smetanky; mluvici tvare se svymi predpokladanymi

-—— i prekvapivymi pribéhy, kubanska poezie, spisovatelé i znéjici a burcujici verse,

more na okraji mésta (které je hranici i prekazkou, a po jejimz prekonani se
filmarka ocita v Havané na ,druhé strané”, na Florid€).

O +VSechny moje filmy se snazi vystihnout osobni konflikt, humdnni kvalitu,
nehleddm zamérné politické konflikty. Ale v Havané jsem se jim nemohla
vyhnout. V Havané je vsechno politické.”



The path through the homes of the pre-revolution Cuban upper crust begins
from the political processes that reached a head in 1990; talking heads with
their predictable and surprising stories, Cuban poetry, writers and resound-
ing and stirring verse, a sea on the edge of town (which is a border and an
obstacle, once crossed the author found herself in the Havana on the “other
side”, in Florida).

“All my films attempt to grasp and convey a personal conflict, a human quali- ARGENTINE 1989

ty, | don't look intentionally for any political conflicts. But in Havana | couldn’t COL | 35MM | 52°

avoid them. In Havana everything’s political.” DIRECTOR: JANA BOKOVA
PHOTOGRAPHY: JOSE RIERA, RAMON
SUAREZ

EDITING: YVES DECHAMPS
SOUND: JOSE BORAS, HENRI LOPEZ
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THE TANGO SALON: LA CONFITERIA IDEAL

VELKA BRITANIE 2003 0
BAR | DV CAM | 70’

REZIE: JANA BOKOVA

KAMERA: JORGE LUIS MIGLIORA
STRIH: MARCELA SAENZ

ZVUK: MARK DICKINSON

Digital Clasics Ltd / Helen Asquith
81 East Castle Street | Wiw 8dl Londyn | Velka Britanie

ha@digitalclassics.co.uk | www.digitalclassics.co.uk

Tanec jako inspirace odlisné hierarchie, jako prostor k pravidldm podle kritérii
témeér protikladnych spolecnosti, prevalcované ekonomickou krizi, a poli-

tice, ktera se ve vztahu k mikrosvétu tanga stava krutéjsim, nesmysInéjsim,
neperspektivnéjsim vnéjskem; uzavieny svét slavného klubu Confiteria Ideal

v Buenos Aires se redukuje na vasen k jedinému rytmu, ke kombinaci pohybt
a k fantazii tyto kombinace vytvaret a prozivat. Ukazuje kult tanga predevsim
jako nespoutanost gesta a Zivelnost souznéni s hudbou.

.Jd bych nerekla, Ze jsou mé filmy depresivni, snad se da fict, Ze jsou smutné.
Urcité maji sviij osobity humor, odrdzi mistni kod, ktery je bohuZel neprelozi-
telny, ale urcité se da vycitit. Tango Salon je mdj posledni dokument. |G mys-
lim, Ze kdyZz se filmarovi néco opravdu povede a zachyti to takzvané kouzlo,

Je to proto, Ze se mu podarilo vycitit, co visi v soucasné atmosfére, nejsou to

slova ani historky, je to néco nedotknutelného, nedd se na to sdhnout, ale je
to pritomné (kolektivni védomi?).”



Dance as inspiration from a different hierarchy, as a space for rules derived
from the norms of two almost antithetical societies, tripped up by economic
crisis and politics, problems that in relation to the micro-world of the tango
seem an even more cruel, senseless, and hopeless exterior; the closed world
of the famous club Confiteria Ideal in Buenos Aires is cut down to a passion
for one rhythm, a combination of movements, and the fantasy to create and
experience these combinations. The cult of the tango is revealed here primar-
ily as free and unbridled gesture and the elemental force of harmonising with
music.

“I wouldn't say that my films are depressing, perhaps it could be said that
they're sad. They definitely have their own style of humour, their own local
idiom that unfortunately can’t be translated, but can definitely be felt.
Tango Salon is my latest film. | think that when a filmmaker really succeeds
in achieving something and manages to capture that so-called magic, it's

because they succeeded at feeling something, at capturing what was hanging

in the atmosphere at the time, it’s not words or stories, it's something impal-
pable, it can’t be touched, but it’s there (collective knowledge?).”

GREAT BRITAIN 2003

DIRECTOR: JANA BOKOVA
PHOTOGRAPHY: JORGE LUIS MIGLIORA
EDITING: MARCELA SAENZ

SOUND: MARK DICKINSON
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A MOVIE

USA 1958 O
CB | 16MM | 12”

REZIE: BRUCE CONNER
SCENAR: BRUCE CONNER
KAMERA: BRUCE CONNER
STRIH: BRUCE CONNER

Canyon Cinema

145 Ninth Street, Suite 260 | San Francisco,
CA 94103 | USA

Tel, Fax: +415-626-2255

films@canyoncinema.com | www.canyoncinema.com

Film predznamenany neurcitym ¢lenem titulu nové konfiguruje vystrizky

z materiald filmového zpravodajstvi a dvérné znamych hollywoodskych klisé.
Obrazy jako Marilyn Monroe na plazi ¢i mrtvola Benita Mussoliniho visici hla-
vou dold na milanském nameésti skladaji sZiravou civiliza¢ni vizi. Ochromujici
krasa jadernych vybuchtd unési dilo, protinajici souvislosti a ¢as v rapid-kolazi,
jez obrazy nasili umocnuje sexualnimi konotacemi. Jeden ze zakladnich filma
experimentalni kinematografie byl vybran do Narodniho filmového registru
americké Kongresové knihovny, ktery je reprezentativnim fondem americké
filmové kultury.

Kapitdn ponorky zaméruje v periskopu tanecnici a v ustrety ji vysild torpédo,
JjehoZ vybuch se proméni v atomovy hrib. Connerova agresivni kontemplace
preklenuje propast mezi viditelnym a neviditelnym v pohybu, ktery nikdy nedo-
sahuje konce nebo konecnych vysledkd, nebot vnitrnim zdkonem experimen-
tdIniho filmu je argumentace v kruhu. Kruhovy pohyb je také metaforou touhy
porozumét jazyku kinematografie, a tedy i mysleni jako obrazu skutecnosti.
Plati tu Wittgensteiniiv postreh: ,Véta je model skutecnosti, tak jak si ji mys-
lime.” Nejde o to kinematografii vytvorit, ale nalézt. K pozorovdni existence
slouzi predurcené obrazy, které jsou do urcité miry osvobozené od svého
konkrétniho obsahu, zbyvaji jejich ulomky i pouhé konfigurace bodd. S nimi
Je spojena stdla zména, neustdvajici pohyb, ktery urcuje vztah mezi jazykem

a svétem. Prdvé pohybu je podrizena experimentdini rekonstrukce, kdy kaZdy
z obrazd zastupuje jiny a navzdjem jsou spojeny v pozndni, Ze néco spolecné-
ho musi existovat mezi nimi a myslenim, obrdcenym k sobé samému.



The indefinite article in the film’s title augurs a new configuration of cuts from
newsreel footage and well-known Hollywood clichés. Images like Marilyn
Monroe on the beach or the corpse of Benito Mussolini handing upside down
in a square in Milan compose a scathing vision of civilisation. The paralysing
beauty of nuclear explosions transports the piece of work, intersecting time
and circumstances in a rapid collage whose images of violence are augmented
by sexual connotations. This is one of the fundamental films of experimental
cinematography was selected for the National Film Registry in the American
Library of Congress, which is the representative collection of American film
culture.

A submarine captain turns his periscope on a dancer and halfway sends

her a torpedo that explodes into an atomic mushroom. Conner’s aggressive
contemplation bridges the gap between the visible and invisible in motion,
which never its end or end results, because the internal law of experimental
film is circular argumentation. The circular motion is also a metaphor for

the desire to understand the language of cinematography and thus also for
thought as the image of reality. An observation by Wittgenstein also applies
here: The sentence is the model of reality as we think it”. It is not about creat-
ing but rather discovering cinematography. Preset images that to a certain
degree are deprived of their concrete meaning serve for the observation of
reality and what remains of them are fragments and the mere configurations
of points. Constant change is connected with these, the incessant motion that
determines the relationship between language and the world. It is motion that
is subordinated to the experimental reconstruction, where each of the images
represents another and they are mutually united in the recognition that some-
thing in common must exist between them and thought, turned to face each
other.

USA 1958

B&W | 16MM | 12~

DIRECTOR: BRUCE CONNER
SCRIPT: BRUCE CONNER
PHOTOGRAPHY: BRUCE CONNER
EDITING: BRUCE CONNER
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REPORT

USA 1963-1967 O
CB | 16MM | 13°

REZIE: BRUCE CONNER
SCENAR: BRUCE CONNER
KAMERA: BRUCE CONNER
STRIH: BRUCE CONNER

Canyon Cinema

145 Ninth Street, Suite 260 | San Francisco,
CA 94103 | USA

Tel, Fax: +415-626-2255
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Avantgardni filmar Bruce Conner malokdy pracuje s vlastnim materialem.
Radegji si vybiréa z tryvki starych védeckych film( a televiznich reklam a kombi-
nuje je za pourziti jen nejjednodussino vybaveni zplsobem, ktery zlstava i po
desetiletich vyzvou. V Reportazi se soustiedil na jedinou udalost, atentat na
amerického prezidenta Kennedyho. Conner spojuje obrazovou smycku posled-
ni jizdy se zabéry z koridy, reklam, nau¢nych filmd, vyuziva také plochy zava-
déciho pésu, ktery na jednom misté ziskavé prostor dvou neprerusovanych
minut. Obraz umocnuji rozhlasové zdznamy, zaznamenavajici bezprostredni
reakce na osudovy okamzik.

se... Connerovy filmy dokazuji, Ze kinematografii Ize pochopit zvnitrku jako
samostatny svét, ktery mize byt chdpdn v souladu se svymi vlastnimi zékony.
V oblasti experimentdini kinematografie, v niz se recyklace stavd reprezentaci,
zlistdvd otdzkou rozliseni mezi znakem a jeho smyslem, obrazem a véci, kte-
rou obraz predstavuje, tedy mezi oznacujicim a oznacovanym. Pokud bychom
kinematografii vnimali jako svého druhu mytologii, tak bychom ve stopdch
Ernsta Cassirera mohli dojit k tomu, Ze found footage obraz nezobrazuje véc,
ale je véci, znak a smysl tvori bezprostredni jednotu, tj. oznacujici je i ozna-
cované. Zdrover iniciace filmem sehrdvd zdkladni spolecenskou roli, nebot
zddvodriuje usporddani spolecnosti, jeji zdkonitosti a étos. K tomu vyuZzivd
obrady s prvky kultu a k nim atentdt na JFK patri. Presnéji, jsou jimi obrazy
atentdtu, zabeéry filmovych tydeniki s vystrely a prezidentovym zhroucenim,
tyto filmové sny kolektivniho podvédomi.



The avant-garde filmmaker Bruce Conner rarely works with his own mate-
rial. He prefers to select and combine extracts from old scientific films and

TV ads using the simplest of equipment in a manner that remains an appeal
for decades. In Report he focuses on a single event, the assassination of the
American President Kennedy. Conner combines the loop of images presenting
the President’s last ride with shots from corridas, advertisements, instructional
films, and he also uses the surfaces of a feeder belt, which in one spot is
devoted two uninterrupted minutes. The image is augmented by radio record-
ings with the immediate reactions to the fateful instant.

The presidential couple pulls up in an open limousine, smiling, smiling, smil-
ing... Conner’s films show that cinematography can be understood from
within as an independent world, which can be interpreted according to its
own laws. In the area of experimental cinematography, where recycling of
the image becomes representation, the question remains of distinguishing
between the sign and its meaning, the image and the thing it represents,
between the signifiant and the signifié. If we perceive cinematography as

a mythology of sorts, then, in the footsteps of Ernst Cassirer, we could reach
the point where found footage of the image does not represent a thing, but
is the thing, the sign and meaning form a fused entity, the signifiant and the
signifie are one. At the same time, initiation through film plays a basic social
role, as it substantiates the order of society, its patterns and its ethos. To
this end it uses rituals with cult elements, and the assassination of JFK ranks
among these rituals. More precisely, the images of the assassination, shots
from film weeklies, with the shooting and the President’s collapse, are film
dreams from the collective subconscious.

USA 1963-1967

B&W | 16MM | 13”

DIRECTOR: BRUCE CONNER
SCRIPT: BRUCE CONNER
PHOTOGRAPHY: BRUCE CONNER
EDITING: BRUCE CONNER
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CROSSROADS

USA 1976 O
CB | 16MM, 35MM | 36°

REZIE: BRUCE CONNER
SCENAR: BRUCE CONNER
KAMERA: BRUCE CONNER
STRIH: BRUCE CONNER
HUDBA: PATRICK GLEESON
AND TERRY RILEY

Canyon Cinema

145 Ninth Street, Suite 260 | San Francisco,
CA 94103 | USA

Tel, Fax: +415-626-2255

films@canyoncinema.com | www.canyoncinema.com

Po druhé svétové valce znaly Spojené staty sice Gcinky atomového vybuchu na
mésta plna civilistd, ale poznatky dopadd exploze na vojenskou techniku stéle
chybély. Armada tak pristoupila k testim na vyrazenych lodich. Pro pokusy byl
vybréan zaliv atolu Bikini a operace byla nazvana Crossroads. Connertv snimek
vyuziva materialu natoceného béhem podmorského jaderného vybuchu, kdy
nékolik kamer snimalo explozi z rliznych vzdalenosti. Hypnotické obrazy fas-
cinujici energie podkresluje minimalisticka hudba Patricka Gleesona a Terry
Rileya.

Vzduti atomového vybuchu, prizracny znak Connerovych filmd. Jestlize

v dostredivych montdzich Artavazda Pelesjana nabyvd vybuch ci jiny projev
nahromadéné energie jako start raketového motoru viastni spiritudlni identitu
a stava se procesem preskupeni metafyzické rétoriky autorské skladby, kdyz
nabyvd emocnich a etickych obrysi kolektivni viry ndboZenské a naciondlni,
tak Connerdyv vybuch poukazuje na vse pomijivé a docasné, je nihilistickym
opsdnim kruhu neustdlého ndsili. Jeho ontologie zla se vztahuje k stdvajicim
socidlnim a kulturnim podminkdm, je rozpadem v jejich rdmci, osudovym
znamenim, kdy z rozbiti, rozkladu a neklidu povstdvd ponurd apokalyptickd
beznadéj nad modernou. Jadernd exploze je zprostredkovdvajicim znakem
impéria, ustavicnym ttokem obrazu moci, kterd se preskupuje v novych uspo-
raddnich dominantni ideologie. Zhrouceni vnéjsku paradoxné reprezentuje jeji
silu, potvrzuje jeji odolnost v globdlnim kontextu, sam fenomén destruktivniho
hédonismu je kulturnim projevem, artefaktem americké ekumenické lasky

k svétu.



After the Second World War the United States knew what the effects were of
an atomic explosion on a city of civilians, but information about the impacts
of the explosion on military technology was still lacking. The army therefore
proceeded to conduct tests using out-of-service boats. They chose the bay of
Bikini Atoll for the testing, and the operation was given the name Crossroads.
Conner’s film uses material that was shot during an underwater atomic explo-
sion, when several cameras were used to record the explosion from various
distances. These hypnotizing images, with fascinating energy, are underscored
by minimalist music composed by Patrick Gleeson and Terry Riley.

The surge of an atomic explosion is an eerie feature of Conner’s films. If in
the centripetal montages of Artavazd Pelesjan the explosion, and any other
display of amassed energy, like the start of a rocket motor, acquire their own
spiritual identity and become a process in which the metaphysical rhetoric

of the author’s composition is realigned, taking on the emotional and ethical
features of a collective religious or national faith, then Conner’s explosions
are references to all that is transitory and temporary, a nihilistic circumscrip-
tion of the circle of unending violence. His ontology of evil relates to current
social and cultural circumstances; it is decline within their framework, a sign
of fate, when out of the destruction, collapse and unrest, a bleak, apocalyptic
despair over modernity emerges. The nuclear explosion is a mediating symbol
of empire, the relentless assault of the image of power, which realigns itself
in the new formations of predominant ideology. The collapse of the external
paradoxically represents its strength, confirms its robustness in the global
context; the phenomenon of destructive hedonism is itself a cultural manifes-
tation, an artefact of ecumenical love for the world.

USA 1976

B&W | 16MM, 35MM | 36~

DIRECTOR: BRUCE CONNER

SCRIPT: BRUCE CONNER

PHOTOGRAPHY: BRUCE CONNER

EDITING: BRUCE CONNER
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VALSE TRISTE

USA 1979 O
CB | 16MM | 5°

REZIE: BRUCE CONNER
SCENAR: BRUCE CONNER
KAMERA: BRUCE CONNER
STRIH: BRUCE CONNER
ZVUK: BRUCE CONNER

Canyon Cinema

145 Ninth Street, Suite 260 | San Francisco,
CA 94103 | USA

Tel, Fax: +415-626-2255

films@canyoncinema.com | www.canyoncinema.com

Nostalgicka evokace Connerova dospivéani v Kansasu Ctyricatych let vyuziva
tristé dobovych filmG natocenych v suchych rovinach stfedoamerického statu.
Fragmenty obalené autobiografickou emulzi doprovazi zvukové stopa, nala-
déna na vysilani mistniho rozhlasu. Vidime chlapce sniciho bukolické obrazy
provincie, venkovsky diim, zvirata, kvétiny otevirajici se melancholii davné
nevinnosti. Snimek se uzavira ve sméru odjezdu, obrazek lokomotivy na sténé
vystrida upreny pohled strojvidce, kameny padaji ze skaly a rozbijeji vodu...

Chlapec uléhd ke spdnku v krajiné zvinéné ovcimi stady. Connerova venkov-
skd skladba se poprvé ocitd v pritomnosti hlubinného. Jeho vylet do détstvi
uziva rubu obrazi Ameriky, s nimiz pracoval dosud. Na druhé strané kopu-
lace jadernych vybuchd, politiky a kulturnich pop-obrazii se nachdzi rodny
dam, silnice mezi Idny a polni prdce. Ackoli se miiZe zddt, Ze je tak rehabili-
tovdna konzervativni mytologie pidy a viasti, tak Connerovi $lo predevsim

o evokaci vlastniho détstvi, které je snéno prostrednictvim filmového materidlu
z tricdtych let, svdzaného s rodnym krajem. Sépiovy prostor dila dosahuje
takrka hmatatelné pritomnosti. Néhu nostalgie v ném umocriuje rezisér mimo-
radnou vnimavosti a schopnosti vyloupnout pocit ze surového materidlu. feho
smysl pro prvky Ameriky té doby, zaoblenost a vzddlenost, ¢i pro svételnou
intonaci v prirodé filmu nevede jenom k pasivité imprese, ale predstavuje
aktivni pretvdreni pdvodniho materidlu v lyrickou vizi idealistické predstavy
Jjednoty a podstaty Zivota.



Nostalgic recreation of Conner’s boyhood in Kansas in the period of the 1940s
uses fragments of films made in the dry plains of the MidAmerican state.

The fragments wrapped in an autobiographic emulsion are accompanied by

a soundtrack tuned to the local radio station. We can see a boy dreaming his
bucolic visions of the countryside, a rural house, animals, flowers opening up
to the melancholy of long forgotten innocence. The picture ends heading out-
ward, the picture of a locomotive on the wall is replaced by a fixed stare of the
engineer, shard of rock shears from a quarry wall and plunges into water...

A boy goes to bed in the land of wavy sheep flocks. For the first time, Conner’s
rural composition goes into depths. His trip to childhood uses the underside
of scenes from America, he has so far used in his work. On the other side of
nuclear explosions, politics and cultural pop-scenes, there is his native house,
a road amidst the fields and people working on them. While this might seem
as a rehabilitation of a conservative earth and homeland mythology, Conner
wanted above all to evoke his own childhood, his home-related dreamland
contained in the footage filmed in the 1930s. A cuttlefish-like space of the

film is almost tangibly present. The director enhances the tender nostalgia by
exceptional sensibility and the ability to produce a feeling out of raw material.
His feeling for details of America of that time, the roundness and the distance,
or a luminous intonation in the nature of the film does not only lead to pas-
sivity of impression, but it also represents the active recreation of the original
material into a lyrical vision, an ideal image of unity and the basis of life.

USA 1979

B&W | 16MM | 5°

DIRECTOR: BRUCE CONNER
SCRIPT: BRUCE CONNER
PHOTOGRAPHY: BRUCE CONNER
EDITING: BRUCE CONNER
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COSMIC RAY / MARILYN TIMES FIVE /

REZIE: BRUCE CONNER O

COSMIC RAY |1961 | CB | 16MM | 4
HUDBA: RAY CHARLES

MARILYN TIMES FIVE | 1968-1973 | CB | 16MM | 13”

TAKE THE 5:10 TO DREAMLAND | 1977 | 16MM | 5~
HUDBA: PATRICK GLEESON
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VInéni tanecnice, lebky mezi jejima nohama, nahota a kupole atomovych vybu-
chti se spojuji v strukturalni ilustraci pisné Raye Charlese What'd | Say, ktera
ve Ctyfech minutach zahrnuje na dva tisice obrazovych zlomU. Song fenome-
nalniho klaviristy a zpévaka, jednoho z nejvétsich hitmakerd Sedesatych let,

je plochou audiovizualniho experimentu, ktery v ramu nabizi manickou kolaz
rychle se pohybujicich pruhd, jejichz zarezy se do divakova védomi zapisuje
velké Connerovo téma trvalé destrukce jako fascinujici orgasmické energie.

Marilyn Monroe, bledd divka, zazpivd pétkrdt piseri I've Had Enough of Love
(UzZ jsem méla ldsky dost). Pred-hollywoodsky obraz ukazuje Zenu cekajici
na svoji filmovou sviidnost, na jejimz konci je volnd Idska, kokain a kéma.
Connerova chladnokrevnd pitva obrazi nahoty je viceznacnym rozjimdanim

o pomijejicim téle a nesmrtelnosti, nebot pouze pornografické obrazy ddvaji
smysl ¢lovéku, kterého reprezentuji. Je to skutecné MM? Conner: Rikém
lidem, Ze i kdyZ to mohla nebo nemusela byt ona na pivodnim materidlu, ted'
Jje to ona. Film je z&dsti i o rolich, které lidé hraji, takZe to sedi v obou pripa-
dech. Je to jeji obraz i ona samotnd.”

’

,Film kon¢i, jako kdyz se zavira basen, jenom vydechnuti...,” napsal Jonas
Mekas o snimku, ktery preskupuje jen nékolik mélo obrazd. Conner se soustre-
dil na tajemné vztahy mezi nimi, v ¢ernych prolukach mezi jednotlivymi sek-
vencemi nechava obrazy vznikat a zanikat a souvztaznosti pohybu a prazdnoty
urcuje jejich hypnoticky rytmus. Odjed v 5:10 do Zemé sna dal rozviji motiv
navratu k elementarnim vécem, k vizualnim znakdm, k Zivé burice kinemato-
grafie a spole¢né s Valse Triste predstavuje v Connerové tvorbé urcity protip6l
kolazim vybuchujicich obrazd. V obou filmech prevladé nostalgie, néha a sa-
mota jako vé&na pritomnost touhy rekonstruovat nas prvotni obraz.



The sinuous movements of the dancer, skulls between her legs, nudity and the
mushrooms of atomic explosions are joined in a structural depiction of a song
by Ray Charles What'd | Say, which in the space of four minutes encompasses
two thousand images. The song of a phenomenal pianist and singer, one of
the greatest hit-makers of the 1960s, is a flat audiovisual experiment that
offers a framed manic collage of rapid streaks of movement, whose cuttings
inscribe in the viewer’s subconscious Conner’s theme of permanent destruc-
tion as a fascinating organic energy.

Marilyn Monroe, a pale girl, sings the song I've Had Enough of Love five
times. This pre-Hollywood image shows a woman waiting for her film seduc-
tion, at the end of which lie free love, cocaine, and coma. Conner’s cold-bloo-
ded autopsy of images of nudity is a polysemantic contemplation of the ephe-
meral body and immortality, as only pornographic images ascribe meaning to
the person they represent. Is it really MM? Conner: “I tell people that even if it
couldn’t or needn’t have to be her in the original material, now it is her. The
film is partly about the roles that people play, so that works in either case. It
is her image and her herself.”

“The film ends the way a poem closes, just an exhalation...” wrote Jonas
Mekas, about the film that gathers only few images. Conner focuses on the
secrete relations between them, in the black vacant spaces between individual
sequences he lets the images emerge and expire, and the correlation between
movement and emptiness determines their hypnotic rhythm. Take the 5:10

to Dreamland further elaborates on the theme of returning to elementary
things, visual symbols, the live cell of cinematography, and together with Valse
Triste it represents a certain counterpoint in Conner’s work to the collages of
exploding images. In both films there is a predominating sense of nostalgia,
tenderness and isolation like the objective presence of the longing to recon-
struct our primary image.

DIRECTOR: BRUCE CONNER

COSMIC RAY | 1961 | B&W | 16MM | 4°
MUSIC: RAY CHARLES

MARILYN TIMES FIVE | 1968-1973 | B&W | 16MM
[ 13
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MONGOLOID / AMERICA IS WAITING

REZIE: BRUCE CONNER

MONGOLOID | 1977 | €B | 16MM | 37 O
HUDBA: DEVO ORCHESTRA

AMERICA IS WAITING | 1982 | CB | 16MM | 3°
HUDBA: DAVID BYRNE AND BRIAN ENO
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Bruce Conner si ziskal uznani nejen jako rezisér experimentalnich filma, ale
také jako vytvarny umélec. Na pocatku sedmdesatych let vstoupil do obchodu
s uménim a jeho prace se objevily ve vSech vyznamnych americkych galeriich.
Po nékolika letech prerusil Conner svazky s newyorskym uméleckym svétem

a vratil se na zapadni pobrezi, kde v druhé puli sedmdesatych let editoval
prevazné staré naucné filmy. Vysledkem je satiricky portrét konzumni Ameriky,
rezonujici v neodolatelné pisni novovinné kapely DEVO. ,Mongoloid je moder-
ni Americéan, ktery si zvykl permanentné nakupovat, aby nemusel o nicem
pochybovat. Spole¢né s ostatnimi mongoloidy jsou diky spravnym davkam
paranoie a hysterie trénovani svoje svobody branit - jejich vlast je tedy pripra-
vena a ¢eka, aby to svétu dokazala.” (Martin Karuch)

~Moje filmy jsou vétsinou dost krdatké, kdyz pri nich moc mrkdte, vétsina vam
utece.” (Bruce Conner) Connerovy filmy byvaji spolecné s tvorbou Kennetha
Angera vnimdny jako vyznamnd inspirace vizudini kultury estetické slasti, jak
Ji reprezentuje televizni stanice MTV. Souputnik beatniki pouZival uz v ranych
dilech postupy, které o desitky let predbéhly klipovou estetiku. Prvky popkultu-
ry ostatné vzdy predstavovaly zdkladni elementy jeho filmd, mdédni psychede-
lickd a popartova estetika ale miize byt zndmkou vytéZeni stylu a potlacenim
spolecensko-kritické reflexe. V roce 1981 natocil Conner hudebni video k pisni
America is Waiting z prelomové desky Davida Byrne a Briana Eno My Life in
A Bush of Ghosts.



Bruce Conner has earned recognition not only as a director of experimental
films but also as a creative artist. At the start of the 1970s he began trading in
art and his work appeared in all the important galleries in the United States.
After several years Conner severed his ties with the New York art scene and
returned to the West coast, where in the second half of the 1970s he primar-
ily edited old instructional films. The result is a satirical portrait of American
consumer society, resonating with the irresistible songs of the new wave
group DEVO. “Mongoloid” is a modern American who has become used to
constantly shopping, so that he doesn’t have to question anything. He and the
other mongoloids together are, thanks the right amount of paranoia and train-
ing, trained to protect their freedom - their homeland is ready and waiting to
show it to the world.” (Martin Kariuch).

“My films are mostly quite short; if you blink too much during them you’ll miss
most of it.” (Bruce Conner) Conner’s films, like the work of Kenneth Anger,
tend to be perceived as an important inspiration for the visual culture of aes-
thetic delight, as represented by MTV. A contemporary of the beatniks, in his
early work he used a number of approaches that pre-dated the video-clip
aesthetic by decades. Elements of pop-culture have moreover always been
basic features of his films, fashionable psychedelic and pop-art aesthetics can
however be a sign of the exhaustion of a style and the suppression of socio-
critical reflection. In 1981 Conner shot a music video for the song America is
Waiting, from the pivotal album by David Byrne and Brian Eno, My Life in

a Bush of Ghosts.

DIRECTOR: BRUCE CONNER
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LOOKING FOR MUSHROOMS / LUKE

REZIE: BRUCE CONNER O

LOOKING FOR MUSHROOMS | 1996
BAR | 16MM | 14 °
HUDBA: TERRY RILEY

LUKE | 1967-2004
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V roce 1961 pfrivital psychedelicky guru Timothy Leary na mexickém venkové
Bruce Connera. Setkali se uz drive v New Yorku, oba pritahovaly jevy odlisné,
exotické reality i stdle Zivé myty a imaginace vyvérajici z indianskych kulturnich
tradic. Spole¢né hledali magické houby a pravé staccatové zabéry, natocené
na jejich prochazkach, se v kombinaci s materidlem z predchozich houbar-
skych vyprav v San Francisku staly zakladem filmu. Po tficeti letech se Conner
k halucinaénimu snimku, ktery mél byt nekone¢nou smyckou z prevrstvenych
obraz(, vratil a opatfil jej novou zvukovou stopou; hudba Terry Riley: Poppy
Nogood and the Phantom Band.

Herec Dennis Hopper pozval svého pritele Bruce Connera na natdceni filmu
Stuarta Rosenberga Frajer Luke (Cool Hand Luke, 1967), jehoz hvézdou byl
Paul Newman v roli nedstupného vézné. Jeden natdceci den zaznamenal
Conner na svoji 8mm kameru - prdvé se pripravovala scéna, ve které ceta
véznu pracuje v nesnesitelném horku na vykopu silnice. Elegicky zpomaleny
snimek je vymluvnou metaforou vztahu svéta a filmu a zdrover poctou duchu
rebelské energie, kterd ve své dobé mohla prordstat stredostavovskou kul-
turou a jiZ reprezentuji pravé filmy jako Frajer Luke nebo Bezstarostnd jizda
(Easy Rider, 1969) Dennise Hoppera. Conner se ostatné stal jeho neoficialnim
poradcem pri natdceni a Hopper neopomnél prohldsit: ,Bruceovy filmy tplné
zménily moje chdpdni stfihu...” V roce 2004 se Conner na Zddost skladatele
Patricka Gleesona k filmu vrdtil a nové jej opatril jeho hudbou.



In 1961 the psychedelic guru Timothy Leary welcomed Bruce Conner at his
home in the Mexican countryside. They had met before, in New York, each
was attracted by the phenomena of a different, exotic reality and the still vital
myths and imagination of the Indian cultural traditions. Together they went
looking for magic mushrooms, and the staccato shots filmed during their
walks, combined with material from prior mushroom-gathering excursions in
San Francisco, became the basis of the film. Thirty years later Conner returned
to his hallucinatory film, which was meant to be an endless loop of overlap-
ping images, and equipped it with a new musical element: a score by Terry
Riley: Poppy Nogood and the Phantom Bank.

The actor Dennis Hopper invited his friend Bruce Conner to the shooting of
Stuart Rosenberg’s film Cool Hand Luke (1967), starring Paul Newman in

the role of the obstinate prisoner. Conner recorded one day of filming on his
8mm camera - preparations for one scene are under way, where a group of
prisoners is working in the unbearable heat on a roadway ditch. The elegic,
decelerated film is a convincing metaphor of the relationship between the
world and film and at the same time a tribute to the spirit of rebellious energy
that in its day was able to wash through middle-class culture and which films
like Cool Hand Luke or Dennis Hopper’s Easy Rider (1969) represent. Conner
became his unofficial advisor during filming, and Hopper never forgot to
declare: “Bruce’s films completely changed the way I look at editing...” In 2004
Conner, at the request of the composer Patrick Gleeson, returned to the film
and equipped it with music.
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OPERACE BETON

SVYCARSKO 1954 O
CB | 16MM | 20°

REZIE: JEAN-LUC GODARD
SCENAR: JEAN-LUC GODARD
KAMERA: JEAN-LUC GODARD

Actua films SA

36 rue des Maraichers - Case Postale 85 |
CH-1211 | Geneve 8 Suisse | Svycarsko
Tel: +4122 809 15 15 | Fax: +4122 320 07 76

info@actuafilms.com | www.actuafilms.com

Akce beton je viibec prvnim snimkem Jeana-Luca Godarda, nékdejsiho stu-
denta etnologie na Sorbonné. Po oddani se kinematografii ve filmotéce, ktera
byla mistem jeho setkani s Truffautem, Rivettem, Rohmerem, Chabrolem

(a Bazinem), s nimiz pozdéji tvoril jadro francouzské nové viny, odjel spolu-
pracovnik pravé vzniklé parizské kritické filmové revue Cahiers du Cinéma na
cestu po jizni Americe, kde nato¢il svoje prvni zabéry. Po navratu do Svycarska
se nechal Godard zaméstnat jako délnik na stavbé prehrady, z vydélanych
penéz zakoupil kameru a reziroval kratky dokument o budovani hraze.

Zatézkdvaci zkouska materidlu. Dil betonu, urceny pro stavbu prehrady Val
des Dix, se pod stupniujici vahou droli a rozpadd. Exaktni zkuSenost s ma-
teridlem neprobihd jen ve fyzickém prostoru, je také psychickou doménou,
myslenkovym procesem, nebot rozbiti znamend zacit hledat konecnou pricinu.
Akce beton je zacdtkem Godardova monologu - i kdyZ tim pred stvorenim
filmu byly jeho texty o filmu, - monologu, ktery do déjin filmu vstupuje jako
cesta k podstaté vztahu kinematografie a existence. Ve svych esejich, a v jimi
dokumentované mezere mezi pozorovdnim a popisovdnim, bude obmériovat
uz zde nacrtnutou osnovu dila (pracujiciho filmu) a pohledu, kdy se kinema-
tografickd situace stane udélem, utékem z krizovych vztahd clovéka a svéta
k jesté osudovéjsimu a slozitéjsimu vztahu clovéka a filmu. Zdanlivé jeho
debut neni nez objektivnim popisem prdce stavebnich délnikd vysoko v ho-
rdch, nebot rozumét jeho vyznamu Ize ale az s pomoci retrospektivy, kdy se
sam vidény film stane projekcnim pldtnem k zhutnélému a zrychlenému pro-
mitnuti v§eho, ¢im Godard je.



Operation Beton is the very first film by Jean-Luc Godard, former eth-

nology student at the Sorbonne. Having immersed himself in film at the
Cinematheque - where he encountered Truffaut, Rivette, Rohmer, Chabrol
(and Bazin), with whom he would later form the core of the French New
Wave - the member of the staff of the recently emerged Paris-based magazine
of film criticism, Cahiers du Cinéma, set out on a journey to South America,
where he shot his very first footage. After returning to Switzerland, Godard
went to work as a manual worker at a dam building site, using the money he
earned to buy a camera, and making a short documentary about the building
of the dam.

An endurance test of material. Under the intensifying pressure, the block

of concrete for building the dam at Val des Dix crumbles and breaks. The
scientific experience of material takes place not only in physical space, it
also in a psychic domain, a train of thought, for breaking up the matter
means beginning to look for the ultimate cause. Operation Beton is the start
of Godard’s monologue - even though before making this film, his texts
addressed issues of cinema - that has gone down in cinema history as the
Jjourney towards the essence in the relation of cinema and existence. In his
essays, and in the lacuna between observation and analysis, they testify, and
he would over the years make variations on the foundations he had already
outlined here (working cinema) and on the outlook, where a cinematic situ-
ation becomes one’s fate, an escape from the critical relation of a person to
the world, to an even more fatal and complex relation of a person to film.
Seemingly this debut film is nothing more than an objective illustration of
the labor of builders working high in the mountains, since one can grasp its
meaning only in retrospective, when the film one has seen itself becomes the
screen for a condensed and fast-forward projection of all that Godard stands
for.

SWITZERLAND 1954

B&W | 16MM | 20”

DIRECTOR: JEAN-LUC GODARD
SCRIPT: JEAN-LUC GODARD
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PRAVDA

FRANCIE 1969

BAR | BETA | 58~

REZIE: SKUPINA DZIGA VERTOV

- JEAN-LUC GODARD, PAUL BURRON,
JEAN-HENRI ROGER

SCENAR: SKUPINA DZIGA VERTOV

- JEAN-LUC GODARD, PAUL BURRON,
JEAN-HENRI ROGER

STRIH: SKUPINA DZIGA VERTOV

- JEAN-LUC GODARD, PAUL BURRON,
JEAN-HENRI ROGER

Claude Nedjar

Centre Européen Cinéma Radio Télévision

o

Na konci Sedesatych let signoval Godard nékteré snimky znackou Skupina
Dzigy Vertova. Spolu s Gorinem pojmenovali sv(j tym podle ruského avantgar-
disty a predstavitele konceptl Kino-oko a Kino-pravda. Svoji Pravdu natocil
Godard tajné& v bieznu 1969 v nékdejsim Ceskoslovensku, uz n&kolik mésicti
okupovaném armadami vychodniho bloku. Ustitednim tématem tohoto poli-
tického cestopisu je levi¢acky diskurs, n€kdy je film oznadovan za maoisticky.
James Monaco: Pravda ma zajimavou a vynalézavou sémiologii, ale Spatny
politicky postoj.

Jedinym zabérem nakrivo natocenym je ndpis pred vchodem do tovdrny

CKD, fabrika na $ikmé plose obrazu. Pravda je (nevédomky) mimorddnym
fenomenologickym popisem mrtvoly socialismu. Je textovym cestopisem, ktery
v obraze hledd oponenturu, aniz by ji mohl skutecné najit, nebot se vydal

do okupované zemé, kterd uz nemda viili byt takovou, jakou ji Godard chtél
mit, aby s ni mohl vést ideologicky spor (presnéji: jiZ si vybral jako ilustraci

k vedeni samomluvy). Godard ve své levé odbocce pristupuje k mrtvole jako
diagnostik a soudce, s vyvhranénym politickym postojem ji chce napravovat,
ale socialismus, at uz kdysi jakkoli vyznamny, je ve skutecnosti uz jen mrtvou
schrdnkou, obrysem bez dechu - ziistaly jenom kontury, které kamera snimad
Jjako vyznamné (preferovany motiv rudé barvy ci délnik-stroj). V tomto smyslu
Je Pravda osudovym omylem. Godard prijel s posméchem, vybaven znalost-
mi a Isti metafor, aby napad| revizionizmus, ale jemu neviditelnd netecnost
ucinila z jeho bojujiciho filmu sled kontrarevolucnich momentek. Pro vsechny
sentimentdini Cechy z mnoha divodi vyjimecnych.



At the end of the 1960s, Godard signed some of his films under the name
Dziga Vertov it to the world. Together with Gorin, they named their creative
team after the Russian avant-garde filmmaker and representative of concepts
such as Kino-eye, and Kino-Pravda. His own Pravda Godard shot secretly in
March 1969 in what was then Czechoslovakia, occupied already for several
months by the armies of the Warsaw Pact. The central theme of this political
travelogue is one of leftist discourse, and the film is sometimes described as
Maoist. James Monaco: “Pravda has an interesting and inventive semiology,
but is wrong in political attitude.”

In a single take, askew there appears a sign in front of the entrance to the
CKD plant, a factory on the oblique surface of the image. Pravda is unwit-
tingly an extraordinary phenomenological description of the corpse of social-
ism. It is a textual travelogue that challenges the visual image, without being
able to find real opposition, since he traveled to an occupied country which
no longer had the will or the stamina to be what Godard wanted it to be

in order to be able to carry on an ideological dispute with it (or rather, the
country he chose as an illustration for his monologue). In his sinister digres-
sion, Godard approaches the corpse as diagnostician and judge, and with

a strong political attitude he wants to set it right, but socialism, no matter
how vital before, is now no more than a lifeless, empty shell, a form without
breath - mere contours remain that can be shot as significant (the preferred
motif of red, or the worker-machine). In this sense Pravda is a fatal mistake.
Godard arrived equipped with the knowledge and guile of metaphors in order
to attack revisionism, but the inertia invisible to him turned his campaigning
film into a sequence of counter-revolutionary snapshots. For all sentimental
Czechs these are for many reasons exceptional.
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Vitr z vychodu, ktery byl natocen v italskych exteriérech, v kulisach westerno-
vého méstecka u ateliéru Elios, je podle Jamese Monaca z vertovovskych filmd
pravdépodobné nejuplnéjsi a nejdislednéjsi. Pokousi se shrnout soucasnou
marxistickou politickou situaci, pozici militantniho filmare a vztah mezi nimi.
Vysledkem je hutny a narocny film natoceny v péti jazycich, snimek kompliko-
vané teoretické struktury, ktery reprezentuje autorské mysleni o politice, filmu
a jejich vzajemném vztahu.

James Monaco cituje podobenstvi z filmu. Téhotnd Zena v ném jde k brazilské-
mu rezZisérovi Glauberu Rochovi a pta se ho: ,Kterym smérem k politickému
filmu?” On ukazuje na dvé cesty: , Timto smérem je nezndmy film, film estetic-
kého dobrodruzstvi. Tamtim smérem je film tretiho svéta, nebezpecny film -
bozsky, uZasny.” Zena se vyddvd cestou filmu tretiho svéta, ale zastavi se. Pak
jde zpdtky a vyda se cestou estetického dobrodruZstvi. - Osobitost radikdlniho
filmu neni v systematickém nahlédnuti svéta, ale v procesu polarizujiciho
mysleni - proto porozuméni nepodmiriuje srozumitelnost. Zdavrat intelektudini
propagandy je politikou uskutecriovanou lyricky, emociondlnim zhodnocenim
ideji stavem filmu, v némz neni nic jisté a vse liberdiné provizorni a vratké se
podrobuje levicdcké revizi. Propaganda je formou mysileni, zjednodusujiciho
svet na imanentni energii obrazd, které popiraji reflexi - revize je odmitnutim
reflexe. Filmy skupiny Dzigy Vertova jsou estetické traktdty, které - ackoli
chteji byt kritickou analyzou politickych metafor - projektuji jedinou moznou
interpretaci. Jsou to svobodné filmy pohrdajici svobodou.



According to James Monaco, Wind from the East, which was made in Italian
exteriors, in the stage set of a western town next to Elios atelier, is perhaps the
most perfect and conclusive film among Dziga Vertov Group’s movies. This
film possess a broad view to summarize political situation of contemporary
Marxism and the position of provoking author as well as the relationship of
these two. The consequence is a film with high density and good skill shot

in five languages, a film of complicated theoretical structure representing
author’s thinking about politics, film and their mutual relationship.

James Monaco quotes a most memorable scene of the film. The Brazilian
director Glauber Rocha standing at a crossroads is approached by a preg-
nant woman who says, ,Could you please tell the way toward political
cinema?” He shows her two roads: This road leads to an unknown cinema,

a cinema of aesthetical adventure. That road leads to a cinema of Third
World, dangerous cinema - divine, astonishing.” The woman takes the road
to Third World cinema, but stops, returns, and takes the road of aesthetical
adventure. - The individuality of the radical movie does not lie in the system-
atic view of the world, but within the process of polarised thinking -under-
standing is therefore not a precondition for comprehensibility. The vertigo of
intellectual propaganda is the lyrically implemented politics, it is emotional
evaluation of ideas by a film, where nothing is sure, and the liberal temporari-
ness and wobbliness succumbs to the left wing revision. Propaganda is a form
of thinking that simplifies the world to immanent energy of pictures that deny
reflection - revision is the denial of reflection. Dziga Vertov Group’s movies
are aesthetic tractates, which - although they want to represent a critical
analysis of political metaphors - project the only possible interpretation. They
are free films despising freedom.
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Dopis Jane, ktery Godard a Gorin natocili v zari 1972, vznikl béhem jednoho
dne, v dalSich dvou dnech byl vyvolan a sestiihan. Film je analyzou fotografie
americké herecky Jane Fondové na navstévé v bojujicim Vietnamu, ktera byla
otisténa ve francouzském tydeniku L"Express. Monolog cinemarxistické dvo-
jice, doplnény radou dalsich fotografii, nastoluje otazku, jakou roli maji hrat
v boji intelektualové, a disledné zkouma roli herecky jako hvézdy a zpUsob,
jakym je vyuzivana politikou médii. (Neklademe otazky o herecce, ale o té

fotografii... nemirfime na Jane, ale na funkci Jane.)

Rada mrtvych tél na fotografii, fada hereckych tvdri na fotografiich, které
ndsleduji za sebou. Ve, co plati o dominantni fotografii, a co je o ni ve filmu
receno, je bezpodminecné nutné vztadhnout na sam film, ktery je jeji imagina-
tivni proménou. Je treba sehrdt podobnou spolecenskou hru s filmem, jakou
autori sehrdli s fotografiemi (hra na znaky mezi znaky, na znaky produkujici
znaky). Ve chvili, kdy na sebe film bere dalsi vyznamy, je potieba o ném zacit
premyslet v prostoru, v jeho smyslu a jeho funkci, zkoumat okamzik, ktery mu
predchdzel. Tvar herecky se spojila se vsemi aspekty primyslu vypravéni v Si-
rokém rozptylu filmu a médii, ale interpretace fotografie filmem, jez je v pod-
staté determinaci, vold po stejném prehodnoceni a dalsich stupnich pochyb-
nosti mezi povrchovym a skrytym. Pokracovani filmu vykladem pak maze

v konecném dusledku (jenZ je jisté jen prechodnou fdzi) prinést pochybnost

o samotném godardovsko-gorinovském prevrstveni fotografie textem filmu,
ktery se ndhle mize jevit ornamentem, intelektudlnim fetisem, nebot, jak vime,
v obchodu s obrazy neexistuje nulty stuperi vyznamu.



Letter to Jane, which Godard and Gorin made in September 1972, was shot
within a single day. Over the next two days it was developed and edited.

The film is an analysis of a photograph of the American actress Jane Fonda,
capturing her during her visit in Vietnam, as published in the French weekly
L"Express. The monologue of the cine-Marxist duo, accompanied by a num-
ber of other photographs, poses the questions of what role intellectuals
should play in open warfare, consistently analyzing the role of the actress and
the way it is exploited by media politics. (We are not posing questions about
the actress, but the photograph... we are not aiming at Jane, but at Jane’s
function).

Rows of dead bodies in the photograph, rows of actors” faces in photo-
graphs, next to each other in the film. All that is true of the key photograph
and what is said about it in the film must also be applied to the film itself,

an imaginative transformation of the photograph. One has to play a similar
game with the film that its authors played with the photographs (playing at
signs among signs, at signs producing signs). The moment the film takes on
new meanings one has to start contemplating it in context, contemplating
its meaning and function, examine the moment that had preceded it. The
actress” face has become part of all the aspects of the narrative industry, the
broad range of film and media, but the reading of a photograph through
cinema, which in essence is a determination, calls for a similar reevaluation,
for a further degree of doubt between the surface and the hidden. The film’s
continuation in its interpretation may then in its ultimate result (which is of
course but another transitory stage) lead to doubts on the very process of
Godard and Gorin superimposing the photograph with the text of the film,
which may suddenly appear as an ornament, an intellectual fetish, since - as
we know - when trading in images there is no such thing as the zero stage of
meaning.

FRANCE 1972

COL | 16MM | 52~

DIRECTOR, SCRIPT, PHOTOGRAPHY,
EDITING, SOUND, COMMENTARY:
JEAN-LUC GODARD, JEAN-PIERRE GORIN

Gaumont S. A.

Nicolas Seydoux | 30 avenue Charles De Gaulle
92200 Neuilly Cedex - France

Tel: +1 46 43 20 19 | Fax: +1 46 43 20 33

www.gaumont.com

o

PRUHLEDNE BYTOSTI / TRANSLUSCENT BEINGS



POSLEDNICH DESET MINUT /V TEMNOTE

NEMECKO/VELKA BRITANIE 2002 O
BAR | 35MM | 10~

REZIE: JEAN-LUC GODARD

Film Distribution ARTCAM
Ra%inovo nab¥ezi 6 | 128 oo Praha 2 | Ceska republika
Tel: +420 221 411 666 | Fax: +420 221 411 619

artcam@artcam.cz | www.artcam.cz

Filmova kolaz pohrouzena do snéni, ktera davné obrazy kinematografie
(archivni materialy a aryvky z filmd véetné snimk( Vojacek a Made in USA
samotného autora) znovu objevuje textem, autorskym i prevzatym (V.
Woolfova, L. Wittgenstein). Snimek je soucasti povidkového filmu Dalsich
deset minut Il., v némZ osm svétovych reZisérd variovalo téma ¢asu, vedeno
citatem z posvatného indického textu, Legendy o Visnuovi: Bylo to, jako by se
hory zahlédnuté pres mnoha tisicileti vzdouvaly a znovu propadaly jako viny
na vode.

Poslednich deset minut filmu. Bily mezititulek na cerném pozadi uvozuje jeden
z deseti utrzkii Godardova ndcrtu (poznamka k pokracovdni) déjin svétové
kinematografie, skepticky vnimané jako nevécnd vécnost. ReZisérova vira

v pismo bojuje s pribézZnou smrti kinematografie privalem slov, organizaci
filmu na principu rétoriky, asociacnim postupem a predevsim autostylizac-
nim gestem. Ndsili bez hranic je aktudlni vlastnosti tohoto Godardova dseku
(pribéhu-historie) filmu, v némz se roztristéni prevzatych slov a obrazii stalo
samou podstatou déje. Rozbiti déjepisu predstavuje jeho vyznamovou hlubinu
- v tomto smyslu je Godard teoretikem déjin kinematografie a zdroveri opo-
nentem tohoto neexistujiciho zdpisu (vsechny stdvajici jsou jenom falesnym
pohybem). Jeho zdpas se svétem (jako s filmem) je konfliktni, odehrdvajici

se v odezvé na ndraz zvenci. Jako by se kinematografie zeptala na svij konec
a Godard ji odpovidd - pojmenovanému zranéni ale nechce uveérit, pomdhd si
protetikou (film nahrazeny videem) a opakované situuje svoji pritomnost do
dotazujici se minulosti filmu.



A dreamy film collage, rediscovering older images from the cinema (archive
footage, footage taken from feature films, including Godard’s own Le Petit
Soldat and Made in USA) via text, both Godard’s and those by other authors
(Virginia Woolf, Ludwig Wittgenstein). The film forms part of the omnibus
project Ten Minutes Older I, in which eight eminent international directors
contemplated the theme of time, as introduced by a quote from a sacred
Indian text, the Legend of Vishna: it was as though the mountains, glimpsed
across many millenia swelled and then fell again like waves on the surface of
the water.

The last ten minutes of he film. White intertitle on black introduce one of the
ten fragments of Godard’s sketch (note for the continuation) of the history
of world cinema, sceptically regarded as an eternity that fades away. The
director’s faith in writing struggles with the continuous death of cinema under
an avalanche of words, structuring the film along the principle of rhetoric,
an associative approach and above all an authorial gesture. Unbounded vio-
lence is the topical quality of Godard'’s segment (story - history) of the film,
where the fragmentation of the adopted words and images has become the
essence of the plot. The breaking up of historiography represents its depth

of meaning - in this sense, Godard is both a theoretician of the history of

the cinema and the opponent of this nonexistent recording (all the existing
recordings are merely false movement). His struggle with light (as with film)
is full of conflict, and takes place as a response to a collision occuring from
the outside. It is as if cinema had asked about its own demise and Godard
has answered - at the same time refusing to believe the articulated injury,
reaching for prosthetics (replacing film with video), repeatedly situating his
absence into the questioning past of the cinema.

GERMANY/GREAT BRITAIN 2002
COL | 35MM | 10~
DIRECTOR: JEAN-LUC GODARD

Film Distribution ARTCAM
Rasinovo nabrezi 6 | 128 oo Prague 2 | Czech republic
Tel: +420 221 411 666 | Fax: +420 221 411 619

artcam@artcam.cz | www.artcam.cz

o

PRUHLEDNE BYTOSTI / TRANSLUSCENT BEINGS

204

205



VYBRANE OKAMZIKY Z PRIBEHU FILMU

FRANCIE 2005

BAR | 35MM | 80”

REZIE: JEAN-LUC GODARD
SCENAR: JEAN-LUC GODARD
STRIH: JEAN-LUC GODARD

Gaumont S. A.

Nicolas Seydoux | 30 avenue Charles De Gaulle
92200 Neuilly Cedex - Francie

Tel: +1 46 43 20 19 | Fax: +1 46 43 20 33

www.gaumont.com

Godardova vitalni elegie pokracduje v prizkumu kinematografie konjunkci
zdrojd a mezer v jeji minulosti. Pokracovani je opétovnym ¢tenim nejen déjepi-
su filmu, ale predevsim rezisérova vlastniho opusu z konce stoleti, osmidilnych
Histoire(s) du Cinéma - novy snimek je jeho destilaci. Audiovizualni instalace
téchto vybranych moment(l spojuje film a video stejné jako vytvarné uméni

a kinematografii, jeden odkaz vede k dalsim, nasobené pohledy umocriuje
husty tok psaného a mluveného textu, vznika hermeticky utvar, koncipovany
pro jeden hlas.

Odlupujici se barva staré malby, supina paméti, dokonalost v nedokonalosti.
Godard ve svém prispévku k déjinam kinematografie vnima jeji zdroje jako
padélatelny text, jeho strategii vici nému pak jsou vrstveni a prepis. Vysledek
se stdvd dalsim zdrojem, déjinami, které maji svoji vlastni historii, déjinami,
které mohou byt vzdpéti prepsdny, protoZe historie bude citovdna jinak.
Nesporné zistdva Godardovo autorské gesto, obnovujici duchovni minulost
tim, Ze bez pochybovdni o povaze filmového jazyka nabizi vyjimecny katalog
esenci. ReZisér se zabyvd tim, jak film chdpeme; v jeho pojeti se filmy stavaji
uddlosti tim, Ze se déji, Ze jsou vidény, nikoli svoji minulou situaci (historie je
oznacenim pro pribéhy, které o minulosti vyprdvime). Minulost, kterd zmizela,
nemdiZe byt zmapovdna vyctem, a proto se v Godardové implikaci déjiny déji
smérem vpred. Diky tomu jsou vice perspektivou neZ interpretaci. Divdkova
identita je shodnd s jeho autorskou metodou, tedy Ze vse, co by mohlo byt
déjinami, zdstava vidénim.



Godard’s vital energy continues to explore cinema by means of a conjunction
of the sources and lacunas found in its past. Continuation is a re-reading not
just of the history of cinema, but particularly of Godard’s own late 20th centu-
ry opus, the eight-part Histoire(s) du Cinéma - the new film is its distillation.
An audiovisual installation of these selected moments fuses film and video just
as it does visual arts and cinema, and one allusion leads to another, multiplied
in a dense flow of text both written and spoken - there emerges a hermetic
form, conceived for a single voice.

The peeling paint of an old picture, a scale of memory, perfection in imperfec-
tion. In his contribution to cinema history, Godard comprehends its sources as
forged text, and his attitude towards it is layering and overwriting. The result
then becomes another source, a history with its own history, a history, which
can be itself rewritten in the very next moment, since history will be quoted
differently. Godard’s authorial gesture remains unmistakeable: by reviving
spiritual heritage - without doubting the nature of film language - he offers
an exceptional catalogue of essences. Godard is concerned with the ways in
which we understand cinema; as he conceives it, a film becomes an event by
virtue of happening, of being seen, not by virtue of the past situation (history
signifies stories we tell about our past). The past that has vanished cannot
be summariesed in an itinerary of events, and thus in Godard’s implication
history takes place in a forward direction. Thanks to this, it is more perspec-
tive than interpretation. The viewer's identity corresponds with the creative
method - i.e., all that could be history remains the act of seeing.
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Adeptka filmové rezie Naomi Kawase se vydala po stopach vlastniho otce,
ktery ji nikdy nevychovéaval a s nimz dosud nenavazala zadny vztah, ale jehoz
absence pro ni zGstavala podstatnym tématem. RezZisérka podstupuje cestu
za nikdy nevidénym clovékem, jeZ je vedle sestupu do predstav a snd, které si
o ném utvorila, také SirSi tvahou nad vlastni identitou. Krehké obrazy utkavaji
impresionistickou kolaz emocionalniho filmového pribéhu bez synchronniho
zvuku, na jehoz konci se autorka sice setkava s biologickym otcem, ale jeho
postava uz nepatfi jejimu filmu.

Kratké pohledy na obyvanou prdzdnotu, Sdlek s cajem, stul, schodisté. Otec je
postavou snénou filmem. Zivou, ale nepfitomnou, vzddlenou, ale neoddélitel-
nou jak od rezisérciny minulosti v jejich predstavdach o ném, tak v pritomnosti
s uddlosti hleddani, vedenou snahou poznat jej fyzicky, spatrit. Geneticky pri-
buzné télo vypravuje pribéh, ale jeho nositelem je film, jenZ obraz nevidéného
muZe skldda z esenci jevi a proZitkd, které maji kinematografickou moc. Jako
by uddlost vznikala jen v perspektivé filmu, kdy idea otce je pouze predmé-
tem, z néjz povstava déni intimniho prizkumu reZisércinych citd, vnimani

a mysleni. Hledani podléha vyprdvéni a dojde-li nakonec k setkani, tak to uz
nemuze byt soucdsti pribéhu a jako takové vyprdvéno. Asociativni nit byla
subjektivnim testamentem reZisércinym predstavdam o otci, a tak otcovo fyzic-
ké télo, objevené prostrednictvim filmového konceptu, znamend konec snéni
Jjako konec filmu. Metoda porozuméni sobé filmem je tak v protikladu k Cisté
autenticité skutecné uddlosti, coZ nepopird krdsu tohoto zpola redIiného

a zpola vysnéného vypravéni ani jeho noeticky smysl.



The aspiring film director Naomi Kawase sets out in the footsteps of her
father, who never raised her and with whom she has never established any
relationship, but whose absence has continued to be of vital significance to
her. The director embarks on a journey to find someone she has never seen,
which in addition to representing a descent into the realm of notions and dre-
ams she has created of him is also a broader reflection on her own identity.
Fragile images weave an impressionistic collage of this emotional film story,
without synchronous sound. While in the end the director meets up with her
biological father, his character is then no longer a part of her film.

Brief glimpses of an inhabited void, a cup of tea, a table, a staircase. The
father is a character dreamed through film. Living, but absent, distant, and
nonetheless an indelible part of the director’s past, in the ideas she has deve-
loped about him and an indelible part of her present in the act of searching,
which is driven by an effort to encounter the father physically, to catch sight
of him. A genetically related body tells the story, but it is conveyed by the film,
which gives an image of the unseen man comprised of essences of phenome-
na and experiences, which possess a cinematographic force. It is as though
the act emerges only within the perspective of the film, where the idea of the
father is the object from which arise other events in this intimate investigation
into the director’s feelings, observations, and thoughts. The search is subor-
dinated to the narrative, and when in the end an encounter is made then it
can no longer be part of the story and as such be narrated. The associative
thread is the subjective testimony of the director’s ideas about her father, and
thus the father’s physical presence, discovered through the film’s plan, means
the end of dreaming and therefore also the end of the film. The method of
understanding oneself through film thus contrasts with the pure authentici-
ty of the real event, which in no way diminishes the beauty of this half-real
half-dreamed narrative and its noetic significance.
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Snimek je prvnim ze tii film0, které rezisérka vénovala své babicce. Vyrazem
vdécnosti za détstvi je jemna evokace jejich vztahu prostrednictvim minimalis-
tickych obrazl staré Zeny v zahradé. Kawase nataci ikony, které se opakuji rok
co rok, gesta, kterd je doprovazeji. V autorcin€ pojeti jde o jakési neviditelné
obrady, jimiz se obnovuje vztah moderniho ¢lovéka k prirodé€ - zahrada u do-
mu nese veskerou harmonii, zatimco velké detaily tvari umocnuji cituplnost
filmu: ,Zabiram véci ze stale vétsi blizkosti, az na né témér dosahnu a mazu se
jich i dotknout.”

Stdla pritomnost kvétd. Plochou filmu se proviékaji rostlinné jednotlivosti,
které jsou prostym prifazovdnim uvddény do vzdjemného vztahu s clovékem.
Nejsou pouhym ornamentem, ale niternym detailem prirozenych vztahd v pro-
storu zahrady i v obrazovém pldnu filmu. RezZisérka vypravi svij cit subjektivni
kamerou, kterd sice nabizi pohyb, zvidsté kdyz hleda milovanou tvar; ale v di-
vdkovi nechdvd dojem statickych obrazd, zaloZenych na smyslovych vjemech
soustredéného pozorovdni. Ohraniceni prostoru evokuje libeznou samotu,
protikladnou jejimu tékavému a vybusnému osaméni ve filmech hledajicich
otce, krdsnou samotu, bytostné vztazenou k Zivotu blizkého clovéka. Zahrada
Jje v hlubsim vyznamovém smyslu perspektivou pobytu lidi, jeji trvani vtahuje
do sebe i film, jenZ je namisto asociativni nahodilosti predchozich bloudéni
peclivou registraci prfedmétd a situaci, které jsou samy sobé cilem v radu
zahrady, domu a svéta. Babicka je bytosti stredu, jeji smrt uZ bude navzZdy
diky filmu zddanlivd, jako smrt hrdiny v mytu, zdsadnim pribéhu vnitrniho pro-
storu, ktery je zasvécujici katarzi.



This film is the first in a series of three films devoted to the director’s grand-
mother. As an expression of gratitude for her childhood the film subtly evokes
their relationship using minimalistic images of the elderly woman in the gar-
den. Kawase records the tasks that the grandmother performs year after year
and the gestures that accompany their execution, in the director’s conception
they represent invisible rituals of a sort, in which the relationship of modern
man to nature is renewed - the garden by the house is imbued with harmony
while the large close-ups of the old woman’s face amplify the film's wealth

of emotion: “I film things from a greater and greater proximity, almost to the
point where I'm upon them and can reach out and touch them”.

The constant presence of flowers. Individual items of vegetation stream
across the screen image and through simple matches are placed in relation-
ship to man. They are not mere ornaments but are the innermost details of
natural relationships in the space of the garden and in the visual scheme of
the film. The director relates her feelings using subjective camera shots, which
suggest movement, especially when she seeks out the old woman’s beloved
face, but the viewer is left with a sense of static images, based on the sensory
impressions derived from undivided observation. The circumscription of space
evokes a sweet solitude, which contrasts with the director’s own wandering
and explosive isolation in the films in which she searches for her father,

a beautiful solitude, existentially tied to the life of someone close. In a more
profound sense the garden represents the perspective of the existence of peo-
ple, and the duration of the garden subsumes even the film, which instead of
the associative randomness of prior wanderings carefully takes in and records
the objects and situations that are themselves the objective in the order of

the garden, home, and the world. The grandmother is the central being,

and thanks to the film her death will remain forever unreal, like the death of
a hero of myth, a fundamental tale of internal space that is a initiatory rite of
catharsis.

JAPAN 1994
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DIRECTOR: NAOMI KAWASE
PHOTOGRAPHY: NAOMI KAWASE
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VIDET NEBE
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Cituplna miniatura je rezisér¢inou vzpominkou na babicku, ktera ji vychovala
poté, co se rozpadlo manzelstvi jejich rodi¢i - hledani svého biologického
otce zasvétila uz predesly snimek Objeti z roku 1992. Lyricky zpomalené zabéry
rodinného videa, tohoto alba v pohybu, dopliuje opakované volani bez odpo-
védi, kdy se misto hlasu ¢lovéka ozyva jen telefonni zaznamnik. Vyrovnana
nalada vnucciny lasky urcuje klidny, jen mirné€ zvinény a rytmizovany snimek

o neuchopitelné chvili $tésti v blizkosti druhého, nedosaZziteIného ¢loveka.

Zpétné zrcdtko auta, uvnitr filmu skryty ram, v némz se jizdou vzdaluje odraz
staré Zeny, kterd zdstdvad stat u svého domu. Film si véci pamatuje vic nez
clovék, predstavuje tim cosi odchylného viici pozorovatelnému svétu, nebot
véci mysli s jistotou, kterd zachycené télo neménné vraci budouci pritomnosti
nasich oci. Na blizkost smrti odpovidd predurcenost vidéni filmu, které je
zaclenéno do pohybu vesmiru, urceného k tomu, aby v opakujicich se inter-
valech zanikal a znovu se obrozoval. Tato mikrokosmologie osudu clovéka
vzchdzi z prociténi okamzZiku, té citlivosti, jiZ se tucastnime na Zivoté druhych
a kterd si je védoma svého zdvazku. Rytmicky zvolny kratky film dovoluje pro-
citit délku prozitého Zivota, kdyz impresivné vetkdn do pohybu nebes spojuje
pocit zavrseni s melancholickym zdarmutkem nad pomijivosti domova. Letmy
detail obrazu v zrcdtku je pohledem zpdtky, ktery mizZe nabidnout jenom
odjezd, kdy se situace méni ve vzpominku, s niZ mizi hranice mezi svétem

lidi a prirodou v tuseni cehosi tajemného za kazdym zddnlivé jasnym jevem,

a v prolnuti celého Zivota oparem dojmdi a pociti.



This sensitive short film is the director’s reminiscence about her grandmother,
who raised her after her parents’ marriage broke up; the director already
depicted her search for her biological father in an earlier film, Embracing,
from 1992. Lyrically slow shots taken from a family video, like a photo album
in motion, are supplemented with a repeated calling out that remains unan-
swered, where instead of a human voice only a telephone answering machine
responds. The serenity of the granddaughter’s love sets the tone in this calm,
only slightly rippled and rhythmic film about the ephemeral experience of

a moment of joy in the proximity of another, impenetrable person.

The rear-view mirror of the car, the hidden frame within the film in which,
while driving, the image of the old woman, who remains standing by her
home, grows ever more distant. Film recalls things more than man, and in
this way represents something of deviation from the perceptible world, as
things think with the certainty that the body captured gives back to the future
presence of our eyes. What is responsible for the proximity of death is the
predestination of the film’s vision, which is integrated into the motion of the
universe, destined in repeating intervals to expire and be reborn again. This
microcosm of man’s fate springs from a deep appreciation of the moment,
from the sensitivity with which we participate in the lives of others and which
is aware of its obligation. This slow-paced and rhythmical short film enables
the viewer to sense the length of a life lived, when, impressively woven into
motion of the heavens, the sense of culmination is joined to a melancholy
sorrow over the transitory nature of that which is called home. A fleeting
close-up of an image in the mirror is the looking back that only departure
can offer, when situation transforms into a memory, and with this memory the
borderline between the worlds of people and nature vanishes in the presenti-
ment of something secret behind every seemingly clear phenomenon, and in
the permeation of an entire life with a haze of impressions and feelings.

JAPAN 1995
COL | BETASP | 10"
DIRECTOR: NAOMI KAWASE
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Hirokazu Koreeda (1962) zacinal jako reZisér vyraznych autorskych dokumentt
a také svym hranym debutem si vzapéti ziskal pozornost kritiky. Koreeda patri
k okruhu japonskych nezavislych filmard, ale na rozdil od svych kolegl neza-
¢inal studiem filmu, ale literatury. Jeho soustredéné filmy vytfibenych obrazu
prozkoumavaji témata paméti, trvalych ztrat a smrti, zvolna plynou, vyzaduji
divakovu empatii a trpé€livost. Snimek Tento svét (Zima) je video-korespon-
denci mezi Hirokazu Koreedou a Naomi Kawase, pozoruhodnou spojenim
dvojiho védomi jednoho filmu.

Zvétsenina z jiného filmu: Zvécnénd vzpominka - v hraném filmu Hirokazu
Koreedy Po zivoté (Wandafuru raifu, 1998) se mrtvi lidé ocitaji v domé skry-
tém v prirodé, ktery je jakousi prestupni stanici, v niz zaméstnanci pomdhaji
zemrelym v tom, aby si ze svého Zivota vybrali jednu vzpominku. Ty se per-
sondl pokusi nafilmovat a tim zvécnit - s touto jedinou vzpominkou mrtvi
odchdzeji do nebyti. Je to totoZny pohled na film jako iniciacni stuperi, jimz
¢lovék touzi po vécnosti, prestoZe ziistdvd zdroven jistym druhem prekdzky,
oddélujici adepta od spdsy. Kouzlo a iluze filmu, jeho fiktivni autenticita, kterd
se odpoutdva od casu, aby vécnost predstirala, stdle fascinuje pamét clovéka,
kterd plyne zapomindnim. Korespondence, kterd je mimo jiné vyménou vzpo-
minek, které chceme vypravét, je dalsi distribuci zastavené paméti, kterd ma
pokracovdni v druhych, rozvijena jejich imaginaci. Vzdjemné zasvécovani do
svéta je estetickou a citovou radosti, nabidkou a prostoupenim, volbou a po-
rozuménim, néhou ve vzddlenosti, diky niZ vnéjsi prostor nabyvad kontur, které
Jsou vyznamné.



Hirokazu Koreeda (1962) started out as a director of some important creative
documentaries and with his fictional debut he also quickly earned the atten-
tion of critics. Koreeda is part of the circle of independent Japanese film-
makers, but unlike his colleagues he did not start out as a student of film but
of literature. His intent films with sophisticated images examine themes of
memory, permanent loss and death. They flow freely and demand empathy
and patience from the viewer. The film This World (Winter) is a form of video
correspondence between Hirokazu Koreeda and Naomi Kawase, a remarkable
joining of two sensibilities of one film.

Blow-up taken from another film: a reified memory - in the fiction film by
Hirokazu Koreeda After Life (Wandafuru raifu, 1998) some dead people find
themselves in a house hidden somewhere in nature, which is some sort of
transit point, where employees help the deceased to choose one memory from
their lives. The staff attempt to film and thus objectify these memories, and
with this single memory the dead go off into non-existence. It is the same as
viewing the film as a point of initiation, which is used by man in his longing
for immortality, even though it remains for him an obstacle of sorts, separat-
ing the aspirant from salvation. The magic and illusion of film, its fictitious
authenticity that breaks free of time to feign eternalness, continues to fasci-
nate the memory of man, which flows with the process of forgetting. This cor-
respondence, which is, among other things, an exchange of memories that we
want told, is a distribution of halted memory, which then continues in others
and is developed by their imaginations. This mutual initiation into the world
is an aesthetic and sensory joy, a proposition and permeation, a choice and
understanding, tenderness at a distance, thanks to which the external space
acquires the contours of significance.

JAPAN 1996
COL | BETA SP | 60°
DIRECTOR: NAOMI KAWASE
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KALEIDOSKOP
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Dvoji uzivani obrazl reprodukuje realitu ve snimku, v némz jsou fotografie

a film pojaté jako dvé skutecnosti rizného pavodu, které se snazi osvobo-

dit jedna od druhé, jako dvé sily, které tihnou k odliSnym cildm a jdou proti
sobé&. V interaktivnim projektu se setkavaji ctyri lidé, rezisérka, fotograf
Arimoto Shinya a jeho modelky Machiko a Miku (dcera slavného herce ToSiro
Mifuneho). Snimek zaznamenéva nejen vztahy, které urcuje spolecna prace,
ale je i intimnim vhledem do Zivota aktér( v procesu, kdy reZisérka zamérné
provokuje spory. Fotograf je ¢im dal vice podrazdény, do konfliktu je zatazen
i filmovy Stab, nataceni se ucastniklim vymyka z rukou...

Divka se zastavi na prechodu, a zatimco dav prejde v obou smérech ulici, ona
zlistdva stdt, cekd na fotografa a film cekd s ni. Fotografie a film chtéji ziskat
absolutni moc nad objektem téla, usiluji o prizeri modeld, které mohou ddt
souhlas k vlastnictvi, nebo je odeprit. V souboji a hre s vyraznym sexudInim
nddechem vitézi film nikoli proto, Ze je schopen zachytit pohyb vztahd, ale
protoZe patri Zendm. Kaleidoskop je predevsim soubojem muZského a Zen-
ského principu, dvoji touhy po vlastnéni a oviddani, jiz jsou fotografie a film
prostredniky - fotograf a reZisérka predstavuji opacné polohy stejné dialek-
tiky. Oba se chtéji zmocnit predmétu své touhy, strategie se podrizuje vdsni:
muZz-fotograf zaziva ponizeni, nebot je neschopen si néco odeprit kvili touze,
zatimco rezZisércina nevédomd krutost chce sama v sobé vzbudit iluzi, Ze jiz
dosdhla svého cile, Ze ukonceni hry a zaujmuti mista jediného prostrednika
mezi svétem a obrazem dd jistotu jejimu pohledu. Film - jako koncept a zd-
znam déni zdrover - ale nakonec potvrzuje identitu protikladd, kdyz spojuje
to, co chtélo byt oddéleno, v autonomii dila, které samo bylo diivodem takto
vyhranéného vztahu jednoho umélce k druhému.



Double usage of images reproduces reality in the picture where photography
and film are approached as two realities of different origin, trying to liberate
one from another, as two forces attracted to different targets that go against
each other. The interactive project becomes a meeting place of four people:
the director, photographer Arimoto Shinya and his models Machiko and Miku
(a daughter of the famous actor Toshiro Mifune). The picture does not only
record relationships determined by mutual work, it is also an intimate insight
into the life of its actors within the process where the director intentionally
provokes disputes. The photographer becomes more and more irritated, the
stage crew gets involved in the conflict as well, and the shooting is getting out
of control...

A girl stops at the pedestrian crossing and while the crowd crosses the street
in both directions, she stands still waiting for the photographer and the films
is waiting with her. The photography and the film want to get absolute con-
trol over the object of a body trying to win the sympathies of models who can

agree with being owned or refuse it. In the fight and a game with a significant

sexual undertone, the film is the winner not because it is able to capture the
relations in motion, but because it belongs to women. Kaleidoscope is above
all a fight between the masculine and feminine principle, a double ambition
to own and control, to which film and photography become intermediaries

- the photographer-man and the director-woman represent opposite poles
of the same dialectic. They both want to seize the object of their desire, their
strategy succumbs to passion: the man-photographer is humiliated because
he is unable to resist anything because of his desire, while the woman-direc-
tor, unaware of her cruelty, wants to fool herself with an illusion that she has
already reached her aim, that the end of the game and taking the place of
the only intermediary between the world and the picture will make her per-
spective reliable. However, in the end, the film - as a concept and a record
of events at the same time - vindicates the identity of opposites joining what
wanted to stay separated within an autonomy of work which itself was the
reason of one artists’ difficult relationship with another.

JAPAN 1999
COL | 16MM | g0~
DIRECTOR: NAOMI KAWASE
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Autobiograficky experimentalni dokument Ize vnimat jako pokracovani subjek-
tivniho prazkumu obrazl otce ve snimku Objeti. Filmova esej méla pavodné
__________________________ reflektovat soucasnou pozici uméni ve svété, nicméné trhlina zplsobena
neporozumeénim s rodici a predevsim s otcem znovu otevrela hlubinu smutku.
Zabéry domaciho videa odrazeji aktualni pocity bolesti a ztraty, samo rezi-
sércino télo se stava svédectvim o stavu duse, kdy jeji tetovani, jako zaznam
__________________________ v kGzi, nabizi podobné jako obrazy kvétin, vétru, stinu stromu ¢i vrasek takika
fyzické trvani bezradnosti a tapani.

NEBE VITR OHEN VODA ZEME

JAPONSKO 2001

BAR | BETA SP | 50°

REZIE: NAOMI KAWASE
KAMERA: MASAMI INOMOTO,
NAOMI KAWASE

STRIH: NAOMI KAWASE
ZVUK: NOBUYUKI KIKUCHI
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Cernobild fotografie se zestdrlym otcem, jehoZ paze prokvétaji tetovanim;
nahd Zena s obrazem namalovanym na zddech utikd pryc¢ od kamery, kterd
Ji poprvé neprondsleduje, ale zistdva stat. Sémantickd otevrenost filmu
dennimu déni pripomind zdznamy Jonase Mekase. RezZisérka podobné splé-
td imprese nesouvislych jednotlivosti, zddrazriuje detaily ndleZici vsednimu
Zivotu, v jeji imaginativni vysivce to jsou ale véci postavené do cesty vedouci
odnikud nikam, bez dohledného cile. Jestlize dynamiku Objeti urcovala viile
najit otce, tak jeji pokracovani je jiz pIné podrizeno neklidu. Pohled preskakuje
z predmétu na predmét a tékava pohybovost zobrazovdni skutecnosti podmi-
riuje skladbu ndleZici krajiné z pociti, obrazovych zkusenosti, zvukd, sumd,
dotykanych véci, kratkych pohledii do mistnosti, méstskych ulic. Jednotlivé
smyslové zazZitky pohybu urcuje autorcin proZitek nedorozuméni, pred nimz
prchd k subjektivizovani rytmu koldZe, kterd je jeji reci, jejim myslenim a po-
sléze jejim kondnim.



This autobiographical, experimental documentary film can be viewed as

a continuation of the director’s subjective exploration of images of her father
in the film Embracing. This film essay was originally intended to reflect on the
contemporary place of art in the world. Nonetheless, the rift that arose out
of the lack of understanding between the director and her parents and espe-
cially between her and her father has re-opened a profound sense of sadness.
Home video shots reflect current feelings of pain and loss, and the director’s
body itself becomes testimony to the state of the soul, her tattoo, a record in
the skin, offers, like images of flowers, wind, the shade of a tree or wrinkles,
a virtually physical continuation of helplessness and a the manifest effort to
feel one’s way along.

PRUHLEDNE BYTOSTI / TRANSLUSCENT BEINGS

JAPAN 2001
A black-and-white photograph of an elderly father, whose arms are spattered COL | BETA SP | 50°
with tattoos; a naked woman with an image painted on her back flees from DIRECTOR: NAOMI KAWASE
the camera objective, which at first follows her and then stays put. The film’s PHOTOGRAPHY: MASAMI INOMOTO,
semantic openness to daily events is reminiscent of the diary films of Jonas NAOMI KAWASE N
and emphasizes elements of everyday life; in her imaginative embroidery, SOUND: NOBUYUKI KIKUCHI
however, these are the things that lie in the path from nowhere to nowhere
and with no foreseeable end. If the dynamics of Embracing were determined e
by the author’s will to find her father, its continuation is driven by a sense of
unrest. The perspective jumps from object to object, and the kinetic motion of
its portrait of reality is derived from its compositional landscape of feelings,
visual experiences, sounds, buzzes, objects touched, and brief shots of roOmMS = o & & & & & & & e e e e e e e m = - - -
and urban streets. Individual sensory experiences of motion determine how Sent Inc. | Yuko Naito
the author experiences misunderstanding, fleeing from it into the subjective 2-14-2, Shitaya, Taito-ku | Tokyo 110-0004 | Japan
rhythm of the collage that is her language, her thought, and eventually even Tel: + 813 5824 1127 | Fax: + 813 5824 1128
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VZKAZ ZLUTEMU KVETU
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Posledni dny Zivota p&tapadesatiletého Nishii Kazuo, vyznamného kritika
fotografie, ktery seznamoval svét s moderni japonskou fotografii. Nishii, jenz
onemocnél rakovinou a zbyvalo mu uz jen nékolik mésict zivota, se na rezi-
sérku obratil s prosbou, aby umirani zaznamenavala na video a jeho nemocné
télo se tak stalo objektem pozorovani: ,V&iim, ze odvedete Cistou praci.”
Kawase pravidelné€ navst€vovala téZce nemocného muze v tokijském hospicu,
vedla s nim rozhovory, neuhybala kamerou, ani kdyz muz v posteli nemohl pro
Uunavu mluvit.

Tvar clovéka, kterd se propadd do smrti; i ta smrt zistane stdle Ziva diky
dechu kamery, kterd byla spolu se Zlutymi tresriovymi kvéty spolecnikem
konce. Vsechno uméni se vytratilo a clovek, ktery jim Zil, md na nocnim stolku
Jen rodinnou fotografii. Jeho rozhodnutim se ale smrt stala filmovym objektem
- clovék uzavrel s filmem smlouvu a stal se modelem zdniku vstupujiciho do
Jicnu zddnlivé nesmrtelného obrazu,; docasnost se stala predpokladem trvani.
Ale obraz o sob€ neni nez véénou okamZitou pritomnosti, prostym zdznamem
bunécné katastrofy, destrukce skryté a viditelné. Kde se ale bere iniciacni
vyznam filmu: je to podzimnim sluncem, které velkym oknem vstupuje do
pokoje, je to tichou pritomnosti Zeny, tou trpélivou spolecnici, s niz Ize naslou-
chat desti, je to virou, kterd odnimd nejistotu a v case vyckdva svého naplné-
ni? Nelze presné pojmenovat dil, jimz se film probouzi ke svému védomi a std-
vd se symbolickym prostorem, v némz se tiseri stava pozndnim - moznd to
neni ve filmu a v symbolice jeho vyprdvéni, moznd to je vécnou svrchovanosti
touhy uvidét dusi.



The last days in the life of fifty-five-year old Nishii Kazuo, a prominent pho-
tography critic who introduced Japanese photography to the world. Nishii,
who was diagnosed with cancer and was given only several months to live,
turned to the director with the request that she record the process of his dying
on video, and thus his dying body became the object of observation: “I believe
that you will carry out honest work”. Kawase visited the ill man regularly in

a Tokyo hospice and conducted interviews with him, never shifting the camera
away, even when the bed-ridden man was too exhausted to speak.

The face of a man lapsing towards death,; that death will remain ever alive
thanks to the breath of the camera, which, alongside the yellow cherry blos-
soms we see, accompanies him to the end. Here all art has vanished, and the
man who had lived art has on his bedside table nothing more than a family
photograph. But by his own decision death has become the object of film

- the man made a pact with the film and became the model of passing way,
entering the bottomless void of the ostensibly eternal image; duration thus
becomes conditional upon transitoriness. But the screen image itself is noth-
ing more than an eternal instant, in this case a simple record of a cellular
disaster, destruction both concealed and apparent. But what is the initiatory
significance of the film derived from? Is it the autumn sun, which penetrates
the room through a large window; is it the silent presence of the woman,

the patient companion, listening together to the sound of the rain; is it faith,
which dispels uncertainty and awaits in time its fulfilment? It is not possible
to pinpoint the part of the film where awareness is attained and it becomes
a symbolic space in which hardship equates knowledge - perhaps it is not in
the film and its narrative symbolism; perhaps it is the eternal supremacy of
the human longing to catch a glimpse of the human soul.
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Naomi Kawase se vratila k urcujicimu tématu své dokumentarni tvorby, jimz je
otec, ktery se odmitl podilet na jejim Zivoté. V predchozich filmech jej hore¢né
hledala, setkani s nim se ale utopilo v rozpacich a v nemoznosti vzajemného
pochopeni. Nezmizela tim ale jeji touha dél jej poznavat a porozumét mu.
Oproti predchozim obrazovym poznamkam, které odrazely jeji pocity vidi
nému v subjektivnich kolazich, je snimek Stin fiktivni inscenaci studie rodinné
anamnézy jako soustredéné zpovédi k otci zaznamenavanou na videokameru,
jejiz oko obcas opusti mistnost a nahlédne do spleti vétvi za oknem.

Zdvojeni filmu v zdbéru, v némz je zpovidajici se Zena snimdna z displeje
videokamery. Stroj slouzi k tomu, aby odvrdtil zanik okamziku tim samym
okamzikem, nebot bude jeho evokaci mocen toho, aby zachyceny okamzik
znovu ustavil. Struktura vzniku a zdniku je soumérnd, vznika technologickou
emanaci skutecnosti, je odvisla od ideje stroje, jim se promériuje v mnohost

a znovu vstupuje do hmotného svéta. Zdznam se tak stavad univerzdlnim
ohniskem, v némz se nepatrné vyviji k nesmirnému - mikrokosmos dcerina
vztahu k otci tak jen naplriuje univerzdalni mytus. V konkrétni situaci vitézi
detail nad celkem, jsme svédky rozechvéni i snahy o presny popis, ale zniter-
néni skutecné pochopime az v celku, v ramci ndslednych struktur, od komple-
xu autorcina dila véetné budoucich filmi aZ k obecné mnoZziné etickych kon-
flikti. Absence rodicovské Idsky vstupuje do naseho Zivota a jeho opor, undsi
nds jeji vnitini patos, ztajeny za citlivosti a nedorecenymi vétami, spolu s nim
klesdme do vnitiniho vesmiru vlastniho podvédomi, jako by se zdvoj, ktery vse
prekryval, roztrhl az na dno viny a my ji uz sami museli nést ddl.



Naomi Kawase has returned to the crucial theme of her documentary work,
which is the topic of her father, who refused to play a role in her life. In her
previous films she makes a fervent search for him, the ultimate encounter
however is squelched in disconcertion and in the ability to achieve mutual
understanding. But her desire to know him and understand him has not
diminished. Unlike the previous visual commentaries that reflected her feel-
ings towards him in subjective collages, the film Shadow is a fictitious staging
of a study of family amnesia in the form of a focused confession to her father
recorded on a video camera, whose objective sometimes strays from the room
and looks on into the tangle of branches outside the window.

The doubling of the film in the shot where the woman confiding to the cam-
era is shot from the video-camera display. The apparatus serves to divert the
end of the moment using the moment itself, as through its evocation the cap-
tured moment can be re-established. The structure of origin and termination
is symmetrical, emerging through the technological emanation of reality and
dependent on the idea of the apparatus, whereby it is transformed into plural-
ity and re-enters the material world. The recording thus becomes a universal
focal point, where the minute progresses into the infinite - the microcosm of
the daughter’s relationship to her father is thus the fulfilment of a universal
myth. In the specific situation the detail or fragment is victorious over the
whole, we are witness to agitation and an attempt at accurate description,
but we only really understand the interiorization in the context of the whole,
as part of the subsequent structures, from the complex of the author’s works,
including future films, to a general set of ethical conflicts. The absence of
parental love enters into our life and its support, its inner pathos is conveyed
to us, concealed behind sensitivity and incomplete sentences, and together
with it we descend into the internal universe of the individual subconscious,
beyond as it were the veil that concealed everything, rent to the pit of guilt,
and we must carry it on from there ourselves.
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V Sedesatych a sedmdesatych letech byl Fernando Solanas vyznamnou posta-
vou radikalné levicového proudu argentinské kinematografie. Svou zemi
prozkoumava z politickych a socialnich Ghld témér Ctyricet let. V roce 1966

se pridruzil ke skupiné Cine Liberacién a spolu s Octaviem Getinem natocili
dokument Hodina vyhné. CtyFhodinové dilo je klasikou politické kinemato-
grafie a klicovym dilem hnuti, kterému se zacalo rikat ,treti film” - je to smér,
ktery zdsadné& obchazi hodnoty a techniky jak hollywoodské, tak evropské pro-
dukce, film, ktery utoc¢né broji proti neokolonialismu, kapitalismu a hollywood-
ské kulture zabavy.

Uddlost rozdéleni filmu - prechod od existovdni k existujicimu. Dokument se
snazi provokovat pasivni publikum k akci. Je promitdn s mezerami pro pre-
stavky, aby méli divdci prostor k aktivni diskusi. Preruseni, jako pootevieni
dalsiho smyslu filmu, znamend soustredit se na interpretaci okamzikd, které
byly promitdny a dosud jsou nestdlé. Znamend to nalézt zdblesk vyznamu,
ktery se uchovadvd v predstavivosti publika, ndhle vydaného svétlu. Nikoli
distance individudlni reflexe, ale diskurz prvotni pospolitosti, ktery neni inte-
lektudlnim experimentem (ackoli jej filmova teorie uz nikdy neopomene),

ale aktem angaZovanosti. Moznost preddvat myslenky, které stoji za to, aby
byly prohlubovdny nebo zkoumdany, je nejvyznamnéjsim pokracovanim filmu.
Ten uz neni faktem izolovaného mysleni, ale primym prostrednikem vztahu
Jjednoho subjektu k druhému. Divdk se ucastni dila, podili se na jeho principu
a priciné, stdva se soucdsti jeho struktury, aby ji prekrocil smérem k druhému
clovéku. Rozdéleni filmu je silovym polem budouci revolty. Dilo ¢in.



In the 1960s and 1970s Fernando Solanas was an important figure in the radi-
cal leftwing stream of Argentine cinematography. He has been exploring and
examining his country from political and social perspectives for almost forty
years. In 1966 he joined the group Cine Liberacion and together with Octavio
Getino made the documentary film La Hora de los Hornos (Hour of the
Furnaces). This fifteen-minute work is a classic of political cinematography
and a key work in the movement that came to be called “the third cinema”

- a movement that on principal bypass the values and technology of both
Hollywood and European productions, a film that aggressively inveigh neo-
colonialism, capitalism and the Hollywood culture of entertainment.

The division of the film - the transition from the existent to the existing. The
documentary attempts to provoke a passive public into action. It is screened
with gaps for breaks, so that viewers have room for active discussion. The
interruptions, like the slight opening of yet another meaning of the film,
demand the viewer concentrate on interpreting just moments that have been
screened and that are still unstable. It means finding a flash of meaning that
is stored in the imagination of the public and suddenly exposed to light. It is
not the distance of individual reflection but the discourse of primary commu-
nality or unity, which is not an intellectual experiment (although film theory
will never overlook it), but an act of engagement. The possibility to transmit
thoughts that are worth being explored or examined is the most significant
extension of the film experience, which is not a fact of isolated thinking, but
a direct medium of the relationship between one subject and another. The
viewer participates in the work, takes part in its principles and causes, and
becomes a facet of its structure, so that it can overflow in the direction of
another person. The break in the film is a force field of future revolt. The
deed as the work of art.
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Fernando Solanas, revolucionar, mistr politické poetiky, kdysi zakazova-

ny a pronasledovany, dnes oslavovany i ocenovany v Cannes, Berliné ¢i
Benatkach, se ve snimku Fierrovi synové inspiroval José Hernandezem a jeho
Martinem Fierrem (1872), jednim z nejvyznamnéjsich dél argentinského roman-
tismu a argentinské literatury vibec. Stylem gaucovskych zpévakd-payador
li¢i ve versich osudy Martina Fierra, gau¢a naverbovaného na vojnu, kde se
stava psancem a prcha k divokym Indiantm. ReZisér natocil sdgu o osudu

jeho syn v moderni Argentiné. Tato filmova basen osciluje mezi dokumentem
a hranym filmem - ve trech dilech a jedenécti kapitolach se otevird podoben-
stvi o v8ech hrdinech bojujich proti nasili a Gtisku. Jeden z hlavnich protagonis-
th byl unesen a pravdépodobné zabit, Solanasovi kvuli filmu vyhrozovala smrti
skupina Triple A (argentinska antikomunisticka aliance, pravicova eskadra
smrti).

,Neni revoluéniho filmu bez revoluce!” SOLANAS

LMilitantni film musi byt schopny vytézit nekoneé¢no novych moznosti z podmi-
nek a zakazl predepsanych Systémem.” SOLANAS

L,V této prodlouzené vdlce s kamerou jako puskou se vlastné odddvdame par-
tyzdnské cinnosti. Proto také prdce filmové guerilly musi byt rizend prisnymi
disciplindrnimi pravidly, at uz se jednd o pracovni metody nebo bezpecnost.
Partyzdnskd vdlka neposiluje, nemd-li koncepci vedeni a vojenské struktu-

ry. Skupina existuje jako sit komplementdrnich odpovédnosti, jako soucet

a syntéza schopnosti, ponévadZz jednd v souladu s vedenim, které centralizuje
planovdni préce a zarucuje kontinuitu. Zkusenost dokazuje, Ze neni jedno-
duché udrzovat skupinu, nachdzi-Ii se ve stavu doslovného bombardovdni
Systémem a pod stdlym tlakem spolupachatelti casto previecenych za ,pokro-
kové lidi” nebo bez okamZzitého a oslriujiciho vnéjsiho stimulu, a ¢lenové musi

x

vydrZet nesndze a napéti prdce vytvdrené a rozsifované ilegdiné.



Fernando Solanas, revolutionary, master of the poetics of politics, once
banned and persecuted, now valued and celebrated in Cannes, Berlin and
Venice, was inspired in the creation of Los Hijos de Fierro (The Sons of Fierro)
by the writer José Hernandez and his Martin Fierro (1872), one of the most
important works in the history of Argentine romanticism and Argentine lit-
erature altogether. In the style of gaucho singers of the payador tradition, he
describes in verse the life story of Martin Fierro, a gaucho pressed into military
service, where he became an outlaw and fled to join up with wild Indians. The
director filmed the saga of the fate of his sons in modern Argentina. This poet-
ic film oscillates between documentary and fiction - in three parts and eleven
chapters it unfolds into a parable of all heroes struggling against violence and
oppression. One of the main protagonists was abducted and probably killed,
and as a result of the film Solanas received death threats from a group called
Triple A (an Argentine anti-communist alliance, a right-wing death squadron).

“There is no revolutionary film without revolution!” SOLANAS

“A militant film must be capable of extracting infinite new possibilities from
the circumstances and limitations prescribed by the System.” SOLANAS

“In this extended war with the camera as a gun we give ourselves up to par-
tisan activity. The work of the film guerrilla must therefore be guided by strict
disciplinary rules, whether in relation to working methods or safety. Partisan
work is not bolstered if there is no conception of leadership or military struc-
ture. The group exists as a network of complementary responsibilities, as

a sum and synthesis of abilities, as it acts in agreement with its leadership,
which centralises the planning of tasks and guarantees continuity. Experience
has show that it is not easy to maintain a group if it finds itself in a state

of being literally bombarded by the System and under constant pressure of
accomplices disguised as “progressives”, or without an immediate and daz-
zling external stimulus, and the members must endure the predicament and
strain of work created and disseminated illegally.” SOLANAS
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V prosinci 2001 byla Argentina ve stavu oblezeni, lidé vysli do ulic, aby pro-
testovali proti vladé, kterd zemi dovedla k ekonomickému kolapsu. V deseti
kapitolach emocionalni politicko-historické rekonstrukce komentuje rezisér
archivni materialy, vraci se k po¢atkdm nekoneéného dluhu, ktery predevsim
bankam dal trvalou politickou moc. Ve své litanii nazyva Solanas desetileti
volenych vlad jako formovani ,mafiokracie”, kdy Gzka skupina lidi vyprodala
statni majetek cizim korporacim a privlastnila si zisk. Rubem neoliberéalniho
experimentu je extrémni bida, vysokd nezaméstnanost, vymizeni stfedni tridy.

KFik chudoby, ktery nardzi na netec¢né zdi - stdle stejnd energie davu, z niz
Cerpd dokumentdrni film. Demokracie, chdpand jako nezavrzitelna zkuse-
nost, miize nakonec ve své zavrsené oligarchické podobé vystavit Zivot zemé
smrtelnému riziku. Problém tkvi v potrebé politik( definovat jednou provZdy
demokracii jako kodex, ktery se nakonec piSe sam prostrednictvim inZenyrské
sité neménnych procest bez vlivu uddlosti stojicich mimo ni a s vyloucenim
subverzivnich hlasd, coZ vede ke vzniku stdle se zuZujici skupiny, jeZ viastni
rozhodujici moc. Predsudek je to tak silny, Ze v ném Ize zahlédnout jakysi
hluboky zdkon tykajici se samého jazyka politiky, nabizejici vZdy jen povrchni
fikci. Tato idealizace je diky koncentraci moci a vlastnictvi prostredki vypraveé-
ni (média a sny) natolik nehordznd, Ze zistdvd takrka nepozorovdna, jako by
se realita prizndvala k snivému jazyku moci, jako by tento jazyk byl samotnou
realitou. | z tohoto divodu je casto moderni dokument spise nez revoltou
rozbitim jazyka moci nebo snahou o diisledné porozuméni tomu, jak se nam
vemlouvad.



In December 2001 Argentina was in a state of siege and people took to the
streets to protest against the government, which was leading the country to
economic collapse. In ten chapters that comprise an emotional political-his-
torical reconstruction, the director comments on archive materials and returns
to the early stages of the immense debt that mainly put permanent political
power in the hands of banks. In his litany Solanas calls the decade of elected
governments the formation of a “mafiocracy”, in which a narrow group of peo-
ple sold off state property to foreign corporations and pocketed the profits.
The flipside of this neo-liberal experiment was extreme poverty, high unem-
ployment, and the disappearance of the middle class.

The cry of poverty that rails against a wall of indifference - the sustained
energy of the crowd, which the documentary draws on. Democracy, under-
stood as an experience that cannot be disregarded, can in the end, in its
crowning oligarchic form, expose a country’s livelihood to deadly risk. The
problem lies in the need of politicians to once and for all define democracy

as a codex, which ultimately writes itself through the engineered network of
unchanging process, uninfluenced by events extraneous to it and excluding
subversive voices, and this leads to the emergence of an increasingly narrow
group of persons with a command over decision-making power. The precon-
ception is so powerful that it belies the existence of some kind of profound
law relating to the very language of politics, which never presents more than
a superficial fiction. This idealization is, thanks to the concentration of power
and ownership of the means of narrative (media and dreams), so blatant that
it remains virtually unobserved, as thought reality were acknowledging the
dreamlike language of power and this language were reality itself. It is for this
reason also that the modern documentary is often less a revolt and more the
destruction of the language of power and an attempt at obtaining a compre-
hensive understanding of how it deceives us.
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Fernando Solanas pokracuje v disledném rozkryvani spolecenské situace sou-
¢asné Argentiny i v druhém snimku planované tetralogie. Oproti Vzpominkam
na drancovani, které demonstrace a odpor proti vladé vykladaly historickym
exkurzem, je Hrdost bezejmennych cestou nadéje. Rezisér putuje zemi,

aby z malych vitézstvi obycejnych lidi skladal mozaiku socialni alternativy.
Soudrznost vidi Solanas jako vychodisko z krize (tu nevaha nazvat statnim
terorismem), béhem niz se v Argentiné ocitla bez prace ¢tvrtina obyvatel a mi-
liony lidi se dotkly hranice chudoby. Ze vzboureného davu predchoziho filmu
vybira rezisér jednotlivé protagonisty a vydava se za jejich pribéhy.

V jednom z rozhovort nad svym poslednim filmem pripomnél Fernando
Solanas specifickou zkusenost z pocdtku natdceni: kdyZ pry chtél se stabem
natdacet standardni kamerou, tak se komunikace zadrhdvala, protoZe se lidé
domnivali, Ze jsou reportéry nékteré z televiznich stanic; podstatné v intim-
nim a socidlnim dovolila zaznamenat az mala digitdini kamera. | proto ji
reZisér vnimd jako ndstroj kulturni mobilizace, ktery na rubu masové zabavy
umoZriuje vznik novych struktur verejné komunikace. Podvratnd kamera se
dd vyuZit k emancipaci verejnosti v novém socidlnim kontextu globalizace, jeji
radikdlni smysl je v paralelni dostupnosti obrazu, které mohou mit zdsadni
vliv na obcanskou spolecnost. Solanas si uvédomuje jeji vnitini dynamiku, vi,
Ze tato kultura neni pouze kulisou, tedy pasivnim rdmcem viddnouci kultury,
ale revoltou, kterdg sméruje proti hierarchicky usporadanému svétu. Odpovidd
to nejen Solanasovu celoZivotnimu vnimdni kinematografie a spolec¢nosti, ale
i celkovému pojeti kultury, jak jej prosazoval Michail Bachtin, podle néhoz
mechanismus vylucovani, ktery potlacuje a vymezuje, soucasné vyvolavd
opacné ucinky, které nelze neutralizovat.



Fernando Solanas continues to systematically uncover the state of society in
contemporary Argentina in this second film in planned trilogy. Unlike Memoria
del Saqueo (A Social Genocide), in which demonstrations and opposition to
the government were interpreted through an historical excursion, La Dignidad
de Los Nadies (The Dignity of Nobodies) is a journey of hope. The director
travels around the country to compile a mosaic of social alternative out of

the small victories of ordinary people. Solanas sees solidarity as the way out
of crisis (which he does not hesitate to call state terrorism), during which

a quarter of the population in Argentina has found itself without work and mil-
lions of people of sunk to the edges of poverty. The director picks individual
protagonists out of the angry crown in the previous film and sets out after
their stories.

In one interview on his most recent film Fernando Solanas recalled a specific
experience from when he started the filming: when he wanted to shoot with
the crew using a standard camera, the communication floundered, because
people thought they were reporters from one of the TV stations; what was
substantial in the intimate and social sphere was ultimately recorded using
only a small digital camera. This too is why the director perceives it as a tool
of cultural mobilisation, which on the rub of mass entertainment enables

the emergence of new structures of public communication. The subversive
camera can be used for public emancipation in the new social context of
globalisation, its radical significance lies in the parallel accessibility of images
with the capacity to have a fundamental impact on society. Solanas is aware
of its inner dynamics and knows that this culture is not just a background set,
the passive frame of the ruling culture, but is a revolt that is directed against
the hierarchically ordered world. This corresponds to Solanas’s lifelong view
of cinematography and society, but also to his conception of culture, as put
forth by Michail Bachtin, according to whom the mechanism of exclusion,
which suppresses and circumscribes, evokes at the same time the opposite
effects, which cannot be neutralised.

ARGENTINA 2005

COL | 35MM | 120"

DIRECTOR: FERNANDO E. SOLANAS
SCRIPT: FERNANDO E. SOLANAS
PHOTOGRAPHY: FERNANDO E. SOLANAS
EDITING: FERNANDO E. SOLANAS
SOUND: MARTIN GRIGNASCHI

Cinesur SA
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POTO ET CABENGO

USA 1979

BAR | 35MM | 76°

REZIE: JEAN-PIERRE GORIN
SCENAR: JEAN-PIERRE GORIN
KAMERA: LES BLANK

STRIH: GREG DURBIN

ZVUK: MAUREEN GOSLING

Jean-Pierre Gorin Productions

Dvojcata Poto a Cabengo (jejich skutec¢na jména byla Grace a Virginia) pou-
zivala v détstvi tajny jazyk, o ktery vzapéti projevili zajem lingvisté i televize.
Divenky se staly hvézdami, nakratko, nez odborna analyza rozkryla jejich
extrémné rychle mluvenou rec jako smés otcovy anglic¢tiny a matciny némcdiny
s ¢etnymi novotvary a specifickou gramatikou. Gorinova pozice pristéhovalec-
kého outsidera a jeho vlastni pocity mezi dvéma jazyky se odrazily v prvnim
dilu trilogie, ktery svym socialnim pohledem na chudou rodinu snici na pred-
mésti svij americky sen Sel proti dobovému zajmu médii, na némz se pfrizivo-
vali nejriiznéjsi experti na psychologii i lingvistiku.

Holcic¢ky sedi v televiznim studiu a po svém pojmenovdvaji predméty, které
Jjim ukazuje moderdtorka. Jazyk se stal stfredem zdjmu televizniho obrazu

a divdk se stava ucastnikem samotného procesu zahaleni - televizni show
totiz nemayji zdjem o pochopeni a hlubsi rozvinuti problému jazyka. Divenky
a jejich rec televize modifikuje, prizptsobuje si je k svému vnéjsku. Pozndvaci
hodnotu popiraji pravé hry ve studiu - vedle dvojcat se jich dcastni nejriiznéjsi
odbornici, kteri také pristupuji na kodovdni mysleni televizi. Zahaleni spociva
prdvé v této Isti ndpodoby pozndni. Tento proces je neohraniceny, nebot se
tykd i socidlni skutecnosti, v niz se nachdzeji diivody zrodu jazyka sourozenct
a jeho pouzivani. Gorin(iv autorsky snimek usiluje o dvoji identifikaci - vedle
pozndni afektovanosti televiznich obrazd, které ukazuje jako proces, se zaji-
tloha analytického dokumentu: znovu objevovat obsah obrazu, reagovat na
pojmenovdni prosazované spolecnosti, dilem naznacit netplnost jiZ existuji-
cich interpretaci, dilem se pokusit o novy vyklad.



Twins Poto and Cabengo (their real names were Grace and Virginia) used

a secret language in their childhood, which immediately roused interest of
both linguists and television. The girls became stars for a short while before
a specialist analysis decoded their extremely fast language as a mixture of
their father’s English and mother’s German with numerous neologisms and

a very specific grammar. Gorin’s position of an immigrant outsider and his
own feelings of standing in between two languages was reflected in the first
part of the trilogy, a film that by providing a social view of a poor family
dreaming their American dream in a suburb went against the media and their
interest in the two girls, which was a good source of profit for many psycholo-
gists and linguists.

Girls sitting in the TV studio are naming objects shown to them in their
invented language. Their language became the spotlight of TV screens and
the spectator becomes a participant in the process of hiding - TV shows are
not interested in understanding and further developing the language issue.
The TV modifies and adapts the girls and their language to suit its needs.
The games in the studio deny the cognitive value - besides twins, there are
numerous experts taking part in the games, who also agree with coding of
their minds by TV. The hiding lies in this trick - the simulation of recognition.
The process has no limits because it is also related to the social reality that
gave birth to the twins’ language and its use. Gorin’s author film seeks double
identification - besides uncovering the mannerism of TV pictures, which are
shown as a process, he is interested in the social circumstances, in the life of
the family living in the suburb. This is the role of an analytic documentary:
re-discovering the contents of the pictures, responding to the terminology
implemented by the society, suggesting the incompleteness of the existing
interpretations, and trying to find new ones.

USA 1979

COL | 35MM | 76~

DIRECTOR: JEAN-PIERRE GORIN
SCRIPT: JEAN-PIERRE GORIN
PHOTOGRAPHY: LES BLANK
EDITING: GREG DURBIN
SOUND: MAUREEN GOSLING

Jean-Pierre Gorin Productions
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OBYCEJNE RADOSTI

USA 1986

BAR | 35 MM | 85~

REZIE: JEAN-PIERRE GORIN

SCENAR: JEAN-PIERRE GORIN,

PATRICK AMOS

KAMERA: BABETTE MANGOLTE

STRIH: JEAN-PIERRE GORIN, PATRICK AMOS,
BABETTE MANGOLE

ZVUK: GREG FEDERMACK

Jean-Pierre Gorin Productions

Vyznamny americky filmovy kritik Manny Farber nikdy nepreferoval filmy, které
by primo atakovaly velké ideje. Pro jeho pfritele, jehoz dosavadni tvorba nao-
pak byla vysostné politicka, to byl impulz pro zménu stylu a sestupu k vSed-
nosti bez abstraktni interpretace. Ve svém dokumentéarnim eseji si jako hrdiny
vybral modelare, ktefi se kazdy tyden setkavaji nad vlacky, projizdé&jicimi mini-
aturni krajinou. Clenové modelaiského klubu jsou zprvu prekvapeni reziséro-
vym tvrdohlavym zajmem o jejich konicek, ale nakonec nechéavaji Gorina, aby

i on umistil model svého vozu Citroén do jejich peclivé stvorené krajiny s vlaky,
nostalgicky uchovavajici ddvnou a mozné iluzorni Ameriku. Snimek ziskal cenu
za nejlepsi experimentalni film na Festival dei Popoli v italské Florencii.

Shon na ulici amerického mésta, lidé cekaji, nez prejede viak - jsou to mini-
atury a loutky. Reflexe, ztélesnénd postavou kritika a vytvarnika Manny
Farbera (kterého se dovoldvali Paul Schrader i Susan Sontagovd), poskytuje
formé pozndni okolniho svéta nezavislou integritu. Svét ve filmu ale zastupuje
model, ktery je viditelnou finalitou vsech iluzi, jimiZ mysleni oplyvd. Jenom

on dokdze smirit marxistu Gorina s Hollywoodem, kdyZ zprostredkovdvd
Jjeho proménu. ReZisér svyym esejem o modelech vede zdpas se svoji minulos-
ti - Amerika, stvorend rukama nadsenych Zeleznicard, je ndhle hodnotové
neutrdlni, je polem mytu, ktery se rezisérovi nové otevird. Amerika-model je
konceptem a kulturnim ramcem, Amerika je v obycejnych radostech modeld-
Fd, kteri svdj Zivot stavi na vzdjemnosti pociti a zkuSenosti, a je také Zivlem
kinematografického diskurzu, ktery zpritomriuje prdatelstvi mezi reZisérem a fil-
movym kritikem. Film eliminuje vrstvy jazyka predchozich Gorinovych filmd,
kdyz slouzi ke komunikaci s Amerikou nikoli jako s neprdtelskou ideologii, ale
Jjako s alternativou intelektudlniho Zivota.



Outstanding American film critic Manny Farber had never been interested in
storylines or films that went headlong towards the big idea. For his friend,

a director whose work so far was, on the contrary, very much political, this
was an impulse to change his style and descend to the everyday routine lac-
king any trace of abstract interpretation. In his documentary essay he takes
for heroes modellers meeting every day over their model trains riding through
a miniature landscape. Members of the model club are at first bemused by
the director’s stubborn interest in their hobby. But soon they integrate him
into their nostalgic model of a by-gone America, placing a mini version of his
Citroen car into their elaborate railway landscape. The film was awarded the
Best Experimental Documentary at Festival dei Popoli in Florence, Italy.

A hustle on a street of an American town, people waiting for a train to pass

- they are miniatures, puppets. A reflection embodied in the personage of
the film critic and painter Manny Farber (to whom turned also Paul Schrader
and Susan Sontag) provides an independent integrity to the form of identify-
ing the world around us. However, the world in the film is represented by

a model, a visible finality of all illusions abounding in our minds. This world
alone has the power to reconcile Gorin the Marxist with Hollywood acting as
an intermediary in its transformation. In its essay about models, the director
fights his past - America created by the hands of enthusiastic railroaders,
becomes neutral in its values, it is a field of myth opening up anew for him.
America-model is a concept and a cultural frame, America is the routine plea-
sures of modellers, who build their lives upon the solidarity of their feelings
and experience, while at the same time representing an element of cinema
discourse embodied in the friendship of the director and the film critic. The
film eliminates certain levels of the previous Gorin’s films serving as a commu-
nication tool with America as an alternative of intellectual life rather than an
enemy’s ideology.

USA 1986

COL | 35 MM | 85~

DIRECTOR: JEAN-PIERRE GORIN

SCRIPT: JEAN-PIERRE GORIN, PATRICK AMOS
PHOTOGRAPHY: BABETTE MANGOLTE
EDITING: JEAN-PIERRE GORIN, PATRICK
AMOS, BABETTE MANGOLE

SOUND: GREG FEDERMACK
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MU] DESNE)J ZIVOT

USA 1991 O
BAR | 35 MM | 95~

REZIE: JEAN-PIERRE GORIN
KAMERA: BABETTE MANGOLTE
STRIH: BRAD THUMIN

HUDBA: JOJI YUSA

Allan Marks Production

Clenové gangu Samojcti v kalifornském Long Beach se radi chvastaji. Chlubi
se nasilim a odmitaji byt ukazovani jako obéti. Boj ve skupiné podle nich patri
k ulici a prirozené touze clovéka premoci a porazit druhé. Gorin se s nékterymi
¢leny gangu vydava na souostrovi Samoa, hleda zdroj jejich presvédceni, ze
jediné ¢lenstvi v ném je cestou k Uspéchu v Americe, presnéji v jejim podsvéti.
Rezisér v poslednim dilu své kalifornské trilogie vypravi krajni polohu americ-
kého snu, je to svét velice kruty, plny rozport a kontrastd, prikofi a ponizo-
vani. Kritika srovnavala autor(iv zajem o mystiku velkoméstského pouli¢niho
gangu s etnografickym pristupem Jeana Rouche. Film ziskal Zvlastni cenu
poroty na filmovém festivalu Sundance.

Uvodni zébér détské hry - prohrdt znamend dostat pres prsty. Pokracovadni:
americké vézeni. Napéti filmu prameni z kontrapunktu demytizace (cesta na
ostrov za pozndnim rodového mysleni) a bdjeslovi (méstsky gang jako her-
meticky atvar spojeny vyprdvénim). Gorin usiluje o to extrahovat raciondlni

i mysticky obsah - nechce byt mravokdrce, zajimd jej to, co je imanentni
mimo dobro a zlo. Tento strukturdlné antropologicky pristup umoZriuje defi-
novat atributy pospolitosti gangu, jeho dogma a tabu. Etnografické zkoumdni
tradic¢niho spolecenstvi na souostrovi pak ukazuje na protiklad mezi jedno-
duchosti hmotné kultury a sloZité rozvinutou soustavou rodové organizace,
jejimz podlozim je lidovd slovesnost a zvldsté mytologie. Clenité rodové vztahy
se prendseji do americkych ulic, kde se doslova utkdvaji s novym prostorem

a jeho pravidly. Ackoli to hrdinové filmu sami odmitaji (nechtéji byt vnimadni
Jako obéti socidlni destrukce, nebot patii mytu), tak pravé ve stretu liberdl-
niho pojeti zdkona a zvykt rodu je obsaZena progresivni socidlni zprdva
Gorinova dokumentu.



Members of a Samoan gang in Long Beach, California, like talking big. They
boast about violence refusing to be shown as victims. They regard a group
fight as something that belongs to the street and the natural human desire
to overpower and beat the others. Gorin sets off to Samoa islands with some
members of the gang looking for the source of their belief that only being
members of the gang is a way to succeed in America, or, more precisely, in
the underground America. In the last film of his Californian trilogy, the direc-
tor tells the story of the very edge of the American dream; it is a very cruel
world, full of contradiction, injustice and humiliation. The critique compared
the author’s interest in the city street gang mysticism with the ethnographic
approach of Jean Rouch. The film was awarded the Special Jury Award at
Sundance film festival.

Initial scene of a children’s play - to lose means to get a rap over knuckles.
Follow-up: American prison. Tension in the film arises from the counterpoint
of breaking the myths (journey to the island to get to know the community
thinking) and mythology (city gang as a hermetic shape held together by
storytelling). Gorin strives to extract both the rational and mystical contents
- wishing not to be a moralist, being only interested in what is immanent
outside the good and evil. This structural anthropological approach allows
defining the attributes of the gang’s solidarity, its dogmas and taboos.
Ethnographic examination of the traditional community in the islands then
points out the contrast between the simplicity of the tangible culture and the
complexity of the community organisation based on folktales and mainly
mythology. Ragged community relations are brought to the American streets,
where they actually fight the new environment and its rules. Although the
heroes of the film themselves refuse it (they do not want to be regarded as
victims of social destruction, because they belong to a myth), it is the crash of
the liberal approach to community laws and customs, that contains the pro-
gressive social message of Gorin’s documents.

USA 1991

COL | 16MM | 95~

DIRECTOR: JEAN-PIERRE GORIN
PHOTOGRAPHY: BABETTE MANGOLTE
EDITING: BRAD THUMIN

MUSIC: JOJI YUSA

Allan Marks Production
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PESTITELE SVATOSTI

CESKA REPUBLIKA 2005

BAR | BETA SP, DVD | 30"

REZIE: ADAM OLHA

SCENAR: ADAM OLHA

KAMERA: DAVID SACHL, DALIBOR FENCL,
ADAM OLHA

STRIH: MONIKA HLAVATA

ZVUK: STEFAN KOSTELNY

FAMU
Smetanovo nab¥ezi 2 | 116 65 Praha 1 | Ceska republika
Tel: +420 221 197 211 | Fax: +420 221 197 222

famu@famu.cz | www.famu.cz

Jedine¢né Svatopéstitelské druzstvo, které bylo zalozeno ,k podpore Mladyho
Svatyho a rozvijeni svatosti vieobecné,” je podivuhodnym katalogem bizarnos-
ti a uZ jen sledovani tohoto rejstiiku a skladani jednotlivych odkazd viech jeho
souvislosti nabizi dobrodruzstvi vypovidajici také o fabulaci spole¢enského
Zivota, o tom, jak je nas vSedni Zivot prostoupen organizovanosti, hierarchii,
virou a symboly, které udrzuji moc. Snimek Adama Oihy je pokusem vstoupit
do hermetického spolecenstvi, popsat pravidla, ktera jej utvareji, zviditelnit

koncept, jimz se vymezuje k okolnimu svétu.

vrx o

Zed'pind krestanskych krizd, s nimiz clenové druZstva obchoduji a které sami
rozdéluji na obranné a utocné. Hra dvou bratrii zakladatelti se jednomu
pohledu miize jevit jako origindini tvorba, druhému jako psychiatrickd dia-
gnoéza. Jejim zakladnim modelem je permanentni recyklace, v niZ jsou cirkevni
symboly postaveny na stejnou roven s fasistickymi, vse ale usti v koncept,
ktery v konecném ddsledku mize znamenat ztrdtu hodnot. Film se pokousi
poznat svét skrze téZce uchopitelny materidl, aby nakonec sam rozmnoZil jeho
pribéh. Ackoli nevime, jak jeho hrdiny pojmenovat - jsou to umélci, mystici,
utopisté nebo bldzni? -, tak jejich vira nebo presvédceni, jejich izolovanost

a viile za kazdou cenu uchovat cistotu pivodni myslenky, jejich sekunddrni
funkce vici vétsinovému spolecenstvi zdstdava pro divdka znepokojivou zku-
Senosti a nezodpovézenou otdzkou, zda tato vnitini totalita patii i do rise
umeéni, ¢i zda schopnost vydélit si cdst vnéjsiho svéta a subjektivizovat ji nato-
lik, az se stane jedinym redlnym celkem vnimdni, neni nez autismem.



This unique saint-cultivating group, which was founded “in support of the
"Young Saint” and the development of sanctity in general”, is a remarkable
catalogue of oddities, and even just following this inventory and compilation
of individual references to all its contexts is an adventure, one that also says
something about the fiction of life in society and about how our everyday
lives are pervaded by organization, hierarchy, belief, and symbols that sus-
tain power. The film by Adam Olha is an attempt to enter into this hermetic
society, describe the rules it is shaped by, and draw attention to the concept
whereby it distinguishes itself from the surrounding world

ZVASTNI UVEDEN / SPECIAL EVENTS

A wall full of Christian crosses, which the members of the group merchandise, CZECH REPUBLIC 2005

and which they themselves differentiate into defensive and offensive. What COL | BETA SP, DVD | 30°

the two founding brothers have created may at first glance appear to one DIRECTOR: ADAM OLHA

person as an original piece of work and to another as a psychiatric diagnosis. SCRIPT: ADAM OLHA

Its basic model is one of permanent recycling, wherein the symbols of the PHOTOGRAPHY: DAVID SACHL, DALIBOR
church are placed on the same level as fascist symbols, but everything results FENCL, ADAM OLHA

in a concept that in the end can signify a loss of values. The film attempts EDITING: MONIKA HLAVATA

to understand the world through hard-to-grasp material, so that in the end SOUND: STEFAN KOSTELNY

the film itself reproduces its story. Although we do not know what to call its

heroes - are they artists, mystics, utopians, or nuts? - or their faith and con-

victions, their isolation and their will at all costs to preserve the purity of the

original idea, their tangential function in relation to the majority society, the

viewer is nonetheless left with an unsettling experience and with the unan- W o o o o d d m e e e e e e e e e e mmm -

swered question of whether this internal totalitarianism belongs to the realm FAMU

of art, or whether the ability to detach a piece of the external world and make Smetanovo nébiei 2 | 116 65 Prague 1 | Czech Republic
it so subjective that it becomes the only real unit of perception is nothing Tel: +420 221197 211 | Fax: +420 221197 222

more than a form of autism. famu@famu.cz | www.famu.cz

242

243



ITALIE, FRANCIE 1959 O
CB | 35MM | 116°

REZIE: GILLO PONTECORVO
SCENAR: GILLO PONTECORVO, FRANCO
SOLINAS

Kapo Gilla Pontecorva byl prvnim italskym filmem o deportacich a koncentrac-
nich taborech. Se zkusenosti nékdejsiho dokumentaristy ucinil rezisér divaka
svédkem utrpeni obéti jednotlivych stadii transportu v pribéhu zidovské zeny,
kterad se stane kdpem, pochopi svoji chybu a pri vézenské vzpoure se dobro-
volné obétuje. Drahomira Olivova: Zabéry tabora, hlidek, kavalc, ran a krajic-
ki chleba, zaplombovanych dobytéakd a fvavych apelli, promrzlych rukou na
zhavych kamnech, rozkopanych tél a zastupd nevinnych Zen...

Na konci tdbora je vyhloubend jama, draty bézi vodorovné s jejim okrajem,
nizké nebe nese kovovy zvuk a Zeny kaZdou vrstvu mrtvych tél zalévaji bilym
vapnem. Pozorujeme tvar Zeny mrtvé ve filmu, nikoli mrtvé Zeny ve filmu.
Etika roste z paméti pribéhd, nikoli z vérohodnosti obrazd, presnéji: pribé-
hy utrpeni se umocriuji v mordlnim konsensu, ktery se zpétné stdva mirou
hodnovérnosti autentickych obrazi. Pro dokument plati slova, kterd pouZila
Deborah Lipstadtovd v obhajobé mordiniho déjepisu (téma holocaust) proti
dekonstrukcionistické historii: Zddny fakt, Z2ddnd uddlost a ZGdny aspekt his-
torie nemd pevny vyznam ani obsah. Jakoukoli pravdu Ize nové prevypravét:
Jakykoli fakt Ize pozménit. Konecnd déjinnd realita neexistuje... Vzpomerime
na zdbery, které dokumentdrni film vyloZil jinak, aby se vzdpéti sam stal
polem zneuZiti a reinterpretace. To fabulované kinematografii nehrozi: obraz
Jje primdrné nevérohodny natolik, Ze jej nelze takto zneuZit, i leZ ideji je v ni
natolik vykricend, Ze ji nezvrati pouhy strih. Proto je hrany film odsouzen k za-
pomnéni, zatimco dokument k recyklaci.



Kapo, by Gillo Pontecorvo, was the first Italian film about the deportations
and concentration camps. With the finesse of a former documentary filmmak-
er the director renders the film's viewers witness to the suffering of the victims
in individual stages of a transport through the story of one Jewish woman
who becomes a kapo, realizes her error, and in a prison uprising sacrifices
herself voluntarily. Drahomira Olivova: Shots of the camp, the guards, bunks,
wounds, scraps of bread, packed box-cars, garish roll-calls, frozen hands on
red-hot stoves, unearthed bodies, and throngs of innocent women...

At the end of the camp there is a dugout pit, wires running horizontally along
its edge, a metallic sound is carried across a metallic sky, and women pour
white chalk over each layer of dead bodies. We watch the face of the woman
dead in the film, not the dead woman in the film. Ethics grow out of the
memory of stories, not the veracity of images, or more precisely: stories of
suffering gain in intensity amidst moral consensus, which in return becomes
the measure of the authenticity of real images. The words used by Deborah
Lipstadt in defence of moral history (the subject of the holocaust) against
deconstructionist history apply also to the documentary: No fact, no event,
and no aspect of history has a fixed significance or content. Any truth can

be related anew; any fact can be altered. There is no final historical reality ...
This brings to mind the shots that the documentary relates differently, so that
itself it quickly becomes the field of abuse and reinterpretation. Fictional cin-
ematography is not exposed to this risk: the image is sufficiently spurious that
it cannot be misused in this way, and the falseness of its idea is so evident
that editing alone cannot reverse this. That is why fiction films are doomed to
oblivion, while the fate of documentaries is their continued recycling.

ITALY, FRANCE 1959

B&W | 35MM | 135°

DIRECTOR: GILLO PONTECORVO
SCRIPT: GILLO PONTECORVO,
FRANCO SOLINAS
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SAO PAULO, SYMFONIE METROPOLE

BRAZILIE 1929 O
CB | 35MM | 70°

REZIE: RUDOLPHO LUSTIG,
ADALBERTO KEMENY
SCENAR: NIRALDO AMBRA,
JOAO QUADROS JUNIOR
KAMERA: RUDOLPHO LUSTIG,
ADALBERTO KEMENY

Rex Filme

Lustig, Rodolpho Rex; Kemeny, Adalberto

4Jsi pysny na to, Ze jsi obyvatelem Sao Paula? Sdo Paulo, symfonie metropole
je dusi mésta, kterou jsi vytvoril svou praci a pritom zpivas v izasném rytmu
obdivuhodného pokroku. Roméan mésta! Kazdodenni praci velké anonymni
masy zachytil objektiv in flagranti. Kamera je vZzdy umné schovana pred zraky
SirSiho publika. Jde skoro o fantaskni vizi, ktera se odehrava pred nasimi zraky
jako sen, jednou vesely, jednou smutny, ale vzdy mily, protoZe zobrazuje mésto,
které jsme vybudovali k nasi spokojenosti a ke slavé a prikladu nové Brazilie.”
Mésto Sao Paulo na konci dvacéatych let 20. stoleti. Urbanismus, méda, sporty,
verejné prostory, industrializace, historicka situace, rozvoj obchodu s kavou,
vzdélani, ruch kazdodennosti.

Mnozi filmari, Easto inspirovani Vertovem a zdroven blizci filmové avantgardé
konce dvacdtych let, vnimali film jako viziondrské médium doby, které ma
schopnost zachytit energii a pulz velkomésta. Spise nez objevovani tizemi
nedotcenych civilizaci nebo odhalovani odvrdcené tvare kapitalismu se teri-
toriem hleddni nastupujici filmarské generace stala dzungle velkomést. Je to
doba urbanistickych symfonii. StéZejnim je snimek Waltera Ruttmanna Berlin:
Die Sinfonie der Grof8stadt (Berlin, symfonie velkomésta, 1927), natoceny rok
po Moskvé (1926) Michajla Kaufmana (bratra Dzigy Vertova). Krdtky poetic-
ky snimek Douro, faina fluvial (Douro, ricni drina, 1929) je prvnim snimkem
Manoela de Oliveiry. Film Rien que les heures (Jen hodiny, 1926) Alberta

Cavalcantiho neni tak bourlivy a v poetickém pohledu na Zivot Parize béhem
Jjednoho dne ddva spise vyniknout fantazii. (Jean Breschand)



“Are you proud of the fact that you're an inhabitant of Sdo Paulo? Sdo Paulo,
Symphony of the Metropolis is the soul of the city you created with your work,
while singing the fantastic rhythm of admirable progress. A novel of a city!
The camera objective captures the everyday work of the anonymous masses
in flagrante. The camera is at all times artfully concealed from the gaze of the
general public. It is almost a fantastical vision taking place before our eyes,
like a dream, at times happy, at times sad, but always kind, because it portrays
a city that we built to our satisfaction and for glory and as an example of the
new Brazil.”

The city of Sdo Paulo at the end of the 1920s. Urbanism, fashion, sports, public
spaces, industrialisation, history, the expansion of the coffee trade, the rush of
everyday life.

Many filmmakers, often inspired by Dziga Vertov and at the same time identi-
fying with the film avant-garde of the late 1920s, perceived film as a visionary
medium of the age, which has the capacity to capture the energy and pulse
of a big city. Rather than discovering new lands with remote civilisations or
exposing the other side of capitalism the territory of discovery for the emerg-
ing film generation became the urban jungle. It is the era of urban sym-
phonies. A pivotal film in this regard is Berlin: Die Sinfonie der Gross@8stadt
(Berlin: Symphony of a Big City, 1927) by Walter Ruttmann, which was filmed
one year after Moskva (Moscow, 1926) by Michajl Kaufman (the brother

of Dziga Vertov). The short poetic film Douro, faina fluvial (Working in the
Douro River, 1929) is the first film by Manoel de Oliveira. The film Rien que les
heures (Nothing but Time, 1926) by Alberto Cavalcanti is not as stormy, and
in its poetic look at life in Paris over the course of one day it stands out more
as fantasy. (Jean Breschand)

BRAZIL 1929

B&W | 35MM | 70°

DIRECTOR: RUDOLPHO LUSTIG,
ADALBERTO KEMENY

SCRIPT: NIRALDO AMBRA,

JOAO QUADROS JUNIOR
PHOTOGRAPHY: RUDOLPHO LUSTIG,
ADALBERTO KEMENY

Rex Filme

Lustig, Rodolpho Rex; Kemeny, Adalberto
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VZPOMINKY A ZAPOMINANI |

VINA A ODPUSTENI V DOKUMENTARNIM A HRANEM FILMU

Filmova prehlidka zamérena na promény v zobrazovani holocaustu
a druhé svétové valky dé€jinach kinematografie, jez se stane poku-
sem o zachyceni vzpominek na tyto historické udalosti v paméti
nasi spole¢nosti v pribéhu uplynulych Sedesati let. Unikatni kolekci
sestavenou z u nas dosud malo znamych nebo nikdy neuvedenych
filma, zrcadlici vzpominky na historickou zkusenost druhé svétové
valky, zachycené v déjinach kinematografie (v letech 1945 az 2005),
pripravila pro MFDF Jihlava filmova spolec¢nost Dvanact opic.

Sonda do déjin zobrazovani holocaustu a druhé svétové valky
skrze film dokumentarni a hrany. V prvnim bloku prehlidky budou
vedle sebe uvedeny dva filmy zamérené na téma zidovské kola-
borace za druhé svétové valky. Oba se citlivé pohybuji na hrané
zavaznych otazek: Jak moralné soudit nevybiravé chovani kapav
koncentraénich taborech vuadi prislusnikdm svého naroda, jednaji-
cich vSak pod pohrizkou smrti na jedné stran€ - a jak daleko Ize az
zajit pfi zachrané vlastniho Zivota na strané druhé?

Kapo Gilla Pontecorva (1959, bude uveden v ¢eské obnovené pre-
miére) byl jeden z prvnich hranych film0 soustredicich se na zivot
v koncentra¢nim tabore. A¢ byl nominovan na Oscara, presto byl
ve své dobé prijaty spiSe vlazné a do déjin kinematografie se zapsal
predevsim slavnym poukazanim J. Rivetta na nemoralni zobraze-
ni scény sebevrazdy predstavitelky hlavni role, 14-ti leté Zidovské
divky, kterou film zachycuje v preméné krehké bytosti v nesmlou-
vavého kapa zenského bloku koncentraéniho tabora. Dnes na nas
tento film pasobi predevsim svym pozoruhodné otevienym pohle-
dem na psychologické aspekty Zivota v extrémnich podminkach, se
zdUraznénim motivu lidské vile, svédomi a zodpovédnosti.

Motiv sebeobé&tovani, nebo bezohledného jednani pritom nechape
Pontecorvo jako danost, ale vnima jej v kazdém momentu jako

véc individudlIni volby. Zaroven se zamysli nad cenou jednoho
zivota oproti zachrané celé skupiny lidi. Naproti tomu snimek Kapo
izraelského reziséra Dana Settona a Bena Mayora (1999), ocenény
cenou Emmy za nejlepsi dokumentarni film (uvedeny v Jihlavé

v Ceské premiére), je komplexnim portrétem fenoménu Zidov-

ské kolaborace s ohledem na procesy s byvalymi kapy a jinymi
pomahaci nacistické masinérie, jenz probéhly v Izraeli v 5o0. a 60.
letech. Setton vede rozhovory s preziv§imi kolaboranty, pta se jich
po podminkach, ve kterych se museli rozhodovat. Pritom detaily
jejich tvari stfida s archivnimi zabéry z historickych procest. Dan
Setton soucasné zvazuje jak hledisko obZalovanych, tak i téch, ktefi
kolaboraci trpéli. Rezisér si klade postupné otazku, jak se k souze-
nym lidem ma s odstupem casu postavit spolecnost, do jaké miry

a jestli viibec, je mozné tyto lidi nyni soudit. / Dominika Prejdova,
Miloslav Novak

KAPO
GILLO PONTECORVO, ITALIE-FRANCIE 1959, CB, 135", NOMINACE OSCAR 1960

KAPO

DAN SETTON, IZRAEL, 1999, 55", EMMY 2000 BEST DOCUMENTARY
DISKUSE S REZISEREM DANEM SETTONEM

v

APEL

RYSZARD CZEKALA (35MM, POLSKO, 1970, 7°) >MFF OBERHAUSEN 1971
BEST DOCUMENTARY



REMEMBERING AND FORGETTING |

GUILT AND FORGIVENESS IN DOCUMENTARY AND FEATURE FILMS

A film projection focused on the development of the depiction of
holocaust and WWII in the history of cinema, trying to capture
memories of historical events of the society over the last sixty
years.

A unique collection made up by films which are not well-known

or have never been released in the Czech Republic, reflecting the
memories of WWII as it was captured during the history of cinema
between 1945 and 2005, is organized by the film company Dvanact
opic.

An insight into the history of depicting the holocaust and WWII
through documentary and feature films.

The first section presents two films dealing with the issue of Jewish
collaboration during WWII. Both the films ask some crucial ques-
tions: Can we pass moral judgements upon people whose very life
was in danger? How far can one go in trying to save one’s own
life?

The Kapo by Gillo Pontecorvo (1959, the screening will be a Czech
reopening of this film) was one of the first feature portrayals of life
in a concentration camp. Although nominated for Oscar, its recep-
tion among the public was rather small - it became famous only
through a remark by Jacques Rivette upon the immoral image of
the suicide of the main character, a 14-year-old Jewish girl whose
transformation from a fragile human being into a leader of the
women part of a concentration camp is depicted in the film. From
the contemporary perspective The Kapo is an impressive film deal-
ing very openly with the psychological aspects of life in extreme
conditions, emphasizing the theme of human will, conscience and

responsibility. It does not approach questions of self-sacrifice or
ruthlessness as given facts, but takes them as depending upon the
individual in every moment. The film also contemplates the value
of one human life against rescue of a whole group.

The Kapo by Dan Setton (Israel, 1999), awarded an Emmy Best
Documentary prize and released in Jihlava for the first time in the
Czech Republic, is a complex portrayal of Jewish collaboration,
seen in the context of trials with former Nazi camp leaders and
their assistants in Israel in 1950s and 1960s. Setton talks to the liv-
ing collaborators, asks about the situations in which people had
to decide. The close-ups of their faces follow historical scenes
from the trials. He includes both the perspective of the accused
and the victims. He asks the basic question: How to understand
the accused? Is it possible to judge them? And to what extent? /
Dominika Prejdova, Miloslav Novak

KAPO
GILLO PONTECORVO, ITALY, FRANCE, 1959, B&W, 135", OSCAR
NOMINATION 1960

KAPO
DAN SETTON, IZRAEL, 1999, 55", EMMY 2000 BEST DOCUMENTARY
DISCUSSION WITH DAN SETTON

APEL
RYSZARD CZEKALA (35MM, POLSKO, 1970, 7°) IFF OBERHAUSEN 1971 -
BEST DOCUMENTARY
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VZPOMINKY A ZAPOMINANI 11
POVSTANI VE VARSAVSKEM GHETTU V DOKUMENTARNIM,
HRANEM A ANIMOVANEM FILMU

Sonda do déjin zobrazovani holocaustu a druhé svétové valky
skrze film dokumentarni, hrany a animovany. Filmy uvedené

v druhém bloku prehlidky spojuje téma vzpoury vici okupantiim.
Povstani ve VarSavském ghettu v roce 1943 je spole¢nym name-
tem prvnich dvou film{. Kronika povstani podle Marka Edelmana
Jolanty Dylewske (1993, ¢eska premiéra) je dokumentem sesta-
Marka Edelmana. Jeho vzpominky jsou doplnény dokumentarnimi
zabé&ry ze Zivota ve VarSavském ghettu, nato¢enymi z vetsi casti
samotnymi Némci. Zpomalené a zvétSené zabéry jako by zhmot-
novaly osudy konkrétnich lidi, jejichZ Zivoty v sobé Edelmanovo
vypravéni pozoruhodné udrzuje. Odviji se v chronologické a vyzna-
mové presnosti, odkazuji k hrdinstvi lidi bez patosu. Edelmanovo
civilni vypravéni ve velkych ¢ernobilych detailech jeho tvare, sni-
manych rezisérkou a souc¢asné kameramankou Dylewskou, znovu
ozivuje chromologii povstani ve zvlastnich emocich: Povstani, jenz
nespocivalo jen v boji, ale i ve starosti o druhé v ghettu.

Hrany film Andrzeje Wajdy Velky tyden (1995, ¢eska premiéra),

se podobné jako predchozi dokumentarni film, se soustredi se na
téma povstani v zidovském ghettu. Film je prepisem prvniho pol-
ského romanu, ktery o VarSavském povstani vznikl uz v roce 1943
rukou Jerzyho Andrzejewského (autor predlohy k Wajdové filmu
Popel a démant). Film rozkryva jednotlivé postoje polské naroda
v dobé povstani. Pritom si narozdil od filmu Joly Dylewske vS§ima
spiSe toho, co se odehravalo v dobé povstani vné ghetta. Na pfi-
béhu Zidovské Zeny, jeZ najde utociste u polskych pratel,

demytizuje podobné jako Aleksander Ford v Hrani¢ni ulicce (1948),
obraz polského naroda a jeho vztahu k Zidtim, kdy? si za predmét
zajmu bere $ifi moznych postojli a konfrontuje je se spole¢enskymi
mechanismy zla. Kolekci dokumentarniho a hraného filmu na téma
vzpoury doplni prvni polsky animovany film o holocaustu nazvany
Apel reziséra Ryszarda Czekaly (1970), ocenény na festivalu v Ober-
hausenu, jenz se dotykd tématu povstani rozehranim Gvahy o tom,
jestli je lepsi umfrit ponizeny, nebo se vzty¢enou tvari. / Dominika
Prejdova, Miloslav Novak

POVSTANI VE VARSAVSKEM GHETTU
JOLANTA DYLEWSKA, POLSKO 1993, 76", MFF MEDIAWAVE 1994 BEST
DOCUMENTARY

SVATY TYDEN
ANDRZE] WAJDA , POLSKO 1995, 93", MFF BERLIN 1995 STRIBRNY
MEDVED



REMEMBERING AND FORGETTING 1l
UPRISING IN THE WARSAW GHETTO IN THE DOCUMENTARY,
FEATURE AND ANIMATED FILM

An insight into the history of depicting the holocaust and the WWII
through documentary, feature and animated films. Films presented
in the second part of the film projecting are related by the theme
of uprising against the invaders. The uprising in the Warsaw ghet-
to in 1943 is a common theme of the first two movies: the Chronicle
of the Uprising in the Warsaw Ghetto According to Marek Edelman
(1993, Czech first night) is a documentary focused exclusively upon
the narration of Marek Edelman, the last living leader of the upris-
ing. His memories are interweaved with archive footage of life

in the Warsaw ghetto. These shots, often slow-motion or blown
up, materialize the fate of particular people, brought together by
Edelman’s narration. The story is exact in the chronological and
factual regard and refers to the heroism of common people with-
out any pathos. In his narration, the chronology of the uprising is
brought back to life with all its peculiar emotions, showing black
and white close-ups of Edelman’s face, shot by Dylewska who is
the director and the director of the photography at the same time.
The uprising which did not mean only fighting, but also taking
care of the others in the ghetto. Andrzej Waida's Holy Week (1995,
Czech first night) is a feature film, dealing with the uprising in

the Jewish ghetto similarly to the first film. It is based on the first
Polish book written on the ghetto uprising in 1943 - the Holy Week
by Jerzy Andrzejewski, who is the author of the book on which
Waida's Ashes and Diamonds are based. It captures various atti-
tudes of the Polish people during the uprising. Unlike Dylewska’s
film, it focuses on the events inside the ghetto. Using a story of

a Jewish woman who finds refuge at her Polish friends it

destroys the myth of Polish nation and its attitude to the Jews, like
the Border Street (1948) by Aleksander Ford, in revealing different
views in all their complexity and confronting them with social evil
mechanisms. The last of this group is the Apel (1970) by Ryszard
Czekal, dealing with the holocaust, awarded a prize at the Festival
of Oberhausen, meditates on what is better - to die in humiliation
or with pride in heart. / Dominika Prejdova, Miloslav Novak

THE UPRISING IN THE WARSAW GHETTO
JOLANTA DYLEWSKA, POLAND 1993, 76, IFF MEDIAWAVE 1994 BEST
DOCUMENTARY

HOLY WEEK
ANDRZE| WAJDA , POLAND 1995, 93", IFF BERLIN 1995 - SILVER BEAR
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VZPOMINKY A ZAPOMINANI 111

FILM JAKO NASTROJ MOCI

Sonda do dé¢jin filmové propagandy. Unikatni kolekce zrcadlici,

jak se v priibéhu uplynulych Sedesati let zneuzivala moc filmového
obrazu.

V tfetim bloku budou postupné uvedeny tfi filmy zachycujici rlizné
faze filmové a medialni propagandy. Pocatecni fazi reprezentuje
animovany film Frank Leberechta Armer Hansi (1943, ¢eska premi-
éra). Jedna se o jeden z prvnich trikovych filma Goebbelsovy nacis-
tické propagandy. Je dokladem jeho snahy pfriblizit se Hollywoodu
i v oblasti animovaného filmu, vytvofit jakéhosi nacistického Walta
Disneyho. Druhym z uvedenych film0 bude americky strihovy

film o ¢inské Kulturni revoluci obsahujici dokumentarni film Pisen
vitézstvi Mao-Ce tunga (1969, ¢eska premiéra), jehoz uvedeni skyta
jedinec¢nou prilezitost nahlédnout do neevropské komunistické pro-
pagandy. Film pfriblizuje tdajné vyléceni hluchonémych déti kom-
binaci tradi¢ni ¢inské mediciny a zaslepené viry v silu Maovy osob-
nosti. Je oslavou Maova mysleni, ale i svédectvim o ¢inské Kulturni
revoluci, jez byla specificka pravé virou v lidskou vli, jez ve spo-
jeni se spravnou politickou orientaci, premtze vSechny prekazky.
Dokument rekapituluje zakladni pilife propagandy ¢inské Kulturni
revoluce jako je vSezahrnujici pritomnost Maovy osobnosti, touha
po univerzalni aplikaci Maovych ideji, uréeni a verejné odsouzeni
tiidnich nepratel. Film viak také p¥ipomina kli¢ovou roli Cinské
lidové arméady. Treti fazi vyvoje filmové propagandy zastupuje
americky dokument Valka podle médii Dannyho Schechtera a Bena
Mayora (2001), pokladany za vic objektivni a analyticky protéjsek
Moorova snimku Fahrenheit 9/11. Schechterlv film se zaméruje na
roli médii pri pripravé a vedeni valky v Irdku, a vytvareni planova-
ného ¢ernobilého obrazu dobra a zla. Klade si otazku, zda

americkd média selhala, kdyz k Bushové politice nedokazala dosta-
tecné kriticky pristoupit. Zaméruje se i na jednotlivé medialni stra-
tegie - napr. plosné vytvareni obrazu nepfitele, Casto zaloZzené na
slu¢ovani raznych pojmid na banalnich podobnostech. / Dominika
Prejdova, Miloslav Novak

UKAZKA DIKTATOR
CHARLES CHAPLIN, USA, 1940, 120°

UKAZKA VECNY ZID
FRITZ HIPPLER, GERMANY, 1940, 62~
A SONG OF TRIUMPH FOR CHAIRMAN MAOQO'S PROLETARIAN

LINE ON PUBLIC HEALTH
CHINA 1969, 40°

VALKA PODLE MEDI{
DANNY SCHECHTER, USA 2001, 57°



REMEMBERING AND FORGETTING Il

DOCUMENTARY AS AN INSTRUMENT OF POWER

An insight into the history of film propaganda. A unique collection
depicting the abuse of the power of the film.

The third section features three films from different periods of film
and media propaganda. The initial stage is represented by Armer
Hansi (Frank Leberecht, 1943), the first trick film of Goebbels Nazi
propaganda. This film proves the effort of Nazi Germany to equal
American animated production, to create a Nazi Walt Disney.

The second film is an American compiled film on the Chinese
Cultural Revolution called A Song of Triumph for Chairman Mao's
Proletarian Line on Public Health, a unique insight into non-Eu-
ropean communist propaganda. It focuses on the alleged cure of
deaf and mute children by means of traditional Chinese medicine
and especially on the power of faith in Mao's teaching. It is a celeb-
ration of Mao's thoughts as well as an evidence of Chinese cultural
revolution, which was specified by faith in people’s will. This faith
together with the right political orientation was able to overcome
any obstacles. The documentary includes all the basic pillars of the
Cultural Revolution - Mao's ubiquity, a desire to spread Mao's ide-
als on a universal scale, public denouncement of enemies and the
crucial role of Chinese army. The third period of the film propa-
ganda is represented by an American documentary the Weapons
of Mass Deception (2001) . The documentary by Danny Schechter
and Ben Mayor is an analytical and objective response to Moore's
Fahrenheit 9/11. It focuses on the role of media during the prepara-
tions of the war in Irag and in the attempts to legitimize the black
and white image if the good and the evil. It discloses the failure of
American media, their inability to approach Bush's politics from

a critical perspective. It also features several media strategies in

creating the image of the enemy. / Dominka Prejdova, Miloslav
Novak

DICTATOR (EXTRACT)
CHARLES CHAPLIN, USA, 1940, 120"

THE ETERNAL JEW (EXTRACT)
FRITZ HIPPLER, GERMANY, 1940, 62"

A SONG OF TRIUMPH FOR CHAIRMAN MAQO’S PROLETARIAN
LINE ON PUBLIC HEALTH
CHINA 1969, 40~

WEAPONS OF MASS DECEPTION
DANNY SCHECHTER, USA 2001, 57°
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MENTALNI{ ZKRATY VE SVETLE TVURCICH KRIZi /

Nesmrtelné celuloidové mladi honosny plys na hranach kli¢ k ne-
smrtelnosti efemérni tkan svétla a stinu hluboka a tragicky bolest-
na sentimentalita Oskliva krabice plechova krabice s malym
Zlutym Stitkem Zivot se nema opakovat uslysi Indian Love Song
posledni gesto se kmitlo na projekéni sténé svétlo rozsvicené
zéarovky zaboli na okamzik v o¢ich Moralni a nemoralni rvacky
prilis krvavé polibky vasnivych milencl kus vé¢ného lidského opti-
mismu Zenské sny o kozeSinach Nékolik krokt zpét efekty dnes-
niho velkofilmu obchodnici s lidskou hlouposti necekany zajem
armady divakl tak snadno jako ¢isté uméni Drama obraz co

se bude dit kazdé prekroceni se vymsti ndzky tvori hodnotu filmu
tény v mimickych skalach O novy film zazvonilo zlato platéné
dekorace v prirodé chodili s ohrnutym limcem obecenstvo pocina
zivat rozreseni filmového problému propagace ekonomického
hospodarstvi ozivly obraz mu neni cilem posledni balast literatury
Normalizace do dusledkii zoubky hnacich bubink( svét je Sedi-
vy dva mladi lidé si padnou do naruci schéma se zménilo znaji
zékony okultnich sil kuji pikle proti rudym vladcdm trpi i se svymi
pritelkynémi bidu v téchto strasidelnych zamcich odbytistém je
cely svét Tovarna na fotografovani slov vystrazné planou cer-
vena svétla potlcky potu mu stékaji miniaturni neonové trubicky
hrubé oci ¢lovéka rozkmitand membrana reproduktoru Zpivajici
tus série ozivlych karikatur nebo snad dokonce strom staci
zazpivat vysoky tén Chvala kyce na tvare nanesla vrstvu lic¢idla
ukéze mu zivot proc se stydét pozadavky na nds mozek a nervy
Amerika versus Evropa predevsim racionalizace tapal stejné bez-
radné pomalu z tohotu koutu zemé relativni technicka dokonalost

chopila se stejné zbrané€ Zivot filmovych operet citlivost a kvalita
podstata jejich vyjimecného postaveni teorie neni vzdycky Sediva
tato strizliva skutecnost

DETSKA SKADLENI
MARTIN JEZEK, CR 2002, S8

ILUSE DOSPELOSTI
MARTIN JEZEK, CR 2004, S8

TANEC
MARTIN JEZEK, CR 2005, S8, PREMIERA

M.S. ENERGOPROJEKT
MARTIN JEZEK, CR 2002, S8



MENTAL SHORCUTS IN THE LIGHT OF CREATIVE

Immortal celuloid youth ostentatious velvet on tolls key to immor-
tality ephemeral web of light and shadow deep tragically painful
sentimentality Ugly box tin box with small yellow label life should
not be repeated will hear Indian Love Song the last gesture moved
on the projection wall light of turned on bulb pains the eyes for

a moment Moral and Immoral fights too bloody kisses of passio-
nate lovers piece of eternal human optimism female dreams about
furs Several steps back effects of today big production movie
merchants with human stupidity unexpected interest army of
viewers so easy as pure art Drama of pictues what will go on every
crossing will be paid dearly scissors create the value of movie
tones in mimic scales About the new movie rings gold cloth deco-
rations in the nature they walked with collar turned up audience
starts yawn solution of movie problem propagation of economic
economy alive picture is not his goal the last ballast of literature
Normalization to the consequences teeth of playing drums the
world is grey two young people fall into the fold scheme has chan-
ged they know the laws of occult powers they forge cabal against
red rulers suffer also with their she friends poverty in these hunted
castles outlet is the whole world Factory for the photographing
words alertly shines red lights streams of sweat run from him mini-
ature neon tubes rough eyes of human vibrating membrane of
reproductor Singing black ink series of enliven caricatures or per-
haps even tree it is enough to sing high tone Praise of kitch she put
mascara on her face will show him life why shame requests on our
brains and nerves America versus Europe first of all rationalization
he fumbled without a clue slowly from this part of the earth relati-
ve technical perfection grasped the same weapon the life of

film operas sensitivity and quality the essence of their exceptional
standing theory is not always grey this sober reality

INFANT TEASE
MARTIN JEZEK, CR 2002

ILUSE OF ADULTHOOD
MARTIN JEZEK, CR 2004

THE DANCE, MARTIN JEZEK
CR 2005, PREMIERE

M.S.ENERGOPROJEKT
MARTIN JEZEK, CR 2002
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CESKY EXILOVY DOKUMENT / JIRi VORAC

Dilna Jifiho Vorace / Cesky dokumentarni film v exilu

Jiti Vorag, vedouci Ustavu filmu a audiovizualni kultury na
Filozofické fakulté Masarykovy univerzity v Brné, predstavi mul-
tiscreeny Emila Radoka a néapln ¢eskoslovenského televizniho vysi-
lani v Kanadé.

Exilovou kulturu vidi Voraé, autor knihy Cesky film v exilu (2004),
jako pojem odvozeny z oblasti spolecenské a politické, vymezeny
jako fenomén kulturni diaspory, ktery vyvolala konkrétni déjinna
situace, v niz ¢lovék zvolil exil, protoze doma nemohl zit, jak chtél
nebo jak si predstavoval. Exulantstvi jako spolecensky jev je v zasa-
dé mravni protest, gesto proti nespravedlnosti a nesvobodé. Podle
Vorace je zahranicni tvorba ¢eskych filmard projevem rozdélené
kultury, ktery predstavuje soucast dé€jin domaci kinematografie.
Jeho prispévek prispiva k reflexi ponékud neurovnaného vztahu
vlasti a exilu, ¢asto zatizeného neznalosti a nezajmem.

Rezisér, scenarista a producent Emil Radok proslul v Kanadé jako
zakladatel a origindalni predstavitel tzv. multiscreen show. Radok
zacal s vy$8imi audiovizualnimi formami experimentovat jiz koncem
padesatych let v Ceskoslovensku, polyekran chapal jako novou
syntetickou formu uméni (polyekran: Utvar vznikly sou¢asnym
promitanim na vice ploch). Jeho prvnim kanadskym projektem byla
v roce 1969 vizualné hudebni féerie Circus Magic. V Energy (1982)
Radok dale experimentoval s technickymi moznostmi multiscreenu
v kombinaci s 3D efektem. Nejvétsi proslulosti a uznani dosahlo
jeho posledni dilo Zkroceni démond (The Taming of the Demons,
1986), které pojal v intencich avantgardniho modernistického
experimentu, v némz sloudil prvky non-fiction a fiction, dokumentu
a dramatu, védy a fantazie.

Tradice pravidelného ceskoslovenského vysilani v Kanadé byla
zaloZena jiz pocatkem sedmdesatych let v Ottawé. Postupné se
pripojila dalsi vétsi sidla provincie Ontario, kde byla nejpocetnéjsi
Ceskoslovenska minorita, v zapadni ¢asti zemé fungovala etnicka
televize v Calgary. Kazda skupina méla svou vlastni produkci a vy-
silala pro prislusnou komunitu v dané oblasti prostfednictvim sité
mistnich kabelovych televizi.



CZECH DOCUMENTARY IN EXILE / JIRi VORAC
Workshop of Jifi Vorac¢ / Czech Documentary Film in Exile

Jiri Vorag, the head of the Department of Film Studies And
Audiovisual Culture at the Faculty of Arts at Masaryk University in
Brno, will introduce Emil Radok’s multi-screens and the content of
the Czechoslovak TV broadcasting in Canada.

Jiri Vorag, the author of the book called Czech Film in Exile
(2004), perceives the exile culture as a social and political concep-
tion defined as a phenomenon of a cultural diaspora provoked

by a specific situation in the history, in which a man chose exile
because he could no longer live at home as he wished or envis-
aged. The exile as a social phenomenon is, in principal, a moral
protest, a gesture made against injustice and the lack of freedom.
According to Vora¢, the works of Czech filmmakers living abroad
are a manifestation of the divided culture, representing a part of
the history of the Czech cinema. His contribution contributes to
the reflection of a somewhat ambiguous relationship of the home-
land and exile, which is often hindered by ignorance and indiffer-
ence.

Emil Radok, a director, scriptwriter and producer, is famous in
Canada as a founder and original representative of a so-called
multi-screen shows. Radok began experimenting with advanced
audiovisual forms already in Czechoslovakia in late 50's; he
perceived polyekran as a new synthetic form of art (polyekran:

a multi-screen, a shape originating from a simultaneous projec-
tion on different screens). His first project in Canada was the
audiovisual musical show Circus Magic in 1969. In his next project,
Energy (1982) Radok further experimented with the technical
possibilities of a multi-screen in combination with 3-D effect. The
biggest success was achieved by Radok’s last work The Taming of
the Demons, 1986 which he created in the purview of avant-garde
or experimental film, uniting the means of non-fiction and fiction,
documentary and drama, science and fantasy.

The tradition of the regular Czechoslovak broadcasting in Canada
was established already in the early 70’s in Ottawa. It was gradually
joined by larger communities in Ontario, where there was the most
numerous Czechoslovak minority. In the western parts of Canada
there was ethnic TV in Calgary. Each group had its own production
and broadcasted for the community in the given area using the
local cable TV network.
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VSICHNI DO JEDNOHO / KAREL ZALUD

Sestice obycejnych lidi se dobrovolné pfihlasila do reality show:

v zivoté se nevidéli, a presto museji spole¢né fungovat jako rodina.
Ve sklepé jsou omezené zasoby jidla a piti, aktéri nesméji mit zadny
kontakt s vnéjsSim svétem, nemaji hodinky, knihy ani tuzku a papir,
jen takzvany komunikétor - kdyz jej nékdo z nich zméckne, hra
skonci. Pokud ale stres a napéti, podminéné neustéalou pritomnosti
televiznich kamer, vydrzi, tak vyhraji miliony. Scenaristou a rezisé-
rem filmu je Karel Zalud, autor vyraznych dokumentarnich filma,

z nichz posledni Gou neboli pojd byl premiérové uveden na jihlav-
ském filmovém festivalu. K tisnivé atmosfére jeho ¢erné grotesky,
kterd byla natacena chronologicky, prispivd odosobnéna kamera

a vylouceni hudby. ,Ze zoufalstvi jsem napsal scénar k filmu, ktery
bude tak levny, Ze se bude dat natocit. Toto gesto Ize ale udélat jen
jednou. Ten film je vysledkem neutésené situace v nasi kinemato-
grafii,” Fika rezisér filmu, ktery uz ve svém dramaturgickém planu
pocital s minimem financnich prostredkd, a film také za skute¢né
podzemnich okolnosti vznikal. Se snimkem, ktery vyznamné vstu-
puje do diskuse o podob& moderni audiovizualni zabavy, souvisi
autorsky manifest, ktery je ostrou kritikou stavajicich podminek

v ¢eské kinematografii.

Z manifestu filmu VSichni do jednoho:

NECHCEME se tvéfrit, Ze jsme natodili film jakoby nic, protoze od
filma¥G se prece nic jiného neceka. Neni dnes samoziejmosti v Ce-
chach délat filmy.

NECHCEME posilovat falesnou iluzi, ze vSechny katastrofy spojené
s realizaci jsou jen pribéznym, asmévnym folklorem, ktery ke kine-
matografické tvorbé neodmyslitelné patri. Naopak - kazdym dnem,
kazdym okamzikem se projekt i v pokrocilé fazi pripravy mize zfitit
do propasti. Na mésic, na rok, naveky.

NECHCEME nasim filmem vytvaret do budoucna precedens. Je to
naopak protest proti hrozivé moznosti, Ze se vSechny ceské filmy
budou jednou odehravat takrikajic ve sklepé.

CHCEME v maximalni mozné mife otevrit onu neradostnou filmo-
vou kuchyni, kde se autofi smazi ve vlastni $taveé, poukazat, popsat
a ,odtajnit” na konkrétnim prikladu naseho filmu, co véechno musi
dnes tvirci spolknout, chtéji-li se viibec vénovat svym profesim.
CHCEME vyvolat Sirsi debatu odborné i laické verejnosti o bu-
doucnosti ¢eského filmu (existuje-li néjakd), ceské kinematografie
statem odvrzené, komerénimi subjekty trpéné a masovou zabavou
postupné umrtvované. Nehodlame si na nic hrat.

CHCEME tocit filmy, protoze jsme filmari.



ALL FOR ONE / KAREL ZALUD

Six ordinary people volunteered to take part in a reality show: they
have never met each other, but they have to live together and func-
tion as a family. The food supplies in the underground cellar are
limited, the players may not communicate with the world outside,
they do not have a watch, or a pen and piece of paper, the only
thing they have is a so-called communicator - if any of them press-
es the button, the game is over. On the other hand, if they can
stand the stress and tension due to the omnipresent TV cameras
they will win millions. The author of the script and the director of
the film is Karel Zalud, the author of striking documentary films, of
which the last one Gou neboli pojd was first shown at the Jihlava
film festival. Dismal atmosphere of his chronologically shot black
grotesque is enhanced by impersonalised camera and the absence
of music. “Out of despair | wrote a script for a film to be so cheap
that | could afford to shoot it. Such gesture you can do only once.
The film is the result of the hopeless situation of the Czech film-
making,” says the director who counted with the minimum of
finances from the very beginning, and the film itself was made in
genuinely underground circumstances. The film, which joins the
discussion about the form of a modern audiovisual entertainment,
is accompanied by a manifesto sharply criticising current condi-
tions in the Czech cinema.

Out of the Manifesto to All for one:

WE DO NOT WANT to look like we made a film just like that,
because filmmakers are not expected to do anything else. Today it
is not a commonplace to make films in the Czech republic.

WE DO NOT WANT to enhance the false vision that all disasters
associated with making of a film is just a funny tradition insepara-
bly linked with the work of cinematography. Quite on the contrary
- with each day, each moment the project may collapse even at the
advanced stage of preparation. For a month, for a year, forever.
WE DO NOT WANT to make our film a precedent. On the con-
trary, it is a protest against a terrible eventuality that all Czech films
will once be shot underground.

WE WANT to a maximum possible extent open up the gloomy film
kitchen where filmmakers are fried in their own grease, and using
a specific example to point out, describe and “declassify” every-
thing that filmmakers today have to endure to be able to pursue
their professional aims.

WE WANT to provoke a broad debate of both professional and
amateur public about the future of the Czech film (if there is any),
of the Czech cinematography chucked away by the state, tolerated
by commercial entities and gradually deadened by mass entertain-
ment. We want to play no games.

WE WANT to make films because we are filmmakers.
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PAVEL KOUTECKY A VACLAV HAVEL

Ideu ¢asosbérného dokumentu nese predstava, Ze zaznam, jakoz-
to embryonalni forma dila, vyjevuje sv(j vyznam az v ¢ase, nebot
teprve jim vstupuje material do jiné formy existence. Vzhledem

k tomu, Ze je konecné vyznéni vazano na konkrétni cas, konstituuje
se strih jako dialogickd matrice mezi ¢asem a ¢asem, v niz docha-
zi k vnitfnimu usporadani elementd obrazu do ur¢ité uzaviené
struktury. Abstraktni ¢as se tak sam stava textem, ktery analyzuje

nato¢eny material, je urcujici mechanikou syntaxe, vytvari vychozi
prostor ¢teni budouciho dila. Zakladni akcent ¢asu, ktery utvari
smysl a mapu filmu, vyrazné pozménuje podminky vypovédi doku-
mentarniho filmu. Jakou roli pak sehrava autor-dokumentarista,
ktery se sam stava soucasti urcitého nekone¢ného procesu, jimz
je ubihajici Zivot ¢loveéka a spole¢nosti, ktery touzi zachytit celistvé

a objektivné?

Nadace Film a Sociologie a rezisér Pavel Koutecky se v roce 1992
dohodli s Vaclavem Havlem, Ze o ném budou natacet filmovy
material bez omezeni, kterd maji ostatni média. Film ma zachytit
Vaclava Havla predevsim v jeho spolecenské funkci prezidenta
Ceské republiky, v niz se odréazeji vyznamné okamziky moderniho
ceského statu. Nic z materidlu nebylo pribézné uvedeno. Pavel
Koutecky predstavi na jihlavském festivalu viibec poprvé casti
natoc¢eného materialu, diskuse bude smérovana jak ke spolecen-
ské roli zaznamu, tak k ¢asovym aspektdm dokumentérniho filmu.
Z rezisérovy explikace vyjimadme: PRINCIP Aby mohl vzniknout
Jpravdivy”, nepovrchni material, ktery by nepodléhal okamzité cen-
zure ¢i autocenzure, je s veskerym nato¢enym materidlem zachéa-
zeno jako s archivnim. Lze uvazovat o zverejnéni ¢asti nejdrive rok,
dva po skonéeni funkéniho obdobi PP. Cast materialu bude pravdé-
podobné blokovana daleko del$i dobu a uréena pro ,budoucnost”.



PAVEL KOUTECKY AND VACLAV HAVEL

The notion of the documentary as something that ripens over

time is supported idea that something recorded, as the embryonic
form of a work, only reveals itself as a record of something over
time, as only in time does the material take on another form of
existence. Given that the end result depends on its specific time,
film editing acts as a matrix of dialogue between time and time,

in which elements of the image come to be internally arranged

in a specific hermetic structure. Abstract time becomes the text,
which analyses the filmed material, is the defining mechanism of
its syntax, and creates the starting point for a reading of the future
work. The basic accent of time, which creates the film’s sense and
forms a map of the film, considerably alters the circumstances of
the statement that the documentary film makes. What kind of role
then is played by the author/documentary filmmaker, who him/
herself becomes part of a certain kind of unending process, i.e. the
elapsing life of man and society, and who longs to capture it wholly
and objectively?

The Film and Sociology foundation and the director Pavel
Koutecky made an agreement in 1992 with Vaclav Havel that they
would shoot film material of him free from the restrictions put on
other media. The resulting film is meant to portray Vaclav Havel
primarily in his official function as President of the Czech Republic,
and significant moments in the modern Czech state are reflected
in the film. None of the material was released on an ongoing basis.
At the Jihlava festival Pavel Koutecky is presenting for the first

time every part of the filmed material, and the discussion will be
directed at both the role of the record in society and the tempo-
ral aspects of documentary film. An extraction from the author’s
explanation states: The Principle - In order for it to be possible

for “true”, non-superficial material to emerge, material that will
not succumb immediately to censure or self-censure, all the filmed
material is treated like archive material. It is possible to consider
releasing part of the material in a year or two at the earliest after
end of the president’s term in office. A part of the material will
probably be blocked for a much longer period and designated for
the “future”.
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SEXXX + SMRT - SOUCASNY KANADSKY

Pres ctyri roky vznikal film, aby se pak jeho zabéry roztristily

v plose nékolika minut osobniho zapasu. Snimek je cestou v prvni
osobé&, denikem, ktery piSe jedna z nejtalentovanéjsich filmarek
mladé generace, jejiz prace s kamerou se podoba magii. Pfi jejim
duetu se smrti ji doprovazi kamera, nastroj, diky némuz Ize vidét
nemozné, nesnesitelné, neviditelné. Film je nepristupny podobnym
zpUsobem, jakym jsou nepfistupni nékteri lidé - pravé ti, které
neprevedete na obraz a zvuk, kteri se neukazuji v televiznich zpra-
vach. Stoji ta bolest za to? Rozhodné.

Mezi dvéma poély reprezentace, mezi obrazem a tragédii, mezi
kazdodennim zivotem a praci, se nachazi material Johna Priceho.
Svym télem pada k druhym, chodi po ulicich a hleda nékoho,

koho by mohl pozdravit. Jsou to obrazy mezi jinymi obrazy, zabéry
natoc¢ené ve volném case, na okraji. RezZisér se zamérn€ vrha do
prostoru mimo zabér kamery, nechava se vést hlasy, praci pohledu,
ktery jesté nezacal. Surové civky si prohlizi v jiné kamere, na optic-
ké kopirce nékteré zabéry zvétsi, jiné znehybni a vykaze do bilého
zapomnéni, teprve poté svoli k dalSimu tajemnému setkani za den-
niho svétla. V jeho pohledu je vyzva i odmitnuti.

Ve své Gzasné rozbolavélé video basni se rezisér nofi do popelnic
zapomenutych obrazl a vraci se s felaci, davenim, obétovanyma
ocima, sadelnatou rozkosi a destrukci vseho severoamerického.
Byla by to celé pocitacova simulace nebyt moralniho kvileni ve
vyprazdnéném strredu, kvileni, z néhoz vam zaléhaji usi. Je nahé
t€lo zacatkem pornografie? Pro¢ je porno jedinym druhem doku-
mentérniho filmu, na ktery se da divat? Brown nenabizi odpovédi,

ale ve zmnozeném rytmu svléké své otazky z lesklych obald - je pro
genocidu a proti vSem ostatnim, jen at zemrou, at vSichni zemrou.

(KOLAZ Z PUVODNICH TEXTU A ROZHOVORU MIKA HOOLBOOMA)

DRAFT g
DANI LEVENTHAL, 28 MIN., 2003

MAKING PICTURES
JOHN PRICE, 13 MIN., 2005

LIFE IS PORNOGRAPHY
REZIE JUBAL BROWN, 20 MIN., 2005



SEXXX + DEATH - CONTEMPORARY CANADIAN

Four years ago a film was developed so that is shots could then be
splintered across a surface of several minutes of personal struggle.
The film is a first-person journey, a diary written by one of the most
talented filmmakers of the young generation, whose work with the
camera resembles magic. In her duel with death she is accompanied
by the camera, a tool that makes it possible to see the impossible,
the unbearable, and the invisible. The film is inaccessible in the way
some people are inaccessible - those who are not transposed into
image and sound, who do not appear in the TV news. Is the pain
worth it? Definitely.

Between two poles of representation, between the image and tragedy,
between everyday life and work, that is where the material of John
Price lies. He falls with his body towards others, goes through the
streets looking for someone to greet. These are images between imag-
es, shots filmed in free time, on the fringe. The director deliberately
throws himself into the space outside the camera’s view, letting himself
be drawn by voices, the work of gaze that has not yet begun. Rough
reels are watched in another camera, some shots are enlarged on an
optical copier, others become inert and are banished to oblivion, only
then is another secret meeting in daylight consented to. In his perspec-
tive even rejection is a challenge.

In his fantastic depressed video poem the director plunges into

the ashes of forgotten images and returns with the fellatio, giving,
sacrificed eyes, fleshy pleasure and destruction of everything North
American. It would be an entire computer simulation if not for the

moral lamentation in the vacated centre, the lamentation to make
your ears ring. It the naked body the beginning of pornography?
Why is porno the only kind of documentary film that is watchable?
Brown does not offer answers, but in multiplied rhythm peels his
questions from their shiny coverings - for genocide and against
everything else, just let them die, just everyone die.

(COLLAGE OF ORIGINAL TEXTS AND INTERVIEWS WITH MIKE
HOOLBOOM)

DRAFT g
DANI LEVENTHAL, 28 MIN., 2003

MAKING PICTURES
JOHN PRICE, 13 MIN., 2005

LIFE IS PORNOGRAPHY
JUBAL BROWN, 20 MIN., 2005
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AUDIOFILMY / SLAVO KREKOVIC

Pamét a misto: medialni psychografie. Sasa Gojdic¢ova, Slavo
Krekovi¢, Oliver Rehak, Barbora Sediva a jejich hosté predstavi
audiovizualni, interaktivni, ale i Cisté experimentalni pristupy k pro-
storu a jeho dokumentaci. Skupina sdruzené kolem bratislavského
¢asopisu 3/4 pripravila neformalni, multimediaini happening na
pomezi prednasky, diskuse a primé zivé tvorby. Audioturismus,
soundwalking, audiofilmy ¢i soundscape composition dokazuji, ze
se i zvuk mudzZe stat nositelem vyznama zprostiedkovavajicich geni-
us loci konkrétnich situaci a mist. Doposud tyto zvuky vyuZzivaly

v rtznych abstraktnich a metaforickych vrstvach hudebni projekty.
Objevuji se ale i dal$i zpusoby uziti dokumentace zvuku. Tyto
plvodni umélecké projekty pracuji se zvukem jako s hlavnim médi-
em a jejich cesta vede od dokumentace k simulaci, od Cisté terén-
nich nahravek az po manipulaci s nimi a vytvareni tplné novych
zvukovych krajin v audioturistické stylizaci.

,Proc¢ se snazime zachytit pocity, zazitky, atmosféru, spojenou

s konkrétnim mistem? Védomi vlastni minulosti, vztahovani se

k jistym mistdim a udalostem urcuje nas samé: vzpominka, pribéh,
mytus - v§echny tyto zpdsoby vnimani a nakladani s realitou se
ukladaji do vrstev kulturni paméti. Diky pokrocilym technologiim
dnes tuto kolektivné sdilenou pamét vytvareji kromé filmovych

i jiné zajimavé umélecké projekty, dokumentujici (a konstruujici)
konkrétni prostfedi, mista, mésta s jejich osobitou atmosférou.”



AUDIOFILMS / SLAVO KREKOVIC

Memory and place: media psychography Sasa Gojdicova, Slavo
Krekovi¢, Oliver Rehak, Barbora Sediva and their guests will intro-
duce audiovisual, interactive, but also completely experimental
approach to space and its documentation. A group of people
around the Bratislava magazine 3/4 have prepared an informal,
multimedia happening mixing the features of a lecture, discussion
and direct life creation. Audioturism, soundwalking, audiofilms or
soundscape composition prove that even the sound can become
a medium for meanings carrying genius loci of specific situa-
tions and places. So far, these sounds have been used at different
abstract and metaphorical levels in musical projects. But there are
other possibilities of using the sound documenting. These original
art projects use the sound as a main medium, journeying from
documentation to simulation, from field recordings to manipulat-
ing with them and creating completely new sound landscapes in
audiotouristic style.

“Why are we trying to capture feelings, experiences, atmosphere
associated with a certain place? The knowing of our own past,
associating it with certain places and events determine ourselves:
a memory, a story, a myth - all these ways of perception and han-
dling the reality are stratified in the layers of the cultural memory.
Thanks to advanced technologies, this memory we collectively
share is created, apart from films, by other interesting art projects
documenting (and constructing) specific environments, places,
towns with their individual atmosphere.”
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ZIVA HMOTA / ALICE RUZICKOVA, HANA VALENTOVA
V dilné Ziva hmota - Zensky experimentalni film se studentka
dokumentaristiky Hana Valentova a rezisérka Alice Rzi¢kova
ujmou role privodkyn krajinou experimentalni kinematografie.

S dlirazem na Zenskost a intimitu téla seznami divaky s vyznamny-
mi autorskymi dily rezisérek, které se konfesijné obratily k expe-
rimentalni instrumentaci, k doteklim filmovych metaprostort. Je

to kinematografie neurcitosti, tedy poc¢atku, a z pohledu autorek
predstavuje dnes jediny opravdu Zivy proud. Vymezeny prostor,
nachazejici se na pomezi skrytého a verejného, se odrazi ve feno-
ménu téla, které samo patfi k nejpdvodnéjsim vyrazovym prostred-
kim Zenského experimentalniho filmu. Proplouvani subjektivni,
intimni kinematografii ukazuje, Ze experimentalni kinematografie
je se svym obraznym jazykem vylu¢nou cestou a zaroven jednim

z mala klic ke genetické paméti filmové kultury.

Uvadéné filmy jsou rozdéleny do tri okruhl. Prvni zahrnuje filmy,
ve kterych se autorky vymezuji vici jednostrannému zobrazovani
Zen. T€lo zde predstavuje zkoumany objekt, na prvni pohled vzda-
leny. Druhy uvadi snimky, v nichZ autorky svoji stylizaci upozornuji
na rdzné druhy spolecenskych roli, které jsou se Zenami spojovany
a byvaji od nich ¢asto automaticky vyzadovany. Treti predstavuje
¢lovéka jako symbiotickou bytost, u niz se spojuje duse s télem,
dal$im clovékem, okolnim svétem. Autorky se zde dostavaji k nej-
blizsi definici téla, jehoz podoba je niterna a prerdsta do obecnéjsi-
ho tematického ramce - lasky a rodiny.

V dilné Ziva hmota - Zensky experimentalni film budou promi-
tény filmy Mirjam Bastaly, Valie Export, Lucie Maresové, Mary
Mattuschky, Tamary Moyzes, Evy Jifickové, Carolee Schnemannové
a Annelies Strby.



LIVING MATTER / ALICE RUZICKOVA, HANA VALENTOVA

In the workshop Living Matter - Women's Experimental Film the
documentary film student Hana Valentova and the director Alice
Razi¢kova assume the role of guides through the landscape of
experimental cinematography. With a focus on the female aspect
and the intimacy of the body they acquaint viewers with important
creative works by women directors who turned confidingly to
experimental instrumentation and the touch of film’s meta-spaces.
This cinematography is one of indefiniteness, i.e. of the beginning,
and in the perspective of these two directors today represents the
only really vital stream. The delineated space borders between
what is concealed and what is public, and it is reflected in the phe-
nomenon of the body, itself one of the most primary expressive
devices in women's experimental film. This moving through subjec-
tive, intimate cinematography shows that experimental cinema-
tography, with its visual language, is an exclusive path, but at the
same time provides one of the few keys to accessing the genetic
memory of film culture.

The films presented are divided into three groups. The first con-
tains films in which the presented directors take a stance on the
one-sided depiction of women. Here the body is the observed
object, distant at first glance. The second group presents films in
which the creators, in their own stylisations, draw attention to the
various kinds of roles in society that women are associated with
and that tend often to be automatically demanded of them. The
third presents the human being as a symbolic being, whose soul is
joined with the body, with other humans, and with the surround-
ing world. The authors here come closest to a definition of the
body, which is inward in form and grows into a more general the-
matic framework - love and the family.

In the workshop Living Matter - Women's Experimental Film,
films by Mirjam Bastala, Valie Export, Lucie MareSova, Mary
Mattuschka, Tamara Moyzes, Eva Jifickova, Carolee Schnemann,
and Annelies Strba will be screened.
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MARTIN MARECEK / FILMY PRVNIHO ROCNiKU KDT

DILNA NENi DOGMA. - Provokace inspiraci. - Pfitomni se neu;ji3-
tuji o své jedinecnosti, ale vzajemné se kriticky podnécuji. Tvarci
cilevédomost by neméla vést k samolibému kariérismu. Dilna se
nesmi stat uzavienou sektou, skolou jedné reci. - Originalita neza-
rucuje osobitost. / Posledni bod dilenského prohlaseni vedouciho
prvniho ro¢niku Katedry dokumentarni tvorby FAMU reZiséra
Martina Marecka otevira setkani s tvorbou nejmladsich autor
¢eského dokumentu. K dalsim preambulim Mareckova dilenského
kodexu patfi (postupn&) DILNA JE SETKANI [Hranice dilny jsou
promeénlivé], DILNA JE HRISTE [Autor by mél byt i autoritou],
DILNA JE KONFRONTACE [Je (bude) tvaréi &in presvédéeni (pire-
svéd¢ivy)?], DILNA JE SERVIS [Spravna otazka sméfuje k spravné
odpovédi].

Martin Marecek predstavi studenty a jejich autorské reporta-

ze, kterymi absolvovali zafijové klauzury. Ivo Bystri¢an, Better
Tomorrow (reportdz o kancelari, konferenci a tanci je pohledem
do zakulisi organizace AIESEC), Jaroslava Panakova, Let cajky proti
vétru (etnograficky ladény snimek o Zivoté migrantd, tzv. severanu
v ruském Petrohradu), Klara Rezni¢kova, Zamek (vizualné vytfi-
beny vhled do Zivota rodiny, obyvajici po desetileti polorozpadly
zamek v severomoravské vesnici Doubravice), Radovan Sibrt,
MRG (autoeroticky film o manzelstvi Roberta a Gabiny, finan¢niho
analytika a milovnika drahych vozid se zenou, odhalujici svoje télo
pred webovymi kamerami), Helena Vseteckova, O slova, Oslova
(hravy snimek o frenstatském cernouhelném dolu, v némz se nikdy
nezacalo tézit, o jmeli na stromech a poutnikovi, vydavajicim se na
cestu do Indie), Tomas Weinreb, Reportdz o nenarozeném ditéti
(experimentalné pojaty osud staré zeny, vidény oc¢ima ditéte, které
se nikdy nenarodilo).



MARTIN MARECEK - FILMS BY STUDENTS OF FIRST

WORKSHOP IS NOT DOGMA - Provoking inspiration - Instead
of reassuring one another in their uniqueness and originality, the
participants offer each other inspiring critical feedback. An artist’s
sense of purpose should not result in complacent careerism.

The workshop must not become a self-absorbed sect, a school

of one idiom only. - Idiosyncrasy is not a guarantee of original-
ity. / The last point in the workshop manifesto of the supervisor
of the first year at the Department of Documentary at |[FAMU,
Martin Marecek, opens the program which presents the works

of the youngest Czech documentary filmmakers. Among the

other preambles of Marecek’s workshop’s codex are, (gradu-
ally) WORKSHOP = COMING [the borders of the workshop are
changeable], WORKSHOP IS A PLAYGROUND [an author should
also be an authority], WORKSHOP IS CONFRONTATION [Is (and
will be) the creative act a conviction (convincing)?], WORKSHOP
IS A SERVICE [A well-put question leads to the correct answer].

Martin Marecek will introduce his students and their creative
works in the genre of reportage, their yearly presentation: lvo
Bystrican’s Better Tomorrow (a reportage on an office, a con-
ference and a dance is a look behind the scenes of the AIESEC
organization), Jaroslava Panakova’s Let Cajky proti vétru / Seagull
Flying Against the Wind (a documentary of an ethnographic bent
on the life of migrants, the so-called Northerners in St. Petersburg,
Russia), Klara Rezni¢kova’s Zamek / The Castle (a visually fine
portrait of the life of a family living in a derelict chateau in the
North Moravian village of Doubravice), Radovan Sibrt’s MRG (an
auto-erotic film on the marriage of Robert and Gabina, a financial
analyst and lover of expensive cars and his wife who displays her
body in front of web cameras), Helena Vieteckova's O slova,
Oslova / The Oslova Shenanigans (a playful film on the Frenstat
mineral coal mine, where mining never even began, on the mistle-
toe growing on trees and on a pilgrim setting out on a journey

to India), Tomas Weinreb’s Reportaz o nenarozeném ditéti /
Reportage on an Unborn Child (an experimentally rendered look
at the life of an old woman, seen through the eyes of a child that
had never been born).
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.Zdélo se mi, jako by mdj pobyt tady byl désivou vzpominkou na
jakysi hrazny osud,” fika detektiv Lemmy Caution, hlavni postava
filmu Alphaville, velkého dobrodruzstvi zhmotriované paméti. Po
pétadvaceti letech se padem berlinské zdi probuzeny agent vratil,
aby bojoval proti drakdim nasich Zivot( ve svébytné eseji evokujici
situaci sjednocujiciho se Némecka, poznamenaného nacistickou

a komunistickou minulosti. Kolaz vyjevt, archivnich zabérl a insce-
novanych citatl vytvari sofistikované predstaveni, z hloubi parafra-
zujici slavny Rosselliniho snimek Némecko v roce nula.

,Kdyz filozofie maluje Sedou na Sedou, projev Zivota zacne star-
nout. Sedou na $edou ho nemuZete omladit, ale jen poznat,” Fikaji
hlasy a bytelny ¢erny mercedes prejede ceduli s napisem Karl-
Marx-Strale v jednom z maéla primocarych obrazk(i Godardova
prizkumu jednoho pocitu podle knihy Michela Hannouna Nase
samoty. Spise je ale film komentarem ke knize a dal$im literarnim
obrazGm, které rezisér spojuje a stavi proti sobé jako zrcadla,
kterd se opakované objevuji v jeho dalSich filmech. Némecky esej
je daleko vic literarni nez kontemplujici prib&éhy filmu, které nasle-
dovaly. Je douskou za literaturou, priznanim ke knihovné jako
labyrintu citaci, ktery zahrnuje v§echny moznosti volby. V knihovné
jako konecné moznosti se tak Godard setkava s Borgesem, dalS$im
z téch, kteri zkouseli moznosti uméni az do uplného vycerpani,

a o némz americky postmodernista John Barth napsal, Ze staci,
kdyz si bude v&édom existence nebo moznosti knih, kdyz je vezme
do uvahy a s pomoci velmi vyjime¢ného talentu - tak vyjimeéného,
jako jsou svatost nebo hrdinstvi - projde bludistém primo k dovr-
Seni svého dila. K dé€jinam patii zaménitelnost, tou pokracuje text.



STEPAN BENDA AND GODARD’S GERMANY YEAR go

“My stay here appeared to me to be a dreadful reminder of some
sort of horrible fate”, says detective Lemmy Caution, the main
character in the film Alphaville - an adventure in the objectification
of memory. After twenty-five years, with the fall of the Berlin wall,
the awakened agent has returned to combat the dragons of our
lives in an original essay that captures the situation in a unifying
Germany marked by a Communist and Nazi past. The collage of
scenes, film shots from archives, and dramatized quotations, cre-
ates a sophisticated performance, deeply paraphrasing Rossellini’s
famous film “Germany Year Zero”.

“When philosophy paints grey on grey, the appearance of life
begins to age. With grey on grey you can’t make it younger, just
recognizable”, voices say, and a solid black Mercedes runs over

a sign with the inscription Karl-Marx-Strafle, in one of the few
straightforward images in Godard’s investigation into one human
feeling, based on a book by Michel Hannoun titled Nos Solitudes.
But the film is more of a commentary on the book and on other lit-
erary images that the director connects and contrasts like mirrors,
which also appear repeatedly in his other films. The German essay
is much more literary than the subsequent, meditative film stories.
It is a literary postscript and a tribute to the library as a labyrinth
of quotations that encompasses all possible choices. In the library,
as the ultimate solution, Godard encounters Borges, another artist
who tested the limits of art to the point of exhaustion, about which
the postmodernist John Barth wrote that it may be enough to be
aware of the existence or potential of books, to give them consid-
eration, and with the help of very exceptional talent - as excep-
tional as sainthood or heroism are - to pass through the labyrinth
directly to the consummation of the artistic work. Commutability is
a thing of the past; the text is its successor.

HOPS
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RAKOUSKY EXPERIMENTALNI FILM

Lotte Schreiber: Domino (Domino, 2005) / Zelezobeton byl domi-
nujicim materiadlem v Le Corbusierové prevratném pojeti architek-
tury, v némz uz stavba nespocivala na zdivu, ale byla nesena ocelo-
vym skeletem: ,Architektura je dovedna, presnéa a skvéla hra obje-
md nahromadénych pod svétlem, je to harmonicky rytmus ploch,
svétla a stinu.” Experimentalni snimek ukazuje stavebni systém

v obrazech anonymnich betonovych struktur, domu a hoteld, nafil-
movanych b&hem reZisér&iny zimni cesty po Recku, kde se geomet-
ricka télesa spojuji v kontrastu se zvinénou krajinou Stfedomofr.

Peter Tscherkassky: Pokyny pro svételné a zvukové zarizeni
(Instructions for a Light and Sound Machine, 2005) / Metafilm
sloZeny z podnétl stop vysublimovanych z westernu Sergia
Leoneho Hodny, zly a osklivy (Il buono, il brutto, il cattivo, 1966).
Pavodni material slavného spaghetti westernu je zcela vydestilo-
van. V rychlopalnych zabérech zistala pod vymizelou barevnosti
esence obrazld v kontrastech cernobilé polarity zivota a smrti.
Popravovany hrdina se propadéa kinematografickou trhlinou, aby
mohl sestoupit do zahrobi viditelnych obrazt plvodniho filmu

a pochopit smysl své existence jako filmového stinu.

Johannes Hammel: Milenci (Die Liebenden, 2004) / Dvoji zkaza
pohlcuje a zvolna stravuje divaka, kdyz se diva, jak milostny akt
spéje ke svému konci v Supinach rozpadajiciho se filmu. Dva prota-
gonisté lasky, hrdinové filmového vypravéni, podléhaji chemickému
rozkladu materialu. Stary pornograficky film tak po letech vyda-

va své tajemstvi: milenci, ktefi chtéli spojenim svych tél ve filmu
pokouset vécnost, se v Skubavych pohybech dotykaji vlastniho
zaniku.

V diln€, vénované soucasnému rakouskému avantgardnimu a ex-
perimentélnimu filmu, budou déale uvedeny filmy Dietmara Brehma
(6 found footage filmminiaturen, 2004), Dariusze Krzeczeka
(Luukkaankangas-updated, revisited, 2004), Siegfrieda A. Fruhaufa
(Mirror Mechanics, 2005) a Thomase Steinera (Alferjewo, 2004).
Filmy uvede Gerald Weber, reditel distribu¢ni spolecnosti Sixpack
Film (www.sixpackfilm.com).



CONTEMPORARY AUSTRIAN EXPERIMENTAL FILM
Lotte Schreiber: Domino (Domino, 2005) / Ferroconcrete was

a dominating material in Le Corbusier’s revolutionary architectonic
approach, where the construction was not carried by brickwork,
but a steel skeleton: “The architecture is a skilful, accurate and per-
fect game of dimensions accumulated under light, it is a harmony
of space, light and shadow.” The experimental picture shows the
construction system in the scenes of anonymous concrete struc-
tures, houses, hotels, filmed during the director’s winter travel

in Greece, in which solid geometry is mixed in contrast with the
undulating Mediterranean landscape.

Peter Tscherkassky: Instructions for a Light and Sound Machine,
2005 / A metafilm created using footage sublimated from the west-
ern of Sergio Leone The Good, the Bad, And the Ugly (Il buono,

il brutto, il cattivo, 1966). The original material of the famous spa-
ghetti western is completely distilled out. The rapid-firing shots
reveal the essence of now colourless scenes in contrast of black
and white polarity of life and death. The executed hero is falling
through the crack in the film to descend to the underworld of vis-
ible scenes of the original film and grasp the meaning of his exis-
tence as a film shadow.

Johannes Hammel: Lovers (Die Liebenden, 2004) / Double
destruction devours and slowly digests the spectator watching the
act of love to come to an end in the flakes of the film falling apart.
Two protagonists of love, heroes of the film story, succumb to the
chemical decay of material. After many years, an old pornographic
film reveals its secret: in jerking movements, the lovers, who
wanted to tempt the eternity by uniting their bodies in the film, are
coming to their own destruction.

The workshop dedicated to a contemporary Austrian avant-garde
and experimental cinema will also introduce the films of Dietmar
Brehm (6 found footage filmminiaturen, 2004), Dariusz Krzeczek
(Luukkaankangas-updated, revisited, 2004), Siegfried A. Fruhauf
(Mirror Mechanics, 2005) and Thomas Steiner (Alferjewo, 2004).
The films will be introduced by Gerald Weber, the director of
Sixpack Film distribution company (www.sixpackfilm.com)
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CiLE ANAKONDY

USA 2004 ll
B&W | DVD | 13" l.

REZIE: DOMINIC ANGERAME
KAMERA: DOMINIC ANGERAME
STRIH: DOMINIC ANGERAME
ZVUK: DOMINIC ANGERAME

Dominic Angerame
20 Romolo PC nrg | SF CA 94133 | USA
Tel: +415 982 22 77

dominic@cinemad.net

Zabéry filmu jsou fragmenty armadniho zaznamu operace Anakonda
(Operation Anaconda), pfi niz byly v boji s Talibanem v severovychodnim
Afganistanu pouzity tzv. chytré bomby. Vojensky material z brezna roku 2002
zachycuje zamérovani cilt a znicujici tcinek vybuchtl. Zvukovou stopu tvori
hlasy dudstojnikd, nevzrusené popisujicich vysledky mise. Snimkovani Gtoku
zapada do obrazu svéta neviditelné zkazy, jak jej popisuji Jean Baudrillard
nebo Paul Virilio. Patri k nému vymezeni nepfitele jako ne-bytosti, ktera doko-
nale ilustruje abstraktni zlo, vic¢i némuz se vede boj. Hygiena (jako vzdélenost
od toho, koho zabijim) a imaginace (cil zprostfedkovany obrazem) jsou virtu-
alnim vzmachem, podminujicim hodnoty importované moralky a demokracie.
Tzv. chirurgicka operace je znakem nové strategie nadlidi - humanitarni valky.
Jeji arzenal je technologickym stejné jako politickym fenoménem. - Dominic
Angerame, autor desitek experimentalnich filmd, byl dvacet let reditelem
Canyon Cinema, jednoho z nejvyznamnéjsich distributor( avantgardnich a ex-
perimentélnich filmu.



The footage of the film comprises fragments of the army recording of an
operation called Operation Anaconda, in which so-called smart bombs were
used for the first time in the fight against Taliban in the northeast Afghanistan.
The army material shot in March 2002 records target aiming and the devastat-
ing effect of explosions. The soundtrack is made of voices of officers coolly
discussing the results of the mission. The aerial photography of the attack
perfectly fits in the picture of the world of invisible destruction as described by
Jean Baudrillard or Paul Virilio. It includes a definition of the enemy as a non-
being perfectly illustrating the fought evil. Hygiene (as keeping a distance from
whom [ kill) and imagination (target mediated through a picture) represent

a virtual ascent qualifying the values of imported morality and democracy.
So-called surgery is a sign of new strategy of supermen - humanitarian war.
Its arsenal is both a technological and political phenomenon. - Dominic
Angerame, the author of numerous experimental movies, was for 20 years

a director of Canyon Cinema, one of the most significant distributors of avant-
garde and experimental films.

USA 2004

B&W | DVD | 13"

DIRECTOR: DOMINIC ANGERAME
PHOTOGRAPHY: DOMINIC ANGERAME
EDITING: DOMINIC ANGERAME
SOUND: DOMINIC ANGERAME

Dominic Angerame
20 Romolo PC nrg | SF CA 94133 | USA
Tel: +415 982 22 77

dominic@cinemad.net
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OSTROV KVETIN

BRAZILIE 1989

BAR | 35MM | 127

REZIE: JORGE FURTADO

SCENAR: JORGE FURTADO

KAMERA: ROBERTO HENKIN, SERGIO AMON
STRIH: GIBA ASSIS BRASIL

HUDBA: GERALDO FLACH

Casa de Cinema de Porto Alegre
Porto Alegre - RS

Tel: 51 331 11| Fax: 51 331 3022
producao@casacinemapoa.com.br

www.casacinepoa.com.br

Ostrov kvétin je parodii, ale tézko fici ¢eho? Tematicky se zaméruje na ekono-
a Mmiku a je strukturovan podle tfi jejich slozek - vyroby, ob&hu a spotreby. Film
vyuziva zabéry jen jako doprovod. Casto deteritorizuje nam znamé banalni
skutecnosti a vytrhava je z obvyklého kontextu, ¢imz méni jejich vyznam.
Bezpochyby ho Ize svou formou zaradit do proudu postmoderniho uméni.
V prvni ¢asti jsme svédky obrazové definice nékterych pojmu a ve druhé casti
prevazuji obrazy, které chapeme jen diky uvédomeélé souvislosti s Gvodni ¢asti.
Jorge Furtado se pokusil o antidokument, kdy chtél zbavit obrazy své reprezen-
tativni hodnoty a vyuZzit je jako soucast vyssiho mechanického celku. (brazilska
avantgarda ve vybéru Davida Cerika)



Isle of Flowers is a parodie, but it is difficult to say of what. Thematically it
focuses on the economy and is structured on three basic elements - pro-
duction, circulation and consumption. The film uses filmed shots only as an
accompaniment. Often it demarcates banals facts well-known to us and tears
them from their usual context, whereby it changes their significance. The film's
format unquestionably classifies it in the ranks of post-modern art. In the first
part of the film we witness a visual definition of certain concepts, and the sec-
ond part is predominated by images that we are able to interpret only thanks
to the conscious association from the first part. Jorge Furtado has attempted
to create an anti-documentary, in which his aim was to strip the images of
their representative value and employ them as part of a higher mechanical
whole. (Films of the Brazilian Avant-Garde selected by David Cené&k)

BRASIL 1989

COL | 35MM | 127

DIRECTOR: JORGE FURTADO
SCRIPT: JORGE FURTADO
PHOTOGRAPHY: ROBERTO HENKIN,
SERGIO AMON

EDITING: GIBA ASSIS BRASIL
SOUND: GERALDO FLACH

Casa de Cinema de Porto Alegre
Porto Alegre - RS

Tel: 51 331 1111] Fax: 51 331 3022
producao@casacinemapoa.com.br

www.casacinepoa.com.br
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SLA-BI-KAR (URYVKY)

CESKA REPUBLIKA 2005 [ Lidska masa vzdy predstavuje metaforu, v niz se ztraci vdechny neokortikalni
BAR | DVD | 5730"" a ysy clovéka (kultura a civilizace) a vnimani se otevira starSim vrstvam mozkd a
NALEZENE ZAZNAMY tél. Cilem kratkého experimentu Sla-bi-kar bylo najit ve dvou minutach zazna-
KONCEPT: VIT JANECEK mu masového chovani takovou miru zpomaleni, které to, co je pri bézném sni-
KAMERA: RADOVAN SiGRY mani pouze metaforické, necha - diky zvukové stop€ - vyvstat i v konkrétnich

obsazich. Film je sou¢asné€ oslavou narodni hrdosti v jeji predlogické fazi.

Vit Janecek

+420 603 16 42 32



The human mass is a metaphor that swallows all neocortical features of man
(represented by culture and civilisation) and opens older layers of mind and
bodly for perception. The short experimental Syl-la-ba-ry tries to capture in
two minutes of recorded mass behaviour such a degree of deceleration that
would allow the metaphorical to become - by means of the soundtrack - par-

ticular. The film is also a celebration of national pride in its pre-logical phase.

CZECH REPUBLIC 2005

BAR | DVD | 5730""

FOUND / STOLEN FOOTAGE
CONCEPT: VIT JANECEK
PHOTOGRAPHY: RADOVAN S{GRY

Vit Janecek

+420 603 16 42 32
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ZVUK NEBOLI POJEDNANI O HARMONII

BRAZILIE 1984 ll Ve filmech Arthura Omara se hlas, zvuk, ticho, obrazy, pismena, tma, fotogra-
BAR | 35MM | 14” a fickéd zrnitost a barvy organizuji jako noty v hudbé. Snimek Zvuk neboli pojed-
REZIE: ARTHUR OMAR nani o harmonii je zalozen na proménéach zvuku a na stfihu, jenz zvuky a ob-
SCENAR: ARTHUR OMAR razy spojuje ne¢ekanym zpUsobem. Film kombinuje Sokujici zabéry s evokaci
KAMERA: ANTONIO LUZ, CARLOS AZAMBUJA historie, kazdodenni vizualni rutinu s estetikou videoklipu, je prosté didakticky.
STRIH: RICARDO MIRANDA Konkrétni obrazy zachycuji politické projevy, vypovédi byvalych partyzand,
ZVUK: HERON ALENCAR hodinu klaviru, praci zednik nebo kostel a budoucnost africké kultury v Bra-
UCINKUJi: CLAUDIO GONZAGA, zilii. Podle jednoho z dobovych kritikd jsme svédky fenomenologického cvic¢eni
ROLAND ZWICKER JR., SABINE, na téma zvuk jako vypovéd o nasi existenci, naSem vztahu ke svétu. (brazilska

LINDA RAZAL, CAMILO ATIE avantgarda ve vybéru Davida Cerika)



In the films of Arthur Omar the voice, sound, silence, images, letters, dark-
ness, photographic graininess and colour are arranged like notes in a musical
composition. The film O Som ou o Tratado de Harmonia (Sound, or a Treatise
on Harmony) is based on transformations of sound and editing, which join
sounds and images in unexpected ways. The film combines shocking foot-
age with historical events, the everyday visual routine with the aesthetics of
the video clip, and is simply didactic. The particular images capture political
speeches, statements made by partisans, piano lessons, bricklayers at work,
church and the future of African culture in Brazil. According to one contem-
porary critic we are witnesses of a phenomenological exercise on the topic of
sound as a statement about our existence and our relationship to the world.
(Films of the Brazilian Avant-Garde selected by David Cené&k)

BRASIL 1984

BAR | 35MM | 14~

DIRECTOR: ARTHUR OMAR
SCRIPT: ARTHUR OMAR
PHOTOGRAPHY: ANTONIO LUZ,
CARLOS AZAMBUJA

EDITING: RICARDO MIRANDA
SOUND: HERON ALENCAR
CASTS: CLAUDIO GONZAGA,
ROLAND ZWICKER JR., SABINE,
LINDA RAZAL, CAMILO ATIE
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ZDENKOVO KRESLO

CESKA REPUBLIKA 2005

CB | BETASP | 14”

REZIE: VIT PANCIR

SCENAR: VIT PANCIR, ZDENEK RUFFER
KAMERA: ViT PANCIR, ZDENEK RUFFER
STRIH: VIT PANCIR

ZVUK: JAN MAREK

HUDBA: FILIP TOPOL

Laboratore Alkay s.r.o.
Kuninova 1720 | 140 0o Praha | Ceské republika
Tel: +420 2 619 115 80

hana.pancirova@seznam.cz

Zakon gravitace je, ze vSechno pada, co silou-letem-vili neusiluje proti
padu... Postreh basnika Jakuba Demla otevira dilem animovany film, ktery je
zdznamem presunu sedmisetkilového kresla - objektu sochare Zdenka Ruffera
- na vrchol kopce ve volné krajin€. Ruffer vyucuje kresleni a modelovani na
stfedni vytvarné skole, kde si zaroven privydélava tiskem. Své sochy a objekty
neprodava - jsou mu prileZitosti k seberealizaci a zaminkou setkani s prateli.
Stézejni ¢asti snimku je proto cesta, na niz nekolik lidi tahne kamenné kreslo
ceskou krajinou, zavatou snéhem. Rezisér dokumentaci cesty pojima jako
vyzvu stavajicimu oficidlnimu stylu. Aby udrzel prozitek v surovém stavu, uziva
archaické formy zaznamu, kterad podtrhuje roztrepenost filmu a zanechava
spise graficky dojem. - ,Moje filmy jsou experimentalni asi proto, Ze postradaji
déjovou linku,” Fika Vit Pancit, vytvarnik a reZisér kratkych experimentalnich
filmG, ¢asto poetickych denikovych zéapis(, v nichz kreslenou i jinou animaci
spojuje s realnymi zabéry. Je také autorem hudebnich klipC skupiny Psi vojaci
(Ziletky, Kilian Nedory), jejichz hudba vétsinu jeho filma doprovazi. Praci
Zdenka Ruffera dokumentoval uz ve snimku Vzduch v auté (1998), v némz
sochar odléval betonové sochy z interiéru automobilu.



The law of gravitation means that everything falls that does not fight against
the fall by an effort of will... A quotation of the poet Jakub Deml opens an
animated film recording a transport of 700 kg chair - a work of the sculptor
Zdené€k Ruffer - to the top of a hill in the open landscape. Ruffer teaches
drawing and modelling at art high school, where he also earns some extra
money by printing. He does not sell his sculptures and objects - for him they
are an opportunity for self-realisation and an excuse to meet with friends.
Therefore, the main element of the film is a road on which several people drag
a stone chair through a Czech landscape covered in snow. The director per-
ceives documentation of the journey as a challenge of the existing official style.
In order to keep the experience as raw as possible, he uses archaic film forms
that underline the frazzled look of the film, and leave a graphical impression.

- “I think my films are experimental because they don't have any plot,” says Vit
Pancit, a graphic artist and a director of short experimental films, often-poetic
journal-like records, mixing different kinds of animation with shots of real-

ity. He is also an author of music clips of Psi vojaci (Ziletky, Kilian Nedory),

a band whose music accompanies most of his films. The work of Zdenék
Ruffer has been already documented in his film Vzduch v auté (1998), in which
the sculptor made sculptures cast in concrete using a car interior as a mould.

CZECH REPUBLIC 2005

B&W | BETA SP | 14°

DIRECTOR: VIiT PANCIR

SCRIPT: ViT PANCIR, ZDENEK RUFFER
PHOTOGRAPHY: ViT PANCIR,
ZDENEK RUFFER

EDITING: VIT PANCIR

SOUND: JAN MAREK

MUSIC: FILIP TOPOL

Laboratore Alkay s.r.o.
Kuninova 1720 | 140 oo Prague | Czech Republic
Tel: +420 2 619 115 80

hana.pancirova@seznam.cz
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JOSEF BOZEK

CESKA REPUBLIKA 2005 -
BAR | 16MM | 13~ P
REZIE: SIMON SPIDLA

SCENAR: SIMON SPIDLA

KAMERA: FILIP STURMANKIN

STRIH: SIMON SPIDLA

ZVUK: SIMON SPIDLA, STEFAN KOSTELNY,

KATERINA STURMANKINOVA

Simon Spidla / FAMU
Smetanovo nab¥ezi 2 | 116 65 Praha 1 | Ceska republika
tel: +420 221 197 211 | fax: +420 221 197 222

famu@famu.cz | www.famu.cz

Kratky film Simona Spidly, studenta stihové skladby FAMU, vzesel podle auto-
ra ze skutecné udalosti. Je tretim z jeho kontemplacnich filmd - predchazely
mu snimky Na naplavce (2003) a Posun (2004). Filmy ve své podstaté doku-
mentarni tak byly doplnény snimkem, ktery je mozno radit spise k filmim hra-
nym. Presto je jeho sdéleni opreno o jevy, které nebyly primo inscenovany pro
kameru, ale pouze se udaly - mezi lodi a filmem je prechod od nizsi pravdy
vidéného k vy33i pravdé nevidéného. ,Clovék nerozumi basni, pochopi-li jeji
myslenky nebo jeji slozité souvztaznosti, nybrz vnikne-li jejim prostrednictvim
do druhu existence, ktery tato basen predstavuje, je-li sém vyprovokovan k
jistému napéti, exaltaci nebo sebezniceni, je-li uveden do svéta, jehoz myslen-

o 1

kovy obsah je pouze jednim z prvk(.” (Maurice Blanchot)



A short film by Simon Spidla, a student of film editing at FAMU, is based,
according to the author, on real events. It is the third of his contempla-

tive films, the previous being Na naplavce [At the Rafting Yard] (2003) and
Posun [Shift] (2004). These essentially documentary films are joined by this
work, which can be classified more as a fiction film. Nevertheless, the film's
action is based on events that are not directly staged for the camera, they just
transpired before its lens - between the object and the film there is a transi-
tion from a lower, tangible truth to a higher intangible truth. “Man does not
understand a poem, by understanding its idea or its complex correlations,
but rather by entering through it into another kind of existence, which the
poem represents, by being provoked into a certain agitation, exaltation, or
self-destruction, by being brought into a world whose intellectual content is
just one of its elements.

CZECH REPUBLIC 2005

COL | 16MM | 13~

DIRECTOR: SIMON SPIDLA

SCRIPT: SIMON SPIDLA

PHOTOGRAPHY: FILIP STURMANKIN
EDITING: SIMON SPIDLA

SOUND: SIMON SPIDLA, STEFAN KOSTELNY,
KATERINA STURMANKINOVA

Simon Spidla / FAMU
Smetanovo nabfezi 2 | 116 65 Prague 1 | Czech Republic
Tel: +420 221197 211 | Fax: +420 221 197 222

famu@famu.cz | www.famu.cz
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HLEDAN|{ NOVEHO STRIHU

CESKA REPUBLIKA 2003

BAR | BETA SP | 23°

REZIE: HANA VALENTOVA

KAMERA: DARKO STULIC, PETR BEDNAR
STRIH: JAKUB SYKORA

ZVUK: MAREK MUSIL

Andrea Mackova / FAMU

Smetanovo nabFezi 2 | 11000 Praha 1| Ceska republika

Tel: +420 221 197 263

www.famu.cz

Tri mladé zZeny dostanou od autorky svatebni Saty, kameru Bolex a kratkou

a lekci zékladd prace s kamerou. Zeny maji za tkol premyslet o roli svatebnich

Satl v jejich Zivoté, zapisovat sva pozorovani a Uvahy do deniku a natacet fil-
mové zabéry, které s nimi souviseji. Vysledny filmovy tvar je vystavén z téchto
zabérl a zapiskl spojenych se situacemi a momenty, které s Zenami natocila
rezisérka. Prvni Zena je matka dvou déti a studentka fotografie, Saty jsou ji
nepfijemné a zahy jim odstrihne vlecku. Druhda Zena nemuze k Satim nalézt
konkrétni vztah, jsou pro ni objektem, ktery ve svém byté pozoruje a filmuje.
Rozpustilou touhou treti Zeny je nezavazné€ provétrat svatebni Saty jizdou na
motorce kastanovou aleji; vylet se ji podari a bilé svatebni Saty vlaji za motor-
kou Fizenou muzZem, s nimz se hrdinka sezndmila na inzerat. Miroslav Janek,
vedouci bakalarské prace Hany Valentové, k jejimu filmu napsal: ,Film je plny
vytvarné atmosféry a zahadného napéti, které kolem sebe dovedou Zeny tak
mistrné vytvaret. Zaroven je plny n€hy, jemné provokace, smutku a odhodlani.
Jednoduchy, tichy a pasobivy.”



Three young women receive wedding dresses from the director, along with a
Bolex camera and a short lesson on the basics of how to work with a camera.
The women'’s task is to think about the role of the wedding dress in each of
their lives, record their observations and thoughts in a diary, and film what
relates to this. The film’s final form comprises these shots and notes, com-
bined with the situations and moments the director shot of the women. The
first woman is the mother of two children and a student of photography; she
finds the wedding dress unpleasant and quickly cuts off its train. The second
woman is unable to develop any specific relationship to the dress, for her it
is an object that she looks at and films in her flat. The mischievous longing of
the third woman is to “air out” the wedding dress in a footloose motorcycle
ride down an avenue of chestnut trees; she succeeds in doing just this, and
the white wedding dress flutters and waves behind a motorcycle driven by

a man the woman met through an ad. Miroslav Janek, who supervised Hana
Valentova's bachelor dissertation, wrote of her work: “the film is alive with an
atmosphere of creativity and the mysterious tension that the women manage
so masterfully to create. At the time it is full of tenderness, gentle provocation,
sadness, and resolve. Simple, hushed, and impressive.”

CZECH REPUBLIC 2003

BAR | BETA SP | 23°

DIRECTOR: HANA VALENTOVA
PHOTOGRAPHY: DARKO STULIC,
PETR BEDNAR

EDITING: JAKUB SYKORA
SOUND: MAREK MUSIL

Andrea Mackova / FAMU
Smetanovo nabfeZi 2 | 11000 Prague 1 | Czech Republic
Tel: +420 221197 263

www.famu.cz
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PRIBEH O UPLAKANEM VELBLOUDOVI

MONGOLSKO, NEMECKO 2003

BAR | 35MM | 877

REZIE: BYAMBASUREN DAVAA,

LUIGI FALORNI

SCENAR: BYAMBASUREN DAVAA,

LUIGI FALORNI

HUDBA: MARCEL LENIZ, MARC RIEDINGER
HRAJI: CHIMED OHIN, AMGAABAZAR
GONSON, ZAVELJAMZ NYAM, IKHBAYAR
AMGAABAZAR, ODGEREL AYUSCH,
ENKHBULGAN IHKBAYAR

Asociace ¢eskych filmovych klub

www.artfilm.cz

V pousti Gobi na jihu Mongolska pomaha rodina kocujicich pastevct velbloudi
samici, kterd praveé privadi na svét mladé. Po tézkém vrhu se podari novoroze-
ného velblouda zachranit. Je to vzacny albin, kterého ale matka vzapéti zavrh-
ne a velbloudé€ s bilou srsti nechce pripustit k mléku. Jedinou nadéji k jeho
zachrané je starodavny ritual Hoos, ktery umi vykonat hudebnik ze vzdalené
vesnice. A tak se dva bratfi vydavaji na cestu pousti az do méstecka Aimaku,
kde se poprvé setkavaji s civilizaci... Absolventsky snimek studentt Vysoké
filmové skoly v Mnichové (rezisérka je Mongolka, rezisér Ital) balancuje na
hranici mezi dokumentaci a fabuli hraného filmu, do niz uvadi skute¢né pas-
tevce. Aniz by vyuZzival komentare, popisuje snimek jejich Zivotni prostor s et-
nografickou zevrubnosti, kamera nezicastnéné¢ li¢i prostredi pasteveckych jurt,
bloudy i samotné chovani zvirat. Odmitnuti mladéte pokracuje pribéhem cesty,
ktera v détech utvari védomi civilizace a jejich technologii. Inscenovanym
zkoumanim v $ir§im horizontu prirody navazuji tvarci na dédictvi Roberta
Flahertyho, i oni si osvojuji prirozeny svét filmem tak, aby jim vytvofili ramec
kazdodenniho chovani. ,Nevinny pohled se nakonec stal uréujici formou vyja-
dreni poselstvi filmu. Kazdy zabér jsme koncipovali jako pohled z okna. | kdyz
to neznamena Uplné dokumentarni formu pozorovani. Nékteré akce, potiebné
pro strukturu pribéhu, které se neobjevily béhem nataceni jednotlivych zébeé-

X u

rli, jsme se souhlasem rodiny natocili dodate¢né.” (Luigi Falorni)



In the Gobi desert in southern Mongolia a family of nomadic shepherds helps
a female camel that is just giving birth. After a difficult birth they manage to
save the newborn camel, a rare albino, but the mother soon after rejects the
white-coated young camel and refuses to give it milk. The only hope of sav-
ing the camel is through ancient ritual known as Hoos that only a musician
from a distant village knows how to perform. And so two brothers set out on

a journey through the desert to the town of Aimaku, where they encounter civ-
ilization for the first time... This graduation film by students from the Munich
film School (the film is directed by a Mongolian woman and an Italian man)
balances on the borderline between documentary film and a fiction film into
which real shepherds are introduced. Without using any commentary, the film
describes the people’s living space in ethnographic detail, the camera impar-
tially depicts the environment of the shepherd yurts, in which four generations
live together, presents their worries about the sheep, the camels, and even
about the raising of animals. The rejection of the young camel continues in the
story of the journey, which awakens in the two youths an awareness of civiliza-
tion and its technology. Through a staged study in the broader perspective

of nature the film's creators draw on the legacy of Robert Flaherty, and they
appropriate the natural world through film in order to create the framework
of everyday behaviour. “The innocent view in the end became the decisive
form of expression of the mission of film. We conceived each shot like a view
from a window. Even though this means it is not a purely documentary form of
observation. With the family’s agreement we filmed some events essential to
the structure of the story that did not appear during the filming of individual
shots afterwards.” (Luigi Falorni)

MONGOLIA, GERMANY 2003

COL | 35MM | 877

DIRECTOR: BYAMBASUREN DAVAA,
LUIGI FALORNI

SCRIPT: BYAMBASUREN DAVAA,

LUIGI FALORNI

MUSIC: MARCEL LENIZ, MARC RIEDINGER
CAST: CHIMED OHIN, AMGAABAZAR
GONSON, ZAVELJAMZ NYAM, IKHBAYAR
AMGAABAZAR, ODGEREL AYUSCH,
ENKHBULGAN IHKBAYAR

www.artfilm.cz
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BRASILERINHO

BRAZILIE, FINSKO, SVYCARSKO 2005
BAR | 35MM | 90”

REZIE: MIKA KAURISMAKI

SCENAR: MARCO FORSTER,

MIKA KAURISMAKI

KAMERA: JACQUES CHEUICHE
STRIH: KAREN HARLEY

ZVUK: CARLOS DE ANDRADE
HUDBA: CHORO, BRAZILSKA HUDBA

Marianna Films Oy
Punavuorenkatu 5a | oo120 Helsinki | Finland

contactus@marfilm.pp.fi

Loic Magneron

Wide Management Entreprise Sarl |

42bis, rue de Lourmel | 75015 PaFiz | Francie
Tel. +33 15395 0464 | Fax +33 1 5395 0465

wide@widemanagement.com

ktery je starSim bratrem Akiho Kaurismakiho, o némz rika: ,On je vice auto-
rem, zatimco ja se citim byt hlavné filmovym rezisérem a dokumentaristou.

A na rozdil od ného pohybuji kamerou.” Napfi¢ nejvétsi zemi Jizni Ameriky se
vydal jiz ve snimku Rytmy Brazilie (Moro No Brasil, 2002), ktery byl osobnim
vyznanim lasky finského majitele hudebniho klubu v Rio de Janeiru k mnoho-
tvarnym a multikulturnim rytmdm brazilské hudby. Béhem ctyfi tisice kilomet-
rt dlouhé cesty krajinou potkaval rezisér muzikanty, zpévaky a tanec¢niky, pred-
stavujici rozmanitost rtiznych styld, pro néz je hudba neoddélitelnou soucasti
kazdodenniho Zivota a zaroven spontannim prostiredkem vyjadreni emoci.
4Vétsina cizincl zné pouze bosa novu nebo sambu, ale v Brazilii miZete obje-
vit mnohem vic - maracatd, frevo, coco, forré, emboladu a dalsi styly,” rika
Mika Kaurisméaki a ve svém novém snimku Brasileirinho predstavuje divakim
historii a nevsedni vitalitu jednoho z nejoriginalnéjsich brazilskych hudebnich
stylt - choro. Choro vzniklo pred sto tficeti lety jako prvni skute¢né brazilska
instrumentalni hudba a ¢asem se vyvinulo do fascinujici podoby moderni tro-
pické muziky, které v sobé nesla prvky evropskych i afro rytmd. Choro bylo
az do dvacatych let minulého stoleti prfednim hudebnim stylem Brazilie a po-
stupem casu se z n€j vyvinuly samba a bosa nova. Po letech upadku se choro
ocitd znovu na vysluni.



Mika Kaurisméki, who in recent years has been living in Brazil, is the older
brother of Aki Kaurismaki, about whom he says: “He’s more creative, while

| feel myself to be mainly a film director and documentary filmmaker. And
unlike him | move with the camera.” He has already set out across Brazil, the
largest country in South America, in his film Moro No Brasil (2002), which
was a personal declaration of love by the Finnish owner of a music club in

Rio de Janeiro for the manifold and multicultural rhythms of Brazilian music.
During the 4000-km journey through the Brazilian landscape, the director
encounters musicians, singers, and dancers who represent a diversity of styles
and for who music is an integral part of their everyday lives while equally also
a spontaneous medium for expressing their emotions. “The majority of for-
eigners know only bossa nova or samba, but there is much more in Brazil to
discover - maracatq, frevo, coco, forré, embolada and other styles”, says Mika
Kaurismaki, and in his new film Brasileirinho he presents viewers with the his-
tory and the remarkable vitality of one of the most original Brazilian musical
styles - choro. Choro emerged a hundred and thirty years ago as the first gen-
uinely Brazilian instrumental music, and in time it evolved into a fascinating
form of modern tropical music, which contains some elements of European
music and Afro rhythms. Until the 1920s choro was the most prominent musi-
cal style of Brazil, and it gradually gave rise to samba a bossa nova. After years
in the sidelines choro is again beginning to take centre stage.

BRASIL, FINLAND, SWITZERLAND 2005

COL | 35MM | g0~

DIRECTOR: MIKA KAURISMAKI

SCRIPT: MARCO FORSTER, MIKA KAURISMAKI
PHOTOGRAPHY: JACQUES CHEUICHE

EDITING: KAREN HARLEY

SOUND: CARLOS DE ANDRADE

MUSIC: CHORO, THE BRAZILIAN URBAN MUSIC

Marianna Films Oy
Punavuorenkatu 5a | oo120 Helsinki | Finland

contactus@marfilm.pp.fi

Loic Magneron

Wide Management Entreprise Sarl |

42bis, rue de Lourmel | 75015 Paris | France
Tel. +33 15395 0464 | Fax +33 15395 0465

wide@widemanagement.com
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BODYSONG

VELKA BRITANIE 2002

BAR | 35MM | 83~

REZIE: SIMON PUMMELL

SCENAR: SIMON PUMMELL

VYBER OBRAZU: ANN HUMMEL, AILEEN
MCALLISTER

STRIH: DANIEL GODDARD

HUDBA: JONNY GREENWOOD

Hot Property Film Ltd.
27 Newman Street | WiT 1PP Londyn | Velka Britanie
Tel: + 44 20 73 23 94 66 | Fax: + 44 20 73 23 94 67

www.hotpropertyfilms.com | www.pummell.com

Snimek britského reziséra experimentalnich filmd Simona Pummella je
antropologickou kol&zi tematicky ur¢enou obdobimi lidského Zivota, ktery
poznamenava neustaly boj o preziti. Spojeni spermie s vajickem tak predur-
¢uje budouci formy komunikace, kdy jednu z nejvyznamnéjsich predstavuje
nasili na druhych, v némz splyvaji konzumni zabava, sex, politické ideologie

a valky. Zaverecna kapitola je zasvécena lidské vire a touze ¢lovéka po vzdeé-
lani a duchovni cesté. RezZisér pouziva stovky prevzatych zabérl z popular-
né-védeckych filmd, dobovych tydenikl, amatérskych snimkd i autorskych
uméleckych filma, véetné Muze s kinoaparatem Dzigy Vertova a experimentl
Mayi Derenové - kazdy zabér ma svoji historii, jiz Ize dohledat v internetovém
pokracovani filmu na strdnkach www.bodysong.com. Tematické okruhy filmu
doprovazi hudba Jonnyho Greenwooda, kytaristy skupiny Radiohead. Kolaz
je prevazné urcena sexualitou a télesnosti, k nimz se kauzalné prirazuje smrt,
i ona podminuje vniméani, vasné a instinkty. Snimek je ale spis evidenci téch-
to fenoménd, nikoli celkem jejich hypnotické vnitini svazanosti - psychické
fenomény filmu jsou totiz vzpominkou na jiné kinematografické obrazy, a je-
nom diky témto predcasnym interpretacim funguji jejich mnohotvarné vazby.
Podobné jistda amoralni slast filmu, ta skryta pritomnost sily, proudi z kosmu
kinematografie, z jeho souvislosti a spojeni, nikoli ze strukturni organizace
samotného filmu. Vyznam pisné téla tak spociva v uvédomeéni si jakési predjed-
nané harmonie kinematografie, jiz stvoreného radu, ktery mdze byt v rliznych
Urovnich evidence znovu ustavovan, rozvijen a proménovan.



The film by the British director of experimental films, Simon Pummell, is an
anthropological collage thematically based on the phases of human life, which
is marked by the constant struggle for survival. The joining of sperm and egg
thus predestines future forms of communication, one of the most significant
of which is violence against others, in which consumer entertainment, sex,
political ideology and war are fused. The concluding chapter is devoted to
human faith and man’s longing for knowledge and a spiritual path. The direc-
tor uses hundreds of borrowed shots from popular-science films, contempo-
rary weeklies, amateur film shots, and creative, artistic films, including Man
with a Movie Camera by Dziga Vertov, and the experimental work of Maya
Deren - every shot has its own history, more about which can be found in an
internet extension of the work at www.bodysong.com. The thematic sections
of the film are accompanied by music by Jonny Greenwood, guitarist from the
group Radiohead. Sex and the physical body are primarily what shape this
collage, with the causal addition of death, as even death qualifies perceptions,
passions, and instincts. The film is however a register of these phenomena,
not a unit of their hypnotic inner bonding - the psychological phenomena of
the film are reminiscent of other cinematographic images, and only thanks to
these advance interpretations do the multifaceted links work. Similarly, the
film’s amoral pleasure, the hidden presence of force, stems from the cosmos
of cinematography, from its connections and contexts, not from the structural
organisation of the film itself. The significance of Bodysong thus consists in an
realization of some sort of pre-negotiated cinematographic harmony, a pre-
established order that can at various levels of the body of work be re-estab-
lished, elaborated and transformed.

GREAT BRITAIN 2002

COL | 35MM | 83~

DIRECTOR: SIMON PUMMELL
SCRIPT: SIMON PUMMELL
IMAGE SEARCH: ANN HUMMEL,
AILEEN MCALLISTER

EDITING: DANIEL GODDARD
MUSIC: JONNY GREENWOOD

Hot Property Film Ltd.
27 Newman Street | W1T 1PP London | Great Britain
Tel: + 44 20 73 23 94 66 | Fax: + 44 20 73 23 94 67

www.hotpropertyfilms.com | www.pummell.com
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PRIBEH MODRE PLANETY

FRANCIE, ITALIE 2004

BAR | 35MM | 80”

REZIE: CLAUDE NURIDSANY, MARIE PERENNOU
SCENAR: CLAUDE NURIDSANY, MARIE PERENNOU
KAMERA: PATRICE AUBERTEL, WILLIAM
LUBTCHANSKY, CLAUDE NURIDSANY,

MARIE PERENNOU, CYRIL TRICOT

STRIH: MARIE-JOSEPHE YOYOTTE,

PAULINE CASALIS

ZVUK: BRUNO CHARIER, GERARD LAMPS
HUDBA: BRUNO COULAIS

SPI International Czech republic s.r.o.
Nad Ondfejovem 12 | 140 oo Praha 4
Tel.: +420 261 221 366 | Fax: +420 261 221 375

spi@spi-film.cz | www.spi-film.cz

Po Sesti letech usilovné prace dokonili francouzsti filmari-prirodovédci
Claude Nuridsany a Marie Pérennouova dalsi dokumentarni film, v némz sle-
dovani procest v zivé prirodé prerlsta v ivahu o obecnych principech, které
rFidi usporadani svéta. V predchazejicim snimku Mikrokosmos zprostredkovali
divakiim jeden den na louce s pomoci modelu hrané kinematografie, kdy
hmyzu a drobnym Zivocichdim priradili charakteristiky postav, které v zanro-
vé obménovaném prib&éhu naplfiovaly pravidla vypravéni. V Pribéhu modré
planety se od mikrokosmu obraceji k makrokosmu a zkoumaji zakladni otazky
geneze svéta a stvoreni Elovéka. Cernodsky herec Sotigui Kouyaté v roli afric-
kého griota (radce, ceremoniare ¢i umélce) vypravi mytus o vzniku vesmiru

a ¢lovéka: Zit znamena tkat pribéh z tenkych nitek mezi za¢atkem, na né&jz si
nevzpominame, a koncem, o némz nevime nic. Pravé mytus uréuje paralelu
mezi vesmirem a jednotlivym Zivym organismem, mezi celkem a &asti. V pojeti
autory predstavuje oboji casovou povahu nepojmenovatelné existence - zro-
zeni a zanik patri k vesmiru stejné jako ke kazdému organismu. Proména
hmoty v zZivot prinasi pojmy, jako jsou prostor a cas, filozoficka explikace
spojuje obrazy pareni, plozeni a smrti. Shluk atom, z nichz je ¢lovék stvo-
ren, zanikne, stejn€ jako umiraji hvézdy, ale v cyklu vé¢ného navratu je zanik
predpokladem trvani. Filmarska dvojice a trojice kameraman( pracovala na
rtznych mistech planety a v praxi vyuzila jak moderni technologie, tak dédictvi
filmové rec¢i moderniho dokumentu. | diky jejimu dokonalému zvladnuti se
podobné jako v dilech Jeana Painlevého stavéa obraz svéta vysostné estetickym
Uzemim. Vyznamny podil na splyvani konkrétniho s hloubavou vizi méa zvukovy
design Bruna Coulaise.



After six years of solid work the French filmmaker-scientists Claude Nuridsany
and Marie Pérennou have completed another documentary film, in which their
observation of the processes in the natural world evolves into a reflection on
the general principles that determine the way in which the world is arranged.
In their previous film, Microcosmos, they presented viewers with a day in the
life of a field, applying a model of fictional cinematography, wherein insects
and small creatures are assigned the features of characters, which in an
exchange of genres fulfil the rules of narrative. In Genesis they turn from the
microcosm to the macrocosm, and examine basic questions about the origin
of the world and the creation of man. The black actor Sotigui Kouyaté, in the
role of an African griot (advisor, ceremonial leader, and artist), relates the
myth about the birth of the universe and man: To live means to weave a tale
from fine threads between the beginning, which we have no memory of, and
the end, about which we know nothing. It is the myth that determines the
parallel between the universe and an individual living organism, between the
whole and the part. In the authors’ conception, both represent the temporal
nature of existence - origin and end are as much a part of the universe as they
are part of every organism. The transformation of matter into life evokes con-
cepts like space and time, and philosophical elucidation joins images of mat-
ing, procreation, and death. The cluster of atoms that comprise man expires
just as stars die, but in the cycle of eternal return expiry is the precondition

of duration. The pair of filmmakers and three cameramen worked in various
parts of the planet to create the film and used both modern technology and
the heritage of the film language of modern documentary. Its perfect mastery,
like in the works of Jean Painlevé, produces a supremely aesthetic image of the
world. Bruno Coulaise’s sound design also plays an important role in consoli-
dating a concrete and profound vision.

FRANCE, ITALY 2004

COL | 35MM | 80°

DIRECTOR: CLAUDE NURIDSANY, MARIE PERENNOU
SCRIPT: CLAUDE NURIDSANY, MARIE PERENNOU
PHOTOGRAPHY: PATRICE AUBERTEL, WILLIAM
LUBTCHANSKY, CLAUDE NURIDSANY,

MARIE PERENNOU, CYRIL TRICOT

EDITING: MARIE—JOSEPHE YOYOTTE,

PAULINE CASALIS

SOUND: BRUNO CHARIER, GERARD LAMPS
MUSIC: BRUNO COULAIS

SPI International Czech republic s.r.o.
Nad Ondrejovem 12 | 140 oo Prague 4 | Czech republic
Tel.: +420 261 221 366 | Fax: +420 261 221 375

spi@spi-film.cz | www.spi-film.cz

NAMESTI / SQUARE






<=

E

=

SooooS0oodoa

ettt e cca-

L]

3

‘
Sd
s
"o \." \
tll\ rlu

bos

CE A T d




KUBA INKOGNITO

CESKA REPUBLIKA 2004, 57°
REZIE: ZORA CEJNKOVA
KAMERA: DANIEL SOUCEK, DAVID BARRIE

Ceska televize
Kavéi hory | 140 70 Praha 4 | Ceské republika
Tel.: +420 261 131 111 | Fax: +420 261 218 599

www.czech-tv.cz

Dokumentarni film Zory Cejnkové. Ackoli autorka nedostala oficialni povoleni,
natocila zivot v Havang, Trinidadu, Plaju Largu, Varaderu i v horach ve vnitro-
zemi takovy, jaky je, predevsim v rozhovorech nejen s mistnimi lidmi, ale i s té-
mi, kteri maji k tomuto teritoriu hlubsi vztah. Jak se na Kubé bydli, nakupuje,
jezdi, chodi v priivodu, s jakymi se tam miZeme setkat zviraty i to, jak tam
prijimaji turisty a jaky je jejich vztah k jejich vadci. ,Kubanci jsou stale hrdi na
svou samostatnost. Ale ozyva se i kritika totalitni moci Fidela Castra. Situaci si
maloktery Kubéanec dovoli glosovat po politické linii. Rad€ji se prezentuji tan-
cem a prirodnimi krasami své zemé,” dodava autorka dokumentu.

SOUCASTI PROGRAMU MEZINARODNIHO FESTIVALU DOKUMENTARNICH FILMU
JIHLAVA JE | LETOS SPECIALNI PROMITANI CESKE TELEVIZE, HLAVNIHO MEDIAL-
NiHO PARTNERA FESTIVALU. NAVSTEVNiIKUM BUDOU PREDSTAVENY NEKTERE
Z NEJNOVE]SICH DOKUMENTU Z TVORBY CT.



A documentary by Zora Cenjkova - even though the director did not receive CZECH REPUBLIC 2004, 57
official permission, she managed to record life as it is lived in La Habana, DIRECTOR: ZORA CEJNKOVA
Trinidad, Playa Largo, and Varadero as well as the inland mountainous areas PHOTOGRAPHY: DANIEL SOUCEK,
of Cuba. Not only in conversations with the inhabitants of these places, but DAVID BARRIE

also with people who deeply relate to it. Learn what it is like to live, shop,
commute, and march in parades in Cuba, what kind of animals one might
encounter there, as well as how Cubans receive tourists and how they feel
about their commandante en jefe. “Cubans continue to be proud of their
independence. Yet, critical voices of the totalitarian rule of Fidel Castro are
also heard. Few Cubans dare to comment on the situation along political lines.
They prefer to present themselves through dance and the beauty of their
native land,” says the author of the documentary.

FORUM CT / CZECH TELEVISION FORUM

AS IT DID LAST YEAR, THE INTERNATIONAL DOCUMENTARY FILM FESTIVAL FEA- Czech Television

TURES A SPECIAL PROGRAM OF CZECH TELEVISION SCREENINGS - AS CZECH Kavci hory | 140 70 Prague 4 | Czech Republic
TELEVISION IS THE MAIN MEDIA PARTNER OF THE FESTIVAL. FESTIVAL VIEWERS Tel.: +420 261131 111 | Fax: +420 261 218 599
WILL HAVE THE OPPORTUNITY TO SEE SOME OF THE NEWEST DOCUMENTARIES www.czech-tv.cz

PRODUCED BY CZECH TELEVISION.
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VALKA V PAMETI ZEN

CESKA REPUBLIKA 2005, 57
REZIE: DAGMAR SMRZOVA
KAMERA: JAKUB KOLAR

Ceska televize
Kavéi hory | 140 70 Praha 4 | Ceské republika
Tel.: +420 261 131 111 | Fax: +420 261 218 599

www.czech-tv.cz

Zily na tzemi byvalého prvorepublikového Ceskoslovenska. Dospivaly, ¢ekaly
Stésti a lasku, misto toho do jejich osudu tragicky zasahla druha svétova valka.
Sest riiznych Zivotnich piib&htl zen poznamenanych vale¢nymi hriizami vypra-
vé€ji: Katerina PoSova nadosmrti poznamenana vycitkou, Ze jeji vinou zbytecné
zahynula matka v lotySském koncentraénim tabore. Doris Donovalova, ktera

v Tereziné prozila nejvétsi lasku svého Zivota a dobrovoln€ se za ni vydala do
Osvétimi. Véra Zahourkova, pomahajici svému otci v odbojové ¢innosti na
svobodé i v terezinské pevnosti. Stanislava Zvérinova, totalné nasazena v Né-
mecku, sugestivné licici boj o preziti v nacisty utajovanych tovarnéch, ostrelo-
vanych spojenci. Podplukovnice Ceskoslovenské armady Véra Ticha, popisujici
dramatickou cestu z Buzuluku do Prahy. Dokumentem provazi Helga Wilms,
vzpominajici na svého otce, ktery od pocatku ostr'e vystupoval proti nacistim,
a presto byl po vélce i s rodinou odsunut do Némecka. Zeny vnimaji vale¢né
udalosti jinak nez muzi. Pravé proto stoji thel jejich pohledu za zaznamenani.
Dokument natocila rezisérka Dagmar Smrzova. Autorkou projektu, ktery pod-
pofila Ceska rada pro obéti nacismu a dale Cesko-némecky fond budoucnosti
a Nadacni fond obétem holocaustu, je Pavla Frydlova.

Film vznikl v koprodukci Ceské televize a Gender Studies, o.p.s..



They lived on the territory of what was Czechoslovakia during the First CZECH REPUBLIC 2005, 57 °
Republic. They grew up expecting happiness and love - and instead the DIRECTOR: DAGMAR SMRZOVA
Second World War tragically changed their fates. Six different stories of DIR. OF PHOTOGRAPHY: JAKUB KOLAR

women who were marked by the terrors of war - Katerina PoSové4, haunted

by feelings of guilt for her mother’s death in a concentration camp in

Latvia. Doris Donoval, who met the love of her life in Theresienstadt, vol-

untarily following her love to Auschwitz. Véra Zahourkova, who helped her

father in resistance activities, both at large and inside the Small Fortress

in Theresienstadt. Stanislava Zvérinova, who survived the Totaleinsatz in

Germany, describes her ordeal in secret Nazi factories bombed by the Allies.

Lieutenant Colonel of the Czechoslovak Army Véra Ticha, gives an account of

her dramatic journey from Buzuluk to Prague. Throughout the documentary,

Helga Wilms remembers her father, who from the start was sharply critical of o & & & & & & & & 0 e f e e e e e e e = = = =

FORUM CT / CZECH TELEVISION FORUM

the Nazis, and yet after the war was expelled to Germany together with his Czech Television

family. Women experience war differently from men. That is precisely why Kavci hory | 140 70 Prague 4 | Czech Republic
their point of view is worth recording and remembering. The film was shot by Tel.: +420 261131111 | Fax: +420 261 218 599
the director Dagmar Smrzové, author of the project supported by the Czech www.czech-tv.cz

Council for the Victims of Nacism as well as the Czech-German Future Fund
and the Foundation for the Victims of the Holocaust, Pavla Frydlova.

The film was created in coproduction with Czech Television and Gender
Studies, o.p.s.
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KDYZ SE PLAC SMEJE

CESKA REPUBLIKA 2004, 28° ll
REZIE: JAROSLAV HOVORKA l.
KAMERA: PETER BENA

Ceska televize
Kavéi hory | 140 70 Praha 4 | Ceské republika
Tel.: +420 261 131 111 | Fax: +420 261 218 599

www.czech-tv.cz

Nacistickd propaganda mluvila o terezinském koncentraku jako o méstu spo-
kojenych a $tastnych Zidt. Divadelni predstaveni, koncerty a jiné kulturni akce,
které vézni organizovali zpocatku tajné€, nacistdim poslouzily za priklad. Rezisér
Jaroslav Hovorka nasel nékolik pamétnikd z rad véznl. Svédectvi Z. Fantlové,
J. Fischera a F. Misky tak po letech vypovidaji o zrddnosti mezni situace, v niz
bylo vézndm dovoleno pred transportem do vyhlazovacich tdboru treba zahrat
si divadlo, cozZ je do¢asné udrzovalo pfi Zivote.



Nazi propaganda presented the Theresienstadt concentration camp as a town CZECH REPUBLIC 2004, 28"
of happy Jews. Theatre productions, concerts and other cultural events were DIRECTOR: JAROSLAV HOVORKA
organized by the prisoners - secretly at first - and then exploited by the Nazis PHOTOGRAPHY: PETER BENA

for their own propaganda purposes. Many years later the testimonies of Z.
Fantlova, ]. Fischer and F. Miska illustrate the horrors of an extreme situation,
where before transport to extermination camps prisoners were allowed to
entertain themselves by staging theatre plays, which temporarily kept them
alive.

Czech Television

Kavci hory | 140 70 Prague 4 | Czech Republic
Tel.: +420 261131 111 | Fax: +420 261 218 599

www.czech-tv.cz
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PARALELNi PORTRET

CESKA REPUBLIKA 2005, 56°
REZIE: JAROSLAV BRABEC
KAMERA: TOMAS SYSEL

Ceska televize
Kavéi hory | 140 70 Praha 4 | Ceské republika
Tel.: +420 261 131 111 | Fax: +420 261 218 599

www.czech-tv.cz

Herecka Vlasta Chramostova a kameraman Stanislav Milota v dokumentarni
studii Jaroslava Brabce. Dva lidské a umélecké pribehy, které maji pres nescet-
né odliSnosti mnoho spole¢ného. Stanislav Milota, narozen 1933 v Praze na
Zizkové. Asistent kamery, ost¥i¢ ve Filmovém studiu Barrandov. Jako kamera-
man debutoval v roce 1963 a o pét let pozdé€ji natodil svij posledni film, ktery
se vSak radi k t€m nejvyznamnéjsim, které byly v historii ceské kinematografie
natoceny. Muz Vlasty Chramostové. Vlasta Chramostova, narozena 1926 v Brné
na Kralovée poli. Herecka, ¢lenka Narodniho divadla v Brné, pozdé¢ji Divadla

na Vinohradech. V roce 1965 ocenéna titulem ,zaslouzila umélkyné” a ani ne
za deset let poté sice nepsanym, ale zato totalnim zakazem umélecké cinnosti.
Clenka ¢inohry Narodniho divadla a Zena Stanislava Miloty.



Actress Vlasta Chramostova and cinematographer Stanislav Milota feature in
this documentary essay by Jaroslav Brabec. Two stories of lives and art, that in
spite of countless differences also have a great deal in common.

Stanislav Milota, born in 1933 in the Zizkov neighbourhood in Prague. Worked
as an assistant cameraman and focus puller at the Barrandov studios. His
debut as a director of photography came in 1963 - and only five years later he
made his last film, which, however, belongs among the seminal works in Czech
cinema. Married to Vlasta Chramostova. Vlasta Chramostova, born in 1926 in
Brno at Kralovo pole. Actress, member of the National Theatre in Brno, later
also of the Theatre Na Vinohradech in Prague. In 1965 awarded the title “Artist
of Outstanding Merit”, and barely four years later banned by an unwritten,
but totally effective decree from all activity. Member of the National Theatre,
Prague. Married to Stanislav Milota.

CZECH REPUBLIC 2005, 56°
DIRECTOR: JAROSLAV BRABEC
PHOTOGRAPHY: TOMAS SYSEL

Czech Television
Kavci hory | 140 70 Prague 4 | Czech Republic
Tel.: +420 261131 111 | Fax: +420 261 218 599

www.czech-tv.cz
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O DVACATE PATE HODINE

CESKA REPUBLIKA 2005, 57
REZIE: JAN SOUKUP

KAMERA: ROBERT NOVAK
SCENAR: ALENA PETRUZELKOVA,
JAN SOUKUP

Ceska televize
Kavéi hory | 140 70 Praha 4 | Ceské republika
Tel.: +420 261 131 111 | Fax: +420 261 218 599

www.czech-tv.cz

V leto$nim Fijnu uplyne sto let od narozeni predniho ¢eského basnika a pre-
kladatele Vladimira Holana. Literature se zacal vénovat uz po maturité jako
urednik prazského Penzijniho Ustavu, kde byl zaméstnan sedm let. Pozdéji byl
redaktorem umélecké besedy Zivot. Jako jeden z mala autorii své doby byl
spise nepoliticky. Vyjimku v jeho tvorbé tvoii pouze jeho reflexe ,Mnichova”

z roku 1938 (Odpovéd Francii). Holan se snazil proniknout do podstaty lidské-
ho nitra, patral po otazkach byti. V jeho dile hraje velkou Glohu tajemstvi Zivo-
ta, lasky, smrti a Casu. Lyrické sbirky, napr. Zpév trikrélovy, Prvni testament,
Sbohem aj., jsou vétsinou odpoutané od reality. Basnik se v nich zaméruje na
své nitro. Holanova poezie pasobi ponure a chmurné. Objevuje se v ni casty
motiv smrti. Po komunistickém pudi v roce 1948 nesmél publikovat, to mu bylo
povoleno az v 6o. letech, kdy vydaval sbirky, které psal tzv. ,do Supliku” (napt.
Noc s Hamletem, Bolest ¢i Propast propasti). Presto jeho tvorba velmi ovliv-
nila generaci basnikl tvoricich za socialismu. Prekladal poezii, prelozil mnoho
vyznamnych basnikd, mj. R. M. Rilkeho, Ch. Baudelaira, M. J. Lermontova,
Nizamiho. Psat prestal po smrti své dcery v roce 1977. Dokumentarni porad

k basnikové pocté ptipravila CT ve spolupraci s Pamatnikem narodniho pisem-
nictvi.



October 2005 marks the centennial of the birth of the eminent Czech poet and
translator Vladimir Holan. He became active in the literary field soon after
graduation from lyceum, working as a clerk in the Prague Pension Office for 7
years. Later he was an editor of the art revue Zivot (Life). A rarity among his
contemporaries, he was not a political author. An exception to this was his
reflection on “Munich” in 1938 (“Answer to France”). Holan strove to penetrate
the innermost essence of the human soul, the mystery of human existence.
The mysteries of life, love, death and life are the main themes of his work. His
collections of lyrical poems, such as “Zpév trikralovy (Hymn of Epiphany)”,
“Prvni testament (First Testament)”, Sbohem (Farewell)”, and others, are
mostly detached from everyday reality. The poet delves instead into his soul.
Holan's poetry is dark and gloomy. The theme of death is frequent. Following
the Communist putsch in 1948, he could not publish his work until the 1960s,
when he published the collections of poems that he had written hitherto, such
as Noc s Hamletem (Night with Hamlet), Bolest (Agony), or Propast Propasti
(Abyss of Abysses). In spite of his marginal existence officially, his work influ-
enced generations of poets. He also translated poetry - Rilke, Baudelaire and
Lermontov, among others. He stopped writing after the death of his daughter
in 1977. This documentary tribute to the poet has been prepared by Czech
Television in cooperation with the Literary Heritage Fund.

CZECH REPUBLIC 2005, 577
DIRECTOR: JAN SOUKUP

SCRIPT: ALENA PETRUZELKOVA,
JAN SOUKUP

PHOTOGRAPHY: ROBERT NOVAK

Czech Television
Kavci hory | 140 70 Prague 4 | Czech Republic
Tel.: +420 261131 111 | Fax: +420 261 218 599

www.czech-tv.cz
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Jsme vsude tam, kde se lidska predstavivost méni v umeni.

CESKA SPORITELNA JE HLAVNiIM PARTNEREM 9. ROCNiKU MEZINARODNiIHO FESTIVALU DOKUMENTARNICH FILMU JIHLAVA.
Ceskou filmovou tvorbu chapeme jako podstatnou soucast naseho kulturniho bohatstvi. Jako silna stfedoevropska bankovni skupina
vnimame podporu filmového uméni jako investici do moderni komunikace, presahujici hranice jednotlivych statd i narodu.

CESKAS
SPORITELNA
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MEZINARODNI{ FESTIVAL DOKUMENTARNICH FILMU
JIHLAVA 2000-2005 / CLENOVE POROT

MEZINARODNI POROTA MEZI MORI 2005
NEJLEPSI STREDOEVROPSKY DOKUMENTARNI FILM 2005

Stépan Benda / CR / jediny ¢esky kameraman Jeana-Luca Godarda

Filmovy reZisér a kameraman. Pavodné studoval filozofii a literarni védu. Po
odchodu do emigrace se prihlasil na zapadoberlinskou Deutsche Film und
Fersnsehakademie, kde natocil svij celovecerni debut, inspirovany povidkou
Edgara Allana Poea Ukradeny dopis (1988). Jako kameraman tocil napf. slo-
vinsky dokument Foto Film 2001 (1996) reZisérské dvojice Maja Weiss a Peter
Braatz. S Godardem spolupracoval na filmu Némecko v roce go (Germany
Year go Nine Zero, 1991).

Jean-Pierre Gorin / Francie, USA / francouzsky rezisér, univerzitni profesor,
¢len Dziga Vertov Groupe, drivéjsi tzky spolupracovnik Jeana-Luca Godarda
Francouzsky filmar a filmovy teoretik se do historie francouzského filmu zapsal
predevsim svymi politickymi filmy, vzeslymi z bourlivé atmosféry krizového
roku 1968. Spole¢né s Jeanem-Lucem Godardem v ramci sdruZeni Groupe
Dziga Vertov nato¢il napfiklad filmy Vitr z vychodu (Vent d’est, 1969) a Tout
va bien (1972). V poloviné sedmdesatych let se prestéhoval do Spojenych
statll, kde vznikla jeho trilogie filmovych esejl o Zivoté v jizni Kalifornii: Poto
a Cabengo (Poto et Cabengo, 1979), Obycejné radosti (Routine Pleasures,
1986) a Muj désnej zivot (My crasy Life 1979).

Jean-Pierre Rehm / Francie / feditel festivalu dokumentarnich filmd v Mar-
seille, filmovy teoretik /

Vyucoval uméni a film na riiznych skolach a pozdéji pasobil na francouzském
ministerstvu kultury. Byl kuratorem nékolika vystav souc¢asného uméni jak
ve Francii, tak v zahranici, napriklad v Egypté nebo v Japonsku. Pravidelné
pise recenze filmG a vystav a podili se na tvorbé kataloglli. V soucasnosti
plsobi jako ¢len redakce casopisu Cahiers du Cinéma. Posledni tfi roky

plsobi jako reditel Mezinarodniho dokumentarniho festivalu v Marseille
(FID Marseille).

Angus Reid / Slovinsko / rezisér, lonsky vitéz

Filmovy rezisér, autor divadelnich her, scénicky architekt a spisovatel. Loni si
z jihlavského festivalu odnesl Cenu pro nejlepsi stfedoevropsky dokumentarni
film za snimek Prsten (The Ring). Narodil se v Edinburghu, kde také stravil
vétsinu svého Zivota. Poslednich sedm let Zije ve Slovinsku, kde zalozil a Fidi
projektovy vyzkum Speakeasy zamérFeny na spontanni sebeexprese. Vydal
knihy Paralel Lines, The Gift a On the Significance of Revolutionary Suicide.

Teréz Vincze / Madarsko / filmova kriti¢ka a teoreticka

Madarska filmova kriticka a teoreticka, novinarka a lektorka filmovych studii.
Vystudovala fakultu uméni na budapestské univerzité ELTE, obory madarsky
jazyk, literatura, teorie uméni a filmova véda. Jeji postgradualni studium se
orientuje na filmovou teorii. Od roku 2002 vyucuje d€jiny filmovych teorii na
katedre filmové védy ELTE a od roku 1999 je redaktorkou filmového ¢asopisu
Metropolis (¢tvrtletnik pro filmovou historii a teorii).

William Wees / Kanada / univerzitni profesor a filmovy teoretik

Filmovy teoretik. Na universit¢ McGill v kanadském Montrealu, kam nastou-
pil v roce 1969, zakladal obory filmova a kulturalni studia. V roce 1972 vydal
svou prvni knihu vénovanou avantgardnimu filmu (Vorticism and the English
Avant-Garde). Zacal se vénovat prevazné britskému modernismu. Byl kurato-
rem nékolika velkych filmovych vystav. Neni ovSem pouze teoretikem, natocil
také Sest kratkych filmd a pUsobil jako prezident Film Studies Association of
Canada, pracoval pri Canadian Film Institute. V soucasné dobé je editorem
Canadian Journal of Film Studies.



JIHLAVA INTERNATIONAL DOCUMENTARY FILM FESTIVAL 2000 - 2005 /
MEMBERS OF THE JURY

BETWEEN THE SEAS JURY 2005
BEST CENTRAL EUROPEAN DOCUMENTARY FILM AWARD 2005

Stepan Benda / Czech Republic / the only Czech cameraman of Jean Luc
Godard

Film director and camera director. He has studied philosophy and literature.
After his exile he went to West Berlin Deutsche Film und Fersnsehakademie
where he made his all-evening debut inspired by the Edgar Alan Poe story The
Stolen Letter (1988). As the camera director he has made Slovenian document
Foto Film 2001 (1996) with film directors Maja Weiss and Peter Braatz. He col-
laborated with Godard on the movie Germany Year go Nine Zero, 1991.

Jean-Pierre Gorin / France, USA / French film director, university profes-
sor, member of Dziga Vertov Groupe, former close collaborator of Jean-Luc
Godard

The French filmmaker and film theorist is known in the history of French film
with his movies born in the stormy atmosphere of crisis year 1968. Together
with Jean Luc Godard in Groupe Dziga Vertov he made for example films The
Wind from the East (Vent d'est 1968) and Tout va bien (1972). In the midst
of seventies he moved to the United States where he made the trilogy of
film essays about the life in Southern California: Poto and Cabengo (Poto et
Cabengo, 1979), Rutine Pleasures, 1986 and My Crazy Life, 1979.

Jean-Pierre Rehm / France / the director of FID Marseille, film theorist

He has taught the art and film at various schools and latter was acted at the
French Ministry of Culture. He was curator of several contemporary art exhibi-
tions in France and abroad for example in Egypt or Japan. He writes reviews of
films and exhibitions regularly and participates in the creations of catalogues.
At present time he is an editor of the magazine Cashiers du Cinema. Last three
years he acts as the director of the International Documentary Film Festival in
Marseille (FID Marseille).

Angus Reid / Slovenia / film director, the last year winner

Film director, author of theatre plays, scene architect and writer. Last year
he was the winner at the Jihlava film festival for the best Central European
documentary film The Ring. He was born in Edinburgh where he has spent
most of his life. Last seven years he lives in Slovenia where he established
and directs research project Speakeasy focused on spontaneous self-reflec-
tion. He published books Parallel Lines, The Gift, and On the Significance of
Revolutionary Suicide.

Teréz Vincze / Hungary / film critic and theorist

Teréz Vincze is a Hungarian film critic and theorist, journalist and lecturer
of film studies. She graduated from the Faculty of Art at ELTE University
(Budapest) and took her MA degree in Hungarian Language and Literature,
Art Theory and Film Studies. She is currently working on her Ph.D thesis that
is dealing with film theoretical issues. She has been lecturing in the history of
film theory at the Film Studies Department of ELTE since 2002 and has been
the editor of Metropolis (Quarterly Journal on Film History and Film Theory)
since 1999.

William Wees / Canada / university professor and film theorist

Film theorist. At the McGill University in Montreal, where he started in 1969,
he established film and culture studies. In 1972 he published his first book
dedicated to avantgarde film (Vorticism and the English Avant-Garde). He
started to be focused on the British modernism. He was curator of several big
film exhibitions. He is not only a theorist, he also made six short movies and
acted as the director of the Film Studies Association of Canada and worked
at Canadian Film Institute. At the present time he is the editor of Canadian
Journal of Film Studies.



POROTA CESKE RADOSTI
NEJLEPSI CESKY DOKUMENTARNI FILM 2005

Vit Klusak / rezisér, lonsky vitéz

Na stredni grafické skole studoval fotografii. Dvakrat samostatné vystavoval.
V letech 1997-98 byl Ustfednim fotografem casopisu Tanecni sezéna. Nyni
v roce 2005 je studentem 5. ro¢niku katedry dokumentéarni tvorby na FAMU.
V roce 2001 natodil film Ocet o svém otci - skladateli Emilu Viklickém - bez
jeho ucasti. Spolu s Filipem Remundou jsou reZiséry a koproducenty filmu
Cesky sen, ktery patii mezi nejuspéinéjsi ceské polistopadové dokumenty
a ktery si vloni z Jihlavy odnesl Cenu pro nejlepsi ¢esky film.

Petr Kral / basnik a prekladatel

Basnik, prekladatel, esejista, ,chodec”. Studoval na FAMU dramaturgii
(1960-1965), pak pracoval jako redaktor edice Filmy a tvlrci nakladatelstvi
Orbis, pro Filmovy Gstav usporadal a uvedl soubor stati Karel Teige a film
(1966), s Antoninem Kralem sestavil sbornik Vlasta Burian (Orbis, 1969).
V srpnu 1968 emigroval do Francie, vystridal radu zaméstnani, mj. prednasel
o filmu, psal hesla do filmovych slovnikd a ¢lanky do casopisu Positif (¢len
redaké¢ni rady), po roce 1989 pusobil kratce na &s. velvyslanectvi v Pafizi,
v soucasnosti Zije stfidavé v PariZi a v Praze. V Sedesatych letech se Gcastnil
¢innosti surrealitické skupiny kolem Vratislava Effenbergra, po odchodu do
zahranici spolupracoval s parizskymi surrealisty. KniZzné svou poezii publiko-
val poprvé francouzsky v roce 1979, dnes vydava v Cechach i ve Francii a pise
obéma jazyky.

Vojtéch Jasny / filmovy rezisér, jediny cesky vitéz festivalu v Cannes

Scenérista, rezisér. V roce 1951 absolvoval obor fotografie a kamery na FAMU
spoleénym celovecernim dokumentarnim filmem s Karlem Kachyriou Neni
stale zamracéeno. Béhem puisobeni v Cs. armadnim filmu spolu toéili doku-
mentarni filmy. Je drZitelem Velké zvlastni ceny poroty a Ceny za nejlepsi
rezii na MFF v Cannes i mnoha dalSich ocenéni u nas i v zahranici. V roce
1970 odeSel do zahrani¢i, pracoval v SRN (Klaunovy nazory), vénoval se
divadelni rezii (hry Vaclava Havla ve videniském Burgtheatru) a prednasel na

Kolumbijské univerzité v New Yorku. Po navratu do vlasti natocil dokument
Why Havel (Pro¢ Havel) a volné pokrac¢ovani svého nejslavnéjsino filmu
Vsichni dobfi rodéci - Navrat ztraceného raje.

Filip Remunda / rezisér, lonsky vitéz

Studoval na prazské FAMU. Béhem studia byl na stdzi na jeruzalémské Sam
Spiegel Film and TV School a Zellig Film School v Bolzanu. Jeho dokumen-
tarni film Obec B ziskal nékolik cen na mezinarodnich filmovych festivalech
(napf. Chicago Film Festival). Natodil portrét spisovatele Jachyma Topola
A.B.C.D. Topol. Je spoluzakladatelem Institutu dokumentarniho filmu a jinlav-
ské Burzy namétd. Vloni v Jihlavé spolu s Vitem Klusakem ziskal za svdj film
Cesky sen Cenu pro nejlepsi &esky dokument.

Veronika Reynkova / provozovatelka nakladatelstvi a knihkupectvi, vnucka
Bohuslava Reynka

Je vnuckou Bohuslava Reynka, Zije v Havlickové Brodé, kde spravuje domaci
podnik, sestavajici z nakladatelstvi Suzanne Renaud, knihkupectvi a literarni
Kaspar z hor Henryho Pourrata. Knihu pfivedla k Gspéchu neobvykla pozor-
nost editordl, grafikd a prekladatele - v dotisku si kniha nasla ¢tenare také
diky vyznamenani jednou nominaci a tfemi cenami za ztvarnéni a preklad
Jiriho Reynka.

Martin Rysavy / reZisér, lorisky vitéz

Je absolventem Prirodovédecké fakulty Univerzity Karlovy (obor biologie)
a FAMU (obor scendristika). Pracuje jako odborny asistent na katedre scena-
ristiky a dramaturgie FAMU. ReZiroval celovec¢erni dokumentarni film o poku-
sech s obrozovanim tradic malych sibirskych nérodnosti Sibir - Duse v mu-
zeu, kratké filmy Argis, Rozprava o metodé a Bild indianka. Spolupracoval
na scénari povidkového filmu Romana Vavry Co chytnes v Zité a je autorem
scénare k filmu Lesni chodci reziséra lvana Vojnara. Prepracovanim tohoto
scénare vznikla stejnojmenna kniha, kterou v témze roce vydalo nakladatelstvi
Eva Babicka. Jeho celovecerni film Afoiika uz nechce past soby si spolu s Ces-
kym snem vloni z Jihlavy odnesl Cenu pro nejlepsi ¢esky dokumentarni film.



CZECH JOY JURY
BEST CZECH DOCUMENTARY FILM AWARD 2005

Vit Klusak / film director, last year winner

He has studied photography at the Graficka High School. He had two solo exhi-
bitions. Between 1997 and 98 he worked as photographer for magazine Tanecni
sezona (Dancing Season). Now in the year 2005 he is the student in the 5th
of the documentary production at the FAMU. In 2001 he has made film Ocet
svemu otci-composer Emil Viklicky- without his presence. Together with Filip
Remunda he is the film director and co producer of the movie Cesky sen (Czech
Dream) which belongs between the best Czech documents after November
1989 and which got the price for the best Czech film last year in Jihlava.

year

Petr Kral / poet and translator

Poet, translator, essayist, “walker”. He has studied dramaturgy at FAMU
(1960-1965). He was an editor of edition Filmy and authors for publishing
Orbis. For the Film Institute he edited essays Karel Taige and film (1966), with
Antonin Kral he composed book about Vlasta Burian (Orbis 1969). In August
1968 he emigrated to France, had number of jobs, lectured about film, wrote
to film dictionaries and articles to magazine Positiff (member of editing staff),
after 1989 he shortly acted at the Czech embassy in Paris, at present he lives
in Paris and Praha. In sixties he participated in the surrealistic group around
Vratislav Fffenbergr, after exile he cooperated with Paris Surrealists. He pub-
lished his poesy for the first time in French in 1979, now he is publishing in
Czech Republic and France and he writes in both languages.

Vojtech Jasny / film director, the only Czech winner of Cannes film festival

Scriptwriter, film director. In 1951 he graduated from FAMU in photography
and camera with Karel Kachyna made documentary film Neni stale zamra-
ceno (It is not always overcast). While both were in the Czechoslovak Army
Film they made together documentary films. He holds many prices beside the
price for the best film directing in Cannes. In 1970 he emigrated., worked in
West Germany (Clown Opinions), directed Havel’s plays in Vienna Burgtheatr,
lectured at the Columbia University in New York. After his return home he

made documentary Why Havel and the continuation of his famous movie
Vsichni dobri rodaci -Navrat ztraceneho raje (All good natives-The return of
the lost paradise).

Filip Remuda / film director, last year winner

He has studied at Praha FAMU. During his studies he was in Jerusalem Sam
Spiegel Film and TV School and Zellig Film School in Bolzano. His documen-
tary film Obec B got several prices at international film festivals (for example
Chicago Film Festival). He made the portrait of writer Jachym Topol. A.B.C.D.
Topol. He is one of establishers of the Institute of Documentary Film and
Jihlava Market of Ideas. Last year in Jihlava he together with Vit Klusak got the
price for the best Czech document for the movie Cesky Sen.

Veronika Reynkova / publishing and bookstore, the granddaughter of Bohuslav
Reynek

She is the granddaughter of Bohuslav Reynek and lives in Havlickuv Brod
where she manages publishing Suzanne Renaud, bookstore and literary
teahouses. One of the best titles published here is the novel Kaspar from the
Moutains by Henry Pourrat. The book got one nomination and three prices
and was successful thanks to the excellent work of editors, graphic designers
and translation by Jiri Reynek.

Martin Rysavy / film director, last year winner

He is the graduate of Charles University (biology) and FAMU (script). He
works as assistant at script and drama department at FAMU. He directed full-
length documentary film about experiments with revitalizing of small Siberian
nations traditions. Sibir-Duse v muzeu (Siberia-The Soul in the Museum).
Short films: Argis, Rozprava o metode (Talking about Methode), Bila Indianka
(White Indian Female). He collaborated with scrip of Roman Vavra story film
Co chytnes v zite (What you will catch in the rye) and he is the script author
for the film Lesni chodci (Forest Walkers) by director lvan Vojnar. The book
based on this script was published the same year by publisher Eva Babicka. His
full-length film Afonka uz nechce past soby (Afonka doesn’t want to pasture
reindeer anymore) got the price for the best Czech documentary.



MEZINARODNI POROTA MEZI MORI 2004

Herz Frank / Lotyssko / filmovy rezisér, drzitel Ceny za prinos svétové kine-
matografii 2004

Guy Gauthier / Francie / filmovy teoretik

Tomas Hejtmanek / CR / filmovy rezisér, drzitel Ceny pro nejlepsi stfedoev-
ropsky dokumentarni film 2003

Lucie Kralova / CR / studentka filmové $koly, drzitelka Ceny pro nejlepsi
cesky dokumenarni film roku 2003 /

Jean Perret / Svycarsko / feditel filmového festivalu Visions du Réel Nyon
Hans Joachim Schlegel / Némecko / filmovy teoretik

POROTA CESKE RADOSTI 2004

Petr Bilik / CR / $éfredaktor Filmovych listti

Peter Kerekes / Slovensko / filmovy rezisér, drzitel Ceny pro nejlepsi stfedo-
evropsky dokumentarni film 2003

Miloslav Novak / CR / student filmové skoly, drzitel Ceny pro nejlepsi cesky
dokumenarni film roku 2003

Ladislav Sery / CR / piekladatel

Petr Vrana / CR / mediolog

Zora Hlavi¢kova / CR / stfedoevropska studia

MEZINARODNI POROTA MEZI MORI 2003

Mike Holboom / Kanada / kanadsky experimentalni filmar

Martin Karuch / Slovensko / filmovy teoretik a kritik, $éfredaktor ¢asopisu
Kino lkon

Nicolas Maslowski / Polsko / odbornik na sociologické a politické otazky
stfedni Evropy

Tue Steen Miiller / Dansko / reditel European Documentary Network
Stanislav Ulver / CR / filmovy kritik a teoretik, $éfredaktor &tvrtletniku Film
a doba

POROTA CESKE RADOSTI / CZECH JOY JURY 2003
Jan Bernard / CR / filmovy teoretik a pedagog, dékan FAMU v letech

1993-1999

Martin Cihak / CR / experimentalni filma¥ a filmovy teoretik

Milan Hanusek / CR / zubni |ékaF

Radovan Holub / CR / nezévisly publicista a novinar

Anna Kareninova / CR / piekladatelka

Vladimir Kokolia / CR / akademicky mali¥, grafik, textai a zpévak, drzitel
Ceny Jindficha Chalupeckého 1990

POROTA CESKE RADOSTI 2002

Vaclav Bélohradsky / CR / filozof

Zbynék Hejda / CR / basnik

Vladimir Hendrich / CR / filmovy teoretik

Véra Chytilova / CR / filmova rezisérka

Martin Mareéek / CR / filmovy reZisér, dritel Ceny pro nejlepsi &esky doku-
mentarni film roku 2001

POROTA CESKE RADOSTI 2001

Bohuslav Blazek / CR / sociolog

David Cerny / CR / vytvarnik

Vladimir Just / CR / divadelni kritik

Miroslav Kalina / CR / elezni¢ar

Peter Kerekes / Slovensko / filmovy reZisér

Filip Remunda / CR / student filmové $koly

Karel Vachek / CR / filmovy rezisér, drzitel Ceny pro nejlepsi &esky dokume-
narni film roku 2000

POROTA CESKE RADOSTI 2000

Robert Buchar / CR / kameraman, piednasejici na filmové univerzité, Cech
Zijici v USA

Ji¥i Cieslar / CR / filmovy teoretik, vedouci katedry filmové védy FF UK
Zdenék Krasensky / CR / stiedoskolsky profesor

Andrej Stankovi¢ / CR / basnik, filmovy kritik

Petr Zahradka / CR / student filmové 3koly



BETWEEN THE SEAS JURY 2004

Herz Frank / Latvia / film director, awarded the Contribution to World
Cinema 2004

Guy Gauthier / France / film theoretician

Tomas Hejtmanek / Czech Republic / film director, awarded the Best Central
European Documentary Film 2003

Lucie Kralova / Czech Republic / film school student, awarded the Best Czech
Documentary Film 2003

Jean Perret / Switzerland / director of Visions du Réel film festival, Nyon
Hans Joachim Schlegel / Germany / film theoretician

CZECH JOY JURY 2004

Petr Bilik / Czech Republic / editor-in-chief of Filmové listy

Peter Kerekes / Slovakia / film director, awarded the Best Central European
Documentary Film 2003

Miloslav Novak / Czech Republic / film school student, awarded the Best
Czech Documentary Film 2003

Ladislav Sery / Czech Republic / translator

Petr Vrana / Czech Republic / mediologist

Zora Hlavi¢kova / Czech Republic / Central European studies

BETWEEN THE SEAS JURY 2003

Mike Holboom / Canada / Canadian experimental filmmaker

Martin Karuch / Slovakia / film theoretician and critic, editor-in-chief of the
Kino lkon magazine

Nicolas Maslowski / Poland / specialist in sociological and political issues of
Central Europe

Tue Steen Miiller / Denmark / director of European Documentary Network
Stanislav Ulver / Czech Republic / film critic and theoretician, editor-in-chief
of the Film a doba quarterly

CZECH JOY JURY 2003
Jan Bernard / Czech Republic / film theoretician and teacher, dean of FAMU

from 1993 to 1999

Martin Cihak / Czech Republic / experimental filmmaker and film theoreti-
cian

Milan Hanusek / Czech Republic / dentist

Radovan Holub / Czech Republic / freelance journalist

Anna Kareninova / Czech Republic / translator

Vladimir Kokolia / Czech Republic / Master of Arts, graphic artist, lyricist and
singer, awarded the Jindfich Chalupecky Award in 1990

CZECH JOY JURY 2002

Vaclav Bélohradsky / Czech Republic / philosopher

Zbynék Hejda / Czech Republic / poet

Vladimir Hendrich / Czech Republic / film theoretician

Véra Chytilova / Czech Republic / film director

Martin Marecek / Czech Republic / film director, awarded the Best Czech
Documentary Film 2001

CZECH JOY JURY 2001

Bohuslav Blazek / Czech Republic / sociologist

David Cerny / Czech Republic / visual artist

Vladimir Just / Czech Republic / theatre critic

Miroslav Kalina / Czech Republic / railwayman

Peter Kerekes / Slovakia / film director

Filip Remunda / Czech Republic / film school student

Karel Vachek / Czech Republic / film director, awarded the Best Czech
Documentary Film 2000

CZECH JOY JURY 2000

Robert Buchar / Czech Republic / cinematographer, lecturing at film univer-
sity, a Czech living in the USA

Jiri Cieslar / Czech Republic / film theoretician, head of the Department of
Film Studies, Charles University, Prague

Zdenék Krasensky / Czech Republic / high-school teacher

Andrej Stankovi¢ / Czech Republic / poet, film critic

Petr Zahradka / Czech Republic / film school student



UDELENA OCENENI
2004

CENA PRO NEJLEPSi STREDOEVROPSKY DOKUMENTARNI FILM
2004

Angus Reid: Prsten

Slovinsko 2003, Beta SP, 927, svétova premiéra

ZVLASTNi CENA POROTY / SPECIAL JURY AWARD 2004
Zsigmond Desz6: Zlata Salas
Madarsko 2003, Beta SP, 617, ¢eska premiéra

CENA PRO NEJLEPSi CESKY DOKUMENTARNI FILM 2004
Vit Klusak, Filip Remunda: Cesky Sen
CR 2004, 35mm, 88°

ex equo
Martin Rysavy: Afoiika uz nechce past soby
C¢R 2004, Beta SP, 807, svétova premiéra

CENA DIVAKU 2004
Vit Klusak, Filip Remunda: Cesky Sen
CR 2004, 35mm, 88"

CENA ZA PRINOS SVETOVE KINEMATOGRAFII 2004
Herz Frank, LotySsko (*1926)

2003

CENA PRO NEJLEPSi STREDOEVROPSKY DOKUMENTARNI FILM
ROKU 2003

Peter Kerekes: 66 Sezén

Slovensko 2003, 35mm, 86~

ex equo
CENA PRO NEJLEPSI STREDOEVROPSKY DOKUMENTARNI FILM
ROKU 2003

Tomas Hejtmanek: Sentiment

CR 2003, 35mm, 727, svétovéa premiéra na MFDF Jihlava 2003

CENA PRO NEJLEPSi CESKY DOKUMENTARNI FILM ROKU 2003
Lucie Kralova, Miloslav Novak: Zlopovéstné dité
CR 2002, 16mm, 37°

CENA DIVAKU 2003
Erika Hnikova: Zeny Pro Mény
CR 2003, 35mm, 75°, svétova premiéra na MFDF Jihlava 2003

CENA ZA PRINOS SVETOVE KINEMATOGRAFII 2003
Alexander Hackenschmied / Hammid (*1907)

2002

CENA PRO NEJLEPSi CESKY DOKUMENTARNI FILM ROKU 2002
Karel Vachek: Kdo bude hlidat hlidace? Dalibor aneb Kli¢ k chaloupce
strycka Toma

CR 2002, 35mm, 220°, svétova premiéra na MFDF Jihlava 2002

CENA DIVAKU 2002
Jana Sevéikova: Svéceni jara
CR 2002, 35mm, 55°

CENA ZA PRINOS SVETOVE KINEMATOGRAFII 2002
Jonas Mekas (*1922)



FESTIVAL AWARDS

2004

BEST CENTRAL EUROPEAN DOCUMENTARY FILM 2004
Angus Reid: The Ring
Slovenia 2003, Beta SP, 92, world premiere

SPECIAL JURY AWARD 2004
Zsigmond Desz6: Golden Hut
Hungary 2003, Beta SP, 61°, czech premiere

Vit Klusak, Filip Remunda: Czech Dream
Czech Republic 2004, 35mm, 88~

ex- aequo
Martin RySavy: Afonka does not want to herd Reindeer anymore
Czech Republic 2004, Beta SP, 80", world premiere

AUDIENCE AWARD 2004
Vit Klusak, Filip Remunda: Czech Dream
Czech Republic 2004, 35mm, 88~

CONTRIBUTION TO WORLD CINEMA 2004
Herz Frank, Latvia (*1926)

2003
BEST CENTRAL EUROPEAN DOCUMENTARY FILM 2003
Peter Kerekes: 66 Seasons

Slovakia 2003, 35mm, 86"

ex-aequo
BEST CENTRAL EUROPEAN DOCUMENTARY FILM 2003

Tomas Hejtmanek: Sentiment
Czech Republic 2003, 35mm, 72, world premiere at JIDFF 2003

BEST CZECH DOCUMENTARY FILM 2003
Lucie Kralova, Miloslav Novak: The lll-fated Child
Czech Republic 2002, 16mm, 37

AUDIENCE AWARD
Erika Hnikova: The Beauty Exchange

Czech Republic 2003, 35mm, 757, world premiere at JIDFF 2003

CONTRIBUTION TO WORLD CINEMA 2003
Alexander Hackenschmied / Hammid (*1907)

2002

CONTRIBUTION TO WORLD CINEMA AWARD 2002
Jonas Mekas (*1922)

BEST CZECH DOCUMENTARY FILM 2002

Karel Vachek: Who will Watch the Watcher? Dalibor or the Key to Uncle

Tom’s Cabin
Czech Republic 2002, 35mm, 220", world premiere at JIDFF 2002

AUDIENCE AWARD 2002
Jana Sevéikova: The Rise of the Spring
Czech Republic 2002, 35mm, 55°

2001
BEST CZECH DOCUMENTARY FILM 2001

Martin Mareéek: Dust Games
Czech Republic 2001, 33mm, 9o’, world premiere at JIDFF 2001



2001

CENA PRO NEJLEPSi CESKY DOKUMENTARNI FILM ROKU 2001
Martin Marecek: Hry prachu
CR 2001, 35mm, 90’, svétova predpremiéra na MFDF Jihlava 2001

CENA DIVAKU 2001
Martin Marecek: Hry prachu

CENA MESTA JIHLAVY ZA PRINOS SVETOVE KINEMATOGRAFII
2002
Jay Rosenblatt (*1960)

2000

CENA PRO NEJLEPSI CESKY DOKUMENTARNI FILM ROKU 2000
Karel Vachek: Bohemia docta aneb labyrint svéta a lusthauz srdce (Bozska
komedie)

CR 2000, 35Mmm, 254

CENA DIVAKU 2000
Ivan Vojnar: Proroci a basnici (kapitoly z kalendare)
CR 2000, 35mm, 9o’, svétovéa premiéra na MFDF Jihlava 2000

CENA MESTA JIHLAVY ZA PRINOS SVETOVE KINEMATOGRAFII
2000
Richard Leacock (*1921)

1999

CENA MESTA JIHLAVY ZA PRINOS SVETOVE
KINEMATOGRAFII 1999
Viktor Kosakovsky (*1961)

CENA DIVAKU KODAK VISION 1999
Sergej Dvorcevoj: Den chleba
Rusko 1998, 35mm, 60°, ¢eska premiéra

DOPROVODNY PROGRAM

PANELOVE DISKUSE
CO ZNAMENA REALITY SHOW - REALITA DOKUMENTARNI
SHOW

Panelova diskuse konfrontuje lidi zevnitf reality show (moderatori Leila
Abasova - Big Brother a Libor Boudek - VyVoleni, rezisér Ladislav Cmiral
- pracoval ve Stabu Big Brothera), zevnitr vily (posledni vyrazeny) a zaro-
ven dokumentaristy, ktefi tento v naSem prostredi novy fenomén umélecky
zpracovavaji a proménuji (do podoby hraného filmu - Karel Zalud / Viichni
do jednoho - film pred dokonéenim predstavi v rdmci své dilny 27. 10. v 15:00
v malém salu DKO, ¢i dokumentarnim postupem - pokus se studenty herectvi
s nazvem vostodvacet natocila Jana Po¢tova a promitat se bude 27. 10. ve 13:00
v kiné Dukla). Dalsi jsou pohledy, které reality show reflektuji z hlediska teo-
retickych modelG (doktorandi Fakulty socialnich studii Masarykovy univerzity
v Brné) ¢i se k nejdiskutovanéjsimu medialnimu fenoménu vymezuji jako mys-
litelé a uznavani filmari, se silnym spolecenskym aspektem své dlouhodobé
predchozi tvorby (Karel Vachek).



AUDIENCE AWARD
Martin Marecek: Dust Games
Cyech republic 2001, 35mm, go”

CONTRIBUTION TO WORLD CINEMA AWARD 2001
Jay Rosenblatt (*1960)

2000

BEST CZECH DOCUMENTARY FILM 2000

Karel Vachek: Bohemia doct or labyrint of the world and lusthauz of the
hart (God's Comedy)

Czech Republic 2000, 35mm, 254°

AUDIENCE AWARD 2000
Ivan Vojnar: Prophets and Poets
Czech Republic 2000, 35mm, 9o’, world premiere at IDFF Jihlava 2000

CITY OF JIHLAVA CONTRIBUTION TO WORLD CINEMA AWARD 2000
Richard Leacock (*1921)

1999

KODAK VISION AUDIENCE AWARD 1999
Sergej Dvorcevoj: The Bread Day
Russia 1998, 35mm, 60°, czech premiere

CONTRIBUTION TO WORLD CINEMA AWARD 1999
Viktor Kosakovsky (*1961)

ACCOMPANYING PROGRAM

PANEL DISCUSSIONS
WHAT DOES REALITY SHOW - DOCUMENTARY SHOW REALITY

The panel discussion confronts people inside a reality show (moderators
Leila Abasova - Big Brother and Libor Boucdek - VyVoleni, director Ladislav
Cmiral - worked with the Big Brother crew), people inside the villa (the last
eliminated participant) and the documentary filmmakers who have been work-
ing with this phenomenon, which is new for us, and transforming it (into the
shape of acted film - Karel Zalud / Vichni do jednoho - film will be presented
in his workshop before completion on 27.10. at 15:00 in the small room of DKO,
or into a documentary film - Jana Podtova together with dramatic art students
made an experiment called vostodvacet which will be shown on 27.10. at 13:00
in Dukla). The other views are those reflecting the reality show as theoretical
models (postgraduate students of the Faculty of Social Studies at Masaryk
University in Brno) or approaching the most discussed media phenomenon
as thinkers and renowned filmmakers, with a strong social aspect of their long
work experience (Karel Vachek).

EXILE EXPERIENCE AS DOCUMENTARY INSPIRATION

A panel discussion dedicated to our guests whose films will be shown in the
Exile section, or as more extensive portraits in the Translucent Beings section.
Exile films have been long and often forgotten, regardless of their success at
the international scene. But the directors of these films have lived and worked
in much more constituted world of cinema. What is their view of the cinema
in their country of origin? What have they gone through in their exile? Who
have they worked with? What opinions and film schools have influenced
them? These are but some of questions to be answered by the filmmakers
Jana Bokova (lived and worked in the USA, France, United Kingdom, now
lives in Argentina), lvan Fila (now lives and works in Germany), Vojtéch Jasny
(worked in Germany and the USA where he lives now), Arnost Lustig and



EXILOVA ZKUSENOST JAKO INSPIRACE DOKUMENTU

Panel vénovany hostim, jejichz filmy uvadime v sekci Do exilu anebo jako roz-
sahlejsi portréty v sekci Prahledné bytosti. Na exilové filmy se dlouho a ¢asto
zapominalo, a to i pres jejich Uspéchy na mezinarodni scéné. Jejich reziséri
se vSak pohybovali a pohybuji v daleko konstituovanéjsim filmovém svété.
Jaky je jejich pohled na kinematografii zemé svého pavodu? Cim viim b&hem
svého exilového pobytu prosli? S kym spolupracovali? Jaké nazory a filmarské
sméry je ovlivnily? To jsou jen né€které z otdzek, na které budou odpovidat
filmafi Jana Bokova (plsobila ve Spojenych statech, Francii, Velké Britanii, Zije
v Argentiné), lvan Fila (Zije a pracuje v Némecku), Vojtéch Jasny (pracoval
v Némecku a ve Spojenych statech, kde dodnes Zije), Arnost Lustig a Vaclav
Reischl. Panel dale doplni basnik, prekladatel, esejista a filmovy teoretik Petr
Kral, ktery Zije, pracuje a propaguje ¢eskou kulturu ve Francii. Dal$im vzac-
nym hostem bude filmovy historik a pedagog Filozofické fakulty Masarykovy
university Jifi Vora¢ (autor knihy Cesky film v exilu. Kapitoly z d&jin po roce
1968), ktery byl spoludramaturgem programové sekce Do exilu.

CLOVEK JAKO NOSITEL DEZINFORMACE

Panelové diskuse Clovék jako nositel dezinformace vénované medialni
a filmové propagandé se zucastni izraelsky reZisér Dan Setton, autor ocefo-
vaného dokumentu Kapo o Zidovské vale¢né kolaboraci, jenz se v posledni
dobé€ vénuje dokumentim soustfedénym na palestinsko-izraelsky konflikt,
politolog Zdenék Zbofil, odbornik na filozofii médii plsobici na FSV UK Jiri
Bystricky, filmovy historik Ivan Klimes, pamétnice lodzského ghetta Viera
Slesingerova, psychoanalytik Martin Mahler (jehoZ referat Transgeneraéni
prenos syndromu holocaustu diskusi uvede), historik Vladimir Nalevka
a protagonista uvadéného filmu Valka podle médii plukovnik Pentagonu ve
vysluzbé Sam Gardiner.

Gvodni referat - Dr. Martin Mahler (psycholog a autor vyzkumu transgene-
ra¢ni pfenos syndromu holocaustu)

hosté panelové diskuse - izraelsky rezisér Dan Setton; plukovnik ve vysluzbé
Sam Gardiner; historik Vladimir Nélevka; filmovy historik lvan Klimes; sino-
lozka Nora Gruntové; psychoterapeut Martin Mahler

moderator - teoretik médii Jiri Bystricky a politolog Zdenék Zbofil

AUTORSKA CTENI
IVAN MARTIN JIROUS

Narodil se 23. 9. 1944 v Humpolci. Od 70. let podpisuje vétsinu praci prezdiv-
kou Magor. Po maturité na humpolecké SVVS vystudoval dé&jiny uméni na FF
UK v Praze a do roku 1971 spolupracoval s ¢asopisem Vytvarna prace. Poté
pracoval jako no¢ni hlida¢ a pomocny délnik, pozdéji bez stalého pracovniho
poméru. Od roku 1969 plsobil jako umélecky vedouci skupiny The Plastic
People of the Universe. V prabéhu 70. a 8o. let stdl za Fadou ilegalnich ¢i
poloilegalnich koncertd, vystav a dvou ,festivald 2. kultury”, vedle toho byl
i inicidtorem samizdatového casopisu Vokno (od roku 1979). Poté, co v roce
1977 podepsal zakladni dokument Charty 77, byl pétkrat soudné trestan, ve
vézeni stravil dohromady osm a pul roku.

Vznik a ideologii domaci nezavislé kultury formuloval Jirous v eseji Zprava
o tietim &eském hudebnim obrozeni (samizdat 1976). Cinnost ¢eského under-
groundu v 70. letech vyli¢il ve vzpominkové préze Pravdivy pribéh Plastic
People (¢as. Viden 1983-84, 1987, Praha 1991). Oba texty spolu s dal$imi
Jirousovymi samizdatovymi ¢lanky vysly knizné v Magorové zéapisniku (1997).
Basné vzniklé v prabéhu 70. a 8o. let vychazely pouze samizdatové (Magorav
ranni zpév, 1975, Magorova krabicka, 1979; Magorovo borago, 1981; Magorova
mysticka rdze 1981). BEéhem jednoho z vézenskych pobytd se Jirousovi poda-
filo ven propasovat sto osmdesat dva basnickych text(, jez vytvofily vrchol-
nou sbhirku Magorovy labuti pisné (samizdat 1985). Soubé&zné s témito texty
vznikl i soubor Magor détem (samizdat 1986). V3ech t¥inact basnickych sbirek
pozdéji vyslo ve svazku Magorova summa (1998), zatim posledni Magorova
sbirka nese nazev Rattus norvegicus (2004).



Vaclav Reischl. Among the guests in the discussion will be also a poet, transla-
tor, essayist, and a film theoretician Petr Kral, who lives, works and promotes
Czech culture in France. Our special guest will be Jifi Vora¢, a film historian
and a teacher at the Faculty of Arts at Masaryk University, and the author of
the book Czech Film in Exile - Chapters of the history after 1968, who is the
co-author of the Exile program section.

MAN AS A CARRIER OF MISSINFORMATION

Opened with essay by PhDr. Martin Mahler on the theme The Tran genera-
tional Transference of Holocaust Syndrome.

Discussion guests: Historian Vladimir Nalevka, Politologist Zdenek Zboril,
Masmedia Expert Jiri Bystricky, Film Historian lvan Klimes, Sinologists Oldrich
Svarny and Nora Grundova, Film Director Dan Setton, Retired Pentagon
Colonel Sam Gardiner

AUTHORIAL READINGS
IVAN MARTIN JIROUS

Born on the 23rd of September 1944 in Humpolec. Since 1970s most of his
works are signed under the nickname Magor. After graduating from the
Humpolec high school, Jirous studied art history at the Philosophical Faculty
of the Charles University in Prague, until 1971 he cooperated with the Vytvarna
Prace magazine. After 1970 he worked as a night watchman and labourer, later
he had no official job. Since 1969 he was the lead of The Plastic People of the
Universe band. During 1970s and 1980s Jirous coorganized a series of illegal
or semilegal concerts, exhibitions and two ,festivals of the second culture”,
besides these activities he co-founded the samizdat Vokno magazine in 1979.
After signing the Charter 77 he was suited five times, he spent 8% years in
prison.

Jirous” ,Report on the Third Czech Musical Revival” essay, published in samiz-
dat in 1976, sums the origins and ideology of Czech underground culture. His
retrospective prose The True Story of Plastic People (Vienna magazine 1983-4,
1987, Prague 1991) offers an insight into the activities of Czech underground
movement in 1970s. Both texts, together with other samizdat articles by Jirous
were published collectively as Magor’s Notebook (Magordv zapisnik, 1997).
Jirous” s poetry written in 70s and 8os was published in samizdat editions only
(Magor’s Morning Song, Magordv ranni zpév, 1975, Magor’s Box, Magorova
krabic¢ka, 1979; Magor’s Borago, Magorovo borago, 1981; Magor’s Mystical
Rose, Magorova mysticka riZe 1981). During one of his imprisonments, Jirous
managed to smuggle out 182 poems forming his supreme collection Magor’s
Swan Songs (Magorovy labuti pisn€, samizdat 1985). At the same time another
collection came out - Magor to Children (samizdat, 1986). All books of poetry
were published together in Magor’s Summa (1998). Magor’s most recent
work is his Rattus norvegicus collection published in 2004.



Nebe polité inkoustem
rdzové hlohy kvete zem
vlahé se chysta povétri
na loktech pohoupat vas tri

Presto té trochu zamrazi

kdyz davas hlohy do vazy

vzdycky uz budes$ vidét v nich

hlohy ze dvora v Kartouzich

Po moji levici pokojné usnul vrah
usnuli andélé ve hlohl korunach

a ty uz taky spi$ které jsem svoji touhu
schovat se pokusil do basné o hlohu

(Jirous, I. M. Magorovy labuti pisné. In Magorova summa. Praha: Torst,
1998.)

PETR KRAL

Vlastnim jménem Chrzanovsky, v roce 1950 v8ak rodina zménila své prijmeni
na Kral. Po maturité na jedenactileté stfedni Skole (1959) studoval drama-
turgii na FAMU (1960-1965) a poté pracoval jako redaktor v nakladatelstvi
Orbis, kde mél na starosti edici Film a tvdrci. V roce 1968 odesel do Parize.
Pracoval v rliznych zaméstnanich (pomocnik v galerii, fotolaborant), dale
jako tlumocénik, scendrista ¢i recenzent. Absolvoval dvouleté studium na
univerzité v Nanterre, kde ziskal diplom z humanitnich a socialnich véd a kde
pozdéji také prednasel. V obdobi Iéta 1990 aZ jara 1991 pracoval jako kulturni
rada ceskoslovenského velvyslanectvi v Parizi. V soucasné dobé Zije stridavé
v PariZi a v Praze.

Petr Kral debutoval versi v Karlové univerzité, pozd€ji své basné, eseje a te-
oretické texty publikoval v revue Analogon ¢i v ¢asopisech Kulturni tvorba,
Literarni noviny, Plamen, Orientace, Film a doba, Divadelni a filmové noviny

aj. V 60. letech byl ¢lenem prazské Surrealistické skupiny sdruzené kolem

Vratislava Effenbergra. (V roce 1966 se podilel na pripravé vystavy Symboly
obludnosti.) Poté, co se usadil v Parizi, zacal spolupracovat s tamé&jsi surre-
alistickou skupinou (publikoval v ¢asopisech L Archibras, Coubure, Phases,
Melog). Své recenze publikoval v deniku Le Monde a byl ¢lenem redakénich
rad nékolika parizskych casopist, jakymi byly napriklad Positif ¢i Cahiers
de L” Est (v roce 1979 zde uspofadal zvlastni &islo o Ceskoslovensku).
Spolupracoval i s ¢asopisy Svédectvi, L"Alternative, revue Poésie a dal$imi.
Po roce 1989 publikoval v Literarnich novinach, Tvaru, Svétové literature,
Hostu, Ateliéru aj.

Petr Kral je autorem lyrickych préz (Prazdno svéta, Mnichov 1986), deniko-
vych zaznam0 (Parizské sesity, 1996), eseji (Voskovec a Werich ¢ili Hvézdy
klobouku, 1993; Fotografie v surrealismu, 1994), a predevsim rady basnickych
textd (P.S. ¢ili Cesty do raje, Toronto 1990; Pravo na Sedivou, 1991; Pocit
predsali v aixské kavarnég, 1992 aj.) Dulezita je vSak i Kralova prace preklada-
telska (do francouzstiny prelozil napriklad Vaculikovy Morcata a radu dalSich
text().

V ZIMNiICH DNECH

Ruka v Seru tiskne

vypinaé, zarivka vahavé blika. Spici tma

jenom z dalky Zihand matnym zjevenim: napual
chvéjiva mistnost a napll snad i cela popelava
krajina, s koutici hromadou $atd - mozna masa -
zase se jen

ptat: ¢im bledla krev, co znovu tonulo v noci
pod hladinou slov. Tak dlouho, nez svétlo strne
a nepohnuté zjevi

plvodni rozlohu sivé, prazdné scény.

(Krél, P. Pro andéla. Praha, Pfibram : Kloko¢i, Knihovna Jana Drdy, 2000.)



PETR KRAL

Petr Kral was originally called Petr Chrzanovsky, the family changed their
surname to Kral in 1950. After graduating from an eleven-year high school in
1959, Kral studied dramaturgy at FAMU between 1960 and 1965, then worked
as an editor in the Orbis publishing house, where he was in charge of the ,Film
and Filmmakers” series. In 1968 he left Czechoslovakia for Paris. He worked
at different jobs at the beginning of his French career - assistant in a gallery,
technician in a photolab, interpreter, scriptwriter and critic. At the university
at Nanterre, where he studied for two years, Kral graduated in humanities and
social sciences, later on he lectured here. From summer 1990 to spring 1991 he
worked as the cultural attaché of Czechoslovakian embassy in Paris. Petr Kral
lives in Prague and Paris.

Krél started writing poetry for the Charles University, published his poems,
essays and theoretical texts in the Analogon revue, and in magazines like
Kulturni tvorba, Literarni noviny, Plamen, Orientace, Film a doba, Divadelni
a filmové noviny etc. He was a member of the Prague surrealistic group around
Vratislav Effenberger in 1960s and coorganized the ,Symbols of Hideousness”
exhibition. After settling in Paris, Kral joined the local surrealistic group and
wrote articles for the L’Archibras, Coubure, Phases and Melog magazines.
He also published his reviews in Le Monde daily paper and was a member of
editorial boards of several Parisian magazines, among them Positif or Cahiers
de L"Est, where he organized a special issue on Czechoslovakia in 1979. He was
in touch with the Svédectvi magazine, with L"Alternative, Poésie and others.
After 1989 his articles and essays could finally appear in Czech magazines and
reviews as well - in Literarni noviny, Tvar, Svétova literatura, Host, Ateliér etc.
Petr Kral wrote lyrical prose (Emptiness of the World, Prazdno svéta, Munich
1986), diary books (Notebooks from Paris, Pafizské sesity, 1996) and essays
(Voskovec and Werich or the Start of the Hat, Voskovec a Werich ¢ili Hvézdy
klobouku, 1993; Photography in Surrealism, Fotografie v surrealismu, 1994).
The core of his work however lies in his poetry - P. S. or Journeys to Paradise
(P.S. ¢ili Cesty do raje, Toronto 1990), Right to Grey (Pravo na $edivou, 1991),
Feeling of Antechamber in a Café in Aix (Pocit predsali v Aixské kavarn€, 1992),
etc. Kral did a great deal of work as a translator of Czech literature - he trans-
lated Ludvik Vaculik’s Guinea Pigs into French and many other texts.

JACHYM TOPOL
Born on the 4th
social sciences, but dropped out. Until 1986 he worked as a warehouse clerk,
fireman, coal fetcher, then he lived on disability annuity. Since 1991 he’s been
a freelance writer. In 1990 he started ethnology studies at the Philosophical
Faculty of the Charles University in Prague. He was a lyricist and singer in the
Psi vojaci and Narodni tfida bands, since 1992 he has been writing lyrics for
Monika Naceva, this year he has started working as an editor for the Respekt

of August 1962 in Prague. After high school he studied law and

weekly.

He signed the Charter 77 in 1986, his editorial and publishing activities dur-
ing 1980 were vast - from 1980 to 1982 he published Violit, an underground
magazine, in 1985 participated on the founding of the Jednou nohou magazine,
which was renamed Revolver Revue after its fifth issue. In spring 1989 Topol
co-founded the political magazine Sport, which transformed gradually into
the Respekt political weekly. His poems from the seventies and eighties were
published in | Love You Madly (Miluju té k zblaznéni, 1991). Following was
another book of poetry There Will Be War on Tuesday (V utery bude valka,
1992) prosaic works A Trip to the Train Station (Vylet k nddrazni hale, 1994),
Angel (Andél, 1995), and novels City Sister Silver (Sestra, 1994) and Night
Work (No¢ni prace, 2001). Topol also published a book of fables and legends
of American Indians called Thorny Girl (Trnova divka, 1997). His latest work
is anovel Tar Gargling (Kloktat dehet, 2005) and Supermarket bohateréw
radzieckich published in Poland.

VLASTIMIL TRESNAK

Vlastimil Tregiak was born on the 26th of April 1950 in Karlin, a famous Prague
working quarter. After basic school he worked at several jobs (labourer at
construction sites, cemetery hand, assistant in theatre and film, etc.) before
he started to write and sing folk songs for a living in 1968. However, since
1974 Tresnak was denied any public appearance for his critical attitude to
contemporary political situation in Czechoslovakia and returned to manual
labor - gateman, char, warehouse clerk, etc. His signing of the Charter 77



JACHYM TOPOL

Narodil se 4. 8. 1962 v Praze. Po maturité na gymnaziu studoval na stiedni
Skole socialné pravni, kterou vSak nedokoncil. Do roku 1986 pracoval jako
skladnik, topi¢, nosi¢ uhli, poté pobiral invalidni diichod. Od roku 1991 se
stava spisovatelem ve svobodném povolani. V devadesatych letech rovnéz
studuje etnologii na FF UK v Praze. Od podcatku go. let pasobil jako textar
a zpévak v kapelach Psi vojaci a Narodni t¥ida. Od roku 1992 spolupracuje
jako textar se zpévackou Monikou Nacevou, od letosniho roku navic pracuje
také jako redaktor v ¢asopise Respekt.

Roku 1986 podepsal Chartu 77, rozsahlé byly jeho ediéni a publicistické akti-
vity, v letech 1980-82 spoluvydava samizdatovy ¢asopis Violit, roku 1985 se
spolupodili na vzniku ¢asopisu Jednou nohou, po patém &isle prejmenovaném
na Revolver Revue. Na jare 1989 stal pri zrodu politického ¢asopisu Sport,
ktery se po revoluci (postupng&) prosadil jako politicky tydenik Respekt. Cast
svych basni ze 70. a 8o. let Topol shrnul do sbirky Miluju té k zblaznéni (1991),
nasledovala basnicka sbirka V utery bude valka (1992) a prozaicka dila Vylet
k nadrazni hale (1994), Andél (1995), romény Sestra (1994) a Noc¢ni prace
(2001). V knize nazvané Trnova divka (1997) Topol prevypravél baje a povésti
americkych Indiand. Jeho nejnovéjsi knihou je roman Kloktat dehet (2005)
a v Polsku vydana préza Supermarket bohateréw radzieckich.

Chalupy v dobytym Gzemi vypadaly, Ze umiraj. Te¢kovany od strel, popaleny.
Osamocena postrelena chalupa na kraji lesa vypada jak poranéna krava.
Zapomnél jsem, jestli cedule se jménama vesnic postrileli povstalci, aby nam
nahnali strach, nebo jestli jsme do nich ze stejnyho divodu palili my.
Vesnice byla vzdycky hluk, zila ve zmatku kejhavejch hus a batolivejch kac¢en
a v hadanicich slepic a houserd. Tady nic neznélo, ani kopyto neklaplo. Nebyli
tu psi ani kocky.

(Topol, J. Kloktat dehet. Praha : Torst, 2005.)

VLASTIMIL TRESNAK

Vlastimil Tresnak se narodil 26. 4. 1950 v prazském délnickém Karliné. Po
ukonéeni zékladniho vzdélani prosel rdznymi zaméstnanimi (pomocné prace
na stavbé, hrbitové, u divadla, filmu aj.) Od roku 1968 se Zivil jako autor a zpé-
vak folkovych pisni. Pocinaje rokem 1974 byl vak pro sv(j nesmiflivy nazor na
politické déni zbaven moznosti oficidlnich verejnych vystoupeni a octl se tak
znovu v délnickych povolanim (hlidac, uklize¢, skladnik apod.). Po podpisu
Charty a nasledné policejni dikané byl donucen k emigraci do Svédska (v roce
1982, védské statni obcanstvi ziskal roku 1987). Od roku 1990 Zije prevazné
v Cechéch jako cizinec s povolenim trvalého pobytu.

Vlastimil Tresnak debutoval v ¢asopise Petr a Lucie (1969). V 70. letech pub-
likoval v riznych samizdatovych periodikach, jakymi byly napriklad Moznost,
Slovo, Spektrum, Vokno, pozdé€ji v zahrani¢nich ¢asopisech Svédectvi, Listy
aj. Prézy vznikajici od roku 1978 uverejiioval v samizdatovych edicich a poté
je seskupoval do vétsich soubori: Jak to vidim ja (Kolin nad Rynem 1979),
Babylon (samizdat 1982, Kolin nad Rynem 1982, Praha 1991) a Bermudsky troj-
Uhelnik (samizdat 1985, Kolin nad Rynem 1986). Devét povidek prepracoval
do definitivni podoby v knize U jidla se nemluvi (1996). Vybor ze svych pisiio-
vych textd (Texty, samizdat 1978) rozsiFil (¢asteéné i o autobiografické moti-
vy) v knize Plonkova sedmicka (1998). Podobné i roman Kili¢ je pod rohozkou
(1995) pojednava o ¢eském undergroundu v némeckém a americkém exilu.
Do nedavna, jako vétsina domacich, pracoval v nedaleké tovarné na vyrobu
cvockd, knoflikd a nytd. V ramci resocializa¢niho programu byl ve Cvokéarné
z pomocného délnika preskolen na pomocného vrtace. Prvni rok nastavajici
kariéry mu bylo v narodnim podniku dokonce svérfeno vyvrtavani dvou direk
do knoflikd ke koSilim. Az druhou sezénu presel na mnohem odpovédnéjsi
a lépe placenou préci, na ¢tyrdirkové knofliky kabatové...)

(Tresnak, V. Domdci hosté. Praha : Torst, 2000.)



was followed by fierce political persecution and Tresiak decided to leave
Czechoslovakia in 1982 and settled in Sweden (since 1987 he’s been a Swedish
citizen). Since 1990 Tresnak lives in Czech Republic, as aforeigner with
a long-term residence permit.

Vlastimil Tresnak made his début in the Petr and Lucie magazine in 1969.
He published in several Czech underground periodicals (Moznost, Slovo,
Spektrum, Vokno), later on his texts appeared abroad as well - in the
Svédectvi and Listy magazines and elsewhere. Since 1978 he published his
prose in samizdat editions, which he later organized into bigger groups - The
Way | See It (Jak to vidim ja, Cologne 1979), Babylon (samizdat 1982, Cologne
1982, Prague 1991) and Bermudian Triangle (Bermudsky trojahelnik, samizdat
1985, Cologne 1986). He reworked nine short stories into their definite shape
in the No Talking at Table (U jidla se nemluvi, 1996). Odd Seven (Plonkova
sedmicka, 1998) includes a selection of his lyrics published in samizdat (Texts,
Texty, 1978) completed by some autobiographical texts. His novel, The Key
Under the Footscraper (Kli¢ je pod rohozkou, 1995) deals with Czech under-
ground experienced during his exile years in Germany and United States.



DIVADLO VOSTO5 UVADI DIVADELN{ STAND ART

Stary vojensky stan S - 65 je proménén na divadlo, nalevnu, kavarnu, tancirnu
a biograf. Kavarna denné otvird ve 14h, v podveder se méni na vinarnu. Ve
21:30 zacinaji predstaveni. 26. Vajce, 27. a 28. Stand artni kabaret. Po kazdém
predstaveni se stan méni v tancirnu. Clenové divadla VOSTOs5 vés navic pro-
vedou slavnostnim zahéjenim a zakonceni festivalu.

WWW.VOSt05.Ccz

Vajce
Pan Hruby nebo pan Jemny, namékko nebo natvrdo? Remiza! Vynikajici
rakvi¢karna s vejci.

Hraji: Ondar CihlaF a Petar Prokop

Vajce jsou otevienym ,loutkovo-¢inohernim” tvarem zaloZenym na situacich
Zabomysi valky dvou sousedu. Jednotlivé potycky, které vzdy konci malym
vitézstvim jednoho ¢i druhého, jsou vyplnény improvizaci obou aktért a velmi
nasilnym vtazenim divakda do déje. Divaci mohou ovliviiovat pribéh predsta-
veni a svou jasné vyslovenou podporou se stavaji fanousky jedné ¢i druhé
strany. Jak vzrusujici souboj dopadne? Tot otéazka!

Stand artni kabaret
Chlapci Ondar, Petar, Tomina a Jura predvedou sv(j maximalni improviza¢ni
standart! Nic vic, nic min!

Hraji: Ondar Cihlar, Jura Havelka, Tomina Jerdbek a Petar Prokop

Zcela otevreny divadelné-hudebni improvizaéni vecer se stal titulnim pred-
stavenim ,Divadelniho Stand artu” - divadelniho stanu divadla Vostos, ktery
v sobé kombinuje divadlo, kavéarnu, bar s biografem a tancirnou. Stand”artni
kabaret proziva pokazdé svou premiéru i derniéru a je hudebné doprovéazen
vlastni kapelou TATRA.

DIVADELNI

STANDART




THE VOSTOs5 THEATRE PRESENTS THEATRE STAND ART

S-65, an old army tent is transformed into a theatre, night club, café, dance
hall and cinema theatre. The café opens daily in 14 pm and changes into

a wineroom in the evening. The performances start at 9:30 pm. 26th Vajce,
27th and 28th October - Cabaret Stand”art. After each performance the tent
becomes a dance hall. What's more, the VOSTOs theatre members will be
the guides to the festival opening and closing.

WWW.VOSt05.cZ

Eggs
Mr. Rough and Mr.Gentle, hard or softboiled? A draw! A magnificent cof-
fin-cake with eggs.

Cast: Ondar Cihlar a Petar Prokop

Eggs is an open ,puppet-drama” form based on a petty squabble between two
neighbours. Individual skirmishes, which inevitably end in a small victory for
one of the two competitors, are accompanied by the actors’ improvisations.
The audience is also pulled into the action in a very forceful manner. Audience
members can influence the performance’s development and become fans of
one of the two sides by clearly expressing their support. How will the exciting
encounter turn out? That is the question!

A Standard Cabaret
Ondar, Petar, Tomina and Jura will perform their maximally improvised stan-
dard! Nothing more, nothing less!

Cast: Ondar Cihlar, Jura Havelka, Tomina Jerabek a Petar Prokop

This completely open theatrical-musical improvisational evening has become
the title performance - a ,theatrical standard” - of Theater Vostos's theatrical
tent, combining theater, café, a bar and a cinema, and a dance hall. Whenever
A Standard Cabaret is performed, it is both its premiere and the final perfor-
mance. The group’s own band, TATRA, provides musical accompaniement.




HUDBA

Hudebni doprovodny program 9. Mezinarodniho festivalu dokumentarnich
filmG Jihlava je koncipovan do ctyr tematickych vecerl, které provedou
navstévniky festivalu mensinovymi zanry hudebni scény jak ¢eské, tak zahra-
ni¢ni, a jisté budou pro mnohé cennym objevem, ktery doplni pozitek z festi-
valovych filmaG. Prvni vecer bude ¢isté tanecni a blaznivy. Makrobioticky jazz-
funk naserviruji Unifiction a kriplpunkovou smrsti v podobé kyselého desertu
uzaviou ve&er Zhavé hodi s komponovanym programem Re: POP. Zastupci
slovenské elektronické scény Abuse ukaZzi, co se déje u nasich vychodnich
sousedll a ¢im osliuji posluchade napf. v Britanii. Treti hudebni vecer bude
v rezii opomijeného vydavatelstvi Silver Rocket. Ve stribrné raketce v Jinlavé
dosednou drzitelé Andéla za aletrnativni pocin roku OTK spolu s francouz-
skymi Moller-Plesset, kteri se podle vlastnich slov nechavaji inspirovat jak
lidovou muzikou vychodni Afriky, tak i postpunkovymi vyboji, a vysledkem
je neobvykly mix. Posledni veler predstavi hudebni server Freemusic.cz
nadéjné a ne toliko znamé skupiny z Ceské republiky. Miou-Miou svoji kieh-
kosti rozvolni vecer a Bez Pefi jsou originalni odpovédi na reinkarnovanou
indie-kytarovou scénu.

Veskeré koncerty se budou konat ve 21.30 v klubu Marana. Soubézné budou
vecery doplfiovat tane¢ni DJ's ve festivalovém centru DKO. Nepfijimejte
hudbu pasivng, vyhledavejte ji aktivne.

CRAZY EVENING
Komponovany hudebni vecer pro makrobiotiky i masozrouty. Instantni kon-
centrovany nasup v prasku.

ZHAVE HOSI - RE: POP

Postfeudalni kriplpunkovéa smrst se vraci s no-
vym programem pripravenym exkluzivné pro
jihlavsky festival. Mladi umélci znechuceni
nekone¢nym proudem televizniho a rozhlaso-
vého popu usoudili, Ze pfisel ¢as na poctivou

punkovou odpovéd. Multimedialni pasmo Re: POP privadi na jedno pédium
nejen Holki ¢i Anetu Langerovou, nit suchou nenechava ani na Leosi Mare3ovi
nebo Karlu Gottovi.

UNIFICTION

Skupina hraje originalni autorskou hudbu s &eskymi texty. Zanrové Ize zaradit
mezi alternativni rock, ma vsak velmi specificky rukopis. Unifiction svoji tvorbu
vyjadfuji matematickou rovnici: makrobioticky latinjazzrock + alkoholicky
funkymetal = alternativni disco! Hlavni postavou je extrovertni pévec a kytarista
Bedfich Levy, ktery je zajimavy predevsim diky nezaménitelnému hlasu. Je
vyjimeény i svym pohybem a projevem na pédiu! Cela kapela vytvari nezvyklou
show, plnou prevlekl a choreografickych prvkd.
Hudba Unifiction je celkem odvaznou fazi
mnoha styld, neboji se folku, hardcoru, popu
ani jazzu. VSe rafinované propojuji a libuji si
v dramatickych zvratech. Nékteri posluchaci
oznacuji celkovy projev kapely jako perverzni,
ale tim se nenechejte odradit!
www.unifiction.net

SLOVAK EVENING

Na Slovensku je mnoho vyznamnych a celosvétové uznavanych hudebnich
uskupeni. Vi se o nich i v Ceské republice? Jednim z vyranych zastupcti na
poli elektronické scény jsou Abuse.

ABUSE
Hypnotickd smés nejsoucasné;jsi elektroniky s Zzanrovymi presahy jako mani-
festem. Abuse ve svém Sirokospektralnim elek-
tronickém mixu kombinuje ambient s valivymi
sténami breakbeatu i hiphopovou rytmikou,
hi-tech postupy s lo-fi popem, bizarni filmo-
vé atmosféry s mimozemskym folklorem. Po
EP 4th Floor Sinking a Sleepfields (Deadred
Records, 2002), které se v médiich setkalo




MuUsIC

The accompanying music programme of the gth International Documentary
Film Festival is composed of four theme evenings, which will guide visitors
through minor genres of Czech and foreign music scene and certainly will be
a pleasurable discovery for many.

The first evening will be simply dancing and crazy. Macrobiotic jazz funk will
be served by Unification and cripple punk storm as acid dessert will close the
evening with Hot Boys and their programme RE :POP.

Slovak electronic scene is represented by Abuse. They will show us what's
going on with our eastern neighbors and with what they shock listeners for
example in Great Britain.

The third music evening will be directed by the neglected publishers Silver
Rocket. Angel holders for alternative happening of the year OTK will land in
Jihlava together with French Moller-Plesset who in their words are inspired by
both folk music of East Africa as post punk with unusual results.

During the last evening music server Freemusic.cz will introduce hopeful and
not so known groups from the Czech Republic. Miou-Miou fragile way moves
the evening and Bez Peri (Without Feathers) are an original answer to the
Indie-guitar scene.

All concerts will be performed 9.30 pm in the Manana Club. At the same time
in festival center DKO evenings will be filled with dancing D]’s. Don't accept
music passively, look for it actively.

CRAZY EVENING
Composed music evening for macrobiotics and also meat eaters. Instant con-
centrated serving in powder.

ZHAVE HOSI-RE: POP

Post feudal cripple punk storm returns with the new programme prepared
exclusively for Jihlava Festival. Young artists, disgusted with endless stream of
TV and Radio pop have judged that time came for the honest punk answer.
Multimedia show Re: POP brings at the same stage not only Holki or Aneta
Langer but also Leos Mares or Karel Gott.

UNIFICATION

The group plays original author music with Czech texts. It is alternative rock
with specific handwriting. Unification’s production is expressed by math-
ematical equation: macrobiotic latinjazzrock+alcoholic funky metal=alternative
disco! The main figure is extrovert singer and guitarist Bedrich Levy who
is interesting first of all thanks to his unique voice. He is exceptional in his
movement and expression on the stage! The group creates unusual show full
of changes and choreographic elements. Music of Unification is on the whole
dearing fusion of many styles and is not afraid of folk, hard rock, pop or jazz.
They connect everything and enjoy dramatic changes. That shouldn’t repulse
some listeners mark group’s performance as perverse but you!
www.unifiction.net

SLOVAK EVENING

There are many important and worldwide recognized music groups in
Slovakia. Are they known in the Czech Republic? One of these in the field of
electronic music is Abuse.

ABUSE

Hypnotic mix of contemporary electronics with thematic reaches as a manifest.
Abuse in its wide electronic mix combines walls of break beat and hip-hop
rhythm, hi-tech with lo-fi pop,

bizarre film atmosphere with extraterrestrial folklore. After EP 4th Floor
Sinking and Sleep fields (Deadred Records, 2002) which have met with excited
reactions in the media and remixing (Veneer, Ecstasy of St. Theresa, Khoiba,
Re (d) mixes...) issued long play album The Great Outdoors, which also makes
the essential part of concert repertoire of the Abuse live band which will be
also performed in Jihlava.

www.abuse.sk

SILVER ROCKET EVENING / SILVER ROCKET RECORDS

Silver rocket flies above our heads. Its transport modules as black and silver
flying discs flying freely all over the whole world. In many cases it is necessary
to pay exceptional and focused attention to these unidentified objects in the



s nadSenymi reakcemi a remixovani (Veneer, Ecstasy Of St. Theresa, Khoiba,
Re(d)mixes...), vys$lo na sklonku loriského roku dlouhohrajici album The
Great Outdoors, které také tvori podstatnou ¢ast koncertniho repertoaru
Abuse live bandu, ktery se predstavi i v Jihlavé.

www.abuse.sk

SILVER ROCKET EVENING / SILVER ROCKET RECORDS

Stribrna raketka poletuje nad nasimi hlavami. Jeji transportni moduly v po-
dobé Cernych a stiibrnych 1étajicich kotoucd poletuji volné€ po celém svété.
V mnoha pfipadech je tfeba vénovat zvastni a péclivou pozornost témto nei-
dentifikovatelnym predmétiim ve klidnych vodach ¢eského hudebniho povo-
di. Veéer v ramci 9. Mezinarodniho festivalu dokumentarnich filma Jihlava je
jedine¢nou prilezitosti sjet divokou vodu na stribrné raket€.
www.silver-rocket.org

MOLLER-PLESSET

Hledate originalni evropskou odpovéd na kapely jako The Jesus Lizard, US
Maple nebo Don Caballero? Zkuste kvarteto Moller-Plesset z francouzského
Rennes. Dostanete mnohem vic.

Moller-Plesset vznikli v roce 1996 a v za¢atcich plsobili jen jako duo akustic-
kych kytar. Po pFibrani bubenika a zpévaka a presedlani ,na elektriku” (stale
pfi absenci baskytary!) nabrala jejich muzika prudky energicky spad, ktery
odkazuje na jedné strané tfeba k noise-silencim Dazzling Killmen, na druhé
strané se ale nechava inspirovat podivuhodnymi rytmickymi eskapadami
takovych Cheval De Frise.

Aktualni album ,The Perturbation Theory” navazuje na skvély debut ,Rather
Drunk Than Quantum” (2002), a to nejen co se tyka vyjimeéné dobie zpra-
cované grafické stranky desky (podareny digipack s komiksem, vytvorenym
specialné pro desku). Moller-Plesset nechavaji na obou svych nahravkach
explodovat podivuhodné kytarové obrazce, mezi jejichz vzajemné proplete-
nymi linkami a $mouhami se prodira hystericky a naléhavy vokal. Cely chuch-
valec emoci pak Zenou dopredu vyjimecné kreativni bici. Moller-Plesset se
podle vlastnich slov nechavaji inspirovat jak lidovou muzikou vychodni Afriky,
tak i post punkovymi vyboji a vysledkem je neobvykly mix. Moller-Plesset uz

v Cesku absolvovali tisp&§né turné v roce 2002 (mimochodem, jedna ze skla-
deb na ,The Perturbation Theory” nese nazev ,Cheb") a nyni se vraceji.
http://mollerplesset.free.fr

OTK

Oc¢ méné je skupina OTK znéma sirsi verejnosti,
o to vice je respektovana mezi lidmi, ktefi s jeji
tvorbou pfrisli do styku. Za Sestnact let existen-
ce se kapela soustfedéna kolem zvukarského
inovatora Ondreje JeZka vypracovala mezi nej-
zajimavéjsi projekty pohybujici se na soucasné
scéné. Tento fakt nejlépe demonstruje svym

poslednim prelomovym albem Sona a kuva,

za které byla mj. ocenéna Andélem 2003 v Zanrové kategorii ,alternativni
hudba”.

Prvni koncert odehréli OTK jiz v roce 1988 na Hanspaulském festivalu v hale
T) Spartak Dejvice spole¢né s rovnéz debutujicimi Tatabojs. V prvni poloviné
devadesatych let se do povédomi zapsali jako pomérné typicka kapela prazské
alternativni scény a jejich skladby Lyze, Kocka ¢i Balada o panu Vomackovi do
omrzeni rotovaly na Radiu 1. S touto rozhlasovou stanici je ostatné bytostné
spjat leader kapely Ondrej Jezek, ktery nejenZe zde nékolik let vysilal, ale rov-
néz vyrobil fadu legendarnich jingld (Ta koza uZ mé neposlouchg, Je to datel
atd.). Pro tvorbu OTK je v té dobé charakteristickd podivné lind atmosféra
vétsiny skladem, neotrely zvuk, zajimavé pouziti trubky a hravé texty zhusta
se zvireci tematikou. Zcela zasadni je rok 2003, kdy vychazi precizni, zvukové
revoluéni album Sona a kuva (Silver rocket/Minority records, 2003), na némz
se producentsky spolupodileji Dusan Neuwerth (Tatabojs), Jan P. Muchow
(EOST) a Kip Beelman (Kinski). Dostava se mu pochvalnych recenzi a Aka-
demie popularni hudby jej ocenuje Andélem 2003 v sekci alternativni hudba.
Sona a kuva zni jako jeden diamant o tisici ploskach. OTK se vymykaji véem
obvyklym recenzentskym skatulkdm.

Protiproudy i zradny mél¢iny, Slapy i Marianskej pfrikop - hudebni prozie-
telnost zatim OTK vZdycky ochrénila a jeji poZehnani i nadéle provazi cestu

tyhle vyjimecny kapely, ktera je nejsiln€jsi v téch nejméné ocekavanejch sou-



calm waters of Czech watershed. The evening in the frame of 9th International
Festival of Documentary Films is the unique opportunity to travel wide water
in silver rocket.

Www. silver-rocket. org

MOLLER-PLESSET

Looking for original European answer to groups as The Jesus Lizard, US Maple
or Don Caballero? Try quartet Moller-Plesset from French Rennes. You will
get much more.

Moller-Plesset were formed in 1996 and in the beginnings performed only as
a duo of acoustic guitars. Adding the drummer and singer and changing to
“electricity” (still with the absence of the bass guitar) their music got fast ener-
getic move which resembles on one side noise-madmen Dazzling Killman and
on the other side is inspired by rhythmical escapades of Cheval De Frise.
Actual album “The Perturbation Theory” continues fantastic debut of “Rather
Drunk Than Quantum” (2002) not only with exceptionally well designed
graphic (excellent digipack with comics created for especially this record).
Moller-Plesset let in both their recordings to explode marvelous guitar pic-
tures between their mutually mixed lines and marks sounds with hysterical
vocal. The whole cluster of emotions is pushed forward by exceptionally cre-
ative drums. Moller-Plesset, in their own words, is inspired by folk music from
East Africa and also by post punk conquests and the result is an exceptional
mix. Moller-Plesset has absolved successful tour in Czech Republic in 2002 (by
the way one of composition in “ The Perturbation Theory” is named “ Cheb")
and now they are returning.

http://mollerplesset.free.fr

OTK

The less people who know its production respect the group OTKis known to
the wide public the more it. Existing for 16 years, this group has concentrated
around the sound innovator Ondrej Jezek and have created the most interest-
ing projects on the contemporary scene. Its last album Sona a kuva has been
rewarded by Angel 2003 in the category of “alternative music”.

The first OTK concert was in 1988 Hanspaulka festival in the hall of TJ Spartak
Dejvice together with also debuting Tatabojs. In the first half of go's they sunk
tinto the public conscience as typical alternative scene group and their compo-
sitions Lyze (Ski), Kocka (Cat), or Balada o panu Vomackovi have rotated on
the Radio 1. The group leader Ondrej Jezek is also connected with this radio
station, he has been here not only broadcasting but also has created several
legendary hits. For the OTK production at this time is characteristic strongly
lazy atmosphere of the most compositions, fresh sound, interesting use of
trumpet and playful texts often with animal themes. The year 2003 is important
because the album Sona a kuva has been produced (Silver Rocket/Minority
Records, 2003) with Dusan Neuwerth (Tatabojs), Jan P. Muchov (EOST) and
Kip Beelman (Kinski). The Academy of Popular Music has given it Angel 2003.
Sona a kuva sounds as a diamond of thousand sides. OTK do not fit into any
box. Its journey is blessed. www. noise.cz/otk

FREEMUSIC EVENING

Freemusic.cz - pages full of music

Music server Freemusic will celebrate this Fall its sixth birthday. It is the biggest
music archive in Czech Republic with more than three thousand records and
over six hundred mostly amateur groups has its presentation there. The main
activity of this server is publishing oriented on the independent scene and
new names discovery. Daily actual web offers news, reportages, photos, and
interviews.www.freemusic.cz

BEZ PERI

This group from Most was originally created as three-member project of
singer and bass guitarist David Pomahac. The first concert was in the Fall of
following year, since that time the frequency of their performances starts to
go dramatically up. In November 1998 they have recorded the album Jablecne
Pyre (unfortunately the sound is not so good there) that have been issued
in May 1999 by Indies Records. Thanks to performances with Houpaci Kone
both music groups unite. David Pomahac and the drummer Honza Strnad play
in both formations. New material have been recorded and produced by Jan



vislostech. Operacni zakladna OTK se totiz obvykle nachazi na tom jedinym
nejistym bodé¢ v celym Sirokym statickym kosmu. Na ném se rozkrodi...
www.noise.cz/otk

FREEMUSIC EVENING / FREEMUSIC.CZ - STRANKY PLNE HUDBY
Hudebni server Freemusic oslavi béhem letosniho podzimu uz své Sesté naro-
zeniny. Dnes je s vice nez tfemi tisici ,émpetrojkami” nejvétsim tuzemskym
hudebnim archivem, svoji prezentaci tu mé pres Sest set prevazné amatér-
skych kapel. Hlavni ¢innost serveru ale tvori hudebni publicistika bez Zanro-
vého omezeni, orientovana prevazné na nezavislou scénu, mensinové zanry
a objevovani novych jmen. Denné aktualizovany web nabizi Fadu Eerstvych
novinek, recenzi, reportazi, fotogalerii nebo rozhovoru.

www.freemusic.cz

BEZ PER(

Mostecka kapela Bez peri vzniké jako pavodné
triclenny projekt zpévaka a baskytaristy Davida
Pomahace. Prvni koncert odehravéji az na pod-
zim nasledujiciho roku, od té doby vsak frek-
vence vystoupeni zac¢ina prudce stoupat a kro-
mé Ceskych klubl se BP objevuji i v Némecku.
V listopadu 1998 nahravaji album Jableéné pyré
(bohuzel s ne pfili§ povedenym zvukem), které
vychézi v kvétnu 1999 u Indies Records. Diky hojnému spole¢nému koncerto-

vani s Houpacimi koni dochazi k velmi tzkému personalnimu propojeni obou
kapel (basadk David Pomaha¢ a bubenik Honza Strnad hraji od té doby az
doposud v obou formacich). Vznikajici novy material je pozdéji za producent-
ského dohledu Jana Cechtického natogen a na podzim 2003 vychazi album
pojmenované Nocéni vidéni na znacce Guerilla Records. Diky kombinaci
chytlavych pisni¢ek a ostrejsich kytarovych ploch si za né€j Bez Pefi vysluhuji
nalepku noise pop. V soucasné dobé€ kapela pfipravuje nové pisnicky, které by
rédda na jare pristiho roku opét zachytila na novém albu.

www.bpnoise.net

MIOU-MIOU

Alternativné-popova skupina Miou-Miou vznik-
la na jare loriského roku. Letos vydala na labelu
Purrr Records své debutové minialboum s na-
zvem 6 chants pour les chats. Na CD-extra,
které se natacelo v pardubickém Divadle 29,
najdete kromé Sesti francouzsky zpivanych skla-
deb i remix pisnicky Dans mon lit od projektu
The Violine a videoklip. Pisnicka Rendre temps
se objevila ve filmu slovenské rezisérky Katariny Sulajové O dve slabiky poza-
du. Koncertni zvuk kapely je zaloZen na prolinani dvou kytar, legendérnich
vychodonémeckych klaves Vermona, rytmiky a div¢iho zpévu s francouzskymi

texty. Stylové se Miou-Miou pohybuji kdesi na pomezi indiepopu, post-rocku
a alternativni hudby. V souc¢asné dobé kapela pilné pripravuje nové skladby
pro dalsi album. www.miou-miou.cz



Cechticky and in 2003 the album Nocni videni (Guerilla Records) is produced.
It is labeled as noise pop. At this time the group prepares new songs for the
next year album. www.bpnoise.net

MIOU-MIOU

Alternative pop group was created in the Spring last year. This year they have
produced minialboum with Purr records named 6 chants pour les chants. The
CD-extra, which was recorded in Pardubice Theatre 29, includes beside six
songs in French and also remixes of Dans mon lit (project The Violine and
videoklip). The song Rendre temps was in the film of Slovak director “O
dve slabiky pozadu”. The sound of the group consists of two guitars, leg-
endary East German key Vermona, rhythm and female singing French text.
Miou-miou style is between indiepop, post-rock and alternative music. At the
present time the group prepares new songs for the next album.
WWW.miou-miou.cz
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BURZA NAMETU - EAST EUROPEAN FORUM 2005

Burza namétl je prvni setkani vychodoevropskych dokumentaristd s vyznam-
nymi evropskymi televiznimi producenty, na kterém reZiséfi a nezavisli pro-
ducenti nabizeji své naméty k realizaci. Burzu kazdoro¢né organizuje Institut
dokumentéarniho filmu ve spolupraci s European Documentary Network
a Mezinarodnim festivalem dokumentarnich filma Jihlava.

BURZA NAMETU - KROK ZA KROKEM

KONKURZ DOKUMENTARNICH PROJEKTU.

Ze zaslanych namétl zastupci European Documentary Network (EDN) a In-
stitutu dokumentarniho filmu vyberou 12 projektl, které se zG&astni verejné
prezentace.

26.10. - 28.10. 2005

PRIPRAVNY WORKSHOP

Pitching foru bude predchazet workshop, ktery povedou zastupci EDN,
evropiti dokumentaristé, producenti a distributofi. Uéastnici se na ném
béhem dvou dndl nauci napsat namét koprodukéniho projektu, sestavit rozpo-
cet podle evropskych standardd a nakonec svij projekt verejné prezentovat.
Po skonéeni workshopu budou Géastnici pracovat na zestruénéni a zpresnéni
namétu, prepracovani rozpoctu a pripravé prezentacnich materiald (ukazky
- predtacky, fotky, showreal - v délce max. 2 min.) a bude jim umoznéna dalsi
konzultace s lektory.

29.10. - 30.10.2005
PITCHING FORUM - Verejna prezentace dokumentarnich projektt
Na verejném pitching foru rezisér a producent kazdého projektu predstavi

svij pripravovany film panelu evropskych televiznich producent(i a nabidne
tak svlj pripravovany namét k mezinarodni koprodukci. Letos podruhé se
panel TV producentli predstavi neotrelym zplisobem. Takzvany Pitching
naruby obrati role a TV producenti budou muset sami pred Gcastniky béhem
5 minut verejné prezentovat svdj TV kanal a jeho programové moznosti.

BURZA NAMETU - DOPROVODNY PROGRAM

+PFimo k divakovi! - nové cesty digitalni distribuce dokumentarnich
filma"” - panelova diskuse. Debata probéhne béhem sobotniho odpo-
ledne a zaméfi se na zpuUsoby vyvoje distribuce dokumentu v dobé
internetu a digitalizace kin, na moznosti, jakymi mohou nové alternati-
vy priblizit film publiku a zaroven prinést alesponi ¢aste¢nou navratnost.
Dalsim pilifem doprovodného programu budou ,DETI BURZY NAMETU"
- projekce a studie vzniku tri film0, které ziskaly finance diky predeslym
Burzam namétd. Predstavi se ¢esky projekt Tomase Kudrny “Troublemaking
Genius/Wichterle”, film polského reziséra Marcina Latalla “Our Street”
a “Taking Back the Stable” - ¢esko-jihoafricky projekt Michaela Leeho, Keithe
Jonese a J. Browna. Na téchto projektech autofi priblizi svou cestu evropskou
dokumentérni koprodukci.

HOSTE BURZY

Televizni producenti

e Caroline Behar (France 5, Francie)

« Kathrin Brinkmann (ZDF, Némecko)

o Flemming Grenz (DR TV,Déansko)

o Marijke Huijbrechts (AVRO TV, Holandsko)
« Rasa Miskinyte (LRT, Litva)

o Paul Pauwels (VRT - Canvas,Belgie)

« Wim van Rompaey (Lichtpunt, Belgie)

o Claudia Schreiner (MDR, Némecko)

« Martin Stoll
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EAST EUROPEAN FORUM JIHLAVA 2005

The East European forum is uniting those who wish to create a film with those
who are searching for original topics for their television stations. Directors and
independent producers have a unique chance to offer their projects directly
to European leading TV commissioning editors, distributors and independent
producers.

EAST EUROPEAN FORUM - STEP BY STEP

26.10. - 28.10. 2005

EDN committee chooses projects in the project competition that will take part
in the Forum. The Pitch workshop is chaired by top European documentary
film producers, and they will teach the participants how to write up a suggest-
ed co-production, how to create a budget according to European standards
and how to publicly present their given projects.

29.10. - 30.10.2005

The Pitching Forum - Public Presentation, where the director and producer
have an opportunity to present their film projects to leading west European
television producers. Unique part of the East European Forum 2005 pro-
gram will again be “Introduction of the Panel of Commissioning Editors”.
Commissioning editors were given 5 minutes to pitch their own documentary
slots and their personal taste in the films they are looking for at the Forum.
This, so called “Reverse Pitching” by commissioning editors to the public, also
included a clip of the most significant film each CE has commissioned.

EAST EUROPEAN FORUM - ACCOMPANYING PROGRAM

» The accompanying program will feature panel discussion, which will be held
on Saturday afternoon 17.00-19.00, , Directly to Viewer ! New Ways of Digital
Documentary Distribution” focusing on “alternative ways of digital distribu-
tion for documentary films-digital distribution world” - containing regional
overviews, information on “new ways” and all different documentary distribu-
tion issues. Panel wants to examine how distribution of documentary films
changes in the digital age, and whether or not it provides all parties concerned
a better access to audiences and therewith additional sales revenues. Panel
will deal with the questions of how distribution and sales of documentaries
will change in age of Internet, digital cinema and mobile telephony. Can new
technologies provide participants also new, lucrative access opportunities to
the audience?

o Accompanying program will also present the results of the past pitching ses-
sion by offering the three case studies of successful films “Children of Jihlava”
- three films that were produced thanks to east European forums 2003- 2004.
Czech film. “Troublemaking Genius” by Tomas Kudrna, (28.10.2005 20.00-
22.00) a film by polish director Marcin Latallo “Our Street” and “Taking Back
the Stable” by Czech-south-African project by Jeffrey Brown, Keith Jones and
Michael Lee (30.10. 2005,15.00-16.30) will offer a survey of their successful
path through the process of the European documentary co-production. All
the three documentary films found financial support from different European
TVs thanks to the East European Forum and all of them are now in the final
post-production stage.

FORUM GUESTS

The TV commissioning editors

e Caroline Behar (France 5, France)

« Kathrin Brinkmann (ZDF, Germany)
e Flemming Grenz (DR TV, Denmark)



o Andrey Titkow (TVP, Polsko)
« Sari Volanen (YLE Co - productions, Finsko)
o Jenny Westergaard (YLE, Finsko)

Tutofi pripravného workshopu

» Cecilie Lidin (EDN, Dansko)

o Fleur Knopperts (IDFA Forum, Holandsko)
o Leena Pasanen (EDN Director, Finsko)

» Stefano Tealdi (Stefilm, Italie)

Tutofi Ex Oriente Film Workshopu

« Jan Gogola (Ceska televize/Brno, CR)

 Serge Lalou (Les Films d'lci, Francie)

« Tue Steen Muller (EDN, Dansko)

« Mikael Opstrup (Final Cut Productions, Dansko)
« Filip Remunda (rezisér, Ceska republika)

PROFESIONALNI ZIVOTOPISY A PROFILY TV STANICI
A SPOLECNOSTI / TELEVIZNi PRODUCENTI A JEJICH STANICE

CAROLINE BEHAR - France 5, France

Televizni producentka, dramaturgyné, akvizitorka a vedouci mezinarodni
koprodukce na France 5.

Caroline Behar zacala svou kariéru v roce 1995, kdy se v prvnim roce exis-
tence pridala k patému kanélu, dnes oficidlné nazvanému France 5. Caroline
byla pGvodné zodpovédna za zalozeni Mezinarodni asociace vzdélavacich
programi a kanal( Discovery Channels (AITED). Poté zalozila novou spo-
le¢nost, kterd prostrednictvim interaktivnich akci propagovala novy kanal na
celém Uzemi Francie. Tendence k objevovani novych horizontd a k cestovani
ji nakonec v roce 1997 zavedla do Useku akvizice a mezinarodni koprodukce,
kterou vedla Ann Julienne. Od té doby pracuje na poli mezinarodnich trhd
s dokumentarnimi filmy, na kterych se zaméruje na vybér svych oblibenych
témat: lidé, mista a kultury celého svéta, prirodni filmy a ekologie a véda

a technologie. Do dneska zprostiedkovala radu koprodukci se zahrani¢nimi
partnery celého svéta. V soucasné dobé navazuje spolupraci s novymi trhy ve
Spanélsku, Latinské Americe a Indii.

KATHRIN BRINKMANN - ARTE /ZDF, Némecko

Narozena 29. zari 1964 v Iserlohnu, v Némecku. Studovala herectvi v némec-
kém Giessenu. Pracovala jako zastupce reditele mnoha divadelnich projektd,
napriklad Theater am Turm ve Frankfurtu na Mohanem. Déle spolupracovala
s némeckym kulturnim kanalem 3sat. Od roku 1994 je producentkou a dra-
maturgyni na ARTE /ZDF a je zodpovédna za ,Das kleine Fernsehspiel” - za
vyrobu a produkci tematickych vecerd na evropském kulturnim kanalu ARTE.
Dale se podili na vyvoji novych programovych formatt pro QUANTUM - tele-
vizni dilnu spadajici pod ,Das kleine Fernsehspiel”. Od kvétna 2000 je drama-
turgyni a producentkou nového oddéleni ,ARTE THEMA" v ramci ZDF.

ZDF-Némecko

TV stanice ZDF byla zaloZena v roce 1961 jako jedna ze dvou verejnopravnich siti,
financovanych z poplatk( a reklamy. Vedle svého zékladniho vysilaciho ramce
ZDF zajistuje chod nékolika dalSich TV kanalG, jako napriklad détské stanice
KIKA, digitalniho kanalu ZDF vision, spolecenského kanalu Phoenix, némecky
vysilajiciho satelitniho programu 3sat a Evropského kulturniho kanalu ARTE.

Dokumenty na tematickych ve¢erech ARTE THEME

Oddéleni ARTE THEME vyrabi v ramci ZDF 33 tematickych vecerd ro¢né. Idea
komponovanych vecert byla natolik unikatni, Ze se svym zptsobem stala cha-
rakteristickym pilirem vysilani. Tri vecerni bloky tydné se pravidelné zabyvaiji
tématy z riznych moznych hld pohledu a poskytuji divakovi irsi prostor pro
porozuméni problému. Komponované vecery kombinuji také rGizné formy,
styly a Zanry audiovizuélnich sdéleni sjednocenych spole¢nym tématem (jako
napriklad reportéaze, celovecerni filmy a dokumenty)

FLEMMING GRENZ - DR TV, Dansko
Od roku 1962 pracuje pro danskou radio televizi DR TV, postupné jako mana-
zer Oddé€leni pro déti a mladez, nasledné€ jako televizni producent zodpovéd-



» Marijke Huijbrechts (AVRO TV, The Netherlands)
« Rasa Miskinyte (LRT, Lithuanian)

« Paul Pauwels (VRT - Canvas, Belgium)

o Wim van Rompaey (Lichtpunt, Belgium)

o Claudia Schreiner (MDR, Germany)

« Martin Stoll (CT, Czech Republic)

o Andrey Titkow (TVP, Poland)

e Sari Volanen (YLE Co - productions, Finland)

o Jenny Westergaard (YLE, Finland)

Lecturers at the pitch workshop:

o Cecilie Lidin (EDN, Denmark)

o Fleur Knopperts (IDFA Forum, The Netherlands)
» Leena Pasanen (EDN Director, Finland)

« Stefano Tealdi (Stefilm, Italy)

Guest lecturers of the Ex Oriente

« Jan Gogola (Ceska televize/Brno, CR)

o Serge Lalou (Les Films d’Ici, France)

o Tue Steen Muller (EDN, Denmark)

o Mikael Opstrup (Final Cut Productions, Denmark)

PROFESSIONAL CV S AND COMPANY PROFILES

CAROLINE BEHAR, France 5, France

Commissioning Editor, Acquisitions and International Co-productions, France 5
Caroline Behar began her career in the television industry in 1995, joining what
was then La Cinquieme in the channel’s first year. Now known as France s, it
is one of three channels in the France Televisions group, along with France 2
and France 3.

Initially, Caroline was involved in setting up the International Association of
Educational and Discovery Channels (AITED). She then took part in creating
another new association whose aim was to promote the channel through

a programme of interactive events held across France.

In 1997, Caroline’s love of travel and determination to explore the world led
her to join France 5's Department of Acquisitions and International Co-pro-
ductions, headed by Ann Julienne. This work takes her to international pro-
gramme markets and festivals in search of the best documentary films and
projects dealing with her preferred subjects: people, places and cultures from
across the world, wildlife and the environment, science and technology. In
recent years Caroline has developed numerous co-productions with interna-
tional partners from around the world. She is currently setting up long-term
collaboration with “new markets”, in Spain, Latin America, India...

KARTHRINN BRINKMANN - ZDF, Germany

Born September 29, 1964 in Iserlohn, Germany. Studied applied dramatic
arts in Giessen, Germany. Worked as assistant director, theatre projects, e.g.
theater am turm/frankfurt/m.

Freelance work for the German culture channel 3sat. Also had practical train-
ing as dramaturg / commissioning editor at ZDF. Since 1994 commissioning
editor for ARTZE / ZDF - ,Das kleine fernsehspiel”: development and produc-
tion of theme evenings for the European culture channel arte. Development of
new programme formats for ,quantum”, the television workshop of Das kleine
fernsehspiel within the German culture channel 3sat.since may 2000: commis-
sioning editor in the new department ,Arte Thema” within ZDF.

ZDF-Germany

Set up in 1961 ZDF is one of the two public service networks in Germany,
financed by licence fees and by advertisement. Apart from its main television
service ZDF German television operates, either individually or with partners,
anumber of television channels and related media services like the children
channel Kika, the digital channel ZDFvision, the current affairs channel phoe-
nix, the German speaking satellite channel 3sat and the European cultural
channel arte.

Documentaries Arte Theme Evenings
The Arte Thema department within ZDF is commissioning 33 theme evenings



ny za tvorbu vSech zabavnych i dramatickych poradl tohoto oddéleni. Dale
zastaval funkci producenta a dramaturga Oddéleni kultury a dokumentarni
tvorby. V soucdasné dobé (od r. 1993) je v DR TV producentem a vedoucim
Koprodukéniho oddéleni.

DR TV - Dansko

DR TV je narodni verejnopravni televize financovana z koncesionéarskych
poplatkd. Vysilda na dvou kanalech: DR1, $ifeném prostiednictvim pozemni
sité, satelitu i kabelu a DR2, prenaseném satelitnim signalem a kabelem.
Centralnim kontaktnim uzlem DR TV pro koprodukci a predkupni smlouvy je
Koprodukéni oddéleni .Hlavnim cilem koprodukce v ramce DR TV je rozsireni
spolupréace predevsim s danskymi nezavislymi producenty a reZiséry krat-
kych filmd a dokumentd, ale i s ostatnimi zastupci skandinavskych a jinych
zahrani¢nich nezavislych produkénich spoleénosti. Koprodukce se na DR TV
zaméruje na kulturni a spolecenska témata s ddrazem na dobre a dikladné
vypracovany namét. Koproduk¢éni filmy jsou néasledné vysilany na obou pro-
gramech DR1 a DR2.

MARIJKE HUIJBREGTS - AVRO, Holandsko

Vykonna producentka/Producentka AVRO Close Up, od 1998 do soucasnosti
AVRO Close Up je programové okno s tydenni periodicitou. Celoro¢né vysila
5o-ti minutové dokumenty na celém Gzemi Holandska. Marijke Huijbregts je
jako vykonna producentka zodpovédna za mezinarodni koprodukci a akvizici.
Kromé toho v ramci AVRA produkovala fadu dokumentt (mezi jingmi: The
Trail of the Mummy, Mode in Nederland, Donald Duck: Meer dan een Eend,
Lili Marleen, Jaap van Zweden, Sail Amsterdam a desitky jinych)

RASA MISKINYTE - LRT - Lithuanian Radio and Television, Litva

Vystudovala stavitelstvi v Litvé, filmovou Skolu European Film College
v Dansku a divadelni a filmovou katedru Vilniusské Akademie. Je clen-
kou European Documentary Network. Absolvovala tréninkové programy
Eurodoc Production a “Twelve for the Future”. Spoluorganizuje BALTIC SEA
DOCUMENTARY FORUM v Litvé. Rasa Miskinyte publikuje v mistnich i za-
hrani¢nich periodikdch zamérenych na dokumentéarni produkci a distribuci.

Produkovala fadu domécich dokumentérnich filmt a podilela se na mnohych
mezinarodnich koprodukcich.

LRT

Litevské narodni rozhlas a televize (Lietuvos Nacionalinis Radijas ir Televizija)
LRT je narodni neziskova vysilaci spolecnost. Operuje na dvou rozhlasovych
a dvou televiznich kanalech. Pravidelné rozhlasové vysilani zajistuje od
rku 1926 a televizni od roku 1957. LTV 2 - druhy televizni kanal se od roku
2006 zaméfi na kulturu a produkci dokumentarnich filmd. Televizi financuje
z nejveétsi Casti stat, mala cast zisku pochazi z reklamy. V blizké budoucnosti
bude na vysilatele uvalena dan, ktera se prida ke zdrojlm financovani. LRT
zaméstnava zhruba 650 lidi. LRT nabizi servis zahrani¢nim vysilatelim, kteri
chtéji prenaset udalosti z Gzemi Litvy.

PAUL PAUWELS - VRT, Belgie

Paul Pauwels - programovy manazer . Narozen v Belgii, Leuvenu v roce 1956.
Vystudoval RITCS filmovou akademii v Bruselu (1976 - 79) a dosédhnul magis-
terského titulu na katedre rezie a produkce. Od roku 1979 do 1987 pracoval jako
produkéni manazer v oblasti hraného filmu a poté zalozil vlastni produkéni
spole¢nost PERISKOPE Production NV. V kvétnu 2005 zanechal drahu neza-
vislého producenta a stal se vedoucim produkce vlamské verejné televize VRT.
V ramci Canvasu je zodpovédny fadu dokumentarnich programovych oken
(véda, historie, spole¢nost) a ma na starosti mezinarodni koprodukce. Paul
Pauwels byl v letech 2002 a 2003 predsedou rady EDN. Mezi jeho dal3i akti-
vity patii vedeni dokumentarnich a scénaristickych workshopt a vzdélavacich
programti ve Finsku, Némecku, Norsku, Dansku, Svédsku, Holandsku, Belgii,
Francii, §pané|sku, Portugalsku, Itélii, Srbsku, Chorvatsku, Recku, Makedonii,
UK, Izraeli, Ceské republice, Indii nebo na Islandu), jako tutor se podilel na
Discovery Campus v Némecku a na Ex Oriente Film Workshopu v Praze.

WIM VAN ROMPAEY - LICHTPUNT, Belgie

Zenaty, dvé déti. Vystudoval moderni d&jiny na Svobodné Univerzité v Bru-
selu. Od zacatku osmdesatych let pracuje jako producent nezavislé belgické
televize Lichtpunt.



ayear. The theme evening is a very special concept and programme which
became in away the channels signature programme. On three evenings
a week they focus on one theme from different perspectives and invite the
viewers to take time to watch and understand. Theme evenings offer an
infinite range of subjects featuring different formats like reports, cinema films
and documentaries.

FLEMMING GRENZ - DR TV, Denmark

Employed in Danmarks radio TV (DR TV) since 1962 :floor manager in children
and youth TV dept. Production manager in children and youth TV dept. (all
kinds of TV productions: entertainment, dramaseries etc.) Executive producer
in children and youth dept. With all the responsibility for the above mentioned
productions. Executive producer in the DR dept. Of culture and documentary.
And present (since 1993): executive producer (comm. Editor) and daily leader
in DR TV co-production unit.

DR TV is a national public service channel financed by licence fees. It has two
channels: dr1 that transmits by terrestrial network, satellite and cable, and dr2
that transmits by satellite and cable. The main-entrance in DR TV for pre-buys
and co-productions of short- and documentaries is the co-production unit
(address see below).

The purpose of co-productions in DR TV is first of all to co-operate with
Danish, independent producers and directors of short films and documenta-
ries. Moreover co-operations between Nordic and international independent
production-companies. Co-productions in DR TV deals with subjects of
culture and social/public matters with attached importance of the good - thor-
oughly researched story. the co-productions will be broadcasted on both dr1
and dr2, depending on form and content.

MARIJKE HUIJBREGTS - AVRO, the Netherlands

Executive Producer/Producer AVRO Close Up, 1998-present. AVRO Close Up
is a weekly fifty-minute documentary slot broadcast the year round by AVRO,
Independent Broadcasting Company, the Netherlands. As executive producer,
I am responsible for our international co-productions and acquisitions. In
addition, | have produced the following in-house documentaries:

2005 - The trail of the Mummy, Schaduwland (documentary about a castle),
Mode in Nederland (History of fashion in The Netherlands) Nederlands
Filmfestival (i25 years Dutch Filmfestival)

2004 - IKON (Dutch Inter-Church Broadcasting Company), 13 Church ser-
vices s (live productions), For: AVRO (Independent Broadcasting Company)
Een nieuwe jas voor Toon (song and clip program of famous Dutch cabaret
artist and songwriter) FORZA TV! (a weekly youth program, 32 parts) Een
nieuwe jas voor Annie (song and clip program of famous Dutch author
children’s books, songwriter, and creator of musicals), For: 10S/NMO
(Moslem Broadcasting Company), 6 mosque services (live productions), For:
Humanistische Omroep (Humanistic Broadcasting Company) Revolutie en
genade (Revolution and Mercy, a documentary) Bij de dood van een dissident:
Het einde van de stilstand. Dr. Milan Simecka (Documentary about Dr. Milan
Simecka), For: NOS (Dutch Broadcasting Foundation)...ETC

RASA MISKINYTE - LRT - Lithuania

Graduated from Kaunas Politechnic Institute as an Engineer, speciality Civil
Building Engineer in 1986, Kaunas, Lithuania. Graduated from The European
Film College, 2000 - 2001, Ebeltoft, Denmark. Graduated from Theatre and
Cinema Department at Lithuanian Music Academy, 2001, gained Master Degree
in Audiovisual Arts, Vilnius, Lithuania Member of European Documentary
Network - EDN, www.edn.dk

Training - Eurodoc Production - long term co-production course: Strasbourg-
France/ Montreux-Switzerland/ Sintra-Portugal 2003/2004. “Twelve for the
Future”, twofold co-production workshop, Bornholm-Denmark/Helsinki-
Finland, 2002/2003. .Co-organizer of BALTIC SEA DOCUMENTARY FORUM,
Vilnius, 2005

Selected Films - Co-producer for Ukrainian - Lithuanian creative docu-
mentary THE DIFFERENT, 26', Beta Cam SP, 2005. Director Maksim Surkov,
producer Svitlana Zinovyeva, Inspiration Films, Ukraine in co-production with
LRT.Co-producer for first ever documentary co-produced by Estonia - Latvia
- Lithuania THE BUS, 52', 16 mm., 2004. Director Laila Pakalnine, producer
Arko Okk.

Awards - best co-production & best director's work International festival



LICHTPUNT

Lichtpunt je nezavislé vysilani, které mé pravideln¢ dvakrat tydné svdj
program na druhém kanélu VIamské verejné televize (VRT). Lichtpunt je
podporovan vlamskou vladou . Jeho poslanim je prinaset dokumenty, rozho-
vory i hrané filmy s humanistickym nahledem na svét. Vysila proto radu film@
orientovanych na socialni a lidska témata, dokumenty o lidskych pravech,
o vlivu novych technologii na lidsky Zivot a pfirodu. Obsah programu sesta-
vuje jak z vlastni vyroby, tak z tvorby vzniklé v koprodukci nebo zakoupené
v zahranici.

Dr. CLAUDIA SCHREINER - MDR/ARD, Némecko

Narozena v némeckém Koliné nad Rynem. Vystudovala americkou historii,
politologii a archeologii v Koliné a v New Yorku. V roce 1979 obdrZela magis-
tersky titul na Columbijské univerzité¢ v New Yorku a v roce 1984 obdrzela
v Koliné titul Ph.D.. Osobni kvalifikace: nezavisla reportérka pro ZDF, stala
dopisovatelka a zahrani¢ni korespondentka ve Washingtonu, D.C. pro RIAS
(Rozhlas amerického sektoru). Asistentka rezie TV programu na SFB/ARD,
Berlin. Od roku 1994 do roku 2000 byla vedouci programu vysilani pro rodinu
a soucasnych problémd na drazdanské televizi MDR/ARD. V soucasnosti
je vedouci kulturniho a védeckého programu lipského MDR/ARD. Tento
program prindsi porady s historickou, védeckou, kulturni a naboZenskou
tematikou. V jeho ramci produkuje publicistiku, dokumentarni a hrané filmy,
tydenniky a Zivé prenosy z kulturnich akci.

MITTELDEUTSCHER RUNDFUNK (MDR)

MITTELDEUTSCHER RUNDFUNK (MDR) je soucasti ARD se sidlem v Lip-
sku. Nabizi Sirokou skalu TV poradli pro vSechny typy divakl ve stfednim
Némecku. Program nabizi vSe od pravidelného zpravodajstvi po sportov-
ni vysilani a zdbavné porady, politické magaziny, kulturni vysilani, hrané
filmy, historické dokumenty a porady s nabozZenskou a hudebni tematikou.
MDR/ARD vysila 24 hodin denné a podil sledovanosti ¢ini témér 10% .
MDR v8emi druhy program0 pfispiva také do celonarodni televize ARD.
Dokumentéarni film ma ve vysilani MDR velmi silnou pozici. Celkem 50
hodin dokumentu ro¢né se v MDR vyprodukuje pro vlastni vysilani nebo

pro ARD a ARTE. Tematicky ddraz se klade na 2. svétovou valku, studenou
vélku, historii NDR. Novym trendem je zaméreni na stfedovék a archeolo-
gickd a mytologicka témata. Silny dliraz je v soucasnosti kladen na projekty
zamérené na zemé vychodni Evropy, jejich historii, obyvatelstvo a kulturu.
MDR produkuje dokumenty pro dvé programova okna tydné. Programovy
pristup odpovida systému televize ARD. Diky finan¢nim omezenim tvori
50% programu opakovani poradud a licen¢ni produkce. Vlastni produkce tak
tvofi zbylych 50%. Pramérny rozpodcet vyrabéného poradu se pohybuje od
80.000,- a 300.000,- EURO.

MARTIN STOLL - Ceska televize, Ceska republika

Dokumentarista - scénarista a kameraman dokumen-

pedagog a
Po absolvovani FAMU, Katedry dokumentéarni tvorby (Bc., 1995 Mgr.,

rezisér,
tarnich filmd, nakladatel, dramaturg Ceské televize.
1997) v pedagogické dilné prof. Jana Spaty, zistal na této katedie jako
odborny asistent, kde pokracoval v pedagogickém dile prof. Antoni-
na Navratila. Pod jeho vedenim (po jeho smrti pod vedenim doc. Olgy
Sommerové) pokracoval v doktorském studiu, které zavrsil praci o his-
torii ceského dokumentarniho filmu Mezi pravdou a Izi (Ph.D., 2001).
Jako dokumentarista natocil ke étyriceti dokumentarnim filmam obsahujicich
Sirokou paletu metod a tematickych zajmt. Od roku 1999 pracuje v Ceské
televizi jako dramaturg, v letech 2002-2003 jako vedouci dramaturg. V roce
1999 zalozil nakladatelstvi Mala Skala, které se vénuje knihdm dokumentar-
niho charakteru. Kromé téchto aktivit se podili na organizaci a programové
naplni festivalu Nadotek v Usti nad Orlici. Byl ¢lenem porot nejriiznéjsich
festival( (Tourfilm, Academiafilm, Techfilm...), s Janem Gogolou ml. uvadél
filmové vecery v prazské Kavarné u Knihomola (Utery filmomold), byl hos-
tem rady zahrani¢nich sympozii (Francie, Némecko, Holandsko a zejména
Documentary Film Sympozium Riga, Loty$sko), podnikl mési¢ni soukromou

staz v New Yorku. Je také obc¢asnym divadelnim hercem a rezisérem.

ANDRZE] TITKOW - PTV, Polsko
Andrzej Titkow je basnik, filmovy rezZisér, producent a scéndrista - naro-
zen ve Var$avé v roce 1946. V roce 1972 promoval na katedre filmové rezZie



“Arsenals”, 2004. Producer for documentary WE ARE, 52, Beta SP. Director L.
Augutis, LRT, Lithuania.Co-producer for TV serie NEW STARS OF EUROPE,
8x28,30, 2004, DVCam. Co-production of AXEL FILM, Denmark and 8 Public
Broadcasters of new EU members.

Awards: Europe Civis 2004. Produced Educational Video Project MES IR
MENAS (We and the Art) TV documentary in 6 series 6x25 , 1997-1998. The
co-production of LRT and Lithuanian Artists’ Ass

LRT - Lithuanian Radio and Television

Lithuanian National Radio and Television (Lietuvos Nacionalinis Radijas ir
Televizija) or LRT is a non-profit public broadcasting company. LRT oper-
ates two national television channels, two national radio channels, and has
provided regular radio service since 1926 and television broadcasting since
1957. LTV2 Second Television channel is Culture and Documentary Channel,
which will be taking its real shape only from 2006 January. The Lithuanian
Radio and Television Council (LRT Council) oversees the operations of LRT
according to the “Law on the Provision of Information to the Public” and
“Lithuanian Radio and Television Law” . Although predominantly govern-
ment financed, LRT does sell advertising. LRT receives about 75 percent of
its funding from the Lithuanian government. A licensing fee or tax that every
television purchaser would have to pay is proposed as the future source of
income for LRT.

PAUL PAUWELS - VRT, Belgium

Paul Pauwels - programme manager . Born in Belgium, Leuven, on January 27,
1956. Studied at ritcs film school in Brussels from 1976 > 1979. Master degree in
directing and producing. Has been working as a production manager and unit
manager in feature film production from 1979 until 1987 when he founded his
own production unit periscope productions nv. In may 2005 he stopped being
an independent producer and became programme manager at Flemish public
broadcaster VRT, for the second channel canvas; within canvas Paul Pauwels
is responsible for several slots ( science, history, human intrest ) and he is
also in charge of dealing with co-productions. Paul Pauwels has been chair-
person of EDN (European Documentary Network) in 2002 and 2003, for the

maximum period of time allowed by the by-laws. He is founder of Periscope
productions, which produced numerous successful documentaries. Other
activities include: training and tutoring in documentary production and writing
,tutor for discovery campus - Munich, tutor for institute of documentary film
- Prague, moderator for several documentary pitching sessions, moderator for
debates on documentary issues.

WIM VAN ROMPAEY - Lichtpunt, Belgium

Married and with two children. Master’s degree in modern history at the free
university of brussels in 1975. Producer of Lichtpunt since 1981.

Lichtpunt

Lichtpunt is an independent broadcaster and has a twoweekly tv-programme
On the second channel of the Flemish public broadcast (VRT). Lichtpunt
is subsidised by the Flemish government. The mission of Lichtpunt is to
bring documentaries, interviews and Feature films from a humanist point of
view. Therefore Lichtpunt broadcasts human/social-interest programmes.
Lichtpunt produces a part of its programmes by its own staff, but also Buys
and co-produces on the international market.

CLAUDIA SCHREINER - ARD/ Mitteldeutscher Rundfunk, Germany

Born in Cologne, Germany. Studies in American History, Political Science and
Archaeology in Cologne and New York. 1979 M.A. at Columbia University,
NYC, and in 1984 Ph.D. at the University of Cologne. Professional qualification:
ZDF - German Television, news reporting as free lancer. Reporter and anchor
woman for RIAS (Rundfunk im Amerikanischen Sektor), foreign correspon-
dent in Washington, D.C. for the same station. Assistant to the Director of TV -
Programme at SFB/ARD, Berlin. 1994 to 2000 Head of Programme, Family and
Current affairs, at MDR/ARD, Dresden. Today Head of Programme, Culture
and Science, MDR/ARD, Leipzig.This department is responsible for the Factual
programme History, Science, Culture and Religion producing documentaries,
features, magazines and live broadcast of cultural events.

MDR - Profile
MITTELDEUTSCHER RUNDFUNK (MDR) is part of the ARD-network located



na akademii v LodZi. Pocinaje dokumentarnim debutem ,V tak malém
mésté” v roce 1971 se podepsal pod vice nez 60 dokumentarnich filmd a ra-
du televiznich porada, tematickych rFad, celovecernich filmG a divadelnich
a televiznich her. Vydal také dvé basnické sbirky. Jako filmar si z mezina-
rodnich festivald odnesl radu cen. Koncem devadesatych let prednasel
filmovou historii na Varsavské filmové skole a na univerzité kardinala Stefana
Wyszynského ved!| filmovou dilnu. Pocinaje rokem 2004 je zastupcem

reditele dokumentarni tvorby na prvnim programu Polské verejné televize.

SARI VOLANEN - YLE, Finsko

Narozena 20.08.1962 v Helsinkach.

Pracovni zkusenosti Od roku 1986 plsobi na finské televizni stanici YLE. 1986-
1991 asistentka produkce v riiznych oddélenich YLE/TV1 1991-1997 vedouci
produkce na YLE/TV1 Co-productions

1997 —> producentka animovanych a détskych film( na TV1 Co-production-
s1999 -> producentka kratkych filmd vSech zanrd a détskych filmda na TVi
Co-productions2003 -> producentka a dramaturgyné programového okna
“New Cinema” na TV1 a producentka kratkych filma na YLE Co-productions.
Programové okno “New Cinema” se vysila v nedéli ve 23:00 a délka programu
neni ¢asové omezena. Slot je uréen dospélym, pFinasi vSechny délky a Zanry
(kromé "televizni Zurnalistiky”), filmy nebyvaji starsi nez t¥i roky. Pojem "New"
v nézvu programového okna je Siroky: novy rezisér, novy formalni a technolo-
gicky pristup, nova myslenka, novy thel pohledu.

Studia: Anglistika na Turku University 1982-1985

Produkéni kurz na Yleisradio 1985-1986

Ad Astra PD producentsky tréninkovy workshop, Finsko 1993-1996

EAVE dokonceno 1999

JENNY WESTEGARD - YLE FST, Finsko

Jenny Westergard vystudovala Zurnalistiku na Helsinské univerzité v roce
1985. V soucdasnosti je vedouci akvizice a produkce na YLE FST a je produ-
centkou a dramaturgyni dokumentarni tvorby. YLE FST (Finlands Svenska
Television) vysila v ramci YLE ve Svéditing. Poskytuje plny 7 denni program
s primérem 2000 vysilacich hodin na rok. Hlavnim jazykem je Svédstina, ale

vSechny programy kromé novinek a poradt pro déti maiji i finské titulky. FST
ma 2 programova okna pro dokumentarni film, které vysilaji mistni, skandi-
navské a evropské filmy. Z téchto 150 hodin zaujimé nejvétsi ¢ast akvizice,
zhruba 25 hodin programu se ziskava koprodukci a predkupnimi smlouvami.
Tematicky okruh neni striktné omezen.

YLE

YLE je finska verejnopréavni televize, jejiz status je dan ze zakona. Provozuje
5 televiznich kanall a 13 rozhlasovych stanic. TéSi se nejvétsi sledovanosti
v zemi. Je nejvétsim podporovatelem a producentem domaci kultury a 60%
jejiho programu je vyrobeno ve Finsku. YLE je medialni spole¢nosti, ktera
poskytuje komplexni televizni a rozhlasové vysilani vyvazené celé spolecnosti.
Program YLE se zaméruje na poskytovani informaci, zpravodajstvi, publicis-
tiku, kulturni vysilani a vzdélavaci programy. Tato koncepce zahrnuje vysilani
pro narodnostni mensiny a jiné minority. YLE je statni instituce prevazné
financovana z televiznich poplatkd a je politicky a ekonomicky nezavisla, jeji
vysilani neobsahuje reklamu.

TUTORI PRIPRAVNEHO WORKSHOPU

CECILIA LIDIN - EDN, Dansko

cecilia lidin vystudovala magistersky program filmové a masové komunikace
na univerzité v kodani av berkley - kalifornii. Po pracovnich zkusenostech
v projektu media 1 as produkovanim kratkych a dokumentarnich filma
ve filmkontakt nord Cecilia vroce 1998 zacdala spolupracovat s European
Documentary Network. V EDN je zodpovédna za organizaci rady workshop
a seminard, déle vede diskusni panely o evropském dokumentarnim filmu
a puUsobi jako tutorka tréninkovych program. Cecilia prispivda do Magazinu
Dox a pravidelné konzultuje rozvoj dokumentarnich projektl s jednotlivymi
¢leny edn. V minulosti sedéla v porotéach rady filmovych festival(i a je ¢lenkou
aarthus international film festival.



in Leipzig. It offers a wide variety of TV-programme for all viewers in its
region, the middle of Germany. The range extends from regular news
and sport broadcasts to entertainment shows, political magazines, cultural
broadcasts, feature films, historical documentaries, religious and musical
broadcasts. It offers a 24- hour - programme and reaches a market share of
nearly 10 percent of the audience. A strong emphasis is also put on projects
which look towards East European countries, their history, people and culture.
Percentage of in-house productions is 5o percent. The single average produc-
tion budget differs between 80.000 € and 300.000 €.

MARTIN STOLL - €T, Czech Republic

Mgr. Martin Stoll, Ph.D., Documentarist - Head Dramaturge of the Group
of Documentary Works, Cycles and Series of the Center for Journalism,
Documentaries and Education in the CT, also a director, photographer, lec-
turer at the FAMU and a publisher. He graduated at FAMU (1997) and took
his Ph.D. there as well (2001). A student of Professor Jan Spata and a follower
of Professor Antonin Navratil. Next to his own TV production (Kdo si hraje,
nezlobi/He who plays, isn't naughty; Ma Mala Skala/My Little Rock; Balet/
Ballet, Genus - Milos Kirschner/Profile of Milo$ Kirschner, GENUS - Radovan
Lukavsky/Profile of Radovan Lukavsky, Praha - jevisté védy/Prague - the
Stage of Science, Irsko: Konec Evropy/Ireland: the End of Europe, Lotys$ska
piseri/The song of Lithuania, Sbirka zapadlych vlastencl/The collection
of Lost Patriots), he deals with the history of documentary film, publishes
(Hundred Years of Czech Documentary Film, Praha dokumentarni/Prague
documantaristic, Mezi pravdou a IZi/Between the Truth and the Lie, Jan Spata:
Okamziky radosti/ Jan Spata: Moments of Joy) and manages a publishing
house Mala Skala.

Czech television - CT

CT is public service broadcaster that operates on two national terrestrial
channels CT1 and CT 2. Documentaries are mainly in-house productions and
acquisitions. Approx. 60 hours ayear is commissioned/co-produced with
domestic or international producers. International co-productions CT realized
mostly on the field of fiction programs, but in very last time it was discussed

to produce some documentary programs in co - production with foreign
broadcasters or producers.

ANDRZE] TITKOW - PTV, Poland

A poet, a film director, a film producer and a scriptwriter - born in Warsaw,
Poland, march 24th 1946. Graduated the film directing dpt of the state higher
film, TV and theatre school in Lodz, Poland with m.a. degree in 1972. Ever
since he made his debut in 1971 with a documentary in such a small town
he has had to his name over 60 documentaries and several TV feature
films including a serialized drama a circulatory system, acinema feature
reflected light, a number of stage drama performances and TV spectacles.
He is also an author of two volumes of verse : an introduction to an unwrit-
ten poem, 1976, and records, charms, 1996.As a filmmaker he took part in
many film reviews and competitions at home and abroad and won numerous
awards. In 1998-9 he lectured film history at the university of Warsaw and con-
ducted film workshops at the cardinal Stefan Wyszynski university in Warsaw
and at the Warsaw film school. Since November 2004 he is deputy head of
the documentary forms department in channel 10f the polish public television.

SARI VOLANEN - YLE, Finland

Born 20.08.1962 in Helsinki Work was In Finnish broadcasting compa-
ny/YLE since 1986. 1986-1991 production assistant at yle/tvi in various
departments,1991-1997 production manager at yle/tvi co-productions (con-
tracts, production follow-ups),1997 -> producer of animation and children’s
films at tvi co-productions,1999 -> producer of short films of all genres and
children’s films at tvi co-productions, 2003 -> commissioning editor of “new
cinema” slot* on tvi and producer of short films at YLE co-productions

“New cinema” slot runs on Sundays at 23.00 with an open-end. The slot is
for adult audience, all genres (except journalistic TV-programs), all lengths,
production year preferably max. 3 years old. “new” is flexible: a new director,
technique, idea, point of view, actors etc.

JENNY WESTREGARD - YLE, Finland
Jenny Westergard is a graduated journalist from Helsinki University and has



FLEUR KNOPPERTS - IDFA Forum

Fleur Knopperts vystudovala obor Filmova a televizni studia na univerzité
v Amsterdamu, kde promovala v roce 1996. Nasledné zacala pracovat pro
Mezinarodni festival dokumentarnich filmG Amsterdam (IDFA), kde mimo
jiné spoluorganizovala scénaristicky workshop pro dokumentaristy. V letech
1998 - 2000 byla koordinéatorkou Jan Vrijman fondu, ktery poskytuje podporu
dokumentaristim z rozvijejicich se zemi. Od roku 2000 pracuje pro Forum
spolufinancovani dokumentarnich filmd, jehoZ je od roku 2001 vykonnou
reditelkou.

LEENA PASANEN - yle, edn, finsko

leena pasanen vystudovala finstinu a literaturu na université v oulu. Plivodné
pusobila jako novinarka a reportérka, radu let pracovala pro finskou tiskovou
agenturu. Od roku 1999 méla ve finské statni televizi yle na starosti sekci doku-
mentd. V soucdasnosti je producentem kulturniho, védeckého a vzdélavaciho
kanélu Yle Teema. Pocinaje rokem 2004 je zaroven zastupkyni reditele tohoto
kanalu. V letech 1999 - 2000 se podilela na vzdélavacim programu Eurodoc.
Pravidelné se jako poradkyné a tutorka ucastni dokumentaristickych work-
shopt a for véetné aktivit edn, discovery campus, television business school,
eurodoc a east european forum. Je ¢lenkou rady IDFA Fora, Inputu a ¢lenkou
Poroty finské bonnierovy novinarské ceny. Na sklonku roku 2005 vystrida Tue
Steen Mullera v pozici feditele European Documentary network.

YLE Teema - Finsko

je prvni finsky digitalni kanal, ktery se orientuje vyhradné na kulturu,
védu a vzdélani. Paleta jeho programu zahrnuje jak dokumenty, tak
hrané ¢i animované filmy vcéetné aktualnich magazind a portrétd, které
napt. Davaji nahlédnout do zékulisi svéta prominentnich osobnos-
ti. Yle nabizi nejriznéjsi témata pocinaje historii, vytvarnym uménim,
pres literaturu, hudbu, tanec az po operu. Cilem yle je nabidnout diva-
kiim oboji - jak nezapomenutelny zézitek, tak potravu pro jeho ducha.
Yle Teema ma specialni vysilaci ¢as pro dokumenty zabyvajici se globalizaci
a zemémi tretiho svéta. Jako jedna z méla evropskych stanic obsahuje dvé

rubriky uréené vyhradné tviréim dokumentarnim filmam. V téchto rubrikach
neni omezena délka filmu a dokument maze mit jakykoli format.

STEFANO TEALDI - STEFILM

Stefano Tealdi se narodil roku 1955 v Johanesburgu v jizni Africe. Vystudoval
architekturu na Univerzité v Turiné. V roce 1985 zalozil spole¢nost STEFILM,
kde pracuje jako rezisér a producent. V roce 1992 absolvoval MEDIA
Training a EAVE kurs. Byl feditelem Sesti ro¢nikG seminafe a workshopu
DOCUMENTARY IN EUROPE, ktery je kazdoro¢né poradan v Itélii. Zastaval
vedouci funkce v EDN (European Documentary Network) a byl narodnim
koordinatorem prehlidky INPUT (Television in the Public Interest).

STEFILM Development s.a.s. and International s.r.l.

Stefilm je turinskad spole¢nost zamérena na vyrobu vysoce kvalitnich doku-
mentérnich filma uréenych pro televizi i kina. Podporuje tvorbu italskych
filmG a prosazeni jejich tvdrci na svétovém trhu. Stefilm usiluje o znovu-
oziveni vyroby kvalitnich dokumentarnich filmd v Itéalii. Vyrobil rady filma
v mezinarodni koprodukci, které odkoupilo mnoho vysilateld na celém svété.
(Song on Narow, Path-Stories from Jerusalem, Leonardo, The Man Behind
the Shroud, Porto Marghera - Venice: the Story of a Lethal Deception, The
Mirabella - Sindelfingen Line, Rice Days).

OTEVRENA CAST PROGRAMU

Patek 28.10.2005 20.00-22.00

Doprovodny program letos prinese case studies Uspésnych projektd, které
ziskaly finance diky predeslym Burzam namétl. Jednim z nich je ¢esky doku-
ment Tomase Kudrny Wichterle (Troublemaking Genius) ktery se nataci
v koprodukci s ARTE France.

Sobota 29.10. 2005 17.00 - 18.30
Doprovodny program letos prinese panelovou diskusi, kterd probéhne béhem
sobotniho odpoledne a zaméFi se na “alternativni cesty digitalni distribuce



been working for YLE the Finnish broadcasting company since 1985. Currently
she is head of acquisitions & co-productions at YLE FST and the commis-
sioning editor for documentaries. YLE FST (Finlands Svenska Television) is
the swedish language channel on YLE. FST offers full service 7 days a week
with an average broadcast of 2000 hour/ year. Our main language is Swedish,
but all programmes except news and children programmes are subtitled to
Finnish. At the moment FST has three one hour slots/week for documentaries;
including domestic, Nordic and European films and programmes. Of those
approximately 150 hours, the main part is acquisitions and about 25 hours are
co-productions and prebuys. The themes represent a wide range of topics.
Company profile: YLE, the Finnish broadcasting company, is the national pub-
lic service broadcasting company with duties laid down by law. YLE operates
five national television channels and thirteen radio channels and services. YLE
ranks first in television viewing in the country. YLE is the main purveyor and
producer of domestic culture, and 60% of its programmes are made in Finland.
YLE is a media company engaged in public full service television and radio
broadcasting for all citizens on equal basis. The emphasis in YLE programming
is on supply of information; news, current affairs and factual programmes, as
well as culture and education. This includes providing programmes and ser-
vices in Finnish and Swedish as well as covering special and minority groups.

LECTURERS AT THE PITCH WORKSHOP 2005

CELILIA LIDIN - European Documentary Network, Denmark

Her background consisting of a masters degree in film and mass communi-
cation (studies at the university of Copenhagen and university of California,
Berkeley) and professional experience from the media 1 project documen-
tary as well as experience from promoting shorts- and documentaries with
Filmkontakt Nord, Cecilia Lidin joined the EDN team in 1998. At C Cecilia Lidin
is responsible for a number of the workshops and seminars organised by EDN,
and she functions as a tutor and moderator of film discussions, and conducts
courses about documentary filmmaking in Europe. Cecilia contributes to DOX
magazine reporting from different film-events and reviewing films, and on

a daily basis consults EDN members in questions of project development,
financing and distribution. Cecilia Lidin has served on several juries at film
festivals around Europe and is a member of the board of Aarhus international
film festival

FLEUR KNOPPERTS - IDFA Forum

Fleur Knopperts studied film- and television studies at the university of
Amsterdam where she graduated in 1996. In the same year, she started wor-
king for the international documentary film festival Amsterdam (IDFA), where,
among other things, she co-organised IDFA’s documentary script workshop.
From 1998 until 2000 she was the co-ordinator of the Jan Vrijman fund which
gives financial support to documentary filmmakers from developing coun-
tries. Since 2000 she works for the forum for international co-financing of
documentaries. First as producer and as off 2001 she is the managing director
of IDFA forum.

LEENA PASANEN - YLE/European Documentary Network

(born 1965) has studies in Finnish language and literature. After seve-
ral years as a journalist and a political commentator on Finnish
news agency, she’'s been working for YLE since 1993 first as a repor-
ter, subeditor and presenter of a current affairs magazine pro-
gramme and later as the head of in-house documentaries on YLE TV.
Since 2000 she is the head of cultural and documentary programmes of YLE
Teema, the first Finnish channel dedicated exclusively to culture, science
and education. Since 2004 she is also the deputy director of the channel.
The palette of programmes she is in charge includes documentaries, fea-
ture films, factual programmes and a broad range of cultural programmes
from the performing arts to literature, the visual arts, music and dance.
She participated the Eurodoc training programme years 1999-2000. She is
a frequent visitor as an expert and a tutor in several workshops and training
programmes including EDN , discovery campus, television business school
and Eurodoc. She’s a board member of IDFA Forum, a board member of
input and a member of jury of the Finnish bonnier journalistic award. She was
recently elected for the new director of EDN, from November 2005.
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dokumentarnich filmid” Debata se zaméfi na zpUsoby vyvoje distribuce
dokumentu v dobé internetu a digitalizace kin, na moznosti, jakymi mohou
nové alternativy priblizit film publiku a zaroven prinést alespon ¢aste¢nou

navratnost.Do diskuse se zapoji predni evropsti odbornici a producenti.

Nedéle 30.10. 2005
V ramci 2 case studies se tentokrat predstavi film polského reziséra Marcina
Latalla “Our Street” a esko-jihoafricky projekt “Taking Back the Stable”
Michaela Leeho, Keithe Jonese a Jefreyho Browna. Autofi divakim pfriblizi
svou cestu procesem evropské dokumentarni koprodukce. Oba projekty
ziskaly finanéni podporu diky predeslym Burzam namétd a jsou ve fazi dokon-
¢ovani nebo postprodukce.

15.00-16.30

EX ORIENTE FILM WORKSHOP

Celoro¢ni vzdélavaci program uréeny stfedo a vychodoevropskym dokumen-
tarnim rezisérdm a producentdim.

Posledni ze 3 setkani programu Ex Oriente Film probéhne v rdmci 9. MFDF
Jihlava a vyusti do Burzy namétd . Uastnici workshopu se spoji s téastniky
Burzy a své dokumentarni naméty pak panelu evropskych TV producentiim
nabidnu spole¢né.

Hlavni tutor workshopu: Tue Steen Miller

Charakteristika workshopu

Ex Oriente Film je celoro¢ni tréninkovy workshop uréeny pro stifedo a vycho-
doevropské tvirce. Sklada se ze tFi intenzivnich soustfedéni v Unoru, ¢ervnu
a fijnu a ze soustavné emailové konzultace se zkuSenymi tutory z rad evrop-
skych nezévislych producentd, televiznich dramaturgt a dokumentaristd.

1. workshop: ,Cestou koprodukce” (Praha, duben)
je zaméren na pripravu a zpracovani dokumentarniho projektu tak, aby se
mohl realizovat v rdmci mezinarodni koprodukce.

2. workshop: ,Strategie nezavislé producentské firmy” (Praha, ¢erven)

se orientuje na fungovani nezavislych producentskych firem ve vychodni
Evropé€. Pokraduje vyvoj namétu a scénare filmu.

3. workshop: ,,Evropsky audiovizualni trh” (Jihlava, fijen)

je vénovan marketingu a propagaci filmu, technikdm pitchingu a potencialu
vychodoevropskych nezavislych producentl v ramci evropského audiovizu-
alniho trhu.

Co se miiZete na workshopu Ex Oriente Film nauit

Jak napsat a rozvijet profesionalni projekt uréeny pro evropskou koprodukci
Jak a kde zkontaktovat kli¢ové osoby evropského dokumentérniho trhu

Jak vstoupit do prostoru evropského dokumentarniho trhu a zorientovat se
v systému financovani a predkupnich nebo koprodukénich smlouvéach

Jak zalozit a provozovat Uspésnou nezavislou producentskou spole¢nost

Jak celoro¢né konzultovat strategické kroky této spolecnosti se zahrani¢nimi
experty

Ucastnicky poplatek
Cena zahrnujici Gcastnicky poplatek a ubytovani pro reZiséra a producenta
po celou dobu konani workshopu ¢ini 750 Euro.

Stipendium

Pro ucastniky z Polska, Litvy, LotySska, Estonska, Ceskeé Republiky, Slovenska,
Madarska, Bulharska a Slovinska bude poskytnuto stipendium ve vysi 600
Euro.

Vysledna cena workshopu po pricteni stipendia bude pro Gcastniky z téchto
zemi ¢init 150 Euro za dvé osoby a rok.

Experti se kterymi spolupracujeme v Ex Oriente film dilné

Tue Steen Mdller (EDN, Dansko), Paul Pauwels (VRT - Canvas, Belgie),
Stefano Tealdi (Stefilm, Italy), Kristiina Pervila (OV Filmikonttori Itd., Finsko),
Simon Drewsen Holmberg (Baltic Media Center, Dansko), Marie Clemence
Paes (Laterit Productions, Francie), lke Bertels (Ike Bertels Filmproducties,
Holandsko), Nenad Puhovski (Factum, Croatia), Emma Davie (rezisérka,



STEFANO TEALDI - Stefilm, Italy

Born in Johannesburg (South Africa) in 1955, he studies architecture in Turin
- Italy. In 1985 he founds, with others, Stefilm working as a director and pro-
ducer. In 1992 he graduated at the media training course, eave. Recently he
directed the first six editions of the annual Italian workshop documentary in
Europe, was chairperson in EDN (European documentary network) and is the
Italian national coordinator for input, television in the public interest.

Stefilm Development s.a.s. and International s.r.I

Stefilm is a Turin based documentary film company which produces high
quality programming for television and cinema. We are committed to creating
documentary programming which brings Italian themes and talent to the rest
of the world, and to re-establishing a thriving documentary culture in Italy.
Our recent international co-productions, involving several broadcasters,
include: song of narrow path, stories from jerusalem, leonardo, the man
behind the shroud?, Porto Maghera - Venice: The Story of a Lethal Deception,
The Mirrabella - Sindelfingen Line, Rice Days.

OPEN SESSIONS

Friday 28.10.2005 20.00-22.00

Accompanying program will present the results of the past pitching session by
offering case studies of successful films “Children of Jihlava” .

One of the successes is Czech film “troublemaking genius” by Tomas Kudrna,
made in co production with Arte France.

Saturday 29.10.2005 17.00-18.30

“Directly to viewer ! New Ways of Digital Documentary Distribution” focusing
on “alternative ways of digital distribution for documentary films-digital dis-
tribution world” - containing regional overviews, information on “new ways”
and all different documentary distribution issues.

Sunday 30.10.2005 15.00-16.30

Two case studies of successful films “Children of Jihlava” ,afilm by pol-
our street” and “taking back the stable” by
Czech-South-African project by Jeffrey Brown, Keith Jones and Michael

ish director Marcin Latallo

Lee will offer asurvey of their successful path through the process of
the European documentary co-production. These two documentary films
found financial support from different European TVs thanks to the east
European forum and all of them are now in the final post-production stage.

EXORIENTE FILM WORKSHOP
Professional training program for east European directors and producers

The last of three sessions of Ex Oriente film 2005, will be held during the
international documentary film festival in Jihlava, where the pitching session
of the East European Forum will take place. The best projects of the workshop
participants will be included in the pitching forum as well.

Head of studies: Tue Steen Miiller

Project description

Three intensive workshops per year and year long email consultancy under
the leadership of experienced tutors, European independent producers, TV
commissioning editors and film directors.

1st workshop: “the way of co-production” (April)

Is focused on the preparation and development of a documentary project for
documentary co-production.

2nd workshop: “production development” (June)

Is aimed at establishing and development of production companies in Eastern
Europe. Project development continues.

3rd workshop: “market opens” (Jihlava - October)

Is dedicated to marketing and promotion of films, pitching techniques and



UK), Claas Danielsen (Mezinarodni festival dokumentarnich filmG Lipsko,
Némecko), Stefan Rull (pravnik, Némecko)

Televizni producenti, se kterymi spolupracujeme:

Sabine Bubeck-Paaz (ZDF/ARTE, Némecko), Madeleine Avramoussis (ARTE
THEMA Strasbourg, Francie), Hans Robert Eisenhauer (ARTE G.E.L.E.
Némecko/Francie), Leena Pasanen (YLE Teema, Finsko), likka Vehkalahti
(YLE, Finsko), Philippe Van Meerbeck ( VRT, Belgie), Wim Van Rompaey
(LICHTPUNKT, Belgie), Cees Van Ede (NPS, Holandsko), Franz Grabner
(ORF, Rakousko), Martin Stoll (CT, CR), Jan Gogola ml. (CT, CR), Bjorn
Arvas (SVT, Svédsko), Caroline Mutz (ARTE THEMA, Francie), Marijke
Rawie (AVRO, Holandsko), Kathrin Brinkmann (ARTE/ZDF, Némecko), Bert
Janssens (Humanist Broadcasting foundations, Holandsko), Philippe Muller
(ARTE G.E.I.LE. Theme - Strasbourg, Francie), Heino Deckert (MAJA.DE Film,
Némecko), Esther Van Messel (First Hand Films, §v§lcarsko), Nick Fraser
(BBC 2), Mette Hoffmann Meyer (TV2, Dansko), Flemming Grenz (DR TV,
Dansko), Jordi Ambros (TV3 CAT, Spanélsko).

Tutofi 3. workshopu programu Ex Oriente Film

» Tue Steen Muller - European Documentary Network, Denmark
» Mikael Opstrup- Final Cut Productions, Denmark

« Serge Lalou - Les Films D'ici, France

« Jan Gogola-CT, Czech Republic

o Filip Remunda- director, Czech Republic

TUE STEEN MULLER - European Documentary Network, Dansko

Hlavni lektor workshopu Ex Oriente Film odpovidajici za rozvoj projektd,
uméni prezentace, trénink pitchingu, zasvéceni do rozli¢nych dokumentaris-
tickych regiond a zpUsobu financovani. Tue Steen Muller se narodil v roce
1947. V Danském filmovém Ustavu odpovidal vice nez 20 let za dokumentarni
film. Pracoval na pozicich tiskového mluvciho, vedouciho distribuce a osm
let i TV producenta a dramaturga. Publikoval v Ffadé odbornych &asopist
a novin. Pasobi jako lektor v oblasti dokumentéarniho filmu. Je poradatelem

kurzli, seminari a tréninkovych program(. Spoluzalozil Balticum Film & TV
Festival, Filmkontakt Nord a Media Forum pro kreativni dokumentéarni film.
Byl hostem vsech evropskych festivald kratkého a dokumentarniho filmu. Od
zaloZeni European Documentary Network v roce 1996 je jeho reditelem, na
sklonku predava funkci Leené Pasanen a dale bude pusobit jako nezavisly
tutor, bude se vénovat psani o dokumentarnim filmu a zaroven prebere hlavni
aktivni zastitu nad programem Ex Oriente Film workshop. Hovofi Dansky,
Anglicky, Francouzsky a Némecky.

European Documentary Network - EDN

EDN byla zaloZena roku 1996 jako ¢lenska profesni organizace producentt,
produkénich spoleénosti, distributord, filmovych skol, festival(, vysilatelt
a jinych subjektd pracujicich v oblasti dokumentéarniho filmu. Hlavnim cilem
EDN je vytvareni informaéni sit€ pro evropské dokumentaristy a podpora
jejich vzdélavani. EDN porada radu seminard o evropskych koprodukcich,
odborné workshopy a konference zamérené na nové formy financovani
vyroby dokumentarnich film( a podporu a rozvoj evropského trhu s naméty
a scénari.

Clenové EDN maji moznost zdarma odebirat odborné ¢asopisy EDN TV
Guide a DOX Magazine. EDN ma v soucasnosti pies 600 ¢lendl ze viech zemi
svéta.

MIKAEL OPSTRUP, Final Cut Productions, Dansko

1955 * Narozen v Kodaniig76 - 1979 * studium na oboru filmovych studii na
Kodariské 1980 - 1988 * Plsobeni v Danish Filmcentrum - distribuce kréat-
kych a dokumentarnich film1984 - 1994 Nezavisly producent rady kratkych
filmG a dokumentl pro The National Filmboard of Denmark, DR-TV, TV-2
a.0.1993 - 1997 * Zakladatel a manazer festivalu "Film from the South” orga-
nizovany ve spolupraci s Kodanskym filmovym festivalem19g3 - 1998

* Spolumaijitel produkéni spoleénosti “Manden med Cameraet”. Producent
fady TV sérii a dokumentarnich filmd 1998 - 2002 Producent / poradce pro
oblast kratkych a dokumentarnich filmd v Danském filmovém institutu Danish
Film Institute.2002 -Producent a majitel spole¢nosti Final Cut Productions.



opportunities and the potential of east-European independent producers in
the European market.

What will you learn at the Ex Oriente Film?

» How to write and develop a professional project for international European
co-production a with the assistance of experienced experts and producers

» How to contact key individuals from the documentary film industry and how
to work with them

« How to enter the international film market - documentary film financing, the
European market, presale, sale and co-production contracts

* How to set up and run a successful independent film production company
* How to consult all your company's steps and strategies with experienced
experts and producers throughout the whole year

Price of the whole year program
Participation fee that includes accommodation for a director and a producer
during the three workshops 750 euro.

Scholarship

A scholarship in the amount of 600 euro will be provided to all participants
from Poland, Lithuania, Latvia, Estonia, the Czech republic, Slovakia, Hungary,
Romania, Bulgaria and Slovenia.

Experts for Ex Oriente Film

Tue Steen Muller (EDN, Denmark), Paul Pauwels (Periscope Productions,
Belgium), Stefano Tealdi (Stefilm, Italy), Kristiina Pervila (OY Filmikonttori
Itd., Finland), Simon Drewsen Holmberg (Baltic Media Center, Denmark),
Marie Clemence Paés (Laterit Productions, France), lke Bertels (lke Bertels
Filmproducties, the Netherlands), Nenad Puhovski (Factum, Croatia), Emma
Davie (Director, UK.), Claas Danielsen (Leipzig International Documentary
Film Festival ), Stefan Rull (lawyer, Germany)

TV commissioning editors we cooperate with

Sabine Bubeck-Paaz (ZDF/ARTE, Germany), Madeleine Avramoussis (ARTE
Thema Strasbourg, France), Hans Robert Eisenhauer (ARTE g.e.i.e. Germany/
France), Leena Pasanen (YLE Teema Finland), likka Vehkalahti (YLE, Finland),
Philippe van Meerbeck ( VRT, Belgium), Wim Van Rompaey (Lichtpunkt,
Belgium), Cees van Ede (NPS, Holland), Franz Grabner (ORF, Austria),
Martin Stoll (CT, Czech Republic), Bjérn Arvas (SVT, Sweden), Caroline Mutz
(ARTE Thema, France), Marijke Rawie (AVRO, Holand), Kathrin Brinkmann
(ARTE/ZDF, Germany), Bert Janssens (Humanist Broadcasting Foundations,
Netherlands),Caroline Behar (France 5), Philippe Muller (ARTE g.e.i.e. Theme
- Strasbourg, France), Heino Deckert (Maja.de Film, Germany), Esther van
Messel (First Hand films, Switzerland), Elizabeth Hulten (Arte France)....

Tutors of the Ex Oriente film third workshop 2005

» Tue Steen Miller - European Documentary Network, Denmark
o Mikael Opstrup- Final Cut Productions, Denmark

e Serge Lalou - Les Films D'ici, France

« Jan Gogola-CT, Czech Republic

« Filip Remunda- director, Czech Republic

TUE STEEN MULLER - European documentary network, Denmark

Born 1947. Worked with short and documentary films for more than 20 years
at the Danish film board - as press secretary, head of distribution and informa-
tion and for two periods (in total 8 years) as a commissioning editor. Articles
for newspapers and magazines. National and international consultancy work.
Courses on documentary films. Co-founder of Balticum film & TV festival,
Filmkontakt Nord (information forum for shorts and documentaries) and
documentary, the media office for creative documentaries. Travelled to all
European short and documentary festivals. Communication officer for interna-
tional short film conference. Language skills: Danish, English, French, German.
Since September 1996, when it started, director of European documentary
network, EDN, a membership organization with 675 members: independent
producers and filmmakers, associations, distributors, festivals, broadcasters,



SERGE LALOU - Les Films d'Ici

Po studiu veterinarstvi a po absolvovani rady cest se Serge Lalou v roce
1987 pridava ke spole¢nosti Les Films d'Ici, kde produkuje vice nez 250 filmua
a DVD. V roce 2001 to¢i svaj prvni celoveéerni hrany film “Mezi nami”.
Rezisér: dva kratké dokumenty: la berceuse (1987), elle aima, fat aimee et
mourut (1989) + dva dlouhé dokumenty:in the beginning... Once Upon a Time
(1997), Claires’s Notebooks (2005)

Producent dokumentt: The Louvre City, Le Pays Des Sourds, Un Animal
des Animaux, La Moindre des Choses, Etre et Avoir - reZie nicolas phili-
bert. Recreations a CoGte que Colte - rezie Clair Simon, Boulevards du
Crepuscule, a Citizen Langlois - rezie Edgardo Cozarinsky Si Bleu, si Calme
- rezie Eliane de Latour The Last Marranos, Paris the Story of a City, Une
Maison a Prague - reZie Stan Neumann The Auschwitz Chaconne - reZie
Michel Daéron Happy Birthday Mr Mograbi a August - rezie Avi Mograbi
Etre et Avoir by Nicolas Philibert (associate producer, head production maia
films)

Hrané celovecerni filmy:

Le Violon de Rothschild - reZie Edgardo Cozarinsky (Festival Locarno, 1996)
Bronx-Barbes by Elaine - rezie Latour (festival v Locarnu, 2000 « filmar
soucasnosti ») With all my Love - rezie Amalia Escriva (festival v Locarnu,
mezinarodni soutéz, 2001) Red Dusk - reZie Edgardo Cozarinsky - 2003 (fes-
tival v San Sebastianu, hlavni mezinarodni soutéz, 2003) Adieu - reZie Arnaud
des Pallieres - 2004 (festival v Locarnu, 2003, sekce « filmar soucasnosti »;
Entrevue, festival v Belfortu, 2003 ; festival v Namure, 2003 ) Hassan's Smile
- rezie Frederic Goupil - 2004

JAN GOGOLA, Ceska televize / Brno

8/1971, Manzel Martiny a otec Elisky a Simona, rezisér, feditel programového
aseku Ceské televize / Brno, pedagog FAMU, publicista. Absolvent fakulty
zurnalistiky UK a katedry dokumentarni tvorby na FAMU-AMU. Autor roz-
hovord, recenzi, ¢lankl a také téchto esejd: ,Zasadovy chameledn - mysleni
Vaclava Bélohradského”, in Kavarna A.f.f.A, 1997, ,Esej bez vlastnosti aneb
akéni paralelismus”, in Eseje o nedavné minulosti a blizké budoucnosti, nakla-

datelstvi GaG, 1999; ,Smrt dokumentarnimu filmu”, in Hranice ve filmu, NFA
1999; ,Jasno v hlavé” - spole¢né s hokejistou Robertem Reichelem in Cesty
viry, nakladatelstvi GaG, 2000 a v revue Host 6/2000; ,Zpravodajské zatisi:
kriticky odstup a nezavislost autora jako narcistni nihilismus” - publikovano
na kolokviu ,Obraz médii a udalosti okolo Ceské televize na prelomu tisici-
leti v audiovizuélnich dilech” které se uskute¢nilo v Praze na FAMU 2s5. - 27.
kvétna 2001. Filmografie: Narod sobé€ aneb ceské more v osmnécti prilivech
(2003), Nonstop (2000), Svédectvi Frantiska Daniela (1999), Panenka proti
zbytku svéta ( 2001), Denik babicky Némcové (1999), Ave Branik (1999), Veseli
pod Moravou (1998), Odstup a kontakt Dana Trubace (1998), Vila Inocent
(1997). Dale mimo jiné reZisér 6 ¢asti z cyklu Intolerance nebo dvou &asti série
portrétt Prahy...

Ceska televize - CT

CT je verejnopravni televize, ktera vysila na dvou programech CT1a CT 2.
CT vysila ro¢né kolem 60 hodin dokumentarnich filmé. Dokumentarni filmy
jsou vyrabéné jak v samostatné produkci CT, tak i v koprodukci s nezavislymi
producenty. Mezinarodni koprodukce CT realizovala pievazné v oblasti hrané
tvorby, v posledni dobé uvazuje i o koprodukéni vyrobé dokumentarnich
filma.

FILIP REMUNDA - rezisér, Ceska republika

Narozen 5. kvétna 1973 v Praze. Absolvent katedry dokumentarni tvorby na
FAMU. ZGcastnil se studijnich pobytd v Sam Spiegl film, Television school
Jerusalem a Zelig Bolzano. Natacel v Bosné a Hercegoving, Velké Britanii,
Rumunsku a Fadé dalsich zemi. Vedl| interni televizi festivalu ,One World”,
o kterém natocil pro Ceskou televizi dokument ,Sbératelé obraz(i naseho
svéta”. Déle reziroval filmy ,Z Cech do Sv. Heleny” (Rumunsko), ,Nové jména
pro staré kamarady” (Bosna), ,Méste¢ko andélt” (Izrael) a ,Hilary a Chris
na cesté”. Rovnéz produkoval film o Ceské televizi ,Vidéno 8" re¥iséra Karla
Zaluda. Dale nato¢il film o ,nejmensi obci na svété, kde se hraje prvoligovy
fotbal” - Chvalovského Bl3any pohledem Feditele mistni jednotfidni $koly
(,Obec B"). Film vyhral hlavni cenu sekce dokumentarnich filmd karlovarského
festivalu byl vabran do soutéZe Stfibrny lev na amsterdamském festivalu IDFA.



film institutions. EDN publishes the EDN TV-guide, the DOX magazine and
provides its members all kind of assistance and information in documen-
tary film matters. EDN co-organizes the yearly forum for co-financing of
documentaries in Amsterdam. EDN has co-organized a series of documentary
workshops in southern Europe and arranges training sessions and seminars
all over Europe.

European Documentary Network - EDN

EDN is a meeting point for all professionals, who work with documentary film
and television. A membership organization EDN started September 1996 as
a membership organization for filmmakers, producers, production companies,
distributors, associations, film institutions & boards, universities and festivals,
broadcasters and film & television agencies. EDN supports, stimulates and
networks within the sector in Europe. One major focus has been to inform the
members about possibilities for co-production and other kind of collaboration
across the borders. This is done through individual service to members, includ-
ing consultancy on film projects and through workshops and conferences. And
through the indispensable EDN TV guide and DOX magazine. «a country
without documentaries is like a family without a photo albumx.(Chilean docu-
mentary film director Patricio Guzman)documentary producers, directors,
distributors, festival organisers, television commissioning editors, film institute
consultants, television channels and film funds... More than 600 have joined
EDN (European documentary network) to share their common interest and
professional concern for the documentary genre

MIKAEL OPSTRUP - Final Cut Productions, Denmark

Born in1g55, Copenhagen. Degree in Film Studies at the University of
Copenhagen. Appointed at Danish Filmcentrum, distribution of shorts and
documentaries. Independent Producer and production manager of a number
of shorts & documentaries for The National Filmboard of Denmark, DR-TV,
TV-2 a.o..Initiator and manager of the festival "Film from the South” arranged
in corporation with Copenhagen Film Festival. Co-owner of the production
company "Manden med Cameraet”. Producer of a number of international
TV-series & documentaries. Production adviser/Shorts and Documentaries

at The Danish Film Institute. 2002 -Producer and co-owner of Final Cut
Productions.

SERGE LALOU - Les Films d'lci, France

After veterinarian school and numerous travels, he joins Les Films D’ici in 1987.
He produces over 250 films, magazines, and dvds. In 2001, he directs his first
feature film “(entre nous)”.Director: - two short fiction films:la berceuse
(1987), elle aima, fat aimee et mourut (1989)- two documentary films: in the
beginning... once upon a time (1997), claires’s notebooks (2005) - festival de
nyon, festival d'alba, festival de sheffield, ridm de montreal- feature-length
fiction: (entre nous) (2001),

Producer of documentaries: -the louvre city, le pays des sourds, un
animal des animaux, la moindre des choses and etre et avoir by nicolas
philibert.-recreations and coite que codte by claire simon-boulevards du
crepuscule, and citizen langlois by edgardo cozarinsky-si bleu, si calme
by eliane de latour-the last marranos, paris the story of a city, une maison
a prague by stan neumann-the auschwitz chaconne by michel daéron
-happy birthday mr mograbi and august by avi mograbi-étre et avoir by nico-
las philibert (associate producer, head production maia films)

feature-length fiction: -le violon de rothschild by edgardo cozarinsky (locar-
no festival, 1996)-bronx-barbes by elaine de latour (locarno festival, 2000
« cineastes du present »)-with all my love by amalia escriva (locarno festival,
international competition, 2001)-red dusk by edgardo cozarinsky - 2003 (san
sebastian festival, official international competition, 2003)-adieu by arnaud
des pallieres - 2004 (locarno festival, 2003 opening to « cineastes du pres-
ent » ; entrevue, belfort festival, 2003 ; namur festival, 2003 ; infinity festival in
alba, 2004)-hassan’s smile by frederic goupil - 2004

JAN GOGOLA - €T / Brno, Czech Republic 24/8/
1971, married to Martina, children Eliska and Simon. Director, script writer,
head of programme in Czech television/Brno, teacher at FAMU (Film
Academy of Performing Arts), journalist. graduate from faculty of journalism
at the Charles University and from department of documentary films and the
FAMU-AMU. The author of interviews, reviews, articles and essays, worked



Od roku 1999 se podilel na vytvareni profesionalni sekce jihlavkého festivalu
a v roce 2001 stdl u zrodu Institutu dokumentarniho filmu. Jako ¢len vedeni
Institutu se podili na radé jeho vzdélavacich aktivit,. Filip Remunda spolu s Vi-
tem Klusakem nedavno dokonil “CESKY SEN - prvni ¢eskou filmovou reality
show” - celoveéerni dokumentarni film o hypermarketu, ktery neexistoval.

REAKCE UCASTNIKU NA WORKSHOP EX ORIENTE FILM

“diky workshopu Ex Oriente Film jsem poznala pravidla a standarty, podle
kterych se ridi evropsky dokumentdrni trh. Ex Oriente Film je velmi pfinosny
a velmi profesiondiné zorganizovany.

Anna Wieckowska, reZisérka, ticastnice, Polsko

“Ex Oriente Film rozsifil a prohloubil mou znalost evropského dokumentdr-
niho trhu. Nasi lektori nam pomohli najit nejpriléhaveéjsi zplsob verejné pre-
zentace, ktery by mohl vést k navdzdni koprodukce s nékterou s pritomnych
evropskych TV stanic.

Zuzana Drazilova, producentka, Gcastnice, Ceska republika

“Ex Oriente Film = velmi profesiondini tutori, ktefi Gcastnikim pomdhaji
zhodnotit jejich dokumentdrni ndméty pro evropsky audiovizudlni trh.”Siiri
Suur, producent, ucastnik, Estonsko

.."velmi zajimavy a velmi vzrusujici workshop, na kterém jsem méla $anci
poznat mladé a inspirujici reZiséry a producenty ze strfedni a vychodni
Evropy. Potvrdil se mij predpoklad: tato mladd generace mad priikopnickou
povahu, jsou pripraveni a odhodldni bez predsudkd objevovat svét, pohnout
sebou a tvorit”

Madeleine Avramoussis, TV producentka, ARTE G.E.I.E. Francie

JAK SE MUZETE PRIHLASIT NA EX ORIENTE FILM 2006?

www.docuinter.net pod rubrikou Ex Oriente Film.
Uzavérka prihlasek bude letos posunuta na 15. inora 2005!

PORADATELE
Institute of documentary film

Skolska 12

Cz-110 00 Praha1

Ceska republika

Tel/fax: +420 224 214 858
idf@docuinter.net
www.docuinter.net

Ve spolupraci s

European Documentary Network

www.edn.dk

Mezinarodni festival dokumentarnich filma Jihlava
www.dokument-festival.cz

IDF

Andrea Prenghyova- Reditelka

lvana MiloSevi¢ - koordinatorka projektu

Tereza Horské - vykonna produkce

Radka Weiserova - asistentka vykonné produkce

Hana Rezkova - PR a koordinatorka projektu Dokumentérni internet
Renata VI¢kova - koordinatorka projektu Dokumentarni videotéka
Tomas Buzga - programator

Redesign - design



with the gag and NFA publishers, magazine host, coffeehouse a.f.f.a, etc. (e.g.
titles “Disciplined Chameleon - thinking of Vaclav Bé&lohradsky”, “Death to
Documentary”) filmography:(long documentary films)“nation to itself or 18
high Tides of the Czech Sea” feature-fiction-documentary (2003),”Non-stop”,
“witness frantisek daniel” (1999), “panenka against the rest of the world”
(2001),”"Nemcova’s Babicka Journal” (1999),”Ave Branik” (1999), “Veseli pod
Moravou” (1998), “Distance and Contact of Dan Trubac” (1998), “Vila Inocent”
(1997). Directed also two parts of the documentary series about Prague (1999),
six parts of a TV series “intolerance”...Czech television - CT - CT is public ser-
vice broadcaster that operates on two national terrestrial channels ct1 and ct
2. Documentaries are mainly in-house productions and acquisitions. Approx.
60 hours a year is commissioned/co-produced with domestic or international
producers. Contact: Ceska televize, Kavei Hory, 140 70 Praha 4, Ceska repub-
lika, www.czech-tv.cz

FILIP REMUNDA - director - Czech Republic

Born on 5th of May 1973 in Prague, Czechoslovakia. He works as a film director,
producer and cameraman. He has been working in the field of Film Education
since 1997. In 2001, he co-founded the Documentary Film Institute. Languages:
English, Russian, Serbo-Croatian. He studied documentary filmmaking at the
Prague Film Academy (FAMU) beginning in 1997. He completed a study stay
at the Sam Spiegel Film and TV School (Jerusalem) and a workshop at the
Zellig Film School (Bolzano). Filmography: Christos Voskrese (1998), From
Bohemia to St Helena (1999), A New Name for an Old Friend (1999), Hillary
and Chris Hit the Road (1999), Angel Town (2000), Collectors of Images of Our
World (2001), Poetry Day (2002), Village B. (2002), which was awarded the
best documentary award at the International Film Festival in Karlovy Vary and
was selected for the Silver Wolf competition at IDFA Amsterdam 2002.Since
1999 he has been involved in the organization of the educational section of the
International Documentary Film Festival in Jihlava, and in 2001 he stood at the
birth of the Documentary Film Institute, a non-profit making organization sup-
porting documentary films in the Eastern and Central European countries. As
the head of the institute, he manages a number of educational and networking

programs for film professionals.Filip Remunda has recently finished, together
with Vit Klusak, “CZECH DREAM” - First Czech Film Rality Show a feature
length documentary about the hypermarket, which did not exist..

Contact: Skolska 12,Prague 1, CZ,+42 0 224 214 858 filip@docuinter.net

FEEDBACK BY EX ORIENTE FILM PARTICIPANTS

“Thanks to Ex Oriente film workshop i could know better professional stan-
dards required by EU market. | find Ex Oriente Film very useful as a event and
very professional as a organisation.”

Anna Wieckowska director, Poland (participant)

“Ex Oriente Film meant for me getting a deepening of my experience and
knowledge about the international, especially western European, market
for documentaries. Our lecturers helped us to find the most convenient form
for the pitch presentation of our prepared documentary in order to succeed,
potentially, in receiving television co-production partners for our film”.
Zuzana Drazilova, producer, Czech Republic (participant)

“professional tutors evaluating and helping develop our projects for interna-
tional market” .
Siiri Suur, producer, Estonia (participant)

.»very interesting, very exciting workshop which enabled me to encounter
Yyoung and superdynamic film directors and producers from central Europe.
It has confirmed my observations: this central and European youth is a pio-
neering youth, ready and eager to discover the world, without prejudices, and
open to move and create !»

Madeleine Avramoussis, commissioning editor, ARTE g.e.i.e. France
(expert)



PARTNERI IDF

European Documentary Network - www.edn.dk

Mezinarodni festival dokumentéarnich filma Jihlava - www.dokument-film.cz
Discovery Campus Masterschool - www.discoverycampus.de

Ceska televize - www.czech-tv.cz

Finéle Plzen - www.finale.cz

Jeden svét - www.oneworld.cz

Centrum pro dokumentarni film, Slovensko

VSMU Bratislava - www.vsmu.sk

SPONZORI IDF

MEDIA program EU - www.mediadesk.cz

Statni fond Ceské republiky pro podporu a rozvoj kinematografie
- www.mker.cz

Mezinarodni visegradsky fond - www.visegradfund.org
Cesko-némecky fond budoucnosti - www.fb.cz

FAMU - www.famu.cz

@<
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HOW TO APPLY FOR EX ORIENTE FILM 2006

Application forms and further information are available on our website
www.docuinter.net. See activities / 2005 / Ex Oriente Film.
Projects submission deadline February 15 2005!

ORGANISERS

Institute of Documentary Film

Skolska 12

Cz-110 00 praha1

Czech republic

Phone/fax: +420 224 214 858
idf@docuinter.net
www.docuinter.net

In collaboration with

International Documentary Film Festival Jihlava - www.dokument-festival.cz

European Documentary Network - www.edn.dk

IDF

Andrea Prenghyova- director

lvana MiloSevi¢ - executive coordinator

Tereza Horské - executive production

Radka Weiserové - executive production assistant

Hana Rezkové - PR and documentary internet web pages coordinator
Renata Vickova- film library

Tomas Buzga - web programmer

Redesign - design

IDF PARTNERS

European Documentary Network - www.edn.dk

International Documentary Film Festival Jihlava - www.dokument-film.cz
Discovery Campus Masterschool - www.discoverycampus.de

Czech Television - www.czech-tv.cz

Finale Plzen - www.finale.cz

One World - www.oneworld.cz

Centre for Documentary Film Slovakia

VSMU Bratislava - www.vsmu.sk

IDF SPONSORS

Media programme of the European Commission - www.mediadesk.cz
State Fund of CR for Support and Development of Czech Cinematography
- www.mker.cz

MEDIA - Ministry of Culture, Czech Republic-www.mkcr.cz

International Visegrad Fund - www.visegradfund.org

Czech German Future Fund - www.fb.cz

FAMU - www.famu.cz

@<«

institute
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EAST
SILVER

EAST SILVER 2005

Druhy ro¢nik trhu dokumentarnich filmd East Silver 2005 nabizi opét svého
druhu nejobsahlejsi prehled novych dokumentarnich filma ze stfedni a vy-
chodni Evropy.

Soudasti projektu jsou katalog, videotéka, on-line databaze filml a putovni
sekce East Silver Caravan, ktera predstavuje vybér prihlasenych dokument(
na evropskych festivalech a trzich. V pribéhu roku byla putovni ¢ast projektu
East Silver karavana vstricné prijata na nékolika mezinarodnich filmovych
festivalech, jako jsou Festival pro filmy ze stfedni a vychodni Evropy goEast,
Wiesbaden, Némecko; Festival evropského filmu Crossing Europe, Linz,
Rakousko; Kanadsky mezinarodni festival dokumentarniho filmu Hot Docs;
Mezinarodni filmovy festival Alba Regia, Madarsko; Krakovsky filmovy festival
Polsko; Sarajevsky filmovy festival Bosna a Hercegovina; Festival dokumentar-
niho a animovaného filmu Lipsko, Némecko.

Do projektu bylo v roce 2005 prihladeno 340 stfedo a vychodoevropskych
dokumentarnich filmd: 70 z Rakouska, 55 z Ceské republiky, 55 z Polska, 40
z Ruska, 35 z Madarska, 16 ze Slovenska, 12 z Chorvatska, 11 z Rumunska, 10
z Estonska, 6 z Bulharska a Lotysska, ale také nékolik dokumentt ze Slovinska,
Ukrajiny, Béloruska, Bosny a Hercegoviny, Makedonie, Litvy, Uzbekistanu
a Gruzie. Spolu s filmy z prvniho roéniku projektu nabidne letosni East Silver
videotéka na 700 dokumentérnich snimk nejsirsiho tematického zaméreni.

East Silver je spole¢nym projektem Mezinarodniho festivalu dokumentarnich
filmd v Jihlavé a Institutu dokumentarniho filmu v Praze. S Burzou namé-
th, setkdnim vychodoevropskych filmart a predstaviteld zapadoevropskych
televiznich stanic, tvofi East Silver jedine¢nou Sekci pro filmové profesionaly
v oblasti dokumentarniho filmu ve stiedni a vychodni Evropé.

East Silver podporuje a propaguje dokumentarni tvorbu ze stfedni a vychod-
ni Evropy. Jako jediny projekt svého druhu ve vychodni Evropé slouzi East
Silver jako misto setkani evropskych filmovych profesionalt (programovych
reditelt, commissioning editorl, nakupcich, distributort apod.) a filmard
a umoznuje vyménu profesionalnich zkusenosti

Jste srde¢né zvani k navstévé East Silver videotéky, ktera bude otevi‘ena ve
festivalovém centru v Domé kultury vice nez 12 hodin denné, k dispozici zde
bude 25 DVD a video prehravacu a také East Silver katalog 2004 i 2005. Dalsi
informace o projektu East Silver najdete na www.eastsilver.cz.

Vérime, Ze se potésite Vychodnim stfibrem!

Kontakt: office@eastsilver.net / +420 603 18 16 12



EAST
SILVER

EAST SILVER 2005

The second year of the East Silver market offers the most extensive survey of
contemporary documentary films from Central and East European area.

East Silver project includes a catalogue, videolibrary, an on-line database of
films and the East Silver Caravan travelling showcase, presenting a selection of
documentaries at major international film festivals - goEast Festival of Central
and East European Film Wiesbaden, Germany; Crossing Europe Festival of
European Film Linz, Austria; Hot Docs International Canadian Documentary
Film Festival; Alba Regia International Film Festival, Hungary; Cracow Film
Festival, Poland; Sarajevo Film Festival, Bosnia and Herzegovina; International
Leipzig Festival for Documentary and Animated Films, Germany.

340 Central and East European documentary films enrolled for the project
in 2005: 70 films from Austria, 55 from the Czech Republic, 55 from Poland,
40 from Russia, 35 from Hungary, 16 from Slovakia, 12 from Croatia, 1 from
Rumania, 10 from Estonia, 6 from Bulgaria and Latvia, plus several more
from Slovenia, the Ukraine, Belorussia, Bosnia and Herzegovina, Macedonia,
Lithuania, Uzbekistan, and Georgia. The East Silver videolibrary will offer
over 700 documentaries of all themes and styles from this and last year of the
project.

East Silver is a collective project of Jihlava International Documentary Film
Festival and the Institute of Documentary Film Prague. Together with the East
European Pitching Forum, which provides a meeting point for East European
filmmakers and the representatives of West European TV networks, East Silver
is a unique event for all professionals in the documentary field of Central and
Eastern Europe.

East Silver supports and promotes Central and East European documentary
filmmaking. A singular project of its kind in Eastern Europe, East Silver func-
tions as a meeting point of European film professionals (programme directors,
commissioning editors, buyers and distributors etc.) and filmmakers and
allows the exchange of professional experience.

Therefore, accept our kind invitation to the East Silver videolibrary, open in the
festival centre (DKO) over 12 hours every day of the festival. The videolibrary
provides 25 DVD and video players, as well as the East Silver catalogue 2004
and 2005. For more information on the East Silver project, please contact
www.eastsilver.cz.

We hope that You will enjoy Silver from the East!

contact: office@eastsilver.net / +420 603 18 16 12



