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A.B.C.D.T.O.P.O.L.

DIRECTOR: FILIP REMUNDA. PHOTOGRAPHY: VIT KLUSAK. SECOND PHOTOGRAPHY: MARTIN MATIASEK. SOUND: TOMAS KUBEC.
EDITOR: MATOUS OUTRATA. PRODUCTION: ELISKA FUCHSOVA. CZECH REPUBLIC 2002. 78 MIN. WORLD PREMIERE.

A.B.C.D.T.O.RPO.L. is a portrait of Jachym Topol, a poet and a novelist. His works include among others a collection of poems “I Love
You Madly” and prose works, such as “Sister” and “Angel”. Now he has entered the word of cinematography. The documentary starts
shortly before he had finished his latest novel “Nightwork” and closes with him giving out his autographs at the novel publication.
The tension in the picture is incited by contrast between a word and an image, between the text shaping up on the monitor — the
author’s verbal expression and his doubts (some things are unexplainable) and between the images of material bodies and faces, To-
pol’s actual presence in front of the camera, the materialized legacy of the author. There are things which do exist in a verbal form,
family history, emotions, relationships, information brought about by the author’s tale. His confession is astonishingly intensive, for he
declares at the beginning of the picture that writing is just a process of drawing more veils around oneself (opening his mouth wide
at this statement). There are things that may be unveiled only by the camera. With the crew at his back, Topol is also forced to per-
ceive himself as a virtual person. The film further makes use of the flexibility of his name: the name of Topol may appear at the final
exams at school, it’s a name which appeared in the credits of “Angel-Exit”, a film based on his work (the name’s strength is multiplied
when we see it on screens at a large TV store). Documentary reflects the writer as he takes up manifold shapes. His presence is
ever changing variation of his inner self. It can bring a feeling of walking among copies, mere signs hiding the true contents. Hence
the documentary steps out of the frame of a common portrait, replacing static images with blurred obscurity and offering complexity
instead of clarity and symmetry. The authors (both of them) had to face the creative will of their counterparts and the abundance of
impulses fighting one another. The documentary brings us among Topol’s family, we meet his wife (I never thought that we’d be capable
of such exhibitionism), his child, we can see his library. The family is the first extension of the writer's existence, the everyday tasks
pull him out of the inside world he’s in when he writes. Then there is his public face represented by sequences of public readings,
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A.B.C.D.T.O.P.O.L.

REZIE: FILIP REMUNDA. KAMERA: VIT KLUSAK. DRUHA KAMERA: MARTIN MATIASEK. ZVUK: TOMAS KUBEC.
STRIH: MATOUS OUTRATA. PRODUKCE: ELISKA FUCHSOVA. CR 2002. 78 MIN. SVETOVA PREMIERA.

A.B.C.D.T.0.PO.L. je portrétem spisovatele Jachyma Topola. Autor mj. basnické sbirky Miluju té k zblaznéni a préz Sestra a Andél vstoupil
do filmu v €ase pfed dokonéenim svého posledniho romanu Noc¢ni prace. Autogramiada pfi pfilezitosti jeho vydani dokument uzavira.
Napéti snimku dava predevSim zapas mezi slovem a obrazem, mezi psanym textem, ktery se opakované odviji na obrazovce pocitace,
mezi verbalnim projevem basnika v jeho pochybnostech (,nikdy nevysvétli§ urcity véci“) a mezi obrazy, které vznikaji uz s tvari a télem,
s fyzickou pfitomnosti téla Topola pfed kamerou a nasledné s rdznymi variantami obrazu, respektive odkazl v jaké se autor muze
proméodovat. Jsou pribéhy, které existuji verbalné — historie rodiny, pocity, vztahy, informace, které pfinasi vlastni Topolovo vypravéni. Jeho
zpovéi je intenzivni uz proto, Ze na zacatku tvrdi, Ze psani je jen procesem dal$iho zahalovani (a pfi tom otevira Usta). Jsou véci, které
odhaluje kamera, které pak ziji jen diky ni. Pfitomnost $tabu zaroved Topola nuti, aby o sobé premyslel jako o virtualni postavé. Film
pak s pruznosti jména dal pracuje: Topol muze byt odpovédi na maturitni otazku, je to jméno, které se objevuje v titulcich filmu o filmu
Andél-Exit, jenz byl nato¢en podle jeho prozy (a rezisér jméno zmnozuje, kdyz necha titulky bézet ve velkoprodejné televizi). Dokument
tak v rlznych vrstvach zachycuje jednotlivé podoby spisovatele, vzdy jinak pfitomného, rozkladajiciho se ve variace sama sebe. Az muG-
Zeme mit pocit, Ze se prochazime mezi kopiemi, pouhymi znaky, které zakryvaji pravy obsah. Dokument se tim rozSifuje, vystupuje nad
ramec obvyklych portrétd, kdyz jejich staticnost nahrazuje rozptylem k rozporim a misto jasnosti a symetrie nabizi nerovnost a sloZitost.
Autofi (oba) museli vzdjemné Celit tvofivé vuli a nadbytku impulst ve zvlaStnim svaru rdznych stinG neklidu, jehoz rezultdtem se stal
paradoxné sam film, existujici-neexistujici otisk mnohotvarnosti. Dokument nas pfivadi do Topolovy rodiny, poznavame jeho manzelku
(,nikdy by mé nenapadlo, Ze budeme schopni takového exhibicionismu®), dité, knihovnu. Rodina je prvnim rozsifenim spisovatelovy exis-
tence, vSedni starosti jej vyvadi z introvertniho stavu u textu. Topolovu vefejnou tvar pak predstavuiji sekvence vefejnych &teni, klaboseni
s bratrem Filipem ¢&i navstévy mist, které jsou pro autora néjak dulezité. Panordama bitvy u Lipan vystfida navstéva vesnice, ktera spolu
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talks with his brother Filip, and visits of places which bear some kind of importance for the author. The Lipan Battle tableau is repla-
ced by a village that entered his last novel together with his childhood memories. That also reminds us of his position as a writer:
Topol says that he doesn’t want to be a rebel, just a good writer. The men’s transformation into a name in a book is reflected in the
humming of the printer room and in the fact that the book was actually published by two publishers. The whole film is penetrated by
the scenes of a Czech language class with students analysing his poems. Topol as a part of school curriculum transforms into a final
test question. Remunda’s documentary is extremely visual, the director has a sense of irony, fantasy, he plays with the poet and three
trees, he lets Gypsies on the roof of an old Prague apartment house read parts of his novel, he calls Czech Press Agency how much
they’d want for information about the writer... He works with the most subtle details leaving the camera rolling as long as it takes to
get maximum out of a scene.
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s autorovymi détskymi vzpominkami vstoupila do textu jeho posledniho romanu. | tim se pfipomina jeho pozice spisovatele: Topol tvrdi,
7e nechce byt rebelem, ale dobrym spisovatelem (,chtél bych se stat tou fabrikou“). Mechanismus promény clovéka ve jméno na knize
pfipomina hukot tiskarny i peripetie, které vedly k tomu, Ze se jejiho vydani ujali dva vydavatelé. Celym filmem se také proviéka hodina
¢estiny, ve které studenti peclivé rozebiraji jeho basné — Topol jako souéast osnov se zvolna proméouje v maturitni otdzku. Remunduav
dokument je velmi vizudlni, rezisér ma smysl| pro ironii a stylizaci, hraje si s basnikem a tfemi stromy, nechava cikany ze smichovského
ginzaku &ist Uryvky z jeho romanu, vold do CTK, za kolik mu prodaji informace o spisovateli, povési na vysoky topol jeho knihy, pracuje






Rozhovor

Tvuj film ma podivny titul: A. B. C. D. T. O. P. O. L. Co je za nim,
co skryva?

V kniznim rozhovoru fika Jachym Topol, Ze umi abecedu jen do
é. A to jsem chtél natocit. Rozjet kameru a fict: ,Hele, Jachyme,
fekni nam abecedu...” Pfi$lo mi zajimavé, Ze vyznamny spisovatel,
pracujici s pismeny, je umi-neumi sefadit. Otdzka samoziejmé
je, zda je to pravda. Ale protoZe jsme ten zabér nestihli natocit,
fikal mi Vit Klusak, hlavni kameraman filmu: ,Tak se to tak bude
alespod jmenovat.”

A kdy tento film zac¢al vznikat?

Asi pfed tfemi roky, kdy jsem byl ve tfe aku na FAMU. Je ale
zajimavé, ze nevznikl jako mé ostatni filmy. Nevyprovokovaval
jsem druhé, aby mohl byt natoCen, ale sam jsem byl vyprovo-
kovan - Lizou Fuksovou.

Byl to tedy jeji napad?

Liza byla podle mé& do Topola zamilovana a pfemyslela, jak o ném
natocit film. Dokonce s nim psala i scénar k Andélovi, ktery pak
Michalek prepsal a natocil film. Byla to takova mald topolovska
badatelka: méla ilustrované vydani Andéla, kde byla mapa Smi-
chova se zaSkrtnutymi misty, kudy chodil hlavni hrdina Jatek -
a v jeho stopach pak obchazela Smichov. Proto jsem si zpo¢atku
myslel, Zze by bylo nejlepsi natocit film o ni — jak Jachyma miluje
a chce o ném tocit film... coz se nakonec nepovedlo.

Pro¢?

Protoze jeji ambice - jako producentky filmu - byla natocit portrét
Jachyma. Presto jsem se snazil neportrétovat jen jedinou osobu.
Zajimalo mé jeho okoli, svét lidi a v ném basnik, spisovatel.
Pokousel jsem se ho zasazovat do kontextu prostfedi a doby,
Vv niz zije — podobné jako Topol, ktery, kdyz piSe, pokousi se vSe
ukotvovat v kontextu historickém, literarnim, mistnim i v kontextu
bé&zného Zivota.
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Cim té& ale presvédgila, ze takovy film mas natogit?

Kdyz mi to fekla, hned jsem si vzpomnél na Sestru. Snad jako
vSichni jsem ji jen rozecetl. Vybavil jsem si, jak mi ji dala babicka
k Vanoclm se slovy: ,Hele, to je zajimava kniha, vzbudila velkou
pozornost, mél by sis ji precist. Jmenuje se Sestra.” V&dél jsem,
Ze mé Lizina nabidka zajima, tak jsem ji fekl, a mi napiSe dopis,
ve kterém vyjmenuje divody, pro¢ by o Jachymovi chtéla délat
film. Z néj jsem pak pochopil, ze je do Topola zamilovana - ale
to ,zamilovand“ je samozfejmé v uvozovkach, to je jasny. Méla
v sobé velkou energii ten film natocit.

Pak jsem dostal za kol napsat scénaf. Jachyma jsem ale ni-
kdy predtim nevidél a inspiroval se jen jeho knihami — i proto
byl nakonec vysledny text hodné ovlivnény soucasnou Prahou.
MUj scénar byl soucasti Lizina producentského projektu, se
kterym uspéla na katedfe produkce prazské FAMU. Pficemz mi
&len komise Martin Stoll, toho ¢asu dramaturg Ceské televize,
doporucil, abych scénaf prepracoval, abych se vic zaméfil na
Topola a méné na Remundovy vize a jeho prozivani Prahy - to
bylo docela komické. Tak jsem se nékolikrat setkal s Jachymem
a scéndr prepsal. Ale i pak mi bylo producentkou doporuceno,
abych ho jesté trochu dopiloval. Diskutovali jsme tfeba o tom,
zda se maji eliminovat stylizované obrazy, které jsem si vymyslel
— a nakonec jsme je eliminovali.

V ¢em se tedy lisi vysledny film od tvych ptivodnich vizi? O co
jsme prisli?

O alegorické obrazy, které souvisely s definovanim tohoto filmo-
vého portrétu. V jeho uvodnim zabéru mély nahé Zeny, kterym by
pres zada visely flinty s bajonety, drzet velky zlaty ram, do néhoz
mél vchazet Jachym, zatimco v pozadi by se ve vétru klatily
topoly — mélo to byt zkratka vic fantazijni a alegorické. Chtél
jsem si hrat s zanrem portrétu, ktery mé sam o sobé nezajimal.
Ptal jsem se spis: Jak by mohl ¢lovék sdm o sobé vytvaret



takovy portrét. Jak nechat vznikat film pred o¢ima. Zachytit film
pfi Zzivoté, rozpacich, Uvahach, nejistoté. Film je tei civilngjsi,
postaveny na situacich, coz je mozna i lepsi. V druhém planu
je pak rozhovor mezi mnou a Jachymem.

Vnimam film jako dialog mezi tvirci - dialog reziséra a spiso-va-
tele - dialog o vnitFnich soubojich.

Presné. Nesnazil jsem se Jachyma ptat literarné-védecky jako
autora-spisovatele, ale jako oby&ejného ¢lovéka. Zajimal mé jeho
zpUsob uvazovani. Také jsem premyslel, zda vibec Ize v prabéhu
rozhovoru néco skute¢né presné pojmenovat. Proto se Jachyma
furt na néco vyptavam, zatimco on mi vétSinou jen fika: ,Ja vim,
ze nejsi spokojenej s mymi odpovéimi, ale ja ti na to nem(zu
fict nic vic.“

Ale ta véta ve filmu nezazni, nebo ano?

Nezazni. Presto si myslim, Ze v ném do jisté miry je. | proto
film zacgina upIné prvni vétou prvniho nahravaného rozhovoru,
kdy Topol fika: ,O Zivoté mysli§ jako tei, nebo o Zivoté, jaky
bude potom?“ A ja mu odpovidam: ,No, vi§, Jachyme, to je
takova pitoma otézka na zacatek, protoze mé pfipada nemozny
néco skute¢né zachytit, tak vi§ co, pokusime se zachytit to ne-
zachytitelny, jo?“ Vzdy i Jachym se s tim potyka, protoze i on
musi napsat néco, co bude davat smysl a nespadne hned jako
domecek z karet. A kdyz jsem to ve stfizné slySel, fikal jsem
Matou$ovi Outratovi, stiihagi filmu: ,,Clovéce, to je Uplné to prvni,
co jsme si s Topolem fekli, to by mélo byt na zacatku, aby se
ustanovilo, ze jde o film-dialog.”

Cim té& tedy Topol zajimal? V &em ti byl partnerem pro rozho-
vor?

Chtél jsem zjistit, jak mysli, protoZze jeho zpusob uvazovani je
mi velmi blizky — jak v literatufe, tak i pfi osobnim rozhovoru.
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Myslim tim formalni zplsob mysleni: preskakovani z myslenky na
myslenku, asociativni spojovani, preklapovani riiznych rovin mysleni
v jeden moment a jejich zdanliva diskontinuita. S Jachymem jsi
najednou naprosto pfirozenou soucasti rlznych situaci, které se
vzajemné prolinaji, pfipominaji a neocekavané spojuiji.

Jaky je tvilij vztah k Jachymovi? Lze ho charakterizovat jako
obdivny?

Ne. Ale stalo se mi, co pokazdé: ze mam lidi z filmu rad. Cas
nataCeni je obvykle mnohem kratsi neZ ten, ktery pak travim
s nato¢enym materidlem — a tedy i s lidmi z natac€eni - ve stfizné.
V tom je na$ vztah nevyvazeny. A tak se i mozna stava, ze je
mam radSi nez oni mé — protoze je znam je$té trochu jinak.
Ale to vi§ sam, Ze obdivovat nékoho je tézké. Tak se mé vzdycky
ptali ve Skole: ,Ma$ néjaky vzor?“ A ja, jediny blbec ve tridg,
fikal, Ze Zadny vzor nemam, zatimco spoluzaci jmenovali dédecky
a tatinky. Samoziejmé je mi blizké, ze se Jachym neustédle snazi
véci zobecoovat a davat je do historickych souvislosti. Ale je
otazka — a na ni jsem se ptal i filmem - nakolik jde o analyzu, ¢i
syntézu? Nakolik sdm dokaZe vyvozovat originalni myslenky. Casto
jsem se ptal: ,Jachyme, na co chce$ pfijit, co chces fict?* V&imal
jsem si, Zze si uvédomuje dulezitost dila, které vzniklo pred nim,
jako je tfeba Epos o GilgameSovi nebo Odysseia, a snazi se s nim
komunikovat. Vnimam, Ze jeho knihy jsou u nas velmi vyjime¢né
a plné energie, plné snahy presahnout se nékam dal.

Presto s nim GpIné nesouznis.

Prece nemuze$ tocit film o né¢em, s ¢im bys plné souhlasil - to
je podle mé jasné. Samoziejmé, Ze jsem se ho ptal, kam sméfuje.
Nezajima mé jen to, Ze si vytkl za cil zjednodus$eni svého, jak on
fika chaotického mysleni. Mé zajima, kam to mysSleni sméfuje. Na
to mi ale fika: ,Ja nejsem filosof, s tim je problém. J& jsem spi$
sromancier, vypravé¢ pribéhl. Mé zajima zachyceni atmosféry



a intenzity proZivani, a to mGze$ najit i v drasavejch situacich.”
V tom s nim polemizuji, protoze si myslim, ze neni dulezité jen
zachycovat intenzitu prozivani, ale hledat na konkrétnim pfipadé
i zobecnéni, udélat fez a fict: myslim si, Ze... Ale to je tajemstuvi,
které je zakleto ve filmu, a nevim, ma-li byt rozebirano v tomto
rozhovoru...

Pro¢ ne?

Nechci svUj film uvozovat takovymi vétami. Myslim, Ze je konzis-
tentni a obsahuje nékolik vrstev sdéleni — a jedna z nich je tato
ma otazka, kterou Jachymovi od zacatku pokladam a na kterou
jsme se oba snazili najit odpovéi.

Zajimavé také je: Pro¢ nas Jachym necha o sobé natacet film?
Pro€¢ ho spoluvytvari? To mi pfijde neuvéfitelné. Nevérim, Zze
k sobé pristupuje jako k literarni kapacité a zvykl si uz na to,
e za nim chodi panové, ktefi se ho jako kapacity vyptavaji na
literaturu. J& se ho ptal na jeho Zivot. Za nim pry chodi novina-
fi, kterym furt musi na néco odpovidat, protoZze je to spravné.
Sam fika, ze si odpovédi vymysli, aby mél klid, aby se nemusel
analyzovat. Tak jen nevim, pro¢ nas vlastné k sobé pustil. Nevim
zkratka, do jaké miry jsme pro né&j byli jen novinafi, anebo spi$
vyzkumnici.

A Jachym zatim film nevidél? Nemluvili jste o ném spolu?

On tvrdi, Ze se na filmy o sobé zasadné nediva. Snad si ho
ale pusti doma potajmu, a pak by mé fakt zajimalo, co si bude
myslet, co mi fekne, co si fekneme vzajemné - jestli jsme se
jeden o druhém néco dozvédéli, nebo ne. To je méa otazka.
Protoze pokud se nedozvédél, tak bych vibec nechapal, pro¢ to
délal. Prece si musel uvédomit, Zze to neni jen kratky — dokonce
ani ne jenom dlouhy — rozhovor. Ne$lo mi o popis mist, kde Zil,
ale snazil jsem se vypatrat, jak ho ovlivnila v jeho uvazovani. To
prfece musel v prubéhu filmovani poznat.
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A ty mas pocit, Zze k vam pfistupoval jen jako k dal$im z fady
novinaru, ktefi Sifi jeho slova a obraz?

Myslim, Ze zpocatku vibec nevédél, co se po ném bude chtit.
Zajima mé, zda v pribéhu nataceni zaostfoval vnimani na to, ze
po né&em jdu, nebo jestli to pro n&j byl porad nahodile vedeny
rozhovor. To nevim.

Neustale jsem se ho také ptal: ,Pro¢ se chce$ rozplyvat v médi-
ich?“ Kdyz jsem totiz tu vétu slySel poprvé, hned jsem vymysiel
zpUsob, jak natocit “rozplyvani v médiich”. K tomu se vaze jedna
z mych dal$ich fantazii, kterd nakonec v tymu nepro$la: ze by
Jachym sedél v pokoji s obracenou perspektivou, ktery by byl
vytapetovan novinami a &asopisy, v nichz se o ném piSe, a Ze
bych s nim v této mistnosti vedl rozhovory. K tomu jsem si pfi-
myslel je$té animaci, jak po ném lezou ty novinové vystrizky, jak
v8echno, co si navymyslel novinafim, najednou kolem néj Susti
a zacind ho svirat. Vubec nevim, jestli by k tomu byl ochoten
pfistoupit, ale jak sam fekl, byl by asi ochoten uz k ¢emukoliv.

A tys nechtél zachytit i Jachyma, kdyz piSe?

Chtél, protoze by bylo zajimavé ho pfi tom vyruSovat. Ale on fekl,
Ze se vyruSovat nenecha. Navic mi dlouho nechtél fict, o ¢em
ta nova knizka bude, protoze “kdyz se néco fekne, tak se to
uz nenapisSe”. DocCetl jsem se, Ze vyrUstal v Pofi€i. Teprve kdyz
jsme tam spolu pfijeli na nataceni, prozradil mi, o ¢em ta knizka
je: o Pofi¢i. Neuvéritelné! On se tomu sice trochu brani, ale to
proto, aby se nahodou ne$ ournulo do néceho konkrétniho. A také
proto, Ze — jak fika — neni denikdf a Ze jako autor vychazi vic
z fantazie nez z reality, kterou prozil.

Uz na zacatku mi v8ak fikal: ,Natocte mé v pfirodé, tak vam
feknu v8echno.“ Na zakladé této jeho véty jsem pak vymyslel
uvodni zabér s topoly.

Zajimavé také bylo, Ze jeho zména ve zpUsobu psani, kdy chce
byt konkrétnéj&i po vzoru ustné vypravénych piibéhd, souvisi i se
zklidnénim jeho soukromého Zivota. Odstéhoval se z Plzeoské



ulice, kde dnes bydli ti cikani, ktefi ¢tou uryvek jeho textu, presté-
hoval se na Vinohrady a vybavil si byt svétlym nabytkem. Poprvé
ma svou pracovnu s pocitatem, kde muize v klidu psat. Otazka
je, kam ta jeho snaha “ordo ab chao” povede, zda se nakonec
nedozklidni nékam, kde to uz prestane byt zajimavé.

Boj v rtiznych rovinach je duilezitou osou filmu. Proto jsi nata-
Cel prazské sochy valeéniki? Proto se jedna z klic¢ovych scén
odehrava v Maroldové panoramatu?

Jachymovy texty jsou plny boje. Bojuje. Pfed Maroldem dfiv
prodaval burty, coz se do filmu nakonec nedostalo. Jachym ve
filmu fika: ,Jsem ve valce, to je jasny. Vy taky, ne?“ Ten film ale
neni soubojem Remundy a Topola. Jako souboj vnimam souboj se
samotnym filmem, jak jej natocit, ozivit... Jedna z mych prvnich
otazek byla: ,Jachyme, pro¢? Prosim té, pro¢ chce$ tocit film
o0 sobé&?“ A on mi fikal: ,Nevim.“ A do filmu se pak dostala ta
véticka: ,To je asi néjakej paskfivej exhibicionismus.” Myslim, ze
se to v ném tfiska: chce byt na ocich, chce s lidmi komunikovat,
ale zaroved se tak trochu stydi a neni si sam sebou jisty - to je
jeho boj. Navic bojuje i se svétem, s realitou. | kdyz lidem jeho
knihy pfipadaji magické, on sam je prekvapivym realistou. Az mé
to prekvapilo a fikal jsem: ,Jachyme, jak je mozny, Ze takhle ana-
lyzuje$ boj, stretnuti, valku — od doby, kdy jsme byli v jeskynich,
az po dnesek?“ A on fikal: ,Co po mé chces$? Ja jsem normalni
stfedoevropsky skeptik.“ Topol je skeptik, ne idealistal Tak jsem
se ho zas furt vyptaval: ,Pro¢ jsi skeptikem, Jachyme?“

A ty jsi idealistou, Filipe?

Skeptik urcité nejsem. Jen je tfeba rozliSovat idealisty-snilky
a idealisty-realisty. Muze$§ véfit bui v néco vyssiho, nas presa-
hujiciho, v abstraktni véci, jako je napfiklad dobro, nebo muize$
fikat praktické véci: za 4, za bé, za cé - jako na$ ucitel Vachek,
ktery s oblibou fika: “Podivejte, Pythagoras takhle vzal pravouhly
trojuhelnik a fekl, Ze ¢tverec nad preponou je roven c&tverclm
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nad odvésnami. A vyslovil nezpochybnitelnou pravdu.” To jsem
si uvédomil, jak jednoduché muze byt sdéleni.

Rozmér boje ve filmu rozsifuji i zabéry z Prahy po jedenactém
Zafi.

To jsou zabéry Vita Klusaka, ktery mi vypravél, jak s Martinem
MareCkem natacel znélku lodského jihlavského festivalu: nad
Véaclavakem byly transportéry, pod koném pladici lidé, ktefi tam
davali rizné figurky, medvidky, takové tojpfly (to je Topolovo slovo,
proto jsem ho tei asi pouzil). A také mi fikal, Ze mezi ty figurky,
raze a cedulky typu ,CR — USA - NATO, nebo kfes anstvi“...
dal nékdo pod koné i hamburger. To mé dostalo. Rozhodl jsem
se, ze i tyto zdbéry maji ve filmu byt, protoze v dobé, kdy byl
nata€en, byla ve svété valka.

Pro¢ té vlastné téma valka zajima?

Mam-li fict néco osobniho, tak musim pfiznat, Ze jak komunisti
furt provolavali: ,svétu mir“, tak mi opravdu pfipadalo, ze mir
je. Kolem mé-ditéte zadné ka uSe nelitaly, tank pevné stal na
podstavci a rozhlasové Iran/lrdk zné&lo z dalky. Rikal jsem si:
Pro¢ furt fikat ,,svétu mir, vzdy mir je. Hrdzu jsem mél jenom
z valky nové, moderni, atomové. Védél jsem, kolik jsou Rusové
schopni postavit nemocnic za cenu jedné rakety Pershing. Védél
jsem také, ze kdyz takova valka pfijde, tak za par minut rovnou
skonci, zemé se rozpadne na Sest kusl — to nas také ugili. Pak
prisel Rejkjavik, ¢emuz jsem nemohl ani véfit, kdyz jsem vidél,
jak vedle sebe sedéli Reagan a Gorbacov... Ale pak? Poustni
boure. CNN. Velkym Sokem pro mé byla vélka v Jugoslavii, kde
mam rodinu, kde jsem byl a znal mnohé lidi osobné. Od té doby
si uvédomuiji, Ze je valka, i ta vnéjSi — Ze zkratka finceni zbrani
neustalo, coz je straSné. A bomby jako FeSeni, jako nutné zlo?
To je Sileny... Nékdo véfi v B-ha, ale ja urc€ité v nabouravani
téch starych pravd o nutnych zlech, nejkorektngjsich politickych



A jsme zase u Vachka, ktery se mi libil, kdyz fikal: ,Ja& bych
do Kosova neposilal neviditelny bombardéry, ale dvacet tisic
psychologu.” PfiSlo mi to smésny i skvély zaroveo, protoze — co
s tim? Mame dokumentovat, Ze to fin¢eni je okolo nds, anebo
posilat psychology?

Tys natacel v Bosné film. Pro¢?

Protoze ma spoluzacka z FAMU, Irena Taskovski, zorganizovala
pro své bosenské kamarady festival Ceskych filmu a shanéla
nékoho, kdo by o tom natocil film. Odmital jsem udélat pouhy
zdznam, co se na festivalu promitalo a odehralo. Na tom jsme
se i shodli. Zacali jsme spolu vymyslet film, ktery by byl jiny nez
filmy o vélce v Jugoslavii, které se u nas promitaly.

Rekl jsem si, 7e kdy? ona d&l4 pro své kamarady festival, tak ja
zase pro své nato¢im film. Hadal jsem se totiz i s témi nejbliz-
Simi, ktefi byli presvédc€eni — podle mého pod tlakem televizniho
zpravodajstvi — Ze v Bosné Zije stado Silenych Balkancu, ktefi
se narodili se zbrani v ruce a bavi je do sebe stiilet. Ze jediné
feSeni je — kdyz uz si to nedokézali srovnat ve svych hlavach -
obehnat je vysokou zdi a nechat je mezi sebou vymlatit. Nékteri
mi snad i fikali, Ze urcité chodi na vojnu radi, Ze je to bavi. Jejich
néazor byl tenkrat v Cechach dost rozsifeny. Proto jsem natogil
film-odpovéi, aby vidéli stejné staré lidi, jak si se mnou povidaji
a vzpominaji — zda $li do valky s entuziasmem, zda valcili radi,
zda méli moznost volby. Dostali se zkratka do situace, ktera je
presahla. To je téma, které mé zajima: ¢lovék v situaci, ktera ho
pfesahuje. V té jsme vlastné vsSichni, ovSem nékdo si ji vibec
neuvédomuje a nékym zase hybe az prilis.

CESKA TELEVIZE, KAVCI HORY, PRAHA - 6. 9. 2002
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Seekers of a Fixed Point

DIRECTOR: PAVEL KOUTECKY. PHOTOGRAPHY: STANO SLUSNY. MUSIC: ENVOI, MICHAEL KOCAB, MICHAL PAVLICEK.
SOUND: MICHAL HOUDEK. EDITOR: MARTIN STEKLY. CZECH REPUBLIC 2001. 120 MIN.

This documentary by Pavel Koutecky is a provisional culmination of a long-term time-monitoring project which aims at mapping the
latest period of the Czech history (from October, 1990 till October, 2001) by means of recording the lives of the period’s contempo-
raries, adopting the form of authentic, instantaneous statements. The film which, however, constitutes only a segment of a work still
open, centers upon a contiguous overlapping of dissolving images of personal successes and problems and of the societal engagement
of four protagonists. All of them found themselves positioned within the compass of policy which bears the signs of a play and its
strategy even in its most escalate situation. Even though they had become cognizant of the mechanisms of formal institutions which
include as much a ministry as a group of anarchists, they were unable to abide by the rules of the game. As if never content with their
surroundings, they do not wish to belong anywhere — they are seekers who only begin to find their orientation towards self-fulfillment.
If at the very beginning they brought forces into motion which acted against the upholding of the totalitarian system, years later they
again found themselves standing outside the conventions of the establishment. Each of them has side-stepped. Fully engulfed in the
illusion of policymaking is Michael Kocab, the theoretician of its vagaries. We witness in the movie a man fascinated by the mecha-
nisms proper of power, a cold-blooded man unable to utter any other but general proclamations; what makes itself felt behind these
proclamations is a mere bedeviment by the magic and gestures of the manufacturing type of policymaking, its manipulating potential
which however, owing to untrustworthy execution, it fulfils most in its parallel political disputes which lack lucidity. The animal of Czech
political life is Jan Ruml who is Kocéb’s complete opposite. Soaked as he has been for years in the soup of political commonplaceness
he rediscovers his romanticist’s heart; he blunders, re-states himself in terms of stabilizing structures and relational models acting upon
the Czech political playground; he is convincing in his doubts displayed against a background of an absence of political credibility. His
career hints at the shakiness of the political balance, at the consequences of contradictions, at the shift which occurs between the
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Hledac¢i pevného bodu

REZIE: PAVEL KOUTECKY.
KAMERA: STANO SLUSNY. HUDBA: ENVOI, MICHAEL KOCAB, MICHAL PAVLICEK. ZVUK: MICHAL HOUDEK. STRIH: MARTIN STEKLY. CR 2001. 120
MIN.

ktery je ale jen zasekem ve stdle otevieném dile, je neustalé prolinani osobnich Uspéchd i problému a spole¢enské angaZovanosti
Sty protagonistl. VSichni se ocitli v prostoru politiky, ktera i v nejvyhrocenégjSi situaci nese znaky hry a jeji strategie. Ackoli poznali
mechanismy formalnich instituci, mezi néz patfi ministerstvo stejné jako kolektiv anarchistll, nebyli schopni dodrzovat pravidla hry. Jako
by nebyli nikde spokojeni, nechtéji nikam patfit, hledaji, teprve sméfuji ke své piné realizaci. Jestlize na zacatku uvedli do pohybu sily,
které Sly proti udrzeni totalitniho systému, tak po letech se znovu ocitli mimo konvence stavajiciho fadu. Kazdy udélal svdj krok stranou.
Cele pohlcen iluzi politiky je Michael Kocab, teoretik jejich pohybu. Ve filmu vidime Elovéka fascinovaného samotnymi mechanismy moci,
chladného muze, ktery neni schopen nez obecnych proklamaci, za nimiz prosvitd pouhé uhranuti magii a gesti¢nosti vyrobniho zptsobu
politiky, jeji moznosti manipulaci, kterou ale, pro nevérohodnost v podnikani, naplouje nejvice v paralelnich, neprizrac¢nych politickych
disputacich. Zivogichem &eské politiky je Jan Ruml, ktery je Kocabovym uplnym protikladem. Uz roky naloZen v laku politické vSed-
nodennosti objevuje v sobé& znovu srdce romantika, bloudi, opakované se vymezuje k ustalujicim se strukturdm a vztahovym modeltim
Ceského politického pole, presvédCivy v pochybnostech na pozadi své politické nevérohodnosti. Jeho kariéra poukazuje na vratkost
politické rovnovahy, na dlsledky protiklad(, na posun mezi systémem a idejemi, které se k nému poji. Ruml je fenoménem oscilace,
muzem, ktery nepiinasi zménu, ale nabizi variace. Politiku chapanou spiSe jako vzajemnou komunikaci symbolt a poselstvi predstavuje
Martin Mejstfik. Do politiky pravidel imitujici pravolevou soupefivost, tedy obé&ma stranami vzajemné respektovana kolektivni rozhodnuti
ve prospéch vlastnich zajm(, do politiky ceremonii vnasi entropii, ktera ji ohrozuje zavedenim chaosu. Jeho pozice na uUplném okraji,
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system and its underlying ideas. Ruml is the phenomenon of oscillation, a man who brings no change but offers variations. Policyma-
king construed rather as a mutual communication of symbols and messages is represented by Martin Mejstfik. Into a policy based on
rules which imitate a right-left rivalry, that is, collective decisions taken in favor of the players’ own interests and respected by both
parties, into a policy of ceremonies he imputes an entropy which threatens it by introducing chaos. His entirely marginal position, his
almost grotesque person of inconsequence, demonstrate how closely the external and internal factors of the two centerpoints of Czech
policy are interlinked as concerns the outer bounds and the organization of power. However, his notion of diffuse power, one which
grows mainly from the social relationships occurring within the civic society, from the range of differentiations, he proffers in such an
indeterminate fashion as to induce disbelief. Mejstfik is a personality equally ambivalent as Ruml, although less robust. KryStof Rimsky,
the youthful icon of the November events, also is a product of history, but is the only one who has managed to elude the reference
to myths upon which Czech policymaking is stratified. His minimal linkage to the new social space has brought him to its verge. This
however is a brink which has been chosen and has consciously been situated outside the real life. It is political only by being at the
outside. A space from which he always had a chance to detach himself. Indeed, he manages to do this but even further on, policy to
him continues to signify no more than what fills out the flat screen of the television set. This is perhaps why, out of all the seekers of
the fixed point, he is the only one who succeeds in finding it.
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jeho az groteskni nevyznamnost ukazuje, jak Uzce jsou vnéjsi a vnitfni faktory dvou stfedu Ceské politiky navzajem spojeny, pokud jde
0 vymezeni a organizaci moci. Svoji predstavu rozptylené moci - tedy vyrUstajici pfedevSim ze socidlnich vztahi ob&anské spole¢nosti,
ze 8kaly diferenciaci — ale nabizi natolik neurcité, Ze pfinasi spiSe pochybnosti. Mejstfik je stejné ambivalentni osobnosti jako Ruml, je
ovSem kiehdi. Krystof Rimsky, mladicka ikona listopadovych udalosti, je také produktem déjin, ale jako jediny utekl pfed odkazy k my-
tam, na kterych se Ceskd politika stratifikuje. Jeho minimalni vazba na novy socidlni prostor ho pfivedla na jeho okraj. Je to ale okraj
zvoleny, kulturni, védomé situovany mimo redlny Zivot. Politicky jen tim, Zze je mimo néj. Prostor, od kterého se mohl kdykoli odpoutat.
Také to dokaze, ale politika pro néj naddle zUstava jen vyplni ploché obrazovky televize. Snad proto je z hleda¢t pevného bodu zatim
jediny nachazejici.






Rozhovor

Zatimco reziséfi po filmové premiére obvykle mysli na novy
projekt, ten vas stale pokracuje. Natacel jste do néj i néco
v poslednich dnech?

Nez jsem pfiSel na tuto schlizku, byl jsem na Kampé v byvalém
bydlisti Martina Mejstfika, ze kterého se stéhoval pravé v dobé,
kdy ho zatopila velka voda. Kdyz ale opadla, ukazalo se, Ze je tam
v tu chvili jesté silngjsi osud nez MartinGv — a to pana fotografa
Krej¢iho. Nakonec jsem na jeho dvorec¢ku béhem deseti jedenacti
dnl natodil takovou mikrostudii ,jak Celit rané osudu®. Nékdy se mi
stane, Zze se béhem nataceni objevi téma na jiny film — zajimavé
je, ze u Martina Mejstfika se mi to stalo uz podruhé.

A jak s timto materialem o fotografu Krej¢im nalozite? Proméni
se v epizodni situaci ve vaSem projektu Po letech?

Ne. Mé&l by byt sougasti sklada&ky, kterou ptipravuje Martin Stoll.
PuUjde o takové Ceské Vidéno osmi (i kdyz mozna jen Sesti, nebo
i tficeti), které budou jednotit povodné. Ja jsem se soustredil na
to, co se odehralo na jednom jediném dvore po povodnich. Tak
vznikl mdj maly sbérny dokument.

Pro¢ preferujete metodu ¢asosbérného dokumentu?

Jde o otevreny tvar. Ale nejsem ortodoxni ¢asosbérny filmar jako
tfeba Helena TresStikova. Za dvanact let vzniklo plno véci, které se
tocily relativné kratce. Je v8ak zajimavé, ze ja k tomuto zplsobu
nata€eni pfisel trochu jako slepy k houslim. Na rozdil od Heleny
Trestikové, ktera si vymyslela projekt a uz od pocatku védéla, ze
chce natacet treba pét let, ja chtél plvodné jen natocit, co se
stalo po jednom roce s nékterymi lidmi, ktefi byli hvézdami na
tribunach v osmdesatém devatém. Udélal jsem film, ale pak jsme
si fekli, Ze by stalo za to pfidat jeSté jeden rok a pak jesté...

Proc¢ jste se ale rozhodl natacet ¢asosbérné?
Mym zamérem bylo zachytit spole€ensky pohyb — ten zvlastni
kotrmelec, do kterého jsme se dostali. A ten Ize zachytit jen
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v Case. Proto jsem se rozhodl dlouhodobé zaznamenavat osudy
nekolika lidi. Nastésti v té¢ dobé vznikla Nadace Film & Sociologie
a ta se projektu ujala. Ze zagatku se zdalo, Ze je budu natacet
vzdy po roce, kdy se jich zeptdm, kam dospéli, kde zrovna v tu
chvili jsou. Pak se ale ukazalo, Ze nékteré okamziky by bylo sil-
né&jsi zachycovat, kdyz se zrovna dé&ji, a ne€ekat na dobu kolem
listopadu ¢&i Vanoc.

Za predstavitele svého filmu jste si nezvolil konkrétni socialni
skupinu, ale hvézdy okamziku. Pog¢ital jste s tim, ze lidé, ktefi
byli v urcité dobé reprezentativni, se mohou ¢asem proménit
v Sedou zénu?

To je samoziejmé velké uskali véech takovych projektu. | v mém
pfipadé se ukazalo, ze jejich zajimavost — a tedy pouzitelnost
pro projekt — kolisa. Vybral jsem si tfeba i Martu KubiSovou,
kterou jsem nakonec opustil. Zdalo se mi totiz, Ze se v jejim
osudu nic dulezitého nedéje a Ze ani realitu zajimavé neucho-
puje. Bylo mi sice lito opustit jedinou Zenu v mém filmu, coz
jsem pak horkotézko zachradoval tim, Ze jsem k nataceni pfibral
manzelky a partnerky filmovych hrdini. To abych mél ve filmu
Zensky element.

Podobné i policista, ktery se pfisel omluvit na Letnou, se mi
jevil jako Uzasny clovek, ktery ma odvahu jit se omluvit pred
stotisicovy rozvasnény dav. Ale sam o sobé byl dost nevyrazny.
Dodnes pracuje na ministerstvu zahrani¢i a nedéla mu moc dobre,
kdyz ho nékdo natac¢i. Tak jsem ho nechal byt.

A nestalo se vam to nékdy i naopak, Ze byste nékoho opustil,
a pak toho litoval?

Nastésti ne, i kdyz Martin Mejstfik se mi jednu dobu zdal byt
takovym - tei bude nerad, kdyz to feknu - revolucionafem na
jedno pouziti. Uz jsem si fikal, jestli ho netoéim jen ze setrvac-
nosti. PFi takovych projektech potfebujete nékdy velkou trpélivost.



Martin se sice béhem revoluce velmi angaZoval, ale pak si porad
vydaval svou Kavarnu, staral se o rodinu a nic moc se kolem
ného nedélo. A ejhle, najednou opét zacina byt tim prismatem, ze
kterého Ize pozorovat promény svéta. Akce Dékujeme-Odejdéte
i televizni krize — ve v8em byl najednou namocen.

Co vam vlastné vybrané osobnosti spojuje? Je zajimavé, Ze jsou
témér vsichni Don Quijoti — bojovnici trochu moc spravedlivi
pro tento svét.

Vybiral jsem je v devadesatém roce s Alenou Millerovou, v té
dobé dramaturgyni Kratkého filmu. Hledali jsme lidi, ktefi zastu-
puji charakteristické socialni skupiny, jez se Uc€astnily listopadové
revoluce. Ale je zajimavé, Ze nikdo z téch, které jsme vybrali,
nezapadl do politického establishmentu, i kdyz se do politiky
dostal... Vzdy ja si mohl vybrat i Langra, on byl také student-
sky vidce, nebo Grosse nebo Zelezného... Pro& jsem si vlastné
vybral tyhle lidi?

A které jste si tedy na zac¢atku vybral?

Studentského vidce Martina Mejsttika, disidenta Honzu Rumla,
zpévatku Marta Kubigovou, herce Petra Cepka. Ten bohuzel ze-
mrel. Také rockera Michala Kocaba, ktery se stal poslancem. | to
se nam zdalo pfizna¢né. Dale toho policistu a chlapecka, ktery
byl na Na-rodni tfidé onoho sedmnactého listopadu nejmladsi.
Samoziejmé jsem netusil, co se s nimi stane - Ze tfeba z chla-
pecka se na chvili stane narkoman a z rockového zpévaka (také
na ¢as) byznysmen, ktery se zaplete do kuponové privatizace.
Sami pak reprezentovali néco, co se na poc¢atku nedalo vibec
odhadnout.

Zajimavou - protoze do jisté miry mimobé&znou - postavou
vaSeho filmu je Krystof. Vase plany naboural dokonce i tak, ze
se vam na par let ztratil.

V jednu chvili z filmu UpIné vypadl|, protoze skute¢né zmizel.
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Vibec nebyl dosazitelny. Proto jsme natocili zabér: ¢ekani na
KryStofa - to je dotacka. Jde o pfimou rekonstrukci toho, co
jsme prozivali — stali jsme s kameramanem Stanem SluSnym pred
Radosti a ¢ekali a ¢ekali, pomalu se stmivalo a Krystof nepfisel.
Akorat — jak je to natoCené po letech — jsme se snazili, aby to
bylo retro. A jak jsme tocili lidi mijejici Radost, Fikali jsme si: ,,No,
ten by jesté Sel, v tom se snad uz pred péti lety chodilo.” Pro-
toze najednou se lidé zacali oblékat moédné, uz nenosili jen tricka
a dziny, ale razné prouzky — méda se rozriznila. Na dokumentu
mé také hrozné bavi, Ze si sice néco vymyslite, ale pozdéji je to
jinak. V prubéhu nataceni se roz€ilujete, ale nakonec zjistite, Ze
je to tak lepsi. Nam se totiz v zabéru zacal motat néjaky opilec
v montérkach: jak vidél kameru, porad se produciroval kolem. Az
ve stfizné jsem zjistil, Ze je to vlastné skvélé, protoze on - jak
se rlzné miha na platné — imituje v podstaté prabéh €asu.

Je nékdo, koho byste rad téch dvanact let natacel? Koho jste
nevybral a tei vam to je trochu lito?

Nechci litovat, co uz jsem udélal. Ale samoziejmé jsem si jeden
Cas fikal, ze jsme méli vybrat tfeba Johna Boka... nebo kdo by
mé& opravdu bavil, by byl Vladimir Zelezny. Dokonce bych k nému
tehdy mél i cestiCku, protoze popularizoval védu — a my, co
populari-zujeme vé&du... K Vladimiru Zeleznému mam i zvlastni
historku: V dobég, kdy jsem pfipravoval své “Etudy pro elektronovy
mikro—-skop”, jsem ho potkal v projekci Kratkého filmu a on mi
fekl néco jako: “Pro¢ chcete délat film o elektronovém mikroskopu,
kdyz ja uz ho davno, celé to téma dobfe natogil.”

Vnimate ve svém filmu hranu, ktera ho jasné déli na dvé ¢as-
ti? Na prvni, ktera je jiz esenci doby, a na druhou, reportazné
aktualni?

Urcité. Je tam naprosto jasny predél v misté, kde zacina jakoby
novy film. Najednou nam totiz vyvfelo hodné materidlu kolem
Honzy Rumla, fikdm tomu “Rumlova boule”. Nejsem si ale jisty,



jestli je to z hlediska filmového celku idedlni. Tomuto mistu také
predchazi ¢ast, kterou jsme uz stfihali nékolikrat. Proto nés to
ve stfizné moc nebavilo - a tak jsme tento materidl, ktery jsme
uz dobfe znali, zhustili.

Zvlastnost tohoto projektu je v tom, ze je z ného ¢as od Casu
néjaky vystup. A tak uz vznikly filmy: Po roce, coz byl &trnacti-
minutovy tydenik pro kina, pak Po roce opét po roce, ten uz mél
hodinu, pozdgji Po letech |, kdy jsem sledoval ¢tyfi samostatné
osudy, a Po letech Il, coz byly opét Ctyfi za sebou jdouci osudy.
Az tentokrat jsme se poprvé rozhodli udélat paralelni sledovani
v8ech &tyf osudll — to bylo névum. Rikal sem si, Ze si zkusim
udélat takovou vanocku, ale pfisté uz je zase rozdélim. Tei se
mi v8ak do toho moc nechce. Zda se mi, ze v té konfrontaci je
velkd sila. Budu ale muset material hodné prosekdvat, protoze
dvouhodinovd metrdz je podle mé opravdu maximum, co divak
unese.

Vas projekt je také zajimavy proménou kamer a tlous ky filmo-
vych pasu. | v nich je stopa ¢asu.

Samoziejmé. Nejdfive jsme nataceli na pétatficitku, pak na Sest-
nactku, tei na dyvi¢ko - jsou to velké skoky. Cely nato¢eny filmovy
materidl je uloZzeny v Narodnim filmovém archivu a je naprosto
neporuseny. Vzdy z néj jen vybereme kusy, se kterymi v tom
kterém obdobi pracujeme, ale de facto zustava neroz$mikany.
Prechod z filmu na digitalni technologie je pro vas asi zlomovy.
Myslite, Zze dojde i ke zfetelnému zlomu v samotném projektu?
Pozoroval jsem na préci jinych, Ze tento zlom muze byt pro
projekt dost negativni — abych to Fekl kulantné. Je to opravdu
vazné varovani, které jsem zazil pfi sledovani jinych filmd. Nedo-
statek materidlu je totiz dramaturgie. Cim ma &lovék omezengjsi
pro-sttedky, tim vic se musi snazit — fika Spata. A kdyz byl jesté
némy film, tak se reziséfi tak snazili, az vymysleli filmovou fec.
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Zachazite s dyvickem jako s filmovou kamerou, nebo naprosto
jinak?

Casteéné stejng. Délame jednotlivé zabéry, jako bychom drzeli
filmovou kameru, ale vyuzivame i té moznosti, Ze mizeme tocit
dlouhé synchrony - to je jasné. Kdyz si nékdo za¢ne povidat, tak
kamera jede a jede - to bych si nikdy s filmem nemohl dovolit.
Ale je dobre, Ze mi to fikate, budu si na to davat velky pozor.

Jakym zpusobem se v priubéhu tak dlouhého nataceni
proméouje vztah vas, reziséra, k hrdinim filmu?

Jsem v blbém stadiu. Tri ze CtyF protagonistl se se mnou zacali
hodné kamaradit nebo jsem se ja za€al kamaradit s nimi. Lidsky
je to docela dobré, ale samoziejmé nebezpecné pro film. Ne snad
proto, Zze bych ztratil kriticky odstup od materidlu. Ale problém
je, ze kdyz jste s nékym kamarad, nechcete o ném nékteré
véci zverejoovat. Pouze Michal si udrzuje odstup, takZze jsem ho
vlastné uz dlouho netocil. Vibec nevim, co déla.

Myslite ale, Ze by se proménil vas zpusob natacéeni, kdyby mezi
hrdiny filmu byl tfeba i Vladimir Zelezny? Rad bych se vas totiz
zeptal na rozdil mezi dokumentem a bulvarem, tedy dvojim
pFistupem k intimité, protoze pravé bulvar ukazuje nepodstatné
véci, které vydava za podstatné. A kdyz si vzpomenu tfeba na
nékteré scény s Michalem Kocabem, tak on se nam pfiblizuje
mnohem spi$ skrze zdanlivou intimitu - tedy, Ze lezi doma na
valendé a fika dcefi, jak ma tancovat, ale intimita byznysmena
je spis v toku penéz. Jak to citite vy sam?

Prijde mi jasné, Ze nékteré scény Michal hraje. Mnohokrat jsem
si i po nataceni fekl: Zase mé dostal. Samoziejmé ze pravé on
se snazi ze v8ech nejvic nata€eni rezirovat a kontrolovat, protoze
je medialné nejschopnéjsi — zkratka vi, co to je: byt filmovan.
Zaroveo si v8ak myslim, ze se sdm trochu odhaluje, ze v porov-
nani s ostat-nimi nepusobi tak autenticky.



Problém je v tom, Ze naopak Ruml, ktery pusobi dost pfirozené,
z filmu pro mnohé nevychazi také moc dobre. Obaval jsem se,
Ze uz se mnou ani nebude chtit dal spolupracovat. Az nedavno
mi fekl, Ze kdyz ten film neni o ném, ale o nasi dobé, tak by se
asi mél tocit dal. Libilo se mi, Ze si to nebere tak osobné.
Kdyz jsem na baskické univerzité promital ¢ast o Janu Rumlovi
z predchoziho sestfihu, chodili za mnou pak studenti a fikali:
»Takového politika bychom chtéli mit ve Spanélsku, tak otevrené-
ho, sebekritického.” Musel jsem je ubezpelovat, Ze ma zase jiné
mouchy: jako politik totiz musi myslet na dva tfi kroky dopredu
a délat politiku, odhadovat reakce a ne se jen bezhlavé do néceho
vrhnout. Myslim si, Ze zkratka neni idealnim politikem. Ale film je
zamérné nastaven tak, Ze se k ni¢emu nesnazi zaujmout Uplné
jednoznaény postoj — nechci skrze film formulovat své nazory.
Film povazuji za néco otevfeného, co nabizi divakim prostor
k vlastni zkuSenosti, k viastnimu zhodnoceni.

Do jaké miry vite o moznosti zneuziti filmového jazyka ve vztahu
k lidem, o kterych vypravite? Pracujete s ni pfi natac¢eni nebo
stfihu? Protoze kdyz tieba Kocab predava finanéni dar Lite-
rarnim novinam, vy zabirate nohy, k nimz zni néco, co ma byt
takzvané uslechtilé. Tim prece také nepfimo vypovidate.
Specialné toto jsme natodili intuitivné. | kdyz jsem to v tu chvili
Uplné nevnimal, tak sama nainscenovanost situace mé k tomu
ponoukla. V Anglii jsem se ale ucil, zZe se mize a ma todit in-
tuitivng, Ze je dobré si nékdy prestat véci neustdle zdivodoovat,
ale jen nataget. Mnohdy totiz zapracuje podvédomi, takze vy
v tu chvili je$té ani nevite, co skute¢né natacite. To se opravdu
déje. Pro mé je filmovani nejen véci rozumu, ale i individualni
citlivosti. Nechci jen ,myslet filmem®, ale provokovat i u divaka
jisté zvySovani citlivosti.
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Z ¢eho pro vas prameni napéti ve filmu? Okamzik zabijacky je pro mé
najednou velmi silny, okamzik jiného prostoru v ramci filmu nesmirné
funguje a povazuiji ho za napinavéjsi nez situace, které zname z novin.
Lze definovat vas dramaturgicky pfistup? Kde hledate napéti?
Moment zabijacky funguje i proto, ze predtim je film pretizeny politikou
— a najednou je tam scéna, ktera se vraci k normalnimu Zivotu, navic
trochu absurdni. Z hlediska dramati¢nosti filmu mi pfijde také jako
zasadni. Navic jsem se pokusil pfenést na platno pocit okouzleni, ktery
jsem na té zabijatce skutec¢né zazival. Dostal jsem se do neznamého
svéta, ktery mé fascinoval. Je ale tézké pfedem promyslet dramati¢nost
je — tfeba Vaclavak pliny lidi je nakonec mio funkéni, nez takova zabi-
jacka. Pak je dulezité to spravné zhodnotit ve stfizné a osvobodit se
od svych predchozich predstav, které mohou byt fale$né.

Co vas pf¥i nataceni nejvic zajima, co presné sledujete?

Ukazuje se, Ze tfeba na povodnich neni zajimavé, kolik kde bylo bahna
a co vSechno odnesly, ale jak konkrétni osoby této situaci Celi. Takovou
udalosti mize byt cokoli. Povodné jsou také jen prostfedkem k odhaleni
charakteru ve zvlatni situaci. Podobné jako v mém filmu Zanik Ces-
ko-slovenska v Parlamentu, ktery sleduje poslance rozhodujici o osudu
statu - tedy v naprosto nezvyklé a velmi zodpovédné situaci. Nahle
se odhaluje rliznost postoju: néktefi se k tomu postavi zbabéle, jini se
snazi vytfiskat z toho co nejvétsi kapital, daldi vahaji, jini se snazi byt
Cestni, jini racionalni... Z hlediska figur nejsou dulezité udalosti samy
0 sobé, ale reakce aktérd — ty reflektuji atmosféru doby.

Kdyz jste zminil film o rozpadu Ceskoslovenska, upozornéme i na
vas filmovy projekt, v némz mapujete témér celé prezidentské obdobi
Vaclava Havla. Jeho odliSnost neni jen v naprosté exkluzivité, ale
i vtom, Ze na rozdil od projektu Po letech neexistuje jediny oficialni
sestfih nasbiraného materialu.

U prezidentského filmu je jesté t€Z8i uvédomit si potencial jednotlivych



situaci. Casto se mluvi o tajnych vécech, které jsou zajimavé
v ten konkrétni okamzik, ale s odstupem €asu jsou nepodstatné.
To dulezité je teprve nad tim - tfeba to, jakym zplUsobem Havel
s takovymi zaleZitostmi zachazi. Nedavno jsme tfeba nataceli
scénu, kdy mél pfijit Klaus a Havel na néj ¢ekal. My nato€ili jen
prvni ¢ast jeho ¢ekani, je to docela pékné, ale to nejlepSi nam
chybi — prosté jsme vypadli ze ,synchronu®“ situace a az moc
pozdé mi doslo, ze jsem pfiSel o jeji vyvrcholeni.

Jaky bude osud tohoto materialu, az skonéi Havel své prezi-
dentovani?

Myslim, Ze se na tento projekt budou dlouho shanét penize, takze
ho dokon&im za tfi Ctyfi roky. Kazdy si v souvislosti s nim klade
otazka, kterou si neustdle kladu, zni: Opravdu jsme natocili to,
co je pro dané roky signifikantni?

Oba projekty jsou napojeny na vefejné déni, na politik - svym
zpUsobem mapujete budovani statu.Co vas v po¢atku na politice
fascinovalo? A jak se vas vztah k ni proménil?

Ma fascinace politikou zacala v listopadu osmdesat devét: zatimco
v Cechéach se dély vé&ci, lezel jsem v Anglii se zlomenou nohou.
A kdyz jsem kone¢né mohl pfijet, bylo uz v8echno hotové - a ja
tim padem nebyl saturovan. Proto jsem se zafal motat kolem
politikG. Byla to naprosto nova dimenze mého Zivota. Bavila mé
ta zvlastnost, Ze se politiky stavali i lidé, u kterych by to ¢loveka
nikdy nenapadlo. Mozna i podle toho jsem si zvolil své filmové
hrdiny — v€etné& Havla. Libilo se mi, Ze se do politiky vrhli svym
zplsobem amatéfi, ale zapaleni! Politiku stale vnimam jako Zivou,
ne uUplné zmechanizovanou. Je$té nejsme standardni demokracii
— tady se v dobrém i zlém déje spousta véci, které se jinde
nedéji. Ale je pravda, ze ¢lovék uz neni takovy entuziasta, ze
uz je otravengjsi.

ROZHOVOR / PAVEL KOUTECKY 27

Vnimate hlavni problém v malé otevienosti k obéanské spo-
leénosti?

Jisté, prostor, ktery by méli obhospodarovat politici, by mél byt
mensi. U nas totiz stale urCuji témér vSechno — véetné toho, co
se vysila v televizi. Kdyz byste chtéli tfeba dohledat, pro¢ zrusili
jede-nadvacitku, tak zjistite, Ze to ma politické kofeny — to mi
pfipada absurdni.

Nebo tfeba, kdyz jsme dodélavali v televizi Hledace, plizila se tam
témeér nezfetelnd normalizace, takze jsme ani nevédéli, bude-li
film skute¢né odvysilan. A kdyz pak vedeni televize hodnotilo
uplynuly tyden, FeSili u mého filmu vyvazenost, protoze ani jeden
z lidi, ktefi ve filmu vystupuji, nepatfi k opozi¢ni smlouve, vSichni
byli v televizni krizi na jedné strané a tak dale.

Na vas film nebylo tedy viibec pohlizeno jako na umélecky
dokument?

Méam to jen z doslechu. Myslim, ze v této dob& Ceska televize
kate-gorii umélecky dokument nezna.

CAFE LOUVRE, NARODNI TRIDA, PRAHA - 9. 9. 2002
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Who Will Watch the Watchdogs

DIRECTOR: KAREL VACHEK. PHOTOGRAPHY: KAREL SLACH. SOUND: LIBOR SEDLACEK.
EDITOR: RENATA PAREZOVA. PRODUCTION: PETR OUKROPEC. CZECH REPUBLIC 2002. 220 MIN. WORLD PREMIERE.

With the documentary Who Will Watch the Watchdogs, Karel Vachek completes the tetralogy Small Capitalist, in which he reflects all
the troubles and flurries in the development of Czech society after November 1989. The author has erected an enormous structure in
order to teach viewers to see animate expressions of change as nature. There is not one theme that would alone represent the hull of
Vachek’s Czech ark, as its beams are still trees with roots and the director is more interested in the waves underneath, in the state of
affairs. Vachek is interested in a change in paradoxes, reflected from words, lives and actions. He reconstructs the structure of reactions
to the state of the Czech way and turns thoughts of discourse into images. But images do not suffice as they are still too concrete
and merely reproduce concrete feelings. He is looking for something that would constantly re-evaluate variations of presumptions from
simple images, something that would strip them of supremacy of sense to attain absolute sense, a collective catharsis. He comes up
with opera. Opera newly defines Vachek’s subject and method. The subject of the last part is not genesis, but rather a multiple recep-
tion of the work. As regards his method of work, he is not interested in empirical exploration or recording of attitudes of individuals
anymore, but rather in recording the reactions of a whole as one living organism. And thanks to music, such amalgamated reactions
are in a sense impersonal. The reactions may be presented by distinct individuals, but the film does not allow these individuals any
shifts or dynamics, only unambiguous ideas. But this is an advantage of the film, as this method allows for identification of the nature
of changes in its clear form, without any accidental processes common for the individual psyche. From psychology, Vachek moved to
phenomenology. The film, which is several hours long, is set in the enclosed space of the National Theater, where the stage director
J. A. Pitinsky directs a rehearsal of the opera Dalibor. The third opera by Smetana, full of bold and unusual melodies unprecedented
at that time, is chiefly a song of freedom. The world of film storytelling alternates with the rehearsal of the entire opera, words enter
into a bond with music, and they are predetermined by it. Vachek takes the baton to direct his own symposium. The first act with




CESKA RADOST / KAREL VACHEK 29

Kdo bude hlidat hlidace aneb Kli¢ k chaloupce stryCka Toma

REZIE: KAREL VACHEK. KAMERA: KAREL SLACH. ZVUK: LIBOR SEDLACEK.
STRIH: RENATA PAREZOVA. PRODUKCE: PETR OUKROPEC. CR 2002. 220 MIN. SVETOVA PREMIERA.

Dokumentem Kdo bude hlidat hlidace uzavira Karel Vachek svoji tetralogii Maly kapitalista, v niz se zrcadli vSechny peripetie a poryvy
polistopadového sméfovani Ceské spolecnosti. Autor zbudoval obrovitou konstrukci proto, aby naudil divaka vidét zZivé projevy zmeén jako
pfirodu. Neni jediného namétu, ktery by se sam stal trupem Vachkovy Ceské archy — jeji tramy jsou jesté stromy s kofeny a reZisérovi
navic jde spiSe o viny pod ni, o stav déni. O proménu v paradoxech, ktera vyzafuje ze slov, Zivotu a poc¢inl. Rekonstruuje strukturu
reakci na situace Ceské cesty, diskursivni mysleni proméduje v obrazy. Ale ty mu prestavaji stacit, porad jsou prili§ konkrétni, porad
pouze reprodukuji konkrétni pocity. Hleda néco, co by opakované prehodnocovalo variace predpokladi z prostych obrazu, néco, co by
je ocistilo od nadvlady citu v cit absolutni, v kolektivni katarzi. A pfichazi s operou. Opera navic nové definuje Vachklv pfedmét i meto-
du. Pfedmétem posledniho dilu uz neni geneze, ale recepce dila, a to recepce nékolikanasobna. Pokud jde o metodu prace, tak jej uz
nelaka empirické zkoumani, zachyceni postoju jednotlivych lidi, ale zapis reakci celku jako jednoho Zivého organismu. Pravé diky hudbé
jsou takto stmelené reakce svym zplsobem neosobni. Jsou sice reprezentovany vyraznymi osobnostmi, ale ty nemaji ve filmu pfilezitost
k posuvim a dynamice, nybrz predstavuji jednoznac¢né teze. Ale to je pravé prednost filmu, nebo tento zplsob dovoluje zjistit povahu
zmény v jeji Cisté podobé, zbavené vSech ndhodnych proces(, jimiz obrusta v individudlni psychice. Dokument vyrostl od psychologie
k fenomenologii. Nékolikahodinovy opus je zasazen do uzavieného prostoru Narodniho divadla, ve kterém divadelni rezisér J. A. Pitinsky
zkous$i své nastudovani opery Dalibor. Treti Smetanova opera, na svou dobu odvazné a nezvyklé melodiky, je prfedevSim pisni svobody.
Vypravény svét filmu pak prolind zdznamem celé zkousky opery, slova vstupuji do vztahu s hudbou, jsou ji pfeduréena. Vachek se ujima
taktovky nad svym symposionem. Prvni déjstvi shromazdéni a soudu, Daliborova obvinéni a jeho pfiznani viny, rozsudku vé&ného Zalare,
odpusténi a place, a také planu na Daliborovo osvobozeni je pozadim k Uvaham o €eskych dg&jinach, o hudbé dé&jin a jejich interpretaci,
o &eské spolednosti, kterd se s minulosti je$té nedokézala vyrovnat. Hotkost z politiky splyva s ptemyslenim o pozici Cech v Evropé.
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the court scene, charges against Dalibor and his admission of guilt, sentence to life imprisonment, forgiveness and crying and also the
plan to free Dalibor serves as a backdrop for deliberations about Czech history, music of history and its interpretation, on the Czech
society, which has so far failed to come to terms with its past. Bitterness of politics merges with thoughts about the position of the
Czech Republic in Europe. At this point, it is clear that Vachek has chosen representatives of extreme positions, men and women
from the alternative fringes, whose attitudes toward the institution of state and power may be irreconcilably different, but who none-
theless represent a phenomenon of possibility and liberating distance. A break comes with the meeting of friends of Andrej Stankovic,
an emotionally intensive place in the film’s landscape. In the second act of the opera, we see an attempt to free the knight, Dalibor
gets his violin and later meets his avenger, who professes her love for him. Reflections are based on thoughts about devitalization,
the alternative treatment of cancer. The technique of suspending tumors serves as a symbol of energy, signified by selected represen-
tatives of the permanent parallelism. These representatives interpret Smetana’s opera and the intrinsic possibilities of Dalibor and how
they are manifested in Czech culture. While pondering the reception of Dalibor in Czech theatres, it is impossible to omit the bays of
history. The third act brings a new court session for Dalibor, who is to be beheaded. He is ready to escape and wants to signal by
a tone of his violin, but the last string breaks. He is to die by the executioner’s hand but instead dies in a battle, just like his love. It
is as though the last act encapsulated the Czech road toward capitalism. Speakers emphasize key economic problems and recall all
difficulties of transition from one system to another, in which political exclusivity gave way to material privileges. The analysis of Czech
entrepreneurial culture opens a window into the future with issues such as how Czechs cope with globalization, how the nation is to
be constituted in a dissolved economy of supranational structures, what will remain, and whether it will be culture. The heart of the
last film of the tetralogy lies in the concentration of forces reacting to the idea of new order in the Czech Republic and at the same
time offering a multitude of ways of thinking about them. The documentary, complemented by the powerful passion of music, marks
a noble end to the tetralogy, which represents a vital symptom of one metamorphosis of Czech history.
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Uz zde se ukazuje, Ze si Vachek vybral predstavitele extrémnich pozic, muze a Zeny alternativniho okraje, jejichZz vztah k instituci statu,
k moci samé se sice nesmifitelné liSi, ale presto vSichni predstavuji fenomén moznosti a osvobozujici distance. PreruSenim je pak Siroké
setkani pratel Andreje Stankovice, citové intenzivni misto v reliéfu filmu. Druhym dé&jstvim se nese pokus zachranit rytife, Dalibor ziskava
housle a poznava svoji nékdejsi mstitelku, jez mu tei vyznava lasku. Vychodiskem reflexi je mySleni o devitalizaci, tedy alternativni Ié¢bé
rakoviny. Podvazovani nador( se stava symbolem energie, kterou vybrani predstavitelé permanentni paralelity predstavuji. Ti se poté vénuiji
interpretaci Smetanovy opery, moznosti, které v sobé Dalibor ma a jak se v ¢eské kultufe projevuji. Pfi mysleni o recepci Dalibora na
Ceskych jevistich se nemohou vyhnout meandrim historie. Treti déjstvi pfinasi novy soud nad Daliborem, ktery méa byt s at. Dalibor je
pfipraven k uUtéku, chce dat znameni téonem, ale praskd mu posledni struna. Ma zemfit na popravisti, ale umira, stejné jako jeho mila,
v boji. Posledni jednani jako by shrnovalo ¢eskou cestu ke kapitalismu. Mluv€i kladou ddraz na klic¢ové problémy ekonomiky, pfipominaji
v8echny problémy prechodu mezi dvéma systémy, kdy politickd vyluénost byla nahrazena majetkovymi privilegii. Analyza specifické kultury
Ceského podnikani se poté otevira k budoucnosti, k otdazkam, jak se ¢esky prostor vyrovna s globalizaci, jak se bude narod konstituovat
v rozpusténé ekonomice nadnérodnich struktur, co zbude — a bude-li to kultura. Jadro posledniho filmu tetralogie tkvi v koncentraci sil,
které reaguji na ideje nového poradku v Cechach a jeZ zéroved nabizeji mnohotvarnost mysleni o nich. Dokument, umocdovany mocnou
vasni hudby, tak dustojné uzavira tetralogii, pfedstavujici neopominutelny symptom jedné metamorfozy ceskych déjin.
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Rozhovor

Pravé jste dokongil ¢tvrty dil své tetralogie Maly kapitalista.
Promyslite jiz dalsi film?

Pravdépodobné budu tocit Vecer tfikralovy podle Shakespeara se
Smetanovou hudbou. Jde o fragment jeho posledni opery. Pujde
jesté o umélejsi film nez je muj posledni. Budou se do néj zfejmé
projektovat néjaké osobnosti, mozna s vlastnimi versi. Ale jak se
obvykle ukaze, vzdycky natocim néco jiného, nez jsem puvodné
chtél, takze ani tento projekt neni zcela jisty.

Je zajimavé, ze jste sdm zminil umélost. Svym zplisobem se
i cela tetralogie stahla od akénosti a Zivosti prvnich dilil, od
motivu cesty, ktery se v nich rizné opakuje, do jednoho prostoru
a stala se tak trochu teatralni, tedy i uméla. Jak byste tuto cestu,
ktera vyvrcholila vasim étvrtym dilem, zdavodnil?

Stale jednoduseji vyslovuiji dvé teze: jednak, ze by se v Cechach
mélo dat spoustu véci do poradku, a také, Zze se zadné véci nedaji
davat do poradku, aniz by lidé byli filosoficky prozfeli. Dalibor je
jedno z nejhlubSich dél svétové, ne jen Ceské, hudebni kultury. Ta
hudba umi davat vnitfek do stavu, kdy ego neni hypertrofované
a Clovék sam sebe slysi. A protoze ta hudba zni po celou dobu
filmu, nemusim nachazet smich v akcich — ten uz je v hudbé,
by je to hudba tragédie. Ma v8ak v sobé zapracovany vnitini
smich, takZze mné uz stali sledovat a poslouchat Dalibora a do
toho davat dulezité teze, které mohou vést k zamysleni nad tim,
jak lépe strukturovat zivot v Cechéch z hlediska politiky, sociolo-
gie, ekologie, historie... Vzdycky davame lidem c&ichnout takovou
drobnou ranou do nosu, protoze ty teze jsou velice intenzivni,
béznému sluchu az podivné.

Je otazkou, zda jde stale o grotesku, ktera je nezavisla na tvarich
- tak, jak je tomu ve vasich predchazejicich filmech.

Tentokrat jde ale o tragédii. Ta ma tu vlastnost, ze jeji hrdinové
spéji kvlli svému osudu k zaniku. To je néco naprosto determi-
no-vaného. Mivaji velkou oc€istnou mys$lenku, za kterou zahynou.
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Ona je nad nimi. Nejsou ji tedy zcela pravi. Kdyby ji totiz byli
pravi — a byli filosofickymi - tak za tu mysSlenku nezahynou,
ale realizuji ji. Jenze tragicky hrdina je skute¢né v tak silnych
osudovych vazbach, ze musi zahynout. Tei jsem vyli¢il Dalibora.
A kdyz si k nému prilozite teze, které ve filmu lidé fikaji, to jest:
potrestat zlo€ince, zastavit ekologicka ni€eni, kultivovat politicky
prostor... — to jsou krasné teze, za které Ize zahynout, a ja je
v ramci tragédie nemGzu pojednavat jako komické.

Jen bych rad upozornil na rozdil mezi komickym a grotesknim.
Je ve vasem filmu i groteskni rozmér?

Groteskni je to celé, prosim véas. Groteskni je to celé, protoze
neni nic absurdnéj$iho, nez kdyz vam zbude z divadla zkouska.
Kdyz navezete lidi, ktefi uvazuji, do Narodniho divadla, kde se
vesmeés neuvazuje... Vzdy to pan Tesar ve filmu také fika: ,Tady
se malokdy opravdu myslelo, tady se spi§ Ihalo.“ A Machovec
si zase vzpomina, ze se tam jen nelhalo, ze se tam i myslelo.
Je to groteskni, ale hlavné je to tragédie. Nebo hudebni sklada-
tel Vélek pfipojuje takovou krasnou tezi, jiz budu jen nepresné
parafrazovat: Dulezity je duchovni obsah hudby. Ten musi stat
nad déjem, ktery je vytvoren z lidské bidy, v némz lidé nakonec
hynou, a vytvaret v divakovi predstavu nejvyssi lidskosti, nejvyssi
krasy. Rozumite?

Tedy ta hudba je katarzi.

Permanentni katarzi. A protoze v predchazejicich dilech mam
grotesku, v niz je permanentni katarze smichova, tak tentokrat
mam pro zménu permanentni katarzi hudebni — protoZze poslouchat
Dalibora je velka radost. Smetana skute¢né umél napsat tragédii
tak, aby byla v tom nejvy$Sim slova smyslu veselym duchovnim
zazitkem — prozrenim.

Také bylo dulezité, aby byl film Gplné jiny, protoze nemuzete
¢trnact hodin, coz je celkova délka tetralogie, busit do lidi stej-



né. Hyperion je vpodstaté cisty dokument. Co délat? je film,
ktery ur¢i trasy, po nichz se jede, kam se dojede, co tam bude.
U Hyperionu nebyly uréené trasy, tam si je délala sama politika.
V Co délat? jsem vSak nalozil néjaké lidi do autobusu,. odvezl
je na urcité misto, kde Cekali dalsi lidé, a ty jsem ofilmoval.
Zatimco Docta méla dal$i polohu, kde kazdé to misto nebylo
misto téch filmovanych lidi: néjaky prazdny bazén nebylo misto
Foglarovo, néjaka westernova aréna nebyla mistem, kde by travil
zivot Jifi Krej€ik, Petr Uhl neZije v Kostnici... Tyto prostory zesi-
lovaly predpokladané mysleni figur, které do nich byly vpraveny.
To byl uplné jiny pfistup.

A tentokrat jsme vzali danou véc, operu, majici ty nejvySsi
umélecké vyznamy, do které jsme vsunuli pro tuto spole€nost
velmi vyznamné lidi — by pro nékteré okrajové, ale pro mé jsou
vyznamni a vztahli jsme je k této ,opefe filosofil“. Rikaji myslenky,
se kterymi musim porad zapolit. Ne, Ze bych se v&im souhlasil,
ale jejich teze mi délaji problém - jsou to tedy mé problémy.
A oni jsou Zzivi predsta-vitelé téch tezi, takZze jsem vlozil hotové
lidi-teze, které jsem jiz znal z néjakych - vétSinou psanych -
projevu, a vytvoril Uplné jinou strukturu, ktera je zase smichova,
jenze tentokrat v ramci tragédie.

Co muze byt v tragédii smichové?

To, Ze je velky cil — velka hudba pfed nami, hudba plna vnitfniho
smichu. A Smetana tu velkou hudbu zahral a oni pojmenovali ty
velké cile — tfeba aby bylo lidem ve spole¢nosti dobre, aby méli
co jist, aby méli teplo, aby se mohli vzdélavat, aby méli zdravé
déti — to jsou absolutni cile, vétsi nejsou.

Tyto cile nejsou smésné, smeésné jsou jen prenesené: ze se
vyslovuji v této zemi v tuto chvili, kdy se vSichni tvafi, ze tyto
problémy nejsou a moc se jimi nezabyvaji.
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Také vase oblibena Dantova Komedie nereprezentuje smich,
ale cestu za ¢Cirosti a spasou... Jakym zptisobem jste si pro film
vybiral lidi, co pro vas reprezentu;ji?

Vybral jsem si ty, které mam rad. Nelze se jimi nezabyvat: jsou
intenzivni, duleziti. Vyslovuji totiz mysSlenky, které tu jini nevyslovuiji.
Treba doktora Fortyna jsem nikdy nevidél, ale vidél jsem jeho
Zenu a celou tu véc revitalizace mam rad. Jsou to velice zvlastni
postoje, které naSe spolecnost ve védé i umeéni potrfebuje. Mit
napad, jit za nim a bojovat proti blbosti, kterda obtizné pfijima
jakoukoli zménu. To samé plati pro Librovou, Kellera, Mi¢ocha,
Cibulku, Polaka, Tesare atd.

VSichni reprezentuji jistou alternativu v riznych pozicich.

Ale co to ta alternativa vlastné je? To, Ze vyslovite né&jakym
krajnim zpGsobem myslenku, kterou dotyéni neumi dobie propojit
s ostatnimi myslenkami, b&hajicimi v tomto oboru v Cechéch, a ze
ostatni lidé neumi propojit jejich mySlenku se svymi myslenkami.
Ten problém se musi vyreSit. Musite tu krajnost smifit s tim, co
se o té véci mysli uvnitf slusné spolecnosti, uvnitf stfedu, ktery
ji jesté nevlastni, ktery ji musi pomalu zacit vpravovat do svého
mysleni. Je to velmi prosté. Cibulka tfeba fika: ,Nikdo nebyl
potrestan z minulého rezimu.“ Na druhou stranu bych fekl: Jak
je trestat? Spole¢nost si tedy musi najit formu, jak je trestat.
MozZna, Ze onou formou bude uvédoméni si, co spole¢nost nema
délat, aby se sama sobé nehnusila. Proto je dllezity pan Cibulka.
Nestal bych o to, aby se tu postavily veliké véznice, do kterych
se stréi pul druhého miliénu obyvatel. O to nestoji nakonec ani
Cibulka. Jde o to s témito myslenkami zit.

Je ve filmu i néjaky reprezentant stredu?
Myslim, Ze ne. Stfedem je Cesky narod, tedy Narodni divadlo.



Samo misto tedy zastupuje stfed, se kterym je na tom misté
vyslovovan nesouhlas.

To ano, ale stejné tak i souhlas, protoze v ném muzeme poslou-
chat tu krdsnou hudbu. Je stradné dulezité, Zze sledujeme jen
zkousku a ne herce v plném citovém vzepéti, s plnym hlasovym
nasazenim, s celym orchestrem, ve svétlech, kostymech, kulisach
— je dulezité, Ze to vSechno tam neni, Ze muzete poslouchat jen
zékladni vzdalenosti mezi tény. Mlzete si uvédomit, jak i opery
mohou byt zakryté pompou: reZijnim, hudebnim ¢&i vytvarnym
pojetim, které muze jit i proti samotnému smyslu hudby.

Opera je pfi zkouSce zbavena vSech vnéjSkovych atributll, a tak
zlOstavaji jen vzdalenosti mezi tény a clovék si je mlze zvla$
uzit. Citite i radost zpévaku, ktefi si mohou dat jen tyto tény
a nehledét na to, ze by méli vyjadfovat rizné psychické stavy
trpiciho hrdiny, osvobozovaného milenkou — tim padem si i hudbu
uvédomite jinak, nez pfi predstaveni. Myslim, Ze takto jinak vynikne
i svobodny duch opery, protoze jeSté neni prevedena do citové
exaltovanosti. A tak se zaZiva - tei Ffeknu takovou blbost - tao
té hudby. To je pro mé velké Stésti.

A navic koukam, jak se i ty teze s hudbou krasné smifi, pro-
toZe maji stejnou miru nadhery, hlouposti, nechdoapavosti - jako
zmioované vzdalenosti mezi tony.

Klavirni zkouska je tak podle vas, svym zplsobem paradoxné,
bliz skute¢né Smetanové predstaveé o dile?

Méam totiz odpor k faleSnym nanosim. Bohuzel jsem vidél hrat
i Smetanu jako Pucciniho, coz je nesmysl, protoze védomi Pu-
cciniho zdaleka nedosahuje filosofického védomi Smetany. Kdyz
z jeho oper nékdo zacne vyrabeét veristickou, velmi citovou operu,
tak pak samoziejmé dostava Smetana strasné na zadek.

Nebyl jsem v situaci, abych mél penize a zinscenoval si Dalibora
sam. Mél jsem velké §tésti, Zze byl pan Pitinsky tak laskav a mohl
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jsem byt pfi par jeho zkouSkach. Dokonce jsem si myslel, Ze
nato¢im jen jednu dvé scény z opery. Ale uvédomil jsem si, ze
ji dokazi natocit celou, ze mé to bavi, ze to mé, kameramanovi
i zvukarovi jde. Proto jsme si fekli, Ze k ni udélame i hledistg,
protoZze se nam vlbec nechtélo z divadla ven. A kolem divadla
tehdy béhal a tocil pan Gogola ml., kterého si velmi vazim, tak
i proto se mi nechtélo ven. Za cely film vykouknu ven jedinkrat
- a to kdyz udélam zabér Narodniho divadla v noci.

A také kvili stromtm. Kde jste je nasel?

To jsou staré ,Ceské“ historické stromy: lipy, duby, javor, buk,
smrk... Natoc€ili jsme jich asi pétadvacet, pouzili dvacet. Jsou
vesmés starsi Sesti set let, nékteré tisic, mozna i vic. Clovék hledi
na jejich energii a schopnost reagovat. Nutné musite premyslet
o tom, ¢eho byly svédky. Proti tomuto projektu zivota, ktery ma
rozmér tisiciletich, je na$ Zivot, ktery se vejde do stoleti, velmi
zvlastni.

Pak jsou tu projekty zZivota téch kamenU, coz jsou pravdépodobné
portréty lidi, ktefi tu Zili pfed 350 tisici lety. DuleZité je, Ze Zijeme
v néjakych ¢asovych horizontech — chvili v horizontech statisict
let, chvili tisict let a chvili ve vlastnim horizontu, ktery nepresahuje
stovku. A jak se nam to krasné sklada, mizeme vlastné Zit celé
dgjiny. Z toho ma lidstvo velkou radost, protoze pak to tragické
neni zas tak tragické. Kdyz uvazite, co tu v tom €ase muselo
byt za tragédie, protoze Zit tragicky je lidska pfirozenost — a my
k tomu pfidavame druhou —je$té ne moc poznanou - pfirozenost:
zit v duchu filosofie.

Tragicky jsme samoziejmé preduréeni umfit — vic nez sto roki
vétSinou nedokazeme, coz je vuc¢i kamenlm naprosto komické.
Ale na druhou stranu, kdyz se d& zit ve filosofickych ideach
a lze je i zobrazit, jak to udélal pravé Smetana, tak najednou
Zijete v jednom bodé, z néhoz vSe vychazi a pro ktery je ¢as



vécny. A kdyz pak date do filmu i ty stromy, tak je v ném ra-
zem i groteska, i smich — i kdyz ztajeny, protoze proti ¢asu. To
filosofické vam zkratka pomaha prekonat tragické pocity, které
jako lidska bytost nutné musite mit.

Do jaké miry mtze vas film promlouvat ke stfedu, vici kte-
rému se vymezuje? Usilujete i o tyto divaky - jak Fikate: o lidi
stredu?

Samoziejmé! Pro né to déldm! Aby se to v lidech obratilo! Vzdy
je nutim, aby v kiné sedéli Ctyfi hodiny. Proboha, ktery rozumny
Clovék to déla?

Zadny.

No. A kdyz tam chvili zGstanou, tak to do nich i podvédomé
trochu naleze. Vzdy my Cesi si myslime, Ze hlavni podstatou
Smetanovy hudby je jeji Ceskost. To je takova kravina! Hlavni
podstatou Smetanovy hudby je ono nebyvalé Zfilosofi¢téni hud-
by, které nam Smetana prodava za Ceskost. To mé fascinuje.
Kupujeme si zduchovnéni a myslime si, Ze tim kupujeme svoji
nacionalitu. To je Uzasny trik, ktery s nami Smetana sehral, za-
UtoCiv na nasi slabost.

Ve filmu mluvite i o vyjimeénosti ¢eského jazyka...

Rikam, Ze jazyk umozouje myslet jinak, nez se mysli v jinych
jazycich. Proto mlzete pfinést vysledky, ktefi jini s jinymi jazyky
prinést nemohou. Ale ti zase pfinaseji jiné vysledky nez my -
proto jsou jazyky tak dullezité.

A jak je to s hudebnim jazykem?

Ten se kultivuje tim, jak hluboce je autor hudby schopen myslet.
Smetana je u Dalibora na roviné s Beethovenem ve Fideliovi
- na nejhlubsi myslenkové drovni. To se nam v podobé znak
dostava do mozku. My je ne¢teme, nam muze byt Smetana tfeba
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i odporny, muzeme si ho c&ist Uplné blbé, ale on v nas i tak
zUstava. Proto mame nadéji, ze ho jednou precteme spravné
a zatneme se vevniti opravovat — myslim tim ono nahlédnuti, ze
nam skute¢né vasné a pocity zastiraji védomi, ze kvuli vasnivosti
hypertrofuje nase ego. Pokud ho neudélame propustnym, nemu-
Zeme se vlbec slySet — takto banalné za pét minut vykladam
zékladni teze, o kterych jsou tlusté knihy.

Je néjaka diference mezi Smetanovou hudbou a libretem?

To je velmi zvlastni. Kdyz jsem byl mladsi, myslel jsem si, Ze
to libreto je $patné. Cim jsem star$i, tim se mi zd4 moudrejsi
a mou-drejsi. Reprezentuje totiz také to filosofickeé.

A reprezentuje i zmioovanou ¢eskost?

Ale co je Ceskost? To, Ze lidé, ktefi mluvi ¢eskym jazykem, se
maji chovat jako filosofové, aby do determinaci pfinaseli stale nové
a nové mySlenky ze stfedu byti a svét byl tak piny tvorby. To je
Ceskost — protoze vychazite z Ceského jazyka. Francouzskost je
vlastné to samé: vychazite z francouzského jazyka a snazite se
dosahnout duchovniho otevfeni. Italskost je to samé, vychazite
z italského jazyka a snazite se dosahnout duchovniho otevieni.
To znamen4, Ze jednou k tomu pouzivate Danta, podruhé Sme-
tanu — to je celé. Nebojuji za ¢eskost — narod je jazyk! O ni¢em
jiném neni tfeba mluvit.

Jazyk je tedy to diilezité a ma se stat prostiedkem k dilu...
Tak. To dilo muze byt rozdilné od jinych dél, délanych z jinych
jazykud, i kdyz s nimi zaroved i komunikuje. Vzdy vSichni délaji
na tomtéz, katedrala je na svété jedna.

Na vasem filmu je zajimavé, Ze hledisté proméoujete v misto
akce.Ti, co maji sledovat, promlouvaji.
To je to nejlepsi poslouchani hudby: kdyz ji poslouchate a ona



ve vas budi myslenky. Kdyz je dobry poslucha¢ a dobra hudba
nebo divadlo, tak je to vzajemné rozechvéje, osvobodi a oni
mysli. Jiny ddvod uméni neni. Jaky by byl didvod uméni? Abych
se bavil? Bavit se muzu, tfeba kdyz budu pozirat ¢okoladu nebo
jezdit na koloto¢i. Jedinym dlivodem je: proména mysleni. A skrze
ni Ize dosahovat i promény fyzického byti.

Kdybychom redukovali film jen na vypovédi a odfizli se od Sme-
tanovy hudby, zistal by trochu hofkym. Protoze vasi hrdinové,
vSichni trochu Don Quijoti, reprezentanti okraje, by dulezitého,
vSichni v sobé maji uréitou horkost, vnitini skepsi. Nechybi vam
ve filmu reprezentant smérovani? Jako by tak i vase tetralogie
skongila trochu horkym koncem.

Pro mé tim nejveselejS$im, protoze Smetana je obrovsky génius.
Jen to, Ze ho lidé uslysi, Zze se najde duvod. .. Pfedstavte si jiny
dlvod: Ze bych sehnal penize a zfilmoval Dalibora, Ze bych udélal
klasickou inscenaci. Také by ho slySeli. Ale klasické inscenace
bohuzel vétSinou sméfuji ke dvouvétné interpretaci: Dalibor je
opera, na kterou muZzete jit v sobotu vecer; je to slavna Ceska
opera. Kdyz se tyto véty spoji se Smetanovou hudbou, tak ona
stejné 1é¢i, ale divaci uz si stihli skrze tato slova vytvorit silné
zébrany ji skute¢né slySet. ObleCou se, jdou do divadla a po-
slechnou si operu. Takovy film bych to€it nechtél.

Ale tim, ze dalsi tragické pfibéhy vlozim do této opery, vytva-
fim pro divaka zvlastni situaci - Iépe ji muze slySet. Protoze
je trochu zmaten: neni pfipraven na tuto podobu, nema na ni
interpretaci.

Dokonce ani nemuze poradné sledovat scény, jak jdou po sobé,
protoze nékteré se vraceji a odehraji je dvakrat trikrat. To zna-
mend, Ze rozru$im i dramatickou kontinuitu, aby hudbu vnimal
pfiméji. Racionalitou si €asto zabranime zazitku z uméni. Pfijdeme
k obrazu, na kterém je Panna Maria a andélé, a krasné si ho
kfes ansky vysvétlime, ale uz nezazijeme tfeba tu nadhernou
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zeleo a modi baje¢né Direrovy RuUzencové slavnosti. Jdeme
na to s interpretaci, zavedeme si obvyklé pojmy a vlbec nic
nevidime, neslySime.

Navic hrajete zkousku s alternacemi, hlavni postavy maji nékolik
tvafri i hlast.

To je dalsi zpusob, jak rozrusuji vnimani oné citové slozky, obvykle
vnasené interprety dramatu. Mé& zajimaji lidé, ktefi jdou presné
k svému cili, ktefi se vyhnou dramatickym mistim a udélaji, co
maji. Kdyz hrajete s alternujicimi herci, prestanete uz drama vnimat
tak dramaticky, zacnete opét poslouchat hudbu, ktera je pravym
opakem dramat. Ta podstata, to tao, ten buh - to neni drama.

Abychom tento posledni dil za¢lenili do kontextu vasi tetralo-
gie, tak je dulezité zminit, Ze jeji dily jsou provazany nékolika
spoleénymi znaky. Jednim z nich je obraz Karlova mostu, ktery
spojuje Sochu svobody, Bastilu a Chram Vasila Blazeného.

V Bastile v8echno zacalo. Uprostfed je ta rovnost — to je most.
Volnost je Socha svobody. A bratrstvi Vasil Blazeny. VSecko je
provazané - i kdyz tuto tezi samozfejmé vsichni kazi: i volnost,
i rovnost, i bratrstvi — vSichni to kazi uplné hroznym zpusobem.
Ale porad se o to musime pokouset. A zvla$ obtizné je to spojit.
Spojte volnost s bratrstvim. Volnost je neobjimat se, bratrstvi
je obejmout se - a udélejte oboji nardz. A tei to jesté uveite
do rovnosti: kdyZz se dva obejmou, vzdy ma jeden ruce nahore
a druhy dole - ale maji je mit stejné. Spojit vSechny tfi momenty
je tézké. VétSinou z toho vznikaji paskvily — od breznévovského
zfizeni tfeba po Némcovou, ktera malem umfela hlady, protoze
lidé v Cechach v ramci ,rovnosti“ $patné snaseji osobnosti, co
je prerustaji.

Na jedné strané lezi spole¢nost oteviené komunikace a na druhé
hierarchické organizovani statu s dirazem na elity, které jsou



tfeba schopné rozumét vy$sSimu umén. Neni rozpor, kdyz vas
film reprezentuje obé tyto polohy?

Otazka je, jak je smifit. A jak se takova poloha smifuje? Za prvé
si musite fict, ze kazdy clovék je genidlni. Za druhé, Ze v sou-
¢asné dobé& ma mnoho lidi vymyté mozky a svou genialitu nikdy
v Zivoté nezazije. Za treti, Zze v této spoleCnosti je stale jesté
velkd neschopnost si vzajemné rozumét. Proto se spole¢nosti
realizuji za pomoci hierarchie, kter& ma nékde néjaky vrchol,
ktery obvykle prohlasi, Ze celé spole¢nosti rozumi, a zacne s ni
cloumat. A za ¢tvrté si musite fict, jak tuto hierarchickou spo-
le€nost vyuzit k tomu, aby se stala nehierarchickou, aby sama
pracovala na svém znehierarchi¢téni.

A jde to vibec, kdyz vSichni, ktefi reprezentuiji alternativu, jsou
vlastné elitafi.

Protoze je celé predstaveni pro divaky, ktefi se nesestavaji z elit,
ale z naroda, a ti si mohou z téch elit vzit, co budou chtit.
K tomu jsou fizeni Smetanovou hudbou, kterd jim fika: ,Vy vSichni
muzete myslet.“ Je naprosto demokraticka a ma v sobé vSechno:
volnost, rovnost i bratrstvi. Doufam ale, Zze Casem zadné elity
nebudou - Ze vSichni budeme jedna elita.

Vly vite, Ze oni nesou myslenky, se kterymi je obtizné se pratelit.
Tim padem je tam vodim, aby se komunikace zacala nebo vy-
lepsila. Clovék je jim vdéény za to, Ze jsou takovi, jaci jsou — Ze
vibec jsou. Na ostatnich lidech je jejich myslenky precist, néco
si z nich vzit a udélat zménu, aby ti, ktefi pfinaseji extrémni
myslenky, v jistém smyslu nemuseli byt. Nejlepsi by totiz bylo,
kdyby nebyli — kdyby $lo o ty nejnormalnéjsi myslenky.

Je Smetanova hudba skute¢né demokraticka?
Absolutné. V ni je strom jako kamen, ¢lovék jako strom. Dokonce
ta hudba posiluje i kréle, i Dalibora. Jenze jako nad tim, jakoby
védéla, Ze nikdo z nich to nedéla uplné dobre.
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Ti, co tomu z néjakych duvodl nemulzou rozumét, pro né bude
film protivnej a otravnej — dokud jim ten Smetan(v princip nedojde.
Smetana neni Wagner — neni velky mag a kouzelnik. Smetana je
filosof. Mezi nimi filosofem a kouzelnikem obrovska vzdalenost.
Ale lidé maji rad$i magické zplUsoby a pocitova kouzla, ktera
neuziva skute€ny duch — ten musi byt i hloupy, otevreny, lidi se
na néj snadno naserou — musim fict to sprosté slovo - zatimco
magl a kouzelnikli se boji. Filosof ale nepracuje se strachem.
Nepredvadi tragédii, aby lidé zaZili tragi¢no. Predvadi ji, protoze
Zivot je &asto tragicky. Rika, Ze tragi¢no Ize ptekonavat oteviranim
vnitfniho, Ze i tak maji zkratka moznost byt filosoficti.

si v8ichni velmi jemné uvédomuji svou smésnost. Nejsou rytifi
bez bazné a hany, ktefi vas setnou.

A je to stopa ¢eskosti, toto uvédomeni.

Myslim, Ze je to stopa filosofie, ktera se vyskytuje v Cechach.
Ale vyskytuje se v trochu jiné podobé i jinde. Ale trochu mé
zarazilo, co jste fekl: Ze by mohl pusobit nejwagnerovstéji. Myslim,
ze to tak neni, Ze je to, jak fikam. Kdyby tomu tak totiz bylo,
asi bych délal Spatné — coz se mi zas uUplné nezda. Mam totiz
dojem, Ze i kdybych tam nehral Smetanovu hudbu, Ze ji tam
budeme jemné slySet.

Ziji ale vasi hrdinové ducha té hudby?

V jistém sméru urcité ano. Naprosto. Protoze vzbuzuji chu Sme-
tanovu hudbu spravné ¢Cist, i kdyz ne ve vSem, ale v podstaté
ano. Kvuli tomu, abych si precetl néjaky Kelleriv esej, si pujdu
koupit i Pravo, za coz se hluboce stydim. Str¢im ho do tasky
a jdu s nim domda.



Vite, €lovék je rad, Ze neni sam. Ale velmi malo znam tfeba védce,
coz jsou také Uzasni lidé. Kdysi jsem narazil na chlapa, ktery
délal metrologii. Zabyval se svétlem a ¢asem a velmi primitivnimi
prostfedky tu dokdazal vytvaret jedno z center svétové Casové
sité, které bylo stejné presné jako centra, ktera méla penize na
nejmodern&jsi cesiové hodiny. V Cechéch Zije spousta genidlnich
lidi, které ¢lovék malo zna — to mé porad laka. Kdo vi, jestli ten
pristi film nebudu délat s védci. Protoze nejvétsi nestésti je malo
pomoci, které by se dostavalo odvaze a sebevédomi.

A k tomu sméruje i vas film? K odvaze a sebevédomi?

Také. O ¢em vypravi Smetana a nakonec i mgj film je, ze svét
potfebuje hrdinské ¢iny. A na druhé strané hrdinské &iny vznikaji
vétSinou na zakladé nesnesitelnosti toho, co zijeme. Kdyby byly
podminky pfijatelngjsi, tak by i ti hrdinové nevypadali tak pfiSerné.
Oni jsou plodem toho hrozného stavu svéta. A ti hrdinové byvaiji
nejriznéjsi: nékdy jsou témeér odporni, protoze porozumeéni ve
svété je v tak stradné bidném stavu.

Vas film je tedy vyzvou k odvaze.

V podstaté jo. Vy musite mit odvahu se svétem hybat. A kdyz
s nim zkusite pohnout, tak to normalné boli. Ale jde i o to, Ze
svétem hybaji i vSelijaci faSouni. Proto musite porad davat pozor,
zda jde o osudové, nebo o filosofické pohyby.

A je vam z vaSich hrdin(, reprezentantt véjife nazort, nékdo
blizsi?

Kazdy z nich je néco jiného, nez jsem ja. Ale stoji za to si
kazdého prohlédnout a poslechnout. Opravdu nejbliz§i mi byl
Andrej, ale tentokréat je to jen jako sen o ném. Co je zvlastni, co
nam fikala nedavno jeho Zena, Ze on uz asi rok miuvil o tom,
7e by chtél vidét velkou povoded na Malé strané, protoze tam
vzdycky byvaly. A on umfel a za den, mésic a rok pfisla povodeod
povoded. Smala se tomu zvlastnim zpusobem (jeho Zena Olinka)

ROZHOVOR / KAREL VACHEK 39

a fikala, ze byl jako Kozina. Chtél jsem ho jesté tocit v posledni
dobé, ale...

Pro¢ jste nemél tu odvahu?

ProtoZe nechtél. Svitéak to tenkrat pfijal v Co délat? s humorem,
by byl na smrtelné posteli, ale Andrej pfili§ jasné védél, ze
umre. Ale to tam asi nebudeme davat. Rikal mi: , Ty mé& nato&i$
a ja umfu.“ A fikal to v dobég, kdy uz védél, ze umre, vite? To
je tak dvojlomné. Sice jsem ve svych filmech natocil nékolik lidi,
ktefi pak umreli, ale ja je netoCil proto, Ze umrfou — oni umfeli
nahodou.

Ale Andrej mi opravdu v dobé, kdy védél, Zze umfe, fikal: Ty mé
nato¢i§ a ja umru. To jest, Ze prestoze védél, Ze umfe, nechtél
umiit a bojoval s tim. Proto j& na néj také nenaléhal, protoze
jsem doufal, Zze to vSechno dobfe dopadne. Ani zdanim, kdyz si
tohle myslel, jsem tomu nechtél pfispét.

My si pana Stankovi¢e hluboce vazime. Kym byl pro vas?
Neni mnoho basniku, ktefi jsou schopni napsat based - aspod
obé&as. Byl skute€né schopen napsat vers, ze kterého mél ¢lovék
radost. Byl jako Smetana — mél ten vnitfek, coz je dost zazracné.
A protoze védél, Ze néco takového existuje, byl schopen vnimat,
Ze umeéni se déla v raznych stupnich védomi a Ze podle toho
vypada i vysledek.

FAMU, REVOLUCNI ULICE, PRAHA - 25. 9. 2002
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Farewell, Sun

DIRECTOR, PHOTOGRAPHY: MARTIN REZNICEK. SCRIPT: MARTIN REZNICEK, VANDA SKALOVA. PHOTOGRAPHY: ALICE RUZICKOVA.
MUSIC: JIRI DURMAN. ANIMATION: SIMON KOUDELA. EDITOR: MILOS MALEK. CZECH REPUBLIC 2002. 58 MIN.

Reznitek’s deep interpretation of life and work of the Czech painter Alén Divi§ (1900-1956) is not a mere portrait or a profile. It is
a subjective and abstract picture of his voyages over the world, it is a substance of creative moments. The artists existence and ex-
perience is reflected in moments linked up with the lines of his voyages around the world. The director went to France, Morocco and
the United States to record again the places which once became the artist’s inspiration, the landscapes and the walls, to imprint their
essence, if only for a moment’s glimpse. The films develops through the tension induced by Rezni¢ek’s contemporary perspective, his
documentary invention, and the works of Divi§, his drawings and text fragments. It seems the only possible way to express the basic
moments of the artist’s fate. The director also employs interviews with people who were close to him, and animations of some of Di-
vi§’s drawings. The intensity of the film draws on the painter’s personal matters, on harmony and emotions. The film works with clear
images and sharp contrasts, it is far from the idyllic, admiring hymns of dead poets. The documentary begins with graphical black and
white shots sliding over the corners of a flat to always find a way to a window, a hole in the wall, to places where the room of a man
ends and the sky begins, the spots from which one can see the roofs of the town below, Prague and Paris. France was Divi§’s second
motherland, he had lived there longer than in the Czech lands; for him France was a woman to which he always longed to return. Yet
it was the pre-war France where he was imprisoned for political reasons. Only memories of women bodies remained and the wall in
La Santé, in which he could engrave. The mistresses’ wombs fluently transforming into skulls. That also is a memory of prisonhood,
as well as rats. The director chose for his cinematographic illumination of memory of Divi§’s contemporaries the painter’s atelier. But
Rezni¢ek rings the chords of memories gently almost timidly. He lets the water flow into a washbowl and ties the words of the story
with the filmed scenes, painter’s face with faces of young girls, delicate saxophone sounds break out of the ancient past. Cuts through
a city, cut houses with lonely figures and cobweb images take turns with the scenes of desert horizon and places where the sand
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Sbohem, slunce

REZIE, KAMERA: MARTIN REZNICEK. SCENAR: MARTIN REZNICEK, VANDA SKALOVA. KAMERA: ALICE RUZICKOVA.
HUDBA: JIRI DURMAN. ANIMACE: SIMON KOUDELA. STRIH: MILOS MALEK. CR 2002. 58 MIN.

Reznitkova hlubinna interpretace Zivota a dila — tedy nikoli prosty portrét &i medailon - &eského malife Aléna Divise (1900-1956) je sub-
jektivnim, abstraktnim, a o to pIné&jS§im obrazem jeho pohybu po svété, substanci tviréich okamziki. Umélcova existencialni zkuSenost je
zachycena v bodech, které vérné spojuji ¢ary jeho cesty po svété. RezZisér znovu natocil mista jeho pobytu: vydal se do Francie, Maroka
i Spojenych statu, aby - by jedinym zabérem, kratkym zachvévem pohledu - vyvolal esenci krajin a zdi, které mohly byt jeho inspiraci.
Vyvoj filmu skrze napéti mezi Rezni¢kovym sou¢asnym pohledem, jeho dokumentaristickou invenci, a pdvodnim dilem DiviSovym, jeho
obrazy i fragmenty textll, se jevi jako jedind mozna forma vyjadreni zékladnich momentt malifova osudu. ReZisér déle vyuziva rozho-
voru s lidmi, ktefi byli DiviSovi blizko, a animaci, kterymi nékteré jeho kresby rozhybava. To ostatni, tedy celd intenzita snimku, je pak
predevSim osobni véci, souznénim, citem. Pfitom film pracuje s ostrosti a silou rozpor(, je nesmirné vzdalen idyle obdivného vyvolavani
mrtvych basnikl. Grafické Cernobilé zabéry klouzou v Uvodu po zékoutich bytu, aby se vzdy vrétily k oknu, otvoru ve zdi, kde kong&i
mistnost pro ¢lovéka a zacind nebe, k mistu, ze kterého Ize prehlédnout stfechy mésta dole - Praha, Pafiz. DiviSovi byla Francie-Zzena
druhou vlasti, zil tam déle nez v Cechach a vzdycky se k ni chté&l vratit. Ale byla to predvale¢na Francie, kde jej z politickych divodu
zavreli do vézeni. Zbyly vzpominky na Zzenska téla a zei v La Santé, do které se dalo ryt. Kliny milenek, které plynule prechazeji v lebky.
| to je zkuSenost vézeoské paméti, stejné jako krysy. Kinematografickym mistem iluminace paméti DiviSovych soucasniku se stal malifiv
nékdej$i ateliér. Reznitek ale strunu vzpominek rozechviva jen jemné&, jako by véhal. Necha téct do umyvadla vodu a dél spojuje slova
vypravéni s kresbami, kresby se zdbéry kamery, malifovu tvar s tvaremi divek, kiehky zvuk saxofonu se vylamuje z ruchd davnych krajin
a ve viru splyvani se pomalu sta¢i minulost. Prifezy méstem, rozkrajené domy s osamélymi postavami a pavucinové obrazy s hrlizou
vézeni stfidd na obrazech horizont pousté, respektive mista, kde pisek prechazi v more. Divi§ se ocitl v bilém a modrém koncentra¢nim
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becomes the sea. Divi§ ends up in blue and white concentration camp Sidi el Ajachi, the experiences of other continent develop more
images. Then there’s a voyage to America, probably the happiest time in the painter’s life, a couple of years in New York. The director
borrows the Sun’s perspective and looks at the Manhattan from above. After the war Divi§ never left Czechoslovakia, the iron curtain
was the last wall of his inspiration and there was nothing else left in the fifties but work on things no-one appreciated. At that time
his paintings were hanged man, skeletons. Martin Rezni¢ek in the context of Czech documentary film represents ambition, developing
of experimental assumptions induced by the need of spiritual contents. It is the utmost imminence and subjective counters outlining
his themes that allow for the adoption of the outside forces and change them into inner energy. This energy helps the director let the
picture talk in the language which is close to him and reveal its inherent truths. Elevate the charcoal lines with the film camera.
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v malifové Zivoté - nékolik let v New Yorku. ReZisér prebird pohled slunce a opét nahlizi Manhattan shora. Po valce zlstal Divi§ v Ces-
koslovensku a uz nikdy neodeSel - Zelezna opona se stala posledni zdi a jemu nezbylo nez do smrti pracovat na dile, o které v pade-
satych letech nikdo nestél. Tehdy maloval viselce, kosti. Martin Rezni¢ek v kontextu &eského dokumentu reprezentuje ambice rozvijeni
formy experimentalnich predpokladl, vyvolané potfebou umocnit duchovni obsah. Jenom niterna bezprostfednost a subjektivni kontury,
kterymi obtahuje zvolené téma, dovoluji osvojit si vnéjsi sily a proménit je ve vnitini energii - diky ni mize rezisér nechat zpracovavany
material promlouvat jazykem, ktery je mu vlastni, a tak vyjevit jeho inherentni pravdu. Kamerou povysit doteky ¢erného uhlu.






Rozhovor

Martine, ty jsi nejen rezisérem, ale i kameramanem svého filmu.
Lze Fict, co je ti blizsi?

Kameru mam svym zpusobem rad$i nez rezii. Ta je vzdy zava-
lena spoustou vnéjsich problémd. Clovéka dusi i to, jak materidl
v kamere teCe, kazdy metr je spousta penéz. Ale pro mé, kdyz
mam kameru na rameni a slySim, jak material Susti, a pfitom
vim, Ze mam spravné zmeéreno, zaostreno, Ze vSechno jede a ze
se tei odehravd néco neCekaného - to je Uzasny pocit, ktery
je blizky snad jen orgasmu. ReZie je neustalé sevreni, zatimco
u kamery je vétSi svoboda - a v8echno se dgje tei, to je uZasny.
Mozna i proto je kameramanska prace racionalni mnohem mio
nez rezijni.

Mas pocit, Ze bys nesouznél s néjakym kameramanem?

Velmi stojim o to spolupracovat s kameramanem. Komunikovat
s nékym i béhem procesu tvorby - souznit, reflektovat, mit opo-
nenta. To ma pravé rezisér ¢asto v kameramanovi, a pokud se

A jaka byla cesta reziséra-kameramana k Alénu DiviSovi?
Dlouha. K DiviSovi jsem se dostal pres ateliér, v némz tei pracuiji.
To byval jeho ateliér. PGvodné tam pracovala ma teta socharka
- nékdy od padesatych let az do osmasSedesatého roku, pak
emigrovala. V ateliéru se poté stfidaly jeji kamaradky, a pak
muj tata, kterému jsem ho nakonec sebral ja. A tak i skoro
vS8echny rozhovory jsou natéceny v DiviSové ateliéru. Dodnes
fikam - s tro-chou nadsazky, nikoli v8ak s uplnou nadsazkou,
e mé v ném obchazi duch Aléna Divise. To byla bezesporu
nejsilngjsi osobnost, kterd v ném byla, Zila, pracovala - on tam
v podstaté dozil.

Co jsi znal dfiv: DiviSovy obrazy, nebo fakt, Zze zil ve vaSem
ateliéru?
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Prvné jsem se od tety dozvédél jméno Divis. Zacal jsem se zaji-
mat, kdo to byl, protoze jsem tenkrat o ném celkem nic nevédél.
Prvni setkani s jeho dily byla zjeveni - to mé& uhranulo.

A zustala v ateliéru po ném néjaka hmotna stopa?
To okno, které ve filmu hraje velikou roli.

Ano, to okno je tam dulezité. Viibec motiv oken, ktera mohou
byt i mfizemi.

Okno je dulezité - je to prihled a priduch, kterym se clovék
koukd i z krimindlu na slunce. Skrz okno muzeme reflektovat
svét - vyfez toho svéta. Okno je také hledacek kamery.

Kdyz se vratime k vécem z ateliéru bytostné svazanym s Divi-
Sem, tak i on sam je ve filmu osobné pfitomen. Je to on, nebo
ne?

Mam to shodit, nebo nemam?

Shoi to - a pak se domluvime, co s tim dal.
To jsem vyrobil. Chtél jsem skute¢né navodit pocit, ze je to Divi§
- i kdyz ve filmu to nikde netvrdim, ale ani nevyvracim.

A proc¢ to pro tebe bylo tak duilezité?

Nepovazuiji to za podvod na divacich, ale za urcitou formu dobové
rekonstrukce, ktera ma nést atmosféru - ten pocit. Koneckoncl
atmosféra se ani v tom ateliéru, ani na nékterych mistech v Hole-
Sovicich témér nezmeénila.

A jak jsi to natogil?

Na Bolexu N8 z padesatych let. Pak to bylo docela slozitym
zplsobem prekopirovano na $estnactku a ponic¢eno. Mé zkratka
stradné $tvalo, Ze neni jediny dokumentarni zabér Aléna DiviSe.



Existuji jen fotografie, kterych je sice dost ... Jen nevim, jestli
chci divakovi vyzradit, ze ten zabér neni z archivu, protoze ja
se jinak velmi drzim autenticity. Vzdy stejné tak mohu tvrdit, Ze
jsem ho naSel po teticce v kominé.

A prog jsi se vlastné rozhodl natogit film o mrtvém? Nemuze to
pak byt i zmrtvély film?

Mate pocit, ze Alén Divi§ dnes nema co fict? Mé jeho osud
neuvé-fitelné zasahl - jak ty existenéni, tak existencialni pocity, to
mi sedi za krkem porad. To mi mluvi z duSe. Autenticita Divise
je hlavné v jeho dile. Chtél jsem predstavit jeho osud a dilo.
Navodit zapamatovatelny pocit a otevfit moznosti k vlastni reflexi.
Bez toho by to bylo k ni€¢emu. Moznost odrazit se sam v dile
je strasné dulezitda. To, Ze ten clovék umrel, pfece neni divod,
Ze by dnes nemél co fict.

Samoziejmé, Ze ten film je svym zplsobem i 0 mné a ze skrze
Divisovu tvorbu reflektuji sebe. Na filmu jsem délal sedm let,
z toho Ctyfi roky v televizi — neuvéfitelné, u Anny Beckové, uz
tam ostatné neni... To mi pak Honza Gogola fekl, Ze mam tu
gest byt asi poslednim, kdo mohl timto zpGsobem v CT jesté
udélat film.

Celé to dlouhé nataceni bylo pronasledovano nedostatkem penéz,
takze jsem togGil vzdy, kdyz jsem néjaké penize vydélal. Velmi
kodrcavé se film dobiral finalni verze, i kdyz predstavu o tom,
jak ma vypadat, jsem témé&F neménil. Pro mé je v8ak skutecné
aktualni - vzdy je v ném i looské 11. zafi: to byl pro mé asi
nejsilngjsi existencialni pocit v Zivoté. To jsem si fikal, ze tfeba uz
brzy nebude nic. A pak se mi vybavila DiviSova kresba poboreného
New Yorku, kterou namaloval nékdy v Sestactyficatém.

Mohl bys predstavit lidi, kteFi ve filmu na Aléna DiviSe vzpo-
minaji?
Vsichni, ktefi vypovidaji, Divi§e zazili - to byl kli¢! A tak to neni jen
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film o DiviSovi, protoze skrze né reflektuje celou jednu epochu: od
predvale¢ného uméleckého Zivota, pres valku a povale¢né roky az
po léta padesata. Fascinujici i désivé pro mé je, ze Divi§ preckal
v8echny lagry a vézeni, az ho udusila naSe padesata léta.
Vsichni, kdo na né&j vzpominaji, jsou souputnici dobou. Neékteri
se s DiviSem skute¢né jen protnuli. Socharka Zdeoka Kriseova
se k nému dostala pres svou pfitelkyni Hedviku a pamatovala
ho i z predvale¢né éry. Sochaf Milo§ Chlupa¢ se s nim pro al,
kdyz Divi§ pfijel do Prahy, zabydloval se v ateliéru a oni zagali
vybirat obrazy pro vystavu s profesorem Nebeskym, ,milovanym
profesorem estetiky“, jak je krasné receno. Lenka Reinerova
DiviSe pamatuje z predvalecné éry, pak je zavfeli a jejich osudy
se rozdélily - nicméné i ona je svédek doby. Fotograf Vaclav
Chochola ho také navstivil, protoze se pratelil s Tichym a s nim
se zas pratelil DiviS. A Zden&k Sykora ho pamatoval z otevieni
jeho vystavy, ale protoZe byl z jiné generace, tak je zajimavé, jak
oni ho tenkrat vnimali. Koho tam jesté mame? Jo, Jana Stefa-
nova, ta DiviSe znala prostfed-nictvim svého otce architekta - ji
bylo tehdy tfinact Ctrnact, ale vnimala ho velmi intenzivné jako
rodinného pritele. To tfeba ve filmu neni, Ze kdyz jeji otec psal
DiviSovi v padesatych letech dopis, tak s nim radSi poslal dceru,
nez aby ho svéfil posté.

Film je tedy jakymsi mnohosténem?

Je to spiSe mozaika, ve které chybéji ¢asti - ale ty by chybély,
i kdybych vypovidal o nékom, kdo dosud Zzije. Samoziejmé jsou
bild mista, o kterych nikdo nevi. Vnimani reality je ale i v naSem
zivoté mozaikovité. Co tfeba vSechno vime o naSich rodi€ich -
a to jsou nejblizsi lidé. Ja si fikam, kolik jen u nich mam bilych
mist. Chci fict, Ze film nemuiZe zachytit ¢lovéka ve vsi Sifi, kdyz
v celé S$ifi nezndame ani sami sebe.

S kym jsi natocil prvni rozhovor?

Asi pred &tyfmi lety, mozna uz pred péti, s pani Zdeokou Kri-



seovou. To byl skute¢né az existencidlni zacatek filmu. Natocili
jsme jej jako predtacku. Mél jsem jesté néjaky technicky problém
na kamere, takze jsem vytocil jen 60 metrd - to je asi pét minut
- a domluvili jsme se, Ze pfijdeme za mésic. To uz byla pani
Kriseova v nemo-cnici, ze které se uz nevratila.

Jak postupujes, kdyz natacis rozhovory do filmu?

Snazim se s lidmi komunikovat prfedem. Jediny ¢lovek, za kterym
jsme prijeli nataCet rovnou, byla pani Reinerova - ta je svym
zpusobem hvézda, raznymi nataCenimi protreld, takze fikala:
sPrijeite a nato¢ime to rovnou“. Jesté neékdy v lété jsem udélal
rozhovor jen na minidisc s Janou Stefanovou, povidala mi o Divi-
Sové vzpomince na New York. Rozhovor s ni jsme pak nataceli
11.zafi dopoledne a mluvili jsme opét o tichu v newyorskych
mrakodrapech. Na odpoledne jsme méli domluvené jesté dru-
hé nataceni, tentokrat s Lenkou Reinerovou. Dorazili jsme k ni
a zacali si povidat. Kdyz nemam moznost s nékym rozmlouvat
pfedem, bavim se s nim o UpIné jinych vécech. Tak jsme se
tedy bavili o UpIné jinych vécech a skongili u talibanu, kdyz do
toho mi volal produkéni, a si pustime televizi. A ja mu jesté fikal:
+Neblbni, znam to tam, ty vrtulniky litaji blizko, tak se do toho
trefil ngjaky vrtulnik.“ On fikal: ,Ne, ne, ne, letadlo!” Tak jsme si
pustili televizi a uz jsme nenatogili ani okno.

Vra me se k DiviSovi. Vnimas ho jako nékoho, kdo je vie€en
osudem, nebo kdo se s nim pre?

Divi§ stradné vzdoroval. Myslim, Ze nebyl ni¢im determinovan,
ze to byl umélec, mozna introvertngjsi nez ostatni, ale doba, ve
které zil, byla takova. Vzala ho do klesti a uzasné je, ze z toho
vzdy dokazal néco tvaréim zpusobem vytézit.

Existencialismus ma mnoho rovin - ale je pro néj dlilezita revolta.
Myslis, Ze ji v sobé ma i Divis?
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Ta u néj samoziejmeé je. ZpUsob revolty je prece i uzavieni se.
Uvédomil si, ze je doba, se kterou komunikovat nebude, a Ze
jsou lidé, se kterymi rovnéz komunikovat nebude. To je velmi
existencialni forma byti, protoze ¢lovék zustava sam.

Byl Divi§ samotar?

Ne, jen introvert. Samoziejme, ze zval rlizné lidi do svého ateli-
éru, kde si povidali o tvorbé... Doba komunismu byla pfece vic
o rozmlouvani. Mam takovy pocit z vlastniho Zivota, protoze i ja
jsem mél v osm-desatych letech mnohem vic mozZnosti povidat
si s prateli, nez mam dnes.

Nemyslim si, Ze byl Divi§ temny a nekomunikujici. Ta jeho - svym
zplsobem zdanliva - nekomunikativnost byla vynucena. Musel si
totiz velmi vybirat, komu mize duvérovat, protoze lidi, ktefi se
neocitli na opaéném brehu, bylo relativné malo. V padesatych
letech uZz na né&j navic doléhaly zdravotni problémy ...

Na co vlastné umrel?

Na infarkt. Ale to je psychosomaticka zaleZitost. Rozebiral jsem se
to s jednim svym pfitelem, Iékafem, ktery fikal, Zze kdyz to ¢lovéka
na svété uz nebavi, tak se zkratka rozhodne. Neni to sice jako
u joginu, ktefi své srdce zastavi, ale ono tfeba praskne.

Umanutost smrti, kterou Divi§ v sobé ma, ta se asi proviéka
celym dilem.

Smrti se nevyhne nikdo z nas, ale vétSina ji vytésnila nékam na
periférii. VétSina z nds umira nesmitend s faktem, ze umre. Ale
Divi§ to mél, myslim, v sobé vyreSené. Mél nad tim docela veliky
nadhled - vzdy i ti kostlivci se sméjou nikoli zle, ale nékdy az
jako na mejdanu. Myslim, Ze to byla zkratka integralni soucast
jeho védomi. Byl s tim srovnany uz proto, Ze ho Zivot v Cechach
v 50. letech nebavil. Tak si myslim, ze k tomu dospél pfirozené
- i kdyZ je to tézké takhle fict.



Samoziejmé je tragické, kdyz zemre Elovék v pIné sile, kdy mlze
jesté dal tvorit. Ale na druhou stranu on uz mozna nemohl. Citil
se stisnény, svazany, spoutany - chu rozlitnout se do Francie
v ném asi silné hlodala.

Utikal tedy Divi$ k smrti? Slo o rozhodnuti, o rezignaci?
Nemyslim, Ze to byla rezignace. Ma interpretace je, Ze to byla
vnitfni volba. Nez zit v sevieni té pasti, v tom, kdy ubyvalo
pratel a kdy se i prostor pro tvorbu zuzoval tak, Ze uz ani na
oleje nezbyvaly pro-stfedky a zlstaval jen uhel a balici papir.
Koho by to tésilo.

Ve filmu pouzivas autentickych citaci. Odkud jsou, z denika?
Jedna se bui o zaznamy, kterymi Divi§ popsal své obrazy &i
kresby na zadnich stranach, o dopisy nebo poznamky z denikd,
které byly publikovany v poslednim Cisle Revolver Revue - ale
dfive jiz v Ca-sopise MY ve Ctyficatém sedmém roce. Snazil
jsem se vyhnout neautentickému slovu, a uz ve formé uvodu
nebo psaného komen-tare. VSe jsem odvypravél na autentickych
materidlech, které vysly smérem k DiviSovi nebo od Divise.

Mné to v nékterych polohach pfipomnélo deniky Jana Hance
a Skupinu 42, ta mytologie mésta, kterou ve filmu ozivujes$
stfechami.

Pafiz je snimana pres stfechy, protoZze se pod nimi ukryvaji ateliéry.
Ale tfeba z vézeni je uz natoCena i brana - ta je ale nasnimana
ze zemé. V HoleSovicich hraje podstatnou roli Libedsky most.

New York, symbol labyrintu, je paradoxné sniman nejsvobod-
néji. To proto, Ze tam byl Divi$ nejsvobodné;jsi?
Pro Divise byl mistem urcitého oddychu, kde mohl tvofit. Co
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se vngjSich podminek tyka, mél se tam asi nejlépe, ale presto
se tam nechtél vracet. Pro né&j byla klicova Pafiz - a neni divu,
kdyz do ni odjel uz v jednadvaceti letech. Pafiz byla tehdy preci
centrem uméni, tam to Zilo.

Do filmu ses pokusil dostat ¢tyfi DiviSova zachytna mésta:
Prahu, Pafiz, Casablancu a New York. Jak na tebe pusobila,
Ize je od sebe odlisit?

Praha je pofad - a dnes obzvla§ - tézka. Zvla$ proti Pafizi,
ktera je plna lehkosti. Zato La Santé, mistni vézeni, to je totalné
uzavieny ostrov, do kterého vnéjsi svét pronika straSné malo. To
je svét sam pro sebe. Kdyz se nam podafilo projit jeho branou
a ta se za nami zavfela, byli jsme v UpIné jiném mésté: s vlastni
architekturou i pravidly. Je to temny ostrov, s budovami z hné-
doc€erného kamene, ktery s Pafizi nema nic spole¢ného. New
York to je makro-organismus, vic nez jina mésta.

A pocit z Maroka?
To je tfeti svét, ten je zas uplné jinak zadumany. A je to také
tiha.

Vymezil sis pifed nata¢enim, v éem nechces délat kompromi-
sy?

Kazdopadné jsem chtél do filmu zanést osu DiviSova putovani:
Francie - Maroko, jedna vyse¢ z jeho cest - Amerika, kde na-
maloval obrazy spojené s pafizskym vézenim La Santé - sem
jsem se také chtél za kazdou cenu dostat. Zalezelo mi na tom
kvali autenticité, i kdyz by bylo mnohem snazsi si v Praze pro-
najmout néjakou celu.

Stejné tak jsem se rozhodl nepojmenovat ve filmu lidi pomoci
titulk(l, protoZe jsou autentickymi pamétniky Divise, a kdo jsou
obcansky, uz neni tak podstatné. Bohuzel, Uzus je takovy, ze
¢lovek je pojmenovavan. Velmi jsem s tim bojoval, ale ustoupim.



Veéfim, Ze kdyz divaci nemaji moznost se mé zeptat, kdo je kdo,
a kdyZz nejsou schopni to ze zavére¢nych titulki rozkédovat,
maji pravo to védét.

Televizni verze navic doznala zavérecnych - trochu drastickych
- Uprav.

O co mél byt film dels$i?

Ve filmové verzi by méla byt jeSté jedna animace DiviSovy Kyti-
ce. A kromé ni - o ticho. V zavérecnych upravach jsme z filmu
vyndali ticho, kterého je tam podle mé& v posledni tfetiné malo.
Mélo by ho tam byt vic i z ddvodu proziti ur¢itého pocitu, protoze
povidani maji ve filmu velky spéad.

Ale nebylo to zas tak uplné naskodu, protoZe to vysilala jen
televize, kterd podle mé snasi ticho daleko hdf nez biograf.

A to bylo tvé rozhodnuti, Ze televizni verze bude méné ticha?
Nebylo. Byli jsme pGvodni domluvou vazani délkou sedmapade-
sati minut, jenZze pak pfiSlo nové rozhodnuti, ze film musi mit
padesat-jedna minut, to uz byl prakticky hotov. A jak jsme to tak
zkracovali do té televizni délky, tak jsme vysekli i jednu pasaz
s Bohuslavem MartinG, ktera je, jak si dnes myslim, pro fim
dost podstatna. Ale ta bude v biografu - televize ji mit nebude,
sama se o ni pfipravila.

A pro¢ ses rozhodl rozpohybovat DiviSovy obrazy?

Animace napadly Vandu Skalovou, ale v okamziku, kdyz to fekla,
tak jsem si fikal: Vzdy je to jasny, ono to tam je! Zaprvé je
ve filmu animovany obraz Pod stfechami Pafize, coz je i znamy
Clairav film. Tyto obrazy jsou s nim svou poetikou ztotoznéné.
Divi§ filmové technologie nemél k dispozici, ale jde o urcité in-
terpolace jeho dila. Pokus jit nékam dal. Nemyslim si, Ze je to
v rozporu - konec-koncl ty obrazy se i tak jmenuiji.

Pak jsou ve filmu animované nékteré obrazy z vézeni. V tom jde
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o navaznost na deniky, v nichz Divi§ piSe, jak mu figury na zdech
obzivaji. Pro né&j byl vyjadfovaci prostfedek obraz, pro mé je to
film, ktery mulze jit svym zplsobem nékam dal. Myslim ale, ze
to je v souladu s DiviSovou imaginaci, s tim, jak véci citil. | kdyz
pfizna-vam, Ze jsou lidi, ktefi mé& za to chtéli povésit za Zebro,
ale jini zas fikali, Ze si jen vydejchli, kdyz se to pohnulo.

Ma volba ¢ernobilého a barevného materialu presna pravidla?
To jde tézko fict. Klicové bylo, ze pamétniky jsem natacel v Cer-
nobilé stylizaci, protoZe vypovidaji o dobé, ktera je ponorena
do jistého zapomnéni - je to archivni doba. Jinak to bylo dost
podvédomé. Zkratka to nedokazu raciondlné rozebrat. Treba
parizska véznice byla pro mé zvenku takova konkrétni, proto je
barevnd, kdezto zevnitf je to uz ta divisovska véznice.

A co chystas dal?

Kdyz jsem pracoval na DiviSovi, vylihnul se mi jesté jeden malif
- ale samozfejmé bych nechtél skoncit u toho, Zze budu doZivot-
né délat filmy o témé&f neznamych malifich. Tento je vSak jesté
neznamejsi, protoze o DiviSovi zasvécena verejnost docela vi,
ale o Janu Kfizkovi u nas vi opravdu malo lidi. A pfitom mu visi
Ctyfi obrazy ve Veletrznim palaci. ZvlaStnim zplsobem se prolnul
s Divisem, protoze ve stejné dobé&, kdy se on vratil do Cech,
KFizek se svou zenou odjel do Francie. Fascinuje mé rovnéz jeho
velmi zajimavy osud i tvuréi usilovani.

Kam se fadi v kontextu ¢eského vytvarného uméni?

Zarazuje se do kolonky art brutte - uméni v syrovém stavu. Snazil
se navratit ke korenim. Proto jeho dila velmi Casto pripominaji
umeéni primitivnich narodu. Jan Kfizek byl sv(j a hledal si svou
cestu velmi té&Zce. Z Pafize pak odeSli z existenénich divodu.
Mé&l navic pocit, Ze dosud jiz fekl, co chtél. Na venkové pak
choval véely, maloval, kreslil navrhy soch, ale uz nemél v sobé



nutnost k jejich realizaci.

Kdyz odesli z Pafize, mél spoustu svych véci uskladnénych
u jed-noho galeristy, ktery, kdyz odchazel do New Yorku, poprosil
Kfizka, aby si je nékam pfemistil. Tak on vyzval své pratele, aby
si vybrali kazdy po jednom kusu.

Jen Toyen pry dostala kusy dva, Tuajen, jak fikala pani Kfizkova.
A protoze on sam nemél prostfedky, aby vSe stéhoval domd,
tak vzal sochy kladivem a obrazy vyfezal z rami. Pak uz zil
dost uzavie-né a lidé z okoli ho vétSinou povazovali za vcelare
a prilezitostného zemédélského délnika.

Tvé jméno je také spojeno s kauzou Jana Kavana. To je véc,
o které se nikde p¥ili§ podrobné nemluvi. Mazes ji priblizit?
Mé zajimal Jan Kavan uz v dobé, kdy jsem byl v komisi 17.
listopadu. To jsem poprvé nakoukl do jeho svazku. Zajimalo mé
to uz proto, Ze byl spojen s Palach Pressem, coz pro mé bylo
Uzasné naklada-telstvi. Sledoval jsem spi$ psychologickou stranku
nez politickou. Pfipominalo mi to Jekylla a Hyda, clovék mezi
dobrem a zlem. Zajimal m& na tom model lidského mysleni.
A vénoval jsem se tomu problému v televizni reportazi v dobé,
kdyz se Kavan vratil do politiky jako senator. Chtél jsem otevfit
vefejnou diskusi, protoZze Clovék, ktery ma svou minulost takhle
zamotanou, by se nemél angazovat v nejvyssi politice. Tam tptiz
muze byt cilem nejriznégjSich tlaka.

A co se stalo?

Docela dlouho po tom, co byla v televizi jesté druha reportaz,
kterou jsem délal s kolegou Kohoutem, a v tydnu, kdy vysla kniha
Johna Boka a Premysla Vachalovského ,Kato, pfibéh opravdového
¢lovéka“, jsem vracel se v noci pres Horni Pocernice doma, kdyz
na mé ve velké rychlosti najizdélo auto. Nakonec se sice na par
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metrech vyhnulo, ale bylo to takové podivné varovani, kterému
jsem tehdy vlbec nerozumél. Az muj kamarad mé upozornil,
Ze by to nemusela byt nahoda. Tak jsem se zacal hlidat. VSiml
jsem si, Ze jsem za sebou mél néjakou sledovacku - jakou a &i,
to je otazka. Treba kus od baradku stdlo auto a v ném chlap,
a pak totéz auto stalo v uplné jiné Ctvrti, kde jsem byl o mnoho
hodin pozdgji.

Ale na tebe byl spachan i fyzicky utok.

Ano, 20. kvétna 2000. Dodnes si myslim, Ze se néjaci lidé bali,
ze by se zidle pod Kavanem mohla otfast. Myslim, ze to bylo
takové varovani ostatni medialni obci, aby tu knihu zbyte¢né moc
nepitvala, aby ji radSi nechala byt. A oni se kolegové, myslim,
podle toho taky zafidili.

A kde té prepadli?

Dole v bardku. Byla vypnuta elektfina, vstoupil jsem do domu
a dostal po hlavé. Upadl jsem do bezvédomi, za chvilku jsem
se probral, zruchali mé slusné. Nabourali mi ledvinu, kréni pater,
takZe jsem byl docela dlouho ve Spitéle. A jenom si vzpominam,
ze kolegové z Ceské televize si chtéli tenkrat, to jsem jesté lezel
na Bulovce, se mnou natocit reportdz o tom, co Ze se to stalo,
jenze si to chtéli natocit — do rezervy... Prasata. Jakoby tenkrat
vSichni vyslechli tajné nafizeni, ze se o tom nebude mluvit, Ze
Rezniek sice dostal do kozichu, ale o Kavanovi jen v dobrém.
V8echno jsou to existencidlni pocity — na obou stranach, moje
i téch zbabélych kolegl, jako z Camuse... A to mé& ostatné
vétSina z nas od bolde-vikl hodné silné v sobé: micet, radsi se
k ni¢emu nevyjadrovat.

Tenkrat, kdyz do mé& kopali, v chodbé domu, domu s mym
ateliérem Aléna DiviSe, jasné jsem si celou dobu myslel, Ze mé
chtéji zabit, Ze to nemulze skongit jinak. A kdyz jsem pak délal
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na DiviSovi, uvédomil jsem si teprve tehdy, Ze jsem si tam prozil
svUj okamzik smrti.

V dobé naSeho rozhovoru byla Narodni tfida prazdna, vSude
bylo podivné ticho prerusované policejnimi sirénami, druhy den
kulmi-novala v Praze velkd voda, dalSi velmi silny existencialni
pocit, pro mnoho lidi bohuZel spojeny se ztratou domova. Pre-
nocoval jsem v evakuovaném domé v HoleSovicich, kde mam
ateliér. UpIng tichy a temny ginzak, pocit k neuneseni. Ticho
prferuSované sirénami, navic odlétli také ptaci... Rano potom,
kdyz kulminovala Vltava jsem dotocil prakticky posledni zasadni
zabéry z HoleSovic do filmové verze Sbohem slunce.

CAFE LOUVRE, NARODNI TRIDA, PRAHA - 13.8.2002
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The Rise of the Spring

DIRECTOR: JANA SEVCIKOVA.
PHOTOGRAPHY: JAROMIR KACER. SOUND: JIRI PESR. MUSIC: ALAN VITOUS. EDITOR: LUCIE HALADOVA. CZECH REPUBLIC 2002. 55 MIN.

This documentary on which Director Jana Sevéikova worked for several years is above all a portrait of a Japanese dancer and chore-
ographer, Mino Tanaka. The film is bounded by two performances of Blessing the Springtime — of which one took place at a Prague
theater, and the other was an open-air performance which took place at Tanaka’s mountain farm at Hakushu. The period in-between
the two is filled by creative work with other adepts of the art of dancing which also represents work on one’s self. Tanaka is a distinct
personality of the alternative theater, his appearances with Mai-Yuku Group are a reaction to life overfilled with technology, detached
from nature, a world of a widening gap between man and his kin. The Buté dance demolishes all established notions of dance esthe-
tics. Stemming from Japanese traditions it aims at liberating the body, through its underlying rituals it escapes the bonds of reason, is
an extension of the theater where the mind insists on a new language, the language of the body: For a mind to become creative it
must fall back on its beginnings. We must not years for anything but a return to the infinity of the universe. To be reborn. To be born
out of the womb is no longer enough. Tanaka’s creations are an example of the supreme form of current scenic dance, it percolates
through a metaphoric network of his country’s poetic heritage, the body blends to a boundary of the dialogue of cultures, is a seam of
sorts joining worlds which are impenetrable for one another. The meditative motion operates with a polarity of energy, the dancing body
has mastered the space where it proves its potential , it embarks upon a road towards a spontaneous existence, by its motion within
space it thinks, it traces a mark. The utterly esthetic motion seems to visualize the streaming of energies, their crossing and blending.
It is becoming an universal feature which can be grasped without having to sift and poke the characters of different languages. The
camera proceeds to slowly discover a house on an island where a forest is reflected, slow motion means concentration, the segments
of the performance focus mainly on body motion, on what is and is no longer, the author makes use of both black-and-white and
color, seemingly light-weight fragments of the performance alternate with exhaustive exercise, they amalgamate as a naked body does
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Svéceni jara

REZIE: JANA SEVCIKOVA.
KAMERA: JAROMIR KACER. ZVUK: JIRl PESR. HUDBA: ALAN VITOUS. STRIH: LUCIE HALADOVA. CR 2002. 55 MIN.

Dokument, ktery nékolik let pfipravovala rezisérka Jana Sevéikova, je predevsim portrétem japonského tane&nika a choreografa Mina
Tanaky. Film ohraniCuji dvé uvedeni predstaveni Svéceni jara — jedno se konalo v prazském divadle, druhé pod Sirym nebem na Tana-
kové horské farmé v Hakusu. Cas mezi nimi je vyplnén tvargi praci s dal&imi adepty tane¢niho uméni, i ta je praci na sobé. Tanaka je
vyraznou osobnosti alternativniho divadla, jeho vystoupeni se skupinou Mai-Juku jsou reakci na pretechnizovany Zivot, ktery se odtrhl od
pfirody, na svét, ve kterém se stdle vice otevira mezera mezi ¢lovékem a druhymi. Tanec but6é bofi zazité predstavy o estetice tance.
Vychéazi z japonskych tradic, m& osvobodit télo, s podtextem ritudll unikd rozumu, je extenzi divadla, kde mysl pozaduje novy jazyk
a tim jazykem se stava télo: Aby byla mysl tvaréi, musi se navratit ke svym pocatkim. Nesmime prahnout po ni¢em jiném, nez se vratit
do nekone¢na vesmiru. Byt znovuzrozeni. Nestaci uz jen zrodit se z délohy. Tanakova tvorba je prikladem vrcholné formy soucasného
scénického tance, protéka metaforickou siti basnického dédictvi své zemé, télo se stava splyvavou hranici dialogu kultur, je jakymsi
Svem mezi navzajem neprostupnymi svéty. Meditativni pohyb pracuje s polaritou energii, tancici télo ovlada prostor, ovéfuje si v ném své
moznosti, vydava se cestou spontanniho byti, svym pohybem v prostoru mysli, t€lo piSe. Vysostné esteticky pohyb jako by zviditelooval
proudy energii, jejich kfizeni a miseni. Stava se univerzdlii, rysem, kterému lze rozumét bez presypl znakl ruznych jazyku. Kamera
zvolna objevuje dim na ostrove, ve kterém se zrcadli les, pomalost je soustfedénim, vyfezy z predstaveni se soustieiuji pfedevsim na
pohyb téla, na to, co je a uz neni. Autorka pracuje s Cernobilym i barevnym materidlem, zdanlivé lehké fragmenty predstaveni stfidaji
vysilujici cvi€eni, jsou spojeny jako nahé télo tancici s jinym nahym télem, jako lidé z celého svéta, ktefi chtéji proniknout do tajemstvi
tance - Japonka, Kanaian, Rus, Norka, Ce$ka, Raku$anka, divka z Nového Zélandu, ti vSichni cht&ji poznat svét na tfech cestach viry,
vytrvalosti a pochybnosti, které v zenu znamenaji otazky. U¢i se ptat i po smyslu tance, védi, Zze rovnovdha mi€enlivé iluminace nesmi
byt klidem, Ze nesméji ztratit nevédomost a otevienost zacate¢niki — jen tak mohou byt otevieni véemu novému. Jde o jakési vizudlni
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with another naked body, as people from all over the world who desire to fathom the secret of the dance, a Japanese, a Canadian,
a Russian, a Norwegian, a Czech girl, a girl from Austria and another from New Zealand, it is the wish of all of them to get to know
the world via the three routes of faith, endurance, and doubt which in Zen convert to queries. They also learn to ask about the me-
aning of dance, knowing that the balance of a taciturn illumination must not be quietude, that they must not lose the ignorance and
openness of beginners, that this is the only way for them to remain open to whatever new they encounter. It is a sort of visually sei-
zing an unknown territory in a magic act of body projection, it is an identification with the vitality of the ritual. Sevéikova proceeds to
further develop the potential of the lyric document, poetic images prevail over realistic description or psychological analysis, the Director
accentuates a sensorial perception of reality, she scurries to impression, eyesight is to mediate the feeling experienced by the entire
body — modern man desires to touch the secrets by his own sensory organs. In the film the life of man is reflected in plant life; the
distinctive upward motion, rapid in case of human blood and sedate in that of plant sap, gradually converge, man calms down and his
motion comes to slowly merge with the quiet majesty of the surrounding nature: We must adopt and appropriate our dead, we have
to join their lives to our own, so that we may be more alive with every breath we take, more full every instant toward ourselves as
well as toward the other beings. Freely grown into one.
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zmocnéni se neznamého teritoria v magickém aktu télesné projekce, o ztotoznéni se ve vitalité ritualu. Sevéikova dal rozviji moznosti
lyrického dokumentu, poetické obrazy prevladaji nad realistickym popisem ¢i psychologickou analyzou, rezisérka klade diraz na smyslové
vnimani skutecnosti, utikd k impresi, zrak ma umoznit pocit prozitkl celého téla — moderni €lovék touzi po tom dotknout se tajemstvi
vlastnimi smysly. Zivot &lovéka se ve filmu zrcadli v Zivoté rostlin — odligny pohyb vzharu, s lidskou krvi prudce a s mizou rostlin pomalu,
se postupné vyrovnava, clovék se zklidouje a jeho pohyb se zvolna prolind s klidnym vzmachem okolni pfirody: Je nutné si pfisvoijit

k ostatnim bytostem. Svobodné srostli.






Rozhovor

Vase filmy se promitaji na vyznamnych festivalech po celém
svété. Jak rizné jsou reakce na né, kdyz jejich divaci ziji v roz-
liénych kulturach a kontextech mysleni?

Reakce jsou spole¢né. Kdyz jsem poprvé promitala Piemuli v San
Franciscu, prekvapilo mé, na jaké otazky se pfi diskusi po filmu
dovedli lidé ptat - skoro jako u nas. Pfed nékolika dny jsem se
vratila z Colorada, kam jsem byla se Starovérci pozvana na festival
v Telluridu. Film uvadél pan rezisér Werner Herzog. Pokazdé se
mnou zustal i na diskusi po filmu. Byla to radost.

Rikala jste mi také, Zze se vase filmy pouzivaji pfi studiu antro-
pologie.

Jo, pfed nékolika lety mi pfiSel dlouhy seznam antropologickych
univerzit v USA, kde byla uvedena Piemule a Jakub. Na jafe
v Pafizi ke mné pfiSel pan, ktery byl schopen citovat z Jakuba.
Oslovil mé jako profesor antropologické univerzity v Manchesteru
a fikal, ze Jakubem kazdy rok zacina a konci svlj seminar. Ne-
davno mi také psali z Turecka, Krakowa, Osla... ale dost — nikdy
jsem totiz nechtéla tocit etnograficky film a takhle to dopada...
Letos v Jihlavé predstavujete svtj nejnovéjsi film Svéceni jara,
v némz vystupuje Min Tanaka. Pamatujete si, kdy jste ho vidéla
poprvé?

V roce 1984 vystoupil Tanaka poprvé na Chmelnici. Tehdy se
to dozvédély takové ty damiCky z ministerstva kultury, které se
pak na néj pfiSly podivat v o€ekavani klasického japonského
tance. A najednou uvidély nahého chlapa s velikym bimbasem,
ktery po pddiu rozhazoval ryzi a podivné se pohyboval. Timto
predstavenim vstoupil Tanaka do povédomi nejen téchto dam, ale
predev$im tehdej$iho publika na Chmelnici. KdyZ pfijel podruhé,
tancoval v podivném prSiplasti, po levé strané stély praktikable
a byla otevfena okna. No a on k nim svymi pohyby pfitancoval,
vylezl na jeden a zmizel venku.
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Vsichni jsme se nadechli - nikdo nevédél, co se déje. Slyseli
jsme jen projizdgjici tramvaje a hlasy lidi z ulice vstoupily mezi
nas. Po chvili Tanaka vedlejS$im oknem pfitancoval zpét. Byl to
nezapome-nutelny okamzik.

On zmizel oknem?
Bylo to samoziejmé UpIné jednoduché, protoze venku stalo leSeni.
VSiml si toho a propojil je se svym tancem.

To uz jste védéla, Ze o ném chcete natogit film?

O tom jsem vibec nepremyslela. Az kdyz mi Ondrej Hrab fekl,
Ze se Tanaka z japonského podzemi prestéhoval na farmu, kde
si pofidil hejno slepic a vybudoval zemédélské kralovstvi, vzbudilo
to ve mné nostalgii. Nechapala jsem jeho tanec. Nevédéla jsem
vlastngé, co déla. To byl duvod, pro€¢ jsem se o ném rozhodla
natogit film.

A jak presné vypadal jeden den na farmé, jaky mél rytmus?

V Sest rano vstava$ a musi$ na pole. Pak dostane$ snidani -
samo-zfejmé ryzi, ta se jedla tfikrat denné. Poté zacalo dvou-
hodinové cviceni, které musi§ provadét v neuvéfitelném tempu.
To byl Sileny napor - na télo i na duse. Odpoledne pak dilna
- v8ichni byli roz-ldmani, utahani, ale presto vyplouvaly na povrch
pozoruhodné véci. A pak se Slo zase na pole - az do vecera.

Na pole chodil pracovat i Tanaka?

Nékdy. V té dobé mél moznost s celou svou skupinou pracovat
v tokyjském divadle a je$té chystat vlastni predstaveni. Rikala
jsem si, pro¢ s nimi nechodi kazdy den, ale on uz si tam tu praci
vydrel, kdyz zakladal farmu. Stejné to ale byla Skoda, protoze
kdyz pfiSel, mélo to jinou energii. Z toho, Ze se dilné nevénoval
soustfedéné, vznikaly pak problémy i mezi ucastniky.



O co tedy presné Tanakovi $lo?

Minovi §lo o to, aby kazdy &len jeho dilny byl schopen procitit
predstavy v téle, sledovat fyzicky pocit a v tom momenté mozna
pfijde pohyb. Bylo to velmi silné a hluboké. Tanaka fikal: ,Myslim,
Ze to souvisi s citlivosti a vnimavosti vaseho téla. Abyste to mohli
vic prozit, nebudete si pomahat ani rukama, ani nohama. Puljde
za vas télo, abyste poznali, jestli jste schopni télem vnimat.”
Kazdy tane¢nik mél vytvofit velmi silnou vizi. ,Vkladejte do téla
vic citu, vnimejte prostiedi, v némz kra¢i.“ Rikal, Ze je to hned
poznat, kdyz jde jen o pouhy pohyb, ktery se stane formou,
anebo kdyz si Clovék predstavuje néjakou existenci.

Jaka byla jeho cvi¢eni?

Treba takova, ze jde§ se zavienyma ocima a uci§ se vnimat
krok, zemi, po které Slapes$, prostor, ve kterém se pohybujes. Jde
o to naucit se hmatem vnimat véci, na které saha$. Skute¢né si
uvédomovat, Ze Zije$ tei a tady. Jednim z nejvétSich prisert nasi
kultury je neustala roztékanost. Tam byla ta koncentrovanost tak
ostral To uvédoméni si, ze to jesté existuje, je nezapomenutelné!
O to jde v Tanakové divadle. To je jeho svét.

Vibec vychodni filosofie je zaloZzena na odevzdani se celku. Na
to my nejsme zvykli, protoze u nas je zvykem péstovat ego -
zatimco tam ho musi$ utratit. S tim vSichni bojovali. Nechtéli
ztracet sva ega. Ale kdyz se podiva$ na Starovérce, tak i oni
odevzdavaji sva ega.

Vy sama jste se s chuti odevzdavala Tanakovi?

V té dobé ne. V8echny nas spojovala pravé ta nechu odevzdat
se mu. Ale kdyZ jsem se v pribéhu nasledujicich deseti let né-
¢emu odevzdavala, tak vzdy tomu, co Tanaku presahovalo, co
bylo nad nim, co on jen zprostfedkovaval.
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A mate vy sama néjakou silnou osobni zkusenost s Tanakou,
ktera vystihuje zmidoovanou rozdilnost kultur?

Tanaka dovede neuvéfitelné pracovat s energii, dovede t& ji oprav-
du zasahnout. Pfi jedné skupinové dilné jsem dostala energetickou
facku a dnes si myslim, ze to bylo ve spravny €as. Tehdy jsem
se toho bala. Hledala jsem, co je mi pfirozené, co je ma kultura.
Chybélo mi kfes anstvi. Ale navzdory mému uzavirani se mgj
osobni vyvoj rozebéhl s Tanakovou iniciaci i beze mé.

Proé jste po navratu nezaéala film stfihat? Cim to, Ze jste ho
dokong¢ila az po deseti letech?

Po nékolikadennich jizdach sem a tam na stfihacim stole jsem
pochopila dvé véci. Tézkou japonskou kocovinu a silnou jistotu,
ze tei to neumim! Neméla jsem chu to nikomu vysvétlovat. Ani
ministerstvu kultury, ani moznym dramaturgdm. Zudstala jsem s tim
sama. Uz kdyz jsem natacela Jakuba, védéla jsem o Starovércich.
A tak jsem si vzala bagl a odjela do Rumunska. Na necelych
pét let, samozfejmé s prestavkami.

A jak stiihate?
Film si nestfiham. Pouze ubiram. A ubiram. Skrze Cas jsem se
dostala k okamziku, kdy jsem byla schopna vyhazovat i ty nej-
krasnéjsi zabéry &i situace z obou filmu, protoze jsem uz védéla,
Ze v celku rusi.

Mate jasnou hranici, za kterou nenatocite ani okno, i kdyz vas
to jako rezisérku mrzi?

U Starovércl to byly ,stoleti“, kdy jsme museli s kameramanem
Jaromirem Kagerem &ekat. U Piemule a Jakuba pfiSly okamziky,
kdy jsem s t&mi lidmi radé&ji nékam $la nebo jsme se opili a na-
toCili to az druhy den, nebo za tyden, za mésic — u Staroveércl
tfeba az za pdl roku. U Tanaky ve Svéceni nastaly chvile, kdy
jsme radgji rychle v8echno sbalili.



Miluvila jste o filmu s Tanakou? Zajimal se, jak bude vypadat?
Myslim, Ze byl trochu zasko€en tim, co jsme tocili. Mozna si pral
film o sobé. Ale ja si v Japonsku uvédomila, Ze nejpodstatnéjsi
by byl film o Tanakovi bez Tanaky. Myslim tim bez jeho vypovédi
na kameru.

Ve filmu pouzivate ¢ernobily i barevny film. To byl od poc¢atku
zamér?

Tanakovo predstaveni je postaveno nejen na pohybu a tanci, ale
také na obrazech. Nikdy jsme do jeho zasvicenych scén neza-
sahovali. N&které sekvence filmu jsme naopak natéaceli ¢ernobile.
Treba pfi cviCeni, kdyz studenti nosili Cervena, Zluta ¢i fialova
tricka — to v Cernobilé ztraci dllezitost, soustfedi§ se na pod-
statnéjSi. Nebo nékteré zabéry na poli.

Cernobila je tedy vyrazem soustfedénosti, ale i uréité véedno-
dennosti?

To ne! Vzdy je Castgji drasavéj$i nez barva. Ma svoji nezastu-
pitelnou poesii, drsnost, rytmus. Ve Svéceni jara kaligrafie tance
k Cernobilé pfimo vyzyvala.

Vy tedy ve stfizné skladate takovou partituru stfiht, pracujete
se stfihem jako s hudbou.

To jsou moc silnd slova. Bez pandka zpivdam dost fale$né.
Jsou to spi$ takové hudebni nalady. Pocity, o kterych nemohu
uz zpétné fict, pro¢ je to & ono barevné, nebo &ernobilé. Ten
film jsem davala dohromady pres rok, stale jsem prehazovala
a vyméoovala zabéry. Pak jsem to celé rozlepila a se stfihackou
Luckou Haladovou jsme se do toho pustily spolu. Néco zustalo,
jiné se vyhazovalo a opét vracelo.

A pro¢ jsou Starovérci €ernobile umirnéni?
Prechazela jsem nacerno mezi Guatemalou a Hondurasem. Jela
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jsem s indiany, ktefi nas na takové malé lodiCce prevazeli po
zvlastnich kanalech podivnou krajinou. Ta vSudypfitomna zeleo
se najednou tlumila, az bylo vSe kolem Sedivé - dostalo to upiné
mysticky nadech. Vzpomnéla jsem si na dunajskou deltu.

A zpatky se mi tento okamzik vybavil pravé ve chvili, kdyz jsem
po ni jela: byl podvecer, kolem dokola ta podivna architektura
stromu... a v8e bylo opét nebarevné. A kdyz pak uvidi$ i ty lidi,
ktefi chodi v Cernych kaftanech... Vim, kolik jsem v tom filmu
udélala blbosti, ale nikdy mé& nenapadlo, Zze by mél byt v nékte-
rych momentech barevny.

Vase filmy prostupuje tiché soustredéni. Jak pracujete s ti-
chem?

Kdyz Alan Vitou$ zacal pfemyslet o hudbé k Jakubovi, zeptal se
mé, jaky typ muziky bych si predstavovala — fekla jsem mu, aby
tam bylo co nejvice ticha.

Ticho je jako barva. N&kdy na tebe kfi¢i. Rve. Jindy ho mas
pro sebe. Mam rada ticho, které patfi ¢lovéku sedicimu v kiné -
a v tom okamziku zalezi jen na ném, ¢im si to ticho napini.
Podobné je to s barvou. Nejvic mi sedi barva-nebarva. Jen ob-
¢as, vdak to zna$, najednou jako kdyZ né&co praskne. Cervena.
Zelena. Nebo jina. Pak je zase ticho. Ticho barvy.

Jak shanite penize na své filmy?

To je jednoducha odpovéi: Jakuba jsem financovala celého sama
- koupila jsem si kameru, malou Sestnactku, a material. U Staro-
vércl jsem méla to Stésti, Zze se Jakuba podafilo prodat do Arte
a nékolika dalSich televizi. Penize jsem schovavala pro dalsi film.
Navic jsem méla to Stésti, Ze na prekopirovani a vyrobu kopie
s titulky jsem dostala grant. Na Svéceni jara jsem dostala grant
jak na nataceni, tak na dokon€ovaci prace. Dala jsem do toho
ale i dal$i penize, které jsem si vypuijcila.



Kameraman. Zvukar. Hudebnik. Stfiha¢. Bytosti, které se mnou
(kazdy po svém) potkavaji krajiny, poznavaji lidi, toulaji se milénii
a spokoji se s honorafem k udrzeni zivotniho minima. Bez nich
by tyto filmy prosté nebyly!

Z ¢eho ale zijete? Musite mit néjaké zaméstnani?

Abych tei mohla pfipravovat film, je pro mé dulezité prodat Sta-
rovérce a mit zase néjaky ten balicek — &i balik, jak to nazvat.
Nebyt na nikom zavisla. V dobé nataéeni Jakuba jsem myla schody
na OPBH. Pak pfi$la Terka a s ni: matefské stipendium. Nejsem
sama: je tu mala Terka, Velky Guido a statny pes Aran.

Premyslite o novém filmu?

Ano. Ale uvidim. Nepospicham. Hledam. Po Tanakovi a Staro-
vércich najit silny namét, to je tézky. Abych do toho dala zase
v8echno, co jsem dala pfedtim, abych byla schopna prodat po
babi¢ce vSechny mozné Sperky, aby se zas v8echno otacelo na
material. To tam ale nefikej...

A pro¢?

Nejsem hrdina, ani chudak. Mam veliké Stésti, ze délam, co dé-
lam: pro mé je film stav byti - jinak by mé to nebavilo. Doufam,
7e nebude potfeba, abych zase myla baraky - uz bych na to
neméla fyzicku, to je totiz docela zahul.

Rikala jste, Zze kdyz jste natacela Jakuba, uz jste védéla o Staro-
vércich. Vite i tei néco o svém pristim filmu?

Potfebuji odjet. Dosud jsem méla malou holku a védéla, Ze
kdybych odjela, tak ji ublizim. Navic jsem méla stras$ny trapeni
se svym tatou - a to trvalo skoro cely minuly rok. | v tom mi
pomohli Starovérci a Svéceni: nikdy jsem si nemyslela, ze bych
byla schopna tatovi zatlacit o¢i a oblict mu ponozky. To jsou ty
véci, o kterych jsem celou dobu mluvila.

HODKOV - 21. 8. 2002

ROZHOVOR / JANA SEVCIKOVA

60



KRAJINA



LANDSCAPE / PAVEL STINGL, DAVID VAUGHAN 62

The Second Life of Lidice

DIRECTOR: PAVEL STINGL, DAVID VAUGHAN. PHOTOGRAPHY: MAREK TICHY. SOUND: JAN VALOUCH.
EDITOR: LENKA POLESNA. CZECH REPUBLIC 2002. 58 MIN.

The village of Lidice near Kladno was razed to the ground by the Nazis on the 10th of June, 1942: 172 men were shot there, the
rest of the male inhabitants of the village was executed later in Prague, 196 women taken to a concentration camp, 105 children
deported for racial review. Only seventeen of them were found after the war. Every single building in Lidice was torn down, the
remains razed by bulldozer. The press in the protectorate called the act a just revenge for the death of Reichsprotektor Reinhard
Heydrich. Pavel Stingl’s documentary film points out how the view of the tragedy that happened 60 years ago evolved with time. It
shows the world’s reaction to it and further works with the film by British director Humprey Jennings called The Quiet Village, which
was shot in United Kingdom in 1942. Screenplay of this acted reconstruction of the Lidice tragedy was written by the director of
propaganda department of Czechoslovak exile government in London Viktor Fischl, who later served as an Israeli ambassador. The
feature film was shot on location in a vilage of Cwmgiedd in South Wales and it became a transparent symbol of the fight against
nazism. After the communists took over the Czechoslovakia in 1948 Lidice was once again used as a propaganda tool substituting
the word ,fascism“ with the word ,imperialism“ to serve the particular needs of the communist power. Stingl’s film thoughtfully shows
all the variations of the symbol, intertwines it with the destinies of the people who were personally affected by the tragedy. Crucial
part of the movie is represented most of all by the use of the British film reconstruction of the tragedy. It stands in sharp contrast
with the nazis‘ own recording of the events in Lidice, both ethically and technically (actual recording versus stylized reconstructi-
on).. The parts of the victims of Lidice were played by Welsh miners in the British movie. The alive tried to portray the destinies
of those already dead. Stingl’s today’s view, using both intensity of the historical contrasts and personal memories of people from
Czechoslovakia and United Kingdom, reveals yet another transformation of the Lidice tragedy, courtesy of forty years worth of history
desinterpretation on the part of undemocratic regime. British journalist David Vaughan is one of the principial colaborators of the
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Druhy zivot Lidic
REZIE: PAVEL STINGL, DAVID VAUGHAN.
KAMERA: MAREK TICHY. ZVUK: JAN VALOUCH. STRIH: LENKA POLESNA. CR 2002. 58 MIN.

Nacisté 10. ¢ervna 1942 vymazali z mapy obec Lidice na Kladensku: pfimo v Lidicich zastfelili 172 muzl, zbyli muzi byli popraveni poz-
dé&ji v Praze, 196 Zen odvlekli do koncentracniho tabora, 105 déti bylo deportovano k rasovému zkoumani. Vypatrano jich bylo po valce
sedmnact. VSechny domy v Lidicich byly zboreny, jejich zbytky rozjezdil buldozer. Protektoratni tisk oznacil akci za spravedlivou odvetu
za atentat na Fi§ského protektora Reinharda Heydricha. — Dokumentarni film Pavla Stingla pfipomina promény pohledu na tragédii, od
které letos uplynulo Sedesat let. Priblizuje svétovou reakci na ni a pfedevSim navazuje a dale pracuje s filmovym dokumentem britského
reziséra Humprey Jenningse Ticha ves, natoeného ve Velké Britanii v roce 1942. Namét hrané rekonstrukce lidickych udalosti pfipravil
Cesky spisovatel, tehdejsi vedouci oddéleni propagandy Ceské exilové vliady a pozdéjsi vyslanec lzraele Viktor Fischl. Snimek byl natocen
ve vesnici Cwmgiedd v jiznim Walesu a stal se transparentnim symbolem boje proti nacismu. Po valce, respektive po komunistickém
prevratu byly Lidice znovu vyuzity pro ucely propagandy. V duchu dobovych frazi se slovo faSismus nahradilo imperialismem a tuha
komunisticka i pozdéji rozbredle socialistickd moc dokazala vyuzit symbolu Lidic ve svUj prospéch. Pieta tak prosla nékolikanasobnou
transformaci. Stingldv snimek premyslivé ukazuje variace symbolu, propléta je s osudy lidi, kterych se udalosti osobné dotkly. Zasadni
— a nejenom z hlediska filmové historie a reflexe dokumentarni realizace skute€nych udalosti — je otisk pfibéhu Lidic v britském filmu.
Jde samoziejmé o étos filmu, o jeho nemravnost (obhajoba zla vzchazejici ze zabér( skutec¢nych udalost) nebo o etické poselstvi (vy-
rustajici ovSem z imitace, z rekonstrukce natoCené za Ucelem propagandistického vytézeni). Na jedné strané je nacistickd propaganda,
ktera vyuzila z&b&r( skuteéné akce — tady pfipomedme, a to je véc, které se film nedotyka, ze v Lidicich natagel $tab Ceského zvu-
kového tydeniku Aktualita: filmovala se destrukce barokniho kostela, $koly a Horakova statku, ¢leny $tabu byli také produkéni a rezisér
Jan Kugera a kameraman Cenék Zahradnitek, tedy vyznamni reprezentanti Seského avantgardniho filmu. Na strané druhé je stylizovana
rekonstrukce, podobenstvi vychazejici z preneseni identity eské vsi a jejich obyvatel do Walesu. Walesti hornici ve filmu hrali Cechy -
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movie. He once bought a book about Lidice in one of Prague‘s used books shop, then loaned it to Canadian sociologist David Kirk
who was investigating destinies of Lidice children and knew about the forgotten British film portraying the tragedy. He told Vaughan
about it, which marked the first step on the way to creating the new movie.
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vzali na sebe identitu obyvatel vsi vypalené na kontinent&, Zivi se pokusili ztvarnit osud jiz mrtvych. Stingltv dne$ni pohled, vyuzivajic
intenzity dobovych protikladGi a osobni vzpominky lidi z Cech i Velké Britanie, s sebou navic nese stopy dal$i promény odkazu lidické
tragédie, a to nanos Ctyriceti let historického vykladu poplatného nedemokratickému rezimu. Na filmu spolupracoval David Vaughan,
britsky novinar, ktery v jednom prazském antikvariaté zakoupil knihu o Lidicich, vydanou hned po valce, tu pak zapuijcil kanadskému
sociologovi Davidu Kirkovi, patrajicimu po osudu lidickych déti, a byl to pravé on, kdo mu o zapomenutém filmu rekl.



LANDSCAPE / MARTIN REZNICEK 66

Moment of Fame

DIRECTOR AND PHOTOGRAPHY: MARTIN REZNICEK.
SOUND: VACLAV VANECEK. EDITOR: MILOS MALEK. CZECH REPUBLIC 2002. 41 MIN.

Martin Rezni¢ek, whose extraordinary portrait of the painter Alén Divi§ will be shown as a part of Czech Joy, has taken his camera
to places affected by the recent floods in order to show the variability of responses to the silence of the landscape after the waters,
which turned the lives of many upside down in a matter of days, finally subsided. The director is also the cinematographer, imme-
diately responding to the situation at hand. Rezni¢ek and his camera are united in an all-seeing being that can describe things with
great preciseness. As a result, his reportage also contains a polemic with the general, ideal interpretation of the state of danger, re-
presented by the media filter of newspapers and television which are convinced that they embody clear ethics and present stories of
mission (encouragement, heroism and compassion). However, these stories are presented in random images that media believe in, in
a set of values that media use to convince themselves that they are the only measure of reality. The media remain cold, incapable of
intensity and immediacy; the sheer volume of value consciousness is beyond the reach of television (as a stream, not as a work in it).
But documentary film cannot give up on the task at hand - it must search for values for which television is simply too geometrical.
Reznigek’s film starts with a selection of TV news footage: we see cleaning of the capital and empty streets carrying the sounds of
danger, sirens and emergency dispatches. In the morning, a man was seen floating in the river on a raft made of a peace of fence
and although rescue teams tried to save him from several bridges, strong river current made it impossible. The silhouette of the drifting
man became one of the symbols of this year’s floods and his photographs (on the river and later from the hospital) appeared in all
newspapers and magazines and the image also became a suitable television newscast break. Reznitek’s documentary starts where the
media mining ended. The film contains a number of parts with titles based on Beethoven’s Fifth. The man’s confession is complemented
by intermezzos of a different tone — flashbacks of aerial footage, people cleaning their houses or young men hunting for beer cases
high in trees, where the flooding hanged them. The director meets his sad hero at a bus stop where his bus does not make stops.
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Chvile slavy

REZIE, KAMERA: MARTIN REZNICEK.
STRIH: MILOS MALEK. ZVUKOVY MIX: VACLAV VANECEK. CR 2002. 41 MIN.

Martin Rezni¢ek, jehoz vyjimeény portrét malite Aléna Divise uvadime v Ceské radosti, se sam vydal s kamerou na mista postizena
povodnémi, aby ukazal proménlivost odpovédi k mi¢eni zemé po opadlé vode, kterd béhem nékolika dni dokazala prevratit zivot radé
lidi. RezZisér si je kameramanem pfimo reagujicim na situace — je s kamerou srostly, je bytosti oka, a proto s ni dokaze tak presné
pséat. V jeho reportdznim dokumentu je tak obsaZena i polemika s obecnym, idealnim vykladem stavu ohroZeni, které reprezentuje
medidlni filtr novin a televizi, pfesvédcenych, ze samy jsou Cistou etikou, ze prinaseji pfibéhy poselstvi (povzbuzeni, state¢nosti, sou-
citu). Ale ty nabizeji toliko v nahodilych obrazech, kterym samy véfi v okruhu hodnot, jimiz se presvédcuji, Zze jediné ony jsou méfit-
kem skuteCna. Zlstavaji prili§ chladnymi, neschopny intenzity a bezprostfednosti, Sife hodnotového védomi zlstava pro televizi (jako
tok, nikoli jako dilo v ném) prosté omezena. Ale dokumentarni film se nemuze vzdat ukolu hledat hodnoty, pro néz je televize pfili$
geometricka. Rezni¢kiv snimek zadina také vyfezem z televiznich zprav - vidime, jak se vyklizelo hlavni mésto, v prazdnych ulicich
se rozléhaly zvuky ohroZeni, sirény, hlaSeni. Dopoledne se na fece objevil muz, ktery plaval na kusu plotu jako na voru, zachranéfi
se jej pokous$eli zachytit na nékolika mostech, ale pro silu proudu to nebylo mozné. Silueta osamélého ¢lovéka plujiciho rozvodnénou
fekou se stala jednim ze symboll leto$nich povodni, jeho fotografie (z plavby, pozdéji z nemocnice) otiskly noviny a ¢asopisy, obraz
muZe na vodé se také stal vhodnym predélem televiznich zprav. Rezni¢kdv dokument zadina tam, kde skondil medidlni vytézek. Film
se sklada z useku pojmenovanych po ¢astech Beethovenovy Osudové. Zpovéi muze doplouji odlisné ladénd intermezza — problesky
leteckych zabérl, lidé vyklizejici své domy nebo mladici, ktefi vybiraji prepravky od piv z korun stromd, kam je zavésila velkd voda.
Svého smutného hrdinu potkava rezisér na zastavce autobusu, ktery tady ale nestavi. Nabidne mu svezeni a necha si vypravét pribéh
Clovéka, kterému povodeod vzala vSechno — nema nez tasku s par vécmi. Spole¢né navstévuji jeho chatu prevracenou na bok i mis-
to, kde pracoval — v8echno je plné bahna a suti. Do auta nalozi par plechd a vezou je do sbérny. Tady situace kulminuje: od muze,
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The director offers him a ride and lets him tell the story of a man from whom the floods have taken everything — he has nothing left
but a bag with a few things. Together, they visit his summer cottage and the place where the man worked, but everything is full of
mud and debris. They load a few metal sheets into the car and drive to a recycling site. The story culminates there: the staff will
not buy anything from a man they consider a thief. At the end, the director must sell the sheets himself. The money is enough only
for a lunch. The extremely cruel scene from the recycling site, which embodies all the heartlessness of periphery, fades away at the
Smichov train station, where Rezni¢ek tries to find the man. But there are different stories circulating among the homeless. The film
ends with the frog face of Prague’s Mayor saying that everything is under control.
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kterého maji za zlodé&je, nechtéji nic vykoupit, takze nakonec plechy proda sam rezisér. Penéz je tak na jeden obé&d. Mimoradné surova
scéna ze sbérny, do niz se stahla veSkera necitelnost periferie, pak odeznivd na smichovském nadrazi, kde se Rezni¢ek pokousi muze
najit. Ale mezi bezdomovci jsou uz jiné pfibéhy. Film uzavira zabi tlami¢ka prazského primatora, ktery tvrdi, Ze vSe je pod kontrolou.
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As smoke of marihuana are poet’slines

DIRECTOR: JOSEF CISAROVSKY.
PHOTOGRAPHY: KAREL MACHOO. SOUND: ZBYNEK MADER. MUSIC: KAMIL HOLUB. EDITOR: MILOS MALEK. CZECH REPUBLIC 2001. 30 MIN.

The producer was inspired by confessional retrospective verses of Jaroslav Seifert (1901 — 1986), a Nobel prize winner, including verses
from a collection called ‘Halley’s Comet’ to his last collection ‘Being a Poet’, and created this ambitious project. He chose a couple of
verses and he accompanied them with a multifarious collage of emotional and scenic scenes, fragments from old weekly magazines.
All of this illustrates the difficulties of the Czech 20" century. He also includes fragments of authentic dialogs with the old poet, the
dynamics of symbols regarding the November revolution. Cisafovsky tried to find a film language that would concore with the language
of the poet, using methods of absolute platitude: none of the pictures has an urgent inner insistency, nor a peculiar gesture if observed
separately. They are just pure reproductions of a matter-of-fact reality. These pictures don’t hide anything from us. In addition, they
don’t intend to merely pattern and color the original verses. Finally, perceiving them as a complex piece of art we can see the real
identity of all the single parts, their distinctive polyphony shifts the Czech documentary to a different position.
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Jako kouf marihuany jsou verse basniku

REZIE: JOSEF CISAROVSKY.
KAMERA: KAREL MACHOO. ZVUK: ZBYNEK MADER. HUDBA: KAMIL HOLUB. STRIH: MILOS MALEK. CR 2001. 30 MIN.

Zpovédni, vzpominkové verSe nositele Nobelovy ceny Jaroslava Seiferta (1901-1986), opro$téné basné volného verSe, v nichz previadla
predevsim reflexe ¢asu a vahy ¢&ind, jdou od sbirky Halleyova kometa az k posledni Byti basnikem. Pravé z basnikovych poslednich
sbirek vySel rezisér pfi pfipravé svého ambiciézniho projektu, kdy vybrané texty doprovazi koldz naladovych a pfirodnich obrazl, utrzkd
starych tydenik( jako ilustrace peripetii Ceského dvacatého stoleti, zliomku autentického rozhovoru se starym basnikem, dynamika symbolU
prekotnych zmén polistopadové skuteCnosti, rezisérovy oblibené zrychlené Casosbérné sekvence, ty vé¢né mizejici mraky. Je to Citankova
doslovna ilustrace — slySime ,uz léta mi na zdi odbijeji staré hodiny“, vidime hodiny, neni tu mezery pro imaginaci. A pfesto je Cisafovského
pokus o nalezeni filmového jazyka souzniciho s jazykem basni pfinosny. Pravé v tom, jak rysuje hranici nemozného, tedy pokud jesté pred
ni nenarazi na doslovnost, na neprekonatelnou nemoc televizniho dokumentu, jiz je poniZzeni obrazu na Ukor slova. Dokument obnaZuje
problematiku vrstev riznych vyznamovych celkd, jejich mozného spojeni, pficemz dale modifikuje naSe predstavy o moznostech ilustrace
poetického textu se zfetelem k puvodné filmové konstrukci, k osobitym vazbam, prekvapivym spojim, které nijak neilustruji plvodni poezii,
ale vytvareji paralelni pruh filmového vypravéni. Jeho vécna povaha vibec nesouvisi s latkou slov, nebo je odvozena ze zamérné ¢asovych
obrazt. Ty, v kontrapunktu k Cistoté slov jako jiz kanonizovanému dilu, imituji svébytnost toliko snimanim ilustrujicich obrazli, jsou nepre-
kvapivym otiskem soucasného svéta. Vychodiskem Cisafovského metody je plochost, absolutni plochost: zadny z obrazu, vniman oddéleng,
v sobé& nema vnitfni naléhavost, osobité gesto — samy o sobé jsou jeho obrazy, navzdory v8em extravagancim zrychleni a stfihu, pouhou
reprodukci vécné skute€nosti, pouhym spotfebovanim zaméru, otiskem spusténého a zastaveného stroje zaznamu. Nic v sobé neskryvaji,
nejsou lehké, jakoby jenom obkreslovaly a kolorovaly, nedéje se v nich pravda dila. Svar se odehrava az uvnitf celku, v rozvrhnuti, v boji
o tvar. Zatimco jednotlivé slozky, které mlzeme atomizovat na jednotlivé nuance a schvélnosti filmové transformace, predstavuji Uplnou
neskrytost, jsou naprostym zpredmétnénim, tak celek nabizi déni a svoji dynamikou je protipdlem téchto ¢asti. Teprve celek, ten podivny
melodramaticky slepenec, dava ¢astem identitu a svoji svéraznou polyfonii nabizi dalSi polohu ¢eského dokumentarniho filmu.
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Around the Czech Republic

DIRECTOR, EDITOR: VLADISLAV KVASNICKA.
PHOTOGRAPHY: VLASTIMIL HAMERNIK. CZECH REPUBLIC 2002. 85 MIN. WORLD PREMIERE.

Vladislav Kvasni¢ka’s documentary is a memento of a train journey following the borders of the Czech Republic during the period of
the national holiday from October 18" until November 17%. A bumpy train ride becomes a thread joining the lives of different folk from
various distant regions depicting their relationship with their homeland. After passing through Ostrava’s main railway station, we get our
first sight of the countryside through the car window. Passing Cesky T&$in, national flags hang on public buildings, and an exemplary
railway station pub shines with colors of late October. In Tfinec there are rusty cisterns, chimneys, pipeline, and people talking about
their home country in the car aisles. In Vala§ské Mezifi¢i, we are waiting for new connection, then crossing the borders with Slovakia,
daylight trains, night trains, some are going to the south, others are going to the west. At the end of the journey we return to Moravia.
We glance at the closed factories, uninhabited villages, abandoned stations, run down and empty houses in the border region, the
poor, the unemployed, fields of grain, panel buildings, churches, towns and more towns, many we’ve never seen before. Everything
that happens is incidental. However, pieced together Kvasni¢ka creates an intense colorful mosaic of social and political events. It‘'s his
direct intention to present us with a vivid testimony of a country that we live in. KvasniCka is amazed by its periphery, dailiness, and
the lingo of the people from the streets. He concentrates on the everyday life of folk out in the cold that are filled with feelings of
disappointment, resignation, bitterness and spite. His approach to social problems is not exactly sharp, instead it is rather radical and
he offers an immensely valuable picture of unstable and polarized society within strictly defined borders.
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Kolem republiky

REZIE, STRIH: VLADISLAV KVASNICKA.
KAMERA: VLASTIMIL HAMERNIK. CR 2002. 85 MIN. SVETOVA PREMIERA.

Dokument Vladislava Kvasnitky je zdznamem cesty viakem, kterd od 28. fijna do 17. listopadu kopirovala hranice Ceské republiky,
aby z tfisté dnu mezi statnimi svatky dala vyrast Ustfednimu obrazu vztahu obyvatel ke své vlasti. Kostrbatd jizda vlakem se tak stala
jedinou spojnici otazek k lidem z odlehlych krajl, az prekvapivé vzajemné téZce dostupnych, je to jizda zilkami pod kuzi téla, zatimco
srdce je tak daleko. Ostrava, hlavni nadrazi, okno vlaku je ramem poznani krajiny, Cesky T&$in, statni vlajky visi na vefejnych budo-
vach a nadrazni bufet ma barvu konce fijna, Tfinec, rezavé cisterny, kominy, drahy trubek, lidé odpovidaji v uli€¢ce vagénu, co pro né
znamena vlast a narod, Mosty u Jablunkova, stanice s jinymi pfibéhy, mlha cestou do ValaSského Mezifici, €ekani na pfipoj, hranice
se Slovenskem, no¢ni a ranni vlak a dal$i pomaly spoj smérem na jih a jiny smérem na zapad a pak na sever a v kruhu vlastnim
kazdému teritoriu zpatky na Moravu, zaviené fabriky, prazdné vesnice a posledni zastavky, rozbité domy v hrani¢nich pasmech, chudi,
nezaméstnani, opili, paneldky, kostely a dalSi mésta, vSechna mésta, ve kterych jsme nikdy nebyli. Kamera se stala hlavnim prostfedkem
okamzité komunikace, vSe se fidi nahodou. Rezisér jde do filmu pfimo, bez potfeby promyslet a formulovat véc, ale s vervou a intuici,
které nachazeji silu v nahodilosti a z intermezz mezi vétou a vétou dokazi slepit intenzivni barevnou mozaiku spole¢enskou a politickou.
Ze zapisl dojml z cest, a jeSté vice z okamziku, které lezi za rezisérovym pfimym zameérem, se tak stava vyhrocené svédectvi o zemi,
Vv niz zijeme, svoji soustfedénosti na symptomy periferie, i tim, jak pfirozené prebira jeji pohled, prfekonava vétSinu toho, jak dosud
Gesky dokument zachycuje spoleCenské promeény, respektive jak je ve své humanistické mélkosti chce reflektovat. Kvasni¢ka je uhranut
okrajem, vSednosti, jazykem lidi ulice, vyseci jeho pohledu je pfedevsim kazdodennost odstréenych lidi, kterou nejvice prosakuji obecné
pocity zklamani, rezignace, horkosti a zloby. Citlivy k Zivotu dole nenasloucha Sumdm, nedokdze byt tichy, slova nechava znit jako utok
mentalit, obraz proméouje v oc&i téch, ktefi mluvi — jakoby se i obraz mél stat sociologickym tésnopisem. Roztékanost a roztfisténost
jednostranného dokumentu nedovoluji analyzu, jeho pfistup ke spolec¢enskym problémdm je neostry, by radikalni, snad pfili§ kratky na
nasi dlouhou cestu. ZGstava ale nesmirné cennou zpravou o nestabilni a polarizované spole¢nosti uvniti definovanych hranic, protivnym
zvukem, ale dllezitym ténem, by ohlasuje vic pad a rozpad nez dilo a smér.
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World’s End at the Heart of Europe

DIRECTOR: OLGA SOMMEROVA.
PHOTOGRAPHY: JAKUB SOMMER. SOUND: TOMAS KUBEC. EDITOR: JAKUB VOVES. CZECH REPUBLIC 2002. 58 MIN. WORLD PREMIERE.

The countryside not as a complicated, self-contained world with canons of its own, with time-disturbed moral institutions and unchan-
ging habits; rather, countryside as a standard adventure of several stable types overlaid by the uniformity of civilization and, moreover,
regarded by its visiting optics. All attempts at recording the transformations of contemporary Czech village life are literally thwarted
by the impossibility of making oneself an integral part of the vilage community and to accept it within. What remains is to patiently
follow it over the classical framework of one year, producing a copy of the rhythm of work in the fields and of local entertainment and
diversions. Even the documentary Olga Sommerova operates with the same model. The director makes an effort to embrace variegated
types of characters living in a dozen Middle/Bohemian villages, their transformations, and their contemporary color. Her cultivated tale
follows several peasants showing them in their complex simplicity, each of them representing a certain type, and only this type then
proceeds to develop and becomes more complicated. In addition to their statements and the precise recording of the environment they
live in, the authoress operates with the moods of the imaging lyric augmented by music, sometimes she enters the tale herself taking
a direct part in its continuation, she is present above all through her questions, she consciously views the landscape from without, and
this is manifested both in the landscape motifs repeating themselves and, above all, in individual intermezzos which capture the local
collective experience from a disguise pageant to firefighters’ races to elections. This repeated reconnaissance throughout the region
taking place during the course of the seasons imparts her a guest status, we know she can afford to stay outside the rural community.
This the director merely touches its life in a cursory fashion, her film is rather a study of the village body than a deciphering of her
perplexed soul, her argumentation works with the language of emotions rather than with any symbolic language. In spite of this the
peculiar flatness of this observation from without, that is, this conscious adoption of the position of a watcher, is attractive in a way.
Villages in the middle of Bohemia, a region as if taken from somewhere else, a place forgotten by God and by people alike, the end
of the world at the heart of Europe. A band playing at a funeral, a silent village at wintertime, people near their homes, horses on
snow-covered land. Old farmers and also a man who left the town for the village with its horses, a pub where card games are being
played and where all differences spanning the village square are displayed. There are people here who seek the rural magic and a new
perception of the world, as well as those whose only remaining feeling is a drunken resignation on the top of everyday grinding toil.
A Christmas mass at which they all meet. Farmers who came back to their farms after years of absence, people from the agricultural
cooperative, others who failed to find any jobs. And village balls, erecting a May-pole, a firefighters’ meeting. Gradually the director
focuses on just several individuals whom she follows throughout springtime and the early summer up to this year’s elections. Having
witnessed their characters formed before our eyes, it is interesting to follow the ballots they would cast for the different representatives
of the Czech political scene. As if the election, with its ceremonial rigidity, were the best-pointed beacon showing the direction to take.
But at that time, harvest is just beginning.
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Konec svéta v srdci Evropy

REZIE: OLGA SOMMEROVA.
KAMERA: JAKUB SOMMER. ZVUK: TOMAS KUBEC. STRIH: JAKUB VOVES. CR 2002. 58 MIN. SVETOVA PREMIERA.

Venkov nikoli jako komplikovany uzavieny svét s vlastnimi kanony, s dobové rozrusenym radem moralky a neménnych zvyku, ale venkov
jako standardni dobrodruzstvi nékolika ustalenych typl, prekryté uniformitou civilizace, nadto vidéné jeji hostujici optikou. VSechny po-
kusy zachytit promény soucasného Ceského venkova doslova nardZeji na nemoznost vrist do obce a pfijmout ji zevniti. Zbyva trpélivé
sledovani na klasickém pudorysu jednoho roku, realizace kopirujici fad polnich praci a mistnich zabav. | dokument Olgy Sommerové
pracuje se stejnym modelem. Rezisérka se snazi postihnout riizné typy lidi Zijicich v desitce stfedo€eskych vesnic, jejich proménu, dobovy
kolorit. Jeji kultivované vypravéni sleduje nékolik venkovanu, které ukazuje v jejich sloZité prostoté — kazdy clovék reprezentuje urcity typ
a teprve ten se rozviji, komplikuje se. Vedle jejich vypovédi a pfesného zaznamu prostredi, ve kterém Ziji, pracuje autorka s naladovou
lyrikou obrazu, umocnéného hudbou, nékdy sama vstupuje do pfibéh( a pfimo se podili na jejich pokracovani — je pfitomna predevsim
otazkami, védomé nazira kraj zvenc€i, coz se projevuje jak v opakujicich se krajinnych motivech, tak prfedevsim v jednotlivych intermez-
zech, zachycujicich mistni kolektivni zkuSenost od reje masek pres zavody hasiCl az k volbam. To opakujici se obhlizeni kraje v béhu
roku ji dava status hosta, vime, Ze si maze dovolit byt mimo vesnické spolecenstvi. Rezisérka se tak jeho Zzivota jen letmo dotyka, jeji
film je spi$ studii téla vesnice nez rozkrytim jeji zmatené dusSe, jeji argumentace pracuje vic s emotivnim nez se symbolickym jazykem.
Presto je zvlastni plochost tohoto pozorovani zvnéjsku, tedy védomé pfijeti pohledu pozorovatele, ¢imsi pfitazliva. Vesnice ve stfednich
Cechéch, kus kraje, ktery jako by byl nékde jinde, misto zapomenuté bohem i lidmi, konec svéta v srdci Evropy. Kapela na pohibu,
ticha zimni ves, lidé u svych domdu, prace, koné na snéhu. Stafi hospodafi i muz, ktery odeSel z mésta ke konim, hospoda, ve které
se hraji karty a vynaseji se tak vSechny rozdily, mezi kterymi se rozpind naves. Jsou tu lidé hledajici kouzlo vsi a novy zazitek svéta
i ti, kterym zbyla opila rezignace z kazdodenni dfiny. Vano¢ni mSe, na které se vSichni setkavaji. Hospodari, ktefi se po letech vratili
na své statky, lidé ze zemédélského druzstva i ti, ktefi praci nemohou najit. A vesnické baly, stavéni maje, hasi¢ska schize. Postupné
se rezisérka soustreiuje jen na nékolik lidi, které s jarem a zacinajicim Iétem doprovazi az k letoSnim volbam. Po tom, jak se nam pred
oc¢ima formovaly jejich charaktery, je zajimavé sledovat, koho si kdo z ¢eské politické reprezentace nakonec vybere. Jakoby volby svoji
slavnostni nehybnosti nejlépe ukazovaly smér. Ale to uz zacinaji zné.
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My Computer

DIRECTOR: JAKUB SOMMER.
PHOTOGRAPHY: DAVID MARVAN. SOUND: TOMAS KUBEC. EDITOR: LENKA HOJKOVA. CZECH REPUBLIC 2002. 32 MIN. WORLD PREMIERE.

In the end scene of the film, the director-narrator — computer-modulated voice is throwing the PC monitor away, into water. The mo-
nitor is being devoured by water. This is a fourteen-inch monitor, therefore none of the luxury monitors on which the film’s characters
are playing the game Age of Empires. Nothing against the fourteen-inches, they can also be used to play the strategy, and moreover,
they symbolize the computer underground. But in the context of the film the scene with the dumped false monitor constitutes the last
and sealing symptom of the surface and of a motion proceeding thereon. The film has brought this artful sliding over life which in fact
does not exist, the absence of any cognition or life experience, a mere animal fullness of emptied images, to a degree of perfection
such that it itself becomes a pure embodiment of the spirit of a part of one generation for which the energy of seeking has been
dissolved in an imitation — the sole manifestation of life is the reiterated motif of befouling. The characters could not have been better
chosen: Igor Chaun the documentaries and commercials director, Martin Valek the concert violonist, and Vaclav Salmon the seller of
erotic cassettes and aids. A director who has been shooting films about the Dalai Lamai as well as life insurance commercials, who
has resigned on the differentiation of values having self-confidently dissolved his talent in products intended for sale, a violonist who
plays at the Rudolfinum for a gaudy bourgeois audience, and a melancholy boxer who sells veiny penises, plastic vaginas, and other
instruments inducing auto-sexual orgasms in the gloom of his shop. And the director then is their substitute, that is, their alternate
who knows that he is shooting a film even about himself. His documentary is an orchestration of their joint droopiness, a film which
precisely imitates the language of those of whom it speaks, and does it so well that to the future it will be a surviving testimony of
an incipient virtuality and of the meaninglessness of meanings, a film which by its eclecticism has consciously barred the road to the
specifics of artistic communication, a document presenting a mere description of a symbol, rather than a roadmap to deciphering it.
We meet three (four) men, their living quarters and PCs and their common diversion consisting in playing the strategy game Age of
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Maj kompjutr

REZIE: JAKUB SOMMER.
KAMERA: DAVID MARVAN. ZVUK: TOMAS KUBEC. STRIH: LENKA HOJKOVA. CR 2002. 32 MIN. SVETOVA PREMIERA.

Film kon¢&i scénou, ve které rezisér-vypravéc-hlas upraveny pocitatem vyhazuje do vody monitor pocitace. Obrazovku si bere voda. Je
to &trnacti palcovy monitor, tedy nikoli zadny z luxusnich monitor(, na nichz postavy filmu hraji hru Age of Empires. Nic proti &trnact-
kam, i na nich se strategie da hrat, a navic jsou symbolem pocitacového undergroundu. Ale v kontextu filmu je scéna se zahozenym
faleSnym monitorem poslednim a stvrzujicim symptomem povrchu a pohybu po ném. Snimek, jeho umné klouzani po Zivoté, ktery
vlastné neni, dovedl absenci jakéhokoli poznani ¢i zivotni zkuSenosti, pouhou animalni plnost vyprazdnénych obrazi dovedl k takové
dokonalosti, az se sam stava &irym vystizenim ducha €asti jedné generace, ktera energii hledani rozpustila v imitaci — jedinym projevem
Zivota je opakujici se motiv kaleni. Jeji predstavitelé nemohli byt vybrani Iépe: rezisér dokumentd a reklam Igor Chaun, koncertni hous-
lista Martin Valek a obchodnik s erotickymi kazetami a pomuckami Vaclav Salmon. Rezisér, ktery nataci filmy o dalajlamovi i reklamy
na Zzivotni pojisténi, ktery rezignoval na diferenciaci hodnot, kdyz svij talent sebejisté rozpustil v produktech na prodej, houslista, hrajici
v Rudolfinu pro nastrojené burzoazni publikum, a melancholicky boxer, prodavajici v pfisefi svého kramu zilnaté penisy, plastikové va-
giny a dal$i nastroje autosexudlnich orgasmu. RezZisér je pak jejich suplentem, tedy nahradnikem, ktery vi, ze to¢i film i o sobé. Jeho
dokument je orchestraci jejich spole€ného zemdleni, filmem, ktery pfesné imituje jazyk t&ch, o nichZz hovofi, a déla to tak dobre, ze pro
budoucnost zlstane svédectvim o zacinajici virtualit¢ a nevyznamnosti vyznamd, filmem, ktery si svym eklektismem védomeé prehradil
cestu k specifice uméleckého sdélovani, dokumentem pouhé deskripce symbolu a nikoli cesty k vykladu jeho Sifry. Seznamujeme se
se tremi (Ctyfmi) muzi, jejich byty a pocitaci a jejich spole¢nou zabavou, kterou je hrani strategie Age of Empires, a uz po siti nebo
pouhym spojenim pocitac¢l v dlouhé noci parant. Kazdy z nich popisuje svoji cestu ke hre: materializuje to my chlapecky sny, propadl
jsem tomu a védél jsem, ze jsem v prdeli, ja si rad hraju. Jednotlivé momentky z bytl pak spojuje mozaika vhledi na jednotlivé hrace
pfi akci, paralelné vidime, jak sedi u pocitate a komentuji svoji va$ed. Stavi mésto a hrady a vyrdbéji vojaky, pres zénu se spojuji
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Empires, either over a network or simply by interconnecting their computers during a protracted night of drunkards. Each of them
describes what has brought him to playing the game - this is my boyhood dreams come true, | got hooked on it knowing it was
a shit, | like playing games. The individual snapshots from the apartments are then linked together by a mosaic of insights showing
the individual players in action, and in parallel we can see them sitting at their computers and commenting on their passion. The are
building a town and castles; are generating troopers; are connecting across a zone with other players all over the world. In addition we
also can view them while resting: an orchestra audition, the sales of stimulating aids for solitary straddlers, reading of spiritual texts.
The film culminates in a joint night ride in a sex shop and a washroom-type self-reflection of the Director. By its simulation this film
is reminiscent of the transforming phenomenon of culture, its dilution and filtering to a conservative sterility which, paradoxically, is so
typical of the mainstream which constitutes today’s cyberspace.
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s ostatnimi hraci po celém svété. Vedle toho je vidime pfi chvilich odpocinku: zkouska orchestru, prodej stimulujiciho naradi pro osamélé
rozkroky, ¢etba duchovnich textd. Film vrcholi spole¢nou noéni jizdou v eros shopu a toaletni sebereflexi reziséra. Svoji simulaci ten film
znovu pfipomina transformujici se pojem kultury, jeho zfeiovani a filtrovani v konzervativni sterilitu, paradoxné tak vlastni mainstreamu,
tvoficimu dnedni cyberspace.
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Village B.

DIRECTOR: FILIP REMUNDA.
PHOTOGRAPHY: MARTIN MATIASEK. EDITOR: JAKUB VOVES, MATOUS OUTRATA. CZECH REPUBLIC 2002. 30 MIN.

A picture about BlSany — the smallest village of the world hosting a premier league soccer team located in Central Bohemia — consists
of two different views. One of them is the view of the documentarists, the other one is the view of Mr. Triska, an amateur film produ-
cer. Mr. Triska also becomes our guide through the mysterious world of the village that has been affected by two completely different
regimes of existence. The nostalgia of few advantages of the socialist regime meets with the reflections of the present consumption
society. The producer also lets Mr. Tfiska freely recall his memories while sitting in his living room. The ventures into the private peasant
houses allows for marginal intimacy, uncovering inner disparate displays of the contemporary village, its dual face crossing the bridge
between the past and the present. The documentary about the village introduces an amateur movie in dual form. First, a recording with
an original commentary describes the history of the village during the last decade. Mr. Triska has grabbed the camera for the first time
in 1993 in order to record himself at the school where he used to work as the director. Second, celluloid discs refer to the village in
black and white times of the socialist community. Mr. Tfiska meets the projectionist. The silver screen of the local movie theatre brings
to life other residents of the village.

The documentary is not only a simple patchwork of these two views, but is also interconnecting them, and involving thrill. The stage
crew shoots a scene with an unemployed man in front of his house, anchoring him socially. However, wholeness and appeal is added
to this scene thanks to Mr. Triska and his recording of a family describing their household. One of the most intense moments of the
Czech documentary is presented in a scene of brooding and then putting together a luxury vacuum cleaner. The presence of the village
film producer brings a dynamic element into the picture. Mr. Triska drives through the village in his green Trabant car, he shoots pictu-
res of families in front of their houses, records the pastor delivering a speech during the Sunday service, and interviews the butcher
Chvalkovsky. He also visits the municipal office while the mayoress thanks the football team of BlSany. The documentary Village B won
an award at the 37th International Film Festival Karlovy Vary in the category of 30-minute documentaries.
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Obec B.

REZIE: FILIP REMUNDA.
KAMERA: MARTIN MATIASEK. STRIH: JAKUB VOVES, MATOUS OUTRATA. CR 2002. 30 MIN.

Snimek o Zivoté stfedoCeskych Bl$an — nejmensi obce na svété, kde se hraje prvoligovy fotbal — se rozezniva ve dvou pohledech, do-
kumentaristl a amatérského filmare pana Trisky. Ten je prdvodcem pfizraénym svétem vesnice poznamenané dvojim rezimem existence
— nostalgie po nékterych vyhodach socialismu se stfetdva s odlesky konzumni plnosti sou€asnosti. Amatérsky film se pak v dokumentu
o vsi, kterou jednou za ¢étrnact dni vyrusi z ospalosti zapas nejvyssi fotbalové soutéZe, objevuje ve dvoji podobé. Tou prvni je video-
zdznam s pavodnim komentafem. Nova (ne-filmova) technologie zprostfedkovava dgjiny obce za poslednich deset let. Uz v roce 1993
si pan Triska stavi na stativ videokameru, aby natoCil sebe na pozadi budovy mistni jednotfidky, ve které byl feditelem. Takovy zaznam
umozoduje vidéni doma a rezisér toho vyuziva, kdyZz nechava Trisku vzpominat v jeho obyvacim pokoji. Cesta do nitra venkovskych
domu prostrednictvim filmu odhaluje krajni intimitu, pouziti videokamery (i jen jako predmétu) dovoluje odkryt vnitfrné nesourodé projevy
soucasné vesnice, jeji dvoji tvaf na mosté mezi minulosti a dneskem. OvSem kamera v rukou mistniho filmového amatéra neznamena,
ze se jeho pohled uplatni stejpou mérou. Dokument nevznikd prostym spojovanim dvou pohledd, nybrz jejich vzajemnym puUsobenim,
napétim. Stab mize natodit nezaméstnaného muze pred jeho domem, zakotvi ho socidlng, ale celost a plvab pfida k zabérim teprve
scéna, kdy Triska nataci, jak rodina predstavuje svoji domacnost. Uz pouha pfitomnost vesnického filmare, bez toho, aby se uplatnil jim
natoceny zdznam, je dynamickym prvkem filmu. Vra me se je$té k nezaméstnanému a jeho Zené, nebo scéna rozborky a sborky luxus-
niho vysavace patfi k intenzivnim okamzikim ¢eského dokumentu. Trapnost a stud se spolu se soucitem vlévaji do okamziku, ktery Ize
postavit vedle podobné konzistentnich vhledd do ¢eské doméacnosti jakymi byly vyjevy v davném Passerové Intimnim osvétleni. Ostatné
odkaz Ceské nové viny, predevsim jeji zavazna lehkost a probouzeni vyznamu v$ednosti, rezonuje v $ifi celého filmu. Druhou podobou
amatérského filmu jsou celuloidové kotouce, které zachycuji vesnici je$té v Cernobilém Case socialistického spolecenstvi. Promitany
(@ nadvakrat znovu natadCeny) a komentovany jsou v mistnim kiné, na jehoz platné se poznavaji nejen pan Triska s promitacem, ale
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prostfednictvim promitace oZivaji dal$i obyvatelé obce. Remunda nevnima dokument jen jako souhrn empirickych pfiznakd — soustieiuje
se sice na detaily a vrstvi je, ale dokdze je vzéjemné skutec¢né prostoupit. Nechava Trisku projizdét vesnici v jeho zeleném trabantu,
stavi statické vyjevy rodinek pred jejich domy, necha farare vést nedélni monolog v kostele s ulomenym Kristem, inscenuje rozhovor
s velkouzenafem Chvalovskym, nechybi na obecnim uradé, kdyz starostka dékuje blsanskym hraéum, tém hladkym andilkdm v dresech,
kterym tak krasné zpivaji i déti ve Skole. Snimek Obec B. zvitézil na 37. Mezinarodnim filmovém festivalu v Karlovych Varech v soutézi
dokumentérnich filmd do 30 minut.



LANDSCAPE / JOSEF CISAROVSKY 84

In the Footsteps of the Vampires

DIRECTOR: JOSEF CISAROVSKY. PHOTOGRAPHY: ERVIN SANDERS, LIBOR SEVCIK. SOUND: JAROSLAV NASINEC.
MUSIC: KAMIL HOLUB. EDITOR: MILOS MALEK, JOSEF DVORAK, KAREL HOUSKA. CZECH REPUBLIC 2002. 58 MIN.

After portraying the sculptor FrantiSek Bilek, Josef Cisafovsky chose another distinctive character of the Czech cultural scene, maybe
the largest individual. Josef Vachal inspired him by his mystical dimension: he sets the writer and artist into the theosophist and
spiritual societies, he lets him carried by the occult sciences, the meditating xylographer is being shown as a follower of a new
spirituality. Vachal was an artist of grotesque contrasts of beauty and disgust, love and death, sentiment and vulgarity, of the spi-
ritual and bodily aspects, his bipolar and nearly baroque imagination was amplified by a life-time inclination to mystical and bizarre
sciences, to hermetic, theosophy, occultism, Satanism, astrology and alchemy. That was connected to his fascination by curiosities
and marginal genres. The highest artifact of his was a book, published in just several copies and perceived as an esthetic whole,
connecting the picture and text components. Topics for a number of his works were drawn by Véachal from his regular trips to Sumava
and Slovakia. His book “Cesta Slovenskem s A. Calmettem 1, 2” (Trips to Slovakia with A. Calmett 1, 2, 1930, 1947) had become
the basis for the stylized documentary. Cisafovsky then intensively plays with the reality of norms associated with documentaries. With
his own ferocity, he brings the documentary to a certain inter-space — the director brings the static archive materials to life with all
the possibilities of the current audio-visual technique. All leads to a multiple verbalism - illustrating means verbatim, the author binds
the film into grotesque loops as if this conglomeration was the only credible solution. Cisafovsky wholly fell for his style of layered
flatness. A film that is mapping one of Vachal’s trips to Slovakia with his girlfriend combines the current industrial mysticism, static
theatric tableaus, acted scenes from pubs, trains and Slovak mountains, a lecture impersonated by the publisher Zadrobilk, illustrated
words of the arid commentary — animation reactivates Vachal’s artifacts. It is a typical horizontal cut, which Cisafovsky uses to open
way to a daring essay — a sculptured, fully artificial and nearly radio-like picture, a flm made of fragments, in which white spots are
so colorful, to a supersaturated and conversational documentary, in which imagination had been replaced by a combination of closed
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Po stopach wampyrismu

REZIE: JOSEF CISAROVSKY. KAMERA: ERVIN SANDERS, LIBOR SEVCIK. ZVUK: JAROSLAV NASINEC.
HUDBA: KAMIL HOLUB. STRIH: MILOS MALEK, JOSEF DVORAK, KAREL HOUSKA. CR 2002. 58 MIN.

Josef Cisarovsky si po svérazném portrétu sochare FrantiS$ka Bilka vybral dal$i vyraznou a nezaraditelnou postavu ¢eské kultury, mozna
nejsvébytnéjsi. | na Josefu Vachalovi jej inspiruje jeho mysticky rozmér: spisovatele a vytvarnika zasazuje predevS§im do kruhd teosofic-
kych a spiritistickych spole€nosti, nechava jej unaset tajnymi naukami, meditujiciho dfevorytce a knihafe ukazuje jako vyznavace nové
spirituality. Vachal byl umélcem grotesknich kontur krdsy a hnusu, lasky a smrti, sentimentu a vulgarity, spirituality a télesnosti, jeho
bipolarni, bezmala barokni obrazivost byla umocnéna celozivotni inklinaci k mystickym az bizarnim naukam, k hermetice, teosofii, spiri-
tismu, okultismu, satanismu, astrologii a alchymii. S tim se spojovala fascinace kuriozitami a okrajovymi zanry. Nejvy$$im artefaktem pro
néj byla kniha, vydana v nékolika malo vytiscich a chapana jako esteticky celek, v némz se Uzce doplouje obrazova a textova slozka.
Néméty pro fadu praci t&zil Vachal z pravidelnych cest na kultovni Sumavu a na Slovensko. Jeho kniha Cesta Slovenskem s A. Cal-
mettem 1, 2 (1930, 1947) se pak stala zdkladem stylizovaného dokumentu. Cisafovsky si znovu intenzivné pohrava s relativitou norem,
které by mély vymezovat dokumentarni film. S dravosti sobé vlastni pfivadi dokument do jakéhosi meziprostoru — rezisér statické archivni
materidly ozivuje animaci, vabec se snazi vyuzit vSech moznosti sou¢asné audiovizudlni techniky, ale predevSim stavi na stylizovanych
hranych vyjevech, které ilustruji tok komentare. VSe sméfuje k nékolikanasobné doslovnosti — tady totiz ilustrujici znamena doslova, autor
bez plvodni imaginace staci film do grotesknich smycek, jako by jen takovyto slepenec mohl byt nejvérohodnégjsim. Cisafovsky cele
propadl svému stylu zvrstvené plochosti. Film, ktery mapuje jednu Véachalovu cestu s pfitelkyni na Slovensko, v sobé ve velkorysém
zabéru spojuje soucasnou industridlni mystiku, statické teatraini vyjevy, hrané scény z hospod, viaki a slovenskych hor, vyklad ztélesnény
nakladatelem Zadrobilkem, animaci ilustrovana slova suchoparného komentare — animace také ozZivuje Vachalovy artefakty, dobové doku-
menty. Je to typicky Cisafovského fez napfi€, ktery otevira cestu k odvaznému eseji — snimku skulpturalnimu, veskrze modelovanému,
dokonale umélému, pres ve$kerou obrazivost az rozhlasovému, k filmu slepenému z fragmentd, v némz bild mista jsou tak barevna,
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units. Despite any disputes about his personality, we cannot deny the concept of Cisafovsky’s film and we let ourselves be carried
by the changes of matter, knowing that an attempt for unity is always an aspect of imperfection and that the difference between the
relative and absolute is always relative.
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k dokumentu presycenému, gestikula¢nimu, konverzaénimu, ve kterém imaginaci nahradilo spojeni jiz uzavienych celkd. Jenze pres spor
o jeho povahu nemlzeme Cisafovskému upfit jeho koncept, a tak se znovu nechavame unaset jeho proménami hmoty, védomi si toho,
Ze pokus o celistvost je vzdy vyrazem neuplnosti, Ze rozdil mezi relativnim a absolutnim zustava porad relativni.
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Sisters

DIRECTOR: HELENA TRESTIKOVA. PHOTOGRAPHY: VLASTIMIL HAMERNI, MARTIN KUBALA, IVAN VOJNAR, STANO SLUSNY, HYNEK CIBOCH.
EDITOR: ZDENEK PATOCKA. CZECH REPUBLIC 2002. 56 MIN. WORLD PREMIERE.

Helena Trestikova, a documentarist, is the author of 10 episodes altogether forming a cycle called Women on the Brink of New Milleni-
um, including both intimate portraits of successful women, and women of the social periphery. Bara B. (2001) is a picture recapitulating
the life of Bara Basikovd, her disintegrated marriage, divorce and new relationship mix with her professional career as a singer, her
passage from rock to musicals and pop. In Forte a piana (2001), Dagmar Peckova is the model of a successful woman being able to
manage her professional career as well as performing her mother role. Being a Gipsy (2001) presents Jarmila Baldzova as a journalist
of Romany origin. The Trap (2001) depicts the problems of a young girl, Katka, who struggles with a drug addiction and is lost in
the vicious money-drug-money circle. Of course, she ends up on the street making money as a prostitute. Hazardless Delight (2001)
is also devoted to the topic of prostitution. Throughout this year the film director finished two documentaries. One of them called I'm
a Woman and | Like Women (2002) tells about lesbian women. The other one called The Sisters addresses ordinary destinies of ordi-
nary women. It took Helena TreStikova thirteen years to finish this picture. It records feelings of a group of girls that have chosen the
career of a nurse. Their lives prior to the graduation and then shortly after. Some of them give up the nurse position very soon trying
to succeed in a different field, such as acting, motherhood, studies, or business. At the end only one of them continues to work in
the hospital.
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Sestricky
REZIE: HELENA TRESTIKOVA. KAMERA: VLASTIMIL HAMERNIK, MARTIN KUBALA, IVAN VOJNAR, STANO SLUSNY, HYNEK CIBOCH.
STRIH: ZDENEK PATOCKA. CR 2002. 56 MIN. SVETOVA PREMIERA.

Dokumentaristka Helena Trestikova prekrogila prvni puli asosbérnych snimkii planovaného volného desetidilného cyklu Zeny na prelomu
tisicileti. Ten dosud reprezentovaly jak intimni medailénky UspéSnych Zen, tak portréty Zzen z okraje spolecnosti. Snimek Bara B. (Live)
(2001) shrnoval pét let zivota Bary Basikové. Spolu s rozpadem jejiho prvniho manzelstvi, rozvodem a zacatkem Zivota v novém vztahu
mapoval i peripetie zpévacciny profesionalni drahy, jeji cestu od rocku k muzikalim a popu. Extrovertni upfimnost, dovolujici nahlédnout
i do méné § astnéjSich okamziku zivota, je vlastni také mezzosopranistce Dagmar Peckové, hrdince dokumentu Forte a piana (2001). | ten
je koncipovan jako portrét Usp&Sné zeny, ktera se vedle své kariéry pokous$i zvladnout i matefskou roli. Byt Romkou (2001) je vhledem
do zivota novinarky romského puvodu Jarmily BaldZzové. Na pozadi jejiho osobniho a profesniho Zivota se zaméfuje na souziti majoritni
spole¢nosti s romskym etnikem a vztahem k vlastni etnické pfisluSnosti. Ze stejného cyklu, ale s hrdinkou z opa¢ného brehu je film
V pasti (2001). Katka nedokonéi protidrogovou terapii ve venkovské komunité a vraci se do Prahy. Od té doby je jeji Zivot padem ve
stereotypni rotaci penize-drogy-penize. Kon¢i na ulici, nejstarsi femeslo svéta ji kone€né umozouje vydélavat penize dostatecné rychle.
Mezi prazské pouliéni prostitutky nas pfivadi i dvoudilny snimek Rozko$ bez rizika (2001). Skupinovy portrét zaznamenava vedle osudl
jednotlivych prostitutek i snahu vedouci sdruzeni, podle kterého film dostal ndzev. V letosnim roce dokoncila rezisérka dva dokumenty.
Snimek Jsem Zena orientovana na Zeny (2002) vypravi o lesbickych Zenach, pfi¢emz film umocouje dal$i dilezity motiv: jak se se svoji
sexuadlni orientaci vyrovnavaji Zeny, které jsou veéfici. VSedni osudy Zen symbolického stfedu pak zachycuji Sestficky. Film byl natacen
v prubéhu tfinacti let. Vétsi ¢ast dokumentu zachycuje pocity divek dva roky pred maturitou a kratce po ni — jejich maturita v roce
1991 reprezentuje i spole¢ensky zlom. Vzdy s odstupem jednoho roku pak sleduje jejich dal$i osudy. Nékteré zlstavaji u profese, dalsi
se zkousSeji realizovat mimo ¢Ceské tabulkové zdravotnictvi — jedna po druhé pak povolani zdravotni sestry opoustéji. Utikaji k herectvi,
materstvi, studiu i podnikani. Dovétkem je pak zachyceni jejich aktualni situace na zacatku letoSniho roku - sestfiCkou zustala jedina
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z nich. | dal$i ¢ast lidské komedie Heleny Trestikové nam dovoluje sledovat stavbu osudu jako filmového pfibéhu. Jsme svédky po-
zvolného stavani se, déni v Case, napéti mezi fragmenty redlného déni a jeho vypravééskym zvladnutim, toho, jak se dilo-osud utvari
v naznacich pfedmétl a procesu vnéjsi reality, jak je utkan v ohraniCeny celek. Dulezitost tak ziskava predevSim pomér mezi vypravé-
nym €asem, rozlehlou dobou nékolika let, a ¢asem vypravéni. Filmy a celek z nich se stavaji pokusnou laboratofi vypravéni v—o Case,
digestofi ¢asového zhusténi, pfilezitosti ke zkoumani povahy metody z jeji ¢asové charakteristiky.
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Conflict of Worlds and Ages

DIRECTOR, PHOTOGRAPHY, EDITOR: TOMAS PETRAO
SOUND: DANIEL NEMEC. CZECH REPUBLIC 2002. 80 MIN.

Clash of Worlds and Ages is a floating and riding documentary about south and southeast China. The movie confronts the horizontal
poor country-side with the vertical cities, the world of inherited values with the new Chinese economy that is an idiosyncratic mixture
of traditions, marxism and western market. The movie takes you to isolated villages on the border with Burma, to seemingly endless
markets with modern consumer goods, to unchanged natural beauty, stone forests, pagodas, gardens and monasteries that grow together
with giant industrial zones, highways and docks. There are poor villages right next to the cities of glass. In these villages bamboo huts
stand on the poles rising straight from the water, its inhabitants growing rice and singing karaoke. The film uses contrasts on the old/
new or East/West level while the director intersperses the shots of today’s China with a very lively and rich commentary in the form
of passages from Lin Jutang’s book My Nation and My Country dating back to 1935. Only on a rare occasion would director use his
own observation or comment. The effect is achieved by taking the quotations and observations of everyday life in China before the
Japanese occupation and placing them in today’s Chinese reality. The director admits he happens to be in China by chance and totally
unprepared. Therefore he remains in the state of astonishment while he sails down the stinking channels thinking about the journey that
has to be a search. He discovers China both in details and in a large picture when he gets to know its gardens, tea-rooms, temples,
food and entertainment. The film is not only examination though, the emphasis is clearly put on the journey itself and it continues in the
realm of reflections on China. And that’s where the country becomes inaccessible. The actual image was misleading in its truthfulness.
The movie is personal in its nature, but it doesn’t leave boundaries of a travel documentary, where the record of an exotic reality pre-
destines the way it is received by the viewers in the author's own country. That is why it might look both didactic and eclectic while
it strives for objectivization of emotions and their critical summary. That is also where the European’s heart is.
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Stret svétu i véku

REZIE, KAMERA, STRIH: TOMAS PETRAO.
ZVUK: DANIEL NEMEC. CR 2002. 80 MIN.

Stret svétd i vékd je plovoucim a jedoucim dokumentem o jizni a jihovychodni Cing. Snimek konfrontuje horizont chudého venkova
s meésty rostoucimi do vysky, svét zdédénych hodnot s novou €inskou ekonomikou, jez je svéraznym slepencem zbytku tradic, marxismu
a zapadniho trhu. Projizdime zapadlymi vesnicemi na barmskych hranicich, prochazime nekoneénymi trhy s modernim spotfebnim zbo-
zim. Neménné pfirodni krasy, kamenné lesy, pagody, zahrady a klastery srustaji s obrovskymi prdmyslovymi zénami, dalnicemi a doky.
V okoli sklenénych velkomést se rozkladaji chudé vesnice, bambusové chySe na kllech tréi ze stojaté vody, jejich obyvatelé péstuji
tradiénim zplsobem ryZi a chodi na karaoke. Film-zapis pracuje s kontrasty — ty se vrstvi nejen v roviné staré-nové, vychod-zapad,
ale rezisér uz jako zéklad zvolil originlni zplsob ozvlastnéni: zabéry soucasné Ciny doprovazi Zivy, velmi bohaty komentaf, jimz jsou
ovSem uryvky z knihy Lin Jutanga MUGj narod a ma vlast, vydané jiz v roce 1935. Jen vyjime¢né vstoupi do filmu autor knihy se svym
postfehem, osobni poznamkou. Efekt spo&iva ve vynéti citaci, popisujicich Fadu faktli oby&ejného Zivota Ciny pred japonskou okupaci
a dokazujicich spisovatellv $iroky rozhled, jeho potfebu prubézné konfrontovat Cinské a evropské mysleni, a nasledném presunu Uryvku
z knihy do popisu sou¢asné &inské reality. Slova dale funguji v jiné vyznamové radé aktualniho dokumentu — uz v obrazech budovaného
navlékacim postupem, kde dominantnim zUstava hrdinovo putovani. Rezisér priznava, ze se v Ciné ocitl nahodou a nepfipraven. Jeho
pohled zlistava uzaslym. Pluje po pachnoucich kanalech, premysli o cest&, kterd sama musi byt hledanim, objevuje Cinu v detailech
i ve velkych celcich, poprvé poznava jeji zahrady, ¢ajovny a chramy; zatim se dozvida jen tim, ze vidi, jak je vS8e nové a jiné - prace,
jidlo, zdbava. Presto film neni prostym ohledavanim, na to klade pfili§ duraz na samotnou cestu, a predevsim chce zpétné vsadit odrazy
povrcht do rozlehlé krajiny mysleni o Ciné - reflexe cesty je jejim pokradovanim, teprve premyslenim o zemi se zemé stava nedostup-
nou, pouhy obraz lhal tim, jak byl pravdivy. Snimek ma vyrazné osobni charakter, kromé& popsaného v$ak nijak neprekracuje omezeni
dokumentu z cesty, v némz zdznam cizi spoleCenské reality pfedurCuje jeho funk&nost, tedy to, jak je pfijiman divaky zemé&, do které
se vraci. S tim souvisi jista pfiru¢kova didakti¢nost, jista eklekticnost. A také stdld snaha o ujasnéni a vymezeni pfedmétl zkoumani,
ten pokus objektivizovat Udaje z oblasti emoci, a jejich kritickou sumarizaci. | v tom je srdce Evropana.
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Starting Together

DIRECTOR: KRISTINA VLACHOVA. PHOTOGRAPHY: MARTIN VADAS, LIBOR HLAVATY, KAREL BUCHTA. SOUND: JAROSLAV TRNKA, ZDENEK RYSA-
VY, PAVEL VEKRBAUER. EDITOR: JIRl MIKULA. CZECH REPUBLIC 2001. 53 MIN.

The film of Kristina Vlachova is a documentary of life of gypsies in Rokycany over a span of five years — from their attempts at assi-
milation with the majority, which the director recorded in 1996, over brief summary of their exodus to Great Britain, to the present time,
in which images and photographs made several years ago mingle with testimonies of those captured in them. In the closing sequence
of her film, Vlachova walks through Rokycany again and looks for the people she once made the film about. People look at the photo-
graphs, recognize some of the faces and speak. At the beginning of the film, everything looks promising. Local mayor speaks highly of
collaboration between the city and the local gipsy community, which, in the film, is represented mostly by the Gioa family. Start Together
is a name of a project for gipsy children. It is a special school that is supposed to prepare children for entry to a standard educational
system and prevent them from ending up in special schools, which has become so typical. We feel a certain hope and mainly energy
— from teachers and assistants as well as from the gipsy community and local authorities. The director interviews children and their
parents. However, also the former mayor speaks and reminds us of problems with ruined houses, where gypsies live. Images from the
trashed apartments stand in contrast to words of gipsy activists. At the same time, it is made clear that the issue of local gypsies is
very important in local politics — their political value increases as they present a chance to demonstrate a strict use of power. This is
illustrated by a dispute of several years between the local pub owner and the gypsies, who sue him because he refuses to serve them
(the so-called Blahout case). A recording of a street fight is interrupted by a television intermezzo. The presentation of TV news helps
us summarize the two-year long effort of the gypsies from Rokycany to start anew in Britain, or more precisely, the news reflect the
impression, which their departure has left in the media. However, the Britons consider them economic rather than political immigrants
and deport them. In 1999 alone, as many as 400 gypsies left from Rokycany. Many of them had to return, but their apartments had
been sold. The crisis continues. The director returns to Rokycany again and patiently explores. There’s also another aspect of the do-
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Zacit spolu

REZIE: KRISTINA VLACHOVA.
KAMERA: MARTIN VADAS, LIBOR HLAVATY, KAREL BUCHTA. ZVUK: JAROSLAV TRNKA, ZDENEK RYSAVY, PAVEL VEKRBAUER. STRIH: JIRl MIKULA. CR 2001. 53
MIN.

Snimek Kristiny Vlachové dokumentuje v rozmezi péti let pfibéh rokycanskych Roml — od jejich pokusu zaclenit se do vétSinové spo-
le¢nosti, které rezisérka zaznamenavala v roce 1996, pres kratké zmapovani jejich exodu do Velké Britanie (to s pomoci televizni mapy)
az k soucasnosti, ve které se prfed lety natoCené zabéry a fotografie prolinaji s vypovéimi o osudu téch, ktefi jsou na nich zachyceni.
Vlachova v zavéru svého filmu znovu prochdzi Rokycany, vyptava se na ty, které kdysi natacCela, lidé se probiraji zvétSsenymi fotogra-
fiemi, nékteré tvare poznavaji a vypravéji. Na zacatku filmu vypada vSe slibné. Mistni starosta si pochvaluje, jak funguje spoluprace
mezi méstem a romskou komunitou, kterou bude béhem celého filmu reprezentovat predevsim rodina Gioovych. Zagit spolu je nazev
projektu, uréeného pro rémské déti. Jde o specialni Skolu, kterda ma déti pripravit na vstup do standardniho vzdélavaciho systému,
aby nekonéily, jak se stalo takfka samozfejmym jevem, ve zvlaStnich Skolach. Citime jistou nadéji a predevsSim energii — jak ze strany
ucitelll a asistentud, tak predevsim ze strany romské komunity i radnice. Rezisérka nechava miluvit déti i jejich rodice. Ale mluvi i byvaly
starosta, pfipomina problémy se zni€enymi domy, které Romové obyvaji. Zabéry vytlu€enych bytu jdou proti slovim réomskych aktivistd.
Zaroved se ukazuje, ze v komundlni police je problém mistnich RomU vysokou kartou: v moznosti dokazat na nich tvrdou ruku roste
paradoxné jejich politicky vyznam. Ten ilustruje i Iéta se viekouci spor mistniho hostinského s Romy, ktefi jej opakované Zaluji za to, ze
je odmita obsluhovat (tzv. Blahoutova kauza). Natocené ulicni hadky prerusuje televizni intermezzo. Intonace televiznich zprav pomaha
zprehlednit dva roky trvajici pokusy pravé rokycanskych Ro6mu uchytit se ve Velké Britanii, presnéji fe€eno, zpravy reprezentuji medialni
otisk jejich odchodu. Ostrované je ale vnimaji jako ekonomickou a nikoli politickou emigraci a zac¢inaji je vracet zpét. Jen v roce 1999
odeslo z Rokycan vice nez 400 Rému. Mnozi se museji vratit, méstské byty ale prodali. Krize pokracuje. Rezisérka se do Rokycan
vraci a znovu a trpélivé hleda. Jejim dokumentem se také prolind historicky exkurz, vypravéjici o rdomském bloudéni, o jejich tristnim
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cumentary that tells the story about gypsies’ wanderings, about their sad fate during the WWII, about the attempts to assimilate them
into socialist society by force as their natural communities in Slovakia were demolished and people were transported into new housing
estates far in Bohemia, which itself was going through a spiritual collapse after the Germans were displaced and communists took
power, quite incapable of accepting and living with the arriving gypsies. The history points out to gypsies’ low education and chronic
unemployment, to their conflict with any kind of classification, which often leads to the criminal edge. The film reminds us that gypsies
are, above all, people of the road. As if the road was the only place where there is hope.
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osudu bé&hem druhé svétové valky, o pokusu nasilné je zaclenit do socialistické spole¢nosti, kdy se likvidovaly jejich pfirozené komunity
na Slovensku a jejich obyvatelé byli plnymi vlaky navézeni do nové vystavénych sidli§ daleko v Cechach - jenze ty byly po valce,
po odsunu Né&mcl a po komunistickém prevratu samy v duchovnim kolapsu, neschopny pfijmout a szit se s pfichazejicimi Romy. Uz
historie upozorouje na jejich nizkou vzdélanost a chronickou nezaméstnanost, na pocit nezaraditelnosti, ktery ¢asto vede az na kriminalni
okraj. Pfipomind, ze jsou to predevSim lidé cesty — jako by jenom v ni byla jejich nadéje.
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Eszakféld / The Northern Country

DIRECTOR, PHOTOGRAPHY, EDITOR: ZOLTAN FUREDI.
SOUND: VINGE KAPCSOS. EDITOR: JUDIT KOLLANYI. HUNGARY 2002. 62 MIN.

Up in the north there is a different world. The sky is bright. Dark forests open up on the slopes of the mountains, and after the rain,
the mountains crack and give pass to countless streams. Stay alone in the forest and you will hear the sounds of birds‘ wings, and
the trees growing. The villagers live in the valley. It's still dark when they meet in front of the pub with their horse team. Leaving the
village at sunrise they bring axes, saws, and metal cables. Even though the Northern country is mystical, the village Répashuta and its
local woodcutters are real. There are four men, four different characters, four different crafts, and finally four different seasons. They
slowly ride their sled into the forest, light a campfire and begin to do their jobs, cutting and bringing down the trees. These are the men
from the Northern country. Inserted pictures return to everyday events of other seasons, depicting mornings full of worries about their
home-stead. The men lead long talks, and everyday activities are depicted with a courtly sense of visuality. Subtitles inform about the
history of the village and its folk, and carry on through the whole movie. We set out on a pilgrimage in search for woodcutters’souls,
their inner world hidden under the shell of daylong toil. Living their lives in the rhythm of the village, they follow local rituals. Time is
not relative. They don’t break away from the time they live in. Their lives and destinies are the same as the falling trunks and growing
trees. That is the entire silent joy of the documentary.




STREDNI EVROPA / MATARSKO / ZOLTAN FUREDI 101

Eszakfoéld / Severni zemé

REZIE, KAMERA, STRIH: ZOLTAN FUREDI.
ZVUK: VINCE KAPCSOS. STRIH: JUDIT KOLLANYI. MATARSKO 2002. 62 MIN.

Nahofe na severu je jiny svét. Nebe je pruzracné, stromy s nim splyvaji, tmavé trhliny lest se oteviraji ve svazich hor, nékdy po desti
hory prasknou a vytryskne voda. Sami v lese mizeme slySet Suméni kfidel, to, jak rostou stromy v mystériu prosviceném sluncem. Lidé
ziji v udoli. Jesté je tma, kdyz s koomi vyjedou pred hospodu. Vesnici opoustéji za svitani. Berou si sekyry, pily, kovova lana. | kdyz si
Severni zemi berou mysticka kFidla, vesnice Répashuta a mistni drevorubci jsou skuteéni. Ctyfi muzi, &tyfi odliné povahy, &tyfi tradiéni
femesla a Ctyfi sezény. Pomalu s nimi vjizdime na sanich do zimniho lesa, prostfihy se vraceji k vS8ednim dndm jinych ro¢nich obdobi,
k rdndm plnym starosti o vlastni hospodarstvi. Muzi dlouze hovofi, i nejvSednégjsi vyjevy jsou snimany s vytfibenym citem pro vizualitu,
proloZené titulky nas spravuji o historii vsi a jejich obyvatel, budou nas provazet celym filmem. Zapalili ohed a zvolna zagina prace, jejimz
symbolem je kio a motorovéa pila. Kaci se a svazi drevo, stromy klouzou po snéhu. V lété pracuji v lomu, pecuji o své domy, bavi se
s harmonikou, jejich déti zpivaji na msi. Muzi z vesnice pod Severni zemi. Vydavame se s nimi na vzruSujici a zneklidoujici hleda¢skou
pou , ktera nas vede horizontélné do nekone€ného lesa, svébytného Zivého organismu, sestupujeme ale i k jejich dfevorubeckym dusim,
dovoluji nam poznat svUj vnitfni svét, skryty pod slupkou celodenni dfiny. Ve chvilich klidu, nasakli praci v lese, vzpominaji — vedou svUj
Zivot v rytmu vsi, i oni podléhaji mistnim ritualdm, jez svazuji roéni doby do jednoho cyklicky se vracejiciho celku. Cas neni relativni.
Muzi véfi v hluboky smysl véci a neodpoutavaji se od €asu, ktery Ziji. Pad stromu z vrcholu hory a vystup zpét, kdy se znovu a znovu
vraceji ke své praci, je onim védomim, jez jim dovoluje, aby se vraceli ke svym Zivotim, ke svym osudim, které jim patfi a které jsou
jako padajici kmeny a rostouci stromy jejich véci. V tom spociva veSkera ticha radost filmu. S ni souvisi i pocit dvojiho domova - jsou
domy, které obyvaji, a je dim, ve kterém bydli. A mezi nimi ticho.
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Elégia/ Elegy/ 1965/ 21 min. - Amerigo Tot/ 1969/ 18 min. - Capri-
ccio/ 1969/ 16 min. - Angelus/ 1972 / 15 min. - A piacere - Tetszés sze-

rint / A piacere - At Pleasure/ 1976/ 22 min.

DIRECTOR: ZOLTAN HUSZARIK

Zoltan Huszarik is known in the world as the author of two significant featured films in the first place. Sindibad (1971), based on sto-
ries of Proust Gyuly Krudy, is a story of a pensive wanderer, modern Ulysses, impersonating never appeasable desire for a change in
movement and adventure. The brief flushes and lasting passions were never missing there, women appear on the maps of the grown
old man memories in forms of vanishing meetings, returning adventures and sometimes just grand wishes. Huszarik made up a dreamy
colourfully beautiful life of Art Noveau from unusual ethereal visions. MalifGv sen (Csontvary 1980) is a picture of the life pilgrimage of
the country artist Tivadar Czontvary, who is considered to be a significant presenter of Art Naive. The director follows in a complicated
poetic structure the artist lot, who's work was appreciated long after his death, same as the story of an actor, who plays the role.
The complex construction of the film is based on impressive visuality. Zoltan Huszarik is an author of unique document films as well.
Its collection, which will be presented at the festival, proves not only author's work exclusiveness, but its expression of the spirit of
Hungarian document film from 60‘s and 70°s.

Elegy. A lyric requiem for horses that were forced out of fields by machines. A film, that asks for genuine sense and character of
society changes. The director's goal was to elucidate transforms of traditional country society from inside the way that shows the point
of view of a person, who has grown together with people and traditions. His picture of horses, fields and people becomes a testimony
about disintegration of traditional structures and the specific folklore that fully depends on them. It is an intimate, tender-hearted view.
Elegy spreads between life and death, it's clear, beautiful, dreamy and provocative what is caused by its flow between the both banks.
The film was awarded the main prize in experimental film festival competition in Oberhausen 1966.

Amerigo Tot. The ltalian sculptor with Hungarian ancestors Amerigo Tot is an indulgent traveler, same as Baudelaire, who's feelings of
life, the bitter rootless passion, he profess. The journeys present beauty and excitement of cognition for the artist. It penetrates into his
everyday work its own significant way. The portrait is an attempt of the map of real and imaginary journeys of the artist.

Capriccio. Shreds and fragments of film poetry that make it's own place on the edge of a document film. The film is a college of
dialogue between nature, abandoned country, and human fancy. The director with sovereign poetry and a strong sense of grotesque
introduces a myth of creation, human finality and continuousness of recovering nature.

Huszérik's individual style of merry resignation appears here again with features of particular abstract sensibility. There is an inherent
reflection of time, particularly the impossibility of coming back in the picture. Whereas a film by itself main idea is that its existence in
the light makes present what can‘t return, that film in the light and movement becomes something that can never be alone.
Angelus. Old people live a bit forced out on the edge of our society. Some of them stay with the families depending on their care.
The other ones end up in retirement homes, which are definitely made with good intentions, but its own way they contribute on crea-
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Elégia / Elegie / 1965 / 21 min. —= Amerigo Tot / 1969 / 18 min. -
Capriccio /1969 / 16 min. - Angelus / 1972 / 15 min. - A piacere - Tetszés

szerint / A piacere - Dle libosti / 1976 / 22 min.

REZIE: ZOLTAN HUSZARIK.

Zoltdn Huszéarik je ve svété znamy predevSim jako autor dvou vyraznych hranych filmd. Sindibad (1971), natoceny podle povidek
maiarského Prousta Gyuly Krudyho, je pfibéhem melancholického tuldka, moderniho Odyssea, ztélesoujiciho nikdy neukojitelnou touhu po
zméné v pohybu a dobrodruzstvi. V jeho Zivoté nikdy nechybély kratka vzplanuti a dlouhé city, Zeny se na mapé vzpominek zestarlého
muze objevuji v podobé prchavych setkani, vracejicich se dobrodruZzstvi a nékdy jen velkych prani. Huszarik ze zvlastnich, éterickych
obrazU slozil snivy, barevné krasny svét secese. Malifiv svét (Csontvary, 1980) je obrazem zivotni pouti vesnického malife Tivadara
Csontvaryho, povazovaného za vyrazného predstavitele naivismu. Rezisér v komplikované poetické struktufe sleduje jak osud malife,
jehoz dilo bylo docenéno dlouho po jeho smrti, tak pfibéh herce, ktery jej ma hrat. Slozitd konstrukce filmu stoji na pusobivé vizualité.
Huszarik opét natocil vytvarné i filozoficky naro€nou filmovou baseo, sugestivni zrcadlo tvar¢iho vzepéti. Zoltan Huszarik byl ale také
autorem jedine¢nych dokumentarnich filmud. Jejich soubor, ktery bude na festivalu uveden, dokazuje nejen vyluénost autorovych dél, ale
je i reprezentativnim vyrazem ducha maiarského dokumentarniho filmu Sedeséatych a sedmdesatych let.

Elegie. Lyrické rekviem za koné, ktefi byli z poli vytlateni stroji. Film, ktery se v sugestivnich obrazech pta po skute¢ném smyslu
a povaze idedlu spoleCenskych zmén. Rezisérovym cilem bylo pfiblizit promény tradic¢ni venkovské spole€nosti z vnitfku, tak jak se
jevi v zorném Uhlu ¢lovéka srostlého s lidmi a tradicemi. Jeho snimek o konich, polich a lidech se tak stava svédectvim o rozpadu
tradi¢nich struktur a na nich zavislého specifického folkléru. Je to pohled intimni, soucitny. Elegie se rozpind mezi zivotem a smrti, je
Gista, krasna, zasnéna a drazdiva — pravé proto, Ze pluje mezi obé&ma brehy. Film ziskal hlavni cenu v soutézi experimentalnich filmu
na festivalu v Oberhausenu 1966.

Amerigo Tot. ltalsky sochar s maiarskymi prfedky Amerigo Tot je naruzivym cestovatelem, stejné jako byl Baudelaire, k jehoz zivotnimu
pocitu, k hofkym a nezakofenénym vasnim se hlasi. Cesty pro umélce predstavuji krédsu i vzruSeni z poznani, cesty se také neopomi-
nutelnym zpusobem zaryvaji do jeho kazdodenni prace. Jeho portrét je pokusem o mapu skuteénych i pomyslnych cest umélce.
Capriccio. Jde o stfipky &i utrzky filmové poezie, které se prosazuji na okraji dokumentarniho filmu. Film je kolazi rozmluvy mezi pfi-
rodou (odlozenou krajinou) a lidskou fantazii. Rezisér vysostné poeticky a se smyslem pro grotesknost predvadi mytus stvoreni, lidskou
konec¢nost i kontinuitu obnovujici se pfirody. Znovu se projevuje zvlastni HuszarikGv styl radostné rezignace, zvlastni odtazité citlivosti.
Ve snimku je podstatna reflexe €asu, pfedevSim nemoznosti navratu — pficemz sam film je pfece o tom, ze svoji existenci ve svétle
zpfitomouje to, co se neda vratit, ze sém je v pohybu a svétle né€im, &¢im sam nikdy nemuize byt.

Angelus. Stafi lidé Ziji tak trochu vytlaceni na okraj spole¢nosti. Néktefi zlstavaji v rodinach, odkazani na jeji starost. Dal$i konéi v do-
movech dlchodcU, které jsou jisté vedeny dobrymi umysly, ale svym zplsobem pfispivaji k vytvoreni systému, ktery staré lidi izoluje od
svéta. A jini jsou UpIné sami. Huszariklv snimek je poetickou oslavou starych Zen, filmem plnym souciténi se stafim, z néhoz vykoupeni
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ting a system that separates elderly people from the other world. And the others are absolutely alone. Huszarik's picture is a poetical
celebration of elderly women, a film full of empathy with old age that a death is the only atonement from. However, the film doesn‘t
conform to the tragic feeling of life. The camera reads the old hands and faces as a message about the world, where is not too much
of happiness left but where is so much desire for life. It is a human message about the end of life, which gains the meaning through
work and endless activity despite the own impotency.

A piacere - At Pleasure. The director has visited tens of cemeteries. He records monuments above mass graves and memorials that
people pile above the ground where the dead bodies lie. The camera slides on the carved tombs, the stones changed into crosses
and the marks that time burnt in the monuments. The picture is a fascinating exhibition of the period taste and in particular it’s a re-
flection of human desire to leave an outward footprint, the permanent reminder of their one-time existence. The peculiar shivering of
Huszarik’s film meditation doesn‘t come from the static symbols of a death which are added by never-ending presence of document
film as much as from the spectator’s fear from his own mortality, from the fact, that not always are we in collusion with the end as
the essential presumption of a movement.
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pfindsi smrt. Ale film se nepodfizuje tragickému pocitu Zivota. Zestarlé tvare a ruce ¢te kamera jako zpravu o svété, kde sice neni
radosti, ale kde se jesté tolik chce Zit. Je to humanistické poselstvi o konci lidského Zzivota, ktery i pfes svou nemohoucnost ziskava
vyznam praci, neutuchajici €innosti.

A piacere - Dle libosti. Rezisér navstivil desitky hibitovd, zaznamenava pamatniky nad hromadnymi hroby a dal$i pomniky, které si lidé
vr$i nad zemi, kde lezi jejich mrtva téla. Kamera klouze po osekanych kamenech, po kamenech proménénych v kfize i po znacich, které
do pomniki vtiskla doba. Snimek je fascinujici prehlidkou dobového vkusu, ale predevSim je obrazem lidské touhy zanechat po sobé
viditelnou stopu, trvalou pfipominku jejich nékdejsi existence. Zvlastni chvéni Huszarikovy filmové meditace jde ani ne tak z nehybnych
znak( smrti, které scitd neustala pfitomnost dokumentarniho filmu, jako spiSe z divakova strachu z vlastni smrtelnosti, z toho, Ze ne
vzdy jsme srozuméni s koncem jako zakladnim predpokladem pohybu.
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Film zycia - Pawel i Ewa / A Film about Life - Pawel and Ewa

DIRECTOR, PHOTOGRAPHY, EDITOR: MICHAL ROGALSKI. MUSIC: JAN KOMAR. POLAND 2002. 55 MIN.

The parents and their two kids. A poor family in a poor village. The first view: apple trees in blossom, implying an idyll. A house, its backyard,
the man who belongs to the garden and the field, his wife. It would almost appear that what we are viewing is yet another conventional
tale of a return to nature, to a Rousseau-type model as a reaction to modern society. But this family is poor indeed and, in the emptiness
of the flat fields, has no chance to turn things around. A train passes but the main characters will never board it. The departure of the train
isolates the seasons of the year from one another, and it is on the background of these seasons that we enter the farmstead which lives
below the poverty line. Literally, we enter it: the director has come to liver with the family, has become its fifth member whose presence
with the camera has become routine to the family and to whom the family members came to address themselves as to their kin. The author
does not want to be regarded as omniscient, he does not want that (his) characters become mere objects being described from without,
objects which are being commented upon. He just records their simple lives. Thus, any predestination of this view becomes dissolved in
the framework of their daily lives where the un-stylized scenes gathered therefrom are themselves immanent images of human aspirations,
concerns and needs, their sorrows and their joys. The film does not offer any commentary. However, a film produced in this fashion can
merely demonstrate, and therefore, knowing its limits, merely allows the individual family images to merge — thus the anthropology of a family
is becoming distinct merely thanks to the links among the family members. The director came to know the characters of his film in a village
near the town of LodZ where he has been studying at a film school. Pawel and Ewa lived nearby, once they came to help and this brought
them in front of the movie camera. They intrigued the director so that he eventually was coming back to the village over a period of two
years, in order to produce a continuous recording of their lives. It was Kazimierz Karabasz, who while supervising this student project has
pointed out that life is constituted of un—-dramatic existence, of the statements of minor, unimportant moments, and that a film which works
with them must above all make use of the openness of these moments, of those instants when things are happening and placidly devolve
from one to another unclosed, non-literal and self-contained. And this is what the sensitiveness of living together relates to. This is explained
by the director using a simple example of a scene involving an old Wartburg car which breaks down. When the family failed to start the
engine, he took a while to choose between recording their misery and helping them. Then he took his decision: he let the camera record
the event from a tripod while he himself went to help them.
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Film zycia - Pawel iEwa / Film o zivoté - Pavel aEva

REZIE, KAMERA, STRIH: MICHAL ROGALSKI. HUDBA: JAN KOMAR. POLSKO 2002. 55 MIN.

Rodi¢e a dvé déti. Chuda rodina v chudé vsi. Prvni zabér, obraz kvetoucich jabloni, navozuje dojem selanky. Dum, dvlr, muz, ktery patfi
zahradé a poli, jeho zena. Az by se zddlo, Ze sledujeme dal$i konvencéni pfibéh o navratu k pfirodé, k rousseauovskému modelu jako
reakci na moderni spole¢nost. Ale tahle rodina je opravdu chuda a v prazdné roviné poli nema zadnou Sanci to zménit. Filmem projizdi
vlak, do kterého hrdinové nikdy nenasednou. Jeho odjezd odfezava od sebe jednotliva ro¢ni obdobi, na jejichz pozadi vstupujeme do
hospodafstvi, Zijiciho pod hranici chudoby. Doslova vstupujeme: rezisér se bez $tdbu s rodinou szil, stal se jejim patym ¢lenem, jehoz
pfitomnost s kamerou se v rodiné stala vSedni zalezZitosti a na kterého se Casem zacali ostatni obracet jako na nékoho blizkého. Autor
se nechce povazovat za v8evidouciho, nechce, aby (jeho) postavy byly pouhymi objekty popisovanymi zvnéj$ku, objekty s vykladem.
Jenom zaznamenava jejich prosty zivot. Jakykoliv pfedpoklad pohledu je tak rozpus$tén v ramu jejich dnud, kdy nestylizované sebrané
scény z nich jsou samy imanentnim obrazem lidského usilovani, starosti a potreb lidi, jejich smutku a smichu. Film zUstava bez komen-
tére. Takto natoceny snimek ale muze jenom ukazovat, a tak, védom si svych hranic, nechava toliko splyvat jednotlivé rodinné vyjevy
— antropologie rodiny tedy vyvstava z pouhych spoji mezi nimi. RezZisér hrdiny svého filmu poznal na vesnici nedaleko od Lodze, kde
studuje na filmové Skole. Pavel a Eva zili v sousedstvi, jednou pfisli pomoci a tim vstoupili pfed filmovou kameru. Reziséra zaujali tak,
Ze se po dva roky na vesnici vracel, aby prubézné zaznamenaval jejich Zivot. Byl to Kazimierz Karabasz, ktery, dohlizeje na studentlv
projekt, upozorooval, Ze zivot se sklada z nedramatického byti, z fe€i drobnych, nedulezitych okamzikl, a Ze film, ktery s nimi pracuje,
musi vyuzivat prfedevsim otevienosti téchto momentu, chvil, kdy se déji, a neuzaviené, nedoslovné a svébytné volné prechdazeji jeden
do druhého. S tim pak souvisi citlivost sziti. Tu vysvétluje reZisér na jednoduchém piikladu scény s porouchanym starym wartburgem:
Kdyz ho rodina nemohla nastartovat, volil chvili mezi zaznamem jejich trdpeni a moznosti pomoci jim. Rozhod| se jinak, zapnutou ka-
meru postavil na stativ a Sel jim pomoct.
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Jestem zly / I‘m not Good

DIRECTOR: GRZEGORZ PACEK.
PHOTOGRAPHY: KIDS, PIOTR MUSZYNSKI. EDITOR: KATARZYNA MACIEJKO-KOWALCZYK. POLAND 2001. 29 MIN.

A group of kids from a poor city borough of Warsaw recount their life story. They become both the actors and the producers working
with the camera, thus creating an original self-portrait. By knowingly filming the flow of their day, they bring excitement to the screen. The
camera turns into the eyes of those telling the story. The same event, the same afternoon in the neighbourhood, the same adventure
is shown from the perspective of different characters. The duality of the image allows us to precisely cover the children’s unbalanced
mind. We uncover it through questions the kids ask their peers about why they smoke, or whether they have a girlfriend. They lead
us to a yard in between old deteriorating houses. Thanks to them we get to venture into dark corridors, children’s rooms - their little
kingdoms, and we get to know their moms. Then we climb a wall and set out for a new adventure. It's an emotional and naturalistic
journey. The picture is in no way supposed to deliver any message, although different angles allow us to reflect a sociological report.
The motion of the society, and the spontaneity of the periphery is reflective of the political changes. However, all of this only creates
the background to the children’s adventurous games. Experimenting while making this movie is significant in many ways. First, it is
directed towards the feeling of life acquired in childhood, where any feeling of security they reach soon changes to insecurity. Second,
a manifold of views arouses the sense of life flowing from anywhere to nowhere, constantly trying to express inexpressible stories.
Grzegorz Pacek cut and framed the material filmed by children, and gave shape to the flow of events, thus evoking a very intensive
feeling of life chaotically blending in daily adventures.
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Jestem zly / Nejsem hodny

REZIE: GRZEGORZ PACEK.
KAMERA, OBSLUHA KAMERY: DETI, PIOTR MUSZYNSKI. STRIH: KATARZYNA MACIEJKO-KOWALCZYK. POLSKO 2001. 29 MIN.

Skupinka déti z chudé varSavské Ctvrti vypravi o svém zivoté. Kazdé z nich nejen vystupuje pred kamerou, ale také kameru drzi. Vznikl
tak originalni spole¢ny autoportrét. Déti, které védomé nataceji svlj den, pfinaseji do filmu vzruch. Rezisérova metoda jde od poznatkl
jedna vyprava jsou nahlizeny z perspektivy nékolika postav, Ze jsou tékavé a reZisérska verze tyto jednotlivosti prosté spojuje, aby je
divakovi otevrela v jejich plvodnosti. Podvojnost filmu tak umozouje neobycejné precizné postihnout psychiku nevyrovnanych déti. Déti
odpovidaji na otazky, kratka lekce obsluhy kamery, tei odpovida rezisér, kterého déti nataceji, déti maji v ruce kameru a nataceji reportaz
sami o sobé, ptaji se vrstevnikl pro¢ koufi a jestli uz maji holku, jsou vulgarni, pfivadéji nds na dvir mezi chatrajici domy, objevujeme
tmavé chodby, détské pokojicky, pozndvame jejich matky, lezeme pres zei a vydavame se na dal§i vypravu. Je to emocionalni, natu-
ralistickd cesta. Snimek neni Zadnym obrazem s posléanim, snad jen rGzné thly pohledu mohou byt sociologickou zpravou. V podstaté
veskera poselstvi, kterd ze snimku mizeme ¢&ist, pohyb okraje i celé spole¢nosti, zivelnost periférie, ve které se zrcadli politické zmény,
to vSechno je pouhym, by neodmyslitelnym, ale prece jen pouhym pozadim, na némz si déti hraji své dobrodruzné hry, kdyz se vydavaji
na tajemné vypravy do mésta, do jeho tunell. Experiment pfi nataceni — téch nékolik malych kameramant — nese mnohoznacny efekt:
to, Ze kameru drzelo vzdy nékteré z déti, sméfuje k vyrazu pocitu Zivota ziskavaného pravé v détstvi, k té nedokoncenosti, pocitu, Ze
kazdd dosazend jistota se méni v nejistotu; z mnohosti pohledl roste pocit Zivota plynouciho odnikud nikam, utlu¢eného Casu, pribéhu
neustéle se vyjadfujicich a pfitom nevyjadfitelnych. Rezisér sestfihal materidl natoCeny détmi, sledu udalosti dal tvar a i ten, protoze
nemuze uhnout plvodnim zabérim, vyvolava intenzivni pocit Zivota v jeho chaotickém splyvani dennich ptihod, ty se teprve pozdéji
stfetavaji v nevypocitatelnych nasledcich, jimiz prorustad pocit tajemné spojitosti déti, které si spolu hrali v chudé ¢&tvrti na okraji hlavniho
meésta, nesmazatelny pocit mytu prvnich dobrodruzstvi.
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Mé6j syn Romek / My Son Romek

DIRECTOR: MARCIN SOLARZ.
PHOTOGRAPHY: MATHIAS KUKIELSKI. SOUND: WLODZIMIERZ KAZIMIERCZAK. EDITOR: ANNA WAGNER. POLAND 2002. 24 MIN.

Janina Ogonkova is an old woman and Romek’s mother. Romek is an aging man. His son Krzystof is a boy of school age. Together
they are the main characters of this picture, living together in a small flat. The documentary depicts their daily routines and weekend
rests. The camera records their movement in the flat during a one week period. It’s impossible to escape the deadfall of responsibility
and feelings. Janina is 86 years old and in a wheelchair. She lost her leg and is unable to move her arms Her sight is very poor
because of cataracts. Krzystof sits in the kitchen every day studying and writing home school assignments. Occasionally he tries to
speak to his grandma, but unfortunately she can’t hear him. However, silence is a means of communication as well. The documentary
focuses on gaps in the communication process. Roman is the real hero of the movie, by looking after his mother, helping his son with
studying. He also prepares lunch for both of them and much more. From early morning until late evening the only thing he hears is
the calling of his name: Roman! Romek! Romus! With unusual patience and immense sadness he answers every call of his mother. He
dresses and undresses her, lays her down to her bed, sits her at the table , massages her whole body, covers her with blankets, and
feeds her. He tries his best to make her feel comfortable as a family member. The homogenous flat world, the tremble between the
inward and the outward, differences of my being and the others are the main focuses of the movie. Love is of utmost importantance
in the creation of everything that is otherwise perceived as normal and commonplace. Late at night, after putting his mother and his
son to sleep, he finally finds a moment for himself. Taking out a bottle in the owllight, he downs a shot of alcohol. No comments are
made throughout the whole movie, thus not allowing us to find out anything about the main characters. The camera only records their
monotonous life, human suffering, and love stemming out of the heaviness of sorrow.
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Mébj syn Romek / MUj syn Romek

REZIE: MARCIN SOLARZ.
KAMERA: MATHIAS KUKIELSKI. ZVUK: WLODZIMIERZ KAZIMIERCZAK. STRIH: ANNA WAGNER. POLSKO 2002. 24 MIN.

Nemocna stara Zena, starnouci muz a jeho syn, ktery jeSté& navstévuje zakladni Skolu. VSichni tfi Ziji v malém byt&, pfibuzni - Ja-
nina Ogonkova je Romanova matka, Krzysztof je jeji vnuk. Dokument ukazuje jejich vSedni dny i kratké nedélni vydechnuti. Film je
koncipovan jako sestfih zaznamu, ohrani¢eného jednim tydnem. Kamera prosté zaznamenava pohyby v byté, stfih plynulost zaznamu
nerozbiji, naopak dotvafi dojem uzavienosti, nemoznosti uniknout z pasti odpovédnosti a citl. Prostor bytu vytvari v dokumentu nejen
prostfedi pro pohyb, pro zdani pohybu, ale zaroved déj organizuje — byt dava existenci raz, rytmizuje ji v fadu svého vnitfniho Casu.
Je ji Sestaosmdesat, je odkdzana na vozik, ale spiSe uz jenom lezi, pfiSla o nohu, nevladne rukama, pro Sedy zéakal Spatné vidi. Kr-
zysztof posedava v kuchyni, tady piSe domaci ukoly, zkou$i se ucit. ObCas néco k babicce prohodi, ale ta ho neslysi. Ovéem i miceni
je zpusob predavani informace. Ve filmu je patrny dlraz na mezery v komunikaénim procesu. V nich, v zdznamu tichého obstaravani
nemohouciho, v opakujicich se pohybech souziti s nim, snimek funguje. Skute€énym hrdinou filmu je Roman. Stara se o matku, uci se
se synem, pfipravuje obédy, prestyla postele. Od réana do vecera slysi jen: Roman! Romek! Romuce! Na kazdé matcino zavolani pfijde.
S nezvyklou trpélivosti a se smirnym smutkem ji obléka a svlékd, poklada ji na postel, usazuje ji ke stolu, dlouze ji masiruje télo,
vtira mast, prikryva ji, pfevazuje, utira a krmi. Déla vSe pro to, aby se citila dobfe jako €len rodiny. Homogenni svét bytu, uzavirajici
vyhrocené byti, a chvéni mezi nitrem a vnéj8kem, mezi odlinosti mou a toho druhého. To je prostor a chvile, kdy laska znovu musi
vytvaret vSechno, co je jindy prosté dano. Az pozdé vecer, kdyz matka i syn uz spi, ma Romek chvili pro sebe. V Seru kuchyné vytahne
lahev. D& si jeden kaliSek alkoholu. V celém filmu nezazni jediné slovo komentare, o jeho postavach se tak v podstaté nedozvime nic.
Kamera pouze zaznamenava monoténnost jejich Zivota. A také lidské utrpeni a lasku, kterad roste pravé z tize starosti. Vyznamy filmu
jsou jisté — hrdinové se nerodi z cizosti svéta.
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Pani zUkrainy / The Ukrainian Cleaning Lady

DIRECTOR, PHOTOGRAPHY: PAWEL LOZINSKI.
SOUND, MIX: IWO KLIMEK. EDITOR: KATARZYNA MACIEJKO-KOWALCZYK. POLAND 2002. 20 MIN.

Lesja is a Ukrainian lady working as a housekeeper for Pawel Lozifiski, the producer. She is divorced, and both her parents and her
daughter stayed in the Ukraine. She doesn’t believe in love anymore and devotes all her energy into house cleaning, thus making a little
it of money for her daughter. This standard home video brings the authenticity of the dull post-Comunist era, a peculiar clash of two
worlds. The first one is symbolized by a large book case the intellectual producer owns. The other is symbolized by a foreign lady
coming to take care of the household and leaving upon finishing her task. Lesja is introduced to the spectator during the fulfilment of
various household activities without any comment. Only her own words reveal her past and memories from another country. The author
lets her talk freely based on a belief that only her own description makes the document authentic. She enters the house early in the
morning, is welcomed by the producer’s dog, is given a question by the cameraman to which she replies, then takes off her watch and
rings, washes the dishes, vacuums, sings to herself, cleans the windows, leads a monologue, sweeps, cooks, and irons. Finally, she
pats the dog, closes the door, and leaves. This finishes the individual experience of the Ukrainian cleaning lady. The following picture
resembles a reconstruction of a certain historic and social communication code. A lingo of hierarchies, a clear division of the individual
positions, clashes of opinion, habits and values, all describes a new phenomenon, a new geometry of Europe.
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Pani zUkrainy / Pani zUkrajiny

REZIE, KAMERA: PAWEL LOZINSKI.
ZVUK, MIX: IWO KLIMEK. STRIH: KATARZYNA MACIEJKO-KOWALCZYK. POLSKO 2002. 20 MIN.

U reZiséra pracuje jako hospodyné Lesja, Ukrajinka. Je rozvedena, na Ukrajiné ma rodi¢e a dceru. Tvrdi, Ze na lasku uz nevéfi. VSechnu
energii dava domu, vydéla si i néco penéz, pry hlavné pro dcerku. V neprekvapivych standardech doméciho videa natoceny snimek je
vhledem do domacnosti umélce, o kterou pecuje obyc€ejna Zena ze sousedni zemé. Mdla forma ale pfinasi autenticitu mdiého postkomu-
nistického stavu, zvlastniho stfetu dvou svétl - intelektualniho reziséra s rozlehlou knihovnou v kazdém pokoji a cizi Zeny, ktera pfijde,
obstara domacnost a odejde. Svéty, které jsou si blizké jen v urcitém modelu, nebo jinak se od sebe stale a nezadrzitelné vzdaluji.
ReZisér pracuje s redlnou osobnosti, kterd se stard o povrch jeho bytu a jiz postupné poznava - i divékovi ji predstavuje v pribéhu
jednotlivych domacich praci. Bez komentare. Pouze jeji vlastni slova navlékaji za sebe reminiscence minulosti, pocity z jiné zemég, ko-
mentare vlastni prace. Autor ji nechava mluvit, véfi, Ze predevSim jeji popis déla dokument vérohodnym. Vedle poznani jeji osobnosti
se tak oteviraji i spolec¢enské vztahy, jeji pozice v nich. Ta je preduréena Zeninym puvodem, roli gastarbeitera, odsouzeného k uklidu
po druhych, k pouhé pomocné starosti o né, jez je vlastné karikaturou lidského sebeuréeni. The Ukrainian Cleaning Lady - takovyto
anglicky titul filmu, tak odliSny od plvodniho nazvu, zvolil sam rezisér. Lesja pfichazi rano, vita ji pes a rezisér s kamerou ma prvni
otazku, Zena odpovida, sundava si hodinky a prstynky, umyva nadobi, vysava, zpiva si, Cisti okna, pokraCuje ve svém preruSovaném
monologu, zametd, vafi, upravuje gau¢ pro psa, Zehli, pe€e cukrovi, oblékne se, pohladi psa a zavfe dvefe. Paradoxné za slovy ukra-
jinské hospodyné nezistava jen jeji pocit jako stopa individualniho prozitku, ale zavienim dvefi se prehoupne zdznam v rekonstrukci
urcitého historicky a spole¢ensky podminéného komunika¢niho kédu - jazyka hierarchii a zfetelnych hranic mezi jednotlivymi pozicemi,
nebo tato (ne)filmova reflexe novych pravidel a zvyklosti, to kratké pfipomenuti stfetd nazord, zvykl a hodnot ve svém dusledku vypravi
o novém fenoménu, o nové geometrii Evropy.
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Rozwdj / Evolution

DIRECTOR, SCRIPT: BORYS LANKOSZ. PHOTOGRAPHY, SCRIPT: MARCIN KOSZALKA. SOUND: ANNA RUTKOWSKA. MUSIC: ABEL KORZENIOWSKI.
EDITOR: MAREK KROL. POLAND 2001. 45 MIN.

This brutal document takes place in a home for mentally ill patients. The camera focuses just on the patients’ manifestations such as
a crooked walk, uncoordinated motion, trembling, rocking, demented facial expressions, blank stares, lolled out tongues, and slobbering.
All of it together creates a kind of loony ballet. We are not ready for such scenes of animalism, and mental and physical pain. The
movie doesn’t provide space for relief. The mental institute is located in the middle of a nature reserve, accommodating 70 mentally
disabled old men who can neither eat nor dress themselves without assistance, virtually waiting for death. The institute makes up
their whole life. There’s nothing outside it. Everything happening outside the barred windows is as far away as the stars in the sky.
It's only them and the staff dressed in white coats. The document concentrates mainly on six men, three of whom suffer from Down
Syndrome, two are infantile brothers, and the sixth one is a crippled schizophrenic. From the first moment the camera dives into their
world. Slowly we begin to understand their rules, a completely different plenitude of existence. The music penetrating the whole mo-
vie is based on the everyday sounds surrounding them: incomprehensible words, feet scuffing, bodily noises, obscure voices coming
out of the TV, doors banging... Their lives are contained within our lives. In reality the space they live in is not so secluded, it rather
permeates all our perseverance.
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Rozwéj / Vyvoj

REZIE, SCENAR: BORYS LANKOSZ.
KAMERA, SCENAR: MARCIN KOSZALKA. ZVUK: ANNA RUTKOWSKA. HUDBA: ABEL KORZENIOWSKI. STRIH: MAREK KROL. POLSKO 2001. 45 MIN.

Je to brutélni film. Stab se zabydlel v provinénim domé pro du$evn& choré. Kamera pouze snimala jejich projevy. Kfivou chizi, ne-
koordinované pohyby, tfes, kyvani, velké vodnatelné hlavy, dementni tvafe s prazdnyma ocima, jejich vyplazené jazyky, sliny. Celym
filmem, ktery se stfihem a hudbou proménil v balet blaznd podle konceptu scéndristl, prosakuje otazka, jaky smysl ma film sestaveny
z prostého snimani lidskych deformaci, nebyla pfitomnost kamery snimajici neklid, ktery je pro okoli dokonalou prazdnotou, nemistnou.
Vzdy i pohyb jednoho téla k druhému zde nevypovida o ni¢em jiném nez o pouhé vegetativnosti. Jisté, ze by se daly &ist vyznamy,
kterym svét za zdi rozumi. Mozna i néjaky ten symbol by se naSel, tfeba zavéretna scéna, kdy se nemocni vleCou po pise¢né duné
k mofi. Ale ty by byly jen omluvou pro zakladni znepokojeni, ktery film zdznamem neidentické animality vyvolava — zamezi du$evni
a fyzické bolesti je jesté prilis lidské. Na to nejsme pfipraveni a film nam ulevy nedopfeje. Dokument — stylizovany, cilené konstruovany,
neseny ruchem a hudbou - zachycuje Zivot pacientd, Zijicich v Ustavu uprostfed pfirodni rezervace. Je to Utulek pro sedmdesat starych
retardovanych muz(, ktefi se sami nedokaZi najist ani obléknout, ekaji na smrt. Ustav je jejich svétem, neni nic mimo ngj. To, co je
hned za zamfizovanym oknem, je stejné daleko jako hvézdy. Jsou jenom oni a bily persondl, ktery se o né& stara. Ziji v mize, adekvéatni
jejich vyvoji. Film se soustfeiuje hlavné na projevy Sesti muzl: tfi trpi Downovym syndromem, dva jsou nevyvinuti bratfi, posledni je
zmrzaceny schizofrenik. Kamera je od prvniho zabéru ponorena do akvaria jejich svéta. Teprve s ¢asem mu zacdindme rozumét, chapeme
jeho pravidla, Uplné jinou plnost existence. Hudba zkomponovana pro film ma kofeny ve zvucich z jejich svéta: nesrozumitelnd slova,
Soupani nohou, Ulevy téla, hlasy vééné pusténé televize, zavirani dvefi, zvlastni ztlumeni vSech projevi mezi holymi sténami. | s ni
muzeme zkusit rozumét filmu, ktery je svéraznou variaci road movie. Jen ta cesta k mofi vypada trochu jinak. Jejich Zivot je obsazen
v nasich zivotech. A fyzicky prostor, jez vytvareji, neni také uzavreny, ale pronika vSude, stava se pfitomnosti, kterd je i nasim trvanim.
Pohled do krajiny s tak vzdalenymi tély a vécmi je tak jen odrazem jiného pohledu, toho, ktery vidi.
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Film ist (7-12) / Film is (7-12)

DIRECTOR, EDITOR: GUSTAV DEUTSCH.
MUSIC: WERNER DEFALDECKER, CHRISTIAN FENNESZ, MARTIN SIEWERT, BURKHANRD STANGL. AUSTRIA 2002. 93 MIN.

7 Comedy 8 Magic 9 Conquer 10 Writing and Language 11. Sensibility and Passion 12 Memory and Document. A woman comes out
of Darkness and goes through the door. With fear in her eyes, she stares Into the infinitive deepness of the night, which has covered
the Whole world behind the door. She looks into her own dream or maybe somebody dreams her. Everything that follows comes
about in a Rhythm of close-tied motives. Another experimental film of Gustav Deutsch “Film is (7 — 12) is a suggestive collection
of moving pictures from the first thirty years of the fatal media, hallucinatory mixture of a grotesque and an action, melodrama and
a mute banality. It is a catalogue of possibilities, everything a film can become just for the fact that it exists. That's the reason for
the director's rigor in outlining his film range. It downloads taken-over shots, cuts them out of period feature documents, thousands
of segments of forgotten footage, to link them in a strict minimalist omnium, that rightly represents the academic concept of an open
production. After the picture Film is (1 - 6), devoted to a scientific film as a laboratory, where the real experiment is born (1 Movement
and Time 2 Bright and Muddy 3 Tool 4 Material 5 Moment 6 Mirror). The director works with a feature film in his next production.
A feature film, illusionism in the first variety recording with the first spasm of studio film, with the cut imagination of feature film stories.
A scientific film (recording, discovering) as analysis and grotesque (laugh in human movement, inexhaustible paraphrases) as fusion —
moving pictures from the beginning with Janus face. The multiple open layout of individual sections, which motives are as a mosaic
pulled together, and in no time separated again. The motives, that are crossing the whole film (every section of a section) and in the
same time referring to the experimental catalogue in the same way they open the door to author experiments of Deutsche unique
production in the stage of genesis. The whole crosshatch of the structure is seemingly simplified with chaps -elementary pulsation
within the frame of the individual sections. “Film is“ is an incomplete definition. There is the explanation what a film actually is missing.
However it is a complex message of the natural film existence. Its continuity the evanescent metamorphosis of human existence. If
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Film ist (7-12) / Film je (7-12)

REZIE, STRIH: GUSTAV DEUTSCH.
HUDBA: WERNER DAFELDECKER, CHRISTIAN FENNESZ, MARTIN SIEWERT, BURKHANRD STANGL. RAKOUSKO 2002. 93 MIN.

7 Komedie 8 Magie 9 Dobyti 10 Pismo a jazyk 11 City a vaged 12 Pamé& a dokument. Zena se vynofi ze tmy a projde dvefmi. Se
strachem v ocich se divd do nekonec¢né hlubiny noci, kterd prekryla cely svét za dvefmi. Nahlizi do vlastniho snu, ale mozna, Zze ji
nékdo sni. V8e, co nasleduje, se odehrdva v rytmu Uzce svdzanych motivi. Dal§i experimentélni stfihovy snimek Gustava Deutsche
Film je (7-12) je sugestivni sbirkou pohyblivych obrazli z prvnich tficeti let existence tohoto osudového média, halucinogennim spojenim
grotesky a akce, melodramatu a némé vSednosti. Je to katalog moznosti, v8eho, ¢im film muaze byt tim, Ze vUbec je. Proto ta rezisérova
dlslednost pfi koncipovani pokracovani své filmové skladby, kterd stahuje prevzaté obrazy, vystfihava je z dobovych hranych fiimd a do-
kumentu, z téch tisici zapomenutych filmovych pasu, aby je spojila v pfisny minimalisticky celek, plnym pravem reprezentujici teoretickou
predstavu otevieného dila. Po snimku Film je (1-6), vénovanému védeckému filmu jako laboratofi, kde se rodi skute¢ny experiment (1
Pohyb a ¢as 2 Jasné a temné 3 Nastroj 4 Materidl 5 Okamzik 6 Zrcadlo), pracuje rezisér v dalS$im dile predev§im s hranym filmem,
ilusionismem prvnich zdznam0 varieté, s prvni kfeci studiového filmu, s rozstfihanou imaginaci hranych pfibéhd. Védecky film (zazna-
menavajici, odhalujici) jako analyza a groteska (smich v lidském pohybu, nevyCerpatelné variace), jako syntéza — tedy film od pocatku
s Janusovou tvari. Ta nékolikanasobné oteviend struktura jednotlivych kapitol, jejichz mozaikovité stahované a vzapéti odstrfeiované motivy
jdou napfi¢ celym filmem (Usekem Useku) a zaroveo odkazuji k prvnimu experimentalnimu katalogu — stejné jako oteviraji dverfe dal§im
pokustim Deutschova jedineéného dila ve stavu zrodu — celd mfizka této struktury je zdanlivé zjednodusena podkapitolami, elementarni
pulsaci v ramci samostatnych kapitol. Uz sam nazev snimku neni neuplnou definici, v niz chybi to, ¢im ze film je, ale je to komplexni
sdéleni samoziejmé pfitomnosti filmu, jeho nepretrzitosti, t¢ pomijivé metamorfézy lidské existence. Jestlize véta literarniho experimentu
Gertrudy Steinové znéla: rGze je rGze je rGze je rGze, pak: film je film je film je film. Deutsch nahlizi film az geometricky, prostfednictvim
narysovanych témat, ktera mu slouZi jako vychodisko k uchopeni vyvoje filmu a samotného média predevSim v jeho esteticko—psycho-
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in the line of Gertruda Stein‘s literary experiment was: rose is rose is rose is rose, then : film is film is film is film. Deutsch‘s view at
film is almost geometric, when he sees motion pictures by means of delineated topics, which give him the starting point of gripping
film and media by itself evolution, mainly in its esthetic — psychological connections and aspects. Changeable exposition of motives is
closely associated with changes of ideas and esthetic aspects of different eras. The relation of film and existence (not reality) inward
and outward, consciousness and spatio-temporal kontinuum means for him the base of expressing man’s own situating in the world.
Music seems to be the auditorium-consolidating element. In a paradoxal way the least abstract variety of 4 Austrian representatives of
electronic music, composed in the direct line with picture editing.
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logickych souvislostech a aspektech. Proménliva expozice motivi Uzce souvisi s proménami myslenkovych a estetickych stop rtznych
epoch. Vztah filmu a existence (nikoli reality), vnittku a vnéjSku, védomi a ¢asoprostoru je mu zakladem pro vyjadreni situovanosti ¢lovéka
ve svété. Divacky sjednocujicim prvkem se pak zda byt hudba, paradoxné nejméné abstraktni variace Ctyf rakouskych predstavitelt
elektronické hudby, komponované v pfimé vazbé se sestfihem obrazu.
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Temelin - The Village in the Southern Bohemia

DIRECTOR: NIKOLAUS GEYRHALTER, MARKUS GLASER, WOLFGANG WIDERHOFER. PHOTOGRAPHY: NIKOLAUS GEYRHALTER.
SOUND: STEFAN HOLZER. EDITOR: WOLFGANG WIDERHOFER. AUSTRIA 2002. 30 MIN.

Several hundred thousand Austrians have affixed their signatures under the petition asking for the South-Bohemian nuclear power station
at Temelin to stop. A resolution against Temelin was debated and voted upon at the Parliament in Vienna. To Austria this Czech power
plant has become a problem, which came to be muddled with emotions and ambitions. A score of years ago, the Austrians have had
their say which put a stop to an atomic power plant of their own at Zwentendorf, whereupon the site, with the plant almost complete,
was frozen. Years later, the specter came to have its name again: Temelin. It is true that outside Austria’s borders there exist other
power stations, much older than Temelin and markedly more dangerous in terms of technologies used, but the construction of none of
them took so long, none was discussed so often at the most variegated levels, and also, with the Austrians, Czechs have a reputation
of sloppy work second to no other nation. Our southern neighbors’ saying of “bdéhmisches Dorfer”, or “Bohemian villages” denoting
a really messy place was coined as far back as in the times of the monarchy. At the interstate level the dispute has escalated when
the Blue-Black parties’ coalition ascended to power in the fall of 1999. However, the two years of obstinate negotiations and gunplay
exchanges between the politicians of the two countries were everything else but an effort to disentangle the environmental and safety
problems of the Temelin power station (abbreviated JETE). In fact, the power plant was being modernized regardless of the pressures
exerted by Austria’s government. And it was also with the rhetoric of the Czech politicians that the construction of the power station
was completed. But there is no chance that the Austrian documentary of the triplet of directors would tell us about all this. Their film
involves no direct argumentation (although it does, at a subconscious level) where the opinions of both parties would be presented,
a document which would grasp the instant of culmination of the issue — the film was shot at the time when cross-border travel was
being hindered by border blocks. To the contrary: the authors have chosen static scenes based on confessions of selected interviewees
from rural Bohemia. In a typified environment, people will answer the same questions. The staff would always ask what impression
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Temelin -— Ein Dorf in Stidbohmen / Temelin

REZIE: NIKOLAUS GEYRHALTER, MARKUS GLASER, WOLFGANG WIDERHOFER.
KAMERA: NIKOLAUS GEYRHALTER. ZVUK: STEFAN HOLZER. STRIH: WOLFGANG WIDERHOFER. RAKOUSKO 2002. 30 MIN.

Nékolik set tisic Raku$anu pfipojilo svij podpis pod petici zadajici zastaveni jaderné elektrarny v jiho¢eském Temelingé. O protitemelinské
rezoluci se debatovalo a hlasovalo ve videoském parlamentu. Ceské elektrarna se v Rakousku stala problémem, na ktery se zadaly
nabalovat emoce a ambice. Pfed dvéma desitkami let rekli Rakus$ané ,ne“ vlastni atomové elektrarné ve Zwentendorfu, jeji skoro dokon-
¢ena stavba byla zakonzervovana. Po letech dostal pfizrak znovu své jméno: Temelin. Kolem Rakouska jsou sice dalsi a mnohem starsi
se tolikrat nediskutovalo na nejriizngjsich uUrovnich, a také Zadny narod nema u Raku$ani takovou povést lajdékil jako Cesi. Uslovi
,b0hmisches Dorfer* neboli ,Ceska vesnice“ pouzivaji nasi jizni sousedé uz od dob monarchie, kdyz chtéji vyjadfit, Zze je nékde opravdu
hodné velky neporadek. Na mezistatni Urovni se spor vyhrotil po ndstupu modro-Cerné koalice lidovcu a svobodnych na podzim 1999.
Dva roky upornych jednani a prestfelek mezi politiky obou zemi byly ale vS§im jinym nez snahou o feSeni ekologickych a bezpecnost-
nich probléml v JETE. K modernizaci elektrarny totiz dochdazelo nezavisle na tlaku rakouské vlady. A s touto rétorikou politikll Ceské
strany také byla elektrarna dostavéna. O tom vSem neni rakousky dokument trojice rezisér(i ani nahodou. Jejich snimek neni pfimou
argumentaci (podprahovou jisté), ve které by zaznély nazory obou stran, dokumentem, ktery by vyuzil vyhrocenost okamziku - film se
natéa€el v dobé pohrani¢nich blokdd. Naopak autofi zvolili statické vyjevy postavené na zpovédich vybranych obyvatel ¢eské vsi. Lidé
v typizovaném prosttedi odpovidaji na stejné otazky. Stab se vzdy zeptd, jak na né plsobi sama stavba a jestli maji strach. Odpovédi
jsou vétsinou neurcité (ano, ale), ¢esky relativizujici. Svornikem oddélenych epizod jsou ruzné zabéry na betonové monstrum uprostied
zimni krajiny, detaily vézi, sloup pary stoupajici k ¢irému nebi. Starosta hovoti na poli pred elektrarnou, matka u svych saokujicich déti,
prodavacka v mistnim konzumu, odpovida zde lesnik, truhlaf, ucitelka, farmar, trojice mladych lidi. Vzpominaji na to, jak vypadla krajina
bez stavby, vyjadfuji se k jeji uZitnosti, k moznostem, které nabizi, véfi v jeji bezpec€nost. Lidé pochybuiji, ale neni jediny, kdo by Fekl:
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they had of the power plant has been and whether they are afraid. Most of the responses have been indeterminate (yes, but), making
the issue a relative one, in the Czech fashion. Isolated episodes are bridged by variegated views of the concrete monster surrounded
by wintertime landscape, details of towers, a column of steam rising toward the blue sky. A mayor speaks in a field in front of the
power plant, a mother is interviewed while her kids are riding a sled, a saleswoman in a local foods store; a forester, a joiner, a wo-
man teacher, a farmer, and three youngsters will all of them offer their responses. They recall how the country looked like when the
site had not been there, they offer statements regarding the plant’s usefulness and potential, they trust the plant is safe. People voice
their doubts but none of them would say: it stands in my way. To the Czech viewer, the documentary also smacks of yet something
else - we have not had much exposure to movies about ourselves produced by foreigners, their vision is detached and yet otherwise
accurate, other aspects are underlined, the directors leave the responses to linger, they work perfectly with the irony of silence. — Let
us mention that Director Nikolaus Geyrhalter has had a direct experience with the impacts of a nuclear plant accident. His film Pripja
focused on both a decomposing town in the forbidden zone near the Chernobyl power plant and the people who once lived there.
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vadi mi to. Pro ¢eského divaka ma pak dokument dal$i pfichu - nejsme pfili§ zvykli divat se na filmy o nas, které nataceji cizinci,
jejich pohled je odtazity a zaroved jinak presny, klade duraz na jiné véci, odpovédi nechavaji reziséfi dlouze doznivat, dokonale pracuji
s ironii ticha. — Pfipomedme, Ze rezisér Nikolaus Geyrhalter ma pfimou zkuSenost s dopadem havarie jaderné elektrarny. Jeho snimek
Pripja byl jak o rozpadajicim se mésté v zakazané zéné blizko Eernobylské elektrarny, tak o lidech, ktefi v ném kdysi Zili.
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Zur Lage / State of the Nation

DIRECTOR: BARBARA ALBERT, MICHAEL GLAWOGGER, ULRICH SEIDL, MICHAEL STURMINGER. PHOTOGRAPHY: EVA TESTOR, MICHAEL GLAWOGGER, ULRICH
SEIDL. SOUND: ELISABETH REEH, EKKEHART BAUMUNG, TORSTEN HEINEMANN. MUSIC: PATRIC PULSINGER. EDITOR: KARINA RESSLER. AUSTRIA 2002. 85 MIN.

It wasn‘t the goal to make just a report on Austria but to contribute to a discussion. Turn the spectator into another debater. The moving
picture of the group of four directors tries to render the social situation, economic factors and the ideology mixtures that naturally outline
the present life without significant concessions. The document is not a critic analysis of Austrian political crises, which could be a symptom
of western-european standards. It is rather its statement, which is more less a consequence of sociological reckoned on practical life of
presentation of representative types. Barbara Albert portraitured working women, single mothers. A cashier in a supermarket, a worker at
an endless band in a factory, a convinced elector for the Freedom a woman of Turkish nationality and an unemployed artist of action.
The director catches them in brief moments of everyday life however even from there we can read what the political conviction grows
from. Michael Glower set off by himself. During three weeks he crossed Austria hitchhiking. With a small camera he was getting in to
random drivers. The journey mainly followed the state border. The most often picture there is a driver with the countryside running away
behind the window. The sentence fragments are glued together as a mosaic of views and opinions on the government, opposition, the
monarch and the European Union, on immigrants. Ulrich Seidl. The most ordinary Austrians as well, fascinate the director of controversial
movie Psi dny (Dog days) presented in Czech cinemas, the intimacy of their stereotype lives. He chose one of the monotonous motives
for his part of the collective document. — A notorious complainer, who spends his life writing letters to authorities and an elderly couple,
who view themselves surrounded with a bunch of foreigners, as the country and tradition savers. Michael Strumming followed a prominent
telecast and peaked into two different living rooms. He found there children and their grandparents — two groups not interested in politics.
Not yet and not any more. However, there is a shadow on them as well. The bipolarity tension between politics and non-politics follows
the whole film, which only summaries, points and in places condensed way popularize the endless discussion about the state of public
affairs. The bearers of different ideas are the heroes of the dialogue and they make it human. They live their lives, there are parts of
history and beyond them, they are indifferent although they feel how much politics affects them. They take part there meanwhile it's as
if they wanted stay out of time. The Austrians.
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Zur Lage / Ksituaci

REZIE: BARBARA ALBERT, MICHAEL GLAWOGGER, ULRICH SEIDL, MICHAEL STURMINGER. KAMERA: EVA TESTOR, MICHAEL GLAWOGGER, ULRICH SEIDL. ZVUK: ELISA-
BETH REEH, EKKEHART BAUMUNG, TORSTEN HEINEMANN. HUDBA: PATRICK PULSINGER. STRIH: KARINA RESSLER. RAKOUSKO 2002. 105 MIN.

Cilem nebylo natocit pouhou zpravu o stavu Rakouska, ale pfispét k diskusi. UCinit z divdka dal$iho diskutéra. Bez velkych ustupku
tvaru se snimek Ctvefice rezisérd snazi postihnout predevsim socidlni situaci, ekonomické faktory a ruznice ideologii, které prirozené
konturuji soucasny Zzivot. Dokument neni kritickou analyzou rakouské politické krize, jez muze byt symptomem krize zadpadoevropskych
standardl, nybrz je spiSe jejim konstatovanim, které vyplyva do znaéné miry ze sociologického domysleni praktického Zivota typizova-
nych predstavitell. Barbara Albertova portrétovala zaméstnané Zeny, svobodné matky: pokladni v supermarketu, délnici u béziciho pasu
ve sterilni fabrice, presvédcenou volicku Svobodnych, Zenu turecké narodnosti i nezaméstnanou akéni umélkyni. Rezisérka je zachycuje
v kratkych okamzicich vSedniho dne, ale i z nich Ize vycist, ¢im roste politické presvédéeni. Michael Glawogger se vydal na cesty sam.
Béhem tfi tydnu projel stopem Rakousko, s malou kamerou nasedal do aut k nahodnym Fidicim. Cesta prevazné kopirovala statni
hranice, nejcastéjSim zabérem je tvar fidice s ubihajici krajinou za oknem. Z utrzk( vét se slepuje mozaika nazor(i na vladu a opozici,
na monarchii a evropskou unii, na imigranty. Ulricha Seidla, reziséra kontroverzniho snimku Psi dny (ktery uvadeéji i ¢eska kina), fascinuje
svét nejobycejnéjSich Rakusand, intimita jejich monoténniho zZivota. | ve svém prispévku pro kolektivni dokument si vybral dalsi z nich -
notorického stéZovatele, ktery travi zivot psanim dopist uradim, a starsi videoské manzele, ktefi se vidi, obklopeni hordou cizinct, jako
pravi zachranci vlasti a jejich tradic. Michael Sturminger ironicky pronasledoval prominentniho televizniho moderatora a nahlédl i do dvou
dalSich obyvakl v Tyrolsku a Burgenlandu. Objevuje v nich déti a jejich prarodic¢e, dvé skupiny, které politika jeSté-uz nezajima. Ale
jeji stin lezi i na nich. Ona dvojpdlovost, napéti mezi politikou a ne—politikou, se tdhne celym filmem, ktery jenom shrnuje, vyhrocuje
a nékde i jen zkratkovité popularizuje nekongici vnitini diskusi o stavu verejnych veéci. Zalidouji jej nositelé rlznych nazord, oni jsou
hrdiny tohoto rozhovoru. Ziji své prevazné obycejné Zivoty, jsou v dé&jinach i mimo né, jsou lhostejni, ale citi, jak se jich politika dotyka,
podili se na ni, ale sou€asné jakoby chtéli byt mimo ¢as. RakuSané.
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Hey You Slovaks!

SCRIPT AND PRODUCTION: ROBERT KIRCHHOFF.
PHOTOGRAPHY: MARTIN KOLLAR. EDITOR: ROMAN VARGA. SLOVAKIA 2002. 48 MIN.

An authentic mosaic of naked feelings without any sensibility, a cold, weakening picture, monologues depicting the sentiment that has
befallen Slovakia. The documentary has accommodated the speech of people, the countryside to the life in Slovakia. A relatively exoteric
structure connects sociologically representative portraits of contemporary Slovaks, and their fragmented testimony. The main recourse
of this documentary includes the topic of poverty, abysmal disappointment about the development of recent years, collective complex
of inferiority and value instability. A portrait mosaic of people from different parts of Slovakia ten years after the independent state has
been created. The author tried to disclose the basic motif of Slovakian motivation and their conception of life, both fulfilled or dreamt
of. Many cases of poverty are often caused by incapability, or lack of courage to overcome the communist circle. Everybody is filled
with disillusion and resignation. The Bolsheviks listening to the brass bands, Slovak dissidents walking through an open-air museum,
old laborers imitating the job in a closed down glass factory. The unemployed are waiting and waiting in their flats, the army repatriates
are dreaming of leaving for some better place. Homeless people, single mothers, TV contest heroes, Czech underground philosopher,
panel neighborhood, trains, pubs, empty factories, that’s Slovakia.
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Hej, Slovaci!

SCENAR A REZIE: ROBERT KIRCHHOFF.
KAMERA: MARTIN KOLLAR. STRIH: ROMAN VARGA. SLOVENSKO 2002. 48 MIN.

Zazitek vSednosti, autentickd mozaika holych zaznamu bez citlivosti, studeny, sldbnouci obraz, ktery vyznamové zaplavila fe¢ - mo-
nology, které se rozpadaji do pocitu jednoho statu. Dokument se cele pfizpUsobil feci lidi, krajina Slovenska, jako misto k zivotu, se
stala Sedou hlubinou pozadi, jakousi ilustrujici reprodukci: film otevira zabér dvojitého kfize, v jeho zavéru je symbol vymezen obrazem,
po kterém leze moucha. Dikce filmu ale nesméfuje k zasadni konfrontaci, jeho srozumitelnd struktura stroze spojuje sociologicky re-
prezentativni portréty sou¢asnych Slovaku, nesceluje je ale v nékam mifici pfibéhy, naopak je nechava ozit jen v amorfni totalité jejich
fragmentarnich vypovédi. Vychodiskem snimku je téma chudoby, které rozSifuje registrace hlubokého zklamani z vyvoje poslednich let,
umocnéné spolecnym komplexem ménécennosti a hodnotovou labilitou. Mozaika portrétl lidi z riznych ¢éasti Slovenska deset let po
vzniku samostatného statu spojuje prfedevSim autorska snaha odkryt zakladni vlivy formujici motivaci Slovaku a jejich predstav o Zivoté,
kterou se pokouseji naploovat anebo o ni jen sni. Vychozi pocit chudoby je tak ¢asto jen dusledkem neschopnosti, nedostatku odvahy
k odvaze, s niz by prekrocili postkomunisticky kruh. Archivni zabéry dovoluji penzistim vzpominat a zaroved predznamenavaji naladéni
chudoby jako trvalého stavu, dnes tak zivého pocitu, ktery je i neni hmotnym nedostatkem, rozhodné neni bidou, ale urcité pfinasi
deziluzi a rezignaci. Dechovka vyhrava komunistlm, slovensti exulanti se prochazeji skanzenem, v dutiné zaviené sklarny napodobuiji
stafi délnici pohyby davné prace, nezaméstnani Cekaji a Cekaji v sektorovych bytech, navratilci z vojny vypraveéji o tom, kam odjedou,
a nit apatické filmové formy navléka oci dalSich spole¢ensky determinovanych — bezdomovce, svobodné matky, hrdiny televizni soutéze,
¢eského undergroundového filozofa. Chladné pozorujici dokument bez imitace charakterd dal preparuje zivé v $edém pruhu mezi Utékem
a skanzenem, mezi strnutim a pohybem, na sidlisti, ve vlaku, v hospodé, v prazdné fabrice, na Slovensku.
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Home Movie

DIRECTOR, PHOTOGRAPHY: MISO SUCHY.
PHOTOGRAPHY: LIDA SUCHY, MARIO HOMOLKA. EDITOR: MAREK SULIK. SLOVAKIA, USA 2002. 55 MIN.

The moving picture Home movie (what was subtitled as The diary for my son born in America) from Slovak director MiSi Suchy is
a personal message about emigration, feelings from comebacks and a journey back home. But home is there over the ocean already,
in America. To talk about myself means to regard sense-uniting power, which the tension in between both homes, slow leaving one and
creating the other one definitely is. The document is based on author presence and his continual comment, course of the film — course
of life. His autobiographical emigrant dream-book consists of several expressive situations, which are completed with collage-faded
photographs, intimate family movies, letters and sensational shots made as if on the edge. Story sections, which we feel like in the
present, differ from these parts essentially —

they are made by a camera of not high quality and direct straight ahead. Although the film starts with family memories and relics,
when the camera focuses on the parents portrait in an oval frame, a collage of shots from the New York underground from the late
80’s, and director’s ID (Michal Suchy, photography, signature and papilla labyrinth of a fingerprint), the zero point in time orientation are
the shots from his New York flat, where we recognize his wife and son. The whole family travels to Slovakia to the author‘s parents.
We have to remind, that director's wife Lida is a daughter of Ukrainian emigrants. The lifestyle of her family is continually confronted,
the Ukrainians who just very slowly grow together with American reality, with her husband's family that stayed in Slovakia. Stay with
his parents, it means days spent in a prefabricated

building-flat taken through the eye of a family camera. We can have that for auxiliary expression for a special way of adaptation, recor-
ding as to the behaving of the child that sees everything for the first time, as the presence of the close family in front of the camera.
The flatness of the film is interrupted by the director's author's way. His domains are the static shot of speaking details, short, always
in complete silence. Slovak flats and cemeteries are substituted with a drive through the snow-covered little American town., husband
and wife are looking for a house. They spend Christmas at her parent's- The director uses the same method for the portrait and the
same way how to enter the next household, new faces, a number of voices. We can feel the atmosphere of holidays the same way
as the closeness of death, there is a dying father in the family. An oval photograph is hanging on the bare wall and the director and
his wife are buying things for their new flat. They

are not floating into the American dream, they are there.
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Home Movie

REZIE, KAMERA: MISO SUCHY.
KAMERA: LIDA SUCHY, MARIO HOMOLKA. STRIH: MAREK SULIK. SLOVENSKO, USA 2002. 55 MIN.

Snimek Home Movie (s podtitulem Denik pro mého syna narozeného v Americe) reziséra slovenského plvodu Misa Suchého je osobni
zpravou o emigraci, o pocitech z navrat a cesté zpatky domu - doma je ale uz za morem, v Americe. Mluvit o sob& znamend mit
na zfeteli vyznamoveé jednotici silu, a tou napéti mezi dvéma domovy, pozvolné opousténi jednoho a vytvareni druhého bezpochyby je.
Dokument se opira o pfitomnost autora, ktery neustale komentuje prubéh filmu — pribéh Zivota. Svuj autobiograficky emigrantsky snar
sklada z nékolika vyraznych situaci, které doplouje kolazi zaslych fotografii, Uzkych rodinnych filmu, dopisu a pocitovych zabér(i nato¢enych
jako by na okraj. Useky vypravéni, které vnimame jako soudasné, se ale od téchto spoju zasadné& ligi — jsou natadeny nepfili§ kvalitni
videokamerou a linearné sméruji dopredu. Film sice zac¢ina probiranim rodinnych pamatek, vpitim kamery do portrétu rodi¢t v ovalném
rému, kolazi zabérl z newyorského metra na konci osmdesatych let a identifikacnim prikazem reziséra (Michal Suchy, fotografie, podpis
a papilarni labyrint otisku palce), ale nulovym bodem ¢asové orientace jsou az zabéry z jeho amerického bytu, kdy poznévame jeho
Zenu a syna. Celd rodina se vydava na Slovensko za autorovymi rodi€i. Pfipomeome, Ze reZisérova Zena Lida je dcerou emigrantd
z Ukrajiny. Ve filmu tak pribézné dochazi ke konfrontaci zivotniho stylu jeji rodiny, Ukrajinct jen vlaéné se szivajicich s realitou Ameriku,
s rodinou jejiho muze, kterd zlstala na Slovensku. Pobyt u jeho starych rodi€u, to jsou dny strdvené v bratislavském paneldkovém
byté, zachycené okem rodinné kamery — méjme to za pomocny vyraz pro zvlastni prizplsobeni nataceni jak chovani vlastniho ditéte,
které vidi vSe poprvé, tak vlibec v§i pfitomnosti blizkych pred kamerou. Rezisér ale i do plochosti domaciho videa vstupuje autorskym
zplsobem, jeho doménou jsou statické zabéry na vymluvné detaily, kratké, vzdy v Uplném tichu. Slovenské byty a hrbitovy vystfida jizda
zasnézenym americkym meéste¢kem — muz a Zena si vybiraji dim. Vanoce jesté travi u jejich rodicl. Rezisér pouziva stejnou metodu
i pro jejich portrét, a tak stejné samozfejmé vstupujeme do dalSi doméacnosti: nové tvare, mnohohlasi, citime atmosféru svatkd i blizkost
smrti, rodina ma u sebe umirajiciho otce. Ovalna fotografie visi na holé zdi domu, rezisér s manzelkou si po obchodech vybiraji véci
do nového bytu, uz nevplouvaji do amerického snu, uz tam jsou.
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The Key for Determining Dwarfs or The Last Travel
of Lemuel Gulliver

DIRECTOR: MARTIN SULIK. SCRIPT: JAN LUKES, MARTIN SULIK. PHOTOGRAPHY: MARTIN STRBA. SOUND: DANIEL NEMEC. EDITOR: JIRI BROZEK.
STARRING: MAREK JURACEK, EDITA LEVA, ELISKA DOUSOVA, SARKA DVORAKOVA, JULIE RITZINGEROVA AND OTHERS. SLOVAKIA 2002. 58 MIN.

The legacy of the screenwriter and director Pavel Juraéek (1935-1989), now in possession of his son Marek, contains apart from other
documents his diaries. In Juracek’s life, a diary was a very special phenomenon. According to the editor Jan Luke$ who is preparing the
diaries to be published in the lllumination Library of the National Film Archive and is a co-author of the script, they above all provided
space for almost obsessive analyses, both private and social. Their moral insistence, severity and literary concinnity make the diary
a work of art comparable with Jurdéek’s best scripts. It seems predestined to rehabilitate after the years the author’s role in the Czech
film. Juréek’s perception of the world blends a purely intimate, creative and a public sphere. It was the diary and readings from the
diary and archive scenes and previews of Juracek’s film “A Case for a Beginner Hangman” that gave birth to a collage of the Slovak
director Martin Sulik. In the middle of sixties, Juraéek was absorbed in work on his feature film, and his reflections and doubts related
to this special variation of the Gulliver theme became the basis of the Sulik’s documentary. The whole picture is built upon acted sce-
nes or additionally filmed material, which, visually attuned to other parts and with the actors and interiors bearing as much similarity
with their realistic models as possible, sketch the JuraCek’s personality and his life evoking the atmosphere of the second half of the
sixties. The personal dimension is emphasized by the fact that the part of Pavel Juracek is performed by his son Marek who also reads
from his diaries. Petr Safafik in his review of the Sulik’s film reminds that the director’s endeavours to bring back the lost times go as
far as creating virtual replicas: Juraéek’s film apartment is the accurate copy of the real one, the actors were adapted to the real old
photographs (or they faces were projected to archive pictures, in order to be in accord with the quasi-documentary film scenes). All
this happens with such great results that even the contemporaries think these were family-album photographs. Martin Sulik completed
four films during a single year, three of them in Slovakia — two documentaries about Juraj Jakubisko and a portrait of the philosopher
Miroslav Marcelli. He says about his fourth film which was made in Czech production: Juracek’s diaries are very personal and we tried
at least to find an analogy of their intimacy in an image. It seemed to us that the most personal films are the 8mm family archives. So
we tried to make this film as if beside the diary we had also found a box containing his 8mm films and photographs. — Sulik’s picture
is another invitation to reconsider the relation of a documentary film and an imitation, which stems from the evoking illustrations such
“The Key for Determining Dwarfs”. Its essence is not united with the original object (body). That is stood in by a word and imitation,
the essence being produced as a transmutation of the object and its illustration. The essence comes from a fake material, which is
presented as a genuine one, and only in that form can it be re-established and transformed in quality.
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Kli¢ k uréovani trpasliki aneb Posledni cesta Lemuela
Gullivera

REZIE: MARTIN SULIK. SCENAR: JAN LUKES, MARTIN SULIK. KAMERA: MARTIN STRBA. ZVUK: DANIEL NEMEC. STRIH: JIRI BROZEK.
HRAJI: MAREK JURACEK, EDITA LEVA, ELISKA DOUSOVA, SARKA DVORAKOVA, JULIE RITZINGEROVA A DALSI. SLOVENSKO 2002. 58 MIN.

V pozUstalosti scéndristy a reziséra Pavla Juracka (1935-1989), ktera je v majetku jeho syna Marka, se kromé jinych pisemnosti nachazi
sesity denikovych zapiskd. Denik se v Jurackové Zivoté a tvorbé stal zcela vyjimecnym fenoménem. Podle editora Jana LukeSe, ktery
pripravuje vydani denikdl v Knihovné lluminace Néarodniho filmového archivu a je spoluautorem scénare, byl predevsim polem az obse-
dantnich analyz soukromych i spole¢enskych. Jejich mravni naléhavost, kriti¢nost a literarni vytfibenost €ini z denik( dilo srovnatelné
s Jurackovymi nejlepSimi vykony scéndristickymi, pfimo preduréené k tomu, aby po létech zapomnéni rehabilitovalo autorovu vynikajici
roli v ¢eském filmu. V Juréd€kové vnimani svéta Uzce sousedila sféra ryze intimni, tviréi a verejnd. Pravé z ¢tenych uryvkd z jeho deniku
a dale z archivnich zabérd a ukéazek z Jurackova filmu Pfipad pro zadinajiciho kata vznikla kolaZ slovenského reziséra Martina Sulika.
Juracek se v druhé poloviné Sedesatych let cele vénoval praci na svém celove€ernim filmu a osou dokumentu jsou pravé jeho uUvahy
a pochyby vazici se k této osobité variaci gulliverovské latky. Sulikiv dokument je cely postaven na hranych paséaZich, poptipadé do-
tackach, které jak vizualnim sladénim s ostatnimi ¢astmi, tak Usilim o co nejvétsi podobnost hereckych predstavitell i interiérd s jejich
redlnymi predobrazy skicuji osobnost a peripetie Jurackova zivota a snazi se co nejpfesnéji evokovat atmosféru druhé poloviny Sedesatych
let. Osobni (imitujici-klonujici) rozmér tkvi uz v tom, Ze Pavla Juragka hraje a zapisy z denik(l &te jeho skute&ny syn Marek. Petr Safafik
ve své recenzi Sulikova filmu pfipoming, Ze reZisér ve své snaze priblizit ztraceny &as tvofi faksimile: napf. filmovy Juragkiv byt je co
nejvérngjsi kopii tehdejsiho skute¢ného bytu, s herci byly aranZzovany dobové fotografie (popt. se jejich tvare za ucelem shody s kva-
zidokumentarnimi filmovymi zabéry prendsely na archivni snimky) s vysledkem tak zdafilym, Ze je pry i pamétnici povazuji za fotografie
z rodinného alba. Martin Sulik dokongil b&hem jednoho roku &tyti filmy, z toho tfi na Slovensku, dva dokumenty o Juraji Jakubiskovi
a portrét filozofa Miroslava Marcelliho. Ke svému ¢tvrtému filmu, nato¢enému v Ceské produkci, fika: ,Jurakovy deniky jsou velmi intimni
jsme se cely dokument snazili natogit tak, jako kdyby se vedle denikil nasla i krabice s jeho 8mm filmy a fotografiemi.“ — SulikGv sni-
mek je dalSim vyraznym pfispévkem k Uvaze o vztahu dokumentarniho filmu a imitace, ktera prameni pravé z takové evokuijici ilustrace
jakou nabizi Kli¢ k uréovani trpasliki. Esence v ném nesplyvd s puvodnim objektem (t€lem), ten zastupuje slovo a nahrazuje imitace,
esence je tak ziskavana v poli transmutace mezi predmétem a jeho ilustraci. Esence vzchazi z fale$né latky, ktera je predvadéna jako
prava a jenom jako takova se opétovné muze konstituovat a pouhymi odkazy prevést na suverénni kvalitu.
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Tiny piece of propaganda

DIRECTOR: MAREK KUBOS.
PHOTOGRAPHY: NORBERT HUDEC. EDITOR: FRANTISEK KRAHENBIEL. SLOVAKIA 2001. 23 MIN.

A former reporter of Slovakian TV, Jozef, tells his life story working for the TV company that joined one of the sides in the election
battle. The reporter describes his contribution to power, and he mentions the possibilities of TV manipulation. The state-owned post-
Communist TV still could not be gentle, but you could notice the false movements, changes of word meaning and information spill.
A person doesn’t live in a world where a picture could be perceived as an insight into reality. The TV sight doesn’t necessarily have
to be truthful, it's a mere modification.
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Taka mala propaganda

REZIE: MAREK KUBOS.
KAMERA: NORBERT HUDEC. STRIH: FRANTISEK KRAHENBIEL. SLOVENSKO 2001. 23 MIN.

Jen pod jménem Jozef vypovida v uzavieném studiu neékdej$i komentator Slovenské televize o svém misté v tymu redakce instituce
obrazovky, ktera se v roce 1998 pfidala na jednu stranu volebniho boje. Nepfili§ bystry novinaf vypravi pfibéh svého podilu na moci,
nékolikalety odstup od udalosti jeSté vice ilustruje par zakladnich poucek teorii televizni pfitomnosti — jeho vzpominka ale zaroved roz-
ruSuje podloZi televize, jimZ je nepretrzitost. Pravé bezostySnost vzpominky pfipomind moznosti televizni manipulace v surovém stavu,
logos konkrétniho volebniho cile tehdy narysoval ostrou hranici metamorfézy mezi obrazovkou a skute¢nosti a ta svoji zfetelnosti dnes
dovoluje ozivit primitivni mechanismus 1zi — tak prosty, nebo politicky spotfebni, kdy za mocenskym zadanim nasleduje zabér jako
obraz situace a stfih jako situace obrazl. Postkomunisticka statni televize je$té neuméla byt jemnd, veSkeré posuny vyznamu obrazu
a presypu informaci se odehravaji v prvnim planu — za znélkami jednotlivych televiznich formatt je pfili§ zfetelny faleSny pohyb. Ackoli
hrdina filmu se svou ubohou zpovédi propadne zrnéni a ve smyCku opakovaného zaznamu se proméni i nékdejSi premiér s celou
mechanikou své politické tvare, odstup let ukazuje, Ze Clovék neproziva svét jako soucast sebe s televiznim obrazem, s obrazem jako
moznosti pohledu na skute¢nost, kterd nemusi byt pravdou, nebo je jen jeji moznosti — mddni podlehnuti mystériu obrazovky se tak
i diky primitivnim délnikim propagandy ztraci.
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Steklarski blues / Glazier Blues

DIRECTOR: HARRY RAG.
PHOTOGRAPHY: ZIGA KORITNIK. MUSIC: UWE JAHNKE. EDITOR: HARRY RAG, MATJAZ JANKOVIC. SLOVENIA 2001. 13 MIN.

Somewhere in the gap between the past and the future is where workers of the glass—-manufactory in the Slovenian town of Hrastnik
work. German director Harry Rag has made a movie about human movements surrounded by noise, steam and hypnotic rhythms of
machines that never stop. He tries to simplify things as much as possible, letting them dissolve in their own motion so that he can
convert them into basic shapes. Machines and objects in the factory become parts of a mechanical ballet (still too human compared
to that of Leger), where profiles and projections of the glass objects — the whole glass-manufactory seen from different perspectives
starting with the opening sequence filmed in the factory yard and ending with the quick editing composition towards the end — bears
traces of people, their work, infinite variability and the dynamics of human efforts. The intensity of the movie is a result of the contrast
between puffing machines (automatized production, the large imaginary machine of the world) and human beings, between people and
objects, their lines and shapes, curves and dimensions. Workers in action add softness to the mechanics of the film: they deflect it with
their presence towards the standards of neutral operation, but at the same time the genre scenes of the work and the rest afterwards,
the short cigarette breaks, bring humor to the film, and gentle confluence of vitality and irony. Irony can also be seen in the return to
the machine as a symbol of modern times. It is a return free of admiration, slightly bitter after the experience of the century of reason,
with a distance, where the exaltation over the symbol of liberation of man is completely gone and what is left is only sentiment for the
decorative function of the machine, for suggestive elasticity, which can fill the space with monotonous motion.
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Steklarski blues / Sklarské blues

REZIE: HARRY RAG.
KAMERA: ZIGA KORITNIK. HUDBA: UWE JAHNKE. STRIH: HARRY RAG, MATJAZ JANKOVIC. SLOVINSKO 2001. 13 MIN.

Nékde v mezefe mezi minulosti a budoucnosti pracuji délnici sklarny ve slovinském Hrastniku. Némecky reZisér Harry Rag natoc€il snimek
o lidskych pohybech obklopenych hlukem, parou a hypnotickymi rytmy nikdy se nezastavujicich strojl. Autor se véci snazi maximalné
zjednodusit, rozpousti je v jejich vlastnim pohybu, aby je mohl prevést na zékladni tvary. Stroje a predméty ve sklarné se stavaji mate-
ridlem mechanického baletu, ktery je oproti Légerovu jesté (znovu) prilis lidsky, kdy profily a priméty sklenénych predmétl, cela sklarna
nahlizena z rGznych perspektiv — od Uvodni pomalé (stalkerovskeé) jizdy dvorem tovarny az ke kompozici rychlych stfihG v zavéru filmu -
nese stopu Clovéka, lidské prace, nekone¢nou promeénlivost a dynamiku lidského dila. Napéti filmu tak vyplyva z kontrastu mezi supicimi
stroji (automatizovana vyroba, velky imaginarni stroj svéta) a ¢lovékem, mezi lidmi a vécmi, jejich liniemi a tvary, pfimkami a kfivkami,
plochami a objemy. Délnici a délnice v akci vkladaji do mechaniky filmu lidskou vla¢nost: svoji prostou pfitomnosti jej sice vychyluji ke
standardim neutrainiho postupu prace, ale zaroved Zzanrové vyjevy prace a odpocinku po ni, ty kratké kuracké pauzy, vnaseji do filmu
humor, jemné splynuti vitality a ironie. Ironie je i v navratu ke stroji jako symbolu moderni doby. Po letech je to navrat bez obdivu, po
zkuSenosti racionalniho stoleti trochu nahorkly, s distanci, kdy z nadSeni ze symbolu osvobozeni ¢lovéka zbyl toliko cit pro dekorativni
funkci stroje, pro sugestivni elasti¢nost, s jakou dokéze svoji nezZivou véénosti naplnit prostor obrazu monoténnim pohybem.
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Blatnoi Mir / Thieve's World

DIRECTOR: JOUNI HILTUNEN.
PHOTOGRAPHY: TAHVO HIRVONEN. SOUND: NIKO PAAKKUNAINEN. EDITOR: ANNE LAKANEN. FINLAND 2001. 82 MIN.

Three men sentenced to life imprisonment in a Russian prison. The whole quiet film of interrupted monologues was made in the prison-island
Pitak, four hundred kilometres north of Moscow. Two years, six visits in the island, Valerij, Michail, Andrej, each in his own cell. Long static
scenes, the camera eye staring at the walls and people, accentuating the hopelessness of situation they are in. At first the prisoners do
not talk directly into the camera, we can see their motionless faces, they seem reconciled to their fate. The prison sounds echo behind the
door — the warden’s steps and clicking of locks. The camera is sliding over the silent corridors for a while, all seems to be covered by
a grey shadow. The director films men as they perform their daily tasks in the narrow cells. Each day at the same time under the strict
prison schedule, never changing, dissolving the days into one blurred stain. The static pictures show the men’s bodies, their skin and tattoo
revealing the story of their lives— originally, the director wanted to make a film only about tattoo and the tales it tells. The slowness of the
films reflects the extreme monotony of the life in prison. In spite of this, each of the three men found something to help him not to give in
to resignation and madness: one of them does gymnastics, another one performs Krishna rituals and the third one plays the guitar. Formal
means are directed at mapping the prisoners’ souls. There isn’t much space for the camera — walls, doors, a long corridor, a corner of the
table, toilet in the corner, several personal belongings, light hole, a man. It is the man what is left for filming. The man and his time, the
man fighting the time which became the eternity of his emptiness. The time is measured by relationship with other people, it is the relation-
ship with others which matters in time, the hours of freedom are only the context. The solitude is full only if freely decided upon. Whereas
when solitude is a means of punishment it loses its sovereignty and pride and becomes desperate and lonesome. The convicts have no-one
to turn to, their only identification with the world are their own bodies, the actions they make which became a substitute for clock. In the
bareness of the cell, through their bodies and their bodies’ needs and through the rhythm which was forced upon them, the men wake up
to the pure definiteness of the tragedy of solitude. The definitiveness which can be defeated neither by exercise, nor by concentration nor
by belief. All of them still look for their chances. But the only feeling they will know is the feeling of eternal finitude.
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Blatnoi Mir / Zlodéjsky svét

REZIE: JOUNI HILTUNEN.
KAMERA: TAHVO HIRVONEN. ZVUK: NIKO PAAKKUNAINEN. STRIH: ANNE LAKANEN. FINSKO 2001. 82 MIN.

Tri odsouzeni na dozivoti v ruském vézeni. Tichy film s pferuSovanymi monology se cely natdCel na vézeoském ostrové Pitak, Ctyfi sta
kilometr( severné od Moskvy. Dva roky, Sest vyprav na ostrov. Valerij, Michail, Andrej, kazdy ve své cele. Dlouhé statické zabéry, to
sklenéné oko uprené do zdi a do lidi, jen zdUrazouji bezvychodnost jejich situace. Zprvu odsouzeni nehovofi na kameru, vidime jejich
tvare, jsou nehnuté, zdalo by se, Ze muzi jsou smifeni se svym osudem. Zpoza dvefi duté zni zvuky vézeni, kroky hlidace a tlukot zam-
kl, kamera chvili klouze prazdnymi chodbami, pfes v8echno jakoby byla pfehozena $eda clona. ReZisér nataci muze pfi jejich dennich
Ukonech v uzkych celach, opakuji se kazdy den ve stejnou hodinu podle pfisného radu vézeni, tak neménného, az se dny rozpoustéji do
jedné skvrny. Kamera ve statickych fragmentech zviditelouje téla muzl, kuzi tél, tetovani, ze kterého muzeme Ccist kapitoly jejich osudu
— rezisér chtél plvodné natacet film pouze o tetovani jako o vypravéni. Pomalé tempo filmu prendsi na platno extrémni monoténnost
zivota ve vézeni. VSichni tfi si ale nasli néco, aby duSe nepropadla rezignaci a Silenstvi — vénuji se gymnastice, krSnovskym ritualdm,
hfe na kytaru. Formalni prostfedky jsou podfizeny tomu, aby mapovaly predevSim dusSevni krajinu odsouzenych. Kamera v podstaté
nema co zabirat: jen zdi, dvefe, dlouhou chodbu, roh stolu, zachod v rohu, nékolik osobnich véci, diru se svétlem, jen &lovéka. Zbyva
pravé jen &Slovék. Clovék a jeho ¢&as, Glovék bojujici s Sasem, ktery se stal vé&nosti jeho prazdnoty. Cas se méfi predevsim vztahem
k druhym lidem, vztah k druhému je urcujici a hodiny svobody jsou jenom kontext. Plnost samoty vyplyva z rozhodnuti. Ale pokud je
samota trestem, ztraci svoji suverenitu a hrdost, stdva se beznadéji a opusténim. Odsouzeni nemaji ke komu piijit, jedinou identifikaci
se svétem se stalo jejich vlastni télo, ukony, které télo vykonavéa, ukony, které nahradily hodiny. V holé cele si muZi pfes svoje télo,
pfes jeho potreby a rytmus, ktery mu byl vnucen, znovu uvédomuiji definitivnost v Cistém stavu, kterd rozehrava tragédii samoty. Defini-
tivnost, kterou zatim nedokaze prekonat ani cvi€eni a soustfedéni, ani vira. VSichni tfi jes$té hledaji svoji Sanci. Ale zatim znaji jen pocit
konec€nosti jako néceho, co neméa konec.
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God’'s Children - Forgotten Children Part 2

DIRECTOR: HIROSHI SHINOMIYA
PHOTOGRAPHY: TOSHIHIKO URIU. MUSIC: TOKIKO KATO. EDITOR: YUKIO KUBOTA. JAPAN 2001. 105 MIN.

Smoky Mountain, the giant garbage dump north of the Philippine capital Manila known as the largest shanty-town in Asia, was for-
cibly cleared out by the government in November, 1995. People who were used to living off the waste found in the dump moved to
another one in Payatas, also in a Manila suburb, about twenty kilometres from the city center. Payatas Dump became another Smoky
Mountain inhabited by thousands of households. The filming of the documentary movie began on the 2nd of July, 2000. The next day
it started raining and didn‘t stop for a week. On the 10th of July there was a massive landslide in one part of Payatas Dump and
hundreds of people lost their lives caught under the collapsed piles of trash. Five days after that, the government decided to close the
dump and ban the trash collectors from the place. As a result, thousands of people lost their livelihood. The Payatas Dump families
started demonstrations, leading to a protest march to the Philippine Congress. A pregnant woman, her husband and their child joined
the protest, demanding the reopening of the dump that was their daily bread. Most of them were illegal immigrants without a job who
resorted to collecting used but reusable things like paper, plastic, metal and anything else they could sell. It is quite usual that even the
little children would spend the day browsing through the garbage piles so that they could help their families earn just enough for the
daily ration of rice and salt. The makers of the movie followed the lives of three families for four months. Their dramatic destinies are
essentially metaphorical, thanks to the environment where they take place. Simply following the lives of people amidst tons of waste,
at the very bottom of human society, turns the movie into a feverish image of misery On the 8th of November Payatas was reopened
for garbage dumping. The families living there were celebrating.
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God’s Children / Bozi déti - Zapomenuté déti 2. ¢ast

REZIE: HIROSHI SHINOMIYA.
KAMERA: TOSHIHIKO URIU. HUDBA: TOKIKO KATO. STRIH: YUKIO KUBOTA. JAPONSKO 2001. 105 MIN.

Smoky Mountain, obrovska skladka na sever od filipinské Manily, znama jako nejvétsi chudinska ¢tvr v Asii, byla v listopadu 1995
mistni vladou nasiiné vyklizena. Lidé, ktefi se zivili jako sbéraci odpadkl, se prestéhovali na skladku Payatas Dumb, lezici také na
predmésti Manily, asi dvacet kilometrll od centra mésta. Skladka se stala dal$i koufici horou, smeti§tém, které se stalo domovem pro
tisice domacnosti. Nataceni dokumentu zacalo 2. &ervence 2000. Den nato zacalo prSet a neprestalo cely tyden. 10. Cervence doslo
v Gasti Paytas k sesuvu, pod odpadky zahynuly stovky lidi. Po péti dnech se vlada rozhodla skladku uzavfit, sbér odpadki byl zaka-
zan. Tisice lidi tak pfiSlo o zivobyti. Rodiny ze skladek zagaly s demonstracemi, které vyustily do protestniho pochodu k filipinskému
parlamentu. Téhotna Zena s muzem a ditétem demonstruji také, chtéji, aby jejich skladka byla zpfistupnéna, bydli pfece v Casti, ktera
nebyla sesuvem pos$kozena, a skladka je zivi. VétSinou jsou to ilegalni pristéhovalci, ktefi ztratili praci, a jediné, co je$té mohou délat,
je sbér pouzitych, ale pouzitelnych véci, papiru, plastl, barevnych kovl, v&eho, co Ize prodat mistnim prekupnikim. Neni vyjimkou, ze
odpadky sbiraji i ty nejmensi déti, cely den stravi na skladce, aby pomohly svym rodindam - i tak pro né k vecefi zbyva porce ryze se
soli. Meésic po tragédii zacalo v mistech sesuvu horet, chatr€e okolo pokryl mastny prach, hofi, ale ve vzduchu jsou stéle citit rozkla-
dajici se lidska téla. Dvanactiletd Nina travila se svymi ¢tyfmi sourozenci na skladce vSechen svij Cas, k vecefi byla nékdy ryba. Kdyz
pfisun odpadkl skonéil, uz si nemaji jak vydélat. Zkous$eji na svazich skladky péstovat brambory, a kdyz je nejhur, vydaji se do mésta
krast a rabovat. Mozna nékoho pfitom zabili. Je to lepSi nez umfit hlady. Pétilety Alex trpi vodnatelnosti hlavy. Také jeho rodina preziva
diky nékolika miskam ryze. Kdyz nemame zadné jidlo, ukradnu pozinkovany plech ze stfechy vedlej§iho baraku a prodam ho, abych je
nakrmil — pfiznava Alex(v otec. Devétadvacetiletd Nora dava zivot chlapec¢kovi. Par dni po porodu za¢ne dité zvracet krev, mlada matka
se modli, ale neni vyslySena a dité odchazi z kralovstvi svéta odpadki pfimo do nebe. Dokumentaristé ¢tyfi mésice sledovali Zivot ti
rodin. Jejich dramatické osudy maji metaforicky raz predevsim diky prostfedi, kde se odehravaji. Prosté snimani osudt mezi tunami
lidskych odpadkl, na jejich hofe, na samém dnu lidskosti, proméouje film v hore¢naty obraz bidy, kterd je jen absolutni nesvobodou.
— 8. listopadu byla skladka znovu oteviena pro svazeni odpadu. Rodiny ze smetis$té oslavuiji.
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Gosta & Lennart

DIRECTOR, EDITOR: BABAK NAJAFI.
PHOTOGRAPHY: SIMON PRAMSTEN. SOUND: MARIO ADAMSON. SWEDEN 2001. 8 MIN.

Lennart is lonely since his boyfriend left him. He spends his days in an empty apartment, no-one calls him and he longs for friend-
ship and proximity of others so much. He is left just with Go()sta. Go()sta is with him all the time, obeys his orders, goes for a walk
with him and can look into his eyes at any time. Go()sta is a bulldog and Lennart’s best friend. A short and strongly profiled film of
a Sweedish director of Iranian origin evokes the loneliness inhabited by a man and a dog. The four-year-old bulldog is the only close
being of the fifty year old homosexual, an opera singer, who does not know how to live alone. Therefore, he directs all his need for
understanding, the selfish need to look after someone, at his dog. The film is an overview of one day of their strange coexistence
rhythmical through feeding, outing, games and silent understanding with a sleeping dog. The director chose methods of an acted film,
using colored filters and various camera angles. The film is situated into an uncertain time in the crispy weather of the Nordic summer.
The feeling of alienation is magnified not only by an empty apartment but also the semi-empty beaches. A reduction to a short testi-
mony, insight into a bizarre household as if through a fish eye contracting life to several important acts, repeatedly performed until the
imitation of a relationship creates its own world, without symbols, which cannot be interpreted as a depiction of totality of loneliness,
stemming from the weird human need not to be alone.
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Gosta & Lennart / Gosta aLennart

REZIE, STRIH: BABAK NAJAFI.
KAMERA: SIMON PRAMSTEN. ZVUK: MARIO ADAMSON. SVEDSKO 2001. 8 MIN.

Lennart se citi osamély od té doby, co jej opustil pfitel. Dny travi v prazdném byt&, nikdo mu nevola a on pfitom tolik touzi po pra-
telstvi a blizkosti druhych. Zbyl mu jen Gosta. Je stale u néj, posloucha na slovo, chodi s nim na prochazky, kdykoli se mu muze
podivat do o¢i. Gosta je buldok a nejlepsi Lennartiv pritel. Kra oucky, vyrazné stylizovany snimek $védského reziséra irdnského puvodu
evokuje osaméni, ve kterém se vznaseji muz a pes. CtyHlety buldok je jedinou blizkou bytosti padeséatiletého homosexudla, operniho
zpévaka, ktery vibec neumi zit sdm. A tak veSkerou potfebu porozuméni, tu sobeckou potfebu o nékoho se starat, pfendsi na svého
psa. Snimek je zdznamem jednoho dne jejich zvlastniho spoluZiti, rytmizovaného krmenim, vencenim, hrou a tichym srozuménim se
spicim psem. Rezisér zvolil postupy hraného filmu, svij dokument buduje jako uzavieny, pointovany celek, ktery vylaiuje rdznymi uhly
kamery a barevnymi filtry. Snimek se odehrava v neurcité dobé, v jasném pocasi kifehkého severského léta. Nejenom prazdny byt, ale
i poloprazdna plaz vyvolavaji pocit odcizeni, dlouhé prazdnoty Zivota starnouciho muze, kterou az groteskné prerusuji jenom fyzické
projevy psa, jeho potfeby. Redukce na kratkou zpovéi, nahlizeni do bizarni domacnosti jakoby rybim okem smr$ uji Zivot na nékolik
malo dulezitych ukonl, védomé vykondvanych jako nahrazka tak dlouho, az imitace vztahu utvofi vlastni svét - svét bez symboliky,
ktery vlastné uz nelze vykladat jako zobrazeni totality osaméni, prameniciho z té podivné lidské potfeby nebyt sam.




TRAFFIC / JOSE ANTONIO CORDERO 144

La Cuarta Casa / The Fourth House

DIRECTOR: JOSE ANTONIO CORDERO. PHOTOGRAPHY: JAVIER MORON. SOUND: PABLO FERNANDEZ.
EDITOR: JOSE ANTONIO CORDERO, PIETER BART KORTHIUS, JUAN FERNANDEZ. MEXICO 2002. 37 MIN.

The Fourth House is a portrait of Elena Garro, Mexican writer and one-time wife of Nobel Prize-winning author Octavio Paz. It is
fascinating enough just to watch her facial features — deep wrinkles running through her emaciated face. Elena talks about twenty
years spent in exile and expresses her feelings about today’s Mexico, where she has returned with daughter Helen, 18 cats and two
boxes full of memories — memories of an innocent childhood, the unconventional career of a writer, her literary marriage, and all of the
crucial moments of the year 1968, after which she cut herself off from the local intellectual circles, left for exile and is still alone after
returning home. It took four years to shoot the movie but watching it, you have the feeling you have never left her apartment. Nothing
has changed; the mess in her room is still the same, cats are still occupying the chairs and the table, her fingers are still holding the
same cigarette. Only her face gets older. And it is also the face that is the most dynamic object of the movie, no matter how static
it is. It is the single most important text of the whole narrative. Another recurring symbol of the film is a tree. In it, in its stillness,
you hear resonate a dialogue between a man and a woman, between present and past, and between a human being and a society.
Several out-of-focus scenes by the tree of knowledge function as an interlude. A woman flees to that tree, meets there a man (later on
a treeless horizon she is going to say goodbye to him) and hugs the tree before she dies. The director of the movie further develops
the imaginativeness of the portrait with several acting scenes and a collage.
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La Cuarta Casa / Ctvrty dum

REZIE: JOSE ANTONIO CORDERO. KAMERA: JAVIER MORON. ZVUK: PABLO FERNANDEZ. STRIH: JOSE ANTONIO CORDERO, PIETER BART KORTHI-
US, JUAN FERNANDEZ. MEXIKO 2002. 37 MIN.

Ctvrty dim je portrétem Eleny Garro, mexické spisovatelky a nékdej$i manzelky nositele Nobelovy ceny Octavia Paze. Fascinuijici jsou
uz jen rysy jeji tvare, hluboké vrasky ve vyhublé tvari, vrasky, recCisté paméti, kterou ozivuje slovy, aby pfipomnéla dvacet let exilu i své
pocity ze soucasného Mexika, kam se vratila s osmnacti kockami, dcerou Helenou a dvéma bednami naplnénymi k prasknuti vzpo-
minkami, uzlovym pismem celého Zivota s jeho rajskym détstvim, nekonvenéni kariérou spisovatelky a literarnim manzelstvim, se vSemi
detailné zvétSenymi okamziky roku 1968, po kterém se odfizla od mistnich intelektualnich kruht, utekla, chtéla byt sama s vinou za lodi,
v exilu — a je sama i po navratu z néj. Film se nataCel v pribéhu ctyr let a prfitom mame pocit jako bychom z jejiho bytu neodesli.
Nic se neméni, nepofadek v byté zlstava stejny, kocky okupuji Zidle a stdl, prsty drzi stejnou cigaretu. Starne jen tvar. Jestlize se vy-
textem celého vypravéni. Vracejicim se symbolem filmu je strom. V ném, v jeho nehybnosti, ve stalosti vé€ného okamziku rezonuje
dialog mezi muzem a Zenou, pfitomnosti s minulosti a ¢lovéka se spole¢nosti. Dokument prokladaji rozostfené vyjevy u stromu poznani
(doznani pred koncem), ke kterému se Zena utikd, u kterého potkava muze (na horizontu bez stromu se s nim bude lougit), strom, ktery
objima pred svoji smrti. ReZisér v hranych scénach a jedné sekvenci kolaze dal rozviji imaginativnost vlastniho portrétu, toho zamérné
neostrého, neuchopitelného snimani tvare stareny, metaforického prilnuti ke tkani tvare, jakoby jenom ji chtél postihnout mezni situaci.
Tvar a strom. Smrt, kon&i film. Anebo je to zacatek okamziku, kdy se tam na opac¢ném konci, lezicim pravé tady, kli¢ pootoci a ¢as
prestane vyvérat: / chvile onoho dosud, konec $tkani, narku a skli¢enosti, kdy dusSe pozbyva téla, klesd otvorem v podlaze a dopada
k sobé, kdy ¢as prodéravél a my kra¢ime nekone¢nou chodbou a lapame po dechu na piscité plazi, / vzdaluje se ta hudba ¢&i se blizi,
rozsvécuji se anebo hasnou bleda svétla?, prostor zpiva, ¢as mizi: je to otevreni Ust, je to pohled tékajici po hladké zdi, je to micici
zei, zei (Octavio Paz: Hovofim o mésté).
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Massnahmen des Bundesverwaltungsamtes zum
Schutz von Kulturgut

DIRECTOR, EDITOR: ANKE LIMPRECHT. PHOTOGRAPHY: KAl VON WESTERMAN. SOUND: CHRISTIAN HENNECKE. GERMANY 2002. 12 MIN.

The director also uses the modus operandi method in her second picture documenting the archiving of the federal authorities docu-
ments. A quiet film without a commentary monitors the transforming of documents from endless rows of binders to microfilms, their
developing and coiling, their putting into high—grade steel boxes, which are vacuum-sealed and transported by trucks to the mountains
to the central warehouse located somewhere in former silver mines. They are expected to last at least five hundred years preserving
the texts which, in their paper form, are going to perish. At the end of 2001, 570 million microfilms were archived representing the total
length of about twenty kilometres. Only the last scene does not suit the overall mood of the film — a bee filling the honeycomb. The
simple mechanics of the modus operandi technique allows the director to induce the almost unbearable atmosphere of the obscurity of
the human work. Although the hundreds of metres of lined up tubes hide every single stroke of human writing, the individual human
touch gets lost in the whole bringing in anxiety and depression. For the second time the author introduced the descriptive educational
film as capable of using a creative language which, together with metaphorical layers of different perception of human text, proves
that what distinguishes the language of the film art from the mechanical langue of adopted procedure can be recognized only if it is
not only language that we perceive but also that what lies behind. Anke Limprecht’s short films make this possible especially through
an omnipresent reflection on how the archived records of information about men ceases to depend on the will of men. It is men who
lose colours and fade out.
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Massnahmen des Bundesverwaltungsamtes zum
Schutz von Kulturgut / Opatreni Spolkového ustavniho
ufadu kochrané kulturnich hodnot

REZIE A STRIH: ANKE LIMPRECHT. KAMERA: KAl VON WESTERMAN. ZVUK: CHRISTIAN HENNECKE. NEMECKO 2002. 12 MIN.

Metodu vyukového filmu vyuziva rezisérka i ve svém dal$im snimku, ktery popisem prace peclivé zaznamenava archivaci dokument
spolkovych uradl. Tichy, uzavieny film bez komentare sleduje prevod dokumentl z nekonec¢nych fad $anont na mikrofilmy, jejich vy-
volavani a staCeni do kol, jejich ukladani do schranek z uslechtilé oceli, které pak, neprodySné uzaviené, odvazeji kamiony do hor, do
centralniho skladu umisténého ve Stolach nékdejsich stiibrnych doll. Predpoklada se, ze mikrofilmy budou k dispozici nejméné pét set
let - tak dlouho zustanou otiskem textll na papife, ktery pravdépodobné podlehne zkaze. Ke konci roku 2001 bylo archivovano 570
miliond mikrofilmd, jejich celkova délka se tak pfiblizila dvaceti kilometrim. Jen posledni obraz vypadava z ladéni celého filmu - je to
zabér na vceely, které pini plast. Rezisérce prosta mechanika postupu prace, jenz je zadanim vzdy monoténniho rytmu, dovoluje navodit az
neunosnou atmosféru nejednoznac¢nosti lidského dila: stovky metr( vyrovnanych tubusl sice dokonale ukryvaji kazdy tah lidského pisma,
ale z celku, ve kterém je individualni lidska stopa ztracena, pada tised. Uz podruhé autorka ukazala moznost popisného vyukového filmu
jako skute¢né tvofivého jazyka, ktery predev$im ve spojeni s metaforickymi vrstvami rtzného vnimani lidského textu dokazuje, Ze to,
v ¢em se odliSuje jazyk filmového dila od mechanického jazyka prebiraného postupu, mizeme rozpoznat jen tehdy, je-li naziran nejen
jazyk, ale i to, co Ize vidét za nim. V kratkych filmech Anke Limprechtové je to pfedevSim stéle pfitomna uvaha o tom, jak archivovana
plnost lidského zapisu, jako zprava o Clovéku, prestava byt na Clovéku zavisla — to Clovék vybleda a ztraci se.
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Mein kleines Kind / My Little One

DIRECTOR, EDITOR: KATJA BAUMGARTEN.
PHOTOGRAPHY, SOUND: GISELA TUCHTENHAGEN. GERMANY 2001. 88 MIN.

A gynecological scan investigation in the 21t week of pregnancy. The anamnesis: global defective syndrome with the suspicion about the
chromosome aberration. The prognosis seems to be hopeless since there is an assumption of several damaged vitals. “You must make
a decision! In such cases we recommend immediate abortion.” said gynecologists to this film director. This autobiographical documentary film
as a whole focuses on the birth, life and the demise of little Katja Baumgartene’s son Martin Tim. We can watch an extraordinary confession
of a woman hit by the destiny, putting her on a crossroad where she must make a decision about the future of her son. One road leads
to a hazardous, shaky life with the defective child, the other one ends up with the child’s death. The film consists of Katja's testimonies
monitoring ones life from its dawn to its sunset. Even though the director tries to stay neutral she cannot avoid some incoming emotional
moments that actually knit together a unique sensitive web. Katja got her idea to shoot this documentary when she was seeing the doctor.
She knew it might be the medium she could fight back. The film was supposed to countdown the time of her hesitation and to reflect
all crucial phases she had to go through even at the cost of loss of her emotional control that could have driven her into a total chaos.
Beyond all expectations there was a need not to keep this keyhole testimony secretly, but rather provide the evidence for everyone. To
remind the task of making a decision about life or death of an unborn degenerate human being, the exhausting choice that must be taken.
This experiment is to hold up the mirror to a society where the director lives. The society where paradoxically abortions became so routine
and where the decision to have or not to have a baby became a matter of obviousness. Another reason that brought Katja to produce this
film was probably an attempt to escape the darkness that might follow every mother after making this fatal decision, an abortion. You could
feel somehow guilty if you only think about insolvable problems. The director asked her best girlfriend to be the director of photography.
She knew she was going to converse with her intimately without any depersonalization that awareness of camera could cause. And indeed,
her careful sight truly records something hidden; we can feel a kind presence of a woman who does give pregnant and indecisive Katja
understanding. Filming of the documentary My Little Child began four days after the anamnesis announcement.
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Mein kleines Kind / Moje dé atko

REZIE, STRIH: KATJA BAUMGARTEN.
KAMERA, ZVUK: GISELA TUCHTENHAGEN. NEMECKO 2001. 88 MIN.

Ultrazvukové vysetfeni v jednadvacatém tydnu téhotenstvi a diagn6za: komplexni defektni syndrom, podezfeni na chromozémové anomalie.
S predpokladem mnoha defektt nékterych organt byla prognéza velmi $patnd. ,Musite se rozhodnout,“ fekl rezisérce specialista, ,v ta-
kovychto pfipadech doporucujeme okamzité preruseni téhotenstvi.“ Autobiograficky dokument se cely vénuje zrozeni, Zivotu a odchodu
reZisér€ina syna Martina Tima. Je mimofadnou osobni zpovédi Zeny, ktera se musi vyrovnat s tragickou pfedpovédi a z ni plynoucich
rozhodnuti o Zivoté a smrti jednoho ze svych déti. Film mize vzbuzovat emoce teprve tehdy, chapeme-li jej jako zpravu o stavu, ktery
je pfi¢inou téchto emoci. Dokument stoji na rezisér€inych vypovédich, které mapuji dréhu jednoho Zivota v ni — od jeho zadatku az po
jeho konec. Jakkoli chce byt reZisérka ve své zpovédi neutrdlni, nemuze utéct detailim, které film proméouji v nesmirné citlivou tkao.
Prvni myslenka na natoceni takového filmu ji projela hlavou, kdyz sedéla naproti Iékafi. Védéla, Ze to je zplsob sebeobrany. Na jedné
strané mélo chladné médium odmérovat €as vahani, zpovéi se mohla stat hlasitou reflexi zenina rozhodovani, na druhé strané veédéla,
Ze to bude svédectvi o chvilich, kdy hrozi ztrata orientace v hlasech vnitfniho chaosu. A nad tim stala potfeba neschovavat si ten €as
jen pro sebe, ale naopak otevfit véci intimniho teritoria divakim, pfipomenout problém rozhodovani o vlastnim ditéti, které uvnitf roste
k degeneraci, celé to vahani mezi zacatkem a koncem, nesmirnou slozitost volby. Snaha ukazat vSechny matefské paradoxy divakim
v zemi, kde je interrupce jako prosté rozhodnuti Zeny Uplnou samoziejmosti. Mozna vznikl film i proto, aby utekla stinu, ktery muze
matku, jeZz se rozhodla pro potrat, provazet cely zivot: Jenom kdyz premysli§ o nefeSitelné Uloze, do které zapocitava$ své nenarozené
nemocné dit&, nese$ sama svUj dil viny. Rezisérka poprosila svou nejbliz§i pfitelkyni, aby pravé ona stadla za kamerou, védéla, ze s ni
bude duvérné rozmlouvat bez odosobnéni, které pfindsi védomi zdznamu. A jeji peclivy pohled skute¢né zaznamenava cosi ukrytého,
citime i jeji laskavou pfitomnost blizkého ¢lovéka, ktery téhotnou a rozhodujici se Zzenu nenechava bez porozuméni. Nataceni zacalo
Styfi dny po oznameni diagnozy.

_ V4 D ]
| i‘ ' And he moved - finy arms. He was really tiny. ~
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Elaman aidit / Mothers of Life

DIRECTOR, EDITOR: MARKKU LEHMUSKALLIO, ANASTASIA LAPSUI.
PHOTOGRAPHY: MARKKU LEHMUSKALLIO. SOUND: ANTERO HONKANEN, ANASTASIA LAPSUI. FINLAND 2002. 74 MIN.

The documentary film made by the Finnish couple of directors narrates the destiny of a nomadic family from the Jamal peninsula in the
East Siberia. Already ten years ago, the authors shot here the film Paradise Lost. It was also a portrait of a nomadic life. They spent almost
a year with one family there, they almost became a part of it, it seemed there were no secrets that would remain hidden from the film-
makers. Having made the film in Siberia, they went to another part of the world. Several years later, some of the members of the known
family contacted them. It was not good news: the family split up, they lost property and its members were deep in poverty. The film-ma-
kers came back to the tundra. They wanted to continue the story by showing the fate of women. The film uses the colourful material of
the first document as well as black-and-white shots made during 2000 and 2001. At the beginning the father of the family tells a legend
about a murder committed by the forefather of the kin. Afterwards he had to escape from the community with his whole family, they went
to the open sea on a small boat. After some time, they arrived to a country where his descendants still live. It is as if they were cursed,
condemned to eternal erring. They don’t stay at one place, something forces them forward, further and further away. They started to live
with reindeers, these animals drew them through the countryside which is most of the year covered with snow, they moved their large tents
from place to place. However, in the course of ten years, the family lost its reindeers, its members separated and everyone took their own
way. The mother and her daughter, Miusena and Tatiana, also wander in the desert countryside, from people to people, searching. We follow
their individual attempts to settle down, but in the end, all of them turn to be only stops on their journey. When Tatiana stops working on
a state farm, her mother follows her. They are again on the way but they are not free, it is as if they only served their fate. Creative and
impressive images of the horizon of the desert countryside vary with grey shots of the heroines’ faces who have monologues in a closed
space. The surface of the countryside is interrupted by gravure of the face. The film is of ethnographic nature with anthropologic surface,
but it gets beyond to a concentric intimate probe, to what is hidden behind the exotic surface. On the background of the local mythology,
the film reminds us what is the essence of the traditional way of living, what is its own culture, the value on which the heroines do not cast
doubt although they surpass it by their loneliness. Separation and wandering suddenly do not have the character of the original nomadic
movement but they are a source of tension and uncertainty, it is a situation which fundamentally breaks the former community.
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Elaman aidit / Matky zivota

REZIE, STRIH: MARKKU LEHMUSKALLIO, ANASTASIA LAPSUI.
KAMERA: MARKKU LEHMUSKALLIO. ZVUK: ANTERO HONKANEN, ANASTASIA LAPSUI. FINSKO 2002. 74 MIN.

Dokumentarni film finské rezisérské dvojice vypravi osudy kocovné rodiny z Jamalského poloostrova na vychodni Sibifi. Uz pfed deseti
lety tady autofi nataceli film Ztraceny raj. Ten také zachycoval mistni koGovny Zivot. S jednou rodinou tehdy stravili skoro rok, szili se
s ni, zdalo se, Ze nejsou zadna tajemstvi, ktera by filmarfim zuUstala skryta. Po natéceni na Sibifi se nomadi finského dokumentu pre-
sunuli do jiného koutu svéta. Po letech se jim néktefi ¢lenové znamé rodiny ozvali. Nebyly to dobré zpravy: rodina se rozpadla, pfisla
o majetek, jeji ¢lenové se dotkli dna chudoby. Filmari se do tundry vratili. Pokracovani chtéli postavit predev§im na priblizeni osudl Zen.
Snimek pracuje jak s barevnym materidlem prvniho dokumentu, tak s c¢ernobilymi zabéry, natoGenymi v letech 2000 a 2001. V tvodu
filmu vypravi otec rodiny legendu o vrazdé, kterou spachal praotec rodu. S celou svou rodinou pak musel ze spoleCenstvi utéct, na
malé lodi se vydali na oteviené more. Po Case dopluli do kraje, ve kterém jeho potomci Ziji dosud. Jakoby byli prokleti, odsouzeni
k véénému bloudéni. Nezlstavaji na misté, cosi je Zene dopredu, dal a déal. SzZili se se soby, zvifata je tdhnou krajinou, ktera je vétsinu
roku pod snéhem, své velké stany prfemis uji z mista na misto. Béhem deseti let, které ubéhly mezi dvéma filmy, ale rodina o své
soby pfisla, jeji ¢lenové se rozdélili a kazdy se vydal svoji cestou. Také matka a dcera, Mjusena a Ta ana, putuji nehostinnou krajinou,
od lidi k lidem, hledaji. Sledujeme jejich jednotlivé pokusy o zakotveni, ale vSechny se ukazi jenom jako zastavky na cesté. Kdyz Ta ana
pfestane pracovat na statni farmé, nasleduje ji i jeji matka. Jsou zase na cesté, ale nejsou svobodné — jakoby jenom slouzily svému
osudu. Vytvarné pusobivé obrazy, pracujici s horizontem holé krajiny, se stfidaji s Serymi zabéry tvari hrdinek, které vedou monology
v uzavfeném prostoru. Plochu krajiny preruSuje rytina tvare. Snimek etnografického razu, pouhého antropologického povrchu, tak prerista
k soustfedéné intimni sondé, k tomu, co je za exotickym vnéjSkem skryto. Na pozadi mistni mytologie pfipomind snimek to, co tvofi
podstatu tradi¢niho zpusobu Zivota — jaka je jeho vlastni kultura, tedy hodnota, o které hrdinky nepochybuiji, i kdyZz se ji svym osaménim
vymykaji. Vy¢lenéni a bloudéni nema nahle charakter plvodniho nomadského pohybu, ale je zdrojem napéti a nejistoty, je situaci, ktera
nékdejsi pospolitost zasadnim zplsobem nabourava.
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Pho (Noodle Soup)

DIRECTOR, EDITOR: UYEN LUU. PHOTOGRAPHY: BELA BATTHYANY. MUSIC: KHA KHAC SANG.
VIETNAM, GREAT BRITAIN 2000. 24 MIN.

Seeing that the situation in her native land has become somewhat relaxed, 23-year old Vietnamese girl Uyen Luu decides to visit. Ho
Chi Minh City (formerly Saigon) is a focal point of her trip from where all the roads unravel on the way to her relatives in the rural areas.
The film, in the form of a cinematographical diary, witnesses the moments when Uyen Luu meets her close relatives that she hasn’t
seen for years. As a symbolic interlude a scene with the long preparation of a hand-held camera comes back again and again. With
this camera the director enters the current of a street which takes her through the city and on to a short visit to her relatives where
she learns the family recipe for a genuine Viethamese noodle soup that they eat at a table on a road-side. The stories from her trip
happen mostly in her mind; they are reflections of the places she has been to and pieces of her own past - authentic, yet isolated.
Living for a long time in London where she works as a director of short flms and commercials has enabled Uyen Luu to rediscover
her native land, which she left with her mother while still a little girl. In her movie debut she is trying to express her feelings about
this root-tracing trip using minimalist but well refined means. The cinematography strives to capture the mood of the crowded city
undergoing tremendous changes after the partial liberalization, called for by economic reasons. The distracted dramaturgy of the diary,
based on the immediate impressions, takes its cue in the dynamic poetics of the pulsating city. It is the street that forms the axis of
the narrative, all the important encounters taking place outside, not inside. The director stops short of any politically motivated comments
on the ruling Vietnamese establishment. The closest she gets to that is a shot with a national flag with its notorious five-pointed star
reflecting in a rain puddle. This is a movie about searching for one’s own identity, an attempt to trace back its roots through the film,
using the camera as a part of the body or fingertips that touch the presence to awaken the memory. The film received the award for
the best documentary movie under 30 minutes at the Karlovy Vary International Film Festival in 2001.




TRAFIKA / UYEN LUU 153

Pho (Noodle Soup) / Pho (Nudlova polévka)

REZIE, STRIH: UYEN LUU.
KAMERA: BELA BATTHYANY. HUDBA: KHA KHAC SANG. VIETNAM, VELKA BRITANIE 2000. 24 MIN.

Uyen Luu je tfiadvacetileta Vietnamka, kterda se po uvolnéni pomérl rozhodla navstivit svou vlast. Stfedem, ze kterého se rozbihaji
cesty za piibuznymi na venkov, je Ho Ci Minovo mésto (nékdejsi Saigon) a snimek formou kinematografického deniku zachycuje se-
tkani s blizkymi lidmi, které ma& moznost poznat po dlouhych letech odlouceni. Forma zépisu hraje v kratkém dokumentu dulezitou roli,
jako mezihra je do filmu vloZzena scéna dlouhé pfipravy ruéni kamery. S ni vstupuje do proudu ulice, ktery ji unasi méstem s kratkou
zastavkou na navstévé u pribuznych s rodinnym receptem na pravou vietnamskou nudlovou polévku, kterou jedi u stolu na kraji ulice,
a cesta rychle vede dal: pribéhy nejsou to, co se pfihodilo, ale to, co si rezisérka ve stopach davnych byt a utrzkd vét sama spojuje,
je to povrch osvobozeny od konvenci minulosti, a pfece s ni neoddéliteiné spjat — je to autentické a zaroved izolované. RezZisérka,
zijici dnes v Londyné, kde nataci kratké filmy a reklamy, na svych krouzivych cestdch méstem a jeho okolim objevuje rodnou zemi,
kterou kdysi s matkou jesté jako mala hol¢icka opustila. Ve svém filmovém debutu usiluje o vyjadreni vlastnich pocitli z tohoto setkani.
Pracuje s minimalistickymi, ale vytfibenymi prostfedky, t€kava kamera se soustfeiuje na peclivé vystizeni situace v zalidnéném mésté,
prochazejicim po ¢aste¢né liberalizaci, vynucené ekonomickymi dlvody, obrovskou proménou. Rozptylend dramaturgie deniku, oprena
o chvéjivy, impresivni zdznam, je odpovédi dynamické poetice pulsujiciho mésta — osou vypravéni je ulice, dulezitd setkani se neode-
hravaji v interiérech, ale na ulici, chize je vzdy snimana pres ulici, pfes rychle mijejici vyplety kol. Autorka rezignuje na jakykoli politicky
podtext, ktery by byl svdazan s dosud vladnouci viethamskou moci, snad jenom necha v kaluzi chvét viajku se Zlutou péticipou hvézdou.
Je to film o hledani identity, pokus navézat filmem na vlastni koreny, obrazy prortst do nesmazatelného pozadi otiskt blizkych lidi, kdy
kamera je soucasti téla, koneCky prstl, které se dotykaji pfitomnosti, aby probudily pamé . Mezinarodni filmovy festival v Karlovych
Varech (2001) / film ziskal Cenu za nejlepsi dokumentarni film do 30 minut.
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O choros ton alogon / The Dance of the Horses

DIRECTOR: CHRISTOS VOUPOURAS.
PHOTOGRAPHY: COSTIS GIKAS. SOUND: THANASSIS ARVANITIS, NIKOS BOUYIOUKOS. EDITOR: ALEXANDRA KOURI. GREECE 2001. 64 MIN.

An ancient ritual of sacrifice to Gods seen from the perspective of an eight-year-old boy. On his way to the ritual he is accompanied by
a narration told by his eighty-year-old grandma. Through the story, the boy learns about the history and traditions of his country, ancient
rites which reflect Byzantine civilization spread between the East and the West. The rite which takes place deep in the Greek mountains is
the first encounter with the ancient faith for the boy, but also his first encounter with sexuality and limitless human joy which in the night
of the beginning and the end unite with the consciousness of death. The search for feelings by means of language of the predecessors
permits a full explanation of human behavior, the rules of the rite reflect the unity and constancy of human lives, its order encompasses
a certain harmony and unity between the man and souls of the dead, all the parts of the rite are in a status of a certain predestined
harmony which is not to be proven but to be discovered. It is necessary to approach the rite on the basis of a subjective meeting with
it, it is necessary to follow the way of intuition and empathy. Voupouras’s film tries to cover the metaphysical integrity of the rite but
it can only record the surface, his document is thus a precise image of a potential movement, an acute record of initiation experience
with a metaphysical overlap. Already the image of impenetrable mountains evokes the presence of wild energies which are analogous to
human effort and liberation. Something must happen in the man, something must appear, regardless of the man’s will and sense. The
countryside suddenly penetrates into the body and in its movement it establishes itself. Using techniques typical for a played fiim the
director captures the situation in a mountain village on several levels which are mediated through the personage of the boy. The most
important are conversations he has with his grandma. It is a sort of an alphabet of initiation which explains everything the boy can see:
a sultry countryside sloping down to the sea, the white village, the procession of women in black, their home rites, washing of animals,
the first dance of a man, a long procession with saints and cattle, women’s decoration for the evening, binding of hair. A truck is bringing
another cow, it is getting dark. There is a wild music, the knife is slowly penetrating the cow’s neck, the blood is pouring out, people and
horses are dancing. The film depicts also the calm of the following day when the meaning of the evening dies away. The countryside is
shivering in full sun, there might not be any distance between it and the boy on the way, the old woman is singing and we understand
without understanding explicitly.
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O choros ton alogon / Tanec koni

REZIE: CHRISTOS VOUPOURAS.
KAMERA: COSTIS GIKAS. ZVUK: THANASSIS ARVANITIS, NIKOS BOUYIOUKOS. STRIH: ALEXANDRA KOURI. RECKO 2001. 64 MIN.

Stary obrad obétovani bohim vidény oc¢ima osmiletého chlapce. Na cesté k nému jej provazi vypravéni jeho osmdesatileté babicky.
Jeho prostfednictvim se chlapec seznamuje s historii a tradicemi své zemé, s davnymi ritudly, ve kterych rezonuje byzantska civilizace
rozlozena mezi vychodem a zapadem. Obrad, odehravajici se vysoko v feckych horach, je pro néj také prvnim poznanim staré viry,
ale také projevu sexuality a bezuzdného lidského veseli, které se v noci zacatku a konce spojuji s védomim smrti. Hledani prozitkd
prostfednictvim jazyka predku dovoluje plné vysvétleni lidského chovani. V pravidlech ritudlu se odrdzi jednota a konstantnost lidskych
zivotl, v jeho fadu je jakdsi shoda a soulad mezi ¢lovékem a dus$emi mrtvych — v8echny slozky ritudlu se nachdzeji ve stavu jakési
predzjednané harmonie, kterou neni tfeba dokazovat, ale pouze objevit. K ritudlu je tfeba pfistupovat na zakladé subjektivniho setkani
s nim, je tfeba se vydat cestou intuice a vciténi. Voupourastv snimek se snazi postihnout metafyzickou integritu ritudlu, ale nemuze
zkuSenosti s metafyzickym presahem. Uz sam obraz neprostupnych hor navozuje pfitomnost divokych energii, které jsou analogické
lidskému vzepéti a osvobozeni. | v €lovéku samém se musi cosi odehrat, cosi v ném musi vyviit, nezavisle na jeho vulli a rozumu.
Krajina nahle pronikd do téla a v jeho pohybu se sama znovu ustavuje. Vyuzivaje postupl vlastnich spiSe hranému filmu zachycuje
rezisér situaci v horské vsi v nékolika urovnich, které zprostfedkovava postava chlapce. Nejdllezitéjsi jsou jeho rozhovory s babickou.
Jde o jakousi abecedu zasvéceni, ktera vysvétluje vSe, co chlapec muze vidét: rozpalenou krajinu svazujici se k mofi, bilou ves, pruvod
Zen v Cerném, jejich doméci ritudly, omyvani zvifat, prvni tanec muZe, dlouhé procesi se svatymi a dobytkem, strojeni Zen na vecer,
vazani vlasu. Kamién pfivazi dalsi kravu, padd tma. Zni divoka hudba, nGz pomalu vnikd do krku zvifete, vali se krev, tanci lidé i koné.
Film zachycuje ale také klid druhého dne, kdy dozniva vyznam vecera. Krajina se chvéje v plném slunci, mozna uz neni distance mezi
ni a chlapcem na cesté, stara Zena zpiva a my bez vyslovného porozuméni rozumime.
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Paimen / Shepherd

DIRECTOR: MARKKU LEHMUSKALLIO, ANASTASIA LAPSUlI PHOTOGRAPHY: JOHANNES LEHMUSKALLIO. SOUND: MARKKU LEHMUSKALLIO, ARTO
JOKISUU. EDITOR: MARKKU LEHMUSKALLIO. FINLAND 2001. 58 MIN.

Ludo Van Alphen tends the largest sheep herd in Belgium and he has to do so amidst the port and industrial complex of the city
of Antwerp. Before he became a shepherd he used to teach in a school for the metally handicapped. The documentary film follows
his daily work, the parts of which are made into chapters (Country, Village, School, Road, Wool-cutting, Sickness, Tree, Birth). Ludo
ponders the issues of modern society surrounding him while he takes care of his family, his house and the large herd grazing against
the background of cargo containers, chimneys and highways. Throughout the film, we don’t see a single human walking through the
landscape. The film is inspired by the poetics of industrial geometry and it juxtaposes its specific external features with those of the
traditional life of sheep rearing. The apparent inconsistency of these two worlds creates the tension in the movie. It is not a story of
domination and crisis though, rather one of coexistence and strange symbiosis. It is also a story of searching for the authentic values
in a completely transformed society. We can also read it as a reminder of fetishism of merchandise in the globalized world, where
the system of free competition was replaced by the mechanism of abstract monopolies, where individuality gradually dissolves. The
shepherd can no longer relate to his social peers, who together used to create open universe of agricultural work. Instead he is alone,
surrounded by the bubbling matter of today’s society, which produces mainly covertly and is characterized by seclusion, loss of original
values and alienation.
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Paimen / Pastyfr

REZIE: MARKKU LEHMUSKALLIO, ANASTASIA LAPSUI.
KAMERA: JOHANNES LEHMUSKALLIO. ZVUK: MARKKU LEHMUSKALLIO, ARTO JOKISUU. STRIH: MARKKU LEHMUSKALLIO. FINSKO 2001. 58 MIN.

Snimek vypravi o Ludo Van Alphenovi, pastyfi ovci, ktery se stara o nejvétsi stddo v zemi uprostfed pfistavniho a prdmyslového komplexu
belgickych Antverp. Pfedtim, nez se stal pastyfem, prochazejicim denné industridlnim labyrintem, byl Ludo ucitelem ve Skole pro men-
talné postizené. Dokument sleduje jeho denni praci, vyseky z ni ¢leni na kapitoly, uzaviené obrazy (zemé, vesnice, $kola, cesta, stfihani
ovci, nemoc stdda, strom, zrozeni), ale necha jej také premyslet o otdzkach tykajicich se moderni spolecnosti, ve které Zzije. Dllezitym
motivem filmu je béh, zdlrazoujici farmarovu vytrvalost, s niz se stard o rodinu, dim, o obrovské stado, které pase na pozadi prekladis
s mozaikou barevnych kontejner, o ovce, pro které hleda pruh travy v primyslové krajiné k obzoru se tdhnoucich kominu, protkané
dalnicemi a ploty. Po cely film nevidime v krajiné ¢lovéka, ktery by po ni Sel. Lidé pastyfe miji. Film vychdazi z poetiky pramyslové geo-
metrie, pracuje s vnéjSimi rysy kultury specificky komunikujiciho pramyslu (lodé, praplavy, auta, délnice, vSudypiitomné kontejnery), a tu
uvadi do vztahu se znaky tradi¢niho Zivota a chovu, pro néjz je dominantni chlize. Cesta ale vede napfi¢ pramyslovymi skvrnami. Zdanliva
neslucitelnost obou poloh tvofi napéti filmu: film neukazuje nadvladu a krizi, ale jeSté souziti, podivnou symbiézu. Je to pfibéh hledani
autentickych hodnot ve zcela proménéné spolecnosti, pficemz se toto hledani, pokud jde o hrdinu, manifestuje kazdodennim vztahem ke
stadu a v cesté s nim vstfic k lidem a majetku ve spole¢nosti, ktera vyrabi pro trh. Ale snimek mizeme ¢ist i jako pfipomenuti fetiSismu
zbozi v toku globalizované spole¢nosti, kdy byl systém svobodné konkurence nahrazen mechanismem abstraktnich monopoll, v némz
postupné mizi vyznam individua, az se nakonec hrdina Uplné ztraci. Pastyf se totiz uz nevztahuje k hospodarim podobné socialni
skupiny, tvarcim otevieného univerza zemédélské prace, zlstal sam — v Uzké relaci s bublajici hmotou sou¢asné spole¢nosti, vyrabegjici
prevazné skryté, charakterizovanou uzavienosti, ztratou puvodnich hodnot a odcizenim osobnosti, pohlcené svétem zvécnéni.
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R.U.E.U.

DIRECTOR: BEN LEWIS. PHOTOGRAPHY: FRANK-PETER LEHMAN. SOUND: HENRI MICHELS, ALAIN OPPEZI. MUSIC: DANIEL PEMBERTON. EDITOR:
ANDY TAYLOR. GREAT BRITAIN, GERMANY, FRANCE, DENMARK 2001. 80 MIN.

A hypnotic trip around the European Union (or the idea of European Union) is based on a variety of motion through a labyrinth. A Bri-
tish reporter Nick Fraser owns a BBC reporter’s card, which should open all the doors in every office. He visits various Brussels and
Strasbourg institutions (pertinently their Western European regional reflections). He confronts the impeccable artificiality and the mysterious
abstraction of the institutions with two journeys to the outskirts of Europe, namely to villages in Poland as well as towns in Romania.
Of course, he doesn’t forget his Polaroid camera. A dynamic hallucinogenic film is interrupted by commercials of so-called European
solidarity pills, which are yellow and blue pills curing any possible ailments. It is a grotesque survey of bureaucratic labyrinths. The
institutions of the European Union are symbolized by an impenetrable mirror chamber, that is perfectly harmonious, but on the other
side completely inhuman. Using a substantial dose of irony the movie tries to find the real purpose of the European integration. In the
beginning, Fraser wants to interview Romano Prodi. Finally he succeeds. However, after wandering along the corridors, being sent from
door to door, he meets the high secretary feeling completely exhausted. In a glass dome of the European Parliament Fraser interviews
Daniel Cohn-Bendit, the greatest Parisian rebel taking part in the student revolution at the end of the '60s. Then he travels to Polish
borders, and interviews Andrzej Lepper, the leader of the nationalist Self-defense Party. After taking couple of pictures he sets out to
meet the High Commissar for Integration. This means more doors, more reception desks, elevators, secretaries, escalators, glass walls,
and mirrors. Being hardly accessible, unintelligible, grotesque, as well as full of paradoxical metaphors and absurd moments, the world
really resembles a labyrinth. Even such can be the interpretation of the European cult.
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R. U. E. U.

REZIE: BEN LEWIS. KAMERA: FRANK-PETER LEHMANN. ZVUK: HENRI MICHELS, ALAIN OPPEZI.
HUDBA: DANIEL PEMBERTON. STRIH: ANDY TAYLOR. VELKA BRITANIE, NEMECKO, FRANCIE, DANSKO 2001. 80 MIN.

Zakladem hypnotického tripu po Evropské unii (anebo po ideji Evropské unie) je variovany pohyb v labyrintu. Britsky novinaf Nick
Fraser s kartickou reportéra BBC, ktera by meéla vSude otevirat dvefe (a také otevird, do dalSich dvefi), vyrazil na cestu po symbolech
evropského sjednoceni. Prochdzi bruselskymi a $trasburskymi institucemi (popfipadé jejich odlesky v regiondlnich zapadoevropskych
setkanich), jejichz dokonalou umeélost, mysteridzni abstraktnost kratce konfrontuje s dvéma cestami na okraj Evropy (kone¢né ideje) —
se svym nezbytnym polaroidem navstévuje polsky venkov a rumunska meésta. Dynamicky halucinogenni film, preruSovany reklamami na
pilulky evropské vzajemnosti (Zlutomodré Iéky na vSechny neduhy), je groteskni studii byrokratickych labyrintt, propletenych betonovych
linii, které sméfuji k nezachytitelnému stfedu tajuplné& usporadanych sil — ty se ideologicky kumuluji, aby mechanicky transcendovaly
(tedy dokonale vyprazdnily) vSechny konkrétni problémy starého kontinentu. Instituce evropskych uradu predstavuji ve filmu mysteridzni,
takfka neproniknutelnou zrcadlovou komoru, dokonale harmonickou, Uplné nelidskou. Filmarsky vysostnd, panoramaticka abstraktni hra
s konstrukcemi instituci pak udava rytmus filmu, ktery se s poradnou davkou ironie pokousi dopatrat smyslu evropského sjednoceni.
Fraser chce na zacatku natocit rozhovor s Romano Prodim. Podafi se mu to ale az po dlouhém bloudéni chodbami Ufadu — neustéle jej
nékdo odkazuje k nékomu dalSimu, takze k vysokému urednikovi pfichazi uplné vy€erpan. | dalsi ikony evropské unie ozivaji na pozadi
architektury instituci, ve stinu designu, ktery se stal jazykem ideje. Sdm design ale zacina ideje vyprazdoovat, rozpousti je v povrchu
a lesku; ackoli by mél byt odkazem, stava se puvodnim znakem - pfikladem budiz moment, kdy Fraser ve sklenéné kobce evropského
parlamentu zpovidd Daniela Cohn-Bendita, nejvétsiho rebela pafizskych studentskych boufi na konci $edesatych let. Vypravi o cesté.
Fraser jede na polské hranice, v jednom venkovském prasecinci nato¢i rozhovor s Andrzejem Lepperem, leaderem nacionalistické Se-
beobrany, udéld si par fotek a s nimi se vyda za nejvy$Sim komisafem pro sjednoceni. Tedy dal$i dvefe, recepce, vytahy, sekretafi,
sekretarky, jezdici schody, oblouky chodeb, sklenéné stény, zrcadleni. Svét jako labyrint, nesnadno pfistupny, nesrozumitelny, groteskni,
plny paradoxnich metafor a absurdnich momentd. | takovda muaze byt interpretace kultu Evropy. Predev§im je to ale dokument, repre-
zentujici kritické mysleni. Pro CT je pak ironickou vyzvou: dokument se natééel na stejnych mistech, kde mékka vefejnopravni instituce
nataci své drobné prispévky k d&jinam propagandy.
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A Small Film About Sibling Relations

DIRECTOR: PIA ANDELL.
SOUND: JANNE LAINE. EDITOR: TUULI KUITTINEN. FINLAND 2001. 20 MIN.

An image, memory inside the image and its interpretations can sometimes reveal facts behind the words and relations yet unnoticed
or little noticed. Dramatic situations captured motionless unveil personal myths, and wash away dust of associations stuck to childhood
memories. Re-viewed recordings of one’s own motion can supply an image of an unconscious inner world, its core, the image of an
inside encompassed in a network of its past interpretations. A narrow stripe of film made by another person may form a tie between
the other person-body-object’s consciousness and the outer world, integrating the outer world consciousness with the consciousness
of the world inside. The film about sibling relations began with a thought whether being born first, second or the youngest of children
makes a difference, whether our lives would have been different if we had been born to another standing among our siblings. The
director began contemplating this idea when she was expecting her fist child. In her documentary she investigates the predestinations
given by the order in which the children are born, by assumptions and family attitudes. | am not sure if | actually remember it or if
it's only my imagination, says the first-born child. Memory is strange. We remember petty experiences from our childhood, and because
we remember them, they seem very important to us, but still we cannot be really sure whether we really remember it or whether it’s just
our imagination. The film about children’s roles and their influence on the future life draws on the author’s memories and memories of
her siblings, although the brother says resolutely: | remember nothing. What should | remember? It is a mosaic of ordinary situations
reflecting the family standing of each of the siblings. The first-born protects the others, the middle one has learned to back away, the
youngest gets fits of temper and the director’s only child is bossy. The film is made using short family movies, which cover more than
forty—five year’s time, from the fifties until now. From the time the director’s parents began to film their children until the time she has
been filming her own. Recurring moments and the notion of childhood permeating through the whole picture fill it with strange nostalgia
of first images which are dissolving as they pass.
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Kratky film osourozeneckych vztazich

REZIE: PIA ANDELL.
ZVUK: JANNE LAINE. STRIH: TUULI KUITTINEN. FINSKO 2001. 20 MIN.

Obraz, pamé uvnitf obrazu a interpretace z ni mize neékdy odhalit za slovy fakta a vztahy dosud nepozorované nebo nedostate¢né
pozorované. V zachyceni situaci, které jsou vzdy dramatické, dovoluje rozkryt osobni mytus, smyt prach asociaci, ktery se lepi na
vzpominky z détstvi. Paradoxné znovu vidény zdznam vlastniho pohybu muze poskytnout obraz nevédomého vnitfniho svéta, jeho ja-
dro, vnitini objekt, kolem kterého se s lety vytvofila si  jeho vyklad. Uzky pruh filmu, natogeny druhym &lovékem, tak mlze byt pro
zachyceny objekt-téla—Cloveéka jakousi spojnici dvou slozek — integrujiciho védomi, které je v kontaktu s vnéjSim svétem, a védomi, jez
je v kontaktu se svétem vnitfnim. Na zacatku filmu o sourozeneckych vztazich bylo kratké zamysleni, jestli je rozdil, zda jste se narodili
jako prvorozené, prostfedni nebo nejmladsi dité, zda by nase zivoty byly jiné, kdybychom se narodili v jiné pozici k nasim sourozencum.
Rezisérku to zaalo zajimat, kdyz byla téhotna se svym prvnim ditétem. Ve svém dokumentu zkouma predurceni, ktera plynou z poradi,
v némz se Clovék narodi, z predpokladu a zaZitych postoju, které jej v rodiné obklopuiji. ,Nejsem si jisty, jestli si to pamatuji nebo jen
predstavuji“, fika prvorozené dité o svych vzpominkach. Pamé je divna. Pamatujeme si drobné pfihody z détstvi, a protoze si je pa-
matujeme, tak jsou pro nas velmi dllezité, ale vlastné si nemuzeme byt jisti, zda si to skuteCné pamatujeme nebo jen predstavujeme.
Snimek o détskych rolich a jejich vlivu na dalsi Zivot ¢erpa z autorinych vzpominek a ze vzpominek jejich sourozenct, i kdyz bratr
fika rozhodné: ,Nepamatuiji si nic. Co bych si mél pamatovat?“ Dokument se sklada z kratkych vSednich situaci, ve kterych se odrazi
postaveni jednotlivych sourozencu. Prvorozeny chrani ostatni, prostfedni se naucil ustupovat, nejmlad$i ma zachvaty vzteku a rezisér€in
jedinacek se chova pékné panovacné. Materidlem pro dokument byly kratké rodinné filmy. Postihuji ¢asovy Usek dlouhy vice nez pétacty-
ficet let, od padesatych let do dne$ka, od doby, kdy rezisércini rodiCe nataceli své déti, az do chvile, kdy ona nataci to své. Opakujici
se momenty, prostupnost détstvi v ¢ase pak naplouji film zvlastni nostalgii prvnich obraz(, jejich plynutim, které je rozplyvanim.
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Startup.com

DIRECTOR: CHRIS HEGEDUS, JEHANE NOUJAIM. PHOTOGRAPHY: JEHANE NOUJAIM. SOUND: CHRIS HEGEDUS.
EDITOR: CHRIS HEGEDUS, EREZ LAUFER, JEHANE NOUJAIM. USA 2001. 103 MIN.

Any citizen has a right to ask for a fishing license even in the middle of the night. That was the idea of GovWork.com portal invented
by two young businessmen K. Isaza and T. Herman. This site was going to facilitate access to a wide variety of services provided by
the local authorities. On this page, the visitors could apply for a driver’s licence or pay a parking fine on-line. Two old schoolmates got
nearly seventeen million dollars from sponsors to realise their project which began with just the two of them and a clever idea and in
a few months turned into a giant enterprise with hundreds of employees. They are going to face a strong competition, permanent stress
at work, lack of sleep. They have to give up their free time, the enormous stress affects their personal lives, and then comes a conflict
over the management of the company, a conflict that will not only endanger their company and their jobs, but will irrevocably alter their
lifelong friendship. As famous representatives of the new economy they yet manage to meet with President Clinton, but after that follows
an unstoppable fall. The key moments of the two Internet entrepreneurs’ lives were recorded by two filmmakers. Their documentary seem
to complement the Stone’s “Wall Street”, an escalating picture of the predatory new technology enterprises emerging in the middle of
nineties, which for a short while became an alternative to stories about American self made men of ancient capitalism seeking fame,
money and friends. The authors of the film believed that GovWork.com would start making money in a half year’s time, and that their
picture would capture a beginning of the American dream. That wanted to make a film about the impact of success on two company
founders which were to become millionaires overnight. Four hundred hours of the footage should have become a portrait of two young
hardworking men; their success could have been the climax. First steps of the Internet company, its dynamic start and a staggering fall
followed by a bankruptcy a year later, and all the tension under the new business skin were observed by the director Chris Hegedus,
a colleague and a partner of D. A. Pennebaker, the independent film veteran, who was the film’s producer, and a newcomer Jehane
Noujaim, former MTV producer and a landlady of one of the entrepreneurs (There were always lawyers and financial specialists at the
door, they left good jobs to be able to co-operate with Tom and Kaleil...). - The end of the dream came on April 14, 2000. Few mo-
ments of that spring day changed the future of the whole developing business sector. The investors stopped pumping real money into
virtual reality projects, the dot-com enterprises lost the hallmark of the economic paradise.
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Startup.com

REZIE: CHRIS HEGEDUS, JEHANE NOUJAIM.
KAMERA: JEHANE NOUJAIM. ZVUK: CHRIS HEGEDUS. STRIH: CHRIS HEGEDUS, EREZ LAUFER, JEHANE NOUJAIM. USA 2001. 103 MIN.

Kazdy ob¢an ma pravo uprostfed noci pozadat o povoleni rybafit. To byla myslenka portalu GovWork.com, kreativniho napadu dvou mla-
dych podnikatelll K. Isazy a T. Hermana. Webova stranka chtéla nabidnout nejriznéjSi sluzby méstského uUradu, jeji navstévnici si mohli
on-line zazadat o fidi¢sky prikaz nebo zaplatit pokutu za parkovani. Na realizaci ndpadu ziskali dva pratelé ze Skoly skoro sedmnact
miliont dolard od investorll a z podniku, na jehoz za¢atku byl napad a jenom oni dva, vytvori béhem nékolika mésicl kolos se stovkami
zaméstnancu. Ceka je tvrdy konkurenéni boj, permanentni napéti v praci, kratky spanek, muzi se museji odfiznout od svého volného &asu,
enormni chvat nevratné poznamenava jejich osobni Zivot, dochazi ke konfliktu o vedeni v podniku a s nim prichazi i konec pratelstvi. Jako
Uspésni reprezentanti nového podnikani se je$té setkavaji s prezidentem Clintonem, ale pak uz je ¢ekd jen nezadrzitelny pad. Internetovi
podnikatelé méli v nejnapinavéjSich okamzicich svého business Zivota u sebe dvé filmarky. Jejich dokument je jakymsi komplementem
k Stoneové hranému Wall Streetu, gradujicim snimkem o dravosti podnikani v novych technologiich v poloviné devadesatych let, které se
na chvili staly svéraznou variaci ¢asu vyvojovych romanu, pribéht hledani Uspéchu, penéz a pratel americkych selfmademant drevniho
kapitalismu. Autorky byly presvédceny, ze GovWork.com za¢nou bé&hem pul roku vydélavat penize, Ze jejich snimek zachyti po¢atek nového
amerického snu. Chtély natogit, jak Uspéch ovlivni dva zakladatele firmy, ze kterych se ze dne na den méli stat milionati. Cty¥i sta hodin
filmového zaznamu meélo vyustit v portrét dvou mladiku, ktefi tvrdé pracuiji, jejich Uspéch mohl byt pointou. Prvni kroky firmy internetového
vesmiru, jeji dynamicky nastup i zavratny pad a bankrot o rok pozdéji, celé to napéti pod kizi nového businessu sledovaly rezisérky Chris
Hegedusova, spolupracovnice a partnerka D. A. Pennebakera, veterana svobodného filmu, ktery se ujal produkce, a Jehane Noujaimova,
nékdej$i producentka MTV a doméci jednoho z podnikatell (,Pravnici a finan¢nici byli porfad za dvefmi, opustili vyhodna mista, jen aby
mohli pracovat s Tomem a Kaleilem...”), pro kterou se stal Startup.com debutem. — Konec kolektivniho snu ma i své datum - 14. dubna
2000. Par okamzikl toho jarniho dne zménilo situaci celé vétve rozvijejiciho se podnikani. Investoti prestali pumpovat skute¢né penize do
penéz virtualnich, podnikani na internetu ztratilo punc ekonomického raje.
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Broadway - Black Sea

DIRECTOR: VITALIJ MANSKIJ. PHOTOGRAPHY: PAVEL KOSTOMAROV. SOUND: VITALIJ KRYGLIKOV.
EDITOR: GEORGIJ KLUBKOV, IGOR NIKOLAJEV. RUSSIA, GERMANY, CZECH REPUBLIC 2002. 72 MIN.

The sea between the southeastern Europe and the Asia Minor whose waters reflect large ports, like Odessa, Constance, Varna, the sand
slopes down to the water of the Black Sea beaches, one of them being called Broadway. And this is where Russian Director Vitalij
Manskij went to record stories of people who met in the hot days on one place on the border of the earth, the water and the sun.
Manskij has a sense of spontaneity and irony, he undresses his heroes on the amorphous background of summer bodies physically
as well as mentally in situations whose time level is scattered, and he lets them talk so that their fates are united in the story of one
beach. He meets political and economic refugees, observers of shows, untanned families, salesmen of everything, children (their sea
scream is the sound of the film), soldiers. He slowly moves around the place where a little town of tents and stalls always grows for
a couple of summer months. The town is crossed by sandy streets with parked cars — we are on a Russian beach and there are ty-
pical old Russian cars. Every year there is a certain Babylon on the beach (a unity of place of human dialectics), created by people of
different generations and social standings, however all of them are in swimming suits (or without them). The film atomizes a permanent
dialogue across fragmentary division and creates a specific conception of time, it is not a film of flow but a film of slow ebbs and flows
in which character typology is limited notably to social typology. Individual actions do not unite in the film, the document of bustling
with several important personages encompasses the environment, spectators cannot be dragged into the story, they are mere observers.
What is dominant is static but profound scenes with a large range of movements and a long emotional fading, individual scenes are
so clear, visual, sophisticated and pointed that we get the impression they must have been prepared in advance. As for the characters,
the film presents notably a salesman of clowns and dwarfs, an owner of a show testing one’s force and a beach photographer with
a trained monkey and an artificial palm. The film is also crossed by a battered car with several lads who bring movement among the
drowsy bodies, and we observe the sexual shivering of young bodies in the local nudist coin seen by their eyes. Manskij stresses
the atmosphere, he gently removes the mass of human flesh in full sun, he shows precise pictures of bewilderment and of drunken
amusement in a dirty snack bar at night, and as intermezzo, shoots a night childbirth into water, he evokes purity of the daybreak on
an empty beach. He spends with holidaymakers every day till the first rain which brings the end of the season. Everyone goes home
but they know they will get back for the next summer.

Festival of documentary films Cinema du Réel in Nyon / the film obtained a second prize in the main competition.
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Broadway - Black Sea / Broadway - Cerné mofe

REZIE: VITALIJ MANSKIJ.
KAMERA: PAVEL KOSTOMAROV. ZVUK: VITALIJ KRYGLIKOV. STRIH: GEORGIJ KLUBKOV, IGOR NIKOLAJEV. RUSKO, NEMECKO, CR 2002. 59 MIN.

More mezi jihovychodni Evropou a Malou Asii, v jehoz vodach se zhlizeji velké pristavy — Odésa, Konstanta, Varna. Pisek se svazuje
k vodé na ¢ernomorskych plazich a jedna z nich se jmenuje Broadway. Pravé na ni vyrazil rusky rezisér Vitalij Manskij, aby zaznamenal
pfibéhy lidi, ktefi se v horkych dnech sesli na jednom misté na rozhrani zemé, vody a slunce. Manskij ma smysl pro Zivelnost a ironii,
své hrdiny na amorfnim pozadi letmych letnich tél obnazuje v ¢asové roztfisténych vyjevech — télesné i dusevné, sviéka je, nechava je
vypraveét, aby jejich osudy rozsypal do pfibéhu jedné plaze. Potkava politické a ekonomické uprchliky, provozovatele atrakci, neopalené
rodinky, prodavace vSeho, déti (jejich morsky kiik je zvukem filmu), vojaky. Pomalu kfizuje mistem, na kterém na péar letnich mésicu
vyroste méste¢ko ze stanl a stanku, protkané pise¢nymi ulickami se zaparkovanymi auty — jsme na ruské plazi, prevladaji letité ziguliky
a moskvice. Kazdoro¢né se po plazi rozléza jakysi Babylon (jednota mista mezilidské dialektiky), vytvareny lidmi rdznych generaci a so-
cidlnich pozic - vsichni jsou ovéem v plavkdch (nebo bez). Permanentni dialog napfi¢ fragmentarnim dénim snimek atomizuje, vytvari
specifické pojeti ¢asu — neni to film plynuti, ale zvolnych pfilivi a odlivi, v némz se typologie postav omezuje predevs§im na spolecen-
skou typizaci. Ve filmu jednotlivé akce nesrlstaji, dokument hemzeni s nékolika vyraznymi postavami pouze spind prostredi, divak tak
nemUze byt vtazen do déje, stdva se pouhym pozorovatelem. Dominantni jsou statické, ale hloubkové vyjevy s Sirokou paletou déni
a s dlouhym emociondlnim doznivanim. Jednotlivé scény jsou natolik &isté, vizudlni, uvnitf pracujici a vypointované, az mame pocit, ze
musely byt predpfipravené. Z postav predstavuje film predevSim prodavace $aslikG s trpaslikem, majitele atrakce na zkousku sily a pla-
Zového fotografa se cvi€enou opici a umélou palmou. Filmem také projizdi otlu¢ené auto s nékolika mladiky, ktefi vnaseji mezi otupéla
téla pohyb, jejich o¢ima sledujeme sexudlni chvéni nahych tél v mistnim nudistickém zakouti. Manskij klade duraz na atmosféru, jemné
snima hory lidského masa v plném slunci, z noci v ulepeném bufetu vyfizne presné obrazy rozpacitosti a opilé zabavy, jako intermezzo
nato¢i no¢ni porod do vody, ranu na prazdné plazi da jeho Cistotu. Travi s rekreanty celé dny az k prvnimu desti, ktery pfinasi konec
sezény. Jede se domd, ale vSichni védi, Ze se s dal$im létem zase vrati.

Festival dokumentarnich filmt Cinema du Réel v Nyonu / snimek ziskal druhé misto v hlavni soutézi.
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Cargo

DIRECTOR, PHOTOGRAPHY, EDITOR: LAURA WADDINGTON.
MUSIC: SIMON FISHER TURNER. NETHERLANDS 2001. 29 MIN.

For six weeks, the director had been sailing on a cargo ship which took off in Venice and then berthed in several ports of the Middle
East. Video-log recorded as a part of the wider project for the Rotterdam film festival “On the Waterfront” is a variety of abstract
images showing the life on a ship with a low paid crew composed of Romanians, Poles and Philippines who are not allowed to leave
the ship in the ports and are killing their time by karaoke, signing and storytelling. Waddington decided to obey this restriction together
with them - the coast parts are filmed from the ship over the cabin window. The feelings from the voyage is injected into a hypnotic
picture: the author chose from the hours of footage several misty images, partly slowed down, sometimes blurred and changed by
colours — as if the shifting of recordings, changing of the ship’s metals, the walls in the ports and the sailor’s faces, as if all the grainy
images of that hermetically sealed world opened a crack for beauty to be seen. The author’s commentary also follows this line: the
accompanying text says that an eye is the sense of touch, impression, emotion, poetry, report on a voyage, on a movement, which as
well represents an isolation. Only such a counterpoint allows for an intensive experiencing of the life as a chosen opportunity where an
experience is direct and indirect at the same time. Trembling on a line between the sea and the earth, a man who is a part of this line,
a sailor coming to the coast who cannot leave the ship, looking at the empty port welcoming him, an insurmountable gap - it’s only
the camera that can connect the two elements. The originality of the view from the sea (you won’t see the sea as such in the whole
film) affects the film’ s ending as well: a journey in the Paris metro, a while on a street. The picture is blurred as it is many times
multiplied, microscopic detail is perfectly hazed, the world is just a set of momentary situations, and although they were named they
remain nameless, only cinematograph can mend them, only cinematograph can make us understand the others, who are long being
aware that the reality we are living is just a fiction coming to us from somewhere else.

International Days of Short Film in Oberhausen / film won the Arte Award for the European short film.
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Cargo / Naklad

REZIE, KAMERA, STRIH: LAURA WADDINGTON.
HUDBA: SIMON FISHER TURNER. NIZOZEMSKO 2001. 29 MIN.

RezZisérka se $est tydnu plavila na nakladni lodi, ktera vyplula z Benatek a postupné zakotvila v nékolika pfistavech Blizkého vychodu.
Video-denik, nato€eny v ramci SirSiho projektu rotterdamského filmového festivalu ,,On the Waterfront“, zachycuje v nemnoha abstrakt-
nich obrazech Zzivot na lodi s mizerné placenou posadkou slozenou z Rumunt, Poldkt a Filipincu, ktefi pfi ¢ekani v pristavech nesméji
opustit loi a zabijeji ¢as karaoke, zpévem a vypravovanim pfibéhl. Waddingtonova se rozhodla sdilet s nimi stav klauzury - vyseky
z bfehu jsou snimany vyhradné z lodi pres sklo kajuty. Pocit cesty se vlil do hypnotického snimku: z hodin nato¢eného materidlu vy-
brala autorka nékolik mlhavych obrazu, z&asti zpomalenych, nékdy neostrych a proménénych barvou - jakoby posun zaznamu, proména
kovu lodi, zdi pristavCi a tvari namornikl, vSechny ty zrnité obrazy hermetického svéta oteviraly $kviru krase za vidénym. S tim souzni
i rezisérGin komentar, text o tom, ze oko je hmat, imprese, emoce, poezie, zprdva o cesté, o pohybu, ktery je zaroveo izolaci — jediné
takovy kontrapunkt dovoli intenzivné prozit svét jako zvolenou moZznost, kdy pfimy zaZitek je zaroved zprostfedkovanosti. Chvéni na
Carfe mezi mofem a zemi, Clovék, ktery je soucasti tohoto rozhrani, namornik, ktery priplouva ke brehu, ale nemuze vystoupit a vzdy
jej vita chiricovsky prazdny pfistav, nepfekonatelnd mezera — uz jen kamera dokaze spojit dva Zzivly: novost objeveného pohledu z more
(v celém filmu se neobjevi plocha more) pak poznamenava i zavér filmu, cestu pafizskym metrem, chvili na jedné ulici. Dé&j-pocit se
rozklada v mnohonasobném zvétSeni, mikroskopicky detail je dokonale rozmazany, svét jsou jen momentéalni stavy — ackoli pojmenovany,
zlstavaji nepojmenovatelné — scelit jej dokaze jen kinematograf, jenom jim jsme schopni rozumét druhym, davno pfipraveni na to, ze
skutecnost, jiz Zijeme, Zijeme jako fikci pfiplouvajici odjinud.

Mezinarodni dny kratkého filmu v Oberhausenu / film ziskal Cenu Arte za evropsky kratky film.
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En‘an no musume / Daughter from Janan

DIRECTOR: IKEYA KAORU. PHOTOGRAPHY: FUKUI MASAHARU. MUSIC: SAN-BAO. EDITOR: YOSHIOKA MASAHARU. JAPAN 2002. 120 MIN.

A young Chinese girtl is looking for her real parents who left her shortly after she was born. Haixia, 28, who spent the whole life in a poor
village in Janan needs to know why her parents rejected her, she needs to know it and wants to understand. While she is desperately looking
for her parents who belonged to fanatic members of the Red Guards, she learns about the events in China at the end of 1960s. At that
time, Mao, the leader of the Communist China, declared the so-called Cultural Revolution which brutally disrupted the whole country. One of
its consequences was putting into practice the motto “Youth will learn about the roots of the revolution in villages”. In fact this motto meant
sending the intelligentsia to the absolute periphery, its eradicating from the natural intellectual environment and its definitive modification into
a part of the mass obeying the regime. Haixia’s parents were ones of these millions of young people. Her existence, the fact that she is
living, that she has her biological parents is the impulse to know the past, notably the generation of her parents, those disappointed heroes
of the revolutionary horror. The countryside of Janan, limitless with its yellow ragged mountains, is also called the saint country of the Chi-
nese revolution. Here, after the Long March, the Mao’s Red Army was fighting with the forces of Kuomintang. The Japanese director wrote
in his explication to the film: | think that camera may be an instrument of violence. It may attack the people who are standing in front of it
and the creators should know it. That is why | cannot dispraise the courage of people who revealed their past in front of the camera, the
whole tragedy of the Cultural Revolution. | hope that the film will evoke the same feelings of spectators as | had during the shooting. Too
much pain invaded the desert countryside of the yellow mountains. - Kaoru conceives the film as a searching for the truth. The film slowly
becomes free of archival shots illustrating the events of that time when trucks full of city people set off for provinces, thousands of hands
were brandishing red books, but only poverty and mud was waiting for them. More and more the film stresses the reflection of this past
which was the background of a personal history: a woman goes back to the mountains, confused among three mothers, the biological one
and those who took care of her, she walks through the clay village, meets shadows of the Revolution, asks questions and listens to the
answers, sees tears, touches with her hand, looks for her identity on the mountain slopes. The film is based on meetings and dialogues,
their counterpoint is the terrible silence of the dead but also of those who are still alive but will never speak. A variant of the silence is also
represented by intensification of the image of parents whose fuzzy image accompanied her so far in her life. Because this intensification is
the extinction, the closing the door of what could be her family tree, the meaning of heritage.

37" International Film Festival in Karlovy Vary / The film got the award for the best documentary film over 30 minutes.
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En‘’an no musume / Dcera z Jananu

REZIE: IKEYA KAORU. KAMERA: FUKUI MASAHARU. HUDBA: SAN-BAO. STRIH: YOSHIOKA MASAHARU. JAPONSKO 2002. 120 MIN.

Mlada Cidanka péatra po svych skutegnych rodigich, ktefi ji opustili kratce po narozeni. Osmadvacetiletd Haixia, jez stravila cely Zivot
v chudé vesnici v Jananu, potfebuje zjistit, pro¢ ji rodi€e odvrhli, potfebuje to védét, chce to pochopit. Prostfednictvim divéina uma-
nutého patrani po rodicich, ktefi patfili k fanatickym ¢&lendm Rudych gard, se seznamujeme s udélostmi v Ciné na konci $edesatych
let dvacatého stoleti. Tehdy vidce komunistické Ciny Mao vyhlasil tzv. kulturni revoluci, ktera brutalné rozvratila celou Cinu. Jednim
z jejich dusledkl bylo i praktické uskute¢néni hesla Mladez bude na vesnici seznamena s koreny revoluce. Za nim se skryvalo vysidleni
inteligence na absolutni periférii, jeji vykofenéni z pfirozeného intelektualniho prostredi a jeji definitivni proména v sougast masy, slou-
zici rezimu. Mezi miliony mladych byli i Haixiini rodi€e. Jeji existence, to, Ze Zije, to, Ze nékde ma své biologické rodi€e, je impulsem
k poznani minulosti prfedevSim na strané generace jejich rodi€d, téch zklamanych hrdin( revoluéniho bésu. Krajina Jananu, nekone¢na
svymi zlutymi rozeklanymi horami, je také nazyvana svatou zemi ¢&inské revoluce. Tady, po Dlouhém pochodu, bojovala Maova Ruda
armada se silami Kuomintangu. Japonsky rezisér v explikaci k filmu napsal: ,Myslim, Ze kamera mUlze byt nastrojem nasili. Mize utocit
na lidi, ktefi prfed ni stoji, a tvarci by to méli védét. | proto nemohu snizovat odvahu lidi, se kterou pred kamerou odhalili svoji minu-
lost, celou tu tragédii kulturni revoluce. Doufam, ze film vyvola u divakl podobné pocity, jaké jsem mél pfi nataceni ja. PFili§ mnoho
bolesti se zafizlo do pusté krajiny Zlutych hor.“ — Kaoru koncipuje snimek jako putovani za pravdou. Snimek se zvolna opro$ uje od
archivnich zabérl, které ilustruji tehdejsi akci, kdy kamioény piné lidi z mést vyrazily do provincii, tisice rukou mavaly rudymi knizkami,
Cekala na né bida a bahno. Film klade stale vice dlraz na reflexi této minulosti, ktera byla pozadim osobni historie: Zena se vraci do
hor, zmatena mezi tfemi matkami, tou biologickou a témi, které se o ni staraly, prochazi hlinénou vsi, poznava stiny zavaté revoluce, pta
se a nasloucha, vidi slzy, dotykd se rukama, hleda svoji identitu na svazich hor. Film stoji na setkani a rozmluve, jejich kontrapunktem
je hrozné mi€eni mrtvych, ale i téch, ktefi jesté ziji, ale nikdy nepromluvi. Variantou miceni je také zostfovani obrazu rodi¢u, s jejichz
rozmazanou podobou dosud Zila. Pravé v zostfovani je totiz vyhasnuti, zavfeni dvefi k tomu, co by mohlo byt rodokmenem, smyslem
dédictvi. 37. MFF v Karlovych Varech / film ziskal Cenu za nejlep$i dokumentarni film nad 30 minut.
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Derrida

DIRECTOR: KIRBY DICK, AMY ZIERING KOFMAN.
PHOTOGRAPHY: KIRSTEN JOHNSON. EDITOR: KIRBY DICK, MATT CLARKE. USA 2001. 85 MIN.

French philosopher Jacques Derrida is the founder of deconstruction which brings a critical view of classical texts and examines new
possibilities of thinking. Derrida published his first important works already at the end of 60s, however, he has tried to define the me-
aning and the task of deconstruction again and again. He does not interpret the world on the basis of its static structures, but from
its dynamic aspect. What is dynamic is notably the structure of language, the communication code. Everyone conforms to the system
of the language if they want to be understood by others. In this way, the language imposes upon us a certain way of speaking, it
is the instrument of organization of our experience, the language is the power which controls us even if we are not aware of it. And
one of the features of Derrida’s post-modern philosophy is revelation of this power and all the concepts related to it somehow. His
radical re—appraisal of the western metaphysics has profoundly influenced the thinking about literature, ethics, law and architecture. The
monopole of the system based on power affects art, its open structure is the place where the hidden power of the system makes
attacks. A work of art especially affects the deep-rooted automatism of our perception of and talking about the reality. It does not
record things of the world, but it permits to re-discover them, to really see them. If we want to understand art, we have to get used
to the image of an open structure, i.e. a structure which is constantly moving and changing. Derrida calls his method a play because
he understands the criticism of philosophy and language as a criticism of sense and at the same time he realizes that a philosophical
criticism of sense cannot be made outside of its sphere. The documentary film about Derrida is an outstanding portrait of this philoso-
pher. Shot thanks to Derrida’s maximal support, the film is also an ambitious attempt to unite the print of life of a unique philosopher,
the indescribable impress of his face together with his thinking which constantly cast doubts on impress of a thing into a sign and its
subsequent manipulation. The film is neither a conventional film biography nor a spelling book of his philosophy. As if the document
wanted to equal Derrida’s examination, it searches possibilities of the portrait and at the same time speaks about its limits which are
the most important possibility. The life presence of the man melts into his reflection on violence, love, history of philosophy and the
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Derrida

REZIE: KIRBY DICK, AMY ZIERING KOFMAN.
KAMERA: KIRSTEN JOHNSON. STRIH: KIRBY DICK, MATT CLARKE. USA 2001. 85 MIN.

Francouzsky filozof Jacques Derrida je zakladatelem dekonstrukce, kterd v kritickém navratu ke klasickym textim zkouma nové moznosti
mysleni. Prvni vyznamné prace vydava Derrida jiz koncem Sedesatych let, nicméné smysl a Ukol dekonstrukce se snazi definovat stale
znovu a znovu. Svét nevyklada ze statickych struktur, vychozi je jejich dynamicky raz. Dynamické je predevSim struktura jazyka, kod
komunikace. Kazdy se podrobuje systému jazyka, chce-li, aby mu druzi rozuméli. Jazyk nas tedy k urc¢itému zpusobu mluveni zavazuje
a nuti, je to nastroj organizace nasi zkuSenosti, jazyk je moc, kterd nam bez naseho védomi vladne. A pravé jednim z ryst Derridovy
postmoderni filozofie je demaskovani této moci a vSech pojeti, ktera jsou s ni néjak spjata. Jeho radikalni pfehodnocovani stavebnice
zapadni metafyziky hluboce ovlivnilo mySleni o literatufe, etice, pravu i architektufe. Mocensky monopol systému naruSuje umeéni, jehoz
oteviena struktura je mistem, kde se skrytd moc systému neustale muze napadat. PfedevS§im umélecké dilo narusuje vzity automatismus
naSeho vnimani a hovoreni o skuteCnosti. Véci svéta neregistruje, ale dovoluje je znovu objevit, vidét je skute¢né. Chceme-li chapat
uméni, musime si zvyknout na predstavu oteviené struktury, tedy struktury, ktera je v pohybu, ktera se ustavicné déje. Derrida oznaluje
svou metodu jako hru, protoze kritiku filozofie a jazyka pfi ni pojima jako kritiku rozumu a uvédomuje si zaroveo, Ze se filozofickd kritika
rozumu nemuze uskutec¢oovat mimo jeho sféru. Dokumentarni film Derrida je jeho mimofadnym portrétem, nato€enym i diky Derridové
maximalni vstficnosti. Je také ambicidoznim pokusem spojit otisk Zivota Spickového filozofa, neprepsany otisk jeho tvare, s jeho mysle-
nim, které o otisku véci ve znak a jeho nasledné manipulaci neustéale pochybuje. Snimek tak neni ani konvenéni filmovou biografii, ani
sIabikéFem jeho fiIozofie Jakoby se chtél dokument Derridovu zkouménl’ vyrovnat i on ohIedévé moinosti portrétu a zérove(‘) hovoh’
i smrti své matky Z pravlakG mezi jeho soukromym zwotem a verfejnym plsobenim vyvéra bohata a jimava medltace nad tématy, ktera
inspirovala jeho soustavnou praci. Vedle vyrokU ilustrujicich roky prace a vedle chvil kratkych zastaveni si neodpusti pfemyslet o zpuso-
bu, jakym jsou dokumentarni filmy vytvareny, a predvadi nemoznost prezentace pravdivych obrazu. Prfipomina, ze kdyz ma bvt cely den
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death of his mother. Shots divided between his personal life and the public activities give birth to a rich and affecting meditation on
themes which inspired his systematic work. Besides statements illustrating years of work and moments of short standstills, he keeps
thinking about the mode of creation of documentary films, he shows the impossibility to present true images. He reminds that when
he is to be at home the whole day, he never takes off his pyjamas. But having the film staff behind his back, he prefers changing. So
the film about him cannot be a true image of his life. What is also important is the moment when Derrida watches the interview with
himself. Recorded Derrida watches recorded Derrida. The authors claim they are trying to amuse themselves by the film. Not because
the protagonist is a philosopher but because he is not.

45. San Francisco International Film Festival / the film got the first prize in the section of biographical documents.
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doma, tak si nikdy nesvléka pyzamo. Ale s filmovym $tdbem za zady se prece jen prevlece. Tudiz film o ném nemize byt pravdivym
obrazem jeho Zivota. Dulezity je také moment, kdy Derrida sleduje interwiev se sebou. Derrida v zdznamu sleduje Derridu v zdznamu.
Autofi tvrdi, Ze se filmem pokouseji bavit. Ne proto, Ze hlavni postavou je filozof, ale proto, Ze neni.

45, San Francisco International Film Festival / film ziskal hlavni cenu v sekci biografickych dokumentu.
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Elsewhere

DIRECTOR, PHOTOGRAPHY: NIKOLAUS GEYRHALTER. EDITOR: WOLFGANG WIDERHOFER. AUSTRIA 2001. 240 MIN.

Year 2000, twelve months, twelve episodes introducing the World. Amazingly rich, universal. Faces of people of different places, different
cultures: the Tuareg people, the Sami people, the Himba people, the Korowai people, Inuits, Aborigines, the Ladak people, the Khanty peo-
ple, people of Moso, Sardinians, the Nisga nation and Rei Metau people. A journey across the continents to tribes all around the world, to
people of different religions and different ways of life, to men and women. A breathtaking four-hour opus about the state of our planet at
the verge of millennium, very clear thanks to the chosen technique of the making: each episode shows above all the space for capturing the
life, wide-screen picture produces the fullness of image, it displays the vastness of the lands of the world. The authors concentrate especi-
ally on the ways people make their living, inviting some people talk in from of the camera. The film has no commentary; only those whose
faces belong to it speak in the film. The images and words are put together in a mosaic of short, apt scenes. A man dragging a frozen
reindeer, a women cooking for her pigs for hours and hours, two men on an iceberg talking about Brigitte Bardot and dreaming of a naked
white woman. Ténéré Desert, Mariana Trench, West Papua jungle, arctic snow, rainforest, west Siberian marshes, white sea, blue mountains.
The picture has strict composition. Each month of the year is presented in a twenty-minute fraction representing a magnified dimension of
a selected kind of existence in rich colours. Upon this essence builds a cinematographic vision of the world’s variability, linear time lines
divide the individual scenes witnessing the way of life which depends on climatic, natural and social conditions. The world as a whole is
perceived as complex but learnable. The authors chose the people at the edge who do not live their lives in the centre of the civilisation,
but those whose lives are an everyday struggle to survive. At the beginning of the twentieth century an Austrian cameraman made a journey
and imprinted it in the thousand metres of a film about distant regions of the world. A hundred years later, a crew of the director Geyrhalter
followed his trace to record the fragments of the life in the same places. Their work was no more coincidental. This time it was based on
a careful preparations and organisation. The filmmakers spent three weeks of intensive filming in each place. They kept returning to Vienna
always for a week to put together the recorded material and prepare things for next expedition: cameras, lights, generators, tents and food
supplies. There were seventy plane take-offs and 240 kilometres flied over the five continents during the production. The film team was
everywhere supported by dozens co-workers, local managers, consultants, anthropologists, linguists, assistants and porters. Without their
help, the film could never be made within the scheduled one-year frame.

Amsterdam International Documentary Film Festival / Special Jury Award.
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Elsewhere / Nékde jinde

REZIE, KAMERA: NIKOLAUS GEYRHALTER. STRIH: WOLFGANG WIDERHOFER. RAKOUSKO 2001. 240 MIN.

Rok 2000, dvanact mésicu, dvanact epizod, predstaveny svét. Neobyc€ejné bohaty, mnohosmérny. Tvare lidi raznych mist a odli$nych
kultur: Tuaregové, Samiové, Himbové, Korowaiové, Inuité, Aboriginci, Ladakové, Chantysové, lidé kmene Moso, Sardidané, Nisgové a lidé
Rei Metau. Cesta napfi¢ kontinenty za kmeny celého svéta, za lidmi rdznych vyznani, odliSného zplsobu Zivota, vzdy ale jsou to muzi
a zeny. Ctyrhodinovy opus o stavu planety na rozhrani tisicileti, zavratné mnohotvarny, &isty zvolenou metodou: kazda epizoda zachycuje
predevsim prostor k dobyvani Zivota, Sirokouhly obraz dovoluje plnost, otevira krajiny—kouty svéta v jejich rozlehlosti. Autofi se v pohybu
soustreiuji prfedevsim na zplsob obzivy lidi a na kameru nechavaji vypravét nékteré z nich. Film je bez komentare, miuvi jen ti, jejichz tvar
patfi filmu. Obrazy a slova skladaji krasohled drobnych, vystiznych vyjevd. Muz tdhne zmrzlého soba bez hlavy, Zena celé hodiny vyvari
pro sva prasata, dva muZi na ledovci si vypravéji o Brigitte Bardot a sni o nahé bilé Zen&. Pous Ténéré, Mariansky prikop, dZungle
v Zapadni Papui, arkticky snih, deStny prales, zapadosibifské mocaly, bilé more, modré hory. Snimek je pfisné vystavén. Kazdy mésic
roku se stahnul do dvaceti minut filmu. Ty jsou zveliCenou dimenzi vybraného typu existence v zhu$ténych barvach. Z této esence, jez je
dotekem i povrchem zaroveo, je vystavéna vysostné filmarska vize promeénlivosti sou¢asného svéta — ary linearniho €asu oddeéluji jednotlivé
vyjevy, které vypovidaji o zplsobu zivota, podminéného klimatickymi, pfirodnimi a spolec¢enskymi podminkami. Celkové je pak svét vniman
jako nesmirné slozity, avSak v podstaté poznatelny. Zamérmné jsou vybrany narody okraje, lidé, ktefi sv(j Zivot netravi v mechanismech
stfedovych spolecenstvi, ale ziji zdpasem o existenci, o elementarni preziti. Na zacatku dvacatého stoleti vyrazil rakousky kameraman na
cestu do vzdalenych krajin svéta , kterou otiskl do tisice metrd filmu. O sto let pozdéji jej nasledoval $tab reZiséra Geyrhaltera, aby na
téch samych mistech zachytil stfepiny Zivota. Jejich prace uz nebyla nahodna, ale podloZzena peclivou pfipravou a organizaci. Na kazdém
misté stravili filmafi tfi tydny intenzivnim natéd¢enim. Do Vidné se vrétili vzdy na tyden, aby se zpracoval nato¢eny materidl a nachystaly
se véci potfebné pro dalsi cestu: metrédky kamer, svétel, generatord, stant a zasob potravin. Produkce spoditala sedmdeséat vzlett letadel
a 240 tisic nalétanych kilometr(i nad péti svétadily. VSude byl tym podporovan desitkami spolupracovnikli, mistnich manazérd, konzultantd,
antropologu, lingvistli, pomocniku, nosi¢t. Bez nich by film ve zvoleném ramci jednoho roku nemohl vzniknout. Amsterdam International
Documentary Film Festival / Special Jury Award.
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Fester or Fiction

DIRECTOR: ROBERT ELLMANN. PHOTOGRAPHY: ANTONIN WEISER, MICHAL HYBEK, EVZEN JANOUSEK, TOMAS KRESTA, JIRi LIVANEC,

NADIM MOHAMED, VIT PRAZAN, LUMIR TUREK. SOUND: PAVEL REJHOLEC, JOSEF HUBKA. MUSIC: PAVEL REJHOLEC. EDITOR: JAROSLAV BOUSA, FERNANDO FERIA-GA-
RIBAY, FRANTISEK LEBEDA, MALCOLM SMITH, KRASIMIRA VELICKOVA, JAN ZAJICEK. ANIMATION: BURIAN, DUDA, DVORAK, KOUTSKY, KRAVCENKO, MATOUSEK, MATOU-
SEK, NOVAK, SMITH, SVAROVSKY, SVEJDIK, ZABKA. CZECH REPUBLIC 2001. 40 MIN.

The authors characterize a profile of the American chemist Mr. Steve Preisler known in the United States under his nickname Stry¢ek
Fester (“Uncle Fester”) as an animated documentary thriller. During the film preparation they actually used not only procedures of do-
cumentary or acted and animated film but also components peculiar to videogames. Thus they managed to reach an odd-dispersed
manner of storytelling, in the course of which a viewer is continuously forced to ponder over the fact what everything is reality, or to
what extent the film scheme, its set of means or procedures correspond to reality. Whether and how it is readable from the film, whe-
ther it is truly perceivable and distinguishable only where a certain consistency or relation is being shaped up or whether reality echo
may also be found outside these formal constants and relations. If, in the world of simulations, the reality is already familiar even to
a documentary film, whether such a film turns towards it only to disrupt it and replace it with a new identity. In a primitive conjunc-
tion of imprints symmetrical proportions and harmony are fading, the document becomes interiorization of an outness, comprehensive
but immovable organism. Only within such organism all structures and meanings are being transformed, only thus it is readable in all
ways and in various but mutually related perspectives. The only real aspect is an imagination structure itself; solely a style itself is an
immediate fact. The director Robert ElImann, American attorney-at-law (a film-maker imprisoned in the lawyer’s body) living in Prague
and an author of the multi-genre film “Tennis Match” dealing with the sense of victory, also contemplated his film as a consideration
of a palpitant boundary between reality and illusoriness. In his new action documentary made in co-production of the Czech television,
he portrays a football fan, dog owner, good father, beer drinker, clown, bodybuilder and an employee of a chemical plant. But uncle
Fester is also an author of scandalous books about drugs, poisons, weapons and explosives, he is a man fighting with various forms of
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Fester nebo Fikce

REZIE: ROBERT ELLMANN. KAMERA: ANTONIN WEISER, MICHAL HYBEK, EVZEN JANOUSEK, TOMAS KRESTA, JIRI LIVANEC, NADIM MOHAMED,
VIT PRAZAN, LUMIR TUREK. ZVUK: PAVEL REJHOLEC, JOSEF HUBKA. HUDBA: PAVEL REJHOLEC. STRIH: JAROSLAV BOUSA,

FERNANDO FERIA-GARIBAY, FRANTISEK LEBEDA, MALCOLM SMITH, KRASIMIRA VELICKOVA, JAN ZAJICEK. ANIMACE: BURIAN, DUDA, DVORAK, KOUTSKY, KRAVCENKO,
MATOUSEK, NOVAK, SMITH, SVAROVSKY, SVEJDIK, ZABKA. CR 2001. 40 MIN.

Portrét amerického chemika Steva Preislera, zndmého ve Spojenych statech pod prezdivkou StryCek Fester, charakterizuji autofi jako
animovany dokumentarni thriller. Pfi pfipravé snimku totiz pouzili nejen postupy dokumentarniho &i hraného a animovaného filmu, ale
také prvky vlastni videohram. Tim se jim podafilo dosahnout zvlastné rozptyleného zpusobu vypravéni, béhem kterého je divak neu-
stdle nucen prfemyslet o tom, co vSechno je realita, respektive do jaké miry ji schéma, soubor prostfedkd &i postupl filmu odpovidaji.
Zda a jak ji Ize z filmu Cist, zda je skute€né vnimatelnda a rozpoznatelna jenom tam, kde se rysuje urcitd shoda nebo vztah, anebo
lze ozvénu reality najit i mimo tyto formalni konstanty a svazky. Jestli ve svété simulaci uz neni realita cizi i dokumentarnimu filmu,
jestli se i on k ni neobraci jen proto, aby ji zrusil a nahradil novou identitou. V primitivni vazbé otiski se ztraceji soumérné proporce
a harmonie, dokument se stava zvnitrnénim vnéjSku, komplexnim, ale nehybnym organismem. Jenom uvniti néj se proméouji vSechny
struktury a vyznamy, jen tak mulze byt ¢ten v8emi smeéry a z rGznych, vzajemné vSak souvisejicich perspektiv. Redlna je jenom sama
struktura imaginace, pouze sam styl je bezprostfednim faktem. Jako Uvahu nad chvéjivou hranici mezi skute¢nym a neskute¢nym zamyslel

o smyslu vitézstvi Tenisovy zépas. Ve svém novém akénim dokumentu, ktery vznikl v koprodukci Ceské televize, portrétuje fotbalového
fanouska, majitele psa, hodného tatinka, pivare, klauna, kulturistu a zaméstnance chemické tovarny. Ale stry¢ek Fester je také autorem
skandalnich knih o drogéch, jedech, zbranich a vybu$ninach, ¢lovékem, ktery bojuje s rGznymi formami statni moci, a ktery je proto také
povazovan za nebezpe¢ného. Dokument je koncipovany jako pestrobarevny videoklip, ve kterém ve sférickych barvach poletuji vnadné
modelky, bizarni hrdina vypravi svij pfibéh, kazda jeho véta je ilustrovana, vSe je dokonale umélé. Ocitdme se v animovaném filmu,
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a state power and who is therefore deemed as dangerous. The document is outlined as a many-colored video-clip, in which tempting
models are flitting in spherical colors, a bizarre hero tells his story, every his sentence is illustrated, everything is perfectly artificial.
We are situated in an animated film, a labyrinth of video games. The only linkage to reality is a word, the hero’s confession splintered
between personal experience, historical facts and a reflected arrogance of the present-day (particularly American) politics. Denomination
is simply in words but its importance puts down a soft animated background, an indefatigable situation distorting any challenges. The
document (the author sticks to such a designation) is thus shifted towards an estranged experiment exhausted by a mere autonomy
of its form.

International Art Film and Video Festival in Tampa / The film won the first prize in a category of experimental film.



BEDEKR / TAMPA / ROBERT ELLMANN 181

v labyrintu poéitacovych her. Jedinou vazbou k realité zlstava slovo, hrdinova zpovéi roztfisténa mezi osobni zazitky, historicka fakta
a reflexi arogance souc€asné (predevsSim americké) politiky. Pojmenovani je jenom ve slovech, ale jeho vyznam srdzi meékké animované
pozadi, nevycerpatelnd situace deformujici jakoukoli vyzvu. Dokument (autor Ipi na takovém oznaceni) se tak posouvd k odcizenému
experimentu, vy€erpanému pouhou autonomii své formy.

Mezinarodni festival nezavislého filmu a videa v Tampé / snimek ziskal prvni cenu v kategorii experimentalniho filmu.
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Hyppaaja / Diver

DIRECTOR, EDITOR: PV LEHTINEN.
PHOTOGRAPHY: JYRI HAKALA. MUSIC: MOBY. FINLAND 2000. 20 MIN.

A poetic black and white document, which blends together scenes with more than ten-year distance between them in the present
context of a swimming pool, begins with images of glittering, changing water. The reflection on the water surface is as much the same
as different. The water is changeable in its nature. The water surface confirms identity as well as denies it — “A being devoted to
water is possessed by vertigo. It dies in each moment, something of its nature is always collapsing.” (Bachelard). In the water a body
of a diver emerges and disappears again, falls into pieces and blends again. Helge Wasenius (1927) was a Finnish and Scandinavian
champion in diving for two decades; he twice represented Finland in Olympics and then earned his living as a water clown. He tells
a story of a man standing at the edge of a diving board, story of a man seized by the water: | think of nothing after | dive, | search
for nothingness, | want to free my soul from all thoughts, | want to fall into another level of existence, | want to stop the time. Magical
collage of the human body motion, music and narration is made of static images of perfect composition filmed with an extraordinary
sense of geometric purity. The sound is sometimes as quiet as if coming from the underwater world. Music (Moby) leads us from the first
picture of the Helsinki stadium at the 1952 Olympics to the closing abstract collage of the knot of falling human bodies. The Olympics
scenes and old newsreels scenes blend with the today’s atmosphere at the stadium where the old diver is about to perform his top
number for the last time: hanging at his feet down from the diving board with his head upside down he remembers how he was afraid
of diving when he was a child. The camera turns with his eyes, the upside down world widens uncomfortably, and loses its constant
hub. The suspended diver remarks that when he was born Lindbergh flew over the Atlantic, he counts the hours the pilot spent in an
iron machine up in the air and than recounts his own time between the dive and the water, the net time of an immaculate dive.
Amsterdam International Documentary Film Festival / Silver Wolf, Special Mention.
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Hyppaaja / Skokan

REZIE, STRIH: PV LEHTINEN.
KAMERA: JYRI HAKALA. HUDBA: MOBY. FINSKO 2000. 20 MIN.

Poeticky dokument v €erné a bilé — ty v jednoté mista plaveckého aredlu dovoluji slepovat zabéry odlehlé od sebe i nékolik desitek
let — zacina obrazy trpytici se proménlivé vody. Obraz na vodni hladiné je stejnou mérou tentyz jako stdle jiny, voda je svou podstatou
nestala, vodni hladina potvrzuje identitu a zaroveo ji popira — ,Bytost zasvécena vodé je ovladana zavrati. Umird kazdym okamzikem,
néco z jeji podstaty se neustdle hrouti“ (Bachelard). Ve vodé se rozpada a zase spojuje, ztraci se a znovu objevuje — télo skokana do
vody. Helge Wasenius (1927) byl po dvé desetileti finskym a skandinavskym Sampiénem ve skocich do vody, na olympijskych hrach
dvakrat reprezentoval Finsko, poté se Zivil jako vodni klaun. Jeho vypravéni nam otevira vnitfni svét muze na konci prkna, muze vzdu-
chu, kterého si bere voda: ,,Nemyslim poté, co sko&im, hledam prazdnotu, chci svoji dusi osvobodit od vSech myslenek, chci spadnout
na jinou Uroved existence, chci zastavit ¢as.” Magickd koldz pohybu lidskych tél, hudby a vypravéni se sklada ze statickych obrazl
vytfibené kompozice, snimanych s mimoradnym citem pro cistotu geometrickych tvarG. Zvuk je nékdy tak tichy, jakoby pfichazel ze
svéta pod vodou. Hudba (Moby) nas vede od prvniho pohledu na helsinsky stadién, na kterém v roce 1952 probihaly olympijské hry, az
k zavérecné abstraktni kolazi z klubek padajicich tél. Zabéry z olympiady a starych filmovych tydenik( splyvaji se sou¢asnou atmosférou
stadiénu, kde stary skokan jesté jednou predvede své vrcholné &islo: za nohy zavésSeny na prkné s hlavou dolt vzpoming, jak se jako
dité bal skakat. Kamera se otoci s jeho ocima, svét vzhlru nohama se znepokojivé rozsifuje, ztraci svlj neménny stfed. Skokan visi
a pfipomina, zZe kdyz se narodil, preletél Lindbergh Atlantik, pocitd, kolik hodin stravil pilot ve vzduchu v kovovém stroji, a prepocitava
svlj vlastni ¢as mezi skokem a vodou, Cisty ¢as esteticky dokonalého padu.

Amsterdam International Documentary Film Festival / Silver Wolf, Special Mention.
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Lehrfilm tGber die Rekonstruktion von Stasiakten /
Educational Film about State Security Files

DIRECTOR, EDITOR: ANKE LIMPRECHT. PHOTOGRAPHY: KAl VON WESTERMAN. GERMANY 2000. 12 MIN.

Using modus operandi method the director shows the reconstruction of destroyed files of German secret police. The unbearable slowness
and extreme didacticisms without a commentary transform a patient work of people into a melancholic silent-screen comedy behind
which hides a turn of modern German history. Black and white instructional scenes lead the audience from the safe with sacks full
of shredded and damaged Stasi documents to an office with an empty desk, a Sellotape and clips, where the contents of the sacks
is sorted out with the only clue being the shape of the shreds. Fingers put and sellotape the shreds together creating a witnessing
text. The film monitors the tedious work of two of thirty—fives clerks of the Gauck office who, day after day, are putting together the
complete pages of the files which were partly destroyed by the police after the fall of the Berlin wall: in January 1990 over seventeen
thousand sacks with torn up documents were found in the headquarters of the secret police. Five years later the reconstruction work
began: sorting out and putting together documents at the average pace of ten reconstructed pages per one employee’s working day.
The film ends with a shot of one completed file and a pile of more papers waiting to be put together so that a complete archive of
a once functioning system of facts could be created again. The effort to mend a broken word reflects the belief that language can
record reality. However its final meaning so comfortably acknowledged is disintegrated by the gap between a word and the reality of
the completed texts. Suddenly the whole becomes less than sum of its parts. Although the police files are properly reconstructed,
the truth of the complicated fates remains beyond the typed sentences, beyond the memory of words, within the rustle of the blind
spaces between them.

International Short Film Festival Tampere / the film won the First Document Award.
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Lehrfilm Gber die Rekonstruktion von Stasiakten / Vy-
ukovy film orekonstrukci svazkl Stasi

REZIE A STRIH: ANKE LIMPRECHT. KAMERA: KAl VON WESTERMAN. NEMECKO 2000. 12 MIN.

Metodou postupu prace priblizuje rezisérka rekonstrukci zni¢enych svazki némecké tajné policie. Nesnesitelnd pomalost bez komentare
a ironicky extrémni didakticnost pak proméouji zaznam trpélivé ruéni prace v melancholickou grotesku, za niz se skryva zlom modernich
némeckych dgjin. Cernobilé instruktazni zabéry vedou divaka od trezoru s pytli plnymi rozsttihanych a poni¢enych dokumentl Stasi do
kancelare s prazdnym stolem, lepici paskou a sponkami, kde se obsah pytlt dil po dilu tfidi jen podle tvart utrzkd, které se nakonec slozi
v prstech, slepi se k sobé&, aby znovu vznikl text jako svédectvi. Film sleduje jednotvarnou praci dvou z pétatficeti pracovniki Gauckova
Ufadu, ktefi den co den slepuji kompletni stranky svazkd. Ty se po padu zdi pokusila bezpe€nost znicit, ale ve zmatku zvladla jen pul
dila: v lednu devadesatého roku nasli v centrale tajné policie pres sedmnéct tisic pytld s roztrhanymi dokumenty. O pét let pozdgji se
zacalo s praci na tfidéni a hlavné uvedeni do plGvodniho stavu v tempu, kdy jeden zaméstnanec za svUj pracovni den dokaze rekon-
struovat prdmérné deset jednotlivych listl. Film kon&i zabéry na jeden hotovy svazek a vysokou hromadu dalSich papirQ, které Cekaji na
zpracovani, aby vznikl archiv kdysi fungujiciho systému jako soubor sefazenych faktl a jejich vzajemné souhry. Snaha spoijit pretrzené
slovo je pak o vife v schopnost jazyka fixovat skute¢nost. PohodInou predstavu o jeho kone¢ném vyznamu ale vzapéti rozruSuje prave
mezera mezi slovem a skute€nosti sceleného textu, celek je ndhle méné nez suma ¢asti. Policejni akta jsou sice dusledné rekonstruovana,
ale pravda komplikovanych osudt zlstdva mimo strojopisné véty, az za paméti slov, v Selestu slepych mist mezi nimi.

International Short Film Festival Tampere / film ziskal hlavni cenu v soutézi dokumentt.
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Lettre d'un cinéaste a sa fille / Filmmaker’s Letter to His Daughter

DIRECTOR: ERIC PAUWELS.
PHOTOGRAPHY: REMON FROMONT, ERIC PAUWELS. SOUND: RICARDO CASTRO. EDITOR: RUDI MAERTEN. BELGIUM 2000. 49 MIN.

The director was inspired by his daughter’s question why he doesn’t make films for children, and he attempted to make for her a film
about the world in which she lives and dreams. The camera turned into a fairy-tale instrument describing adventures across the con-
tinents as well as the baker and his son living in the same street. For this reason, the film may become a tin of the girl’s preserved
memories labelled with her father's magical touch. His subjective commentary (a letter of emotional confession) is augmented by the
possibilities the film art offers, by playful tricks, blending of images, colouring, and retrospective. The subjective views of the daugh-
ter-father thus create an intimate tension in the picture — we know that it is the father’s story about the daughter’s world in a certain
moment, and even though it is not a faithful picture of her view (there are only exceptional shots of the house in which she sleeps)
but more of a voyage to her fantasy, to dreams of a girl who listens to her father’s tales when travelling with him on the wings of
stories of the distant countries. In spite of this it is a faithful picture of her fantasy where he tries to interpret how the things engrave
in her memory using the means of film art. We also know that after some years only when she’ll watch the film the memories will start
to jump out of their hidden places, the incommunicable memories, all her feelings induced by things she explored in the play of her
childhood (the formal means of the film are capable of producing such a play), which she had long forgotten. The tension between the
two views (father—daughter) will make it her obsessive memory. We can see the whole film, as an audience, but it will always remain
an incomplete message to us, as it is the author’s fate that is being played with, his experiences and feelings, his heart. He functions
in a similar way only in his daughter’s memory. The most important is locked from us, but in spite of that we accept the play and the
rules set in the beginning of the film. He carefully handles things from the childhood box (everybody has his/her childhood box) and
one after another wraps them is small packages which he then hides in various places. The way for hides is marked with arrows. So
we too can set on an adventure in a beautifully free film, we’ll meet a garden and a rain (picture of a garden and a rain), an Arabic
lifeguard reading a fairy tale about us, camels in the desert. We’ll listen to a letter about a cinema and fairy—tales, about a memory and
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Lettre d’'un cinéaste asa fille / Filmariuv dopis dcef¥i

REZIE: ERIC PAUWELS.
KAMERA: REMON FROMONT, ERIC PAUWELS. ZVUK: RICARDO CASTRO. STRIH: RUDI MAERTEN. BELGIE 2000. 49 MIN.

RezZisér se inspiroval otazkou své dcerky, pro¢ nedéla filmy pro déti, a pokusil se pfimo pro ni natocit dokument o svété, ve kterém
Zije a sni. Kamera se proménila v nastroj pohadkového vypravéni, které popisuje dobrodruzné vypravy napfi¢ kontinenty stejné jako
pekare a jeho syna z ulice, ve které bydli. | proto se cely film muze stat konzervou div€iny paméti, ovéem s féerickou etiketou od otce,
ktery svij subjektivni komentar (ten muzeme vnimat jako citovou zpoveéi, dopis) umocouje moznostmi filmu, hravymi triky, prolinanim,
kolorovanim, vracec¢kami. Subjektivni pohled, dcefin-otclv, tak vytvari intimni napéti snimku — vime, Ze je otcovym vypravénim o svété
dcery v urcité chvili, ktery sice neni vérny jejimu pohledu (jen vyjime¢né zabird dum, ve kterém spi) a spiSe je letem k jeji fantazii,
snim divenky, kterd naslouchd otcovym pohadkam, kdyz spolu s nim cestuje za pfibéhy do dalekych krajin. Pfesto je to snimek vérny
dcefinu pohledu, kdyz se vysostné filmarfsky pokousi interpretovat to, jak se véci svéta vryvaji do jeji paméti. Vime také, ze pro ni
bude ten film po letech zékladnim bodem, ze kterého se teprve pfi jeho sledovani zacnou sypat nesdélitelné vzpominky, vSechny pocity
z véci poznavanych ve hre détstvi (a formalni schvalnosti filmu jsou takovou hrou), na které davno zapomnéla. Cely film se v napéti
pohledl tohoto filmu (otec—-dcera) stane jeji neodbytnou paméti. Jako divaci tak vidime cely film, ale ten pro nas zistane vzdy jen
neuplnou zpravou, nebo si v ném hraje autor se svym osudem, svymi prozitky a stavy, se svym srdcem, a stejné tak funguje ve sfére
pfedmétl a skute¢nosti jen v paméti jeho dcery. To nejdulezitéjsi je nam uzamceno, a presto i my pristoupime na hru, jejiz pravidla
rezisér ukazuje na zacatku filmu. Véci z krabice (kazdy mame svoji krabici s vécmi z détstvi) bere opatrné do rukou a jednu po druhé
je zamotava do malych bali¢kd, které schovava na raznych mistech. Cesta ke skry$im je znaCend Sipkami. A tak se i my muzeme
vydat na dobrodruznou cestu nadherné svobodnym filmem, pozname zahradu a dé$ (nakreslenou zahradu, nakresleny dés$ ), arabského
plavéika, ktery ¢te pohadku a my se ocithneme v ni s velbloudy v pousti, a pljdeme jesté dal, budeme naslouchat dopisu o biografu
a pohadkéach, o paméti a ulici mezi generacemi, o znacich ve zlomcich se sumerskym pismem, budeme divaky v cirkusu, zahrajeme
si v némém filmu, vydame se do Prahy za Franzem Kafkou, pojedeme vlakem - filmem, rychleji a rychleji tou pamatecni krabici z ce-
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a street stretched between generations, about signs on shards with Sumerian writing, we’ll become an audience in a circus, we’'ll be
stars of a silent movie, we’ll go to Prague to visit Franz Kafka, we’ll ride on a train in a movie faster and faster in that box of childhood
memories put together of thousands elements, woven from thousand and one nights, of faces and anecdotes, of all poetry which is
only possible thanks to alchemy of the film. The film which is not about things but about the journey towards the images of things.
International Leipzig Festival of Documentary and Animated Films / the film won Silver Dove Award (Golden Dove was not given) in
the category of documentaries and videos up to 45 min.
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luloidu, slepeného z tisice prvku, utkaného z tisice a jedné noci, z tvari a anekdot, ze vSi poezie, kterou umozouje jen alchymie filmu,
jenz neni o vécech, ale o cesté k obrazu véci.

Mezinarodni lipsky festival dokumentarnich a animovanych filmt / film ziskal Stfibrnou holubici (Zlata nebyla udélena) v kategorii
dokumenty a videa do 45 min.
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Los Zapatos de Zapato / Zapatos of Zapato

DIRECTOR, PHOTOGRAPHY: LUCIANO LAROBINA.
MUSIC: RUBEN LUENGAS. EDITOR: ROBERTO BOLADO. MEXICO 2001. 27 MIN.

Viva Zapata! Emiliano Zapata is a poor Mexican Indian. In 1909 he complains to the President about confiscating of the arable soil.
His complaint is refused and Zapata decides to take up arms to fight the regime. He joins rebels and soon becomes a leading figure
of the revolt. After the positions of fighting sides turn, he is against his will elected the President, but soon resigns from his office and
returns to his native village. In 1911 he is assassinated by his fellow fighters. Short answers of people of different age and various
social standing, archive materials and dynamic collage of documents in combination with ironical animation offer an original vision of
the popular Mexican hero. The reality had long ago turned to myth, and it is the myth, the illumination of Zapata’s personality, which is
the core of the document. It also hints at the many problems Mexico is facing today. The present understanding of the Zapata’s myth
in which the simplicity blends with fanaticism is much more important than the truth about how Zapata lived and died. But the history
itself is never complete, so the filmmaker has a right to call for rectification through his collage hovering in between the historical
and individual memory: the scenes of the Zapata’s funeral and people’s demonstrations, that is the seemingly objective evidence, is
confronted with what people say about him, with the pure personality cult which has been filtered over decades by verbal tradition,
that is the fiction. However it is the fiction which gets closest to the truth. Memory is the only indicator of what is unforgettable, the
only way to reach the most important, the immortal. Originally composed documentary fantasy presents a surprisingly expansive and
multiplayer theme using only limited space. Without warning, the author throws the audience right in the middle of myths, local rituals
and customs, then shows a neon world of the today’s Mexico and, finally, using a grotesque animations (as the one of Zapata dra-
gging his horse’s skeleton through a desert) makes it clear to us that this world is only to be looked at from outside. It is true that
the Europeans cannot grasp all the nuances of those people’s stories, to understand the subtle play of meanings and yet not to fail to
keep up with the history. It is a documentary about the soul of Mexico, a post-modern alternative to folk tales, the truest fake story.
International Days of Short Film in Oberhausen / the film won the Major Award of the town of Oberhausen.
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Los Zapatos de Zapato / Zapatovi zapatovci

REZIE, KAMERA: LUCIANO LAROBINA.
HUDBA: RUBEN LUENGAS. STRIH: ROBERTO BOLADO. MEXIKO 2001. 27 MIN.

Viva Zapata! Emiliano Zapata je chudy mexicky indian. V roce 1909 si stéZuje u prezidenta na zabirani orné pudy. Jeho zadost je za-
mitnuta a Zapata se rozhodne bojovat proti rezimu se zbrani v ruce. Pfida se k rebelim a brzy se stava vadci osobnosti odboje. Po
peripetiich boju je proti své vili zvolen prezidentem, ale zahy se vzdava uradu a vraci se do rodné vsi. Jeho spolubojovnici ho roku
1911 daji zavrazdit. Kratké odpovédi lidi rizného véku a ruznych socidlnich vrstev, archivni materidly a dynamicka koldz dokument
nabizeji v ironické kombinaci s animaci originalni vizi mexického hrdiny, navzdy vtisténého do lidové predstavivosti. Realita se davno
prehoupla k mytu a pravé s nim, s iluminaci Zapatovy osobnosti origindlni dokument pracuje. Pusobivou formou zéroved naznacduje
jak Zapata skute¢né zil a dozil. Sama historie je vzdy v podstaté neuplna a filmaf ma proto ve své kolazi rozkro¢ené mezi historickou
a individualni paméti pravo dovolavat se napravy: zabéry ze Zapatova pohrbu a lidovych demonstraci, tedy ta zdanlivé objektivni vypoveéi
filmového zaznamu je konfrontovana s vypovéimi lidi, s Cirou popularitou osobnosti (filtrovanou desitky let Ustni tradici), tedy s fikci, jez
neumira. Dokumentéarni fantazie osobité syntaxe predstavuje na malé ploSe prekvapivé rozmachlou a mnohovrstevnatou kompozici. Autor
divaka bez varovani uvrhne do prostfedi mytu, mistnich rituald a zvyklosti, protahne jej svétem nednt souCasného Mexika a groteskni
animaci, jako je ta, pfi které se Zapata vle¢e pousti s kostrou svého koné, a ironicky jej smifi s tim, Ze do tohoto svéta bude vzdy
nahlizet jen zven¢i. Evropan skute¢né nemuze rozumét v8em rozdilim ve vypovédich, pochopit jemnou hru vyznamu a pfitom jesté
sledovat historicky kontext. Je to film o dusi Mexika, postmoderni obdoba lidového vypravéni, podvrzeny, nejpravdivéjsi pribéh.
Mezinarodni dny kratkého filmu v Oberhausenu / film ziskal Hlavni cenu mésta Oberhausenu.
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Poselenije / Settlement

DIRECTOR: SERGEJ LOZNICA. PHOTOGRAPHY: PAVEL KOSTOMAROV. MUSIC: JULIO COCHINI. EDITOR: SERGEJ LOZNICA. RUSSIA 2001. 77 MIN.

Spectators must abstract from their own spectators’ experience and attempt a new way of attention. When watching the Loznica’s film,
its newness and unusual slowness comes out, which are hard to accept. A film without a word, made of the sounds of nature, sounds of
farming, sounds of all the things, guttural sounds, static shots of buildings and courtyards, their inhabitants, their activities in taking care
of their bodies and food, work on the local lumber mill, maintenance, pictures of rest, a slowly closing gate and in the finale, a close-ups
on the faces of all whom we have so far seen only from a distance without understanding — with Ave Maria in the background, their
faces with empty eyes pass by. The film takes us nowhere, nothing is fulfiled and nothing id failed, we cannot grasp a memory, we lose
the security of preconditions, we are placed in a fish tank of one day of strange fools, we just float. The film offers blurred shapes and
keeps the rest unspoken. With respect to the unbearable slowness and focusing on empty places, we are forced to adjust our perception
habits. The picture dilutes all our expectations, based on a brief knowledge of the genre, the possibilities of a form and the topic and our
awareness of documentary vibrations between the poetic and pragmatic language of the film. This Loznica’s documentary is wholly biased
towards the poetic side from the very first shot, where low houses of a village in a forest emerge from the morning haze. First drowsy
pedestrians appear, each of them engaged in some activity, each of them doing it slowly and thoroughly. Slowly, we start to realize, that
the villagers are in fact patients of some special institution for mentally disabled and that the slow pace of the film is in fact adjusted to
the possibilities of their perception of the world. Apart from positioning into the probable intensity of the understanding of the life of the
insane ones, we can discover the way of pervasion and interiorization that leads from simple record to work with ambitions of a radical
message - to explore, where the language of film comes into this ductile form, imitating not only insanity, but also the subduing of iliness
by the civilization, where do they interfere and where does the film create it, where does it condensate and implements it into the action
itself. It is not a reflection, but a self-contained texture, which might copy clichés of spiritual works - and then again maybe not, which
is full, out of the time frame, which gently forms the world, addresses intuition, locks and is a key itself. We change by entering some-
thing else. International Festival of Documentary and Animated Films, Leipzig / the film was awarded the Silver Dove in the category of
Documentaries and Videos over 45 min.
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Poselenije / Osada

REZIE: SERGEJ LOZNICA.
KAMERA: PAVEL KOSTOMAROV. HUDBA: JULIO COCHINI. STRIH: SERGEJ LOZNICA. RUSKO 2001. 77 MIN.

Divak nékdy musi opustit svoji vlastni zkuSenost divaka a usilovat o novy druh pozornosti. | pfi sledovani Loznicova snimku se do popfredi
dostava jeho novost, nezvykla pomalost, na kterou je jen velmi t&zké pfistoupit. Film bez jediného slova, sloZzeny jen ze zvuk( pfirody,
polnich praci, ze zvukd véci, hrdelnich zvukd, jen ze statickych obrazi domU( a dvord, lidi, ktefi je obyvaji, jejich ukonl ve starosti o jidlo
a télo, pfi praci na mistni pile, pfi udrzbé objektu, obrazy odpocinku, dlouhého zavirani vrat a v zavéru detaily tvafi vSech, které jsme
dosud vidéli jen zpovzdali, aniz bychom jim rozuméli — za tént Ave Maria pred nami proplouvaji jejich tvare s prazdnyma ocima. Filmem
se nikam nepohybujeme, nic neni naplnéno a nic neni zklamano, nemuizeme se opfit o vzpominku, ztracime jistotu predpokladu, ocitli
jsme se v akvariu jednoho dne cizich blaznu, jenom se vznaSime. Film nabizi rozmazané obrysy a jinak zaml€uje. V nesnesitelné poma-
losti, soustfedéni na prazdna mista, jsme nuceni provést korekturu navyku vidéni. Snimek rozpousti vSechna naSe ocekavani, vyplyvajici
z predbézné znalosti zanru, z moznosti formy a tematiky, z védomi dokumentaristického chvéni mezi poetickym a praktickym jazykem
filmu. Loznicdv dokument je ale cele vychylen k poetické zdi uz od prvniho zabéru, kdy se z ranniho oparu vynofuji nizké domy osady
skryté v lese. Objevuji se prvni matozni chodci, kazdy z nich se vénuje néjaké &innosti, kazdy ji provadi pomalu a disledné. Postupné
si uvédomujeme, ze osadnici jsou vlastné pacienty specialniho zafizeni pro duSevné choré a Ze rytmus filmu se pfizpusobil moznostem
jejich vnimani okolniho svéta. Kromé polozeni do smyslu véci, do mozné intenzity poznani Zivota choromyslinych, mizeme nalézat cestu
prostoupeni a zvnitinéni, ktera vede od prostého zaznamu k vytvoru s ambicemi radikalniho sdéleni, mizeme zkoumat to, kde se na této
vlaéné formé, imitujici nejen dusevni nemoc ale i civilizani utlumeni nemoci, podili flmovy jazyk — kde do ni zasahuje a kde ji vytvari
sam ze sebe, kdy se sam zhu$ uje a fixuje do samotného déni. Neni to odlesk, ale do sebe zavinuta textura, kterd& mozna opakuje klisé
spiritudlnich dél a mozna ne; je plna, vyvazana z €asu, jemné formuje svét, promlouva k intuici, zamyka a je zaroveo klicem. Ménime
se tim, Ze vstupujeme do néceho jiného.

Mezinarodni lipsky festival dokumentarnich a animovanych filmt / film ziskal Stfibrnou holubici v kategorii dokumenty a videa nad 45 min.
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Thoth

DIRECTOR: SARAH KERNOCHAN.
PHOTOGRAPHY: LYNN APPELLE. MUSIC: THOTH. EDITOR: EMILY PAINE. USA 2001. 42 MIN.

Thoth is a profile of a busker from New York. Every day he sets out into the streets of Central Park to perform his body-and-violin
show. He is forty seven, lives his mother, a professional drum player, in her little studio. This studio forms a backbone of his life and
the story. It is there, where his mother talks about his childhood, her relationship with his father, about the places where they lived and
also about her professional career (she was the first black female in the New York philharmonic orchestra), which made her sun want
to become a musician (She was drumming her values into me, while | was in her womb). Family pictures on a narrow film accompany
her memories while her son is working up and practicing violin next door. He takes his time to make up, changes his eyes into fishes,
shines up his skin and always walks out in the streets half naked, decorated with bells and shells. Although he has traveled through
Europe, South America and the South of the US with his performance, New York is still closest to his heart, the daily rhythm of subway
journeys into a park with a hidden fountain - his stage. In his performance, Thoth is the composer, the orchestra, the dancer and the
poet, who wants it to be a prayer of the streets. His art encompasses singing, playing the violin, dancing, long confessions, theatrical
gestures, ecstasy, which is in its original deconstruction a ritual to the honor of the specific mythology of the land of Festad, which
Thoth, inspired by Tolkien, made up, including its history, culture and the language. He is also an author of several operas. He admits
that music restored his self-confidence, helped him to find his way in the world that he, maybe due to his origin — his father was
a Russian Jew and his mother came from Barbados, perceived as a place of alienation and discrimination: after his parents’ divorce,
Thoth not only retired into himself; these feelings were also magnified by the visible traces of persistent racism and sexual identity
issues — in his youth, he started wearing stockings and skirts. Bitter towards his father, brought up by women, Thoth admits: | am not
physically transsexual, but mentally for sure. He has got a blond fiancé in San Francisco. We will get to see her too, taking pictures
of him during one of his performances. An unexciting picture, a standard profile. It pleases our hearts that Thoth listed Iva Bittovoa,
Czech singer and violin player among people who have influence on his work.

OSCARS, American Academy of Film Art and Science / the movie was awarded for the best short footage documentary.
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Thoth

REZIE: SARAH KERNOCHAN.
KAMERA: LYNN APPELLE. HUDBA: THOTH. STRIH: EMILY PAINE. USA 2001. 42 MIN.

Thoth je portrét pouli¢niho umélce z New Yorku. Kazdy den se vydava do ulic a do Central Parku, aby predvedl svd komponovana
vystoupeni s télem a houslemi. Je mu sedmactyficet, Zije s matkou, profesiondlni tympanistkou, v jeji malé garsoniéfe. Ta je osou jeho
zivota i filmového vypravéni. V ni matka vzpomina na jeho détstvi, na svij vztah k jeho otci, na pfechodna bydlisté i svoji profesionalni
kariéru (byla prvni ¢ernoSkou v newyorské filharmonii), ktera jejiho syna tak oslnila, Ze se také chtél stat hudebnikem (,Bubnovala do
mé své hodnoty uz v luné.“). Rodinné zabéry na uzky film ilustruji jeji vzpominky, zatimco syn vedle v pokoji posiluje a cvi¢i na housle.
Dlouho se li¢i, maluje si tvar, o€i promé&ouje v ryby, natira si kizi, aby se leskla — na ulici vzdy vystupuje polonahy, ozdobeny zvonky
mus kazdodenni cesty metrem do parku s krytou fontanou, ktera je jeho divadlem. Thoth si je pfi svych performancich skladatelem,
orchestrem, tane¢nikem a basnikem, ktery chce, aby jeho kompozice znély jako modlitby ulice. Jeho uméni spojuje zpév, hru na housle,
tanec, dlouhé zpovédi, teatralni gesta, extazi, ktera je ve svérazné dekonstrukci originalnim ritualem k pocté osobité mytologie zemé
Festad, kterou si Thoth, inspirovany Tolkienem, vymyslel v€etné jeji historie, kultury a jazyka. Je také autorem nékolika oper. Pfiznava,
%e hudba mu vratila sebediivéru, pomohla mu v orientaci ve svét&, ktery, snad i pro sv(j plivod (jeho otec byl rusky Zid, matka je
puvodem z Barbadosu), vnimal jako misto odcizeni a diskriminace: vedle stédhnuti se do sebe po rozvodu rodi¢d to umocoovaly stale
Citelné stopy prezivajiciho rasismu i problémy se sexualni identitou — v puberté zacal nosit pun€ochy a sukné. Zahorkly k otci, vychovany
jenom Zenami po letech pfiznava: ,Nejsem transsexuadl fyzicky, ale duSevné urcité...“ V San Franciscu ma bloniatou snoubenku. | tu
vidime, jak jej fotografuje pfi jednom vystoupeni. NevzruSivy film, standardni portrét. PotéSujici je, Ze k osobnostem, které jeho tvorbu
ovlivouji, pfifadil Thoth i ¢eskou zpévacku a houslistku Ivu Bittovou.

OSCARY, Ceny americké Akademie filmového uméni a véd / snimek byl ocenén jako nejlepsi kratkometrazni dokument.
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Roger & Me

DIRECTOR: MICHAEL MOORE. PHOTOGRAPHY: CHRISTOPHER BEAVER, JOHN PRUSAK, KEVIN RAFFERTY, BRUCE SCHERMER.
SOUND: JUDY IRWING. EDITOR: WENDY STANZLER, JENNIFER BEMAN. USA 1989. 91 MIN.

In the same year that Steven Soderbergh shocked the world with his film Sex, Lies, and Video and became an icon of independent
filmmaking, Michael Moore, who was not well known that time, advanced the American documentary line with his remarkable Roger &
Me. Besides there happened something very unusual. After the film scored a success at the Toronto and New York festivals, Warner
Bros. bought it for $3 mil. Well, there wouldn’t be anything so special about it, no sooner than you realize that this film is a tendentious
social documentary chronicling an economic collapse of Flint, Michigan, hometown of the world’s largest corporation General Motors.
Michael Moore, a Flint native, describes precisely the metamorphosis of a successful, American dream like town into a ghost town after
GM’s CEO Roger Smith decides to displace the manufacturing to Mexico. GM’s plants close down in Flint and dozens of thousands of
people loose their jobs. The enormous success of the documentary Roger & Me was caused mainly by the original Moore’s approach
full of sarcasm and invective humor. In his quest to discover why GM would want to do such a thing, Moore and his crew attempt to
meet Roger Smith, who according to them is fully responsible for the town’s breakdown. Roger briskly scuttles away; all efforts to meet
him ruin, more likely he seems like not to even exist for a regular vulgarian. The film consists of family homemade substandard films
showing cheerful GM employees posing with their cars and houses and shots from the film archive introducing a specific conception
of American, as it were a show, production. The look on the working class highly contrasts with our perception of plant workers. The
mosaic is completed with fragments of contemporary black and white TV shows and films. This part of the film is full of new assembly
halls constructions and large-scale production. Beautiful brand new cars leave the manufacturing line. General Motors has become
a symbol for a foolproof organism, a sophisticated symbiosis of auto workers, profitable business and show business. But then there
come late 80’s with the color TV news and we can witness the beginning of Flint destruction. The authors assumed the style of TV
reportages by taking out the camera and the microphone, speaking to the management and workers and by joining quiet demonstrati-
ons and floats. They search for Roger Smith, the Flint phantom, explore the town which meanwhile changes into an abandoned zone,
a ghost town where you can spot just rats and executors. The documentary ends with an ejection of a black family penetrated by the
film shots showing Roger’s speech at the company banquet. — Michael Moore donated some of the money he made on this satirical
film to Flint workers. The amendment agreement in the contract with Warner Bros. declares that there must be always one vacant seat
in every cinema for Roger Smith, in case he wishes to watch the film.
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Roger & Me / Roger aja

REZIE: MICHAEL MOORE.
KAMERA: CHRISTOPHER BEAVER, JOHN PRUSAK, KEVIN RAFFERTY, BRUCE SCHERMER. STRIH: WENDEY STANZLER, JENNIFER BEMAN. USA 1989. 91
MIN.

Stejné jako Soderberghlv snimek Sex, IZi a video otfasl v roce 1989 hranym filmem a stal se milnikem amerického nezavislého filmu,
tak celovecerni film Roger a ja tehdy je$té neprili§ znamého Michaela Moorea posunul o kus dal zaoceansky dokument. Navic se mu
povedlo néco do té doby nebyvalého: po Uspéchu na festivalech v Torontu a New Yorku ho koupilo hollywoodské studio Warner Bros
za neuveéritelné tfi miliony dolard. Pfitom jde o angaZovany socialni a politicky dokument, ukazujici ekonomicky Upadek mésta Flint
v Michiganu, které se naprosto zhrouti v dusledku toho, ze General Motors v ném kvuli pfesunu své vyroby do Mexika zavfou vSechny
své tovarny a o praci pfijdou desetitisice lidi. Ve své dobé to bylo v Americe téma navysost aktudlni, zpravy z byvalého ukazkového
mésta General Motors, kdysi vykladni skfiné amerického snu, nahle prudce chatrajiciho, plnily program mistnich televizi. Obrovsky di-
vacky uspéch ale zpuUsobil predevS§im Moorelv €erny humor a jeho neuvéfiteiné sarkasticky pfistup. B&hem celého nataceni se rezisér
se svym $tdbem snazZi najit Rogera Smitha, tehdejSiho $éfa General Motors a otce mysSlenky presunu celé vyroby do Mexika, ktery
je tak podle Moorea pfimo odpovédny za celou katastrofu jeho rodného mésta. Roger ovSem hbité unika, nechava se zapirat, anebo
presnéji feceno — pro obycejného smrtelnika prestane UpIné existovat. Snimek uvadi koldz rodinnych uzkych filmu, ukazujicich spokojené
zaméstnance u vlastniho domu a auta, a zabérl z filmovych archivl, jeZz predstavuji specificky americké pojeti prace jako show. Jsou
to také zabéry z vyrobnich hal, ale maji Uplné jinou dynamiku nez kontinentalni pohled na délnickou tfidu. To umocouji dobové televizni
porady a uryvky z hranych filmd. Stavi se haly, vyrabégji se nova a nova auta, korporace General Motors se stala symbolem fungujiciho
organismu, dokonalého sladéni délnické prace, velkého byznysu a zabavy. Ale uz je tu barevné televizni zpravodajstvi, odpogitavaji se
osmdesata léta a zacina demolice. Autofi jako by prevzali model televizni reportaze, s kamerou a mikrofonem vyrazeji za managemen-
tem i mezi délniky, u€astni se tichych demonstraci i alegorickych privodu, projizdgji ulicemi. A prubézné hledaji fantéma padu. Mapuiji
meésto, které se zménilo v opusténou zénu, v pouhy skelet, jimz pobihaji krysy a exekutofi. Pravé zabéry vysté&hovani CernoSské rodiny,
prolnuté s Rogerovym projevem na firemnim vedirku, snimek uzaviraji. — Céast penéz, které Moore na své politické satife vydslal, vénoval
nezaméstnanym délnikim z Flintu. Ve smlouvé s Warner Bros je pak dodatek, ze v kazdém kiné musi byt béhem promitani vzdy volné
jedno sedadlo pro pana Rogera Smithe, kdyby se nédhodou chtél na film podivat.
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Bowling for Columbine

DIRECTOR: MICHAEL MOORE.
PHOTOGRAPHY: BRIAN DANITZ, MICHAAEL MCDONOUGH, FRANCISCO LATORRE, JAMES DEMER. USA 2002. 120 MIN.

Another exceptional film of this American film—maker is a shocking document about gun obsession in the United States. It is the first
document since 1956 which was accepted in the main competition of the film festival in Cannes and at the end its director received
a special annual award in Cannes. With his typical charm linking cynicism with irony, Moore takes the road to the heart of America
and he hopes to understand why the American dream is pierced with bullets of every day violence. The director deceives by his ap-
pearance, he uses his visage of a fat fellow with a peaked cap, special captious discreetness, but his insight is extraordinarily complex,
systematically compounding various imprints of brutality. The moralist Moore - author’s adherence to humane values and consistent
resistance against globalization are barriers, but not limits — he draws uncompromising portraits of his fellow citizens obsessed by the
desire for security which leads them to enclose themselves by various weapons which paradoxically flips over in a situation when they
are becoming mutually more and more dangerous. It is in the very United States where the largest number of people dies thanks to
a good-working mechanics of firearms, this country can also boast with another specialty — for media very attractive (and sexy) mass
murders. The film starts from the massacre (recording of a massacre by security cameras) on Columbia high school in Littleton where
two students shot several classmates before they shot themselves. However, the horror feelings of flat television news bring special
excitement. Connection between the event and its presentation, together with a grotesque collage in which the director reminds that
the United States equipped terrorists against which they are now fighting, becomes an introduction to the entire reflection about the
causes of violence. Moore uses almost a scientific method, he first presents hypothesis which he then tries to prove by gathering of
various evidence. Besides basic cultural elements (touched up eyes of Marilyn Manson) he works with direct testimonies: He opens
a bank account and he receives a free gun, he interviews brother of the assassin who touched off the bomb in Oklahoma City, he
shows a story of a policeman who claims that it is a duty of Americans to be armed, he animates American history, he is subject to
provocations, he discovers that the bullets used for shooting of students and teachers at the high school were bought in Wal-Mart for
17 cents and he convinces two students who still have the bullets in their bodies after the shooting to return the bullets. However,
Moore proceeds even further in his radical political film. Paranoid mentality of most of Americans is in his opinion reflected in a na-
turally violent post-war foreign policy of the state of which he is a citizen. The analysis of American culture of weapons thus grows
in a study of American history: He claims that this country was born out of a fear from enemies and this fear chases it up today.
Let’s remember that Moore also challenges his own past: as a teenager he was a champion in shooting and he is a life-long member
of NRA, an organization supporting sale and ownership of guns.
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Bowling for Columbine

REZIE: MICHAEL MOORE.
KAMERA: BRIAN DANITZ, MICHAAEL MCDONOUGH, FRANCISCO LATORRE, JAMES DEMER. USA 2002. 120 MIN.

Dalsi vyjime¢ny snimek amerického filmare je Sokujicim dokumentem o posedlosti zbranémi v USA. Je to prvni dokument od roku
1956, ktery byl pfijat do hlavni soutéze filmového festivalu v Cannes, odkud si rezisér na zavér odvezl zvlastni vyro¢ni cenu. Se svym
typickym Sarmem, spojujicim otrlost s ironii, se Moore vydava na cestu do srdce Ameriky a doufa, Ze porozumi tomu, pro¢ je americky
sen provrtan kulkami kaZzdodenniho nasili. ReZisér klame télem, vyuziva své vizaZe obtloustlého chlapka s ksiltovkou, zvlastni po ouchlé
nendpadnosti, ale jeho pohled je mimoradné komplexni, systematicky skladajici nejrGznéjsi otisky brutality. Moralista Moore — autorovo
Ipéni na humanistickych hodnotach a dusledny odpor proti globalizaci jsou mantinely, nikoli limity — kresli nekompromisni portréty svych

Ze si jsou vzajemné stdle nebezpecnéjSi. Jsou to pravé Spojené staty, kde umird nejvétsi pocet lidi diky dobfe fungujici mechanice
stfelnych zbrani. Tato zemé se také muZze chlubit dal$i specialitou, jiz jsou medialné velmi pritazlivé (a sexy) masové vrazdy. Snimek se
odviji od masakru (zdznamu masakru bezpec¢nostnimi kamerami) na Kolumbijské stfedni Skole v Littletonu, kde dva studenti postfileli
nékolik spoluzakd nez nakonec obratili zbrad proti sobé. Hororové pocity plochych televiznich zprav ale pfinasi zvlastni vzruseni. Vazba
mezi udélosti a jeji prezentaci se spolu s groteskni koldzi, v niz rezisér pripomind, Ze Spojené staty vyzbrojili teroristy, proti nimz nyni
bojuji, stava uvodem celé reflexe o pfic¢inach nasili. Moore jde az védeckou cestou — zprvu predklada hypotézy, které se poté snazi
dokazat sbérem nejriznéjSich dikazl. Vedle zékladnich kulturnich znaki (podmalované o¢i Marilyna Mansona) pracuje s pfimymi své-
dectvimi, zaklada si GCet v bance a ziskdva zdarma zbrao, vede rozhovor s bratrem atentatnika, ktery odpdlil bombu v Oklahoma City,
nechd vypravét straznika, ktery tvrdi, Ze je americkou povinnosti byt ozbrojen, animuje americkou historii, podléha provokacim, zji$ uje,
7e naboje pouzité k usmrceni studentd a ucitell na stfedni Skole byly zakoupeny za sedmnact centl v supermarketu Wal-Mart, a pre-
svédci dva studenty, ktefi maji po utoku jesté kulky v téle, aby je Sli vratit. Moore jde ale ve svém radikalnim politickém filmu jesté dal:
paranoidni mentalita vétSiny Ameri¢an( se podle néj zrcadli v pfirozené nasilné povale¢né zahrani¢ni politice statu, jehoz je ob¢anem.
Analyza americké kultury zbrani tak prerlsta k prfemysleni o dé&jinach USA - tvrdi, Ze tato zemé byla zrozena ze strachu z nepratel
a ten strach ji pronasleduje dodnes. Pfipomeome, Ze Moore jde i proti své vlastni minulosti: jako teenager byl Sampiénem ve strelbé
a je dozivotnim ¢lenem NRA, organizace podporujici prodej a vlastnéni stfelnych zbrani.
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Dreamless nights

DIRECTOR: RADIM SPACEK. PHOTOGRAPHY: DAVID CALEK. CZECH REPUBLIC 2002. 118 MIN.

Note that this is not a finished film, this is just material for film, groundwork and its progress. However, even the subject matter of the film,
which is concerned with the recent crisis in Czech Television (on television), is an extraordinary sociological study that explores a complicated
structure of relations inherent to every tense situation. At the same time, the process of events, its succession in time, reminds us of the
future filter between a consumer and the film - the moment when the sociological aspect is affected by the filmmaker’s ideology — the filter
is a prerequisite based on experience — so far we have only been introduced to various interpretations of the television epic, we know that
also Spacek’s film will eventually present a stance and interest. This gives us an additional enjoyment of the film’s momentary freedom, when
the author only acts as a producer of other people’s testimonies. The director’s material stresses plurality of the spirit of the time, it captures
radical opinions of both sides as well as the specific softness in the space between them, where some of Czech Television’s employees
have fetched up. Although the film only outlines the issue, it already contains a number of insightful remarks and soft observations, which
can draw our attention to important issues. However, we have to restrain from our attempts at reflection of such issues; we are still only
watching and there is still so much more to be seen. We already know some of the images, but we rediscover them in their internal in-
consistency and with many-sided aspects. This way the material breaks through any future speculations about the film while going against
ready-made speculations and opinions. For one more time we can be aware of the ambiguousness and inner discrepancy of the two sides
of the dispute and of the constructions they form. This impulse by means of reverse discourse (with events, with one’s self) make us, in the
words of Godard, ask questions politically about images, sounds and their relations. It was not the point to say, “This is the right image,”
but to say, “This is only an image.” Pierre Bourdieu, a French sociologist, reminds us of Godard’s words in an introduction to his article “On
Television”, which was a transcript of two of his lectures. In the chapter “Hiding while showing”, he continues, “I would like to proceed to
things less obvious — | will try to show how television can hide things by showing things — by presenting something else instead of what
should be presented - if indeed television was doing what it is supposed to do, i.e. to inform — or even by showing things it is supposed
to show, but in a way, that does not show them or makes them look unimportant or that it presents statements in such a way that their
meaning is quite different from reality. - The film will be presented at the 7" Festival of Documentary Film in Jihlava.
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Bezesné noci

REZIE: RADIM SPACEK. KAMERA: DAVID CALEK. CR 2002. 118 MIN. TESTOVACI PROJEKCE.

Pozor, to neni hotovy film, ale material k filmu, pFiprava a jeji prbéh. Ale uz samo podloZi k filmu Bezesné noci o nékdejsi krizi Ceské
televize (v televizi) je mimofadnou sociologickou studii splétajici slozitou si vztah(, které s sebou vypjatad situace vzdy nese. Zaroveod
déni materialu, tedy jeho posloupnost v ¢ase, paradoxné pfipomina budouci filtr mezi konzumentem a filmovym dilem, okamzik, kdy do
jeho sociologického vykonu zasahne autorova ideologie — ten filtr je pfedpokladem, ktery vychazi ze zkuSenosti. Zatim jsme se sezna-
movali vzdy jen s rozliénymi interpretacemi televizniho eposu, vime, Ze i Spackiv film bude reprezentovat néjaky postoj a zéjem, a o to
vice si uzivame jeho zatimni volnost, kdy autor vystupuje jen jako producent cizich vypovédi. Rezisérlv materidl zdurazouje pluralitu
ducha doby, zachycuje ostra stanoviska obou stran i specifickou mékkost mezi nimi, ve které se ocitla ¢ast televiznich zaméstnancl. Je
narysem problematiky, jenz ale uz obsahuje fadu pronikavych postrehll a jemnych pozorovani, kterd dokazi upozornit na zavazné otazky,
ale nase pokusy o jejich reflexi se musi drzet zpatky — zatim se divame, je$té toho musime tolik vidét. Nékteré obrazy uz zname, ale
znovu je objevujeme v jejich vnitfni rozpornosti a mnohostrannych aspektech. Materidl tim prolamuje budouci spekulace filmu a zaroved
jde proti spekulacim uzavienym, proti jiz hotovym nazorim. Znovu si tak muZzeme byt védomi nejednoznacénosti a vnitfni rozpornosti
obou stanovisek a zaroveo rozpornosti konstrukci, které z nich vychazeji. Tento impuls prostfednictvim zpétného diskursu (s udalostmi,
se sebou samym) znovu nuti, Feteno s Godardem, zaéit si politicky klast otazky o obrazech a zvucich a o jejich vztazich. Slo o to uz
nerikat: toto je ten pravy obraz, ale: je to jen obraz. Godardova slova pfipomina francouzsky sociolog Pierre Bourdieu v Uvodu svého
textu O televizi, jenz je pfepisem zdznamu dvou televiznich prednaSek, a v kapitole Ukazujice skryvame pokracuje: ,Chtél bych jit k vé-
cem trochu méné viditelnym - pokusim se ukazat, jak televize muze paradoxné skryvat tim, Zze ukazuje: tim, Ze ukazuje néco jiného,
nez co by bylo tfeba ukazat, kdyby délala to co m4, tj. informovat, nebo jesté tim, Ze sice ukazuje, co je tfeba ukazat, ale takovym
zpusobem, ze to vlastné neukazuje nebo to €ini bezvyznamnym, nebo Ze sdéleni konstruuje tak, Zze nabyva smyslu, ktery vibec neod-
povida skuteénosti.“ — Film Radima Spatka uvede 7. ro&nik jihlavského festivalu dokumentérnich filmui.
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Hallo Satchmo

DIRECTOR, PHOTOGRAPHY: JAN SPATA.
SOUND: JAN KINDERMANN. EDITOR: JANA JAROCHOVA. CZECHOSLOVAKIA 1965. 25 MIN.

Jan Spata was born on October 25, 1932 in Nachod. He graduated from the School of Applied Graphics (still photography) and
the Film College of the Academy of Performing Arts (FAMU) in Prague with a degree in photography. In 1957 he started to work as
a cameraman of newsreels, reportages and documentaries in the Kratky film company in Prague. He collaborated with most of the
company’s film directors. One of the most inspiring collaborations was that with Evald Schorm. He started his own work as a director
with a feature film NejvétSi prani (The Greatest Wish) in 1964. This film as well as the next one, Respice Finem, received awards at
festivals in Czechoslovakia and abroad. From the mid 60s, he shot films for foreign firms, mostly travelogues from all continents. In the
forty years of his career, he worked as director of photography on hundreds of documentaries. During the thirty years of independent
work he has shot and directed dozens of films. In the 60s, Spata taught photography at FAMU and in Ulm, Germany. In the 70s, he
was a lecturer at the department of documentary film at FAMU where he has directed a workshop since 1992. On the occasion of
the director’s 70" birthday, the Mala Skala publishing house published a book of memories titled Okamziky radosti (Moments of Joy).
In fifteen chapters, the author sums up various periods of his life. Besides his personal experience, he defines his own approach to
film work. The book was written as an interview that started in 1999 when Jan Spéata shot the film Laska (Love) as a farewell to his
professional career. The interviewer was Martin Stoll, a former student of Jan Spata. The following excerpt is from the chapter “About
faith, truth, preaching....: These were the moments of joy. These were the moments when one clearly realized the beauty of life. And
it was not just artistic, musical or literary experiences. Love brings many such moments. If | put biological aspects aside, these were
tense moments expressed through an expression of face that made my heart shrink. Such moments do not last more then a few
seconds, but you can remember the expression for the rest of your life. It could have been a turning moment, a beginning or an
end of love. At that moment you can feel the presence of the soul, nature and God. Even if the moment was sad, the beauty of it
was recorded as jubilation over the fact that one lives and that one has a chance to live through such moment. On the occasion of
publication of the book of Jan Spata (a release party will take place during the festival), two of his documents will be presented. The
screening of the extremely energetic film “Hallo Satchmo” about Louise Armstrong’s visit of Prague is a rare occasion to see one of
Jan Spata’s first films.
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Hallo Satchmo

REZIE, KAMERA: JAN SPATA.
ZVUK: JAN KINDERMANN. STRIH: JANA JAROCHOVA. CSR 1965. 25 MIN.

Jan Spata se narodil 25. fijna 1932 v Nachod&. Absolvoval obor fotografie na Priimyslové $kole grafické a na FAMU vystudoval kameru.
Od roku 1957 pracoval jako kameraman filmovych tydenik(, reportaznich a dokumentarnich filmd v prazském Kratkém filmu, spolupracoval
s Vvétsinou jeho rezisérd. Jednou z nejinspirativnéjSich byla prace na filmech Evalda Schorma. Od autorského filmu Nejvétsi prani z roku
1964 se datuje jeho samostatna rezijni tvorba. Hned jeho prvni film, stejné jako nasledujici Respice finem, ziskal nejvy$si ocenéni na
domécich a zahrani¢nich festivalech. Od poloviny Sedesatych let natacel pro zahrani¢ni firmy — zejména cestopisy ze vSech svétadill.
Béhem Ctyriceti let se jako kameraman podilel na stovkach dokumentarnich filmd, bé&hem tficeti let vlastni rezijni prace natocil desitky
autorskych film. V Sedesatych letech vyucoval kameru na FAMU a v némeckém Ulmu, v sedmdesatych letech prednasel na katedre
dokumentu FAMU, kde od roku 1992 vede tvirci dilnu. — K rezisérovym sedmdesatinam vydava nakladatelstvi Mala Skala knihu jeho
vzpominek Okamziky radosti. V patnacti kapitolach autor rekapituluje rizné obdobi svého Zivota, vedle osobni zku$enosti formuluje i svij
pristup k filmové praci. Kniha vznikala formou rozhovoru od roku 1999, kdy se Jan Spata snimkem Laska, kterou opoustim rozlougil se
svoji profesiondlni kariérou. Rozhovor vedl Spatdv byvaly student Martin Stoll. Ukézka je z kapitoly O vite, pravdé, kazatelstvi.... Byly
to okamziky radosti. Byly to chvilky, kdy si ¢lovék uvédomoval intenzivné krasu zivota. A nebyly to jen zazitky umélecké, hudebni nebo
literarni. Hojné takovych okamzikl prinasi laska. Kdyz odectu zivocisné aspekty, tak to byly mezni situace vyjadrené pohledem ¢i vyrazem
tvare, pfi kterém se ti sevielo srdce. Takova chvilka se da méfit tfeba jenom vtefinami a ten pohled si zapamatuje$ na cely zivot. Byl
to tfeba okamzik zlomu, zacatek nebo konec lasky. V tu chvili si uvédomuje$ pfitomnost duSe, Boha i pfirody. Prestoze to byla situace
tfeba smutna, tak krasu toho okamziku ¢lovék zaznamenal jako jasot nad tim, Ze Zije a Ze mohl ten okamzik prozit. — V navaznosti na
krest knihy Jana Spaty, ktery prob&hne v ramci festivalu, uvadime jeho dva dokumenty. Projekce dodnes mimoradné energického snimku
Hallo Satchmo o prazské navstévé Luise Armstronga je vzacnou prilezZitosti vidét jeden z jeho prvnich filmu.
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The Greatest Wish

DIRECTOR, PHOTOGRAPHY: JAN SPATA. BLACK AND WHITE PHOTOGRAPHY: VLADIMIR SKALSKY. SOUND: MIROSLAV SIMCIK.
EDITOR: JAN PETRAS - COOPERATION: JOSEF KLIMA. JOURNALISTS: ZBYNEK HONYS, ROMAN LICIK. CZECH REPUBLIC 1990. 85 MIN.

It is the year 1989. A young guy is sitting in front of a examining committee and strains to give an answer to what it is that socialism
gives to a young person. He’s got no clue. A parallel montage of a young and old Pavel Bobek, who then and now sings a Beatles
song, sets a timeframe to the period covered by the documentary. First, fifteen year old boys answer. They want to train, marry well,
get a house, a car and have a good life. Years ago, girls of the same age, answered the question — what is their greatest wish - in
a very similar way. Same answers were given by the miner trainees years ago and the bricklayers-to-be. Originally a medium-footage
documentary The Greatest Wish was made in 1964. 25 years later, the director returns to the topic and a produced second Greatest
Wish - this time in color in a long-footage version. He explores the standard, lifestyle and the way the youth thinks at the end of the
eighties that is of the kids of the original respondents. He brought his vision of film, where he uses argument based, authentic and
objectifying approach and a fully author-subjective selection to a near perfection. The film was made during 1989 and by chance, the
last filming day was November 17. the new reality put the author in a trap. He had to change the original conception so that the film
did not look like an anachronism. The author selected different respondents that would in contrast to the black and white film draw
a picture of one era (1964-89) and brought a testimony of the growing social tensions in the year preceding the fall of the real socialism.
He depicts the youth in three aspects: social, adolescent and political. Confrontation of the answers and sequences of then and now
creates constant tension just to confirm that the young ones are always the same. The director said to a reporter from the Filmovy
prehled (Film Digest): Ten years ago, when the film was being made, | was most concerned, just as | am now, with the elementary
issues of say the mankind, the good and the evil, some sort of a historical incapability to learn. And | have come to the conclusion that
in these timeless issues there has always been a major similarity between the generations, since in the times of oppression, children
with desire for love and a sharp critical thinking are born — and in those our hope lies.
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Nejvétsi prani
REZIE, KAMERA: JAN SPATA. KAMERA CERNOBILEHO FILMU: VLADIMIR SKALSKY. ZVUK: MIROSLAV SIMCIK. STRIH: JAN PETRAS.
SPOLUPRACE: JOSEF KLIMA. REPORTERI: ZBYNEK HONYS, ROMAN LIPCIK. CR 1990. 85 MIN.

Je rok 1989. Pred zkuSebni komisi sedi mladik a trapi se s odpovédi na otazku, co davéa socialismus mladému ¢lovéku. Nevi. Paralelni
montaz mladého a zestarlého Pavla Bobka, ktery tehdy a dnes zpiva jednu ze skladeb skupiny Beatles, ohranicuje ¢asové udobi, jehoz
se bude tykat cely dokument. Nejdfiv odpovidaji mladi, sotva patnactileti chlapci. Chtéji se vyucit, dobfe se ozZenit, pofidit si dum,
auto, mit se dobfe. Pfed lety stejné staré divky na zabaveé v Lucerné odpovidaly na otazku, jaké je jejich nejvétsi prani, velmi podobné.
Stejné jako tehdy hornicti u¢ni odpovidaji i dnes budouci zednici. Pivodni stfedometrazni anketni dokument Nejvétsi prani vznikl v roce
1964. Po pétadvaceti letech se rezisér ke svému nékdejSimu tématu vratil a realizoval druhé Nejvétsi prani — tentokrat na barevny
material a v dlouhometrazni verzi. Zkoumal v ném Uroved, zplUsob Zivota a mysSleni mladeze na samém konci osmdesatych let, vlastné
déti téch, které zpovidal tehdy. Svou podobu filmu zde dovedl téméFf k dokonalosti, kdyz metodu ankety pouziva jako argumentacni,
autenticky a objektivizujici princip, zcela podfizeny autorskému vybéru. Nata€eni filmu probihalo béhem roku 1989 a shodou okolnosti
byl poslednim nataecim dnem 17. listopad. Ale nova realita postavila autora do patové situace. Aby film neplsobil jako anachronismus,
musel autor pozménit plvodni koncepci. V nové situaci proto vybiral do kone¢né verze jiné vypovédi, aby v konfrontaci s pavodnim
¢ernobilym materidlem vytvoril plasticky obraz jedné historické etapy (1964-89) a zaroved podal svédectvi o narlstajicim spoleCenském
napéti v roce pfed padem redlného socialismu. Ukazuje tu mladez ve tfech polohach: v socidlni roving, v psychologii dospivani a v ro-
viné politické. Konfrontace vypoveédi a sekvenci dfive a tei vytvari neustalé napéti, aby nakonec potvrdila, Ze mladez ve své podstaté
zlstava stejnd. Pro Filmovy prehled rezisér k svému filmu uvedl: ,P¥i natéceni pred lety, stejné jako nyni, mne nejvice zajimaly zékladni
otazky, reknéme, lidského rodu, principl dobra a zla, urcité historické nepoucitelnosti. A do$el jsem ke zjisténi, Zze v téch zasadnich,
nadc¢asovych zaleZitostech existuje, a zfejmé existovala a existovat bude, mezi jednotlivymi generacemi zna¢na podobnost, ze v obdobi
Utlaku se rodi zékonité déti s potfebou lasky a s pronikavym kritickym mySlenim — a v tom je nase nadéje.”
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Ici et auillores

DIRECTOR: JEAN-LUC GODARD, JEAN-PIERRE GORIN.
FRANCE 1975. 60 MIN.

During the years 1968 and 1973 Jean-Luc Godard was devoted to a course of three-year plan of the revolution film industry. The first
year we collect pictures and sounds... the second year we criticize them all, break them down, and reduce their amount, substitute
them and put them all together again. The following third year we create two or three models of revival film. The nine films that
Godard finished in this era working by himself or cooperating with Jean-Pierre Gorin were based on matrix of antitheses political, es-
thetic personal and public. The spirit of paradox, which had motivated Godard’s earlier films, was expressed with rather political than
philosophical language, however the antitheses are still the same. We can find there energy, ingenuity and honesty of Godard’s art. He
wanted to make new, active and collective films but the evidence of Group Dzigy Verov period shows how difficult it was. There is no
doubt that Godard's films belong to a wide column Politics however he paid more and more attention to esthetic questions. He knew
film and didn't know politics. He couldn’t attend politic structural character because he couldn’t compare it to film structural character.
That’s why his political opinions were expressed through a film and his films were talking with the language of politics despite of the
fact that a particular political problems were seldom hold there. He often quoted Lenin’s Ethic will be esthetic of future, but he read
the sentence backward. So that we don’t have politic films but film politic. A films should be not only political but factual as well.
They should pay attention to analyze of a real situation. In contrary of that materials for films in the Vertovov period were factual only
in case that they dealt with a film. He made films in the USA, Czechoslovakia, England, ltaly and Palestine, which were rather focused
on political problems of these countries, but he made just two films dealing with problems of French politic. Thanks to the character
a majority of Vertovov film were focused on a very narrow spectator circulation — the ones who didn’t want to know more about
politics, weren’t interested it politic films, but about the way how to film politic films the political way. Finally, Godard wanted to cut
himself off the status author — a star by getting involved in a team- filmmaking. That was the way to turn into a revolution intellectual
and continue being an intellectual. However vertovov team was never large enough to be called a group. There were never more than
two people — Godard and Gorin — a few films that were signed as work of Dzigy Vertov Group had been actually made by Godard
exclusively. Godard and Jean-Pierre Gorin were introduced in 1965, when Gorin was connected with extreme left-wing group. At the
beginning of 1968 Gorin was working in a factory (after being dismissed from the position of literary critic of Le Mond) when Godard
searched him because of his film project. These pictures belong to the Group Dzigy Vertov films. — One plus one (1966), British Sounds
(1969) Truth (1969), Luttes an ltalie (Battles in ltaly, 1969), Il vento dell’Est (Wind from East), Until the Victory. Filmography continues
Vladimir et Rosa (Vladimir and Rosa, 1971) Tout va bien (Everything in order, 1972), Letter to Jane (1972). In 1973 the group spited up.
The film Until the Victory was made in Palestine in February 1970. There obviously happened some kind of a significant rift between
militants of Al Fatah and filmmakers from the Group. That was one of the reasons why Godard and Gordon had trouble to put the
film together. They worked on the film for five years with breaks and the film was finished in 1975. In 1974 Gorin suggested that if the
film would ever be finished it should be a film about how to film history rather than a film about Palestinian situation.
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Ici et auillores / Az do vitézstvi

REZIE: JEAN-LUC GODARD, JEAN-PIERRE GORIN.
FRANCIE 1975. 60 MIN.

V letech 1968 az 1973 se Jean-Luc Godard vénoval postupum tfiletého planu na revoluéni kinematografii: ,,Prvni rok shromaZiujeme obrazy
a zvuky... druhy rok to vSechno kritizujeme, rozkladame je, snizujeme jejich pocet, nahrazujeme je a znovu je skladame. A potom treti
rok vytvofime dva nebo tfi modely znovuzrozeného filmu.“ Devét filmu, které Godard v téchto letech dokonéil - a uz pracoval sam, nebo
ve spolupraci s Jeanem-Pierrem Gorinem - vznikly na zakladé matrice protikladu, jak politickych a estetickych, tak osobnich a vefejnych.
tytéz protiklady, v nichZz nalézame energii, duvtip a pocitovost Godardova uméni. Chtél tvorit filmy nové, konkrétni, aktivni a kolektivni,
ale evidence z obdobi Skupiny Dzigy Vertova ukazuje, jak to bylo obtizné. Godardovy filmy tohoto obdobi se nepochybné radi do Siroké
rubriky Politika, ale presto se stale vice zabyvaji estetickymi otazkami. Znal film, neznal politiku. Nemohl se zabyvat strukturalni povahou
politiky, protoze ji nemohl porovnat se strukturalni povahou filmu, a tak jeho politické nazory byly vyjadfené filmové a jeho filmy mluvily
jazykem politiky, prestoze zfidkakdy uchopily konkrétni politické problémy. Casto citoval Leninovo Etika bude estetikou budoucnosti, ale
Cetl tu vétu pozpatku. Takze tu nemame filmy o politice, ale politiku filmu. Filmy by mély byt nejenom politické, ale taky konkrétni. Mély
by se zabyvat analyzou konkrétnich situaci. Ale materidly filmd vertovovského obdobi byly konkrétni jenom kdyz se zabyvaly filmem.
Natogil filmy v USA, Ceskoslovensku, Anglii, Italii a Palesting, které se spiSe odtaZité zabyvaly politickymi problémy v t&chto zemich,
ale natocil jenom dva filmy, které se pfimo zabyvaly francouzskou politikou. Diky své povaze musela byt vétSina vertovovskych filmu
zaméfena na velmi maly okruh divdkd — na ty, ktefi se chtéli dozvédét vice ne o politice, ne o politickych filmech, ale o tom, jak tocit
politické filmy politicky. Kone¢né, kolektivnim natacenim filmu se chtél Godard odfiznout od minulosti a svého statutu autora — hvézdy.
To by byl zpusob, jak se stat revolu¢nim intelektualem, aniz by snad prestal byt intelektualem. Ale vertovovsky kolektiv byl sotva kdy
dost veliky, aby se dal nazvat skupinkou. Nikdy neobsahoval vice nez dva lidi — Godarda a Gorina — a nékolik filma, které jsou pode-
psané Skupinou Dzigy Vertova, byly nicméné zcela Godardovym dilem. Godard se s Jeanem-Pierrem Gorinem seznamil uz v roce 1965,
kdy byl Gorin napojen na extrémné levicovou politickou skupinu. Poc¢atkem roku 1968 Gorin pracoval v tovarné (poté co byl vyhozen
z mista literarniho kritika Le Mondu), kde ho Godard vyhledal kvili svému filmovému projektu. K filmdm jejich Skupiny Dzigy Vertova pak
patfi One Plus One (Jedna plus jedna, 1969), British Sounds (Britské zvuky, 1969), Pravda (1969), Luttes en ltalie (Boje v ltalii, 1969),
Il vento dell’Est (Vitr z vychodu), Az do vitézstvi. Dale filmografie pokracuje snimky Vladimir et Rosa (Vladimir a Rosa, 1971), Tout va
bien (VSechno je v poradku, 1972), Letter to Jane (Dopis Jané, 1972). V roce 1973 se Skupina rozesla. Film Az do vitézstvi byl nato¢en
v Palestiné v unoru 1970. Mezi militanty z Al Fatahu a filmafi ze Skupiny tam zjevné doslo ke zna&né roztrzce, coz byl jeden z divodu,
pro¢ méli Godard a Gorin pozdéji takové problémy dat film dohromady. Na nato¢eném materidlu pracovali pferuSované v obdobi péti
let - film byl dokonéen az v roce 1975. V roce 1974 Gorin naznacil, ze pokud bude film kdy dokon&en, mél by byt spiSe filmem o tom,
jak natacet déjiny, nez filmem o palestinské situaci. (podtrzeno v knize: James Monaco, Nova vina, AMU, Praha 2001)
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1954 / Born in the harsh northern part of the island as the firstborn son of a local farmer. He has been making films since he was
fourteen. / He founded the first film magazine on Iceland. He was the chief editor and reviewer in one, writing only about the films he
enjoyed. / White whales / Two unemployed fishermen, outsiders of the island... / Children of nature / An old man fleeing from a seniors’
home to the harsh countryside, where he grew up in the silence of traditions. / The film, without calculated thrill, slows down time by
its free flow. / It tells a story without tension, a story lived by people. It is a simple story, even though there are weird things going
on. / Film days / Growing up in the early 60s, when going to the movies on Iceland was almost a family ritual, the movie theatre was
a place of solemn encounters with the world. / Radio and the first TV sets, Coca-Cola, pictures of film stars, American military pre-
sence and stories from mythology of Iceland. / He never talks much and the time in film partially follows the real time. That is why it
seems monotonous. / A strange unemotional objectivity. He never expresses his judgment, never reveals his or his characters’ feelings.
/ Fever / Getting drunk with an alcohol called black death and tasting boiled sheep heads on the occasion. / Sounds of nature inclu-
ding repertory of the Hekla volcano, crackling of sulphur, geysers, the roaring of glaciers and rumbling when earth shakes. / The Earth
is a daughter of night, the Earth is a day of the wind palace, the sea is a home of sand, seaweed and cliffs, the sea is the guest of
gods, the sky is the mainland of weather, Sun, Moon and celestial bodies. / Inclination toward fatalism, believing in ghosts and super-
natural creatures. Ghost routinely act there and people talk about them with a calm expression on their faces. / By combining genres
and using the supernatural as an element of reality he demonstrates completely different approach to film narration. An Icelanders do
not wonder about things, they either accept them or think the rest out. / Devil’s Island / Reykjavik of the 50s when people craved for
US dollars, rock’n’roll, Elvis and American slang. / Colonies, makeshift houses abandoned by the US Army. / An exact reconstruction
of the atmosphere of the period when the naked reality of surviving on the fringe of Iceland’s society meets smash hits, fashion and
language as signs of affiliation with the American colorful lifestyle. /

FILMOGRAPHY: Nomina sunt odiosa (1975), Brennunjalssage (1980), Eldsmidurinn (1981), Rokk i Reykjavik (1982), Kurekar Nordursins
(1984), Hringurinn (1985), Skytturnar (1987), Sky Without Limits (1989), Pretty Angels (1990), Born nattdrunnar (1991), Biodagar (1994),
A Kkéldum klaka (1994), Djéuflaeyjan (1996), Englar alheimsins (2000), On Top Down Under (2000), Falcons (2002).
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* 1954 / Narodil se na nehostinném severu ostrova jako prvorozeny ze tfi synl mistniho farmare. Filmy natac¢i od svych &trnacti let.
/ Zalozil prvni islandsky filmovy Casopis. Byl jeho $éfredaktorem a filmovym kritikem, ale psal jen o filmech, které se mu libily. / Bilé
velryby / Dva nezaméstnani velrybafi, outsidefi ostrova. / Déti pfirody / Stary par unikd z domova dlchodctl, aby se vratil na drsny
venkov, kde vyrGstal v tichu tradic. / Film bez vypocitavého napéti svym volnym plynutim zpomaluje €as. / Vypravi bez napéti piibéh,
ktery lidé Ziji. Je to obycejny pfibéh, i kdyz se v ném déji podivnosti. / Filmové dny / Dospivani na po¢atku Sedesatych let, kdy chozeni
do kina bylo pro Islaniany bezmala rodinnym ritualem, kino bylo mistem slavnostniho setkavani se se svétem. / Radio a prvni televize,
coca-cola, fotky filmovych hvézd, americka vojenska pfitomnost a pribéhy z islandské mytologie. / Nikdy se toho pfili§ nenamluvi a fil-
movy Cas Caste¢né kopiruje ten realny. Proto to zdani monoténnosti. / Zvlastni chladna objektivita. Nikdy nevyjadfi svdj soud a pocity,
ani postav. / Zimnice / Opit se alkoholem zvanym &erna smrt a pfi té pfilezitosti ochutnat vafené ovc¢i hlavy. / Zvuky pfirody véetné
repertoaru sopky Hekly, praskani siry, gejziry, rachot ledovct a dunéni, kdyZz se hybe zemé. / Zemé je dcerou noci, zemé je dnem
palace vétrl, more je obydlim pisku, chaluh a uUtesli, mofe je hostem bohU, nebe je pevnina pocasi, slunce, mésice a nebeskych téles.
/ Sklon k fatalismu, vira v duchy a nadpfirozené bytosti. Duchové tu bézné ucinkuji a lidé o nich hovofi s klidnym vyrazem ve tvafi. /
Prostupovanim zanrl a pouzivanim nadpfirozena jako prvku reality demonstruje naprosto odlisny pfistup k filmovému vypravéni. Islanian
se totiZz nepozastavuje, Islanian to ptijme za své nebo si sam podle svého domysli. / Tabltiv ostrov / Reykjavik padesatych let, kdy lidé
horuji pro dolary, rokenrol, Elvise a americky slang. / Kolonie, provizorni bardky po americké armadé. / Presna rekonstrukce dobové
atmosféry, v niz se syrova realita prezivani na okraji islandské spole€nosti stfetava s hudebnimi Slagry, oblékanim a mluvenim jako znaky
pfisluSnosti k americkému barevnému zpusobu Zivota. /

FILMOGRAFIE: Nomina sunt odiosa (1975), Brennunjalssage (1980), Eldsmidurinn (1981), Rokk i Reykjavik (1982), Kurekar Nordursins
(1984), Hringurinn (1985), Skytturnar (1987), Sky Without Limits (1989), Pretty Angels (1990), Boérn nattdrunnar (1991), Biodagar (1994),
A kéldum klaka (1994), Dj6uflaeyjan (1996), Englar alheimsins (2000), On Top Down Under (2000), Falcons (2002).
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Rock in Reykjavik

DIRECTOR: FRIDRIK THOR FRIDRIKSSON.
PHOTOGRAPHY: ARI KRISTINSSON. EDITOR: RICHARD CROWE, S. S. JONSSON. ISLAND 1982. 83 MIN.

Fridriksson’s iconic montage of performances of rock bands from Island is a view of the island (read Island) music scene in its di-
versity and peculiarity at the beginning of the 80s. The stages of Reykjavik with all the attributes of suburban venues (exceptionally,
performances take place in the streets), hosted in 1981-1982 ten bands. Each of these bands plays one song in the film, some band
members are interviewed in the backstage, the authenticity is magnified by the odd snapshot into the audience — the youth of the
Island’s capital. To a Central European spectator, the view of local rockers singing mainly in their mother tongue has an infinite charm:
unable to understand any of the lyrics, all that we are left with is listening to the music and watch how the rock lab of the hundreds
thousands strong nation reflects the then current music trends. And, 20 years after, compare and consider what impression must have
made gigs of similar Czech musicians on foreign spectators. From a direct comparison of the relatively broad Island’s music scene
and the controlled Czech scene, it is obvious that the Islanders had since long copied, thanks to the Western military presence, music
trends from the big island (Great Britain, that is), mainly the punk revolt. And thus we can watch young and round Islanders, smashing
their guitars in a performance, conventional rockers with ties, an extravagant female band as well as the firing pins of the on-setting
heavy metal wave. The film is not particularly structured, the unifying feature are the gigs of the bands and authenticity is the key. The
director tries to describe the club atmosphere. The streets of the ice city are somewhere far away and in a packed club, a band per-
forms, featuring a young and totally unknown Bjork. The film Rock in Reykjavik records performances of the following bands: Vonbrigdi,
Fridryk, Ego, Baraflokkurinn, Purrkur, Pillnikk, Q4U, Bodies, Grylurnar, Sjalfsfréun, Start, Tapp Tikarrass, Thursaflokkurinn, Spilafifl, Theyr,
Bruni BB, Jonee Jonee, Fraebbblarnir, Mogo Homo.
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Rock i Reykjavik / Rock v Reykjaviku

REZIE: FRIDRIK THOR FRIDRIKSSON.
KAMERA: ARI KRISTINSSON. STRIH: RICHARD CROWE, S. S. JONSSON. ISLAND 1982. 83 MIN.

Fridrikssontv kultovni sestfih zaznamu vystoupeni islandskych rockovych kapel je pohledem na ostrovni (myslime zde Island) hudebni
scénu v jeji rozmanitosti a bizarnosti na samém zacatku osmdesatych let. Reykjavicka podia, které nesou vSechny atributy perifernich
klubu (vyjimecné se produkce odehrava pifimo na ulici), hostila v letech 1981-1982 desitku bandl. Kazda ze skupin odehraje ve filmu
jednu pisni€ku, nékteré Cleny kapel pak Stab zpovida v Satné, autenticitu pfimého zaznamu dotvareji ob&asné problesky do publika,
které tvofi mladez islandského hlavniho mésta. Pro stfedoevropana ma pohled na tamni rockery, zpivajici povétSinou v rodném jazyce,
neskonaly plvab: vyvazani z moznosti jakkoli rozumét obsahu textl, nezbyvd nam nez naslouchat hudbé, sledovat, jak se v rockové
laboratofi naroda Citajiciho nékolik set tisic lidi zrcadli tehdej$i hudebni trendy. A po dvaceti letech srovnavat a premyslet o tom, jak
asi musela pro zahrani¢niho divaka pusobit vystoupeni podobné naladénych €eskych muzikantl. Z pfimého srovnani tehdejsi usmérnéné
Ceské a v prepoctu na obyvatele Siroké islandské scény, kterd se uz od padesatych let nesla diky pfitomnosti vojenskych zakladen na
zapadni ving, je ziejmé, jak ostrované vzdy pomérné brzy kopirovali hudebni vyboje z velkého ostrova (myslime Velkou Britanii), zejména
punkovou revoltu. A tak muzeme pozorovat mladé baculaté Islaniany, jak pfi vystoupeni rozbijeji elektrickou kytaru, konvenéni rockery
v kravatéach, extravagantni Zenskou kapelu i uderniky nastupujici metalové tvrdosti. Film neni nijak vyrazné strukturovan, jednoduchou
linku tvofi vystoupeni jednotlivych kapel, diraz je kladen na maximalni autenticitu. Rezisér je veden snahou pfiblizit klubovou naladu.
Kulisa hudby, uzavieného prostoru, divokych muzikantl a dovéadéjiciho publika predava stejnou mysteridzni naladu po celém svété.
Ulice ledového mésta jsou nékde daleko a v plném klubu pravé vystupuje kapela s tehdy jesté nezndmou mladickou Bjork. Snimek
Rock v Reykjaviku zachycuje vystoupeni téchto kapel: Vonbrigdi, Fridryk, Egé, Baraflokkurinn, Purrkur, Pillnikk, Q4U, Bodies, Grylurnar,
Sjalfsfroun, Start, Tapp Tikarrass, Thursaflokkurinn, Spilafifl, Theyr, Bruni BB, Jonee Jonee, Fraebbblarnir, Mogo Homo.
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Kurekar nordursins / Icelandic Cowboys

DIRECTOR: FRIDRIK THOR FRIDRIKSSON.
PHOTOGRAPHY: EINAR ARNBJORNSSON, GUNNLAUGUR THOR PALSSON. SOUND, EDITOR: SIGURDUR SNAEBERG JONSSON. ICELAND 1984. 82
MIN.

In the cold summer of 1984 the local country king Hallbjorn Hjartarson organized the first purely Icelandic cowboy festival. Imitating the
signs of the genuine American culture of the Wild West he had a western town built on the meadows near Skagastrond, a traditional
village on the north of the island having some seven hundreds of inhabitants. For a couple of days all important country singers came
to the town with hundreds of their admirers. The document records the origin of the spirit of the place. On the empty meadow above
the church, tents begin to grow up, a stage is being hammered, the space starts to fill with people who are ravished by the atmosphere
of the Wild West going from the typical clothes to cowboy amusements (rodeo, cow hunters, wild horses, target shooting), which are
there to attract their attention between individual concerts. Besides, the document introduces individual singers and groups, everyone
introduces themselves in a style which is the closest to them. The film is cadenced by their performances, the most often the festival
organizer appears on the stage and spectators applaud to this king who is recorded in the document also without this stylisation, on
the civil level of his personal life. As well as the previous film which recorded various positions of the Icelandic rock at the beginning
of the 1980s, this one offers an interesting view of the transfer of cultural signs - it is clearer for the country style because we know
a part of the songs with Icelandic texts in interpretation of Czech singers. Listening to the sound of popular songs you may observe
the creation of identical subcultures which mutually (despite the time distance and the language) harmonize: in principal, there is no
difference between the Icelandic event of 1984 and between meetings that were and still are organized in our country. Both are filled
with the fundamental signs, they vibrate with a unified communication code and both the meetings provide for proximity and understan-
ding, it is a typical but identical amusement. However, Fridriksson neither interprets nor parodies the American pattern, or rather what
we understand as the American code, his document wants to be a mere recording of the place and atmosphere of the moment. For
the Czech spectator, his document remains after all those years a mere exotic view of the world of trashy scenes, identical melodies,
it is a mere reminder of a certain model of amusement. With our own cultural experience we may then read the amusement in the
style of country (it’s not just music but everything related to it), these sub-cultural variants of the country style as something singular,
imitating and (paradoxically) authentic.



PRUHLEDNE BYTOSTI / F. T. FRIDRIKSSON 217

Kurekar nordursins / Islandsti kovbojové

REZIE: FRIDRIK THOR FRIDRIKSSON.
KAMERA: EINAR ARNBJORNSSON, GUNNLAUGUR THOR PALSSON. ZVUK, STRIH: SIGURDUR SNAEBERG JONSSON. ISLAND 1984. 82 MIN.

Ve studeném lété roku 1984 usporadal kral mistni country Hallbjorn Hjartarson prvni ryze islandsky kovbojsky festival. Ve vyznamové
imitaci znakd ryzi americké kultury Divokého zapadu nechal postavit na loukach u Skagastrondu, tradiéni vesnice na severu ostrova
s asi sedmi set obyvateli, westernové méstecko, do kterého se na par dni sjeli v8ichni vyznamni zpévaci country se stovkami svych
obdivovatell. Dokument zachycuje vznik ducha prostoru. Na prazdné louce nad kostelikem zacinaji rychle rast stany, stlouka se po-
dium, prostor se zac¢ina plnit lidmi, ktefi podléhaji atmosfére Divokého zapadu - od obleCeni az po kovbojské zabavy (rodeo, honaci,
divoci koné, stielba na cil), jimiz si Ize kratit ¢as mezi jednotlivymi vystoupenimi. Dokument vedle toho predstavuje jednotlivé zpévaky
a skupiny: kazdy se predstavuje ve stylizaci, kterd je mu nejbliz&i. Film pak rytmizuji jejich vystoupeni. Nejcastéji se na podiu objevuje
organizator akce a divaky vytleskavany kral, kterého dokument zachycuje i mimo stylizaci, v civilni roviné jeho osobniho Zivota. Stejné
jako u predchazejiciho filmu, ktery zaznamenal r(izné polohy islandského rocku na zacatku osmdesatych let, je zajimavé pozorovat, jakym
zpévaku. Za zvuku znamych pisni tedy mizeme sledovat to, jak vznikaji identické subkultury, které spolu vzajemné (pfes vzdalenost let,
navzdory jazyku) souzni. V podstaté neni zadny rozdil mezi islandskou akci ze Ctyfiaosmdesatého roku a mezi seSlostmi, které se pora-
daly a poradaji u nas: obé& jsou naplnény zakladnimi znaky, rezonuji jednoticim komunikacnim kédem - a obé na jejich zakladé umozouiji
blizkost a srozuméni, svéraznou stejnou zabavu. Ale Fridriksson americky vzorec, respektive to, ¢emu jako americkému kédu rozumime,
nijak neinterpretuje ani neparoduje - jeho dokument chce byt pouhym zachycenim mista a atmosféry chvile. Pro Ceského divaka jeho
dokument tak zUstava po letech pouhym exotickym prihledem do svéta kycovitych kulis, stejnych melodii, je prostym pFipomenutim
ur€itého modelu zabavy. S vlastni kulturni zkuSenosti pak mlzeme ¢&ist country zabavu (neni to jen o hudbé, ale o vSem, co se k ni
vaze), tyto subkulturni variace country stylu, jako néco singularniho, imitujiciho, a presto (paradoxné) autentického.
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Hringurinn / Ring Road

DIRECTOR, PHOTOGRAPHY: FRIDRIK THOR FRIDRIKSSON.
ICELAND 1985. 80 MIN.

Fridriksson’s picture is a minimalist record of a drive on a road encircling the whole island. The film is nothing more than a one-day
drive around Iceland with a camera on; the drive is then speeded up and compressed into eighty minutes. The director’s hypnotic trip
accompanied by a special kind of spherical music begins in Reykjavik in the morning and comes back to the lighted capital at night.
That is the climax of the basic suspense - the tension between the road and the circle. The road as a means of going forward, inten-
sive rolling symbol of the human search with a direct vision of the target, and the circle, which is defined as a less finished formation
which, apart from representing the closed, represents in its stability also the spiritual and realistic space we are in. According to Georges
Poulet, the circle is the basis of all religions, it is a structural principal uniting the people’s thinking. In his Circle Metamorphoses, by
which he means the metamorphoses of meanings, he deals with the changing way in which the human spirit encompasses the relation
between the inside and the outside, the centre and the girth, the consciousness and the space-time. But Fridriksson’s film is not about
the double movement characterising the thinking, the movement from the centre to the girth and from the girth to the centre. Neither
does it simply circulate around the centre which could represent all the sequences of meaning belonging to the Iceland history and
mythology. It evokes the sense of a moving centre, suggesting that the target, which the centre could represent (the target being also
the feeling of finding the centre), is embodied in an every moment of the journey, that the circular motion, the continuity of imagination,
is not inconclusive, but that the sense of the identity of the centre and the girth melts in the very motion, in the inner depth of the
journey. But this is just decoding the eighty minutes of an uninterrupted drive through the landscape, we can reconstruct the feeling we
get from the widening and narrowing road, from passing by the meadows and the mountains, from the shadows of quickly appearing
houses and even more quickly disappearing villages. We can analyse the road-trip experience with all the passing cars, those colour-
ful beads of a machine motion. A peopleless journey, a journey in the music, carrying us around the empty, white and green Iceland.
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Hringurinn / Okruzni silnice

REZIE, KAMERA: FRIDRIK THOR FRIDRIKSSON.
ISLAND 1985. 80 MIN.

Fridrikssontv snimek je minimalistickym zaznamem jizdy po silnici, ktera v kruhu obepina cely ostrov. Ten film neni nic jiného nez jeden
den cesty autem okolo celého Islandu se zapnutou kamerou, jizda je poté zrychlena a smacknuta do nékolika desitek minut. Rezisértv
hypnoticky trip, na kterém se podili i zvolena sféricka hudba, za€ind rano v Reykjaviku a do rozsviceného hlavniho mésta se v noci
opét vraci. Tim se dovrSuje jeho zéakladni napéti — a to mezi cestou a kruhem. Cestou jako vyrazem smefovani dopredu, intenzivnim
valivym symbolem pohybu lidského hledani s pfimou vidinou cile, a kruhem, definovanym jako neukonenégjSi utvar, ktery vedle toho,
Ze zastupuje uzavienost, zndzorouje ve své stabilité duchovni a redlné misto, v némz se nalézdme. Podle Georgese Pouleta lezi kruh
v zakladu v8ech nabozenstvi, je strukturnim principem spole¢nym lidskému mysleni vibec. Ve svych Metamorfézach kruhu, jimiz jsou
minény promény smyslu, nazird proméoujici se zplsob, kterym lidsky duch postihuje vztah vnittku a vnéjsku, stfedu a obvodu, védomi
a Casoprostoru. Ve Fridrikssonové filmu ov8em nejde o dvoji pohyb charakterizujici mysleni, tedy ze stfedu k obvodu a z obvodu ke
stfedu, ani se prosté neotaci kolem stfedu, kterym by mohly byt vSechny vyznamové filiace vazici se k islandské historii a mytologii,
ale vyvolava predevSim veédomi pohyblivého stfedu - tedy ze cil, jimz by stfed (cilem je i pocit nalezeni stfedu) mohl byt, se nachazi
v kazdém okamziku cesty, ze pohyb v kruhu, kontinuita imaginace, neznamena nakonec bloudéni a bezvychodnost krouzeni, ale Ze
identita stfedu a obvodu vyznamové splyva v samotném pohybu, ve vnitfni hloubce cesty. Ale to si jen modelové deSifrujeme osmde-
sat minut nepreruSované jizdy krajinou, geometricky rekonstruujeme sam pocit ze zuzujici se a rozsifujici se silnice, z mijeni luk a hor,
ze stind rychle se objevujicich domu a je$té rychleji se ztracejicich vesnic. Rozkladame si jednolity prozitek jizdy po silnici se vSemi
potkanymi auty, témi barevnymi koralky strojového pohybu, z cesty bez lidi, z cesty v hudbé&, ktera nas nese kolem prazdného, bilého
a zeleného Islandu.
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JONAS MEKAS

Jonas Mekas se narodil do rolnické rodiny v litevské vesnici Semeniskiai - na svét priSel v nedéli 24. prosince tésné pred svitanim.
Psal se rok 1922. Jonas byl ¢tvrtym ditétem v roding, o tfi roky pozdéji se pak narodil jeho bratr Adolfas. Do $koly $el poprvé v de-
seti a az do osmnacti vzdycky pres léto pasl dobytek nebo pracoval na poli. Ve ¢€trnacti vidél poprvé film - Disneyho Mickey Mouse.
V roce 1940 okupoval Litvu Sovétsky svaz, o dva roky pozdéji pfisli Némci. Mekas pracoval v ilegalnich novinach a v roce 1944 se
rozhodl spolu s bratrem Adolfasem ujet prfed postupujici frontou. S faleSnymi doklady opustili svoji viast, do které se kratce a za kom-
plikovanych okolnosti mohli vratit az o sedmadvacet let pozdéji. Méli namifeno do Vidné&, ale vagén, ve kterém s bratrem sedéli, byl
pfipojen k vlaku, ktery sméfoval do tdbora nucenych praci u Hamburku. Po osmi mésicich z némeckého pracovniho tabora prchaji a az
do konce valky se skryvaji na farmé. Po valce odjeli do Wiesbadenu a zacali studovat filosofii na univerzité v Mohuc¢i. Prezivaji v uprch-
lickém tabore. Cesta valecnou Evropou a pobyt v taborech tzv. lidi bez domova v britské a americké zoné se otiskly do Mekasovych
denikl, které vysly knizné v roce 1991 pod titulem | Had Nowhere to Go. Vzpominky zlstavaji inspiraci i pro jeho poezii. 29. fijna 1949
pripluli bratfi Adolfas a Jonas Mekasovi do New Yorku. Pavodné to méla byt jen zastavka pred dal$i cestou do Chicaga, kde se v tam-
ni litevské komunité chtéli uchytit jako pekafi. Ale rozhodli se, ze zGstanou v New Yorku. ,Byla by to nejvétsi pitomost odjet do Chi-
caga, kdyZz uz jsme tam byli, bylo tam v8echno,” vzpomina na rozhodnuti Jonas, ktery si béhem dalSich let vyzkouSel nesCetné zamést-
nani. Pracoval v tovarné na umélé hmoty, pak jako Zehli¢, umyval lodé. S bratrem si nasli maly byt v Brooklynu. Jonas si koupil 16mm
kameru Bolex a zacal filmovat litevskou pfistéhovaleckou komunitu. Jonasuv Zivot je od té doby uz navzdy radikalné poznamenan filmem.
Veskery svuj €as zasvécuje filmovani, ale piSe i basné, vede si dal svij intimni denik, Zene ho touha zachytit ztraceny, resp. ztracejici
se Cas, chce z obrazli sou€asnosti vylovit i pocity preslych let. Jako muz s kamerou nechce soudit a transformovat, chce jenom po-
zorovat, byt pfitomen. Dokumentuje Zivot lidi bez domova, hlavné Litevcud, aniz by mél - jak sam tvrdi - néjaky zamér. Nataci newyor-
ské pristéhovalecké komunity v Chicagu, Torontu, Philadelphii, Bostonu. Pracuje v brooklynskych tovarnach a v8echny penize utraci za
filmovy materidl. Pozdéji vzpoming, Ze na ¢ernobilou Ameriku ranych padesatych let hledél o¢ima rolnika, ktery vi, jaké to je obdélavat
pldu, Clovéka, ve kterém se spojuje trpélivost s tvrdosti. | proto z nevlidnosti exilu, z agresivity a nasili ulic chce vylupovat to dobré,
kratka Stésti, okamziky laskavosti. Jeho zaznamy (Zivot ve filmu, film v Zivoté) si uchovavaji véény pohled pfistéhovalce, o¢i nékoho,
kdo je svym osudem tla¢en k tomu, aby vidél jinak. Jeho invenci usmérouje pratelstvi s Amosem Vogelem, stvofitelem kina Cinema 16,
které ovlivoovalo generace filmarfd a umoznilo prvni vystoupeni amerického nezavislého filmu. Mekas, ktery podle svého prohlaseni byl
na v8ech promitanich, ktera se v Cinema 16 odehréla, byl timto kinem a lidmi, ktefi se kolem néj pohybovali, hluboce zasazen. V roce
1953 se bratfi prestéhovali na Manhattan, na coz Jonas vzpomina jako na klicovy okamzik, protoze pry jediné na Manhattanu se délo
v8echno podstatné. Uz se Zivi jenom filmem, porada rizné filmové projekce a akce spojené s filmem, od zacatku padesatych let také
publikuje. V lednu 1955 se objevilo prvni €islo revue Film Culture, dodnes nejvyznamnéj$iho ¢asopisu pro nezavisly a experimentalni
film. Pfipomedme, Ze jeho vztah k americké filmové avantgardé byl v té dobé jesté komplikovany. Svij pocatecni negativni vztah k dru-
hé viné filmové avantgardy (Derenova a dalsi, podle Mekase jsou jejich filmy stéle jenom scénare) ale Mekas brzy koriguje. Jiz v roce
1957, tedy dva roky po zaloZeni Gasopisu, vénuje polovinu stranek experimentalni scéné a predpovida krizi Hollywoodu. O tfi roky
pozdéji zaalo Mekasovo angazma ve znamé intelektualni revue The Village Voice z newyorské bohémské ¢tvrti Greenwich Village, kam
takrka dvacet let pravidelné tyden co tyden psal filmové sloupky. | tim se upevouje jeho vztah k nezavislému filmu. V lednu 1962
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vzniklo za jeho Ucasti druzstvo Film-Makers'Cooperative, dodnes Zivy organismus, ktery je jakymsi vyvrcholenim snah o organizaci
a distribuci nezavislé a experimentalni tvorby. V navaznosti na ni vytvofil Mekas filmovou skupinu (New American Cinema Group), kterou
tvorili filmafi, herci, distributofi a producenti. Ze sdruzeni pak vySla tzv. newyorské filmova Skola. Oproti oficidlnimu filmu postavili film
jako ,osobni vyraz“. Jednotny program ale v podstaté nemaji. Tvircim je spoleény negativni postoj k Hollywoodu a establishmentu
vubec. Nejde tedy jen o definovani urcitych estetickych kanonu, ale zejména o negaci souCasného stavu spole¢nosti. Estetika je az
druhotna, prvotni je podle Mekase etika hnuti. ,Nechceme faledné, vysoce nalesténé hladké filmy, chceme, aby byly drsné, neuhlazené,
ale Zivé, nechceme zadné ruzové filmy, chceme, aby byly jako krev,“ piSe se v prvnim manifestu skupiny. Podle Mekase Ize plné za-
chytit neustale se promeéouijici skutecnost pravé jen prostfednictvim umeéni — a filmu zvla$ . ReZisérovu viru v nové vyjadfuje jeho po-
véstny vyrok: ,Stary film je Spatny, i kdyz je dobry, novy film je dobry, i kdyz je Spatny.” Mekaslv organizacni elan vzdy byl a stale je
pfimo bezedny, a zaroved neuredni, inspirujici, podfizeny tvlréim potfebam umélch. V roce 1959 dal podnét k vyhlaSovani vyrocnich
antioscarovych cen, tzv. Independent Film Award za nejvyznamnéjSi nekonformisticka filmova dila. V roce 1969 pak zacal spolu s P.
Adamsem Sitneyem a Jeromem Hillem pfipravovat projekt Anthology Film Archives, vybérovou filmotéku nezavislych a experimentalnich
filmG, ktera se ovSem otevird i vyraznym dilim filmard, ktefi do této sféry nebyvaji tak ¢asto zahrnovani. Spolu se Sitneym a Peterem
Kubelkou vytvofil seznam The Essential Cinama - jakysi podklad toho, co podle jeho autort tvofi esenci filmu. Prestoze Mekas nedéla
politiku, jeho zpusob mysleni je politicky. V opozici (kterd je souzitim) nabizi uméleckou alternativu a podili se na strukturach, které ji
dovoluji existovat. Kromé toho, Ze sam tvofi, vytvafi také ram pro to, aby se i ostatni, nezavisle na mékkych institucich stfedu, mohli
seznamovat s filmy, aby mohli filmy nataCet v otevieném, ale presto organizovaném kontextu. Jde o to, aby vznikaly uplné nové filmy
- jen takové, podobné jako Uplné nova hudba &i malifstvi, si zaslouzi byt spatfeny. VSechno ostatni je jen obvyklé epigonstvi, neuzitec-
né a zbavené veskerych hodnot. Uz ve svém tiskovém prohlaseni z roku 1963 napsal: ,,Pouze UpIné novy film je osvobozen od vSech
racionalnich omezeni... umélec nenapodobuje pfirodu - pracuje jako pfiroda, pouze Uplné novy film je pfirodou a zbytek je sracka.”
Film ma podle Mekase pfispivat k celkové svobodé a nikdo nema pravo nutit filmare, co a jak ma tocit. Mekas vzdy tvrdé vystupoval
proti cenzure, by skryté za dramaturgickou korekci. Tak obhajoval vydani knihy Jeana Geneta, ktery mél ve Spojenych statech zaka-
zany pobyt, az si za to vyslouzil trest roku vézeni s podminénym odkladem. Rakousky experimentalni filmar Peter Kubelka o Mekasovi
a proto tam, kde jsou jeho pratelé, se citi byt doma. Po celd padesata léta Jonas Mekas hodné nataci. Pro sebe, pro pratele. Svitky
filmu uklada a jednou za ¢€as z nich sestavi film. Stava se i to, ze se tyz materidl objevi jako samostatny film i jako soucast rozsah-
lejsiho dila. Mnohé z toho je dodnes nezpracovano. V roce 1961 natoCil Mekas intelektuélskou grotesku Guns of the Trees (Pusky na
stromech). ,VSichni jsme uvniti krasné slunecnice,” fika se v jeho filmu. Autorem vyroku je ziejmé Allen Ginsberg, ktery film doplnil
poetickymi vstupy a sam je pak i namluvil. Mekas nacrtl poeticky scéndr, ktery sestaval z tficeti sekvenci. Chtél kolem téch nacrtkl
improvizovat, spole¢né s bratrem chtél vytvofit otevfenou strukturu. Vzhledem k tomu, Ze na filmu spolupracovali s lidmi, ktefi jejich vizi
nesdileli, povazuje Mekas film za ne pIné sv(j. Uz tehdy sméroval k vétsi improvizaci, hfe s pfilezitostmi a ndhodou. Nemoznost toto
prosadit bylo pro néj lekci, po které mu bylo jasné, Ze v budoucnu musi pracovat sam. Kromé spoluprace se svym bratrem Adolfasem
na snimku Hallelujah the Hills (Hory, buitez velebeny, 1962) nataci Jonas Mekas v roce 1964 snimek The Brig (Lapak). Otfesny obraz
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z vojenské véznice, ovladané sadistickymi strazci, je v podstaté filmovym zaznamem divadelni hry Kennetha Browna v jevistni inscena-
ci proslulého souboru The Living Theatre. VSudypfitomnost ru¢ni kamery, naturalisticky zvuk a autentické reakce na brutalni déni, pred-
vadéné na jevisti, vytvareji mentdini obraz ztraty lidské identity. Mekas hru nafilmoval pfi své prvni navstévé predstaveni, aniz by predem
znal jeho prlibéh (resp. zavér). Snimek dupotu a kfiku byl estetickym zlomem: ,Byla to inscenovana skute¢nost, ktera byla docela jako
zivot sam. Mohl jsem do toho vstoupit tak, jak by kameraman zpravodajstvi vstoupil do situace v redlném zivoté. Cinéma vérité bylo
tehdy hodné ve vzduchu. Lidé spojovali pravdu s technikou kamery cinéma vérité, styl stvoril iluzi pravdy. Udélal jsem film, ktery byl
v jistém smyslu kritikou cinéma vérité.“ | Lapak, v podstaté ne-dokumentarni snimek, tvofi - pravé tak jako tfeba zaznam The Millbro-
ok Report (Zprava z Millbrooku, 1966), vénovany skupinovym experimentim profesora Learyho s LSD - volnou (nedilnou) sou¢ast Me-
kasovych neustéle doploovanych filmovych denikd. Jiz vzpomenuté &etné aktivity brani rezisérovi v tvorb& dlouhometraznich filma, vy-
zadujicich nékolikamési¢ni soustfedénou praci. Mekas se tedy vratil k nataceni filmovych deniki se svou starou kamerou - presné
k takovému zplsobu tvorby, jakym pracoval od prvniho kontaktu s kamerou (uz na za¢atku padesatych let Mekas pod stéle stejnym
nazvem News of the Day natacel kratké filmy, teprve o mnoho let pozdéji je vybérové slozil ve snimku Lost, Lost, Lost). Filmové de-
niky tak stéle pokraéuji v kratkych zaznamech, v utrzcich nataenych den po dni, kazdy den. Naméty zlstavaji stejné: impresionistic-
ké fixace pohledl, tedy predméty a svétlo, détstvi, exil, jeho pratelé, promény barev ro¢nich dob, pfiroda a film (v absolutnim spojeni).
Rezisér vi, Ze nechce zachytit pouze povrch véci, ze zabér je predevsSim jeho pohledem a ten musi byt poezii — slovni spojeni ,basnik
filmu“ uz davno Mekas pouziva jako terminus technicus. Autenticita je tak v tomto rozsahlém Zivotnim dile silné poetizovana. Mekasuv
svét se tak stava svétem hry i dokumentu zaroveo, svétem silné osobnim i neobycejné otevienym vlivu ostatnich. Nezastupitelnou roli
pfitom hraje zachyceni okamziku, imprese. Mekas svUj zZivot, tuto interpretaci svéta prostfednictvim vlastniho zivota, nataci velmi skrom-
né - ruéni kamerou, bez svétel, zvukard &i asistentl, a vytvaii tak neopakovatelny obraz lidské existence. Sam v jedné sekvenci pro-
hlasi: ,V pozadi je hudba boh(, v popfedi jsou filmafovy kamery...“ Proto ta pfitomnost ¢lovéka za kamerou, opakované a durazné
pfipominana roztfesenosti, nejasnosti, rozpijenim svétla, pohybem a zrychlenim, v§im, co film zbavuje chladnosti technologie. Kratké
filmy pak vstupuji do pozdéjSich sestfiht. Pivodné Mekas pracoval s ndzvem, ktery mél otevienost natéaceni a nedokonéenost sesttihu
naznacovat. Zamyslel, ze filmy bude sjednocovat ndzev Diares, Notes and Sketches (Deniky, poznamky a skece) a jednotlivé dily v ¢ase
pak ponesou konkrétni podtituly. Zpusobilo to takovy zmatek, zejména ve filmovych laboratofich, Ze musel od pdvodniho zaméru upus-
tit, a tak v8echny nasleduijici filmy po filmu, ktery dnes zname jako Walden, maji uz své nazvy. Nicméné titul Diares, Notes and Sketches
se Casto pouziva k oznaceni celého projektu. Mekas pfipomind, Ze vzdy stal pred problémem, jak strukturovat, formalizovat osobni
materidl, ktery jakoby porad jen bézi dal a dal: ,Je mi to tak blizko, ze musim uZivat abstrakini nastroje, Cislice nebo popisné meziti-
tulky, abych to udrzel v urcité distanci a mohl s tim vlbec pracovat, aby ten materidl vypadal, jako by ho pofidil nékdo jiny — tfeba
Lumiere.“ A duch filmi bratfi Lumiert je v tvorbé Jonase Mekase stale zivy. Duch reality, kterd se stava iluminaci. — V ¢eském kontex-
tu reflektuje Mekasovo dilo a jeho vliv kniha Stanislava Ulvera Zapadni filmova avantgarda (CFU, Praha 1991), k dispozici je i preklad
obsahlého interview s reZisérem, které uvodem opatfil Michal Bregant (lluminace 3/1999).
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FILMOGRAFIE: Grand Street (1950, nedokongen), Silent Journey (1953, nedokonéen), Guns of the Trees (1962), Film Magazine of the
Arts (1963), The Brig (1964), Award Presentation to Andy Warhol (1964), Report from Millborook (1966), Cassis (1966), Hare Krishna
(1966), Notes On the Circus (1966), The Italian Notebook (1967), Time and Fortune Vietnam Newsreel (1968), Walden — Diaries, Notes
and Sketches (1964-68, verze 1969), Reminiscences of a Journey to Lithuania (1950-71, verze 1972), Lost, Lost, Lost (1949-63, verze
1976), In Between (1964-68, verze 1978), Notes for Jerome (1966-74, verze 1978), Paradise Not Yet Lost (1979), Street Songs (1966-83,
verze 1983), Cup/Saucer/Two Dancers/Radio (1965-83, verze 1983), Erick Hawkins: Excerpts from ,Here and Now with Watchers“ / Lucia
Dlugoszewski Performs (1963-83, verze 1983), He Stands In a Desert Counting the Seconds of His Life (1969-85, verze 1985), Scenes
from the Life of Andy Warhol: Friendships and Intersections (1965-82, verze 1990), Mob of Angels: A Baptism (1990), Dr Carl C. Jung
by Jerome Hill or Lapis Philosophorum (1950, verze 1991), Mob of Angels at St Ann’s (1991), Zefiro torna or Scenes from the Life of
George Maciunas (1992), The Education of Sebastian or Egypt Regained (1992), Mob of Angels (1993), 3 Imperfect Three Image Films
(1995), Quartet 1 (1995), On My Way to Fujiyama | Met... (1995), Happy Birthday to John (1996), Cinema Is Not 100 Years Old (1996),
Memories of Frankenstein (1996), Birth of a Nation (1996), Letters to Friends 1 (1996), Scenes from Allen’s Last Three Days on Earth
as a Spirit (1997), Symphony of Joy (1997), Letter From Nowhere-Laiskas is Niekur N.1 (1997), This Side of Paradise: Fragments of
an Unfinished Biography (1999), As | was Moving Ahead Occasionally | Saw Brief Glimpses of Beauty (2000), Song of Avignon (2000),
Autobiography of a Man Whose Memory Was In his Eyes (2000).
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Award presentation to Andy Warhol

DIRECTOR, PHOTOGRAPHY, SOUND, EDITOR: JONAS MEKAS. PHOTOGRAPHY: GREGORY MARKOPOULOS. USA 1964.12 MIN

Scenes from the Life of Andy Warhol

DIRECTOR, PHOTOGRAPHY, SOUND, EDITOR: JONAS MEKAS. USA 1990. 37 MIN.

The film shows the award presentation of the Film Culture revue. The underground counterpart of the Oscar was awarded to Warhol
for his films Sleep a Eat. Sleep (1963): a six hour film showed precisely what the title suggests — a picture of a sleeping man. The
process of duration is prolonged by Warhol to the limit (he recommends to screen his films with a frequency of 16 frames per second
instead of the usual 24). Eat (1963): the action is again limited to the simplest activity, that is eating, which the camera, unafraid of long
shots, records thoroughly. Jonas Mekas recalls the Award presentation and the making of the film: | wanted to give the Independent
Film Award in that year to Andy Warhol. | organized a number of screenings including Warhol’s films in the New York Theater. But he
said he would not come onto the stage or do anything public so | suggested we would do the presentation in his studio and | would
record it. He agreed to that. We got together some of his superstars and two rolls of film and set it all up. On the way to the studio
| realized that | wanted to give him some prize so | bought a fruit basket at a corner shop. During the presentation | needed someone
to operate the camera, which was a bolex with a motor. Gregory was there and he said he would do it. He is on the scene for most
of the movie but in the meantime, he was operating the camera. When copying the film, | slowed it down as a tribute to Andy.

The second film is composed of Mekas’ film notes of Andy Warhol from 1965-1982. Next to first ever published materials, some
shots were used by the director in a different context in his film-river. Scenes were shot mostly in New York, The Factory, the house
of Stephen Shore, Warhol’s farm. The film is accompanied by an unknown recording of the Velvet Underground from 1966. The cast
is traditional: Lou Reed, Nico, Edie Sedgwick, Allen Ginsberg, Ed Sanders, John Lennon, Yoko Ono, John Kennedy jr., Mick Jagger
and many others. The Scenes from the Life of Andy Warhol work mainly with the icon of a pop-art artist, the atmosphere of pulsing
excitement which used to surround him and the hypnotic beat sounds of Velvet Underground. The film is again based on fragments
of records, from Mekasian beat of the wings of a butterfly, recorded over 17 years. The basic axis of the film are the concert in New
York (with Warhol and Nico), a party in Warhol’s apartment and retrospective scenes (Whitney Museum); the film ends with a requiem
for AW in the St Patrick’s cathedral. The tension of the film is not between the public and the private variation of the myth of Andy
Warhol. The documentary is more like an underground nenie behind most prominent character of the New York bohemian society. The
squealing sound of Velvet Underground are a background for subtitles and the voice of Mekas saying: See you, Andy, we shall meet
again, that’s for sure.

Two films, depicting the life of Andy Warhol and the life in his famous Factory, his workshop, located on the sixth floor of an adminis-
trative building in Manhattan, are accompanied by two recent short films by Jonas 3 Imperfect Three Image Films (1995) and Cinema
Is Not 100 Years Old (1996).
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Predavani ceny Andymu Warholovi

REZIE, KAMERA, ZVUK, STRIH: JONAS MEKAS. KAMERA: GREGORY MARKOPOULOS. USA 1964. 12 MIN.

Scény ze zivota Andyho Warhola

REZIE, KAMERA, ZVUK, STRIH: JONAS MEKAS. USA 1990. 37 MIN.

Snimek zachycuje predavani ceny revue Film Culture. Undergroundovou antitezi Oscara ziskal Andy Warhol za své snimky Sleep a Eat.
Sleep (Spanek, 1963): Sestihodinovy snimek zachycoval jen to, co slibuje jeho nazev - obraz spiciho muze. Proces trvani je Warholem
prodluzovany na nejzazs$i miru (doporucuje promitat své filmy frekvenci 16 okének za vtefinu misto obvyklych 24). Eat (Jidlo, 1963):
akce je opét omezena na nejprostsi Cinnost - jidlo, které kamera, nelekajici se dlouhych zabérl, svédomité zaznamenava. Jonas Mekas
na predavani ceny a nataceni filmu vzpomina: “Chtél jsem v tom roce dat Cenu nezavislého filmu (Independent Film Award) Andymu
Warholovi. Zorganizoval jsem fadu projekci véetné Warholovych filmG v New York Theater. JenZze on fekl, Zze nechce pfijit na jevisté
nebo délat cokoliv takto vefejného, a tak jsem navrhl, ze udéldme predani u néj v ateliéru - a ja to natoc¢im. S tim souhlasil. Dali jsme
dohromady nékolik jeho tehdejSich superstars a dvé civky filmu a v8echno zafridili. Cestou do ateliéru jsem si najednou vzpomnél, ze
jsem mu chtél dat i néjakou odménu, tak jsem koupil v obchod& na rohu koSik ovoce. B&éhem vlastniho prfedavani jsem potfeboval
nékoho, kdo by ovladal kameru, coz byla bolexka s motorem. Gregory tam zrovna byl a fekl, Ze to udéld. Béhem skoro celého filmu
je sice na scéné, ale ve zbyvajicim Case ovladal kameru. B&hem kopirovani jsem film zpomalil, coz byla forma pocty Andymu.”

Druhy snimek je slozen z Mekasovych filmovych zapiski s Andy Warholem z let 1965-1982. Vedle poprvé pouzitych zabér(i se tedy
jedna i o materidl, ktery rezisér v jiném kontextu pouzil v jednotlivych dilech svého filmu-feky. Mista, kde se natacelo, jsou opét prede-
v§im New York, The Factory, dim Stephena Shorea, Warhollv statek. Film doprovazi neznama nahravka Velvet Underground, nato¢ena
v roce 1966. Obsazeni filmu je tradi¢ni: Lou Reed, Nico, Edie Sedgwick, Allen Ginsberg, Ed Sanders, John Lennon, Yoko Ono, John
Kennedy jr., Mick Jagger a mnozi dal$i. Scény ze Zivota Andy Warhola pracuji prfedevsim s ikonou popartového umélce, s atmosférou
pulsujiciho vzruseni, které jej obklopovalo, s hypnotickymi beatovymi zvuky Velvet Underground. Film opét vychazi z fragmentt zazna-
mu, z Mekasovskych mavnuti motylich kfidel natacenych v prib&hu sedmnacti let. Zakladnimi osami filmu pak jsou newyorsky koncert
kapely (spole¢né vystoupeni s Warholem a Nico), party ve Warholové apartma a zabéry z jeho retrospektivy (Whitney Museum), film
uzavira m8e za AW v katedrale svatého Patrika. Nelze fict, Ze by napéti filmu bylo mezi vefejnou a intimni variaci warholovského mytu.
Dokument je spiSe undergroundovou nénii za nejvyraznéjSi tvari newyorské umeélecké bohémy. Skfipéjici zvuk Velvetl provazeji titulky
a Mekasuv hlas: “Nashledanou Andy, znovu se potkame, to je vic nez jisté.”

Dva filmy, které zachycuji Andyho Warhola a Zivot v jeho proslulé Factory - dilng, umisténé v Sestém patfe jedné ze spravnich budov na
Manhattanu - doploujeme dvéma kratkymi snimky Jonase Mekase z posledni doby: 3 Imperfect Three Image Films (1995) a Cinema
Is Not 100 Years Old (1996).
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Walden

DIRECTOR, PHOTOGRAPHY, SOUND, EDITOR: JONAS MEKAS.
USA 1969. 180 MIN.

1964-1968. Some day has been imprinted into ten shots, some into ten seconds, other time into ten minutes or not at all. Walden
is composed of scenes describing four years in a chronological order. Mekas again works with an impressionistic distraction (anthro-
pological sketches, term used by Mekas himself), that he winds on the story of his own life line. A simple narrative (fate, story, epic
poetry) thus arises from non-telling, it springs out of tremble. Martin Cihak in his “Sinking streams of cinematography“ brings back
another term of Mekas —“Instant structuralisation of reality” (therefore narration from tremble), here he assigns Mekas among the lea-
ding representatives of spontaneous film. Camera is for the author becoming an instant diary to record the events lived out, on which
he reacts with his camera (to wit - tool of visual sense is an active participant of human existence, not passive, blind technology of
data record). The basic expression means of a spontaneous film is so called method of flash and freeze, where one very short shot,
markedly distinctive in tone (often only one image picture) is sandwiched into two takes, which are very much alike and it stays in our
perception much longer, than the actual duration in the film was. This is exactly the method of film creation, demonstrating the fact,
that a film can never be completed, rather it shows that it is being formed and realised in filmgoer‘'s mind again and again, during the
act of light projection of the film. Walden is the essence of the sixties in the life of Jonas Mekas and New York, it is the result of this
permanent union. Jonas's friends -Stan Brakhage, P. Adams Sitney, Timothy Leary, Marie Menken, John Lennon with Yoko Ono, Andy
Warhol and Velvet Underground. turn up in the film. According to Michal Bregant, Mekas’s Walden has once for all refused a classical
story and its rhetoric, he joins his imagination with the reversion to the principle and origin of film. That is why Walden is “dedicated
to LUMIERE”-written in capitals, it does not only reminds us of the founder of European film, but also of the light-as the fundamental
element of film. Mekas’s films are penetrated by the motives of revived memories, eternal reversion, nature, true friendship, intimate
devotion to the lived life. The diary form of his films is probably the most exact way of catching the real life and expressing its mo-
mentariness, as well as noting the passion and melancholy of escaping moments. Mekas comments on his film: For me, Walden exists
in the whole city. You can reduce your city to you very tiny world, that nobody else can see. People usually react to Walden: Is that
New York? Their New York is represented by ugly buildings and depressive, morbid blocks of concrete and glass. That is not my New
York. My New York is full of nature. Walden is made of fragments of memories | wanted to see. There is nothing | did not want to
be there. Each of us lives on a small island, quite a tiny circle of reality, that is our own reality | have made up a joke about a zen
monk standing on Times Square, people ask him: What do you think of New York-all that noise and traffic? The monk answers: What
noise? What traffic? You can cut it off. The point is not in having everything today, the point is —-tomorrow there will be nothing. The
threat does exist, it is only up to us, whether we keep these fragments of paradise alive, whether we quard them to see, that they
are alive, growing- Let us remind you, that Mekas has for the title taken over the name of the book written by Henry David Thoreaou
(Walden, or Life in the Woods, first edition 1854). This essayistic narration of the American thinker and writer about living alone in the
forests and about the importance of nature for the human existence is considered as one of the most mature outcome of American
transcendentalism-applying for both-literature quality as well as practical exploitation of this philosophy.



PRUHLEDNE BYTOSTI / JONAS MEKAS 227

Walden

REZIE, KAMERA, ZVUK, STRIH: JONAS MEKAS.
USA 1969. 180 MIN.

1964-1968. Néktery den se otiskl v deseti zabérech, nékdy v deseti sekundach, jindy v deseti minutach nebo také ne. Walden se sklada
z chronologicky usporadanych zabéru ctyf let. Opét pracuje s impresionistickym rozptylenim (antropologickymi ske€i - vlastni Mekasuv
termin), které natahuje na linku pfibéhu svého Zivota. Nekomplikované filmové vypravéni (osud, piibéh, epika) tak roste z ne-vypravéni,
vznika z pouhého chvéni. Mekastv dal$i termin ,instatni strukturace reality, (tedy narace z chvéni) pak pfipomina Martin Cihdk ve své
Ponorné fece kinematografie, ve které reziséra pfifazuje k prednim predstavitelim spontanniho filmu. Autorovi se kamera stava jakymsi
bezprostiednim denikem jim prozivanych uddlosti, na které reaguje svoji kamerou (rozuméj: stroj vidéni je aktivnim ucastnikem lidské
existence, nikoli pasivni, slepou technologii zaznamu). Zakladnim vyrazovym prostfedkem spontanniho filmu je tzv. metoda ,flash and
freeze, (zablesknout a zmrznout), pfi niz jeden velmi kratky, vyrazné tonalné odlisny zabér (mnohdy tfeba jen jedno filmové poli¢ko), vlo-
Zeny mezi dva sobé& podobné zabéry, setrva jakoby zamrznuty v naSem vnimani mnohem del$i dobu, nez odpovida jeho skutec¢né délce
trvani ve filmu. Pravé tato metoda filmové tvorby jasné ukazuje, Ze film neni nikdy hotov, ale Ze se vzdy znovu a znovu uskutecouje
a vytvari v divakové védomi pfi aktu svételné projekce filmového dila. Walden je tresti Sedesatych let v Zivoté Jonase Mekase a New
Yorku, je plodem tohoto trvalého spojeni. Objevuji se v ném Jonasovi pratelé jako Stan Brakhage, P. Adams Sitney, Timothy Leary,
Marie Menkenova, John Lennon s Yoko Ono, Andy Warhol a Velvet Underground. Podle Michala Breganta odmitl Mekas Waldenem
jednou provzdy klasicky pfibéh a jeho rétoriku a svou obrazotvornost spojuje s navratem k zdkladim a k pocatkim filmu. Také proto
je Walden ,dedicated to LUMIERE", pficemz Lumiere (psano verzalkami) neprivolava jen praotce evropského filmu, ale také samo svétlo
jakozto elementarni zivel filmu. Mekasovy filmy prostupuje téma ozivajici vzpominky, vééného navratu, pfirody, pratelské vérnosti, davérné
oddanosti zitému zivotu. Denikova forma jeho filma je patrné tim nejpresnéjSim zpusobem, jak zachytit Zivot a zaroveod vyjadfit jeho
prchavost, zaznamenat melancholii i rozko$ unikajiciho okamziku. Mekas ke svému filmu fika: ,Pro mé existuje Walden v celém mésté.
MuZete zredukovat mésto na va$ velmi maly svét, ktery tfeba nikdo jiny nevidi. Na Waldena lidé obvykle reaguji otazkou: Je to New
York? Jejich New York, to jsou osklivé budovy a depresivni, morbidni kvadry betonu a skla. To neni mdj New York. V. mém New Yorku
je hodné prirody. Walden je udélan ze zlomkd vzpominek na to, co jsem chtél vidét. Co jsem vidét nechtél, to tam neni. (...) Kazdy
z nas Zije na malém ostrové, v docela malém okruhu skute€nosti, ktera je nasi vlastni skuteCnosti. Vymyslel jsem si viip o zenovém
mnichovi, ktery stoji na Times Square a lidé se ho ptaji: Tak co fikate na New York — ten hluk a provoz? A mnich odpovi: Jaky hluk?
Jaky provoz? VSechno si to mlzete odstfihnout. Nejde o to, ze dneska muzeme v8echno mit, ale o to, Ze zitra nebude nic. Je tu
ohroZeni, ale nakonec je jen na nas, jestli udrzime ty zlomky raje nazivu a ochranime je a uvidime, Ze Ziji a rostou.” — Pfipomedme,
ze Mekas do titulu snimku prevzal nazev knihy Henryho Davida Thoreaua (Walden, or Life in the Woods, prvni vydani 1854). Esejistické
vypravéni a rozjimani amerického myslitele a prozaika o zivoté v lesni samoté a o vyznamu pfirody pro lidskou existenci je povazovano
za jeden z nejzralejSich plodl amerického transcendentalismu - a to jako literarni dilo i prakticka aplikace této filozofie.
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Reminiscences of adourney to Lithuania

DIRECTOR, PHOTOGRAPHY, SOUND, EDITOR: JONAS MEKAS. USA 1972. 82 MIN.

In 1971 Mekas brothers took a trip to the Soviet Union where they visited the country of their birth Lithuania. From the filmed material
Adolfas composed a reportage film “Going Home” and Jonas a document about meeting with the living members of the oldest generation
of his family “Reminiscences of a Journey to Lithuania”. — The film begins with glimpse shots filmed at the very beginning of the 1950s,
or the film opens the end of Mekas period of extirpation and then it comes back to the earliest period of his American experience.
Afterwards we see shots from the trip to his village of birth in a natural conflux of meeting the new and descending to the people and
objects of an old experience. Part of the film captures places of war internment of both brothers and the film is concluded by a poetic
kaleidoscope from trip to Austria on which participated Mr. Peter Kubelka. It is another film of Mekas about human identity — in the gap
between picture (imprint of reality) and sound (its interpretation) the struggle with his own memory takes place again. Mekas’ commentary
from the outside offers a secondary revision of the picture, but the words (writing) remind us that recollection is as intense as forgetting,
that Mekas’ commentary leads its parallel track alongside with the assembly, i.e. it registers and represents the presence which is inspired
by replaying and composing of picture impressions from the past. The history of his own memory (i.e. recording, imprinting, re-recording)
thus in the “Lithuanian” film — whose time structure is extraordinarily complicated — moreover works with the counterpoint of America of
the 1950s and Lithuania of the 1970s (so far, so close). In comparison to the American shots (interiors, city streets) the Lithuanian passage
is far more brightly alighted, Lithuanian pictures are shot outside, on fields, on roads between river and wood, in yards of countryside
houses. The director works with light sensitiveness, his camera is in constant movement. People (more the entire bodies than just faces)
are seen mostly in long shots, it is not easy to recognize the individual members of Mekas’ large family despite subtitles which should
introduce them. As if it was the element of village life itself. Some natural character of this element is nevertheless decomposed by Mekas’
fragmentary views which impair the possible feeling of return in paradise childhood, in the clarity of rural culture. Mekas himself confesses
that the film could not have even been like that because occupied Lithuania is seen through too live memories of an emigrant who for
a quarter of a century can not find something that simply does not exist. It is on the contrary the unseen Lithuania, the country not found
which prepares natural background of all Mekas’ films — and as such it must exist in his mind, he aims towards it and he seeks it. As
a harmony matrix it is nevertheless too important to be ever found. Mekas’ place is exactly in the oscillation between what is and what
can be, between picture and sound, between shooting and speaking, between exile and homeland, between childhood and adulthood,
between pastoral and urban. It is oscillation within his own soul which forces him to create, it is the transcendence of disunity which
burns the work. Jonas Mekas reminds to the film: For more than ten years | was not even allow to write with my mother. | wrote some
poems against Stalin and | was thus a criminal. My brothers were imprisoned because of me, my father died prematurely because of
this. Secret police has been watching the house of my mother for years. They hoped that | would return home one day and they would
catch me. My mother told me this in 1971. During my visit there was no single night when | would not have been prepared to jump out
of the window to escape if the police came after me. And this was happening in 1971, so many years after Stalin’s death. (...) When the
representative of Soviet cinematography here in New York insisted he wanted to see my film, | let him see it. He jumped to the ceiling:
How could you have taken the liberty to make such a film and to show it to the world?! Why did you not show the factories? Why did
you not show the progress? | answered him that in this film | am interested only in my mother and my memories of my childhood, that
is it. It is my past. He was not able to understand it.
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Vzpominky na cestu do Litvy

REZIE, KAMERA, ZVUK, STRIH: JONAS MEKAS. USA 1972. 82 MIN.

Bratfi Mekasové podnikli v roce 1971 turistickou cestu do Sovétského svazu, kde navstivili rodnou Litvu. Z nato¢eného materidlu se-
stavil Adolfas reportazni snimek Going Home (Cesta domu) a Jonas dokument o setkani s zijicimi ¢leny nejstar§i generace své rodiny
- Vzpominky na cestu do Litvy. Snimek zacind letmymi zabéry nato€enymi na samém zacatku padesatych let, respektive film otevira
konec Mekasova obdobi vykorenénosti a poté se vraci k nejrang&jSimu udobi jeho americké zkuSenosti. Nasleduji zabéry z cesty do
rodné vsi v pFirozeném splyvani poznavani nového a sestupu k lidem a vécem davné zkugenosti. Cast filmu zachycuje mista valeéné
internace obou bratrd a snimek uzavird poeticky kaleidoskop z vyletu do Rakouska, na kterém se podilel Peter Kubelka. Je to dalsi
Mekastv snimek o lidské identité - v mezefe mezi obrazem (otiskem skutecnosti) a zvukem (jeho interpretaci) se opét odehrava zapas
s vlastni paméti. Mekaslv komentar zvnéjSku nabizi sekundarni revizi obrazu, ale slova (pismo) pfipominaji, Ze vzpominani je stejné
intenzivni jako zapomnéni, ze Mekaslv komentaF vede svou paralelni drahu vedle montaze - tedy registruje a reprezentuje pfitomnost,
kterd je inspirovana prehravanim a skladanim obrazovych dojmu z minulosti. Déjepis vlastni paméti (tedy zapis, vpisovani, prepisovani)
pak v ,litevském*“ filmu, jehoz Casova struktura je mimoradné komplikovana, pracuje navic s kontrapunktem Ameriky padesatych let
a Litvy let sedmdesatych (tak daleko, tak blizko). Oproti americkym zabé&rdm (interiéry, ulice mésta) je litevska pasaz daleko ostfeji
osvétlena, litevské obrazky jsou nata€eny venku - na polich, na cestdch mezi fekou a lesem, ve dvorech venkovskych staveni. ReZisér
pracuje se svételnou citlivosti, jeho kamera je v neustalém pohybu. Lidé (vic cela téla nez jenom tvare) jsou vidéni prevazné v dlouhych
zabérech, neni snadné rozpoznat jednotlivé Cleny Mekasovy velké rodiny - a to navzdory titulkim, které je maji predstavit. Jako by
meélo jit o sam Zivel venkovského Zivota. Jakasi pfirozenost tohoto Ziviu je ov8em rozkladana Mekasovymi uUlomkovitymi pohledy, které
rozru$uji mozny pocit navratu do rajského détstvi, do pruzra¢nosti rurdlni kultury. Sd&m Mekas pfiznavd, ze film by takovy ani nemohl
byt, protoze okupovana Litva je vidéna skrze pfili§ Zivé vzpominky exulanta, ktery po Ctvrt stoleti nemuze najit néco, co prosté neni. Je
to naopak nevidéna Litva, nenalezend zemé, ktera predstavuje pfirozené pozadi vSech Mekasovych filmi - a takova musi v jeho mysli
existovat, k ni sméfuje a hleda ji. Jako matrice harmonie je ale pfili§ dulezitd na to, aby kdy byla objevena. Mekasovo misto je prave
v kmitu mezi tim, co je, a tim, co muze byt, mezi obrazem a zvukem, mezi natacenim a hovorenim, mezi exilem a vlasti, mezi détstvim
a dospélosti, mezi pastoralnim a urbanistickym. Je to kyvani uvnitf vlastni duSe, které ho Zene k tvorbg, je to transcendence rozpolceni,
kterda vypaluje dilo. Jonas Mekas k filmu pfipomina: ,Vic nez deset let jsem si nesmél s matkou ani psat. Napsal jsem néjaké basné
proti Stalinovi, a tak jsem byl kriminalni Zivel. Moji bratfi byli kvali mné zavreni, mQj otec kvuli tomu pred¢asné zemrel. Tajna policie
po léta sledovala dim mé matky. Doufali, Ze se jednoho dne vratim domd a oni mé dostanou. Matka mi to fekla v roce 1971. Bé&hem
mé navstévy nebyla jedind noc, kdy bych nebyl pfipraven vysko€it z okna, abych utekl, kdyby po mné policie Sla. A to bylo v roce
1971, tolik let po Stalinové smrti. (...) Kdyz zastupce sovétské kinematografie tady v New Yorku trval na tom, Ze chce muj film vidét,
tak jsem mu ho pustil. Chytal se stropu: Jak jste si mohl dovolit udélat takovy film a ukazat ho svétu?! Pro¢ jste neukazal tovarny?
Pro¢ jste neukazal pokrok? Odpovédél jsem, ze v tomhle filmu mé zajima jen ma matka a mé vzpominky na détstvi - to vSe. To je
moje minulost. Nedokdazal to pochopit.”
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Lost Lost Lost

DIRECTOR, PHOTOGRAPHY, SOUND, MUSIC, EDITOR: JONAS MEKAS.
USA 1975. 178 MIN.

1946 — 1963. A film of six film diaries — the picture is divided into six parts. It is also organized into two sections with three parts,
where the both are organized the same way: the first section is rather about a personal life and the second about its political context.
These are the first articulation attempts: | speak with an accent and you don’t know where | come from. The editing summaries Mekas’
arrival in New York, his first experiments with camera, shows the young poet at the beginning of the 50°s, his existence of exulant
reminded by insight into the Lithuania immigrant community, remind of their tries to adapt to the new country and their tragicomic
struggle for help to freedom in their native country, which had been condemned by west and left for the Soviet control. The film ren-
ders brother Mekas fear and frustration in the early 50's, their decision to leave Brookline and move to Manhattan, reminds their first
contacts with New York art communities, beginning of their friendship with underground artists at which beginning was Mekas'desperate
struggle for rooting in the new continent, to find some points of supporting the quick sand like ground of exile. Fourteen years from
finishing the last shot used in the film, the new compact form of a film diary was created, where film as a medium connects individual
and social history, between a memory and history time. Meka’s film text (reminding the importance of the role of writing in his films)
tries to form both mainly around the ideal of truth and freedom. The whole his work is expression of devotion to the meaning of the
both words. Respect to a memory (not nostalgia) and constant loss orient the picture in his-spectator’s personal memory and Mekas
comes back to the both motives in his poetic and melancholic comments all the time. The gap between the moments of filmmaking
and their stacking years later adds (experience of shot)a hallmark of a safe point to every impression on the way to reach what could
be the real center of the whole Mekas” project, aiming to the solid unit of childhood in the lost mother-country. Mekas hadn’t made
any film till the year 1949 so logically the first part of his life has to be missing. It is something that cant be put alive with film but
what probably represents the ideal in Meka’s world. Only an ostensible paradox seems to be the fact that the New York underground
community with all its invasion and excess in the industrial heart of the world was filmed by a man, who has got the pastoral ideal
of harmonic life saved deep down inside. (He is connected with country life, land: the Eden was reached through the film in the fifth
part of the film). Mekas cant divide his identity from what he films and his identity is an identity of exulant. If Mekas lived through
the loss of his home the technique of filming reflexes that, him refusing to fossilize on any impression. Michal Bregnant reminds, that
we follow director’s experience, states, feelings and thoughts influenced by loss of the mother country and finding “esthetic mother
country“. So we are witnesses of creating ,an art-family“ which can’t substitute family blood ties, but can create the feeling of safety,
friendship, certainty and love. Let's go back to the method and try to summarize it: not to render just a surface but the meaning of the
surface in its secondary symbols, and editing cut the shine from the origin thing, from the man and his face. To keep their presence
but a different way. Just to leave shivering meaning. Mekas diary films overtake the structure similar to the beginning of the art of fim
— Lumiere again. The way of visual impressions is trashed and belongs to the past, whereas a sound track offers narrative continuity
belonging to the presence of perception. The wide use of classical music and folk songs gives the film large emotional index that is
missing (maybe just seemingly) at particular impressionism moments in a relative neutral flow of the story. Mekas finds his impressions
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Ztraceny Ztraceny Ztraceny

REZIE, KAMERA, ZVUK, VYBER HUDBY, STRIH: JONAS MEKAS.
USA 1975. 178 MIN.

1946-1963. Film Sesti dilt filmovych denikd. Snimek je rozdélen nejen do Sesti dil(l, ale také do tii ¢asti po dvou dilech, z nichz kazda je
stejné usporadand: prvni dil je vzdy spi§ o osobnim zivoté, druhy o jeho politickém kontextu. Jsou to prvni pokusy o artikulaci: ,,Mluvim
s pfizvukem a vy nevite, odkud pochazim.“ Sestiih shrnuje Mekaslv pfijezd do New Yorku, prvni pokusy s filmovou kamerou, zachycuje
Zivot mladého basnika na zaCatku padesatych let, jeho existenci exulanta, kterou pfipominaji vhledy do litevské imigrantské komunity
(vidime jejich pokusy pfizplsobit se nové zemi i jejich tragikomické snahy pomoci svobodé v jejich rodné vlasti, kterou Zapad odepsal
a prenechal ji sovétské moci). Snimek zachycuje frustrace a Uzkosti bratri Mekasovych v ranych padeséatych letech, jejich rozhodnuti
opustit Brooklyn a prestéhovat se na Manhattan, pfipomina prvni kontakty s newyorskymi umeéleckymi komunitami, zacatek pratelstvi
s undergroundovymi umélci, na jehoz za¢atku byla Mekasova zoufala snaha zapustit kofeny na novém kontinenté, najit opérné body na
pohyblivé pudé exilu. Po ¢trnacti letech od nato¢eni posledniho zabéru, pouzitého v tomto filmu, vznikl sevieny tvar dal$iho filmového
deniku, v némz médium filmu zprostrfedkovava spojeni mezi individudlni a spole¢enskou historii, mezi paméti a ¢asem déjin. Mekasuv
filmovy text (znovu pfipomedme roli pisma v jeho filmech) se snazi oboji formovat pfedevSim kolem ideal(i pravdy a svobody. Celé jeho
dilo je vyrazem oddanosti k vyznamu obou slov. Cténi paméti (nikoli nostalgie) a pocit neustdlé ztraty pak snimek orientuji v jeho-divakové
osobni paméti - k obéma motivim se Mekas ve svém poetickém a melancholickém komentéri také stdle vraci. Mezera mezi okamziky
nataceni a jejich skladani po letech dava kazdému dojmu (zazitku zabéru) punc zachytného bodu na cesté k dosazeni toho, co by mohlo
byt skuteénym centrem celého Mekasova projektu - a to je sméfovani k pevné jednoté détstvi ve ztracené vlasti. Mekas do roku 1949
nic nenatocil, prvni ¢ast jeho Zivota tedy musi logicky chybét, je to néco, co nelze ozivit flmem, ale co pravdépodobné v Mekasové
svété reprezentuje idedl. Jen zdanlivym paradoxem se jevi, Zze komunitu newyorského undergroundu (se vSemi jeho vyboji a excesy
v industridlnim srdci svéta) filmoval ¢lovék, ktery ma& hluboko v sobé uloZen pastordlni idedl harmonického zivota (v patém dile filmu je
pfimo ve styku s venkovskym Zivotem a pudou: rdje bylo znovu dosazeno prostrednictvim filmu). Mekas nemuze oddélit svoji totoznost
od toho, co nataci, a jeho identita je identitou exulanta. Jestlize Mekas intenzivné prozival ztratu domova, odpovida tomu i technika
filmovani, jeho odmitnuti ustrnout na jakémkoli dojmu. Michal Bregant pfipoming, Ze v tomto Mekasové snimku sledujeme rezZisérovy
zazitky, stavy, pocity, myslenky ovlivnéné ztratou vlasti a nalézanim ,estetické vlasti“. Jsme tak svédky utvareni ,umélecké rodiny“, jez
sice nemuze nahradit rodinna pokrevni pouta, ale mize vytvofit pocit bezpeci, pfatelstvi, jistoty, lasky. S pfipomenutim tohoto se znovu
vra me k metodé a zkusme ji preryvavé shrnout: Nezachycovat tedy jen povrch, ale vyznam povrchu v jeho sekundarnich znacich, pfi
stfihu pak jejich lesk odfiznout od plvodni véci, od ¢lovéka a jeho tvare. Zachovat jejich pfitomnost, ale jinak. Nechat jenom vyznam,
aby se chvél. Mekasovy denikové filmy pfijimaji strukturu podobnou pocatkim kinematografie — opét Lumiere. Cesta vizualnich dojmu je
rozbita a nalezi minulosti, zatimco zvukové stopa poskytuje narativni kontinuitu, ktera pfislusi pfitomnosti vnimani. Siroké pouziti klasické
hudby a lidovych pisni¢ek dava filmu rozsahly emocionalni rejstiik, ktery (mozna zdanlivé) chybi jednotlivym impresionistickym momentim
v relativné neutralnim toku déje. Mekas své dojmy znovu a znovu nachazi, pretrhava kontinuitu paméti, aby vydobyl jeji celost. Mekasuv
projekt je Casto interpretovan jako exemplarni pfiklad sekundarni revize — procesu, jehoz prostfednictvim se v psychoanalyze uéi pacient
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over and over. Cuts the continuity of the memory to dig out its unit. Mekas project is often interpreted as an example of secondary
revision — process, through which the patient learns to understand to his own dreams the way, that he interprets them and through
interpreting (through words of reality). He recovers and substitutes what he originally experienced in the real dream and allows to all
intensive experience to flow up to the surface. To talk to himself in presence of another person. There appear pages from written diary,
written in English already, in the film (the try to express himself another way). Mekas remarks: | made the pages while editing. When
| felt like there were some aspects missing in the pictures | went through sound records and written diaries. There | usually found
what was missing in the picture materials. And while Lost Lost Lost was getting its final look | was turning into the center of the film.
There is the immigration community, but through my eyes. Not subconsciously, but on purpose, formally. When | first started to film
the material | wasn’t its center. | was trying to make the film the way so the community was the center. | was thinking about myself
just as about the recording eye. However while editing, in 1975, | was in favor of autobiography. Written diaries allowed me to add
a personal dimension to a routine documentary report.
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rozumét svym snum tim, Ze je vypravi, a vypravénim (slovy skute¢nosti) vyjevuje a nahrazuje to, co plvodné zazival ve snu, a tak dovoli
vyplout v8em intenzivnim prozitkdim podvédomi. Tedy rozmlouvat sdm se sebou v pfitomnosti druhého ¢lovéka. Ve filmu se také objevuiji
stranky z jeho jiz anglicky psanych denikl (pokus jinak sdélit sdm sebe) a Mekas k tomu ve zminéném interview fika: ,Nafilmoval jsem
ty stranky béhem stfihani. KdyZ jsem citil, Ze urcité aspekty toho obdobi v obrazech schazeji, prochazel jsem zvukové pasky a psané
deniky. Obvykle tam bylo to, co chybélo v obrazovém materidlu. A jak Lost Lost Lost dostavalo svou kone¢nou podobu, stavalo se
autobiografickym: stal jsem se jeho stfedem. Je tam pfistéhovalecka komunita, ale je ukdazand myma ocima. Nikoliv podvédomé, ale
védome, formalné. Kdyz jsem ten material plvodné tocil, nebyl jsem jeho stfedem. Zkous$el jsem togit tak, aby stfedem byla ta komu-
nita. Uvazoval jsem o sobé pouze jako o zaznamenavajicim oku. Nicméné v dobé, kdy jsem to stfihal, v roce 1975, jsem byl zaujat
autobiografi¢nosti. Psané deniky mi dovolily dodat jinak rutinnimu, dokumentarnimu zdznamu osobni rozmér.“
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He Stands in aDesert Counting the Seconds of His Life

DIRECTOR, PHOTOGRAPHY, SOUND, MUSIC, EDITOR: JONAS MEKAS.
USA 1985. 143 MIN.

An original tension of the American vanguard resides particularly in a development of cinematography inner motives, films are being
made not for a mere film use as a representation of outside events but for individual formulations of inward vision diversity. And further
Mekas’ film is one of the brightest examples of such a tradition. Unity of this more than two-hour montage of Mekas’ daily recordings
of the years 1969-1984 is based not only on the fact how they are put together (as stated by the author in one of the explanatory
titles) but in their inherent formative coherences. According to Stanislav Ulver, the Mekas’ camera follows a latent logic (by pursuing
a specific aim) as well as random impulses, however, always in a way that (as en passant) it gives emotively a true picture of the
message insight. In its 124 sketches the Mekas’ chronicle of the 70s and first half of the 80s portraits people, with whom the author
fraternized at that time and whom he used to meet, howbeit shortly. Many of skimpy recordings show again the well-known personali-
ties, there is a number of celebrities such as Lennon, Yoko Ono, omnipresent Warhol as well as Jackie O. and other members of the
Kennedy clan, then people such as Peter Kubelka, Ken Jacobs, P. Adams Sitney, Richard Foreman representing a further development
of independent and experimental film, but also dozens of other people are passing through film frames who are possibly Mekas’ friends
but who are introducing, outside the general knowledge aura, aesthetics itself of human motion and landscape of human face into his
autobiographical film (though it is considered by the director as a film most strongly dealing with the material out of his personal life).
Even though the film is readable through human faces of an American independent but also pop culture, the film does not highlight
what is the so called significant outness material (e.g. we can see too little from the flat of Jackie O., its corner is only a light and
shadow). The fact how they are brought by Mekas in the film is more important for the movie than their existence itself. Mekas underlines
the existence of his characters especially with light surface areas, he sees them as a structure of moving shadows that are burned to
a viewer’s retina and are nonrecurrently rooted in his mind, he knows that every casual meeting may bring a change to him, the only
reflection of anybody else and his face is sufficient. Mekas works with a method, which compel a viewer to perceive every scene acti-
vely as a real adventure of perception. He must respond to scenes in front of him that comprise short sequences of shots being often
those on which the standard view puts the least stress. Scenes are recombined with other skimpy views, then the Meka’s flash edit and
frequent transformations of light tonality along with music and sounds form an unique symphonic and idiosyncratic vision. A sequence
of images is quite rapid, jerky, Mekas cuts the scene immediately when he starts feeling that it would likely develop on the sub-base
of traditional dramaturgy, instead, he offers rawness, harshness in a sense of non-processing and irregularity. The viewer’'s eye is torn
again and again by bluntness of pictures, oscillation of hand camera, Mekas thoroughly avoids everything bland and precisely exposed
to the light, every aspect that could represent anything not developing or moving. The director takes pleasure in unusual framing, his
composition arises out of unstable counter-motions of people, subjects and camera, he uses various technique defects without any
discomfitures and incorporates them with his poetic intuition in the film rhythm. His film lives from moments of surprise, every sharp
edit beats preceding impressions with a glimpse of sudden understanding. Passive perception of predetermined pictures, expectation of
dramaturgical conventions is immediately forgotten, after all the film means to see things otherwise, to be open and able to surprise
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Medituje na pousti nad okamziky svého minulého zivo-
ta

REZIE, KAMERA, ZVUK, VYBER HUDBY, STRIH: JONAS MEKAS.
USA 1985. 143 MIN.

Originalni napéti americké avantgardy spociva predevs$im v rozvijeni vnitfnich pohnutek kinematografie. Nataceji se filmy nikoli pro pouhé
uziti filmu jako predstavovani vnéjSich udalosti, ale pro individudlni formulace rozmanitosti niternych vizi. | Mekasuv dalSi snimek je jed-
nim z nejcistSich prikladt této tradice. Jednota této vice nez dvouhodinové montdze Mekasovych denikovych zaznamu z let 1969-1984
nespociva jen v tom, jak jsou za sebou slepeny (jak tvrdi autor v jednom z vysvétlujicich titulk(), ale v jejich inherentnich tvarovych
souvislostech. Podle Stanislava Ulvera se tu Mekasova kamera fidi latentni logikou (sledovanim urcitého cile) i nahodnymi impulsy, ale
vzdy tak, ze (jako by en passant) emotivné vystihuje podstatu sdéleni. Mekasova kronika sedmdesatych a prvni plle osmdesatych let
ve 124 ske€ich portrétuje lidi, se kterymi se autor v té dobé pratelil a s nimiz se by jen kratce setkaval. Mnohé z kratickych zazna-
mU opét zachycuje znamé osobnosti - je tu fada celebrit jako Lennon, Yoko Ono, vSudypfitomny Warhol i Jackie O. a dalsi ¢lenové
Kennedyho klanu, jsou tu lidé, ktefi predstavuji dalSi vyvoj nezavislého a experimentélniho filmu: Peter Kubelka, Ken Jacobs, P. Adams
Sitney, Richard Foreman. Ale okénky filmu prochazeji desitky dal$ich lidi, ktefi mozna jsou Mekasovymi prateli, ale ktefi mimo auru
obecné znamosti vnaseji do jeho autobiografického filmu (by ho rezisér ma za film, ktery se nejvice zabyva materidlem mimo jeho
osobni zZivot) samu estetiku lidského pohybu a krajiny lidské tvare. Ackoli muzeme film Cist skrze tvare lidi americké nezavislé, ale i pop
kultury, snimek nezdlrazouje to, co je tzv. vyznamnym materidlem vnéjku (na to napfiklad vidime pfili§ malo z bytu Jackie O., jeho
pfitomnost svych postav prfedevSim plochami svétla, vidi je jako strukturu pohyblivych stinG, které se vypaluji do divékovy sitnice a ne-
opakovatelné se zaryvaji do jeho védomi, vi, Ze kazdé nahodné setkani ho muze zménit, staci jediny odlesk kohokoli druhého a jeho
tvare. Mekas pracuje metodou, ktera nuti divaka vnimat kazdou scénu aktivné jako skute¢né dobrodruzstvi vnimani. Musi reagovat na
scény pred sebou, které jsou tvoreny kratkymi sledy zabérl, a to cCasto takovych, na které standardni pohled klade nejmensi duraz.
Scény jsou znovu kombinovany s jinymi kratickymi pohledy. Mekastv bleskovy stfih a ¢asté promény svételné tonality spolu s hudbou
a Sumy pak vytvareji unikatni symfonickou a idiosynkratickou vizi. Sled obrazu je velmi rychly, trhavy - Mekas okamzité prestfihne scénu,
kdyz zaéne citit, Ze by se mohla vyvijet na podlozi tradi¢ni dramaturgie. Misto toho nabizi syrovost, surovost ve smyslu neopracovani
a nepravidelnost. Oko divdka je opakované rozdirano strohosti obrazl, kyvanim ru¢ni kamery - Mekas se dusledné vyhyba véemu uhla-
zenému a precizné nasvicenému, vSemu, co by mohlo reprezentovat to, co se nevyviji, co neni v pohybu. RezZisér si libuje v neobvyklém
rdmovani, jeho kompozice vychazi z nestabilnich protipohybu lidi, pfedmétd a kamery, bez rozpakl vyuziva rdzné poruchy techniky
a s poetickou intuici je zapracovava do rytmu filmu. Jeho film Zije chvilemi prekvapeni, kazdy z prudkych stfih( odpaluje se zableskem
nahlého pochopeni dojmy, které mu predchazely. Pasivni vnimani preduréenych obrazl, o¢ekavani dramaturgickych konvenci je okamzité
zapomenuto - film prece znamena vidét jinak, byt otevfeny a byt schopen znovu a znovu prekvapovat sam sebe. Mekasova snaha
vyhybat se modim konvenéniho kina je zfejma uz z obecné struktury jeho filmu. RGzni lidé, rGznd mista v Americe a Evropé (relativné
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yourself again and again. The Mekas’ effort to avoid conventional cinema modes is already apparent from a general structure of his film.
Divers people, various places in America and Europe (a relatively long scene from the French Provence) and different moments in time
periods, far years from each other, are suddenly edited without obvious and foreseeable scheme. A paradox effect of his technique of
seeing other people is an autobiographical originality — the author shoots his friends, pretends that he offers objective information about
them, a title gives place and time but these are seconds of the film-maker’s life — floating existence of his personal memory. It is to
be noted that music - atmosphere, rhythm and words of which appears to be appropriate for the scenes shown, is often added by
chance. This could also seem rough and amateurish but we are pointing out that sound along with titles plays an important function,
moving the scene away from its own present time, it does not enable a visual scene to be perceived at the time of shooting and thus
it situate it in the film-maker’s-our memories. In all film layers there is Mekas’ basic inward motion towards purely personal perception
away from objectifying recording. His ecstatic film offers unity that can be remade only in an isolated fight within the artist-viewer’s sole.
We are acquainted only a little with stories of those we can see but also with the sense of what we perceive as a whole, more likely
we find ourselves in a slight motion of hands, in a short turn of our head, in a glimpse of light and flow of shadows. The film begins
with the title “He stands in a desert... “ and ends with the title “He stood in the desert...“. This is an effect of double past time un-
derstandable only in the end of the film. How the director, recalling himself, recalls the past. And he is not recalling for nostalgia but
for moments of intense ecstasy. He offers intense fragments, alternatives of our stay in the world so as to open a way to processes
of imaginative perception in our memory, in our mind, in our heart, in a desert within all of us.
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dlouh& scéna z francouzské Provence) a rlizné momenty v Case, jez od sebe byly roky vzdaleny, jsou nahle prestfihany bez zfejmého
a predvidatelného schématu. Paradoxnim efektem jeho techniky vidéni druhych je origindlni autobiograficnost — autor nataci své pratele,
predstira, Ze o nich nabizi objektivni informaci, titulek uda misto a €as, ale jsou to sekundy filmafova zivota, plovouci existence jeho
osobni paméti. K tomu je nutné dodat, Ze hudba, jejiz nalada, rytmus a slova se zdaji byt vhodné k vidénym scénam, je Casto pfidana
ndhodou. | to by se mohlo jevit jako hrubé a amatérské, ale zduraznéme, ze zvuk ma stejné jako titulky dulezitou funkci - vzdaluje
scénu z jeji vlastni pfitomnosti, neumozouje, aby vizualni scéna byla vnimana v ase nataceni, a tak ji umis uje do filmafovy-nasi pa-
méti. Ve v8ech vrstvach filmu je &itelny Mekastv zéakladni pohyb dovniti smérem k cisté osobnimu vnimani, pry¢ od objektivizujiciho
zdznamu. Jeho extaticky film nabizi jednotu, kterd mulze byt znovustvorena jediné v osamélém boji v dusi umélce-divaka. Jen malo se
dozvidame o pfibézich téch, které vidime, ale i o smyslu toho, co registrujeme jako celek. Spi§ jen nachazime sami sebe v nepatrném
pohybu ruky, v kratkém otoceni hlavy, v zablesku svétla a toku stinl. Film zacina titulkem He stands in a desert... a kon¢i titulkkem He
stood in the desert... Je to efekt dvojiho minulého ¢asu, kterému Ize rozumét az na konci filmu. Rezisér vzpominajici na sebe samého,
jak vzpomina na minulost. A nevzpomina pro nostalgii, ale pro okamziky intenzivni extaze. Nabizi intenzivni fragmenty, variace naseho
pobytu na svété, aby oteviel cestu proceslim imaginativniho vidéni v nasi paméti, v nasi mysli, v srdci, v pousti kazdého z nas.
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JAN NEMEC

Diamonds of the Night / Extremely realistic situation: two prisoners ran away from the train transporting them in to a concentration
camp. Their run through the forest is interrupted with short scenes cut out of their memories and anticipations of what future may bring,
the possible situations as they rapidly emerge out of the human mind fighting at the verge of total exhaustion and the self-preserving
alertness. The spectator is absorbed by the feverish vigilance of the film’s heroes for more than an hour without a single unnecessary
or wasted scene. Némec’s functional, compact and at the same time very poetic montage composition is unique in the history of the
Czech cinematography. / Fakers / At the close of their days two old pensioners recall their past. The old age in its rotten naturalistic
substance is shown in Némec’s contribution to a short-story film “Little Pearls at the Bottom” based on the works of Bohumil Hrabal. /
More than a year before the “Fiesta” the director gave his permission to publish an extract from the script for Kafka’s “Metamorphosis”
which he wrote together with Jifi Némec. The film couldn’t be realized as well as another Némec’s project, Dostoyevsky’s “Wet Snow”
from the novella “Notes from Underground”. / About Party and Guests / Few moments are enough to make the air above the clearing
thick with terror: what looked as a bad joke at first distinctly becomes a tool of terror, the more absurd it gets the more the victims
suffer. One after another they try to protest, but no-one is capable of real revolt — on the contrary, apart from one person, everybody
finds reasons why they should accept this humiliation. / The banquet is held in the nature, the sovereign is present in a white smoking.
Even those who were so insulted by the behavior of his suite now forget their humiliation and fear, and in the same way they protested
before now unite in flattering the ruler. / Love’s Martyrs / White veiled with her head buried in a fin de siecle picture hat, Nastja
comes in an open carriage with a handsome officer at her side. One can only experience what he is allowed to by the circumstances,
but one often does not submit to such taming, and what he cannot live in the real life, lives in the dreams. / Somewhere at the bottom
of Némec’s perception of the world lurks a sense of human helplessness seeping even into the lyrical scenes. As soon as he begins
to unfold the stories of his martyrs of love, a farce jumps out of his hat. / Némec is an evident anti-epic in all of his angular works.
He needs only few scenes for what he wants to communicate. They are mostly static and more incidental than elaborate. All his films
rotate around the suppressed, weak, humiliated and self-humiliating humanity. Disillusion, bitterness, rage? No, it’s just a pessimistic
intellect. This kind of pessimism is systematic, it generalizes experience, agony and anxieties of human inner self, searches objective
cases for them in suppressive and alienating factors of the today’s world. / In the Heat of Royal Love / And then came again the
24-hour sequence of those endurable dreams — up to the roar of the hurricane at last which took me into a kilometer long palace.
Now it’s thrown me into a window next to the one | was thrown in the day before yesterday, - it went similarly as before, through
the rows of rooms up and along the ceiling, etc., until | have screamed out the 800 numbers again. And that’s how it goes up to this
day, different torture in each chamber, but | don’t go dull, on the contrary, | am stronger and stronger. Amusing, Duke, isn’t it?, she
gave a laugh — but then shook terribly. / Code Name: Ruby / Mystifying alchemistic parable is a provocative gesture in line with the
director’s conception of private films-poems. All actions in the picture are based on the basic esoteric truths: the round-shaped tale
united in its microcosm and macrocosm tells a story of a fragile love of the central couple comparing it with the culmination of the
ages long trying of alchemists to fulfill the Plan — to create the Philosophers’ Stone, and the equally long battle of the world’s powers
to attain the secret alchemistic texts. Magical Prague hosts the last act of this ancient battle. /
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JAN NEMEC

Démanty noci / Krajné konkrétni, realisticka situace: dva vézni uprchli z vlaku, ktery je vezl do koncentraéniho tabora. Do jejich béhu
lesem se jim promitaji kratké vyseky ze vzpominek i anticipace mozné budoucnosti v nejriznéjSich obménach, tak jak je prekotné
produkuje mozek Elovéka na pomezi sebezachovné ostrazitosti a totalniho vyCerpani. Do této horecnaté bdélosti svych hrdinG doka-
ze film divaka vtahnout po vice nez hodinu bez jediného nadbyte¢ného nebo neopodstatnéného obrazu. Némcova funkéni, seviena
a pfitom velmi poetickd montézni kompozice nema v déjinach ¢eského filmu obdoby. / Podvodnici / Dva zestéarli dichodci vzpominaji
v predsmrtném dialogu na svou minulost. Stafi v naturalisticky zchatralé télesnosti obnazuje Némcuv pfispévek do povidkového filmu
Perlicky na dné podle predloh Bohumila Hrabala. / Uz rok pred Slavnosti dal rezZisér souhlas k otisténi vydatku ze scénare Kafkovy
Promény, ktery napsal s Jifim Némcem. Film se nepodarilo realizovat. Stejny osud stihl i dals$i Némcuv projekt — Dostojevského Mokry
snih z novely Zapisky v podzemi. / O slavnosti a hostech / Nékolik okamzikd staci, aby vzduch nad mytinou hrozivé zhoustl: co zprvu
proti nému tak ¢i onak protestuji, avSak pouze protestuji, na skute¢ny odpor se nezmlze nikdo — naopak, s vyjimkou jediného, ktery
nesouhlasi, v8ichni postupné nachazeji divody, pro¢ je tfeba se s timto zachazenim smifit. / Hostina se kona ve volné pfirodé a vladar
ji predseda v bilém smokingu. | ti, kdo se jesté pred malou chvili citili tak uraZeni chovanim jeho pochopt, zapominaji nédhle na své
ponizeni i strach, a tak jako predtim protestovali, tei se neméné svorné predstihuji v pochlebovani. / Mucednici lasky / Pfiodéna bilym
zavojem, s hlavou ztracejici se pod Sirokanskym kloboukem z €asl fin de siecle, projizdi se Nasténka v otevfeném kocare po boku
gvarného carského oficira. Clovék prozivd pouze to, co mu okolnosti dovoli, dasto se véak s touto spoutanosti nesmifuje a co nemuze
prozit ve skute€nosti, proziva ve snech. / Kdesi u dna Némcova svétonazoru neustale ¢iha pocit lidské bezmoci a prosakuje skeptickou
prichuti i do jeho lyrismu. Sotva za¢ne kouzlit pribéhy svych mucednikl lasky, vysko¢i mu zpod klobouku — groteska. / Ve vSech svych
hranych dilech jevi se Némec jako vysloveny anti-epik. K tomu, co chce Fici, mu postaci nékolik malo situaci — vétSinou statickych
a spiSe nahozenych nez propracovanych. V8echny Némcovy filmy rotuji kolem utladované, slabé, pokorované i pokofujici se, zbabélé
humanity. Deziluze, horkost, hnév? Kdepak, jen pesimisticky intelekt. Tento pesimismus systematizuje a umélecky zevSeobecouje zkuSe-
nosti, tryzed a Uzkosti vlastniho nitra, pfi¢emz objektivni pficiny pro né hleda v Gtlakovych €i odcizujicich faktorech sou¢asného svéta. /
V zaru kralovské lasky / Pak néasledovalo zase, po 24 hodin, pasmo onéch snesitelnych sni — az kone¢né poznovu zadunél ten uragan
a odnesl mne do kilometrového palace. Tei mne vmetl do okna, sousediciho s tim, do néhoz jsem byla vrzena predevC€irem — a Slo to
stejné fadou pokoju vzhuru a podél stropu atd., aZ jsem si odefvala zase 800 ¢Cisel. A tak to jde dodnes, v kazdé komore jind muka
a stale hroznéjsi, a ja neotupuji, naopak — stdvam se stéle citlivéjsi. Zabavné, Ze ano, pane knize? - zasmala se, ale hned poté sebou
hrozné zalomcovala. / Jméno kédu: Rubin / Mystifikacni alchymistické podobenstvi je provokativnim gestem, jez je v souladu s reZisé-
rovou koncepci soukromych filmi—basni.Veskeré déni formainé slozitého snimku je koncipovano ve smyslu zékladnich esoterickych tezi:
vypravéni ma podobu kruhu a v kabalistické jednoté mikrokosmu a makrokosmu podava soukromy pfibéh kiehké lasky ustfedni dvojice
jako vyvrcholeni staletého usilovani alchymistl o naplnéni Planu, &ili o vytvoreni Kamene mudrcu, a stejné dlouhého boje svétskych
mocnosti o ziskani tajnych alchymistickych text(. V magické Praze se pak odehrava posledni déjstvi tohoto letitého boje. /
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FILMOGRAPHY: Sousto (Mouthful, 1960), Pamé naSeho dne (Memories of our days, 1963), Démanty noci (Night diamonds, 1964),
Podvodnici (Perlicky na dné/Pearls at the bottom, 1965), O slavnosti a hostech (Of fair and guests, 1966), Mucednici lasky (Love
martyrs, 1966), Moeder en zoon/Mutter und Sohn (1967), Cas slunce a rGzi (Time of the sun and roses, 1968), Nahrdelnik melancho-
lie (Melancholy necklace, 1968), Navrat (Return, 1968), Oratorium pro Prahu (Oratory for Prague, 1968), Strahovskd demonstrace (The
Strahov manifestation, 1968), Proudy lasku odnesou (Love taken by the current, 1969), Mezi 4. a 5. minutou (Between the 4™ and the
5th minute, 1972), The Czech Connection (1975), Metamorphosis (1975), The Royal Wedding (1976), True Stories: Peace in Our Time?
(1988), The Poet Remembers (1989), V zaru kralovské lasky (In the heat of the royal love, 1990), Stalo se na podzim (It happened in
the Autumn, 1993), GEN: Ester Krumbachové (Profile of Ester Krumbachova,1993), GEN: Arnost Lustig (Profile of Arnost Lustig, 1993),
Oko: Ameri¢ané v Praze (The Eye: Americans in Prague, 1993), Oko: Zprava o jednom procesu (The Eye: Report of one trial, 1993),
GEN: Jan Hammer (Profile of Jan Hammer, 1994), Jméno kédu Rubin (Code name Ruby, 1996), Genus: Marta Kubi$ova (Profile of Marta
Kubi$ova, 1996), Listopad (November, 2000), No¢ni hovory s matkou (Night talks with my mother, 2001), GEN - Jan Klusék (Profile of
Jan Klusak, 2002).
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FILMOGRAFIE: Sousto (1960), Pamé& naSeho dne (1963), Démanty noci (1964), Podvodnici (Perlicky na dné, 1965), O slavnosti a hos-
tech (1966), Mugednici lasky (1966), Moeder en zoon/Mutter und Sohn (1967), Cas slunce a rdzi (1968), Nahrdelnik melancholie (1968),
Navrat (1968), Oratorium pro Prahu (1968), Strahovska demonstrace (1968), Proudy lasku odnesou (1969), Mezi 4. a 5. minutou (1972),
The Czech Connection (1975), Metamorphosis (1975), The Royal Wedding (1976), True Stories: Peace in Our Time? (1988), The Poet
Remembers (1989), V Zaru kralovské lasky (1990), Stalo se na podzim (1993), GEN: Ester Krumbachova (1993), GEN: Arnost Lustig
(1993), Oko: Ameri¢ané v Praze (1993), Oko: Zprava o jednom procesu (1993), GEN: Jan Hammer (1994), Jméno kédu Rubin (1996),
Genus: Marta KubiSova (1996), FrantiSek Listopad (2000), No¢ni hovory s matkou (2001), GEN - Jan Klusak (2002).
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True Stories: Peace in Our Time?

DIRECTOR: JAN NEMEC, OTTO OLEJAR.
GREAT BRITAIN 1988.

Jan Némec has directed already several films for foreign television companies in the second half of 1960s, he for example filmed a portrait
of the singer Karel Gott under the name “l Will Say It by a Song” for Austrian television. In 1974 Némec received a two-year work permis-
sion to film in the Federal Republic of Germany. He stayed abroad and in 1977 he moved to the United States when he mostly pursued
teaching activity. Némec’s exile filmography is represented especially by filims realized for television. From these films, especially attractive
was the adaptation of the novel of Franz Kafka “Metamorphosis”, a fanciful story about successive transformation of Rehof Samsa in a large
insect, seen thanks to the use of subjective camera as from the position of the main hero. The director thus continued in the intentions of
his ideas about this adaptation as he was not able to realize in Czechoslovakia the already prepared screenplay due to unclear situation
with respect to the copyrights. An interesting episode is Jan Némec’s activity as a consultant in shooting of adaptation of the novel of
another Czech emigrant, Milan Kundera, “Unbearable Lightness of Being”. At the same time it is indicated that in the film there were also
his documentary shots from the events of August 1968 in Prague. An interesting view on their authenticity was brought by the memories
of the film’s cameraman Sven Nykvist. In his memories “Respect for Light” he writes: Laboratory editing, color reduction and similar mat-
ters have always fascinated me. A wonderful example of what effects can be reached can be seen in “Unbearable Lightness of Being”, in
a sequence of seemingly authentic documentary shots from Soviet invasion of Prague in 1968. We had some documents filmed during the
occupation but these were non-professional shots, mostly filmed on eight, granulated and scratched. We needed more of such material and
besides that we needed to make scenes with actors which could be used as cut-ins. The Czech director Jan Némec filmed other shots on
eight in Prague — we ourselves were not allowed to work there at that time — and we made details of actors with unclear background. The
final result was really very convincing. The sequence with Russian invasion lasts for six minutes. In the film it looks as a improvisation but
in reality it is one of the most planned parts of the entire film. Némec’s foreign works also include the experimental film “The Czech Con-
nection” and documentary snap realized for Swedish television about the wedding of the Swedish king called “Royal Wedding” and portrait
of Polish exilic poet and Nobel prize winner Czeslaw Milosz called “Poet Remembers” which was produced by an American television. In
1998 Némec prepared in cooperation with the documentarist Otto Olejar suggestive film with the music of Eric Clapton “True Stories: Peace
in Our Time?”, a documentary collage about political events of 1938 combined with current comments. The film focused on the personality
of the British Prime Minister Nevill Chamberlain and his negotiations with Adolf Hitler. It sums up the actions of British government, secret
meeting of its Prime Minister with Hitler at Bergof where the Flhrer required annexation of the Czech Sudetenland, Chamberlain did not
object, but he warned against practical difficulties. Nevertheless the following month revealed that the matters went suddenly smoothly to
preserve European peace. The governments of England and France demanded from the Czechoslovak government in form of an ultimatum
to cede the frontier to the German Reich. The Czechoslovak government refuses and declares mobilization. Chamberlain meets again with
Hitler, after the meeting and exchange of letters in Godeberg everything leads to a meeting of representatives of the four countries. On
September 29 Hitler, Mussolini, Chamberlain and Daladier sign agreement on cession of the frontier territory of the Czech Lands to Germany
in Munich, the Czechoslovak government accepts the Dictates of Munich. The film further pictures the sequence of events from the Munich
conference until occupation of Czechoslovakia by Nazi troops in March 1939. Archive shots are completed by current observations, one of
the interviewed is for example the director EImar Klos. The document of Mr. Olejar and Mr. Némec was broadcasted in the British television
on the occasion of the 50" anniversary of signing of the Munich agreement.
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Skutec¢né pribéhy: Mir v nasSi dobé?

REZIE: JAN NEMEC, OTTO OLEJAR.
VELKA BRITANIE 1988.

Jan Némec uz v druhé poloviné Sedesatych let reziroval nékolik filml pro zahrani¢ni televizni spole¢nosti, napfiklad pro rakouskou
televizi nato&il portrét zpévaka Karla Gotta pod nazvem Reknu to pisni. V roce 1974 ziskal Némec dvouleté pracovni povoleni pro
natadceni v NSR. V zahraniéi jiz zUstal a v roce 1977 se prestéhoval do USA, kde se vénoval prevazné pedagogické ¢innosti. Némcovu
exilovou filmografii predstavuji predev§im snimky realizované pro televizi. Z nich upoutala pozornost adaptace romanu Franze Kafky
Proména, fantaskni pfibéh o postupné proméné Rehote Samsy v obrovsky hmyz, nahlizeny diky déslednému vyuziti subjektivni kamery
jakoby z pozice hlavniho hrdiny. Rezisér tak pokracoval v intencich svych predstav o této adaptaci, jejiz uz pfipraveny scénaf nemohl
pro nejasnost autorskych prav v Ceskoslovensku realizovat. Zajimavou epizodou je plsobeni Jana Némce jako poradce pfi natadeni
adaptace romanu dalSiho Ceského exulanta Milana Kundery Nesnesitelnd lehkost byti. Zaroved se uvadi, ze se ve snimku objevily
i jeho dokumentarni zabéry ze srpnovych udalosti v Praze 1968. Zajimavy pohled na jejich autenticitu pfinesly vzpominky kameramana
filmu Svena Nykvista. Ve svych pamétech Ucta ke svétlu piSe: ,Laboratorni Upravy, redukce barev a podobné zéleZitosti mé vzdycky
fascinovaly. Krasny pfiklad toho, jakych Ize dosahnout efektd, je v Nesnesitelné lehkosti byti, v sekvenci zdanlivé autentickych dokumen-
tarnich zabér(i ze sovétské invaze do Prahy roku 1968. Méli jsme néjaké dokumenty natotené béhem okupace, byly v8ak amatérské,
vétSinou na osmicce, zrnité a poskrabané. Potfebovali jsme takovych materidll vic, a kromé toho jsme museli pofidit scény s herci,
které by se daly pouzit jako prosttihy. Cesky rezisér Jan Némec natodil v Praze na osmitku dal$i zab&ry — sami jsme tam v té¢ dobé
filmovat nesméli — a my jsme udélali detaily herct s nejasnym pozadim. Kone¢ny vysledek byl opravdu velmi presvédcivy. Sekvence
s ruskou invazi trva $est minut. Ve filmu pusobi improvizované, ale ve skute¢nosti je to jedna z nejpeclivéji planovanych ¢asti celého
dila.” Vedle experimentalniho filmu The Czech Connection pfipomedme z Némcovy zahraniéni tvorby dokumentarni snimek, realizovany
pro Svédskou televizi, o svatbé tamniho krale Kralovska svatba a portrét polského exulantského basnika a pozdéjsSiho nositele Nobelovy
ceny Czeslawa Milosze Basnik si pamatuje, ktery vznikl v produkci americké televize. Ve spolupraci s dokumentaristou Otto Olejarem
pfipravil Némec v roce 1988 sugestivni film s hudbou Erica Claptona Skute¢né pfibéhy: Mir v nasi dobé? Jde o dokumentarni kolaz
o politickych udélostech z roku 1938, kombinovanou se souc¢asnymi komentafi. Snimek se soustiedil na osobnost britského premiéra
Nevilla Chamberlaina a jeho jednani s Adolfem Hitlerem. Pfipomina postup britské vlady, tajné setkani jejiho predsedy s Hitlerem na
Bergofu, kde vudce zadal pfipojeni ¢eského pohranic¢i, Chamberlain nemél namitek, ovSem upozorooval na nutnost praktickych potizi.
Ale jak ukazal nasledujici mésic, pro zachovani evropského miru Sly véci nahle hladce. Viady Anglie a Francie vyzyvaji ultimativné Ces-
koslovenskou vladu, aby pohrani¢i postoupila fi$i. Ta odmita a vyhlaSuje mobilizaci. Chamberlain se znovu schazi s Hitlerem, po setkani
a vyméné dopist v Godebergu vSe sméfuje ke schlzce zastupcl &Etyf zemi. 29. zafi podepisuiji Hitler, Mussolini, Chamberlain a Daladier
v Mnichové dohodu o odstoupeni pohrani¢nich Uzemi &eskych zemi Némecku. Ceskoslovenska vlada mnichovsky diktat prijima. Snimek
dale ligi sled udalosti od mnichovské konference aZz po okupaci Ceskoslovenska nacistickymi vojsky v bfeznu 1939. Archivni zabéry
doplouji aktudlni postfehy — jednim z dotazovanych je napfiklad rezisér Elmar Klos. Olejarav a Némcuv dokument byl vysilan v britské
televizi k padesatému vyro€i podepsani Mnichovské dohody.
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Gen - Ester Krumbachova

DIRECTOR: JAN NEMEC.
PHOTOGRAPHY: KAREL SLACH. EDITOR: JAN MATTLACH. CZECH REPUBLIC 1993. 15 MIN.

Contributions of Jan Némec to the fragmented television series GEN are mainly shot as personal encounters, perhaps too un-flat for
television standards, sensitive, intimate, with too big an involvement of the creator’s heart. For Némec, film is the medium of the closest
touch - a kind of visual installation of the meaning of words; the director binds picture with text inseparably, he takes words for granted
like confession, while using the picture as a polemic with the words. In his document, words are never linked to lips that pronounce
them. Némec then uses the constant tension to capture both the subject as well as the spectator, and makes a deep impression with
his private story. The portrait of his former wife, screenwriter, designer, writer and director Ester Krumbachova (1923-1996) is no different.
Visual expression of the key movies of the 60’s, the more experimental part of the Czech New Wave, is closely connected with this
woman and her artistic direction toward bold stylization and formal consistence. Mainly the films of Némec and Véra Chytilova have
shown the touch of her poetic abstraction and lyric symbolism. In her stylized and subjective portrait, which is linked to her unfading
personal and artistic presence, utterances become confessions — it is interesting to live as longs as the experience of life, too long
for boredom and too short for excitement, becomes art. Words explode in an apartment full of toys and flowers, the clock steals the
meaning of time, a drawing becomes a statement, and fingerprints of a stranger can be a double face, and words can draw, words,
which the typewriter shoots directly into the smoke of a café, and which then fall down like leaves on water in the fall when Ester
travels on a steamboat down the Vltava river, passing by the riverbank and singing, the love goes with me like a shadow and | do not
know what to do with it, oh, that love, it burns like a knife, the life has to be like a chanson, body on body, heart on heart, cynically,
softly, not asking anything and giving oneself up to it, running after it like after a big sweet trap, speaking, smoking, burning down to
ashes and forever losing the other side, because the Lethe river is good even for non-swimmers.
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Gen - Ester Krumbachova

REZIE: JAN NEMEC.
KAMERA: KAREL SLACH. STRIH: JAN MATTLACH. CR 1993. 15 MIN.

Prispévky Jana Némce pro roztfistény televizni cyklus Gen maji predevsim vyraz osobniho setkani, pro standardy obrazovky jsou v$ak
az prili§ ne-ploché, citlivé, intimni, az pfili§ v nich hraje se svym srdcem. Médiem nejtésnéejSiho doteku je mu film - jakasi vizualni
instalace vyznamu slova: rezisér nerozpojné spojuje text s obrazem, véfi slovu jako zpovédi a zaroved s nim obrazem polemizuje, tak
jako slova v dokumentu nejsou nikdy spojena s Usty, ktera by je pravé méla fikat. Neustalého napéti umi pak vyuzit k tomu, aby si
dokonale podmanil téma i divaka, oboji hlubinné poznamenavaje svym soukromym pfibéhem. Nejinak portrétuje svoji nékdejsi manzelku,
scendristku, vytvarnici, spisovatelku a rezisérku Ester Krumbachovou (1923-1996). Vizudlni vyraz klicovych filmu Sedesatych let, cela
experimentalnéjsi poloha &eské nové viny, je Uzce spjat s touto osudovou Zenou a jejim umeéleckym smeéfovanim k odvazné stylizaci
a formalni dislednosti. PfedevSim ve filmech Jana Némce a Veéry Chytilové se projevil jeji rukopis poetické abstrakce a lyrického sym-
bolismu. | na toto, na jeji neustalou osobni a umeéleckou pfitomnost navazuje jeji stylizovany, subjektivni, vytvarné pojaty portrét, v némz
vypoveéi splyva se zpoveédi - zajimavé je zZit do té miry, do jaké se mulze Zivotni zkuSenost, pfili§ dlouhda pro nudu a pfili§ kratka pro
vzru$eni, stat uménim. Slova praskaji v byté plném hradek a kvétin, hodiny kradou smysl ¢asu, kresba muze byt promluvou a otisky
cizich prstd mohou byt tvoji tvafi a slova zase mohou kreslit, slova, kterd klavesy psaciho stroje vystreluji pfimo do koufe kavarny,
kterd se jako listi snaseji na podzimni vodu, kdyZz Ester pluje parnikem po Vitavé, miji ndbfezi a zpiva, ta laska jde se mnou jak stin,
ja nevim tei co s ni, ach, ta laska, ta pali jak ndz, zivot pfeci musi byt Sanson, télo na télo a srdce na srdce, cynicky, citlivé, na nic
se neptat a oddat se tomu, utikat za tim jako za velikou vodavou pasti, mluvit, koufit, shofet na popel a navzdy se ztratit druhému
bfehu, nebo feka Léthé je vhodna i pro neplavce.
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Gen - Arnost Lustig

DIRECTOR: JAN NEMEC.
EDITOR: JAN MATTLACH. PHOTOGRAPHY: KRISTIAN HYNEK. CZECH REPUBLIC 1993. 15 MIN.

The readable works of Amost Lustig (1926) develop the tradition of Prague Jewish literature and are valued worldwide as one of the most
powerful images of holocaust. His work once brought quite a radical change to the post-war literature; the resurgence lay in the fact that
Lustig, in his nonrealistic novels, changed the angle of perspective — depicting life in the ghetto not like a moment in history that had mea-
ning for the winner, but showing it from below, subduing the drastic elements, narrating stories from a station on the way to death as one
of the possible everyday affairs. At the same time, the writer, drawing upon his own insistent experiences, builds his ethos — concentrating
time, the idea and subject matter, things, gestures and action to show the morality — not as a set of a priori acquired rules or self-evident
truths, but as an act of free choice. ,Lustig is not a moralist, because he does not build up any given morality. He is an ethicist, because he
studies the foundation of human ethos there, where it forms itself from nothing,” wrote Josef Vohryzek in a review of the collection of stories
»The Diamonds of Night,“ which were later used for screenplays of the first films of Jan Nemec — Sousto (A Bite, 1960) and Démanty noci
(Diamonds of Night, 1964). A compartment in a train heading to Terezin and the very heart of the ghetto are the locations of the unusual
trip, to which the director invited his life-long friend. The film is the sole reason why Lustig, after fifty years, returns to the places of his
life-long inspiration. Fields running by behind the train‘s windows, the movement that changes land into a blur, and geometry of the streets
in the fortress of Terezin all provide the setting for a confession, during which memories develop into reflections. It is all about literature and
women, about the life in ghetto, about the loss of virginity with a Jewish prostitute, about father and the text of holocaust. Lustig's work is
almost identical with the director's experience, so that is why the nature of Nemec‘s documentary is more traditional — with greater focus on
the body in front of the camera and on the places of Lustig‘s erstwhile life — with the winter sun shining on a platform. With their very hands,
the Jews had to build themselves a railway there - only to get to Osvetim. Trains continue to fascinate Lustig. They create the illusion that
one travels somewhere and that one can change something. Even though railway cars are a symbol of mechanical death, Lustig says they
did not frighten him — they still symbolized journey. Perhaps that is why he signs his name on a train‘s window at the end of the film.
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Gen - Arnost Lustig

REZIE: JAN NEMEC.
STRIH: JAN MATTLACH. KAMERA: KRISTIAN HYNEK. CR 1993. 15 MIN.

Ctivé literarni dilo Arnosta Lustiga (1926) rozviji tradici prazské Zidovské literatury a je i ve svété cenéno jako jeden z nejpUsobivéjsich
obraz holocaustu. Svého €asu znamenalo dosti radikalni proménu valecné literatury: obnova spocivala v tom, ze autor ve svych ne-
orealistickych prézach posunul uhel pohledu, Ze li€il Zivot v ghettu ne jako dgjinny okamzik s vyznamem pro vitéze, ale v podhledu,
s tlumenou drasti¢nosti, vypravél pfibéhy z prestupni stanice ke smrti jako o jedné z moznych kaZzdodennosti. Zaroved spisovatel na
podlozi vlastnich neodbytnych zazitkl opakované formuje sv(j étos — koncentruje Cas, ideu i namét, véci a gesta, zhu$ uje déni, aby
ukazoval moralku nikoli jako zalezitost apriornich, naucenych pravidel €i zjevené pravdy, ale jako svobodny akt volby. ,Lustig neni mo-
ralista, protoZe neupevouje jakoukoli danou moralku. Je etik, protoZze ohledava zaklad lidského étosu tam, kde se formuje z ni¢eho,”
napsal Josef Vohryzek v recenzi sbirky povidek Démanty noci, z niz pozdéji vzesly scénare k prvnim filmim Jana Némce Sousto (1960)
a Démanty noci (1964). Kupé ve vilaku do Terezina a srdce ghetta jsou misty nezvyklého vyletu, na ktery v jednom lednovém dni pozval
rezisér svého celozivotniho pfitele — jenom kvdli filmu se Lustig po padesati letech vraci na misto celozivotni inspirace. Pole mizejici
za okny vlaku, pohyb proméoujici krajinu ve Smouhu a geometrie ulic terezinské pevnosti davaji raz zpovédi, v niz vzpominky vyrls-
taji k uvaham. Je to o literatufe a Zenach, o prezivani v ghettu, o ztraté panictvi s zidovskou prostitutkou, o otci a textu holocaustu.
¢lov&ka pred kamerou, na mista jeho nékdej$iho pohybu — zimni slunce sviti na nastupisté: vlastnima rukama si tu Zidé museli postavit
zeleznici, aby po ni mohli odjet rovnou do Osvétimi. Vlaky Lustiga porad fascinuji, vytvareji iluzi, Ze jede$ odnékud nékam, ze muze$
néco zménit. Ale i kdyZ jsou mu vagény symbolem strojové smrti, fika, Ze vlaky na néj presto neplsobi strasné, jesté porad symbolizuji
cestu — snad proto se v zavéru podepisuje na okno vlaku, vlaku s oknem.
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Genus - Life of the Singer Marta KubiSova

DIRECTOR: JAN NEMEC.
PHOTOGRAPHY: KRISTIAN HYNEK. SOUND: BOHUMIR BOUCEK, PETR KABRHEL. EDITOR: SARKA NEMCOVA. CZECH REPUBLIC 1996. 15 MIN.

Portrait of Marta KubiSova, second wife of Jan Némec is developing at two levels. At the first level the singer fragmentally and inex-
plicitly reminds some moments of her life, she rather talks about her immediate feelings which occur to her during the interview in one
almost empty bar. At the second level the director works with archive materials and with differently modified shots which illustrate her
story. Even though the singer lives in the awareness of spectators by her story in history when she fall down from the sun of popula-
rity for her conviction to a normal profession to return to social life not again as a star after twenty years, but as a public patron of
deserted dogs. Némec’s short portrait thus rather avoids the peripethia of her life, he emphasizes more the matters on shivering edge,
small observations. The past is commemorated only by fragments of television shots and shots from awarding of Golden Bulbuls, the
normalization 1970s resonate in one or two sentences. Archive material also presents the scene in which KubiSova went to support
Alexander Dubcek a few days after the occupation. It is exactly the moment of edge, which functions both in the individual and in
a broader metaphoric sense. The singer wanted to hand over to Dubcek a locket, the scene was filmed by news cameras, but KubiSova
could not find it, it was not in the box, may be it dropped off in the car, in the continuously inserted memories she then recalls all the
feelings of shame and painfulness, awkwardness which she experienced at that time. The moment of history changed in an intensive
banality. No a portrait of large gestures, sentiment and return from oblivion in which her destiny could have changed, but more an irony
of history, grotesque moments which are a symbolic resonance of one life. For Némec KubiSova moreover also represents his life she
can be also a symbol of everything what a real life once meant for the director. Therefore his portrait is specially soft, life nostalgia in
gestures, in still-lives, in hidden places of human existence.
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Genus - Zivot zpévaéky Marty KubiSové

REZIE: JAN NEMEC.
KAMERA: KRISTIAN HYNEK. ZVUK: BOHUMIR BOUCEK, PETR KABRHEL. STRIH: SARKA NEMCOVA. CR 1996. 15 MIN.

Portrét Marty KubiSové, druhé manzelky reZiséra Jana Némce, se odviji ve dvou rovinach. V té prvni zpévacka zlomkovité a neurcité
pfipomina nékteré momenty svého Zzivota, sdéluje spiSe okamzité pocity, které ji napadaji pfi rozhovoru v jednom poloprazdném baru.
V dalsi roviné pak rezisér pracuje s archivnimi materidly a s rGzné upravovanymi zabéry, které naladové ilustruji jeji vypravéni. Ackoli
zpévacka zije v povédomi divaku se svym piibéhem v historii, kdy z vysluni popularity spadla pro svoje presvédcéeni k obycejnému
povolani, aby se po dvaceti letech vratila do spole¢enského Zivota uz ne jako hvézda, ale jako verejnd ochrankyné opusténych psu,
tak Némcuv kratky portrét se peripetiim jejiho zivota spiSe vyhyba - klade vice diraz na véci chvéjivého okraje, na drobné postrehy.
Minulost pfipominaji jen utrzky televiznich klipt a zabéry z predavani Zlatych slavikli, normaliza¢ni sedmdesata Iéta pak rezonuji v jedné
dvou vétach. Archivni materidl také pfiblizuje scénu, ve které $la KubiSova nékolik dni po okupaci podpofit Alexandra Dubceka. Je
to presné ten moment okraje, ktery funguje jak v individudlnim, tak v SirSim metaforickém smyslu. Zpévacka chtéla Dubcekovi predat
medailon, scénu natacely zpravodajské kamery, ale KubiSova ho nemohla najit - v krabi€ce nebyl, mozna vypadl v auté. V prabézné
prokladanych vzpominkach si pak zpévacka vybavuje vSechny pocity studu a trapnosti, rozpaky, které v té chvili prozivala. Historicka
chvile se proménila v intenzivni banalitu. Tedy nikoliv portrét velkych gest, sentimentu a navratu ze zapomnéni, ve ktery by se mohl jeji
osud promeénit, ale spiSe ironie dé&jin, groteskni okamziky, které jsou symbolickou ozvénou jednoho Zivota. Pro Némce navic KubiS