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Knihkupectvi Otava

Mésto Trest

Newton Media

Oblastni galerie Vysociny
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FESTIVALOVA ZNELKA
REZIE: KHAVN DE LA CRUZ

Znélku 25. MFDF Ji.hlava pfipravil basnik a filmar
Khavn de la Cruz, ktery diky touze piekracovat
hranice filmového vyjadiovani patii mezi
nejvyraznéjsi postavy filipinské kinematografie.
Piehlidku jeho tvorby predstavila dokumentarni
Ji.hlava v roce 2006 v sekci Prihledna bytost.

DEST KAMENT

prsi kameni

nejprve si toho ani nev§imnete

ne drobna zrnka nadherného oslepujiciho pisku
kameny o velikosti pésti, jez drti lebky

stafi opustili mladé

postarejte se o scbe sami

aat je vas zivot co nejkratsi

hranice kralovstvi prachu vyznacena psi mo¢i
nepiekrodis ji, jinak zhynes

kameny nerozeznaji jména svétcti

nejtvrdsi hlava obdrzi nejtvrdsi ader

stfepy z lahvi od nasladlého piva

je tézké utikat na jediné noze

rezava ostif nabrousena tak, aby se vlezla

do hladovych ttrob

neni paradoxni, Ze ten, jemuz jste predtim
poskytli pomoc

pravé zabil vaseho pfitele

FESTIVAL SPOT
DIRECTED BY: KHAVN DE LA CRUZ

The 25th Ji.hlava IDFF has been designed by

the poet and filmmaker Khavn de la Cruz, who
thanks to his desire to trespass the borders of film
expression, belongs among the most prominent
personalities of Philippine cinema. His work was

presented in the section Translucent Being
at Ji.hlava 2006.

RAIN OF STONES

it’s raining stones

you won’t notice at first

not small grains of beautiful blinding sand
rocks the size of fists that break skulls

the young have been left by the old

take care of your own life

and let it be brief

kingdoms of dust marked by dog piss

thou shalt not cross or you die

stones don’t know the names of saints

the hardest head is the hardest hit

shards from bottles of sweet beer

difficult to run with just one foot

rusty blades sharpened to fit your hungry guts
isn’t it ironic the stranger who helped you earlier
just killed your friend
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FESTIVALOVA CENA
AUTOR: FEDERICO DIAZ

Cilem festivalové ceny je vytvofit personalizovany
artefakt, usity na miru kazdé vyherkyni ¢i vyherci

a kazdému vitéznému filmu. Za pomoci umélé
inteligence a algoritmil se analyzuje scénatf, synopse,
namét nebo jiny textovy material a rovnéz vizuélni
podoba filmu. Z danych datovych zdrojii vznikne
simulace vizualni reprezentace. Fyzicka podoba
ceny ma formu svitku coby obrazu reprezentujiciho
prepis vitézného filmu umélou inteligenci formou
strojového uéeni. Vyroba festivalové ceny je proces
transformace, ktera teprve zapocala.

FESTIVAL AWARD
AUTHOR: FEDERICO DIAZ

The goal of the festival award is to create

a personalized artifact, tailored to each winner

or winning film. Using artificial intelligence and
algorithms, the script, synopsis, subject, or other
text-based material is analyzed, as well as the visual
appearance of the film. From the data sources,

a simulated visual representation is created. The
physical appearance of the award takes the form of
ascroll, an image representing a transcript of the
winning film using artificial intelligence through
machine learning . The production of the festival
award is a process of transformation that has only
just begun.
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PREMIERY
PREMIERES

WORLD PREMIERE
FEATURES

Eyewitness

Globes

Healing me

Heaven

Leaving Beginnings Behind
Lines

No Desire to Hide

Ordeal

Our Purgatory

Out in Force

Points for the President aka
Attempt at Contrarevolution
Preparations for film T
Roof of Leaves

Stingl - Little Big Okima
These Times Are Not for Us
When Flowers Are Not Silent
When You Are Close to Me
You Are Ceausescu to Me

INTERNATIONAL
PREMIERE FEATURES
Back Home

Connection

Dark Light Voyage

Good Light, Good Air
YOON

EUROPEAN PREMIERE
FEATURES

Cusp

Origin of the Species

EAST EUROPEAN PREMIERE
FEATURES
The Spark

CENTRAL EUROPEAN
PREMIERE
FEATURES

Blood Kin

CZECH PREMIERE
FEATURES

1970

African Apocalypse
All Light, Everywhere
Brotherhood

Dark Red Forest
From the Wild Sea
Gorbachev. Heaven

18

How I Became a Partisan

How to Kill a Cloud

My Psychedelic Love Story
Peculiarity of Fisherman’s Soul
Rastorhuev

The Gig Is Up

The Mushroom Speaks

War and Peace

WORLD PREMIERE
SHORT AND MIDLENGTHS
Al Amari, temporary residence
Alter

And What If?

ANTFILM

As the Crow Flies

Beautiful Solution

Betula Pendula

Cheating is good for you
Chemobrionics

Contour

Everyday is like Sunday
Fragments to Céline

Global Illumination
Habitat3-1B-S3.06F
Hammering Man

History of Shrouded Screen
How I Like It
Hypermigrations

In Praise of Dialectics

iris spelunca

Irradiation

Kinloss

Letter to Nikola

Mandatory Training

Model Citizens

Modern Times

Mother’s Land

No one can see us here
Nullo

Observatory.01

One-room School

Pagirnis

Planktonium

Remember to Kiss Me When
You Wake Up

Santelmo

Silent Killer

Social Murder

Technology of the SelfTouching

of the Eye

The Killing Chain
Third Nature
Ultramarine

un/Hook
Water,Wind,Dust,Bread
Will

Premiéry Premieres

INTERNATIONAL PREMIERE
SHORT AND MIDLENGTHS
Congress

Dear Mom

Enchantment

FESTINA LENTE

forwards, backward

In the footsteps of Li Yuan-

chia & Delia Derbyshire

Island of the Sun

Like You Know It All

Maya at 24

Storm

The Play of Everyman

The Stonebreakers

Walls like windows, windows like
walls

EUROPEAN PREMIERE
SHORT AND MIDLENGTHS
A Bloody Taboo

A Year in Exile

Beijing Bicycles

Birds

Ending 2

Garden

In and Out a Window
Interference

Lucina Annulata

Message from Mukalap
nape of the nape

Open mountain

Papanin

Svidna

The Water’s Tale

Triboro

EAST EUROPEAN PREMIERE
SHORT AND MIDLENGTHS
Arnheim in Anaheim

CZECH PREMIERE

SHORT AND MIDLENGTHS
ANIMOT

Botanical

Courier’s rig
Love, Dad
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JI.LHLAVA JE BUDUCNOST

Pii piipravé letodniho, 25. ro¢niku Ji.hlavy
se prochdzime i nasim archivem a nachazime
nejriznéjsi poklady. Kdyz jsem prochazel starymi
fotkami nebo swipoval témi digitalnimi, nedostihl
mé sentiment, ale radost. Cas totiz ukazal, Ze
lidé, ktefi na téch starsich i novéjsich snimcich
jsou, podstatnym zptsobem rozvijeli a rozvijeji
dokumentarni kinematografii. Svou tvorbou,
myslenim nebo budovanim institucionalniho
zazemi. Na Ji.hlavu se jezdilo a jezdi ne za zasluhy,
ale s vnitini zvédavosti a motivaci. A to plati
nejen pro piitomné filmare a profesionaly, ale pro
vSechny navstévniky. Dobfe to ukazuje piibéh
rodinného nakladatelstvi Baobab na$eho dvorniho
vytvarnika Juraje Horvatha, které v uplynulych
dvou desetiletich zcela proménilo podobu détské
literatury. Podobné - pevné vétim - jako Ji.hlava
proménila pozici a vnimani dokumentarniho filmu,
ato nejen v ¢eském prostiedi. Juraj Horvath nim
v jednom roce navrhl jako logo ,,hlavu hotici®.
Rad bych vam viem podékoval, Ze svym ohném
a jiskfenim oZivujete kazdy rok nejen jihlavsky
festival, ale také sviij vlastni i ten spole¢né sdileny
svét. Jste nasi motivaci. A také ditkazem, Ze jakkoli
dokumentarn{ film éerpa vyhradné z toho, co jiz
pted kamerou uplynulo, proménuje tuto zachycenou
minulost v zapas o budoucnost. Dokumentuji to
iarchivni fotografie z uplynulych dvaceti ¢tyt
ro¢nikd, které ukazuji, ze Ji.hlava je pfedevsim
otevienym prostorem a piilezitosti.

Dékuji viem, kteii nés letos podpofili
a pomohli ndm pfipravit pétadvacaty filmovy
festival, jehoz tradi¢ni soucasti je kromé filmovych
projekei a diskusi také platforma pro filmové
profesionaly s leto$ni novinkou Ji.hlava New Visions
Forum & Market, festival mysleni neboli Inspira¢ni
férum a Sestidenni program Ji.hlava détem pro
budouci generaci divaka.

At je pro vas vsechny 25. Ji.hlava ptijemnym
a inspirujicim zazitkem.

Marek Hovorka
a cely festivalovy tym

JILHLAVA IS THE FUTURE

In preparation for this year’s 25th edition of Ji.hlava,
we dug through the festival archives and found all
kinds of treasures. As I was flipping through old
photos and swiping through digital ones, I was

not overwhelmed with feelings of nostalgia but
rather with feelings of joy. Because time showed
how the people - seen in both the older pictures
and the newer ones - developed and continue to
develop documentary cinema in a significant way.
By creating, thinking, and building an institutional
background. People came and have been coming to
Ji.hlava not for the glory, but with the motivation to
feed their own inner curiosity. And this holds true
not only for the filmmakers and professionals present
but also for festival-goers. This is well-illustrated by
the story of our court artist Juraj Horvath’s family
publishing house Baobab, which has completely
broken the mold of children’s literature in the past
two decades. Just like how - and I strongly believe
this - Ji.hlava changed the position and perception
of documentary film, and not just in the Czech
world. In one year, Juraj Horvath designed the
“burning head” logo for us. I'd like to thank you all
for your fire and spark. You’ve not only kept Ji.hlava
IDFF alive every year, but you also liven up your
own world and the world we share. You are our
motivation. And you’re also proof that no matter
how much documentary film draws exclusively on
what has already elapsed before the camera, it turns
this captured past into a struggle for the future. This is
also documented by archival photographs from the
past twenty-four years, which show that Ji.hlava is,
above all, an open space full of opportunity.

Thank you all who supported us this year and
helped us prepare for the 25th annual film festival,
which aside from film screenings and discussion
boards, also traditionally includes a platform for
filmmaking professionals, with this year’s new
edition being Ji.hlava New Visions Forum & Market,
Festival of Thinking, and the six-day Ji.hlava for
Kids program aimed at the next generation of
viewers.

I hope that the 25th Annual Ji.hlava IDFF will

be a wonderful and inspiring experience for you all.

Marek Hovorka
and the whole festival team
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Vazeni pratelé,

opét po roce bude Jihlava zit filmy. Mezinarodni
festival dokumentéarnich filmd Ji.hlava se béhem
své pétadvacetileté existence stal jednou z opor
jihlavského kulturniho Zivota a postupné expanduje
v raznych podobach do celospolecenského déni.
Jiz to neni jen o promitani dokumentarnich filma
a besed s tvlrci, Ji.hlava se stala mistem setkdvani,
kde je mozné debatovat, objevovat nové pohledy,
nové tvare, setkat se a hledat spole¢na feseni -

v dokumentarnim filmu, literatufe, na Inspira¢nim
féru.

Libi se mi, ze festival je pestry, nedrzi se pouze
jednoho tématu, ale ma ambici reflektovat razné
spolecenské otazky, vytvatet mezioborovy dialog
¢i ocenit kameru, stiih ¢i nejlepsi dokumentarni
knihu a presahovat tak do obori, které jsou nékdy
opomijené.

Davat $anci kreativnim lidem je pro mé
kli¢ové. I proto jsem rad, ze se v ramci festivalu
predstavi nova platforma, kterd umozni nastupujici
generaci filmovych profesionald prezentovat
pripravované projekty z Evropy a USA.

Na zavér mi dovolte vam popiat piedevsim
hodné zdravi a mnoho podnétnych zazitkd. Je vidét,
7e béhem své existence ziskal festival mezinarodni
renomé, organizatoram se dafi zvedat stézejni
témata a predstavovat filmy, které ndm maji co fict.

Lubomir Zaoralek
ministr kultury

Dear friends,

After a year, Jihlava will once again live and breathe
all things film. During its twenty-five years on the
scene, Ji.hlava International Documentary Film
Festival has become a staple of Jihlava’s cultural
life, and it’s gradually expanding in various forms in
society as a whole. It’s no longer just about screening
documentaries and holding discussion boards with
filmmakers, Ji.hlava has also become a meeting
place for debates, discovering new perspectives and
new faces, and meeting and searching for common
solutions - be it in documentary film, literature, and
the Inspiration Forum.

I love how versatile the festival is and how
it doesn’t stick to just one theme but has the
ambition to reflect on various social issues, create an
interdisciplinary dialogue, and show appreciation
for camerawork, editing, and the best documentary
publication, thereby covering fields that are
oftentimes neglected.

For me, giving creative people a chance is key.
That’s why I’'m glad a new platform will be presented
as part of the festival that will enable the next
generation of film professionals to present upcoming
projects from Europe and the US.

And with that, allow me to wish you good health
and many engaging experiences. It’s clear that the
festival has earned an international reputation over
the years. The organizers always manage to raise key
issues in the world today and present films that truly
have something to say.

Lubomir Zaoralek
Minister of Culture
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Vazeni pratelé dokumentarniho filmu,
loni jsem na tomto misté, v tvodnim slové do
jihlavského festivalového katalogu, adorovala
stabilitu, se kterou ¢esky filmovy primysl véetné
Ji.hlavy odolaval naporu pandemie. Letos zde
budu naopak vzyvat ¢as zmény. Pro cely industry
program pfipravil tym §éfa festivalu Marka Hovorky
uplné novy prostor. A zména se bude letos tykat
i Statniho fondu kinematografie a jeho Majaku. Ten
jiz nenajdete na hlavnim jihlavském namésti, ale
stejné jako filmovi profesionélové se presune k aule
Vysoké skoly polytechnické. A zméni i sviij vzhled.
Ale nebojte, o dobrou kavu nepfijdete.

Zmény (klimatu i celospoleéenské) jsou i jednim
z hlavnich témat letosniho ro¢niku festivalu. Jiny
pfistup a pohled na ekologii nebo udrzitelnost
se zac¢ina vice zohlednovat (v CR zatim zvolna
a pomalym tempem) i ve filmovém primyslu a pti
nataceni. A kdyz mluvime o zménach, kdo jiny nez
dokumentaristé dokaze vyvoj a zménu dynamiky ve
spole¢nosti zachytit nejrychleji - ve svych filmech.
Dokumenty vsak ¢asto nejsou jen pomyslnym
zrcadlem udalosti, ale velmi ¢asto také spoustééem
celospolecenské diskuse a prvnim krokem pravé
smérem ke zméné. Pevné doufam, ze viechny zmény,
které nas ¢ekaji, pijdou tim pozitivnim smérem.
A tim myslim i zmény na jihlavském festivalu.

S uctivym pozdravem,

Helena Bezdé¢k Frankova
feditelka Stdtniho fondu kinematografie

Dear friends of documentary film,
In my opening remarks to the Ji.hlava IDFF
catalogue last year, I expressed my adoration for
the stability of the Czech film industry, Ji.hlava
included, and how it managed to persevere during
the pandemic outbreak. This year, in contrast,
I stand here calling for a time of change. Festival
director Marek Hovorka’s team set up a completely
new space for the industry-wide program. And this
year, the change will also apply to the Czech Film
Fund and its Lighthouse (Industry Zone). You’ll
no longer find it on Jihlava’s main plaza, but just
like with film professionals, it will be moved to the
auditorium of the Polytechnic University. And it will
be given a makeover. But don’t worry, you won't lose
out on a good cup of coffee.

Change (both climate change and societal
change) is also one of the main topics of this
year’s festival. A different approach and view on
environmental protection and sustainability is
starting to be taken more and more into account
by the film industry and during the principal
photography stage (so far, this has been much
slower and more gradual in the Czech Republic).
And speaking of change, who better to capture the
development and change of dynamics in society
the fastest than documentary filmmakers in their
films? However, documentaries are often not only
an imaginary mirror of events, but also a trigger for
society-wide discussion and the first step towards
change. I sincerely hope that all the changes that
await us will head in a positive direction. And by
that I also mean the changes at Ji.hlava Festival.

Yours truly,

Helena Bezdék Frankova
Director of the Czech Film Fund
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Vazeni festivalovi hosté, mili pratelé,

opét po roce piedstavi autofi a distributofi

na Vysociné - v Jihlavé - to nejlepsi z domaci

i svétové dokumentarni tvorby. Od 25. ro¢niku
Mezinarodniho festivalu dokumentarnich film@
Ji.hlava o¢ekavam nejen plna hledisté, odpovidajici
avizovanému roz$ifenému programu, ale pfedevsim
silné ptibéhy a originalné zachycena témata.
Pifjemnou skute¢nosti jihlavského festivalu je fakt,
ze divéci prichazi na projekce, setkdni i workshopy
z vlastniho z4jmu, neni tfeba je pfemlouvat.

Béhem existence festivalu dokazali organizatofi
zareagovat na divackou poptavku a prirozené své
publikum uéi spravné chapat dokument, najit v ném
zasadni sdéleni nebo pouceni. Rada budoucich
dokumentaristt pak na Vyso¢inu ptijizdi nacerpat
zku$enosti, jak spravné tvofit, nebo zde hleda
inspiraci pro vlastni dokumenty. Vitam i rozhodnuti
organiza¢niho tymu zachovat online produkce,
vyzkousené béhem minulého ro¢niku. Festivalu

se tak rozsii{ fady pfiznivci a spokojenych divaka
z domova.

At uz na Vysocinu nahodné, nebo pravidelné
kazdy podzim ptijizdite za kvalitni nabidkou
dokumentt, nebo jste pobyt pojali jako piijemnou
kulturni udalost s benefitem setkani se zajimavymi
a inspirativnimi lidmi, budte nami vitani.

Vitézslav Schrek
hejtman Kraje Vysocina

Dear festival guests and friends,
Again after a year, filmmakers and distributors
in the Vysocina region - in Jihlava - will be
presenting the best in domestic and international
documentary film production. From the 25th
Ji.hlava IDFFE, I expect not only full houses in
response to the announced extended program,
but also a series of powerful stories and original
topics beautifully captured on film. A pleasant fact
of the Ji.hlava festival is that audiences come to
screenings, meetings and workshops out of their
own interest, there’s no need to persuade them to
come. Throughout the festival’s existence, organizers
have managed to respond to audience demand and
naturally teach their audiences how to interpret
documentaries correctly by finding the underlying
message or important takeaways. Many future
documentary filmmakers then come to Vysocina to
gain experience in how to create great works or are
looking for inspiration for their own documentaries.
I also welcome the decision from the organizing
team to keep the online segment in place, which was
tested out last year. As a result, the festival will only
expand its number of fans and satisfied audiences at
home.

Whether you happen to be coming to the
Vysocina region by coincidence or regularly
visit every autumn to get your dose of quality
documentary films and whether you’ve embraced
your stay as a pleasant cultural event with the benefit
of meeting interesting and inspiring people or not,
we welcome you all the same.

Vitézslav Schrek
President of the Vysocina Region
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Vazeni navstévnici,

ve chvili, kdy pisi toto avodni slovo, zda se
epidemicka situace piizniva a véfim, zZe se letos
sejdeme uz v kinosalech. Srde¢né Vs tedy po

roce odlouceni vitam pted platny jihlavskych kin

a divadel. Minuly rok byl sice naro¢ny, ale i plny
novych zkusenosti a piileZitosti. Jsem vdééna
potadateliim, ze nezanevteli na vzdaleny pfistup ke
svym divakiim a v listopadu nabidnou i filmy on-line,
navic s bonusovymi materialy - protoze vratit se do
starych koleji jiz nelze, musime jet dal. A novinky,
které jsou piipraveny pro leto$ni ro¢nik, dokazuji, ze
Ji.hlava vidi cestu a vi, kterym smérem se vydat.

Zejména kvituji doplnéni soutéze Opus Bonum
o ceny pro vedlejsi filmové profese, jako je kamera,
zvuk ¢i stiith. Nejen Ze jsou nezbytnou soudasti
tvorby vsech filma, ale zdroven nabizeji dalsi
moznosti, kam tento zanr dal posouvat. Letos
budu osobné sledovat i platformu Ji.hlava New
Vision 2021 Forum & Market, ktera predstavi
pfipravované projekty z Evropy i Spojenych stati.
Poslechnéte si hlasy nastupujici generace filmovych
profesionalii spole¢né se mnou - jsou jedine¢nou
moznosti, jak nahlédnout do budoucnosti
nejen kinematografie, ale celého vnimani svéta
a budoucich dilezitych témat.

A presné ty je potieba vnimat - piestoZe jsou
nejisté, tak je vzdy lepsi byt pripraven. Nestad totiz
jen jet dél se zavazanyma ocima, ale také se divat,
kam cesta smétuje.

Dékuji za Ji.hlavu a za atmosféru, kterou do
mésta prinasi. Dékuji Marku Hovorkovi a celému
tymu, ze festival stale drzi na domaci padé a privazi
k ndm nejen zajimavé zahraniéni hosty, ale i divaky.
Utijte si leto$ni ro¢nik naplno, pfijméte ten elan
arozjetou energii, kterou jsme nabrali po roce
odstavky, a vezméte si ji s sebou domi, nestagnuijte,
ale sledujte, ucte se a nezastavujte.

Karolina Koubova
primatorka mésta Fihlavy

Dear visitors,

As Isit down to write this introduction, the
epidemiological situation seems to be looking good
for us and I believe that we’ll indeed be meeting in
cinemas this year. After a year of social distancing,

I cordially invite you to the halls of Jihlava’s cinemas
and theaters. Last year was a challenging one, no
doubt, but it was also filled with new experiences
and opportunities. I'm grateful that the organizers
stuck to a hybrid model this year with remote viewer
access, offering films online in November complete
with bonus materials - because it seems it’s no
longer possible to go back to the old way of doing
things. We’ve got to move forward. And the new
works that are in store for us this year prove that
Ji.hlava sees the light and knows which direction to
go.

In particular, I welcome the addition of awards
for film crew professions (such as camerawork, sound
f/x and editing, and video editing) to the Opus
Bonum competition. Not only are they a crucial
part in the making of all films, but they also offer
new possibilities on how to take this genre further.
This year, I'll personally be following the Ji.hlava
New Vision 2021 Forum & Market platform, which
will present upcoming projects from Europe and
the United States. Now’s your chance to join me
in hearing the voices of the next generation of
filmmakers - this is the rare chance to preview
not only the future of cinema, but also the future
perception of the world and important topics.

And it’s precisely these things that we must take
notice of - even though they’re uncertain. It’s always
better to be safe than sorry. Going into something
blind just doesn’t cut it. We must also be able to see
where the road is headed.

Thank goodness for Ji.hlava and for the
atmosphere it brings to the city. I'd like to thank
Marek Hovorka and the whole team for keeping
the festival on home turf and bringing us not only
interesting, international guests, but also audiences
this year. Enjoy this year’s edition to the fullest,
absorb the enthusiasm and energy we gained after
a year of downtime and take it back home with you.
Don’t stand idle, but watch, learn, and don’t ever
stop.

Karolina Koubova
Mayor of Fiklava
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Jeden z Murphyho zikont tvrdi, ze k nejdalezitéjsim
dokumentim nikdy neexistuji zalozni kopie.

To ale nastésti zpravidla neplati o dokumentech
filmovych. V Ceské televizi peclivé zaznamenavame
iuchovavame promény doby jiz bezmala sedm
desetileti a ro¢né divaktim nabidneme vice nez

pét tisic hodin dokumentérni tvorby. Coby hlavni
pilif tuzemské kinematografie nezapominame
podporovat ani dokumenty uréené pro velké platno,
jen letos jsme jich stihli uvést patnact a dalich Sest
do kin chystame.

Skutecnost, Ze do kinosalti dokumenty patii
stejné jako tieba komedie, muzikaly nebo fantasy,
pfipomina uz celé ¢tvrtstoleti také Ji.hlava.

Cesta, kterou organizatofi usli od pocate¢niho
napadu studentd mistniho gymnaézia a par

desitek navstévniki az po status respektovaného
mezinarodniho festivalu, je bez nadsazky tctyhodna
ajsem rad, Ze pravé Ceska televize u toho mohla

a miize byt.

Vsem navstévnikiim jubilejniho ro¢niku tradi¢né
pieji nejen nezapomenutelné filmové zazitky, ale
také podnétné debaty o nich. V Ji.hlavé na vidénou!

Petr Dvorak
generdlni feditel Ceské televize

One of Murphy’s Laws states that there are never
backup copies of the most important documents.
Fortunately, this is generally not the case with
documentary film. On Czech Television, we’ve been
carefully recording and preserving the changing
times for almost seven decades now and annually
offer viewers more than five thousand hours’ worth
of documentary production. As the main pillar of
domestic cinema, we also never forget to support
documentaries intended for the big screen. Just this
year, we managed to introduce fifteen of them and
we’re preparing to introduce six more into cinemas
soon.

The fact that documentary films grace the silver
screen in the same movie theaters where comedies,
musicals, and fantasy films play has been recognized
by Ji.hlava for a quarter of a century now. The jour-
ney that the organizers took - from the initial idea
of students from the local grammar school and a few
dozen visitors to the status of a respected internati-
onal festival - is with no exaggeration worthy of our
respect and I’'m glad that Czech Television could
and can be there.

I wish all visitors at the 25th Annual Ji.hlava
IDFF not only unforgettable cinematic experiences
but also engaging debates about the films after-
wards. See you at Ji.hlava!

Petr Dvoiak
Director General of Czech Television
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Prvnich pétadvacet let je v lidském zivoté doba
uceni, poznavani a hledani sebe sama. Ale
ctrtstoleti v zivoté Ji.hlavy ukazuje, ze festival
si jednozna¢né nasel pevnou pozici v éeské
i mezinarodni konkurenci a sebevédomé reflektuje
spolecenské jevy i technologické trendy.
Symbolem festivalu je uz mnoho let trychtyf,
do jehoz $irstho konce vstupuje vSeobecné
mnozstvi informaci, vjemi, atmosfér. Na uzsim
konci vychazeji kvalitn{ filmova a v soucasné
dobé i rozhlasova dila, ktera by méla mit silny
emotivni naboj a na divaky a posluchace ptisobit
nejen jako shirka informaci. Pravé tento proces

muiZeme na jihlavském festivalu ocenovat stale vice.

Na schopnosti sdélovat a u¢it lidi poslouchat se
vyznamnou mérou podili také Cesk)’/ rozhlas.

Pevné doufam, ze se na festivalu letos sejdeme
v plnych kinosalech a s dobrou naladou.

René Zavoral
generdini Feditel Ceského rozhlasu

The first twenty-five years of a person’s life are a time
of learning, discovery, and finding oneself. But the
first quarter of a century in Ji.hlava’s life has shown
how the festival has clearly found a strong position
in both Czech and international competition,
confidently reflecting on social phenomena and
technological trends.

For many years, the symbol of the festival has
been a funnel in which an all-encompassing amount
of information, senses, and moods pass through
the wider end. And then, emerging from the
other end of the funnel are high-quality films and
contemporary radio works that both are emotionally
charged and serve as more than just a compilation of
information for viewers and listeners. It’s this process
that we can grow to appreciate more and more at
Ji.hlava IDFF. Czech Radio also plays a significant
role in the ability to communicate and teach people
how to listen.

I sincerely hope that this year we’ll meet at the
festival in packed houses and in good spirits.

René Zavoral

Director General of Czech Radio
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Vazeni pratelé dokumentarniho filmu,

program Evropské unie Kreativni Evropa MEDIA
letos slavi tiicet let své existence. Za tu dobu se z pti-
vodné malého souboru nékolika opatfeni na podpo-
ru vyvoje a distribuce evropskych filmi stal bohaté¢
strukturovany program, ktery pokryva prakticky
véechny oblasti audiovizualniho priamyslu - vyvoj
novych filmi i videoher, distribuci, kina, vzdélavani
profesionalt, filmové trhy i festivaly -, a i diky jeho
podpote se evropska filmova krajina vyznamné
proménila. Od roku 2014 je program KE MEDIA
soucasti vétsiho celku - programu Kreativni Evropa.

Rok 2021 je vyznamny i tim, ze program Kreativni
Evropa vstupuje do dalsiho rozpoctového obdobi,
které bude trvat az do roku 2027. V minulém progra-
movém obdobi program podpotfil tctyhodnych 136
Ceskych organizaci celkovou ¢astkou 640 miliont K¢
a patfil k nejaspésnéjsim komunitarnim programim
v Ceské republice. Je proto velmi poté&Sujici, #e v no-
vém obdobi byl rozpocet programu Kreativni Evropa
navysen o 65 % na témét 2,5 mld. EUR. To odrazi
mimo jiné i vy$$i uznani role kultury ve spole¢nos-
ti. Kultura funguje jako tmel spole¢nosti v dobé krize,
je zdrojem kreativity a inovativniho mysleni. Bude tak
mit zasadni roli v restartu Zivota spole¢nosti v dobé
po pandemii a ovliviiuje nas zivot na vsech trovnich.
K prioritam programu Kreativni Evropa bude proto
patfit i udrzitelnost kultury a jeji vstiicnost k Zivot-
nimu prostiedi, rovnost pohlavi, diverzita a rovné
zastoupeni vSech skupin obyvatel jak pii vytvarfeni
kulturniho obsahu, tak v pfistupu k nému.

Festival dokumentarniho filmu Ji.hlava patfi
mezi projekty dlouhodobé podporované z programu
Kreativni Evropa. Festivalovému tymu se poda-
filo vybudovat nejvétsi akci svého druhu v nasem
regionu a pfitom udrzet a rozvijet prostor pro nové
zpusoby tvorby i mysleni o filmu. Jsem rada, Ze na
nékterych akcich v programu festivalu se maze podi-
let i Kancelar Kreativni Evropa, ktera se o program
stard v Ceské republice.

Pteji celému festivalu, divakéim i tvircim Gspés-
ny pribéh letosniho ro¢niku.

Daniela Stanikova
Kanceldr Kreationi Evropa

Dear friends of documentary film,

The European Union’s Creative Europe MEDIA
program is celebrating its 30th anniversary this year.
During that time, what was once originally a small
set of measures to support the development and dis-
tribution of European films has now become a richly
structured program covering virtually all areas of
the audiovisual industry - new film and video game
development, distribution, cinemas, professional
training, film markets, and festivals; and thanks to its
support, the European film landscape has under-
gone a major transformation. Since 2014, the KE
MEDIA program has been part of a larger unit - the
Creative Europe program.

The year 2021 is also significant in that the Cre-
ative Europe program is entering the next budget
period, which will last until 2027. In the previous
programming period, the program supported
arespectable 136 Czech organizations with a total
amount of CZK 640 million and was one of the
most successful community programs in the Czech
Republic. It’s therefore very gratifying that in the
new period, the Creative Europe budget has been in-
creased by 65% to almost €2.5 billion. This reflects,
among other things, a higher recognition of the role
that culture plays in society. Culture is the glue that
holds societies together, especially in a time of crisis,
and it’s an endless source of creativity and innovative
thinking. It will thus play a crucial role in restarting
society after the pandemic, affecting our lives at all
levels. The priorities of the Creative Europe program
will therefore include the sustainability of culture
and its environmental friendliness, gender equality,
diversity, and equal representation of all population
groups both in creating cultural content and access
to it.

Ji.hlava IDFF is one of the long-supported pro-
jects from the Creative Europe program. The festival
team managed to build the largest event of its kind
in our region, while maintaining and developing
a space for new methods of creation and new ways
of thinking about film. I’'m glad that the Creative
Europe Office, which takes care of the program in
the Czech Republic, can also take part in some of
the events organized in the festival program.

I wish the festival, audience, and filmmakers
much success at this year’s festivities.

Daniela Stanikova
Creative Europe Office
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Beautiful Solution / Beautiful Solution, Eliska Cilkovd, CZE, 2021, 8 min

Tichy zabijak / Silent Killer, Martin JeZek, CZE, 2021, 25 min

Zahrada / Garden, Klara Novakova, CZE,

2021, 4 min
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Cena za nejlepsi ¢eskou dokumentarni knihu



CENA ZA NEJLEPSI CESKOU
DOKUMENTARNI KNTHU
AWARD FOR BEST CZECH
DOCUMENTARY LITERATURE

Ji.hlava zkouma dokumentarni vychodiska nejen ve filmech,
ale i v rozhlasové tvorbé, pocitacovych hrach, virtualni rea-
lit¢ nebo divadelnich projektech. Od letoska se zaméti také
na literaturu, ktera ma silny dokumentarni naboj, prispiva

k reflexi doby i pfemysleni o minulosti.

Fflkta mohou byt zachycena riznymi autorskymi zpu-
soby. Siroké oznaceni Gena za nejlepsi ceskou dokumentdrni knihu
tedy zahrnuje celou skupinu dokumentarnich knih vsech
druht, forem, zanrt i zpasobt zpracovani.

Cilem soutéze je sifit povédomi o knizni dokumentarni
tvorbé, budovat jeji knihovnu a databazi. V pristich letech
planujeme ocenovat také zahrani¢ni publikace.

Ji.hlava explores the concept of the documentary not only
in films but also in radio production, computer games,
virtual reality, and theatre projects. Starting this year, it will
also focus on literature with a strong documentary aspect,
contributing to reflection on the present and thinking about
the past.

There are many different creative ways to present facts.
The broad designation Award for Best Czech Documentary Litera-
ture thus covers a whole group of documentary books of all
types, forms, genres, and modes of presentation.

The competition aims to spread awareness of documen-
tary book production and to build its library and database.
In the coming years, we plan to award foreign publications
as well.

79 Award for Best Czech Documentary Literature
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Prithlednd bytost: Karol Plicka



STATOTVORNY TVORCA
KAROL PLICKA

Petra Hanakova

Predstavovat v ¢eskom prostredi Plickovo dielo zo sloven-
skej perspektivy, navy$e na pér strankach, nie je jednodu-
ché. V Cechach je uz Plicka ,hotovym filmarom®, pre slo-
venska kultaru je to osobnost podstatne vrstevnatejsia. Je
to ,vybijany zaslazilec” na mnohych frontoch. Kvazi-narod-
no-buditelska ikona.

Ako hudobne vzdelany mlady ucitel, student etnogra-
fie a Cerstva akvizicia Matice slovenskej Plicka prichadza na
Slovensko zbierat pesnicky. Komplexnost slovenského sveta
a jeho ,narodopisna zivost™ ho vsak natolko uhranuli, ze mu
(nahravat) piesen nestaci. Potrebuje jej zdroj (¢loveka) vidiet
a zachytit jeho obraz - jeho , performativny” rozmer - jeho
pohyby, so$nost, situacné gesta, ,fortiel“... Od prvej chvile si
vs$ima kinematograficka fotogenickost prostredia, v ktorom sa
pohybuje a zaroven si uvedomuje, ze to zrejme bude celozi-
votné zaltbenie: ,Véc slovenského filmu mne uz neopusti.” -
pise v roku 1929 tajomnikovi Matice slovenskej Kr¢mérymu.

Plickova tvorba je dokladom harmonického spojenia
osobnej zaujatosti a kultirno-politickej prace, ¢i povedz-
me: objednavky. Mohli by sme hadam povedat, ze to bol
Statotvorny tvorca. Prinajmenéom ako muzikolog, etnograf,
fotograf a filmar, ale aj ako pedagdg - ked na bratislavskej
Skole umeleckych remesiel (SURke) v roku 1938 rozbiehal
kinematografické oddelenie, neskor v Prahe zakladal FAMU
a aj na Slovensku bol po roku 1945 ¢estnym c¢lenom réznych
filmarskych organizacii. Plickova kariéra je ,,neroztrhnutel-
ne“ ¢eskoslovenska. Bol sympatickym ambasadorom cecho-
slovacity a akosi implicitne aj predstavitelom jej paternalis-
tickych, ,,tatiékovsk}’/ch“ hodnét. Prichadzal na Slovensko
kultivovat ,,surové drevo”, zaroven sa tu napdjal z prame-
nov, ktoré sa mu uz doma v ,,ClVlllZOVElIlCJSlCh Cechach,
vycerpali. Hovoril o ludovom géniu, o ,umeleckom prvku®,
ktory ,prenika vsetok zivot ludu na Slovensku®, o slovenske;j
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dedine, ktorej ,,¢isté, malebné a neurcité vytvarné kazlo® ho
zaujalo. Isteze tu — v milostnom vztahu Plicka-Slovensko -
i8lo o ,,exotickd® ¢i ,,orlentalnu rovnicu, 1nyrn1 slovami:

o ,kolonial®. Ale nebol to novy diskurz. Cosi podobné si
pred par desatro¢iami v éeskom prostredi - cez fenomén
romantického moravského Slovacka, neskor Slovenska,
odzila ¢eska malba (spomenme Jozu Uprku). Na prelome
19. a 20. storocia skratka umelci cestovali do ,, kolénii® a boli
uchvateni krasou a neposkvrnenostou vidieka a jeho cistych
Iudovych typov. Jdi na venkov! - znel jeden z imperativov
ranného, ,impresionistického” modernizmu. Slovenskych
maliarov takto v dvadsiatych rokoch minulého storocia ro-
manticky vzrusovala Detva.

Plicka, ten ,sa nasiel” na Helpe, kde ho najviac uchva-
tili detski ,,performeri®. Fenomén chlapéenskych ,telocvié-
nych hier®, ich krkolomnych choreografii, tato podtatranska
»diva atletika“ - to bol zrejme posledny impulz, ktory naro-
dopisného fotografa Plicku ,,pohol® ku kinetickému obrazu.

Od roku 1926, kedy sa dostava k prvej kamere (k za-
novnej klukovej ,pathécke®) je filmovanie, sprvu skor po-
pisné, stcastou Plickovej narodopisno-zberatelskej aktivity.
Na zaciatku st to len zaznamy, urcené pre maticny archiv,

v ktorych filmar-autodidakt vyuziva ,skisenostné pozadie®
svojich predchadzajtcich vyskumov. Krajinu ma zmapovana
krizom-krazom, pozna razovité lokality a ich irecité typy. Ako
intuitivny ,,Strukturalista® uklada zaber k zaberu takpovediac
z podstaty veci, hoci rolu tu iste zohrava aj in$piracia filma-
mi sovietskych montaznikov. Prvé Plickove filmy st akymisi
filmovymi katalogmi razovitych slovenskych obci a ich naro-
dopisnych ,atrakcii“. Pri praci na svojom tretom filme je uz
skiisenejsi, ma lepsie technické zazemie a najma - uz tvori

v ,psychosomatickom” ramci zvukového filmu. Narativ <eme
spieva urcuje prirodny, vegetacny cyklus a jeho odraz vo vyroc-
nych zvykoch a sakralnej kultare spolocenstva. Muzicky Plic-
ka vycitil, ze prave takto cyklicky nastaveny koncept najlepsie
zodpoveda rytmu Zzivota slovenského vidieka, vobec rural-
nych kultar. Ze tu sa proste zije (a pracuje) od jari do jari, od
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urody k trode, od Zatvy k zatve a zivot, ukotveny v pode, tu
jednoducho nema linearny raz.

Na jednej besede zaciatkom sedemdesiatych rokov sa
Plicku pytali, nakolko islo, nielen pri Zem spieva, o rekon-
strukcie a on priznal, Ze ¢ast scén prlrodzene inscenoval,
,nacvi¢il“ do zadberu. Ze dokonca ani vernost prostrediu
nebola prvorada. Film je sice ,vyberom najrydzejsicho z ry-
dzeho®, ista necistota dokumentaristickych metod je vsak
»sublimovana“ ideou syntézy.

<em spieva (1933) je premyslenou kompoziciou, pod-
la intencie autorov 1 konsenzu kr1t1ky filmovou basnou,
symféniou. Hudba Frantiska Skvora - mozno prva plno-
hodnotna ¢eskoslovenska filmova hudba vobec — nevznika-
la sluiobne, »na obraz®, ale v spolupraci s kameramanom.
Plicka a Skvor spolu so strlhacom Alexandrom Hackensch-
miedom, ktory film esteticky zradikalizoval a dal mu moder-
nisticky $vih, vytvorili timové dielo, ktoré - aj vdaka stctu
vlozenych energii - posunulo hranice dobovej filmovej
predstavivosti.

Uz Plickove prvé filmy sa v kinach velmi rychlo obo-
hrali. Nebolo penazi na dalsie kopie, ani na citlivejsiu distri-
buciu. Napriklad z filmu Po hordch, po dolach (1929) existovala
len jedina k(’)pia navyée dost tazkopadne distribuovana,
¢o akékolvek sirsie divacke povedomice filmu vlastne stoplo
v poaatkoch Cosi podobné postlhlo 1 Zem spieva. Plicka si
zjavne velmi dobre uvedomoval, Ze film tohto typu (bez
hviezd, s neobvyklym narativom, s naro¢nou montazou),

u divakov nezarezonuje, ak sa mu pred tym nevytvori isté
recepcné podhubie - ak sa nan divak nepripravi. Aj preto sa
do filmu a jeho ,,Pi-aR* sam dost investoval. Promoval ho,
daval rozhovory, velmi trpezlivo jeho koncepciu vysvetloval.
Napriek tomu vsak film v kinach prepadol. Dodnes je <em
spieva jednym z moralne najaspesnejsich ,,prepadakov® (ces-
ko)slovenského filmu. Prazské premiérové kina zivali prazd-
notou a Slovaci si zase raz ublizenecky dokazovali, Ze sa

o nich ,zdpad® (republiky) nezaujima. Pritom Siroko-daleko
nebolo filmu, ktory by viac kriticky rezonoval.
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No hoc aj Plickov film Zem spieva nemal komercny
uspech, mal urcite velké zasluhy na prijati Finosika. Samot-
nému Plickovi, ktory bol narodopisnym poradcom filmu, sa
ale velmi nepacil. Najma sposob, akym receptivny Martin
Fri¢ ,vytazil® jeho poetiku (priroda ako krajina duse, expo-
novanie fudovych typov, miestami az parodické, zvlast pri
zbojnikoch z Barrandova). Prosto - a to st Plickove slova na
adresu finosika: ,Bez viné a poezie a tu postradam nejvic.
(...) nepamatuji se, ze by mne kdy nékteré dilo zanechalo tak
chladnym.” Namiesto lyrického pribehu zanrova kovbojka.
Divacky to vsak fungovalo. Finosik bol obrovskym hitom.

Ked si dnes prezerame, listujac Plickove monografie,
obrazky z filmovania Zem spieva a vidime jeho nezletilych
filmovych kolegov, jeho ludovy ,,5tab“, neda sa pri tom
neusmiat. Plicka dava detom rezijné instrukcie, dvaja krojo-
vani chlapci drzia ,odrazové tabule®, treti zvedavo ,kuka®
do kamery. Alebo ina ,pracovna® fotografia: v strede zaberu
najvyhuklejsi mladik so stativom cez rameno, okolo krdel
mensich decak so zvysnou vybavou. , Jeden chlapec, pove-
reny ulohou inspicienta, ktory mal obstaravat prichod na
scénu v pravy Cas, zhostoval sa svojej tlohy tym, Ze po nich
hadzal kamenim tak dlho, az bol tejto funkcie zase pozba-
veny. Bol prosto zbojnik - ako vo svojich hrach.“ Podobné
spomienky z nakracania, publikované v Elane, v Sloven-
skych pohladoch ¢i v neskorsej Slivkovej monografii st pre
nas dnes cennou stopou pri rekonstrukcii pred-filmového,
medialne panenského Slovenska. Krajiny, kde sa este zeny
bali, Ze z nich kamera krasu vytiahne a filmovani tanec¢nici
»$ obavami pytali, ¢i z toho nebudt nejaké nové dane, ked
pani na obrazkoch uvidia, aky tu je vesely Iud®.

Ked neskor Plickovi vy¢itali, ze jeho filmovy obraz
Slovenska je prilis sviato¢ny a jeho herci prili$ ,cifrovani®,
argumentoval tym, ze predsa v kazdom folklore ,jje caro idy-
ly“: ,Nesmierna krasa archaického Slovenska odumiera den
za dnom, kdezto chudoba a tazky zivot ostavaja.”

Nezabtudajme tiez, ze Plicka, bez ohladu na to, aky bol
jeho vlastny umelecky program, bol ,,mati¢ny pracovnik®
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a Matica slovenska ho v tendencii vidiet Slovensko ,,na
pekno® urcite podporovala. ,Nasho Karola Plicku® vpustali
do - imaginarne povedané - ,prednych izieb” mati¢né od-
porucania; zaostalost, bieda, ,pozemska tiaz“ - fenomény,
také pritazlivé pre socialnych fotografov (napriklad angazo-
vana Irenu Blithov), tie boli akosi mimo mati¢ného ,kras-
no-slovenského® programu.

Medzi Pravdou a Krasou (dodnes kltcovymi kategé-
riami vizualneho diskurzu) teda Plicka volil esteticky, nie
~funkcionalisticky”. Mozno aj preto neskor, za Protektora-
tu, v Prag-Filme, v sluzbe krasnemu obrazu nezaznamenal,
ako lahko moéze byt Krasa vyvlastnena. V tomto kontexte
je vlastne fascinujuce, ze apoliticky Plicka a jeho tvorba
fungovala stdatotvorne vo vsetkych rezimoch. Stacilo nahradit
~ceskoslovensky® prazsky tvod ,autonomistickym® - nahra-
dit Prahu Bratislavou a Zem spievala v novych, slovensko-stat-
nych savislostiach. Alebo po vojne ,denacifikovat® Prasky
barok a otvarat nim vo filme socialistickt perspektivu...
Nemyslim to cynicky, ale mozno prave preto, pre: toto, bol
Plicka vo filme jednym z nasich prvych a najbytostnejsich
narodnych umelcov. Vedel (sa) obracat diplomaticky. A za-
roven (paradoxne?) cely zivot umelecky nezradzat sam seba.

Ale spat k jeho opus magnum. Napriek obrovskému mo-
ralnemu tGspechu filmu a jeho Gspesnej festivalovej kariére
uz Plicka ni¢ cennejsie ako <em spieva nenakrati. Vsetky jeho
intimnejsie plany (napriklad Dvandst bielych sokolov, jeho pred-
stava Janosika) v podstate pochova nezrelé prostredie, prilis
pomaly a idealisticky sposob prace, deficit financii a sc¢asti
uz aj politicka situacia.

Mimo bytostnejsich latok, nakracal Plicka samozrej-
me v ramci svojho mati¢ného tvizku v tridsiatych rokoch
aj servisnejsie filmy - napriklad KniZnii lotériu Matice slovenskej
(1933). V roku 1937 nasnimal navstevu prezidenta Benesa
v Bratislave a v Trencianskych Tepliciach. Z tejto protoko-
larnej navstevy je mozno najcennejsi fragment zaznamena-
vajuci vystavbu funkcionalistického kapaliska Zelena zaba.
V roku 1936 je kameraman Plicka stcastou ambicidézneho
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vyletu delegacie Matice slovenskej po ,slovenskej Amerike®,
z ktorej vznikne reportazny film Za Slovakmi od New Yorku po
Mississippi (1937). Film mapujaci ,narodny zivot™ sloven-
skych komunit, je historicky pozoruhodny, ale esteticky skor
popisny. Jeho vrcholom v méde ,kino atrakcii® je zaznam
niagarskych vodopadov. Plicka na chvilu odklada optiku
servisného kameramana a stava sa opat basnikom, fascinova-
nym prlrodnyml zivlami.

Po z4niku Ceskoslovenska odchadza Plicka, ako (slova-
mi propagandy) ~nepotrebny Cech® zo Slovenska. Doma i je
zaangazovany do roznych aloh, ktoré sa dnes vyhodnocujt
prisnejsim okom. Na Slovensko sa po vojne vracia uz len
prilezitostne. Je ¢lenom réznych komisii, emeritnym filma-
rom, od roku 1968 narodnym umelcom. Teda svojho druhu
institaciou, ktort sa nepatri kritizovat.

»Socialisticky® Plicka sa investuje najmé do fotopub-
likacii. Teda nielen do fotografovania! Ale aj do ,,montova-
nia“ fotografii do reprezentativnych vlastivednych edicii. Ide
vlastne o akési foto-scenare, proto-filmové leporela, ktoré
Plickovi umoznuju v aktualnom produkénom prostredi, kde
uz pre filmara-idealistu nieto miesta, plnit si romantické sny
o filme.

Svojho pokracovatela najde Plicka v mladom Marti-
novi Slivkovi (1929-2002), rovnako renesan¢nom filmaro-
vi. Slivka nakrati o Plickovi niekolko dokumentov, napise
o nom ,,definitivnu® monografiu a najma - uz aj vo vlastne;j
praci - zakotvi a ,,prenesie” jeho vizualno-antropologicka
sktsenost cez genera¢ny horizont - do najurodnejsicho
obdobia slovenského dokumentarizmu - do $estdesiatych
rokov.
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POKORNA MONUMENTALITA

VE FOTOGRAFII KARLA PLICKY
Lukas Bartl

Jen malo ceskoslovenskych umélct 20. stoleti bylo v doma-
cim prostredi tak vlivnych jako Karel Plicka (1894-1987).
Rokem narozeni Plicka patfi k prvni generaci avantgard-
nich tvirci, nicméné jeho cesta k vytvarnému uméni nebyla
primocara. Nejdiive jej uchvatila hudba, které se profesio-
nalné vénoval jiz pied prvni svétovou valkou. Myslim, ze
tento moment je v ptibéhu Karla Plicky nesmirné dulezity.
Hudba totiz vyzaduje velkou sebekazen, presnost, pokoru
anesmirnou pili. Vytvarné uméni je v tomto prece jen jiné

a ne vzdy je nutna kombinace vieho feceného. Avantgardni
vytvarnici pak byli snad vsechno, jen ne pokorni. Naopak.
Milem podstatou avantgardy byla - az na Gplné vyjimky -
negace (témér) vseho predchoziho.

Onou vyjimkou bylo pro nékteré autory lidové (nebo
vzdélanim nepoucené) uméni, jehoz ryzost mnozi velmi
ocenovali a jimz se inspirovali. Plicktiv pohled byl ale jiny.
Nechapal lidové uméni pouze jako zdroj inspirace, ale téz
jako predmét hlubokého zajmu a studia, hraniciciho s pfi-
stupem profesionalniho etnografa. Pravé tato ,védecka®
pozice mu dala silu ve vlastni praci upozadit sebe sama
alidové uméni spise zaznamenavat nez jej vyuzit ,pouze”
jako vychozi bod pro vlastni tvorbu. Zachycoval jej pomoci
tuzky a papiru, notové osnovy, ale téz filmovou kamerou
a fotoaparatem.

Karla Plicku zprvu ocarovala lidova kultura Slovenska.
Bylo to logické, protoze na rozdil od lidové kultury Cech,
Moravy a Slezska byla ta slovenska v nové vzniklém Cesko-
slovensku malo prozkoumana. Zaroven tvorila zaklad slo-
venského narodniho sebeurceni a v tomto ohledu bylo jeji
poznani navysost dilezité. Byla to od Plicky stastna volba.
Jiz za jeho pozehnané dlouhého Zivota se slovenska vesnice
proménila k nepoznanti a jeji autenticky zaznam mame za-

chovany dodnes i diky jeho usili.
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Nepochybné nejznaméjsi a nejocenovangéjsi dilo je
v tomto smyslu Plickav film Zem spieva z roku 1933. Toto
legendarni dilo nam také dodnes ukazuje, jak blizko si
v mezivalecné dobé byly film a fotografie. Plicka pfi vzniku
filmu intenzivné fotografoval, aby vytvorené snimky posléze
zuzitkoval v knize Slovensko. Byla to pionyrska doba a rene-
sancni ¢lovek, jakym Plicka nepochybné byl, tak mohl byt
rezisérem, kameramanem, scenaristou a fotografem v jedné
osobé. Neni bez zajimavosti, ze film sestfthal Alexandr Ha-
ckenschmied, velky propagator filmu, kameraman, rezisér
a fotograf v jedné osobé.

Kniha Slovensko vysla v roce 1937 a jeji vyznam pro
Slovaky podtrhuje fakt, ze autorem tvodniho textu byl teh-
dejsi prezident zemské spravy na Slovensku Jozef Orszagh
(1883-1949). Jeho text Ize chapat vlastenecky obdivné, ale
téz ¢astecné nacionalisticky. Za zminku stoji jiz zakladni
koncepce knihy, které se Plicka povétsinou drzel v podsta-
t¢ po celou svoji dalsi kariéru. Jeho publikace maji kratky
tvod (at jiz odborny, od historika uméni, nebo spise belet-
risticky), po kterém nasleduje obrazova ¢ast, v niz je kazdé
fotografii vénovana cela jedna strana (pozdéji dokonce dve)
velkoformatové knihy. Fotografie doplnuje kratky faktogra-
ficky popisek. Tématu se Plicka vénoval i po druhé svétové
valce. V roce 1949 vysla kniha Slovensko vo fotografii Karola Plic-
ku, ktera se obrazovym doprovodem kryla s knihou Slovensko
jen castecné. Pochopitelné se zménil téz Gvod knihy, jenz
napsal Laco Novomesky.

Plickova koncepce zasadné formovala predstavu, jak
ma obrazova fotograficka kniha vypadat, a dalsi generace
ceskoslovenskych autort se s Plickovou vizi musely vypora-
dat. Vyhod tohoto usporadani je hned nékolik. V prvni radé
chape knihu jako zdroj informaci. Uvod s popisky ma vzdy
znacnou informac¢ni hodnotu a dava ¢tenari celkem dobré
povédomi o daném regionu a jeho historickém dédictvi,
popfipadé¢ o jeho obyvatelich. Druhou vyhodou je politic-
ka, a do zna¢né miry téz umélecka, ,neutralnost” tohoto

konceptu: Plickovy fotografické knihy vychazely za prvni
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republiky, za Protektoratu éechy a Morava, za dob stalinis-
mu, za normalizace, i v polistopadovém obdobi.

Povaze Plickovych knih konvenuje také styl jeho foto-
grafické prace. Plicka povétsinou ignoroval dobové umé-
lecké proudy. Jeho fotografie jsou vzdy technicky perfektni,
samoziejmosti mu bylo si na zabér takzvané pockat, pofidit
jej v tu nejlepsi ro¢ni dobu, konkrétni den 1 hodinu, kdy
bylo svétlo nejlepsi. V tomto ohledu nebyl jisté osamocen,
podobna znalost byla soucasti profesni cti fotograft jiz
v 19. stoleti. Krom této technické kvality v sobé maji Plic-
kovy snimky vzdy ur¢itou monumentalitu, velkolepost,
popisnost a hlubokou pokoru k tomu, co autor fotografoval.
Kdyz se divate na Plickovy fotografie, mate pocit, ze vidite
velkolepou pfirodu, ryziho ¢lovéka ¢i ohromujici chram.
Nemate dojem, ze si prohlizite snimky konkrétniho umélce.
Neni to tim, ze by Plickova prace nebyla charakteristicka
a rozeznatelnd, je to tim, ze autor sam se umyslné drzel
v pozadi, aby nechal vyniknout realitu samu. Coz pro jeho
generaci opét nebylo ani samozfejmé, ani typické. Nakonec
dodnes je tento pfistup k tvorbé historiky uméni a kuratory
casto pfehlizen jako neinvenc¢ni a malo progresivni. Podle
mne zcela nesmyslné.

Plicktv viestranny zajem o slovenskou kulturu nasilné
prerusil zacatek druhé svétové valky, kterou prozil v Praze.
Zde se jeho zajem upfel k pamatkam a symboltim ceské
statnosti. Opét nebyl sam. Mnoho fotograft za valky zacalo
fotografovat domaci pamétihodnosti, predev$im pak Prahu.
Zajmem nékterych bylo zdokumentovat budovy ohrozené
vale¢nym bésnénim, néktefi pak chtéli svoji praci vzdat hold
kofentim ¢eského naroda a povzbudit tak jeho sounalezi-
tost. Coz byl i ptipad fotografii a nasledné knihy Praha ve
Jfotografii Karla Plicky (1940). Vlastenecké vyznéni knihy pod-
trhl pro protektoratni trady nekonfliktni, le¢ dobové velmi
dobfe citelny, tvod historika uméni Zdenka Wirtha.

Kniha v mnohém navazuje na Plickovo Slovensko, ale
jeden podstatny rozdil zde najdeme. Zatimco ve starsi pub-
likaci vénuje autor znacnou pozornost nejen regionu, ale téz
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jeho obyvatelim, v Praze se fotograf lidem zcela zamérné
vyhybal. Mélo to pochopitelné svoji logiku. Neslo pouze

o fakt, ze fotografové tehdy obyvatele mést nevnimali coby
»objekty” hodné zaznamenani, ale téZ o smysl celé knihy.
Plicka chtél zachytit ,mésto vé¢né®, nikoli ,,mésto Etyfica-
tych let 20. stoleti®. Jeho obyvatelé by mu dodali nezadouci
konkrétnost a rovnéz nezadouci emotivnost.

Tento zptsob zachyceni hlavniho mésta pak Plicka
nékolikrat zopakoval a jeho knihy dnes patfi k legendarnim
pragensiim. Za v$echny jmenujme alespon Praha krélov-
ska (1957) nebo Prazsky hrad (1962). A bylo to pravé Plicko-
vo pojeti fotografie, s nimz pak vedli uméleckou polemiku
autofi konce padesatych let, ktefi v duchu takzvané poezie
vsedniho dne vytvafeli knihy zaméfené ne na mésto, ale na
jeho obyvatele. Byla to polemika zamérna a nékdy také ex-
plicitné pfiznana, jako v ptipadé Prahy vsedniho dne (1959) od
Ericha Einhorna.

Monumentalni a informac¢né hluboky styl fotografova-
ni si Karel Plicka zachoval i u jinych témat a naméta, které
pozdéji zhmotnil v pubhkac1ch jako Ceskoslovensko, Vitava atd.
Tyto knihy, opévujici krasu danych mist, vychazely v dnes
nepfedstavitelnych nakladech (leckdy tficet tisic kusa!)

a v mnoha doplnénych a rozsifenych vydanich a jazykovych
mutacich. Bez nadsazky muzeme fici, ze Plickovu knihu
vlastnila v Ceskoslovensku snad kazda rodina a mnozi ¢te-
nafi tohoto textu ji maji stale nevédomky doma, nebo by ji
nasli v knihovné svych rodicu ¢i prarodlcu Plicka tak zasad
né formoval jakési ,vizualni povédomi® o Ceskoslovensku,
jeho pamétihodnostech, prirodnich krasach a také o slo-
venské lidové kultute jako celku. Ma tak nesmirny vyznam
nejen pro déjiny domaci fotografie, ale téz pro nasi vizualni
identitu.

Uz ,jen” tyto zasluhy by byly na povazenou. Ptes-
to tady nelze jejich vycet skoncit, ponévadz Plicka nebyl
»pouze” legendarnim rezisérem, kameramanem, fotogra-
fem a sbératelem lidovych potekadel a pisni, ale byl také
zasadni postavou institucionalizace filmového (pozdéji téz
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fotografického) uméni. V roce 1946 stal u zfizeni dnesni Fil-
mové a televizni fakulty Akademie muzickych uméni v Pra-
ze a stal se jejim prvnim dékanem. Ve svém projevu u pfi-
lezitosti zalozeni FAMU Plicka tdajné fekl: ,,Jsme narody,
o kterych se rika, ze jsou malé. Tim vic touzime vyrovnat se
velkym narodam, alespon v oblasti duchovni. Prili§ tizkost-
livé se divame po svété, co se kde déje, jak se to déla, a my-
slime si, ze kdyz to udélame tou stejnou metodou, docilime
tim stejného Gcinku a dosdhneme ve svété uznani. Kdyz
mame na sebe v ciziné upozornit, nestaci predvést odvar

a kopii cizi prace. Na nasem dile si budou vazit pravé toho,
co je na ném specialné nase a krom nas to nikdo nemize
dokazat. Sledujte velice pozorné, co se déje v zahranici, ale
metodu, jak na to jit, hledejte u nas doma, v nasich hlavach
a srdcich.” Mnohym sice mohou tyto véty vyvolat na tvari
jemné jizlivy Gsmév, myslim ale, ze je dobré si je alespon
obcas pripominat - a mozna budou zanedlouho povazova-
na opét za prorocka. Odkazuji totiz na Plickovu inspirativni
pokoru a viru v to, Ze mezi svétové progresivnim a nudné
konzervativnim je jesté dost prostoru pro naplnéni a pocti-
vou praci, ktera bude po zasluze obdivovana a docenéna.
Myslim, ze Plicka byl umélec, ktery véfil v urcitou univerzal-
nost krasna a v osobni zodpovédnost kazdého tvirce, ktery
se nema vztahovat ,pouze” dovnitt azké umélecké komu-
nity, ale nepodbizivé kultivovat zivot celé spolecnosti. Tyto
myslenky jsou navysost aktualni dodnes.

99 Priithledné bytost: Karol Plicka



100 Prithlednd bytost: Karol Plicka



101 Nizev tématickyho bloku



102

pojdeme zhijat, krast

Tekl, rezabrivs] o s

i, Code 1A [j ponida

ohbiake rke meghbe

1% [Ar

Porzdille i, bobe Pediidhkbbe meken wooarfe],

1 artnls ¥ Ehesnn aersl bt

T Es e biedny £a
pogcberee philiwd, borasf

28 Dundsinla Ramibssinka Karol Phoka G, Bl 1Y, olukber 1955 8. 26, 5

Prithlednd bytost: Karol Plicka



L e, Wleimic,
ghininkiks ooy,
holbed Tudia vodis,
ey mllm b povedia,

Comty Mllikiildda,
Behinaj seioa naka
» wvaih Trogdha,

sl ibews il a!

. TarTh fiirmsni, kv
[T Brbrnd s,
pagmaj ich vesels

poch @ diclia wrgije

a

Poari @, Aniks,
1% ke, na veku,
i Crogn alokaada
fa rsdniiiks waba

182, 1I¥EE VERBUNE, 11XLE
Tance , Verbunks
Maring Yes (Femplin
nm{.ll.l lﬂ]'r.llr'_l A= IR, & = ]H2 FARS CTURE S o
g A J

£ 1 Y

=5 . - .'.“:‘: 1 P I
prier e Pl ..'t'l

re Ko-ii el

*[_.j;jj eaisie 2

I.n':'l.r..j Lo Ja - nldbs s farmemi o

lslen vor - bunk; i -doe Lo

Furrlingg de,. itvcbeg e,
geipdacmm & ja u toou,
Ermboen pohudiala

R hE Ea Lt

ISIEL MACEK DO MALACIEK

Alalmricy b
Allegro gioewse . 1os, 120

| -

B 3 —— ey h._ o

L= e Emay NN

— i_ﬁﬁ,‘ -'1--;':,--
Ilel Macok do Malacick Bo-fo- vii-k

—ISSELEE DN

#oon 0w Py du-eoa el

103 Prithlednd bytost: Karol Plicka



&

Comment les Allemands ont accueilli le film de Léon Pniricr

Berrnds re beare o Y Paar Pouas © d ba pedsemtation ds 0 Perdu, eclslons o s folre ™ &

| s by gy

TETE T e

e ., i |
mmw_t___mmﬁmm“% Hh t : 3 _.mw. i "__m ik Tm. hw_w m_m,m__w#m
Eitth ! THi i el n | 8 .h_.,_wh: TIHUHIE
i 5 Fi L |2 iy
{4 i g |

;s i EXE e
__mw ._r ﬁm_m“mwM_n g i
I} _n__ Mm? _ i | E TM i
it _.m_mi_ i b M it I
i _*r i .: H i
i il ____.
ﬁm w .wm"“_mﬁ_h_n_mq m:“__ & 0t
b il | € i |

1 Ji4edQd 404 .:,1 11 .__ ... I ‘I T
| LA R e S T
11 | m :f_._: :r“uf 41 _ B "y :_ *m._ E i E
mm._,“ﬁ_.ﬂ__m..m_h_mr ﬁ: H.. "Il _ E = Ak ,:_.
il il “ il :w, S i il

TR IR __ I ~ ] b_ Hiiid

= i el R el @il ,_.;_

Prithlednd bytost: Karol Plicka

104



ot . MR, e I e s ORI I+ QR o

PE STRY""‘MDEN

B T T e S I e L I g e

E ekt nme anaassribdns bl 1 Ceorreia Pl _Tpires b ode, el b vl " Ve Aoy eimad Tl Fecip

105 Prithlednd bytost: Karol Plicka



106

'PESTRY TYDEN.

Prithlednd bytost: Karol Plicka

nili by sme tok svoj prejav o jeho nag
Earis, kiord md le

) -\.I|!-I|'i.ll.| o kil
Foste &a guive, 3o aa ohlaben:
navejorm JkrwdnG”. Na prvy o
i, abw = presct il
v L0 Gk |||-||':\-\.|III'\-||!.-

o ek
N |'.|:|r.|i|- il beior

|l|--\-'|-' -'H. |:||-\-|I -\.III"-- In l.|l'-\-|. |
s charakter jcho krajos
CEIE o le b -\.':'-' waly Ty
cich sttborony lakavy a pe l'|‘r'r.|i|. dii YT
nencho prejavs |u-.L:':. cuclzie, mestrosdr
raz svedkom, ako vedidcn skapimy i b
T, U LET VERInETAe D

(|SH phrd | |':.'\-|l e Tl
1 il 2o kakdd cemun. Bez
vy tvorha nie je schopni &
varila len |u-,-';--rn.-. crl

ma Findad, aby nam nova piesen vem
i ona poirehije sva) S8, svaje vyerc

i slal =h B

JOACHT1 MEDEA] WINE
1

' " A%k
|_:-||l||'\-.ll||'ll-'l | |
doch ide aanzai o [ucdovd tvorivosd, a n
nie = ma uimenie. lakato nes warela 1
glituje dodsre & stals vhy O v
__||. velkd a nenapravitelnd dkoda, e s
boroy, kiord pdvodne s dpnimnym
chom pestovali #nve domiioe tradicne
nedotkaviost ich vedtcich abebs posad
cheeli vyivorif nicda ,nové” tam, kde
podmicnky, kde tradicia stale cite 2
q1lé. Cin Y oAl T T, 24 mickde aa do
klasické Tudowd piesne a tance hodnol
castarané alebo dokonca aka muzedlne
prirodzend, bo nim dnes neraz § vias
plrendny wedenw klazicky vvar, lebo je
dovany a viclijako pozmehovany, pre
nej o nedomyslene) snahy po micdomy
[tvka sa 10 predovictkym tancov). rel
kdy dosit wialnd tym suborom, kiore o
nidho Tudu sviede, ale objavaii 1 jeho

o g Ll

&t



I.I-\.l\.llu.i'\'-i ||--'. ab @

- plenvch ko,
Elte it alebo tance
wa zxlalo, de e P -
1] |:|'|1||||-.!_;.|'m|'|'rn|||_
wn obraz shovenske)

ek e freml i L
. Uspech miektore)
W ||||:|.i'\."\5.l'|'| viedu-

1hes, doteraz vy hra-

. Bdm som bol ne-

ol asi pmkio: D

& THOsEA ivorr b,

hilbticho tvarmyveho
wola, Ak sa klasicka
FoArARGC L, nemioEcs
il takmer = mac )
i, ok mid byl hod-
chvm. V otep lorme,
v ilaleko k lacnemu
i v tnkych pripa-
v o clilletaniske bra-
vorha merae diskoe-
pvorivosi.
nehi midray :.'- h sii-
FOEUMCnim § ape-
formy, zapadlio pre
ov., fa kakdi ceng
wre to cie nedozreli
jje v plnej tvoring
§!||1 ak Fl_l:ll: I:lLIII.'LI'. ie
il = ako nefasowg,
 wdlediasl ? A j,'l.' lem
JOk Wi Wk miEne
roedrobeny, rozries
pvarany = prendhiles
SAovom®™ a |-|_'|_'||-Dﬂl1.
o nemibieme byl o=
clem |t|i:rh|_ia'1 umnlml.‘:
star koleom o ploss

107

Gatdod Fdn Siiapinge — Gombiar » Fleloy

Prithlednd bytost: Karol Plicka

L

i
e




KARDL PLITKA

ZEM SPILEY,

o roard o Mool oo frendl S i Ee drppfar Nilareepslo

HLUDPEA FRAAT. SEYD R HWomind L, Wack rascbhmied

108 Prithlednd bytost: Karol Plicka



ZPIVAJICI ZEME KARLA PLICKY
Joseph Grim Feinberg

Karel Plicka, vidensky rodak, cesky vlastenec, sbératel folk-

léru nékolika narodt a zakladatel slovenské kinematografie.
Skutecnost, ze ve své osobé dokazal spojit tyto zdanlivé ne-

sourodé vlastnosti, hodné vypovida o povaze filmu, folkloru
1 ¢esko-slovenskych kulturnich vztazich.

Zjednodusujici modernistické narativy maji casto sklon
klast staré folklorni tradice do rozporu s modernim zivotnim
stylem, vztah k vlasti vnimat v kontrastu s vykofenénym glo-
balismem a stavét jeden narod proti druhému v boji o preziti
v prostiedi skomirajici kulturni modernity. Skutecnost pii-
tom lezi nékde jinde. Nacionalismus piece neni jen narokem
jednoho naroda na vlastni minulost. Je to predevsim narok
na jeho modernitu. Folklor se stava soucasti narodni tradice
az v okamziku, kdy se stane soucasti moderni spolecnosti.
Domaci ptida nabude na dilezitosti pouze tehdy, kdyz da
néco podstatného celému svétu. A kazdy narod, aby se sku-
te¢né narodem stal, potfebuje osobnost, kterd na néj pohlizi
zvendi. Ktera v ném rozpozna jedine¢nou entitu, hodnou
zachovani v jeji vlastni vyjimecnosti. Jinymi slovy, kazdé
Slovensko potiebuje svého Karla Plicku.

Kultura kazdého naroda vyzaduje osobnost schopnou
vnimat ji zevnitf i zvenci. Osobnost, ktera je schopna roze-
znat hodnotu narodniho sebevyjadfeni a nebrat ji jako samo-
zfejmost. Ne kazda takova osobnost se ovSem mezi vnitfnim
a vnéjsim prostfedim pohybuje po stejné cesté. Pavol Orsza-
gh Hviezdoslav se stal slavnym slovenskym basnikem poté,
co navstévoval madarské skoly a slovenstinu uznal jako cosi
odlisného, neobvyklého a vystaveného hrozbé zaniku. Tvirci
prvniho slovenského celovecerniho filmu Finosik z roku 1921
byli slovensti emigranti z amerického statu Illinois, ktefi
obdivovali nové zrozené Ceskoslovensko z odstupu a zemi
navstivili pouze béhem nataceni filmu. Zatimco se vsak
Hviezdoslav a tvarci Janostka dtisledné oznacovali za Slova-
ky, Karel Plicka nikdy nepopfel sviij cesky ptivod, prestoze
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se z néj postupné staval slovensky vlastenec. Slovensky na-
rod tak pozoroval ¢eskoslovenskym pohledem.

Plicktiv obraz Slovenska odrazi rozpor obsazeny v sa-
mych zdkladech existence Ceskoslovenska. Aby ziskali
uznani ze strany vitéznych povale¢nych mocnosti, pfisli
cesti a slovensti politici s principem narodniho sebeuréeni
a tvrzenim, ze hodlaji zalozit stat, ktery bude patfit véem
narodnostem zijicim na jeho tzemi. Jelikoz ovsem tento stat
odmital idajné ne-narodni ptistup habsburské monarchie,
nemohl ztstat neutralni vici véem narodim na svém Gzemi.
Ceské vlastenectvi se odrazelo v podpore narodniho statu,
ve kterém Cedi tvotili zhruba polovinu z celkového poctu
obyvatelstva, na tizemi tdhnoucim se od némeckojazy¢ného
pohranici na zapadé az po vice nez tisic kilometra vzdalené
horské oblasti s rusinsky mluvicim obyvatelstvem na vycho-
dé. Ceské vlastenectvi se potiebovalo sjednotit se sloven-
skym vlastenectvim, aby v republice oba narody spole¢né
dosahly vyrazné narodnostni vétsiny. A Plicka, podobné
jako mnoho jeho narodnich soukmenovcii, mél mnohem
mensi zajem o kulturni projevy sice pocetnych, ale méné
kulturné ,vhodnych“ narodnostnich skupin hovofticich né-
mecky, madarsky, jidi$ ¢i romsky.

Leckdy povrchni Plickaiv zajem o exotiku vychod-
nich oblasti se nicméné snoubil s jeho ¢im dal aktivnéjsi
angazovanosti ve slovenském spolecenském zivoté. I jeho
filmy nebyly pouhym ¢eskym pohledem na Slovensko,
ale byly koprodukovany a podporovany slovenskymi in-
stitucemi, a mohou tak byt sméle oznaceny za filmy ,,ces-
koslovenské“, nebo dokonce ,,slovenské®.

Plicku rovnéz uhranula tGchvatna krajina a razovité
lidové tradice rusinskych oblasti na vychodé zemé, nicmé-
né - opét jako mnoho dalsich ceskych vlastencti - soucasné
neprojevoval piilisny zajem o rusinskou kulturni politiku.
Plicka, ktery se $iroce angazoval na Slovensku, Zakarpat-
skou Rus navstivil jen kvili sbéru materialu. Je symbolické,
ze jeho snimek Zem spicva, ktery byl vefejné prezentovan
jako film o Slovensku, obsahoval zabéry natocené na tizemi
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obyvaném Rusiny, aniz by tyto scény s danou oblasti jakko-
liv identifikoval. Pokud bylo Slovensko ¢asto povazovano
za — nadnesené fe¢eno — mladsiho bratra ¢eského naroda,
Rusini ziskali roli jakéhosi nevlastniho ditéte, které do rodi-
ny privedl snatek z rozumu. Ditka leckdy opecovavaného,
jindy zneuzivaného a casto zcela nepovsimnutého.
Povrchnost Plickova pohledu byla oviem zaroven na-
strojem jeho filmaiské efektivity. Pomahala mu vidét obrazy
v ruznych dimenzich hloubky. Plickova kamera, zachycujici
panoramatické zabéry tichvatné scenérie a pohybu davd,
dokazala vytésnit komplikovanost osudt jednotlivet, spo-
lecenskych vazeb a vzajemné propletenych mikropiibéhd.
Tato rovina ustupuje velkolepym kompozicim svétla a stinu,
nadcasového ritualu, her a pracovniho asili, vynatym z lo-
kalniho kontextu, montazi bezejmennych oblicejt, které
se objevi v zabéru, aby vzapéti zase zmizely. Kamera tak
zdalky zaznamenava cosi, co soustiedénému pohledu unika.
Nevidi hory, po kterych lidé putuji cela staleti, nevidi lidi,
kracejici po jejich tbocich, starodavné ritualy, praci a hry.
Jeji zabéry, zvétsené a prevedené na platno, se stavaji novym
materialem, ze kterého muze vyrust estetika nové republiky.
Plicka si vzdy zachovaval pozitivni vztah ke zdobnos-
ti tradi¢niho folkloru a romantické oslavé prirodnich kras.
Dokazal je ovsem skloubit s modernistickym citem pro
abstraktni formu. Tyto prvky jsou na prvni pohled patrné na
jedné obzvlast pusobivé fotografii snopt Inu susicich se na
horském svahu. Lidova tvofivost proménuje tento predmét
denniho uzitku v esteticky objekt, umistény na pozadi vel-
kolepé ptirodni scenérie. Nicméné je to teprve Siroky zabér
Plickovy kamery, ktery redukuje jednotlivé snopy na cisté
tvary vyskladané na horském tboci. Tento druh estetického
odosobnénti je pro Plickovu filmovou poetiku typicky: ro-
manticko-idealisticky namét je zachycen v ramci modernis-
ticko-formalistické techniky odcizeni. Rozriznéna osobitost
rozlehlé krajiny je zachycena ve sjednoceném celku. Véko-
vitosti a tradicim se dostava uznani moderniho pohledu.
Zpivajici zemé je vclenéna do prozaického statu.
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Prestoze ve svém etnografickém usili Plicka kladl ob-
zvlastni daraz na individualni osobnost lidovych zpévaki,
ve filmu Zem spieva je to pravé titulni zemé - a ne jednot-
livec -, kdo zpiva. em spieva je filmem sbératele lidovych
pisni, ktery bezprostfedné nezobrazuje jejich interpretace.
Namisto toho vytvaii lyricky odraz lidové pisné skrze médi-
um némych obrazt doprovazenych orchestralnimi aranze-
mi. Chlapec s bicem, stado ovci brodici se fekou za cinkotu
zvonkd, pastevci dujici do obrovskych trombet - to vse je
vyjmuto z kontextu, pretvoreno do podoby némych stint na
platné a novym zvukem povyseno na hudebni uméni.

Plickova tvorba oslovovala divaky nikoli diky svému
tradicionalismu, ¢i modernismu, ale diky unikatni kom-
binaci obojiho. Plicka vyuzival montaze, ostré stiihy a jux-
tapozice mnohem méné nez kupiikladu Ejzenstejn (kterého
pokladal za inspiraci). Jeho skladba pomalu se vyvijejicich
scén a neobvyklé thly zabért presto pritahuji pozornost ke
kamefte jako k nastroji unikatné moderniho pohledu na svét.
Tento modernisticky prvek byl ve filmu Zem spieva umocnén
stithac¢skou praci Alexandra Hackenschmieda, ktery byl v té
dob¢ zacinajicim experimentalnim fotografem a filmarem.

Plicktiv tradicionalismus nicméné zcela nevymizelv ani
zde a v Zem spieva je kladen do explicitni juxtapozice s Ces-
koslovenskou modernitou. Jako by se tvtrce snazil nalézt
misto pro pretrvani obou téchto prvkia v novém staté. Pa-
vodni verzi filmu zahajovaly zabéry rusnych prazskych ulic,
nasledované obrazem vlaku odjizdéjiciho z nadrazi, ktery
ma namifeno na vychod do krajiny, ktera je, alespon ve
zbyvajici ¢asti filmu, zdanlivé nenarusena urbanismem a in-
dustrializaci. Divak je tedy nejprve vpraven do pozice oby-
vatele Prahy a teprve poté je zvan na cestu do Gzasné zemé,
ktera zpiva.

Takovy pragocentrismus se zjevné nezamlouval pred-
stavitelim slovenské kinematografie po rozpadu Cesko-
slovenska v roce 1939, nebot prazské scény byly tehdy
bez souhlasu autora nahrazeny sekvenci z ulic Bratisla-
vy. Vznikl tak film, ktery ma sice méné exotictéjsi a vice
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nacionalisticko-izolacionistické rysy, nicméné ztstava vérny
koexistenci modernity a tradice.

Kazdy stat je svym zptusobem symfonii, ale nikoli kaz-
da zem zpiva ve prospéch statu. Zemé vyzaduje, aby nékdo
vyslechl jeji hlas, zaznamenal jej, interpretoval, oddirigoval
a znovu zaranzoval. A obcas se tak stane, ze ptijdou novi stfi-
haci, nahravku rozdéli a nasledné ji slozi do nového tvaru.

Byla krasa zpévu této krajiny tak velka, ze ji uskodila?
Vznasel se jeji prazracny hlas pfilis vysoko nad pochmurnou
spolecenskou skute¢nosti? Po premiéfe snimku Zem spieva
v roce 1933 se takto vici filmu ohradil kritik Jozef Rybak
v levicovém kulturnim periodiku DAV: ,Je skutocne Slo-
vensko spievajicou zemou? [...] Kde je ten smutok, ktory
tak ¢asto zaznieva z ludovych piesni? Kde je zafalstvo, kde
je ten hnev, ktory otriasa tymto spievajacim Slovenskom?“
Po precteni téchto slov prispéchal na obranu filmu Vladimir
Clementis, ktery napsal rovnéz na strankach DAVu: ,,Film
je [...] ilaziou sice, ale umeleckou. Byla to iluze, ktera tim,
ze se odcizila od tvrdé reality vlastni zemé, nalezla své misto
v optimistické atmosféfe nového statu. A ten byl koneckon-
ct pfinejmensim nejméné $patnym Gtvarem ve svém okoli.

Po vilce, kdy se Ceskoslovensko dalo viceméné zno-
vu dohromady, Plicka filmovou tvorbu v podstaté opousti.
Zabyva se vzdélavacimi a organiza¢nimi aktivitami, fotogra-
fif a publikovanim obrazového a etnografického materialu
nashromazdéného v predchozich letech. V celém jeho dile
lze spatfit obraz Slovenska jako zemé, které bylo prislibeno
misto v ramci ceskoslovenské modernity. Krajiny plné sta-
robylého ptaivabu, zvé¢néného v brilantnich, ohromujicich
fotografiich, v sesbiranych lidovych pisnich a pribézich, kte-
ré ¢ekaji, az se jich chopi nové generace filmaru, fotograft
a etnograft z instituci povale¢né Bratislavy a Prahy.

Pritazlivost jeho vize pretrvava dodnes: moznost Zit
v modernim svété, ktery se zaroven nevzdava svych tradic
a pfetvari je vuméni. V méstech plnych modernich lidi
schopnych vidét a ocenovat krasu, kterou jejich zemé skyta
vsem, ktefi ji jsou ochotni vnimat. Neni to vize, ktera by
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se zabyvala slozitymi problémy kapitalismu a socialismu,
industrializace a proménlivych postoji vici venkovskému
zivotu a piirodé. Ovsem i pro takovou vizi bychom méli
najit misto ve viru zmén, které uplynulé stoleti pfineslo, a to
nov¢ jist¢ jesté prinese.
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MISTA MNOHA VYZNAMU

Lucie Cesalkova

Karel Plicka je znam piedevsim svou etnografickou praci

z pifelomu dvacatych a tficatych let, jejimz primarnim cilem
bylo zaznamenat specifika urcité komunity, mista ¢i udalos-
ti. Cit pro vizualni silu, hudebnost a rytmic¢nost lidovych
obyceju a svételné aspekty krajiny jej pfivedl i k filmové-

mu médiu, jez dovolovalo tato témata zpracovat v kyzené
audiovizualni dynamice. Méné znama je jeho tvorba z doby
protektoratu, ktera pridava k védeckému a uméleckému
rozméru Plickova dila jesté rozmér politicky a ukazuje, ze
filmy o urcitych mistech nejsou vzdy jen ryze mistopisné,

ale Ze vytvareji a pretvareji vyznam tohoto mista v danych
historickych souvislostech. V obdobi protektoratu natocil
Karel Plicka dva snimky, Chebsko (1942) a Praisky barok (1943),
oba pro némecky Prag-Film, oba s tématem vicezna¢ného
symbolického prostoru - Sudet a barokni Prahy, mist, jez
historicky prochazela vrstevnatym procesem pfisvojovani

a zcizovani vyznamu. Narodnostné a politicky nevyhranéna
ostatné byla 1 Plickova Zivotni a tvarci cesta prvni polovinou
20. stoleti: narodil se ve Vidni, vyrtstal v Cechach a podstat-
nou c¢ast svého profesniho zivota stravil na Slovensku do-
kumentaci taméjsich lidovych zvyklosti. V ¢eském prostiedi
fotograficky i filmové zachytil méstsky prostor a architekturu
Prahy, v obdobi protektoratu pfispély jeho filmy k etablova-
ni némecké vize ceské kultury a béhem treti republiky k po-
sileni mezinarodniho povédomi o socialistickém smétrovani
povale¢ného Ceskoslovenska.

Kulturni oddéleni vyrobny Prag-Film, tedy némecké fil-
mové spolecnosti puisobici v Praze od konce roku 1941, bylo
zalozeno v srpnu roku 1942, necelé tii mésice po atentatu na
ii§ského protektora Reinharda Heydricha, a zamérovalo se
na kratké dokumenty nesouci témata, skrze néz bylo mozné
posilovat symbolické vazby mezi némeckou a ceskou kultu-
rou. Vznikl zde naptiklad eponymni dokumentarni portrét
Johanna Gregora Mendela, jednoho z védcti némeckého
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puvodu, kteti pusobili v Cechéich a na Moravé, & snimek
Slabikar némeckych styhi, mistopisné filmy o sudetskych oblas-
tech (Horni Slezsko) a (Chebsko) a také snimek o prazské barok-
ni architektute Prazsky barok. V kontextu heydrichiady a sna-
hy o upevnéni némeckého vlivu v protektoratu je tfeba cist

i zminované Plickovy filmy.

Chebsko bylo dobovym tiskem davano do pfimé souvis-
losti s autorovym nejocenovanéjsim opusem Zem spieva - psa-
lo se o ptipravach ,malifsko-rytmické obrazové symfonie®
zalozené na ,ideové a formalni jednoté krajiny, folkloru
alidové pisné“ (Kinorevue, 11. listopad 1942). Vzhledem
k tomu, ze film zachycuje slavnosti némeckého obyvatelstva
v Chebu, mésté, které dlouhodobé usilovalo o odtrzeni od
Ceskoslovenska, viak bylo jeho vyzdvihovani coby variace
na Plickovu poému ryze rétorickou figurou, maskujici dtra-
zem kladenym na Plicku a jeho styl politicky rozmér filmu.
S Plickou vsak snimek spolureziroval tiskem nezminovany
némecky tvirce F. B. Nier, ktery vytvofil jeho ramec (4vod
a zavér), a mnohem vyraznéjsi roli v ném hral symbolicky
vyznam Chebu coby mésta s prevazné némeckym obyvatel-
stvem, v némz bylo obsazeni Sudet vnimano pfevazné pozi-
tivné. Zachycené slavnosti a zvyklosti formalné odpovidaly
Plickovu zaméfeni, pod vlajkami s hakovymi kfizi se vSak
stavaly spise politickou manifestaci nez oslavou lidovych
tradic.

Obraznost prazské architektury, jiz rozpohyboval ve
snimku Prazsky barok, mél Plicka osvojenou jiz z prace na
vypravné fotografické knize Praha ve fotografui. 'Ta vysla v roce
1941 s empatickym komentarem historika uméni Zdenka
Wirtha, zdtraznujicim Plickovo kompozi¢ni citéni. Némec-
ké vydani z roku 1944 (Prag im Lichtbild) s tvodem Antona
Zankla, vedouciho kulturné-politického oddélent fisského

rotektora v Praze, zasazovalo Prahu mezi dalsi velkd mésta
Rise a ptikladalo klicovou roli v jejim budovani ,némeckym
kralovskym rodtm Lucemburkt a Habsburkta®. Tento nara-
tiv prejimal také Pragsky barok, ramovany vykladem o némec-
kych korenech ceského baroka. Na scénafi k tomuto filmu se
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s Plickou podilel Karl Maria Swoboda, ptivodem rakousky
kunsthistorik, v dob¢ protektoratu ptsobici na Némecké
Karlové univerzité a vénujici se gotickému a baroknimu
uméni v ¢eskych zemich. Swobodovo pojeti prazského
baroka vychazelo z teze o kreativni sile némeckého naroda
projevujici se na ¢eském tzemi, ktera umoznovala na prikla-
du baroka uvazovat o prirozené provazanosti ¢eské a némec-
ké kultury, ba dokonce o paivodu ceské kultury v némecké
tradici.

K tomuto symbolickému pfepsani podstaty prazského
architektonického baroka pfitom doslo teprve nékolik let
poté, co se v ceském diskurzu etabloval zajem o baroko jako
uméni a kulturu vitbec. Do té doby byly debaty o kultuie
dané doby poznamenany ideologizovanymi spory o roli po-
bélohorského obdobi v ¢eskych déjinach a vyznam baroka
coby kulturniho fenoménu v historické paméti devalvovala
mimo jiné i absence ,velkého® slovesného dila v ¢estiné. Ob-
noveny zajem o baroko stvrdila v roce 1938 vystava Prazské
baroko, doprovazena radou dalsich aktivit ozivujicich ba-
rokni kulturu - vznikl mimo jiné film Pragské baroko Jindiicha
Brichty, ale také divadelni predstaveni Divadla E. F. Buria-
na vychazejici z lidové dramatické tvorby baroka. V obdobi
nadchazejici vale¢né hrozby vyznivaly tyto aktivity jako
narodné posilujici.

I Plicktiv o pét let mladsi protektoratni film c¢ekalo
po valce ideové preramovani. Prestithan, doplnén barokni
hudbou, nové okomentovan a pojmenovan Barokni Praha
(1946) hlasal, Ze ,,zadna armada, ani ta némecka, nedo-
kazala potlacit krasu vznesenych sidel“. Novy film se tak
vymezoval proti nedavné okupaci a téma baroka oteviral
zcela nové jako téma socialni, kdyz pripominal, Ze ,barokni
palace nebyly pro kazdého*. Monumentalni stavby v tomto
snimku vyznivaly jako dila symbolizujici rozdil mezi slech-
tou a poddanymi a divak byl vyzyvan k pfijeti baroka v jeho
krase a femeslné dokonalosti a téz jako mementa socialnich
rozdild, které do povalecné spolecnosti nepatfi. V rané
povalec¢né éfe internacionalismu a viry v silny potencial
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kratkych dokumentarnich filmt coby prostfednikti poznani
a porozuméni mezi odlisnymi narody a kulturami patfila
Barokni Praha do kolekce snimki rozesilané do svéta v mno-
ha jazykovych verzich, aby reprezentovala vizi obnovujici
se povalecné Prahy, v niz uz ,nejsou zadni zebraci, ktefi by
sedali pod baroknimi sochami®.

Protektoratni tvorba Karla Plicky potvrzuje, ze némec-
ka spole¢nost Prag-Film po atentatu na Heydricha pragma-
ticky podporovala posileni némeckého vlivu zpracovanim
¢esko-némeckych témat, jejichz némecky vyklad legitimizo-
val cenény cesky tviirce, tematicky i poeticky navazujici na
svou predchozi tvorbu. Na Pragském baroku a Chebsku 1ze de-
monstrovat, jak tato vyrobna vyuzila vyznamové otevienosti
urcitych naméti a témat, jejichz konec¢né vyznéni zavisi
vzdy na konkrétnich kulturné-politickych souvislostech.
Proménujici se interpretace baroka i ambivalentni pozice
Sudet poslouzily jako vychodisko k predlozeni nacistické
verze vykladu téchto fenomént a postupné germanizaci
ceské kultury. S povalecnou reinterpretaci Barokni Prahy se
pamét mista dale vrstvi tak, aby se vyznéni obrazi uzpuso-
bilo dobové aktualni predstavé o socidlné rovné spolecnos-
ti. Plickovy zdanlivé nevinné obrazy budov, ulic a namésti
nejenze pohybové rozehravaji tvary baroka, ale predevsim
pulsuji sedimenty jeho kulturni paméti.
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MINULOST, KTERA NEBYLA

Stépén Sanda

Jméno Karla Plicky dnes mozna neni neznamé, ale pové-
domi o jeho vyznamu je spise mlhavé. Prestoze tézisté Plic-
kovy tvorby stoji v prvni poloviné 20. stoleti, jeho dilo svou
povahou demonstruje dva dilezité konstrukty (pozdné)
moderni spolec¢nosti - v prostoru nejen stfedni Evropy pra-
videlné resuscitovanou narodni identitu a objektivni zobra-
zeni reality prostfednictvim techniky.

Obrazy tvaruji nasi predstavivost, nase chapani okolni-
ho svéta. S vynalezem fotografie jakozto technického obrazu
toto konstatovani nabylo univerzalni platnosti - toto za-
chytila opticka soustava uvnitf pfistroje, byl minimalizovan
lidsky, tudiz chybujici, faktor, toto je tedy realita. Jenze co
kdybychom piivodni a oc¢ividné konstatovani obratili - co
kdyz nase predstavivost i chapani svéta tvaruje i tyto zdanli-
vé neutralni technické obrazy?

Ve fotografiich Karla Plicky ze slovenskych dédin pod
Tatrami z dvacatych let, které se postupné rozpohybovaly
ive filmech jako Za slovenskym ludom (1928, nedochovany)
nebo Zem spicva (1933), se ukryva néco vice nez otisk svétla,
které se odrazilo od mistnich lidi a krajiny na svétlocitlivou
vrstvu. ,,Byla to epocha vzacné a dodnes nedocenéné umé-
lecké tvofivosti naseho lidu a jeho vysoké kultury. Zazna-
menavat a zachranovat tuto nenavratné zanikajici kulturu
bylo velkolepou naplni mého zivota,” nabizi sam Plicka kli¢
k témto svym obraztm v knize Spomienky a rozhovory. Pokud
pii pohledu na Plickovy fotografie nejen z tohoto obdobi,
ale napiiklad i z doby protektoratu, kdy fotografuje archi-
tekturu staré Prahy, vezmeme citované Plickovo stanovisko
v uvahu, zproblematizuje se hodnota autenticity a etnogra-
fické vypovédi téchto (snad?) dokumentarnich snimka.

V detailech - a detaily myslim véci a lidi jako takové
zobrazené na fotografiich - jsou Plickovy obrazy Slovenska
¢i barokni i moderni architektury pravdivé. Roland Barthes
ve své eseji Svétla komora identifikuje podstatu, noému,
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fotografie konstatovanim ,toto bylo®. Zakladajicim fadem
je podle teoretika reference - referent fotografie se v urcitém
casovém useku doopravdy nachazel pred objektivem foto-
aparatu. Diky Plickovym snimkém mizeme skutecné ob-
divovat bohaté zdobeni kroj, vrasky ve tvarich vesnic¢ant,
majestatnost slovenské nebo prazské krajiny ¢i az grafickou
dokonalost vyskladanych otepi slamy na tatranské louce.
Jenze toto byla fotografova intence - dostat pravé tyto ob-
jekty v pravé tuto hodinu (kvuli svétlu) pred pravé jeho
fotoaparat. Plickova metoda redukovala jakoukoli roli naho-
dy. Nicméné vsechny tyto jednotlivosti o referentech, kromé
toho, ze se v dany cas od nich odrazené paprsky otiskly na
film, prili§ nevypovidaji. Fotografie Kruppovych zavodu
nam netekne zhola nic o povaze jejich fungovani, mohli
bychom parafrazovat Waltera Benjamina. Fyzickou pritom-
nost objektu v ur¢ity okamzik pred objektivem nelze ztotoz-
novat, a o to méné v soucasnosti se vSemi jejimi moznostmi
pozdéjsich tprav fotografického obrazu, s pravdivosti foto-
grafie jako takové.

Barthesova pfipomenuta maxima je vyjadienim jeho
snahy uchopit fotografii sémiologickym myslenim, snahy
charakterizovat specifi¢nost média (proto studium a pun-
ctum, proto unarni snimky). Z podstaty véci takova snaha
miuize byt redukcionisticka, zabyva-li se jen a pouze pod-
statou fotografie. Fotografie a obrazy obecné jsou vice nez
jejich ram, vymezujici ono dulezité ,to, co bylo®. Za vsemi
obrazy tusime prostor mimo tento ram. Tusime tvirce. Toto
bylo. Byl vsak i pohled autora danych snimkd.

Plickovy snimky jako by dokumentovaly piedevsim
idealistické predstavy jejich tvtrce, nez aby vypovidaly
o podstaté zobrazovanych lidi a véci. Snimky slovenského
vesnického lidu jako by byly predevsim ztvarnénim minu-
losti, ktera nebyla. Plickovu roli mtizeme chapat nejen jako
poutnika po horach setkavajiciho se s tradi¢ni kulturou,
(zatim) jen malo doté¢enou moderniza¢nimi procesy, ale
ijako poutnika smérem do minulosti, ktery ukazuje hluboké
koreny slovenského lidu, ¢imz ex post ospravedlnuje jeho
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pravo na sebeurceni. Ve vztahu k minulému vytvari archiv
krasy - stafesiny foti z podhledu, déti v radostné venkovské
hie, prazské pamétihodnosti v dramatické hte svétel. Jaky
rozdil, kdyz se podivame na snimky téhoz autora, kdyz do-
kumentuje vystavbu sidlist na Invalidovné nebo Petfinach.
Tyto fotografie jsou ploché, bez dramatickych gest a napéti
a v n¢kterych momentech obsahuji nové i prvky chaosu a ne-
ucesanosti reality. Skrz Plickovy snimky sidlistni vystavby
miuzeme vidét stary svét tradice, stalosti, urcenosti a dlouho-
vékosti hodnotit novou, zvlastné neusporadanou a vytrze-
nou skutecnost moderniho zivota. Jasné a identifikovatelné
tvafe vesnicand, kteff jsou diky krojim i soucasti vyssiho
celku - rodiny, vesnice, naroda - proti anonymité a odosob-
néné prazdnoté velkomésta. Plickovy rané fotografie by slo
prirovnat k proudu venkovské prozy v ceské literature druhé
poloviny 19. stoleti, kterd, inspirovana naptiklad i Babickou
Bozeny Némcové, vykreslovala vesnici jako pravy zdroj
narodniho védomdi, ba velikosti — bez venkovského lidu nent
naroda. K venkovu tato literatura pristupovala k venkovu
coby zdroji pravych a uptimnych lidskych vztahda. Smmky
slovenské vesnice pokracuji v utvareni vesnické 1dent1ty na-
roda na zakladé folkloru, a tedy i pouhé ¢asti vytrzené z ven-
kovského Zivota. Sentimentalni zobrazeni ,,zemédélského
lidu®, jeho ctnosti Jako idealu, ktery je zakladem statu, ostat-
né pretrvava v Cesku i na Slovensku dodnes.

Koneckonct Plickovu zobrazeni slovenského venko-
va, tentokrat vsak filmovému, dobovy levicovy tisk vycital
piehlizeni tvrdé kazdodennosti vesnického zivota. Tyto
namitky nejsou nepodobné Barthesové kritice monumental-
ni vystavy Lidska rodina z padesatych let, o niz se vyjadiuje
jako o nicnefikajicim produktu konven¢niho humanismu,
ktery neviditelnou vrstvou potahuje zivotni zkusenost zob-
razenych lidi a déji a utvrzuje nas, privilegované, ze zivot je
takovy, jaky je - a ze je to tak v poradku.

Skrze cocku objektivu fotograf formuje realitu. Samo-
ztejmé plati barthesovska podstata fotografie, nicméné co
uz Barthes (vzhledem k jeho zaméru pochopitelné) prilis
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nefest, je fotografova intence. éeskoslovensk}’/ vizualni teo-
retik Jan Smok tak napiiklad rozlisuje informativni a emo-
tivni fotografii. U emotivni fotografie se ztraci informati-
vita - tedy realisticnost - a vystupuje na povrch dulezitost
emocionalni Géinnosti daného snimku. ,,Jde o sdélent, ni-
koliv o skute¢nost,” konstatuje Smok ve spisu Skladba foto-
grafického obrazu. Zakladnim sdélenim fotografie jako média
je tedy ,toto bylo®, nicméné to je, zda se, nejnizsi spolecny
jmenovatel fotografického snimku. Fotografie nehodnoti-
me jen z hlediska, jak zaznamenavaji pravé toto zakladni
sdélent, které je ocividné predevsim informativni povahy,
ale z hlediska jejich emocionalniho efektu. Barthes pise

o vlastnim pretvoreni fenomenologie tim, ze do ni zapléta
afekt — emocionalni dopad konkrétnich snimkti na Rolanda
Barthesa jako osobu je hlavni motivaci, pro¢ se rozhodne
psat o fotografii. Podobné Karlu Plickovi nestacilo zachyco-
vat slova a napévy lidovych pisni podtatranskych obyvatel,
chtél vizualné zachytit afekt dané scény, nalady, které v ném
scenérie pred jeho oc¢ima vyvolavaly. Fotoaparatem jako by
ilustroval tyto pisné, stejné jako ptib¢h o (¢esko)slovenském
narod¢ uz jednou vytvofeny slovem.

Fotograf se chova jako rezisér - ovliviiuje déni pred ob-
jektivem (napiiklad uz jen volbou mista, odkud bude scénu
snimat), v aparatu voli moznosti samotného vzniku obrazu,
urcuje postprodukeni postupy. V podobném duchu Jan
Smok rozlisuje v osmdesatych letech dokumenta¢ni a do-
kumentarni fotografii. Cilem prvni je predevs$im zobrazeni
vybranych objektt (informativni fotografie), druha chce
mimo to jesté podat urcitou zpravu o socialni realité bez
upfednostnéni vytvarného feseni pfed samotnym sdélenim.

Pravé v tomto ohledu jsou dokumentarni fotografie
Karla Plicky problematické. To, co zobrazuji, nebylo. Ale-
spon ne tak, jak je to zobrazeno - na to az pfili$ velka cast
dané socialni reality spociva mimo ram obrazu. Ne nadarmo
se Karel Plicka zapsal i do d¢jin filmového média, u né-
hoz je jeho konstruktivistickd povaha s diirazem na rezii
o néco zfejméjsi. ,Az film, a specialné zvukovy film, mi plné
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umoznily harmonicky se vyjadfit ve vSech slozkach tvofivé-
ho procesu,” cituje Plicku jemu vénovana publikace Bdsnik
obrazu.

Pohled na monumentalitu Plickovych snimké mtze
budit tGzas z jejich dokonalosti. Nas udiv z fotografie prame-
ni ze samotného zastaveni ¢asu, z néceho, co stoji naprosto
mimo nasi kazdodenni zkusenost - i sebestrnulejsi poza je
narusena drobnymi pohyby. Dokonalost Plickovych foto-
grafii, podobné jako jinych ikonickych i neznamych snim-
ki, je jevistni hra s rekvizitami. Opét se vracim k Rolandu
Barthesovi. Ve své Svétlé komote sam pripodobnuje fotografii
k divadlu - sdileji podle néj stejné koteny, tedy Smrt: ,,Prvni
herci se od spolecenstvi oddélili tim, ze hrali tlohy Mrt-
vych (...) snimek je jako primitivni divadlo, je jako tableau
vivant, figurace nehybné a zamaskované tvare, pod kterou
vidime mrtvé.“ I Jan Smok se, kdyz pise o fotografii, ¢asto
uchyluje nikoli k malifské, jako mnozi jeho predchidci, ale
k divadelni terminologii.

Stale se mi vraci vyjev z Plickova snimku Zveny z Cicman
(paradoxné mozna jedna z mala neinscenovanych fotogra-
fif ze Slovenska). Jsou zde zachyceny ctyfi postavy klecici
u jakéhosi kamenného portalu. Snad kostela, snad kaplicky?
Toto domyslenti si kontextu je ostatné pro recepci fotografie
symptomatické - u malby svét za ramem zpravidla ignoru-
jeme, nepfedstavujeme si jej. Je to ziejmé tim, ze fotografie
je mnohem vice ukotvena v nasi zité realité. Do tvare kleci-
cim zZenam nevidime. Sami se mozna nachazime ve vztahu
k fotografii jako tyto ¢i¢manské zeny k objektu jejich viry.
Ve vizualné stale nasycenéjsi (¢i presycenéjsi) spolecnosti
je nas pohled stale usilovnéji soustfedén na cosi, od ¢eho je
vsak nase samotné byti, kterym bychom mohli zakusit au-
tentickou zkusenost reality obrazu, oddéleno neprostupnou
hranici. Fotografii véfime. A to 1 presto, ze vzadu v mysli
hloda pochybnost, vychazejici ze vSudypiitomnych mani-
pulaci fotografického obrazu. A stejné jako chram navozuje
pocit sdilené reality véficich, ,fotografie si vypijcuji realitu,
aby ji pfeménily a zpét promitaly na ni samotnou®, jak pisou
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v knize Fotografie po fotografui Filip Lab a Pavel Turek. Zazrak
je akcidence - vpad nepravdépodobného do kazdodenniho
fadu véci. Fotografie je vpad konstruované skutecnosti do ni
samé.

(L] Ihders Kina, Be rrvam de ol e
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KAROL PLICKA
VLASTNYMI SLOVAMI

Urobil som vtedy jedno z najvicsich rozhodnuti svojom Zivote. Ked to
posudzujem z odstupu rokov, nelutujem tento cin, ba som rad, Ze som sa
vtedy takto rozhodol. Kto vtedy vedel, co vsetko sa na Slovensku zachovalo
z ddvnych storoci! Bola to krajina chudobnd na dary zeme a bohatd na
spev, plnd tajomnych kontrastov piesne a placu. Mal som to Stastie, Ze

na Slovensko som prisiel doslova v hodine dvandstej a zachytil ludovi
kultiiru v case, ked bola na svojom stjlovom vrchole. Stihol som este
pamditnikov starjch spevov, baldd, zaklinadiel, rozbravok. Vecné hodnoty,
umelecka sila, pravdivost a zemitost ludovej piesne sposobili, Ze cim dalej
tym mocnejsie som sa pripitaval k novému prostrediu, ktoré mi prindsalo
hlboké vniitorné i umelecké uspokojenie, moznosti tvorivej préce a spdsobilo
pozvolné vzdalovanie z praiského umeleckého Zivota i zrickanie vsetkych
moznosti tamojsicho umeleckého vyvoja.

Z filmu Narodny umelec prof. Karol Plicka

Bola to predovsetkjm umelecka stranka ludovej kultiry, duchovnej

i hmotnej, ktord ma nielen Zivelne pripitavala, ale ddvala i trpezlivost ist
za cielom za vsetkych okolnosti. Ak je nieco objavné v mojej préci, objavil
som to predovsetkym ako umelec. Bolo to umenie, ktoré¢ mi davalo silu,
otvdralo cestu a dalo prenikniit nielen k materidlu, ale aj k ludom. To bol
ast hlavny a podstatny dovod, preco mi nijakd cesta nebola prilis tatkd,
namdhavd a neschodnd.

Spomienky a rozhovory
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Okupacia znamenala Sestrocné odliicenie. Fe to dlhy cas, ale zazitky
zmojich patndstrocnych ciest po Slovensku boli také mocné, Ze ani dihsie
odliicenie nevedelo oslabit spomienky. Naopak: bolo to niekedy v roku
Styridsiatom Stortom, ked sme pripravovali proé straznické slavnosti. Raz
za rana som uvidel z petrovskych lik siluety skalickjch vezi. Boli vtedy
také krdsne ako nejaké bajne orientdlne mesto a v tej chvili som ui nemal
pokoj. Nie je preto nahodné, Ze som vmdji 1945 - vo funkei poradcu
sovietskych filmdrov - prisiel ako jeden z proyoh Cechov na déipe cez Viederi
do Bratislavy. Bolo to este dlho predtym, nez sa pohli pro¢ viaky. A potom,
s tow istou posadlostou, s akou som kedysi tvoril svoju Prahu, som sa pustil
roku 1946 do knihy o Slovensku.

Jak vznikla Plickova Praha

Myslim, Ze cistd fotografia vo svojej pdvodnej funkeii je vidy nejako
dokumentdrna, ale preto zdaleka nemusi byt chladnd, suchd, neosobitd
anetvorivd. fa sam nemoZem viest ostri hranicu medzi obrazovym
dokumentom a tvorivou, fotografiou. Kazdy namet, kazda vec obsahuje

uz sama osebe potenciondlny ticinny vyraz. Musime otvorit oi a vediet

sa divat. Za nametom treba dosledne ist a od zaciatku hladat iisporny

a skromny vyraz. O mc lepsie ako suchy, chladny zaznam nie je umelé
vySperkovdvanie a samoicelnd hra, ktord téme nezodpovedd, je len
vonkajsou ozdobou. Alebo casto od témy odbicha, nenadvizuje, jednoducho
sa_jej nezmocnd. Miia musi motiv ocarit, rozochviet, chytit' a zawjat. Ved
keby neocaril mia ako tvorcu, ako by som sa mohol domnicvat, Ze zapdsobi
na divdka.

Umeélec, jemuz se zivot stal konickem
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Na zaciatku mojich fotografii bola piesen. Obrazy cheii byt skromnou
chvdlou, tichou oslavou toho Slovenska, ktoré mi je zvlast milé a blizke.

Je to Slovensko, ktoré som roky objavoval, pozndval, precitil na svojich
cestdch. Ao fotografii som cheel opticky vyjadrit jeho umelecky svet
povabnej scenérie, harmonickej architektiry a naymd prekrasnych ludi.

Je len samozreymé, Ze mi dominuje lyricky a vytvarny moment, lebo ho
urcuje maj citovy vztah k téme. Na slovenskych dedindch sa ndjdu skutocne
nddhernt ludia. Todre, typy hodné palety velkych maliarov. St to krdsmi
ludia, ktorjch formoval zdravy Zivot. A keby ste poznali ich Zivotné pribehy!
Vitjch tvdrach si zapisané prezité sujety velkych romdnov. Skoda, %
navidy odisli mnohymi do hrobu. Moje fotografie ludi e sii reportazou.
Cheti byt wumocnenym zaznamom neobycajnej skutocnosts, ktord mi bolo
dopriate spoluprezivat. Lebo prekrdsna realita, ktori som na svojich
cestdch stretaval, si priam Ziadala umeleckeé videnie a jemu zodpovedajiici
zaznam. Iba tak bolo mozné prenikniit k jej podstate a plne ju pochopit.

Z rozhovorov vo filme Na pociatku bola piesen

Ako racite vediet; cheel som Vis pred Styrma tiZdnami navstivit, ale bola
nevhodnd chvila. Lutujem, Ze sa tak nestalo, cheel s Vami v dovere poradit
a pohovorit o nasom chystanom filme. Ako récite vidiet 2 priloZeného
materidlu, stdva sa vec aktudlnou. Azda by som vsetko mal adresovat
sprave Matice a tradne, ale zdd sa mi, Ze cesta cloveka k cloveku je
najblizsia. Skratka: s filmom Zem spieva sme ako s nemym filmom hotovi,
dokoncujeme 1 hudbu. Aby sa film stal zvukovym, teda obe zlozky boli

zlicené, ocakavame vyjadrenie Matice slovenskej, lebo teraz majii nastat
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najnakladnejsie prace vo zvukovom ateliéri (jediny den, kazdy den stoji
vpse 20 000 Ki), rozpisovanie notovych partitir, cvicenie orchestra,
spevdckych zborov, doprava hudcov a ludovych spevikov zo Slovenska.

A to vsetko treba vopred zaistit, aby sa dielo mohlo stastne dokoncit.

Aide o vela, pan doktor, myslim, Ze by bolo velmi prospesné, keby nickto

za spravu MS pricestoval do Prahy, podival sa zblizka na vec a videl, co
a ako robime, informoval sa o priebehu celej prace, osobne sa zozndmil s p.
riad. Koldom, pohovoril s nim o obchodnych moznostiach (a vébec vnikol
do veci), event. dojednal dalsi program. Pritom by sme premietli film,
prehrali hudbu (je prekrisna), celkove utvorili jasny obraz o stave ndsho
podnikanmia. Poviem Viam tiprimne: bol by som stastny, keby sem niekto
prisiel. Aj kvoli sebe, lebo sa citim akysi osamoteny. Azda som sdm na vine,
vidim dielo, aké bude hotové, a zabiidam, Ze som o 1iom povedal prilis
mdlo a nemdze sa o tiom vediet. A prdve v tieto dni by som si prial, aby
sprava Matice zawjala k dielu kladny pomer: Pozrite prosim na pozvdnku
~Muzejiciho svéta” obidva filmy wvidite v Martine porovndte (proy nds
konkurencny film!). Film, ktory stal vyse 1 000 000 K&, film, ktorého
vznik a priebeh sprevadzala celd Morava celkom nerusene pracoval
kolektiv 18 menovanych pracovnikov (a kolko nemenovanych!), ktory
mohol pre svoje filmovanie postavit na dedine skutocny ateliér, laboratoria
a kanceldrie atd. Odtial dnes maj pocit osamotenosti. e to prirodzené:
pracujem sam, zvykol som si na to po cely Zvot, nech sa mi nepripocita
tarchu, aj teraz dokoncujem sam a bez hluku.

List dr. MiloSovi Vancovi, 11. Ginora

Ani mdj d'alsi film Barokni Praha sa nezrodil z tizby po flmovand, i ked
i$lo o tému blizku mojej fotografickej tvorbe. Dva roky som sa skryval
vjuinjch Cechdch, ale nakonicc ma predsa vypdtrali a zatiahli do
produkcie vSetko ovlddajiiceho Prag-filmu. Ked wZ som sa filmovaniu
nemohol vyhmwiit, priniesol som svojej téme najlepsie, co som mohol. Kazda
hodnota v tazkych casoch okupdcie posiltiovala sebavedomie naroda.

Spomienky a rozhovory
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V povahe kaZdého folkloru je akdsi sviatocnost. Kroj aj spev si takisto
sviatocnou zdlezitostou. V ludovom prejave je aj urcity pdtos - je to
prirodzené. Ja si vlastne ani neviem predstavit umelca, ktory by tomu
nepodla/zol tilto krdsu nepochopil a neuznal. Ze akcentujem archaickit
krdsu, je prirodzené, lebo archaickd krdsa odumiera. Ale tazky Zivot
Pudu zostdva... Nemyslim si, Ze je to v rozpore s tym, co poddvam. Lebo
vsetct ludovi umelci a vobec kazdy nositel tradicie je clovek optimisticky.
Spomeniem R. Rollanda, ktory povedal: ,,Ak cheete poznat dusu
niektorého ndroda, to, co v nej najhlbsie skryté, najlepsim sposobom je
naucit sa piesne jeho ludu. “]e to velkd pravda. Na svojich cestich som
videl vela biedy, ale je zaujimavé, e ludia 0 svojej biede velmi zriedka
spzevah Clovek potrebuje spev nie iba preto, aby zabudol na biedu, ale
preto, Ze potrebuje vyjadrit svoju optimisticki podstatu, svoj vnitorny svet.
Amne islo o to, odhalit tento vniitorny, radostny svet cloveka.

Spomienky a rozhovory

Vsechny texty pochézeji z knihy Martina Slivky Karol Plicka - bdsnik obrazu,
Martin: Osveta, 1982.
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Byl jeden ovidk a ten mél derného psa, ale nesmite se bde. Jak byste se bili, ne-
mohu povidat dil. No, kdyk tedy dibujete, fe 3¢ bit ncbudete, at vim budu
o tom Zerném psu povidar, tak shyfse: Tak 'fn!i'-"i?}‘l rfdiﬁ “:‘;}' ﬂ“‘kf: & e _"':"-']
takoviho velkého fernéhe psa. Ale vy byste se bal, to vam tedy povidat nemoni.

£ Cech
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Filmmaking i= a privilzge and a privileged life. Filmmaking is nilpicking. anxisty.







SUSAN SONTAG:

FILMOVANI JE VYSADA
David Cenék

Trpéla-li kinematografie ve svych pocatcich nedostatkem
zajmu ze strany intelektuali, ve druhé poloviné 20. stoleti
se situace podstatné zménila. Po celém svété se setkame

se vstupem umélct do filmu, coz se zprvu tyka predevsim
spisovatelti, hudebnich skladatelt a interprett, v tésném
zavésu za nimi stoji vytvarni umélci a postupné se nekon -
trolovatelné objevuje ¢im dal vice filosoft, historika a také
védci, z nichz nékteti se chopi kamery, aby své usili podpo-
fili audiovizudlné.

Neznamena to, ze by se jiz diive takové pokusy neob-
jevovaly, nicméné v mnoha piipadech slo vétsinou o pre-
rod do komplexniho filmate. Susan Sontag (1933-2004) je
v tomto ohledu osobnosti vyjimecnou. Americka spisovatel-
ka, esejistka, teoreticka fotografie, filmova rezisérka a obran-
kyné lidskych prav jako by se k filmu pfiblizila, ¢i se k nému
uchylila pro inspiraci, aby se stejné vasnivé zacala vénovat
nécemu jinému.

Jeji vztah k filmu je specificky. Samostatné natocila
ti1 hrané (Duet pro kanibaly, 1969; Bratr Karel, 1970; Prohlidka
bez priwvodee, 1983) a jeden dokumentarni film (Kaslibend zemé,
1974), které jsou vsechny zafazeny do programu. Po nich
nasleduje dlouhy seznam nejriznéjsich spolupraci. Pravé
horkokrevny vztah Sontag k filmu neni pfili§ znamy, ackoliv
byla zapalenou divackou: ,,Bylo mi jasné, ze zadné jiné umé-
ni nejde do takové §ife a neni na takové trovni. Kdyz jsem
psala texty sebrané do knihy Where the Stress Falls, cela ta 1éta
se mi dafilo zhlédnout dva az tfi filmy denné. Povazuji to za
jeden ze svych nejvétsich zivotnich aspéchu.®

Také prohlasila, Ze film byl pro ni velkym objevem. Ale
co ji asi tak mohlo pfitahovat na médiu, které neustale za-
pasi s vlastni vulgarizaci a snahou byt uznano jako uméni?
Néco o jejim vztahu ke kinematografii pochopime, kdyz
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se podivame, jakych filmu a jakych autort si cenila. Byla
ovlivnéna francouzskym myslenim o filmu, protoze v Pafizi
dlouho zila a méla kontakty s taméjsi uméleckou scénou.

V roce 1980 vysel v Cahiers du cinéma jeji text o Syberber-
gové filmu o Hitlerovi v nas, ktery ztstava jednim ze stézej-
nich textd o tomto dile. V anglictiné a francouzstiné nalez-
neme jeji ¢lanky o Resnaisové Muriel (1963), Godardové Zit
svigj Zivot (1962), o filmech Roberta Bressona, Michelangela
Antonioniho, Fassbinderové serialu Berlin, Alexandrovo ndmés-
ti (1980) nebo famézni hovory s Louisem Mallem o Black
Moon (1975). Neméné dilezity je také jeji esej Stoleti filmu
(1995-1996), existujici ve dvou verzich, protoze ho autorka
prepisovala.

Ale pojdme od vyctu textt k nékterym myslenkam. Ve
svém textu ,, There® and ,Here" se vyznava ze své lasky k fil-
mu. Klicovymi autory pro ni byli Robert Bresson a Jean-Luc
Godard. Dle vlastnich slov psala o filmu vic nez o literatu-
fe a filmy milovala vic nez romany. Tvrdila, ze sledovanim
starych filma posiluje svilj zajem o filmy nové. Byla doslova
fascinovana narativni svobodou a objevnosti téchto snimka,
jejich senzualitou, vaznosti a krasou.

Pokud se porozhlédneme po textech Susan Sontag,
miizeme ziskat pomérné uceleny prehled o tom, jak filmové
uméni vnimala a ¢eho si na ném cenila. U Deniku venkovského
fardre (1951) zdtraznovala autenticitu, jiz pfisuzovala do-
kumentarni hodnotu. Odmitala teorii o krasnych obrazech
¢i zabérech. Silu spatfovala v pohybu, kdy nas kamera nuti
pozvednout zrak nebo ho nechat spocinout, a tak se film vy-
jadfuje: ,Film je romanem v pohybu; vzdyt je to nejsubjektiv-
néjsi racionalistické médium.“ Kdyz psala o Loni v Marienbadu
(1961), tak zdtiraznovala, ze by byla chyba jej interpretovat.
Jeho moc tkvi v ¢isté, znepokojivé a neprelozitelné intenzité
obrazt. Pro ni to vyjadfuje Jean-Luc Godard, ktery dokonale
pochopil, ze je tfeba pouzivat filmovy jazyk, jinak se na plat-
n¢ nezachova ta spravna svézest a jista komplexnost.

Na kritiku reagovala vysvétlenim, ze Antonioniho
filmy, Beckettovy ¢i Burroughsovy monology se zdaji
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byt nudné, ale ony jsou prosté obtizné prozitelné, takze

v disledku u nich divak zaziva frustraci. V eseji Stole-

ti filmu predpovida nikoliv konec filmového uméni, ale
pouze spatiuje ve stavu kinematografie apadek cinefilie.
Vyjadiuje své znechuceni nad obdivuhodnou stupiditou
komer¢nich filmd, jejichz cilem je pouze recyklovat minulé
uspéchy jinych snimkd. Je zajimavé, ze v fradé nazort je
progresivnéjsi nez mnoho filmovych historikt a teoretiki.
Napiiklad odmita déleni kinematografie v dobé jejtho vzni-
ku na dokumentarni a hranou. Nékdy sice opakuje jiz vy-
vracena klisé, ale zasadni vyznam jejich tvah vétsinou tkvi
pravé v tom, jak neotfelym zptisobem je schopna o filmu
uvazovat.

Moc kinematografie je pro ni ve schopnosti unést
divaka v Sirokém slova smyslu. Unést ho v izasu do jiného
svéta, unést ho fyzicky ve smyslu vytrhnuti z jeho realného
svéta — presunout jej do kina, posadit vedle cizich lidi
a sdilet s nimi zazitek mihotajicich se nehybnych obrazki,
které sleduje v rychlém sledu, aby mu splynuly do iluze
pohybu.

V neposledni radé pak prorocky poukazuje na problém
internacionalizace financovani filma a kromé jiného si klade
otazku, kde najdou dalsi penize na své filmy jedni z nejvét-
sich rezisért jako Béla Tarr nebo Alexandr Sokurov. Tento
dotaz byl vznesen v roce 1995 a my dnes jiz odpovéd zna-
me. Tarr prestal tocit a Sokurov toci v delsich intervalech.
Nicméné u ruského reziséra neni pravdépodobné divodem
obava, kterou Sontag vznesla. Je zde spise opét vidét jeji
schopnost vnimat tvorbu jako komplexni stav byti, ktery je
soucasti spole¢enského vyvoje.
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SUSAN SONTAG RIKA, JAKE TO JE...
... NATOCIT FILM

Filmova tvorba je vysada a vyjimecny zpuisob zivota. Filmova
tvorba pfinasi nimrani se v podrobnostech, bazen, hadky,
klaustrofobii, tinavu a euforii. Filmova tvorba pfinasi pocit
bezmala obnazeni sentimentalné ladénou dobrou vali vici
lidem, s nimiz clovék ¢ast casu spolupracuje a po zbytek
¢asu se jimi citi budto nepochopen, zklaman anebo zrazen.
Filmova tvorba pfinasi inspirativni vitr do plachet. Filmova
tvorba znamena sem tam néco zpackat a ¢asto i povédomi,
ze ten posetilec, ktery to zptsobil, jste vy sami. Filmova
tvorba, to je slepy instinkt, malicherné kalkulace, hebké ve-
deni, denni snéni, palic¢atost, pavab, klam a risk.

To, ze risk, ktery doprovazi nataceni filmu - jak se
alespon $uska mezi profesionaly - je mnohem piikiejsi nez
ten, jenz se projevuje pii psani, je znepokojivé znamou
skutecnosti. Kdyz svym prateltm fikam, Ze jsem pravé
dopsala povidku, esej nebo roman, nikdo z nich starostlivé
nevyzvida: ,A jsi s tim spokojena?” nebo ,,Dopadlo to tak,
jak sis predstavovala?® To jsou ale presné otazky, kterym
c¢elim po dotocenti filmu. Vyplyva to z toho, ze proces psani
obsahuje pfimou cestu mezi plany a jejich uskute¢nénim.
Pro autorovy zaméry a oc¢ekavani zde neni zadné misto,
kromé toho, ze mohou byt obsazeny, ve formé ocividnych
reflexi, v hotovém literarnim dile. Kazdopadné, paklize
se to nezdaii, nebyva to autor, ktery by si uvédomoval, ze
vysledek pokulhava. Zato u filmu vsichni - véetné téch, ktefi
nikdy nevidéli zadny vznikat - predpokladaji, ze cesta mezi
zamérem autora a kone¢nym vysledkem je poseta nesmifitel-
nymi hrozbami a nekalymi tlaky, a ze kazdy film viceméné
pripomina bitvou oslehaného prezivsiho jakéhosi hrozivého
piekazkového béhu. A v tom se nemyli. Psani znamena, ze
vite, co se skryva ve vasi hlavé, ze mate schopnosti, jak to
z ni dostat ven a taky dostatek trpélivosti vysedavat u psaci-
ho stolu, aby se to prodralo na denni svétlo. (A taky musite
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mit schopnost posoudit, kdy by to mohlo byt jesté lepsi

a houzevnatost v prepisovani, dokud to neni tak dobré,

jak to dokazete vytvofit.) Psani je mezi vami a vasimi bésy;
mezi vami a kuriéznim artefaktem z devatenactého stole-

ti — psacim strojem. Je to v zasad¢ atentat na vlastni osobu,
akt vule. Jediné silou viile se vSak neprodiete pres nataceni
filmu. Rezirovat film znamena snazit se byt dimyslny nejen
vuci sobé, svétu a nasemu slavnému anglickému jazyku, ale
byt zavisly a damyslny i viici nezvladatelnym, rozmarnym
prvkam skladacky jako jsou herci a pristroje (atributy dva-
catého stoleti), pocasi a penize - to vSe se mtze velmi prav-
dépodobné vymknout z rukou. Kdyz se néco mize pokazit,
taky se to pokazi. Orson Welles rozhodné neprehanél, kdyz
prohlasil: ,Rezisér je nékdo, kdo kociruje nahody.” Ovsem
pro n¢koho jako jsem ja, zavislého na asketické samoté psa-
ni, byva vitanou tlevou vyrazit na plac bojovat s nahodami
a snazit se je ,ukocirovat®. Jakkoli désiva je propast mezi
myslenkou, kterou ¢lovék pojal pred natacenim, a tim, co
nakonec skonci v promitacce, musite pocitovat vdek za to,
co vam pfinesla prozietelnost, stejné jako za to, co vam zIa
nahoda zhatila. Je tlevné slyset jiné hlasy nez je ten muj.
Je dobré nechat se malinko oslehat a otlouct touto realitou,
nad kterou si uz leckdy ¢lovék mysli, ze ziskal snadné (,vol-
ni“) vitézstvi o samoté u psaciho stroje.

Uryvek z Vogue, Cervenec 1974.
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BROTHER CARL

Pre-credit sequence
1. Living room of Sandler apartment, and outside fort at Rindo.
Day

Medium shot. The lower part of one wall of the living room
of an uppermiddle-class Stockholm apartment. At the top
of the frame, a stereo tuner and turntable, which sit on

a large white wooden cabinet; to the right is a modern easy
chair covered with a striped material. The sound of a clock,
ticking loudly. A child of six—ANNA—wearing only her
white underpants, enters briskly from screen right (her back
to the camera), holding a clock. She opens the cabinet door,
gets inside, and closes the door. We continue to hear the
clock ticking, slightly muffled. No other sound. Moments
later, a woman enters slowly from the right. We see only the
lower part of her body (she is wearing pants); the legs pause
for a moment before the closed cabinet door. Then she
comes into full view as she sits down on the chair with evi-
dent weariness. It is ANNA’S mother, KAREN SANDLER.
The shot continues for a few moments more, as KAREN sits
without moving, her face showing her bitter sense of help-
lessness. The loud ticking of the clock continues.

Cut to a long shot of a tall, thin man—CARL NOREN—
opening out the two heavy metal doors of a small recessed
area in the outer wall of the abandoned fort at Rindo.
CARL wears a white turtleneck sweater, grey pants, and
black shoes (no socks, as throughout the film). The harsh

noise of the doors opening; the distant sound of water.

A closer shot: we see, from CARL'S point of view, ANNA
sitting inside, clasping her knees. She is wearing a short
dress and shoes. She looks up calmly, impassively.
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Another shot of CARL. He smiles ruefully, and shakes his
head. Then he bends down and with some difficulty gets
inside with her. The space is quite small for the two of them.
He has to pull his legs in after him. He starts to close the
two doors.

Another shot, very long (from the right): at a distance, we
see CARL'S hand pulling the doors shut from the inside,
and hear more faintly the clanging sound the metal makes.
The camera stays a few moments more on the facade of the
old fort. Natural “atmosphere” sounds. Then blackness and
silence.

Credits.
In white letters, smallish-size type face, on the black screen.
Music.

2. Living room of Sandler apartment.
Evening

Long shot. In the foreground, PETER SANDLER and
ANNA sit on the couch (couch A). ANNA squirms a little.
PETER’S arm rests heavily across his daughter’s shoulders.
PETER is a clean-cut, boyish-looking man in his early thir-
ties. He wears a dark suit, white shirt, grey tie. ANNA is
wearing only her white underwear. The couch is covered
with the same striped material as the chair seen in the first
shot of sequence 1. Part of the living room as well as the
dining room with which it connects are visible in the back-
ground. It is clearly a spacious, comfortable apartment, fur-
nished in conventional “modern” taste. The walls are white.
There should be a terrace visible, to help establish that we
are in the center of the city.

Medium long shot, from behind the couch. ANNA pulls
away from PETER’S hold and gets up. She lurches across
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the room, past another couch (couch B), to the telephone,
picks up the receiver and listens to the dial tone.

Medium shot of ANNA avidly listening to the dial tone. By
this shot, the audience should suspect that she is autistic.
(Though she does not use or respond to language, she is not
deaf.) The dial tone is very loud.

Low-angle shot of PETER on couch A, grimacing. He gets up.
The camera follows as he goes over to the child. The dial tone
gets louder. He bends over and, with an edge of distaste, tries
to take the phone from her and replace it on the hook. ANNA
struggles to hold on to the phone. He gets it away from her,
and picks her up and sits her down with him on couch B.
(Hanging above couch B is a reproduction of Magritte’s “The
Red Model.”) ANNA stops struggling and stares straight
ahead. PETER looks at her, frustrated and depressed.

PETER: Time to go to bed.

As PETER speaks to the child, he mouths the words
with special distinctness and then makes a pantomime of
putting his head on a pillow and falling asleep. ANNA pays
no attention to her father. He goes on with the imitation,
snoring. Glancing at the child, he sees that he is still not
getting anywhere. We hear KAREN'S voice. She has just
returned home.

KAREN (Off): Just do it! Don’t announce it!

PETER looks up. ANNA does not.

Medium shot of KAREN standing on the threshold on the
other side of the living room. Her hair is messy and her
clothes a little disheveled; she is wearing su¢de pants and

a white blouse, and carries a suede jacket slung over one
shoulder. The camera backs away as she walks unsteadily to
the couch. Now both PETER and ANNA are in the shot.
KAREN looks down at her daughter, smiles painfully, but
doesn’t pick her up. PETER seems much more relieved than
reproachful. KAREN is pacing in front of the couch.
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PETER: I've been so worried. Where were you?

KAREN turns to PETER.

KAREN: I had a little scene with the police. Want to
hear about it?

Having wriggled out of PETER’S grasp, ANNA stands
up and then steps up to stand on the back of the couch,
pressing herself against the wall. (The lower half of the
Magritte reproduction is in the shot.) She stares ahead, not
looking at either of her parents.

PETER: Not in front of the child. Please!

KAREN: You think she can understand us?

PETER: She can see you. You look terrible.

KAREN looks at the child, then down at PETER still
sitting on the couch.

KAREN: Then take her away, damn you!

She walks away. PETER gets up rapidly, follows her.
Next to couch A he grabs her roughly by the shoulders. The
camera is close to them.

PETER: Look at you! What are you doing to yourself?

KAREN submits to PETER’S grasp; looking into his
eyes, she replies with quiet bitterness.

KAREN: Aren’t you glad she can’t understand us?

Medium shot of couch B. ANNA still standing precariously,
unmoving, her bare back against the wall. PETER enters
the shot from the left and takes his daughter in his arms.
She struggles violently, kicking and clawing at his shirt.
Camera pans with him as he carries her from the room.
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3. Rocky shore.
Day

Very long shot of CARL, from behind. He is standing on
the rocks, fishing. His movements are slow and give the
impression of being both overdeliberate and weightless. He
wears a loose shirt and trousers rolled up to his mid-calves;
he is barefoot. Low sound of water. Music.

4. Living room of Sandler apartment.
Minutes later than sequence 2

Medium shot of PETER reentering the room. The camera
follows him as he crosses to KAREN, who is standing at the
open door that leads onto the terrace. He stands behind her,
and kisses her cheek.

PETER: I'm sorry.

KAREN doesn’t move.

PETER: Did anything happen to the car?

KAREN doesn’t move.

KAREN: I'm going to change.

She still doesn’t move. PETER puts his arm around
her.

PETER: Don’t ... You look fine.

KAREN turns, looks at him blankly. Sound of the tele-
phone ringing.

Full shot: the camera is near the wall opposite the terrace.
KAREN makes a dash for the phone and answers it. PE-
TER is now in the rear of the shot. (In the following conver-
sation, we hear KAREN’S voice only, not even the unintelli-
gible sound of the other person—it is LENA—talking.)

KAREN: Hello (impersonal) ... Oh, hello (warm) ...
What’s happening?

She picks up the phone, takes a few steps, smiling sar-
castically at PETER (now no longer in the shot). KAREN
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takes the phone, which has a long cord, to couch B while
she continues to talk. The camera pans with her.

KAREN: Fine ... No, nothing’s wrong. Why do you
ask? ... No, not especially ... Yes ... Why not?

KAREN lies down, kicks off her shoes.
KAREN: Sure I can come ... Longer if you like.

Full shot of PETER (from KAREN'’S point of view). Furi-
ous, he leaves the living room. We hear the front door of the
apartment slam shut.

KAREN (Off): It was Peter ... No ... No, I'll tell you

tomorrow.

High-angle shot of KAREN stretched out on the couch. As
she talks, she unbuttons her blouse.

KAREN: No, I don’t have a headache. Do you think
because you have a headache I should have one too?

(Pause)

Sorry ... Yes ...

(Pause)

Yes ... Alittle drunk. A very little, little, little ...

She giggles. Then her expression changes. She is taking
her blouse off, shifting the receiver from one hand to the
other.

KAREN: No, I don’t need anything ... I'm not sick to
my stomach.

KAREN unfastens her belt with one hand and throws
it on the floor.

KAREN: Please don’t mother me, Lena!

Low-angle medium shot, taken from the side of the couch,
of the length of KAREN’S body (except her head). She
slips off her pants.

KAREN (Off): I know you mean well.

Long shot (camera is near the front door). KAREN is
in the rear of the shot, lying on the couch in her bra and
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underpants. PETER opens the door softly and enters the
shot. He’s carrying a newspaper. KAREN goes on with her
phone call, but her voice is vague.

KAREN: Did you tell him?

The camera follows PETER as he comes over to the couch.
He sits on the floor beside KAREN and puts his head on
her stomach. Still holding the receiver to her ear with her
right hand, she caresses PETER’S hair with her left hand,
without looking down at his face.

KAREN: What? ... Sure I'm listening ...

KAREN closes her eyes, continues to stroke PE-
TER’S hair.

KAREN: Listen ... you're right. (Laughs.) I am begin-
ning to fall asleep.

KAREN takes the receiver away from her ear and lets
her right arm hang over the side of the couch. We hear
a click, then the dial tone.

5. Small theatre.
Next day

Medium close-up of a young man getting a sharp punch in
the jaw (we see only his head and a fist). He falls out of the
image to the right and we hear a loud sound, like someone
tripping over a garbage can. The camera pulls back to a me-
dium shot as another young man (we see him from the waist
up) rushes across the frame from left to right. More loud
noises. They come back into the shot just as the second man
gets punched, then fall out together to the left. (Rock music
throughout the sequence, but muffled—as it sounds when
coming over a cheap transistor radio a room away.)

Long shot of the small stage area. (It is a theatre-in-the-
round in Stockholm.) The two who are fighting are both in
their late teens or early twenties, similar in build and colo-
ring; both wear blue jeans, white T-shirts, and sneakers.
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Much of the playing area is cluttered with props—mangled
books, rolls of toilet paper, a huge doll, drums, an automo-
bile tire, a ladder, a bicycle, two safari hats. LENA is seated
at a small table at the rear of the stage area, taking notes.
She has on black pants and a grey top and wears glasses.
The young men continue to “fight.” The camera moves in,
and past the actors, until LENA occupies the center of the
shot. She continues to write in a notebook. We now see, in
the background of the shot, a very young woman in an ad-
vanced stage of pregnancy, talking earnestly on a wall tele-
phone. She is LENA’S ASSISTANT and glances frequently
at LENA as she talks. LENA looks up and addresses the
actors (who are not in the shot).

LENA: Take a break!

The pregnant woman leaves the phone, comes over to
LENA, whispers in her ear.

LENA: I won’t talk to him.

LENA'’S tone is firm, good-natured; she has the man-
ner of someone used to running things and doing it well.
The pregnant woman seems inexperienced and insecure.

ASSISTANT: I'll tell him to call tomorrow.

Over the ASSISTANT’S words we hear the sound of
the actors scuffling again, then a thud as one of them hits
the floor. LENA frowns good-humoredly.

LENA: No, you talk to him now. Tell him I’'m going on
vacation.

LENA looks up sharply, hearing another loud noise.
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STOLETI FILMU

Susan Sontag

Zda se, ze sto let filmu opisuje trajektorii zivotniho cyklu:
nevyhnutelné zrozeni, plynulé hromadéni aspécht a v po-
slednim desetileti pocatek potupného, nezvratného tpad-
ku. To neznamena, ze nevzniknou zadné nové filmy, které
si zaslouzi nas obdiv. Ale tyto filmy nebudou jen prostou
vyjimkou, jak to plati pro vsechny velké pociny ve vsech
uméleckych oblastech. Budou se muset dopustit heroické-
ho poruseni norem a postup, jimiz se ridi filmova tvorba
po celém kapitalistickém 1 budoucim kapitalistickém své-

té¢ — neboli strucné feceno po celém svété. Obycejné filmy,
filmy natocené ¢isté za celem pobavit (jinak feceno za
tcelem vydélat) budou i nadale neuvéfitelné piihlouplé;
velka vétsina z nich uz nyni selhava na celé ¢are, prestoze se
svému publiku cynicky podbizi. Zatimco velky film ma dnes
smysl jesté vice nez kdykoli v historii, jedna-li se o jedinec-
ny pocin, komer¢ni kinematografie se spokojila s politikou
nabubfelé, odvozené filmafiny, bezosty$ného kombina¢niho
nebo rekombina¢niho uméni, v nadéji, ze se podafi zopako-
vat minulé aspéchy. Kazdy film, ktery chce oslovit co moz-
na nejvétsi pocet divaku, je koncipovan jako svého druhu
remake. Kinematografie, ktera byla kdysi prohlasovana za
uméni 20. stoleti, se nyni s koncem stoleti jevi jako uménti
dekadentni.

Mozna to ale neznamena konec kinematografie, mozna
konci jen cinefilie, onen zvlastni druh lasky, ktery inspiroval
kinematografii. Fanatické pfivrzence si ziska kazda umé-
lecka disciplina. Laska, kterou vyvolavaly filmy, méla vétsi
gracii. Zrodila se z presvédcenti, ze kinematografie je uméni
jako zadné jiné: stoprocentné moderni, charakterizované
pristupnosti, poetické a tajemné, erotické a moralni - to vse
soucasné. Kinematografie méla také své apostoly (byla jako
nabozenska vira). Kinematografie byla ktizackou vypravou.
Kinematografie byla svétonazorem. Milovnici poezie, ope-
ry nebo tance si nemysli, Ze neexistuje nic jiného nez poezie,
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opera nebo tanec. Ale milovnici filmu si mohli myslet, Ze
nic nez kmematograﬁe neni. Ze filmy zaznamenaly vsech-
no - a také si to mysleli. Filmy byly knihou uméni i knihou
zivota.

()

Vsechno zacalo tim okamzikem pted sto lety, kdy do stanice
vjizdél vlak. Lidé vzali filmy za své ve chvili, kdy verfejnost
kiicela vzrusenim a kr¢ila se, kdyz se zdalo, ze se vlak riti
piimo na ni. Az do nastupu televize, ktery znamenal vy-
prazdnéni kinosald, se lidé z kazdotydennich navstév bio-
grafu dozvidali (nebo snazili dozvédét), jak se naparovat,
jak koufit, libat, bojovat, truchlit. Filmy poskytovaly tipy,
jak se zatraktivnit, naptiklad... plast do desté vypada dobfe,
1 kdyz neprsi. Ale at uz jste si z filmu odnesli cokoli, byla to
pouze cast $irsiho zazitku, kdy jste se ztratili v cizich tvatich
a zivotech - coz je inkluzivnéjsi forma touhy ztélesnéné fil-
movym zazitkem. Nejptsobivéjsim zazitkem bylo poddat se
tomu, co se odehravalo na platné, a nechat se unaset. Chtéli
jste, aby si vas film vzal za rukojmi.

Nutnym pfedpokladem tinosu bylo nechat se uchvatit
fyzickou pfitomnosti obrazu. A fakt, ze clovék musel do
kina dojit, tento zazitek zajistoval. Vidét film pouze v televi-
zi znamena, ze jsme ho nevidéli doopravdy. (Ve stejné mite
to plati i pro filmy natocené pro televizi, jako Fassbindertav
Berlin, Alexandrovo namésti nebo dvoudilny film Edgara Reitze
Heimat.) Rozdil neni jen ve velikosti - nejde pouze o vyssi
kvalitu rozmérného platna v kinosale ve srovnani s malou
obrazovkou televizoru doma v pokoji. Podminky k udrzeni
pozornosti v domacim prostredi jsou vici filmu nesmirné
neuctivé. Film uz sice nema standardni velikost a domaci
obrazovky tak mohou zabrat celou sténu obyvaku nebo loz-
nice. Ale stale jste ve svém obyvaku nebo loznici, sami nebo
s vasimi blizkymi. RukOJmlm se stanete teprve v kinosdle,
kdyz sedite ve tmé mezi anonymnimi lidmi.

(..)
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V prvnich letech nebyl mezi uméleckou a komer¢ni kine-
matografii v podstaté zadny rozdil. A vsechny filmy némé

éry — od mistrovskych dél Feuillada, D. W. Griffithe, Dzigy
Vertova, Pabsta, Murnaua a Kinga Vidora az po ta nejsché-
matictéjsi melodramata a komedie - vypadaji a jsou lepsi
nez vétsina toho, co piislo po nich. Se zvukovym filmem
ztratil obraz mnohé ze své brilantnosti a poezie a zacal
zohlednovat komerc¢ni standardy. Tento zptisob natacenti
neboli hollywoodsky systém ve filmové tvorbé prevladal
piiblizné pétadvacet let (zhruba v letech 1930 az 1955). Ti
nejoriginalnéjsi reziséfi, jako byli Erich von Stroheim a Or-
son Welles, s timto systémem prohrali a nakonec se uchylili
do uméleckého exilu v Evropé, kde viceméné stejny - kvalité
nepiejici - systém fungoval v oblasti nizkorozpoctovych fil-
mi; vysoky pocet vynikajicich filma v té dobé vznikal pouze
ve Francii. V poloviné padesatych let se ale znovu dostaly
do popredi pokrokové myslenky, zakotvené v pojeti kinema-
tografie coby umeéleckého femesla, prosazovaném italskymi
prakopnickymi filmy rané povale¢né doby. Miniaturni $taby
natacely ohromujici mnozstvi originalnich, vasnivych filmu
s neokoukanymi herci; filmy pojednavaly o téch nejzavaz-
néjsich tématech, a kdyz ob¢hly filmové festivaly (jichz
neustéle pribyvalo) a posbiraly festivalové ceny, zamifily do
kinosalt po celém svété. Tento zlaty vék trval celych dvacet
let.

Pravé v tento konkrétni okamzik stoleté historie kine-
matografie univerzitni studenti i ostatni mladi lidé zahoteli
laskou pro navstévy kin a zacali se zanicenim pfemyslet a de-
batovat o filmech. Zamilovali se nejen do hercti, ale také do
kinematografie jako takové. Cinefilie se nejprve projevila ve
Francii padesét}’/ch let: jeji platformou byl legendarni filmo-
vy casopls Cahiers du cinéma (a posléze podobné nadse-
necké casopisy v Némecku, Italii, Velké Britanii, Svédsku,
Spojenych statech a Kanad¢). Jak se $itila napti¢ Evropou
a Severni i Jizni Amerikou, stavaly se jejimi chramy filmo-
téky a filmové kluby, které se spec1ahzovaly na starsi filmy
a retrospektivy reziséra. Sedesata a rand sedmdesata léta
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byla vékem horlivého ,,chozeni do kina“, kdy cinefilové na
plny Gvazek vécné doufali, ze naleznovu misto co nejblize
platnu, nejlépe uprostred treti fady. ,,Clovék nemuize zit bez
Rosselliniho,” iika postava v Bertolucciho filmu Pred revoluct
(1964) - a mysli to vazné.

Uryvek textu z knihy: Where the Stress Falls,
NY: Farrar, Strauss and Giroux, 2001.
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FOTOGRAFIE NENI NAZOR.
NEBO SNAD ANO?

Susan Sontag

Byt zenou znamena podle obecné sdilené definice byt atrak-
tivni, nebo o to alespon ze vsech sil usilovat - a pritahovat.
(Podobné byt muzem znamena byt silny.) Je samozfejmé
docela dobfe mozné tomuto imperativu vzdorovat, ale neni
mozné, aby si ho jakakoli Zena neuvédomovala. Tak jako je
u muze slabost, pokud se pfili$ stara o sviij vzhled, u zeny je
mravnim prohfeskem, pokud se o svilj vzhled nestara dosta-
te¢né. Zenyjsou na rozdil od muzt posuzovany podle své-
ho vzezfeni a za zmény zptsobené vékem jim hrozi prisnéjsi
tresty. Idealni vzhled, charakterizovany mladim a stihlosti,
nyni z valné ¢asti vytvari a prosazuje fotografie. O fotografie
slavnych krasek je pfirozené zajem predevsim proto, aby-
chom si je mohli prohlédnout po letech a zhodnotit, nakolik
jejich pavab poznamenalo ostudné starnuti.

V rozvinutych konzumnich spolecnostech pry tyto
»narcistni“ hodnoty trapi také rostouci pocet muzu. Ale zu-
slechtovani muztm nikdy neupira pravo chopit se iniciativy.
Oslavovani vlastniho vzhledu koneckonct patfi k radostem
starych vale¢nikd, je vyrazem moci a nastrojem dominance.
Obavy o miru osobni pritazlivosti nikdy gebudou tim, co
muze definuje: muz je predevsim vidén. Zeny jsou predmé-
tem pohledu.

V nasich predstavach svét bezmezné hladovi po ob-
razech a lidé, zeny i muzi, se dychtivé podvoluji objektivu
fotoaparatu. Je ale dobré pfipomenout, ze v mnoha c¢astech
svéta se zeny fotografovat nesméji. V nékolika zemich, kde
muzi vyrazili do uc¢inéné valky proti zenam, se zeny stézi
objevuji na vefejnosti. Vysostné pravo fotoaparatu - zirat na
vsechny a na véechno, zaznamenavat a zaznamenané vy-
stavovat - je stejné typickym rysem moderniho zivota jako
zenska emancipace. Méritkem, nakolik spolecnost pfijala
modernitu, je mnozstvi prav a moznosti volby pfiznavanych
zenam, ale stejné tak plati, ze revolta proti modernité asti ve
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spésné ruseni drobnych pokrokt na cesté k rovnopravnému
postaveni zen ve spole¢nosti, o néz se v piredchozich dese-
tiletich zaslouzily zejména vzdélané zeny z mést. V. mnoha
zemich, které se potykaji s netispésnym nebo zdiskreditova-
nym pokusem o modernizaci, se stale vice zen zahaluje.

TRADICNI JEDNOTU knihy s fotoportréty Zen zaji$tuje
ideal zenské podstaty: Zeny radostné vystavuji na odiv své
sexualni kouzlo, zeny se skryvaji za odusevnélym nebo upja-
tym vyrazem.

Portréty zen zachycovaly jejich krasu, portréty muzu je-
jich ,charakter”. Krasa (domena zen) byla jemna, charakter
(doména muzt) byl drsny. Zenskost byla poddajna, tvarna,
poklidna nebo tkhva muznost razna a pronikava. Muzi ne-
pusobili tklivé. Zeny v idealnim pfipadé neptisobily razné.

(..)

PROTOZE ZENSKOST se vyznaduje vlastnostmi, které
jsou v ptfimém rozporu ¢i protikladu k idealnim vlastnos-
tem muzd, bylo dlouho obtizné prezentovat pfitazlivost
silné Zeny jinak nez v mytickém nebo alegorickém prevleku.
V 19. stoleti byla heroicka zena alegorickou fantazii z obra-
z0 a soch: Svoboda vede lid na barikady. Nekontrolovatel-
né mocna zena s rozmachlymi gesty a v majestatnim havu,
jakou na tane¢nim parketu ztélesnovala Martha Graham
v kusech, které ve tficatych letech vytvarela pro sviij zensky
soubor, a které byly bodem zlomu v déjinach zobrazovani
zenské sily a hnévu, byla mytickym archetypem (knézky,
rebelky, zlostné truchlici bohyné, poutnice), ktera predseda
zenskému spolecenstvi, ale neni skute¢nou zenou, jez pfti-
stupuje na kompromisy a zije a spolupracuje s muzi.
Zubarka, dirigentka, komerc¢ni pilotka, rabinka, prav-
nicka, astronautka, filmova rezisérka, profesionalni boxer-
ka, dékanka pravnické skoly, tithvézdickova generalka...
Predstavy o tom, co zeny mohou délat a co délaji dobre, se
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nepochybné zménily. A zménilo se i to, co zenam vadi.
Muzské chovani, od hulvatského po vylozené nasilnické,
které bylo historicky pfijimano bez uzardéni, dnes mnohé
zeny, které jej jesté nedavno snasely a které by se i dnes roz-
hotc¢ené branily, kdyby je nékdo nazval feministkami, vni-
maji jako nehoraznost. Bourani stereotypniho vnimani zen
jako lehkovaznych a nezodpovédnych bytosti ovsem nelze
primarné pripsat ¢innosti riznych odnozi feminismu, jak-
koli to byla ¢innost nezbytna. Nejvétsi podil na této zméné
nese nova ekonomicka realita, kterd nuti vétsinu America-
nek (véetné téch s malymi détmi) pracovat mimo domov.
Dutikazem, ze se véci nezmémly ani zdaleka ve vsech ohledech,
je fakt, Ze zena vydélava polovinu az tfi Ctvrtiny toho, co
vydéla muz zastavajici stejnou praci. Témér vsechna povola-
ni jsou zatizena genderovou predsudecnosti, a pokud neni
zdiraznéno, ze je vykonava Zena, automaticky se predpo-
klada, ze je vykonava muz; vyjimkou je jen nékolik profesi
(prostitutka, zdravotni sestra, seckretarka), u nichz plati
pravy opak.

Viechny tspésné zeny jsou pftijatelnéjsi, pokud prosa-
zuji své ambice a uplatnuji své pravomoci zenskym (Istivym,
nckonfronta¢nim) zptisobem. ,,Pani X, zadna zaptisahla fe-
ministka, dosdhla...“, tak za¢ina povzbudivy chvalozpév na
zenu v manazerské pozici. Nova myslenka, ze se zena rovna
muzi, i nadale narazi na davnou domnénku, Ze zena je pod-
fizena a pfedurcena slouzit: Ze je normalni, aby zena byla
zivotné zavisla na pfinejmensim jednom muzi nebo se pro
tohoto muze obétovala a zasvétila svij zivot jeho podpore.

Ocekavani, ze muz bude vyssi, starsi, bohatsi a isp¢s-
néjsi nez jeho zivotni partnerka, je natolik zakofenéné, ze
vsechny vyjimky, jakkoli jich dnes neni malo, ocividné zu-
stavaji hodné pozornosti. Novinafi se bézné ptaji manzela,
jehoz zena je slavnéjsi nez on, jestli se véhlasem své man-
zelky neciti ,,ohrozen®. Nikoho by ani nenapadlo, ze by se
anonymni manzelka vyznamného primyslnika, chirurga,
spisovatele, politika nebo herce mohla citit ohrozena jeho
proslulosti. A za vrcholny projev zeniny lasky je doposud
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povazovano, kdyz se vzda své vlastni identity — milujici Zena
v dvoukariérnim manzelstvi se miize opravnéné obavat, co
se stane, jestlize profesné zastini svého manzela. (,Dobry
den. Tohle je manzelka Normana Maina.“) Mimotadné
uspésné zeny, s vyjimkou téch, které se realizuji v muzickych
uménich, jsou stale povazovany za anomalii. Zda se, ze

z mnoha divoda dava smysl vydavat antologie zen spisova-
telek a poradat vystavy zen fotografek; ale kdyby nékdo na-
vrhl antologii spisovateld nebo vystavu fotograft, ktefi maji
spole¢né jen to, ze jsou muzi, pusobilo by to velmi podivné.

CHCEME FOTOGRAFTI, ktera bude nemyticka, plna
konkrétnich informaci. Radéji se divame na fotografie, které
jsou ironické a nezidealizované. Dekorum je dnes chapano
jako zatajovani. Od fotografa ocekavame, ze bude troufa-
ly, ¢i dokonce drzy. Doufame, ze zachyceny subjekt bude
upfimny nebo blahové obsazny.

Subjekty, které jsou zvyklé pozovat - tspésné nebo
nechvalné proslulé Zeny -, samozfejmé nabidnou néco mno-
hem rezervovanéjsiho nebo smélejsiho.

To, jak zeny a muzi vypadaji ve skute¢nosti (nebo jak
si dovoluji vypadat), neni totozné s tim, co je povazovano
za nalezity vzhled pfi fotografovani. Co vypada dobfe nebo
atraktivné na fotografii, neni ¢asto ni¢im vic nez vyrazem
pocitované ,pfirozenosti® nerovné distribuce moci tradi¢né
pridélované zenam a muztm.

Fotografie u¢inila mnohé, aby tyto stereotypy potvr-
dila, ale muze je stejné tak komplikovat nebo podkopavat.
V cyklu Zveny Annie Leibovitz vidime zeny, které se fidi
pozadavky muzského pohledu, i zeny, pro které jsou kvuli
véku, povinnostem nebo radostem s vychovou déti pravi-
dla okazale zenského vystupovani bezvyznamna. Vidime
tu mnoho portréta zen, jez definuje novy typ prace, kterou
nyni mohou vykonavat. Vidime tu silné zeny, z nichz né-
které délaji ,,muzskou praci®, jiné jsou tanecnice nebo spor-
tovkyné s mohutnou muskulaturou, ktera je k vidéni teprve
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v posledni dobé, kdy jsou zenska téla téchto prebornic foto-
grafovana.

JEDNIM Z UKOLU fotografie je odhalovat réiznoro-

dost svéta a utvaret nase vnimani této raznorodosti. Nejde
o predkladani ideald. Fotografie nema zadnou agendu, kro-
m¢é rozmanitosti a interesantnosti. Fotografie nesoudi, coz je
pochopitelné samo o sobé soudem.

Idealem je sama raznorodost. V dnesni dobé chceme
védeét, ze vsechno ma rub a lic. Prejeme si pluralitu modeld.

Fotografie je ve sluzbach postkritického étosu, ktery
ziskava prevahu ve spolecnostech, jejichz normy vychazeji
z konzumerismu. Fotoaparat nam ukazuje mnoho svéta,
podstatné je, ze vSechny obrazy jsou platné. Zena miiZe byt
policistka nebo kralovna krasy, architektka nebo Zena v do-
macnosti nebo fyzicka. Rozmanitost je cilem sama o sobé
a dnes$ni Amerika ji velmi fandi. Panuje velice americké
a velice moderni presvédcent, ze existuje moznost neustalé
promény vlastniho ja. Ostatné o zivoté se bézné hovoii jako
o Zwotnim stylu. A styly se méni. Tato oslava riiznorodosti,
individuality a individuality jakozto stylu podkopava
autoritu genderovych stereotypt a pusobi jako netprosna
protisila oponujici bigotnosti, ktera Zenam odpira jiny nez
symbolicky pristup k mnoha pracovnim pozicim a k mnoha
z4zitktim.

Myslenka, ze zeny jsou schopné naplnit svou
individualitu ve stejné mife jako muzi, je pochopitelné
radikalni. Tradi¢ni feministické volani po spravedinosti pro
zeny se zda nejptipadnéjsi pravé v této formé, v dobrém
1zIém.

Kniha fotografii, kniha o zenach, velmi americky pro-
jekt: velkorysy, vasnivy, vynalézavy, s otevienym koncem.
Interpretace téchto fotografii ziistava jen na nas. Koneckon-
ct fotografie neni nazor. Nebo snad ano?

Uryvek textu z knihy: Where the Stress Falls, NY: Farrar, Strauss and Giroux, 2001.
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TAM A TADY

Susan Sontag

Lidé nechtéji slyset $patné zpravy. Mozna to tak bylo vzdyc-
ky. Ale v pfipadé Bosny byla lhostejnost a nevile predstavit
si tamni situaci hrozivéjsi, nez jsem puvodné predpokladala.
Dostanete se do stavu, kdy je vam dobfe jen s témi, ktefi
také navstivili Bosnu. Nebo vidéli néjaké jiné krveproli-

ti — v El Salvadoru, Kambodzi, Rwandé, Cecensku. Nebo

s témi, ktefi alespon z prvni ruky védi, co je to valka.

Je konec listopadu 1995 a pred nékolika tydny jsem
se vratila ze svého ¢tvrtého pobytu v Sarajevu. Ackoli jsem
1 tentokrat prekrocila hranice po zemi, nebyla to moje jedina
moznost (na cipu zni¢eného sarajevského letisté opét piista-
vala letadla OSN) a neudrzovana cesta s vyjetymi kolejemi
vedouci pfes horu Igman uz nebyla tou nejnebezpecné;si
trasou na svété. Po rozsireni a zkvalitnéni stavari OSN se
z ni stala Gzka prasna silnice. Ve mésté poprvé od zacatku
obléhani fungovaly dodavky elektfiny. Nebouchaly tam
granaty a lidem nesvistély kolem usi stfely snajprt. V zimé
bude zemni plyn. Mozna i tekouci voda. Od mého navratu
doslo k podepsani Daytonské dohody, ktera slibuje konec
valky. Jestli do Bosny skute¢né zavital mir, nespravedlivy
mir, to si netroufam fict. Pokud si ukonceni valky preje
Slobodan Milosevic, ktery ji zacal, a pokud své rozhodnuti
miize vnutit svym zmocnénctm v Pale, potom je tspésna
kampan za zniceni Bosny, charakterizovana zabijenim,
vysidlovanim a vyhanénim do exilu, ve vétsiné ohledd doko-
nana. Soucasné je to konec nad¢ji na mezinarodné uznany
jednotny stat, kvali kterému se Bosnané nevzdavali.

Bosna (od zdkladu proménéna Bosna) bude rozdélena.
Misto prava zvitézila moc. Nic nového pod sluncem, viz
Thakydidés, kniha pata, ,Mélsky dialog®. Je to stejné, jako
by byl postup Wehrmachtu na vychodni fronté zastaven na
konci roku 1939 nebo pocatkem roku 1940 a Liga narodu by
svolala konferenci ,znesvarenych stran®, na niz by Némecku
piipadla polovina Polska (zapadni ¢ast), rusti okupanti by
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ziskali dvacet procent vychodniho Polska a Polaci si mohli
ponechat jen tficet procent uprostied, kde lezi jejich hlavni
mésto, nicméné vétsinu okolniho tizemi by ovladali Némci.
Nikdo by samozfejmé netvrdil, ze je to spravedlivé z hle-
diska ,,moralky®, ale kazdy by rychle dodal, ze zahrani¢ni
politika se nikdy nefidila moralnimi kritérii. Polaci neméli
sanci ubranit svou zemi pred silnéjsimi jednotkami Hitlero-
va Némecka a Stalinova Ruska, tudiz se musi spokojit s tim,
co jim zbylo. Lepsi néco nez nic, fekli by diplomaté; moc
nechybélo a pfisli by o véechno. A Polaci by byli pfi jednani
samoziejmé poklédéni za nejvétéi kverulanty, protoie by se
nepovazovali jen za jednu ze tff ,znesvarenych stran®. Pfi-
pominali by, ze je napadli. Zerou obéti. Dlplomatum vy-
jednavajicim dohodu by pfipadali velmi nerozumni. Vnitfné
rozdéleni. Zahorkli. Nedﬁvéryhodni. Nevdécni vici vyjed-

navactm, ktefi se snazi zastavit masakr.

()

KDYKOLI SE VRACIM ZE SARAJEVA, ptaji se mé,
pro¢ tam nejezdi vic znamych autord, jako jsem ja. Za

timto dotazem se skryva obecnéjsi otazka dalekosahlé Tho-
stejnosti nedalekych bohatych evropskych zemi (zejména
Italie a Némecka) k hriznému déjinnému zlocinu, ktery si
nezada s genocidou v tomto stoleti je to uz ¢tvrta geno-
cida evropske mensiny. Ale na rozdil od genocidy Armént
za prvni svétové valky a Zidti a Romt na pielomu tficatych
a Ctyficatych let se genocida bosenského naroda odehrava
za pritomnosti celosvétového tisku a televiznich zpravodaju.
Nikdo se nemtze vymlouvat, ze od vypuknuti valky v roce
1992 nevédél, co se déje. Sanski Most, Stupni Do, Omarska
a dalsi koncentra¢ni tabory s domy, kde se zabijelo (napii-
mo, po feznicku, v kontrastu s industrializovanym masovym
vrazdénim v nacistickych taborech), muceni ve vychodnim
Mostaru, Sarajevu a Gorazde, znasilnovani desitek tisic Zen
vojaky po celé Srby okupované Bosné, zmasakrovani pfinej-
mens$im osmi tisic muzi a chlapci po kapitulaci Srebreni-
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ce - to je jen cast ze seznamu hanebnych skutkt. A vsichni
si musi uvédomovat, ze Bosnané bojuji za to, za co bojuje
Evropa: za demokracii, za spole¢nost slozenou z obc¢and,
nikoli pfislusnikt jednotlivych kment. Proc¢ tato zvérstva
a tyto hodnoty nevyvolaly padnéjsi reakci? Pro¢ témér zad-
ny vyznamny intelektual, ktery je vidét a slyset, neodsoudil
bosenskou genocidu a nepodporil bosenskou véc?
Bosenska valka je stézi jedinou hororovou podivanou,
ktera se odviji na plose poslednich ctyr ¢i péti let. Ale zda
se, ze jisté udalosti - modelové udalosti - presné ukazuji,
jaké hlavni sily proti sobé v dané dobé stoji. Jednou z téchto
udalosti byla $panélska obcanska valka. Stejné jako v pfipa-
dé¢ valky v Bosné se jednalo o boj, jenz byl vystiznym souhr-
nem tehdejsiho stavu svéta. Ale intelektudlové (spisovatelé,
divadelnici, umélci, profesofi a védci, ktefi vystupuji na
dalezitych vefejnych akcich a promlouvaji o otazkach své-
dorzli), ktefi na sebe v Bosné upozornili svou absenci, byli
ve Spanélsku tficatych let napadni svou pritomnosti. Pfiro-
zené bychom intelektualtm prili§ nadrzovali, kdybychom
se domnivali, ze tvoii jakousi vé¢nou spolecenskou tiidu,
jejimz poslanim je mimo jiné bojovat za ty nejzasluzné;si
cile - stejné jako je nepravdépodobné, ze valka, ktera by
méla vyprovokovat i potencialniho pacifistu, aby se pridal
na spravnou stranu, se na tom ¢i onom misté svéta odehrava
pouze jednou za priblizné tficet let. Pfesto je s intelektualy
spojené jisté ocekavani disentu a aktivismu. Pro¢ byla jejich
odpovéd na déni v Bosné tak nevyrazna?

(..)

Nejen ze se zhroutila globalni bipolarita (,oni“ versus
»my") - fasSismus versus demokracie, americka fise versus
sovétska rise -, typicka pro politické mysleni po celé kratké
20. stoleti, od roku 1914 do roku 1989. Po roce 1989 a se-
bevrazdé sovétského impéria nasledovalo konec¢né vitézstvi
kapitalismu a ideologie konzumerismu, ktera s sebou nese
zdiskreditovani vseho ,politického®. Jediné, co dava smy-
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sl, je soukromy zivot. Hodnotami, které maji nejvétsi sanci
oslovit intelektualy, jsou individualismus a kultivace vlastni
osobnosti a soukromého blahobytu, v némz tstredni roli
hraje ideal ,,zdravi®. (,,Jak mtzes travit tolik ¢asu nékde,
kde vsichni vé¢éné kouti?“ zeptal se kdosi tady v New Yorku
mého syna, autora literatury faktu Davida Rieffa, v narazce
na jeho casté cesty do Bosny.) Bylo by pfehnané ocekavat,
ze se triumf konzumniho kapitalismu na intelektualni tiidé
nijak nepodepise. V éfe nakupovani musi byt pro intelek-
tualy, ktefi jsou vsechno, jen ne chudymi lidmi na okraji,
tézsi ztotoznit se s témi, ktefi takové Stésti neméli. Kdyz se
George Orwell a Simone Weil rozhodli odjet do Spanélska
a bojovat za republiku (oba jen o vlasek unikli smrti), neo-
poustéli kvili tomu pohodlny byt a vikendové sidlo hodné
vyssi sttedni tiidy. Mozna Ze vzdalenost mezi ,,tam® a ,tady”
je dnes pro intelektualy az pfilis velka.

Po nékolik desetileti bylo v novinarskych a akademic-
kych kruzich bézné fikat, ze intelektualové jsou jako tfida
piekonani, coz je ptiklad analyzy, ktera se snazi stat impe-
rativem. Nyni se objevuji hlasy, které za mrtvou prohlasuyji
celou Evropu. Mozna by bylo pravdivéjsi pripustit, ze Evro-
pa se jesté nezrodila: Evropa, ktera prijima odpovédnost za
bezbranné mensiny a drzi se hodnot, které musi chté nechté
zosobnovat (Evropa bude bud multikulturni, nebo nebude
Vubec) Bosna je potrat, ktery si Evropa privodila sama. Slo-
vy Emila Durkheima: ,,Spolecnost je predevsnn predstavou,
jakou si utvofi sama o sobé.“ Piedstava, ze se prosperujici,
mirova spolecnost v Evropé a Severni Americe zformovala
sama o sobé¢, prostiednictvim ¢inti a vyroki vsech téch lidi,
které mizeme nazvat intelektualy, je pfedstavou zmatec¢nou,
nezodpovédnou, sobeckou a zbabélou... a honbou za $tés-
tim.

Nasceho, ne jejich. Tady, ne tam.

Uryvek textu z knihy: Where the Stress Falls,
NY: Farrar, Strauss and Giroux, 2001.
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CEKANI NA GODOTA V SARAJEVU

Susan Sontag

S tim nehnu. / Nista ne moZe da se urad.
— prvni replika z Gekdni na Godota

DO SARAJEVA JSEM PRIJELA v poloviné ervence 1993,
abych zinscenovala Cekdni na Godota, ale nebylo to ani tak
proto, ze bych odjakziva touzila rezirovat Beckettovu hru
(ikdyz to byla pravda), jako spi$ proto, ze to byla vhodna
zaminka, pro¢ se vratit do Sarajeva a zUstat tam mésic nebo
10 néco déle. V.dubnu jsem tam stravila dva tydny a rozbité
mésto 1 to, za co bojuje, mi postupné piirostly k srdci; nékte-
i1 ze sarajevskych obyvatel se stali mymi prateli. Ale nemoh-
la jsem byt znovu jen pouhym svédkem - setkavat se s lidmi,
chodit na navstévy, tfast se strachy, pripadat si statecné,

byt v depresi, vést srdceryvné rozhovory, jesté vic se rozhof-
¢it, zhubnout. Jestli se mam vratit, musim se néjak zapojit

a néco udélat.

Spisovatel uz si nemtze myslet, ze je jeho povinnos-
ti predat zpravu zbytku svéta. Svét uz vsechno vi. Mnozi
vytecni zahrani¢ni novinafi (z nichz vétsina je stejné jako ja
pro intervenci) informuji o nechutnostech a krveproliti od
zacatku obklicent, ale rozhodnuti mocnosti zapadni Evropy
a Spojenych statd neintervenovat zistava pevné, a tak Za-
pad prenechava vitézstvi srbskym fasistim. Nedélala jsem si
iluze, Ze by byl maj pfijezd do Sarajeva kvili rezirovani di-
vadelni hry stejné uzitecny, jako kdybych byla lékatka nebo
vodohospodarsky inzenyr. Bude to nepatrny prispévek. Ale
rezie je jednou ze tff véci, jimz se vénuju - pisu, tocim filmy
a reziruju divadlo - a co zaroven pfinasi néco, co se uskutec-
ni pouze v Sarajevu, co tam vznikne a co tam bude spotfe-
bovano.

V dubnu jsem se seznamila s mladym divadelnim rezi-
sérem Harisem Pasovi¢em, ktery se narodil v Sarajevu, ale
po ukoncenti studii mésto opustil a pracoval vétsinou v Srb-
sku, ¢imz si ziskal slusnou reputaci. Kdyz Srbové v dubnu
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1992 rozpoutali valku, Pasovi¢ odjel do zahranici, ale na
podzim, kdy pracoval v Antverpach na predstaveni Saraje-
vo, usoudil, Ze nemuze nadale ztstavat v bezpeci exilu, na
sklonku roku se mu podarilo proplizit kolem hlidek OSN
a dostat se pod srbskou palbou do mrazivého, obkliceného
mésta. Pasovi¢ mé pozval na kolaz deklamaci podkresle-
nych hudbou a ¢astecné prevzatych z textti Konstantina
Kavafise, Zbigniewa Herberta a Sylvie Plath s nazvem Grid
(Mésto), na niz se podilela asi desitka herci; Pasovi¢ pasmo
secvicil za osm dni. Momentalné pfipravoval mnohem am-
bici6znéjsi inscenaci: Euripidovu Alkéstis, po niz mél jeden
z jeho studenttd (Pasovi¢ vyucuje na stale fungujici Divadel-
ni akademii) nastudovat Sofoklova Aidse. A jednoho dne se
mé zeptal, jestli bych neméla zajem pfijet za par mésicti zno-
vu a rezirovat divadelni hru.

Odpovedéla jsem, ze zajem rozhodné mam.

Nez jsem stihla dodat ,Ale dej mi trochu casu, abych
si rozmyslela, co bych chtéla délat®, pokracoval: ,,Co to
bude?” A ja v tom okamziku suverénné prohlasila néco, co
bych mozna nefekla, kdybych méla vic ¢asu véechno zvazit:
byla tu jedna hra, ktera se pfimo nabizela. Beckettova hra,
ktera vznikla pfed vice nez Ctyficeti lety, psobi, jako by
byla napsana pro Sarajevo a o Sarajevu.

ALE NENI TA HRA ponckud pesimisticka? ptaji se mé.
Mysli tim, jestli neni pro sarajevské publikum pfilis dep-
resivni, jinymi slovy: nebylo snobské nebo necitlivé uvést
Godota pravé tam? Jako by nebylo tieba zobrazovat zoufal-
stvi tam, kde si lidé skutecné zoufaji; jako by lidé v takové
situaci chtéli vidét dejme tomu Podivny par nebo jinou kome-
dii Neila Simona. Diky téhle povysené, ignorantské otazce
jsem si uvédomila, ze ti, kteii ji pokladaji, viibec nechapou,
o ¢em je dnes zivot v Sarajevu, stejné jako je doopravdy ne-
zajima literatura a divadlo. Neni pravda, ze vSichni chtéji za-
bavu, ktera jim nabizi Gnik pred realitou. V Sarajevu stejné
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jako kdekoli jinde je vic nez jen hrstka lidi, jimz pfinasi silu
a utéchu, kdyz je jejich vnimanti reality stvrzovano a pretva-
feno uménim. To neznamena, ze lidem v Sarajevu nechybi
zabava. Dramaturgyné Narodniho divadla, ktera zacala po
prvnim tydnu chodit na zkousky Godota a ktera studovala na
Kolumbijské univerzité, mé pfed mym odjezdem pozadala,
jestli bych ji neprivezla nékolik vytiski Vogue a Vanity Fair,
az se budu za par tydni vracet: chtéla si pfipomenout vsech-
ny ty véci, které ji zmizely ze zivota. Urcité by se naslo vic
Sarajevand, ktefi by radéji vidéli film s Harrisonem Fordem
nebo zasli na koncert Guns N’ Roses, nez aby sledovali Ce-
kani na Godota. Totéz platilo pred valkou. Je dokonce mozné,
ze nyni to plati o néco méné.

Pokud vezmete v Gvahu, Jake hry se hrdly v Sarajevu
pred zacatkem obklic¢eni, pak neni Cekdni na Godota volbou,
ktera by publiku pfipadala zvlastni nebo pochmurna -

v kontrastu s promitanymi filmy, které prakticky bez vyjimky
patfily k velkym hollywoodskym trhakim (malému kinu
pry pro nedostatek divaka hrozilo zavieni uz tésné pred
valkou). Dalsi inscenace, které se momentalné zkousi nebo
hraji, jsou Alkéstis (o nevyhnutelnosti smrti a smyslu obéti),
Aids (o vale¢nikové silenstvi a sebevrazd¢) a Vagonit, coz je
hra chorvatského autora Miroslava Krlezy, jednoho ze dvou
mezinarodné uznavanych spisovatelﬁ prvni poloviny 20.
stoleti z byvalé _]ugoslawe (druhyrn Je Bosnan Ivo Andri¢),

a jeji nazev hovoti za ve. Ve srovnani s tim je Cekdni na Godo-
ta dost mozna ,nejleh¢i® kus v nabidce.

OTAZKA VE SKUTECNOSTI NEZNI, pro¢ v Saraje-

vu zije kultura i po sedmnacti mésicich obkliceni, ale pro¢
nezije vic. Pfed zabednénym kinosalem vedle Komorniho
divadla visi vybledly plakat inzerujici Mlceni jehndtek, napftic
prelepeny paskou s napisem danas (dnes), coz bylo 6. dub-
na 1992, v den, kdy skoncilo chozeni do kina. Od vypuk-
nuti valky jsou vsechna kina v Sarajevu zaviena, prestoze
vSechna neutrpéla pfti ostfelovani vazné poskozeni. Budova,
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kde se lidé schazeji v predem uréeném case, by byla prilis
lakavym cilem pro srbské zbrané, kromé toho nefunguji
dodavky elektfiny, takze nelze zapnout promitacku. Ne-
konaji se koncerty, kdyz nepocitim osamoceny smyccovy
kvartet, ktery zkousi kazdé dopoledne a pfilezitostné vy-
stupuje v malé mistnosti, ktera je soucasné galerii a kam se
vejde pouze Ctyficet lidi. (Mistnost je v téze budové na ulici
marsala Tita, v niz sidli Komorni divadlo.) Jediné misto,
kde probihaji vystavy obrazt a fotografii, je galerie Obala,
ale zadna z vystav netrva déle nez tyden a né¢které ziistanou
oteviené jen jediny den.

Nikdo, s kym jsem v Sarajevu mluvila, nerozporuje, ze
kulturni Zivot v Sarajevu je znacné profidly; koneckonct tu
stale zije mezi 300 az 400 tisici obyvateli. Vétsina sarajev-
skych intelektualt a tvarcich lidi, véetné vétsiny ucitelského
sboru ze Sarajevské univerzity, z mésta utekla uz na zacatku
valky, nez se mésto dostalo do naprostého obkliceni. Mimo-
to se mnozi Sarajevané zdrahaji opustit domov, neni-li to
nezbytné nutné, napiiklad kdyz si potfebuji dojit pro vodu
nebo vyzvednout piidély distribuované Ufadem vysokého
komisate OSN pro uprchliky; bezpecno sice neni nikdy ni-
kde, ale na ulicich je pfece jen vétsi duvod k obavam. A jesté
horsi nez strach je deprese - vétsina mistnich trpi silnymi
depresemi -, z niz prameni netecnost, vycerpani a otupélost.

Kromé toho byl hlavnim méstem kultury byvalé Ju-
goslavie Bélehrad a mam dojem, ze v Sarajevu je vizualni
uméni poné¢kud odvozené a balet, opera a hudba jsou tu
zalezitosti rutiny. Z praméru vybocuje pouze film a divadlo,
a tak neni prekvapivé, ze oboji pokracuje 1 v dobé obklic¢eni.
Dokumentarnimu i hranému filmu se vénuje produkéni spo-
le¢nost SAGA a ve mésté stale ptsobi dvé funkéni divadla.

Uryvek textu z knihy: Where the Stress Falls,
NY: Farrar, Strauss and Giroux, 2001.
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KONFERENCE FASCINACE:
RUMUNSKO

Andrea Slovakova

Konference Fascinace, doprovodny industry program roz-
lehlé sekce experimentalnich dokumenti, se jiz sedmym ro-
kem soustfedi na téma prezentace a distribuce pohyblivého
obrazu - jak v kontextu uvedeni na platné v kiné¢ (festivaly,
specializované udalosti a instituce), tak v galerii. Jelikoz se
ji kazdy rok acastni profesionalové z vyznamnych instituci
zminénych distribucnich okruhi z celého svéta, jihlavsky
festival si vytkl za cil také pro né postupné zmapovat expe-
rimentalni a undergroundovou filmovou tvorbu (¢asto za
hranicemi danych zemi zcela neznamou), ktera vznikala ve
statech byvalého vychodniho bloku v dobé komunistické
totality. Letos je tento retrospektivni program zaméfeny na
Rumunsko.

Rumunska experimentalni scéna méla od Sedesatych
let 20. stoleti nékolik center. V Aradu byl zaloZzen umélecky
kolektiv kinema ikon, v Temesvaru zacala ptsobit umélecka
skupina Sigma, dal$im centrem byla Bukurest, kde se obje-
vilo nékolik nekonvenc¢nich filmatskych osobnosti (jednou
z nejvyraznéjsich byl Ion Grigorescu). Z typického profilu
autoru, ktefi se soustfedili na avantgardni tvorbu, se pak
vymyka naptiklad Mircea Saucan, rezisér celovecernich
hranych filmd, ktery natocil také industrialné-lyrickou ste-
dometrazni féerii Pozor! (1967, The Alert!).

Piiznac¢né pro skupiny vytvarejici experimentalni filmy
bylo, ze jejich ¢lenové (a ojedinéle ¢lenky) vétsinou pricha-
zeli z jinych oblasti tvorby a byli odlisného uméleckého
vzdélani nez filmového. Tento vliv literatury, vytvarného c¢i
performativnich uméni (v ptipadé kinema ikonu) ¢i ptirod-
nich véd a nejvice matematiky a geometrie (v pfipadé sku-
piny Sigma) se vtiskuje do dél jak ve volbé filmem zkouma-
nych otazek, tak v jejich (zejména) vizualni podobé. Zajem
o zkoumani vizualnich limitd materialu, jakoz i moznosti

geometrickych a rytmickych vztaha stiihové skladby, ale
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také podob reprezentace filmového média dokladaji siroky
intelektualni zabér autorti. Druhym podstatnym vlivem
byla znalost zapadnich avantgard. Prevazné v Bukuresti
existovaly moznosti zhlédnout evropské i americké soudobé
avantgardni filmy (pfedevsim diky mistnim velvyslanec-
tvim). I timto si mazeme vysvétlit pokrocilost zahrani¢nich
inspiraci, které jsou viditelné zejména v materialovych a per-
formativnich filmech.

Vedle dislednych strukturalnich experimentu, zkou-
mani geometrickych a svételnych vztahd je z filma tohoto
obdobi zjevna radost z kontaktu s filmovym materialem.
Dilo Znecisténi (1977, Pollution), v némz vyskrabané ttvary,

z nichz nékteré pripominaji filmovou perforaci, pronasle-
duji a ohrozuji skupinu umélci, kteii pied nimi prekotné
utikaji v oteviené krajiné, je rozvernou hrou (performativné
1 materialové), stejné jako dimyslnou sebereflexivni tvahou
0 ,hranicich® filmu, zde zpfitomnénych jako okraj jeho ma-
terialové slozky.

Maloktera ze zemi byvalého vychodniho bloku se mtze
pysnit tak vysokym poctem experimentalnich filma vznik-
lych v dobach komunistické diktatury a zaroven tak vysokou
mirou jejich archivniho zpracovani, katalogizace a také di-
gitalizace, jako je tomu v pripadé Rumunska. O ¢ast tvorby
pecuje galerijni infrastruktura (naptiklad o tvorbu skupiny
Sigma a vybranych autort z Bukuresti). Kolektiv kinema
ikon funguje dodnes, o filmové dédictvi pecuje jeden z jeho
zakladajicich ¢lent Calin Man a vedle dusledné katalogiza-
ce a kritické reflexe systematicky zajistuje prezentaci a také
digitalizaci filmt. Skupina vytvofila od svého vzniku do
konce osmdesatych let 62 dokumentarnich a 62 experimen-
talnich filma a dnes jsou jiz zdigitalizovany vsechny.

Dvacet ¢tyfi filmu této retrospektivy reprezentuje riz-
norodé stylistické postupy, techniky prace s filmem i autor-
ska gesta.
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KLiADNE STRANKY TEMNE STRANY
SVETA ANEB JAK ZUSTAT NAD
HLADINOU V NEJISTYCH DOBACH

Ileana Selejan

Stru¢né l1ze historii zrodu kinema ikon shrnout nasledov-
né: na podzim roku 1970 George Sabdu, profesor estetiky
a teorie uméni na umélecké skole Scoala de Arta v zapado-
rumunském Aradu zalozil tzv. Atelier 16, z néjz se pozdéji
vyvinula kinema ikon - prostor vénovany studiu a tvorbé
experimentalniho filmu. Okruh studentt a spolupracovni-
ki, ktery se kolem této dilny soustredil, byl piisné idiosyn-
kraticky a mezidisciplinarni, coz toto spolecenstvi jiz od
samého pocatku odlisovalo. Tito tvtrci se oznacovali za
umélce, spisovatele a hudebniky, ale byli mezi nimi i zastup-
ci tak vzajemné vzdalenych obort, jako je napiiklad design,
divadlo nebo kybernetika. Mezi lety 1970 a 1989 vytvofila
ki 62 experimentalnich 16mm filma. Po revoluci v Rumun-
sku v prosinci 1989 skupina zaméiila svou pozornost na
dalsi média, a rozsitila tak svou produkci na videotvorbu
a pocitacové uméni, pficemz neustale pokracovala v praci
na pomezi umélecké tvorby a technologii. Harmonogram
aktivit skupiny lze rozdélit do nékolika ,fazi®, které shrnuje
sam Sdbau: experimentalni film (1970-1989), smisena média
(1990-1993), hypermédia (1994-2005) a od roku 2006 hyb-
ridni média. Tato esej se pfitom vénuje predevsim prvni fazi.
Skupina kinema ikon zahajila ¢innost jako filmovy klub
s kazdotydennimi projekcemi a diskuznimi setkanimi v ate-
liéru mistni Scoala Populara de Artéd (Lidové Skoly uméni)
v Aradu. Clenové skupiny se postupné zacali vénovat tvorbé
kratkometraznich filmé pod uméleckym vedenim profesora
Sdbaua. Autorsky se pohybovali mezi abstrakei a figurativni
tvorbou, pfichazeli zejména s formalnimi experimenty, hrou
se strukturou, barvou a tony, zasahy do povrchu obrazt za
pomoci fezi, vrypu, paleni a pfemalovani - tento modus ope-
randi je pritom nejpatrnéjsi v tvorbé Ioana Plese a Emanuela
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Teta. Tito ,studenti® jiz mezitim stihli absolvovat stfedni
skoly a pozdéji univerzity a mnozi z nich se posléze vydali
na profesionalni uméleckou drahu, nicméné starsi tvorba
skupiny ki je i pfesto neustale inspirovala. Pritahovani roz-
tiisténymi momenty a Sokujicimi juxtapozicemi pohybu

a zvuku se pokouseli formativné nakladat se strukturou a na-
rativem, licili pfibéhy bez zakonceni, narusovali tok vypra-
véni a nahrazovali jej antinarativni, absurdni perspektivou.
Velky dtiraz byl kladen na praci s obrazem jako fragmentem
vyjmutym z kazdodenni reality. Sdbau tato cviceni pojimal
v teoretické roviné a celé téma rozvijel pomoci tzv. obrazové
banky, sbirky filmovych atrzku, ze kterych hravym zputso-
bem vybiral, stfihal, mixoval a remixoval rekonfigurované
svéty. Jeho snimky Decupaje (Odstiizky, 1980-1985) a Fragmen-
tarium (1985-1990) jsou skvélymi ptiklady této principial-

ni techniky v praxi. ki pfitom zaujima jedinecnou pozici

v ramci déjin soucasného rumunského uméni, nebot to byla
jedind umélecka skupina v zemi, ktera jesté pred rokem 1989
vytvorila vétsi mnozstvi experimentalnich filma. Co se iden-
tity a teoretického zakladu tyka, 1ze ji srovnat se skupinou
Sigma (1969-1981) z nedalekého Temesvaru, jejiz zalozeni
souviselo, podobné jako v piipadé ki, s prostfedim umélecké
skoly, pricemz posledné jmenovana skupina méla rovnéz
mezidisciplinarni zaklad a stala se prukopnickou formaci
experimentalni tvorby s vyuzitim raznych médii.

Divaci téchto filma z doby po roce 1989 casto vyjadio-
vali svtij udiv nad arovni estetické autonomie v ramci dobo-
vého spolecensko-politického kontextu. Nékteti zminovali
piitomnost jistych rusivych prvkd, jez snad predstavovaly
projevy nevyicené kritiky. Mozna tomu tak bylo. Filmy
skutecné pusobi jaksi znepokojivé, rusivé... Dojmem, ktery
je tézké presné popsat. Dalsi divaci sli ve své zvidavosti jesté
dale, véetné dotazti typu: byly to disidentské (tj. protire-
zimni ¢i tzv. antisystémové) filmy? Oteviené jisté ne. Pres-
toze nékteré z ryst (postoju, gest a odkazt) téchto snimka
mohou byt vskutku vnimany jako ,,podezfelé” a mohou
tak podporovat domnénku, ze se mnohde vazné mihnou.
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Skryté naznaky, mistrné vyuziti ironie a metafory nicméné
brani ve vytvareni definitivnich zavéra. Nase vlastni zivotni
podminky nevyhnutelné ovliviuji zpisob, jakym tyto filmy
vnimame, navic z odstupu pétactyficeti let. A spolu s prfizna-
nim naseho zvlastniho geopolitického postaveni z pohledu
zemi byvalého vychodniho bloku musime navic brat v potaz
vlastni nazory ovlivnéné kontextem slozité historické paméti
rozlozené mezi obdobi pfed rokem 1989 a po ném. V aktu-
alnich dobovych podminkach byla skupina ki nucena fun-
govat v mezich ideologickych struktur tehdejsiho rezimu,
coz ovlivnovalo jeji pfistup k filmové tvorbé i sam obsah.
Pro pochopeni vaznosti dasledki, kterym tvirci podezfeli
z kritiky rezimu celili, maze slouzit pfiklad reziséra Luciana
Pintilie a jeho filmu Reconstituirea (Rekonstrukce) z roku 1968,
ktery byl zcenzurovan z divodu (neptimé) kritiky tehdejsi-
ho rezimu a kratce po své premiéte skoncil v trezoru. Podob-
ny osud potkal ijeho dalsi film De ce trag clopotele, Mitica? (Pro¢
zvoni zvony, Mitico?) z roku 1981, ktery mohl byt v Rumunsku
uveden teprve po roce 1989. Prestoze se tvardi... aktivity ki
nikdy nestaly bezprostfednim ter¢em cenzurnich organd,
stoji za zminku, ze jejich filmy byly uvadény vzdy jen pro
uzky okruh divaki, véeobecné vzato v tizkém kruhu pratel
z prostredi umélecké a filmarské komunity. Tento pfistup
byl rovnéz soucasti strategie, jak se vyhnout nechténé pozor-
nostl rezimu.

Ale jako obycejné, i to mélo hacek. V tomto okamzi-
ku pfibéhu skupiny bych vam méla nejspis prozradit, ze
na tuto otazku se vam odpovédi nedostane. Soudobé pu-
blikum si skrytych naznaka dobte véimalo. Prestoze tyto
naznaky pisobily lakavym dojmem skrytého politického
komentare, pfedstavovaly past, ktera byla pvoloiena zamér-
né, doslova mezi fadky, jako jakasi hiicka. Clenové skupiny
se zajimali o tvorbu dfivéjsich mistrti avantgardy, zvlasté
o predstavitele dadaistického a surrealistického hnuti. Ne-
byly jim tak cizi filmy Luise Bunuela, Fernanda Légera i
Hanse Richtera, jejichz kopie se jim ¢as od ¢asu dafilo zis-
kat — podobné jako snimky povale¢nych velikantt Andrzeje
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Wajdy, Andreje Tarkovského, Michelangela Antonioniho
nebo Alaina Resnaise - k pravidelnym Gternim diskuznim
projekcim v proslulém skolnim ateliéru. I ve tvorbé ¢lent
skupiny ovsem nalezneme jisty spodni proud, naladu, kte-
rou se fada filmovych kritika a historika ¢asto snazila iden-
tifikovat. Podle Sabaua tvofi tento roztiistény a mirné dezo-
rientujici ,efekt” pouze dalsi ¢ast ptibéhu. Nejspis bychom
jej tak méli povazovat za jisty déjovy piidavek, encore. Kdyz
uz si tak divak mysli, ze vypravéni dospélo k zavéru, nasta-
va dalsi zapletka spojena s déjovym obratem, nasledujicim
ovsem az po rozuzleni (denouement).

Skupina nikdy nevytvarela samizdatova dila, prestoze
to tak casto nezamérné dopadlo. Zabyvali se filmem jako
interdisciplinarnim uméleckym smérem a jejich snaha smé-
fovala pfedevsim k rozsifovani jeho estetického potencialu.
Hlavnim jejich cilem pfitom bylo zbavit filmovou tvorbu
funkce nastroje slouziciho k politickym tceltim a osvobodit
ji z role soucasti statniho aparatu, at jiz ur¢ené k dokumen-
taci, sledovani, zabavé, ¢i k jinym cilam. Presto se ale jejich
snahy o autonomni tvorbu mijely s programovymi zaméry
stranickych a kulturnich organii. Samotna experimentalni
tvorba v prosttedi naklonéném tradi¢nimu chapani uménti
mohla byt navic vnimana jako subverzivni uz sama o sob¢.
Pro generace autorti rumunského souc¢asného umeéni od
konce sedesatych let byl charakteristicky zajem o nasledova-
ni alternativnich, ¢asto az undergroundovych smérd, spolu
se snahou vyhybat se ,oficialni umélecké scéné. A nejen to:
podobné neposlusné postoje, podtrzené naprosto pocho-
pitelnou nevoli ke konformité, byly mezi ,mladezi v ramci
tehdejsiho vychodniho bloku véetné zemi SSSR skute¢né
velmi rozsifené. Mezi rizikem a takzvanym kompromisem
tak existovala tenka ¢ara, po niz se musela fada ,nekon-
ven¢nich® uméleu, rezisért, spisovateld a dalsich pohybovat
s obrovskou opatrnosti.

Vyuzivat film jako experimentalni médium bylo samo
o sobé gestem disidentstvi, ne-li otevieného protestu, roz-
hodné totiz neslo o druh estetiky, ktery by tehdejsi rezim
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upfednostnoval ¢i prosazoval. Na druhou stranu tento druh
uméni nebyl oficialné zcela zavrzen, dokonce byval spise
tolerovan. I dalsi soudobi rumunsti umélci se vénovali zkou-
mani estetickych moznosti filmového média, zejména po-
zici kamery jako hlavni zaznamové slozky. Kupiikladu Ion
Grigorescu nebo Geta Bratescu zamérné obraceli objektiv
kamery proti vlastnimu télu, a to v prostiedi stisnénych pro-
stor svych ateliérti a domovi. Nezavisle orientovani tvirci
hledali nova ttocisté mimo statni galerie a oficialni vystavni
prostory. Spole¢nym jmenovatelem té doby se staly domaci
experimenty, performance a happeningy, které jsou skvéle
zachyceny v dokumentaénim zdznamu fhouse pARTy (1988),
souboru dvou celonoc¢nich akei sestavajicich z instalaci
a performanci a probihajicich v bukurestském byté umélecké
dvojice Nadiny a Decebala Scribaovych. Namisto vyjadfo-
vani oteviené kritiky méla vétsina téchto gest a akci za tcel
spise se zasahtim prorezimnich politickych organt vyhybat
a obchazet je. Grigorescutv oteviené protistatni 8mm film
Dialog cu Ceausescu (Dialog s Ceaugescem) z roku 1978 predstavu-
je v tomto smyslu vyjimecny pocin, ktery se pochopitelné
dockal uvedeni az v porevolucnich letech.

Z oficialniho hlediska se kinema ikon musela snazit
nalézat zptsoby koexistence s dalsimi kulturnimu ¢initeli
a organizacemi jak na mistni, tak na celostatni Grovni, a to
nejen v oblastech uméni a kultury, ale i ve vztahu vici statni
hierarchii. Jak fungovat v relativné svobodném duchu ve
stinu vevidouciho rezimu? Uskutec¢néni tvarci dilny vé-
nované vyhradné experimentalnimu filmu by (alespon dle
jejiho iniciatora) tehdy bylo téméf nemyslitelné az nemozné.
Nakonec se vsak nalezla jista obezlicka. Skupina kinema
ikon oficialné fungovala jako amatérsky filmovy klub, ktery
se zabyval tvorbou dokumentarnich snimka na zakazku nej-
raznéjsich slozek statni spravy a samospravy v Aradu. Tato
skute¢nost vedla k vytvofeni sité, kterou sice Sabdu charak-
terizuje jako ,kompromisni, vyhybavou, maskovaci a du-
plicitni®, aktivitam skupiny nicméné zajistovala jistou kon-
tinuitu. Dokud totiz byly Gspésné plnény urcené ,kvoty®,
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nevznikala u organt prilisna chut podnikat nechténé zasahy
proti ¢innosti celé skupiny ¢i uméleckym aktivitam jednot-
livych jejich ¢lent. Tyto zakazky navic skupiné poskyto-
valy zivotné dilezity zdroj piijma v podobé materialniho

a technického vybaveni. Zhruba od poloviny sedmdesatych
let az do roku 1989 tak vzniklo 62 autorskych snimki na-
to¢enych na filmovy material, ktery byl vyclenén z ptidélu
urc¢eného na produkci 62 oficialnich dokumentarnich filma.
Zda se tedy, ze vse fungovalo, ovsem tato situace rozhodné
nebyla dlouhodobé udrzitelna. Sabiu obdrzel podporu pro
usporadani své tvarci dilny teprve poté, co jeho film Ipostaze
Simultane ziskal v roce 1970 cenu na mezinarodnim festivalu
kratkometraznich filmt v Brné. Paradoxné az v osmdesatych
letech, konkrétné po nékolika konfliktech se statni tajnou
policii Securitate, obdrzela kinema ikon zakaz uvadéni své
tvorby v zahranici a své pozvani k projekcim v pafizském
Centre Pompidou tak nakonec vyuzila az v poloviné deva-
desatych let. To uz ovSem bylo pfilis pozdé. Jak to (opét)
shrnul sam Sdbau: ,Nemélo cenu vytvaret experimentalni
snimky, které by ¢asové souznély se Zapadem, nebot jsme je
nemohli prezentovat v okamziku jejich vzniku.*

Vyvoj ki se i pfesto nezastavil. Pravé naopak: tvorba
skupiny se v poslednich letech a desetiletich vyrazné pfizpu-
sobila, proménila a dockala rozkvétu. Dokonce i starsi filmy,
vzhledem k neustalému posunu soucasnosti, se dockaly
své druhé prilezitosti a po ni dalsi a dalsi. A tak je tomu az
dodnes.

Dals$im vyznamnym momentem Sabauovych vzpo-
minek je jisty druh mystického Vychodu, ktery zdtraznuje
podradné postaveni zemi tzv. vychodniho bloku a jejich
izolaci za zeleznou oponou v dobach vrcholici studené
valky. Tento narativ sice prevlada spise na Zapadé, ovsem
1 mistni kritici jej leckdy hojné posilovali. Podobné dédic-
tvi zaloZené na zkusenostech a dramatickych udalostech
vsak sméfuje k vytvareni stereotypu a upeviovani profilu
Vychodu v ¢asech socialistického statniho rezimu, obzvlas-
t¢ pak v kontextu totalitniho rezimu, coz byl pravé ptipad

210 Konference Fascinace: Rumunsko



Rumunska. Onéch 62 experimentalnich filma nastésti ote-
vira prostor k debaté, ktera je dostate¢né oteviena, aby do-
kazala pojmout jak predstavy Zapadu, tak tuzby Vychodu.
Mytus, ktery ovSem musi byt rozptylen, je predstava, ze tyto
filmy mohly vzniknout jediné na kulturné cistych zakladech,
bez rusivych vlivii Zapadu, Hollywoodu, kontextu svétové
kinematografie apod. Ackoli podobné podminky by nebylo
snadné vytvofit ani v laboratornim prostfedi, mohly by vést
k experimentu s obrovskym dopadem! , Kultura® ma ov-
sem sklony k prekracovani hranic a jeji pfedméty, myslenky
a sméry se navzajem prostupuji. I ty nejbedlivéji stiezené
hranice tak v tomto smyslu ztstavaji propustné. Déjiny
pasovani kulturnich predmétti do zemi vychodniho bloku

a SSSR, pocinaje od filmu a ¢asopist az po vinyly a dziny,
je dlouha a bezedna, plna komickych i tragickych ptihod...
Proto by bylo nutné sepsat celou dalsi esej vénovanou kul-
turnim odkazim, které byly pro tvorbu ki obzvlast formativ-
ni: od Cahiers du cinéma po Pink Floyd, a to véetné zminek
o tom, jakym zptsobem se projevuji v jeji filmové tvorbé.

Poznamka autora: Text vychazi z kritickych reflexi a vlastniho podrobného vyzkumu déjin vyvoje
skupiny kinema ikon pred r. 1989. Jsou v ném zminény nékteré klicové texty véetné ¢lanku George
Sibau: ,kinema ikon, Mildly Nostalgic Notes® in: kinema ikon: films / 1970-2020

(Arad Art Museum, 2019): 211-217. issuu.com/kinema-ikon/docs /ki50-films
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KINEMA IKON:
FILMY / 1970-2020

V roce 1970, po natoceni filmu Simultanni hypostdze, zalozil
George Sabau s podporou tfednich mist Atelier 16 na umeé-
lecké skole v Aradu a zacal dostavat 16mm filmové pasy, ofi-
cialné urcené pro vyrobu dokumentarnich filma. Z filmové-
ho materialu pridélené¢ho na jednotlivé dokumenty pokazdé
»usetfil” jistou ¢ast na experimentalni filmy. V archivu umé-
lecké skupiny kinema ikon se tak zachovalo 62 dokumentar-
nich a 62 experimentalnich snimka. Sva dokumentarni dila
vSak kinema ikon nebrala v potaz; povazovala je za jedno-
ducha cviceni, z nichz se mohou vyvinout experimentalni
filmy. V soucasnosti hleda tato umélecka skupina rozumnou
cestu, jak se ke svému dokumentarnimu materialu vratit.

Vorspann, VHS (26:01) 1970-1989 - Kdyz se v roce 1990
workshop kinema ikon premistil z umélecké skoly do mu-
zea v Aradu, 16mm kapitola historie umélecké skupiny se
uzavtela, protoze mladsi umélce lakalo video a pozdéji nova
média. Zajem o experimentalni filmy nicméné pokracoval,
mimo jiné diky pozvani Centre Pompidou z roku 1995 zor-
ganizovat projekci v Cinéma du Musée. Prvni setkani v roce
1987 bylo potlaceno komunistickym rezimem. V ramci
piipravy na projekci v roce 1995 doslo k revizi celého archi-
vu a z 62 film1 jich bylo vybrano 22. Pii té ptilezitosti prisel
George Sidbau na myslenku vytvorit stithovy film, ktery by
obsahoval zabéry ze vSech dosavadnich filma vyrobenych
skupinou kinema ikon. Konkrétné bylo z kazdého filmu
vysttizeno jedno okénko. Vysledkem byl Vorspann, ktery se
promital na platno pfi workshopech a byl zkopirovany na
videokazetu S-VHS, takze vsechny filmy z archivu mohly
své docasné ztracené okénko ziskat zpét. Po dobu nékolika
tydnda tak jeden film z produkce kinema ikon znicil vsech
62 natocenych snimku a ty zase, poté co byly uvedeny do
puvodniho stavu, znidily stfihovy film, z néhoz zbyla jen
prosta videokopie.
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NEVEDOMA AVANTGARDA:
O (FILMOVE) PRAXI KINEMA IKON

Horea Avram

Padesat let experimentalniho filmu... Za tak dlouhou dobu
doslo k mnoha zménam v politice, spolecnosti i uméni.
Hodné se zménila i umélecka skupina kinema ikon. Jeji
dlouhad, plodna kariéra zahrnuje vyrobu experimentalnich
filma za komunistickych casii, hypermédia v reakci na
rozmach internetu a CD-ROM v devadesatych letech a od
poloviny prvniho desetileti nového tisicileti také multimédia
a mnozstvi kolektivnich projekti. Pii prochazeni tohoto roz-
sahlého a izasného souborného dila si nelze nepov§imnout
jednoho pretrvavajiciho rysu, jenz se nevytratil navzdory
mnoha zménam ve slozeni skupiny, uméleckych pfistupech
a spolecenském klimatu. Timto rysem je vsudypfitomna sna-
ha inovovat, zkoumat. Jakysi druh avantgardniho pfistupu,
ktery vybizi ke kritickému mysleni, vyzyva k hledani moz-
nosti roz$ifovani potencialu média a piilezitosti sabotaze
reality. Tomuto postoji itkam ,nevédoma avantgarda®.
Ackoli se nejedna o nevinny vyraz, rad bych jej zbavil
zbytec¢né teoretické zatéze a navrhl jeho jednoduchou kon-
ceptualizaci - se véemi riziky, které Ize predpokladat - jakoz-
to internalizaci avantgardniho ducha prostrednictvim umélec-
ké praxe skupiny kinema ikon (ve filmu ¢i jinych medialnich
formach). Internalizaci mam na mysli (ne)védomé prebirani
urcitych kulturnich vzorci a uméleckych hodnot a soucasné
jednani, jez je podkopava a komplikuje. Neboli kombinaci
induktivniho uvazovani zalozeného na zkusenosti a konceptu
a instinktivni potfeby ucinit krok vpfed pii ohledavani ne-
samozfejmych, novych moznosti (¢i slovy Rosalind Krauss

1 Rosalind E. Krauss, The Optical 2 J€]i pfiznacné nazvané stati Moznosti

Unconscious. Cambridge, Mass.
a Londyn, Britanie: The MIT Press,

samotné vize).! Jinak fec¢eno, avantgar-

1993, str. 217. du je tfeba pfijmout za implicitni stav

a soucasné¢ pracovat s automatizaci uméleckého aktu tvari
v tvar racionalizaci a historizaci avantgardy (zde lze nalézt

219 Konference Fascinace: Rumunsko



jistou paralelu s politickym subjektem Fredrica Jamesona).?
Praxe skupiny kinema ikon se zajisté fidi 2 Fredric Jameson, The Political
avantgardni logikou (tou, ktera neni ve sku- gﬁ;ﬁ;ﬁﬁ‘;fﬁﬁ“& ‘ije”l‘l’“”y
te¢nosti historicky vymezena), co se ty¢e  University Press, 1981.
estetického radikalismu a odporu vici es-
tablishmentu, ackoli samotna skupina nikdy nepfijala po-
dobné logistické ¢i komunikacni strategie, jako je vydavani
explicitnich ,manifestd“ nebo zapojeni do programovych
schémat, a upfednostnovala intuitivni umélecky postoj
a organickou spolupraci. To je zfejmé i z pfijeti undergroun-
dového ¢i okrajového statusu, ktery jejim clentim ve zminé-
nych desetiletich (mozna paradoxné) nezabranil v synchro-
nizaci tvorby s dénim na mezinarodni umélecké scéné.
Rumunska avantgarda byla tradi¢né pomérné radikal-
ni, jeji rozsah a ptisobnost byly dany ¢etnymi publikacemi
a vlivnymi osobnostmi, které k ni patfily a vétsinou byly
ve spojeni se svymi zahrani¢nimi kolegy, coz mélo znacny
vyznam. Avantgardni hnuti v Rumunsku vsak pfili§ netihlo
k filmové tvorbé: pred diskurzem zprostiedkovanym ob-
jektivem dostavaly prednost pisemné invektivy ¢i buficské
malby. Vzhledem k neexistenci odkazu, k némuz bychom
meéli pripojit absenci jakéhokoli piimého spojeni historické
avantgardy a neoavantgardy s tim, co nasledovalo po nich
(v dtsledku preruseni kulturnich vazeb za komunismu), se
miuzeme legitimné tazat, kde tato skupina cerpala energii
avize. Odpovéd na tuto otazku poskytuje teoretik George
Sdbau, osttileny vidce kinema ikon, kdyz poznamenava, ze
skupina vzdy hledala ,néco jiného - a jinak®.? Vsak se také
pracovni etika kinema ikon zaméfovala na inovaci a pravé
,jinakost® byla tim, ¢im se skupina (a jeji 3 George Sibau,
nevédoma avantgarda) vyznacovala pre- iﬁ; Ez’;figialg?;i;’ry k;fezem
devéim. catalogue, ed. kinema ikon.
Bukurest: Narodni muzeum
soucasného uméni, 2005, str. 8.

Soucasnym viidcem skupiny je
Cilin Man / reVoltaire.
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HUMOR

Horea Avram

Dalsim klicovym projevem nevédomé avantgardy je beze-
sporu humor aironie. Pro avantgardni umélce vSech generaci
predstavovaly G¢inné zbrané, protoze byly samy o sobé
destabilizujici. Sarkasmus a davtip maji schopnost naruso-
vat vefejnou sféru, vstupovat do polemik a sokovat burzoa-
zii a hlavni proud uméni. Navic je dilezité neopomenout,
ze humor a ironie poskytovaly tc¢innou strategii pfeziti v rep-
resivnim komunistickém rezimu. Je-li vsak tento avantgardni
arzenal pfitomen v tvorbé kinema ikon, potom neni pouzit
k vyjadreni otevieného disentniho postoje ¢i primé kritiky
moci. kinema ikon radéji volila jemnéjsi piistup zalozeny na
slovnich hrickach, inteligentni ironii ¢i absurdité, ktery byl
pro jeji uméleckou tvorbu od samého pocatku charakteris-
ticky. Jak zdtiraznil George Sabdu, v tom spocivala ,,zasadni
soucast aktu nastoleni podnétné, provokativni, ludické, iro-
nické, intelektualni atmosféry, rovnéz oprosténé od kultur-
nich klisé a jazykovych stereotypu; 'idola theatri’ [¢lenové
kinema ikon] soustavné podporovali nekonvencni postoje,
které vyvolavaly klima svédcici experimenttim a neustalym
4 George Sabau, ,A contextual  facultas ludentes’.* V tomto ohledu
history of the kinema ikon growp” 501 relevantni mnohé tituly z jejich
o filmové produkce, z nichz jmenujme
alespon nékolik: Kitsch, Kitsch, Ura! (Daniel Motz, 1977), Bopa-
cul (kinema ikon, 1979), Nu trageti in pianist (Nestrilejte na pianistu)
(Romulus Bucur, 1984), Mise-en-écran (Roxana Chereches &
Liliana Trandabur, 1989), Ready Media (kinema ikon, 1995),
Uninvited. Rugine (reVoltaire, 2003-2016), Skepsis (kinema ikon,
2011) 46016°92°N 21031°57”E / SANTIER ARGHEOLOGIC /
4175 A.D. (geosab & kf, 2015), ki:ss (kinema ikon, 2015),
DADADA (reVoltaire, 2016), aaaciou. (Ileana Selejan, 2017) atd.

kinema ikon 50 / film experimental (1979—2020)
Bukurest: Dark Publishing, 2019.
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FRAGMENTOVANE VIZE.
POLITIKA ESTETIKY

V EXPERIMENTALNICH FILMECH
KINEMA IKON

Cristian Nae

Text analyzuje experimentalni filmy, které vznikly v Rumun-
sku v kinema ikon v Aradu v letech 1970-1989, a doklada,

ze Clenové této skupiny se zajimali o nova media a interme-
dialni umélecké praktiky jako o nastroje k nekonvenénimu
znazornovani autonomnich estetickych objektt. Atelier se
zaroven zaméroval na zaclenéni a roz$ifeni slovniku avant-
gardniho filmu vyuzitim strategické fragmentace vizualniho
vnimani. Z téchto divodt zastavam nazor, ze pojmu ,kriti-
ka ideologie® zde lze pouzit ani ne tak pro zobrazujici obsah
téchto filmu, jako spis pro osobité zptsoby tvorby a vizualni
formy, jimz daly vzniknout v souladu s ,politikou estetiky®,
kterou zastaval Jacques Ranciere.

KRITICKA MONTAZ

Vyznam estetické autonomie coby apolitického postoje vy-
chodoevropské avantgardy byl zdtraznén pfi nejedné pfi-
lezitosti (Piotrowski 2012, 82-84; Nae 2011; Carneci 2014,
94-95; Serban 2013). Alina Serban (2013, 159-162) ve svém
pojednani o vizualni umélkyni Geté Bratescu poukazuje

na dalezitost umélcova ateliéru jakozto izolovaného mista,
kde je ja imaginativné reflektovano a konstruovano a sou-
¢asné zrcadleno a transformovano. Podobné lze 1 neformal-
ni filmové studio kinema ikon, které George Sabau zalozil
v rumunském Aradu, povazovat nejen za reakci na stavajici
spolecensko-politické podminky poslednich dvou dekad
socialismu, symptomatické pro represivni kulturni klima, ale
také za misto pro transformaci tohoto kontextu vytvorenim
a zajisténim autonomniho dusevniho prostoru, heterosko-
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pického prostoru protichiidnych reprezentaci, z nichz méli
prospéch nejprve ¢clenové skupiny a pozdéji jejich publi-
kum.

Po prozkoumani vizualnich a technickych strategii
né¢kolika z 62 experimentalnich filmi, které vznikly v ramci
kinema ikon v letech 1970-1989, navrhuji ve shodé s jinymi
studiemi, jez si povs$imly, ze ,pouziti média urcitého typu
dila [je] samo o sobé politickym vyjadienim® (Selejan 2012),
vénovat pozornost vizudlni fragmentaci, jiZ si skupina osvojila a jez
prispivd k odhaleni materidlni podstaty a tim i neprithlednosti plitna.
AmiZ opomenu, abstrakei, zamérim se na zakladni proky kinematografie
(ramovani, zoomovani, pohyb kamery) a zdraznéni ,au-
tonomniho vizudlniho fragmentu® a zamyslim se nad tim,

v ¢em se rané experimentalni filmy kinema ikon podobaji
strukturalnimu filmu (Sitney 2000, 326-348), ktery podtizo-
val zobrazovani a vypravéni materialnim a jazykovym zvlast-
nostem média samotného (Leighton 2008, 21-22). Uplat-
nénim této formalni strategie rovnéz tvar¢im zptasobem
rozsifili filmovou praxi mezivalecné avantgardni filmové
kultury, zejména vyuzitim montaze, detailnich zabéra a jim
odpovidajicich teorii. Jak poznamenal Hal Foster (1994,
5-32), je mozné, ze jsme svédky navratu potlaceného po-
tencialu avantgardy (konstruktivismu, dadaismu a surrealis-
mu) v zastfené podobé vizualniho uméni konce sedesatych
let 20. stoleti. V kontextu rumunské umélecké tvorby lze
predpokladat, ze ve Fosterem zminéné represi sehralo ak-
tivni roli nucené zavadéni doktriny socialistického realismu
v letech 1945-1965 a jeji oziveni po roce 1972. Esteticky
potencial montaze a detailnich zabért, uplatnovany svéto-
vou avantgardni kinematografii jako rusivé, masové trans-
formativni vizualni techniky, ziskava v téchto originalnich
spolecenskych souvislostech novou relevanci.

Historicky avantgardni film predstavil fadu expresiv-
nich zptsobt vyuziti technik, které jsou casto spjaty s ,,mo-
dernistickou obhajobou fragmentovaného a roztfisténého
vidéni a vnimani reality® (Cavendish 2013, 7). Z téchto
strategii se nejvice prosadila vizualni fragmentace pomoci
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tvarcich stiihovych postupt, jejimz vysledkem byly zdanlivé
nesouvislé montazni sekvence. Vedle toho se v avantgard-
nich filmech dvacatych let 20. stoleti kombinovalo casté
pouziti detailnich zabért s nestabilnim pohybem kamery

a optickym zkreslovanim, které vyustily v posun od objek-
tivniho k subjektivnimu vidéni roztfisténého ja (Cavendish
2013, 7-8).

Experimentalni filmy kinema ikon uplatflvuji vsechny
tyto vyrazové strategie vizualni fragmentace. Casto vyuzivaji
kombinace fragmentace obrazu a kompozice mimo stred
zabéru kamery, aby v divakovi navodily pocit dezorientace.
Tento ucinek dale podtrhuje hojné vyuzivani montaze a stfi-
hu. V experimentalnich filmech kinema ikon neni obraz ani
zcela popisny, ani narativni, zatimco nepfedvidatelnost je
spise pfedpokladana, nez budovana metonymickym hroma-
dénim detailti. Tohoto tc¢inku je dosazeno nékolika strategi-
emi: nevyznamnosti zachycenych situaci, necitelnymi vza-
jemnymi souvislostmi, vytvofenymi montazi, pritomnosti
casto nezaostienych detailnich zabéri, které eliminuji speci-
ficnost zabéru a naznacuji spise cviceni v abstrakei. Pievazu-
jici volbu abstrakce lze vysvétlit tim, ze abstraktni malifska
praxe byla v normativnim, figurativnim jazyku rumunského
socialistického realismu po léta nepripustna. Presto jde
soucasné¢ o techniku, ktera vyuziva nepredvidatelnost reality
a odmita jakykoli pokus o jeji racionalizaci.

Stejné dulezité byly ucinky téchto experimentalnich
postupti na divaka. Ovidiu Ghitta (1985, 2) si v§ima jejich
destabilizac¢ni funkce a poukazuje na tizkostnou, bezvy-
znamnou a depresivni povahu autonomniho fragmentu.
Mezi disledky takto uplatnované otevfenosti struktury si
mizeme povsimnout zaméfeni na interval, ktery drzi oba
zabéry pohromadé - rozpojeni, které funguje jako spojeni.
Tyto ,konstruktivni mezery® vytvareji prostor pro reflexi
divaka, jehoz myslenky tak nejsou ovliviiovany, jako je tomu
v narativni (dokumentarni ¢i fik¢ni) kinematografii, ale
povzbuzeny filmovym vyrazem - coz je Gcinek, jenz ma svij

ptivod v sovétské montazi (Malitsky 2010, 359-361). Clovék
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tudiz mize zaregistrovat diiraz na autonomni fragment
reality, ktery je vytrzen z kontextu, dokud nedospéje do
stavu zdanlivé bezvyznamného grafému. Tyto postupy nalez-
neme v takovych filmech George Sabaua jako Fragmentarium
(1985-1990), které se sklada ze sledu abstrahovanych de-
tailnich zabéra tézko rozpoznatelnych ploch, odkryvajicich
razné tvary a textury, nebo Decupaje (Odstiizky, 1980-1985),
kde jsou bézné fragmenty zachycené reality (otacejici se
kolo bicyklu, fetéz kol uvniti motoru, mfizovy poklop za-
kryvajici odvodnovaci kanal) zbaveny své symbolické funk-
ce a redukovany na zakladni jednotky filmového jazyka.
Stavaji se z nich sémantické symboly, které l1ze libovolné zaradit
do jiného kontextu a v¢lenit do nového fetézce znaka. Ta-
kovy pristup k fragmentaci je typicky i pro mnoho dalsich
filma, jako je Exercitiu subliminal (Podprahové cvicent, 1979)
Alexandra Pecicana, kde kamera bloudi a zaznamenava
stiipky kazdodenniho Zivota, které se vzpiraji jakémukoli
narativnimu vyjadreni. Kamera rychle prochazi sdilenym
bytem a nataci zeny lenosici v provokativnich erotickych
pozach, potom pfeskodi jinam, aby zachytila shon skupiny,
ktera se shromazdila na vystavé vytvarného uméni, a vzapéti
ji znovu opousti, aby ve velké rychlosti zaznamenala nahod-
né kolemjdouci v parku. Divak je zaveden do svéta frag-
mentu, které se nevztahuji k existujicimu systému symbold
ani do né¢j nevstupuji. Tyto detaily kazdodenniho zivota,
casto predvedené v detailu a oddélené od svého okoli, vy-
tvareji své vlastni mozné asociace. Montaz pronikajici do
soukromi ¢asto odhaluje prostorové a ¢asové rozdily a ne-
srovnalosti, misto aby je skryvala. Ve snimku Ioana Plese
Emergentd (Emergence, 1982) je zachycena realita rozebrana
na jednotlivé zabéry, které jsou posléze navrstveny na sebe,
¢imz vznikaji mlhavé asociace, s nimiz se setkavame ve snech
a vzpominkach: skupinova fotografie se zda byt ponofena do
vafici vody nebo pohlcena plameny, pod zenskym portrétem
prosvita portrét jiné Zeny, oblecené do $att z 19. stoleti.

Je na misté zdaraznit, ze ve filmech z produkce kinema
ikon je montaz pouzivana mimo prevladajici ideologicky
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ramec narativni kinematografie v dobé socialismu, ktera se
ve velké mife spoléhala na realistické ¢i metaforické odkazy.
Filmy vznikajici ve studiu kinema ikon mély takové smyslu-
plné odkazy narusovat a misto nich vytvaret odkazy absurd-
ni, formalné nahodilé ¢i trivialni. Nékteré umeélce zaujalo
vytvateni formalnich vztah mezi nesourodymi prvky a za
tim Gcelem casto vyuzivali a upravovali nalezeny material.
Jini piijimali nahodné postupy, které témto ikonografickym
prvkim umoznovaly navazat vztah se souslednosti a soucas-
né zastfit jakoukoli souvislou naraci. V nékterych filmech je
pohyb zrychleny, naptiklad v Exercitiu subliminal (Podprahovém
cvicent, 1979) Alexandra Pecicana nebo v Pantha Rhei (1979)

a Humindri (lluminacich, 1981) Iona Plese, ¢imz vznika roztfe-
seny a zkresleny obraz. V posledné uvedenych filmech je
zrychleny pohyb umocnén a nékdy zdvojen grafickymi zasa-
hy (skrabanci, vyrytim obrysi lidi, ktefi vykonavaji jednodu-
ché, rychlé pohyby) do filmového pasu. Ve vétsiné piipada
je pohyb anonymnich lidi bud redukovan na elementarni
¢innost (chtize, b¢h, hovor), nebo absurdni jednani (jako
vy$e zminény pokus vzlétnout ve filmu Iona Plese z roku
1981 Ilumindri nebo ukfizovani knihy ve snimku Ioana T.
Morara z roku 1977 Autopsia uitdric (Pitva zapomnént). V jinych
piipadech, jako je Fragmentarium George Sabaua, je pohyb
pouze sledovan tak, jak se odviji napii¢ riznymi obrazy,
pricemz jsou vedle sebe kladeny zabéry pohybujicich se
stroju a zabéry nehybnych objekt snimanych v detailnich
zabérech.

kinema ikon 50 / film experimental (1979-2020)
Bukurest: Dark Publishing, 2019.
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INSPIRACNI FORUM.

MISTO PRO SPOLECNOU REC
A SNENT.

26. 10.—3. 11.

Jak se nezblaznit / o dusevnim zdravi
Rovnice zittka / o rovnosti a nerovnostech
Fair play / o digitalni budoucnosti

Nova priroda / o vztahu ¢lovéka ke vsemu,
co ho obklopuje

Online special / byly volby, co ted?



Posledni rok neukazal nic, co bychom vlastné nevédéli.
Vyrazné vsak prohloubil nase védomi o problémech, se kte-
rymi se potykame jako jednotlivci i jako spolecnost. Nejde
jen o turbulentni zmény, na které uz jsme zvykli. Mnohem
vetsi vyzvy totiz predstavuji oblasti, které jsou prakticky
neménné a nehybné, ackoli se ¢im dal rychleji méni okolni
svét. At uz se jedna o socialni stat, politiku, primysl, trh
prace nebo klimatické poméry, i pies veskeré snahy je provo-
zujeme ¢im dal méné vyhovujicimi zpisoby. Ty fungovaly
ve svété minulosti, kolabuji ve svété piitomnosti a v budouc-
nosti mohou predstavovat ohrozeni socialntho smiru a spo-
lecenské soudrznosti, pokud bychom pomysleli na jejich
pokracovani zavedenym zptsobem.

Promysleni budoucnosti byvalo exkluzivni kratochvili
a byvalo na né dost ¢asu. Budoucnost prichazela pozvolna
a predvidatelnéji nez dnes. Pro mnohé vsak uz neni napl-
néna zajimavymi vyzvami a naopak predstavuje ohrozeni
jistot, zazitého fadu a dustojné existence. I v sofistikované
technologické a digitalizované budoucnosti bude ale platit,
ze spolecnost je tak silna, jak silni jsou jeji nejslabsi ¢lenové.
Dialog o variantach vyvoje, moznych rizicich, piilezitostech
a hlavné novych usporadanich politiky, ekonomiky ¢i social-
niho zivota by mél zahrnout co nejsirsi skupiny lidi, brat na
n¢ ohled a dat jim hlas. Tim totiz vsechno zacina.

Tereza Swadoschova
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Z knihy fotografii Libuse Jarcovjikové Evokativ.
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107

O tolik narostlo v dobé
druhého lockdownu riziko
sebevrazdy v ceské dospele
populaci podle NUDZ
(3,88 % v listopadu 2017
vs. 14,26 % listopad 2020).

14 (et

Az 50 % dusevnich poruch
u dospélych zacina pred

dosazenim tohoto véku.

¥

Vice nez tfi Ctvrtiny obéti
sebevrazd jsou muzi.

726

Kazdy Sesty obyvatel Evropské

unie se potyka s néjakym
mentalné zdravotnim
problémem.

42 HoP

To jsou pramérné naklady
spojené s psychickymi
problémyv clenskych statech

Evropské unie. V

republice je tg2,45 % HDP.
//7 0/"
o/ o

Zadatelti o azyl se potyka
s vaznymi psychickymi
obtizemi.

207

Na tolik procent stoupl
v roce 2020 vyskyt dusevnich
poruch. Oproti roku 2017 jde

(0) dCSCtipI‘OCCntl’li narust.

Zdroje: NUDZ.cz, MZCR.cz, OECD-ILIBRARY.org, DOl.org



ANKETA:

CO JSOU NEJVETSI PRILEZITOSTI
AVYZVY VASEHO OBORU A CIM
MUZE PRISPET KE SPRAVEDLIVE
BUDOUCNOSTI?

Kdyz jsem vydal svou prvni knihu Kowzlo smyshi: Viimdni

a jazyk ve vice nez lidském svété, mnoho védct ji rozhnévané kri-
tizovalo za silné tvrzeni, Ze ,animismus" — druh vnimani
spole¢ny mnoha nasim domorodym piedkdm s tstni lido-
vou slovesnosti - je tieba brat vazné jako vysoce sofistikova-
ny a jedine¢né ekologicky zptsob prozivani mnohohlasého
svéta kolem nas, a tedy jako zvlast piinosny a prakticky
svétonazor, ktery bychom v dnesni dob¢ kaskadovych ka-
tastrof méli vsichni zkoumat a snad i praktikovat. Po vyda-
ni této knihy se aktivisté a teoretici zacali hluboce zajimat

o kulturu tstni lidové slovesnosti a ziskavat ¢im dal vic prak-
tickych poznatkt z animistickych kosmologii pochazejicich
od tradi¢nich, s konkrétnim mistem spojenych kultur, které
si dodnes uchovaly svtij ptivodni zptsob zivota navzdory
rozsifujici se monokultufe technologické civilizace opojené
zbozim. Ochrana prav téchto domorodych narodu a boj za
zachovani vseho, co z jejich kdysi vzkvétajicich lesti a domo-
vt zbylo, se pro nas pro vsechny staly nezbytnymi a zasad-
nimi. Novy respekt k animistickému zptsobu vnimani a vy-
jadrfovani se rychle siff i v humanitnich a piirodnich védach
a v umeéni. Dnes je jiz totiz ziejmé, ze klicem k udrzitelné
lidské pritomnosti v biosféte jsou malé, participativni a bo-
haté ztélesnéné formy zivota, jez jsou pro kultury spojené

s konkrétnim mistem obvyklé.

David Abram, filosof a kulturni ekolog
0 environmentdlni filosofii
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Piechod od ,analogové® k digitalni ekonomice predstavuje
strukturalni zménu, ktera nékomu pomuze a nékoho ohrozi.
Proto je pro mé klicova otazka: kdo budou vitézové a kdo
porazeni digitalni transformace? Zatim se zda, ze digita-
lizace zvyraznuje jiz dnes existujici nerovnosti v piijmech
1v pracovnich podminkach. Vyzvou tak ztstava politicka
reakce na tyto zmény v oblasti trhu prace, vzdélavani nebo
socialni politiky. Domnivam se, Ze takova (do velké miry
vynucend) opatifeni mohou zaroven pfispét ke spravedlivé
budoucnosti a vétsi kvalité Zivota u nas.

Jan Bittner, ekonom
o digitalnich technologiich

Pandemie nam pfinesla sekvenovani genomu viru, online
sdileni sekvenovani témér v realném cCase, celosvétové Usi-
li 0 porozuméni viru a vytvoreni vakciny v rekordni dobé,
analyzu restrikci, vzorct pohybu a vsech aspektt boje proti
pandemii a tak dale. Vsechny tyto oblasti jsou ve své pod-
staté datovou védou. Data se stala hlavnim prostiedkem
lidstva, ktery v soucasné dobé vyuziva nékolik soukromych
spolecnosti, ale potencialné se jedna o nejvétsi ,vyrobni
silu®, jakou svét kdy mél k dispozici.

Autonomizace. Automatizace. Autonomie. Autopilot.
Atomizace. Atom.

Timo Daum, expert na digitalni ekonomiku
o digitalni ekonomice
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T95

Ptiblizné tolik minut denné
stravi v praméru dospély
¢lovék na socialnich sitich.

55 hodrie

Je prumérna tydenni pracovni
doba taxikare, ktery ziskava
zakazky prostrednictvim

aplikaci. )
7.3
»

Kazdé hodin.y prace
zprostfedkované
prostfednictvim webovych
platforem je neplacena.

FFE

Pocet webovych a mobilnich
platforem (jako jsou taxi

a dorucovaci sluzby) vzrostl
ze 142 v roce 2010 na vice nez

777 v roce 2020. P
2%

Dvé tietiny svétové populace
dnes pouziva mobilni telefon,
ktery je zaroven nejcastéji
pouzivanym zafizenim pro
pripojeni na internet.

O,
7
Pocet pracovnika 5 Q/o

v oblasti informacnich

a komunikacnich technologii,
ktefi béhem pandemie
pracovali na dalku. V dalsich
sektorech, jako jsou
vzdélavani a zdravotni péce
podil prace na dalku vzrostl

ze 2% na 36%.

Fo T mild A&

To je hodnota online prodeja
v roce 2020, jde o nartst 0 32,4%
oproti predeslému roku.

i 3 a
~<7 /5
UZzivateld socialnich siti ve
Spojenych statech uvadi, ze
omylem nebo tmyslné sdileli
fake news.

Z, 210 miA. Aolavi’

To jsou celkové piijmy sedmi
nejvétsich technologickych
spolec¢nosti (Alibaba,
Alphabet (zahrnuje Google),
Amazon, Apple, Facebook,
Microsoft a Tencent) v roce
2019. Pro srovnani, jde o
c¢astku radové podobnou
rozpoctu Evropské unie na
obdobi 2014—2020, ktery ¢inil
1,082,5 miliard eur.

Zdroje: BROADBANDSEARCH.net, ILO.org, DATAREPORTAL.JOURNALISM.org (Pew Research Center)
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Nejvétsi vyzvou je piekonat sam sebe a své vlastni zakofe-
néné predsudky tykajici se dusevniho zdravi. Kazdy z nas
je vsobé ma, i samotni pacienti. Ve chvili, kdy ¢lovék pre-
svédci sam sebe, otevie se mu svét prilezitosti. Muze totiz
popsat tento vnitini svét lidem, ktefi jej znaji pouze zvendi.
Zaroven si ale musi ponechat odstup a jistou emo¢ni bari-
éru. Lidé maji tendenci se vice otevfit clovéku, ktery si jiz
podobnymi potizemi prosel. Empatie je dulezita ¢ast kon-
verzace. Co je ovSem mnohem dulezitéjsi, je stale ochrana
naseho vlastniho dusevniho zdravi.

M’Badjala Diaby, basnirka

o0 dusevnim zdravi

Antropologie je (stejné jako ostatni socialni védy) pro vytvo-
feni spravedlivé budoucnosti naprosto zasadni - protoze je-
jim hlavnim tkolem je pomoci nam pochopit, pro¢ soucas-
nost spravedliva neni, kde a jak vznikaji socialni nerovnosti
a dokaze dat hlas tém, kteii bézné ve spole¢nosti nejsou
slyset. Z toho ale také vyplyva, ze antropologové casto fikaji
véci, které spousta lidi nechce slyset. Socialni védy obecné
proto celi obrovskému tlaku na to, aby neustale prokazova-
ly svoji ,uzitecnost®, ktera je ovSem redukovana pouze na
schopnost generovat zisk - a nejvétsi vyzvou tedy je tento
tlak ustat a ubranit se mu.

Marie Hefmanova, socialni antropolozka
0 antropologii
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TERAPEUTICKY DOPIS MEMU TELU
M’Badjala Diaby

Mila télesna schranko,

omlouvam se za vsechny ty roky, kdy jsem na tobé nena-
vidéla kazdou drobnost. Za to, jak jsem se na tebe divala
skrze oci jinych a soudila té. Jak jsem té trapila hlady a na-
sledné zatézovala prejidanim. Nebylo to fér. Nesnasela jsem
kazdou kost, kterd vy¢nivala jako mrakodrap mezi piizemni-
mi budovami. Ted obdivuji, jak jsou krasné soumérné. Ne-
navidéla jsem kazdy pupinek, znaménko ¢i jizvu, a tak jsem
si jich zpusobila co nejvice. Nezalezelo mi na tom, jak budes
vypadat, uz tak jsem té nenavidéla, co jsem mobhla ztratit?
Dnes jiz vim, ze hodné.

Mila télesna schranko, nenavidéla jsem té. A abych
fekla pravdu, ani ted té¢ nemam zrovna v lasce. Spis mé dost
stveS. Ale jsem na cesté to zménit. Pochopila jsem, co jsi mi
celou dobu fikala. To ja se musim zménit, ne ty.

S (budouci) laskou,
Tva majitelka
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Spravedlivé a smysluplné vzdélavani, postavené na rovnych
piilezitostech, pfipravujici véechny déti na budoucnost a zi-
vot ve stale se proménujici a vyvijejici spolecnosti. Vzdélava-
ni zaméfené vice na kompetence, socio-emoc¢ni dovednosti
a podporujici well-being a dusevni zdravi vsech déti i uci-
tela. Skoly, ve kterych maji vsechny déti bez rozdilu pfile-
zitost zazivat Uspéch a rozvijet sviij individualni vzdélavaci
potencial a dovednosti a rodice jsou v nich vitanymi part-
nery. Dostate¢né financovany vzdélavaci systém postaveny
na smysluplné a spravedlivé koncepci a multidisciplinarni
spolupraci vSech aktért, ve kterém maji vsechny skoly a pe-
dagogové ke své praci dobré podminky, podptrné sluzby
(kvalitné obsazena $kolni poradenska pracovisté - psycholo-
gové, specialni pedagogové, socialni pracovnici) a podporu
pfirozenych partnert z Gzemi (socialni sluzby, neziskovy
sektor, pediatii, psychologové, psychiatfi...). Systém v némz
dobre funguje stfedni ¢lanek fizeni $kol a feditelé nejsou
zahlceni administrativou a maji prostor byt skute¢nymi
pedagogickymi leadry. Spravedlivé vzdélavani postavené na
rovnych prilezitostech a individualizované podpote ma po-
zitivni dopad nejen na zivot a uplatnéni jednotlivet, ale také
na budoucnost celé spole¢nosti. Dopada na ekonomiku,
prevenci kriminality, well-being a dusevni zdravi obyvatel-
stva a celkové vede k soudrznéjsi demokratické spolec¢nosti.

Klara Laurencikova, specialni pedagozka
0 vzdélavani
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730

Rok, kdy dosahneme
vyrovnaného zastoupeni

zen a muzu v poslanecké
snémovné, pokud se podil
zen v PS bude navysovat
tempem poslednich triceti let.

/ ’ ;o//
7 /1o
Obyvatel Ceské republiky

starsich patnacti let je
v exekuci.

LDomiA.

O tolik by mohlo byt oproti
ocekavani vyssi ceské HDP
v roce 2030, pokud by se do
rozhodovani a odbornési
prace zapojilo vice zen.

/ %
Ve srovnani s muzi jsou zenam
v pruméru ve svété legislativné

zaruceny pouze tfi ctvrtiny
prav v oblasti prace

Jz263

Zen byla obéti fyzického

anebo sexudlniho nésili.

SX

Zeny v praméru odvadi trikrat
vice neplacené péce a domaci
prace nez muzi.

_ . ©
65 mrlatriee

Vice nez 65 miliona lidi

je celosvétové vysidleno

v disledku valky, ozbrojenych
konfliktti nebo pronasledovani,
vét$ina z nich v nizko

nebo sttedné prijmovych
zemich. Polovina z nich zije

v nestabilnich a nebezpecnych

podminkach.

O tolik let se 1 v dusledku
pandemie celosvétove

odsunulo prfedpokladané
uzavieni gender pay gap.

725

Zemi uplatnuje omezeni, ktera
vétsinou umoznuji potrat
pouze v urcitych piipadech,

z divodt socioekonomickych,
ohrozeni fyzického nebo
dusevniho zdravi zeny nebo
kvuli anomalii plodu. Studie
presto ukazuji, ze pocet potrati
je nejvyssi tam, kde je jejich

provadéni omezeno zakonem.

Zdroje: CFR.org, WHO.int, PSYCHIATRY.org, WEFORUM.org, UNWOMEN.org, AEAWEB.org, Johanna Nejedlova



Filosofie je typ reflexe, ktery ma ten luxus, ze si mtaze do-
volit opozdénost. K mysleni, které neni pouhou reakci, je
potieba cas a filosofie je tradi¢né pomala disciplina a asi
takovou i ma byt. Miaze-li filosofie pfispét ke spravedlivé
budoucnosti, bude to nepfimo. Filosofie jako disciplina
nema bezprostfedni dopad na spolecnost - coz je jeji slabost
isila. Slabost je to v tom, ze se muze snadno stat irelevantni;
silou v tom, ze toho nemuize - na rozdil tfeba od politiky -
moc zkazit. Tim nechci fict, ze by filosofie byla bezmocna.
Jednou z vyzev, jiz filosofové celi, je, aby byli schopni filo-
sofii prinaset do verejného prostoru. Ne proto, ze by mohla
cokoli vyfesit. To ostatné nenti jeji parketa. Spise ma vnaset
do hry hledisko, Ze problém nelze jednoduse vyfesit, proto-
ze se problémy nefesi, ale fesenim jen transformuji. V tomto
smyslu je filosofie docela realisticka. Jaké discipliny o sobé
mohou tvrdit, Ze problémy resi?

Tereza Matéjckova, filosofka

0 filosofui
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Digitalni technologie mohou v principu urcité prispét k pri-
znivému rozvoji spole¢nosti, mnoho uzite¢nych véci totiz
vyrazné usnadnuji. Zaroven ale s sebou prinaseji zcela nové
principy fungovani, na jejichz usmérnéni odpovidajicim
smérem jsme zatim s nasimi politickymi nastroji z pred-
digitalni éry kratci, a tak pfekotny technologicky vyvoj ve
znamenti volnotrzniho laissez-faire zptasobuje také celou fadu
problémt. Od téch hmatatelnych, kterymi je obtizné pro-
sazovani spotiebitelskych prav na digitalnich platformach
nebo bujeni hate speech na neregulovanych socialnich
sitich, az po ty abstraktnéjsi, ale o to zakefnéjsi, kterymi je
masivni narast moci technologickych gigant v neprospéch
demokratické politiky ¢i proména prace smérem k digitalni-
mu nadenictvi. Vyzvou soucasnosti tedy je v prvnim kroku
nové principy fungovani digitalniho kapitalismu opravdu
dobie pochopit - a poté nalézt nejen adekvatni politicka fese-
ni, ale i spolec¢ensky konsensus a dostatek moci je prosadit.

Katefina Smejkalova, politolozka
o digitdlnich technologiich

Technologie piinasi v podstaté nové moznosti prohlubo-
vani a transformaci nasi schopnosti jednat. Jednu z nejvét-
sich prilezitosti, které prinasi digitalni ekonomika, podle
m¢ predstavuje rozsifovani potencialu pro minimalizaci
prace a prodlouzeni volného ¢asu, abychom mohli délat,
co se nam libi. Jisté, digitalni technologie nejsou v tomto
smyslu nezbytné, ale ani dostatecné - nicméné stale naris-
ta moznost ponechat tkony nutné pro chod spolec¢nosti
strojum. Nejvétsi problém spociva naopak v tom, jak tyto
nové technologie podporuji, rozsitfuji a upevnuji konkrét-
ni systémy moci a nadvlady. Dotykaji se takovych otazek,
jako je koncentrace kapitalu v monopolech platforem, za-
kotventi rasistickych predsudkt v automatizovanych roz-
hodovacich systémech ¢i zavadéni raznych forem dohledu
ve vSech oblastech naseho zivota - a jesté mnohem dal.
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V podstaté - a zde opakuji Marxovu tezi z Grundrisse = vyvoj
technologii vytvari potencial, ktery je - a pro dobro kapitali-
smu musi byt - neustale potlacovan. Zménit to miize pouze
radikalni transformace naseho zptsobu vyroby.

Nick Srnicek, odbornik na digitalni ekonomiku
o digitalni ekonomice

Kryptomény a jiné decentralizované sité maji potencial
vytvorit novou socialni strukturu svobodnych jedinc, kte-
i1 budou moci demokraticky rozhodovat o ekonomickych

a vlastnickych vztazich ve spolecnosti. Mohou tak hrat
klicovou roli v procesu, ktery Jakub Ort pfed par lety nazval
»-demokratizace vlastnictvi“. Na druhou stranu se kryptomé¢-
ny samy potykaji s velkou mirou komodifikace. Jsou doslova
kolonizovany kapitalem velkych investor, coz ma za nasle-
dek jejich rostouci cenu, ekologickou zatéz pro nasi planetu
a v disledku ¢ehoz se také stavaji (slovy Romana Tyce) pou-
hou ,neinspirativni hrackou pro bohaté®. Aby kryptomény
mohly umoznit spravedlivou budoucnost, bude nejprve
nutné je dekolonizovat od vlady spekulativniho kapitalu.

Martin Tremcinsky, ekonomicky antropolog
0 kryptoméndch
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REFLEXE O BUDOUCIM SVETE
A NASEM MISTE V NEM

JUDITH BUTLER
21. zari 2021

Ptame-li se na zivot na svété, myslime tim zaroven i obyvani
svéta, protoze zivot bez pobytu na svété neprichazi v tvahu.
A pobyt se nutné odehrava v néjakém case a na néjakém mis-
t¢. Kdybychom hovorili pouze o Zemi, bylo by to jiné. Zemé
na mnoha mistech existuje, aniz ji obydluji lidé, coz v ramci
procesu niceni klimatu pfinasi obrovskou tlevu. Slovo ,,svét®
vsak vzdy implikuje prostor a ¢as, v némz je obyvan. Svét
zahrnuje casové a prostorové soufadnice, jimiz se fidi kon-
krétni zivot - ve, co siti ¢i poli zivych tvori ¢i uméle vybu-
dovanych prostiedi umoznuje setrvavat v prostoru a case.
Kdyby byl svét neobyvatelny, znamenalo by to, Ze uz si to

s nim vyiidila destrukce. Kdyby byl Zivot nezitelny, zname-
nalo by to, ze padly podminky potfebné k ziti. Destrukce
Zem¢ prostrednictvim klimatickych zmén ve vysledku vede
k neobyvatelnému svétu: pfipomina nam, ze obyvani zivot-
niho prostiedi lidmi potiebuje jisté hranice, Ze nemtzeme
obydlet celou Zemi, aniz ji zni¢ime, a Ze je nutné dasledné
omezit, kde a jak budeme zit, chceme-li si zachovat Zemi

a v navaznosti na to i nas zivot. Mozna to zni zjednodusené,
ale opravdu existuji lepsi a horsi zptisoby obyvani svéta lidmi.
A Zemé ma v jistych situacich Sanci prezit - a zregenerovat

se - pouze za pfedpokladu, ze nastavime obyvani lidmi jisté
hranice. Lidé se omezuji, aby za situace, kdy probiha klima-
ticka zména, zachovali obyvatelny svét. Svét, v némz zijeme,
zahrnuje 1 Zemi, zavisi na Zemi, nemuze bez Zemé existo-
vat. Navic uz vime, ze zivot neni zitelny, pokud svét nenti
obyvatelny. Vyznam zivota, konkrétné zitelného zivota, tedy
castecné souvisi s tim, ze mame kde Zit, Ze mame ¢ast Zemé,
kterou lze obydlet, aniz zni¢ime celou Zemi, ze mame stiechu
nad hlavou a ze mtuzeme v télesné podobé pobyvat na svété
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udrzovaném a chranéném strukturami (a infrastrukturami),
v nichz zijeme - ze jsme soucasti né¢eho hromadného, ze spo-
le¢né sdilime svét. Obyvani svéta ma podil na tom, ze je Zivot
k ziti. O obyvatelném svété tudiz nelze uvazovat oddélené od
uvah o zitelném zivoté. Budeme-li my, lidé, obyvat Zemi, aniz
budeme brat ohled na biodiverzitu, aniz zastavime klimatic-
kou zménu, aniz omezime emise oxidu uhli¢itého, postupné
se postarame o neobyvatelnost svéta. Svét sice neni nutné
totéz, co Zemé, ale znic¢ime-li Zemi, zni¢ime také nase svéty.
A pokud zijeme své Zivoty, aniz se omezujeme na svo]godé,
potom si svobodu uzivame na tkor zitelnosti zivota. Cinime
svij vlastni Zivot nezitelnym ve jménu své svobody. Nebo
spi$ mnohdy cinime sviij svét neobyvatelnym a své Zivoty
nezitelnymi ve jménu osobni svobody, ktera si sama sebe
ceni nad jiné hodnoty, a tudiz se z ni stava nastroj destruk-
ce spolecenskych vazeb a zitelnych svéti. Na nékteré formy
osobni svobody je tedy zapotfebi nahlizet jako na néco, co
ma potencial znicit svét. Rozhodné nevystupuji proti osobni
svobodé¢, jeji destruktivni podoba vs$ak nesouvisi, zda se, ani
tak s ¢lovékem ¢i jednotlivcem, ale spise s narodnim pocitem
sounalezitosti, a dokonce s trznim smyslem pro zisk a vynosy.
Existuje i jina forma svobody, bohuzel vytlacena na vedlejsi
kolej, a ta vyvstava ze spolec¢enského zivota, zivota, ktery tou-
zi po spole¢ném svété, zivota, kterému je dovoleno usilovat
o spolecny svét.

Nejistota a chudoba se béhem pandemie jesté zhorsily,
a presto fada lidi doufa, ze se nam v této dobé podaii rede-
finovat sounalezitost a solidaritu a obnovit tlak na vytvareni
siti péce a vzajemné provazanosti s globalnim dosahem.
Hranice téla predpokladané vétsinou forem individualismu
dosly zpochybnéni spolu s tim, jak se z inherentni poréznos-
ti téla, jeho otvori, slizni¢nich vystelek a dychacich cest
staly klicové faktory v otazkach zivota a smrti. Jak ale v ta-
kové dobé nastavit novy télesny sztah vzajemné provaza-
nosti, pospolitosti a poréznosti? Ci spise jak nam tato doba,
a tento svét, uz ted prochazejici proménou intenzity, umoz-
nuje uvazovat nad vzajemnou provazanosti, pospolitosti
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a poréznosti? A dale: nabizeji nam samotné tyto koncepty
novy thel pohledu k pochopeni socialni rovnosti a nerovnos-
ti? Vsadila bych se, Ze toto oSemetné a prekryvajici se vnimani
sounalezitosti a zitelnosti ma potencial vnést zmény do vybra-
nych klicovych politickych konceptt, a to véetné konceptt
svobody a rovnosti. Nepfichazi v Gvahu, ze by tazatel nebyl
automatickou soucasti této otazky. A tato otazka dale vede
k myslence snad pfesahujici ustaleny obzor jak akademického
badani, tak bézné zkusenosti.

Vétim, ze je nezbytné zvazovat globalni dosah pandemie
v kontextu klimatickych zmén, nebot oboje klade ddraz na
smysl pro globalni provazanost coby otazku zivota a smrti.
At uz hovotime o svété v kterémbkoliv slova smyslu, rozhovor
se pfinejmensim ¢astecné toli kolem pretrvavajic destruk-
ce zivotniho prostfedi. Zijeme tedy v dobé pandemie za éry
environmentalniho rasismu, ktery je pro pandemii zaroven
urcujici, ptikladem ¢ehoz je Zivotu nebezpecna voda v chu-
dych oblastech a rostouci pocet piipadii, kdy lidé s nejistymi
piijmy konci na ulici. Nas vztah ke vzduchu, vodé, pribytkim
a potravé, uz tak negativné ovlivnény klimatickymi zménami
a bezuzdnym kapitalismem, je diky pandemii pod jesté vétsim
drobnohledem. Jedna se o dvé rizné udalosti, presto se aktu-
alné promisily a navzajem znasobily. Tyto struktury nevymi-
zely, naopak nabraly na sile. Na jedné strané si diky omezeni
cestovniho ruchu a ekonomickych ¢innosti oceany a vzduch
oddechly od dlouhodobé kontaminace vnéjsimi toxiny, na
druhé strané jsme pouze zbézné nahlédli, jak by mohla vypa-
dat obnova ¢i naprava zivotniho prostredi, nacez jsme se opét
na plné obratky opfeli do vyroby. Pfesto nam pandemie osvét-
lila, jak by se pfiroda mohla zregenerovat, pokud bychom
omezili vyrobu, zredukovali cestovani a snizili emise oxidu
uhlic¢itého a uhlikovou stopu, nebo je zcela vymytili.

Videalnim pfipadé bych rada byla svédkem toho, aby se
inherentni provazanost nasich zivota spojila s nasi povinnosti
usporadavat svét, véetné zdravotni péce, na zakladé princi-
put radikalni rovnosti. Otazka, kterou si klademe z hlediska
lockdownu, totiz zda oteviit ekonomiku a ,,zrestartovat svét®
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v oblastech, které byly po dobu dvou mésici i déle odfiznuté
od ostatnich, automaticky predpoklada, ze restart ekonomi-
ky nepovede k onemocnéni a amrti velkého poctu lidi. Stej-
né tak rozhodnuti nepfistoupit k zadnému odiiznuti, coby
feseni stavajici situace, v sob¢ nese predpoklad, ze sice ¢ast
lidi onemocni a zemfe, ale - jak argumentuji zastanci toho
pristupu - bude to jen mala cena, kterou je nutné zaplatit za
to, aby ekonomika dale slapala. Udrzet ekonomiku v chodu
je samoziejmé dilezité, zejména pro chudé a ty, kterym bez
prace hrozi pad do chudoby a dluhd. Jakym ale ¢eli rizikim?
Vzdyt fada pracujicich ted fesi otazku: mam dale pracovat,
abych ,,si vydélal na zivobyti®, prestoze kvuli tomuto ,vydé-
lavani na zivobyti“ zemiu? Nerozhoduji se o tom, zda praco-
vat, nebo zemfit, nybrz o tom, zda zemfit v dusledku prace,
prestoze pravé prace je pfesné to, co ¢lovék potrebuje, aby
mobhl zit. Na tento rozpor poukazoval uz kdysi Marx, byt
hovotil o kapitalismu, nikoliv o pandemii (ac¢koliv po vétsinu
c¢asu, kdy byl publika¢né ¢inny, realné probihala upozadéna
pandemie). Kapitalisticky délnik pracuje, aby si zajistil mzdu,
diky niz sobé a své rodiné zajisti zivotni minimum. Pracu-
je ovsem v podminkach, které nechrani jeho zdravi, a tudiz
riskuje svij zivot. A protoze ma pracovni dobu, kterd mu
huntuje télo, nakonec se zrani ¢i onemocni, procez se ocita
v pracovni neschopnosti. Jinymi slovy praci v takovych pod-
minkach prestava byt délnik schopen vykonavat svoji praci,
nedokaze dale zajistovat zivotni minimum pro sebe a svoji
rodinu ¢i dalsi osoby na ném zavislé. A to znamena, ze prace
takového délnika ptivadi na pokraj smrti ¢i rovnou ke smr-
ti, misto aby mu zajistila podminky zitelného zivota. Tento
rozpor lze podle Marxe vyfesit pouze tim, ze kapitalismus
zanikne, a dnes ho lze vyfesit pouze garanci ro¢niho piijmu.
Kdyby existoval jisty pfijem, zadny ¢lovék by nemusel pra-
covat v nebezpecnych podminkach, jenom aby prezil. Zivot
v takovych obavach neni zitelny. Takto nevypada spravedlivé
a zivot podporujici usporadani zivota ve spole¢nosti.

A presto sité, které nabizeji potfebnym dopravu, do-
davky potravin a Gtocisté a které ony podptirné kruhy dale
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rozsifuji prostfednictvim online siti, z nichz plyne materialni
pomoc, funguji bez napojeni na vladni arady a struktury

a davaji vzniknout novym socialnim strukturam v reakci na
to, ze stavajici struktury selhavaji nebo zcela chybi. Mezi nor-
mativni principy takového hnuti patfi vzajemna provazanost,
socialni solidarita a revolu¢ni kritika. Jejich cilem je vytvofit
podminky pro zivot, pro preziti, pro spolecny zivot. Solida-
rita v oblasti péce protestuje proti lhostejnosti vii¢i umirani.
Av ptipadé hnuti Black Lives Matter a Ni Una Menos souvisi
protest proti zabijent s $irsi kritikou nerovnosti a vykoftistovani.

Dodam jedno jediné: jakmile uzname, ze je nase schop-
nost truchlit nad Zivoty jinych nerovnostarska, zméni se
1zpitsob, jakym diskutujeme o rovnosti a nasili, a souvislost
mezi témito dvéma oblastmi dojde vétsiho pochopeni. Aby se
rovnost a zitelnost staly vSudypfitomnou soucasti naseho své-
ta, musi byt prosazovany a uplatnovany pravé témi tély, jez
stale touzi po zivoté, po zajisténi zivot umoznujicich podmi-
nek, tély, jejichz usili prezit je zakladnim stavebnim kamenem
jejich mysleni - a transformativniho protestu.

Na podzim roku 2021 (na severni polokouli), kdy eska-
luje varianta delta a pandemie opét predvadi prudkou otoc-
ku, uz je jasné, ze ona oslavna prohlaseni, jak je pandemie za
nami, byla spise horeén}’/n}, zboznym pranim nez realistickym
zhodnocenim situace. V Cadu a Tanzanii pandemie nikdy ne-
skoncila a zatim je naoc¢kované mizivé procento obyvatel. Je
tudiz dtlezitéjsi nez kdy jindy, abychom porozuméli global-
nim nerovnostem, utapéjicim se v kalnych vodach rasismu,

a ustanovili, z jakych thlt pohledu chceme vypravét o déji-
nach této pandemie. Média informuji, zZe v nékolika zemich
nartsta mezi obyvateli vztek, protoze povazuji za své ,,pravo”,
aby s pandemii skoncovali a vratili se ke svym zivotim zalo-
zenym na osobni svobodé. Tato forma svobody se naveneck
projevuje coby opravnény narok, pravo zavrhnout stat a jeho
zakazy vydané v zajmu zdravi, pravo onemocnét a nakazit
ostatni, pravo $ifit smrt, pieje-li si to tak dany jedinec. Svym
vztekem obcané davaji prachod tzkoprsé, destruktivni po-
dobé osobni svobody, jez opomiji spolecny ¢i sdileny Zivot,
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idealy kolektivni svobody a péci o Zemi a zivé tvory, véetné
lidi. Mozna se jedna o pfedsmrtnou kie¢ té podoby osobni
svobody, jez chape clovécenstvi jako néco vymezeného kizi -
jako individualistické a svébytné. Nezbyva nez uvédomit si,
ze télo je porézni, ze jeho otvory jsou klicové, pokud chceme
dychat, pfijimat potravu, travit a byt v celkové pohodé, kli-
cové pro sexualni zivot, intimitu a prolinani nasich tél. Bez
obousmérného prolinani s ostatnimi prostfednictvim nasich
poru se zit neda. Pravé tak totiz zijeme, vné svého omezené-
ho ja a jeho nadutosti, vztazeni ke svétu, jenz nas zivi, k Zemi
a jejim prirozenym prostredim, véetné téch lidskych, ktera
jsou zavisla na politice, a ta je zase oddana svétu, v némz m-
zeme vsichni dychat beze strachu z nakazy, znecisténi, smr-
telnych policejnich chvatii, v némz se nas dech misi s dechem
svéta, a zivot a svét, synkopicky a svobodny, se stavaji onim
sdilenym - tedy v zasadé onim spolecnym.

Nasim tkolem je ted zamyslet se nad infrastrukturami
péce, které nebudou spadat pouze do oblasti matetské mo-
ralky ¢i domaciho prostfedi. Nasim tkolem je péci dedomes-
tikovat, proménit ji v globalni hodnotu, ktera bude globalni
hnuti nabadat, at zastavi ni¢eni klimatu, environmentalni
rasismus, nasili a diskriminaci véech mensin a zajisti zdravotni
péci, ttocisté, potravu a volebni pravo pro vsechny, kdo ziji -
nebo umiraji - na okrajich tohoto svéta. Snad nas oznacite za
utopisty, ale to nevadi. Bude to znamenat, Ze véfime, ze sta-
vajici podoba reality, jeji soutadnice a hranice nejsou vytesany
do kamene. Ze spole¢nymi silami dokazeme vymyslet a zreali-
zovat nové podminky ziti v obyvatelném a udrzitelném svété.
Coz znamena, ze bychom zadnou ¢ast Zemé uz nikdy neméli
rozryvat, ba ani osidlovat, pokud nepatiime k tém, kdo prak-
tikuji pozitivni ziti v souladu s prirodou, misto aby ji dran-
covali. Potom nam pfestanou mysleni zkreslovat struktury
kapitalismu a snad pochopime, Ze opravdu, ale opravdu jsme
v rukach jeden druhého, vzajemné zavisli, propojeni s zitymi
svéty a zivotnimi procesy, jez nas presahuji a zivi a jez ted
musime chranit pfed vlastni destruktivnosti.
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23%

Dospélych obyvatel CR

se shoduje, ze v poslednich
sto letech dochazi ke zméné
klimatu.

TR0 parnect

Tolik ¢asu straveného tydné
v kontaktu s pfirodou muze
mit priznivy vliv na zdravi
a dusevni pohodu.

8 % e O
4 prladrice
Odhadovany pocet
rostlinnych a zivocisnych

druht obyvajicich planetu.

168000 — 342 0%

Odhadovany pocet
predcasnych amrti
zpusobenych znecisténim
ovzdusi napfic staty Evropské
unie v roce 2018.

837

Obyvatel Ceské republiky
spise ¢i rozhodné souhlasi

s tim, ze rostliny a zvifata maji
stejné pravo na existenci jako
¢lovék.

4.5

Ceské vefejnosti si nemysli,
ze by moderni véda vyfesila
ckologické problémy beze

zmén v nasem zpusobu zivota.

74, spora 3047

Den, kdy byl na nejvyssim
bodé gronského ledového
plasté nekolik hodin pozorovan
dést a béhem kterého zustala
teplota vzduchu nad bodem
mrazu priblizné¢ devét hodin.
Podle zdznamt doslo od
konce 19. stoleti k diivéjsim
podobnym udalostem tani
pouze v letech 1995, 2012

a 2019.

Zdroje: DOlL.org, IROZHLAS .cz, KRAJHANZL, CHABADA a SVOBODOVA (MUNI), NATURE. com, NSIDC.org
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tam”; ,hrubé tvarované skily le2i nahofe v kompakenim
u"; wvoda stékd dolii po povechu pravidelng uspofidangch
¥ch kamend™.+# P#i vysloveni nebo zaslechnuti takového
a se Apadi ckamiité eiti byt v bezprostfedni pfitomnosti
o mista; a kdy¥ pak recituji sérii pomistnich jmen, pocifuji,
Bk ~cestuji ve viastni mysli®, Zdi se, f¢ vyslovované mistni ni-
2wy svou plesnosti vytvifeji pfimé smyslové spojeni mezi Apadi
konkréenimi misty, a lze tuiit, e prospéch z hlasitého vyslovo-
vini téchto ndzvil nevyplyvi ani tak z¢ samotnyjch jmen, nybrz
s vyivné moci skuteénych mise, k nim# ndzvy pFitahuii ty, kdo
: wyslovudi. Mistni jména redy, jak se zd4, Cerpaji svou zvliftni

moc a kouzlo z konkrétnich misz, kterd oznasuji.

Vyznam, ktery zaujimi geografické misto ve zkufenosti Z4-
padnich ApaZd, a z toho plynouci vliv konkrétnich mist akolni
Lrajiny na jejich katdodenni jazyk jsou, obzvliif dobfe patrmé
v etice a pravidlech chovini soufasné apagské spoleénosti. Ne-
hof - cot je alfabetické civilizaci naprosto cizi - je to samotnd
cemé, kterd je v tradiéni apadské spole€nosti ustaviéné bdlim

tritcem sprivného chovini. Podle pani Annie Peaches, sedma-
swelmdesitileté apadské Zeny:

Zemé lidi neustile sleduje. Zeme nutf lidi Zit sprivné, Zemé
ie o nds stard, Zemé o lidi peduje. @

Mravni plsobeni krajiny - schopnost zemé zajistit ve spo-
leCenstvi pozorné a detyplné chovini - je zprostifedkovino
celou lekei piibéhd, kieré se ve vesnici pravidelng vypréve-
ji. Tyto pfibéhy pojedndvaji o lidech, je v disledku poruseni
apacskych zisad sprivného chovini postihlo neftésti; vyprivéii
i jedincich, ktefi ndsledkem svého impulsivatho & vzdorovité-
ho jednini, které bylo v naprostém rozporu s apadskymi zvyky,
muscli snidet poniZeni, trpét nemocemi nebo zem#it. Na rozdil
ol dlouhych kesmologickych mytd, které vyprivéji pouze me-

V Erafing fapyka (191
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DAVID ABRAM
22. zati 2021

Domnivam se, ze zadouci budoucnost by byla jakakoli bu-
doucnost, ve které by se stale dafilo té neskute¢né, mnoho-
hlasé pestrosti a nespoutané rozmanitosti nesc¢islnych druht
na Zemi. Budoucnost, ve které v zimé porad pada snih a sili
ledovce, jez se znovu uvelebi na vrcholcich hor béhem tep-
lych roc¢nich obdobi, kdy z jejich tpati stale proudi potoky
hemzici se lososy a pstruhy, aby kaskadovité stékaly z husté
zalesnénych svahti a vlévaly se do ek lahodné a pitné vody,
jez se klikati adolimi a jimz v cesté k $irému oceanu nesto-
ji prilis velké prehrady. Budoucnost oceanu plného ryb,
z nichz nékteré jsou osamélé a jiné plavou (spolu s chobot-
nicemi, moiskymi zelvami a hejny kytovci) v ohromnych
hejnech tfpyticich se mezi podivné tvarovanymi a mnohoba-
revnymi koraly. Budoucnost, v niz v lidstvo znovu pozna
tzas a hluboky tdiv nad divokou zemi, a za¢ne se chovat
pokornéji k paidé. To by znamenalo opétovnou diverzifikaci
samotné lidské kultury - kazdé lidské spolecenstvi by mu-
selo sladit své hospodarstvi, architekturu, jedine¢né formy
vyroby energie a fizeni se specifickymi potfebami a rytmy
konkrétniho bioregionu (¢i ekosystému), ktery obyva, a kaz-
da lidska kultura by se postupné stala vyrazem vice nez lid-
ského spolecenstvi rostlin, zivocichi a forem krajiny, které ji
obklopuje a udrzuje.

Ovsem vzhledem k drsné realité klimatické zmény
a setrvacnosti, kvuli které civilizace opojena zbozim nedo-
kaZze zménit své smérovani, a vzhledem k zutfivému hledani
obétniho beranka, rasismu a nasili, jez zfejmé doprovazeji
kazdy novy pfiliv klimatickych uprchlikti do kdysi prospe-
rujicich zemi, je takova budoucnost samoziejmé beznadéjné
vzdalena - je to jen fantazie pfehlizejici realitu nebo sen.
A pfece se této rozmanitéjsi a zivotaschopnéjsi budouc-
nosti otvirame pokazdé, kdyz natdhneme ruku, abychom
pomohli a nabidli obzivu zneuzivanym, tém, ktefi jsou
nam cizi a jsou jini nez my, pokazdé, kdyz jedname nejen

273 Inspira¢ni férum



rozumem, ale i srdcem a mame na paméti svou spolecnou
identitu tvort obyvajicich tuto dychajici planetu. Poprav-
d¢ je nanejvys pravdépodobné, ze své straslivé spolecenské
kiivdy nedokazeme napravit a ze nedokazeme zmirnit hnév
a nasili, jez vychazeji ze strachu a suzuji nas druh, dokud
kolektivné neuzavieme spojenectvi se svétem, ktery nas
podpira a obklopuje, a dokud se nespojime se stromy a lesy,
jez nam umoznuji dychat. Kdykoli se spole¢né zamilujeme
do mistni krajiny - jakmile za¢neme bok po boku pracovat
ve prospéch pidy a vod a Sirstho, vice nez lidského spole-
censtvi —,v lidském kolektivu vyrazné klesne tlak a uklidni
se kiehké vztahy, které mezi sebou udrzujeme. Mélo by byt
¢im dal jasnéjsi, ze si ve svété tvofeném pouze lidmi nikdy
nezachovame zdravy rozum ani lidskost. Lidmi jsme pouze
v kontaktu a druznosti s tim, co neni lidské.
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NICK SRNICEK
30. zat{ 2021

V kontextu Gvah o tom, jak by méla vypadat nase
budoucnost, bych zminil jeden pomérné vystizny citat od
G. A. Cohena: ,Ptislib hojnosti neptedstavuje nekonecny
piisun zbozi, ale dostatek dosazeny s minimem nepftijem-
né namahy.“ Struc¢né shrnuje nékolik klicovych principt:
zaprvé, ze postkapitalistickd budoucnost neni budoucnosti
nckonecné komodifikace a konzumu (coz je riziko, do které-
ho nékdy upadaji piedstavy ,luxusniho komunismu®). Za-
druhé, Ze cilem neni Gplné odstranéni nepfijemné namahy -
coz je nemozné -, ale jeji minimalizace. Prilis casto berou
lidé doslova pozadavky na ,plnou automatizaci® a unika
jim jejich polemicka povaha. Urcita ,neptijemna namaha“
sice zustane, ale presto mizeme usilovat o jeji minimalizaci.
A zatfeti = coz mozna Cohenuv citat jen naznacuje, ale jasné
to vyplyva z kazdého spravného marxistického vykladu -
odkazuje ke véeobecnému zajisténi dostatku. Kapitalismus
je vyjimeény v tom, ze umoznuje hrstce svétové populace
ziskat vétsi bohatstvi nez kdykoli predtim - presto se ale
obrovské casti lidstva nedostava ani zajisténi zakladnich
potteb. Odtud prameni radikalni potfeba univerzalniho do-
statku - nebo jak to vystizné vyjadfil Adorno: ,Néha mize
mit formu jediné toho nejradikalnéjsiho pozadavku: aby uz

nikdo nemél hlad.*
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STATE-FORMING CREATOR

KAROL PLICKA

Petra Hanakova

It is not easy to present Plicka’s ocuvre in
a Czech environment from the Slovak per-
spective on just a few pages. In the Czech
Republic, the view of Plicka the filmmak-
er is rather homogeneous; in the Slovak
culture, it is multifaceted. He was a person
of great achievements on many fronts,
comparable to the national revival icons.

Plicka, a young teacher skilled in music,
an ethnography student, and a fresh
member of Matica slovenskd, the national
cultural institution, comes to Slovakia to
collect songs. The complexity of the Slo-
vak world and the vivacity of its folklore
fascinate him. He wants more than just (to
record) songs. He needs to see the source
of the song - the person. He feels the need
to capture their image in its performative
dimension - the movements, the body
constitution, situational gestures, the
temperament... He immediately notices
the cinematographic photogenicity of his
surroundings, realizing that he has just
met the love of his life: “Slovak film will
be with me forever,” he wrote in 1929 in
a letter to Stefan Kr¢méry, the secretary of
Matica slovenska.

Plicka’s works are a balanced combina-
tion of personal interest and culturally-po-
litical assignment. I suppose we might well
call his activities state-building, whether we
speak of his career as a musicologist, eth-
nographer, photographer, and filmmaker
as well as teacher. In 1938, he established
a cinema department at the School of
Artistic Crafts (Skola umeleckych reme-
siel, SUR) in Bratislava, later he was the
co-founder of the Film and TV School of
Academy of Performing Arts in Prague
(FAMU), and after 1945 he became honor-
ary member of various cinema associations.
In his career, the Czech is inseparable from
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the Slovak. He was an enchanting ambas-
sador of Czechoslovakness, and an implicit
symbol of its paternalistic, or, as we may
put it, fatherly values. Having come to
Slovakia to cultivate (“raw wood”), he
himself drew inspiration from sources that
had been exhausted in the more “civilised”
Czech lands. He would speak of the genius
of the ordinary people, about the “artistic
element” which can be “encountered in all
spheres of the Slovak people’s life”, about
the Slovak village and its “pure, pictur-
esque and ethereal artistic charm” which
intrigued him so much. If the love relation-
ship between Plicka and Slovakia were to
be expressed by an equation, “exotic” or
“oriental”, or, in other words, “colonial”
would certainly form one of its variables.
Such discourse is not new, though. Several
decades earlier, a similar relationship exist-
ed between Czech painters (such as Joza
Uprka, to name but one), and the romantic
Moravian Slovakia (moravské Slovacko)
and, later, Slovakia. Simply put, artists of
the late 19* and early 20™ century set out
for the “colonies” and fell under the charm
of the beauty and purity of the countryside
and its inhabitants — uncorrupted, authentic
people. Go to the countryside! That was

the imperative of the early “impressionist”
modernism. In the 1920s, it was the town of
Detva which inspired romantic feelings in
Slovak painters.

Plicka “found himself” in the village of
Helpa. There, he was astonished by child
performers. The local boys’ “gymnastic
games”, their hair-raising choreographies,
the “wild athletics” of the Low-Tatra moun-
tains, were probably the last impulse that
triggered the transformation of Plicka - the
ethnographic photographer into Plicka -
the kinetic image creator.
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In 1926, he gets his first camera (a sec-
ond-hand Pathé with a hand crank). His
first films, rather descriptive in nature, are
still documentary materials. In his early
films intended for the Matica archive, the
self-taught filmmaker draws on his experi-
ence gained during previous research. He
knows the landscape inside out; he knows
interesting places and their characteristic
inhabitants. Placing one take after the oth-
er is natural for an intuitive “structuralist”
like himself, even though the inspiration
by Soviet film editors certainly played
arole. Plicka’s first films can be seen as film
catalogues of remarkable Slovak villages
and their folkloric “attractions”. His third
film was made with more experience and
better technical equipment, and what is
even more, it is a “psychosomatic” film -
asound film. The narrative of The Earth Sings
was born from the natural vegetation cycle
and from the seasonal traditions and the re-
ligious culture of the community. Thanks
to his musical talents, Plicka instinctively
felt that this cyclical format best reflects
the rhythm of life of the Slovak country-
side and of rural cultures in general. Here,
people live (and work) from one spring,
one harvest to the next; simply put, life,
attached to the soil, is not linear.

When asked at a question-and-answer
session in the early 1970s whether the foot-
age of (among others) The Earth Sings was
authentic, Plicka replied that, of course,
some of the scenes had been staged and re-
hearsed. Authenticity of the characters and
of the settings was not a priority. The film
is supposedly a “selection from the purest
of the pure”. There is a certain inconsisten-
cy in the documentary method; however, it
is compensated by the idea of synthesis.

The Earth Sings (1933) is a carefully
thought through composition. The au-
thor’s intention is recognised by film
critics, who agree that the movie is a film
poem, a symphony. Frantisek Skvor’s mu-
sic — maybe the first full-fledged Czech-

oslovak film music of all times — was not
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composed to fit the image; it was created in
cooperation with the director of photogra-
phy. Plicka, Skvor and Alexander Hacken-
schmied, the editor who gave the film an
aesthetically radical form and a modernist
sparkle, worked as a team to create a film
which - thanks to the joint energy invested
in the process - pushed the boundaries of
what is imaginable.

Plicka’s films, including the first ones,
got very quickly worn out in the cinemas.
There was not enough money for more
copies or more reasonable distribution. For
example, the Over Hill and Dale film of 1929
existed in one single copy, the distribution
of which was pretty complicated, in result
of which the film never became generally
known among the audience. The fate of The
Earth Sings was not very different. Obvi-
ously, Plicka knew very well that films of
unusual narrative and complex montage
not featuring film stars will not spark the
viewers’ interest, unless the audience is
prepared for reception beforehand. That is
why Plicka invested a lot in the PR, so to
speak. He promoted the film, gave inter-
views, explained the concept with great
patience. Despite, the film was a failure.
Unitil present, The Earth Sings is one of the
morally most successful box office flops in
the history of (Czecho)slovak film. On the
premiere night, Prague cinemas were emp-
ty, and the Slovaks whined - yet again -
that nobody in “the West” (of the republic)
cares about them. While in fact, no other
film has ever been more widely discussed
by the critics.

Commercially unsuccessful as it was,
Plicka’s film contributed greatly to the
reception of Jinosik, a film about a 18
century highwayman and folk hero. Plicka
himself, who was the ethnographic con-
sultant of the film, was not particularly
happy about the result, mainly due to the
attitude of the receptive director Martin
Fri¢ towards his poetics (nature as the land-
scape of the soul, the sometimes parodic
representation of the local people, especially
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the highwaymen from the Barrandov film
studios). As Plicka put it: “No fragrance,
no poetry, and that is what I'm missing
the most. (...) I can’t recall ever feeling as
indifferent towards a film.” A horse opera
instead of a lyrical story. The audience,
however, thought otherwise. Finosik was
a blockbuster.

Browsing through Plicka’s monographs
and looking at the pictures from the
shooting of The Earth Sings, seeing his little
colleagues, his villagers’ crew, one cannot
help but smile: Plicka giving instructions
to the children, two boys in folk costumes
holding board reflectors, the third one
curiously peeking into the camera; A tall
youth holding a camera stand over his
shoulder, around him a bunch of children
carrying the rest of the equipment. “One of
the boys was appointed stage manager. To
make sure the performers are in the right
place at the right time, he kept throwing
stones at them until he was dismissed.

He was simply playing his bandit game.”
The behind-the-scenes stories published

in magazines such as Elan and Slovenské
pohlady or in Slivka’s monograph are

a valuable source of information for the
reconstruction of the pre-cinema Slovakia,
a country undisturbed by the media, where
women feared that the camera would steal
their beauty and the dancers “worried that
the masters might raise the taxes when they
see how happy the local people are.”

To criticism of his image of Slovakia
being too idyllic and the actors too dressed
up, Plicka responded by claiming that it
is the idyllic that makes folklore magical:
“The astonishing beauty of the archaic
Slovakia is dying away every day; poverty
and hardship remain.”

What should also be kept in mind is
the fact that regardless of his own artistic
programme, Plicka was a member of the
Matica slovenska, which surely supported
his efforts to show Slovakia in a positive
light. Recommendations from Matica
opened many doors for “our Karol Plicka”,
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but only to “fancy rooms”, so to speak. In
the Matica’s “Slovak beauty” agenda, there
was no place for phenomena such as under-
development, poverty, the hardships of life
that are so attractive to concerned pho-
tographers using photography as a means
of social commentary (such as the social
documentary photographer Irena Blithova).

The choice that Plicka made between
“Truth” and “Beauty” (which remain till
this day the key categories of visual dis-
course) was an aesthetic one, not a “func-
tionalist” one. That may be the reason why
later, when he worked for the Prag-Film
company established during the Protector-
ate of Bohemia and Moravia, he did not
notice how easily Beauty can be expropri-
ated. In this context, it is fascinating to see
how the apolitical Plicka’s works are actual-
ly state-building in every regime. All there
is to do is to replace “Czechoslovak” by
“autonomist”, to replace Prague by Brati-
slava, and The Earth Sings in the new context
of an autonomous Slovakia. After a bit of
denazification, the Baroque Prague movie is
ready for the post-war socialist era. This -
and I am not being cynical here - may be
exactly what makes Plicka the filmmaker
one of our first and most genuine national
artists. He knew how to be diplomatic,
while (paradoxically?) always remaining
loyal to his artistic self.

Anyway, back to his opus magnum now.
Despite the huge moral success of the film
and its festival career, The Earth Sings will
remain Plicka’s most valuable work. His
more intimate plans (such as Twelve White
Falcons, his concept of the Finosik theme)
fell victim to the unmature environment,
the too slow pace and idealistic attitude,
lack of funding, and partially also to the
political situation.

Besides his characteristic works, Plic-
ka - as a member of Matica - made some
technical films in the 1930s, such as Kniznd
lotéria Matice slovenskej (The Book Lottery of Mati-
ca slovenskd, 1933). In 1937, he filmed the
visit of the Czechoslovak president Edvard
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Benes to Bratislava and Trencianské Tep-
lice. Probably the most valuable footage
captured during this state visit is the
construction of the Zelend Zaba (Green Frog)
functionalist swimming pool. In 1936,
Plicka joined the ambitious delegation
of Matica at its trip to the “Slovak Amer-
ica” as the director of photography and
shot a film report entitled Visiting Slovaks
from New York through to Mississippi (1937).
The film captures the life of the Slovak
national communities. It is remarkable as
a historical testimony, but its aesthetics is

descriptive in nature. The pinnacle of Plic-

ka’s “cinema of attractions” is the footage
of the Niagara Falls. The technical cine-
matographer becomes once again a poet
fascinated by the power of nature.

After the dissolution of Czechoslova-
kia, Plicka, the now “useless Czech” (as
the propaganda would call him), leaves
Slovakia. Back home, he was involved in
various activities which today are looked
upon with a critical eye. After the war, it is
only occasionally that he visits Slovakia.
He becomes member of various commit-
tees, a filmmaker emeritus, since 1968 he is
the National Artist title holder - 1. e. a sort
of an institution exempt from criticism.

In the centre of the “socialist” Plicka’s at-

tention are photography publications. Not
only taking pictures, but also assembling
representative local history editions. His
works are a sort of photographic screen-
plays, a sort of film concertina books,
which allow the idealistic filmmaker to
fulfil his romantic dreams about films in
the current production environment where
there is no place for him any longer.

Plicka did find a continuator though -
the young Martin Slivka (1929-2002),
a filmmaker just as versatile as himself.
Slivka made several documentaries about
Plicka and wrote a “definitive” monograph
about him. By his own work, he bridged
the generation gap and transferred Plic-
ka’s visually-anthropological experience
to the most productive period of Slovak
documentarism - to the 1960s.
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HUMBLE MONUMENTALITY
IN KAREL PLICKA'S PHOTOGRAPHY

Lukas Bartl

Few Czechoslovak artists of the 20th
century were as influential in the domestic
scene as Karel Plicka (1894-1987). Based
on his year of birth, Plicka belongs to

the first generation of avant-garde artists.
Yet his journey into fine arts was not so
straightforward. At first, he was fascinated
by music, which he devoted himself to
professionally before the First World War.
I think that this moment is extremely im-
portant for Karel Plicka’s narrative. Music
requires great self-discipline, precision,
humility, and immense diligence. Fine

art is different in this respect, and a com-
bination of all of the above is not always
necessary. Avant-garde artists were, thus,
anything but humble. On the contrary,

in fact. Almost the whole essence of the
avant-garde movement was - with some
exceptions, of course - the negation of
(nearly) everything that came before it.

The exception was for some artists folk
art (or autodidactic art), the purity of
which was greatly appreciated and inspired
by many. But Plicka’s view was different.
He understood folk art to be not only
a source of inspiration, but also a subject of
deep interest and study, bordering on the
approach of a professional ethnographer. It
was this “scientific” position that gave him
the strength to sideline himself in his own
work and record folk art rather than using
it “only” as a starting point for his own
work. He captured it with a pencil and
paper, with sheet music, and on film and in
photographs.

At first, Karel Plicka was enchanted by
the folk culture of Slovakia. It was logical,
because, unlike the folk culture of Bohe-
mia, Moravia, and Silesia, the Slovak one
in the newly formed Czechoslovakia was
little explored. At the same time, it formed
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the basis for Slovak national self-determi-
nation, and in this respect its knowledge
was extremely important. It was a happy
choice from Plicka. Already during his
blessed long life, the Slovak village became
unrecognisable and its authentic record is
preserved to this day thanks to his efforts.

Undoubtedly the best known and most
acclaimed work in this sense is Plic-
ka’s film, The Earth Sings, from 1933. This
legendary work also shows us to this day
how close film and photography were in
the Interwar Period. During the creation of
the film, Plicka photographed intensively
in order to later use the images he created
in the book Slvakia. It was a pioneering
age, and a Renaissance man like Plicka
was undoubtedly capable of being a di-
rector, cinematographer, screenwriter, and
photographer all in one. It’s not without
interest that the film was edited by Alex-
andr Hackenschmied, a great promoter of
the film and “triple threat” as cameraman,
director, and photographer all in one.

The book Slovakia was published in 1937
and its significance for Slovaks is under-
scored by the fact that the author of the
introductory text was the Land President
of Slovakia at the time, Jozef Orszagh
(1883-1949). His text can be understood
as admiringly patriotic, yet also partly na-
tionalistic. It’s worth mentioning the basic
concept of the book, which Plicka mostly
stuck to throughout his further career. His
publications have a brief introduction (be
it professional, from an art historian, or
rather fictional), followed by a pictorial
part in which each photograph is devoted
to one (later even two) pages of a large-for-
mat book. The photo is complemented by
a short factual caption. Plicka dealt with
the topic even after the Second World War.
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In 1949, the book Slovakia in Photographs by
Karel Plicka, which, in terms of its pictorial
content, only partially coincided with the
book Slovakia. Of course, the introduction
to the book written by Laco Novomesky
also changed.

Plicka’s concept fundamentally shaped
the idea of what a pictorial photographic
book should look like, and future gen-
erations of Czechoslovak authors had
to square up to Plicka’s vision. There are
several advantages to this arrangement.
First of all, he understands a book to be
a source of information. The introduction
with captions always has considerable
informational value and gives the reader
a fairly good idea of the region and its
historical heritage, or its inhabitants. “The
second advantage is the political, and to
a large extent, also artistic “neutrality” of
this concept: Plicka’s photographic books
were published during the First Republic,
during the Protectorate of Bohemia and
Moravia, during Stalinism, during normal-
isation, and in the post-November period.”

P . Frciis 5 et e P

The nature of Plicka’s books is also
matched by the style of his photographic
work. Plicka mostly ignored contemporary
artistic norms. His photographs are always
technically perfect, of course he had to wait
for the shot, take it at the best time of the
year and at a specific day and hour when
the light was best. In this respect, he was
certainly not alone; a similar knowledge
formed a part of the professional honour
of photographers of the 19th century. In
addition to this technical quality, Plic-
ka’s pictures always have a certain monu-
mentality, grandeur, descriptiveness, and
deep humility for what the photographer
photographed. When you look at Plic-
ka’s photos, you feel as if you're looking at
magnificent nature, a pure man, or a stun-
ning temple. You don’t feel like you’re
viewing images from a particular artist.

It’s not that Plicka’s work is not charac-
teristic or recognisable, it’s that the artist
himself deliberately sidelines himself to
make reality stand out. Which, of course,
was neither a matter of course nor typical
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of his generation. After all, to this day, this
artistic approach is often overlooked by art
historians and curators as uninventive and
only slightly progressive. In my opinion,
this view is utter nonsense.

Plicka’s all-round interest in Slovak cul-
ture was violently interrupted by the onset
of World War II, which he experienced in
Prague. Here his interest focused on mon-
uments and symbols of Czech statechood.
He was, again, not alone. During the war,
many photographers began photograph-
ing domestic landmarks, especially Prague.
Some were interested in documenting
buildings that were endangered by the
ravages of war, while some wanted to pay
tribute to the roots of the Czech nation
with their work and thus encourage its
solidarity. This was also the case with pho-
tographs and the subsequent book Prague
in Photographs by Karel Plicka (1940). The
patriotic tone of the book was underscored
by the non-conflicting (yet very under-
standable for the time) foreword written by
art historian Zdenc¢k Wirth.

The book is in many ways related to
Plicka’s Slovakia, but we find one significant
difference here. While in the older pub-
lication, the author pays a considerable
amount of attention not only to the region
but also to its inhabitants; in Prague, the
photographer deliberately avoided people.
It had its logic of course. It was not only
the fact that the photographers at the time
did not perceive the inhabitants of the
cities as “objects” worth recording, but also
the meaning of the whole book. Plicka
wanted to capture the “city of eternity,”
not the “city of the 1940s.” Its inhabitants
would give it unwanted concreteness as
well as unwanted emotivity.

This method of capturing the capital
was repeated by Plicka several times, and
his books are now among the legendary
works of Prague. For all of them, let’s name
at least Royal Prague (1957) or Prague Castle
(1962). And it was Plicka’s conception of
photography, with which the authors of
the late 1950s led an artistic controversy,
who, in the spirit of so-called everyday
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poetry, created books focused not on the
city but on its inhabitants. It was a de-
liberate controversy and sometimes also
explicitly acknowledged, as was the case of
Everyday Prague (1959) by Erich Einhorn.

Karel Plicka preserved the monumental
and informatively deep style of photogra-
phy in other topics and themes, which
he later embodied in publications such
as Czechoslovakia, Vitava, etc. These books,
which sing the beauty of the eponymous
places, were published in a print-run that
seems unimaginable today (some thirty
thousand copies!) and in many supple-
mented and expanded editions and lan-
guage versions. It’s no exaggeration to say
that Plicka’s book was owned by almost
every family in Czechoslovakia, and many
readers of this text still have it unknowing-
ly at home, or at least in the home libraries
of their parents or grandparents. Plicka
thus fundamentally shaped a kind of
“visual awareness” of Czechoslovakia, its
sights, natural beauties, and also of Slovak
folk culture as a whole. It is thus extremely
important not only for the history of do-
mestic photography, but also for our visual
identity.

“Only” these merits would be consid-
ered. Nevertheless, their list cannot be
ended here, because Plicka was not “only”
alegendary director, cinematographer,
photographer, and collector of folk sayings
and songs, but he was also a key figure
in the institutionalisation of film (and
later also photographic) art. In 1946, he
co-founded the current Film and Televi-
sion Faculty of the Academy of Perform-
ing Arts in Prague (FAMU), of which he
became the first dean. In a speech marking
the founding of FAMU, Plicka allegedly
said: “We are nations that are said to be
small. Which is all the more why we desire
to level ourselves with the great nations,
at least within the spiritual realm. We
look too anxiously at what’s happening
in the world and where and how these
things are done, and we think that if we
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follow suit by the same method, we’ll
achieve the same effect and recognition

in the world. When we draw attention to
ourselves abroad, it’s not enough to show
a rehash or copy of someone else’s work. In
our work, they’ll appreciate exactly what
makes it ours, and no one but us can do
that. Watch very closely what’s happening
abroad but look for your own way to go
about it at home, in our heads and in our
hearts.” For many, these sentences might
bring a slightly sarcastic smile to their face,
but I think it’s good to remember them at
least on occasion - and they may soon be
considered prophetic again. They refer to
Plicka’s inspiring humility and belief that
there is still plenty of room for fulfillment
and honest work between the world’s pro-
gressive and boringly conservative, which
will be deservedly appreciated and appre-
ciated. I think that Plicka was an artist
who believed in a certain universal beauty
and in the personal responsibility of every
artist to not relate “only” within a narrow
artistic community, but to indiscriminately
cultivate the life of the whole society. These
ideas are extremely relevant to this day.
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KAREL PLICKA’S SINGING LANDS

Joseph Grim Feinberg

Karel Plicka, Vienna-born Czech patriot,
multinational folklore collector, and found-
ing father of Slovak cinema. That he could
combine these superficially incongruous
distinctions says a good deal about the
nature of film, folklore, and Czech-Slovak
cultural relations.

Simplistic narratives of modernization
pit ancient folk tradition against contem-
porary lifestyle, local soil against rootless
forces of global progress, and nation
against nation as they struggle to survive
the cultural shipwreck known as moderni-
ty. The truth of the matter is rather more
complicated. Nationalism, after all, is not
only a nation’s claim on the past. It is,
above all, a claim on modernity. Folklore
becomes a part of national tradition when
it becomes modern. Local soil gains notice
when something worldly grows from it.
And each nation, in order to become a na-
tion, needs someone from outside to see it,
to recognize it as a distinct unit worthy of
preservation in its particularity. Every Slo-
vakia, so to speak, needs its Karel Plicka.

Still, even if the making of national cul-
ture always involves insider-outsiders who
are able to recognize the value of national
expression because they do not take it for
granted, not every such figure moves along
the same line between inside and outside.
Pavol Orszagh Hviezdoslav became a great
Slovak poet after attending Hungari-
an schools and recognizing the Slovak
language as something different, unusual,
and under threat. The makers of the first
feature-length Slovak film, Finosik from
1921, were Slovak emigrants in Illinois
who admired the newly born Czechoslova-
kia from a distance, visiting it only to shoot
their film. But whereas Hviezdoslav and
the makers of Finosik identified firmly as
Slovaks, Karel Plicka never repudiated his
Czechness even when becoming a Slovak
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patriot. He looked on the Slovak nation
with a Czechoslovak gaze.

Plicka’s image of Slovakia reflects the
contradiction at the core of Czechoslova-
kia. In order to gain legitimacy with the
victorious postwar powers, Czech and
Slovak leaders invoked the principle of
national self-determination, claiming to
found a state that belonged to its nations.
Yet precisely because the state rejected the
supposedly a-national approach of the
defeated Habsburg monarchy, it could not
be neutral toward all the nations present
on its soil. Czech patriotism meant sup-
port for a nation-state where Czechs by
themselves made up roughly half the total
population of a territory stretching from
German-speaking western borderlands to
Rusyn-speaking highlands over a thousand
kilometers to the east. Czech patriotism
needed to unite with Slovak patriotism in
order to represent a significant majority of
the national population. And Plicka, like
so many of his countrymen, showed far less
interest in the cultural expression of his
country’s large but less culturally conven-
ient German-, Hungarian-, Yiddish-, and
Romani - speaking populations.

But Plicka’s sometimes-superficial
attraction to the exoticism of the East
was combined with an increasingly active
engagement in Slovak society, and he
produced films that were not merely Czech
views of Slovakia, but were co-produced
and supported by Slovak institutions and
could be plausibly called “Czechoslovak”
or even “Slovak” films.

Plicka was also fascinated by the pic-
turesque landscape and distinctive folk
traditions of the Rusyn east, but—again
like so many other Czech patriots—he
was rather uninterested in Rusyn cultur-
al politics. Whereas Plicka took part in
a wide range of activity in Slovakia, he
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visited Subcarpathian Ruthenia only to
record material, and it is telling that 7%e
Earth Sings, which was publicly presented
as a film of Slovakia, included scenes shot
in Rusyn territory, but not identified as
such. If Slovakia was widely treated as the
Czech nation’s metaphorical little brother,
the Rusyn nation was a sort of step-child,
brought into the family by a marriage of
convenience, sometimes embraced, some-
times exploited, and sometimes completely
ignored.

But the superficiality of Plicka’s gaze
was part of what made his films effective.
It penetrated into a different dimension of
depth. Plicka’s camera, with its panoramic
shots of breathtaking scenery and collec-
tive movement, passed over the complica-
tion of personal life, social entanglement,
and interwoven microhistories. This gives
way to grand compositions of light and
shadow, timeless ritual, play, and toil
withdrawn from local context, a montage
of nameless faces that appear for a mo-
ment and then are gone. The camera, from
a distance, catches something that that the
immersed eye does not. What it sees are
not the same mountains through which
people had walked for ages, not the same
people who had walked them, not the
same old rituals and labors and games. The
images, flattened and then enlarged on
screen, become a new kind of material, out
of which an aesthetic for the new republic
could be built.

Plicka always a retained a traditional
folkloristic taste for ornamentation, along
with a romantic veneration of natural
landscape, but he combined this with
a modernist sensibility for abstract form.
In one particularly striking photo of flax
bundles drying on a mountainside, we
see these elements especially clearly: folk
creativity turns this utilitarian item into
an aesthetic object, laid out against the
backdrop of grandiose nature; but it is
Plicka’s wide camera angle that transforms
the individual bundles into a purified

shape laid out on the mountainside. This
kind of aesthetic distantiation is typical of
Plicka’s film poetics: romantic-traditionalist
material is captured within a modernist-for-
malist technique of estrangement. The
varied particularity of the vast countryside
is captured in a unified whole; the ancient
and local is given the approval of a modern
gaze; the singing land is integrated into the
prosaic state.

Although in his ethnographic work
Plicka paid remarkable attention the
individual personality of folk singers, in
The Earth Sings it is decidedly the land, and
not the individual, that sings. The Earth
Sings is a folksong collector’s film that does
not directly portray a single folksong perfor-
mance; instead, it is a lyrical reflection on
folksong through the medium of voiceless
images and overlaid orchestral arrange-
ments. A boy with a whip, a herd of sheep
with crossing a river with clanging bells,
shepherds bellowing on enormous flutes -
all are abstracted from their context, made
strange as silent shapes on a screen, and
then given new sound as art music.

Plicka’s work was effective not for its
traditionalism or for its modernism, but for
his specific synthesis of the two. Although
Plicka made less liberal use of montage
and jarring cuts and juxtapositions than
Eisenstein (whom he cited as an inspira-
tion), his arrangement of more slowly un-
folding scenes and his striking angles still
draw attention to the camera as a uniquely
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modern mechanism of representation. This
modernist element was further strength-
ened in The Earth Sings by the editing of
Alexander Hackenschmied, who was just
beginning a career as an experimental
photographer and filmmaker.

Nevertheless, Plicka’s traditionalism
remains, and in The Earth Sings it is explicitly
juxtaposed with Czechoslovak modernity,
as if he sought a place for preserving both
elements in the new state. The original
version of the film began with scenes of
bustling Prague streets, followed by a train
departing from the station, heading east
for aland that, in the rest of the film, ap-
pears undisturbed by urbanism or indus-
try. The viewer, then, is set up as someone
positioned in Prague, and only after this
point is the viewer invited to travel into the
marvelous land that sings.

This Pragocentrism apparently did not
please those in charge of the film in Slova-
kia after Czechoslovakia’s breakup in 1939,
at which point the Prague scenes were
replaced, without the author’s permission,
by a sequence of scenes from Bratislava,
creating a film that is perhaps less orien-
talist, and more national-isolationist, but
equally committed to the dualistic coexist-
ence of modernity and tradition.

Every state is a sort of symphony, but
not every land sings for its state. The land
needs someone to hear its voice, record it,
recompose it, perform it and conduct it,
re-record it. And sometimes new editors
come to cut up the recording and put it
back together in new form.

Did this land sing a bit too beautifully
for its own good? Had its sublime voice
risen too high above its gritty social real-
ity? When The Earth Sings was released in
1933, the critic Jozef Rybak responded to it
in the leftist cultural journal DAV: “Is Slo-
vakia really a singing country? [...] Where
is the sadness that we so often hear in folk-
songs? Where is the despair, where is the
anger?” Reading this, Vladimir Clementis
came to the film’s defense, also writing in
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DAV: “The film is [...] an illusion, true, but
an artistic illusion.” It was an illusion that,
by abstracting itself from the hard reality of
the land, found its place in the optimistic
reality of a state which, after all, was proba-
bly the least bad in its neighborhood.

After the war, with Czechoslovakia
more or less reassembled, Plicka generally
turned away from film, devoting himself to
educational-organizational work, pho-
tography, and publishing the photographs
and ethnographic material he had collect-
ed in earlier years. In all this work, we see
the image of a Slovakia promised a place
in Czechoslovak modernity: aland of
apparently primordial pre-modern beauty,
as captured in crisp, stunning photographs
and collected folk songs and folk tales,
ready to be aesthetically captured by new
generations of filmmakers, photographers,
and ethnographers educated in the institu-
tions of postwar Bratislava and Prague.

It remains a captivating idea: the pos-
sibility of modernizing without giving up
the old, but elevating the old by making
it into art, while the cities fill with modern
subjects capable of seeing and appreciating
what has always been beautiful in their
land, if only they noticed. This isn’t a vision
that delves into the complex problems
of capitalism and socialism, of industri-
alization and changing relationships to
village life and the natural world. But there
may well be a place for this vision in the
whirlwind of change that the past centu-
ry brought, and that the coming century
likely will bring.
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PLACES OF GREAT SIGNIFICANCE

Lucie Cesalkova

Karel Plicka is best known for his ethno-
graphic work from the turn of the 1920s
and 1930s, the primary goal of which was
to record the specifics of a particular com-
munity, place, or event. His feel for the
visual power, musicality, and rhythmicity
of folk customs and his deep understand-
ing of lighting in the landscape are also
what brought him to the film medium,
allowing him to process these themes in
his own desired audio-visual dynamic.
Less known is his work from the Protec-
torate, which adds a political dimension
to the scientific and artistic dimension of
Plicka’s work and shows that films about
certain places are not always purely topo-
graphical, but also create and reshape the
place’s significance in the given historical
contexts. During the Protectorate, Karel
Plicka made two films, Cheb (1942) and
Prague Baroque (1943), both for the Ger-
man production company Prag-Film AG
and both with the theme of an ambiguous
symbolic space - the Sudetenland and
Baroque Prague, places that historically
went through a layered process of appro-
priation and the alienation of its original
significance. Plicka’s life and creative
journey were also nationally and political-
ly unaligned in the first half of the 20th
century: he was born in Vienna, grew up
in Bohemia, and spent a substantial part
of his professional life in Slovakia docu-
menting local folk customs. In the Czech
setting, he captured the urban space and
architecture of Prague both in photogra-
phy and on film. During the period of the
Protectorate, his films contributed to the
establishment of the German vision of
Czech culture while the Third Republic
saw his films contribute to the strength-
ening of international awareness of the
socialist direction that post-war Czecho-
slovakia was headed.

The cultural department of Prag-Film
AG, which had been operating in Prague
since the end of 1941, was founded in
August 1942, less than three months after
the assassination of the Reich Protector of
Bohemia and Moravia, Reinhard Hey-
drich, and focused on short documentaries
covering topics through which it was possi-
ble to strengthen the symbolic ties between
German and Czech culture. One such
example was the eponymous documen-
tary portrait of Johann Gregor Mendel,

a scientist of German origin who worked in
Bohemia and Moravia, or the film Syllabary
of German Styles, topographical films about
the Sudetenland (Upper Silesia) and (Cheb),
and a film about Prague’s Baroque archi-
tecture, Prague Barogque. In the context of the
Heydrichiad and the efforts to consolidate
German influence in the Protectorate, it

is necessary to read about the Plicka films
mentioned.

Cheb was directly connected with the
author’s most acclaimed opus, The Earth
Sings - preparations for this “painter-
ly-rhythmic, pictorial symphony” based on
an “ideological and formal unity of land-
scape, folklore, and folk song” were written
about by the period press (Kinorevue,
November 11, 1942). However, since the
film captures the festivities of the German
population in Cheb, a city that has long
sought to secede from Czechoslovakia, its
highlight as a variation on Plicka’s poem
was a purely rhetorical figure, masking the
political dimension of the film by placing
emphasis on Plicka and his style. Howev-
er, the Plicka film was co-directed by the
unmentioned German filmmaker, F. B.
Nier, who created the framework (intro-
duction and conclusion) for the film. And
the symbolic significance of Cheb as a city
with a predominantly German population
played a much more significant role in it
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as well, in which the occupation of the Su-
detenland was perceived mostly positively.
The festivities and customs captured on
camera corresponded formally to Plic-
ka’s focus, but under flags with swastikas,
they became more of a political manifesta-
tion than a celebration of folk traditions.

The imagery of Prague architecture,
which he had already “set into motion”
in the film Prague Baroque, was also al-
ready mastered by Plicka in his work for
the narrative photography book, Prague
in Photography. 1t was published in 1941
with an empathetic commentary from art
historian Zdené¢k Wirth that emphasized
Plicka’s compositional feelings. The 1944
German edition (Prag im Lichtbild), with an
introduction by Anton Zankl, Head of the
Cultural and Political Department of the
Reich Protector in Prague, placed Prague
among other major cities in the Empire
and gave a key role in its construction to
the “German royal families of Luxembourg
and the Habsburgs.” This narrative was
also adopted by Prague Baroque, framed by
an explanation of the German roots of the
Czech Baroque. Karl Maria Swoboda,
an Austrian art historian who worked at
Charles University in Germany during the
Protectorate and devoted himself to Goth-
ic and Baroque art in the Czech Lands,
co-wrote the screenplay for this film with
Plicka. Swoboda’s concept of the Prague
Baroque was based on a thesis of the crea-
tive power of the German nation manifest-
ing itself in the Czech Lands, which made
it possible to consider the natural intercon-
nectedness of Czech and German culture,
and even the origin of Czech culture
within the German tradition.

This symbolic rewriting of the essence
of Prague’s architectural Baroque took
place only a few years after an interest in
Baroque as art and culture in general estab-
lished itself in Czech discourse. Until then,
debates about the culture of the time were
marked by ideologized disputes about the
role of the post-White Mountain period
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in Czech history, and the importance of
Baroque as a cultural phenomenon in
historical memory was devalued, among
other things, by the absence of a “great”
narrative work in the Czech language. The
renewed interest in Baroque was confirmed
in 1938 by the Prague Baroque exhibition,
accompanied by a number of other activi-
ties that revived Baroque culture - among
other things, Jindfich Brichta’s film Prague
Baroque was created, as well as a theatrical
performance rendered by the E. F. Burian
Theater based on Baroque dramatic folk
works. In the period of an imminent war
threat, these activities struck a chord as
nationally empowering.

Even Plicka’s protectorate film, which
was five years younger, had an ideolog-
ical framing after the war. Recut with
Baroque music added, new commentary,
and named Baroque Prague (1946), he
proclaimed that “no army, not even the
German army, could suppress the beauty
of noble residences.” The new film, thus,
set itself against the recent occupation and
opened the theme of Baroque as a social
theme, recalling that “Baroque palaces
were not for everyone.” The monumental
buildings in this film resonated as works
symbolizing the difference between the
nobility and their subjects, and the specta-
tor was called upon to accept the Baroque
in its beauty and craftsmanship and also as
a memento of social differences that don’t
belong in post-war society. In the early
post-war era of internationalism and the
belief in the strong potential for short doc-
umentary films as mediators of knowledge
and understanding between different na-
tions and cultures, Baroque Prague belonged
to a collection of films that were distrib-
uted to the world in various languages in
order to represent a vision of a renewed
post-war Prague where there’s “no more
beggars sitting under Baroque statues.”

Karel Plicka’s protectorate work con-
firms that German production compa-
ny Prag-Film pragmatically supported
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the strengthening of German influence
after the assassination of Heydrich by
elaborating Czech-German themes, whose
German interpretation was legitimized by
a prized Czech filmmaker, thematically
and poetically following on his previous
work. In Prague Barogue and Cheb, it is
possible to demonstrate how this pro-
duction took advantage of the semantic
openness of certain themes and topics, the
final meaning of which always depends on
specific cultural and political contexts. The
changing interpretations of the Baroque
and the ambivalent position of the Su-
detenland served as a starting point for
presenting a Nazi version of the interpreta-
tion of these phenomena and the gradual
Germanization of Czech culture. With the
post-war reinterpretation of Baroque Prague,
the memory of the place is further layered
so that the tone of the images adapts to
the current idea of a socially equal society.
Plicka’s seemingly innocent imagery of
buildings, streets, and squares not only
play out Baroque shapes, but also, above
all, pulsate with sediments of his cultural
memory.
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A PAST THAT WASN’T

Stépan Sanda

The name Karel Plicka might ring a lot of
bells today, but an awareness of his cultur-
al significance can be a bit hazy. Although
the centre of Plicka’s work is in the first
half of the 20th century, his oeuvre demon-
strates by nature two important constructs
of (late) modern society: the constant
resuscitation of a national identity not just
within a Central European context and
the objective depiction of reality through
technology.

Images shape our imagination and
our understanding of the world around
us. With the invention of photography as
a technical image, this statement became
universally valid - this was captured by the
optics inside the device, the human factor
(flawed by nature) was minimized, and
this is the reality. But what if we took the
above obvious statement and turned it on
its head? What if our imagination and un-
derstanding of the world shapes even these
seemingly neutral technical images?

Karel Plicka’s photos of Slovak villages
at the foot of the Tatras from the 1920s,
which were gradually set in motion in films
like After the Sloveak People (1928) or The Earth
Sings (1933), have something more to them
than just an imprint of light reflected from
the local people and from the landscape
onto a light-sensitive layer. “It was an
epoch of rare and still underappreciated
artistic creativity of our people and their
high culture. Recording and saving a cul-
ture that was irreversibly in decline was
a magnificent part of my life,” says Plicka
himself, offering key explanations to these
images in his book Memories and Conversati-
ons. If we look at Plicka’s position not only
from this period, but also from the time
of the protectorate when he photographs
the architecture of old Prague, and we take
into account Plicka’s quoted position, the
value of authenticity and ethnographic

statement of these (perhaps?) documenta-
ry films becomes problematic.

Through details - and by details I mean
things and people as those shown in his
photographs - Plicka’s pictures of Slovakia
or Baroque and modern architecture are
genuine. In his essay Camera Lucida, Roland
Barthes identifies the essence, or idea, of
the photographs by stating “this was.”
According to the theorist, the founding
order is having a reference - the referent of
the photos was really in front of the camera
lens for a certain period of time. Thanks to
Plicka’s pictures, we can really admire the
rich details of the folk costumes, the wrin-
kles on the villagers’ faces, the majesty of
the Slovak or Prague landscape, and even
the graphic perfection of stacked straw
baskets on the Tatra meadow. But this was
the photographer’s intention - to get just
these objects, at this very hour (because
of lighting), in front of his camera. Plic-
ka’s method reduced any role that chance
might have played. However, all these
details about these references, apart from
the fact that the rays reflected from them
at the time were imprinted on film, do
not tell us much. Photographs of Krupp
factories tell us nothing about the nature
of their operation. We could paraphrase
Walter Benjamin. The physical presence of
an object at a certain moment in front of
the camera lens cannot be identified, much
less in this day and age with post-produc-
tion modifications and airbrushing of the
photographic image, with the veracity of
the photograph as such.

Barthes’ recalled maxima is an expres-
sion of his effort to capture photography
by semiological thinking, an effort to
characterise the specificity of the medium
(hence studium and punctum, unary images).
In essence, such an effort can be reduc-
tionist if it deals only with the essence of
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photography. Photographs and paintings
in general are more than their frame which
defines the important “what was.” Behind
every image, we sense the space outside
this frame. We try to guess the creator.
“This was.” However, there was also the
view of the creator of the given shots.
Plicka’s shots seem to document, above
all, the idealistic ideas of their creator more
than they tell of the essence of the people
and things depicted. The images of the
Slovak village people seem to be primarily
a depiction of a past “that wasn’t.” Plic-
ka’s role can be understood not only as
a wanderer in the mountains encountering
traditional culture that was (so far) not
much affected by modernisation process-
es, but also as a wanderer on a journey to
the past who shows the deep roots of the
Slovak people, thereby ex post justifying
their right to self-determination. In relation
to the past, it creates an archive of beauty -
elderly people are photographed from low
angles, joyful country children are playing,
Prague’s landmarks are depicted in a dra-
matic play of lights, etc. What a difference
when we look at the pictures of the same
creator, when he documents the construc-
tion of housing projects in Invalidovna or
Petiiny. These photographs are flat, with-
out dramatic gestures and tensions, and in
some moments now contain elements of
chaos and the uncomfortability of reality.
Through Plicka’s images depicting the con-
struction of housing projects, we can see
the old world of tradition, permanence, de-
termination, and longevity evaluating the
new, strangely disorganised and torn reali-
ty of modern life: the clear and identifiable
faces of the villagers, who thanks to their
folk costumes, also form a part of the great-
er whole - family, village, nation - against
the anonymity and depersonalized emp-
tiness of the big city. Plicka’s early pho-
tographs could be compared to the wave
of rural prose in Czech literature from the
second half of the 19th century, which,
inspired by Bozena Némcova’s Babicka,
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for example, depicted the village as a true
source of national consciousness and size -
without a rural people there is no nation.
This literature approached the countryside
as a source of true and sincere human
relationships. The images of the Slovak
village continue to form the village identity
of the nation on the basis of folklore, and
thus only a part torn from rural life. The
sentimental depiction of the “agricultural
people” by their virtues as an ideal that
forms the basis of the state still persists in
the Czech Republic and Slovakia to this
day.

At the end of the day, the left-wing press
blamed Plicka for overlooking the hard,
everyday village life in his depiction of the
Slovak countryside, this time in cinematic
format. These objections are not dissimilar
to Barthes’s critique of the monumental
exhibition, The Family of Man, from the
1950s, which he describes as a meaningless
product of conventional humanism that
coats the life experience of the depicted
people and events with an invisible layer
and reassures us privileged people that life
“is what it is” and that’s okay.

Through the camera lens, the pho-
tographer shapes reality. Of course, the
Barthesian essence of photography applies,
but what Barthes (given his intention, of
course) no longer solves much is the pho-
tographer’s intention. Czechoslovak visual
theorist Jan Smok, for example, distin-
guishes between informative and emotion-
al photography. In emotional photogra-
phy, informativeness - or realism - is lost
and the importance of the emotional ef-
fectiveness of the image comes to the fore.
“It’s a message, not a fact,” Smok states in
The composition of the pohotographic image. The
basic message of photography as a medium
is therefore “this was,” however, it seems
to be the lowest common denominator of
a photographic image. We evaluate photos
not only in terms of how they record this
basic message, which is obviously primar-
ily informative in nature, but also in terms
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of their emotional effect. Barthes writes

about his own transformation of phenome-

nology by involving “affectus” - the emo-
tional impact of specific images on Roland
Barthes as a person is the main motivation
for deciding to write about photography.
Similarly, it was not enough for Karel
Plicka to capture the words and melodies
of folk songs of the inhabitants of the Tatra
Mountains; he wanted to visually capture
the “affectus” of the scene, the mood that the
scenery evoked in him before his eyes. With
a camera, he seems to illustrate these songs
as well as the story of the (Czecho)slovak
nation once formed by a single word.

The photographer behaves like a di-
rector — he influences what’s happening
in front of the lens (for example, just by
choosing the place where he will shoot
the scene from), in the camera he chooses
the possibilities of the image itself and
determines post-production procedures.
In a similar spirit, Jan Smok distinguished
between documentary and documentary
photography in the 1980s. The aim of the
former is primarily the depiction of select

objects (informative photographs); the
latter also wants to submit a certain report
on social reality without prioritising the
artistic solution over the message itself.

It is in this respect that Karel Plic-
ka’s documentary photographs are prob-
lematic. What they show is a “was not.”
Meaning what is shown is not exactly how
it really was - too much of a given social
reality lies outside the frame of the picture.
There’s a reason why Karel Plicka made it
into history books for the film medium,
in which his constructivist nature with an
emphasis on directing is somewhat more
obvious. “Only film, and especially film
with sound, fully allowed me to express
myself harmoniously in all components
of the creative process,” Plicka is quoted
as saying in a publication dedicated to
him called Karol Plicka - The Poet of the Image
(Martin Slivka, 1982).

Alook at the monumentality of Plic-
ka’s images can astonish with their perfec-
tion. Our astonishment from photography
stems from the very cessation of time,
from something that is completely beyond
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our everyday experience - even a more
self-paralysing pose is disturbed by small
movements. The perfection of Plicka’s pho-
tographs, like other iconic and unknown
shots, is a stage play with props. I refer
back to Roland Barthes again. In his Came-
ra Lucida, he himself likens photography

to theatre - according to him they share
the same roots, i.e. Death: “The first actors
separated themselves from the community
by playing the role of the Dead (...) pho-
tography is kind of like a primitive theater,
a kind of Tableau Vivant, a figuraton of

the motionless and made-up face beneath
which we see the dead.” Even when writing
about photography, Jan Smok often resorts
not to painting, like many of his predeces-
sors, but to theatrical terminology.

The scene from Plicka’s picture, The Wo-
men of Ciémany; paradoxically perhaps
one of the few unstaged photographs from
Slovakia, keeps coming back to me. There
are four figures kneeling by a stone portal.
Perhaps it’s a church, or maybe a chapel?
This conjecture of the context is, after all,
symptomatic for the reception of photogra-
phy - in painting we usually ignore the
world behind the frame, we don’t imagine
it. This is probably because photography
is much more anchored in our own real-
ity. We can’t see kneeling women in the
face. We might see ourselves in relation to
photography like these Ciémany women
see themselves in relation to the object
of their faith. In a visually increasingly
saturated (or oversaturated?) society, our
gaze is increasingly focused on something
from which our very being, by which we
could experience the authentic experience
of the reality of the image, is separated by
an impenetrable border. We trust pho-
tography. This is despite the fact that there
is a doubt in the back of our mind based
on the ubiquitous manipulations of the
photographic image. And just as the tem-
ple evokes a sense of shared reality among
believers, “photographs borrow reality to
transform it and project it back onto itself,”

writes Filip Lab and Pavel Turek in the
book Photography after Photography. A miracle
is an accident - an invasion of the unlikely
into the daily order of things. Photography
is the intrusion of constructed reality onto
itself.
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KAROL PLICKA, IN HIS OWN WORDS

Back then, I made one of the most impor-
tant decisions in my life. Looking back from
the perspective of all those years, I do not
pity this decision of mine, and I am even
happy today that I acted in this and no
other way. Who knew back then how many
treasures had been preserved in Slovakia
over the past ages! It had used to be aland
rich in singing, full of mysterious contrasts
of songs and cries of woe. I was lucky to ar-
rive in Slovakia literally in the twelfth hour,
having been able to capture its folk culture
at the time of its stylistic peak. I was able
to still catch up with witnesses of old cho-
rales, ballads, rites and fairy tales. Eternal
values, artistic supremacy, truthfulness and
earthiness of the folk song made me take
even a stronger grip of my new surround-
ings that was redeeming me with profound
internal and artistic satisfaction, possibil-
ities of creative work and made me slowly
move away from Prague’s artistic life and
give up all possibilities stemming from the
capital’s local artistic developments.

From the film “Nérodny umelec prof- Karol Plicka”

It was first of all the artistic treat of folk
culture, both spiritual and material,
which not only captured my attention in
an elemental manner, but also gave me
the patience to follow my aim under any
circumstances. If there are any revelatory
findings in my work, I discovered them
first of all as an artist. It was art that gave
me the strength, opened up a path for me
and let me seep down not only close to the
source, but to the people as well. This was
probably the main and essential reason as
to why no path was too difficult, demand-
ing, or impenetrable for me.

Memories and Conversations
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Occupation meant six years of separation.
It is a long time, but my experiences from
15 years of travelling across Slovakia were
so vigorous that even the longest seclu-
sion could not whittle away my memo-
ries. On the contrary: it was around 1944
when we were organizing the first folklore
festival in Straznice. One early morning,
I caught a glimpse of the town’s towers
from the nearby meadows on the Petrov
hillside. They looked as charming as some
fairy oriental city, and from that time on,
I could not let go of that image. It is by
no accident, then, that in May of 1945, as
an advisor to Soviet filmmaker, I arrived
as one of the first Czechs, riding on a jeep
through Vienna to Bratislava. It had been
long before even trains started running
again. And then, with the same kind of
obsession with which I had created “my”

Prague many years before, I started writing
a book on Slovakia in 1946.

Jak vznikla Plickova Praha

I my view, pure photography in its original
function is always documentary in a way,
but as such, it does not necessarily need

to be cold, dry, unoriginal or uncreative.

I myself am not able to draw a sharp line
between image documentary and crea-

tive photography. Every subject matter
and every single object already includes

a potentially effective expression per se.
We only have to open our eyes and be

able to see. The subject matter should be
diligently pursued, from the very start,
looking for an efficient and modest means
of expression. Artificial ornamentation is
definitely not better than a dry and cold re-
cording, nor a game as an end in itself, not
pertaining to the topic, which is the just
an external fagade. It often deviates from
the subject matter, being inconclusive,
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simply not grasping it. Personally, I have
to feel enchanted by a motif, it must make
me tremble, occupy and captivate me. If
it does not charm me as the author, how
could I possibly believe it would capture
the minds of viewers?

Umélec, jemusz se Zivot stal konickem

At the beginning of my photographic
career, there was a song. The images, too,
stand for a silent celebration of the Slova-
kia that is close to my heart. It is this Slo-
vakia that I especially cherish and love. It
is this Slovakia that I explored, discovered
and felt during my travels over many years.
Using photography, I wanted to get an
optic expression of its artistic world full of
pleasant landscapes, harmonic architecture
and especially its wonderful people. It is
obvious that my work is dominated by lyr-
ical and artistic motives since it is based on
my emotional relation to the topic. Slovak
villages are peopled by wonderful inhabit-
ants. Their different faces and body types
are worth the palette of grand masters of
painting. They are beautiful people shaped
by a healthy way of life. If you only knew
their life stories! Their faces reveal the sub-
ject matter treated in the greatest of novels.
It is a shame that many of those folks took
those stories to their graves forever. My
photographs of people do not constitute
areportage. They aim to be a strengthened
record of extraordinary reality which I was
blessed to go through with my compatri-
ots. In other words, the magnificent reality
that I encountered on my journeys begged
for artistic vision and appropriate registra-
tion. Only in such a way I could penetrate
to its basis, fully grasping it.

From the interwiews in the film “Na pociatku bola

v )

piesen

As you surely know, I wanted to pay you

a visit four weeks ago, but the moment was
inappropriate. I am sorry that the visit did
not happen, as I wished to get your con-
fidential advice and talk through our new
film. As you can see in the attached mate-
rials, the topic is growing updated by the
day. Though I should address this matter
in an official manner to the Slovak Asso-
ciation Matica slovenska, I still think that
a man-to-man way is the closest. Shortly
speaking: our film The Earth Sings (1933)

is ready as a silent flick and we are also
currently finishing its music accompani-
ment. In order to add sound to the film,

so that both components would combine,
we are expecting a word from the Slovak
Association since the most demanding
efforts in the sound studio are yet ahead of
us (a single day at the studio, and I mean
every day, costs 20,000 crowns), drafting
music scores, rehearsing with the orchestra
and singing choirs, and bringing folk
musicians and singers from Slovakia. All of
this has to be done in advance in order for
the work to be crowned with success. And
there is a lot at stake, Doctor, and I think it
would be very beneficial if someone from
the Association came over to Prague, ob-
serve all our work carefully, see what we do
and how we do it, ask questions about the
proceedings, get in touch personally with
Director Kolda, speak to him about the
film’s marketing possibilities (and, gener-
ally speaking, delve into its subject), and
eventually organize plans for its promo-
tion. We would screen the film on site, play
back the music (which is really wonderful),
providing a general picture of the state

of our activities. Let me put it frankly:

I would be really happy if someone came
over here. Even if it was for myself, as

I feel a little left on my own. Though it is
largely my fault, I can see a work when it

is finally done, while forgetting to tell far
too little about it, letting it plunge into
forgetfulness. And it is at this very mo-
ment that I wish the Association would
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take a positive stance on the film. Please
see the invitation to the screening of The
Dissappearing World (1933) - both these films
you can see in Martin and compare them
(it is our first movie competitor!). A film
with a budget of over 1 million crowns
which was cooperated on and guided by
the whole of Moravia was placidly crewed
by 18 named (and many more unnamed!)
co-operators, who had the possibility

to erect a real-life studio on the spot in
avillage, along with labs, offices, etc. And
this is mainly where my feeling of isolation
stems from. It is only natural: I work on
my own, which I have got used to for all
my life, so not to carry another burden, so
even now I am finishing this project on my
own and without clamour.

Aletter to Dr. Milos Vanca, Feb. 11, 1933

Accordingly, my next film, Barogue Prague,
did not come about out of my passion
for ilmmaking, though it encompassed

a topic close to my photography. I had
been hiding in Southern Bohemia for
two years, but they finally sought me out
and pulled me into the production of the
omnipotent and all-controlling Prag-film.
When I could no longer avoid filmmak-
ing, I brought up the best that I was able
to serve my topic into. After all, every
dear value in harsh times of occupation
strengthened the nation’s self-esteem.

Memories and Conversations

Among the treats of folklore, we encounter
a kind of festivity. Accordingly, the folk
costume and singing are festive entities as
well. Folk expression also includes a dose
of pathos - it is only natural. I even cannot
imagine an artist who would not succumb
to it, grasp or recognise this beauty. Em-
phasizing archaic beauty comes as natural
to me, since archaic beauty is dying out.
Yet the hard life of the people stays on...

I do not consider this to be contradicting
with what I present. After all, every folk
artist and every bearer of tradition is an
optimistic person. Romain Rolland once
said: “If you want to discover the soul of

a nation, its deeply hidden core, the best
way is to learn songs of its people.” It is
indeed a great truth. During my travels,

I saw a lot of poverty, but it was an inter-
esting fact that locals scarcely ever sang
about it. A man needs singing not only to
forget about his hardships, but in order

to express his own optimistic nature, his
inner world. And I was trying to reveal this
inner, joyful world of a man.

Memories and Conversations

All texts are from Martin Slivka's book Karol Plicka -
basnik obrazu, Martin: Osveta, 1982.
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SUSAN SONTAG TELLS HOW IT
FEELS TO MAKE A MOVIE

Filmmaking is a privilege and a privileged
life. Filmmaking is nitpicking, anxiety,
fights, claustrophobia, exhaustion, eupho-
ria. Filmmaking is feeling almost undone
by sentimental goodwill toward the people
you’re working with part of the time, feel-
ing misunderstood or let down or betrayed
by them the rest of the time. Filmmaking is
catching inspiration on the wing. Filmmak-
ing is flubbing the catch, and sometimes
knowing the fool that’s to blame is your-
self. Filmmaking is blind instinct, petty cal-
culations, smooth generalship, daydream-
ing, pigheadedness, grace, bluff, risk.

That the sense of risk which accompa-
nies making a film is so much steeper than
the one that goes with writing seems, as
professional secrets go, disconcertingly
well-known. When I tell friends I’ve fin-
ished a story or an essay or a novel, no one
inquires solicitously: “Are you pleased with
it?” And: “Did it come out the way you
hoped?” But this is just what I am usually
asked when I've finished a film. The impli-
cation is that to write means taking a direct
route between one’s plans and their execu-
tion. A writer’s intentions and hopes have
no place to go except to end up, clearly re-
flected, in the finished writing. At any rate,
if they don’t, it is not the writer himself
or herself who is likely to be aware of the
lag. But with a movie, everyone (including
people who have never watched one being
made) supposes that the path between the
filmmaker’s intention and the completed
film is strewn with implacable hazards and
dingy pressures, that any film is the more
or less damaged survivor of an appalling
obstacle race. People aren’t mistaken. Writ-
ing means knowing what’s in your head
that’s interesting, having the craft to get it
out, having the patience to sit long enough
at a table to get it down. (And having the
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judgment to know when it could be better.
And the tenacity to keep revising until

it’s as good as you can make it.) Writing is
between you and your demons; between
you and that quaint nineteenth - century
machine, the typewriter. It’s an inside job,
essentially: an act of the will. But willpow-
er will never take you all the way in making
a film. Directing a film means trying to be
smart not just about oneself and the world
and our glorious English language, but
being dependent on and trying to be smart
about uncontrollable capricious elements,
like actors and machinery (twentieth-cen-
tury stuff) and weather and money-more
likely than not to get out of hand. Where
everything can, it often goes wrong. Orson
Welles was scarcely exaggerating the mat-
ter when he said, “A director is someone
who presides over accidents.” Yet for some-
one like myself, addicted to the ascetic
solitude of writing, it is a welcome release
to get out there and do battle with the
accidents, trying to “preside” over them.
However dismaying is the gap between
your idea prior to the shooting, and what
you finally have in the can, you have to feel
gratitude for what providence has brought
as well as bad luck has spoiled. It’s relief to
hear other voices than my own. It’s good to
be a bit battered and bruised by that reality
over which one suspects, sometimes, one
has gained easy (“willful”) victories alone
at the typewriter.

Extract from Vogue, July 1974.
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SUSAN SONTAG:

FILMMAKING IS A PRIVILEGE

David Cenék

If cinema suffered from a lack of interest
from intellectuals in its early days, its situ-
ation changed considerably in the second
half of the 20th century. All over the world,
we see artists entering the film industry -
primarily writers, music composers, and
performers at first, closely followed by
visual artists, and gradually and uncontrol-
lably more and more philosophers, histo-
rians, and even scientists, some of whom
take up the camera to support their efforts
audiovisually.

This doesn’t mean that such attempts
hadn’t been made earlier, but it was mostly
a transition into a fully-fledged filmmaker
in many cases. Susan Sontag (1933-2004)
is an exceptional figure in this respect. The
American writer, essayist, photography
theorist, film director, and human rights
advocate seems to have approached film,
or turned to it for inspiration, to pursue
something new with equal passion.

Her relationship with film is distinc-
tive. She made three feature films (Duet
for Canmibals, 1969; Brother Karl, 1970; and
Unguided Tour, 1983) and one documentary
(Promised Lands, 1974), all of which are in-
cluded in the program. These are followed
by along list of various collaborations. It
is Sontag’s passionate relationship with the
film that is not well understood, although
she was an avid viewer: “It was clear to me
that no other art goes to such breadth and
at such a high level. When I was writing
the essays collected in Where the Stress Fulls,

I managed to watch two or three films
a day for all those years. I consider it one of
my greatest achievements in life.”

She also claimed that film was a great
discovery for her. But what could have
attracted her to a medium that constantly
struggles with its own vulgarization and
the struggle to be recognized as art? We
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can understand something about her
relationship to cinema by looking at the
films and authors she appreciated. She
was influenced by French thinking about
cinema, having lived in Paris for a long
time and being in contact with the art
scene there. In 1980, Cahiers du cinéma
published her essay on Syberberg’s Hitler:
A Film From Germany, which remains one

of the seminal texts on the work. She
wrote articles in English and French on
Resnais’ Muriel (1963), Godard’s My Life to
Live (1962), Robert Bresson’s films, Mi-
chelangelo Antonioni’s films, Fassbinder’s
series Berlin, Alexander Square (1980), or her
famous conversations with Louis Malle on
Black Moon (1975). Equally important is her
essay “A Century of Cinema” (1995-1996),
which exists in two versions because the
author rewrote it.

But let’s leave the list of articles behind
and turn to some thoughts. In Sontag’s
essays “There and Here”, she confesses her
love for film. Robert Bresson and Jean-Luc
Godard were key filmmakers for her. By
her own admission, she wrote more about
film than literature and loved movies more
than novels. She claimed that by watching
old films, she strengthened her interest
in new films. She was fascinated by the
narrative freedom and discoverability of
these films - their sensuality, seriousness,
and beauty.

If we look through Susan Sontag’s writ-
ings, we can get a relatively comprehensive
overview of how she perceived and appre-
ciated the art of film. With Diary of a Country
Priest (1951), she emphasized authenticity,
to which she attributed documentary
value. She rejected the theory of beautiful
pictures or shots. She saw the power in
movement, where the camera forces us to
raise our eyes or let them rest, and so the
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film expresses itself: “Film is a novel in mo-
tion; after all, it is the most subjective ra-
tionalist medium.” When she wrote about
Last Year at Marienbad (1961), she stressed
that it would be a mistake to interpret

it. Its power lies in the pure, disturbing,
and untranslatable intensity of its images.
For her, Jean-Luc Godard expressed this
perfectly - he understood that you must
use the language of cinema. Otherwise, the
right freshness and a certain complexity
will not be preserved on the screen.

She responded to the criticism by ex-
plaining that Antonioni’s films or Beckett’s
and Burroughs’ monologues might seem
tedious, but they are simply challenging
to experience, frustrating the viewer as a
result. In her essay “The Decay of Cinema”,
she doesn’t predict the end of the art of
film but only sees the decline of cinephilia
in the state of cinema. She expresses dis-
gust at the admirable stupidity of commer-
cial films that aim only to recycle the past
successes of other films. Interestingly, she
is more progressive in many of her views
than many film historians and theorists.
For example, she rejects the division of
cinema at the time of its creation into
documentary and fiction. Sometimes she
repeats already disproved clichés, but the
fundamental importance of her reflections
usually lies in the novel way she approach-
es film.

For her, the power of cinema lies in its
ability to transport the viewer in a broad
sense. To take them in awe to another
world, to take them physically in the sense
of removing them from their real world -
to move them to a cinema, to seat them
next to strangers and share with them the
experience of watching flickering still im-
ages merging in rapid succession into the
illusion of movement.

Finally, Sontag prophetically points
out the problem of the internationaliza-
tion of film financing and asks, among
other things, where some of the greatest
directors, such as Béla Tarr or Alexander

Sokurov, will find the money for their
films. She raised this question in 1995, and
we now know the answer. Tarr has stopped
making films, and Sokurov is shooting at
longer intervals. However, in the case of
the Russian director, the reason is probably
not the concern that Sontag raised. Once
again, it’s an example of her ability to per-
ceive creation as a complex state of being,
one that is part of social development.
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A CENTURY OF CINEMA

Susan Sontag

Cinema’s hundred years appear to have the
shape of a life cycle: an inevitable birth,
the steady accumulation of glories, and
the onset in the last decade of an igno-
minious, irreversible decline. This doesn’t
mean that there won’t be any more new
films one can admire. But such films will
not simply be exceptions; that’s true of
great achievement in any art. They will
have to be heroic violations of the norms
and practices which now govern movie-
making everywhere in the capitalist and
would-be capitalist world — which is to

say, everywhere. And ordinary films, films
made purely for entertainment (that is,
commercial) purposes, will continue to

be astonishingly witless; al-ready the vast
majority fail resoundingly to appeal to
their cynically targeted audiences. While
the point of a great film is now, more than
ever, to be a one-of-a-kind achievement, the
commercial cinema has settled for a policy
of bloated, derivative filmmaking, a brazen
combinatory or re-combinatory art, in the
hope of reproducing past successes. Every
film that hopes to reach the largest possi-
ble audience is designed as some kind of
remake. Cinema, once heralded as the art
of the twentieth century, seems now, as the
century closes numerically, to be a deca-
dent art.

Perhaps it is not cinema which has
ended but only cinephilia - the name of
the distinctive kind of love that cinema
inspired. Each art breeds its fanatics. The
love movies aroused was more imperial. It
was born of the conviction that cinema was
an art unlike any other: quintessentially
modern; distinctively accessible; poetic
and mysterious and erotic and moral - all
at the same time. Cinema had apostles (it
was like religion). Cinema was a crusade.
Cinema was a world view. Lovers of poetry
or opera or dance don’t think there is only
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poetry or opera or dance. But lovers of
cinema could think there was only cinema.
That the movies encapsulated everything -
and they did. It was both the book of art
and the book of life.

(.)

Everything begins with that moment, one
hundred years ago, when the train pulled
into the station. People took movies into
themselves, just as the public cried out
with excitement, actually ducked, as the
train seemed to move toward them. Until
the advent of television emptied the movie
theatres, it was from a weekly visit to the
cinema that you learned (or tried to learn)
how to strut, to smoke, to kiss, to fight, to
grieve. Movies gave you tips about how

to be attractive, such as ... it looks good to
wear a raincoat even when it isn’t raining.
But whatever you took home from the
movies was only a part of the larger experi-
ence of losing yourself in faces, in lives that
were not yours — which is the more inclusive
form of desire embodied in the movie
experience. The strongest experience was
simply to surrender to, to be transported
by, what was on the screen. You wanted to
be kidnapped by the movie.

The prerequisite of being kidnapped
was to be overwhelmed by the physical
presence of the image. And the condi-
tions of “going to the movies” secured
that experience. To see a great film only
on television isn’t to have really seen that
film. (This is equally true of those made for
TV, like Fassbinders Berlin, Alexander Square
and the two Heimat films of Edgar Reitz.)
It’s not only the difference of dimensions:
the superiority of the larger-than-you
image in the theatre to the little image on
the box at home. The conditions of paying
attention in a domestic space are radically
disrespectful of film. Since film no longer
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has a standard size, home screens can be as
big as living room or bedroom walls. But
you are still in a living room or a bedroom,
alone or with familiars. To be kidnapped,
you have to be in a movie theatre, seated in
the dark among anonymous strangers.

.)

In the first years there was, essentially,

no difference between cinema as art and
cinema as entertainment. And «// films

of the silent era - from the masterpieces

of Feuillade, D. W. Griffith, Dziga Ver-
tov, Pabst, Murnau, King Vidor to the
most formula-ridden melodramas and
comedies - look, are, better than most of
what was to follow. With the coming of
sound, the image-making lost much of

its brilliance and poetry, and commercial
standards tightened. This way of making
movies - the Hollywood system — dominat-
ed filmmaking for about twenty-five years
(roughly from 1930 to 1955). The most
original directors, like Erich von Stroheim
and Orson Welles, were defeated by the
system and eventually went into artistic ex-
ile in Europe — where more or less the same
quality-defeating system was in place with
lower budgets; only in France were a large
number of superb films produced through-
out this period. Then, in the mid-1950s,
vanguard ideas took hold again, rooted in
the idea of cinema as a craft pioneered by
the Italian films of the early postwar era.

A dazzling number of original, passionate
films of the highest seriousness got made
with new actors and tiny crews, went to
film festivals (of which there were more
and more), and from there, garlanded with
festival prizes, into movie theatres around
the world. This golden age actually lasted
as long as twenty years.

It was at this specific moment in the
hundred-year history of cinema that going
to movies, thinking about movies, talking
about movies became a passion among
university students and other young
people. You fell in love not just with actors

but with cinema itself. Cinephilia had first
become visible in the 1950s in France: its
forum was the legendary film magazine
Cabhiers du cinéma (followed by similar-

ly fervent magazines in Germany, Italy,
Great Britain, Sweden, the United States,
Canada). Its temples, as it spread through-
out Europe and the Americas, were the
cinematheques and film clubs specializing
in films from the past and directors’ retro-
spectives. The 1960s and early 1970s were
the age of feverish moviegoing, with the
full-time cinephile always hoping to find

a seat as close as possible to the big screen,
ideally the third row center. “One can’t live
without Rossellini,” declares a character in
Bertoluccis Before the Revolution (1964) — and
means it.

Extracts from the book Where the Stress Falls,
NY: Farrar, Strauss and Giroux, 2001.
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A PHOTOGRAPH IS NOT
AN OPINION. OR IS IT?

Susan Sontag

To be feminine, in one commonly felt
definition, is to be attractive, or to do
one’s best to be attractive, to attract. (As
being masculine is being strong.) While

it is perfectly possible to defy this impera-
tive, it is not possible for any woman to be
unaware of it. As it is thought a weakness
in a man to care a great deal about how he
looks, it is a moral fault in a woman not to
care enough. Women are judged by their
appearance as men are not, and women
punished more by the changes brought
about by aging. Ideals of appearance such
as youthfulness and slimness are in large
part now created and enforced by photo-
graphic images. And, of course, a primary
interest in having photographs of well-
known beauties to look at over the years is
seeing just how well or badly they negoti-
ate the shame of aging.

In advanced consumer societies, it is
said, these “narcissistic” values are more
and more the concern of men as well. But
male primping never loosens the male
lock on initiative taking. Indeed, glorying
In one’s appearance is an ancient warri-
ors pleasure, an expression of power, an
instrument of dominance. Anxiety about
personal attractiveness could never be
thought defining of a man: a man is, first of
all, seen. Women are looked at.

We assume a world with a boundless ap-
petite for images, in which people, women
and men, are eager to surrender themselves
to the camera. But it is worth recalling that
there are many parts of the world where
being photographed is off-limits to wom-
en. In a few countries, where men have
been mobilized for a veritable war against
women, women scarcely appear at all. The
imperial rights of the camera - to gaze at,
to record, to exhibit anyone, anything - are
an exemplary feature of modern life, as
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is the emancipation of women. And just
as the granting of more and more rights
and choices to women is a measure of
asociety’s embrace of modernity, so the
revolt against modernity initiates a rush

to rescind the meager gains toward equal
participation in society won by women,
mostly urban, educated women, in previ-
ous decades. In many countries struggling
with failed or discredited attempts to
modernize, there are more and more covered
women.

THE TRADITIONAL UNITY of a book
of photographs of women is some ideal

of female essence: women gaily display-
ing their sexual charms, women veiling
themselves behind a look of soulfulness or
primness.

Portraits of women featured their beau-
ty; portraits of men their “character.” Beau-
ty (the province of women) was smooth;
character (the province of men) was
rugged. Feminine was yielding, placid, or
plaintive; masculine was forceful, piercing.
Men didn’t look wistful. Women, ideally,
didn’t look forceful.

(..))

SINCE TO BE FEMININE is to have
qualities which are the opposite, or ne-
gation, of ideal masculine qualities, for
along time it was hard to elaborate the
attractiveness of the strong woman in other
than mythic or allegorical guise. The heroic
woman was an allegorical fantasy in nine-
teenth-century painting and sculpture: Lib-
erty leading the People. The large-gestured,
imperiously draped, convulsively powerful
woman danced by Martha Graham in

the works she created for her all women
troupe in the 1930s - a turning point in the
history of how women’s strength, womens
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anger have been represented - was a myth-
ic archetype (priestess, rebel, mourning
daimon, quester) presiding over a commu-
nity of women, not a real woman compro-
mising and cohabiting with and working
alongside men.

Dentist, orchestra conductor, commer-
cial pilot, rabbi, lawyer, astronaut, film
director, professional boxer, law-school
dean, three-star general ... no doubt about
it, ideas about what women can do, and
do well, have changed. And what women
mind has changed. Male behavior, from the
caddish to the outright violent, that until
recently was accepted without demurral is
seen today as outrageous by many women
who not so long ago were putting up with
it themselves and who would still protest
indignantly if someone described them as
feminists. To be sure, what has done most
to change the stereotypes of frivolity and
fecklessness afflicting women are not the
labors of the various feminisms, indispen-
sable as these have been. It is the new eco-
nomic realities that oblige most American
women (including most women with small
children) to work outside their homes.
'The measure of how much things have not
changed is that a woman earns between
one-half and three-fourths of what a man
earns in the same job. And nearly all occu-
pations are still gender-labeled: with the
exception of a few occupations (prostitute,
nurse, secretary) where the reverse is true
and it needs to be specified if the person is
aman, one has to put “woman” in front of
most job titles when its a woman holding
them; otherwise the assumption will always
be that one is referring to a man.

Any woman of accomplishment be-
comes more acceptable if she can be seen
as pursuing her ambitions, exercising her
competence, in a feminine (wily, noncon-
frontational) way. “No harsh feminist, Ms.
X has attained ...” begins the reassuring
accolade to a woman in a job with execu-
tive responsibilities. That women are the
equals of men - the new idea - continues
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to collide with the age-old presumption of
female inferiority and serviceability: that it
is normal for a woman to be in an essential-
ly dependent or self-sacrificingly support-
ive relation to at least one man.

So ingrained is the expectation that
the man will be taller, older, richer, more
successful than the woman with whom he
mates that the exceptions, of which there
are now many, never fail to seem note-
worthy. It seems normal for a journalist to
ask the husband of a woman more famous
than himself if he feels “threatened” by his
wifes eminence. No one would dream of
wondering if the non famous wife of an
important industrialist, surgeon, writer,
politician, actor, feels threatened by her
husband’s eminence. And it is still thought
that the ultimate act of love for a woman is
to efface her own identity - a loving wife in
a two-career marriage having every cause
for anguish should her success overtake
and surpass her husband’s. (“Hello,
everybody. This is Mrs. Norman Maine.”)
Accomplished women, except for those
in the performing professions, continue
to be regarded as an anomaly. It appears
to make sense, for many reasons, to have
anthologies of women writers or exhibits of
women photographers; it would seem very
odd to propose an anthology of writers or
an exhibit of photographers who had noth-

ing in common except that they were men.

WE WANT PHOTOGRAPHY to be
unmythic, full of concrete information. We
are more comfortable with photographs
that are ironic, unidealizing. Decorum

is now understood as concealment. We
expect the photographer to be bold, even
insolent. We hope that subjects will be
candid, or naively revealing.

Of course, subjects who are accustomed
to posing — women of achievement, women
of notoriety - will offer something more
guarded, or defiant.

And the way women and men really
look (or allow themselves to appear) is not
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identical with how it is thought appropri-
ate to appear to the camera. What looks
right, or attractive, in a photograph is
often no more than what illustrates the felt
“naturalness” of the unequal distribution
of powers conventionally accorded women
and men.

Just as photography has done so much
to confirm these stereotypes, it can en-
gage in complicating and undermining
them. In Annie Leibovitzs Women, we see
women catering to the imperatives of
lookedat-ness. We see women for whom,
because of age or because they’re preoc-
cupied with the duties and pleasures of
raising children, the rules of ostentatiously
feminine performance are irrelevant. There
are many portraits of women defined by
the new kinds of work now open to them.
There are strong women, some of them
doing “men’s jobs,” some of them dancers
and athletes with the powerful muscula-
ture that only recently began to be visible
when such champion female bodies were

photographed.

ONE OF THE TASKS of photography

is to disclose, and shape our sense of, the
variety of the world. It is not to present
ideals. There is no agenda except diversity
and interestingness. There are no judg-
ments, which of course is itself a judgment.

And that variety is itself an ideal. We
want now to know that for every this there
is a that. We want to have a plurality of
models.

Photography is in the service of the
post-judgmental ethos gaining ascendancy
in societies whose norms are drawn from
the practices of consumerism. The camera
shows us many worlds, and the point is
that all the images are valid. A woman may
be a cop or a beauty queen or an architect
or a housewife or a physicist. Diversity is
an end in itself - much celebrated in to-
day’s America. There is the very American,
very modern faith in the possibility of con-
tinuous self-transformation. A life, after all,

is commonly referred to as a lifestyle. Styles
change. This celebration of variety, of indi-
viduality, of individuality as style, saps the
authority of gender stereotypes, and has
become an inexorable counterforce to the
bigotry that still denies women more than
token access to many occupations and
experiences.

That women, in the same measure as
men, should be able to fulfil their individu-
ality is, of course, a radical idea. It is in this
form, for better and for worse, that the tra-
ditional feminist call for justice for women
has come to seem most plausible.

Abook of photographs; a book about
women; a very American project: generous,
ardent, inventive, open-ended. Its for us
to decide what to make of these pictures.
After all, a photograph is not an opinion.
Or is it?

Extracts from the book Where the Stress Fulls,
NY: Farrar, Strauss and Giroux, 2001.
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THERE AND HERE

Susan Sontag

People don’t want to hear the bad news.
Perhaps they never do. But in the ¢ase of
Bosnia the indifference, the lack of effort
to try to imagine, was more acute than

I ever anticipated. You find that the only
people you feel comfortable with are those
who have been to Bosnia, too. Or to some
other slaughter - El Salvador, Cambodia,
Rwanda, Chechnya. Or who at least know,
firsthand, what a war is.

A few weeks ago - I'm writing in late
November 1995 - I returned from my
ninth stay in Sarajevo. Although once
again I came in by the only land route,
this was no longer my sole option (UN
planes were again landing on a corner of
the destroyed Sarajevo airport) and the
rutted dirt trail over Mount Igman was
no longer the most dangerous route in the
world. It had been widened and graded
by UN engineers into a narrow dirt road.
In the city there was electricity for the hrst
time since the beginning of the siege. The
shells were not exploding, snipers’ bullets
were not whizzing past everyones heads.
There would be gas for the winter. There
was the promise of running water. Since
my return, an agreement has been signed
in Ohio that promises an end to the war.
Whether peace, an unjust peace, has actu-
ally come to Bosnia I am reluctant to say.
If Slobodan Milosevi¢, who started the
war, wants the war to end and can impose
this decision on his proxies in Pale, then
the successful campaign to destroy Bosnia
by killing or relocating or driving into exile
most of its population is, in most senses,
finished. Finished, too, is what the Bos-
nians had held out for: their internationally
recognized unitary state.

So Bosnia (an utterly transformed
Bosnia) is to be partitioned. So might,
instead of right, has triumphed. Nothing
new in that - see Thucydides, Book V, “The
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Melian Dialogue.” It’s as if the eastern ad-
vance of the Wehrmacht had been halted
in late 1939 or early 1940 and the League
of Nations called a conference among “the
warring parties,” at which Germany was
awarded half of Poland (the western part),
the invading Russians got twenty percent
of the east, and while the thirty percent of
their country in the middle that the Poles
were allowed to keep did include their
capital, most of the territory surrounding
it went to the Germans. Of course, no one
would have claimed that this was very fair
by “moral” criteria - quickly adding, since
when have moral standards prevailed in
international politics? Because the Poles
had no chance of successfully defending
their country against the superior forces of
Hitler s Germany and Stalin’s Russia, they
would have to be content with what they
got. At least, the diplomats would have
said, they still have some of their country;
they had been on the verge of losing it

all. And of course the Poles would have
figured as the most difficult at the nego-
tiations, since they didn’t see themselves
as simply one of three “warring parties.”
They thought they had been invaded. They
thought they were the victims. The diplo-
mats brokering the settlement would have
found them quite unreasonable. Divided
among themselves. Bitter. Untrustworthy.
Ungrateful to the mediators trying to stop
the slaughter.

.)
ONE QUESTION I'M OFTEN ASKED

after returning from a stay in Sarajevo

is why other well-known writers besides
myself haven’t spent time there. Behind
this lies the more general question of the
widespread indifference in nearby rich Eu-
ropean countries (most notably Italy and
Germany) to an appalling historical crime,
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nothing less than genocide - the fourth
genocide of a European minority to take
place in this century. But unlike the geno-
cide of the Armenians during World War
I'and of the Jews and the Gypsies in the
late 1930s and early 1940s, the genocide of
the Bosniak people has taken place in the
glare of worldwide press and TV coverage.
No one can plead ignorance of the atroities
that have taken place in Bosnia since the
war started in April 1992. Sanski Most,
Stupni Do, Omarska, and other concen-
tration camps with their killing houses (for
hands-on, artisanal butchery, in contrast to
the industrialized mass murder of the Nazi
camps), the martyrdom of East Mostar
and Sarajevo and Gorazde, the rape by
military order of tens of thousands of wom-
en throughout Serbcaptured Bosnia, the
slaughter of at least eight thousand men
and boys after the surrender of Srebreni-
ca - this is only a portion of the catalogue
of infamy. And no one can be unaware
that the Bosnian cause is that of Europe:
democracy, and a society composed of
citizens, not of the members of a tribe.
Why haven’t these atrocities, these values,
aroused a more potent response? Why
have hardly any intellectuals of stature and
visibility rallied to denounce the Bosnian
genocide and defend the Bosnian cause?
The Bosnian war is hardly the only
horror show that has been unfolding in
the past four or five years. But there are
events - model events - that do seem to
sum up the principal opposing forces of
one’s time. One such event was the Spa-
nish Civil War. Like the war in Bosnia,
that struggle was an emblematic one. But
intellectuals - the writers, theatre people,
artists, professors, scientists who have a re-
cord of speaking up on important public
events and issues of conscience — have
been as conspicuous by their absence from
the Bosnian conflict as they were by their
presence in Spain in the 1930s. Of course,
it’s speaking rather too well of intellectuals
to think that they constitute something like

a perennial class, part of whose vocation is
to take up the best causes - as it’s unlikely
that only every thirty years or so is there

a war somewhere else in the world that
should inspire even would be pacifists to
take sides. Still, the standard of dissent
and activism associated with intellectuals
is a reality. Why so little response to what
happened in Bosnia?

(.)

Not only has the global bilateralism
(a “them” versus “us”) characteristic of
political thinking throughout our short
twentieth century, from 1914 to 1989 - fa-
scism versus democracy; the American em-
pire versus the Soviet empire - collapsed.
What has followed in the wake of 1989 and
the suicide of the Soviet empire is the final
victory of capitalism, and of the ideology
of consumerism, which entails the discred-
iting of “the political” as such. All that
makes sense is private life. Individualism,
and the cultivation of the self and pri-
vate well-being - featuring, above all, the
ideal of “health” - are the values to which
intellectuals are most likely to subscribe.
(“How can you spend so much time in
a place where people smoke all the time?”
someone here in New York asked my son,
the writer David Rieff, of his frequent trips
to Bosnia.) It’s too much to expect that
the triumph of consumer capitalism would
have left the intellectual class unmarked.
In the era of shopping, it has to be harder
for intellectuals, who are anything but
marginal and impoverished, to identify
with less fortunate others. George Orwell
and Simone Weil did not exactly leave
comfortable upper-bourgeois apartments
and weekend country houses when they
volunteered to go to Spain and fight for
the Republic, and both of them almost got
themselves killed. Perhaps the stretch for
intellectuals between “there” and “here” is
too great now.

For several decades it has been a jour-
nalistic and academic commonplace to say
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that intellectuals, as a class, are obsolete —
an example of an analysis willing itself to
be an imperative. Now there are voices
proclaiming that Europe is dead, too. It
may be more true to say that Europe has
yet to be born: a Europe that takes respon-
sibility for its defenseless minorities and
for upholding the values it has no choice
but to incarnate (Europe will be multicul-
tural, or it won’t be at all). And Bosnia is
its self-induced abortion. In the words of
Emile Durkheim, “Society is above all the
idea it forms of itself.” The idea that the
prosperous, peaceful society of Europe
and North America has formed of itself -
through the actions and statements of all
those who could be called intellectuals - is
one of confusion, irresponsibility, self-
ishness, cowardice . . . and the pursuit of
happiness.

Ours, not theirs. Here, not there.

Extracts from the book Where the Stress Fulls,
NY: Farrar, Strauss and Giroux, 2001.
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WAITING FOR GODOT IN SARAJEVO

Susan Sontag

Nothing to be done. / Nista ne moZe da se urad.

—opening line of Waiting for Godot

I'WENT TO Sarajevo in mid-July 1993

to stage a production of Waiting for Godot
not so much because I'd always wanted

to direct Becketts play (although I had)

as because it gave me a practical reason to
return to Sarajevo and stay for a month or
more. I had spent two weeks there in April,
and had come to care intensely about the
battered city and what it stands for; some
of its citizens had become friends. But

I couldn’t again be just a witness: that is,
meet and visit, tremble with fear, feel brave,
feel depressed, have heartbreaking con-
versations, grow ever more indignant, lose
weight. If T went back, it would be to pitch
in and do something.

No longer can a writer consider that
the imperative task is to bring the news to
the outside world. The news is out. Many
excellent foreign journalists (most of them
in favor of intervention, as I am) have been
reporting the fies and the slaughter since
the beginning of the siege, while the deci-
sion of the western European powers and
the United States not to intervene remains
firm, thereby giving the victory to Serb
fascism. I was not under the illusion that
going to Sarajevo to direct a play would
make me useful in the way I could be if
I were a doctor or a water systems engineer.
It would be a small contribution. But it
was the only one of the three things I do -
write, make films, and direct in the the-
atre - which yields something that would
exist only in Sarajevo, that would be made
and consumed there.

In April I'd met a young Sarajevo-born
theatre director, Haris Pasovic, who had
left the city after he finished school and
made his considerable reputation work-
ing mainly in Serbia. When the Serbs
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started the war in April 1992, Pasovi¢ went
abroad, but in the fall, while working on
a spectacle called Sargjevo in Antwerp, he
decided that he could no longer remain
in safe exile, and at the end of the year
managed to crawl back past UN patrols
and under Serb gunfire into the freezing,
besieged city. Pasovic invited me to see
his Grdd (City), a collage, with music, of
declamations, partly drawn from texts by
Constantine Cavafy, Zbigniew Herbert,
and Sylvia Plath, using a dozen actors;
hed put it together in eight days. Now
he was preparing a far more ambitious
production, Euripides’ Alcestis, after which
one of his students (Pasovic teaches at
the still-functioning Academy of Drama)
would be directing Sophocles’ Ajax. One
day Pasovic asked me if I was interested
in coming back in a few months to direct
a play.

More than interested, I told him.
Before I could add, “But let me think
for a while about what I might want to do,

he went on, “What play?” And bravado
suggested to me in an instant what I might
not have seen had I taken longer to reflect:
there was one obvious play for me to
direct. Becketts play, written over forty
years ago, seems written for, and about,
Sarajevo.

BUT ISN'T THIS PLAY rather pessimis-

tic? Ive been asked. Meaning, wasn’t it de-
pressing for an audience in Sarajevo; mean-
ing, wasn't it pretentious or insensitive to
stage Godot there? - as if the representation
of despair were redundant when people
really are in despair; as if what people want
to see in such a situation would be, say, The

”»
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0dd Couple. The condescending, philistine
question makes me realize that those who
ask it don’t understand at all what its like
in Sarajevo now, any more than they really
care about literature and theatre. Its not
true that what everyone wants is entertain-
ment that offers them an escape from their
own reality. In Sarajevo, as anywhere else,
there are more than a few people who feel
strengthened and consoled by having their
sense of reality affirmed and transfigured
by art. This is not to say that people in
Sarajevo don’t miss being entertained. The
dramaturge of the National Theatre, who
began sitting in on the rehearsals of Godot
after the first week, and who had studied
at Columbia University, asked me before
I'left to bring a few copies of Vogue and
Vanity Fair when I return later this month:
she longed to be reminded of all the things
that had gone out of her life. Certainly
there are more Sarajevans who would
rather see a Harrison Ford movie or attend
a Guns N’ Roses concert than watch Wait-
ing for Godot. That was true before the war,
too. It is, if anything, a little less true now.
And if one considers what plays were
produced in Sarajevo before the siege be-
gan - as opposed to the movies shown, al-
most entirely the big Hollywood successes
(the small cinematheque was on the verge
of closing just before the war for lack of an
audience, I was told) - there was nothing
odd or gloomy for the public in the choice
of Waiting for Godot. The other productions

currently in rehearsal or performance are

Alcestis (about the inevitability of death
and the meaning of sacrifice), djax (about
a warriors madness and suicide), and In Ag-
ony, a play by the Croatian Miroslav Krleza,
who is, with the Bosnian Ivo Andrié, one
of the two internationally celebrated writ-
ers of the first half of the century from the
former Yugoslavia (the play’s title speaks
for itself). Compared with these, Waiting for
Godot may have been the “lightest” enter-
tainment of all.

INDEED, THE QUESTION IS not why
there is any cultural activity in Sarajevo
now after seventeen months of siege, but
why there isn’t more. Outside a boarded-up
movie theatre next to the Chamber Theatre
is a sun-bleached poster for The Silence of
the Lambs with a diagonal strip across it
that says danas (today), which was April 6,
1992, the day moviegoing stopped. Since
the war began, all of the movie theatres in
Sarajevo have remained shut, even if not
all have been severely damaged by shell-
ing. A building in which people gather so
predictably would be too tempting a tar-
get for the Serb guns; anyway, there is no
electricity to run a projector. There are no
concerts, except for those given by a lone
string quartet that rehearses every morning
and performs occasionally in a small room
that also doubles as an art gallery, seating
forty. (It’s in the same building on Mar-
shal Tito Street that houses the Chamber
Theatre.) There is only one active space
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for painting and photography, the Obala
Gallery, whose exhibits sometimes stay up
only one day and never more than a week.

No one I talked with in Sarajevo dis-
putes the sparseness of cultural life in this
city where, after all, between 300,000 and
400,000 inhabitants still live. The major-
ity of the city’s intellectuals and creative
people, including most of the faculty of the
University of Sarajevo, fled at the begin-
ning of the war, before the city was com-
pletely encircled. Besides, many Sarajevans
are reluctant to leave their apartments
except when it is absolutely necessary, to
collect water and the rations distributed by
the United Nations High Commissioner
for Refugees (UNHCR); though no one is
safe anywhere, they have more to fear when
they are in the street. And beyond fear,
there is depression — most Sarajevans are
very depressed - which produces lethargy,
exhaustion, apathy.

Moreover, Belgrade was the cultural
capital of the former Yugoslavia, and
I have the impression that in Sarajevo
the visual arts were derivative; that ballet,
opera, and musical life were routine. Only
film and theatre were distinguished, so it
is not surprising that these continue under
siege. A film production company, SAGA,
makes both documentary and fiction films,
and there are the two functioning theatres.

Extracts from the book Where the Stress Fulls,
NY: Farrar, Strauss and Giroux, 2001.
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ROMANIA

Andrea Slovakova

For the seventh year in a row, the Confer-
ence Fascinations — a supporting industry
program featuring an extensive section for
experimental documentaries — has focused
on the presentation and distribution of mo-
tion pictures - both within a big-screen cin-
ema context (festivals, specialized events,
and institutions) and in galleries. Seeing
as how every year it’s attended by profes-
sionals from important institutions around
the world working within the distribution
circuits mentioned above, Ji.hlava IDFF
has set a goal for itself to gradually map
out often completely unknown experimen-
tal and underground works of film that
were created in the former Eastern bloc
during the communist-totalitarian era. This
year, this retrospective program focuses on
Romania.

Since the 1960s, there have been a num-
ber of centers of the Romanian experimen-
tal scene. The artistic collective kinema
ikon was founded in Arad; the Sigma art
movement began operating in Timisoara,
and another center was formed in Bucha-
rest where several unconventional film
personalities appeared (one of the most
prominent ones being Ion Grigorescu).
One filmmaker who really deviated from
the typical avant-garde profile was Mircea
Saucan, the director of many live-action,
feature-length films who is perhaps best
known as the author of the industrial /lyri-
cal, medium-length fairy play The Alert!

One characteristic of these experimental
groups was that their members (both male
and female) mostly came from other crea-
tive fields and had a different art education
than film. This influence of literature, fine
arts, and performance (like with kinema
ikon) or of natural sciences combined with
mathematics and geometry (like with the
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Sigma group) is imprinted into their works
both in terms of their choice of themes
explored by their films and their (especial-
ly) visual formats. Their interest in testing
the visual limits of the material, as well

as the possibilities of forming geometric
and rhythmic relationships within the
film’s compositional pattern while also
exploring representational forms of the
film medium are evidenced by the authors’
wide intellectual scope. A second signifi-
cant influence was their knowledge of the
Western avant-garde. Mostly in Bucharest,
there were opportunities for them to watch
European and American contemporary
avant-garde films (mainly thanks to local
embassies). Which might help explain the
advancement of foreign inspiration, as is
particularly evident in both material and
performative films.

In addition to consistent structural
experiments and the study of geometric-lu-
minous relationships, the joy of contact
with film material is evident in the films
of this period. The work Pollution, in which
scratched formations (some reminiscent of
film perforation) persecute and threaten
a group of artists wildly fleeing in the open
countryside, offers an interesting play on
film (both performatively and materially),
as well as an ingenious self-awareness that
breaks the “fourth wall,” which is presented
here as the edge of its material component.

Few countries in the former Eastern bloc
can boast such a high number of experi-
mental films made during the communist
dictatorship and at the same time such
a high level of archival processing, cata-
loguing, and even digitization, as is the
case with Romania. Part of the collection
is managed by the gallery infrastructure
(such as works by the Sigma group and
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select filmmakers from Bucharest). The
kinema ikon collective still functions today.
One of its founding members, Calin Man,
manages the group’s film heritage and, in
addition to consistent cataloguing and crit-
ical reflection, also systematically ensures
the presentation and digitization of their
films. From its inception to the late 1980s,
the group has made 62 documentaries and
62 experimental films. As of today, they’ve
all been digitized.

Each of the twenty-four films in this
retrospective represent various different
styles, filmmaking techniques, and creative
gestures.
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THE UP SIDE OF THE DARK SIDE,
OR HOW TO STAY AFLOAT IN
TIMES OF UNCERTAINTY

Ileana Selejan

In short, the story of kinema ikon can

be resumed thus: in the autumn of 1970,
George Sabdu, a professor of aesthetics
and art theory at the Scoala de Artd (Art
School) in the town of Arad, Western
Romania, founded “Atelier 16,” later to be
known as kinema ikon - a space dedicated
to the study and production of experi-
mental film. The group of students, and
collaborators who came together around
the workshop, was idiosyncratic and
interdisciplinary, a distinguishing feature
from the get-go. They identified as artists,
and also as writers, musicians, coming
from worlds as diverse as those of design,
theatre and cybernetics. In between 1970
and 1989 ki created 62 experimental 16mm
films. After the Romanian revolution of

December 1989, the group shifted its atten-

tion to other media, expanding its practice
to include video and computer art, while
continuing to work at the intersection of
art and technology. The chronology of
the group’s activities can be divided into
several “phases,” as highlighted by Sabau:
experimental film (1970-1989), mixed me-
dia (1990-1993), hypermedia (1994-2005),
and hybrid media, from 2006. This essay
concerns primarily the first.

kinema ikon began as a cine-club, host-
ing weekly film screenings and discussion
sessions in a studio at the Scoala Populara
de Arta (Popular School for the Arts).
Eventually, the members of the group
ventured into the production of short
films, working collaboratively under the
guidance of Sabiau. Working in between
abstraction and figuration, they created
formal experiments, playing with texture,
colour, tone, intervening upon the sur-
face of the image by cutting, scratching,

burning, painting over - this modus operandi
is most prominently seen in the work of
Ioan Ples and Emanuel Tet. The “students”
had meanwhile graduated from high
school, then university, and were work-

ing as professionals, relishing in ki antics
further still. Drawn to scattered plots and
jarring juxtapositions of movement and
sound, they messed around with structure
and narrative, telling stories without ends,
disrupting flows, securing an anti-nar-
rative, absurdist stance. Great emphasis
was placed on working with the image

as fragment, culled from everyday life.
Sabéu theorised such exercises, expanding
upon what he termed an “image bank,”

a collection of filmic fragments, wherefrom
he playfully sampled, spliced, mixed and
re-mixed reconfigured worlds. His films De-
cupaje [Cuts] (1980-1985) and Fragmentarium
(1985-1990) are beautiful examples of this
principled technique in action. ki holds

a unique position within the history of
Romanian contemporary art, since it was
the only Romanian artist group to produce
a substantial body of experimental film
work before 1989. In terms of its identity
and theoretical backbone, a parallel can

be drawn with the group Sigma (1969-
-1981), based in the neighbouring town of
Timisoara, and which similarly originated
within an art school, had an interdiscipli-
nary core, foregrounding experimental
work across media.

Amongst the audiences who have seen
these films in the years since 1989, many
have expressed surprise at the level of
aesthetic autonomy they seem to project,
given the socio-political context. Some
noted the presence of certain disconcert-
ing elements, markers of unstated critique
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perhaps. The films feel uneasy, slightly off...
it’s something that you can’t quite put

a finger on. Others pushed this line of in-
quiry further, asking: were these dissident
(anti-system) films? Overtly, no. Although
indeed aspects (attitudes, gestures, ref-
erences) that might be seen as “suspect,”
and which might support this hypothesis,
are present in many of the films. Nonethe-
less, the obliqueness of the approach, the
skilful use of irony and metaphor prevents
definitive conclusions. Inevitably, our own
circumstances impact how we view the
films, at a distance of 40 to 50 years. And,
given our particular geographical stand-
point from within the former Eastern Bloc,
we must acknowledge our own bias as we
dwell within the convoluted memory of the
before and after of 1989. In terms of its im-
mediate context, ki had to work around the
ideological strictures of the regime, which
impacted their approach to filmmaking
and the contents of their films. In order to
understand the magnitude of consequenc-
es for perceived transgressions on film, one
might look at the case of director Lucian
Pintilie, Reconstituirea (The Re-enactment) from
1968, which was censored for (indirectly)
critiquing the regime and banned soon
after its release. A similar fate befell his sec-
ond film, De ce trag clopotele, Mitica? (Why are
the bells ringing, Mitica?) from 1981, which was
only screened in Romania after 1989. ki
was never specifically targeted by any cen-
sorship body, however it deserves mention
that the films were only shown to restricted
audiences at the time, and generally within
a close circuit of trusted friends amongst
the arts and film community. This too was
part of a strategy to avoid attracting unwar-
ranted attention.

As always, there’s a catch. At this point
in the story, I should probably disclose that
you won’t get a definitive answer on this
one. The invocation of the uncanny was
duly noted by contemporary spectators.
Albeit tantalizing in terms of how it might
provide an entryway into the political
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undertow, it was a trap laid out on pur-
pose, inter-textually so to speak, as play.
The group was interested in the explora-
tions of the earlier avant-garde, Dada and
the Surrealists especially. They were knowl-
edgeable of the work of filmmakers like
Bunuel, Fernand Léger, and Hans Richter,
which they would occasionally manage to
borrow and screen alongside films by post-
war luminaries such as Andrzej Wajda,
Andrei Tarkovsky, Michelangelo Anton-
ioni, and Alain Resnais at the regular film
discussion evenings on Tuesday nights at
the atelier. On the other hand, there is a cer-
tain underlying mood to the films, one that
many critics and historians have attempted
to pin down. For Sabau this diffuse, slight-
ly disorienting “effect,” is just another part
of the story. Perhaps we might think of it
like an after-plot, an encore. You thought
wed reached the end until, there’s a twist,
and a sudden turn after the denouement.

The group never set out to produce
samizdat, although it may have done so
inadvertently. They were interested in film
as an interdisciplinary art form, seeking
to expand first and foremost upon its
aesthetic potentialities. If anything, they
sought to divorce it from its direct instru-
mentalization for political purposes, to
liberate it from its functioning as part of
the apparatus of the state — whether for
documentation, surveillance, entertaining
purposes or otherwise. Yet the urge to pro-
duce autonomous work went against what
the Party and cultural organs preferred.
Furthermore, the very act of making ex-
perimental work in a context that favoured
more traditional understandings of the
arts might be seen as subversive in and of
itself. An interest in pursuing alternative,
even underground, directions and to evade
the “official” scene was characteristic for
the post-'60s generations in Romanian
contemporary art. Indeed, such disobedi-
ent attitudes, underscored by a perfectly
reasonable unwillingness to conform, were
anything but unique amongst “the youth”
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within the Bloc and the USSR as a whole.
In between risk and so-called compromise
was a tightrope that many “unconvention-
al” artists, directors, writers, etc. had to
walk.

Using film as an experimental medium
was in itself a gesture of dissent, if not
dissidence, since this was not the type of
aesthetic that the regime preferred or en-
couraged. Neither was it entirely rejected;
rather it was tolerated. Other Romanian
contemporary artists explored film as an
aesthetic medium, challenging the cam-
era’s authority as a recording device. Ton
Grigorescu and Geta Bratescu, for in-
stance, self-consciously directed the camera
at their own bodies, within the confined
interior of their studio or domestic space.
Independently minded artists sought
outlets away from state-run galleries and
spaces. Home-based experiments, perfor-
mances and happenings became a staple
of the era, as wonderfully exemplified by
the documentation of house pARTy (1988),
a composite of two one-night events which
included installations and performances
staged within artist couple Nadina and
Decebal Scriba’s apartment in Bucharest.
Instead of head-on critique, most of these
gestures and actions rather sought to skirt,
avoid, and circumvent the interference of
political entities acting on behalf of the re-
gime. Grigorescu’s definitively anti-regime
8mm film Dialog cu Ceausescu (Dialogue with
Ceausescu) from 1978 constitutes an excep-
tional occurrence in this sense, publicly
screened only after the revolution.

Officially, kinema ikon had to find
ways to co-exist with other cultural actors
and organizations at a local and national
level, not only within the fields of art and
culture, but also by relation to the hier-
archy of the state. How to operate with
relative freedom under a panoptic regime?
A workshop dedicated exclusively to the
creation of experimental film would have
been, according to its creator, implausible
and impossible. A subterfuge was found.

kinema ikon would operate as a film-club
and produce a number of documentaries
for various and sundry governmental
entities and organizations from Arad.

This created a framework that Sibau has
described as one of “compromise, avoid-
ance, masking, and duplicity,” yet which
nonetheless safeguarded the continuity

of the group. As long as they produced
their “quota” successfully, there was no
reason for anyone to become too bothered
about the group's or individual members'
activities. Furthermore, these commissions
provided a lifeline in terms of materials
and technical support. It was thus that the
62 auteur films produced from around the
mid-1970s until 1989 were made on film
stock carefully set aside from the materials
allotted for the making of the 62 documen-
tary films. It worked, however this situa-
tion wasn’t necessarily tenable long term.
Sabau received support for the workshop
after his film Ipostaze Simultane was awarded
at the Brno Film Festival in 1970. Ironical-
ly, during the 1980s, especially after getting
into quite a bit of trouble with the state
Securitate, kinema ikon was no longer per-
mitted to show their work abroad, having
to postpone an invitation to show the films
at the Centre Pompidou in Paris until the
mid-"90s. By then it was too late. As Sibiu
(again) comments: “it’s no use having
produced experimental films fully syn-
chronised with the West, since we couldn’t
present them the moment we made them.”

Nonetheless ki did not end there. To the
contrary, it adapted, changed, thrived in
the years and decades since. Even the films,
due to the perpetual shift of the contempo-
rary, were given a second chance, and then
another, and so on. Here we are.

There is another essential element to
Sabau’s reflection, which pertains to a type
of mystique of the East, that foregrounds
its subaltern status and isolation behind
the Iron Curtain at the height of the Cold
War. This narrative might be prevalent in
the West, yet it has been reinforced by local
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commentators as well. Although based on
lived experience and trauma, such inherit-
ed notions nonetheless tend towards stere-
otype, solidifying the character of the East
under state socialism, especially in a totali-
tarian context, as was the case in Romania.
Luckily, the 62 experimental films pro-
duced by kinema ikon open up a discursive
space that is wide enough to accommodate
both Western projections and Eastern
desires. A myth that must be dispelled,
however, is that these films could emerge
upon a culturally pristine backdrop,
unperturbed by the West, Hollywood, the
global history of cinema, etc. Although
impossible to create even in a lab, such
conditions would have indeed constituted
a most formidable experiment! Yet “cul-
ture” travels, and things, ideas, move, they
permeate. Even the thickest, most strongly
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reinforced borders remain porous in this
sense. The history of smuggling cultural
artifacts, from films, magazines to records
and jeans into the Eastern Bloc and the
USSR is wide and deep, full of adventures
both comical and tragic... another essay
would be needed to explore the references
that became particularly significant for ki,
from the Cahiers du cinéma to Pink Floyd,
and how these shine forth in the films.

NB: This text is based on critical observations
and my in-depth investigations into the history of
kinema ikon pre-1989. It also references several
key texts, including George Sabau, “kinema ikon,
Mildly Nostalgic Notes” in kinema ikon: films /
1970-2020 (Arad Art Museum, 2019): 211-217.
issuu.com/kinema-ikon/docs/ki50-films
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KINEMA IKON: FILMS /1970-2020

In 1970, after the film Ipostaze simultane,
George Sabdu set up Atelier 16 at the
Arad Art School, with the support of the
authorities; he received 16mm film stock,
officially meant for the production of docu-
mentary films. From the film stock allocat-
ed for each documentary film, a portion
was diverted for experimental films. The
kinema ikon archive thus preserves 62 do-
cumentaries and 62 experimental films.
kinema ikon disregarded its documentary
films, considering them simple exercises
from which the experimental films could
be produced. Currently, kinema ikon is
looking for a sensible way to revisit its own
documentary material.

Vorspann, VHS (26:01) 1970-1989
Once the kinema ikon workshop moved
from the Art School to the Arad Museum
in 1990, the 16mm chapter concluded,
as younger artists were drawn towards
video, and later new media. Nonetheless,
interest in experimental film continued,
due to an invitation on behalf of the
Pompidou Center to organize a screening
at the Cinéma du Musée, in 1995. A first
meeting in 1987 had been suppressed by
the communist regime. In preparation for
the 1995 screening, the entire archive was
revised and 22 films were selected, out of
the 62 produced. This was when George
Sabau came up with the idea of producing
an edited film that would include frames
from all kinema ikon films to date. Specif-
ically, a frame from each film was cut out.
The outcome was Vorspann, which was
projected onto the screen at the workshop
and copied to an S-VHS tape, so that
eventually each film from the archive could
regain its temporarily lost frame. So, for
a few weeks kinema ikon had one film that
cancelled the other 62, while the 62, once
remade, cancelled the edited film of which  tinema ikon 50 / fitm experimental (1970-2020)
only a simple video copy was left. Bucharest: Dark Publishing, 2019.
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THE AVANT-GARDE UNCONSCIOUS:
ON KINEMA IKON’S (FILMIC)

PRACTICE

Horea Avram

Fifty years of experimental film... Alot has
changed politically, socially and artistically
over this period of time. Kinema ikon has
changed alot, too. Their long and prodi-
gious career includes experimental film
during communist times, hypermedia in
response to the Internet and CD-ROM
boom of the 1990s, and, since the mid-
2000s, multimedia and extended collabo-
rations. While browsing through this com-
prehensive and amazing body of work, one
would notice a constant feature notwith-
standing the numerous changes the group
went through as concerns people involved,
artistic approaches and social environment.
This feature is the omnipresent innovation
and exploration, a sort of avant-gardist
behavior that nurtures the critical imagina-
tion, the quest to expand the medium and
the pursuit to find solutions for sabotaging
reality. I call this attitude “the avant-garde
unconscious.”

While the expression is not an inno-
cent one, I want to strip it bare of any
useless theoretical burden, and propose
to conceptualize it simply - with all the
risks assumed - as the internalization of
the spirit of the avant-garde by kinema
ikon in their artistic practice (film or other
media forms). Internalization meaning
the (un)conscious absorption of certain
cultural patterns and artistic values and,
at the same time, the act of undermining
and complicating them. That is, a com-
bination between inductive reasoning
based on experience and concept, and
the instinctive need to take a step ahead
while prospecting the openings, the
non-obvious, the newness (or, as Rosalind
Krauss put it in her meaningfully titled
text, the “possibility for vision itself”).!

In other words, it means to acknowledge
avant-garde as an implicit condition,

while operating an autonomization of the
artistic act vis-a-vis the rationalization and
historicization of the avant-garde (and
here, one might identify a certain parallel
with Fredric Jameson’s political subject).?
Certainly, kinema ikon’s practice maps
onto the avant-garde logic (one that is
actually not historically circumscribed)

in what concerns aesthetic radicalism and
anti-establishment command, although the
group has never adopted similar logistic
or communicational strategies - such as
publishing explicit “manifestos” or engag-
ing in a programmatic scheme - preferring
instead an intuitive artistic attitude and
organic collaborative work. This is evident
in the assumed underground and/or mar-
ginal status, one that - perhaps paradox-
ically - didn’t prevent them from being
synchronous with what was happening
under the lights of the artistic international
mainstage during these decades.

The historical avant-garde in Romania
was quite radical, much of its scope and
force being given by numerous publi-
cations and the influential personalities
involved, most of them maintaining im-
portant links with their international peers.
However, the Romanian avant-garde had
no great appetence for filmmaking: written
invective and rebel painting were preferred
to any lens-based discourse. Given this
absent legacy to which we should add the
lack of any direct connection between the
historical avant-garde, neo-avant-garde
and what followed afterwards (due to the
cultural hiatus imposed by communism),
one would legitimately ask where did
kinema ikon take their drive and vision?
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Theorist George Sabau, the veteran leader
of kinema ikon, provides an answer to this
question when he mentions that the group
was always in search of “something else -
differently.” * Indeed, the group’s working
ethics focused on innovation and “differ-
ence” is what characterize (the avant-garde
unconscious of) kinema ikon in the first

place.

HUMOR

Horea Avram

Indeed, humor and irony are other key mani-
festations of the avant-garde unconscious.
They were efficient weapons for avant-gar-
de artists of all generations, simply because
they were destabilizing in and of them-
selves. Sarcasm and wit have the capacity
to disrupt the public sphere, to engage in
polemics and to shock the bourgeoisie and
mainstream art. Moreover, it is important
to note that humor and irony were effec-
tive survival strategies within the commu-
nist oppressive regime. However, if this
avant-gardist arsenal is present at kinema
ikon, it was not used by the group to act
out an open dissidence and direct power
critique. Rather, kinema ikon, opted in

a discreet manner for the play on words,
intelligent irony and absurd content, all of
them constant features in their artistic pro-
duction over the years. This was, as George
Sabau has emphasized, “an essential part
in the act of instating an inciting, provoc-
ative, ludic, ironic, intellectual climate,
also freed from cultural clichés, language
stereotypes, ‘idola theatri’; [kinema ikon
members| have permanently promoted an
unconventional attitude, which induced
the experiment atmosphere a continu-

ous ‘facultas ludentes’”* Many titles of
their works are relevant in this sense (to
name just a few from the group’s filmic
production): Kitsch, Kitsch, Ura! (Daniel
Motz, 1977), Bopacul (kinema ikon, 1979),
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Nu trageti in pianist (Don’t shoot the piano

player, Romulus Bucur, 1984), Mise-en-écran
(Roxana Chereches & Liliana Trandabur,
1989), Ready Media (kinema ikon, 1995),
Uninvited Rugine (reVoltaire, 2003-2016),
Skepsis (kinema ikon, 2011) 46016°92°N
21031’57”E / SANTIER ARGHEOLOGIC /
4175 A.D. (geosab & kf, 2015), ki:ss (kinema
ikon, 2015), DADADA (reVoltaire, 2016),

aaaciou, (Ileana Selejan, 2017), etc., etc.

1 Rosalind E. Krauss, The Optical Unconscious.
Cambridge, Mass.: MIT Press, 1993, p. 217.

2 Fredric Jameson, The Political Unconscious: Narrative as
a Socially Symbolic Act. Ithaca: Cornell University Press,
1981.

3 George Sibau, A contextual history of the kinema ikon
group”, kinema ikon catalogue, edited by kinema
ikon. Bucharest: National Museum of Contempora-
ry Art, 2005, p. 8. The current leader of the group is
Calin Man/reVoltaire.

4 George Sdbau, ‘A contextual history of the kinema tkon
group”, ibid., p. 16.

kinema ikon 50 / film experimental (1970-2020)
Bucharest: Dark Publishing, 2019.
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FRAGMENTED VISIONS. THE
POLITICS OF AESTHETICS IN KINEMA
IKON’S EXPERIMENTAL FILMS.

Cristian Nae

Textul analizeaza filmele experimentale
produse de kinema ikon in Arad, Romania
intre anii 1970 si 1989, argumentand faptul
ca membrii acestui grup erau interesati

de noile medii si de practicile artistice
intermedia ca instrumente pentru produ-
cerea unor reprezentari neconventionale si
a unor obiecte estetice autonome. Totoda-
td, atelierul s-a focalizat pe incorporarea

si expansiunea vocabularului filmului de
avangardd operand o strategica fragmenta-
re a perceptiei vizuale. Pe aceste conside-
rente, sustin ideea potrivit cireia notiunea
de critica a ideologiei poate fi aplicata aici
nu atat continutului reprezentational al
acestor filme, ci mai curand modurilor
particulare de productie si formelor de vi-
zualitate pe care le-au generat, in acord cu
notiunea de “politicd a esteticului” sustinu-
ta de Jacques Ranciere.

CRITICAL MONTAGE

The importance of aesthetic autonomy

as an apolitical attitude within the East-
ern European neo-avant-gardes has been
stressed on various occasions (Piotrowski
2012, 82-84; Nae 2011; Carneci 2014,
94-95; Serban 2013). Discussing the case
of visual artist Geta Britescu, Alina Serban
(2013, 159-162) noted the importance of
the artist’s studio as a secluded place where
the self is at the same time imaginatively
reflected and constructed, mirrored and
transformed. Similarly, kinema ikon’s in-
formal film studio established by Ghe-
orghe Sabau in Arad, Romania during

the last two decades of socialism may be
regarded not only as a response to existing

socio-political conditions, symptoms of
an oppressive cultural climate, but also
as a space for transforming this context
by producing and securing an autono-
mous mental space, a heterotopic space
of conflicting representations which first
benefitted the studio’s members and later
their audience.

In exploring the visual and technologi-
cal strategies of some of the 62 experimen-
tal films kinema ikon produced between
1970 and 1989, in line with other studies
remarking that “the use of medium and the
type of work [...is] a political statement in
itself” (Selejan 2012), I propose to focus
our attention on the group’s embrace of
visual fragmentation, which contribute to
revealing the materiality and, hence, the
opacity of the screen. Insisting on ab-
straction, but also highlighting the basic
elements of cinema (framing, zooming,
camera movement) and foregrounding the
‘autonomous visual fragment,’ I explore
how early experimental films of kinema
ikon may be associated with structural film
(Sitney 2000, 326-348), which subordi-
nated representation and narrative to the
material and linguistic peculiarities of the
medium itself (Leighton 2008, 21-22). In
employing this formal strategy, they also
creatively expanded the film practices of
avant-garde film cultures interwar, most
significantly through exploring montage
and close-up and their corresponding
theories. As Hal Foster (1994, 5-32) has
noted, the repressed potentialities of
the avant-gardes (Constructivism, Dada
and Surrealism) may be witnessed to
return in the visual art of the late 1960s
in a disguised manner. In the context of
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Romanian art, the imposition of socialist
realism between 1945 and 1965 and its
resurgence after 1972 may be considered
to play the part of the repressive agent in
Foster’s narrative. The aesthetic potential
of montage and close-up, employed as
disruptive, mass-transformative visual
techniques by international avant-garde
cinema, acquire in this novel social context
a renewed relevance.

Historical avant-garde film presented
a series of expressive uses of technology
often associated with “the modernist ad-
vocacy of fragmented and fractured ways
of seeing and experiencing reality” (Cav-
endish 2013, 7). Among these techniques
of visual fragmentation through creative
editing practices, producing seemingly
disjointed montage sequences, was a fore-
most strategy. Alongside this, the frequent
employment of close-ups, unsteady camera
movements, and optical distortions com-
bined in the 1920s avant-garde films to
produce a shift from an objective to a sub-
jective vision of a fractured self (Cavendish
2013, 7-8).

Kinema ikon’s experimental films em-
ploy all these expressive strategies of visual
fragmentation. Fractured and fragmented
images and off-centred camera composi-
tions often combine to create a sense of
dislocation in the viewer. The frequent use
of montage and editing add to this effect
of displacement. In kinema ikon’s exper-
imental films images are neither fully de-
scriptive nor narrative, while contingency
is assumed rather than evacuated through
the metonymic accumulation of details.
This effect is produced through several
strategies: the triviality of the situations
presented; the illegible relations between
them created through montage; the pres-
ence of often out-of-focus close-ups, which
obliterate the specificity of images, suggest-
ing exercises in abstraction. The prevalent
choice of abstraction may be explained as
a painterly practice that was for a long time
banished from the normative, figurative
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language of socialist realism in Romania.
But it is, at the same time, a technique that
exploits the contingency of reality, reject-
ing any attempt to rationalize it.

Equally important are the effects of
these experimental processes on the viewer.
Ovidiu Ghitta (1985, 2) has noted their
destabilizing function, remarking on the
anguished, meaningless, and depressive
character of the autonomous fragment.
Among the consequences of this assumed
openness of structure, one may notice
a focus on the very interval that holds
together two shots — a disjunction that
operates as a conjunction. These “construc-
tive gaps” generate spaces for reflection for
the viewers, whose thoughts are, thus, not
predetermined, as in narrative (documenta-
ry or fictional) cinema, but rather prompt-
ed by the cinematic articulation - an effect
originated with Soviet montage (Malitsky
2010, 359-361). Thus, one may notice an
insistence on the autonomous fragment
of reality, which is decontextualized until
it reaches the state of a seemingly mean-
ingless grapheme. Such procedures may be
found in George Sabidu’s films such as
Fragmentarium (1985-1990), which con-
sists of a series of abstracted close-ups of
hard to identify surfaces revealing various
shapes and textures, and Decupaje (Cut-offs,
1980-1985), where commonplace frag-
ments of recorded reality (a turning bicycle
wheel, a chain of wheels inside an engine,
a gridded lid covering a draining ditch) are
stripped of their symbolic function and re-
duced to elementary units of cinematic lan-
guage. They become signifiers, which can
be re-contextualized at will and inserted in
anew chain of signs. Such an approach to
fragmentation is common to many other
films such as Alexandru Pecican’s Exercifiu
subliminal (Subliminal exercise, 1979), where the
camera roams and records bits and pieces
of everyday life which defy any narrative
articulation. The camera travels quickly
inside a communal apartment, recording
women lazing about in suggestive erotic
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poses, then jumps to record the bustle of

a group gathered at a visual arts exhibi-
tion, only to travel again and record in
high-speed casual passers-by in a park. The
viewer is taken inside a world of fragments,
which do not superimpose over or insert
themselves into an existing symbolic
system. These details of everyday life, often
presented in close up, detached from their
surroundings, construct their own possible
associations. Intrusive montage often ex-
poses spatial and temporal differences and
incongruences rather than hiding them.

In Ioan Ples’ Emergentd (Emergence, 1982),
recorded reality is dismantled in frames
which are then superimposed on each
other, suggesting the fuzzy associations en-
countered in the symbolic work of dreams
and memory: a group photograph which
seems to be immersed in boiling water or
in burning flames; a female portrait un-
derneath which another female character
dressed-up in nineteenth century clothes is
projected.

It is important to highlight that in
kinema ikon’s films, montage is used
outside the dominant ideological frame-
work of narrative cinema during socialism,
which heavily relied on realist or meta-
phorical associations. The films produced
by kinema ikon were meant to interrupt
such meaningful associations, creating
instead absurd, formally contingent, or
trivial ones. Some artists were interested
in constructing formal relations between
disparate elements, often using and
manipulating found footage. Others were
embracing chance procedures, which al-
lowed these iconographic elements to enter
relationships of contiguity while obscuring
any coherent narration. In certain films,
movement is accelerated, like in Alexan-
dru Pecican’s Exercitiu subliminal (Subliminal
Exercise, 1979) or in Ioan Ples’s Pantha Rhei
(1979) and Iluminari (Illuminations, 1981),
producing a shaky and distorted image.

In the latter’s films, accelerated movement
is enhanced and sometimes doubled by

means of graphic interventions (scratch-
es, engravings of the contours of people
executing simple and fast movements)
on the filmstrip. In most instances, move-

ments executed by anonymous people are
either reduced to elementary (walking,
running, talking) or absurd actions (such
as the aforementioned attempt to fly in
TIoan Ples’s 1981 Ilumindri (lluminations),

or the crucifixion of a book in Ioan T.
Morar’s 1977 Autopsia uitdrii (Autopsy of Obliv-
ion). In other instances, such as Gheorghe
Sabau’s Fragmentarium, movement is simply
followed as it unfolds across different
images, juxtaposing footage of moving
machines with images of still objects shot
in close-up.

kinema ikon 50 / film experimental (1970-2020)
Bucharest: Dark Publishing, 2019.
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The last year hasn’t revealed anything
that we actually didn’t know. But it has
significantly deepened our awareness of
the problems we face as individuals and as
asociety. It is not only about the turbulent
times we are living in and getting used to.
In fact, things that virtually remain stag-
nant and unchanged despite the accelerat-
ing changes in the world around present
a much greater challenge. Whether it is the
welfare state, politics, industry, the labour
market or the climate, despite our best
efforts, we are functioning in ways that are
less and less satisfactory. They made sense
in the world of the past, they are failing
in the world of the present, and they may
pose a threat to social peace and social
cohesion in the future unless we leave our
old patterns.

Thinking about the future used to be
an exclusive pastime and there was plen-
ty of time for it. The future came slowly
and was more predictable than today. For
many, however, it is no longer filled with
interesting challenges and instead repre-
sents a threat to our certainties, established
order and a dignified existence. But even
in a sophisticated technological and digital
future, it will apply that a society is only as
strong as its weakest members. Dialogue
about development options, potential
risks, opportunities and, above all, new ar-
rangements for politics, the economy and
social life should include, take into account
and invite the widest range of groups of
people to have their say. This is where it all
begins.

Tereza Swadoschova

INSPIRATION FORUM.
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Online Special

The election is over, what now?
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M’BADFALA DIABY
THERAPY LETTER T0 MY BODY

My dear bodily shell,

I’'m sorry for all those years when I hated your every tiny bit. For how
I judged you through the eyes of others. How I starved you and then
weighed you down with overeating. It was unfair. I hated every bone
sticking out like a skyscraper over bungalows. Now I admire their sym-
metry. I hated every pimple, mark and scar and so I inflicted on you as
many as I could. I didn’t care what it would look like, I already hated
you, what did I have to lose? An awful lot, I know now.

My dear bodily shell, I hated you so much. And to be honest, I still
don’t love you. I'm rather annoyed with you. But I’'m determined to
change that. I know what you’ve been telling me. It’s me who needs to
change, not you.

With (prospective) love

Your owner
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This is how much the risk of suicide in q 7
the Czech adult population increased . a

during the second lockdown according to
the Czech National Institute for Mental h 1
Health (3.88% in November 2017 as op- These are the average costs re ated to

osed to 14.26% in November 2020) mental health problems in the EU member
P ' ' states; Czech Republic spends 2.45 % of its

GDP on mental health.

74 yearss

Up to 50% of mental disorders in adults
develop before 14 years of age.

/ /
; /O
J
/ Percantage of asylum seakers who deal

, with serious psychological difficulties.

More than 75% of suicide victims 30 0/
4
are men.
¢ g2,

The incidence of mental disorders

increased to 30% in 2020, a 10% increase
7 ;.‘ from 2017.

One in six people in the EU is dealing
with a mental health problem.

Sources: NUDZ.cz, MZCR.cz, OECD-ILIBRARY.org, DOI.org



WHAT ARE THE BIGGEST
OPPORTUNITIES AND CHALLENGES
IN YOUR FIELD AND HOW CAN IT
CONTRIBUTE TOWARD

A SUSTAINABLE FUTURE?

When I published my first book, Tke Spell
of the Sensuous, the work was angrily criticized
by many scholars for its strong assertion that
“animism” - the style of perception common
to so many of our oral, indigenous ances-
tors — must be taken seriously, as a highly
sophisticated and uniquely ecological way of
experiencing the many-voiced world around
us, and hence as an especially fruitful and
practical worldview for us all to explore and
perhaps to practice in this era of cascading
catastrophes. Yet in the wake of that book,
activists and theorists began to learn deeply
from oral cultures, gleaning more and more
practical insights from the animist cosmolo-
gies of traditional, place-based cultures that
still practice their indigenous lifeways in
small pockets within the spreading mono-
culture of commodity-drunk, technological
civilization. Protecting the rights of such
indigenous peoples, and fighting to preserve
whatever remains of their once-flourishing
forests and homelands, has become a neces-
sary and critical effort for all of us. And a new
respect for animistic ways of sensing, and of
speaking, is rapidly spreading throughout
the humanities, the sciences, and the arts.
For it is now evident that the small-scale,
participatory, and richly embodied forms
of life common to place-based peoples
hold the keys to a sustaining human pres-
ence within the biosphere.

David Abram,
philosopher and cultural ecologist
on environmental philosophy
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The transition from “analogue” to digital
economy represents a structural change
that will help some and threaten others.
Therefore, the key question for me is: who
will be the winners and losers of the digital
transformation? So far, it seems that digital-
isation is only accentuating already existing
inequalities in income and working condi-
tions. The challenge is to respond politically
to these changes in the labour market,
education and social policies. I believe that
such (to alarge extent enforced) measures
can also contribute to a fairer future and

a better quality of life in our country.

Jan Bittner, economist
on digital technologies

The pandemic has shown: virus genome
sequencing, online sharing of the sequenc-
ing almost in real time, worldwide efforts
to develop understanding of the virus and
vaccine against in record time, analysis
of restrictions, patterns of movement, all
aspects of fighting the pandemic etc. - all
these fields are at its very core data sciences.
Data has become the prime ressource of
humanity, currently exploited by a few pri-
vate companies, but potentially the greatest
“productive force” the world has ever seen.
AutomaAutomisation. Automation.
Autonomy. Automatics. Autopilot. Atomi-
sation. Atom

Timo Daum, expert on digital economy
on digital economy
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The biggest challenge is to confront your
own ingrained prejudices about mental
health. Everyone, including the patients,
has some preconceptions. Once you
change your own approach, a world of
opportunities opens up. You can then
describe this inner world to other people,
who can only see it from the outside. But
at the same time, you need to keep your
distance and a certain emotional barrier.
People tend to be more open to a person
who has been through similar experience.
Empathy is an important part of the con-
versation. What’s more important, though,
is protecting our own mental health.

M’Badjala Diaby, poet

on mental health

Anthropology (like other social sciences)
is crucial to creating a just future - because
its main task is to help us understand why
the present is not fair, and identify where
and how social inequalities arise. It also
gives a voice to those who are not usually
heard in society. However, this implies that
anthropologists often say things that not
many people want to hear. Subsequently,
social sciences get under tremendous pres-
sure to constantly prove their “usefulness”
in terms of their ability to generate profit -
and the biggest challenge is to withstand
and resist this pressure.

Marie Hefmanova, social anthropologist
on anthropology

A fair and meaningful education based on
equal opportunities, preparing all children
for their future life in an ever-changing and
evolving society. Education that focuses
more on competences, socio-emotional
skills and supports the well-being and
mental health of all children and teachers.
Schools where all children, without dis-
tinction, have the opportunity to achieve

success and develop their individual
learning potential and skills, and where
parents are invited to engage. A sufficiently
funded education system based on a mean-
ingful and equitable concept and multi-
disciplinary cooperation of all actors, in
which all schools and teachers have good
conditions for their work, support services
(well-staffed school counselling centres -
psychologists, special educators, social
workers) and support from imminent
partners (social services, non-profit sector,
paediatricians, psychologists, psychiatrists
and others). A system in which the inter-
mediary in the form of school management
functions well and principals are not over-
whelmed by administration and have the
capacity to become real educational lead-
ers. Equitable education based on equal
opportunities and individualised support
has a positive impact not only on the lives
and careers of individuals, but also on the
future of society as a whole. It affects the
economy, crime prevention, well-being and
mental health of the population and fosters
a more cohesive democratic society.

Klara Laurencikova, special pedagogue
on education

Philosophy is a type of reflection that has
the luxury of delay. There is a reason why
thinking that is not merely reacting takes
time, and philosophy is traditionally a slow
discipline, and probably should be. If phi-
losophy can contribute to a just future, it
can do so indirectly. Philosophy as a disci-
pline has no immediate impact on society -
which is both its weakness and its strength.
Its weakness is that it can easily become
irrelevant; its strength is that, unlike, for
instance, politics, it cannot do much harm.
But this does not mean that philosophy is
powerless. One of the challenges philoso-
phers face is the ability to bring philosophy
into the public sphere. Not to solve public
affairs - that’s not really the point. Rather,
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That is roughly how many minutes a day
the average adult spends on social media.

55

Is the average weekly working hours
of a taxi driver booked via mobile apps.

One third of every hour of work arranged
through web-based platforms is unpaid.

FFE

The number of online web-based
and location based (taxi and delivery)
platforms rose from 142 in 2010

to over 777 1n 2020.
/ -

Two-thirds of the world’s population
use a cellphone, which is also the most
commonly used device to connect

to the internet.

842,
O

Number of ICT workers who worked
remotely during the pandemic. In other
sectors such as education and healthcare,
the share of teleworking rose from 2%

to 36%.

U F27 b1ion

The value of online sales in 2020:
a year-on-year increase of 32.4%.

Social media users in the United States

report that they have accidentally or
intentionally shared fake news.
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That is the total revenue of the seven
largest tech companies - Alibaba,
Alphabet (incl. Google), Amazon, Apple,
Facebook, Microsoft and Tencent - in
2019. By comparison, this is a similar
amount to the EU budget for 2014-2020,
which was EUR 1,082.5 billion.

Sources: BROADBANDSEARCH. net, ILO.org, DATAREPORTAL.JOURNALISM.org (Pew Research Center)



it is supposed to introduce the perspective
that a problem cannot be solved simply
because problems do not get solved, they
are only transformed by the solution. In
that sense, this philosophy is quite realistic.
What disciplines can claim to be able to
“solve” problems?

Tereza Matéjckova, philosopher
on philosophy

In principle, digital technologies can cer-
tainly contribute to the positive develop-
ment of society as they make many useful
things much easier. At the same time,
however, they bring along completely new
principles of operation, which we have so
far been incapable of sufficiently con-
trolling using our policy instruments from
the pre-digital era, therefore the rapid
technological development marked with
free-market laissez-faire is causing a number
of problems. From the tangible ones, such as
the difficulty of enforcing consumer rights
on digital platforms or the rampant hate
speech on unregulated social media, to the
more abstract but all the more insidious
ones, such as the massive increase in the
power of tech giants to the detriment of
democratic politics or the transformation of
work towards digital menial labour. Hence,
the challenge today is to first understand
the new principles of digital capitalism real-
ly well - and then to find not only adequate
political solutions, but also a social consen-
sus and enough power to enforce them.

Katetina Smejkalova, political scientist
on digital technologies

Technology is fundamentally about an
expansion and alteration of capacities for
action. For me, one of the biggest possibil-
ities brought about by the digital economy
is the expanded potential to reduce work
and enable the expansion of free time to

do what we will. To be sure, digital tech-
nologies are neither necessary nor sufficient
for this expansion of free time - but the
capacity to have tasks that are necessary
for society performed by machines is none-
theless growing. By contrast, the greatest
challenges lie in how these new technol-
ogies are feeding into, expanding, and
consolidating particular systems of power
and domination. These issues run the
gamut from the concentration of capital in
platform monopolies to the embedding of
racist biases into automated decision sys-
tems to the expansion of surveillance into
every nook and cranny of our lives - and
far beyond. Effectively, and here we echo
Marx in the Grundrisse, the development
of technology creates potentials that are -
and for capitalism, must be - continually
stifled. Only radical transformation of our
mode of production will change that.

Nick Srnicek, lecturer in digital economy
on digital economy

Cryptocurrencies and other decentralized
networks have the potential to create

a new social structure of free individu-

als who will be able to make democratic
decisions about economic and property
relations in society. They can play a key
role in what Jakub Ort called the “democ-
ratization of property”. On the other
hand, cryptocurrencies cope with a high
degree of commodification. They are
literally being colonised by the capital of
large investors, which causes their price
increase as well as an ecological burden
to our planet and, as a result, they also be-
come (in the words of Roman Tyc) a mere
“uninspiring toy for the rich”. In order to
enable a just future, cryptocurrencies first
need to be decolonised to become free
from the rule of speculative capital.

Martin Tremcinsky, economic anthropologist
on cryptocurrencies
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REFLECTION ON DESIRABLE
FUTURE AND OUR ROLE IN IT

JUDITH BUTLER
September 21, 2021

When we ask about living in the world,

we are also speaking about inhabiting

the world, for there is no living without
dwelling in the world. And dwelling brings
up both duration and space. It would be
different if we were speaking only about
the earth. The earth persists in many places
without being inhabited by humans, and
that is a great relief in the midst of climate
destruction. The world, however, always
implies a space and time of inhabitation.

A world includes the temporal and spatial
coordinates in which a life is lived - all the
supports that provide for duration through
space and time in relation to a network or
field of living beings and built environ-
ments. If the world is uninhabitable, then
destruction has had its way with the world.
If a life is unlivable, then the conditions

of livability have been destroyed. The
destruction of the earth through climate
change makes for an uninhabitable world:
it reminds us of the necessity of limits on
the human inhabitation of the environ-
ment, the fact that we cannot inhabit all

of the earth without destroying the earth,
and that imposing limits on where and
how we live is necessary to preserve the
earth which, in turn, preserves our lives.
Perhaps it sounds simplistic to say, but,
there are better and worse ways for humans
to inhabit the world. And sometimes the
earth can only survive—and regenerate—
only if limits are set on the reach of human
habitation. Humans impose limits on
themselves in order to make for a habitable
world under conditions of climate change.
The world in which one lives includes the
earth, depends upon the earth, cannot
exist without the earth. Moreover, a life
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proves not to be livable if the world is not
inhabitable. Part of what it means to live,
then, and to live in a way that is livable is
to have a place to live, a part of the earth
that can be inhabited without destroying
that earth, to have shelter, and to be able to
dwell as a body in a world that is sustained
and safeguarded by the structures (and
infrastructures) in which one lives—to

be part of what is common, to share in

a world in common. To inhabit a world is
part of what makes a life livable. So, we
cannot finally separate the question of an
inhabitable world from a livable life. If
we, as humans, inhabit the earth without
regard for biodiversity, without stopping
climate change, without limiting carbon
emissions, then we produce for ourselves
an uninhabitable world. The world may
not be the same as the earth, but if we
destroy the earth, we also destroy our
worlds. And if we live human lives with no
limits on our freedom, then we enjoy our
freedom at the expense of a livable life.
We make our own lives unlivable in the
name of our freedom. Or, rather, we make
our world uninhabitable and our lives
unlivable too often in the name of a per-
sonal liberty that values itself over all other
values, and that becomes an instrument by
which social bonds and livable worlds are
destroyed. Personal liberty, then, in some
of its variations must be seen as world-de-
stroying power. I am certainly not against
personal liberty, but the destructive form
seems to me to be less about the person or
the individual than about a national sense
of belonging and even a market sense of
profit and gain. There is another form of
freedom that is sidelined by this one, and
it emerges in the midst of social life, a life
that seeks a common world, a life that is
free to seek a common world.
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The year when Czechia will achieve gender
balance in the Chamber of Deputies,

if the proportion of women MPs keeps
increasing at the same rate as in the last
thirty years.
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Czech citizens over 15 years of age
are in foreclosure.
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Czech GDP could be that much higher
than expected in 2030 if more women

were involved in decision-making and
in professional work.

/2

Compared to men, women have on aver-
age only three-quarters of the world’s la-
bour rights guaranteed by law.

174%

One in three women fell victim
to physical and /or sexual violence.
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On average, women do three times more
unpaid care and domestic work than men.
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More than 65 million people globally
are affected by war, armed conflicts or
persecution, most of them in low - and

middle-income countries. One half of them
live in unstable and dangerous conditions.
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The number of years by which

the anticipated closing of the gender gap
globally has been postponed due to the
pandemic, among other factors.
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Countries have some restrictions,
typically permitting abortion only

in limited situations, including for
socioeconomic reasons, risks to the
physical or mental health of the woman,
or the presence of foetal anomalies. Yet
studies show that abortion rates are
highest where legally restricted.

Sources: CFR.org, WHO.int, PSYCHIATRY.org, WEFORUM .org, UNWOMEN.org, AEAWEB.org, Johanna Nejedlova



We have seen during the pandemic that
precarity and poverty have become inten-
sified, and yet many are hopeful about
redefining both sociality and solidarity
during this time, and renewing demands
for networks of care and interdependency
that extend globally. The boundaries of the
body presumed by most forms of indi-
vidualism have been called into question
as the invariable porosity of the body, its
openings, its mucosal linings, its wind
pipes, all become salient in matters of life
and death. How then do we rethink bodily
relations of interdependency, intertwine-
ment, and porosity during these times?
Or, rather, how do these times, and this
world, already shifting in intensity, offer

a chance to reflect upon interdependency,
intertwinement, and porosity? Further, do
these very concepts give us a new way to
understand social equality and inequality?
My wager is that the vexed and overlap-
ping senses of sociality and livability can
revise some of our key political concepts,
including freedom and equality. There is
no way that the questioner is not impli-
cated in the question. The question opens
up a thought, perhaps beyond the settled
horizons of both academic inquiry and
ordinary experience.

I believe it is imperative to situate the
global reach of the pandemic in the midst
of climate change, for both foreground
a sense of global interdependency as a life
or death matter. Whatever sense of world
we bring to this discussion is at least
partially inflected by this question of con-
tinuing environmental destruction. That
means we are living in a pandemic in the
midst of environmental racism and within
its terms, exemplified by unsafe water in
poor regions and increasing numbers of
evictions for many with uncertain income.
The relation to air, water, shelter, and food,
already compromised under the conditions
of climate change and unbridled capital-
ism are even more acutely registered under
the conditions of a pandemic. These are

two different conditions, but they become
linked together and intensified in the
present. Those structures did not disap-
pear; they intensified. On the one hand,
the scaling back of travel and economic
activity allowed the sea and air to recover
from protracted contamination by environ-
mental toxins. On the other hand, we only
glimpsed what environmental renewal or
repair might be before production ramped
up again. Still, the pandemic has illuminat-
ed how the natural world could regenerate
if production were cut back, if travel were
curtailed, and carbon emissions and car-
bon footprints diminished or eradicated.

I would like, ideally, to link the inter-
connected character of our lives to the
obligation we have to organize the world,
including health care, on principles of
radical equality. The question of whether to
open the economy that is posed from the
perspective of lockdown, and “restart the
world” in regions where confinement has
been instituted for two months or more,
assumes that restarting the economy will
not lead to illness and death for many
people. Or, the decision to refuse confine-
ment altogether, as an approach, assumes
that some people will fall ill and die, but,
the argument goes, that is a small price to
pay in order to keep the economy open.
Keeping the economy open is, of course,
important, especially for those who are
poor, or who risk falling into poverty and
debt without employment. But what are
the risks for them? Indeed, many workers
now face a question: do I continue to work
in order to “make a living” even if “making
aliving” makes me die? It is not a question
of work or death, but death as a result of
work, even when work is precisely what
one needs in order to live. The contradic-
tion is one that Marx pointed out long
ago, but for him the condition was capital-
ism, not the pandemic (although for much
of his writing life, a pandemic was there in
the background). Under capitalism, the

worker works in order to secure a wage that
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allows the worker and the worker’s family
to secure subsistence. And yet, by work-
ing under conditions that do not protect
the health of the worker, the worker risks
their life. And by working hours that wear
down the body, the worker suffers injury
and illness, and becomes de-capacitated
as a worker. By working, in other words,
under such conditions, the worker ceases
to be able to work, can no longer provide
subsistence for themselves and their family
or dependents. And that means that by
working, the worker comes close to death,
or dies, rather than secure the conditions
for a livable life. The contradiction, ac-
cording to Marx, could only be resolved
through the dissolution of capitalism,

and in our present moment, can only be
resolved by a guaranteed annual income.
Indeed, if income were secure, no worker
would have to face the situation of having
to work under perilous conditions in order
to live. Living with that anxiety is not a liv-
able life. This is not an equitable or life-sup-
porting organization of common life.

And yet, we find care networks oper-
ating outside of government offices and
structures, that offer transportation, food
delivery, and shelter to those in need, and
widen circles of support through online
networks that produce material effects,
constituting new social infrastructures
in the face of failing or absent ones. The
normative principles for this movement
include interdependency, social solidar-
ity, and revolutionary critique. They are
seeking to provide the conditions for life,
for living on, for living together. The care
solidarities are opposed to letting die. And
in the case of both Black Lives Matter and
Ni Una Menos, the opposition to killing is
linked with a broader critique of inequality
and exploitation.

I would simply add that once we recog-
nize the unequal distribution of the griev-
ability of lives our debates about equality
and violence will be transformed, and the
link between the two domains, more firmly

understood. For equality and livability to
become pervasive features of our world,
they must be asserted and claimed by
precisely those bodies who endeavor still
to live, to secure the conditions of living,
whose living endeavor becomes the very
substance of thought—and of transforma-
tive protest.

In the autumn of 2021 (in the Northern
hemisphere), as the Delta variant escalates
and the pandemic takes a new turn, it is
clear that the celebrations that proclaimed
the pandemic to be over were more
hopeful and manic than realistic. In Chad
and Tanzania, the pandemic was never
over, and very few vaccines have yet to be
received. Hence, it is ever more important
to understand how global inequalities,
mired in racism, establish the positions
from which the history of the pandemic
can be narrated. In several countries, the
media reports increasing levels of anger
among the population who consider it to
be their “right” to be done with the pan-
demic and to return to lives shaped from
their personal liberty. This form of liberty
is expressed as righteous entitlement, the
right to throw off the state and its health
mandates, the right to get sick and to make
others sick, the right to spread death if that
is one’s wish. The rage is the voice of a nar-
row and destructive version of personal
liberty, one that abandons a common or
shared life, the ideals of collective freedom,
and the care for the earth, for living crea-
tures, including human ones. The rage may
be the last gasps of a version of personal
liberty that understood personhood to be
bound by the skin - discrete and separate.
What is left to realize is that the body is
porous, that its openings are necessary for
breath, food, digestion, and well-being,
for sexuality, intimacy, and the taking in of
each other’s bodies. We cannot really live
without taking in another, or finding our-
selves inside their pores. For that is where
we live, outside of the bounded self and its
conceits, in relation to a world that sustains
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us, an earth and its habitats, including
human ones, that depend on a politics
that is committed to a world in which we
can all breathe without fear of contagion,
of pollution, of the police chokehold,
where our breath is intermingled with the
world’s breath, and life and breath, synco-
pated and free, becomes what is shared -
our commons, as it were.

The task before us is how to think about
infrastructures of care that are not simply
those that belong to a maternal ethic or
a domestic space. Our task is to de-do-
mesticate care, make it into a global value,
one that informs a global movement to
stop climate destruction, environmental
racism, violence and discrimination against
all minorities, and the guarantee of health
care, shelter, food, and enfranchisement to
all those who are living - or dying - in the
peripheries of this world. If we are called
utopian, then that is fine. That means that
we believe that the terms of reality, its
coordinates and limits, are not firmly set
in stone. That our collective efforts can
imagine, and realize, new conditions for
living in an inhabitable and sustainable
world. That means that parts of the earth
should never be excavated or even inhab-
ited, except by those who already have
cultivated an affirmative practice of living
with nature, opposed to its plundering.
The structures of capitalism would then
cease to distort our thinking and we might
understand that we are, yes, in each oth-
er’s hands, interdependent, connected with
lifeworlds and life processes that exceed
and sustain us, and which we must now
safeguard against our own destructiveness.
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DAVID ABRAM
September 22, 2021

I suppose that a desirable future would
be any future in which the outrageous,
many-voiced diversity and wild multiplicity
of the Earth’s uncountable species are still
flourishing. A future in which snows still
fall in the winters, thickening the glaciers
that once again nestle atop mountains
throughout even the warm seasons, where-
in streams laced with salmon and trout still
flow from the base of those glaciers, cas-
cading down the thick-forested slopes and
joining rivers that meander through valleys
and towns and cities, their waters delicious
and readily drinkable and unimpeded by
over-large dams as they make their way
to the broad ocean. An ocean abundant
with fish, some solitary and some gliding
in huge schools (and with octopus, and
sea turtles, and pods of cetaceans) glinting
among weirdly-shaped and many-hued
corals. A future in which humankind has
come to taste a new astonishment and dark
wonder in the face of the wild earth, and so
has come to practice a more humble style
of presence within the land. This would
entail a re-diversification within human
culture itself - each human community
aligning its economy, its architecture, its
unique forms of power-generation, and
its governance with the specific needs and
rhythms of the particular bioregion (or
ecosystem) that it inhabits, each human
culture gradually becoming an expression
of the more-than-human community of
plants, animals, and landforms that sur-
rounds and sustains it.

Of course, such a future is hopeless-
ly far-fetched, merely a facile fantasy or
daydream given the harsh realities of
climate change and the inertia that keeps
this commodity-drunk civilization from
changing its course, and given the spasms
of scapegoating, racism and violence that
seem to accompany every new influx of cli-
mate refugees into previously prosperous
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23%

Vast majority of the Czech adult
population agrees that climate change
has been occurring over the last

100 years.

TR0 parnects

Spending 2 hours a week in nature can
have a positive effect on health and
mental well-being.

B, F it

7 me ZvﬁW
Estimated number of species of plants
and animals in existence on the planet.

168000 — 342 0%

Estimated number of premature deaths
caused by air pollution across EU
countries in 2018.

837

Of Czech citizens tend to agree or
strongly agree that plants and animals
have the same right to exist as humans.

4.3

Almost a half of the Czech public doesn’t
think that modern science will solve
environmental problems unless we
change our way of life.

Augast 74, 2047

The day on which rain was observed at the
highest point on the Greenland Ice Sheet
for several hours, and air temperatures
remained above freezing for about nine
hours. Earlier melt events in the instru-
mental record occurred in 1995, 2012,

and 2019; prior to those events, melting is
inferred from ice cores to have been absent
since an event in the late 1800s.

Sources: DOILorg, IROZHLAS.cz, KRAJHANZL, CHABADA a SVOBODOVA (MUNI), NATURE. com, NSIDC.org



lands. And yet we open ourselves to that
more diverse and livable future whenever
we reach out to help and offer sustenance
to those who’ve been abused, to those

who are strange and different from us,
every time we act not just from our heads
but also from our hearts, remembering

our common identity as creatures of this
breathing planet. In truth, it is likely that
we will be unable to heal our horrific social
injustices, unable to case the fear-based
rage and violence that plagues our species,
until we collectively make alliance with the
broad earth that underlies and surrounds
us, allying ourselves with the trees and the
forests that sustain our breath. Whenever
we collectively fall-in-love-outward with
the local earth - when we begin to work,
side by side, on behalf of the soils and the
waters and the wider, more-than-human
community - it greatly eases the pressure
within the human collective, fluidifying the
brittle relationships that we sustain with
one another. It should be increasingly ev-
ident that we will never be able to sustain
our sanity, nor our humanity, in a purely
human-made world. We are human only in
contact, and conviviality, with what is not
human.
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NICK SRNICEK
September 30, 2021

There’s a quote from G. A. Cohen that I've
always found quite compelling in terms
of thinking about what a desirable future
would look like: “The promise of abun-
dance is not an endless flow of goods but
a sufficiency produced with a minimum

of unpleasant exertion.” This succinctly
sets out a few key principles: first, that

a postcapitalist future is not one of endless
commodification and consumerism (a risk
that ideas of “luxury communism” can
sometimes fall into). Second, that the aim
is not the total elimination of unpleasant
exertion — an impossibility - but instead

a minimising. Far too often people take
demands for “full automation” literally,
and miss the polemical nature of these
demands. Some “unpleasant exertion” will
always remain, but we can nonetheless aim
to reduce it as much as possible. Third,
and this is perhaps partly implicit in Co-
hen’s quote but clear through any proper
Marxist account, is the universal provision
of sufficiency. Capitalism is exceptional

at allowing a handful of the world’s pop-
ulation to receive greater riches than ever
before - yet vast portions of humanity
remain without their basic needs being
met. Hence the radical nature of universal
sufficiency - or as Adorno eloquently put
it, “There is tenderness only in the coarsest
demand: that no-one shall go hungry any

»
more.
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v
Vysocina Region

natural czech heart

WWW.Kr-vysocina.cz

Trebi¢ Zd'ar nad Sazavou Tel¢
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Creative —

dafilms.com

YOUR ONLINE DOCUMENTARY CINEMA
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APA

AUDIOVISUAL PRODUCERS'
ASSOCIATION

FILMS BY APA MEMBERS
AT JIHLAVA IDFF 2021

CZECH JOY

Love, Dad
(d. Diana Cam Van Nguyen, 13ka)

Brotherhood

(d. Francesco Montagner, Nutprodukce)

Heaven
(d. Tomds Etzler, Adéla Spajlovd, Mimesis Film)

Ordeal
(d. Zuzana Piussi, D1flm)

Preparations for film T.
(d. Milan Klepikov, MAUR film)

Healing me
(d. Tereza Tara, GNOMON Production)

TESTIMONIES

Gorbachev. Heaven.
(d- Mansky Vitaly, Hypermarket Film)

CZECH TELEVISION
DOCUMENTARIES

Reconstruction of Occupation
(d. Jan Sikl, CINEPOINT)

The Law of Love
(d. Barbora Chalupovd, Silk Films)

Intensive Life Unit
(d. Adéla Komrzy, Nutprodukce)

Anny
(d. Helena Trestikovd, Negativ)

MILAN KUNDERA:

From the Joke to Insignificance
(d. Miloslav Smidmajer, Bio Illusion)

Every Single Minute
(d. Erika Hnikovd, endorhilm)

A Marriage
(d. Katefina Hager, Bohemian Productions)

Dreams About Stray Cats
(d. David Sis, FRMOL)

At Full Throttle
(d. Miro Remo, D1hIm)

www.czechproducers.cz



Privazime vam
filmoveé zazitky

Fed=sx.

Express
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KAMERA!

SADA Z FC
PRO VIDEOLOGY

ZLR

Vytvdrejte stylové vypadajici
videology s touto 3pic¢kovou
sadou. Sada obsahuje fotoaparat
mirrorless Z fc s vyklopnym

a otoénym monitorem, stfibrny
objektiv NIKKOR Z DX 16—50 mm
VR, nasazovaci smérovy mikrofon
Sennheiser s ochranou proti vétru
a grip SmallRig. Grip je vybaven
magnetickym vyfezem, do kterého
Ize vloZit ddlkové ovldddni Nikon
ML-L7 (soucdst doddvky).

Vice informaci na nikon.cz

KLAPKA!

ZAKLADNI
SADA PRO
VIDEOSEKVENCE

Z 6

Vice svobody pfi tvorbé. Tato
dokonald zdkladni sada pro
nezdvislé filmare obsahuje
fotoapardt mirrorless Nikon Z 6
s obrazovym polem ve formdtu
kinofilmu, adaptér bajonetu
FTZ, monitor Atomos Ninja V,
adaptér na fotoapardt SmallRig
s rychloupinacim systémem

a rGzné pfislusenstvi. Posurite své
videosekvence na novou uUrover.

AKCE!

VLOGGER KIT

Z 50

Sada fotoapardtu Z 50 pro
videology poskytuje viechny
potfebné ndstroje pro tvorbu
skvéle vypadadijicich videi se
skvélym zvukem. Tato sada
obsahuje objektiv NIKKOR Z 50
+ 16—50 mm, SmallRig plate, mini
stativ Manfrotto PIXI a mikrofon
Rode VideoMicro.

CAPTURE TOMORROW

Nikon
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Narodni pamatnik odposlechu
v zatopenych zulovych lomech

u Lipnice nad Sazavou

Bretschneiderovo ucho, Zlaté oéi a Usta
pravdy je trojice reliéf(i vytesanych do skal
v zatopenych lomech nedaleko Lipnice
nad Sazavou. Prvnim odhalenym reliéfem
bylo Bretschneiderovo ucho v roce 2005.
Pozdé&ji pribyla v druhém lomu Usta pravdy
a ve tretim lomu posledni dil pamatniku

s ndzvem Zlaté oci. VSechna tfi mista
spojuje prehledné znacena stezka. Narodni
pamatnik odposlechu upomina na minuly
rezim a jeho stinné stranky formou metafory.
Oko, ucho a Usta predstavuji moznosti
ziskavani informaci o soukromi lidi -
sledovani, odposlech, a udavani.

Na sochani se podilela skupina kamenikd,
vcetné 7akl Kamenosocharského
strediska Lipnice nad Sazavou, pod
vedenim vytvarnika Radomira Dvoraka

z Havlickova Brodu. Pamatnik ma i svého

mecenase. Stal se jim Richard Hasek, vnuk
spisovatele Jaroslava Haska. Co spojuje
pamatnik s vnukem autora slavného
&eského romanu Dobry vojak Svejk?

Praveé Bretschneidrovo ucho je nazvané
podle tajného policisty z Haskova dila.

Tuto kouzelnou uméleckou galerii

v pfirodé najdete asi kilometr daleko

Z centra mésta. Dobre znacend trasa

zacCina u hostince U ¢eské koruny.

Pokud si budete chtit prochazku prodlouzit,
vydejte se dal po stezce od lomu

k dalSimu dilu havlickobrodského sochare
Radomir Dvoraka - Hlava XXII na okraji
obce Dolni Mésto.

Vice tipli na zajimava mista a vylety
po Cesku najdete na webu Kudyznudy.cz



20 <

years with film

(@<« INSTITUTE OF DOCUMENTARY FILM )
(@ SUBMIT YOUR PROJECTS TO )
(@EAST DOC PLATFORM 2022 |
(@UNTIL NOVEMBER 19! )

(@ DOKWEB.NET
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C<Z LOKO

Rosteme (v Jihlavé i v Ceské Tfebové)
a potirebujeme nové zaméstnance!
Pojd'te s nami vyrabét lokomotivy!

CILOVA STANICE SMER JizDY DRUH VLAKU NASTUP

KEYACCOUNT MANAGER  JIHLAVA - CESKA TREBOVA - PRAHA THP DLE DOHODY

2 ELEKTROMECHANIK JIHLAVA - CESKA TREBOVA VYROBA

3 ZAMECNIK/SVAREC JIHLAVA - CESKA TREBOVA VYROBA

4 LAKYRNIK JIHLAVA - CESKA TREBOVA VYROBA

4 MECHANIK CESKA TREBOVA VYROBA

CESKA TREBOVA DLE DOHODY

6 TECHNOLOG CESKA TREBOVA DLE DOHODY

[ p—

Y ——

www.milujemelokomotivy.cz




Sepos

dvere s tradici
www Sepos.cz
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Slovensky institut

Slovensky institut je soucasti diplomatického zastoupeni
Slovenskeé republiky v Ceské republice. Jeho instituciondalni
filozofii je vytvaret a Sifit pozitivni povédomi o Slovensku.

Slovensky institut po rozdéleni spole¢ného statu zacal
novou éru prezentace slovenské kultury a umeni, jejiz prioritou

je otevirat se také nejmladsim generacim ceské verejnosti “r;,k'!.i' r}:, .
a vést s ni tvlréi, vzdjemné inspirativni dialog. Nase mladé = ‘5',.-
republiky zGstavaiji i v disledku historické provézanosti o~ g
nejblizsSimi partnery s nejpribuzné&jSimi kulturami i jazyky. A L T
Ambici Slovenského institutu je tuto skute¢nost upevnovat .
~ P > e ST I00A,

a rozvijet v rdmci vSech druhu uméni. . 5-'

; U % i
Velkou vyzvou pro slovenskou kulturu a uméni je, ze nejenom E"*"-"sk . i'l."-ﬂ-’
Praha, ale také mnohd jind Ceskd mésta i regiony s bohatou ¥

historii a tradici, jsou destinacemi mezindrodni kulturni turistiky.
Proto U€innd spolupréce s autoritativnimi €eskymi kulturnimi
institucemi ¢i pravidelnymi renomovanymi kulturnimi festivaly
v Cechdach muze byt pro slovenské uméni dulezitou pfilezitosti
obstat i pfed ndro¢néjSim mezindrodnim publikem.

www.slovenskyinstitut.cz
FB: sipraha
IG: slovensky _institut_praha




KREATIVNI EVROPA
jiz 30 let prinasi noveé svetlo kulture
d

2,4 miliardy eur pro obdobi 2021-27
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CENZUROVA
PRAVA

Véci tak, jak jsou 9 Aktualné.cz



DOK,REVUE 0D PODEINU Y NOVEN!
JEDINY CESKY MAGAZIN
0 DOKUMENTU MA NOVY WEB

VICE CTENI KAZDY TYDEN!
ROZHOVORY, DEBATY, BLOGY
[ NOVE RUBRIKY.

DOKREVUE.GL SLEDUJTENAS NN ©
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.
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Jsme s vami jiz

¥ 129let ©

na www.jihlavske-listy.cz



—1L_M
A DOESA

ANDREJ WKONCGALOVSKTI U
LESOS CARAX
SARUINAS EBARTAS

pravé vychazi
03/2021

www.filmadoba.eu
O filmadoba



ILUMINACE =

Akademicky filmovy zurnal

www.iluminace.cz
https://www.eshop.nfa.cz/iluminace

Narodni
filmovy
archiv

Chcete pomoct Advojce a zaroven
uvdélat néco pro své okoli? PFredplatte A2
kamaradovi, ktery ma hiluboko do kapsy,
své oblibené instituci nebo tfeba mame,
protoze ji mate stejné nejradsi.

ro¢ni predplatné

999 K¢ / 26 ¢isel

ro¢ni Férové predplatné
1471 K¢ / 26 Cisel

www.advojka.cz
nebo objednévejte na
distribuce@advojka.cz

A2 - dobre vyhozene penize!
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POSKYTUJEME BEZPECNE ZAZEMI PRO
AKUTNI POMOC | TRVALE UDRZITELNY
ROZVO) OSOB BEZ DOMOVA NEBO

V TEZKE ZIVOTNI SITUACI.

Nemate moznost si nas ¢asopis pravidelné kupovat? Miizete si jej predplatit.
Vice na https://eshop.novyprostor.cz/predplatne-casopisu/.

NOVY PROSTOR

DalsSi moznosti podpory
resocializaéniho programu NP:

O prispévek na nas sbirkovy tcet 340 307 2379/0800
O zaslani DMS DMS NP 30, DMS NP 60, DMS NP 90 na ¢islo 87 777
O prispévek pFes darujme.cz https://www.darujme.cz

POMOZTE NAM,
ABYCHOM MOHLI DALE POMAHAT.



GERMAN FILMS & CO-PRODUCTIONS
AT JI.HLAVA INTERNATIONAL
DOCUMENTARY FILM FESTIVAL

TESTIMONIES COMPETITION

OPUS BONUM - MAIN COMPETITION

SHORT JOY COMPETITION

SIREN TEST SECTION

OTHER SECTIONS

VIRTUAL REALITY SECTION

ROOF OF LEAVES / BLATTERDACH

by ANNA CAROLINE ARNDT | Germany | 2021 | World Premiere

BETULA PENDULA

by LINA ZACHER | Germany | 2021 | World Premiere

NULLO

by JAN SOLDAT | Germany, Austria | 2021 | World Premiere
ITALO DISCO. THE SPARKLING SOUND OF THE 80S
by ALESSANDRO MELAZZINI | Italy, Germany, France | 2021 | World Premiere

A SYMPHONY OF NOISE
- MATTHEW HERBERT'S REVOLUTION

by ENRIQUE SANCHEZ LANSCH | Germany | 2021 | East European Premiere

THE BLUNDER OF LOVE

by ROCCO DI MENTO | Germany | 2020

1ST STEP - FROM EARTH TO THE MOON

by JORG COURTIAL, MARIA COURTIAL | Germany | 2020

german
®0%{ilms



dejiny
asoucasnost

www.dejinyasoucasnost.cz
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Hradecky
Radsi
do blazince
nez pod vlak

Téma: David Mitchell,

nejproménlivéjsi
autor generace

Umeéni a spolecnost:
Blob job, knihovna
Jana Kaplického

Kriticka diskuse
Vieteno
Jakuba Koéniga

casopishost.cz



@ Zzpisobuje nezavislost

heroine  HaVIEN I o

Casopis, ktery zpGsobuje nezavislost

Predplatné na www.heroine.cz

Jasmina Houdek

Kritické mysleni | Feminismus | Udrzitelnost

¢asopis pro uméni a spolecnost
vychazi od roku 1985

CEL PRESILE!
Revolver

evue!l

www.revolverrevue.cz
www.bubinekrevolveru.cz




DX Leipzig
25.10.-31.10.2021

+DOK Stream
1.11.-14.11.2021

dok-leipzig.de




CineLink Coproduction

Market presents the most promising
Southeast European feature film projects
in the development and financing stage. In
cooperation with the Doha Film Institute,
two guest projects from the MENA region
are invited to the market.

Cinel.ink Drama is a co-financing
forum presenting five Southeast European
high-end drama series in development to
key European and regional broadcasters,
VoD and SVoD operators and distributors.

Avant Premiere Lab s  taitor-
made educational programme that
addresses the new challenges of the cinema
exhibition in Former Yugoslavia.

CineLink Work in Progress

is a showcase of feature-length fiction and
documentary films in the production or
post-production stages from Southeast
Europe, the Middle East and North Africa.
The projects are presented to high-profile
industry professionals (funders, sales agents,
distributors, broadcasters and festival
programmers) with the aim of assisting their
completion and enhancing their distribution
possibilities.

True Stories Market is .
platform of the Sarajevo Film Festival's
Dealing with the Past programme, the
True Stories Market is a unique event that
connects filmmakers with organisations
that are documenting and researching the
Yugoslav wars of the 90's, with the aim of
bringing these stories to wider audiences.

CiHELink Ta'.ks ..offers arich
programme of masterclasses, debates and
seminars, open for all festival and industry
guests. Meet the industry and join the
discussions!

Docu Rough Cut Boutique
Organised by the Sarajevo Film Festival
and the Balkan Documentary Centre, Docu
Rough Cut Boutique is a platform dedicated
to creative documentary projects from
Southeast Europe that are in the advanced
phase of the editing process.

Docu Talents from the East

is a presentation of creative feature length
documentary projects in production and post
production from Central and Eastern Europe.
Organized in partnership with Ji.hlava
International Documentary Film Festival.

Talents Sarajevo PaCk& PltCh Presents five select projects by Talents Sarajevo programme participants to international

professionals from different spheres of the business who are scouting for up-and-coming talent at its freshest.
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THE TEL AVIV INTERNATIONAL 19-28.5
DOCUMENTARY FILM FESTIVAL
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AMBULANTE"

Documentary Film Festival | 2021
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SUBMISSION
DEADLINE:
1/11/2020

www.oneworld.cz

394

CZECH COMPETITION

INTERNATIONAL COMPETITION

STUDENT COMPETITION

REGIONAL COMPETITION

VACLAV HAVEL AWARD FOR CONTRIBUTION
TO THE DEFENSE OF HUMAN RIGHTS
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RA&jPARADISE

»ERUPCIA 0Rijostag

) J A
VYINAMOVYCH Kaskin

V NENAPADNOM SATE
DOKUMENTARNEJ Eisrory -

.. ADEBATA SA MOZE ZACAT

SS3CINEMATIK

INTERNATINAL FILM FESTIVAL PIESTANY. .. .kt bl See you in September 2022




Antfijm

Submit your films & games
from 1*t September till 31 December 2021!

INTERNATIONAL FESTIVAL OF ANIMATED FILMS
10 - 15 MAY 2022, Liberec, Czech Republic
www.anifilm.cz

POorto/

8TH FILM &

MEDIA FESTIVAL

20-28 NOV 2021

doc WWW.PORTOPOSTDOC.COM




A INDIELISBOA

www.indielisboa.com April 28 / May 8

CALL FOR .
ENTRIES

DEADLINE

DECEMBER

NEW EDITION
GUIDE TO DOCUMENTARY
DECISION MAKERS

‘LL-IN-ONE GUIDE

260 BUYERS INCLUDING NETFLIX
87 CULTURAL STAKEHOLDERS
42 COUNTRIES
WHAT THEY WANT, HOW TO REACH THEM!

PLUS a free copy of PETER HAMILTON'S Streamers & Documentaries
snapshot guide, with your purchase.

#STORYTELLINGMATTERS

See you back in La Rochelle

20-23 June 2022




WWW.C-D-F.CZ

Esmongedfa S0: 11001900
T: +420 774 101 658 Ne:  14.00-19.00
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