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PODEKOVANI

It all began with hiccups. An old man is sitting in front of his
house hiccupping. Each hiccup articulates the rhythm of this
wordless film, commanding us to look differently at the life
in a Hungarian village whose each ordinary day passes.in
front of the old man'’s eyes. Together with him;w€ are wit-
nessing the harvest culminating in the heat of summer, each
stir in this village represented by subtle details: the micro-
cosm of nature, hidden life of snakes and frogs, stems of grass
bent under the weight of ladybirds, the communality of bees.
In this way, the big life of people, peasant, and needlewo-
men from the local factory, is incessantly confronted with
the mysterious life surrounding them, vague, as we grew indifferent
to it. But it is not only the refraining hiccups of the old man
that dictate the tension in the film. Gradually, the useless members

© MFDF
ISBN

of the/community disappear: unemployed, unable to work
or.ill, always the men. Suddenly, it is no longer a lyrical film
about work in a village, or a documentary about nature; the
mysterious murders turn it into an experiment of types and
genres; suddenly, the films makes us think about the film
classification. Palfi’s picture uses means of the ancient docu-
mentaries: all images in the film could make an intense vi-
sual voyage around the today’s Hungarian village, it could
make a kaleidoscope of sweating workingwomen and pea-
sants operating agricultural machines, a spectacular impression



UvoD

It all began with hiccups. An old man is sitting in front of his
house hiccupping. Each hiccup articulates the rhythm of this
wordless film, commanding us to look differently at the life
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make a kaleidoscope of sweating workingwomen and pea-
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Bezucelna prochazka | Aimless Walk
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Silnice zpiva | The Highway sings
Pristav v srdci Evropy

Harbor in the Heart of Europe

Krize | Crisis

Reka Zivota a smrti

The River of Life and Death
Vzpominka na raj | Souvenir of Paradise
Chudi lidé | Poor People

Odpoledni osidla

Meshes of the Afternoon

Na zemi | At Land

Choreograficka studie pro kameru

A Study in Choreography for Camera
Arturo Toscanini

Toscanini:Hymn of the Nations
Knihovna kongresu

Library of Congress

Obrad v proméné casu

Ritual in Transfigured Time

Soukromy zivot kocky

The Private Life of a Cat
Manzelstvi dnes | Marriage Today
Zlobivy hoch | Angry Boy
Bezucelna prochazka -Alexander
Hammid

Aimless Walk -Alexander Hammid
V zrcadle Mayi Derenové

In the Mirror of Maya Deren
Rezie | Director:Martin Kudlacek

Pisen pro smiseny sbor

Song for Mixed Choir

Dva | Two

Peclivé rozbijeni | Careful Breaking
Rudy zlom | Red Shift
Indusium | /Indusium

Moderni doba | Modern Times
Dam bolesti | House of Pain
Hej,Madonno | Hey Madonna
Zdésena téla | Panic Bodies
Tom | Tom

Imitace zivota | Imitations of Life

Poruseny | Damaged

Se ztratami se pocita

Loss Is To Be Expected

Zvireci laska | Animal Love

Milovnik poprsi | The Bossom Friend
Modelky | Models

Psi dny | Dog days

Kriste,ty vi§ | Jesus,You Know

Muscle Beach | Muscle Beach
Divoké oko | Savage Eye
Rozhovory s veterany z My Lai
Interviews with My Lai Veterans
Kriminalnici | Criminals






JUKEBOX NOC S FAMU BURZA NAMETU

Oliver Morgenstern

Czech Woodstock

Michael Pilz

Gwenyambira Simon Mashoko
Peter Sillen

Benjamin Smoke oyl
Benjamin Smoke “‘Q’J“ _H
-
» :\\“‘}1
Ralf Marschalleck ‘\‘Lﬁl\sﬂ

lag Bari —Dechovka v ohni
lag Bari —Brass on Fire

NAMESTI | SQUARE CESKA TELEVIZE

Michael Moore R —
. . Jind¥ich Fairaizl
Bowling for Columbine , .

Inzerat | Advertisement

Starci | Old Men
Milan Tomsa

Godfrey Reggio

Naqoyqatsi

Michael Winterbottom
Spor |

Nonstop party

24 Hour Party People

Perrin, Cluzaud, Debats

Ptaci svét

Winged Migration

Ulrich Seidl

Psi dny | Dog Days







Martin Cihak

Lloyd Dunn

Tomas Hala

Pavel Klusak

Martin Marecek




Vazeni a mili pratelé,

vidét spoustu filmd béhem nékolika dni je tzasné.Nejenom
Karlovy Vary maji tu cest hostit filmové fanousky,ale také Jinlava
je jiz po sedmé mistem Festivalu autorského dokumentarni-
ho filmu,prestizniho a vyjimecného,jediného svého druhu ve
stfedni Evropé.

Nadsena spousta divakd a filmovych tvirct rozhodla,ze se
jednorazova spontanni akce, kterou usporadala pétice studentt
jihlavského gymnéazia v roce 1997,proménila v neopominu-
telnou filmovou udalost.Festival je charakterizovan nejen vybranym
programem,ale i mnozstvim zahrani¢nich hosta.

Jihlava neni dobé festivalu jen mistem projekci,je skutecnym
zivym stfedem zajimavych setkani a horkych diskusi predsa-
lich kin.Zaslechnete zasvécené a nékdy ostré debaty s rezi-
séry filmd po skonéeni promitani,rozmluvy v prostorach kin
i na ulicich.A samozrejmé nechybi ani odlehceni festivalové-
ho ruchu na koncertech a divadelnich predstavenich.Takovy
uz je n€kolik let obraz Mezinarodniho festivalu dokumentar-
nich filmd a Viysocina je na n€j pravem pysna. Preji Vam viem,aby
byl pro Vas festival neopakovatelnym zazitkem,ktery Vas bude
provazet dalsimi dny vaseho Zivota a kvili kterému se na Vysocinu
budete radi vracet.
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— TYPOLOGIE PRIRODOPISNEHO DOKUMENTU / FRAGMENTY: 1.1.4 JINA VARIANTA DELENi ROSTE Z POHLEDU URCUJiCIHO POPIS DOKU-

MENTU, JE—LI JiM KULTURA NEBO PRIRODA, POPRIPADE DO JAKE MIiRY PREDSTAVUJE TAKOVY DOKUMENT JEDNOTU, V NiZ KULTURA
NESTOJi PROTI PRIRODE 2.1.2 JAZYK DOKUMENTU NIKDY NEHOVORI JAZYKEM PRIRODY, VZDY |DE PROTI Ni A VYDAVA || NAPOSPAS
KLOUZAVYM OBRAZUM DOBOVE ESTETIKY, JAZYK POPISU PRIRODY JE TAK SPJAT S TiM CI ONiM SIRSIM RAMCEM DANE KULTURY 3.0.0.
V POKUSU POJMENOVAT PRIRODOPISNY DOKUMENT MUSIME ZNOVU ZREKONSTRUOVAT MODELY POZNANIi PRIRODY, KTERE MU PRED-
CHAZELY, ZEJMENA VALERY OBRAZU, ZAPIS PRIRODY V NICH, JAK STATICKYCH (KRESBA A FOTOGRAFIE), TAK V POHYBU (FILM) —



Ptaci svét, obloha bez lidi, jenom ptaci. Umélecky dokument je vysledkem
dlouholeté spoluprace reZisérl a biologt, kteri natocili ojedinély snimek,
nabizejici pohled do prostredi pta¢i komunity. Cilem nebyla, podobné jako
ve filmu Mikrokosmos, vyrobeném ve stejné produkéni firmé, obvykla di-
dakti¢nost prirodopisného dokumentu, ale vizuélné fascinujici vhled do
nadpozemského svéta ptakd, jejich letovych drah a vzajemné komunikace
za obzorem bézného lidského vnimani. Je tedy jakymsi vystupem do pro-
stfedi, kde panuji naprosto jind méritka nez v ndm znamém svété. Snimek,
zaramovany uvodni a zavérecnou scénou priletu a odletu hus do francouz-
ské venkovské krajiny, kde se s ptaky setkdva maly chlapec, zachycuje ptaci
migraci mezi letnimi a zimnimi stanovisti, béhem niz ptaci prekonavaji ti-
sicikilometrové vzdalenosti. Po vétSinu c¢asu sledovani filmu mame pocit,
ze se nachazime uprostied tazného hejna a jsme jeho nedilnou soucasti.
Filmového projektu se kromé tii rezisér Gcastnilo ¢étrnact kameramand,
sedm asistent( reZie, jedenact asistent’ kamery a vystridaly se stovky technickych
pracovnikid. Natacelo se tfi a pal roku ve étyriceti zemich svéta, prelety se
dilem uskutecnuji nad vice ¢i méné zndmymi prirodnimi a méstskymi pa-
matkami, doc¢kame se i praletu ¢asti Parize. B€hem nataceni bylo vynale-
zeno a patentovano pét novych pristroji sestrojenych pro monitorovani
zivota ptakd. Desitky ptacich druhd se postupné predstavuji v uzavienych
kapitolach popisujicich jejich drahy a zplisoby migrace. Vedle tradiénich
taznych ptakd, jakymi jsou husy, labuté nebo ¢api, byla pozornost vénova-
naiorlam, jerabum, pelikdntm, volavkam, ptactvu arktickych oblasti a dal$im
druhdm, véetné vrabce domaciho, svych par minut slavy na Sirokouhlém

platné zaziji i tucnaci. Vedle popisu druhu doprovazeji film titulky uvadeé-

jici udaje o poctu kilometrd, které je dany druh schopen v kuse ulétnout.

Ptaci svét

LE PEUPLE MIGRATEUER

REZIE: JACQUES CLUZAUD, MICHEL DEBATS
SCENAR: JACQUES PERRIN, STEPHANE DURAND
KAMERA: MICHEL BENJAMIN, SYLVIE CARCEDO-
DREUJOU, LAURENT CHARBONNIER, LUC DRION,
LAURENT FLEUTOT, PHILIPPE GARGUIL, DOMINIQUE
GENTIL, BERNARD LUTIC, THIERRY MACHADO,
STEPHANE MARTIN, FABRICE MOINDROT, ERNST
SASSE, MICHEL TERRASSE, THIERRY THOMAS
ZVUK: PHILIPPE BARBEAU

HUDBA: BRUNO COULAIS

STRIH: MARIE-JOSEPHE YOYOTTEOVA
FRANCIE 2002, 35MM, BAR, 92 MIN

e SPI International

Nad Ondfejovem 12 | 140 oo Prague 4
Czech Republic | tel/fax: +420261221366

e-mail: spi@spi-film.cz | www.spi-film.cz
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Winged Migration

LE PEUPLE MIGRATEUER

DIRECTOR: JACQUES CLUZAUD, MICHEL DEBATS
SCREENPLAY: JACQUES PERRIN, STEPHANE
DURAND

PHOTOGRAPHY: MICHEL BENJAMIN, SYLVIE CARCEDO-
DREUJOU, LAURENT CHARBONNIER, LUC DRION,
LAURENT FLEUTOT, PHILIPPE GARGUIL, DOMINIQUE
GENTIL, BERNARD LUTIC, THIERRY MACHADO,
STEPHANE MARTIN, FABRICE MOINDROT, ERNST
SASSE, MICHEL TERRASSE, THIERRY THOMAS
SOUND: PHILIPPE BARBEAU

MUSIC: BRUNO COULAIS

EDITOR: MARIE-JOSEPHE YOYOTTEOVA
FRANCE 2002, 35MM, COL, g2 MIN

° SPI International

Nad Ondfejovem 12 | 140 oo Prague 4
Czech Republic | tel/fax: +420261221366

e-mail: spi@spi-film.cz | www.spi-film.cz



— TYPOLOGY OF A NATURE DOCUMENTARY / FRAGMENTS: 1.1.4 ANOTHER POSSIBILITY FOR DIVISION IS BASED ON THE VIEW THAT DE-

TERMINES THE DOCUMENTARY’'S DESCRIPTION, INVOLVING CULTURE OR NATURE, OR TO WHAT EXTENT THAT DOCUMENTARY CONSTI-
TUTES A UNIT IN WHICH CULTURE DOES NOT FACE NATURE, 2.1.2 THE DOCUMENTARY’'S LANGUAGE NEVER TALKS IN THE LANGUAGE OF
THE NATURE, ALWAYS GOES AGAINST IT AND LEAVES IT ALONE FACE TO FACE THE SLIDING IMAGES OF PERIOD ESTHETICS; THE NATURE
DESCRIPTION LANGUAGE IS THEREFORE CLOSELY LINKED TO THE BROADER FRAMEWORK OF THE GIVEN CULTURE, 3.0.0 IN AN EFFORT TO
RENAME A NATURE DOCUMENTATION, WE HAVE TO RECONSTRUCT THE NATURE LEARNING MODELS THAT PRECEDED IT, ESPECIALLY THE

GRADING OF IMAGES, REPRESENTATION OF THE NATURE IN SUCH IMAGES - STATIC (PAINTINGS AND PHOTOGRAPHY) AS WELL AS MOVA-
BLE (FILM) —
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— ZKOUMANI ODLISNOSTI JAZYKA DRUHU VE TVARU, JEHOZ JEDNOTLIVE PRVKY LZE VNIMAT POUZE VZHLEDEM KE STRUKTURE FILMU

(ODSTINENIi RECI A DALE PRUSVITNA HRANICE ZANRU) - SKYTANi A ZVUKOMALEBNOST: ZACHYCENE ZACHVEVY JSOU TRANSPONOVANY
DO RYTMU, FIXOVANE SLUCHOVE SENZACE TVOR{ JEDEN Z PUVABU FILMU - FYZIOLOGIE VESNICE JAKO INTERIERU - (DOBRAT SE PRAVE
ZKUSENOSTI, TJ. NEGATIVNIHO OTISKU TE, KTERA SE USAZUJE V NORMOVANE, DENATUROVANE EXISTENCI CIVILIZOVANYCH MAS, WAL-

TER BENJAMIN) - ZESERELOST NEJOSTREJSIHO SLUNCE LETA, MIMOVOLNA PAMET SKRYTYCH OBRAZU, ZVUK, PRVEK PUVODNI SENZIBIL-
Ni HISTORIE - POZNAMKA: JE FILMOVA OBRAZNOST SYSTEMEM S OMEZENYM POCTEM ZAKLADNICH PRVKU? —



VSechno to zadalo skytavkou. Stary muz sedi pred svym venkovskym domem,
Skyta a kazdé skytnuti artikuluje rytmus tohoto filmu beze slov — je povelem
k jinému pohledu na Zivot madarské vesnice, jejiz kazdodennost ubiha star-
ci pred o¢ima. Spolu s nim pozorujeme vrcholici Zné v horkém leté, kazdé
hnuti vsi predstavuji jemné detaily. Jejich predobrazem je mikrokosmos pfi-
rody, skrytého Zivota hadl a Zab, stvolt ohnutych vahou berusek, pospoli-
tost vcel. Velky Zivot lidi, rolnikd i Si¢ek z mistni tovarnicky, je tak stale kon-
frontovan s tajemnym zivotem vSude kolem — nezretelnym, protoze jsme se
jej odnaucili v§imat. Ale nejenom refrén Skytajiciho starce urcuje napéti fil-
mu. Postupné totiz zacinaji mizet nepotrebni ¢lenové mistni komunity: ne-
zaméstnani, neschopni prace nebo nemocni a vzdy jsou to muzi. Nahle to
neni jen lyricky film o venkovskych pracich &i prirodopisny dokument, ale
zdhadné vrazdy jej koridorem burlesky privadéji k experimentu s druhy a zanry
(hraniéni film nas nahle nuti pfemyslet o klasifikaci film(). Palfiho snimek
vyuZziva prostredky, které kdysi vlastnil dokument — vSechny obrazy filmu by
mohly slozit intenzivni vizualni cestu po souc¢asné madarské vesnici, mohl to
byt kaleidoskop zpocenych délnic a rolnikl obsluhujicich zemédélské stro-
je, velkolepd imprese prace. Ale obcas prijede policejni auto a ndhle napéti
filmu roste z jinych nez dokumentaristickych o¢ekéavani. Divdme se na mo-
zaiku vesnického Zivota slozenou z dramatizovanych detaild a zaroven jsme
drZeni v Sachu modelem detektivky — jeji praci s tajemstvim. Nékde mezi
Bressonem, Gilliamem a Discovery Channel se odviji film o vesnickych vraz-
dach, ve kterém vic nez vySetrovatelé musi patrat sam divak. A ptat se, co je
skute¢na smrt. (Film uzavira titulek, Ze zviratdm v tomto filmu nebylo ubli-
Zeno, ale my jsme prece vidéli zabijeni mravencu, krtka, ¢ervad, ryb a vcel.
Jen mrtvé muze ne, ti jen mizeli, ztraceli se, aniz by byli vidét.) RezZisér pojima
film jako konceptudlni zvukovou paletu, kde zvukova stopa spole¢né s teku-
tymi obrazy plnymi vizuélnich Zertd slouZi ke ¢tenf pribéhu skrytého za ti'as-
némi obycejného zivota vesnice, ve které kopuluji vepri a mizi muzi.

Skyt T

20:00
DKO
HUKKLE
REZIE: GYORGY PALFI
SCENAR: GYORGY PALFI, (ZSOFIA RUTTKAY)
KAMERA: GERGELY POHARNOK
ZVUK: TAMAS ZANYI
HUDBA: BALAZS BARNA, SAMU GRYLLUS
STRIH: GABOR MARINKAS
MADARSKO 2002, 35MM, BAR, 75 MIN
NS

e Cinemart, a.s.

Narodni 28 | Prague 1 | 110 oo | Czech Republic
tel: +420221105235 | fax: +420221105220

e-mail: info@cinemart.cz | www.cinemart.cz 25
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Hukkle

HUKKLE
DIRECTOR: GYORGY PALFI

SCREENPLAY: GYORGY PALFI, (ZSOFIA RUTTKAY)
PHOTOGRAPHY: GERGELY POHARNOK
SOUND: TAMAS ZANYI

MUSIC: BALAZS BARNA, SAMU GRYLLUS
EDITOR: GABOR MARINKAS

HUNGARY 2002, 35MM, COL, 75 MIN

° Cinemart, a.s.

Narodni 28 | Prague 1 | 110 oo | Czech Republic
tel: +420221105235 | fax: +420221105220

e-mail: info@cinemart.cz | www.cinemart.cz

It all began with hiccups. An old man is sitting in front of his house hiccupping. Each
hiccup articulates the rhythm of this wordless film, commanding us to look differently
at the life in a Hungarian village whose each ordinary day passes in front of the old
man'’s eyes. Together with him, we are witnessing the harvest culminating in the heat
of summer, each stir in this village represented by subtle details: the microcosm of
nature, hidden life of snakes and frogs, stems of grass bent under the weight of lady-
birds, the communality of bees. In this way, the big life of people, peasant, and need-
lewomen from the local factory, is incessantly confronted with the mysterious life sur-
rounding them, vague, as we grew indifferent to it. But it is not only the refraining
hiccups of the old man that dictate the tension in the film. Gradually, the useless mem-
bers of the community disappear: unemployed, unable to work or ill, always the men.
Suddenly, it is no longer a lyrical film about work in a village, or a documentary about
nature; the mysterious murders turn it into an experiment of types and genres; sud-
denly, the films makes us think about the film classification. Palfi's picture uses means
of the ancient documentaries: all images in the film could make an intense visual voya-
ge around the today's Hungarian village, it could make a kaleidoscope of sweating
workingwomen and peasants operating agricultural machines, a spectacular impres-
sion of labour. But from time to time a police car arrives and the tension in the film
arises from different expectations than those of a documentary. We are looking at a
mosaic of a village life made of dramatised details while being held at bay by a detecti-
ve story model, by the mysterious in it. Somewhere in between Bresson , Gilliam and
Discovery Channel , a film about village murders unwinds, with the audience being
forced to investigate even more than the investigators themselves, and to ask what the
real death is about: the film concludes with a title that no animals have been hurt in it,
but - we saw ants, moles, worms, fish and bees getting killed, the only thing we did not
see were the dead men, they disappeared, vanished without being seen. The film was
made as a conceptual sound palette, the soundtrack together with liquid images full of
visual jokes serve as the clues to understanding the story hidden behind the fringe of
the ordinary life in the village, a village where pigs copulate and men vanish.



— INVESTIGATING THE DIFFERENCES BETWEEN THE LANGUAGES OF DIFFERENT SPECIES IN A SHAPE INDIVIDUAL ELEMENTS OF WHICH

CAN ONLY BE PERCEIVED THROUGH THE STRUCTURE OF THE FILM (SHIELDED SPEECH AND THE TRANSPARENT LINE BETWEEN GENRES) -
HICCUPPING AND ONOMATOPOEIA: CAPTURED VIBRATIONS ARE TRANSFORMED INTO RHYTHMS, FIXED AUDIO SENSATIONS MAKE UP
ONE OF THE FILM'S CHARMS - THE VILLAGES SEEN AS AN INTERIOR - (TO COME TO THE TRUE EXPERIENCE, I.E. A NEGATIVE IMPRINT OF
THAT WHICH SETTLES IN A STANDARDISED, DENATURED EXISTENCE OF CIVILISED MASSES, WALTER BENJAMIN) - DUSKINESS OF THE
HIGHEST SUMMER SUN, UNCONSCIOUS MEMORY OF HIDDEN IMAGES, SOUND, AN ELEMENT OF ORIGINAL HISTORY - NOTE: IS THE IMA-
GE QUALITY OF THE FILM A SYSTEM MADE OF LIMITED ELEMENTS? —
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— SITUACE ZPOVEDI: TVAR ZENY NA POZADI BILE ZDI, PRO SLOVA POSTUPNE MIZ{ PRED OCIMA, SOUSTREDIME SE NA TO, CO SE RIKA,
TEDY | NEDULEZITOST OBRAZU JAKO PODLEHNUTI DEJINNE NUTNOSTI PSANEHO TEXTU—ZAKONA — MOHL BY BYT RAD A JEHO ZAKON
MALOVAN?, ROZUME| PIKTOGRAMY PREAMBULI, NIKOLI SLOVA, ALE OBRAZY, A JAK BY V KRESBE VYPADALO ZLO A DOBRO A PRAVIDLA

VZTAHU, KDYBYCHOM JE MELI ,VIDET”, MALOVANY JAZYK ZAKONA (A FILM: VYROVNAVANI MEZI ZIVOTEM A KODEXEM) — PRO ZADNY
RITUAL NEMA VYZNAM TVAR, JENOM ZASTUPNA TELA V BILE LAZNI — RITUAL A ZAKON: CLOVEK JAKO NEOSOBNI GRAMATICKA FIGURA
(ARTIKULOVAT TO, CO NENi RUZNE) — DVOJi POVAHA NAHOTY: DAVANA, NAPOSPAS — SEXUALITA A STRATEGIE MOCI (VLADNOUT ZNA-
MENA STRUKTUROVAT POLE MOZNEHO JEDNANI JINYCH, PUSOBIT NA MOZNOSTI JEDNANI JINYCH JEDINCU, MICHEL FOUCAULT) — TA

TROCHA PROSTORU MEZI ZENOU A ZDi, MEZI ZENAMI, VECMI A VODOU —



Film izraelské rezisérky se soustfeduje na stfet mezi Zenskou intimitou
a ortodoxnim radem Zidovského nébozenstvi, které vnima menstruujici vdanou
Zenu jako netistou. Zeny museji spat oddé&leny od svych muzt, odlougeny
se jich nesméji dotykat. Obdobi vydéleni zavrsuje olistna koupel v ritualni
lazni mikve. ReZisérka (sama Zijici podle prisnych pravidel) predstupuje
pred kameru pri absolvovani lazni, jako matka zasvécuje svoji dceru do
tkont a stavu tehory. Problematiku prisnych pravidel, vstupujicich do soukromd,
komentuji dal$i dvé Zeny. Obé pripominaji stale pritomné napéti na hrani-
ci mezi kulturni tradici a osobnim Zivotem v kédu prisného (patriarchalni-
ho nédbozenského) radu. Zpovédi protkavaji viacné lyrické obrazy, v zavéru
predevsim sugestivni ,vyprazdnéné” zabéry z lazné, kde na spravnost jeji-
ho provedeni dohlizi povérena ¢lenka nadbozenské obce. Jeji pritomnost,
kdy nahota nepatri koupajici se Zené, ale naopak dovoluje cizim nahlizet—
vemlouvat se do intimniho Zivota, komentuje Petr Safarik ve své reflexi
filmu jako archaicky projev ,biomoci”, jejimz jednim z cild je dakladna kontrola
jedincti. Zeny, otevifené hovotici o né¢em, o éem se verejné zapovida mlu-
vit, pak musime vnimat na pozadi soucasného Zivota v lzraeli — statu, je-
hoz zdkony davaji tak silnou pozici judaistickému fundamentalismu.

Cistota: Prolomit zikon
mléeni

TEHORA
REZIE: ANAT ZURIA

SCENAR: ANAT ZURIA

KAMERA: NURITH AVIV, NILI AZLAN, SHIRI BAR—-ON
ZVUK: RAMI YAZKEN

HUDBA: JONATHAN BAR GIORA

STRIH: ERA LAPID

IZRAEL 2002, BAR., BETACAM SP, 63 MIN
OCENENI: PRAHA, JEDEN SVET/ONE WORLD 2003,
CENA ZA NEJLEPSi REZII. JERUSALEM, IFF 2002,
CENA PRO NEJLEPSi DOKUMENTARNI FILM

e F-For-Film | 16 Rue de |I"Ancienne Forge 27120

Fontaine-sous-Jouy | France

tel: ++33232262539 | fax: ++33232368649

e-mail: seguy@f-for-film.com | www.f-for-film.com
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Purity: Breaking the Code
of Silence

TEHORA

DIRECTOR: ANAT ZURIA

SCREENPLAY: ANAT ZURIA

PHOTOGRAPHY: NURITH AVIV, NILI AZLAN, SHIRI
BAR-ON

SOUND: RAMI YAZKEN

MUSIC: JONATHAN BAR GIORA

EDITOR: ERA LAPID

ISRAEL 2002, BETACAM SP, COL, 63 MIN
AWARDS: ONE WORLD PRAGUE 2003, MAYOR
AWARD FOR BEST FILM — JERUSALEM
INTERNATIONAL FILM FESTIVAL, 2002

° F-For-Film | 16 Rue de |"Ancienne Forge
27120 Fontaine-sous-Jouy | France
tel: ++33232262539 | fax: ++33232368649

e-mail: seguy@f-for-film.com | www.f-for-film.com

The film of an Israeli director focuses on the conflict of female intimacy
and Orthodox Judaism which regards a menstruating married woman as
an impure being. Women have to sleep separated from their husbands
and are not allowed to touch them. The period of seclusion ends with mikvah,
a purifying ritual bath. The director (who herself abides by the strict rules
in her life) is shown in the film taking the bath and initiating her daughter
into the acts and state of tehora. Another two women comment on the
complicated rules that affect their private lives. Both remind us of the ever—
present tension on the border between cultural tradition and personal life
in the code of (a religious — “male”) order. Their confessions alternate
with slow lyrical images — towards the end mainly those of suggestive “emptied”
pictures of the bath with an authorized member of the religious commu-
nity overseeing it to make sure it is conducted properly. Her presence,
when nakedness does not belong to the bathing woman, but allows stran-
gers to look in/coax into the intimate life of others, is commented upon by
Petr Safaiik in his reflection on the film who calls it an archaic demonstra-
tion of “biological power” one goal of which is to achieve a complete con-
trol over individuals. Women, who talk openly about something that is not
permissible to discuss in public, have to be seen on the background of the
life in today's Israel, a country the laws of which allow the Jewish funda-
mentalism to hold such a firm position.



— THE SITUATION OF CONFESSION: A WOMAN'’S FACE SHOWN ON THE BACKGROUND OF A WHITE WALL, HER WORDS GRADUALLY VA-

NISH IN FRONT OF OUR EYES, WE FOCUS ON WHAT IS BEING SAID — AND FOCUSING ON THE UNIMPORTANCE OF IMAGE AS SURRENDER
TO THE HISTORIC NECESSITY OF WRITTEN TEXT/LAW — COULD AN ORDER AND ITS LAWS EVER BE PAINTED? IMAGINE THE PICTOGRAMS
OF PREAMBLES, NO WORDS, BUT IMAGES — AND WHAT WOULD GOOD AND EVIL AND THE RULES OF A RELATIONSHIP LOOK LIKE IF WE
SHOULD “SEE” THEM, THE PAINTED LANGUAGE OF THE LAW (AND THE FILM: A BALANCE BETWEEN LIFE AND CODEX) — THE FACE IS NOT
IMPORTANT FOR ANY RITUAL, ONLY BODIES IN A WHITE BATH — THE RITUAL AND THE LAW: MAN AS AN IMPERSONAL GRAMMATICAL
FIGURE (ARTICULATING THAT WHICH DOES NOT VARY) — TWO ASPECTS OF NAKEDNESS: THE ONE GIVEN AT THE MERCY — SEXUALITY
AND THE STRATEGY OF POWER (TO RULE MEANS TO STRUCTURE THE FIELDS OF POSSIBLE ACTIONS OF OTHERS, INFLUENCE THE POSSI-
BILITIES OF ACTIONS OF OTHERS, MICHEL FOUCAULT) — THAT LITTLE SPACE LEFT BETWEEN A WOMAN AND THE WALL, AMONG WOMEN,
THINGS AND WATER —
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— NEMOC (A POSTIZENi A DALSIi CHARITOU PRIJATELNA NARUSENIi) SLOUZi ODEDAVNA JAKO METAFORA,
KTERA MA DAT HLUBSI PLATNOST SDELENi, UMOCNIT VYZNAM (POZDRAVENI DOBRY DEN Z UST UMIRA]JI-
CiHO, CELA TA NAHLE UVEDOMELA KONECNOST...) — JE DULEZITE VYHNOUT SE TETO TRAPNOSTI, BYT
IMUNNI VOCI KYCI NEMOCI, VUCI UPRENYM OCiM SMRTI — FOTOGRAFIE: SEM TAM SE NEJAKY CLOVEK
VZDALI, FOTOGRAFIE DAVAJi FILMU FALESNA ZNAMENI —

° ZNAMKA A MAJAK — Rezie: Jannicke Systad Jacobsen, Norsko 2002, 10 min



Osobni snimek fotografa Fouada Elkouryho vychazi z jeho ¢ernobilych do-
kumentarnich fotografii prinasejicich svédectvi o jeho dvouletém pobytu
v Turecku. Videozadznam je spojenim slova a obrazu — umoznuje komentar
k jednotlivym fotografiim, dokumentuje rozhovor s prateli vedeny v nemocni¢nim
pokoji. Pritomnost fotografa stvrzuje cigaretovy kouf rozpoustéjici foto-
grafie ve skvrné vlastni paméti, jeho prsty, které se drzi jednotlivych snim-
kd. Kamera je dlsledné pouzivana ve stylu ego—dokumentu, zabéry vidi
jen to, co moje oci (tedy nikdy moje tvar, jen prsty u nohou). Vyvolana
slovy je cesta dovniti zemé mezi Evropou a Asii, fotografie vedou napfi¢
hrani¢ni zemi ndbozZenstvi a kultury. Jako by byla autorova zpovéd psana
na rubu fotografii, kdyby se mohly poslat jako pohlednice, byly by to vzka-
zy milované Zen€. Poznamky k fotografiim pro pripravovanou knihu Turec-
ko se ale v ¢ase parizského pobytu spojuji s premyslenim o nemoci, ktera
byla fotografovi diagnostikovana po navratu. Na cesté mezi ateliérem (vy-
volavani fotografii) a nemocnici (video, kamera drZzena u téla) se slova a obrazy
proménuji v sugestivni denik nemoci, dvojiho domova, navratu a smrti. —
Fouad Elkoury (*1952) se narodil v Pafizi libanonskym rodi¢dm. Od ukon-
Ceni studia architektury v Londyné se vénuje jenom fotografii. Zprvu byla
jejich dominantnim tématem dokumentace kazdodenniho Zivota v Libano-
nu. Na prvni stranky novin se dostaly, kdyZ fotografoval izraelsky Gtok na
Bejrat v roce 1982. Po zpravé z valkou zni¢eného Bejratu nasledovaly in-
tenzivni portréty mést: Marseille, Rim, Dzibuti, Kahira, Istanbul. Jeho al-
bum Beirut City Centre je povaZzovano za meznik ve vyvoji dokumentarni
fotografie. Nasledovaly série z letisté Roissy v zimé&, zprava o rozdéleném
kyperském mésté Nicosia, nékolik mésict zil a fotografoval okupovana pa-
lestinska Gzemi. V letech 1998 aZ 2000 pracoval v Turecku. Po navratu do-
konéil dlouhodoby projekt Rim, onemocnél rakovinou, natoéil jediny film.

Dopisy Francine

LETTRES A FRANCINE

REZIE: FOUAD ELKOURY

SCENAR: FOUAD ELKOURY

KAMERA: FOUAD ELKOURY

ZVUK: ERIC REY

HUDBA: ANOUAR BRAHEM, ELENI KARAINDROU,
STEPHAN MIRCUS

STRIH: TINA BAZ, EMMANUEL BARRAULT,
PASCAL CUISSOT

FRANCIE 2002, BETA SP, BAR, 43 MIN

e Et Alors Productions
45 rue de Domrémy | 75013 Paris | France

tel: 0153946494 | fax: 0153946495

e-mail: etalorsprod@etalors.com | www.etalors.com
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Letters to Francine

LETTRES A FRANCINE

DIRECTOR: FOUAD ELKOURY

SCREENPLAY: FOUAD ELKOURY
PHOTOGRAPHY: FOUAD ELKOURY

SOUND: ERIC REY

MUSIC: ANOUAR BRAHEM, ELENI KARAINDROU,
STEPHAN MIRCUS

EDITOR: TINA BAZ, EMMANUEL BARRAULT, PASCAL
CUISSOT

FRANCE 2002, BETA SP, COL, 43 MIN

° Et Alors Productions
45 rue de Domrémy | 75013 Paris | France

tel: 0153946494 | fax: 0153946495

e-mail: etalorsprod@etalors.com | www.etalors.com

A personal film of photographer Fouad Elkoury is based on his black and white
documentary photographs that tell the story of his two-year stay in Turkey. The
video footage is a fusion of words and images, it comments on individual pho-
tographs, it documents a conversation with friends in a hospital room; the pre-
sence of the photographer is indicated by cigarette smoke that dissolves the
pictures in a stain of memory, and by his fingers that hold on to the individual
photographs. The camera is used consistently in the style of an ego-documen-
tary, the camera sees only what my eyes can see: my face is never shown, only
my toes. The photographs lead across the borderland of religion and culture.
The author’s confession seems to be written on the other side of the photogra-
phs. If the pictures were sent as cards, they would be messages to a beloved
woman. However, at the time of his stay in Paris, the photographer’s notes on
pictures for an upcoming book titled Turkey mix with his thoughts about the
disease, which was diagnosed after his return. On his way between the studio
(developing the photographs) and the hospital (video, camera held close to the
body), words and images transform into a suggestive journal of the disease, two
homes, return and death. — Fouad Elkoury (*1952) was born in Paris to a Leba-
nese couple. Upon completion of his studies of architecture, he pursued photo-
graphy. Initially, his work was dominated by documenting of an ordinary life in
Lebanon. His pictures made it to the front pages when he photographed the
Israeli attack on Beirut in 1982. The report from a city destroyed by war was
followed by intensive portraits of Marseille, Rome, Djibouti, Cairo and Istanbul.
His album Beirut City Centre is considered a milestone in the development of
documentary photography. It was followed by a series of winter pictures from
the Roissy airport and by a report about the divided Cypriot town of Nicosia.
Elkoury spent several months taking pictures of the occupied Palestinian terri-
tories. From 1998 to 2000 he worked in Turkey. Upon return, he completed a long-
term project Rome, was diagnosed with cancer, and shot his only film.



— DISEASE (AND HANDICAP AND OTHER HARMS ACCEPTED BY CHARITY) HAS ALWAYS BEEN USED AS A METAPHOR, WHICH SHOULD

PROVIDE A STATEMENT WITH A GREATER DEPTH, AMPLIFY ITS MEANING (A GREETING FROM A DYING PERSON, ALL THIS SUDDENLY
REALIZED FINALITY..) — IT IS IMPORTANT TO AVOID THE EMBARRASSMENT, TO BE IMMUNE TO THE KITSCH OF DISEASE AND THE PIER-
CING EYES OF DEATH — PHOTOGRAPH: HERE AND THERE A MAN DISAPPEARS, PHOTOGRAPHS GIVE THE FILM FALSE SIGNALS —

° THE STAMP AND THE LIGHTHOUSE — Director: Jannicke Systad Jacobsen, Norway 2002, 10 min
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Brehm |

SEKUNDENFALLE | JOB - 3RD VERSION |
OSTAFRIKA | PARADE (ROM 1960) | BESEN (BERLIN
1968) | VERDREHTE AUGEN | PRIMA | ZENTRALE,
2. VERSION

REZIE: DIETMAR BREHM

RAKOUSKO — 1982, 16 MM, BAR, 39 MIN | 1993/94,
16MM, BAR, 7 MIN | 1993, 16MM, BAR, 6 MIN |
2001, 16MM, BAR, 8 MIN | 2001, 16 MM, BAR, 7 MIN
| 2002, 16MM, CB, 12 MIN | 2002, 16MM, CB, 5 MIN

| 2002, 16MM, CB, g MIN

° Sixpack Film

Neubaugasse 45/13 | P.O.Box 197 | A-1071 Wien Austria
tel: (+431)5260990-0 | fax: (+431)5260992

e-mail: office@sixpackfilm.com | www.sixpackfilm.com

Mysterium stinu undergroundového filmu, zrnitou psychedelii nejednoznacnych
(¢asto pornografickych) obrazti—tuneld nabizeji snimky Dietmara Brehma.
Natodil pres sto kratkych snimkd, o kterych tvrdi, Ze jsou jednim filmem.
Osmimilimetrovou kameru si koupil v roce 1974. Prvni film (Total) vznikl
diky ndhodné spusténé kamere, rezisér ji jest€ neumél ovladat. Neostry
obraz, ndhoda ¢i ateliér plny cizich filma jsou zdrojem tvorby, i diky nim
vznikly tak zasadni kompozice jako Perfekt—Trilogie nebo cyklus Cerna
zahrada (Schwarzer Garten). Zadny ze svych filmil nepovaZuje za uzavie-
ny, kazdy maze byt znovu rozpojen a rekonstruovan.

Vterinova past (Sekundenfalle). Film by se dal zjednodus$ené zGzit na te-
oretické téma vztahu vnitfniho a vnéjsiho. Stfih stfida zabéry okna ve sté-
né s televiznim obrazem jako oknem do imaginéarniho prostoru, povrch klze
se méniv ranu. Podle Petera Tscherkasského neslouzi obrazy filmu k tomu,
aby znazornily, zjednodusily prfipomenuté téma. Daleko dalezitéjsi je pod-
le néj to, jak Brehm ukazuje to, co ukazuje.

Job - 3rd Version. Za Jobem stoji hodné préce. V roce 1987 jsem superos-
mickou natocil osmnact minut a pribéh jsem pojmenoval Kopfstlick—2. V roce
1993 jsem zjistil, Ze je Kopfstiick mnohem lepsi, nez jsem si myslel, a dostal
jsem chut film znovu sestfihat. PFitom jsem si v§iml, Ze je v ném skryty
druhy pribéh, a tak jsem material rozsekal a film smichal v kruhové struk-
ture. Dietmar Brehm

Vychodni Afrika (Ostafrika). Uz nékolikrat jsem chtél udélat GplIné stupid-
ni film, protoze se jinak snazim délat filmy co nejlepsi. Vychodni Afrika
byla sama o sobé€ tak blbéa, Ze jsem se sdm sebe ptal, zda vibec maze byt
néco lepsiho a soucasné horsiho, nez je tahle pitomost. Dietmar Brehm



Piehlidka Rim 1960 (Parade Rom 1960). Do struktury této ¢ervené filtro-
vané studie jsem vetknul kratké zabéry podivné pézujicich Zen z jednoho
starého italského revualniho filmu z poc¢atku Sedesatych let. Prehlidku jsem
pak prerusoval ¢ernym filmem. Dietmar Brehm

Kosté Berlin 1968 (Besen Berlin 1968). Modfi filtrovana found—footage
studie ukazuje Zenu s kostétem, svléka si Saty, je naha. Sekvenci nahého
uklidu rozrusuji ¢asté zabéry na telefon.

Stoéené o&i (Verdrehte Augen). Film pohledu. Zenské oéi vyjadiuji zaro-
ven sexudlni pfevahu i podfizenost. Snimek je vypravnéjsi (vypravét vice)
nezZ jiné Brehmovy filmy, presto i zde jde v prvni fad€ o samotnou struktu-
ru. Velké zabéry siln€jsiho muze jsou rezisérovou pripominkou k pohlavni
politice kanonizované pornografickymi filmy, v nichZ Zena predstavuje dvé
formy touhy, poddavajici se a archetypalné mocnou.

Prima. Pribéh: Pariz, kvéten 1968. Jean—Paul byl pravé na cesté na stu-
dentskou demonstraci, kdyz potkal Brigitte, jejichz prsou se vzdy chtél dotykat.
Premluvi ji, aby s nim $la do jeho bytu. Piji ¢ervené vino a on ji do skleni¢ky
vhodi uspavaci KO—tabletu. Ale jak se zd4, Jean—Paul je i bez tablety vice
knock out nez Brigitte, kterou nakonec vystréi nahou z bytu.

Zentrale, 2. Version. Vychozim materidlem bylo porno o impotenci ze Sedesatych
let. Prekvapilo mé, jak bylo Spatné. Pouzil jsem tedy neostry objektiv, aby
z toho impotentniho filmu nebylo nic vidét. Dietmar Brehm
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Brehm |

SEKUNDENFALLE | JOB - 3RD VERSION |
OSTAFRIKA | PARADE (ROM 1960) | BESEN (BERLIN
1968) | VERDREHTE AUGEN | PRIMA | ZENTRALE,
2. VERSION

DIRECTOR: DIETMAR BREHM

AUSTRIA — 1982, 16MM, COL, 39 MIN | 1993/94,
16MM, COL, 7 MIN | 1993, 16MM, COL, 6 MIN |
2001, 16MM, COL, 8 MIN | 2001, 16 MM, COL, 7 MIN
| 2002, 16MM, BW, 12 MIN | 2002, 16 MM, BW, 5 MIN

| 2002, 16MM, BW, 9 MIN

° Sixpack Film

Neubaugasse 45/13 | P.O.Box 197 | A-1071 Wien Austria
tel: (+431)5260990-0 | fax: (+431)5260992

e-mail: office@sixpackfilm.com | www.sixpackfilm.com

The films of Dietmar Brehm offer the mystery of the underground film shadow,
a grainy psychedelic of images/tunnels, frequently pornographic ones. He
made more than 100 short films of which some people say they constitute
a single film. He purchased an 8mm camera in 1974, his first film (Total)
was shot thanks to an accidentally running camera - the director did not
yet know how to operate it. Out—of—focus camera, accidents or even a studio
full of someone else’s films were the sources of Brehm'’s work. They al-
lowed such important films to be produced as Perfekt—Trilogie or the series
Schwarzer Garden (Black Garden). Brehm does not consider any of his
films to be completed, any one of them can be disconnected and recon-
structed.

Sekundenfalle (A Second’s Trap). The film could be narrowed simply to
the theoretic issue of the relation between the inner and the outer. Images
of a window alternate with an image of a television as a window into an
imaginary space, the surface of skin turns into a wound. According to Peter
Tscherkassky, the images in the film are not meant to depict and simplify
a certain topic. What really matters is how Brehm shows what he shows.
Job - 3rd Version. There’'s a lot of work behind Job. In 1987, | used Super—
8 camera to shoot eighteen minutes of material and | titled the story Kopf-
stick—2. In 1993, | found out that Kopfstiick is a much better story than |
previously thought, and | felt like re—editing the film again. Doing that |
noticed that there's a second story hidden within the film, so | cut it into
pieces and put the film back together into a circular structure. Dietmar
Brehm

Ostafrika (East Africa). Several times | felt like doing a completely stupid
film, because all the time I've been trying to shoot films as good as | could.
East Africa was so stupid on its own that | kept asking myself whether there



could ever be something worse and at the same time better than this. Dietmar
Brehm

Parade Rom 1960 (Fashion Show Rome 1960). Into this red—filtered study
| inserted short shots from an old Italian film from the early 1960s of wo-
men striking weird poses. The show is interrupted by a black film. Dietmar
Brehm

Besen Berlin 1968 (Broom Berlin 1968). This blue—filtered found—footage
study shows a woman with a broom getting undressed, and eventually completely
naked. The sequence of nude cleaning is disrupted by frequent shots of a
telephone.

Verdrehte Augen (Lowered Eyes). A film of a look. Woman's eyes express
sexual superiority and subordination at the same time. The film is more
epic (narrates more) than other Brehm's films, but even in this one the
structure itself matters most. Wide shots of a stout man serve as the direc-
tor’'s reminder of sexual policies canonized by pornographic films in which
the woman represents two forms of desire - subordination and the arche-
typal power.

Prima. Story: Paris, May 1968. Jean—Paul was on his way to a student de-
monstration when he met Brigitte whose breasts he always wanted to touch.
He convinces her to come to his apartment. They drink red wine and he
slips a sleeping KO pill into her glass. But it seems that even without the
pill Jean—Paul is more knocked out than Brigitte whom he eventually pu-
shes out of his apartment naked.

Zentrale, 2. Version. The basic material was a 1960’s porn flick about impotence.
| was surprised how bad it was. So | used an out—of—focus lens to make
sure nothing could be seen from the porn. Dietmar Brehm
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— HRA URCUJE ULOHU VE HRE, DAVA SVOBODU ROLE, KTEROU ZNAZORNUJE SAMU SEBE A SMERUJE K UCELU, JiMZ SE STAVA PRIRODOU

- BEZDOMOVCI PREDVADE]i SEBE SAMA, UKAZUJi SE NEKOMU, VYZADU]Ji DIVAKY, ALE HROU SI ZAROVEN VYNUCU]Ji, ABY SE DIVACI
PODILELI NA JEJICH ZIVOTECH - KOCOVNA PREDSTAVEN{ BY DOSLA K PLNOSTI VYZNAMU TEPRVE TEHDY, KDYBY SE ROZPUSTILA HRANI-
CE MEZI HRAJiCiMI A DIVAKY, BEZDOMOVCI—HERCI O TO STOJi, ALE PROTOZE PREDVADENI NESLOUZI K PREDSTAVENI{, ALE K POUKAZANI
NA JEJICH OKRAJOVE SPOLECENSKE POSTAVENI, NEMUZE DOJIiT K OBRATU, KTERY BY BYL SOUZNENIM - JENZE CENNE JSOU UZ ROZPA-
KY, PRAVE TY POVZNASEJi OBE STRANY NAD STRNULOST SOCIALNICH ROLI, PROBOUZE]i POCHOPENI —



Divadelni soubor prazskych bezdomovci Jezek a ¢izek podnikl v Fijnu 2002
nékolikadenni divadelni turné po jihoceskych vesnicich postizenych povodnémi.
Akce nesla nazev: Lidé bez domova pro lidi bez domova. Bezdomovci se
rozhodli pro netradi¢ni podporu téch, kterym domovy vzala voda. Jejich
hlavnim zadmérem bylo pomoci divadelniho predstaveni (pasmo z textd D. I.
Charmse) a dalsich socialnich kontaktd predat svoji zZivotni zkusenost, priplout
s nadéji a pomoci odplavit i to, co voda odplavit nemize — tabu a pred-
sudky va¢i nim samotnym. Kli¢ovym motivem filmu je domov. Od bezdo-
moveckého vnimani domova jako mista, kde pravé jsem, pres urputné Ipé-
ni rady vesni¢and na konkrétnich domech az k nejistoté domova jako pobytu
na tomto svété, které v slabosti stari zazivaji obyvatelé domova diachodcu.
Mareckav film je jednoduchy a prosvétleny, zaroven je v ném cosi melan-
cholického. Davérnost dokumentu provokuje podstatné socialni otazky. Hra,
nasobend hostincem a divadlem, se promitad v jemné rezisérové ironii, kte-
ra se této hry ucastni a dava filmu trpkou prichut nad marnym lidskym
konanim. Anebo je to Uplné jinak a putovani kocovného divadla bezdo-
movct hrajicich bezdomovclm povodnovym ukazuji ¢lovéka—pfitele, byt
trochu bezmocného a bezradného. Marecek rozviji dokumentarni film tam,
kde jini autofi uz rezignovali. Je to v pravém smyslu socidlni angazovanost,
autorova vile splétat a rozplétat lidské osudy a svétské poradky. Prostor
jeho filmu je beze zbytku zabydlen, kazda sebemensi postava v ném je svét
sam pro sebe. Své hrdiny zachycuje reZisér v akci, v pohybu vnéjsim i vnitfnim.
Jeho smolari a ztroskotanci se dovedou uprostred cesty, zkousek a pred-
staveni vytrhnout k zastaveni a lyrickému zamysleni. — Turné zahrnulo tyto
lokace: Lnare, v zasazeném hostinci s jeSté mokrymi sténami, Tchorovice,
v kulturnim sale jedné z nejvice postizenych vsi, Blatnou, ve vodou posti-
zeném domové dichodcud, Metly a okoli Volyné, verejné pristupné zkous-
ky v otevifeném prostoru.

Domov muj...

DOMOV MUJ...

REZIE: MARTIN MARECEK

SCENAR: MARTIN MARECEK

KAMERA: VIT KLUSAK

ZVUK: MARTIN MARECEK

STRIH: PETR MRKOUS

CESKA REPUBLIKA 2003, BETA SP, BAR, 28 MIN

e Czech Television-Telexport
Kavéi hory | 140 70 Prague 4 | Czech Republic
tel: +420261137047 | fax: +420261211354

e-mail: telexport@czech-tv.cz
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Home Within...

DOMOV MUJ...

DIRECTOR: MARTIN MARECEK

SCREENPLAY: MARTIN MARECEK
PHOTOGRAPHY: VIT KLUSAK

SOUND: MARTIN MARECEK

EDITOR: PETR MRKOUS

CZECH REPUBLIC 2003, BETA SP, COL, 28 MIN

° Czech Television-Telexport
Kavéi hory | 140 70 Prague 4 | Czech Republic
tel: +420261137047 | fax: +420261211354

e-mail: telexport@czech-tv.cz

In 2002, the JeZek and cizek Theatre of homeless citizens of Prague toured the
flood—stricken region of South Bohemia. The tour was titled People without ho-
mes for people without homes. The homeless actors chose an nontraditional way
of showing support to those whose houses were destroyed by water. Their main
goal was to pass on their life experience through a theatre play (a variety of texts
by D. I. Charms), to bring hope and help wash away everything that water cannot
take away — taboos and prejudices against the homeless. The leitmotif of the film
is home. It varies from the homeless people’s idea of home as whatever place they
are at at the moment over scores of villagers who are fiercely attached to their
houses and eventually to the uncertainty of home as a place in this world, which
old people in the weakness of old age experience in senior homes. Mareéek’s film
is simple and light, but at the same time there is some kind of melancholy init. The
intimacy of the documentary instigates major social questions; the play, multi-
plied by a pub and theatre, takes place on the background of the director’s soft
irony which has a part in the play and gives the film a bitter flavor over the futility
of human existence. Or perhaps it is completely different and the tour of the homeless
travelling theatre that performs for those made homeless by the floods shows man
as a friend, even though he might seem a little helpless and puzzled. Marecek
creates a documentary film where others resigned. It is a social involvement in the
true sense of the word, the director’s will to combine and unravel destinies of men
and the order of things. The environment of his film is fully occupied, even the
smallest character in it has a world for himself. The director shows his heroes in
action, in motion both on the outside and inside. His losers and castaways are
capable of stopping halfway through a rehearsal, a performance or in the middle
of a road for to make a lyrical reflection. The theatre visited the following locati-
ons: Lnére, a flooded pub with damp walls, Tchorovice, a cultural center of one
of the most seriously affected villages, Blatna, a flooded senior home, Metly and
the surroundings of Volyné, with public rehearsal in an open space.



— THE PLAY DETERMINES A ROLE IN THE PLAY, IT GIVES THE FREEDOM OF A ROLE THAT DEPICTS ITSELF AND POINTS TOWARDS A PURPO-

SE, THUS BECOMING NATURE — THE HOMELESS REPRESENT THEMSELVES, THEY SHOW THEMSELVES, THEY DEMAND AUDIENCES, BUT AT
THE SAME TIME, THROUGH THE PLAY, THEY DEMAND THAT THE AUDIENCE TAKE PART IN THEIR LIVES — THE TRAVELLING PERFORMANCES
WOULD ACHIEVE THE FULLNESS OF MEANING ONLY IF THE BORDER BETWEEN THE ACTOR AND AUDIENCE DISAPPEARED; THE HOMELESS
ACTORS WANT THAT, BUT SINCE THE SHOW IS NOT MEANT AS A PRESENTATION, BUT AS FINGER POINTING TO THEIR PLACE ON THE
EDGE OF THE SOCIETY, THERE IS NO WAY THAT A CHANGE AND HARMONY WOULD BE ACHIEVED - HOWEVER, EVEN EMBARRASSMENT IS
PRECIOUS, BECAUSE IT ALLOWS BOTH SIDES TO RISE ABOVE THE RIGIDITY OF THEIR SOCIAL ROLES AND AWAKES UNDERSTANDING —
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— (ROZHODL JSEM SE BYT TiM, CO ZE ME UDELAL ZLOCIN, JEAN GENET) - VEZENI JAKO DOMOV, JAKO VEDOMA VOLBA — LAKAVOST

TOHO SVETA, KTERY JE ZDANLIVE PRIROZENE|Si A UPRIMNE|SI NEZ SPORADANY CAS NE—VEZNENYCH LIDI, ALE NEN{ TO JEN SEN O
OPRAVDOVE]SIM SVETE, ZRCADLENI JEHO PRITAZLIVOSTI, KTERA ROSTE Z MALOMESTACKE ROMANTIKY? - POLICEJNi VAZBA, VLAK, NA-
DRAZNi HOSPODA A PARK, VSECHNA PRECHODNA BYDLISTE, PROVIZORN{ UTOCISTE, KTERA JE TREBA OPUSTIT - JAZYK MLUVENY, JAZYK
EMPIRICKE NAHODY, HLUCNY POULICNI JAZYK, FILMOVA TYPOGRAFIE TAKOVEHO JAZYKA - (TOTO JE TAKE OBRAZ CLOVEKA, KTEREHO
MA BUH RAD, OLGA SOMMEROVA) —



Pred deseti lety nato¢ili Jan Spata a Olga Sommerova pro cyklus OKO dvacetimi-
nutovy dokument o recidivistce Mané. Tehdy ji bylo Ctyriadvacet a velkou ¢ast Zivota
stravila po kriminalech. Jeji normalini Zivot skoncil v Sestnacti, kdy porodila hol¢ic-
ku prvnimu muzi, do kterého se zamilovala. Tu vychovévala babicka, protoze Mana
sedéla v krimindle za priZivnictvi. Pred deseti lety se jesté chtéla vratit zpét do
normalniho Zivota, ve vézeni snila o tom, Ze prerusi kruh navratt do kriminalu, Ze
vyjde ven a za¢ne pracovat. Ale uz tehdy byla s vézenim pfili$ srostl4, stalo se pro
ni mistem, v némz byla zvykla existovat a jeho? zakony znala. Zivot na svobodé
mohl byt jen Zivotem bezdomovce, ktery si na zivot musi vyd€lavat kradezemi. Po
deseti letech se Olga Sommerova k postavé Mani vratila a delsi dobu ji sledovala.
Nejen pfi stfidani nastupu do vézeni a ndvratu z néj, pfi soudech, ale také na mistech
jejiho détstvi — pri setkani s matkou, ve chvilich pomatené radosti ¢i pri kontak-
tech se socidlnimi urady. Jeji absolutni bezradnost pfi setkani s institucemi pak
patif k vrcholnym misttm filmu. Budoucnost Manina Zivota se jevi jako véény koloto¢
kriminélu a kratké svobody, drobnych kradezi, opétného souzeni a véznéni. Mana
uz vlastné nechce a nemaze vykrocit - uz neni na cesté, jeji Zivot se uzaviel v prezivani,
v jeho fyziologii je vérna sama sobé, prostredi, z néhoz vychazi. Vézeni, laska a samota.
Spis§ predevsim vézeni a samota, velka laska, o které Mana sni, je svym zplsobem
rudivy Zivel, podstatn&jsi je samota v lasce a zptisob, jakym z ni unika. Zadat po
hrdince, aby zménila svét svych predstay, tu filozofii okraje, a tcastnila se normal-
niho Zivota, znamend nechépat jeji psychologii a naturel. | proto rezisérka bere
véci takové, jaké jsou, nesnaZi se je zménit, ale popsat je. Dokumentu popisu pak
vlibec nevadi, z jakého prostredi jeho hrdinové pochazeji, nikoho nesoudi, ani prostredi,
ani ty, kdo posuzuji toto prostiedi. MoZna je na ném nejpravdivéjsi a nejspontan-
néjsi pravé neschopnost soudit. Sommerova umi vypravét pribéh i z malé plochy,
je schopna charakterizovat postavu z drobnosti Zivotnich postfehl a dovede je
kompoziéné tsporné vyjadrit. Je romantickou moralistkou, ktera vidi dusledky, nikoli
pficiny. Svlj odpor a odpor své hrdinky evokuje jen v roviné emoci.

Mana po deseti letech

MANA PO DESETI LETECH

REZIE: OLGA SOMMEROVA

SCENAR: OLGA SOMMEROVA

KAMERA: JAKUB SOMMER

ZVUK: TOMAS KUBEC

STRIH: JAKUB VOVES

CESKA REPUBLIKA 2003, BETA SP, BAR, 59 MIN

e Czech Television-Telexport
Kavéi hory | 140 70 Prague 4 | Czech Republic
tel: +420261137047 | fax: +420261211354

e-mail: telexport@czech-tv.cz
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Mana ten years after

MANA PO DESETI LETECH

DIRECTOR: OLGA SOMMEROVA

SCREENPLAY: OLGA SOMMEROVA
PHOTOGRAPHY: JAKUB SOMMER

SOUND: TOMAS KUBEC

EDITOR: JAKUB VOVES

CZECH REPUBLIC 2003, BETA SP, COL, 59 MIN

° Czech Television-Telexport
Kavéi hory | 140 70 Prague 4 | Czech Republic
tel: +420261137047 | fax: +420261211354

e-mail: telexport@czech-tv.cz

Ten years ago, Jan Spata and Olga Sommerova made a twenty—minute documentary for the
series named OKO about the recidivist Mana. That time, she was twenty—four years old and
had spent most of her life, being locked up. Her normal life ended when at the age of sixteen
she bore a girl to the first man, she fell in love with. Her granny was in charge of bringing up
the girl, because Mana was imprisoned for freeloading. Ten years ago, she still sought a nor-
mal life, in prison she was dreaming about interrupting the cycle of continuously returning to
imprisonment, that she would eventually get out and start working. However, she had become
too used to prison life, it became for her the place, for which she was used to existing in and
she already knew its laws. Life at liberty could only mean the life of a homeless person, which
must earn their living by thieving. After ten years, Olga Sommerovéa came back to visit Mana
and observed her for some time. Not only, when she was going into prison and coming out
again, at the courts, but also her childhood places - when she was meeting with her mother,
in the moments of crazed happiness or whilst contacting social offices. Her absolute helpless-
ness whilst communicating with institutions then belongs to the highlights of the film. The
future of Mana's life seems like a constant merry—go—round of being locked up and short
liberty, petty stealing, repeated judgment and imprisonment. Méana really does not want to
anymore and cannot anymore make any step - she is not on a path, her life has concluded in
surviving, in its physiology, she is faithful to herself, to the environment she comes from. Pri-
son, love and loneliness. More mainly loneliness and the big love, Méana dreams about, is in its
way a disturbing element, more substantial is loneliness in love and the way she escapes from
it. To ask her to change her ideas, the philosophy of life on the edge and to participate in a
normal life, means not to understand her psychology and nature. That is also why, the director
takes things as they are, she does not attempt to change them, but to describe them. A descriptive
documentary then does not mind, what environment its protagonists come from, it does not
attempt to judge anybody, not even the environment, or the ones who judge this environment.
Maybe, the most truth and spontaneity about it is just the inability to judge. Sommerova is able
to tell a story from a small area, is able to characterise a character by the smallest of life insights
and is able to compositionally and economically express it. She is a romantic moralist, which
can see the impacts, not the causes. Her repulsion and the repulsion of Mana, she evokes just
on the emotional level.



— (I DECIDED TO BE WHAT THE CRIME MADE ME TO BE, JEAN GENET) - PRISON AS HOME, CONSCIOUS CHOICE OF THIS - ATTRACTION OF

THIS WORLD, WHICH IS SEEMINGLY MORE NATURAL AND FRANK THAN THE TIME OF NON—IMPRISONED PEOPLE WHO KEEP ON THE
RAILS, BUT IS IT NOT JUST A DREAM ABOUT A MORE REALISTIC LIFE, REFLECTION OF ITS ATTRACTION, WHICH GROWS INTO BOURGEOIS
ROMANTICISM? - POLICE ARREST, TRAIN, RAILWAY STATION PUB AND A PARK, ALL TEMPORARY RESIDENCES, PROVISIONAL ASYLUMS,
WHICH IT IS NECESSARY TO LEAVE - SPOKEN LANGUAGE, LANGUAGE OF EMPIRIC COINCIDENCE, LOUD STREET LANGUAGE, FILM TYPO-
GRAPHY OF SUCH LANGUAGE - (ALL THIS IS ALSO A PICTURE OF A HUMAN, WHICH IS LOVED BY GOD, OLGA SOMMEROVA) —
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— JESTLIZE VYMEZENI EVROPY MUZE BYT PROVEDENO RUZNYM ZPUSOBEM, TiM SPIiSE PLATIi SOUVISLOSTI, KTERYMI SE MAPA PROMENU-
JE A JEZ SE STANOVUJi JAKO NEMENNE VYZNAMY, TEDY SOUVISLOSTI, KTERE JSOU HRANICEMI (HRANICE: JEJICH NEEXISTENCE A RUZNY
ZPUSOB JEJICH VEDENI) — CIKANI JAKO ETNIKUM, S NiMZ SE VZDY MANIPULUJE JAKO S EXOTICKOU SKVRNOU S NEJISTOU HRANICI

UVNITR, KTERA JE VZDY POUZE PRIPOMINANA A JEJiZ NEZAKOTVENI VEDE VZDY U TECH, KTERI SVU] STATUT ODVOZU]JI PRAVE Z HRA-
NIC, K NASILNEMU PODSOUVANI PRAVIDEL PERIFERIE (TO PLATI | V PRIPADE OKOUZLENI, JEZ JE VZDY PREDSUDKEM) — TiMTO DEFICI-
TEM JE POZNAMENAN | TENTO FILM, ZDALO BY SE, ZE V DOBREM, ALE PRIZNEJME SI, ZE JEHO BEZELSTNOST JE SNAD JEN UPRIMNE]SI,
NEBOT CHLAD SE ZNOVU SPOJUJE S EXOTICKYM SIMRANIM, ZUSTAVA JAKASI SLASTNA STITIVOST —



Ztracend vesnice v rumunském Zakarpati, kolem sice dvakrat denné pro-
jede vlak, ale v zatociné se musi vyskocit. Pfesto romska osada skryva pro
némecké cestujici poklad: mistni muzikanty. Jejich plechové néstroje jsou
uz sama ryha a boule, ale prsty a dech je vzapéti rozezni ve zbésilém tem-
pu vychodni dechovky. Film je natoceny jako rekonstrukce se skutecnou
kapelou v pribéhu, ktery by mohl byt jeji, kdyby jej jeji ¢lenové nehrali.
Sirokouhly obraz jesté zvyraziuje rozlehlé vypravéni o cikanské kapele a dvou
Némcich, ktefi si ji vybrali, aby ji dovedli k Gspéchu. A tak na cesté mezi
hlinénymi domy a klimatizovanymi kancelaremi sklenéného Berlina spadne
dvanact muzikantd nahle do $tésti. Cikani, dosud najimani jen Rumuny z okolnich
vesnic na svatby a pohrby, vitézné tdhnou Evropou, vydavaji se do Ameri-
ky i Japonska. Film se staci v grotesknich situacich, pracuje s komikou rdz-
nych stupit nedorozuméni, s jemnou ironii pfipomina svérazné postave-
ni rumunskych Cikant ve stale rozdélené Evropé. Snimek se ocita jakoby
mimo cas, je vypravény jako pohadka, jako cesta ke Stésti s dobrym kon-
cem. A tak z hajemstvi prirozené ne—dokumentarniho, v hranicich hrané-
ho filmu a priznané imitace, ve stopach krale romského hudebniho filmu
Tony Gatlifa (Swing) a v tempu cikdnské dechovky vyvstava novy zanr ,do-
kumentarni pohadky”. A je to naladéni tohoto zanru, které odsouva do

pozadi myslenku na to, kde kon¢i zdjem o plvodni a lidové a zacina pribéh

dobre prodejnych zviratek.

lag Bari — Dechovka v ohni

IAG BARI — BRASS ON FIRE

REZIE: RALF MARSCHALLECK

SCENAR: RALF MARSCHALLECK

KAMERA: LARS BARTHEL, JUDITH KAUFMANN,
CHRISTIAN MALETZKE, MARKUS WINTERBAUER
(VIDEO: MARIO KOHLER)

ZVUK: MARC VON STURLER, MARIO KOHLER,
OLIVER GRAFE

HUDBA: FANFARE CIOCARLIA

STRIH: RALF MARSCHALLECK, ANGELA WENDT,
JOACHIM TSCHIRNER

NEMECKO 2002, 16MM/35 MM, BAR, 103 MIN

e HS Media Consult | Heide Schramm
Wosenstrasse 29 | 72135 Dettenhausen | Germany
tel: +497157620008

e-mail: heide.schramm@freenet.de
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IAG BARI — BRASS ON FIRE

DIRECTOR: RALF MARSCHALLECK
SCREENPLAY: RALF MARSCHALLECK
PHOTOGRAPHY: LARS BARTHEL, JUDITH
KAUFMANN, CHRISTIAN MALETZKE, MARKUS
WINTERBAUER (VIDEO: MARIO KOHLER)
SOUND: MARC VON STURLER, MARIO KOHLER,
OLIVER GRAFE

MUSIC: FANFARE CIOCARLIA

EDITOR: RALF MARSCHALLECK, ANGELA WENDT,
JOACHIM TSCHIRNER

GERMANY 2002, 16MM/35 MM, COL, 103 MIN

° HS Media Consult | Heide Schramm
Wosenstrasse 29 | 72135 Dettenhausen | Germany
tel: +497157620008

52 e-mail: heide.schramm@freenet.de

A god—forsaken village in Romanian Sub—Carpathians. A train goes by two
times a day, but one has to jump down off it in a bend. However, the gypsy
village still has a treasure for the German travelers: the local musicians.
Their brass instruments are covered in scratches and bumps, but soon the
fingers and lips get hold of them to produce the furious pace of Eastern
brass music. The film is shot as a re—enactment with a real band that could
have easily called the story their own. The wide screen format accentuates
the broad narrative about a gipsy band and two Germans, who discovered
it and steered it to success. On a journey from village huts to air—condi-
tioned offices of Berlin, twelve musicians get lucky. Gypsies, who used to
be hired only by Romanians from nearby villages to play at weddings and
funerals, set out on a triumphant tour of Europe, America and Japan. The
film shows grotesque situations, it uses the humor of various levels of mi-
sunderstanding. With a soft irony, it reminds the audience of an original
position of Romanian Gypsies in the still—divided Europe. The film does
not seem to be anchored in time (the gos may have been a model), it is
narrated as a fairytale, as a journey in search of happiness with a happy
ending. Thus a domain that is naturally non—documentary, within the boundaries
of feature film and admitted imitation, following the traces Tony Gatlif, the
king of gypsy music film (Swing), and to the rhythm of a gypsy brass band,
a new genre of “documentary fairytale” is born. And it is the atmosphere
of this genre that overshadows the thought on where is the end of the
interest in original and folk art and the beginning of a story of a good—
seller.



— IF THERE ARE DIFFERENT WAYS OF DIVIDING EUROPE, CONTEXTS THAT CHANGE THE MAP AND EXIST AS CONSTANT MEANINGS ARE

ALL THE MORE VALID — CONTEXTS THAT EXIST AS BORDERS (BORDERS: THEIR NONEXISTENCE AND THE DIFFERENT WAYS OF DRAWING
THEM) — GYPSIES AS AN ETHNIC GROUP THAT HAS ALWAYS BEEN DEALT WITH AS AN EXOTIC STAIN WITH AN UNCERTAIN BORDER WI-
THIN ITSELF, WHICH IS ALWAYS ONLY REMINDED OF AND THE LOOSENESS OF WHICH LEADS TO A FORCED APPLICATION OF THE RULES
OF THE PERIPHERY (THAT APPLIES EVEN IN THE CASE OF ENCHANTMENT, WHICH IS ALWAYS A PREJUDICE) — THE FILM IS AFFECTED BY
THIS DEFICIT TOO — SEEMINGLY IN A GOOD WAY, BUT LET'S ADMIT IT THAT ITS GUILELESSNESS IS PERHAPS ONLY A LITTLE MORE HO-
NEST, BECAUSE THE COLDNESS IS ONCE AGAIN CONNECTED WITH EXOTIC TITILLATION, AND WHAT REMAINS IS SOME KIND OF BLISSFUL
REVULSION —

53



54

— MOZNA BY NAM TYTO PRIKLADY NEMELY VADIT; SNAD BY JE | SLO NAZVAT VTIPEM, AZ NA TO, ZE S| MOORE MYSLI, ZE JE TO POLITIC-
KE. V TOM SPOCIVA JEHO DEDICTVi PO NOVE LEVICI, KTERA SPOJOVALA ,GERILOVE DIVADLO"” S POLITIKOU. BOHUZEL NENI JEHO KON-
FRONTACE TAK POLITICKA, JAKO SPISE EMOCIONALNI €I SENZACECHTIVA, A TAK DAVA OPONENTUM MOZNOST VYSMIVAT SE JEJiMU
LEGITIMNIMU ZACILENI. MALOKDY MUZE VYVOLAT DISKUSI NEBO REFORMU. HISTORIK CHRISTOPHER LASCH TVRDIL, ZE ,GERILOVE
DIVADLO” ABBIEHO HOFFMANA UVEZNILO LEVICI V POLITICE..DRAMATICKYCH GEST, NEBOLI STYLU BEZ PODSTATY - COZ JE ZRCADLOVY
OBRAZ POLITIKY NEREALNA, KTEROU MELA LEVICE DEMASKOVAT. MIRi—LI NA MOOROVA PREDCHUDCE, ZASAHUJE TATO KRITIKA | MOO-
RA. VYTVARENI HUMORNEHO SUMU TAK NICIM NEOTRASA — SPISE SYMBOLIZUJE BEZMOC. — KDYZ SE JEJ PTAJi, CEHO CHCE DOCILIT,
ZAUJIMA MOORE OBCAS NEBEZPECNOU POZICI - STIRA HRANICI MEZI POLITICKOU KRITIKOU A ZABAVOU. JEHO UVAHA JE TAKOVA: JISTE,
ZABYVAM SE POLITICKY SPORNYMI TEMATY, ALE TAKE DELAM SHOW. DALSI KRITIK BEN FRITZ CITUJE MOORA, KTERY RiKA: VZDY PRED-
POKLADAM, ZE JEN 10 AZ 20 PROCENT LIDI, KTERI CTOU ME KNIHY NEBO SE DIVAJi NA ME FILMY, SI VEZME K SRDCI FAKTA A DUSLED-
NOU ANALYZU A NECO S NIMI PODNIKNE. ALE MOHU—LI K TOMU PRIMET DALSICH 80 PROCENT PROSTREDNICTVIM ZABAVY A KOMEDIE,
TAK TAM NECO Z TOHO PROSAKNE. — TO JE MOORUV REALISMUS: OSLOVIT LIDI VE VEKU ZABAVY VYZADUJE BAVIT JE. DO JISTE MIRY JE
TENTO NAZOR SPRAVNY, ALE PAK ZJISTIME, ZE TO MUZE TAKE VYZADOVAT, ABYCHOM SE ZBAVILI PRESNOSTI. NEBOT KDYZ SE JE] NA
CNN ZEPTALI NA CHYBY V STUPID WHITE MEN, ODPOVEDEL: JAK MUZE BYT V KOMEDII PRESNOST? A TO JE MOORUV PROBLEM: JE ES-
TRADNIM UMELCEM, KTERY VYVOLAVA SMICH, NEBO POLITICKYM KRITIKEM, KTERY MA NEJAKOU ZODPOVEDNOST K PRAVDE? JISTE, ZE
BY MOHLO BYT NEFER OBVINOVAT PRAVE MOORA Z TOHO, ZE ZAMLZUJE HRANICI MEZI ZPRAVODA|STVIM A ZABAVOU, NEBOT SE Z
TOHO DNES JIZ STALA NORMA. NEPRIJEMNOU OTAZKOU VSAK ZUSTAVA, JAK EFEKTIVNI MUZE LEVICE BYT, KDYZ TUTO NORMU AKCEPTU-
JE. (KEVIN MATTSON, NEBEZPECNY MICHAEL MOORE. POLITICKA KRITICNOST VE VEKU ZABAVY) —



www.michaelmoore.com Tlusty rezisér Michael Moore, toho ¢asu vydélava-
jici jako nekompromisni kritik sou¢asného stavu americké politiky, se ve svém
Oscarem ocenéném celovecernim dokumentu vydal hledat koreny jednoho
fenoménu — posedlosti Ameri¢anu strelnymi zbranémi. Vychozim podnétem
byl masakr na Kolumbijské stfedni $kole v Littletonu (stat Colorado), kde
dva studenti stravili sv(j posledni den Zivota nejprve rano na bowlingu a kratce
nato pak zbésilou stielbou do svych spoluzékl, sami nakonec zvolili sebe-
vrazdu. V tvodu filmu si Moore zfizuje Ucet v bance, jehoZ zalozeni je odmé-
néno darem v podobé vybrané zbrané zdarma; ze dveri banky uz vychazi
s brokovnici pres rameno. Vyhled4 bratra odsouzeného atentatnika na bu-
dovu Oklahoma City, ktery spi s nabitym revolverem pod pefinou a pred
rezisérem se ohani dodatkem ustavy. Jeho obranu spolecenské smlouvy, podle
niz ma kazdy pravo vlastnit zbran, pak jeden z policistd méni ve své odpové-
di na tezi o nepsané povinnosti amerického obcana byt ozbrojen. Ro¢ni sta-
tistika po¢tu usmrcenych osob z legalné drzenych zbrani pak v celych Spo-
jenych statech presahuje ¢islo jedenacti tisic. ReZisér se spolu s dvéma studenty,
kteri prezili littletonsky masakr a jeSté maji kulky v téle, vydava do supermar-
ketu K—Mart, kde mladici demonstrativné vraceji kulky, tyto ¢asti svého téla,
které tu vrazdici studenti koupili za sedmndact centl. Podstatny je oviem vystup
do americké politiky: tu reprezentuje nékdejsi herecka ikona americkych velkofilm@
a dlouholety senator Charlton Heston, ktery je dnes ¢elnym predstavitelem
organizace na podporu prodeje a vlastnéni stfelnych zbrani. Americkou po-
litiku odrazi i hygienicka hala zbrojni spole¢nosti, v niz se vyrabéji sti'ely s plochou
drahou letu a ktera lezi nedaleko smutné proslaveného méstecka. Film umocnuji
dalsi rozhovory, s tviircem South Parku nebo inteligentnim dablem na zemi
Marylinem Mansonem: prezident hazi bomby po celym svété, ale ten zlej jsem
ja, protoze zpivam rock’n’rollovy pisni¢ky. Pokracovani: Michael Moore, Stu-
pid White Man.

Bowling for Columbine PA
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REZIE: MICHAEL MOORE

SCENAR: MICHAEL MOORE
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FRI Bowling for Columbine

17:30

SQUARE
BOWLING FOR COLUMBINE
DIRECTOR: MICHAEL MOORE
SCREENPLAY: MICHAEL MOORE
PHOTOGRAPHY: BRIAN DANITZ, MICHAEL
MCDONOUGH
SOUND: JOE CATERINI
MUSIC: KURT ENGFEHR
EDITOR: JEFF GIBBS
USA 2002, 35MM, COL, 120 MIN

— AWARDS: OSCAR 2003

PRIOR

°)Ilywood C. E., s.r.o.

Mezivr$i 28 | 147 01 Prague 4 - Branik | Czech Republic
tel: +420 244 464 135 | fax: +420 244 464 395

56 e-mail: hce@hce.cz | www.hce.cz



— THESE EXAMPLES MIGHT NOT MATTER; THEY COULD ALL BE CHALKED UP TO A JOKE, EXCEPT THAT MOORE THINKS OF WHAT HE’'S
DOING AS POLITICAL. HERE HE INHERITS THE NEW LEFT'S CONFLATION OF ,GUERRILLA THEATRE” WITH POLITICS. UNFORTUNATELY,
CONFRONTATION IS VERY OFTEN NOT POLITICAL BUT EMOTIONAL OR MELODRAMATIC, INVITING OPPONENTS TO SCOFF AT LEGITIMATE
CONCERNS. IT RARELY PRODUCES DELIBERATION OR REFORM. THE HISTORIAN CHRISTOPHER LASCH ARGUED THAT ABBIE HOFFMAN'S
GUERRILLA THEATRE ,IMPRISONED THE LEFT IN A POLITICS OF. . .DRAMATIC GESTURES, OR STYLE WITHOUT SUBSTANCE—A MIRROR
IMAGE OF THE POLITICS OF UNREALITY WHICH IT SHOULD HAVE BEEN THE PURPOSE OF THE LEFT TO UNMASK.” AIMED AT MOORE'S
PREDECESSOR, THIS CRITIQUE HITS MOORE TOO. GENERATING A HUMOROUS BUZZ DOESN'T SHAKE THINGS UP SO MUCH AS SYMBOLI-
ZE POWERLESSNESS. — WHEN ASKED WHAT HE HOPES TO ACCOMPLISH, MOORE SOMETIMES TAKES A DANGEROUS POSITION — BLUR-
RING THE LINE BETWEEN POLITICAL CRITICISM AND ENTERTAINMENT. HIS REASONING GOES: SURE, I'M ENGAGING POLITICAL ISSUES,
BUT I'M ALSO PUTTING ON A SHOW. ONE CRITIC, BEN FRITZ, QUOTES HIM AS SAYING, ,I| ALWAYS ASSUME THAT ONLY 10 TO 20 PERCENT
OF PEOPLE WHO READ MY BOOKS OR SEE MY FILMS WILL TAKE THE FACTS AND HARD—CORE ANALYSIS AND DO SOMETHING WITH IT. IF
I CAN BRING THE OTHER 80 PERCENT TO IT THROUGH ENTERTAINMENT AND COMEDY, THEN SOME OF IT WILL TRICKLE THROUGH.”
HERE'S MOORE'S REALISM: REACHING PEOPLE IN AN AGE OF ENTERTAINMENT REQUIRES ENTERTAINING THEM. A FINE POINT, TO A CER-
TAIN EXTENT, BUT THEN WE LEARN THAT THIS MIGHT REQUIRE JUNKING ACCURACY. FOR WHEN ASKED ON CNN ABOUT MISTAKES IN
STUPID WHITE MEN, HE RESPONDED, ,HOW CAN THERE BE INACCURACY IN COMEDY?” HERE'S MOORE’'S PROBLEM: IS HE AN ENTERTAI-
NER, WHO AIMS AT PROVOKING LAUGHTER, OR A POLITICAL CRITIC WHO HAS SOME RESPONSIBILITY TO THE TRUTH? OF COURSE, IT
MIGHT BE UNFAIR TO BLAME MOORE FOR BLURRING THE LINE BETWEEN NEWS AND ENTERTAINMENT, SINCE THAT'S BECOME THE NORM
TODAY. THE DIFFICULT QUESTION IS HOW EFFECTIVE THE LEFT CAN BE WHEN IT ACCEPTS THE NORM.(KEVIN MATTSON, THE PERILS OF
MICHAEL MOORE. POLITICAL CRITICISM IN AN AGE OF ENTERTAINMENT)
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— TAJEMSTVI, KTERE SE TOCi OKOLO SKRYTEHO CENTRA TVORBY, K NEMUZ SE CHCEME PRIBLIZIT BEZPROSTREDNI OSOBNi ZKOUSKOU

- PROCES, KTERY JE TREBA SI PAMATOVAT, KTERY SE V NASi ZKUSENOSTI VYSKYTUJE JEN ZRIDKA, PROCES OTEVRENY HLUBINE, V NiZ SE
UZ DILO NEUKAZUJE JAKO JEDINA MOZNOST, NYBRZ JEHO HLEDANI JE SAMO POZADAVKEM DIiLA - JE TO ZKOUSKA JEDNOTOU TVORBY,

ZNAKU A TELA, KDY NAHLE NENi JEN NEKONECNOST PISNE OBRACENE SMEREM K NAM, ALE CELEK TVURCE A DIiLA, JEDNA REC (MONO-

LOG-VNITRNI DIALOG) —



Kazdou pisni piSe svoji biografii nanovo. Skladani se mu stava prostred-
kem, jak rozvinout hru na prevtélovani a prevlieky. Kazdy t6n méni jeho
psychické rysy, znasobuje jeho existenci, nékdy nonsalantné, nékdy obtiz-
né. Stripek po stripku se v jedné mistnosti rodi svét jedné skladby, filmova
kamera sama tvori mistnost dila, ze zabéru neni kam utéct. A tak vidime
rockerovu praci v pfimém prenosu. Jedna noc intenzivniho skladani se stahla
na plochu necelé pllhodiny, sugestivnim stfihem zaznamenavajici prabéh
préce, odskoky v tvorbé. Experimentalni film vyrdsta z toho, Ze proces tvorby,
tedy alespon jeho vnéjsi znaky a jejich tény, Ize nékdy, nékde a néjak real-
né zachytit, Ze neexistuje jenom vysledny tvar, ale konkrétni ¢lovék, gesta
plnéd neuskute¢nénych moznosti, pfani a snd... art overtakes reality, reality
overtakes art... or whatever. NevSedni portrét legendy britského rock’n
rollu a idolu punkové generace Kevina Coyna se tak cely odehrava ve stu-
diu, kde muzikant sklada. Situace v mistnosti s muzem s kytarou se nahle
promeénuje v abstraktni prostor tvorby, jsme svédky skute¢né improvizace.
I sam Coyne se tak vyvazuje ze své legendy, neexistuje jako hudebnik, ale
médium procesu, na kterém se ndhle mohou podilet i divaci. Rezisér do
studia instaloval dvé profesionalni MiniDV kamery, které bézely bez usta-
ni. Jedna staticky zabirala celou mistnost, s druhou kameraman v detailech
sledoval hudebnika, jenz se nesoustreduje jenom na skladbu, ale v priibéznych
monolozich odhaluje své premysleni o hudbé, které jeho praci dodava vystredni
sarm. Clovék a jeho tvardi snaZeni se i tim objevuji v perspektivach mak-
ro— a mikrokosmu, nezprostredkovaného detailniho vidéni i rozsirujici in-
terpretace. Film je pozoruhodny pravé svou formou, jeho monologi¢nost
vede a inspiruje divaka k premysleni nad obvykle vidénymi souvislostmi
autora a dila, skladby a posluchace. Ocenéni: IFF Sankt Petérburg 2003,
cena Silver Centaur.

One Room Man — Kevin PA
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One Room Man — Kevin
Coyne

ONE ROOM MAN - KEVIN COYNE
DIRECTOR: BORIS TOMSCHICZEK
SCREENPLAY: BORIS TOMSCHICZEK
PHOTOGRAPHY: MAXIMILIAN PLETTAU,
CAROLINE HAFFMANN, OLI KOCH
SOUND: KNUT KARGER, JURGEN ROTH
MUSIC: KEVIN COYNE & BAND
EDITOR: KNUT KARGER

GERMANY 2002, 35MM/VHS/BETA SP, BW, 29 MIN
AWARDS: ST. PETERSBURG, IFF 2003,
SILVER CENTAUR

° Film School Munich HFF
Frankenthalerstrasse 23 | D-81539 Minchen | Germany
tel: 0049(0)8968957440-442

e-mail: festivals.vertrieb@hff-muc.de

With each song, he writes his biography anew. For him, composition is a means
to elaborate a game of transfiguration and disguise. With each tone, his psychical
features change, his existence multiplies sometimes nonchalantly, sometimes with
difficulties. Fragment after fragment the world of one composition is being born
in a single room, the film camera itself creates the room of the work, there is nowhere
to escape from the scene. So, we can see the work of a rocker live, or more exact-
ly, one night of his intensive composing has been squeezed into less than half an
hour, it became a series of suggestive cuts documenting the progress of his work,
rebounding in creation. The experimental film grows out of the fact that the cre-
ation process, or at least its external symptoms and their tones, can be captured
in reality sometimes, somewhere, somehow, that there is not only the resulting
shape, but a real human being, gestures full of unrealised opportunities, wishes
and dreams... art overtakes reality, reality overtakes art... or whatever. The extra-
ordinary portrait of the British rock'n’roll legend and the punk generation idol
Kevin Coyne is made in the studio where the musician composes. The room with
a man holding a guitar in his hand changes into an abstract space of creation, we
are witnessing a real improvisation. Coyne himself frees himself of his legend, he
does not exist as a musician, but as a medium of a process in which the audience
can take part as well. The director installed two professional MiniDV cameras that
were running all the time. One of them was static and was filming the whole room,
the second was operated by a cameraman making detailed shots of the musician
who does not only concentrate on the composition, but, in the continuous mono-
logues, reveals his thinking about the music, which gives an eccentric charm to his
work. A man and his creative work appear in the perspective of both macro— and
microcosms, undelivered detailed vision and broader interpretation. It is the form
of this film that makes it so extraordinary, its monologues make the viewer think
about the usual connections between the author and his work, a composition and
its audience.



arded with the “Centaur™ for

— A SECRET OF THE HIDDEN CENTRE OF CREATION, TO WHICH WE WANT TO GET CLOSER BY A DIRECT PERSONAL TEST - A PROCESS
WHICH MUST BE REMEMBERED, WHICH IS VERY RARE IN OUR EXPERIENCE, A PROCESS OPEN TO THE DEPTHS IN WHICH THE WORK DOES
NOT SHOW AS A SINGLE ALTERNATIVE, BUT THE SEARCH FOR IT IS WHAT THE WORK DEMANDS - A TEST MADE BY THE UNITY OF CREATI-
ON, SIGN AND BODY, WHEN IT IS NOT JUST THE INFINITY OF A SONG TURNED TOWARDS US, BUT THE WHOLE OF THE CREATOR AND
THE WORK, ONE LANGUAGE (MONOLOGUE—-INNER DIALOGUE) —
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— SLOVO, ZAPIS, SCENAR: JAK VYSTAVET SVU] TEXT, KTERY JE NAHLE CIZiM, TAK, ABY DODAL ORIENTACI VLASTNIHO MYSLEN{ VSECHNU
ZADOUCI SiLU PRESVEDCIVOSTI — VNITRNI, VEDOME | NEVEDOME MOTIVACE MOHOU BYT JAKE CHTE]Ji, ALE REZIROVANY DIALOG JE
URCITOU OBJEKTIVNI SKUTECNOSTI, JEHO UCINKY JSOU PAK OBJEKTIVNiIMI UCINKY; TEDY JAK DOSTAT VNITRNi PRAVDE A ZAROVEN
POPSAT OSAMOCENOST, KTERA K Ni VEDE, JAK ZACHOVAT REC, JEZ JE V SOULADU SE SAMOU POVAHOU TOHO, CO CLOVEK DELA, A
ZAROVEN SE NEZTRATIT V CISTEM VEZENI VLASTNI SUBJEKTIVITY, DEZORIENTUJiICIHO SOLIPSISMU — DOKUMENTARNI FILM JAKO LITE-

RARNI SNENI, SNENi, KTERE MA PISEMNOU PODOBU A RAD HRANEHO FILMU, MOZNA DOKUMENT, KTERY VEDOME PRESAHUJE OBOJi,
ALE PRESTO SE SNAZi DOSTAT PRAVYM OBRAZUM, TEM, KTERE VYVSTAVAJi V NAS SAMYCH —



Filmové esej inspirovana divérnym vztahem Tomase Hejtmanka k legendé
ceské kinematografie, reziséru Frantisku VIacilovi. PGvodnim autorovym
zamérem bylo zachytit setkani, vydat se na cestu po mistech filma, vyvolat
pamét lidi, kteri s VIacilem spolupracovali. Zakladem mél byt rozsahly rozhovor
s rezisérem. Vlacilova smrt ale predstavu posunula k novému tvaru: zdsta-
lo slovo, zapis rozhovortd a pdvodni dilo. Portrét se musel cele proménit
a zaroven si zachovat stejny druh pohybu, jeho vnitini strukturu a vzajem-
nou zavislost. Vysledny film je priinikem mezi reminiscenci, hranym filmem
a dokumentem, nékolikandsobnou citaci k pocté mysleni, citéni a tvorby.
Herec Jiri Kodet hraje reziséra VIacila, respektive jim je v nepretrzitosti zapisu,
jedinou jemnou odchylkou je jina tvar, nikoli jiny jazyk. VIacilovou filmo-
vou reci pak hovofi cely Hejtméankdv film. Pocta je ndpodobou, dokonalym
spletenim pavodnich obraza s dily VIacilovych dél — nikoli tedy biografie
¢i portrét, ale autobiografie v rozhovoru, pokracovani plvodni zpovédi.
Originalita filmu tkvi v pokusu o tento prenos, v zasadnim prekroceni ramce
pouhého portrétu jako Zivotopisné poznamky. Cilem filmu neni dozvédét
se, naopak divak jiz musi védét, musi vstupovat do filmu se znalosti VIaci-
lova dila, vrstev obrazi a zvukovych $1épé€ji, mél by se orientovat v rezisérovych
osudech (to aby mohl projit textem filmu posilen, védom si pritomnosti
urditych prvkd, miry a zplsobu jejich vyuZiti, jak se spojuji s ostatnimi, které
je vtahuji i omezuji, a jaké jedine¢né rysy dany styl z tohoto dédictvi cer-
pd). Druhou moZnosti vidéni je naprosté oprosténi se od fenoménu Fran-
tiska VIacila, oddéleni matérie od pohybu, smyslu od konkrétniho hlasu.
Obriatit se, dokonale se odtahnout od téla Zivota a téla dila, vzdalit se anatomii
avnimat hrani¢ni film jako pdvodni celistvost, jako zpovéd umélce na konci
zivota a zéaroven jako rozhovor uditele a zadka, odehravajici se v poli obra-
zd. | to je pokracovani, uskutecnéni plnosti vyrazu druhého.

Sentiment

SENTIMENT
REZIE: TOMAS HEJTMANEK

SCENAR: TOMAS HEJTMANEK, JIRI SOUKUP
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ZVUK: JAN CENEK
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SENTIMENT

DIRECTOR: TOMAS HEJTMANEK

SCREENPLAY: TOMAS HEJTMANEK, JIRI SOUKUP
PHOTOGRAPHY: JAROMIR KACER, DIVIS MAREK
SOUND: JAN CENEK

MUSIC: MARTIN SMOLKA

EDITOR: TOMAS HEJTMANEK, JIR[ SOUKUP
CZECH REPUBLIC 2003, CINEMASCOP, BW/COL,
72 MIN

° Bionaut

U Zvonarky 14 |120 oo Prague 2 | Czech Republic
tel: +420222521187 | fax: +420222517908

e-mail: barbora@bionaut.cz | www.bionaut.cz

A film essay inspired by the intimate relationship of Tomas Hejtmanek with
the director Frantisek VIacil, a legend of the Czech cinematography. Hejt-
manek’s original intention was to capture a meeting, to follow the path of
VIagil's films, to recollect the memories of people who collaborated with
VI4¢&il; an interview with the director was meant to form the film’'s founda-
tions. However, the death of VIacil changed the original plan. The words,
interviews and original work remained. The profile had to be changed completely,
at the same time however, it was to maintain the same kind of movement,
its internal structure and a mutual dependence. The documentary is a fusion
of reminiscence, feature film and a documentary. It is also a multiple cita-
tion honoring thinking, feeling and the creative process. The actor Jifi Kodet
portrays VI&Cil in the film. In fact, Kodet represents the director throug-
hout the whole piece, with the only deviation being a different face, not a
difference in the language. The documentary uses VIa&il's language of film.
The homage is an emulation, a perfect combination of original footage
with sequences from VIa&il's works. No biography or a profile, but an au-
tobiography through an interview, a continuation of the original confessi-
on. What makes this film original is the attempt to make the transfer and
the fundamental transgression of the framework of a mere profile as a biographical
note. The film's goal is not to find out... The audience has to know before-
hand, they have to enter the film knowing the work of VI&cil, the layers of
images and sound traces. They should be familiar with the life of the direc-
tor: in order to become stronger by seeing the film, the audience has to be
aware of the presence of certain elements, of the rate and the manner in
which they are used and connected with other elements which absorb them
and limit them, and of the unique features the given style uses from this
heritage.



— A WORD, A RECORD, A SCREENPLAY: HOW TO BUILD ONE'S TEXT, WHICH SUDDENLY BECOMES STRANGE, TO PROVIDE THE DIRECTION
OF ONE'S THINKING WITH THE POWER OF COGENCY - THE INNER, CONSCIOUS AND UNCONSCIOUS MOTIVATIONS CAN BE ANYTHING,
BUT A DIRECTED INTERVIEW IS A CERTAIN OBJECTIVE FACT, ITS EFFECTS BECOME OBJECTIVE EFFECTS; HOW TO SATISFY THE INNER TRU-
TH AND, AT THE SAME TIME, DESCRIBE THE LONELINESS THAT LEADS TO IT, HOW TO MAINTAIN THE LANGUAGE THAT IS IN HARMONY
WITH THE NATURE OF WHAT ONE IS DOING, AND NOT GET LOST IN THE PURE JAIL OF ONE'S SUBJECTIVITY, OF DISORIENTATING SOLIP-
SISM - A DOCUMENTARY FILM AS A LITERARY DREAM, A DREAM THAT EXISTS IN WRITING AND HAS THE ORDER OF A FEATURE FILM,
PERHAPS A DOCUMENTARY THAT KNOWINGLY OVERLAPS BOTH, BUT ATTEMPTS TO BRING THE REAL IMAGES, THE VERY IMAGES THAT
ARISE FROM WITHIN OURSELVES —
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— CESTUJiCi SE SNAZI UHODNOUT TOTOZNOST LIDi NA CESTE, VYPRAVI SVYM POSTAVAM, CO SE S NIMI DEJE - PRILEPENA KAMERA TEKA

BEZ PRESTANI, NEVYNECHA JEDINE GESTO, POHLED, MYSLENKU, JAKO BY CHTELA ROZLOZIT KAZDY POHYB; TO CELE SE ALE ODEHRAVA
V JAKESI VEDLEJSI VETE, V JEDINEM POCITU CIZINCE, KTERY PORAD ODJiZDi - FILM STAVU ROSTE Z HYPERREALISMU, Z UTKVELE MANIE
PRO SKUTECNOST, Z PREBYTKU A NASLEDNOSTI DROBNYCH DETAILU, KTERE JSOU, PROTOZE JSOU - VECI JSOU VYJADRENY, PROTOZE
EXISTUJi, A PRO TO, CO JSOU, NEJSOU ZATIZENY SYMBOLEM, NEPREDSTAVUJi NIC K VIDENI, VECI, KTERE NAS UCi VIDET JE —

o PRAZDNINY — Rezie: Nicolas Dufranne, Belgie 2002, 15 min



Druhy dil Wild Wild East Trilogy rezZiséra Lecha Kowalského je roztékanym
tripem, jizdou po nejstarsi betonové dalnici, kterou v jiz okupovaném Polsku
postavili Némci pro zdsobovani armady na vychodni fronté. Dodnes ,Hitlero-
va dalnice” predstavuje dalezité spojeni mezi Polskem a Némeckem. Dal Zije
s legendou, podle které byly mrtvoly Polak(, ktefi pfi stavbé zemfreli, hned
zality betonem. Dnes ji lemuiji lidé, kteri Kowalského vzdy pritahovali. Bulhar-
ské prostitutky a jejich paséaci, ridi¢i kamiond, ktefi si kupuji lasku, podivini
prodavajici houby, Cikani, Ukrajinci skryvajici se na zrusené vojenské zaklad-
né, teenageri ujizd€jici pred realitou do betonovych tuneld. Kowalski s nimi
cestuje, zastavuje se v motelech, kde horkéa voda tece studena, spi s prostitutkami
a kupuje jim paruky, $hupe kokain, nechava se unaset paméti blazna. Outsi-
deri, dést a surovost cesty oviji entuziasmem pozdniho undergroundu. Osob-
ni zdznam cesty nataci ru¢ni kamerou, soucasti zapisu je i tiskem vydany denik.
Od lidi a tvari uhyba kamera pravidelné k ,vé&nym vécem” — k travé, kamen-
nym zakladam cesty, ke zkorodované oceli viaduktu. Odbockou, ale ddleZitou
soudasti cesty je navstéva Osvétimi. Nijak nestrukturovany film vyskrabava
otisk ¢asu a mista: film je vé¢na vypujcka, patfii cizim lidem a jinému ¢asu,
mrtvé proménuje v zivé. — Lech Kowalski (*1950) je potomkem polskych pfri-
stéhovalcd, kteri uprchli z ruského internaéniho tadbora. Nejlepsim darkem
jeho zZivota byla osmimilimetrova kamera, s niz uz ve ¢trnacti natocil na stred-
ni skole film o spoluzécich, kuracich marihuany. Nasledovaly desitky kratkych
filma, slepek a omyld. V roce 1971 se Kowalski zapsal v New Yorku na $kolu
vytvarnych uméni, objevil své vzory Shirleyho Clarka a Toma Reichmana a
zacal natacet pornografické smycky. Mafii financované filmy, tato ,vzrusujici
pocta anti—sexu” jej ptivedla k celoveéernimu dokumentu, jak jinak nez o por-
nohercich. Postupné se stal Kowalski zapisovatelem no¢niho New Yorku, kro-
nikarem rockové a punkové scény — turné Sex Pistols po USA zachytil v kul-
tovnim filmu D.O.A. Pfipomeinme, Ze prvnim dilem jeho ,noir” vychodni trilogie
byl snimek The Boot Factory.

Na Hitlerové dalnici PA
22:30
DKO
ON HITLER'S HIGHWAY ANGL.
REZIE: LECH KOWALSKI TITUL.
SCENAR: LECH KOWALSKI

KAMERA: LECH KOWALSKI

ZVUK: PIERRE AZAIS, ANNE-MARGUERITE JACQUES

HUDBA: SAL BERNADY, XYZ

STRIH: LECH KOWALSKI

FRANCIE, POLSKO 2002, VIDEO, BAR, 84 MIN

OCENENI{: AMSTERDAM, IDFF 2002, ZVLASTNi CENA

POROTY

e Doc&Co

13, rue Portefoin | 750 03 Paris | France
tel: +33142775687 | fax: +33142773656

e-mail: doc@doc-co.com | www.doc-co.com 67
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On Hitler's Highway

ON HITLER’'S HIGHWAY

DIRECTOR: LECH KOWALSKI

SCREENPLAY: LECH KOWALSKI
PHOTOGRAPHY: LECH KOWALSKI

SOUND: PIERRE AZAIS, ANNE-MARGUERITE JACQUES
MUSIC: SAL BERNADY, XYZ

EDITOR: LECH KOWALSKI

FRANCE, POLAND 2002, VIDEO, COL, 84 MIN
AWARDS: AMSTERDAM IDFF 2002, A SPECIAL PRIZE
OF THE JURY

° Doc&Co

13, rue Portefoin | 750 03 Paris | France
tel: +33142775687 | fax: +33142773656

e-mail: doc@doc-co.com | www.doc-co.com

Second part of Wild Wild East Trilogy directed by Lech Kowalski is a restless trip along
the oldest concrete highway built by Germans in the occupied Poland to supply the
East front army. The “Hitler’s highway” still represents an important connection between
Poland and Germany, over and over again telling the legend of the Polish workers
dying during the construction and immediately being buried in the concrete. Today
the highway is lined with people who have always attracted Kowalski. Bulgarian pro-
stitutes and their pimps, truck drivers buying their love, weirdoes selling mushrooms,
Gypsies, Ukrainians hiding at a former military base, teenagers heading for the concre-
te tunnels in order to escape from reality. Kowalski travels with them stopping at motels
where hot water taps run cold water, sleeping with prostitutes and buying wigs for
them, snuffing cocaine and drifting away with the fools’ memories. He envelops the
outsiders, the rain and the brutality of the journey in the enthusiasm of the late under-
ground making his personal record with a manual camera. The recording is accompa-
nied by a published diary. The camera often leaves the images of faces and people to
focus on “the eternity”, the stones, the grass, the stone foundations of the road, the
corroded steel of a viaduct. An important diversion from the journey is a visit of Auschwitz.
Totally unstructured movie scrapes out the imprints of place and time: the film is an
eternal loan, it belongs to strangers, to a different time, it makes the dead live again.
— Lech Kowalski (*1950) is a child of Polish immigrants who escaped from a Russian
internment camp. The best present he had ever got was an 8mm camera that he used
to shoot a film about his marihuana—smoking schoolmates. It was followed by dozens
of short films, splices and mistakes. In 1971 Kowalski enrolled in a fine arts school in
New York, discovered his role models in Shirley Clarke and Tom Reichman and began
shooting pornography. These mafia—financed films, this “exciting tribute to anti—sex”
had led him to making a feature documentary about porno stars. He has gradually
become a recorder of New York's nightlife, a chronicler of the rock and punk scene; his
cult film D.O.A. is a record of the Sex Pistols concert tour across the USA. Let us mention
that first of his “noir” Eastern trilogy was The Boot Factory.



— THE TRAVELLER TRIES TO IDENTIFY THE PEOPLE ON THE ROAD, HE TELLS HIS PERSONAGES WHAT IS GOING ON WITH THEM - THE
CAMERA NEVER STOPS PENETRATING, NEVER LEAVES OUT A GESTURE, A GLANCE, A THOUGHT, AS THOUGH WISHING TO DECONSTRUCT
EVERY SINGLE MOVEMENT; ALL OF IT, HOWEVER, TAKES PLACE SOMEWHERE ELSE, ON A SIDETRACK, WITHIN A SINGLE FEELING OF AN
EVER—-LEAVING STRANGER - THE MOVIE BUILDS ON HYPERREALISM, ON AN OBSESSION WITH REALITY, ON ABUNDANCE AND QUICK
SUCCESSION OF TINY DETAILS WHICH ARE THERE DUE TO THEIR MERE EXISTENCE - THINGS ARE SHOWN BECAUSE THEY EXIST, AND

BECAUSE OF WHAT THEY ARE, UNBURDENED BY ANY SYMBOLISM, THEY REPRESENT NOTHING ELSE THAN THINGS TO BE SEEN, THE
THINGS TEACHING US TO SEE THEMSELVES —

° HOLIDAYS — Director: Nicolas Dufranne, Belgium 2002, 15 min
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— (AIDS MA PODVOJNOU METAFORICKOU GENEALOGII, COBY MIKROPROCES SE POPISUJE JAKO RAKOVINA: NAPADENI, JAKMILE SE PO-
ZORNOST SOUSTREDI NA PRENOS NEMOCI, VYVOLAVA TO STARSI METAFORU PRIPOMINAJICi SYFILIDU: POSKVRNENI, SUSAN SONTAG) —
VEZENi NEMOCI NABiZi TOTALITU, V NiZ ZANIKA VESKERE ODLISEN{, VSECHNY EXCESY, KTERE SKLADALY ZIVOT, SE SLILY DO TOTALNI
OSAMELOSTI, KTERA JE NAHLE OPROSTENA OD NIHILISMU, NEMOC SE TAK STAVA PREDPOLIM K OSVOBOZENI, VZDALENE OVSEM TOMU,
CiM DOSUD BYLA JEDINA A NEDELITELNA SVOBODA — NEJDE O VIiRU (BLASFEMICKOU PERVERZI), JEN O STAV SMIRENIi, KTERY NICEHO
NEDOSAHUJE, NIC NEPORUSUJE, NAOPAK VSECHNO UCHOVAVA, MATNY STAV DLOUHEHO UMIiRANIi — PUTOVANI, MALATNE, LASKAVE
SLUNCE: AZ ZEMRU, ZEMRE CELY SVET —



Tom je vzdu$nym proudem zafivych obraz(, tizivou no¢ni mdrou o zZivoté
v posedlosti, emocionalnim portrétem rezisérova pritele, fotografa, filma-
fe, tvlrce videoartu a vyrazné postavy newyorského undergroundu Toma
Chomonta. Opét je to télo, které je Sifrovano fragmenty filmovych obrazu,
Zivotopis téla, rozirezavaného z rubu, které je nejdalezitéjsi véci: Chomon-
tovo vyzablé nahé télo, zasaZzené priznaky AIDS a roztifesené podinajici
Parkinsonovou chorobou. Biografie je mapou z obrazd, které se k ni va-
You, které ji ilustruji, aniz by nutné musely byt pavodni. Zivotopis je tak
imaginarni plavbou déjinami filmovych priznakd, vodou obrazd, které imituji
lidskou pamét, aby ji dokazaly, Ze jenom jimi mGze byt pravdiva. V labyrintu
mésta sledujeme Zivotni prib&h clovéka, ktery otevirené vypravi o divném
détstvi, zlodéjské lasce, incestu s vlastnim bratrem, sadomasochismu, fe-
tisistickych romancich, o svétle, jimz zacina a kon¢i film (Zivot). Snimek
hypnoticky spojuje puvodni Chomontovu tvorbu (homosexuélné ladéné
experimenty jiz z konce Sedesatych let), vyrezy ze stfedniho proudu ame-
rické kinematografie (zapadni pobrezi), naladové obrazy City (zrcadlo New
Yorku v ¢ase), Tomovu soucasnou situaci (dlouhé holeni, previékani do
zenskych $atd) a jeho piivodni komentér. Sekvence jsou vyseknuty z pavodnich
souvislosti, Chomontovo télo se stava fetiSem Hoolboomovy instalace, kazi
pro fascinujici styl ponorné reky nespojitych, ale dokonale provazanych
obrazd. Snimek je slibem vérnosti jednoho filmare druhému, dédictvim podivné
citlivosti, ornamentem okraje, ktery se nikdy nemudze stat stfredem. Je to
film natoceny lidmi v rozpadu, pripominajicimi ndm lyrickou Isti pribéz-
nost zdanlivé nahlé a statické smrti.

Tom

TOM

REZIE: MIKE HOOLBOOM

SCENAR: MIKE HOOLBOOM

KAMERA: CASPAR STRACKE, MIKE HOOLBOOM
STRIH: MIKE HOOLBOOM, MARK KARBUSICKY
KANADA, BETA SP, BAR/CB, 75 MIN

e Mike Hoolboom

521-680 Queen’s Quay West | Toronto
Ontario | Canada M5V 2Yg

tel: 4162602185 | e-mail: fringe@interlog.com
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Tom

TOM

DIRECTOR: MIKE HOOLBOOM

SCREENPLAY: MIKE HOOLBOOM
PHOTOGRAPHY: CASPAR STRACKE, MIKE
HOOLBOOM

EDITOR: MIKE HOOLBOOM, MARK KARBUSICKY
CANADA, BETA SP, COL/BW, 75 MIN

° Mike Hoolboom

521-680 Queen’s Quay West | Toronto
Ontario | Canada M5V 2Yg

tel: 4162602185 | e-mail: fringe@interlog.com

Tom is an ethereal stream of bright images, a brooding nightmare about
life of obsession, an emotional profile of the director’s friend Tom Cho-
mont — a photographer, filmmaker, video artist and a prominent figure of
the New York underground culture. Once again, the body — encoded into
the fragments of film images, a biography of the body analyzed from the
inside out — is the centerpiece of the film: Chomont’s naked skinny body,
showing the symptoms of AIDS and trembling at the onset of the Parkin-
son’s disease. The biography is a map of images that are connected with
it and illustrate it without necessarily being original. The biography thus
becomes an imaginary passage through the history of film signs, the water
of images, which imitate our memory to show that only such images can
make it accurate and true. In a labyrinth of the city, we follow the life of a
man, who talks openly about his weird childhood, a romance with a crook,
incest with his own brother, sadomasochism, fetishist romances, and about
the light that opens and ends the film (life). The film hypnotically connects
the original work of Chomont (experiments with a homosexual touch made
in early 60s), selection from the main stream of American cinematography
(West coast), tempered images of the City (a reflection of NYC in time),
Tom's present situation (long shaving, dressing in women'’s clothes) and
his original commentary. The sequences are cut out of context; Chomont's
body becomes the fetish of Hoolboom's installation, a skin for a fascina-
ting style of a river of irrelevant, yet perfectly interconnected images. The
film is a pledge of faithfulness of one filmmaker to another, a heritage of
odd sensitivity, an ornament of the fringe that will never become the cen-
ter. It is a film made by people who are falling apart and use a lyric trick
to remind us of the progress of death that otherwise seems so sudden and
static.



— (AIDS HAS A DOUBLE METAPHORIC GENEALOGY — AS A MICRO PROCESS, IT IS DESCRIBED AS CANCER: ONSET, AS SOON AS THE ATTEN-
TION FOCUSES ON THE TRANSMISSION OF THE DISEASE, AN OLDER METAPHOR, RESEMBLING SYPHILIS, COMES TO MIND: DEFILEMENT,
SUSAN SONTAG) — THE IMPRISONMENT CAUSED BY THE DISEASE OFFERS TOTALITY THAT REMOVES ALL DIFFERENCES AND ALL EXCESSES
OF WHICH THE LIFE CONSISTED HAVE TRANSFORMED INTO A TOTAL LONELINESS THAT IS SUDDENLY FREE OF NIHILISM — THE DISEASE

THUS BECOMES THE OUTSET OF LIBERATION, HOWEVER, IT IS FAR FROM THE ONLY AND INDIVISIBLE FREEDOM THAT HAS EXISTED UP
TO NOW — IT IS NOT FAITH (BLASPHEMIC PERVERSION) — IT IS A MERE STATE OF RECONCILIATION WHICH DOES NOT ACHIEVE ANY-
THING, DOES NOT VIOLATE ANYTHING — ON THE CONTRARY, IT PRESERVES EVERYTHING, A DIM STATE OF LONG DYING — WANDERING
AND A LANGUID KIND SUN: WHEN | DIE, THE WORLD WILL DIE WITH ME —
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— HODINY ZA CASEM, SPiSE MEZERA, KTEROU PRESTAVAME JAKO CAS VNIMAT, ZATRZENIi, PODLEHNUTI CIZIMU INDIVIDUALNIMU RYTMU

— ZPEV O CESTE, JEJIMZ JEDINYM CiLEM JE DALSI CESTA, O SVETLE, KTERE NEPATRI SUCHE KRAJINE, ZPEV, KTERY SMAZAVA SVE VLASTNI
STOPY A DOSAHUJE KLIDU — ANIZ BYCHOM ROZUMELI JAZYKU, KTERY JE ZPiVAN, NEVNIMAME JEJ JAKO NEJAKOU NEURCENOST, NAOPAK
INTONUJE RAD, KTEREMU MUZEME ROZUMET (DUVERNE ZNAMY DUM) — INTENZIVNi KRUHOVA STATICNOST FILMU: MAME POCIT, ZE

S FILMEM SDILIME MiSTO, ZE JSME VESLI A NENi STRIHU, KTERYM BYCHOM MOHLI ODEJIiT — KRASA JAKO OKAMZITA PRAVDA FILMU, JEHO
VLASTNI ESTETIKA CELE USTUPUJE AZ NA HRANICI IMANENCE MUZOVY PRITOMNOSTI, FILMOVA REC BY Ji BYLA PRiLIS TESNA — (SOUCAS-
Ti PILZOVA FILMU JSOU FRAGMENTY SNIMKU HUDEBNIHO ETNOLOGA ANDREWA TRACEYHO — MBIRA: NJARI, KARANGA SONGS IN CHRIS-
TIAN CEREMONIES Z ROKU 1976) —



V |ét€ 1997 navstivila trojice rakouskych umélc — skladatel Klaus Holline-
tz, filmar Michael Pilz a fotograf Werner Puntigam — afrického hudebnika
Simona Mashoko (Gwenyambira). Virtu6z na nastroj mbira, skladatel a katecheta
rimskokatolické cirkve Zil v Gstrani na jihu Zimbabwe. Cestovatelé se ne-
pripraveni ocitli vdomé& zapomenuté legendy a stary muz zacal hrat. Ne-
zapomenutelny zazitek se po péti letech otiskl do multimedialni instalace
umélecké trojice, kterd se v Harare a Linzi pokusila prekrocit nejen geo-
grafické hranice, ale rozbofit i hradby mezi jednotlivymi druhy uméni. Fil-
mova esej, zvukové nahravky a fotografie priblizovaly Zivot charismatické-
ho hudebnika, kterého proslavila hra na nastroj mbira, jehoz zvuk je rytmem
cerné Afriky. Pro nékteré africké kmeny je mbira ritudlnim objektem s hlubokym
symbolickym vyznamem, ale Mashoko, ovlivnén dvé€ma sny, v nichz se se-
tkal s JeziSem, jim rozeznél katolické kostely — mbira se stala nastrojem
duchovni hudby. PilzGv snimek, variace na video vyuZité v galerii, zachycu-
je mystérium vSedniho dne, interiér hudby, tvaréi dilnu hry, viry a nezre-
telného tance. Film se kromé zabérl z prvniho setkéni sklada predevsim
z dlouhych, kontemplativnich zaznamu, které rezisér natocil pri treti afric-
ké navstévé. Pilzovi je kamera nastrojem, ktery umozZfiuje obnazit rub vi-
déného. Jeho radikalni osobni filmy predstavuji dchvatny audiovizualni denik,
jehoz zdanlivé soukroma pozorovani (private eye) jsou hlubokymi social-
nimi a estetickymi priniky, soustfedénymi odpovédmi na podnéty, pricha-
zejicimi zvnéjsku. Melodie stojicich obrazud vice nez tfihodinového filmu je
pak pro divaka mimofradnou vyzvou.

Gwenyambira
Simon Mashoko

GWENYAMBIRA SIMON MASHOKO
REZIE: MICHAEL PILZ

KAMERA: MICHAEL PILZ

ZVUK: MICHAEL PILZ

STRIH: MICHAEL PILZ

RAKOUSKO 2002, DV, BAR, 211 MIN

@ Michael Pilz Film

Teschnergasse 37 | A-1180 Vienna | Austria
tel: + 43 1 4023392 | fax: +43 1 4082649

e-mail: pilz.film@nextra.at
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Gwenyambira
Simon Mashoko

GWENYAMBIRA SIMON MASHOKO
DIRECTOR: MICHAEL PILZ
PHOTOGRAPHY: MICHAEL PILZ
SOUND: MICHAEL PILZ

EDITOR: MICHAEL PILZ

AUSTRIA 2002, DV, COL, 211 MIN

° Michael Pilz Film

Teschnergasse 37 | A-1180 Vienna | Austria
tel: + 43 1 4023392 | fax: +43 1 4082649

e-mail: pilz.film@nextra.at

In the summer of 1997, three Austrian artists — composer Klaus Hollinetz,
filmmaker Michael Pilz and photographer Werner Puntigam — visited the
African musician Simon Mashoko (Gwenyambira). A virtuoso mbira pla-
yer and a catechist of the Roman Catholic Church, he lived in seclusion on
the south of Zimbabwe. The travelers found themselves unprepared in the
house of a forgotten legend and the old man started to play. Fiver years
later, the unforgettable experience transformed into a multimedia installa-
tion of the artistic trio that tried in Harare and Linz to get over geographic
borders as well as across the borders between the individual arts. A filmed
essay, sound recordings and photographs depict the life of a charismatic
musician, who became famous for the art of playing mbita, an instrument
the sound of which is the rhythm of black Africa. For certain African tribes,
the mbira instrument is a ritual object with a profound symbolism. Howe-
ver, Mashoko., having been influenced by two dreams in which he met
Jesus, played the instrument in catholic churches and mbira has become
an instrument for sacred music. Pilz's Film, a variation on a video used in
gallery, captures the mystery of an ordinary day, the interior of music, the
creation of play, faith and imperceptible dance. With the exception of some
footage from the first meeting, the film consists mainly of long contempla-
tive shots, which the director made during his third visit of Africa. For Pilz
the camera is an instrument that allows him to expose the inside of the
seen. His radical personal films represent a captivating audiovisual jour-
nal, whose seemingly private observations (private eye) are in fact deep
social and aesthetic probes and focused answers to impulses from the outside;
the melody of static images in this more than three hours long film is an
extraordinary challenge for the audience.



— HOURS BEYOND TIME, MORE LIKE A BLANK INTERVAL, WHICH WE NO LONGER SENSE AS TIME; CESSATION, SURRENDERING TO A

STRANGE INDIVIDUAL RHYTHM — A SONG ABOUT A JOURNEY, THE DESTINATION OF WHICH IS ANOTHER JOURNEY, A SONG ABOUT LIGHT
THAT DOES NOT BELONG TO THE DRY LANDSCAPE; A SONG THAT ERASES ITS OWN TRACES AND ACHIEVES CALM — WITHOUT UNDERS-
TANDING THE LANGUAGE OF THE SONG, WE DO NOT PERCEIVE IT AS SOME KIND OF INDEFINITENESS, ON THE CONTRARY, THERE IS AN
ORDER WE CAN UNDERSTAND (A FAMILIAR HOUSE) — AN INTENSIVE CIRCULAR STILLNESS OF THE FILM: WE FEEL AS THOUGH WE ARE
SHARING THE SPACE WITH THE FILM, AS THOUGH WE ENTERED AND THERE IS NO WAY OUT — BEAUTY AS INSTANT TRUTH OF THE FILM;
THE FILM'S OWN AESTHETICS RECEDES TO THE VERGE OF IMMANENCE OF THE MAN'S PRESENCE, FOR WHICH THE LANGUAGE OF THE
FILM WOULD BE TOO LIMITED — (THE FILM CONTAINS FRAGMENTS OF A 1976 DOCUMENTARY MBIRA: NJARI, KARANGA SONGS IN CHRISTI-
AN CEREMONIES BY THE MUSIC ETHNOLOGIST ANDREW TRACEY) —
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Smrt lesni

REZIE: ADAM OLHA

SCENAR: ADAM OLHA, SIMON SPIDLA
KAMERA: ADAM OLHA

ZVUK: KATKA PAVLOVSKA, SIMON SPIDLA
STRIH: SIMON SPIDLA

CESKA REPUBLIKA 2003, 16MM, CB, 10 MIN

O smrti v horach, pomnickéach a spolku pratel drobnych pa-
matek Patron.

Comenius Redivivus

REZIE: HANA VALENTOVA

SCENAR: HANA VALENTOVA

KAMERA: HANA VALENTOVA

ZVUK: LADISLAV ZELEZNY

STRIH: HANA VALENTOVA, JAKUB SYKORA
CESKA REPUBLIKA 2003, TMZ, CB, 8 MIN

Zéaznam zvukové akce, v niz muzi prochazeji Prahou a v interakci
s méstem ¢tou Komenského.

Stal v siti

REZIE: ANDREA CULKOVA

SCENAR: ANDREA CULKOVA

KAMERA: ALES BLABOLIL

ZVUK: MAREK MUSIL, PETR CECHAK
STRIH: ANDREA CULKOVA

CESKA REPUBLIKA 2003, 16MM, CB, 17 MIN.

Od stolu k oltari vede kolmice vzhidru - stdl v internetovych
odkazech.

€ekani na Widora

REZIE: MARIE DVORAKOVA

SCENAR: MARIE DVORAKOVA

KAMERA: DARKO STULIC

ZVUK: MAREK MUSIL

STRIH: MARIE DVORAKOVA, OTA SENOVSKY
CESKA REPUBLIKA 2003, 16MM, CB, 14 MIN

Intimni zpovédi lidi, jejichz Zivoty jsou spojeny s kostelem
sv. Ludmily v Praze.



Kdo vidi jen okem, vidi jen zpola

REZIE: JAN V. SACHER

SCENAR: JAN V. SACHER

KAMERA: JAN V. SACHER

ZVUK: JAN V. SACHER, MATE] MATUSKA

STRIH: JAN V. SAHCER

CESKA REPUBLIKA 2003, 16MM, BAR, CB, BLANK, 10 MIN

Synkopicka reportaz o reportazi, zkouska odvahy
¢ernym platnem.

Alenka aneb

REZIE: LUKAS HOUDEK

SCENAR: LUKAS HOUDEK

KAMERA: KAREL FAIRAISL

ZVUK: JAN CERNOTA

HUDBA: ROMAN KOLLINER

STRIH: LENKA HOJKOVA

CESKA REPUBLIKA 2003, 16MM, BAR, 16 MIN

Alencino zrcadlo a navod k rozbiti zrcadla, ktery nefunguje.

e FAMU

Smetanovo ndbfezi 2 | 110 oo Prague 1| Czech Republic

tel: +420221197263

e-mail: cavina@famu.cz

www.famu.cz
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Death in a Forest

DIRECTOR: ADAM OLHA
SCREENPLAY: ADAM OLHA, SIMON SPIDLA

PHOTOGRAPHY: ADAM OLHA

SOUND: KATKA PAVLOVSKA, SIMON SPIDLA
EDITOR: SIMON SPIDLA

CZECH REPUBLIC 2003, 16MM, BW, 10 MIN

About death in the mountains, small headstones and a com-
munity of friends of small monuments called Patron.

Comenius Redivivus

DIRECTOR: HANA VALENTOVA
SCREENPLAY: HANA VALENTOVA
PHOTOGRAPHY: HANA VALENTOVA

SOUND: LADISLAV ZELEZNY

EDITOR: HANA VALENTOVA, JAKUB SYKORA
CZECH REPUBLIC 2003, TMZ, BW, 8 MIN

Recording of a sound event, where men are wandering around
Prague, reading out of Comenius in an interaction with the
city.

Table on the Net

DIRECTOR: ANDREA CULKOVA
SCREENPLAY: ANDREA CULKOVA
PHOTOGRAPHY: ALES BLABOLIL

SOUND: MAREK MUSIL, PETR CECHAK
EDITOR: ANDREA CULKOVA

CZECH REPUBLIC 2003, 16MM, BW, 17 MIN.

A vertical leading from the table up to the altar - a table in
the Internet links.

Waiting for Widor

DIRECTOR: MARIE DVORAKOVA

SCREENPLAY: MARIE DVORAKOVA
PHOTOGRAPHY: DARKO STULIC

SOUND: MAREK MUSIL

EDITOR: MARIE DVORAKOVA, OTA SENOVSKY
CZECH REPUBLIC 2003, 16MM, BW, 14 MIN

Intimate confessions of people whose lives are connected with
the Prague’s church of St. Ludmila.



Who Sees with Eyes Only, Can See FRI
But a Half oo

DUKLA

DIRECTOR: JAN V. SACHER

SCREENPLAY: JAN V. SACHER

PHOTOGRAPHY: JAN V. SACHER

SOUND: JAN V. SACHER, MATE] MATUSKA

EDITOR: JAN V. SAHCER

CZECH REPUBLIC 2003, 16MM, BAR, BW, BLANK, 10 MIN

A syncopated reportage about reportage, a test of courage
using a black screen.

Alice Or

DIRECTOR: LUKAS HOUDEK

SCREENPLAY: LUKAS HOUDEK
PHOTOGRAPHY: KAREL FAIRAISL

SOUND: JAN CERNOTA

MUSIC: ROMAN KOLLINER

EDITOR: LENKA HOJKOVA

CZECH REPUBLIC 2003, 16 MM, BAR, 16 MIN

Alice’s mirror and the instructions how to break it that do
not work. G FAMU

Smetanovo ndbfezi 2 | 1170 oo Prague 1| Czech Republic
tel: +420221197263

e-mail: cavina@famu.cz www.famu.cz 81
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— ANEBO SNAD IMANENTNIi PRITOMNOSTi KONCE V KAZDEM POHYBU ZIVOTA, PREDSTAVOU CASU, KTERY VYPRCHA...? — KAMERA SE

MUSELA OSVOBODIT, ABY MOHLA NASTAT HALUCINACE NEMEHO ZAMENITELNEHO MESTA, KAMERA MUSELA PREJIT DO TELA, STAT SE
JEHO CHUZI A ZVUKEM — NEVIDITELNE MESTO ZACHYCENE SVEM STRIHU: STRIH JE NECIM, CO NAHRAZUJE NECO JINEHO PRO NEKOHO
DALSIHO, STRIH JE TAK SAM ZNAKEM, ZDANLIVE UVNITR A NEZRETELNY, ALE JE TO JEDINY, V PODSTATE DOKONALY ZNAK, S NICiM
NESVAZANY — SAM O SOBE, PATRICi JEN IDEJI, NA KTEROU ODKAZUJE — CELOU KATEGORII LIDi NA CESTE (CLOVEK, KTERY PRESTAL
VERIT A NESMi NEVERIT) REPREZENTUJE ODPOLEDNIi VYLET NA KONEC MESTA — JEDINA POSTAVA, ALE DVOJi FILMOVE TELO: ZAVERECNY
MOTIV ROZDVOJENI JDE PROTI SOULADU TELA A SMYSLU, DUALITA JE SVRCHOVANOSTI FILMU (SPOJENI MEZI ZNAKEM A JEHO PRAZD-
NEM) — TRAMVAJE MEZI DOMY, ULICE, JIMZ PATRI ZAPOMNENI, NEVIDITELNE RUCE, KTERE SE POKOUSE]Ji PRISTIHNOUT ZIVOT —



Prvni programové avantgardni film ¢eské moderni kultury. Vyzraly debut,
jenz jde ve stopach rezisérovych fotografickych experimentt i pokust dostat
nové estetice fotografie a filmu, kterou sam formuloval v fadé stati. Foto-
grafické zkresleni, zeSikmeni a pohled pod prekvapivymi thly dovoluje pod
nejvsednéjsimi fragmenty velkoméstského Zivota objevovat novou krasu
tvarQ, vSech emocionalnich okamzikl vyrezanych z béznych pohyb(. Sni-
mek se soustieduje na jeden vSedni pribéh — cestu mé&stem, vidénou zZasti
ocima bezejmenného hrdiny putujiciho na jeho periferii. Hrdina se tak stava
jakymsi autorovym (a divakovym) alter—egem a tento psychologicky po-
sun prehodnocuje idedl vécné Cistoty rané avantgardy v subjektivni a individualni
vizi. Prib&h tvofi tfi roviny — sledovani hrdiny, pohledy z hrdinovy perspektivy
a opakujici se zabé&r zrcadleni vodni hladiny. Jistou odpovéd na otazky po
smyslu celého vypravéni nabizi zavéreéna ¢ast. Ve formélné pozoruhod-
nych sekvencich se hrdina, nédhle nepatrici svému zrcadlovému obtisku,
svému vnéjSimu té€lu, rozdvojuje na dvé osoby, z nichZ jedna se vraci do
centra a druha zGstava na okraji mésta. Hackenschmieddv monografista
Jaroslav Andé€l se k rozdvojujicimu zavéru vraci v nékolika otazkach: Je motiv
zrcadleni poukazem k diskontinuité ¢asu a prostoru jako zdkladnimu prv-
ku filmové reli? Je vyrazem imaginace nebo symbolem nevédomi? Jsou
zrcadleni a motiv dvojnika zhmotnénim duality, kterou nachazime ve svété
i v nds samotnych?

Bezucelna prochazka

BEZUCELNA PROCHAZKA

REZIE: ALEXANDER HACKENSCHMIED
KAMERA: ALEXANDER HACKENSCHMIED
STRIH: ALEXANDER HACKENSCHMIED
CSR 1930, 16MM, CB, 12 MIN

@ Nérodn{ Filmovy Archiv
Malesicka 12 | 130 oo Prague 3
Czech Republic | tel: +420271770500

fax: +420271770501 | e-mail: nfa@nfa.cz
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Aimless Walk

BEZUCELNA PROCHAZKA

DIRECTOR: ALEXANDER HACKENSCHMIED
PHOTOGRAPHY: ALEXANDER HACKENSCHMIED
EDITOR: ALEXANDER HACKENSCHMIED

CSR 1930, 16MM, BW, 12 MIN

°NFA

Malesicka 12 | 130 oo Prague 3
Czech Republic | tel: +420271770500

fax: +420271770501 | e-mail: nfa@nfa.cz

The first avant—garde film of the Czech modern culture, a mature début
that follows the path of the director’s photographic experiments and at-
tempts to fulfill the new aesthetics of photography and film, which Hac-
kenschmied himself formulated in a number of essays. The photographic
distortion, slanting and views from surprising angles allow the director to
discover new beauty of shapes under the most ordinary fragments of city
life and disclose all emotional moments taken out of ordinary movements.
The film is concerned with a single everyday story — a journey through the
city seen partly through the eyes of a nameless hero, who travels on the
periphery. The hero becomes a kind of the director’s (and audience’s) al-
ter ego, and this psychological shift reassesses the ideal of the eternal purity
of early avant—garde into a subjective and individual vision. The story has
three levels — observation of the protagonist, a view from his perspective
and a repeated shot of reflections on the water surface. The final section
offers a certain answer to the questions of meaning of the whole film. In
sequences, which are remarkable from the viewpoint of form, the main
character, who suddenly does not belong to his own reflection and to his
outer body, divides into two figures. The first one returns to the center
while the other remains on the periphery. Jaroslav Andel, an author a mo-
nograph on Hackenschmied, returns to the moment of the split in a few
questions: Is the motive of the reflection a reference to the discontinuity
of time and space as the elementary elements of film language? Is it an
expression of imagination or a symbol of ignorance? Is the reflection and
the motive of the double a materialization of duality that we see in the
world as well in ourselves?



— OR PERHAPS THE IMMANENT PRESENCE OF THE END IN EVERY LIFE'S MOVEMENT, AN IDEA OF TIME THAT WILL RUN OUT...? — THE

CAMERA HAD TO BREAK FREE SO AS TO ALLOW A HALLUCINATION OF A MUTE REPLACEABLE CITY — THE CAMERA HAD TO TRANSFORM
INTO A BODY, BECOME THE BODY'S WALK AND SOUND — AN INVISIBLE CITY CAUGHT IN THE SEAM OF THE CUT: CUT REPLACES ONE
THING FOR SOMETHING ELSE, CUT IS A SIGN BY ITSELF, SEEMINGLY INSIDE AND IMPERCEPTIBLE, BUT IT IS THE ONLY AND PRACTICALLY
PERFECT SIGN, NOT BOUND TO ANYTHING, BELONGING ONLY TO THE IDEA TO WHICH IT REFERS — A WHOLE CATEGORY OF PEOPLE ON
THE ROAD (MEN WHO NO LONGER BELIEVE AND MUST NOT BELIEVE) REPRESENT AN AFTERNOON TRIP TO THE CITY'S END, AN ONLY
CHARACTER, BUT TWO FILM BODIES: THE FINAL MOTIVE OF SPLIT IS IN CONTRAST TO THE HARMONY OF BODY AND SENSES, THE DUALI-
TY IS SOVEREIGNTY OF THE FILM (THE RELATION BETWEEN A SIGN AND ITS EMPTINESS) — ON A STREETCAR BETWEEN HOUSES, STREETS
THAT POSSESS OBLIVION, INVISIBLE HANDS THAT TRY TO CATCH LIFE —
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— STEJNORODOST LINIi KAMENE A FILMU PRIPOMINA, ZE RAD JE NEUSTALOU PROMENOU, TEDY ZE KAMEN—FILM JE VSiM, JEN NE OPAKO-

VANIM A PRAVIDELNOSTI, ZE POUZE JEDNOTA RUZNYCH POHLEDU NAB{Zi STALOST JAKO VYZNAM — VLASTNIi VZORY KAMENE PUSOBI
RYTMY, JEZ PRESAHUJI VIZUALNI OBLAST A POUKAZUJi K UNIVERZALNIM POHYBOVYM A CASOVYM RYTMUM — DOBRODRUZSTVI $VU,
AVANTGARDA JAKO PRISNE SPLYVANI LINIf, NIKOLI ROZPLYVANI, JEN ROZPTYLEN{ — POPRVE ZVUK: JAKO BY NAHRAZOVAL SUMENI LID-
SKYCH TEL, HUDBA — UDELAT FILM, KTERY NEPATRI CLOVEKU, CLOVEK JE JEN POUHOU TRHLINOU (MEZEROU, KTERA SPOJUJE A MIZ)
MEZI FILMEM A KAMENEM — PRAZSKY HRAD JAKO OTEVRENY PROSTOR, NIKOLI ZAHYBY UVNITR JAKO HISTORIE VYKLADU, POUZE
VZDUSNY FUNKCNI SYMBOL, JEHOZ UNIVERZALNI POUZITELNOST POUKAZUJE NA JEHO NEUZAVRENY STATUS — KAMERA, KTERA TECE,
MIZi V KAMENI, MYSLI SI, VYRVU Z TEBE VSECHNO SVETLO, A ZATIM CERNE PISMO STINU —



Neméné prikopnicky druhy Hackenschmieddv snimek je komentarem k radikalni Na prais kém hradé S0

zméné, kterou do kinematografie prinesl zvuk. Proti mékkosti zvukového 9:30
filmu, ktery zahy uml&el vysostnou filmovou fe€, aby nabidl nudu a nehyb- DUKLA
nost, postavil experimentalni snimek o Prazském hradu. Ve filmu, pracov- NA PRAZSKEM HRADE

né nazvaném Hudba architektury, se rezisér pokusil najit vztah mezi archi- REZIE: ALEXANDER HACKENSCHMIED

tektonickou formou a hudbou, mezi obrazem a ténem, obrazovym pohybem KAMERA: ALEXANDER HACKENSCHMIED

a hudebnim pohybem, a mezi obrazovym prostorem a tonalnim prosto- HUDBA: FRANTISEK BARTOS

rem. Nevznikl prosty dokument, ale experimentalni prace zkoumajici vzta- STRIH: ALEXANDER HACKENSCHMIED

hy mezi zvukem a obrazem, které jsou podle jejiho autora formalni ¢i syn- CSR 1932, 35MM, CB, 13 MIN

taktické povahy a jen druhotné odvozené od daného obsahu ¢&i motivu.
Hackenschmied o problémech zvukového filmu casto psal a upozornoval,
ze zvuk — podobné jako obraz — ma ve filmu znakovy, nikoli ilustrativni
charakter. Vztah obrazu a hudby tedy nesmi byt vztahem predlohy a ilu-
strace, ale spis$ vztahem c¢asovych a prostorovych struktur, které se vzajem-
né doplnuji a ve svém Uhrnu vytvareji novy utvar — hudebni film. ReZisér
z jednotlivych zabérd (kompozici prozrazujicich jeho fotografickou praxi)
a prostrednictvim pohybu kamery a stfihu, vyuzivajicich rdzné ahly pohle-
du a ndvaznost geometrického ¢lenéni, formuje vnitini prostor filmu v dialogu
obrazu s hudebnim doprovodem a s jeho prvky — tény, rytmem a melodii.

e Nérodn{ Filmovy Archiv
Malesicka 12 | 130 oo Prague 3
Czech Republic | tel: +420271770500

fax: +420271770501 | e-mail: nfa@nfa.cz 89
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Prague Castle

NA PRAZSKEM HRADE
DIRECTOR: ALEXANDER HACKENSCHMIED

PHOTOGRAPHY: ALEXANDER HACKENSCHMIED
MUSIC: FRANTISEK BARTOS
EDITOR: ALEXANDER HACKENSCHMIED

CSR 1932, 35MM, BW, 13 MIN.

°NFA

MaleSicka 12 | 130 oo Prague 3
Czech Republic | tel: +420271770500

fax: +420271770501 | e-mail: nfa@nfa.cz

No less pioneering than his other works, the second film by Hackenschmied
comments on the radical change that was caused by the introduction of
sound into cinematography. He situates the experimental film about Pra-
gue Castle against the softness of sound film, which quickly silenced the
sovereignty of film language only to offer boredom and rigidity. Hackens-
chmied’s film, with the working title “The Music of Architecture”, is an at-
tempt to find a relationship between architectural form and music, between
an image and a tone, between the movement of pictures and the move-
ment of music, and between the space of image and the space of sound.
The attempt gave rise to more than just an ordinary document, but to an
experimental piece that studies the relations between sound and image,
which, according to the director, are of formal or syntactic nature and only
secondarily derived from the given content or motive. Hackenschmied fre-
quently wrote about the issues of sound picture and used to point out that
sound, similarly to image, has the meaning of a sign, not that of an illustra-
tion. The relationship of image and music cannot be that of a model and
illustration, but preferably a relationship of structures of time and space,
which complement one another and together form a new structure — music
film. The director, using individual shots, compositions that reveal his ex-
perience as a photographer, and the movements of camera and montage
that use various angles and continuity of geometrical analysis, forms the
inner space of the film in a dialogue of image and music through its ele-
ments — tones, rhythm and melody.



— THE HOMOGENEITY OF THE LINES OF STONE AND FILM REMINDS US THAT ORDER IS A CONSTANT TRANSFORMATION, THAT STONE/

FILM IS EVERYTHING BUT THE REPETITION OR REGULARITY, THAT ONLY THE UNITY OF VARIOUS PERSPECTIVES OFFERS CONSTANCY AS A
MEANING — THE SHAPES OF STONES CREATE RHYTHMS THAT REACH OUT OF THE VISUAL SPHERE AND POINT TO UNIVERSAL RHYTHMS
OF MOVEMENT AND TIME — THE ADVENTURE OF SEAMS, AVANT—GARDE AS A STRICT COALESCENCE, NOT DIVERGENCE, JUST A DISTRAC-
TION — SOUND: AS IF MEANT TO SUBSTITUTE THE MURMUR OF HUMAN BODIES, THE MUSIC — TO CREATE A FILM THAT DOES NOT BE-
LONG TO MAN — MAN IS A MERE CREVICE (AN OPENING THAT CONNECTS AND DISAPPEARS) BETWEEN FILM AND STONE — PRAGUE CAST-
LE AS AN OPEN SPACE, NOT THE CURVES INSIDE IT AS A HISTORY OF INTERPRETATIONS, ONLY AN AIRY SYMBOL OF FUNCTION, THE
UNIVERSAL APPLICABILITY POINTS TO ITS OPEN STATUS — CAMERA THAT FLOWS, DISAPPEARS INSIDE THE STONE AND THINKS IT WILL
TEAR ALL THE LIGHT OUT OF IT AND INSTEAD — THE BLACK WRITING OF SHADOWS —
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— TRILOGIE SE SOUSTREDUJE KOLEM JEDINEHO DUCHOVNIHO JADRA, JIMZ JE ROZPORNY POCIT EXISTENCE V DVOJiM PROSTORU ZARO-
VEN: JEDNAK TEMNEM (POZNAMENANI EVROPSKOU KLASIFIKACi TRID A KAST), JEDNAK SVETLEM (ZAPOMNENIi V HARMONII UPLNE JINE
KULTURY) — KREHKOST KRATKYCH FILMU JE DILEM UVOLNENE, VNITRNE BOHATE OBRAZIVOSTI, KTERA KONKRETNI SMYSLOVE JEVY
SPOJUJE V PODMANIVY KONTEXT LYRICKYCH OBRAZU; ZROZENI BASNE Z DETAILU, JENZ JE KONTUROU | VUNIi — OCITNOUT SE NAHLE

V ZEMI, KTERA NEMA MINULOST, CILI ZE ZADNA Z DOSAVADNICH ETAP VYVOJE NEBYLA DOSUD PREKONANA, NESTALA SE MINULOSTI,
NYBRZ STALE JESTE EXISTUJE V JAKESI BEZBREHE PRITOMNOSTI — HORKE MORE: HORIZONTALNI ROZMER UKRYTY V KAMERE, POHLED,
KTERY PRECHAZI DO MORE, ABY JEJ UCINIL SVYM —



Koncem roku 1936 rozhodl §éf koncernu Jan Bata, Ze to bude pravé Hac-
kenschmied, ktery jej bude doprovazet na obchodni cesté€ letadlem kolem
svéta. Jeho Ukolem méla byt dokumentace Feditelovych setkani s politiky
a obchodnimi partnery ve vzdalenych zemich. Na cestu se vypravili v Unoru
1937, ale kdyz se dostali do Indie, zmeskal Hackenschmied, pravdépodob-
né zamérné, odlet do Japonska. Filmovy material, ktery mél u sebe, vyuzil
Castecné tak, jak si pral, tedy bez ohledu na firemni zadani. P¥i svych toul-
kach po indickych méstech v povodi feky Gangu a na zpatecni cesté lodi
pri zastavce na ostrové Cejlonu ziskal mnoho set metrd vzacného doku-
mentarniho materialu. Po navratu do Zlina byl filmovy material natoceny
podle pdvodniho planu zarazen do snimku Bata leti kolem svéta (1937),
zatimco filmy z reZisérova soukromého putovani byly po vyvolaniv nesestrizeném
stavu jen peclivé uskladnény. Teprve v roce 1939, kdyZ nacisté prevzali kontrolu
nad ¢eskou kinematografii a kdy Jan Bata odjel do Jizni Ameriky, se pokusil
rezisér Elmar Klos dat nesestrizenym snimkdim ucelenou formu a se zna-
losti Hackenschmiedovych zaméri sestavil tfi socialné kritické dokumenty.
Reka Zivota a smrti zachycuje pomaly &as ve znamém indickém poutnim
misté Benaresu, ocistu vodou, hofici hranice s mrtvymi, kolébajici se hadi
hlavy pod schodistém ke chramu. Film Chudi lidé vidi v kontrastech evrop-
ského pohledu bohatstvi a bidu kastovniho Zivota, ruch ulic a trzisté&, ne-
te¢né tvare Zebrakd, rybare mezi morem a piskem. Vzpominka na raj je
cestou napfic¢ tropickym ostrovem — vlak mezi ¢ajovymi plantadzemi a ryzo-
vymi poli, Fez v gumovniku a rezii a komentarem zddraziovana bezvychodna
dfina (je to peklo ¢iraj?). K prvnimu filmu napsal basnicky komentar Frantisek
Halas (soumrak pada na svaté mésto, ohné mrtvych doutnaji, duse odlIé-
taji, stiny prilétaji, mir neboztikim a Stésti Zivym, Septd tma), druhé dva
doprovodil versi, bohuZel s daleko mensi invenci, K.M. Wallé.

Trilogie z cest s Batou

REKA ZIVOTA A SMRTI | CHUDI LIDE |
VZPOMINKA NA RA]

REZIE: ELMAR KLOS

KOMENTAR: FRANTISEK HALAS

KAMERA: ALEXANDER HACKENSCHMIED
HUDBA: KAREL PONC | JIRi SRNKA

STRIH: ELMAR KLOS

CSR 1939, 35MM, CB, 10 MIN | €SR 1939/40, 35MM,
CB, 11 MIN | CSR, 1939/40, 35MM, CB, 10 MIN

@ Nérodn{ Filmovy Archiv
Malesicka 12 | 130 oo Prague 3 | Czech Republic
tel: +420271770500 | fax: +420271770501

e-mail: nfa@nfa.cz
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Trilogie z cest s batou

THE RIVER OF LIFE AND DEATH |

DIRECTOR: ELMAR KLOS

COMMENTARY: FRANTISEK HALAS
PHOTOGRAPHY: ALEXANDER HACKENSCHMIED
MUSIC: KAREL PONC | JIRi SRNKA

EDITOR: ELMAR KLOS

CSR 1939, 35MM, BW, 10 MIN | CSR 1939/40, 35MM,
BW, 11 MIN | CSR, 1939/40, 35MM, BW, 10 MIN

°NFA

Malesicka 12 | 130 oo Prague 3 | Czech Republic
tel: +420271770500 | fax: +420271770501

e-mail: nfa@nfa.cz

Towards the end of 1936, Jan Bata, the president of the Bata company, decided
that Hackenschmied would be the one to accompany him on his business trip
around the world in an airplane. Hackenschmied was to capture Bata's meetings
with politicians and business partners in faraway countries. They took off in February
of 1937. However, when they reached India, Hackenschmied missed, probably on
purpose, the flight to Japan. He then used whatever material he had with him to
his own liking — with no regard for the official company assignment. During his
travels through Indian towns by the Ganga river and during a stop on Ceylon on
his return trip by boat, he shot hundreds of meters of precious documentary ma-
terial. Upon his return to Zlin, the material shot according to plan was included
to the film Bata leti kolem svéta (Bata Flies Around the World, 1937) as intended.
Once developed, the films documenting Hackenschmied's private travels were carefully
stored for later editing. In 1939, when Nazis already controlled the Czech film in-
dustry and Jan Bata was in South America, EImar Klos made an attempt to give the
unedited material a form and, knowing Hackenschmied's intentions, put together
three socially critical documents. Reka Zivota a smrti (The River of Life and Death)
captures the slow time in the well-known Indian pilgrimage place of Benares, the
act of purification by water, the burning funeral pyres, and the dandling snakehe-
ads under the temple stairs. Through the contrast of European wealth, the film
Chudi lidé (Poor People) captures the poverty of caste life, the hustle of streets
and a market place, indifferent faces of beggars, fishermen between the sea and
sand. Vzpominka na raj (Souvenir of Paradise) is a journey across a tropical is-
land; the train runs through tea plantations and rice fields, showing the cutting of
a gum—tree and the emphasized, through both direction and commentary, hard
manual labor (is it hell or is it paradise?). The poetic commentary to the first film
was written by FrantiSek Halas (dusk enters the holy town, funeral pyres smolder,
souls fly away, shadows fly in, peace for the dead and happiness for the living, the
night whispers). The other two films are accompanied by poetry of K.M. Wall6,
unfortunately with much less invention.



— THE TRILOGY IS CENTERED AROUND A SINGLE SPIRITUAL CORE — THE CONFLICTING FEELING OF SIMULTANEOUS EXISTENCE IN TWO

WORLDS — A DARK ONE (AFFECTED BY THE EUROPEAN CLASSIFICATION OF CLASSES AND CASTES) AND A LIGHT ONE (OBLIVION IN THE
HARMONY OF A COMPLETELY DIFFERENT CULTURE) — THE FRAGILITY OF THE SHORT FILMS IS A PRODUCT OF A FREE AND RICH IMAGI-
NATION THAT CONNECTS THE CONCRETE SENSORY PERCEPTIONS INTO A CAPTIVATING CONTEXT OF LYRICAL IMAGES; THE BIRTH OF A
POEM FROM A DETAIL THAT IS A FORM AND A SCENT — A SUDDEN PRESENCE IN A COUNTRY WITH NO HISTORY WHERE NONE OF THE
STAGES OF EVOLUTION WAS COMPLETED, SO IT HAS NOT BECOME HISTORY, BUT CONTINUES TO EXIST IN SOME KIND OF ENDLESS
PRESENT TIME — BITTER SEA: A HORIZONTAL DIMENSION HIDDEN INSIDE THE CAMERA, A LOOK THAT ENTERS THE SEA TO CLAIM IT AS
ITS PROPERTY —
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— (NEZAVISLY FILM CHCE BYTI JEDNiM ZE ZPUSOBU PROJEVU SVOBODNEHO DUCHA, A TO VE VSECH OBORECH, JICHZ CINNOST PODARI
SE FILMOVE ZAZNAMENATI VEDLE TECH, JIMZ MUZE FILM BYTI PRIMO VYTVARNYM MATERIALEM — TAK POJEM NEZAVISLEHO FILMU

OBSAHUJE MNOHEM VICE NEZ POJEM FILMOVE AVANTGARDY, JEZ BYLA DOSUD ZNAMA JAKO NEJMLADSiI A NEJSVOBODNE]Si VETEV FIL-
MOVEHO TVORENIi — PROC RADITI POKUS O RYZI FILMOVE UMENI JINAM NEZ DOKONALY FILM VEDECKY, DOKONALY FILMOVY CESTOPIS
NEBO DOKONALY FILM PROPAGACNI — ALEXANDER HACKENSCHMIED, NEZAVISLY FILM—SVETOVE HNUTI, 1930/31) —



Hackenschmied se brzy stal nejen prikopnikem nového stylu pohyblivé, nejcas-
t€ji ru¢né drzené kamery, ale také profesionalem strihové skladby. Jeho jedinec-
nost tkvéla v tom, Ze jako filmar v sobé spojoval reziséra, kameramana a striha-
Ce. Jaroslav Andél uvadi, Ze pokud jde o fluidni podani filmového prostoru, vytvareného
jak pohybem kamery, tak na montaznim stole, nemél Hackenschmied ve tfica-
tych letech pravdépodobné konkurenta. Hackenschmiedovo plsobeni ve filmu
obséhlo nejriznéjsi Zanry a profese, opsalo drahu od nezavislého tvdrce, akti-
visty a organizatora k profesionainimu filmari, pracujicimu pro podnikové stu-
dio. V roce 1934 zacal Hackenschmied pracovat pro filmové oddé€leni Batovych
zavodu ve Zliné, kde se podilel na radé reklamnich film a dokumentarnich pre-
zentaci (reklamni snimek imitujici Zanr napfr. cestopisu). Jan Kucera, Hackens-
chmieddv avantgardni souputnik, k jeho aktivitam poznamenal: Pravé proto, Ze
byl pronikavé vidoucim fotografem a architektem, nedaval se jako filmar laciné
strhnout jen vnéjsi pohyblivosti véci. SnaZil se rozlustit podminku jejich trvalé
existence, neviditelny, nicméné realny vnitfni pohyb skute¢nosti, ono vnitini dynamické
nap€ti. A dovedl je ucinit patrnym. — Hackenschmiedovu spolupréci s dalSimi
reziséry pripominame ¢tverici filma. ReZijni prvotina Otakara Vavry Listopad (kamera)
je lyrickym intermezzem o ndhodném setkani dvou byvalych milencli zasazenym
do vyrazné zachycené melancholie podzimu. Ve spolupréci s EImarem Klosem
a fotografem Janem Lukasem natodil reklamu na pneumatiky Silnice zpivéa (ka-
meramanska spoluprace a strih). Snimek, jenz je ukazkou toho, jak reklamni priimysl
dokazal vstrebat podnéty nezavislé tvorby, ziskal Zlatou medaili na Svétové vystavé
v Parizi. Posledni Iéto TGM (kameramanska spoluprace, podil na strihu i rezii),
kratky film sponzorovany ¢eskoslovenskym Cervenym krizem, li¢i posledni dny
prvniho prezidenta Tomase G. Masaryka (11937) v Lanech i prvni reakce na stat-
nikovu smrt. Ukazkou Hackenschmiedova kameramanského mistrovstvi a zaro-
ven jednim ze zlinskych dokumentli natocenych v ramci batova filmového stu-
dia je ElImarem Klosem rezirovany Pristav v srdci Evropy.

Filmy tFicatych let >0
9:30
DUKLA
LISTOPAD | SILNICE ZPiVA | POSLEDNI LETO TGM

| PRISTAV V SRDCI EVROPY

REZIE: OTAKAR VAVRA | ELMAR KLOS | ELMAR KLOS,
ALEXANDER HACKENSCHMIED | ELMAR KLOS

SCENAR: OTAKAR VAVRA | K.M. WALLO

KAMERA: ALEXANDER HACKENSCHMIED | ALEXANDER
HACKENSCHMIED, JAN LUKAS | ALEXANDER
HACKENSCHMIED, JAN LUKAS | ALEXANDER
HACKENSCHMIED

ZVUK: FRANTISEK SINDELAR

HUDBA: E. F. BURIAN

STRIH: OTAKAR VAVRA | ALEXANDER

HACKENSCHMIED | ELMAR KLOS, ALEXANDER
HACKENSCHMIED | ELMAR KLOS

CSR — 1934/35, 35MM, CB, 18 MIN | 1937, 35MM,

CB, 4 MIN | 1937, 35MM, CB, 11 MIN | 1938, 35MM,

CB, 16 MIN

e Nérodn{ Filmovy Archiv
Malesicka 12 | 130 oo Prague 3
Czech Republic | tel: +420271770500

fax: +420271770501 | e-mail: nfa@nfa.cz 97
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Filmy tFicatych let

NOVEMBER | THE HIGHWAY SINGS | THE LAST
SUMMER WITH T.G.M. | HARBOR IN THE HEART
OF EUROPE

DIRECTOR: OTAKAR VAVRA | ELMAR KLOS | ELMAR
KLOS, ALEXANDER HACKENSCHMIED | ELMAR KLOS
SCREENPLAY: OTAKAR VAVRA | K.M. WALLO
PHOTOGRAPHY: ALEXANDER HACKENSCHMIED
| ALEXANDER HACKENSCHMIED, JAN LUKAS | ALEXANDER
HACKENSCHMIED, JAN LUKAS | ALEXANDER
HACKENSCHMIED

SOUND: FRANTISEK SINDELAR

MUSIC: E. F. BURIAN

EDITOR: OTAKAR VAVRA | ALEXANDER
HACKENSCHMIED | ELMAR KLOS, ALEXANDER
HACKENSCHMIED | ELMAR KLOS

CSR — 1934/35, 35MM, BW, 18 MIN | 1937, 35MM,
BW, 4 MIN | 1937, 35MM, BW, 11 MIN | 1938, 35MM,
BW, 16 MIN

°NFA

MaleSicka 12 | 130 oo Prague 3
Czech Republic | tel: +420271770500

fax: +420271770501 | e-mail: nfa@nfa.cz

Hackenschmied soon became not only a pioneer of a new style of photography by
using a moving — most frequently hand—held — camera, but also a professional when
it came to editing. He was unique because as a filmmaker, he was a combination of a
director, cameraman and editor. Jaroslav Andél writes that as far as a fluid presentati-
on of film space expressed through both the movement of the camera and by editing
is concerned, Hackenschmied was probably unrivalled by his contemporaries in the
1930s. Hackenschmied's work in film encompassed a variety of genres and professions,
it spanned from being an independent artist, activist and organizer to a professional
filmmaker who worked for a corporate studio; in 1934, Hackenschmied started to work
for the film department of the Bata company in Zlin. He co—produced a number of
advertising features and documentary presentations (an advertising film that imitated
a travelogue). Jan Kucera, a fellow avant—garde artist of Hackenschmied, noted with
respect to Hackenschmied's activities: being a photographer and architect with an insightful
perception was the very reason why Hackenschmied as a filmmaker was not attracted
by the cheap outer movement of things. He was trying to unravel the condition of their
permanent existence, the invisible yet real inner movement of reality, the inner dyna-
mic tension. And he managed to make it apparent. Four films were selected to repre-
sent Hackenschmied's collaboration with other directors. The directorial debut of Ota-
kar Vavra “Listopad” (November) with Hackenschmied at the camerais a lyric intermezzo
about an accidental reunion of two ex—lovers set in a distinctly captured melancholy
of the fall. With Elmar Klos and the photographer Jan Lukas, Hackenschmied shot a
tire commercial titled “Slinice zpiva” (The Highway Sings). The film, a demonstration
of how the advertising industry managed to absorb the impulses of independent film,
was awarded the Gold Medal at the World Expo in Paris. “Posledni Iéto TGM" (The
Last Summer with T.G.M.), a short film sponsored by the Czechoslovak Red Cross where
Hackenschmied collaborated as cameraman, editor and director, narrates the story of
the final days in Lany of Tomas G. Masaryk, the first Czechoslovak president (11937),
as well as the first reactions to his death. “Pfistav v srdci Evropy” (Harbor in the Heart
of Europe), a documentary film shot in Zlin and directed by Elmar Klos, is a demon-
stration of Hackenschmied's mastery as a cameraman.



— (INDEPENDENT FILM ASPIRES TO BE ONE OF THE WAYS TO LET A FREE SPIRIT TO EXPRESS ITSELF IN ALL FIELDS AND PROFESSIONS,
THE ACTIVITIES OF WHICH CAN BE CAPTURED ON FILM AS WELL AS THOSE FOR WHICH FILM ITSELF CAN BECOME THE CREATIVE MATE-
RIAL — THE IDEA OF INDEPENDENT FILM CONTAINS MUCH MORE THAN THE IDEA OF FILM AVANT-GARDE, WHICH HAS SO FAR BEEN

KNOWN AS THE YOUNGEST AND THE FREEST BRANCH OF FILM — WHY SHOULD BE AN ATTEMPT TO CREATE A TRUE FILM ART REGARDED
DIFFERENTLY FROM A SCIENTIFIC FILM, A PERFECT FILM TRAVELOGUE OR A FLAWLESS ADVERTISING FEATURE — ALEXANDER HACKENS-
CHMIED, INDEPENDENT FILM — WORLD MOVEMENT, 1930/31) —

99



100

— IDENTITA VECNYCH IMIGRANTU, JEJICH LEVNA PRACOVNI SiLA, KTERA Z NICH VYTVARI ETNICKOU PODTRIDU PROLETARIATU, PROBLE-

MEM UZ NENi TEXT SPOLECENSKE SMLOUVY, KTERA DAVA ROVNA PRAVA, ALE FALESNE VEDOMIi O Ni, KTERE IMIGRANTY VYDELUJE —
JAZZ, STALE STEJNY VYKUPUJICi POCIT - SOCIALNi SCENOGRAFIE FILMU: ROZPTYLENE PAPRSKY AMERICKEHO SNU, KTERE SICE POHLCU-
JE POETIKA CHUDE ULICE, ALE ZAROVEN JE ZRCADLi TOUHA A VULE VYVLEKNOUT SE ZE SPOLECENSKEHO TLAKU, ZAZIiT SI TEN PRIBEH,

STAT SE NEKYM JINYM - CHCI NA DRUHY BREH / VODA V RECE LETi KE MNE / | JA LETIM —

° SNENI — Rezie: Ulla Boye, Dansko 2002, 6 min



Tri portorikdnské divky, neni jim jesté ani dvacet a bydli v domech kolem

Bushwick Avenue v srdci Brooklynu. Jejich nejblizsi okoli je jednou z nejchudsich
oblasti New Yorku, vSechny tfi patri k nizsi spolec¢enské vrstvé (kdyby to
méla byt tragédie, tak by zddnéa z nich neméla na vybranou v osudu, ktery
prorista touto zastavbou). Zivot v mistnich bytech neni radostny. Velké rodiny
piistéhovalct jsou vecpané do z3efelych garsoniér. Cas tu tece ve své bez-
barvosti, pomalu kli¢i ke zvyku, tady divky dospivaji a pochybuji. Jesté se
ujistuji, Ze museji pockat, ale c¢ekani trva, nékdy vtefinu, nékdy den, tydny,
roky. Kazdé réno vidi ze svého okna Williamsburg Bridge, most, po kterém
denné prejde sto tisic lidi. Lidé prechézeji z jedné strany reky na druhou,
divky se divaji z okna. Jesté patii hluénym bytlm, a zaroven se od nich vzda-
luji témér rychlosti svétla. Predstavuji si cestu pry¢, a tak se refrén mostu
vraci i v jejich predstavach — ma preklenout vlhkou a lepkavou realitu ctvrti
do snu o $tésti. Camilla Hjelm Knudsenovéa, danské rezisérka, ktera studo-
vala film pravé v New Yorku, se s trojici spratelila v mistni levné restauraci.
Upoutaly ji tim, Ze hledaly cestu z chudé unavy svého okoli. Nicole, Marlene
a Isabela vstoupily do zabért jejiho filmu jako teplé a studené barvy. Nico-
linu matku pravé propustili s podminkou, Isabela se musi rozhodnout, se
kterym muZem bude vychovavat své dité, Marlene se chce vratit do Skoly
a dal studovat. Rezisérka li¢i jejich nenapadné Zivoty s velkou citlivosti, skla-
da je z rejstriku kazdodennich udéalosti. Soustifedéna kamera, klidné tempo
vypravéni a ndladova dzezova hudba vytvareji atmosféricky prostor kolem
divek a jejich chaotickych Zivotl. Jednota vypravécského zaméreni je dana
prubéZnym, soustifedénym az urputnym sledovanim zivelné vitality viibec —
divky se ve svaru s okolim i samy se sebou kaZzdou vtefrinou snazi o sebere-
alizaci. Neustéle strhovany elementarnimi potfebami v podminkach moder-
ni civilizace se bezdéky derou k jakémusi pocitu rovnovahy a $tésti, jehoz
koncepci si v podstaté neukladaji.

Brooklynsti andélé

ANGELS OF BROOKLYN

REZIE: CAMILLA HJELM KNUDSEN, MARTIN
ZANDVLIET

SCENAR: CAMILLA HJELM KNUDSEN, MARTIN
ZANDVLIET

KAMERA: CAMILLA HJELM KNUDSEN

ZVUK: MORTEN GREEN

HUDBA: JEPPE KAAS

STRIH: MARTIN ZANDVLIET

DANSKO 2002, DIGI BETA, BAR, 82 MIN

e TV 2/Danmark

Programme Sales/Lone Borsing
Sortedam Dossering 55 A | 2100 Kgbenhavn

e-mail: sales@tva2.dk
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Angels of Brooklyn

ANGELS OF BROOKLYN

DIRECTOR: CAMILLA HJELM KNUDSEN, MARTIN
ZANDVLIET

SCREENPLAY: CAMILLA HJELM KNUDSEN, MARTIN
ZANDVLIET

PHOTOGRAPHY: CAMILLA HJELM KNUDSEN
SOUND: MORTEN GREEN

MUSIC: JEPPE KAAS

EDITOR: MARTIN ZANDVLIET

DENMARK 2002, DIGI BETA, COL, 82 MIN

° TV 2/Danmark

Programme Sales/Lone Borsing
Sortedam Dossering 55 A | 2100 Kgbenhavn

e-mail: sales@tva.dk

Three young Puerto Rican women in their late teens live in the projects around
Bushwick Avenue in the heart of Brooklyn which is one of the most deprived areas
of New York — all three of them are from lower social class. Should it be a tragedy,
none of the three women could decide about her destiny in these housing pro-
jects. Life here isn't pleasurable. Large families of immigrants are crammed into
small apartment units. Time here is colorless, becoming slowly a habit and here
the girls grow and doubt. They persuade themselves they have to wait, but wai-
ting takes time, sometimes a second, sometimes a day, weeks or years. From their
window they see every morning the Williamsburg Bridge, a bridge across which
pass daily about hundred thousand people. People cross from one side to another
and the girls look from the window, still belonging to the noisy apartments but at
the same time speeding away at light speed, imagining their way out and the bridge
refrain is coming back in their imagination, it's there to connect the wet and sticky
reality of their quarter with the dream about happiness. Camilla Hjelm Knudsen,
a Danish director, studied film in New York and became friendly with the three
women in local coffee shop. They drew her interest because they were in search
of way out of the poverty fatigue. Nicole, Marlene and Isabel entered the takes of
her documentary as cold and warm colors: Nicole's mother is on parole, Isabel
has to decide with which man she should bring her baby up and Marlene wants
to go back to school and continue with her studies. The director tells their stories
with great respect and affection through everyday events. Her concentrated ca-
mera, calm rhythm of narration and lyrical jazzy music create an atmospheric space
around the girls and their chaotic lives. The unity of narrator’s view is given by
continuous and concentrated, nearly obstinate observation of the girls’ vitality,
arguing with their environment and with themselves as they strike every second
to achieve self—fulfillment. Always stopped by elementary needs of life in modern
civilization, they are unconsciously walking slowly towards some feeling of balan-
ce and happiness, but its image is actually not very clear.



— IDENTITY OF ETERNAL IMMIGRANTS, CHEAP LABOR FORCE, ETHNIC SUB—CLASS OF PROLETARIAT, THE PROBLEM DOESN'T LAY ANYMO-
RE IN THE SOCIAL CONTRACT, WHICH GIVES EQUAL RIGHTS BUT FALSE KNOWLEDGE OF IT AND AS SUCH EXCLUDES THE IMMIGRANTS -
JAZZ: ALWAYS THE SAME FEELING OF REDEMPTION - FILM'S SOCIAL SET DESIGN: DIFFUSED BEAMS OF THE AMERICAN DREAM, ABSORBED
BY THE POETRY OF A LOWER—CLASS STREET AND MIRRORED AT THE SAME TIME BY THE LONGING AND THE WILL TO ESCAPE THE SOCIAL
PRESSURE, LIVE THE STORY, BECOME SOMEONE ELSE - | WANT TO GET TO THE OTHER SIDE/ THE WATER IN RIVER FLIES TOWARDS ME/
AND | FLY TOO —

° REVERIE — Director: Ulla Boye, Denmark 2002 , 6 min
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ParadzZanov

DILNA TOMASE HALY

Dokumentarni tvorba Sergeje ParadZanova

Jméno reziséra arménského plvodu Sergeje ParadZanova (1924-1990) je
znamo zejména diky ¢tyfem celovecernim hranym filmam, kterymi se za-
psal do dé&jin kinematografie jako tviirce vysoce stylizovanych dél Gzce svazanych
s mistem jejich vzniku (Stiny zapomenutych predkd - Ukrajina, Barva gra-
natového jablka - Arménie, Legenda o Suramské pevnosti - Gruzie, ASik-
Kerib - Azerbajdzan). Jaka jsou viak dila, ktera nato¢il jesté pired zacatkem
svého vrcholného obdobi, datovanym rokem 1964, kdy vznikaji slavné Sti-
ny? Vedle ideologicky poplatnych hranych filmda zde najdeme tfi kratké dokumenty
Dumka, Natalie Uzvijova a Zlaté ruce. Kratkometrazni tvorbé se Paradza-
nov neprestal vénovat ani v dobé své nejvétsi slavy, jak se mazeme pre-
svédcit v Hakobu Hovnathanjanovi (1965) a Arabeskach na téma Piros-
mani (1986), které pfi vsi komplikovanosti onoho oznaceni Ize rovnéz povaZzovat
za dokumenty. Oba jsou piedevsim rezisérovymi svéraznymi ,dialogy” s malifi
19. stoleti, o jejichZ tvorbé pojednavaji. Zejména témto dvéma filmam bude
vénovana nase ,dilna”, neopomeneme v3ak ani trojici ranych dokumentd,
nebot i to byl Sergej ParadZanov...



Sergej Parajanov’s documentaries

The Armenian—born director Sergej Parajanov (1924—1990) is especially
famous for his four full-length feature movies with which he has carved
his name in the history of cinematography as an author of highly stylized
movies that are closely linked to their place of production (The Shadows
of Forgotten Ancestors - Ukraine, The Color of Pomegranates - Armenia,
The Legend of the Suram Fortress - Georgia, Ashik Kerib - Azerbaijan).
But what about his works created before the beginning of his peak period,
i.e. before 1964, when he shot the famous Shadows? In addition to the
ideologically tinted feature films, we can also find three short documenta-
ries The Dumka, Natalya Ushvij and The Golden Hands. Parajanov con-
tinued to shoot short—footage films even at the time of his biggest fame,
as we can see in Hakob Hovnatanyan (1965) and The Arabesques on the
Pirosmani Theme (1986), which can be also deemed as documentaries,
even though their names sound very complicated. They are both the direc-
tor’s very specific ,dialogues” with 19th—century painters and deal with
their works. Our workshop will primarily focus on these two films, but we
will not forget about the three early works as they are also part of Sergej
Parajanov’s legacy.

. SAT
Parajanov
10:00
THEATRE
WORKSHOP

TOMAS HALA
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Burza namétu | Rozkovany Dreams Ceska republika

10:00 Rezie: David Calek
AULA Producent: Petra Ondrejkova, Jifi Ptacek, Bistro Films
10.00 - 14.00 PITCHING FORUM - VEREJNA PREZENTACE 15. PROJEK- Film o romské osadé€ snaZici se pfezit v zemi, ktera praveé vstu-

TU, KDE MA REZISER A PRODUCENT PRILEZITOST NABIDNOUT SVU]
NAMET KE ZFILMOVAN{ VYZNAMNYM EVROPSKYM TELEVIZNIM
PRODUCENTUM A ZiSKAT JE PRO SPOLUFINANCOVANI - KOPRO-
DUKCI FILMU.

Projekty Burzy naméta:

Amateurs Bulharsko

puje do evropské unie. Pribéh mladé matky, ktera se rozhodla
pecovat o mentalné postizené dité ackoli je jeji rodina zcela
bez prostredkl. Kdyz neméte nic, zacnete opravdu snit...

Short Break
ReZie: Frantisek Kolbel

Ceska republika

Producent: Petra Ondrejkova, Jifi Ptacek, Bistro Films
Zivotni pib&h jazzové zpévacky Yvonne Sanchez. V pozadi aplausu

)

m_““ﬂ‘; \ .
““i‘-l bm}» RezZie: Svetoslav Dragano PR . o . o
o verzniho Zivota, plného zdar0, nezdar( a paradoxd.

a obdivu na podiu jsme objevili temnou stranku jejiho kontro-

Producent: lvan Tchankov, Cineste maudit production
Amatérsti herci z divadelni spole¢nosti na malém mésté hraji
ve filmu, ktery vypravi jejich Zivotnich pribéhy, splétajici diva-
dlo, kazdodenni Zivot, realitu a fantazii.
Gateway Chorvatsko
ReZie: Natalia Zupan

Producent: Vanja Andrijevic, Fade In

Dokument o migraci ¢inskych uprchlikd do valkou zpustose-
né oblasti Balkanu, kterd se pro né stala zemi zaslibenou.

Dino Ceska republika
ReZisér / Producent: David Urban
Pohadka o tom, jak si Honza ze “Smetanové Lhoty “nasel své

fotbalové stésti...

Ta'ayush: Build Bridges Not Walls
Rezie: Natasha Dudinski

Producent: Nimrod Shanit, Zed Films
Zatimco se nekonecny izraelsko-palestinsky konflikt stava sta-

Ceska republika

le vice nasilnym, skupina Palestincd a lzraelcl se snaZi najit
ke v8i nendvisti, jez je obklopuje, alternativu. Film prozkou-
mava zda jejich vize “ ta'ayush” (spole¢ny Zivot) je jen naivni
sen nebo zivotaschopna alternativa pro budoucnost obyvatel
Svaté zemé.

The Three Lives of Spy Komarek Ceska republika
Rezisér/ Producent: Petr Bok

Prizkum a scénai: Martin Smok

Film zachycuje spletity Zivot Vladimira Komarka, trojitého taj-

ného agenta ¢eského puvodu, za Studené valky.



War Odyssey Ceska republika

Rezisér/Producent: Radim Spacgek

svEté.

Wichterle
ReZie: Tomas Kudrna

Ceska republika

Producent: Filip Sirovy, Armada Films s.r.o.

Jeho objev dnes pouziva vice neZ sto milion( lici na celé pla-
neté. Prodej patentu a licence z ného mohl udélat neuvéritel-
né bohatého ¢lovéka, kdyby byval neZil v komunistickém Ces-
koslovensku - Otto Wichterle, vynalezce lehkych kontaktnich
¢ocek.

Memory of the World Polsko
Rezie: Ryszard Kaczynski

Producent: Wojciech Szczudto, Studio Filmowe Kalejdoskop
“Pamét svéta” je dokument o patrani po ¢asti ztracenych pod-

zemnich archivl var$avského ghetta.

Our Street Polsko
ReZie: Marcin Latatto

Producent: Piotr Dzieciot , Opus Film Sp. Z o.o.

“Nase ulice” se odehrava v Lodzi, v Polsku, v historickém mé&sté
zruinovaném po padu komunismu, kde se stretavaji dva své-
ty: hned pod okny pracujici tfidy, kde Ziji lidé na okraji spolec-
nosti se stavi se obrovské komeréni centrum. Jak to ovlivni jejich

Zivoty?

People of Succes Polsko
Rezie: Edyta Wréblewska, Andrzej Wajda Master School of Film
Directing

Producent: Artur Kotowski, Katarzyna Slesicka, Andrzej Waj-
da Master School of Film Directing

Portrét Gspésnych lidi: narozeni v roce 1970, komunisticka éra,
v devadesatych letech si vybojovali cestu do velkych korpora-
ci, jakou cenu za to plati dnes?

We are all from Coal Polsko
Rezie/Producent: Tomasz Wiszniewski, Periscope

Pribéh nezaméstnaného polského hornika, jenz se zacal vé-
novat amatérskému filmovani; nataci svét kolem sebe a tak

postupné ziskava opét chut do Zivota.

The other Worlds
Rezie: Marko Skop
Producent: Jan Melis, Artileria

Slovenska republika

Co se stane s diverzitou mezi lidmi na vychodnim Slovensku?
Film zaméreny na originalitu tradi¢ni spole¢nosti a unikatni
individuality v dobé globalizace.

Passenger Ship from an Earth Ukrajina
RezZie: Sergey Bukovsky

Producent: Svitlana Zinov'yeva

Sibit. Krasnoyarsk. Vesnice Bakhta. Mistni komunita zlstala
nedotknuta civilizaci a zZije pouze z lovu a rybolovu. Mikhail
Tarkovsky, potomek staré Slechtické rodiny Tarkovskych, sy-
novec slavného filmového reZiséra Andreye Tarkovského, zde

Zije jiz dvacet let. Je lovec a spisovatel.
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East European Forum |

10:00 - 14:00 - PITCHING FORUM

PUBLIC PRESENTATION OF THE 15™ PROJECT, WHERE THE DIRECTOR
AND PRODUCER HAVE AN OPPORTUNITY TO PRESENT THEIR FILM
PROJECTS TO LEADING EUROPEAN TELEVISION PRODUCERS AND TO
ENLIST THEIR AID IN CO-FINANCING OR CO-PRODUCTION.

Projects of East European Forum:
Amateurs Bulgaria
Director: Svetoslav Dragano

Producer: Ivan Tchankov, Cineste maudit production

Amateurs actors from a small-town theatre company act in film

that tells stories from their lives intertwining theatre and daily
life, reality and imagination.

Gateway Croatia
Director: Natalia Zupan

Producer: Vanja Andrijevic, Fade In

A documentary about migrations of Chinese people to war rava-

ged Balkan region, which has become a promised land for them.
Dino

Director / Producer: David Urban
The fairy tale about how John from Cream Lhota came across his

Czech Republic

football fortune..

Rozkovany Dreams Czech Republic
Director: David Calek

Producer: Petra Ondrejkova, Jiri Ptacek, Bistro Films

Film about gypsy settlement trying to survive in the country which
is just about to join European Union. The story about young mother
who decided to take care about the mentally and physically han-
dicapped child although the family is completely out of material

means. When you have nothing, you will start dream for real...

Short Break
Director: Frantisek Kolbel

Czech Republic

Producer: Petra Ondrejkova, Jiri Ptacek, Bistro Films

The life story of jazz singer Yvonne Sanchez. Behind the applau-
se and admiration on the stage, we discover the dark side of her
controversial life-full of ups and downs and paradoxes

Ta'ayush: Build Bridges Not Walls
Director: Natasha Dudinski
Producer: Nimrod Shanit, Zed Films
While the never-ending Israeli-Palestinian conflict gets ever more

Czech Republic

violent, a group of Palestinians and Israelis strives to create an alternative
to all that hatred around them. The film explores whether their
vision of “ta’ayush” (living together) is just a nadve dream or a
viable alternative for the future of the inhabitants of the Holy Land.

The Three Lives of Spy Komarek Czech Republic
Director/ Producer: Petr Bok

Research and Screenplay: Martin Smok

By capturing the twisted life of Vladimir Komarek, a triple secret
agent of Czech extraction, the very soul of the Cold War may be

preserved in a way no academic publication could achieve.



War Odyssey Czech Republic
Director/Producer: Radim Spagek
Five stories about people living in five different wars all over the

world.

Wichterle
Director: Tomas Kudrna

Czech Republic

Producer: Filip Sirovy, Armada Films s.r.o.

His invention is used by more than 100 million people all over the
planet today. Sale of patents and licenses could have made him
a fabulously rich man, if he had not lived in the Communist Cze-
choslovakia - Otto Wichterle, the inventor of soft contact lenses.

Memory of the World Poland
Director: Ryszard Kaczynski

Producer: Wojciech Szczudto, Studio Filmowe Kalejdoskop
.Memory of the world” is a documentary film about looking, at
present, for the lost part of underground archives of the Warsaw

ghetto.

Our Street Poland
Director: Marcin Latatto

Producer: Piotr Dzieciot , Opus Film Sp. Z o.o0.

“Our Street” is set in £6dz, Poland, a hlstorical city ruined after
the downfall of communism, where two worlds collide: just un-
der the windows of simple working-class people living on the margin
of society, a huge commercial center is being built. How will it

affect their lives?

People of Succes Poland
Director: Edyta Wrdblewska, Andrzej Wajda Master School of Film
Directing

Producer: Artur Kotowski, Katarzyna Slesicka, Andrzej Wajda Master
School of Film Directing

Portrait of people of success: born in 1970, communist times, fought
their way into big corporations in go’s, what price they pay now?

We are all from Coal Poland
Director/Producer: Tomasz Wiszniewski, Periscope

The documentary tells a story about an unemployed Polish coal
miner, who by becoming an amateur filmmaker registering the

destitute world around him regains his dignity.

The other Worlds Slovakia
Director: Marko Skop

Producer: Jan Melis, Artileria

What happened with the diversity among people in the East Slo-
vakia? Focus on the originality of traditional society’s” and uni-

que individuality in the time of globalizing world.

Passenger Ship from an Earth Ukraine
Director: Sergey Bukovsky

Producer: Svitlana Zinov'yeva

Siberia. Krasnoyarsk. The village Bakhta. The local community here
is left untouched by civilization and lives off hunting and fishing.
Mikhail Tarkovsky, the offspring of an ancient family of Tarkov-
sky's princes, a nephew of a great film director - Andrey Tarkov-

sky, lives here for 20 years. He is hunter and writer.
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— MELANCHOLIE JAKO VNE]Si FORMA, VECNA SNAHA VTESNAT ABSTRAKTNI NALADENI MEZI KAMEN A TRAVU — HMYZ, KTERY LEZE PO
SPINAVEM SKLE, PRAZDNY HORIZONT STEPI, MOTYL V OKNE CHATRAJiICIHO BYTU; KINEMATOGRAFICKY VLAK MiJi REZAVE TOVARNY A
SIDLISTE S TOULAVYMI PSY A DETMI — ALE FILM SE NEBORTiI DO ROSOLU SYMBOLU, JE PRILIS KORISTI VIZE, V NiZ SE NEJVICE PROJEVUJE
CIZELOVANOST OBRAZU, PROMENUJICi SUBJEKTIVNi A INDIVIDUALNi OBRAZ V OBECNOU PREDSTAVU, V ESTETIZUJiCi SCHEMA — VSECH-
NY SKVRNY (OBRACENA AZBUKA), KAZDY JINY UHEL POHLEDU | POVLAK ABSTRAKCE JSOU POLEM NEURCITYCH MOZNOSTI, JEJICHZ
SMYSL SE PROSVETLI TEPRVE TEHDY, AZ SE FILM STANE TEMNYM — FILM NACHAZi ODCIZENi TAM, KDE JINi HLEDAJi VYKOUPENI Z TiZIVE

PLNOSTI EVROPY, ODCIZENI SE TU STAVA OBRAZEM JAKESI NEGATIVNi RADOSTI, VZETi NA VEDOMI JE VYSTRIDANO POZNANIM —



Xavier Christiaens se vydal na cestu, aby divakovi nabidl jeji vnitfni obraz.
Je trpélivym osamélym cestovatelem, ktery peclivé pozoruje poznavanou
krajinu. Intenzita a tén jeho filmu maji emocionalni plivod, roztfepené obrazy
mizeji na platné jako procitény stav. Pout po Kazachstanu a Kyrgyzstanu
vyvolala sugestivni ndladové obrazy, z nichZ vyvstava pomysiné vypravéni,
jehoz tempo odpovidé zvlastnimu bezéasi filmu. Je to pribéh muze, ktery
kdysi opustil hory, kde se narodil, prestéhoval se do mésta, privaben jeho
kouzlem, ale za prelud plati, na perifernim sidlisti nemUze byt Stastny. Pro-
tilehle zdem méstského bytu plynou obrazy nomadského tabora v ¢ernych
horach, pastyri doprovazeji své koné€ na letni pastvé, Ziji v jurtach. Jsou
jesté na cesté, ale preruSovany zpév upominé nezadrzitelné mizeni kultury
kocovnikl. Pronikavy snimek je nesen nostalgii, uz prvni enigmatické za-
béry uvadéji divdka do zvlastni halucinace. Vytvarna pomalost filmu pra-
cuje s kontrastnim videozaznamem prevracenym do ¢erné a bilé. Téla, tvare,
krajinu a hudbu prostupuje melancholie, intuitivni a peclivé komponované
obrazy podnécuji momenty cisté filmového vzruseni. ReZisérovym zamé-
rem je rozptylit obrazy, micenlivé a vasnivé je vymanit z faleSného pohybu
predstirané reality a dostat podmanivosti snu. Cesta jako vyrovnani se s cizim
zahrnuje dvoji paralelni a zaroven protikladny postoj — souhlas a odmit-
nuti. Skutecny cestujici tento dvojznacény postoj prijima. Stale hleda pra-
vou miru mezi osobnim a jinym, mezi svobodou cesty a mista, premysli
o zodpovédnosti prihlizejiciho, vaha, na kazdém kroku znovu.

Chut kumysu

LE GOUT DU KOUMIZ

REZIE: XAVIER CHRISTIAENS
SCENAR: XAVIER CHRISTIAENS
KAMERA: XAVIER CHRISTIAENS
ZVUK: SANDRINE BLAISE
HUDBA: XAVIER CHRISTIAENS
STRIH: XAVIER CHRISTIAENS
BELGIE 2002, BETA SP, CB, 56 MIN

e Atouda

2A avenue de la Jonction | B 1060 Brussels
Belgium | tel:+3223431527

e-mail: mignon@wanadoo.be
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The Taste of Koumiz

LE GOUT DU KOUMIZ

DIRECTOR: XAVIER CHRISTIAENS
SCREENPLAY: XAVIER CHRISTIAENS
PHOTOGRAPHY: XAVIER CHRISTIAENS
SOUND: SANDRINE BLAISE

MUSIC: XAVIER CHRISTIAENS
EDITOR: XAVIER CHRISTIAENS
BELGIUM 2002, BETA SP, BW, 56 MIN

° Atouda

2A avenue de la Jonction | B 1060 Brussels
Belgium | tel:+3223431527

e-mail: mignon@wanadoo.be

Xavier Christiaens set out on a journey to show the audience its internal
image. He is a solitary traveler, who carefully observes new lands. The intensity
and the tone of his film have an emotional origin; frayed images disappear
from the screen as a heart—felt state. His travels through Kazakhstan and
Kirgyzstan evoked suggestive atmospheric images that give rise to a nar-
ration, the pace of which reflects the strange timelessness of the film. It is
a story of a man who once left the mountains where he was born and moved
to the city, having been attracted by its magic. But he had to pay for the
illusion and a life in a suburban apartment building cannot be happy. Shown
against the walls of the city apartment, there are flowing images of a no-
mads’ camp in black mountains, where shepherds follow their horses on
spring pasture, stay in yurts and still live the life of migration. However,
the interrupted singing inevitably reminds us that the culture of the no-
mads is disappearing. This powerful film is based on nostalgia. The ope-
ning enigmatic images introduce the audience to a strange hallucination.
The artistic slowness of the film works with a contrastive video footage
converted into black and white. Melancholy permeates bodies, faces, landscape
and music. Intuitive and carefully composed images arouse moments of
pure film excitement. It is the director’s intention to disperse the images,
to free them silently yet passionately from the pseudo movement of a fake
reality and achieve the captivating charm of a dream. Journey as a way of
coping with the unfamiliar includes a double parallel and at the same time
a conflicting attitude — approval and rejection; the real traveler accepts
this ambiguous attitude, constantly looks for the right balance of the per-
sonal and the other, between the liberty of the road and place, contempla-
tes responsibility of an onlooker, hesitates with every new step.



— MELANCHOLY AS AN OUTER FORM, AN ETERNAL EFFORT TO SQUEEZE THE ABSTRACT ATMOSPHERE BETWEEN A STONE AND GRASS —

INSECTS ON A DIRTY GLASS, THE EMPTY HORIZON OF THE STEPPE, A BUTTERFLY IN THE WINDOW OF A DILAPIDATING APARTMENT; THE
CINEMATOGRAPHIC TRAIN PASSES BY RUSTY FACTORIES AND NEIGHBORHOODS WITH WANDERING DOGS AND CHILDREN: HOWEVER, THE
FILM DOES NOT COLLAPSE INTO A RUBBLE OF SYMBOLS SINCE IT IS TOO MUCH THE PREY TO THE VISION IN WHICH THE CULTIVATION
OF THE IMAGE PREVAILS THAT CHANGES THE SUBJECTIVE AND INDIVIDUAL VISION INTO A GENERAL CONCEPT, AN AESTHETIC SCHEME —
ALL STAINS (REVERSED CYRILLIC SCRIPT), EVERY NEW ANGLE AND THE COVER OF ABSTRACTION BECOME FIELDS OF UNDEFINED POSSI-
BILITIES, THE MEANING OF WHICH BECOMES CLEAR ONCE THE FILM DARKENS — THE FILM FINDS ALIENATION WHERE OTHERS LOOK FOR
REDEMPTION FROM THE DEPRESSING FULLNESS OF EUROPE, THE ALIENATION BECOMES AN IMAGE OF SOME KIND OF NEGATIVE ]JOY,
AWARENESS IS REPLACED BY UNDERSTANDING —

13
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— LIDE PREDMETY, ZPREDMETNOVANI HRDINU V AUTORSKEM ZAMERU, SVAZANE PLNE UKONCENE OBRAZY TYPU V JEDNOTE NEUTRALNE
NAHLIZENEHO SVETA, TEDY JE—LI TATO MONOLOGICKA NEUTRALITA DUSLEDKEM POCHOPENE IRONIE — VZTAH AUTOR A JEHO POSTAVY

NENi V ZADNEM PRIPADE POSTAVEN NA MNOHOSTI ROVNOPRAVNYCH VEDOMI A JEJICH SVETU, REZISER JEN NOVE OSVECUJE TYPY—
OBJEKTY (PERSONIFIKACE CLOVEKA Z PREDMETU TVARE) - ZNOVU POJMENOVAT TRADICI RUSKE SKOLY LYRICKEHO DOKUMENTU, TECH
CERNOBILYCH EMOCIONALNICH NALEVU, KDE JE ZAKLADNi UDALOST ROZVIJENA Z POCITU A NEPODLEHA OBVYKLEMU SYZETOVE PRi-
CINNEMU VYKLADU - (V RUSKU VSECHNO VLASTNICTVi POCHAZi Z ,VYZEBRAL", ,DOSTAL DAREM” NEBO NEKOHO ,OBRAL", MAJETKU

Z PRACE JE VELMI MALO, PROTO NENI SOLIDNi A NENi V UCTE... CYNISMUS Z UTRPEN/?... PREMYSLELI JSTE O TOM NEKDY? VASILI] RO-
ZANOV) —



Asi jsem profik, priznava Boris Jegorov hned na zacatku filmu. Vlak pribrzduje ve
zrudené stanici ruské vesnicky a starec, kulhajici z jednoho vozu do druhého, vy-
pravi o své kapsarské kariére a jazykem galerky rozumuje o smyslu Zivota. Pozdéji
se dozvime, Ze muz stravil Ctyricet let ve vézeni i presto, ze byl na konci velké
vlastenecké valky nékolikrat vyznamenan. V domé€ pro byvalé vézné se diky nému
seznamujeme s desitkami dalSich vyvrzencl jako vystrizenych z klasickych roma-
nd ruské literatury. Osada nedaleko Novosibirsku je brlohem spodiny, mezi kte-
rou vstupuje rezisér se svoji kamerou, aby své hrdiny s pochopenim, ale i s ironic-
kym nadhledem odvedI do vé¢nosti. V nejcistsi tradici ruského lyrického filmu usporadal
Eisner vyjimecnou cernobilou galerii lidi absolutniho okraje. V bledém svétle se
divé Zena do kamery, aby ji nabidla jenom ismév bez zubd, ruce muzd, které drzi
cigaretu, jsou zmrzacenyma rukama, starec hraje na harmoniku, z niz vytahne jen
par faleSnych tonu. Strhané tvare odrazeji vSechnu beznadéj svéta, od které jim
miZe odpomoci jen milosrdna smrt. Jako by se uz ocitli v ocistci nebo alespon
v jeho predpokoji, kam se odkladaji zavrzené duse obyvajici jesté chatrajici téla.
Blikajici obrazovka jim dava letmou zpravu o vzdaleném svété, ironicky rezisér si
vybira televizni vysilani, v némz policejni komanda bez ustani bojuji s pouli¢nim
zlo¢inem. Boris Jefimovi¢, ktery byl odsouzen uz dvanéctkrét, jenom mavne ru-
kou. Horekuje, ze skutec¢né velci zlo¢inci jsou u moci a mali zlodéjicci, takovi jako
je on, stravi zivot po kriminalech a nakonec chcipnou v podobném baraku. V domé
pomalého umirani pred nami defiluji lidé vysunuti ze spolec¢nosti, kteri ale svymi
osudy skladaji obraz pomért mnohem S$irsi, nez by se zdalo. Staré tvare otiskuiji
do filmu vSechny své pribéhy, minula utrpeni, motivaci svych zlocind, vSechnu
svou dnesni bezmocnost. Rezisér, zaujat jejich fyziologii, dokdze navodit co nej-
bezprostrednéjsi dojem vahou samotného lidského materialu, prostym snimanim
osob a mista. Lyricky film bezvychodného smichu se vlaéné stava podobenstvim,
podpalubim ruské archy.
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POSLEDNI] SROK ANGL.
REZIE: VLADIMIR EISNER TITUL.
SCENAR: VLADIMIR EISNER

KAMERA: E. KORSUN, V. LAPIN

RUSKO 2002, 35MM, ¢B, 30 MIN

OCENENI{: NYON, 2003, GRAND PRIX

e Azia-film | Vladimir Eisner
Box 202 | Novosibirsk 87 | Russia
tel: +73832411864

e-mail: film-azia@online.nsk.su 15
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The Last Term

POSLEDNIJ SROK

DIRECTOR: VLADIMIR EISNER
SCREENPLAY: VLADIMIR EISNER
PHOTOGRAPHY: E. KORSUN, V. LAPIN
RUSSIA 2002, 35MM, BW, 30 MIN
AWARD: NYON, 2003, GRAND PRIX

° Azia-film | Vladimir Eisner
Box 202 | Novosibirsk 87 | Russia
tel: +73832411864

e-mail: film-azia@online.nsk.su

| suppose | am a pro, admits Boris Jegorov right at the beginning of the film. The train
slows down at a dissolved station of a Russian hamlet, and an old man, limping from one
carriage to another, narrates the story of his pick—pocket career and in the language of
rogues’ gallery ponders on the meaning of life. Later on we find out that the man has
spent forty years in prison despite the fact that at the end od the Great Patriotic War he
was decorated several times. In the house for ex—prisoners we, thanks to him, meet tens
of other mudsills as if cut out from the classical novels of the Russian literature. The
settlement near Novosibirsk is the hovel of the dregs, among which comes the director
with his camera in order to lead his protagonists to eternity with understanding as well
as with an ironical view from above. In the cleanest tradition of the Russian lyrical film
Eisner has composed an extraordinary black and white gallery of the people at the very
edge. In the pale light awoman looks into the camera to offer it just a smile without teeth,
the hands of men, holding a cigarette, are disfigured hands, the old man playing the
harmonica is able to pull out of it just a few off—key tones. The worn—down faces reflect
all the hopelessness of the world, from which they can be remedied only by a merciful
death, as if they have already found themselves in the purgatory or at least in its antero-
om where reprobated souls, residing the still dilapidating bodies, are being laid aside.
The flashing screen gives them a fleeting account of the distant world; ironically, the
director picks the television broadcast in which the police commandos ceaselessly fight
with the street crime. Boris Jefimovi¢, who has already been sentenced twelve times, just
waves his hand, moaning that the really big criminals are in power, while little pilferers,
like him, spend their lives in a quod and finally croak in a similar—looking shack. In the
house of slow dying in front of us parade people pushed out of the society; however,
these people’s life stories create a much wider picture of the conditions than might seem
possible. The old faces imprint into the film all their stories, past sufferings, motivation
of their crimes, all their today’s powerlessness. The director, who is captivated by their
physiology, manages to stir up the most unforced impression possible by the weight of
the human material itself, by the simple shooting of the people and the place. The lyrical
film of hopeless laughter pliably becomes a parable, the under—deck of the Russian ark.



— PEOPLE SUBJECTS, OBJECTIFYING OF THE PROTAGONISTS IN THE AUTHORIAL DESIGN, BOUND FULLY FINISHED IMAGES OF THE TYPES

IN THE UNITY OF THE NEUTRALLY SEEN WORLD, THAT IS IF THIS MONOLOGICAL NEUTRALITY IS THE CONSEQUENCE OF THE UNDERSTO-
OD IRONY — THE RELATIONSHIP OF THE AUTHOR AND HIS CHARACTERS IS IN NO WAY BASED ON THE MULTIPLICITY OF THE EQUAL
AWARENESS AND THEIR WORLDS, THE DIRECTOR JUST NEWLY ILLUMINATES THE TYPE—-OBJECTS (PERSONIFICATION OF A MAN FROM THE
SUBJECT OF FACE) — TO NAME AGAIN THE TRADITION OF THE RUSSIAN SCHOOL OF THE LYRICAL DOCUMENT, THOSE BLACK AND WHITE
EMOTIONAL INFUSIONS WHERE THE BASIC EVENT IS DEVELOPED FROM THE FEELING, AND IT DOES NOT SUCCUMB TO THE USUAL SUB-
JECT—CAUSAL INTERPRETATION — (IN RUSSIA, ALL OWNERSHIP COMES FROM “"BEGGED OFF SOMEBODY", “GOT AS A PRESENT", OR “RIP-
PED SOMEBODY OFF”, THERE IS VERY LITTLE PROPERTY FROM WORK, THEREFORE IT IS NOT SOLID AND IS NOT RESPECTED... CYNICISM
FROM SUFFERING?... HAVE YOU EVER THOUGHT ABOUT IT? VASILI] ROZANOV) —
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— V PRESNEM SLOVA SMYSLU JE NAPROSTO NEMOZNE JAKKOLI DEFINOVAT PREZIDENTA, PONEVADZ BY TO ZNAMENALO UZAVIRAT HO

DO URCITYCH MEZIi, VYVAZAT JE] ZE SNENI ETOSU, O KTEREM VIME, ZE JE NEOMEZENE A NEKONECNE - JEDINYM DUKAZEM EXISTENCE
PREZIDENTA JE TAK PRAZDNY PROSTOR, ZRCADLO ZJEVEN{, MEKKA NEJASNA STRUKTURA, KTERA SE POPSANIM A DOSLOVNOSTI TEXTU
VZAPETI STAVA ZIVYM RELIKVIAREM - V PODSTATE NENi ZADNY MEZIPROSTOR, KTERY BY MOHL BYT SKUTECNYM DILEM, A JE—LI, TAK SE
VZAPETI HROUTI DO KONVENCIi SYMBOLU - SYMBOL OPAKOVANE GENERUJE VYZNAM, KTERY ODOLAVA SVE VLASTNI NEMOZNOSTI,
NEBOT JE POTREBOU, CiLEM | PROSTREDKEM ZAROVEN —



(osobnost - predstavitel celého statu - moudrost - nezkorumpovanost - autorita
- davéra lidi - civilnost - ten, komu lidé véFi - opravdovost - prezident pro
kazdy vSedni den - spravedInost - solidnost - nadhled - prosté dobry ¢lovék
- odvaha - hezky - ¢estnej - hodnej — dobrej — spravedlivej dusledny - repre-
zentativni - moralka - pochybuiji, tedy jsem - musi to byt ¢lovék - rozhled
a klid - nebat se a nekrast) Jak by mé&l vypadat prezident Ceské republiky? Na
zacatku byl ndpad podivat se na prezidenta (znak) a jeho volbu jinyma oc¢ima,
nez je obvyklé v bézné publicistice. Dokument sice uziva stejné metody pro-
Inutych odpovédi prezidentskych kandidatd a nazord bezejmennych obcant
k aktudlni volbé statnika na jare letosniho roku, ale tyto jsou nejen nestan-
dardné snimany, ale v ironickém konceptu jdou predevsim k samé podstaté
toho, co vlastn€ prezidentsky urad obnasi. Jak kandidati premysleji o funkci,
0 niz se uchazeji, co chtéji lidé vidét za symbolickou tvari. Kromé Milose Ze-
mana, ktery prohlasil, Ze se chce koncentrovat na volbu a nechce nic tocit, se
ve filmu objevi dalsi kandidati, padnové Bures, Pithart, Kfizenecky, Klaus, So-
kol i pani Moserova. Vedle byvalého prezidenta Vaclava Havla také vytvarnik,
ktery navrhuje prezidentské znamky, déti ve Skole, divka, kterd psala prezi-
dentovi stiznost, kolemjdouci. Hlavni postavou filmu je ale polystyrenova maketa
s télem ve tvaru republiky a s hlavou bez tvare. Cista bila hlava predstavuje
vychodisko pro hledani idealniho prezidenta Ceské republiky. Kazdy z aktér
filmu byl rezisérem vyzvan k tomu, aby na hlavu makety idealniho prezidenta
napsal, jak ma prezident vypadat ci jaké vlastnosti by mél mit. Maketa je spoj-
nikem komunikace, grotesknim zrcadlem jednotlivych idealnich znaka, které
se navzajem podminuji (maketa se stava invariantem symbolu, ktery existuje
jen tim, jak je popsan). V zavéru filmu, jiz po zvoleni profesora Klause, predal
rezisér ,hlavu statu” na PraZském hradé do rukou obé&anu, ktefi tak ziskali
jedine¢nou prilezitost k tomu, aby nového statnika oslovili.

Hlava statu S0

12:30

DUKLA

HLAVA STATU

REZIE: JANEK RUZICKA

SCENAR: JANEK RUZICKA

KAMERA: JIRI MALEK

ZVUK: LUKAS BARCZAY

STRIH: DANIEL KUPSOVSKY

CESKA REPUBLIKA 2003, BETA SP, BAR, 29 MIN

e Czech Television-Telexport
Kavéi hory | 140 70 Prague 4 | Czech Republic
tel: +420261137047 | fax: +420261211354

e-mail: telexport@czech-tv.cz 19
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The Head of State

HLAVA STATU

DIRECTOR: JANEK RUZICKA

SCREENPLAY: JANEK RUZICKA
PHOTOGRAPHY: JIRI MALEK

SOUND: LUKAS BARCZAY

EDITOR: DANIEL KUPSOVSKY

CZECH REPUBLIC 2003, BETA SP, COL, 29 MIN

° Czech Television-Telexport
Kavéi hory | 140 70 Prague 4 | Czech Republic
tel: +420261137047 | fax: +420261211354

e-mail: telexport@czech-tv.cz

(a personality - a representative of the whole nation — wisdom - an incorruptible
person - authority - people’s confidence - sensitivity - a person whom people
trust - sincerity - a president for every day - justice - decency - detachedness -
simply a good man - courage - nice - honest — good— fair — consistent - re-
spectable - moral - | doubt therefore | exist - it must be a human being - horizon
and peace - don't be afraid and don't steal) What should be the president of the
Czech Republic like? In the beginning it was just an idea to have a look at the
president (a symbol) and the presidential election from a different angle than usual.
The document uses the same method of answers of presidential candidates min-
gled with opinions of nameless citizens on this spring’s presidential election, but
they are filmed in a non—standard way and within the ironic concept try to disco-
ver the very essence of what it takes to be a president, what the presidential can-
didates think of the position they have applied for, what people want to see be-
hind the symbolical face. With the exception of Milo§ Zeman who said that he did
not want to be filmed because he wanted to concentrate on the election, the film
shows other candidates: Mr Bures, Mr Pithart, Mr Kfizenecky, Mr Klaus, Mr Sokol
and Mrs Moserova. The ex—president Vaclav Havel appears in the film together
with the designer of presidential postal stamps, children at school, a girl who wrote
a complaint to the president, passers by. But the main character of the film is a
polystyrene dummy with a body in the shape of our republic and a faceless head.
The clean white head represents the basis of the search for an ideal president of
the Czech Republic. The director asked everybody who appears in the film to write
down on the dummy's head his or her opinion on what the president should look
like, what qualities he/she should have. The dummy is a means of communicati-
on; a grotesque mirror of individual ideal features being subject to each other; the
dummy becomes an invariant of the symbol that exists only through the way it is
described. At the end of the film, when professor Klaus is elected the president,
the director hands the “head of state” over to the citizens at the Prague Castle
presenting them with a unique opportunity to speak to the new statesman.



— IT IS IMPOSSIBLE TO DEFINE A PRESIDENT WITHIN THE EXACT MEANING OF THIS WORD, BECAUSE THAT WOULD MEAN HOLDING HIM/
HER WITHIN CERTAIN LIMITS, RELEASE HIM/HER FROM THE ETHOS OF DREAMING THAT WE KNOW IS UNLIMITED AND INFINITE - THUS
THE ONLY PROOF OF THE PRESIDENT'S EXISTENCE IS AN EMPTY SPACE, MIRROR OF REVELATION, SOFT, OBSCURE STRUCTURE THAT
BECOMES A LIVE RELIQUARY WHEN DESCRIBED WITH LITERAL MEANINGS OF WORDS; THERE IS NO SPACE IN BETWEEN THAT COULD

REPRESENT A REAL WORK OF ART, AND IF THERE IS, IT IS QUICKLY BLOWN AWAY TO THE CONVENTION OF SYMBOLS - A SYMBOL REPEA-

TEDLY GENERATES THE MEANING WITHSTANDING ITS OWN IMPOSSIBILITY, BECAUSE IT IS A NEED, A TARGET AND A MEANS IN ONE —
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— POLITIKA VE SVE REPREZENTACI ZTOTOZNUJE VYZNAM A POSLANi, DOKUMENTARNI DiLO ALE MUSIi PRIJIT S ROZKLADNYM CTENIM
MEZER | KONTEXTU, ROZKRYT VZTAH SLOVO—-OZNACOVANY PREDMET - JE POTREBA VSTOUPIT DO POLITIKY JAKO DO STRUKTURY DIiLA,
KTERE SE UKAZUJE A DAVA, POCHOPIT SIRSi SLOVESNE VZORCE, ASOCIACE A KONTEXT, TEPRVE POTE JE MOZNE VYJiT VNE TEXTU A
ZACIT S VYKLADEM, TO ZNAMENA JIZ NENAPODOBOVAT KOMUNIKATIVNI JEDNOTKY POLITIKY (PRiKLAD: TVRDIME—LI, ZE POLITIK LZE,

V TOM OKAMZIKU JSME PODLEHLI JEHO ORGANIZACI SLOV, A TO JE MALO) - JE DULEZITE OPAKOVANE UTOCIT NA TELEVIZNi PUBLICISTI-
KU, JAKO BY SI TEN STYL VYNUCOVAL NEZAVAZNOST A NEZAVAZNOST, PUBLICISTIKA TOTIZ TAKE ZTOTOZNUJE POSLANi A VYZNAM,

NENIi JEDINEHO PRIKLADU, KDY BY VEDLA K HLUBOKEMU POCHOPENI{ VECi SVETA —



Snimek (s podtitulem V nasich srdcich) Vita Jane¢ka Mame NATO?, ktery
je predzvésti autorova rozsahlého filmu o institucionalizované moci, pred-
stavuje v ¢eském dokumentu vzacny prispévek politické antropologie. Proti
unifikované publicistice, jez tvar véci spiSe zahaluje, nabizi rezisér film—
poznani, ktery si dava Ukol podrobného vymezeni a hlubokého rozkryti
politického prostoru. Definuje zplsob medialniho oznacovani, analyzuje
filtr informaci, v§ima si vztahu moci vi¢i elementarnim strukturdm spolec-
nosti, vici jednotlivym bunkadm socialniho podlozi i vidi rituadldm, které
zajistuji moci jeji nezbytnost. Film zkouma i vlastni strategii rituald, tako-
vych jako byl podzimni summit Severoatlantické aliance v Praze. Komplex-
ni pohled na udéalosti spojuje odpovédi nékdejsiho disidenta a soucasného
reprezentanta struktur Alexandra Vondry s postoji filozofa Vaclava Bélo-
hradského a predstavitelt anarchistl, na niZsi drovni pak prazské setkani
komentuji zaméstnanci organizator(. Janedek nezlstava u strihu verbal-
nich protikladd, ale sestupuje se Stdbem do nitra summitu, do interiéru
politického chvéni, pricemz dokumentuje zakladni hranici mezi udalosti a
jejim medialnim rozpousténim. Pohyb po této hranici je zdsadnim prispév-
kem dokumentu, ktery hledd dopad zasedani i mimo nehybnou kru kon-
gresového centra a nachazi ji opét v protikladnych modelech vzbourené
ulice (anarchisté) a soustfedéné konzumni periferie. Hypermarket Cerny
most na zakadzku ministerstva zahranici pripravil nékolik zdbavnych akci
urcenych lidem, kterym pry hrozilo nebezpeci v centru Prahy. Nebezpecim
méli byt anarchisté, ale byla jim spiSe hysterie resuscitovaného policejniho
statu. Janecklv dokument ukazuje instituci obnazenou svym vlastnim ritu-
alem jako uzavieny sménny okruh, ktery se ukazuje prostrednictvim slozi-
tych zprostredkujicich mechanismd, posouvajicich vyznamy k potifebam spotreby.
Média pak misto premysleni nabizeji jen evidenci jiZz podsouvaného slov-
niku, podléhaji mu, propadaji syntaxi, jez je predurcéena.

Mame NATO?

MAME NATO?

REZIE: VIT JANECEK

SCENAR: VIT JANECEK

KAMERA: VIT KLUSAK

ZVUK: JIR[ MELCHER

STRIH: VIT JANECEK

CESKA REPUBLIKA 2003, BETA SP, BAR, 28 MIN

e Czech Television-Telexport
Kavéi hory | 140 70 Prague 4 | Czech Republic
tel: +420261137047 | fax: +420261211354

e-mail: telexport@czech-tv.cz
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NATO Inside Our Hearts?

MAME NATO?

DIRECTOR: VIT JANECEK

SCREENPLAY: VIT JANECEK

PHOTOGRAPHY: VIiT KLUSAK

SOUND: JIRI MELCHER

EDITOR: VIT JANECEK

CZECH REPUBLIC 2003, BETA SP, COL, 28 MIN

° Czech Television-Telexport
Kavéi hory | 140 70 Prague 4 | Czech Republic
tel: +420261137047 | fax: +420261211354

e-mail: telexport@czech-tv.cz

Vit Jane&ek’s film Mame NATO? (NATO inside Our Hearts?) with the subtitle V nasich
srdcich (In Our Hearts), a forerunner of the director’s major film about instituti-
onalized power, is a rare contribution to political anthropology in Czech docu-
mentary film. In contrast to unified journalism, which clouds matters rather than
the opposite, the director offers an in—depth film that attempts to define and uncover
political landscape. It defines the way of media labeling and analyzes the informa-
tion filter; it focuses on the attitude of power towards elementary society structu-
res and individual cells of social base as well as rituals that ensure the power’s
indispensability. The film also studies the strategy of such rituals at the September
NATO summit in Prague. The film's complex perspective of the event includes
answers from Alexander Vondra, a former dissident and presently a representati-
ve of the structures, from the philosopher Vaclav Bélohradsky and from the repre-
sentatives of anarchists. There are also comments by employees of the summit's
organizing firms. Janecek not only uses juxtaposition of verbal contrasts, he de-
scends with his crew into the heart of the summit, into the interior of political
vibration and shows the elementary border between an event and its dilution in
the media. The movement along this border is the fundamental contribution of
this documentary, which looks for impacts of the meeting beyond the motionless
iceberg of the Congress Center and eventually finds it in contrastive models of a
street demonstration (anarchists) and a determined consumer periphery. The shopping
center in Cerny Most, by request of the Ministry of Foreign Affairs, organized several
entertainment events for those, who were supposedly endangered in the center of
Prague. The anarchists were supposed to be dangerous, but in the end it was
rather the hysteria of the resuscitated police state. Janecek’s documentary shows
an institution exposed by its own ritual as a closed circle of exchange that reveals
itself through complicated mechanisms which shift meanings towards the needs
of consumption. The media, instead of thinking, offer only the ready—made voca-
bulary; they fall prey to it and to the predetermined syntax.



— POLITICS IN ITS REPRESENTATION MAKES MEANING AND MISSION IDENTICAL; HOWEVER, A DOCUMENTARY WORK HAS TO BRING A

THOROUGH ANALYSIS OF GAPS AND CONTEXTS, IT HAS TO UNCOVER THE RELATION OF WORD—-OBJECT - IT IS NECESSARY TO ENTER
POLITICS AS A STRUCTURE OF WORK THAT SHOWS ITSELF AND GIVES ITSELF AWAY - IT IS NECESSARY TO UNDERSTAND THE WIDER

WORD FORMULAS, ASSOCIATIONS AND CONTEXTS; ONLY THEN IT IS POSSIBLE TO STEP OUTSIDE THE TEXT AND START THE INTERPRETA-

TION - NOT IMITATING THE COMMUNICATIVE UNITS IF POLITICS (EXAMPLE: WHEN WE SAY THAT A POLITICIAN LIES, AT THAT VERY MO-
MENT WE SUCCUMB TO HIS ORGANIZATION OF WORDS — AND THAT IS NOT ENOUGH) - IT IS NECESSARY TO ATTACK TELEVISION JOUR-
NALISM CONSTANTLY AS IF THE STYLE DEMANDED FREEDOM FROM OBLIGATION AND NON—-IMPORTANCE; JOURNALISM MAKES MISSION
AND MEANING IDENTICAL; THERE IS NOT A SINGLE EXAMPLE OF JOURNALISM LEADING TO DEEP UNDERSTANDING OF WORLD AFFAIRS —
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Brehm 11

SCHWARZER GARTEN — SECHS KURZFILME VON
DIETMAR BREHM (THE MURDER MYSTERY /
BLICKLUST / PARTY / MACUMBA / KORRIDOR /
ORGANICS)

REZIE: DIETMAR BREHM

STRIH: DIETMAR BREHM

RAKOUSKO 1987/99, 16MM, CB, 108 MIN

° Sixpack Film

Neubaugasse 45/13 | P.O.Box 197 | A-1071 Wien Austria
tel: (+431)5260990-0 | fax: (+431)5260992

e-mail: office@sixpackfilm.com | www.sixpackfilm.com

Cerna zahrada. Cyklus 3esti film@, které Brehm natacel vzdy s odstupem
nékolika let. Kazdy z nich byl plvodné samostatnym dilem, jejich spojeni
v celistvy cyklus si vynutilo sjednocujici téma spojujici sex se smrti, pohyb
se zanikem. Rezisér priznava inspiraci antickou literaturou, predevsim tex-
ty, které vznikly v dekadentnim &ase upadajici slavy Rimské Fise. Temné
pojednani o ¢loveéku, jehoz vyznam pro prirodu konci sexuadlnim aktem,
pritvrzuje Brehm tvrzenim, Ze vSichni jsme jen zivé mrtvoly a zase se rych-
le ztratime.

The Murder Mystery. Zadhada vrazdy (rozpijejici se pornograficko—sadis-
tickou fantazii v rozirezaném filmu) je prvnim vrcholem Brehmova sexago-
nu. Sex dava filmu magické kouzlo. Vedle sebe v ném tak komplementarné
pUsobi dva zdkony: profanuje se sakralni, sakralizuje profanni. Dvojice Eros
- Thanatos nabyva fatalni dudlezZitosti. Rezisér kupi material, vytvari novy
generalni prostor soustredény na biologicko—psychologickou podstatu ¢lovéka.
Pohled slasti (Blicklust). Nékdy se ptdm sam sebe, co vlastné délam pro
umeélecky film, nebot si myslim, Ze to jsou hororové filmy. Nata¢im horo-
ry? Dietmar Brehm. Strach se stava jednim z nastroju, jez jsou pro filmo-
vou antropologii nezbytné. Nesmime opomijet fakt, Ze ustrojeni filmu si
vynucuje osvétleni strachem, ze film je budovan z Gzkosti.

Party. Nékdy pracuji s filmem tak, Ze se predstavitelé zdaji byt nesmrtelni.
Found—footage spojuje rusky, japonsky, americky a mdj vlastni material.
Konstrukce sméruje k halucinaci Matrixu, funkéni a nefunkéni ¢asti téla se
spojuji v optickém mazivu spletence stind, zatimco slys§ime, jak se nékdo
holi. Dietmar Brehm.

Macumba. Snimek se zaviji ve tfinacti vyjevech. Jako signal zacatku slysi-
me do tmy platna Gdery kladiva, jako kdyby nékdo zatloukal rakev. Ma-



cumba zaéina pomalu rist z éerného filmu. Cernossky par telefonuje do
Londyna a pak se v parku setkdva s hroznySem. Film je stejn€ nesrozumi-
telny jako zZivot souloziciho paru. Do filmu Sumi dést.

Koridor (Korridor). Po Gvodni sekvenci s vrcholem topolu a novogotic-
kym domem nasleduje smrst prevzatych zabéru tél v labyrintu vasné. Nahé
télo je rezisérovi modelem socialni reality, pohlavni spojeni nabizi skutec-
nost v koherentnim stavu a v dokonalé rovnovéze. Prebirani cizich filmu
deklaruje pritomnost spole¢nych prvkd a hleda diferenciaci pfi jejich usporadani,
poté nasleduje vytvoreni nového systému jako vysledku kombinatoriky, ktera
je predevsim interpretaci. Nova kombinace nabizi vzorec, ktery se nezre-
telné objevuje uvnitf ostatnich struktur — novéa varianta tak mize odhalo-
vat rtizné stavy a stupné usporadani plvodnich uzavrenych celkd.
Organics. Mél jsem skvélého found—footage herce, fikal jsme mu Hey Joe.
Kolem néj jsem, opét jako zdanlivy pozorovatel, zkonstruoval Matrix z detailC
lidského téla, kterym pronikne nahla exploze. Sesty a posledni film horo-
rové série Cerna zahrada... Dietmar Brehm.

Cerna zahrada (pumping—screen) je ohniskem filmového dila lineckého
avantgardisty. Sest dilti vypjatych, stylizovanych, uvnité neustale promé-
nujicich se filmd uvadi divaka do temné abstrakce zrcadlici depresivni pudovou
skutec¢nost.
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SCHWARZER GARTEN — SECHS KURZFILME VON
DIETMAR BREHM (THE MURDER MYSTERY / BLICKLUST
/ PARTY / MACUMBA / KORRIDOR / ORGANICS)
DIRECTOR: DIETMAR BREHM

EDITOR: DIETMAR BREHM

AUSTRIA 1987/99, 16MM, BW, 108 MIN

° Sixpack Film

Neubaugasse 45/13 | P.O.Box 197 | A-1071 Wien Austria
tel: (+431)5260990-0 | fax: (+431)5260992

e-mail: office@sixpackfilm.com | www.sixpackfilm.com

Black Garden A series of six films which Brehm shot in an interval of se-
veral years. Every one of them was originally an independent work. They
were combined into a series through a unifying theme that connects sex
with death and movement with perdition. The director admits inspiration
by ancient literature, mainly by works that were written at the decadent
time of declining fame of the Roman empire. A dark essay about a man,
whose significance in nature ends with sexual intercourse, is emphasized
by Brehm's assertion that we are all living dead and that we will disappear
quickly. The Murder Mystery. The Murder Mystery is the first apex of Brehm'’s
sexagon, a pornographic—sadistic fantasy dissolving in a cut—up film. Sex
gives the film a magic charm; there are two rules: the sacral is increasingly
secular and vice versa. The pair of Eros - Thanatos becomes fatally impor-
tant. The director piles up material and creates a new general environ-
ment focused on the biological—psychological essence of men. Blicklust
(A Look of Lust). Sometimes | ask myself what | really do for artistic film,
because my films seem to be horrors. Do | shoot horrors? Dietmar Brehm.
Fear becomes one of the essential elements for film anthropology. We must
not forget that the structure of film requires to be lit by fear and that film
is built out of anxiety. / Party. Sometimes | work with film in such a way
that the characters seem immortal. Found—footage includes Russian, Ja-
panese, American and my own material. The structure is oriented toward
the hallucination of Matrix; the functional as well as non—functional parts
of a body are connected in an optical huddle of shadows while in the bac-
kground we hear someone shaving himself. Dietmar Brehm / Macumba.
The film unfolds in thirteen scenes. The start is signaled by the strikes of
a hammer as if someone was closing a coffin. Macumba starts to grow



slowly from a dark film. A black couple makes a call to London and en-
counters a python in a park. The film is as undecipherable as the life of the
copulating couple. The background if filled with the sound of falling rain.
/ Corridor (Korridor). The opening sequence with a top of a poplar and
a neogothic house is followed by a barrage of footage taken from various
films which shows bodies in the labyrinth of passion. For the director, a
naked body is a model of social reality. Copulation presents reality in a
coherent state and perfect balance. Using footage from other people’s films
declares the presence of common elements and looks for differentiation
by their reorganization, which leads to the creation of a new system resul-
ting from combinatorics that is primarily interpretation. The new combi-
nation offers a formula that can be seen inside other structures; the new
variant can reveal various states and levels of organization of the original
closed complexes. / Organics. | had an excellent found—footage actor, we
called him Hey Joe. As a seeming observer, | constructed a Matrix around
him made of details of a human body that suddenly explodes. The sixth
and final film of the horror series Black Garden... Dietmar Bhrem. / Black
Garden (pumping—screen) is the focal point of the avant—garde artist from
Linz; six tense and stylized parts, ever—changing films that introduce the
viewer into a dark abstraction that mirrors depressive instinctive presen-
ce.
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— EXISTUJE TENTO SVET ZDE A PAK ONEN SVET, KTERY SE JEDINY TESi HODNOTE, SKUTECNOSTI A SLAVE; CO ALE ZNAMENA BYT VYLOU-
CEN ZE SVETA? - KOSTEL COBY EXIL, KTERY MA VYVAZIT ABSOLUTNI BEZDOMOVIi - ZPOVED JAKO BLOUDENI, MLUVI SE, TEDY NEDELA

SE NIC JINEHO, NEZ SE BLOUDI, JENOM FIXACE FILMEM DOVOLUJE DOJiT AZ NA KONEC BLOUDENI, VLASTNE SE JEN PRIBLIZIT JEHO
KONCI, A TO TiM, ZE CELEK FILMU POVAZUJE ZA CiL TO, CO JE POUHYM PROSTREDNIKEM, REPREZENTACI ODPOVIDAJiCi KONECNOSTI
FILMU - MODLITBA: IMAGINATIVNi REKONSTRUKCE CELKU — FYZIOGNOMIE TVARE PREDZNAMENAVA PSYCHOLOGICKOU ANATOMII, JiZ

FILM JE, ZKOUMANIM NERESITELNYCH, NEZODPOVEZENYCH OTAZEK (DOLU, DOVNITR, VZHURU, VEN) — OSTATNE NAKONEC ZUSTAVAJi
JEN ANEKDOTY -



Teologicka investigace rakouského reziséra Ulricha Seidla je filmovou zpovéd-
nici pro Sestici katolikd, kteri pred kamerou oteviené popisuji svij velmi osob-
ni vztah k Jezisi Kristu. Kulisou je interiér kostela, budovy, v niZ se krestané
shromazduji k oslavé Boha. Bohosluzebné déni je ale z filmu vylouceno, kostel
Seidlova filmu je vyhradné mistem rozjimani kazdého vériciho a osobni mod-
litby. Reprodukce nabozZenskych obrazd a detaily ritualnich véci pak sehraji
svou roli v intermezzech, kterd mimo slova ilustruji vztah jedné ze zpovidaji-
cich se ke kostelu, k predmétiim viry, promitanych do vSednich vyjevi kazdo-
denni starosti o né (Zehleni ornatu, umyvani oltare, stirani prachu z Kristova
podpazi). ReZisér se také s ostatnimi hrdiny vydava mimo kostel, aby nahlédl
do jejich monoténnich Zivotl. Hlavni lod filmu je ale vyhrazena ritualu zpovédi
jako vyznani a doznani prostfednictvim zpovédnika—kamery (tj. zpovédnik bez
rozhreseni). Lidé pristupuji ke kamere, postavené ¢asto na misté hlavniho oltare,
a vedou monolog. Na plochu slov zhustuji komplex pocitd, stavd a praktickych
detaild. Proud védomi sklada oddélené portréty osamélych jedincd, ktefi vkla-
daji veskerou nadéji do své viry, vypraveéji o situaci Zivota, jenz je dovedl ke
stejnému vyznani. Modlitby k Otci, spasiteli ml¢enlivému, milujicimu, naslou-
chajicimu, pozvolna prechazeji ve zpovédi. Kazdy prichazi s jinou prosbou.
RezZisér, ktery mél byt podle prani svych rodi¢li knézem a sdm od détstvi pro-
el vylu¢né nabozenskou vychovou (v katolickém Rakousku oviem nijak vyji-
mecnou), tvrdi, Ze snimek nechtél ukazat extrémni vérici, ale obycejné katoli-
ky, kteri na rozdil od néj nikdy nerevoltovali proti rodnému katolickému domu
(Seidl vénoval film svym rodic¢am). Je prekvapujici, jak autor brutélnich styli-
zovanych dokumentd ztisil svdj vyraz. Vytiibeny styl a v podstaté kontroverzni
téma zlstavaji, ale Seidl se svymi hrdiny nemanipuluje, neponiZuje je, naopak
jim vytvari prekvapivé svobodny prostor a v novém stupni autenticity je ne-
chéava mluvit, jako by po vypjatych Psich dnech zacinala nova etapa jeho tvor-

by.

Kriste, ty vis

JESUS, DU WEISST

REZIE: ULRICH SEIDL

SCENAR: ULRICH SEIDL, VERONIKA FRANZ
KAMERA: WOLFGANG THALER, JERZY PALACZ
ZVUK: EKKEHAR BAUMUNG

STRIH: CHRISTOF SCHERTENLEIB, ANDREA
WAGNER

RAKOUSKO 2003, 35MM, BAR, 87 MIN
OCENENI{: KARLOVY VARY, MMF 2003, CENA ZA
NEJLEPSi DOKUMENTARNI FILM

e Austrian Film Commission
Stiftgasse 6 | A-1070 Vienna | Austria
tel: +4315263323 | fax: +4315266801

e-mail: office@afc.at | www.afc.at
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Jesus, you know

JESUS, DU WEISST

DIRECTOR: ULRICH SEIDL

SCREENPLAY: ULRICH SEIDL, VERONIKA FRANZ
PHOTOGRAPHY: WOLFGANG THALER, JERZY PALACZ
SOUND: EKKEHAR BAUMUNG

EDITOR: CHRISTOF SCHERTENLEIB, ANDREA
WAGNER

AUSTRIA 2003, 35MM, COL, 87 MIN

AWARDS: KARLOVY VARY, IFF 2003,

BEST DOKUMENTARY FILM

° Austrian Film Commission
Stiftgasse 6 | A-1070 Vienna | Austria
tel: +4315263323 | fax: +4315266801

e-mail: office@afc.at | www.afc.at

A theological investigation by the Austrian director Ulrich Seidl is a series of con-
fessions of six Catholics openly describing in front of the camera their very perso-
nal relationship with Jesus Christ. The film background is the church interior, a
building where Christians gather to praise God. The religious service itself, howe-
ver, is not present in the film. Seidl shows the church as a place where all believers
can mediate and say their personal prayers. Reproductions of religious paintings
and details of ritual things play their role during the intermezzos, which, mutely,
illustrate the feelings a woman has for the church and the religious subjects seen
in the everyday routine of taking care of them (ironing of vestments, washing the
altar, dusting the Christ's underarms), the director leaves the church together with
the others to look inside their monotonous lives. The main focus of the film is,
however, the confession shown as a ritual using a confessionary—camera (i.e. a
confessionary without absolution); people approach the camera, which is often
placed at the main altar, and lead a monologue. They are trying to squeeze their
feelings into words and practical details, the stream of consciousness putting to-
gether portraits of lonely individuals who gave all their hope to religion, they are
telling stories about situations in their lives that led them towards the same belief.
Prayers to a father, the silent, loving and listening saviour, gradually become con-
fessions. Everybody comes with a different plea. The director whose parents wis-
hed for him to become a priest and from his early childhood gave him a strict
religious education, a fact not that uncommon in the Catholic Austria, says that
the picture did not intend to show religious fanatics, but ordinary Catholics who,
unlike him, have never revolted against their Catholic homes (Seidl dedicated the
film to his parents). It is surprising to see how the author of brutal stylised docu-
mentaries calmed down, still employing an exquisite style and a controversial topic.
Seidl does not manipulate his characters, does not put them down, on the contra-
ry, he gives them a surprising freedom and lets them speak freely with a new degree
of authenticity, as though after the tense Dog Days he was beginning a new phase
of filmmaking.



— THERE IS THIS WORLD HERE, AND THEN THE OTHER WORLD, THE ONLY ONE HAVING ANY VALUE, REALITY AND FAME, BUT WHAT

DOES IT REALLY MEAN TO BE EXPELLED FROM THE WORLD? - AN EXILE IN CHURCH TO COMPENSATE FOR AN ABSOLUTE HOMELESSNESS
- A CONFESSION AS GETTING LOST, SPEAKING, I.E. DOING NOTHING MORE THEM GETTING LOST, IT IS JUST THE FILM THAT ALLOWS US
TO STOP GETTING LOST, TO GET CLOSER TO ITS END BY THE MEANS OF FILM, BELIEVING THAT THE END IS JUST AN INTERMEDIARY, A
REPRESENTATION COMPARABLE WITH THE FINALITY OF FILM - A PRAYER: IMAGINATIVE RECONSTRUCTION OF A WHOLE - A FACE PHYSIO-
GNOMY FORESHADOWING PSYCHOLOGICAL ANATOMY OF THE FILM BY EXPLORING UNSOLVABLE, ANSWERED QUESTIONS (DOWN, INSI-
DE, UP, OUTSIDE) - IN THE END ONLY ANECDOTES ARE LEFT ANYWAY-
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— HERECKE TELO, JIMZ JSOU ZHOTOVOVANY MODELY, KTERE MAJi SLOUZIT NASIM CiLUM - POLITIKA: CO SE V TOMTO MODELU ZVIDI-
TELNUJE, JE UCEL SAM, HEREC TEDY NESLOUZI JENOM TOMU, CO PREDVADI, ALE SVEMU NEJVLASTNE]SiMU PRESVEDCENI, AKCE HERCE JE
TAK NAVRATEM K CISTE IDEJI, KTERA BYLA NA ZACATKU JEHO PRVNi VOLBOU - INTENZITA TAKTO NAHLiZENEHO PROJEVU MUZE ROZRU-
SIT GESTICNOST INSTITUCI, KTERE ARMADOU A POLICIi VYJADRUJi NAVENEK VULI BOHU, JEDINE V TAKOVE POZICI HERCE SE LZE POSTA-
VIT NASTROJUM DOSAZENI NADVLADY A PRIVILEGIi A VE VULI PO JEJiM PREKONANI DOKONCE PREKRACOVAT TOLEROVANE HRANICE -
DIVADLO, VYJIMECNE PRECHODNYM TRVANIM UMELECKEHO DIiLA, PRAVDIVE TiM, ZE PRAVE JE, TAK MUZE VYVAZIT ZAKLADNIi PROSTRE-
DEK UDRZOVANI MOCI, JiMZ JE RITUAL —



Film otevird scéna s propletenou nahou dvojici, zpivaji. Pastelové odstiny
c¢ervené a modré prelévaji ¢ernobily zaznam, tak né€jak se barvi vzpominky.
Byla to Sedesata léta, kdy Julian Beck snil své utopické sny o novém svété
stvoreném na jevisti divadla. R4j byl ale vymalovan jinak. Z ideji otevieného
spolecenstvi, hlasajiciho svobodu mysleni a posteli nezbylo skoro nic. Sdm
rezisér ve svém autorském komentari poznamenava: byli jsme vylouceni z raje
a prinuceni Celit nejisté budoucnosti. Nasleduji obrazy pritomnosti: New York,
stale stejna Seda barva, starosta mluvi o nemilosrdném boji s terorismem,
dlouhy zabér zvolna otevird jamu Ground Zero. — Dark Szuszies se predsta-
vuje jako jeden z ¢lent legendarniho Living Theatre, radikalni divadelni skupiny,
ktera privedla na pédium primost a hereckou autenticitu — chtéli setfit hra-
nici mezi jevistém a hledistém a stali se politikou. Upnuli se k idejim pacifis-
mu a vSeobjimajiciho humanismu. Postupem casu se sice divadelni metoda
rozpustila v rezii kamennych divadel, ale vize svobodného divadla se stale
obnovuje na ulicich celého svéta. Hra, které je dnes na programu na Man-
hattanu, se jmenuje Resist. Po padesati letech trvani divadelni spole¢nosti
se autofi filmu snazi najit jeji soucasné postaveni a vyznam. Na pozadi efekt-
niho obnovovéani konzervativnich hodnot, jejichz symbolem je boj proti sku-
te¢nému i virtudlnimu terorismu, se odviji prib€h skupiny, kterou v padesatych
letech zalozili Julian Beck a Judith Malina. V poloviné Sedesatych let odesla
herecka spole¢nost do Evropy, kde se stala soucasti Sirokého proudu obro-
zujiciho se divadla. V roce 1985 Beck zemfrel, Judith Malina ale vede Living
Theatre dal. V ramci turné New York - Bejrat — Pariz se k nim pridala také
autorska dvojice Dark Szuszies a Karin Kaper, ktefi s divadlem dorazili az do
italského Janova, kde se v ¢ervenci 2001 zdcastnili protestnich akci proti globalizaci.
Jejich film je subjektivnim pohledem na soucasnou cinnost skupiny, vééné
bojujici proti skute¢nym nebo domnélym strukturam, které podle jejiho ndzoru
omezuji lidskou svobodu.

Resist

RESIST

REZIE: DIRK SZUSZIES, KARIN KAPER
SCENAR: DIRK SZUSZIES, KARIN KAPER
KAMERA: DIETER VERVUURT

ZVUK: THOMAS HORNIG, STEFAN SOLTAN
HUDBA: CARLO ALTOMARE, ANDREA LIBEROVICI,
PATRIC GRANT

STRIH: ALAIN DE HALLEUX

BELGIE 2003, 35 MM, BAR, 9o MIN

e DOC & CO | Catherine Le Clef
13, rue Portefoin | F-75003 Paris | France
tel: 33142775687/8965 | mob: 33607404937

e-mail: catleclef@doc-co.com | www.doc-co.com
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Resist

RESIST

DIRECTOR: DIRK SZUSZIES, KARIN KAPER
SCREENPLAY: DIRK SZUSZIES, KARIN KAPER
PHOTOGRAPHY: DIETER VERVUURT

SOUND: THOMAS HORNIG, STEFAN SOLTAN
MUSIC: CARLO ALTOMARE, ANDREA LIBEROVICI,
PATRIC GRANT

EDITOR: ALAIN DE HALLEUX

BELGIUM 2003, 35MM, COL, go MIN

° DOC & CO | Catherine Le Clef

13, rue Portefoin | F-75003 Paris | France
tel: 33142775687/8965 | mob: 33607404937

e-mail: catleclef@doc-co.com | www.doc-co.com

The movie starts by a picture of interlaced naked and singing couple. Pastel
hues of red and blue take over the black and white footage; these are the
colours of memories and the 196os when Julian Beck dreamed his visionary
dreams about new world created on the stage. But the paradise was painted
differently and the ideas of open community, professing freedom of thinking
and beds, came to mere nothing. Director himself comments on it: “we have
been expelled from Paradise and forced to face the uncertain future.” Next
come pictures showing the present: New York, always of the same grey co-
lour, the mayor speaks about the merciless fight with terrorism, a long take,
which slowly opens on Ground Zero. Dark Szuszies presents himself as a member
of the legendary Living Theatre, a radical theatre group, which brought dire-
ctness and actors’ authenticity on stage. It wanted to cross the border between
the stage and audience and became political. The members attached them-
selves to the ideas of pacifism and all-embracing humanism but not much
has remained of it: dramatic method has melted in directing in the main—
stream theatres, but the vision of free theatre is being constantly renewed on
the streets. Tonight's play showed on Manhattan is called Resist. After fifty
years of company’s existence, the authors of the movie try to find its present
position and importance. On the background of effective renewal of conser-
vative values, whose symbol is real and virtual fight against terrorism, we read
a story of company founded in the 1950s by Julian Beck and Judith Malina. In
mid—6o0s, the company moved to Europe, where it became part of the strong
stream of the renewing theatre. Julian Beck died in 1985 but Judith Marina
carries on leading the Living Theatre. Author’s couple Dark Szuszies and Karin
Kaper joined the group during its tour New York—Beirut— Paris. In July 2001,
they all arrived to Genoa, where they participated at the protests against globalisation.
Their movie is a subjective look at present activities of thegroup, which is
always fighting against real or imaginary structures limiting, according to them,
the freedom of man.



— IS THE PURPOSE ITSELF; THE ACTOR IS NOT THERE JUST FOR THE PURPOSES OF WHAT HE SHOWS, BUT BECAUSE OF HIS OWN INNER-

MOST CONVICTION; THE ACTOR’S ACTIONS RETURN TO THE UNDERLYING, PURE IDEA THAT WAS THE FIRST CHOICE AT THE BEGINNING -
THE INTENSITY OF THIS KIND OF EXPRESSION CAN DISTURB THE GESTIC CHARACTER OF INSTITUTIONS THAT EXPRESS THE WILL OF
GODS THROUGH THE ARMY AND THE POLICE; ONLY IN THAT POSITION OF THE ACTOR IS IT POSSIBLE TO STAND AGAINST THE TOOLS OF
REACHING DOMINATION AND PRIVILEGES AND TO EXCEED THE TOLERATED BORDERS BASED ON THE WILL FOR SUCH TRANSGRESSIONS -
THE THEATER, UNIQUE BECAUSE OF THE TRANSIENT NATURE OF THE WORK OF ART, TRUE IN ITS EXISTENCE, CAN THEREFORE OFFSET
THE BASIC MEANS OF MAINTAINING POWER — RITUALS —
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The Tape Beatles

Tvorba skupiny The Tape-beatles

Nejnovéjsi dilo ,rozsifeného kina”, které The Tape-beatles vytvofili
b&hem posledniho desetileti, je film Dobré c¢asy (Good Times).
Stejné jako v jejich predchozich dilech Velka deziluze (The Grand
Delusion, 1994) a Hmota (Matter, 1997) stavi toto predstave-
ni na hudbé z jejich nejnovéjsiho CD, které se také jmenuje
Dobré ¢asy (Good Times). The Tape-beatles pouzivaji ve svych
kompozicich dodatecné zvuky a rozsifrené hudebni nahravky,
které poustéji pri vizualni exhibici promitané tfemi 16mm projektory
najednou.

The Tape-beatles pri vytvareni vlastnich dél pracuji s vypGjéenym
audiovizualnim materialem. PFi svych verejnych vystoupenich
vyuzivaji techniky, kterou sami nazyvaji ,rozsirené kino” a kte-
ra spociva v soubézné projekci tfi 16mm filmovych projekto-
rd, jez vytvareji Sirokouhlé panorama pohybujicich se obraz(.
The Tape-beatles sami obsluhuji projektory v prabéhu pred-
staveni v souladu s impulsy predem nahrané hudby, kterou téz
sami komponuji.

Dva postranni projektory promitaji na zaklad€ synchronizace
zdznamu, The Tape-beatles sami vyménuji filmové smycky
v pribéhu predstaveni v reakci na hudebni podnéty. Stfedo-
vy obraz je promitan z jediného neprerusovaného kotouce, ktery

je peclivé sestiihan a nacasovan tak, aby ladil s hudbou. Diva-
kdm se tak nabizi bezprostredni zazitek z filmu a zaroven vidi,
Ze na predstaveni se podileji Zivé lidské bytosti, Ze je pro né
primo pred nimi pripravuji. To v podstaté vytvari urcity druh
Lpredvadéného kina”.

Obrazy promitané pri predstaveni neslouzi jako pouhailustrace
k hudbé. Jejich ucelem je v tomto pripadé€ rozsirit a obohatit
témata uvadéna zvukovym zdznamem. Postranni obrazy slou-
Zi jako podpurny material a komentar k materialu promitané-
mu na stiedu. Neustale se opakujici povaha filmovych smycek
slouzi téz ke zdlraznéni rytmu hudby.

The Tape-beatles (a skupina Public Works, s nizZ maji spolec-
né ¢leny) nataceji CD a multimedialni prezentace od svého
zaloZeni na konci osmdesatych let. Natodili jiz pét CD a tfi
predstaveni ,rozsifeného kina”. Vystupovali ve vétsich més-
tech po celé severni Americe i Evropé€.

Prezentace skupiny The Tape-beatles

15:00

The Tape-beatles zahdji své vystoupeni popisem tvorby skupi-
ny v minulosti a plany do budoucna. Pritom nastini své poli-
tické a kulturni nazory, které jsou dtlezZitou soucasti jejich prace.
Budou premyslet o problematice dusevniho vlastnictvi, pricemz
zpochybni jeji opravnénost a naopak budou hovofit pro kul-
turni prostredi zalozené na sdileni, otevienosti a uznani toho,



ze kazdy tvarce, bez ohledu na to, nakolik je ,originalni”, je
velkym dluznikem téch, kteri prisli pred nim. The Tape-bea-
tles vyzvou divaky k diskusi.

15:50
Desetiminutova prestavka

16:00
Promitani filmu Hmota (Matter) - Public Works (1997).

O filmu Hmota (Matter) rekl dopisovatel Wired News Mike
Tanner: ,Vysledkem je neuvéritelné rytmicky, kineticky celek,
ktery pripominé video nebo digitalni multimédium s rozd€lenou
obrazovkou zbavené obvyklého zrnitého elektronického chla-
du, s obrazem a zvukem, které stavi jeden na druhém.” Kape-
la vynika nad ostatnimi politicky motivovanymi tvarci multi-
medialnich kolazi, jako je napriklad EBN, fika Peter Conheim,
programator radia Free Radio Berkeley a ¢len hudebni skupi-
ny Wet Gate. Rozdil je ,ve zpusobu, jakym Public Works pro-
pojuji audio s videem to takové miry, Ze se stavaji naprosto
neoddélitelnymi.” Tématu modifikace kultury a militarizace
spolecnosti, o nichZ pojednava jak Hmota tak Deziluze, se dotklo
jiz mnoho umélca, ale Public Works se odvazuji jit do mimo-
radné hloubky, dodava Conheim.

16:40
Desetiminutova prestavka.

16:50
Promitani filmu Dobré ¢asy (Good Times) - The Tape-beatles
(2001).

Dobré ¢asy nabizeji rozsahly komentar amerického hospodarstvi,
predevsim obdobi rozmachu v devadesatych letech, v némz
se britky humor stfida s ponurou vaznosti. Promita se na trech
vizudlnich kanalech se stereofonnim ozvucenim. The Tape-beatles
obsluhuji projektory a vizualni efekty pripravuji k prehravani
v realném ¢ase, coz z jejich prace vytvari ,predvadéné kino”.
Vysledkem je kinematografické predstaveni, které ,si vypujcéu-
je nové vyznamy a absurdni juxtapozice surrealismu, dadais-
mu, rozstiihané poezie a koldze. [The Tape-beatles] pracuji
s hodnotou $oku a spole¢enskych zajm0 ranych let performance
artu. VyuZivaji poetickych montéazi nalezeného materialu spo-
lu se zru¢nosti a smyslem pro objevy Stana Brakhagea a ame-
rickych undergroundovych filmara Sedesatych let.” (Grant
Samuelson, Projector Magazine).
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The Tape Beatles

Tape—Beatles in Jihlava 2003

,Good Times” is the latest in a series of works of ,expanded
cinema” created by The Tape—beatles

during the last decade. Like their previous films ,The Grand
Delusion” (1994) and ,Matter” (1997), their current show takes
as its starting point music from their most recent CD, also called
,Good Times”. The Tape—beatles augment their compositions
with additional sounds and extended musical tracks, which
they play while ,performing’ the visuals on three 16mm pro-
jectors.

The Tape—beatles make exclusive use of found audio—visual
material in creating their works. In their public performances,
they use a technique that they call ,expanded cinema”, which
takes the form of three 16mm movie projectors running simul-
taneously, forming a wide screen panorama of moving pictu-
res. The Tape—beatles operate the projectors live in response
to a pre—recorded musical score, also composed by them.

For the two flanking projections, the Tape—beatles work from
a cue sheet, changing film loops throughout the show in re-
sponse to cues in the music. The center image is a continuous
reel, carefully edited and timed to fit the musical score. The

audience has the face—forward experience of watching cine-
ma, but at the same time, they are conscious that live human
beings are creating this spectacle for them right now, in the
moment. This creates, in effect, a form of ,performed cine-

u

ma .

The images used in the show go beyond merely illustrating
the music. Their purpose here is to enlarge and enrich the
themes that the soundtrack introduces. The flanking images
also have the effect of supporting and commenting on the material
seen in the center position. The repetitive nature of the film
loops also serves to underscore the rhythms of the music.

The Tape—beatles (and the group Public Works, with which
they share members) have been making CDs and multimedia
presentations since their founding in the late 8os. They have
five CDs to their credit, as well as three ,expanded cinema”
performances. Their work has been seen in major cities all
over North America and Europe.

Tape—beatles Presentation

15:00

The Tape—beatles will start by giving an overview of the his-
tory of the group and what they set out to do. Along the way,
they will introduce political and cultural ideas that are an important
component of their work. They will discuss intellectual pro-



perty, questioning the validity of the idea and advocate for a
cultural environment based on sharing, openness, and a re-
cognition that every creator, no matter how ,original”, owes
a huge debt to those who came before. The Tape—beatles
will encourage the audience to ask questions.

16:00
Screening of ,Matter” by Public Works (1997).

About ,Matter”, Mike Tanner, writing for Wired News, said:
+The result is an incredibly rhythmic and kinetic whole that
suggests split—screen video or digital multimedia without the
grainy electronic coldness of either, and with image and sou-
nd building on each other. The band stands out from other
politically motivated multimedia collagists like EBN, says Pe-
ter Conheim, a programmer for Free Radio Berkeley and member
of Wet Gate, another musique concréte band. The difference
is in ,the way Public Works meld the visual with the audio so
well that the two are completely inseparable.” And though many
artists have addressed the subjects that Matter and Delusion
deal with — the commodification of culture and militarization
of society — Public Works does it with a rare depth, adds Conheim.”

16:50
Screening of ,Good Times” by The Tape—beatles (2001).

.Good Times", offers an extended running commentary on the
U.S. economy, expecially the gos boom years, alternating trenchant

humor with somber gravity, played out in three visual chan-
nels and stereo sound. The Tape—beatles operate the projec-
tors and cue visual events in real time, making this work a
piece of ,performed’ cinema. The effect is a cinematic specta-
cle that: ,borrow([s] the new meanings and absurd juxtaposi-
tions of Surrealism, Dada, cut—up poetry and collage. [The
Tape—beatles] employ the shock value and social concerns of
the early days of performance art. They use poetic montages
of found footage with the dexterity and sense of discovery of
Stan Brakhage and the American underground filmmakers of
the 1960s.” (Grant Samuelson, Projector Magazine).
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Ci je ta piseii?

WHOSE IS THIS SONG?

REZIE: ADELA PEEVA

SCENAR: ADELA PEEVA

KAMERA: JORO NEDELKOV

STRIH: JELIO JELEV & NINA ALTAPARMAKOVA

BULHARSKO, TURECKO, RECKO, ALBANIE, BOSNA
A HERCEGOVINA, SRBSKO A MAKEDONIE 2003,
35 MM, BAR, 52MIN

.Ci je ta pisen?” je komické, dramatické a tragické resumé o hledani prav-
dy o jedné balkanské lidové pisni. Rezisérka ji zna od détstvi a cely Zivot
byla presvédcend, Ze jeji oblibena pisen je Bulharska. Nyni se po stopach
pisné vydava na dobrodruznou cestu Balkdnem a zjistuje, jak se obycejna
pisent mlZe stat nastrojem fanatického nacionalismu. S kamerou v ruce putuje
Tureckem, Reckem, Makedonii, Albanii, Bosnou a Hercegovinou a Bulhar-
skem - ve v8ech zemich si podmanivou melodii privlastriuji. Nékde ji zpi-
vaji jako pisen milostnou, jinde, jako nadbozensky chvalozpév a jesté dal
jako pisen burcujici nacionalismus a bojového ducha.

Koprodukéni film uvadény Paulem Pauwelsem z PERISCOPE PRODUCTI-
ON Brusel



It seems that a certain song the director has thought was 100% Bulgarian
since her childhood is claimed by every Balkan nation. The catchy melody,
accompanied by words appropriate to various national contexts, has been
adopted by Turkey, Greece, Albania, Bosnia-Herzegovina, Serbia and Macedonia.
In order to trace its roots, the director decided to set out on an adventure
across the Balkans. Passionate debates are held as to the origin of the song
among the inhabitants of the above-mentioned countries: their differing
religious affiliations determine their loyalties and reveal age-old, irrational
animosities and the fanatical nationalism of culturally related neighbors.

Co-production film presented by producer Paul Pauwels PERISCOPE PRO-
DUCTION Brussels

Whose Is This Song? SAT

16:30
AULA
WHOSE IS THIS SONG? ENG.
DIRECTOR: ADELA PEEVA SUB.
SCREENPLAY: ADELA PEEVA
PHOTOGRAPHY: JORO NEDELKOV
EDITOR: JELIO JELEV & NINA ALTAPARMAKOVA
BULGARIA, TURKEY, GREECE, ALBANIA, BOSNIA-
HERZEGOVINA, SERBIA AND MACEDONIA 2003,
35MM, COL, 52MIN
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— KDYBYCHOM VEDELI, CO JE DOBRO, DOKONCE DOBRO VYMEZENE K TABU (DOBRO TABU, TABU, DOBRO A VIRTUALITA), MOHLI BY-

CHOM RICT, ZE MORALKA ZACINA TEHDY, KDYZ SE CLOVEK NACHAZi V PODMINKACH PRIZNIVYCH ZLU A ON SE PRESTO ROZHODNE PRO
DOBRO, ALE MY VAHAME, PROTOZE POLE DOBRA JE NAHLE OMEZENE, STEJNE JAKO JE OMEZENA POUZITELNOST KAZDE TECHNOLOGIE,
NEBOT | DOBRO JE TECHNOLOGIi, NASTROJEM DEFINUJICi MOCI - VYZNAM TAKOVEHO FILMU JE, ZE UKAZUJE KRIZI VYZNAMU, KRIZI,
KTERA STOJi NAD SOCIALNi OTAZKOU A JEJiMZ DUSLEDKEM JE POHYBLIVOST VSEHO A NEEXISTENCE STABILNICH VZTAZNYCH BODU,
PREDEVSIM V MEZILIDSKYCH VZTAZICH — PRIKLADEM BUDIZ SAM HRDINA, KTERY PLATi NEJVYSSi CENOU, ALE NEZAZIVA ANI SKUTEC-
NOU SAMOTU, ANI SKUTECNOU POCHYBNOST, JE TO UPLNE JINY POCIT —



Sugestivni portrét samotarského chlapce, ktery z mésta na severu Moravy vytvari
magicky prostor brutalnich webovych stranek. Je to stin nové kultury, a tento stin
je vice nez stinem, pusobi jako spodni proud, Zije svym temnym Zivotem. Stin je
vsak také tim, kdo jej vrha. Patologické véci v rozkmitu mezi ¢ernym humorem
(www.kompost.cz) a skute¢né odpudivymi strankami plnymi korpust mrtvych tél
(http://peklo.cjb.net) jsou dilem ¢lovéka, jehoz mysleni priblizuje prabézné vede-
ny denik (www.dengg4ek.cz) i mailovéd korespondence s autorem filmu — Gryvky
z ni jsou pokrac¢ovanim anotace. Vysledek jungovského setkani se stinem vsak zlstava
az do vidéni filmu zahalen tajemstvim. Lukas: Uz jsem nad tim trochu premysiel,
ale zatim mé nenapadlo nic kloudného. Mozna by se to celé dalo postavit na kontrastu
— toho, jak jsem ve skutec¢nosti obycejny, konzervativni a prosty vétSiny obvyklych
lidskych neresti *) a jak zaroven dokazu plodit véci, které ziejmé vybodluji ze stan-
dardniho mravniho kodexu. Pokud bych mél pouzit obzvl&sté vzletné terminy, pak
si pripadam asi jako ¢lovek, ktery v elegantnim obleku a bilych rukavickach proda-
va lidem opravdu hezky zabalena... hovna. — Chci tim Fict, Ze v podstaté nemam
zadny davod byt nespokojeny ¢lovék a nemam zadna traumata nebo pocity nenéa-
visti, které bych potieboval ventilovat. Z reakci zjistuju, ze lidé mé povazuji bud
za satanistu (ve skutecnosti vSechna nabozenstvi povazuju ze zasady za davno
mrtvy byznys), agresivni prase (dalsi bulsit, z redlného nésili mam docela dés)
nebo psychopata, ktery se po vecerech koupe v hovnech (ne, dokonce ani to nedélam).
No a ve skutecnosti jsem docela mékkys, ktery naruzivé breci u kazdého filmu,
u kterého to jen trochu jde... | kdyz, cynik jsem taky. — Mali¢kad (nebo i vétsi) So-
kové terapie by asi méla byt soucasti toho dokumentu. Chapes, je to véc, kvali
které jsem znamy a na které stavim. Mozna by to lidem pomohlo dostat se rychle
do obrazu. To by mohla byt soucast toho kontrastu — na zac¢atku trochu (nebo
vic) podésit a potom to zvolna zacit rozplétat, zlidStovat a ukézat, Ze psychopat
vlastné d¥iméa v kazdém z nés a sovy nejsou tim, ¢im se zdaji byt. *) jsem celozi-
votni abstinent, neberu drogy, nekourim, a (nedobrovolné) nesukam.

Pada hovno néco si prej...

PADA HOVNO NECO SI PRE]J...

REZIE: LADISLAV CMIRAL

SCENAR: LADISLAV CMIRAL

KAMERA: LADISLAV CMIiRAL

ZVUK: JIR[ MELCHER

STRIH: TOMAS DORUSKA

CESKA REPUBLIKA 2003, BETA SP, BAR, 23 MIN

e FAMU

Smetanovo nab¥ezi 2 | 110 oo Prague 1
Czech Republic | tel: +420221197263

e-mail: cavina@famu.cz | www.famu.cz
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Make a Wish Upon Falling
Shit

PADA HOVNO, NECO SI PRE]J..

DIRECTOR: LADISLAV CMIiRAL

SCREENPLAY: LADISLAV CMIRAL
PHOTOGRAPHY: LADISLAV CMIRAL

SOUND: JIRI MELCHER

EDITOR: TOMAS DORUSKA

CZECH REPUBLIC 2003, BETA SP, COL, 23 MIN

° FAMU

Smetanovo nab¥ezi 2 | 110 oo Prague 1
Czech Republic | tel: +420221197263

e-mail: cavina@famu.cz | www.famu.cz

A suggestive portrait of a withdrawn boy from a town in the north of Moravia
creating a magical space of brutal web pages. It is a shadow of the new culture
becoming more than just a shadow; it is like an undercurrent living its own dark
life. A shadow is also what casts it. Pathological things oscillating between black
humour (www.kompost.cz) and some really disgusting pages full of dead corpses
(http://peklo.cjb.net) are a creation of a person whose way of thinking is outlined
in his diary he regularly keeps (www.deng4ek.cz) and his e-mail correspondence
with the author of the film, extracts from which are part of the annotation. But the
outcome of this Jung—like meeting with a shadow is shrouded in secrecy until you
actually see the film. Lukas: I've been thinking about it a little, but | haven't figured
out anything sensible yet. Maybe it could be all based on contrast of how, in re-
ality, | am an ordinary guy, conservative, without any usual human vices *) and
how, at the same time, | am capable of creating things that are obviously out of
bounds of standard moral codex. To say it in a really poetic way, | feel like a man
dressed in a really smart suit and hands in white gloves he is selling to other people
really nicely wrapped... shit. - | would like to say that | have no reason at all to be
unsatisfied, and | have no traumas or feelings of hatred | would need to give vent
to. | am finding out from people’s reactions that people either think | am a Satanist
(in fact | consider all kinds of religion a long—dead business anyway), an aggres-
sive swine (another bullshit, in fact | dread any real violence) or a psychopath who
spends his evenings bathing in shit (no, | don’t even do that). Well, in fact | am
quite soft hearted person who cries during every film when it's at least little appro-
priate... On the other hand | am also a bit of a cynic. - A tiny (or bigger) shock
therapy should be a part of this document. Do you get it? It's something I'm fa-
mous for, something I'm building on. Maybe it would help other people to get it
more quickly. That could be a part of the contrast - frighten them a bit (perhaps
a bit more) in the beginning and then slowly start unravelling, humanise and show
that there is a psychopath hidden in each of us, and that owls are not what they
seem. *) | am a life—long abstinent, | don't take drugs, don't smoke, don't fuck (if
I'm not forced to).



— IF WE KNEW WHAT THE GOOD WAS, EVEN THE GOOD DEFINED AGAINST TABOO (TABOO GOOD, TABOO, GOOD AND VIRTUAL), WE
COULD SAY THAT THE MORALITY STARTS WHEN A PERSON EXISTS IN CONDITIONS FAVOURABLE FOR THE EVIL, AND HE OR SHE DECIDES
FOR GOOD ANYWAY, BUT WE HESITATE BECAUSE THE FIELD OF GOOD IS SUDDENLY LIMITED, IN THE SAME WAY AS THE USE OF EVERY
TECHNOLOGY IS LIMITED, THE POWER—-DEFINING TOOL - THE IMPORTANCE OF SUCH FILM IS IN ITS SHOWING THE CRISIS OF MEANINGS,
CRISIS STANDING ABOVE THE SOCIAL ISSUE, WHOSE CONSEQUENCE IS THE UNSTABLENESS OF EVERYTHING, NON—EXISTENCE OF STABLE
RELATIVE POINTS, ABOVE ALL IN HUMAN RELATIONS, THE EXAMPLE OF WHICH IS THE MAIN CHARACTER HIMSELF WHO PAYS THE
HIGHEST PRICE, WHILE EXPERIENCING NEITHER A REAL SECLUSION NOR A REAL DOUBT, IT IS JUST A COMPLETELY DIFFERENT FEELING —
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— MOBILNi KOMUNIKACE ZVOLNA KOLONIZUJE SPOLECENSKOU TKAN, PRONIKA PREDEVSIM DO ZVYKLOSTIi DUCHA, UMOZNUJE OKAMZI-
TE, JAKKOLI POVRCHNI POZNANI, INFORMACI ZBAVUJE PROZITKU OCEKAVANI, ALE ZAROVEN VYTVARI NOVY HORIZONT OCEKAVANI,
PROMENUJE IMAGINACI, NUTI K ODSTREDIVEMU CTENIi, MENi SLOVNIK, VYTVARI JINOU KULTURNI INSPIRACI, STAVA SE SVEBYTNYM

DRUHEM UMENI BEZ ZAPISU, TRVALYM SVOJi PRUBEZNOSTI - MOBIL VYTVARI NOVOU KOLEKTIVNI EXISTENCI TEKOUCICH ZNAKU, JAK-

KOLI NEVIDITELNOU, ALE VELMI SILNOU SOUSTAVU KAPILAR, DALSi PROSTOR OTISKU LIDSKEHO VEDOMIi, OVSEM SE ZCELA JINOU EXIS-
TENCIALNi VAHOU —



Po kratkych dokumentech Stav oblezeni (2000) a Maly privodce architek-
ta po vlastnim GZasu (2001) nato&il reZisér Karel Zalud dokument o mobil-
ni komunikaci ve svété bez boha. Podobné jako ve filmu o obci Karlstejn
zvolil ironicky odstup - mdj postoj je ironie, je to mdj zpasob vyjadreni
nedlvéry ke svétu... Jeho mimoradné vizualni mozaika dokaze vsaknout
situaéni humor, impresivni figurkarstvi, modelaci reklamnich svétd i pFi-
béh umuceni JeziSe Krista. Parafraze krestanského mytu se provléka celym

filmem. Refrénem je usazovani konstrukce vysilace pro Sifeni signalu mobilnich
siti, ktery reprezentuje stavbu chramu. Film spéje ke krizové cesté, pri niz
muze kazdému predstaviteli pasijové hry zazvonit telefon: jaka by ostatné
byla jeho zvést, kdyby byl mobil? Konfrontace komeréniho svéta, kterému
podléhaji vdechny vrstvy spolec¢nosti, s podloZim lidové hry o umuceni (a slavném
vzkriSeni Pana a spasitele naseho JeziSe K.) a s ni souvisejicimi snadno
¢itelnymi odkazy na kiestanskou symboliku dovoluje divakam nékolik mozZnosti
pohledu. Jistou doslovnost ndznaku ¢i prepjaté zjednoduseni postav na
pouhé typy lidi pouZzivajicich mobil vyvazuje rezisér hravosti, hra je struk-
turalnim zakladem Zaludova filmu. Suverénné nato&ené leporelo chce byt
lidskou komedifi tocici se kolem fenoménu mobilni komunikace, jeho cilem
je jakasi zdbavna zavaznost. Zazrak neustalé vzdalené pritomnosti pro druhé,
jeZ je nastavajici samotou, je mechanicky uplatiiovan ve sledu vyjevd, z nichz
kazdy ilustruje razny priklad pristupu k mobilnimu telefonu. Od reklamni-
ho billboardu s radostnym vyskokem s mobilem v ruce se rezisér vydava
k reklamni trampoliné. Sumavsky lesnik, podnikatel na dalnici, eroticky osamélec,
déti ve vesnické Skole a nakonec i herec Jezi§ propadaji nové technologii
vymény znakd, jejimz chvalozpévem se stava stylizované zavérec¢né setka-
ni u dostavéné konstrukce vysilage. Poc¢atek mobilti v Cechéch si pravé vybira
své prvni obéti.

GOU! nebo-li Pojd?

GOU! NEBO-LI POJD!

REZIE: KAREL ZALUD

KAMERA: TOMAS NOVACEK

ZVUK: IGOR POKORNY

STRIH: TONICKA JANKOVA

CESKA REPUBLIKA 2001, BAR, 49 MIN

e FAMU

Smetanovo nab¥ezi 2 | 110 oo Prague 1
Czech Republic | tel: +420221197263

e-mail: cavina@famu.cz | www.famu.cz
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GOU! NEBO-LI POJD!

DIRECTOR: KAREL ZALUD
PHOTOGRAPHY: TOMAS NOVACEK
SOUND: IGOR POKORNY

EDITOR: TONICKA JANKOVA

CZECH REPUBLIK 2001, COL, 49 MIN

° FAMU

Smetanovo nab¥ezi 2 | 110 oo Prague 1
Czech Republic | tel: +420221197263

e-mail: cavina@famu.cz | www.famu.cz

After two short documentaries Stav obleZeni (2002) and Maly privodce archi-
tekta po vlastnim Gzasu (2001), the director Karel Zalud shot a documentary
about mobile communication in the world without God. As in his movie about
the Karlstejn castle, he opted for ironical view — my position is that of irony, it
is my way to express my mistrust of the world. His exceptionally visual mosaic
contains situational humor, impressive figurine making, commercial worlds and
also a story about Jesus’ martyrdom. The paraphrase of the Christian myth goes
through the whole movie. Its refrain is the setting of antenna for spreading the
signal of the mobile phone network and is supposed to represents the construc-
tion of a church. The film moves towards the Calvary, during which a phone of
any of its actors can ring in any moment: Actually, what would be his news had
there existed mobile phone? Confrontation of modern commercial world, to which
all the society is subjected, with popular play about martyrdom (and famous
resurrection of Jesus Christ, our Lord and Savior) and easily readable references
to Christian symbolism, which are connected to it, allows the audience to cho-
ose among several points of view. Director’s hints are sometimes verbatim and
his characters simplified to mere types of people who use mobile phones, but he
balances it with playfulness; play being a structural base of his movie. This pro-
fessionally shot folding—picture book aims to be a human comedy, which turns
around the phenomenon of mobile communication and is somewhat serious and
funny at the same time. The miracle of incessant distant presence, which is a
future solitude, is mechanically used in a consequence of pictures, where each
one illustrates different approach to the mobile phone. The director starts with
a billboard on which a person happily jumps with a mobile in his hand and carries
on with the commercial roller—coaster: small forest, businessman on a highway,
sexy lonely person, kids from a village school and finally the actor Jesus become
addicted to the new technology where signs are exchanged. Its eulogy becomes
the final meeting at the finished construction of the antenna. Czech mobile mania
picks—up its first victims.



— MOBILE MANIA SLOWLY COLONIZES THE SOCIETY; ABOVE ALL, IT ENTERS THE EMOTIONAL HABITS FOR IT ALLOWS INSTANT, THOUGH

SUPERFICIAL, KNOWLEDGE, INFORMATION IS RIBBED OF THE MOMENT OF EXPECTATION, BUT AT THE SAME TIME IT CREATES A NEW
HORIZON OF EXPECTATIONS, TRANSFORMS IMAGINATION, FORCES TO CENTRIFUGAL READING, CHANGES THE VOCABULARY, CREATES
DIFFERENT CULTURAL INSPIRATION, BECOMES A KIND OF ART ON ITS OWN, CONSTANT AND RUNNING — MOBILES CREATE NEW COLLE-
CTIVE EXISTENCE OF FLOWING SIGNS AND INVISIBLE BUT STRONG STRUCTURE OF CAPILLARIES AS WELL AS ANOTHER SPACE FOR THE
PRINT OF THE HUMAN MIND WHOSE EXISTENTIAL WEIGHT IS TOTALLY DIFFERENT THIS TIME —

151



152

— VRENI ZIMY, PREZITi VE ZNACICH VULE A ANIMALNI SiLY - CESTA: INTIMNIi UNIVERZUM, ROZPINANIi DOVNITR — (V CASE TiSNE, JAKYM

JE TEN NAS, vV CASE, KDY CHYBEJi BOHOVE, V CASE ABSENCE A EXILU JE UMENi OSPRAVEDLNENO, PROTOZE JE INTIMITOU TETO TIiSNE, JE
SNAHOU PROSTREDNICTViIM OBRAZU UCINIT ZJEVNYM BLOUDEN{ OBRAZNEHO A NAKONEC | ZAPOMENUTOU, NEUCHOPITELNOU PRAV-
DU, KTERA SE ZA TiMTO BLOUDENIM SKRYVA, MAURICE BLANCHOT) - RUSOVE, RiKA SE, MAJi ZZENSTILE DUSE, MELANCHOLICKE NADO-
BY UTVORENE JENOM PRO LEHKOST A SNENIi, A ZAPAD SNi O RUSECH, SNAZi SE PRONIKAT DO ZARIVYCH A PROSTUPUJiICiCH SE PROSTO-

RU, JAKO BY NEKONECNA KRAJINA, JEJICH JINY, ZEBAVY VESMIR, MOHL IMITOVAT NEKONECNO, SLAST ROMANTICKYCH HORECEK A
DUSEVNICH PORUCH —



Cesta k dilu a cesta v ném mé vzdy vyrazné dvojpélovy charakter. Vyznam cesty
je budovan z opozic, podstatné je nehotové — to, co se dosud vyviji. Cesta do
zemé mezi dvéma kontinenty se také stava hledanim vnitfni rovnovahy (vzdale-
néjsi, takové, kterd odolava naporim — stale ta touha objevit pro sebe néco
“jiného™). Rudolf Alexandrejevi¢ mluvi o Zivoté, ve kterém je osudova trhlina mezi
némcinou a rustinou. Nedorozuméni valky poznamenalo i jej. Jako ukrajinsky
vojak byl se svymi soudruhy na sklonku druhé svétové valky deportovan na Sibir
a jako mnozi z vysidlenych si nasel mistni divku, oZenil se a zlstal. Desetileti
pracoval v kolchozu. Ted sedi na posteli a kamera vidi ¢lovéka ddvno pozname-
naného vrazdénim, které jej naucilo chapat, Ze staci malo a nejblizsi ¢lovék neni
ni¢im. Vidime jednoho z hrdind osudu Zivota na neobydleném severu. V tinoru
1994 odjel reZisér Michael Pilz na SibiF spole¢né s Bertien van Manen, holand-
skou fotografkou (zasvécenim do filmu je jeji ¢etba). Z vypravy dvou umélct,
kteri o sobé védeéli po mnoho let a sdileli podobné néazory na estetiku a indivi-
duélni vnimani reality, vzeSel desetihodinovy dokument—reka Usedneme na pé-
Sinu (Prisjadom na dorozku, 1995). Filmovy cestopis se soustredil predevsim na
meditativni zkuSenost nové objevovaného prostoru. Sibifsky denik je navratem
do jiz zndmé krajiny — poucenym pokrac¢ovanim. Dokument objevované poma-
losti jemné a dtsledné kresli sekvence poetickych vyrezd a intimnich rozhovort
s obyvateli malé vesnice Apanas, jejiz obyvatelé jsou Sest mésict skryti snéhem,
nedostupni v odlehlé krajin€. Kruté klima podminuje vysledek nataceni, jako by
se i zemépisna poloha podilela na radikalni estetice filmu. Pilz navzdory rozleh-

losti svych filmd nenatadi lehce, vysledky jeho prace s dénim uvnit obrazu jsou
obdivuhodné, zabéry neodrazi, ale tvori. Nedobyva poetické, ale snazi se do-
sahnout vétsi, maximalni vécnosti ve strukture, neexperimentuje stfihem, ale hleda
uvnitf: ticha vécna mista jeho filmu jsou polem nejvyssi intenzity. Film je Pilzovi
nastrojem dorozuméni v paméti dé€jin a kultury, tbnem pochopeni, ktery ani bez
odezvy - jako oblast lidskosti - neprestava existovat.

Sibirfsky denik — Dny
v Apanasu

SIBERIAN DIARY — DAYS AT APANAS

REZIE: MICHAEL PILZ

SCENAR: MICHAEL PILZ

KAMERA: MICHAEL PILZ

ZVUK: MICHAEL PILZ

HUDBA: TIBOR SZEMZO

STRIH: MICHAEL PILZ

RAKOUSKO 2002, DV/BETA SP, BAR, 140 MIN

e Michael Pilz Film

Teschnergasse 37 | A-1180 Wien | Austria
tel: +4314023392 | fax: +4314082649
mobil: +4369911336581 | e-mail: pilz.film@nextra.at
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Siberian Diary — Days
at Apanas

SIBERIAN DIARY — DAYS AT APANAS
DIRECTOR: MICHAEL PILZ

SCREENPLAY: MICHAEL PILZ
PHOTOGRAPHY: MICHAEL PILZ

SOUND: MICHAEL PILZ

MUSIC: TIBOR SZEMZO

EDITOR: MICHAEL PILZ

AUSTRIA 2002, DV/BETA SP, COL, 140 MIN

° Michael Pilz Film

Teschnergasse 37 | A-1180 Wien | Austria
tel: +4314023392 | fax: +4314082649
mobil: +4369911336581 | e-mail: pilz.film@nextra.at

A journey towards the work of art and a journey inside it is always of a two—pole na-
ture, the meaning of a journey is composed of oppositions, it is the incomplete that
matters most, something still developing. A journey in a land between two continents
becomes a search of an inner, remote equilibrium, which is attack—proof - again the
longing to discover something “different”. Rudolf Alexandreyevitch talks about life torn
between a fatal divide between the German and Russian languages. A misunderstan-
ding from war branded him as well. At the close of the World War Il he was deported
to Siberia as a Ukrainian soldier. Like many other expatriated people he found himself
alocal girl, got married and stayed. He has been working in kolkhoz for years, and now
is sitting on a bed, the camera looking at a person branded by murders which made
him understand how little it takes to make nobody out of somebody who used to be so
close, we are looking at one of the heroes of the life in the uninhabited north. In Febru-
ary 1994, the director Michael Pilz left for Siberia together with a Dutch photographer
Bertien van Manen (her reading lets us inside the film). The expedition of two artists,
who have known about each other’s existence for many years and have shared same
views on aesthetics and the same individual perception of reality, resulted in a ten—
hour documentary—river Let's Sit Down onto a Path (1995). The film travelogue focu-
sed mainly on the meditative experience of the newly discovered spaces. Siberian Diary
is a return to the land already known, an already informed sequel. The slowly discove-
ring document draws fine but firm sequences of poetic cuttings and intimate inter-
views with inhabitants of a small village called Apanas, who are covered with snow and
cut off from the rest of the world for six months in a year. The harsh climate dictates
the tone of the film, as if the geographical location itself contributed to the radical
aesthetics of it. Despite vastness of his films, Pilz's filming is not light, results of his
work, so active inside the images, are admirable, he doesn't mirror the scenes, he creates
them. He does not capture poetry, he tries to reach bigger, maximum materiality in
structure, he does not experiment with editing, he searches inside, and the quiet prag-
matic spots in his films are of the most intensity. Pilz regards a film as a tool for mutual
understanding within the memory of history and culture, understanding that does not
cease to exist - like humanity — although there is no response.



— WINTER’S ROARING, SIGN’S OF SURVIVAL THROUGH WILL AND ANIMAL STRENGTH - A JOURNEY: AN INTIMATE UNIVERSE EXPANDING
INSIDE — (DURING TIMES THAT ARE DEPRESSED AS WE ARE NOW, DURING GODLESS TIMES, DURING THE TIMES OF ABSENCE AND EXILE,
THE ART IS EXCULPATED, BECAUSE IT BEARS THE INTIMACY OF THE DEPRESSION, IT IS AN ATTEMPT TO REVEAL THROUGH AN IMAGE THE
WANDERING OF IMAGES, AND, FINALLY, THE FORGOTTEN, IMPALPABLE TRUTH HIDDEN BEHIND IT, MAURICE BLANCHOT) - RUSSIANS,
THEY ARE SAID TO HAVE EFFEMINATE SOULS, MELANCHOLIC VESSELS MADE JUST FOR DREAMS AND LIGHTNESS, AND THE WEST DREAMS
ABOUT RUSSIANS, TRIES TO PENETRATE THE BRIGHT AND TRANSFUSING SPACES, AS IF THE ENDLESS LAND, THEIR DIFFERENT CHILLY
UNIVERSE, COULD IMITATE THE INFINITY, THE BLISS OF ROMANTIC FEVERS AND MENTAL DISORDERS —
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— OBRAZ POJMEME JEDNIM POHLEDEM, FILM SI NASI POZORNOST VYNUTI, PROTOZE BEZi DAL, PREMAHA NASE SNENi (ROZTRISTENI
NENi ROZPITI) - FILM, KTERY SI DELA IDEOLOGICKE NAROKY: VIDENi SE NABizi JAKO CAS, KDY SE MUSIME KONECNE ROZHODNOUT -
NEPUVODNOST POPISNYCH DETAILU: POUHA PSYCHOLOGICKA AKUMULACE BEZ FYZICKYCH DIFERENCI, REVUE BEZ DOBRODRUZSTVi -
FILM—LABORATOR, PROSTE STYLISTICKE CVICENI, STARNOUCi OBRAZNOST POZDNIHO SYMBOLISMU, ROMANTICKY NABOZENSKY SYN-
KRETISMUS BEZ POUTA K ZEMI | VZDUCHU, CESTA NEVIDITELNE VZDUCHOVE BUBLINKY V PLATU SKLA - (JE POZORUHODNE, ZE NELZE
VYCITIT ZADNY ROZDIL MEZI PREDMETY, KTERE JSOU ZNAZORNENY JAKO SKUTECNE, A MEZI PREDMETY, KTERE JSOU ZNAZORNENY

JAKO NAMALOVANE, MICHEL BUTOR) —



BreughellQv obraz babylonské véze: Lidska re¢ se proménuje v Fe¢ koda,
metafora je pohlcena metamorfézou, mnohé se méni v jedno. Po snimcich
Koyaanisqatsi (zivot vyvedeny z rovnovahy, 1983) a Powaqqatsi (Zivot
v proménach, 1988) dokondil Godfrey Reggio i posledni ¢ast qatsi trilogie,
kterou spolu s hudebnim skladatelem Philipem Glassem koncipovali jako
obrazové—hudebni meditaci o neutéSeném stavu soucasného svéta. | ten-
tokrat si autofi vypajcili symbolicky nazev z jazyka indiant vymirajiciho kmene
Hopi (nagoyqgatsi: zivot jako vzajemné zabijeni nebo vélka jako zpUsob Zi-
vota). Vedle civiliza¢niho (vale¢ného) tématu se rezisér soustreduje i na
otazku expanze zépadni civilizace do prostoru lidského téla (klonovani)
a mysli (pocitace, popkultura, virtualni realita). Pivodné ryze dokumen-
tarni projekt, stfihovy film, povzneseny na Groven melancholické meditace
minimalistickou hudbou, se zménil v abstraktni podivanou na pomezi vi-
deoartu. Zastava stéZejni spojeni mezi obrazem a vSudypritomnou hud-
bou, jez se tentokrat opira o violoncellova séla (Yo Yo Ma). Od predcho-
zich filmU trilogie (a dal$iho snimku Anima Mundi, 1991) se odliSuje dilem
v pouzitém materialu, dilem ve formé. Drive pracoval Reggio s plvodnimi
zabéry, porizenymi v nejriiznéjsich mistech svéta, jez stylizoval. Dominantnim
skladebnym prvkem byla konfrontace. Tentokrat vyuzil predevsim archivni
zabéry (v poméru k vlastnim asi 80:20) — tedy védecké zaznamy, zpravo-
dajské i reklamni oty a material filmoték. Obraz je k nepoznani (de)formovan.
VyuZitim nejmodernéjsich zplsobu Gpravy obrazu vznika rozlehly abstraktni
celek, pribliZujici se experimentalnimu filmu. Pfipomenme, Ze se rezisér
obklopil stalym okruhem spolupracovnikl, k nimZ od poloviny osmdesa-
tych let patii také ¢esky dokumentarista Miroslav Janek.

Naqgoyqatsi

NAQOYQATSI
REZIE: GODFREY REGGIO

SCENAR: GODFREY REGGIO, PHILIP GLASS
KAMERA: RUSSELL LEE FINE

ZVUK: STEVEN BOEDDEKER

HUDBA: PHILIP GLASS

STRIH: JON KANE, BILL MORRISON

USA 2002, 35MM, BAR, 89 MIN

e SPI International

Nad Ondfejovem 12 | 140 oo Prague 2
Czech Republic | tel: +420261221366

e-mail: spi@spi—film.cz | www.spi—film.cz
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Naqgoyqatsi

NAQOYQATSI

DIRECTOR: GODFREY REGGIO

SCREENPLAY: GODFREY REGGIO, PHILIP GLASS
PHOTOGRAPHY: RUSSELL LEE FINE

SOUND: STEVEN BOEDDEKER

MUSIC: PHILIP GLASS

EDITOR: JON KANE, BILL MORRISON

USA 2002, 35MM, COL, 89 MIN

° SPI International

Nad Ondfejovem 12 | 140 oo Prague 2
Czech Republic | tel: +420261221366

e-mail: spi@spi—film.cz | www.spi—film.cz

Breughel’s picture of the Babylonian tower: human speech transforming
into code language, metaphor absorbed by metamorphosis, many beings
squeezed in one. After Koyaanisqatsi (a life thrown out of balance, 1983)
and Powaqqatsi (a life in transformations, 1988) Godfrey Reggio finished
the last part of the qatsi trilogy, which he was making together with the
music composer Philip Glass as a meditation of image and music descri-
bing the dismal state of the present world. Once more the authors have
borrowed a symbolic name from the language of the Hopi, an Indian tribe
that is dying out (naqoyqatsi: a life as killing each other or war as a way of
life). Apart from the civilisation (war) theme, the director also addresses
the issue of the expansion of the Western civilisation within the human
body (cloning) and mind (computers, pop culture, virtual reality). Initially
a pure documentary, a montage, lifted up by the minimalist music to the
level of melancholic meditation, has transformed into an abstract show
close to the video art. It still contains the principal bond between the image
and the omnipresent music — this time supported mainly by violoncello
solos (Yo Yo Ma). It differs from the other two parts of the trilogy (and
another picture - Anima Mundi, 1991) partly by the material used and partly
in its form. In his earlier works Reggio used authentic scenes filmed in
various parts of the world, which he stylised. Confrontation was the main
construction element. In this picture, he used mostly archive scenes (about
80:20 of his own), i.e. scientific recordings, news and commercials, and
film library materials. The picture is unidentifiably (de)formed. Through
the use of state—of—the—art image processing methods, a vast picture that
is close to an experimental film is being created. In his work, the director
co—operated with his usual crew, which, since the middle of eighties, in-
cludes also a Czech documentary filmmaker Miroslav Janek.



— THE IMAGE CAN BE EMBRACED WITH JUST ONE LOOK AT IT, THE FILM FORCES US TO WATCH IT BECAUSE IT GOES ON (SHATTERING IS

DIFFERENT FROM RUNNING COLOURS) - A FILM WITH NO IDEOLOGY CLAIMS: VISION OFFERED AS A TIME IN WHICH IT IS UP TO US TO
DECIDE FINALLY - THE NON—ORIGINALITY OF DESCRIPTIVE DETAILS: A MERE PSYCHOLOGICAL ACCUMULATION, FREE OF ANY PHYSICAL
DIFFERENCES, ADVENTURELESS REVUE - A FILM—LABORATORY, A SIMPLE STYLISTIC EXERCISE, AGING IMAGES OF LATE SYMBOLISM, RO-
MANTIC RELIGIOUS SYNCRETISM FREE OF ANY TIES WITH THE EARTH OR AIR, A JOURNEY OF A LITTLE INVISIBLE AIR BUBBLE IN A SHEET
OF GLASS - (IT IS REMARKABLE THAT ONE CAN SENSE NO DIFFERENCE BETWEEN THE OBJECTS SHOWED AS REAL, AND THE OBJECT
SHOWED AS DRAWN PICTURES, MICHEL BUTOR) —
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Hrani¢ni prechod

SANSTRI
REZIE: ILAN ZIV

SCENAR: ILAN ZIV

KOPRODUKCE: ARTE, POINT DU JOUR, TAMOUZ
MEDIA, CHANNEL 8 (ISRAEL) BELGIE, FINSKO

IZRAEL/FRANCIE 2003, BETA SP, BAR, 56 MIN

Velmi intenzivni vypovéd o neustdavajici izraelsko palestinské valce.
Misto: Netzarim Junction, hrani¢ni prechod mezi Izraelem a Palestinou,
pasmo Gaza, stat lzrael.

Cas: Palestinské Intifada 2000.

Pribéh: David, prvni izraelsky vojak zabity Palestinci na zac¢atku druhé In-
tifady v misté Netzarim Junction, pFi pfevozu izraelskych osadnikl Zijicich
v okoli toho Palestinci hojné obyvaného

mista. Fahmi, mladik, prvni palestinska obét zasahu izraelské armady v okoli
Netzarim Junction. EI'Ad, David(v nejlepsi kamarad, ktery se zastfelil, kdyz
uslysel o Davidoveé smrti...par let po tragické smrti bratra Amira, ktery se
stal obé&ti sebevrazedného atentétnika.

Skrze tato dramaticka umrti odkryvdme zacarovany kruh, do kterého se
dostali rodiny pozustalych, pratelé a celé Zidovska i palestinské spoleénost
suzovana tragickym smrticim kolobéhem.

Koprodukéni film uvadény Madeleine Avramoussis z ARTE Strasbourg



A film on the ongoing israeli-palestinian war.

The place: A crossing - the Netzarim Junction right in the middle of the
Gaza strip. The time : Intifada 2000 The stories :David, the first israeli soldier
shot by Palestinians during the second Intifada at the Netzarim Crossing,
while escorting israeli settlers living in the near vicinity of this highly po-
pulated palestinian area. Fahmi, the first palestinian shebab ,youth” to be
killed by Israelis during a demonstration that took place on the Nezarim
Crossing. EI'Ad, David’s best friend who shot himself, when hearing that
his best friend David was dead...a couple of years only after the death of
his brother Amir during a suicide-bomb attack;

Through these dramatic deaths, we unwind the death circle that hits fami-
lies, friends, whole communities and both countries, caught in the tragedy
of a death spiral.

Co-production film presented by Madeleine Avramoussis - ARTE Strasbourg

The Junction SAT

18:00
AULA
SANSTRI ENG.
DIRECTOR: ILAN ZIV SUB.
SCREENPLAY: ILAN ZIV

COPRODUKCTION: ARTE, POINT DU JOUR,
TAMOUZ

MEDIA, CHANNEL 8 (ISRAEL) BELGIUM, FINLAND

ISRAEL/FRANCE 2003, BETA SP, COL, 56 MIN
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— JINDRICH FAIRAIZL (1934 —1993), DOKUMENTARISTA, PRVNi POLISTOPADOVY USTREDNIi REDITEL CS. TELEVIZE (LEDEN, UNOR go),
KTERY BYL PO SESTI TYDNECH DONUCEN Z FUNKCE ODSTOUPIT, K NEMOCNICNiMU LUZKU SI PRO JEHO PODPIS PRIJELI S PREDEM

PRIPRAVENOU ABDIKACNI LISTINOU TEHDE]Si PREMIER CALFA SE SVYM MINISTREM INFORMACI, PRVNi POKUS O REFORMU STATNI{ TELE-
VIZE SE TAK ODLOZIL NA NEURCITO, CELA KAUZA JEHO PUSOBENI V TELEVIZI ALE STOJi ZA PODROBNE PRIPOMENUTI, PRVNI VYZNAM-
NOU ROLI ZDE SEHRALY ODBORY A MEDIA, VCETNE DNESNIHO MINISTRA MLYNARE (TEN POD HESLEM: NEZASTAVAME SE OSOB, ALE
PRINCIPU), KTERA SE TEHDY POSTAVILA NA STRANU DLOUHOLETEHO SLUZEBNEHO NOVINARE HRABOVSKEHO, DNES PROFESIONALA
PUBLIC RELATIONS, FAIRAIZLOVU SNAHU REFORMOVAT TELEVIZNI MOLOCH V PODSTATE NEPODPORIL ANI PREZIDENT HAVEL, REZISER
TRAGICKY ZAHYNUL PRI AUTONEHODE, KRATCE POTE SHOREL ARCHIV FILMOVYCH MATERIALU NA JEHO CHATE —

° JAN 69 — Rezie: Stanislav Milota, Ceska republika 1969/2002, 10 min



Inzerat / Vyznamny televizni reZisér Jindfich Fairaizl nas v prvnich zabérech snim-
ku, ktery patfi ke kli¢ovym v socialni publicistice produkované Ceskou televizi, za-
vede k potoku, kde matka ukoncila Zivot vlastniho ditéte. Po intermezzu zachycu-
jicim napéti v ¢ase Prazského jara pripomina Fairaizl, jako priivodce poradem a
komentator, dalsi pripady, kdy matka zabila svoje dité. V anket€ odpovidaji lidé, Ze
za vrazdu na ditéti by mél byt trest smrti. ReZisér dava inzerat do novin, Ze ¢estné
adoptuje dité. Nikdo se neozval. Pfipomenuta statistika hovori o Gmrtnosti déti:
na konci $edesatych let umiralo roéné v Ceskoslovensku $est tisic déti do tii let.
Nasilné smrti jsou ¢asto skryty pod Udajnou chorobou ¢i drazem, mélokdy je pro-
kazano primé zavinéni rodi¢a. Autor podava dalsi inzerat, v némz za adopci nabizi
viz Fiat. ObdrZi tfi sta odpovédi se zajmem o auto. Vybrané nabidky zaznamena-
va kamera: mlady otec nabizi syna, ma Ctyri déti a maly plat. Jiny muz rika, ze mu
zmizela Zena, syna by dal, stejné nevi, jestli je viibec jeho. Dvacetileta Zena vypra-
vi, Ze jeji muz nabizi chlapce, svého syna z predeslého manzelstvi, ona s nim ma
daldiho, ale manzel uz ceka dalsi dit€ s jinou. Dalsi matka Zije v hotelovém pokoji,
diky vyméné ditéte by si mohla poridit byt. Hovofi sociolog, psychiatr, zaméstnan-
ci kojeneckych tstav( a pracovnici statnich Grad. Dodnes pusobivy dokument
zaujme syrovosti zpracovani kontrapunkticky vyvazenou citové angazovanym
komentarem. - Starci / Dalsi Fairaizlav snimek je ostrou kritikou spoleénosti, kte-
ra je sice socialisticka, ale uz méné socialni. Urover statni péce o nejstarsi ob&any
je i v druhé poloviné Sedesatych let doslova hroziva. Domovy dlichodct se staly
odkladisti bezmocnych, spole¢nost si zvolna zacala zvykat na model, ve kterém se
stari stalo prFitéZi. Smrt se vyvazala z odpovédnosti rodin a stala se zalezitosti ne-
osobnich zafizeni. Vedle novych tovaren na umirani zkouma rezisér i zivotni tro-
ven dichodcl, ktefi Ziji o samoté, Zivi z velmi nizkych ddchodt. Konkrétnimi pii-
pady jsou dozivani staré prostitutky v neutéSeném brlohu ¢i snaha déti o umisténi
jesté zdravych rodi¢t do psychiatrické 1é¢ebny. Fairaizlv dokument pripomina
také pronasledovani starcti Statni bezpecénosti ¢i nechvalnou roli této organizace
pri perzekuci radovych sester, které se kdysi na péci o staré a nemocné podilely.

Inzerat | Starci

INZERAT | STARCI

REZIE: JINDRICH FAIRAIZL

SCENAR: JINDRICH FAIRAIZL

KAMERA: MIROSLAV FOJTIK | PAVEL MOSNA
CSR 1968, CB, 61 MIN | CSR 1968, CB, 65 MIN

e Czech Television-Telexport
Kavéi hory | 140 70 Prague 4 | Czech Republic
tel: +420261137047 | fax: +420261211354

e-mail: telexport@czech-tv.cz
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Advertisement | Old Men

INZERAT | STARCI

DIRECTOR: JINDRICH FAIRAIZL

SCREENPLAY: JINDRICH FAIRAIZL
PHOTOGRAPHY: MIROSLAV FOJTIK | PAVEL
MOSNA

CSR 1968, BW, 61 MIN | CSR 1968, BW, 65 MIN

° Czech Television-Telexport
Kavéi hory | 140 70 Prague 4 | Czech Republic
tel: +420261137047 | fax: +420261211354

e-mail: telexport@czech-tv.cz

Inzerat (Advertisement) / In the opening scenes of his documentary, which ranks among
the key works of social journalism produced by Czech TV, Jindfich Fairaizl, an important
television director, shows us the brook, where a mother killed her own child. After an inter-
mezzo, which captures the excitement of the Prague Spring, Fairaizl, acting as a guide and
commentator, talks about other cases of mothers killing their own children. In a poll, people
say that the murder of a child should be punished by death sentence. The director has an
advertisement printed in a newspaper offering an adoption. He gets no reply. Child morta-
lity statistics is mentioned: towards the end of the 6os, 6,000 children under 3 years of age
died every year. Violent deaths were often concealed as results of a disease or accident.
Responsibility of the parents was rarely proven. Fairaizl has another advertisement publis-
hed in which he offers a Fiat in return for an adoption. 300 hundred people reply and show
interest in the car. A selection from the replies is shown on camera: a young father offers his
son for the car, he has four children and a low salary. Another man says his wife left him and
that he would give up his son, but he is not even sure the boy is his. A twenty—year—old
woman says that her husband offers a boy for the car, a son from his previous marriage. The
woman has another boy with the man, but he's already expecting a child with still another
woman. Another woman lives in a hotel room. She might afford an apartment if she would
trade her son for a car. A sociologist, psychiatrist, employees of nurseries and officials from
state administration talk on camera. The powerful documentary attracts by its rawness, which
is counterbalanced by an emotionally involved commentary. - Starci (Old Men) / This film
by JindFich Fairaizl is a scathing criticism of a society that may be socialistic, but is less social.
The quality of state run care for senior citizens in the second half of the 6os is simply appal-
ling. Homes for seniors have become storage places for the helpless, the society began to
get used to the model in which the old became a burden; death was no longer a family
matter and was instead restricted to impersonal facilities. Besides the new death factories,
the director looks into the quality of life of pensioners who live alone on their own modest
incomes. There are two concrete cases - an old prostitute who lives in a dreary den and two
children who try to have their completely sane parents checked into a mental institution.
The documentary also shows the persecution of old men by the state secret police as well
as the victimization of nuns, who once used to take care of the old and the sick.



— JINDRICH FAIRAIZL (1934—1993), A DOCUMENTARIST, THE FIRST DIRECTOR OF CZECH TELEVISION APPOINTED AFTER THE VELVET REVOLUTION
(JANUARY AND FEBRUARY 1990), WHO HAD TO LEAVE HIS POST AFTER ONLY SIX WEEKS, THE THEN PRIME MINISTER CALFA AND HIS INFORMATION
MINISTER, MLYNAR, VISITED FAIRAIZL IN THE HOSPITAL TO GET HIS SIGNATURE UNDER AN ABDICATION; THE FIRST ATTEMPT TO REFORM THE
STATE—OWNED TELEVISION WAS THUS SUSPENDED FOR AN UNSPECIFIED PERIOD OF TIME; FAIRAIZL'S WORK IN TELEVISION DESERVES TO BE
MENTIONED - BACK THEN, THE UNIONS AND THE MEDIA (INCLUDING THE PRESENT MINISTER MLYNAR, WHO ACTED IN ACCORDANCE WITH THE
MOTTO WE DO NOT DEFEND INDIVIDUALS, BUT PRINCIPLES) DEFENDED HRABOVSKY, A LONG—TIME OBSEQUIOUS JOURNALIST AND TODAY A

PUBLIC RELATIONS PROFESSIONAL; EVEN VACLAV HAVEL DID NOT OPENLY SUPPORT FAIRAIZL'S ATTEMPT TO REFORM THE GIANT CORPORATION;
THE DIRECTOR DIED IN A CAR ACCIDENT; SHORTLY AFTER THAT HIS FILM ARCHIVE LOCATED IN HIS WEEKEND COTTAGE BURNED DOWN —

° JAN 69 — Director: Stanislav Milota, Czech Republic 1969/2002 , 10 min
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— PREVTELOVAN{ KONFLIKTU, KAZDY MA VZPOMINKY NA SVOJI RODINU RANO, V POLEDNE | VECER (DUM MODELU) - KRONIKA NEDULE-
ZITEHO DENI, VZDY INTERIER, | INTERIER OTEVRENE KRAJINY — NASOBENE PRiIBUZENSTVI JE OPAKEM SPRIZNENOSTI - CLOVEK SI JENOM
KRATCE MYSLI, ZE BY NECO MOHL ZMENIT, NEJAK ZACELIT TU VESELOU RANU, KTEROU JE VZTAH K NEJBLIZSIM - EPICKA BEZPROSTRED-
NOST: MLUVIi A MLUVI A NIC NERIKA IRONIE ZANROVYCH OBRAZKU — NAVRACET SE DO STEJNEHO BODU, ZNOVU PROCHAZET PO STEJNE
CESTE, ZNOVU ZPOCHYBNOVAT TO, Z CEHO SE NELZE VYVAZAT — NELZE RiCT, ZE FILM MA POKRACOVANI, TEN FILM NIKDY NEZACINA —



Snimek Nic¢eho nelituji vznikl spojenim dvou samostatnych film0 — starsi-
ho dokumentu Standard s nové natoéenym materidlem (Ni¢eho nelituji).
Celek ma zachytit rodinny Zivot v Cesku na pielomu dvou stoleti — pronik-
nout do struktury rodinnych vztah( a jejich promén, postihnout napéti mezi
generacemi, otisknout zménu Zivotniho stylu. Na intimnim zakladu rodin-
ného pole rozehrava rezisérka zndmé situace: stanovené rodinné role a napéti
neplnych vztaht vedou ke konfliktim banélnich zapletek s tragickymi i grotesknimi
dozvuky. Prvni dil postihuje Zivoty tfi Zen, opusténé babicky, jeji rozvede-
né dcery a vdavajici se vnucky. Po dlouhé dobé se spole¢né vydavaji na
vylet do Ceského raje, kde spolu né&jaky &as zily. Na vyleté viak dochazi
k ne¢ekanému vzplanuti rodinnych krivd. Ve druhé ¢asti se seznamujeme
se zenou ze zlinského predmésti. Jeji uprfimnost dovoluje rozkryt partner-
ské vztahy v ramci celé rodiny. Tirddu rozehravaji oba synové s manzelkami
i jeji soucasny druh. | zde voli Remundova cestu vypravéni prostrednictvim
napéti uvnitr vztahd (byt oproti prvnimu sevienému dilu dava rozvolnéné
figurkarstvi vétsi prostor ironii a komice). Krize vztahu lidi, kteri se potkali
a ted jsou jesté spolu, ani nemuize byt tak intenzivni jako nedorozuméni
krve. V obou dilech prestavé byt kamera postupné nezvanym svédkem, lidé
ztraceji ostych. Stab si ziskal takovou diivéru, Ze se stavaji pFimou sou&asti
sporll. Je povazovan az za jakéhosi arbitra, chvilemi je kamera rodinnym
pritelem, pred kterym se lze predvést. Autorka v Ni¢eho nelituji prirozené
opakuje postupy zvolené uz ve Standardu: sedacky v obyvacich pokojich
jsou spolec¢nou psychoanalytickou rekvizitou, rodinna setkani predpokla-
daji konflikt, ze kterého neni kam utéct, spojitost zavrsuji i ob€ zavérecné
tanecni scény. Jako by rodiny dvoj—dokumentu a potaZzmo vSechny nase
rodiny v sob€ nesly v podobnych smyckach komunikace dédictvi stejnych
konfliktd, pFilis hluéna nedorozuméni.

Niceho nelituji

NICEHO NELITUJI

REZIE: THEODORA REMUNDOVA

SCENAR: THEODORA REMUNDOVA

KAMERA: JAKUB SIMUNEK (STANDARD), JIRI
LIVANEC (NICEHO NELITUJI)

ZVUK: PETR SOLTYS

HUDBA: GIUSEPPE VERDI, EDITH PIAF, ANTONIN
DVORAK

STRIH: ZDENEK MAREK

CESKA REPUBLIKA 2003, 35MM, BAR, 83 MIN

e Jiti Ptacek (co-production-CT, FAMU)
Trojska 606/101 | Prague 8

Czech Republic

mob: +420603472872
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No Regretts

NICEHO NELITUJI

DIRECTOR: THEODORA REMUNDOVA
SCREENPLAY: THEODORA REMUNDOVA
PHOTOGRAPHY: JAKUB SIMUNEK (STANDARD),
JIRI LIVANEC (NICEHO NELITUJI)

SOUND: PETR SOLTYS

MUSIC: GIUSEPPE VERDI, EDITH PIAF, ANTONIN
DVORAK

EDITOR: ZDENEK MAREK

CZECH REPUBLIC 2003, 35MM, COL, 83 MIN

° Jiti Ptagek (co-production-CT, FAMU)
Trojska 606/101 | Prague 8

Czech Republic

mob: +420603472872

The film “Ni¢eho nelituji” (I don't regret anything) was made by combining two
independent films - an older document Standard and a new film (I don't regret
anything). The combined document is supposed to capture family life in the Czech
Republic at the end of the millennium, to penetrate the structure of family relations
and their transformations, to record the tension between generations, to create an
imprint of the lifestyle change. Using the well—-known intimate field of a family as a
foundation, the director captures the familiar situations; the fixed roles in the family
and the tension of unfilled relationships lead to conflicts of banal incidents with
tragic and even grotesque repercussions. The first part captures lives of three wo-
men - a forlorn grandmother, her divorced daughter and granddaughter, who is
getting married. After a long time, they travel back to Cesky raj, a part of Bohemia
where they used to live together for some time. However, an unexpected outburst
of family injustices takes place during the trip. In the film's second part, we are in-
troduced to a woman from a suburb of the city of Zlin. Her sincerity allows a detai-
led depiction of relationships in her family. The tirade starts with her two sons and
their wives as well as the woman'’s present partner. Once more, the director narra-
tes through the tension inside relationships. However, in comparison with the first
part, there's more room left for irony and comicality: a crisis of people who met and
are still together cannot be as intense as a misunderstanding between relatives. In
both parts, the camera gradually ceases to be an unwelcome witness, people lose
their embarrassment. The crew was bestowed with such trust that they even beco-
me involved in the arguments, they are considered a kind of an arbiter, at other
times the camera becomes a family friend gives a chance to show off. In | don't
regret anything, the director once more applies the methods she used in Standard,
sofas in living rooms are a common prop for psychoanalysis, family reunions call for
conflicts from which there is no escaping, the coherence of the two parts is perfec-
ted with the final dancing scenes. It is as if the families in this double feature, and all
our families, carried in similar communication loops the heritage of identical con-
flicts, too loud misunderstandings.



— REINCARNATION OF CONFLICTS, EVERYONE HAS MEMORIES OF THEIR FAMILY IN THE MORNING, NOON AND IN THE EVENING (THE
HOUSE OF MODELS) - A CHRONICLE OF UNIMPORTANT EVENTS, ALWAYS AN INTERIOR, EVEN THE INTERIOR OF AN OPEN LAND - MULTI-

PLIED KINSHIP IS THE OPPOSITE TO AFFINITY; FOR A SHORT TIME, MAN THINKS THAT HE CAN CHANGE SOMETHING, THAT THERE'S A
WAY TO HEAL THAT CHEERFUL WOUND OF A RELATION TO HIS CLOSEST FAMILY - EPIC CLOSENESS: TALKING, TALKING AND SAYING
NOTHING, AN IRONY OF GENRE IMAGES - COMING BACK TO THE SAME SPOT, WALKING THE SAME ROAD AGAIN, HAVING DOUBTS ABOUT
SOMETHING ONE CANNOT FREE ONESELF FROM - WE CANNOT SAY THIS FILM HAS A SEQUEL - THIS FILM NEVER STARS —
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— DIVAME SE NA JAMU A PREMYSLIME NAD RUSKEM, NAD PUSOBENIM TRADICNICH MECHANISMU, KTERE JSOU V JEHO DEJINACH DOMI-
NUJICi, VEDLE SVERAZNE NESVOBODY JAKESI NARODNi FLAGELANTSTVI, | PROTO NELZE NA FILM MINUCIOZNIHO DETAILU PRILOZIT
MRiZKU ZAPADNIHO KANONU ABSURDITY, ZCELA JINOU METAFYZIKU BECKETTOVU NEBO IONESCOVU - JAMA, STARENA, TEKTONIKA,
DEPTAJiCi A OCHROMUJiCi SILA NEZADRZITELNYCH BIOLOGICKYCH POCHODU - PRiIPRAVA NA DIiLO JE UZ DILO SAMO V METODE PO-

STUPNEHO, STALE HLUBSIHO ODHALOVANI, OBNAZOVANI PROBLEMU - TRPELIVOST: OBRAZ POMALU ZRAJE A NEVIDITELNE ROSTE, JE TO
DALSi Z DOKUMENTU HLUBOKE PROMENY VZTAHU K CASU, K VULI, KTERA PLANUJE A PRODUKUJE, PROTI TOMU TRPELIVOST NESTANO-
VUJE ZADNY CiL, KTEREHO BY SE DALO SNADNO DOSAHNOUT - DIVAK: TRPELIVOST SMICHU —



Dokumentarni komedie postavena na jednom pohledu. Snimek inspirovany historicky
prvni fotografii (Pohled z okna mého kabinetu, Joseph Nicéphore Niépce) a povidkou
E.T.A. Hoffmana Rohové okno byl natocen z okna rezisérova petrohradského
bytu a je ironickou pozndmkou k oslavam vyrodi tristého roku od zaloZeni mésta.
Snimek o dife v asfaltu, kterd se zéplatovanim stane jamou, je natolik mimo-
radny ve své vypreparované grotesknosti, Ze se az nechce véfrit, Ze film je ry-
zim dokumentem, prostym sestrfihem sbérného pohledu jednoho roku. Vidime
jen kousek ulice pod oknem, nepfilis rusnou krizovatku, kde se opravéri po-
kouseji zalepit nevelkou diru v asfaltu, ale dést a snih vzdy roztrhne povrchni
zéaplatu. Musi se kopat znovu, znovu zalepit jesté vétsi kus silnice — tak dlou-
ho, az nakonec vznikne uprostred cesty vybagrované jadma, mnohonéasobné vétsi
nez byla na za¢atku. Komunalni absurdita, v niz délnici Sestkrat vykopéavaji a znovu
asfaltuji tu samou jdmu, ma ale v sobé zaroven cosi lyrického — vSichni ti po-
bihajici psi, unaveni chodci, prechazejici stareny, kresby v prasklych omitkach.
Kosakovskij rika, Ze se dlouho neodvazoval promitat Ticho! v Rusku. Bal se, ze
film nebude pochopen, Ze mdze byt jako Ziva metafora méstského hospodare-
ni dokonce vyuzit v nastavajicim stranickém boji o pozice v petrohradském
zastupitelstvu. Divak vyvazany z ruské aktuality (ovSem s paméti ruské menta-
lity) cte ale film jako podobenstvi o jAmé€ uprostied mésta, ktera vzdy vitézi,
hru, ktera neni ¢asové ani mistné urcena, podobenstvi o dife, které vyrdsta
z objektivniho zobrazeni vnéjsiho svéta, ndsobeného statickou dokumentaci
a odstupem skla nikdy neoteviraného okna. Tichd metoda snimani odhaluje
mechanismy jednéni, spolecenskou strukturu, ale také vzpouru pfirody, ne-
stejné reakce na ni a individualni vlastnosti té€ch, ktefi s jAmou bojuji a prohra-
vaji. Rezisér je pozoruje, snazi se jim pribliZit, poznat je co mozna nejuplnéji
a nejlépe. Kosakovskij je s ulici spjat prirozenym poutem, a tak se i jeho film
stava jistym zplsobem existence toho mista, tichem jeho nejskrytéjsiho tajem-
stvi.

Ticho! S0
20:30
DUKLA

TISE ANGL.

REZIE: VIKTOR KOSAKOVSKI] TITUL.

SCENAR: VIKTOR KOSAKOVSKI]

KAMERA: VIKTOR KOSAKOVSKI]J

ZVUK: IVAN GUSANOV, VIKTOR KOSAKOVSKI]J

HUDBA: ALEXANDR POPOV

STRIH: VIKTOR KOSAKOVSKI]

RUSKO 2002, BETA SP, BAR, 80 MIN

e St. Petersburg | Documentary Film Studios
Victor Kossakovski | P.O. Box 640 | 19008
St-Petersbourg | Russia

tel: +78121137333 | fax: +78121137333 71
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Hush!

TISE!

DIRECTOR: VIKTOR KOSAKOVSKI]J
SCREENPLAY: VIKTOR KOSAKOVSKI]
PHOTOGRAPHY: VIKTOR KOSAKOVSKI]
SOUND: IVAN GUSANOV, VIKTOR KOSAKOVSKI]
MUSIC: ALEXANDR POPOV

EDITOR: VIKTOR KOSAKOVSKI]J

RUSSIA 2002, BETA SP, COL, 80 MIN

° St. Petersburg | Documentary Film Studios
Victor Kossakovski | P.O. Box 640 | 19008
St-Petersbourg | Russia

tel: +78121137333 | fax: +78121137333

A documentary comedy based on a single view. A picture inspired by the histori-
cally first photograph (View from the Window at Le Gras, Joseph Nicéphore Ni-
épce) and by a short story by ET.A. Hoffman Corner Window was filmed from the
window of the director’s flat in Saint Petersburg. It is an ironic note on the cele-
brations of 300" anniversary of the city’s foundation. The picture about a small
hole in asphalt that becomes a really big hole thanks to its permanent patching is
so extraordinary in its grotesqueness that it is hard to believe that it is a pure
documentary, just an edited film documenting one year’s view. All we can see is
a small cut of the street below the window, a not very busy crossroad where road
workers are trying to repair a not very large hole in the asphalt. But the rain and
snow always break the patch on the road surface, it has to be repaired again, each
time with a bigger patch, until there is a huge excavated hole in the middle of the
road, many times bigger than the original one. However, there is also something
lyrical in this municipal absurdity, in which the road workers six times dig and tar
the same hole, all the dogs running around, tired passers by, old women crossing
the street, drawings in cracked plasters. Kosakovskij says that he did not dare to
show Hush! (Ticho!) in Russia for a long time because he was afraid that they
would not understand it, that the film, as a live metaphor of the municipal mana-
gement, could be used in the upcoming political fight for positions in the Peters-
burg local authorities. The audience, freed of the Russian news (however remem-
bering the Russian mentality) reads the film as a kind of parable about a hole in
the middle of the city that always wins, a play which is not defined in space or
time, a parable about a hole growing out of an objective reflection of the outside
world, multiplied by the static documentation and the glass of the never opened
window. The quiet film method reveals behaviour mechanisms, social structure,
but also the nature’s revolt, different reactions to it and individual characteristics
of those who are fighting the hole and are losing the fight. The director observes
them, tries to get closer, get to know them better. Kosakovskij has a natural alli-
ance with the street, so his film also becomes a way of existence of the place, a
silence of its top secrets.



— WATCHING A HOLE, WE ARE THINKING ABOUT RUSSIA, ABOUT THE WORK OF TRADITIONAL MECHANISMS DOMINATING ITS HISTORY,

ABOUT THE TYPICAL LACK OF FREEDOM AND THE TYPICAL FLAGELLANT NATURE OF THIS NATION, THAT'S WHY IN JUDGING THE FILM WE
CANNOT FIT IT TO WESTERN PATTERNS OF ABSURDITY, A TOTALLY DIFFERENT METAPHYSICS OF BECKETT OR IONESCO - A HOLE, AN OLD
WOMAN, TECTONICS, DEPRESSING AND PARALYSING POWER OF UNSTOPPABLE BIOLOGICAL PROCESSES - PREPARATION FOR WORK IS
THE WORK ITSELF THROUGH A METHOD OF GRADUAL, DEEPER AND DEEPER GETTING INTO A PROBLEM - PATIENCE: THE IMAGE IS SLOW-
LY MATURING AND INVISIBLY GROWING UP, IT IS ANOTHER DOCUMENTARY OF DEEP TRANSFORMATION OF AN ATTITUDE TO TIME, TO A
WILL THAT IS PLANNING AND PRODUCING, PATIENCE DOES NOT SET ANY EASILY REACHABLE TARGETS - THE AUDIENCE: THE PATIENCE
OF LAUGHTER —
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— SMRT POUZE JAKO JEDNA ZE STRANEK SOCIALNIHO ZIVOTA JAKO CELKU, NIKOLI SPECIFICKA METAFYZICKA ZKUSENOST — SOCIALIZA-
CE MRTVOLY A JEJi PRIPRAVA NA SPOLECENSKOU ROLI, KDY SE TELO PRIZPUSOBi ZNAKU, ALE ZATIMCO ORGANIZACE BUNEK PROCHAZI
PROMENOU, ZNAK ZUSTAVA - PRACE S MRTVOLOU SE ODEHRAVA NA RUZNYCH STUPNICH A PODLE PEVNYCH PRAVIDEL RiZENI VEREJ-
NYCH ZALEZITOSTI, POHRBIVANI JE TAK JEDNOU FORMOU VLADNUTI - NEURCITOST MRTVOLY: LZE || DONUTIT, ABY VYDALA TAJEMSTVI
KONCE, TEDY OTEVRIT, DILY VYJMOUT, ZVETSIT A POPSAT, KAZDY ORGAN MUZE BYT VYSTAVEN A VSECHNY NAKONEC SPALENY, VEDEC-
KA UCINNOST JE OSTATNE ZPUSOBEM POLITICKE ORGANIZACE, ALE CO SI POCIT S TiM DILEM POSVATNA, KTERE JE V PRIPADE MRTVOLY
BEZPODMINECNE PLATNE —



Jisty zplisob smrti je také filmem o Zivoté po Zivoté. Jeho autofi se ovSem nevydavaiji
do ¢ernych tuneld posmrtného Zivota a plovoucich dusi, ale zkoumaji otisky
mrtvych ve vécech a pokojich, jejich stopy v prachu a vzduchu mist, kde pre-
byvali ti, ktefi najednou nejsou. Dalsi stopou je jejich proména v Gredni kéd,
teprve urcity soubor znak( zavrsuje konec. Dvojice reziséril se soustredila na
mechaniku procesu, kterym ¢lovék navzdy zmizi ze svéta. Ne Ze jenom zemre
a hygiena spolecnosti jej vysype jako prach, ale postupné se po téle ztrati i vSe,
¢im byl ve vécech, které povazoval za své. Tajemny proces dvojiho mizeni je
nejviditelnéjsi tam, kde nema jak pokracovat vzpominka na zemrelého, tedy u
lidi, kteri zemrou, aniz by vzali na védomi dosud blizké lidi. Neni najednou
nikoho, kdo by se postaral o posledni véci takového c¢lovéka, do rozlouceni
s nim nevstupuji emoce, ale prosté profesionalita lidi povérenych spole¢nosti,
aby viechny zélezitosti kolem mrtvého co nejdrive vyridili. Nékdo objevi mrt-
volu, prijede policie, IékaF, zaméstnanci pohiebni sluzby. Kazdy z nich ohleda-
va télo, Uredné jinak se vyporadava s mrtvym, je to ¢as mezi smrti a umrtim.
Zkouma se zpusob smrti, odhaduje se jeji ¢as, zajistuje se odvoz téla, dalsi uz
sepisuji majetek, scitaji penize, vSichni spolecné postrkuji neboztika k zapisu

definitivnino vymazani. Reziséri Hadaegh a Babcock li¢i tuto — pred ocima
zivych — skrytou praci ve vytfibenych vyjevech. Snimani zdlraznuje zvlastni
klid stavu bez ¢lovéka, ale jesté s jeho télem, jménem a vécmi, atmosféru, do
které nevstupuje hysterie pribuznych, zistava jenom pozvolné a o to vic neod-
vratné mizeni. Ctvefice mrtvol, téch podivnych véci, které jsou hrdiny filmu,
nehybnosti uzavrela své pribéhy. Zatimco jsou téla zkouméana, prevazena, obracena
v pitevnéach naruby, znovu zmrazovana a nakonec spéalena a semleta, zatimco
se méni v text hlaseni a Cislice registrt, mGzeme premyslet, kdo byli ti mrtvi —
Ronald, Donald, Tommy a jeden neidentifikovany. Jenom z pozUstalosti muze-
me odeditat moZnou skladbu jejich Zivotd. Ale jen chvili, nez si véci, které lze
prodat, prevezmou v drazbé ruce dal$iho Zivého $tastlivce. Ocenéni: Sundan-
ce 03: Zvlastni cena poroty.

Jisty zpusob smrti

A CERTAIN KIND OF DEATH
REZIE: BLUE HADAEGH, GROVER BABCOCK
SCENAR: BLUE HADAEGH, GROVER BABCOCK
KAMERA: BLUE HADAEGH, GROVER BABCOCK
STRIH: BLUE HADAEGH, GROVER BABCOCK
USA 2003, BETA SP, BAR, 69 MIN

e New Box Media Inc.

3405 Glendale Blvd. # 9o | Los Angeles | CA goo039
USA | tel: # 3239069313 | fax: # 3236645633,

e-mail: grover@newboxmedia.com
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A Certain Kind of Death

A CERTAIN KIND OF DEATH

DIRECTOR: BLUE HADAEGH, GROVER BABCOCK
SCREENPLAY: BLUE HADAEGH, GROVER BABCOCK
PHOTOGRAPHY: BLUE HADAEGH, GROVER
BABCOCK

EDITOR: BLUE HADAEGH, GROVER BABCOCK
USA 2003, BETA SP, COL, 69 MIN

° New Box Media Inc.

3405 Glendale Blvd. # 9o | Los Angeles | CA 90039
USA | tel: # 3239069313 | fax: # 3236645633,

e-mail: grover@newboxmedia.com

A Certain Kind of Death is also a film about life after life. It does not, however, set out into black
tunnels of life after death and floating souls; it examines the imprints of the dead in all things
and rooms, their traces in the dust and in the air, the places where those, who suddenly are
not any more, used to dwell. Another trace is their transformation into an official code, only
a certain set of characters rounds off the end. A couple of directors focused on the mechanics
of the process through which a man disappears from the world forever. It is not just that he
dies and the hygiene of the society dumps him like dust but after the body disappears, gradu-
ally everything what he was in things, which he considered to be his own, disappears, too. The
enigmatic process of double disappearance is most visible in those situations where there is
no way to continue the memory of the dead one, hence with people who die without taking
notice of their so far close people. There is suddenly nobody who would attend to the last
things of such a person; into parting with him step no emotions but the pure professionalism
of people authorized by the society to take care of all the matters concerning the dead one as
soon as possible. Somebody finds a corpse, the police arrives, the doctor, the employees of
the funeral service. Each of them inspects the body, officially differently deals with the dead
one; it is the time between death and demise. The manner of death is being investigated, its
time is being estimated, the removal of the body is being arranged, others are already writing
up the property, counting the money, all of them together are shoving the dead one to the
record of the complete erasure. The directors Hadaegh a Babcock depict this work hidden
from the eyes of the living ones in refined scenes; the shooting emphasizes the peculiar quiet
of the state without a person but still with his body, name, and things, the atmosphere, into
which no hysteria of the relatives enters; only the slow and the more unavoidable vanishing
remains. A tetrad of corpses, those peculiar things which are the protagonists of the film,
concluded their stories in motionlessness. While the bodies are being investigated, transpor-
ted, turned inside out in the dissecting rooms, re—frozen, and in the end burnt and pulverized,
while they are being transformed into a report text and register numbers, we can think who
the dead ones, Ronald, Donald, Tommy, and an unidentified one, were. It is only from the
heritage that we can deduct the possible structure of their lives. Just for a while though, until
the things which can be sold will be taken over in an auction by the hands of another living
lucky man. Award: Sundance 03: Special Award of the Jury.



— DEATH JUST AS ONE OF THE SIDES OF THE SOCIAL LIFE AS A WHOLE, NOT A SPECIFIC METAPHYSICAL EXPERIENCE - SOCIALIZATION OF

THE CORPSE AND ITS PREPARATION FOR A SOCIAL ROLE, WHEN THE BODY CONFORMS TO THE SIGN BUT WHILE THE ORGANIZATION OF
THE CELLS GOES THROUGH A TRANSFORMATION, THE SIGN REMAINS - THE WORK WITH THE CORPSE TAKES PLACE ON VARIOUS LEVELS
AND ACCORDING TO THE FIXED RULES OF CONDUCTING PUBLIC AFFAIRS; BURYING IS THEN ONE FORM OF RULING - THE INDETERMINA-
TENESS OF THE CORPSE: IT IS POSSIBLE TO FORCE IT TO YIELD THE SECRET OF THE END, HENCE TO OPEN, TAKE OUT THE PARTS, ENLAR-
GE AND DESCRIBE THEM, EACH ORGAN CAN BE DISPLAYED ABOUT ITSELF AND ALL OF THEM CAN BE BURNT IN THE END, SCIENTIFIC
EFFECTIVENESS IS AFTER ALL A WAY OF POLITICAL ORGANIZATION, BUT WHAT TO DO ABOUT THE SHARE OF SACREDNESS WHICH IN
CASE OF A CORPSE IS UNCONDITIONALLY VALID —



178

— (JAK MOC SE LISi PRACE REZISERA DOKUMENTU OD PRACE REZISERA HRANEHO FILMU? - NEDOKAZU TO PRESNE ODLISIT, ALE V OBOU

PRIPADECH JDE O TO NATOCIT PUVODNIi ZAMER TAK, ABY BYL POZNAMENAN TOU KTEROU SNIMANOU SITUACI, NECHAVAM SE OSLOVO-
VAT HERCI STEJNE JAKO TZV. NEHERCI, PROTOZE NAS FILM JE MIMO JINE O TOM, ZE KAZDY Z NAS, JESTLIZE SE CHOVA AUTENTICKY,
MUZE BYT, A V PODSTATE JE, JEDINECNY, ODPOVED JANA GOGOLY NA OTAZKU CASOPISU CINEMA) - (REPLAY: JEDINECNY, A V PODSTATE
JE, MUZE BYT, JESTLIZE SE CHOVA AUTENTICKY, ZE KAZDY Z NAS, PROTOZE NAS FILM JE MIMO JINE O TOM,) —



Prib&h Narodni tfidy, redlného prostoru v redlném case. Pribéh o tom, ¢im
je mozné byt, kdyz jsme ochotni podstoupit prekvapivé setkani. (komik
Ludék Sobota s filmovym historikem Janem Svobodou v café Slavia, scéna
¢. 7) Nérodni tfida, pretrvavajici pritomnost ulice, kterd vSak zadnou pfi-
tomnosti neni — jeji esencialni filmova pritomnost je pak negaci pritom-
nosti, je to zmizela pritomnost. Film se soustfeduje na absolutni pritom-
nost véci a lidi a pokousi se je prevést do budouci reci, aktudlni reci bez
zprostredkovani. (nahota taneénice Kristyny Lhotakové) Samotny okamzik
dokumentu, ktery je oslavou své budoucnosti, chvile hraného filmu, kdy se
da rici, Ze v ¢ase bez pritomnosti to, co bylo, bude. Je tu nepostrfehnutelna
sména mezi vnitinim tikotem zdznamu, pohybem filmu vystupujiciho ze
sebe tim, Ze stfihem unikd sdm sobé&, a mezi pohybem védomi vracejiciho
se k sobé€, do nitra zaniku. (aktualni minulost Jifiho Krej¢ika) Roh filmové
akademie, kavarna Slavie, terasa Narodniho divadla, Louvre, Rock Café,
srdce definitivniho textu mésta, jeho hluk, ktery se zrikd myslenky na svou
vlastni formu. Je to predevs§im monologicky film, afirmace prvni osoby, ktera
se ukazuje za textem a podpiré jeho dikci. (divak Jan Gogola: kazdy z nas,
jestlize se chova autenticky) Také situacni film (nikoli akce, ale situace),
ktery se odehrava hodinu ¢étyricet minut v takika realném case. Situace roli:
herci maji svou re¢ na to, aby ji ucinili nepritomnou. Maji také vystupovat
sami za sebe. Herecka Eva Holubova i jeji déti, olympijsky medailista Lu-
kas Pollert, herecka Narodniho divadla Zuzana Stivinova i se svou napové-
dou, ozivla basen Jaroslav Dusek, skute¢na prodavacka a (ne)skute¢ny oéni
|ékar, Jan Saudek, Jana Kratochvilova. Akéni umélci (Surtivka/Prazak) predstavuji
postavy Hitlera a Chaplina — prochéazeji déjem, unaseji jeho postavy, ohro-
Zuji verejny prostor, povysuji jej na Uroven filmu. (¢eské duse mezi Hitle-
rem a Chaplinem, ¢eska uli¢cka) A nékde uprostrfed: smazavani filmu: bitva
$lehackovymi dorty v kavarné Slavia: rozbité dorty s marcipanovymi delfi-
ny:

Narod sobé aneb ceské
moie v osmnacti prilivech

NAROD SOBE ANEB CESKE MORE V OSMNACTI
PRILIVECH

REZIE: JAN GOGOLA ML.

SCENAR: PAVEL KLUSAK, JAN GOGOLA ML.
KAMERA: VLADAN VALA

ZVUK: JIR[ MELCHER

STRIH: ZDENEK MAREK

CESKA REPUBLIKA 2002, BETA SP, BAR, 88 MIN

e Negativ s.r.o.

Ostrovni 30/126 | 110 oo Prague 1 | Czech Republic

tel: +420224933755 | fax: +420224933799

e-mail: office@negativ.cz | www.negativ.cz
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Situation of the Street or 18
High Tides of the Czech Sea

NAROD SOBE ANEB CESKE MORE V OSMNACTI
PRILIVECH

DIRECTOR: JAN GOGOLA ML.

SCREENPLAY: PAVEL KLUSAK, JAN GOGOLA ML.
PHOTOGRAPHY: VLADAN VALA

SOUND: JIRI MELCHER

EDITOR: ZDENEK MAREK

CZECH REPUBLIC 2002, BETA SP, COL, 88 MIN

° Negativ s.r.o.

Ostrovni 30/126 | 110 oo Prague 1 | Czech Republic

tel: +420224933755 | fax: +420224933799

e-mail: office@negativ.cz | www.negativ.cz

Story of Narodni tfida, real space in real time. A story about who we can be, if we
are willing to accept surprising meetings. (Comic Ludék Sobotka and film histo-
rian Jan Svoboda in café Slavia, scene 7). Narodni tfida, persisting presence of a
street, which is not a presence and whose essential film presence is a negation of
presence, it's a presence, which has disappeared. The movie concentrates on the
absolute presence of things and people and tries to transfer them into the future,
actual, direct language. (Nudity of the dancer Kristyna Lhotakovd). A moment of
a documentary is a celebration of its own future. A moment of a feature movie
when it can be said that what existed in the time without presence will exist in the
future. There is an imperceptible change between the internal ticking of the recor-
ding, the movement of the movie, which runs away from itself by the way it's edited
and the movement of the consciousness coming back to itself, to the center of
extinction. (Actual presence of Jifi Krejcik). The corner of the Film Academy, café
Slavia, the balcony of the National Theatre, café Louvre, Rock Café, the heart of
the final text of the city, its noise, which gives up the hope for its own form. It's
mostly a monological film, an affirmation of “I", which shows up behind the text
and supports its diction. (The spectator Jan Gogola: anyone of us, if behaving
authentically). It's also a situation movie — not action but situation - that lasts one
hour and forty minutes and takes place in nearly real time. The situation of the
roles: the actors have their speech in order to make it absent. They are also sup-
posed to act themselves. Actress Eva Holubova and her children, Olympic winner
Lukas Pollert, National Theatre actress Zuzana Stivinova together with her prompter,
revived poem Jaroslav Dusek, real shop assistant and (un)real eye specialist, Jan
Saudek, Jana Kratochvilova. Action artists Surtivka and Prazak act Hitler and Chaplin,
they walk through the story and kidnap its personages, threaten the public space,
bring it to the film level. (Czech souls between Hitler and Chaplin, Czech street).
And somewhere in the middle: the movie is erased: cream cake fight in café Slavia:
destroyed cakes with marzipan dauphins:



— THE CINEMA MAGAZINE: HOW MUCH DIFFERS THE DOCUMENTARY FILMMAKER’S WORK FROM THE FEATURE MOVIE FILMMAKER’S ONE?

— JAN GOGOLA: | CAN'T TELL EXACTLY, BUT IN BOTH CASES IT'S ABOUT SHOOTING THE ORIGINAL INTENTION AND KEEP IT UNTOUCHED
BY THE SITUATION SHOT, | LET THE ACTORS AND AMATEUR ACTORS INSPIRE ME, BECAUSE OUR MOVIE, BESIDES OTHER THINGS, SAYS
THAT EVERYONE CAN BE AND ACTUALLY IS UNIQUE, WHEN ACTING AUTHENTICALLY —
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III'I‘I.H'I'IHP.I'I:'I-E-.I'I paradies

ein film von volker satiol

— MYSLET FOTOGRAFIi - (PRIRODO, DEJ MI NAMET, DEJ, AT ZACNE MUJ SEN; ALE ZE VSEHO NEJDRIiV LATKU, TEMATA; SNY SE DOSTAVI
POZDEJl, AZ FORMA, POCHOPENI A PREDSTAVIVOST UVEDOU DO VECi PORADEK, DENNIS STOCK) - (POTREBOVAL JSEM NEKOLIK LET

K TOMU, ABYCH POCHOPIL, ZE VYBIRAT NAMETY JEN Z HLEDISKA JEJICH FOTOGENICNOSTI VEDE POUZE KE SLOHOVYM CVICENIM, COR-
NELL CAPA) - (ZAZRAK VSEDNIHO DNE JE VZRUSUJiCi, ZADNY FILMOVY REZISER BY NEMOHL NAREZiROVAT TO, CO CLOVEK POTKA NA
ULICI, MUSIi NA TO BYT OVSEM CAS, FOTOGRAF BY MEL POVINNE CHODIT PESKY, ROBERT DOISNEAU) - (VYZNAM A USPECH FOTOGRAFA
JE BYTOSTNE SPJAT S JEHO DUSEVNIi KULTUROU, PROSLULE OKO — V PRENESENEM SMYSLU VIDENI — JE KONEC KONCU JEN PRODLOUZE-
NiM DUSEVNIHO OBZORU, BURTON GLINN) - (MODERNi KAMERY REPRODUKUJi ZIVOT JAKO ZRCADLO, CHTEL BYCH NECO JINEHO,
VIDET TREBA JAKO MYS, RYBA NEBO MOUCHA, BILL BRANDT) —

o IN MEMORIAM — Rezie: Daniel Erb, Némecko 2003, 7 min



Nezvykly portrét pohyblivého mésta, v némz zvlastni vyznam nema objekt,
ale obraz, nebot, zda se, skutecnost je néco, co existuje jen v nasich poci-
tech a smyslech. Explodujici Berlin, nova metropole sjednoceného Némecka,
neni ve filmu ukédzana jako rychle se proménujici prostor, Schattel naopak
klade ddraz na nevzrusivé okamziky, které probihaji ve statickych obra-
zech. Realitou mu je strukturdlni zdivo mésta, vyrazem dokonala repro-
dukce vyjevu, ktery vyzaduje svuj ¢as, aby se mohl proménit v jediny, vy-
znamové dulezity obraz. Objevovani pomalosti dava vyhodu vzdaleného
pozorovani gest a pohyb lidi v prekvapivé prazdnych mezerach mésta, ve
volném prostoru jeho $kvir, ulic, parkd a zakrytd za domy. Vrastani nehyb-
nych obrazl do paméti pak nasobi hudba Tima Elzera. V jejim plvodnim
Sumivém rytmu zac¢indme postupné rozezndavat vzorce existence ve mésté,
mechaniku opakovéani projevl Zivota uvniti né€j. Kontrapunkticky pak pu-
sobi energie velkych shromazdéni lidi, jako je sexudlni love parade nebo
demonstrace antiglobalistl rozhanéné vodnimi dély. Jenom sila lidské masy
rozrusuje dekorativni skelet mésta. Vice nez rok natacel rezisér v ulicich
meésta a na jeho okrajich, kazdy vyjev vzesel z ¢ekani: teprve na detail véci
se vaZe ¢lovék, nejdrive je vlastni rdm obrazu, az poté pohyb a gesto. Zlomky
zachycenych pribéhd, kdyz vime, ze kazdy z nich je obsaZen uz v pouhé
chizi, jsou promiseny, poskladany v nové, stejné nedplné. Vzhledem ke
stati¢nosti vychoziho materidlu mysleme vice na fotomontaz nez na stfih.
Sirokouhly objektiv rozevira mésto. Snimanim zachvévi mezi zdmi vznika
postupné cosi nového, co sice vychazi ze zobrazovaného, ale vyvolava spise
dojem novych obrazd, kde tvary vSednosti jsou nec¢ekané a v perspektivé
skladby objevné. Z disledné prace vzesel atmosféricky a znervéziujici obraz
soucasného Berlina, kde nové nahlizend zndma realita prinasi vzkaz z nam
ddvérné neznamého svéta.

z

Pracujici raj

UNTERNEHMEN PARADIES

REZIE: VOLKER SATTEL

SCENAR: VOLKER SATTEL

KAMERA: VOLKER SATTEL

ZVUK: STEFAN STOYKE, TIM ELZER

HUDBA: TIM ELZER

STRIH: STEPHAN KRUMBIEGEL, VOLKER SATTEL
NEMECKO 2002, 35MM, BAR, 59 MIN

e Box! Film und Fernsehproduktions GmbH
Otto-Sur-Allee 59 | 10585 Berlin | Germany

tel: 004930343500 | fax: 00493034350100

e-mail: office@boxfilm.de
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ENTERPRISE PARADISE

UNTERNEHMEN PARADIES

DIRECTOR: VOLKER SATTEL

SCREENPLAY: VOLKER SATTEL

PHOTOGRAPHY: VOLKER SATTEL

SOUND: STEFAN STOYKE, TIM ELZER

MUSIC: TIM ELZER

EDITOR: STEPHAN KRUMBIEGEL, VOLKER SATTEL
GERMANY 2002, 35MM, COL, 59 MIN

° Box! Film und Fernsehproduktions GmbH
Otto-Sur-Allee 59 | 10585 Berlin | Germany
tel: 004930343500 | fax: 00493034350100

e-mail: office@boxfilm.de

An unusual portrait of a moving city, in which it is not the object that has a special
meaning but the picture because, as it seems, the reality is something that exists only
in our feelings and senses. Exploding Berlin, the new metropolis of the unified Ger-
many, is not shown in the film as a quickly changing space; on the contrary, Schattel
puts emphasis on non—exciting moments which are in motion in static images. For
him the reality is the structural masonry of the city, expression—perfect reproduction
of the scene which requires its time in order to transform itself into a single meanin-
gly important image. Discovery of the slowness gives the advantage of distant obser-
ving of gestures and movements of people in surprisingly empty gaps of the city, in
the free space of its crannies, streets, parks, and the covers behind the houses. The
rooting of the motionless images into one’s memory is then multiplied by the music
of Tim Elzer. In its originally murmuring rhythm we gradually begin to recognize the
patterns of existence in the city, the mechanism of repeating the life manifestation
inside it. The energy of the big gatherings of people, such as the sexual love parade
or the demonstration of antiglobalists driven away by water guns, functions in a counterpoint
way. The decorative frame of the city is disturbed only by the power of the human
mass. The director was shooting in the city streets and on its peripheries for more
than one year; each rendering came out of waiting: a man binds himself to the detail
of a thing, at first there is the frame of the picture itself, only then there is movement
and gesture. Fractions of the stories captured, when we know that each of them is
encompassed in mere walk, are mixed up, pieced together into stories new, inden-
tically incomplete. Due to the stationariness of the initial material, let's think more of
the photomontage than about the editing. The wide—angle objective opens up the
city, through shooting the quivers between the walls is gradually created something
new, something that may come from what is being pictured but it evokes rather an
impression of new images where the shapes of commonplaceness are unexpected
and revealing in the perspective of the composition. From consistent work arose an
atmospheric and disconcerting picture of the present Berlin, where the newly obser-
ved well-known reality brings a message from a world that is confidentially unk-
nown to us.



— TO THINK THROUGH A PICTURE - (NATURE, GIVE ME A THEME, GIVE, THAT MY DREAM MAY BEGIN; BUT FIRST OF ALL MATERIAL, TOPICS; DRE-

AMS WILL COME LATER, WHEN THE FORM, UNDERSTANDING, AND IMAGINATION BRING ORDER INTO THINGS, DENNIS STOCK) - (I NEEDED SEVE-

RAL YEARS TO UNDERSTAND THAT TO CHOOSE THEMES JUST FROM THE POINT OF VIEW OF THEIR PHOTOGENICALITY LEADS ONLY TO STYLISTIC
EXERCISES, CORNELL CAPA) - (THE MIRACLE OF A WORKING DAY IS EXCITING, NO FILM DIRECTOR COULD DIRECT WHAT A MAN MEETS IN THE

STREETS, HOWEVER, THERE MUST BE TIME FOR IT, A PHOTOGRAPHER SHOULD COMPULSORILY GO ON FOOT, ROBERT DOISNEAU) - (THE SIGNIFI-

CANCE AND SUCCESS OF A PHOTOGRAPHER IS ESSENTIALLY CONNECTED WITH HIS INTELLECTUAL CULTURE; THE RENOWNED EYE - VISION IN

THE FIGURATIVE SENSE - IS AFTER ALL JUST THE EXTENSION OF THE INTELLECTUAL HORIZON, BURTON GLINN) - (MODERN CAMERAS REPRODU-

CE LIFE LIKE A MIRROR; | WOULD LIKE SOMETHING ELSE, FOR INSTANCE TO SEE AS A MOUSE, FISH OR FLY, BILL BRANDT) —

o IN MEMORIAM — Director: Daniel Erb, Germany 2003, 7 min
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— SKRYTA KAMERA: HRA A PROTIHRA DEJU V PRIRODE ZABERU, KTERY SE V CASE STAVA VICEVRSTVYM OBRAZEM SPOLECENSKEHO PRO-
STREDI (VYSEK A CAS) - ZLOCIN: LIDE SE POHYBUJi A MLUVI, ALE NENi NIC SLYSET - PRI ROZHOVORECH JSOU V OBRAZE VZDY HODINY,
BAREVNA SKVRNKA CASU NA POZADi DOMINUJICICH SLOV, NEBOT K VINE JIZ PATRi MERITELNY CAS - PATOLOGIE FYZIOLOGICKEHO
MATERIALISMU, ODECITANI Z TVARE - SLOVA: VECI SLOV TRVAJi DAL, COSI POPISUJi NA SAMEM OKRAJI JINE ZKUSENOSTI, JAKOUSI RA-
DOST ZE ZLA, RUB NASEHO VLASTNIHO POKUSENI —

° TEXASKE KOBLIZKY — Rezie: Wook Steven Heo, USA 2003, 21 min



V roce 1995 se Strickova asistentka zhroutila poté, co byla jeji matka za-
vrazdéna masovym vrahem. To donutilo reZiséra k dokonceni svého zatim
posledniho velkého dokumentu Zlocinci, pfi jehoZ pripravé jiz od konce
osmdesatych let sledoval primo na ulicich americkych mést New Yorku,
Oaklandu a Minneapolis volavky policie, zaznamenaval ozbrojena prepa-
deni a nésilné atoky, zpovidal kriminélniky a nahraval jejich doznani. Strick
netouZi po senzaci reality show, ale dlisledn€ se snaZi dopatrat korent zlocinu.
Neobvykly lyricky komentar k tomuto mistrovskému dilu napsal basnik C.
K. Williams a vykreslil v ném obraz spolecnosti, v niz je nasili Ziveno chu-
dobou, nedostatkem vzdélani, nezaméstnanosti, tfidnimi a etnickymi roz-
dily. Zajimavé je, Ze dokument jde svym zplsobem proti komentari — na-
zor basnika, Ze je to predevsim spolecensky systém, ktery déla z lidi zlocince,
potvrzuje film jen z¢asti. Plsobivy dokument se tak sklada z nékolika dis-
harmonickych vrstev, v nichz dominuji otevirené vypovédi lidi pohybujicich
se cely zivot na hrané zdkona, délnici zlo¢inu studené popisuji své metody.
Vyslechy prerusuji vedle ilustrujicich zabérl a navodd k pouziti (napriklad
jak se dobre starat o svou pistoli) predevsim zaznamy bezpeénostnich kamer,
které zlocince ukazuji primo pfri praci: rvacky v metru, okradani zZebrakad,
prepadeni obchodu a banky, predavani drog, najezd celého gangu, ktery
obét ztlu¢e do bezvédomi a na znameni dobyti ji pomoc¢i tvar. Zlodéjstvi
navic neni vlastni jen ulici: ironicka skrytd kamera ukazuje, jak se bilé li-
mecky obohacuji pfi prepocitavani pené€z z charitativnich pokladnicek, jak
zameéstnanci letisté dokdzou za hodinu vybrat az ¢tyricet zavazadel. Pripo-
minané zlociny jsou ale stale zdvaznéjsi — patologického pachatele znasil-
néni vystrida pri filmové zpovédi vrah. Snimek uzaviraji zastavené portréty
Lhrdind”, vzdy s titulkem oznamujicim jejich dal3i osud s poétem dna ¢i
let, které stravi ve vézeni.

~e . SO
Zlocinci
22:30
DIVADLO
CRIMINALS ANGL.
VERZE

REZIE: JOSEPH STRICK

SCENAR: JOSEPH STRICK, C.K. WILLIAMS (KOMENTAR)
KAMERA: MICHAEL OFF

ZVUK: JAY PATTERSON

STRIH: RUTH CULLEN

USA 1996, BETA SP, BAR, 73 MIN

e Contemporary Films, Ltd.
24 South Lawn Road | London | United Kingdom
tel: +442083405715 | fax: +442083481243

e-mail: contemporaryfilms@compuserve.com 187
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Criminals

CRIMINALS

DIRECTOR: JOSEPH STRICK

SCREENPLAY: JOSEPH STRICK, C.K. WILLIAMS
(COMMENTARY)

PHOTOGRAPHY: MICHAEL OFF

SOUND: JAY PATTERSON

EDITOR: RUTH CULLEN

USA 1996, BETA SP, COL, 73 MIN

° Contemporary Films, Ltd.
24 South Lawn Road | London | United Kingdom
tel: +442083405715 | fax: +442083481243

e-mail: contemporaryfilms@compuserve.com

In 1995, Strick’s assistant suffered from a nervous breakdown because a
mass murderer killed her mother. This event made the director to finish
his latest documentary Criminals. In the late 1980s, when he was already
preparing the documentary, he followed decoy cops in streets of Ameri-
can cities of New York, Oakland and Minneapolis, recorded muggings, robberies
and attacks, interviewed perpetrators and taped their confessions. Strick
isn't longing for the stir of reality show, but tries to search for roots of
crime. The poet C. K. Williams wrote an unusual lyrical commentary to
this masterpiece and painted in it a picture of society where violence is fed
by poverty, lack of education, unemployment and class and ethnic diffe-
rences. It's curious that in certain way, the documentary disagrees with
the commentary; poet’s opinion promoting the idea that society makes criminals
is only partly supported by the movie. This intensive documentary is the-
refore composed of disharmonic layers dominated by frank confessions of
people who spent their lives at the edge of what is legal and cold—blooded
criminals describing their methods. Interrogations are interrupted by il-
lustrative footage and instructions such as how to take good care of one's
handgun and above all by surveillance camera recordings showing the
perpetrators in action: fights in the underground, robberies of beggars,
assaults of bank and shop, drug passing, arrival of gang of muggers who
beat a victim to unconsciousness and then urinate on him to prove their
victory. But thievery extends beyond the street: hidden cameras ironically
reveal upright citizens busy pocketing the collection money and the bag-
gage handlers at the airport relieving forty bags per hour of valuables. The
crimes shown become more and more serious: after a confession of pa-
thological rapist follows a confession of murderer. The picture ends with
close—ups of “heroes’ portraits and information about their future desti-
ny and length of their sentences.



— HIDDEN CAMERA: PLAY AND COUNTER—PLAY OF ACTIONS IN ONE TAKE, WHICH GRADUALLY BECOMES A MULTI-LAYER PICTURE OF
THE SOCIETY (SEGMENT AND TIME) - CRIME: PEOPLE MOVE AND SPEAK BUT NOTHING CAN BE HEARD - DURING DIALOGUES, THERE IS
ALWAYS A CLOCK IN THE FRAME, COLORFUL STAIN OF TIME IN THE BACKGROUND OF DOMINANT WORDS, BECAUSE MEASURABLE TIME IS
CONNECTED WITH GUILT - PATHOLOGY OF PHYSIOLOGICAL MATERIALISM, READING FROM FACE - WORDS: THE PHYSICAL OF WORDS
LASTS, DESCRIBING SOMETHING ON THE VERY EDGE OF OTHER EXPERIENCE, A KIND OF JOY OF EVIL, THE OTHER SIDE OF OUR OWN
TEMPTATION —

° TEXAS DOUGHNUT SHOP — Director: Wook Steven Heo, USA 2003, 21 min
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— ZE DOKONALOST NENi NIKDY DOST DOKONALA — MAKE—UP ZNAMENA PONICIT POUTO, KTERE SPOJUJE TELO S JEHO RECI, LICENI
JAKO ZMENA PRETRHAVA JEDNOTU, KTERA DOVOLUJE MLUVIT K DRUHEMU - NAOPAK TELO NAHLE PATRIi RECI, KTERA NIC NEODHALUJE -

LICENI A IMITACE MODNIi FOTOGRAFIE JSOU NEROZLISITELNOU PLNOSTI, TEDY PLNOSTI, JEZ JE VYMAZANIM — NEBYT NIKYM ANI
V BEZVYZNAMNYCH DETAILECH, KTERE JSOU KAZDODENNI REALITOU, STAV, KDY LICENI JE NAHLE JEDINOU OPRAVDOVOU VECi (PARA-
DOX) - SEIDLOVY DOKUMENTY JSOU MOZNA PODOBNYM LIiCENIM, NEGATIVNIM MODELEM OPROSTENYM OD SKUTECNEHO DENI: KAZ-

DY MODEL SKUTECNOSTI SE U NEJ IHNED STAHUJE DO SVEHO OBRAZU, ROZPUSTENEHO V CYNICKE NEUTRALITE, V NAHOTE BEZ PRi-
TOMNOSTI (POCHYBNOST) —

° METROPOLE LEHKOMYSLNOSTI — Rezie: Thomas Draschan, Némecko, Rakousko 2000, 12 min



Vivian ma stalého pritele a nékolik milencd. Boji se celulitidy, Fikaji ji, Ze Modelky S0

ma pFili§ mala prsa. Lisa spi jen s ¢ernochy, jeji noci jsou dlouhé kokainové o:00
jizdy, Zije sama a nemUze byt sama. Tanja ma uz davno rada vic zvirata nez DUKLA
lidi, Zivot si nechavé vykladat z karet a rovnovahu osudu vyvaZuje jogou, ~ MODELS ANGL.
nikdy by nikomu nemohla Fict miluji té. Posedlé vlastnimi tély realizuji tri REZIE: ULRICH SEIDL TITUL.
blondynky kariéru. Strojky na krasu jdou z konkursu do konkursu, stfedem SCENAR: ULRICH SEIDL

jejich zivota je prirozeni a Uspéch, o némz dokazi dlouhé hodiny snit po KAMERA: HANS SELIKOVSKY, JERZY PALACZ,

telefonu s pritelkynémi a stale jingymi muzi. Snimek se prizpasobuje klipo- ORTRUN BAUER

vitosti jejich Zivotl — odviji se v rychlych sekvencich Zivota v extrémné tvr- ZVUK: EKKEHART BAUMUNG, HELMUT JUNKER,

dé branzi, kde neexistuji zddné ohledy a kde drobna chybicka téla mlze BRUNO PISEK

znamenat jeho odstaveni. Divky nesvadéji jen boj s konkurentkami, maji STRIH: CHRISTOPH SCHERTENLEIB

ambivalentni vztah ke svym télam, maji problémy se sexem, bulimii a dro- RAKOUSKO 1998, 35MM, BAR, 118 MIN

gami. Proménuji se v Gzasné necitlivé bytosti, hebké samicky, které Ziji jen

pro ted. Predevsim Vivian je Zenskym chameleénem, nékdy se nedé po-

znat ani ve dvou zébérech jdoucich za sebou — v touze prizpUsobit se vzdy

aktualnimu trendu predstavuje metamorfézy tvare, jeji nepivodnost. Re-

zisér se pokusil proniknout do uzavrené komunity. Ale ve stfezeném pro-

stfedi nemohl natocit standardni dokument, Freknéme, Ze jeho film opét

ilustruje dokumentarismus. Navic do zanrového pomezi svého semi—do-

kumentu musel dostat tf'i modelky, které by byly ochotny mluvit, proméno-

vat se, v rezisérovych intencich redukovat télo na fyzickou moznost, na pouhé

chvéni vnéjsich znakl lidského téla. To sekundarni je fenoménem filmu —

pohlavni Zivot téchto Zen je Seidlovi socialnim realismem, vZzdy nesoucit-

nym. Jeho obsesi je ukédzat dokonanou lidskou samotu, intimitu bezvychodnosti.

Modelky bez identity jsou dokonalym materidlem pro jeho dlouhé vycen-

trované zabéry situaci, ateliérd, no¢nich klubl a pozvracenych zachoda.

Nebot co se sni, to se musi vyzvracet: zum Star macht! G Polyfilm
A-1050 Wien | Margaretenstrasse 78 | Austria
tel: +43(1)5813900-20 | fax: +43(1)5813900-39
e-mail: polyfilm@polyfilm.at | http://verleih.polyfilm.at 191
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Models

MODELS

DIRECTOR: ULRICH SEIDL

SCREENPLAY: ULRICH SEIDL
PHOTOGRAPHY: HANS SELIKOVSKY, JERZY
PALACZ, ORTRUN BAUER

SOUND: EKKEHART BAUMUNG, HELMUT
JUNKER, BRUNO PISEK

EDITOR: CHRISTOPH SCHERTENLEIB
AUSTRIA 1998, 35MM, COL, 118 MIN

° Polyfilm

A-1050 Wien | Margaretenstrasse 78 | Austria
tel: +43(1)5813900-20 | fax: +43(1)5813900-39
e-mail: polyfilm@polyfilm.at | http://verleih.polyfilm.at

Vivian has a partner and several lovers. She's afraid of cellulites; they say her breasts
are too small. Lisa only has sex with black guys, her nights are long cocaine par-
ties, she lives alone and she cannot be alone. For a long time now, Tanja likes
animals better than people, she has her fortune told from cards and she balances
her life through yoga. She could not ever tell ‘I love you’ to anyone. Completely
obsessed with their own bodies, the three blonds work on their careers, beauty
machines that go from one audition to another. Genitals and success are the cen-
terpieces of their lives; they can spend hours dreaming about it on the telephone
with their girlfriends and a constantly changing variety of men. The film adapts to
the video clip character of their lives, it follows the quick sequences of life in an
extremely competitive business where there are no scruples and where the tiniest
imperfection of the body can lead to elimination. The girls do not only fight their
competitors, they have an ambivalent relationship with their bodies, they face problems
with sex, bulimia and drugs. They transform into incredibly insensitive beings,
super soft females who live only for the moment. Vivan, most of all, is a female
chameleon. Sometimes it is hard to recognize here even in two following shots. In
an effort to conform to the latest trends, she represents the metamorphoses of
her face, its unoriginal character. The director tried to get into an enclosed com-
munity. But he could not make a standard documentary in the controlled environ-
ment. Let's say his film is another illustration of documentarism. Moreover, he had
to get three models into the film who would be willing to talk, transform, and
reduce their bodies to a physical possibility, to a mere vibration of the outer bo-
dily features according the director’s intentions. The secondary level is the film's
true phenomenon; to Seidl, the sexual life of the women is an ever—unmerciful
social realism. It is Seidl's obsession to show the perfect loneliness, the intimacy
of no escape. Models without identities are perfect material for long centered shots
of situations, studios, nightclubs and toilets covered in vomit. Because what is
consumed must be vomited: zum Star macht!



— PERFECTION IS NEVER PERFECT ENOUGH - MAKE—UP IS DAMAGING THE BOND BETWEEN THE BODY AND ITS LANGUAGE; MAKE—-UP

SHATTERS THE UNITY THAT ALLOWS US TO TALK TO OTHERS - THE BODY SUDDENLY BELONGS TO LANGUAGE, WHICH DOES NOT RE-
VEAL ANYTHING; MAKE—UP AND IMITATION OF FASHION PHOTOGRAPHY REPRESENT INDISTINGUISHABLE FULLNESS, FULLNESS THAT
EQUALS DELETION - BEING NOBODY EVEN IN THE SMALLEST DETAILS OF EVERYDAY REALITY; THE STATE WHEN MAKE—UP IS THE ONLY
REAL THING (PARADOX) - SEIDL’S DOCUMENTS ARE PERHAPS A SIMILAR KIND OF MAKE—UP, A NEGATIVE MODE FREE FROM REALITY:
EVERY MODEL OF REALITY CONTRACTS INTO ITS OWN IMAGE DISSOLVED IN CYNICAL NEUTRALITY, IN NAKEDNESS WITHOUT PRESENCE
(DOUBTS) —

° METROPOLIS OF FRIVOLITY — Director: Thomas Draschan, Germany, Austria 2000, 12 min
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NE Hraz pomijivosti Prvni laska

8:30
DUKLA
REZIE: GYULA NEMES REZIE: PETR ZAHRADKA
SCENAR: GYULA NEMES SCENAR: PETR ZAHRADKA
KAMERA: BALAZS DOBOCZI KAMERA: PAVEL BERKOVIC
STRIH: MARTIN BLAZICEK ZVUK: IVAN HORAK
CESKA REPUBLIKA 2003, VIDEO, CB, 12 MIN HUDBA: DZIAN BABAN
STRIH: DANIEL KUPSOVSKY
Tti roky na budapestském poloostrové Kopaszi. CESKA REPUBLIKA 2003, DIGIBETA, BAR, 35 MIN.

Minimalistickd adaptace kratké prézy Samuela Becketta.

>4 7 u

Kopec srandy Cesky psano ,Boroda

REZIE: JOSEF ABRHAM REZIE: IVANA MILOSEVIC

SCENAR: JOSEF ABRHAM SCENAR: IVANA MILOSEVIC

KAMERA: JOSEF ABRHAM, MILOS KREJCAR, JAKUB WAGNER KAMERA: VIT KLUSAK

ZVUK: IVAN HORAK ZVUK: IVAN HORAK

STRIH: MILOS KREJCAR STRIH: TOMAS KABELE

CESKA REPUBLIKA 2003, VIDEO, BAR, 14 MIN CESKA REPUBLIKA 2003, DV CAM, BAR, 19 MIN

Adrenalinové jizdy handicapovaného sportovce. Portrét Vladimira Gause Borody, ruského imigranta, hippie a
spisovatele.
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Zuzka NE
8:30

DUKLA

REZIE: JAN KADERABEK poznamky >
SCENAR: JAN KADERABEK

KAMERA: JAN KADERABEK

ZVUK: BOJAN BOJIC

HUDBA: MATE] RAK

STRIH: JAN KADERABEK

CESKA REPUBLIKA 2003, MINIDV, BAR, 14 MIN

O obycejném zZivoté neobycejné divky, portrét studentky mediciny.

Pamét krajiny

REZIE: PETR ZARUBA

SCENAR: PETR ZARUBA

KAMERA: MARTIN PREISS

ZVUK: LENKA MIKULOVA

STRIH: PAVEL KOLAJA

CESKA REPUBLIKA 2003, 16MM, BAR, 17 MIN

Budoucnost krajiny zasazené povrchovou tézbou je nejista.

c FAMU

Smetanovo ndbfezi 2 | 110 oo Prague 1| Czech Republic
tel: +420221197263

e-mail: cavina@famu.cz | www.famu.cz 197



SUN The Wall of Transience First Love

8:30
DUKLA
DIRECTOR: GYULA NEMES DIRECTOR: PETR ZAHRADKA
SCREENPLAY: GYULA NEMES SCREENPLAY: PETR ZAHRADKA
PHOTOGRAPHY: BALAZS DOBOCZI PHOTOGRAPHY: PAVEL BERKOVIC
EDITOR: MARTIN BLAZICEK SOUND: IVAN HORAK
CZECH REPUBLIC 2003, VIDEO, BW, 12 MIN MUSIC: DZIAN BABAN

EDITOR: DANIEL KUPSOVSKY

Three years on the island of Kopaszi in Budapest. CZECH REPUBLIC 2003, DIGIBETA, COL, 35 MIN.

A minimalist adaptation of a Samuel Beckett's short story.

° . u 1[4
Great Fun Written in Czech “Boroda
DIRECTOR: JOSEF ABRHAM DIRECTOR: IVANA MILOSEVIC
SCREENPLAY: JOSEF ABRHAM SCREENPLAY: IVANA MILOSEVIC

PHOTOGRAPHY: JOSEF ABRHAM, MILOS KREJCAR, JAKUB WAGNER PHOTOGRAPHY: ViT KLUSAK

SOUND: IVAN HORAK SOUND: IVAN HORAK

EDITOR: MILOS KREJCAR EDITOR: TOMAS KABELE

CZECH REPUBLIC 2003, VIDEO, COL, 14 MIN CZECH REPUBLIC 2003, DV CAM, COL, 19 MIN

Adrenaline rides of a disabled sportsman. A portrait of Vladimir Gaus Boroda, a Russian emigrant, hip-

pie and writer.

<]
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DIRECTOR: JAN KADERABEK

SCREENPLAY: JAN KADERABEK
PHOTOGRAPHY: JAN KADERABEK

SOUND: BOJAN BOJIC

MUSIC: MATE] RAK

EDITOR: JAN KADERABEK

CZECH REPUBLIC 2003, MINIDV, COL, 14 MIN

About an ordinary life of an extraordinary girl, a portrait of a student of medicine.

The Memory of Land

DIRECTOR: PETR ZARUBA

SCREENPLAY: PETR ZARUBA
PHOTOGRAPHY: MARTIN PREISS

SOUND: LENKA MIKULOVA

EDITOR: PAVEL KOLAJA

CZECH REPUBLIC 2003, 16 MM, COL, 17 MIN

Insecure future of a land wounded by the opencast mining.

SUN
8:30
DUKLA

notes >

c FAMU

Smetanovo ndbfezi 2 | 1170 oo Prague 1| Czech Republic
tel: +420221197263

e-mail: cavina@famu.cz | www.famu.cz 199
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— FILM—ORALNI HISTORIE, HMATATELNE PROKAZANI TOHO, ZE JESTE EXISTUJI, POKUS O VEREJNE VYSVETLENI, TAKE OPUSTENI NE—
JEMNYCH OBRAZU A VYVAZANI SE Z OBECNEHO DEJEPISU VZDY DISPONUJICIHO KAUZALNIM VYSVETLENIM — KViZ / TOTALITNI STAT
NESMi ZNAT ZADNY ROZDIiL MEZI ZAKONEM A ETIKOU (VYROK PRONESL A/ HITLER, B/ GOTTWALD, C/ STALIN) — (EXISTUJi CETNE
ZPRAVY TECH, KTERI PREZILI, ZADNA Z TECHTO ZPRAV NEVYVOLAVA ONY VASNIVE POCITY ROZHORCEN{ A UCASTI, KTERE VZDY LIDI
MOBILIZOVALY K POZADOVANI SPRAVEDLNOSTI, NAOPAK KAZDY, KDO MLUVIi NEBO PiSE O KONCENTRACNICH TABORECH, JE STALE
JESTE POVAZOVAN ZA PODEZRELEHO; A JESTLIZE SE MLUVCi CILEVEDOME OBRATIL KE SVETU ZIVYCH, ON SAM JE CASTO PREPADAN
POCHYBAMI O SVE VEROHODNOSTI, JAKO BY BYL ZAMENIL NOCNi MURU SE SKUTECNOSTI, HANNAH ARENDT) —



Navratem k rané Ctyricatych a padesatych let je snimek Kristiny Vlachové
Véz smrti. Smrt Jana Masaryka, poprava generala Heliodora Piky, justiéni
vrazda Milady Horékové predznamenaly obdobi totalitniho teroru. Tisice
véznu beze jména vykonavalo v té dobé trest v nelidskych podminkach uranovych
dold na Jachymovsku. Jen stézi Ize dnes vejit do svéta lagra, tragédii, ne-
$tésti a smrti lidi semletych ddmyslnym vrazednym soustrojim — sice im-
portovanym, ale vybrusovanym samotnymi Cechy. Selest smrti v koncen-
traku preplnéném jesté Zivymi lidmi ndm nedokdazalo zprostredkovat uméni.
Je—li v ¢eské kinematografii jdAma, tak jsou to predevsim padesata Iéta. Mravni
agonie prevlec¢enych komunistl jen potahla déjepis podvojnou mlhou. Ztratili
jsme prilis ¢asu, zUstaly jenom vzpominky lidi, ktefi tak rychle umiraji. Temnym
mistem byl i lagr L, kterému vézni prezdivali likvida¢ni. Tady dodnes stoji
Véz smrti (linka kone¢né dUpravy uranové rudy), misto stovek pracovnich
Urazd, nejednou s nasledkem smrti. Pravé zde si svij trest odpykaval také
vojensky zbéh, ktery se pokusil nelegélné€ prekrocit hranice a dostal za to
14 let nepodminéné, déInik Jaroslav Lukes. V pracovnim lagru se pokusil o
uték, byl zastaven palbou, ale vystrel do hlavy ze vzdalenosti Ctyficeti cen-
timetr( zazrakem prezil. Po listopadovém prevratu zaZaloval politicky vé-
zen bachare, ktery timto vykonem sluzebni povinnosti porusil i tehdy plat-
né zakony. Prvni ¢ast dokumentu uvadi divaky do reality padesatych let.
Mozaika vzpominek je pak podlozim LukeSova pripadu a jeho soudniho
procesu s bacharem Vladihou (prezdivka Hezoun). Souddm trvalo posu-
zovani celé kauzy skoro deset let, nakonec byl cely pripad promlicen. —
Podle mne je dllezité zachytit svédectvi. S tim, jak umiraji pfimi Gcastnici,
se vytraci povédomi, Ze k néjakym zloc¢inlim doslo. A tak se pomalu ta historie
umazava, aZz se vymaze uplné. Kristina Vlachova

Véz smrti

VEZ SMRTI

REZIE: KRISTINA VLACHOVA

SCENAR: JIRT MIKULA, KRISTINA VLACHOVA
KAMERA: JOSEF HABERLAND, LIBOR HLAVATY,
MARTIN VADAS, ZDENEK LUKAVSKY

ZVUK: MIROSLAV ELIAS, PAVEL VEKRBAUER,
LUDEK SOUPA, MARTIN URES

HUDBA: VACLAV FIALA

STRIH: JIRI MIKULA

CESKA REPUBLIKA 2002, BETA SP, CB/BAR, 58 MIN

e Czech Television

Na Hrebenech Il | Kavéi Hory | Prague 4
Czech Republic | tel: +420261131111

mob: +420602390068
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The Tower of Death

VEZ SMRTI

DIRECTOR: KRISTINA VLACHOVA

SCREENPLAY: JIRi MIKULA, KRISTINA VLACHOVA
PHOTOGRAPHY: JOSEF HABERLAND, LIBOR HLAVATY,
MARTIN VADAS, ZDENEK LUKAVSKY

SOUND: MIROSLAV ELIAS, PAVEL VEKRBAUER,
LUDEK SOUPA, MARTIN URES

MUSIC: VACLAV FIALA

EDITOR: JIRi MIKULA

CZECH REPUBLIC 2002, BETA SP, BW/COL, 58 MIN

° Czech Television

Na Hrebenech Il | Kavéi Hory | Prague 4
Czech Republic | tel: +420261131111

mob: +420602390068

The film “Vé&z smrti” (The Tower of Death) by Kristina Vlachova is a return
to the misery of the 40s and 50s. The death of Jan Masaryk, the execution
of Heliodor Pika, the judicial murder of Milada Hordkova were all indica-
tions of the arriving period of totalitarian terror. Thousands of prisoners
served their sentences in inhuman conditions of the uranium mines in the
Jachymov region. Today, it is hard to return to the world of camps, trage-
dies, misfortune and deaths of people devastated by the sophisticated machinery,
which although imported was perfected by the Czechs. The art was not yet
able to depict the murmur of death in concentration camps full of living
people. If there's a hollow in Czech cinematography, it is the 1950s. The
moral agony of former communists casts a double fog over history. We
have lost too much time. We're only left with memories of people who die
very quickly. One of the dark spots was the Camp L, which the prisoners
nicknamed ‘liquidation camp’. The tower of death is still standing there
(the final uranium processing line), a place where hundreds of injuries
occurred, many of them fatal. This was the place where the worker Jaro-
slav Lukes served his 14—year sentence for desertion and an attempt to
cross the border illegally. He tried to escape from the camp, but he was
shot in the head from the distance of forty meters during the attempt. After
the Velvet Revolution in 1989, he sued the warden who by his conduct violated
even the then laws. The first part of the documentary introduces the au-
dience to the reality of the 1950s. The mosaic of memories then becomes
a foundation for the case of Lukes$ and his lawsuit against the warden Vla-
¢iha (who was nicknamed ‘Hezoun’ — Looker). The lawsuit dragged on for
nearly 10 years and the case eventually lapsed. — In my opinion, it is im-
portant to capture a testimony. As the direct participants die, the aware-
ness of the crimes fades out. And so the history is slowly being erased until
it's completely gone. Kristina Vlachova



— FILM/ORAL HISTORY, A TANGIBLE PROOF THAT | STILL EXIST, AN ATTEMPT FOR PUBLIC EXPLANATION AND ABANDONMENT OF HARSH

IMAGES AND DISENGAGEMENT FROM GENERAL HISTORY THAT ALWAYS HAS A CAUSAL EXPLANATION — A QUIZ / TOTALITARIAN STATE
MUST NOT ALLOW ANY DIFFERENCE BETWEEN THE LAW AND THE ETHICS (A STATEMENT OF A/HITLER, B/GOTTWALD, C/STALIN) — (THE-
RE ARE MANY REPORTS FROM THOSE WHO SURVIVED, BUT NONE OF THESE REPORTS CAUSES THE PASSIONATE FEELINGS OF OUTRAGE
AND SYMPATHY THAT USED TO MOBILIZE PEOPLE TO DEMAND JUSTICE, ON THE CONTRARY, EVERYONE WHO TALKS OR WRITES ABOUT
CONCENTRATION CAMPS IS STILL CONSIDERED SUSPICIOUS; AND IF THE SPEAKER DELIBERATELY TURNS TO THE WORLD OF THE LIVING,
HE HIMSELF OFTEN HAS DOUBTS ABOUT THE CREDIBILITY AS IS IF HE HAS CONFUSED A NIGHTMARE WITH THE REALITY, HANNAH
ARENDT) —
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— (MYSLIiM, ZE NAPROSTA VETSINA NASICH FILMU JEST STERILNi. AC NEMUZEME POPI{RATI, ZE BY TAKE NEZRCADLILY SVOU DOBU, NECI-

Ni TAK JASNOZRIVE. PRIPOMINA]Ji VICE ZLOMKY NASTROJU, KTERE POMAHA]I ARCHEOLOGOVI REKONSTRUOVATI DENNi ZIVOT DAVNO
MINULYCH CIVILIZACi, NEZ CHRAMY A SKULPTURY, PODLE NICHZ HISTORIK POSUZUJE STAROU KULTURU. SNAHOU KAZDEHO DRUHU
UMENI JE SOUCASNE ZJISTOVAT A PREMAHAT SVE TECHNICKE PODMINKY. TO NEBUDIZ ZAMENOVANO S TECHNICKOU VIRTUOZITOU,
KTERA NEPREMAHA PREKAZKY, NYBRZ JE POUZE ROZPTYLUJE. PRAVE TVURCIi UMENIi DOSAHNE PROMENY SVE TECHNIKY TENKRAT, KDYZ
SILA EMOCIONALNOSTI A VYRAZOVOSTI UPLNE ZASTINi METODU, JiZ TOHO BYLO DOSAZENO. ALEXANDER HAMMID, 1946) —



Po skonceni valky prozival Hammid v Greenwich Village dobu hektickych diskusi
kolem pland nezavislych filmard. Spolu s dokumentaristy Curtisem Harring-
tonem a Willardem Van Dykem, pozdéjsim reditelem filmového oddéleni
newyorského Muzea moderniho uméni, stal u zrodu hnuti, kde myslenky De-
renové a jinych déle rozvijeli bratfi Mekasové, Kenneth Anger, Stan Brakha-
ge a jini prikopnici nezavislého filmu — tzv. newyorské skoly — az po Andyho
Warhola. Pak nasledovalo nékolik zakédzkovych filma, pfi jejichz nataceni si
v8ak vzdy mohl do znac¢né miry zachovat volnou ruku. Film Princeton byl
pllhodinovym propagaénim filmem, vyrobenym piimo pro tuto americkou
univerzitu zvu¢ného jména. Pro nakladatelstvi $kolnich knih a filmd vytvoril
kratky snimek Manzelstvi: dnes, ktery mél mladym lidem zasaZzenym druhou
svétovou valkou pripomenout vliv volby partnera na utvareni budouciho manzelstvi.
Snimek byl natoden pro diskuse na vysokych Skolach a ve vyssich tfidach
stfednich skol v souvislosti s knihou Henry (Adelberta) Bowmana Marriage
for Moderns (Moderni manzelstvi). Typické americké rodiny a situace byly
vybrany k pomoci mladym lidem, Gvahy a predstavy o lasce a manzelstvi mély
nabidnout pozitivni pristup k Feseni problém0 vztahu jesté predtim, nez se
skute¢né vyskytnou. V roce 1950 mu byla svérena prace na jednom dilu do-
kumentéarniho filmu o vyznamnych osobnostech hudebniho svéta Of Men and
Music (O lidech a hudbé€), v témZe roce natocil snimek o vlivu osobnosti rodi¢d
na vyvoj charakteru ditéte Angry Boy (Zlobivy hoch). V roce 1950 mél Ham-
mid po jedenacti letech poprvé moznost zajet si do Evropy. Se skladatelem
Menottim v Rimé spolureZiroval jeho operni dilo The Medium, uvedené predtim
na Broadwayi. Bylo to vlastné poprvé, kdy se podilel na rezii filmu s déjem.
Hrany film vSak nikdy nebyl Hackenschmiedovou doménou a sdm pfiznava,
Ze pozdéjsi pokus natodit kratky detektivni pribéh, Gentleman in Room 8
(Pan z pokoje ¢is. 8), se mu nezdafril. Po préci na zakazkovych filmech pro
Americkou informacéni kancelar prijal misto u filmového oddéleni Organiza-
ce spojenych narodd, pro které provadél sestfih fady dokumentd z materialu
ulozeného v tamnim archivu.

ManzZelstvi: Dnes

MARRIAGE: TODAY
REZIE: ALEXANDER HAMMID
SCENAR: IRVING JACOBY
KAMERA: PETER GLUSHANOK
STRIH: ARAM BOYAJIAN
USA 1950, 16MM, CB, 22 MIN

e http://home.golden.net/~miq/films.html
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Marriage: Today

MARRIAGE: TODAY

DIRECTOR: ALEXANDER HAMMID
SCREENPLAY: IRVING JACOBY
PHOTOGRAPHY: PETER GLUSHANOK
EDITOR: ARAM BOYAJIAN

USA 1950, 16 MM, BW, 22 MIN

° http://home.golden.net/~miq/films.html

After the end of war Hammid experienced a period of hectic discussions in Green-
wich Village, discussions about independent film plans. Together with other docu-
mentarists, Curtis Harrington and Willard Van Dyke, later director of Film Depart-
ment at the New York Museum of Modern Arts, he stood at the birth of a movement,
where ideas of Deren and others were further developed by Mekas brothers, Kenneth
Anger, Stan Brakhage and other pioneers of independent film, the so called New
York school, up to Andy Warhol. Couple of custom—made films followed, howe-
ver, he still could hold an independent hand over them up to a considerable amount.
Film Princeton represents a promotional film produced directly for the American
university of that reputable name. For a publishing house of school books and
films he created a short picture called Marriage: Today, which was supposed to
remind young people touched by second world war, how important the partner
choice is for the formation of future marriage. The picture was shot for discussi-
ons at universities and higher grades of college in connection with a book of Henry
(Adelbert) Bowman Marriage for Moderns. Typical American families and situa-
tions were chosen as an example to help young people, musing and imagination
about love and marriage were to offer a positive approach towards problem sol-
ving, even before they were actually encountered. In 1950 he was entrust with a
production of a documentary about famous persons of music world called Of Men
and Music. In the same year he produced a film about the influence of parents on
child’s character development called Angry Boy. In 1950 he got a chance to travel
to Europe for the first time. Together with Menotti, who was a composer, he co
produced his opera opus The Medium in Rome, which had been performed at
Broadway before. This was the first time he participated on a film with a plot.
Actors film never belonged among Hackenschmieds’ domains. He himself admits
that his later attempt to shoot a short detective story Gentleman in Room 8 turned
to be a failure. After custom—made film production for the American Information
Office he accepted a position with a film department at the United Nations. There
he edited an array of documentaries based on materials from local archives.



— (I BELIEVE THAT A MAJORITY OF OUR FILMS IS STERILE. ALTHOUGH WE CANNOT DENY THAT THEY WOULD NOT MIRROR THEIR TIME,

THEY DO SO UNCLAIRVOYANTLY. THEY RATHER RESEMBLE FRAGMENTS OF TOOLS, WHICH HELP THE ARCHEOLOGISTS RECONSTRUCT
DAILY LIFE OF LONG TIME FORGOTTEN CIVILIZATIONS, THAN TEMPLES AND SCULPTURES ACCORDING TO WHICH THE HISTORIANS ASSE-
SS AN ANCIENT CULTURE. EVERY ART SHOULD SIMULTANEOUSLY SURVEY AND OUTPERFORM ITS TECHNICAL CONDITIONS. THIS SHOULD
NOT BE CONFUSED WITH TECHNICAL VIRTUOSITY, WHICH DOES NOT OVERCOME OBSTACLES, BUT ONLY DISPERSES THEM. THE REAL
CREATIVE ART REACHES ITS TECHNICAL METAMORPHOSIS THEN, WHEN THE POWER OF EMOTIONALITY AND EXPRESSIONALITY COMPLE-
TELY SURPASSES THE METHOD USED. ALEXANDER HAMMID, 1946) —
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— MNOZSTVI FILMU S TAKOVYMI NAMETY BYLO PRIZNAKEM ZMENY POSTOJE AMERICKE VEREJNOSTI K PSYCHIATRII, FILMOVA HISTORIC-
KA JANET WALKER POPISUJE AMERICKOU VEREJNOST NA KONCI CTYRICATYCH A ZACATKU PADESATYCH LET JAKO ZACAROVANOU VSEO-
BECNYM SiLENIM PO PSYCHOLOGII (POPULAR CRAZE FOR PSYCHOLOGY), VE SVYCH FEMINISTICKYCH FILMOVYCH STUDIICH (COUCHING
RESISTANCE, 1993) ZKOUMA VLIV PSYCHIATRIE A PSYCHOANALYZY NA DOBOVOU POPULARNI KULTURU, UPOZORNUJE PREDEVSIM NA
VYRAZNY POSUN OD KLASICKE FREUDOVSKE PSYCHOANALYZY K JEJi AMERICKE VARIANTE DOBRE ZAPLACENYCH POHOVEK: KNIHY,

CASOPISY, DIVADLO, FILMY, NOVINY... VSICHNI PROFITOVALI Z VEREJNE FASCINACE PSYCHOANALYZOU A PSYCHOLOGIi VUBEC. PSYCHOA-
NALYTICKA TERMINOLOGIE VSTOUPILA DO HOVOROVE RECI... —



Je to pravé zaujaty, empaticky pristup k protagonistam, ktery sjednocuje
Hammidovy filmy prelomu ¢tyricatych a padesatych let, prevazné ty, vénu-
jici se mentalné naruSenym. Zlobivy hoch i o Sest let mladsi Kid Brother
(Mladsi bratr) jsou tak v mnoha sekvencich spriznény v syZetu i formé s predeslymi
filmy, k nimz také patfilo Manzelstvi: dnes. Oba snimky nato¢il Hammid
pro filmové oddéleni psychiatrického vyzkumného dstavu U.S. Mental Health
Film Board, statni korporace, které produkovala vychovné snimky pro prevenci
dusevnich onemocnéni. Filmy mély v pozitivnim smyslu vyzdvihovat smysl|
a vysledky psychiatrickych a socialnich zarizeni, pricemz vedle jejich pre-
vychovné funkce byla zddraznovana i prevence pred latentnim ohrozenim
bézného zZivota, pramenicim z nahromadéného vzteku rodinnych frustraci
a krizi dospivani. Zlobivy hoch vypravi pribéh uli¢nika Tommyho, ktery je
pro pokus o kradez umistény do mistniho zarizeni pecujiciho o déti (Child
Guidance Clinic), které vede psychiatr dr. Marshall. Béhem terapie se klu-
¢ina pokousi porozumét svym nezvladatelnym vybuchdm hnévu, soudasné
s tim se v rozhovorech socialni pracovnice s jeho matkou odkryva podhoubi
napéti, které vedlo k jeho stavu: klima skryté agrese mezi rodici narusilo
Tommyho osobnost i matéino zdravi. Snimek uzavira smiflivy vyjev — matka
je zase spolu se synem, gesta a pohyby obou prozrazuji zlepseni stavu.
Snimek unasi melodramatické naladéni, prvky emoci jsou o to G¢innéjsi,
nebot se spojuji s repertoarem primarnich vizualnich vyrazovych k6dd, znamych
z jinych Hammidovych filma. (Mezi né patfi predevsim vytvareni asocia-
tivnich rad mezi tvaremi, pohledy, objekty a prostory kratkymi, maximalné
pétactyricetistupriovymi Svenky.) Uz prvni dlouhy zabér $kolni chodby pracuje
s motivem vlastnim celému filmu: jsou jim Tommyho kresby. Pravé pro-
stfednictvim détskych ¢maranic hrozivé postavy se s nim poprvé setkava-
me a cely film jsou pak jeho kresby vhledem do jeho dusevniho vyvoje.

Zlobivy hoch

ANGRY BOY

REZIE: ALEXANDER HAMMID
SCENAR: ALEXANDER HAMMID
KAMERA: ALEXANDER HAMMID
STRIH: ALEXANDER HAMMID
USA 1950, 16MM, CB, 30 MIN

e http://home.golden.net/~miq/films.html
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Angry Boy

ANGRY BOY

DIRECTOR: ALEXANDER HAMMID
SCREENPLAY: ALEXANDER HAMMID
PHOTOGRAPHY: ALEXANDER HAMMID
EDITOR: ALEXANDER HAMMID

USA 1950, 16 MM, BW, 30 MIN

° http://home.golden.net/~miq/films.html

Itis precisely the captivated, empathetic approach to the protagonists which integrates
Hammid's films from the turn of the forties and fifties, predominantly those which
are devoted to mentally disturbed people. Angry Boy as well as the six years
younger Kid Brother are thus in many sequences related in storyline as well as in
form to the previous films to which also belonged Marriage: Today. Both motion
pictures were made by Hammid for the U.S. Mental Health Film Board, a state
corporation which produced educational films for prevention of mental ilinesses.
The films were supposed to emphasize in a positive sense the meaning and re-
sults of psychiatric and social institutes, and apart from their re—educational function,
prevention from the latent danger of common life stemming from the accumula-
ted anger of the family frustrations and the crisis of coming of age was empha-
sized, too. Angry Boy narrates the story of the urchin Tommy, who is (because of
a theft attempt) placed into the local institute taking care of children (Child Guidance
Clinic), which is led by the psychiatrist Dr. Marshall. During the therapy the boy
tries to understand his uncontrollable explosions of anger; at the same time the
social worker uncovers in dialogues with his mother the roots of the tension that
has led to his condition: the climate of the hidden aggression between the pa-
rents has damaged Tommy'’s personality as well as the mother’s health. The film
is concluded by a reconciliatory scene, when the mother is again together with
her son, and the gestures and movements of both of them reveal an improve-
ment of the situation. The film is carried by melodramatic tuning; the elements
of emotions are more effective because they are connected with the repertory of
primary visual expressional codes, familiar also from other Hammid'’s films, among
them especially the creating of associative chains among faces, looks, objects,
and spaces through short, at most forty—five second long shots. The first long
shot of the school corridor already works with the motive which is characteristic
of the whole film: it is Tommy’s drawings. Through the children squiggles we
meet him for the first time; his drawings then form an insight into his mental
development throughout the whole film.



— A NUMBER OF FILMS WITH SUCH TOPICS WERE AN INDICATION OF THE CHANGE OF AMERICAN SOCIETY'S ATTITUDE TO PSYCHIATRY,

THE FILM HISTORIAN JANET WALKER DESCRIBES AMERICAN PUBLIC AT THE END OF THE FORTIES AND BEGINNING OF THE FIFTIES AS
ENCHANTED BY THE POPULAR CRAZE FOR PSYCHOLOGY, IN HER FEMINISTIC FILM STUDIES (COUCHING RESISTANCE, 1993) SHE EXPLORES
THE INFLUENCE OF PSYCHIATRY AND PSYCHOANALYSIS ON THE POPULAR CULTURE OF THE PERIOD, SHE POINTS OUT ESPECIALLY THE
CONSIDERABLE SHIFT FROM THE CLASSICAL FREUDIAN PSYCHOANALYSIS TO ITS AMERICAN VERSION OF THE WELL—PAID SOFAS: BOOKS,
MAGAZINES, PLAYS, MOVIES, NEWSPAPERS... ALL PROFITED FROM THE PUBLIC'S FASCINATION WITH PSYCHOANALYSIS AND PSYCHOLOGY
AS SUCH. PSYCHOANALYTICAL TERMINOLOGY HAS ENTERED INTO COLLOQUIAL SPEECH... -

211



212

— DETAIL: PRISIVANI KNOFLiKU, CINNOST, KTERA ARCHETYPALNE PATRi ZENE; NAHLE JAKESI VYMAZANi POHLAVNICH DIFERENCI (STARI),

JAKE JSOU OBRAZY JIZ MIMO TUTO ENERGII? — DALE INTERVAL REZISERKA—ON, ALE ONA NENi MAYA, MUZE BYT JENOM NEZNA, A TO JE
MALO (KUDLACEK-VIZUALNIi, DEREN—HAPTICKA) — A TAK, NAVZDORY SPRiZNENI, VELIKE TOUZE PO Ni, SE VYDAVAJi OBE JINYM SME-
REM, NA JEDNE STRANE EMPATIE, SOUCIT, NA STRANE DRUHE VODA A SMRT, KOMU ALE PATRi ON? — PORTRET (KONZERVANT, ODLITEK):
PRACE S PRILIS POMIJIVYM MATERIALEM, LIDSKYM TELEM — POSTAVU CLOVEKA VLASTNI FILM, KDE VZDALENOST JE NEZMERNOU HLOUB-
KOU, TEMNOU VODOU, DO KTERE LIDE PADAJi, ABY ZMIZELI, ZHROUCENI VE SVU] OBRAZ —



(Nebudu mluvit, madm rad obraz, divdm se na svij Zivot jako na obraz, ne
jako na zvuk. Alexander Hammid) — Filmova esej o stari filmového reZisé-
ra je druhym z trojice portrétd, které Rakusanka s moravskymi predky
a absolventka FAMU dosud natocila. Navazuje na poctu surrealistické mu
lékati Svabovi a predchazi portrétu Mayi Deren. Stopy davné Beztelné
prochazky — byt znovu dvojnikem. Prochazka pokracuje v ulicich New Yorku,
stary chodec v klobouku se propléta hlukem oranzového mésta. Jadro mlceni
visi v duziné reZisérova bytu. Rekonstruovan je Hammiddv vedni den, pohyb
starého muze uvniti pokoje skromného bytu, cesta dovnitrf mésta. Vidime,
jak si prisiva knofliky, jak vyrabi jogurt, jak vési pradlo. Portrét, ktery mluvi
o tom, jak portrétovany vidi, vyuziva davné Bezlicelné prochazky a bez-
dééné nuti ke srovnani — v jejim filmu se jeho filmy staly prizrakem jeho
vlastniho Zivota, ocitaji se v jeho byt€, prebiraji jeho pohledy. Rezie nava-
zuje na postupy jeho filmu, vytvari paralely, snazi se navodit stejné pocity,
to jen ndz, dramaticky prvek Odpolednich osidel, se proménil v kuchynsky
nlz, kterym se kraji chléb. Mésto je snimané neurotickou rué¢ni kamerou
rytmizovanou pohybem prochéazejiciho davu. Fluidum mésta za morem je
konfrontovano s prazskou cestou na periferii Prahy, Smouhy newyorského
metra s otisky rukou v prazské tramvaji. Film se vydava na autentickd mista
v prazském Karlinég, kde kdysi Hackenschmied natacel Bezti¢elnou prochazku.
Vzdalenost svétla — Sestasedesat let. Cely film byl koncipovan jako némy,
bez kontaktniho zvuku. Hammid dopredu prohlasil, ze ve filmu nebude
mluvit. Teprve kratce pred odletem se podarilo ziskat par vét, které ve fil-
mu slysime. — (Kamera Kinamo 35. Hackenschmiedova prvni kamera, kte-
rou natodil Bezicéelnou prochéazku. ReZisérka si ji vypujéila od sbératele.
V prvnim zadbéru ma Hammid zakryté oci, netusi, Zze prekvapeni, které pro
néj rezisérka nachystala, je pravé Kinamo 3s.

Bezuéelna prochazka — NE

Alexander Hammid

10:00
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AIMLESS WALK — ALEXANDER HAMMID
REZIE: MARTINA KUDLACEK

SCENAR: MARTINA KUDLACEK

KAMERA: STEPHANE KUTHY

ZVUK: MARTINA KUDLACEK, DANIEL NEMEC
HUDBA: ROMA DUBINNIKOV

STRIH: LUBA DURKOVICOVA

RAKOUSKO, CESKA REPUBLIKA 1996, 35MM, CB/
BAR, 48 MIN

e Czech Television-Telexport
Kavéi hory | 140 70 Prague 4 | Czech Republic
tel: +420261137047 | fax: +420261211354

e-mail: telexport@czech-tv.cz 213
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Aimless Walk — Alexander
Hammid

AIMLESS WALK — ALEXANDER HAMMID
DIRECTOR: MARTINA KUDLACEK

SCREENPLAY: MARTINA KUDLACEK
PHOTOGRAPHY: STEPHANE KUTHY

SOUND: MARTINA KUDLACEK, DANIEL NEMEC
MUSIC: ROMA DUBINNIKOV

EDITOR: LUBA DURKOVICOVA

AUSTRIA, CZECH REPUBLIC 1996, 35MM, BW/COL,
48 MIN

° Czech Television-Telexport
Kavéi hory | 140 70 Prague 4 | Czech Republic
tel: +420261137047 | fax: +420261211354

e-mail: telexport@czech-tv.cz

(I shall not speak, | like images, | can see my life as an image, not as a sound.
Alexander Hammid) — A film essay about an old film director is the second of
three documentaries so far made by an Austrian director with Czech origins, a graduate
of Prague’s Film Academy FAMU. She made it after her tribute to the surrealistic
doctor Svab and before the portrait of Maya Deren. The traces of the ancient
Aimless Walk — to become a double again. The walk continues in the streets of
New York, an old man walking through the bustle of the orange city. The silence
suspended in the director’s flat. The film is a reconstruction of the Hammid’s ordinary
day, old man moving across the room of his modest flat, the journey into the city's
insides. We can see him sewing on his buttons, making his yoghurt, hanging out
his washing to dry. A portrait showing the perspective of the person being portra-
yed uses the ancient Aimless Walk and unwillingly forces us to draw comparison
— in her film, his films became an illusion of his own life, they find themselves in
his flat, they take over his looks. Her direction follows his filmmaking methods,
creates parallels, tries to evoke the same feelings. A knife, the dramatic element in
Meshes of the Afternoon has transformed into a kitchen bread knife. The city is
filmed using a neurotic manual camera, pulsing rhythmically together with a pas-
sing crowd, the aura of the overseas city is confronted with a Prague’s road to
a Prague’s suburb, blurs of the New York underground with imprints of a hand in
a Prague’s tramway. The film travels to the very places where Hackenschmied was
filming his Aimless Walk years ago. The distance of light — sixty—six years. The
whole film is muted, without any contact sound. Hammid had said in the begin-
ning that he was not going to speak in the film. Only shortly before his departure,
the director managed to get the few words we can hear in the film. — (Kinamo 35.
Hackenschmied's first camera with which he shot Aimless Walk. The director borrowed
it from a camera collector. Hammid's eyes are covered in the first scene. He does
not know that the surprise the director had prepared for him is the very camera
Kinamo 35.)



— DETAIL: SEWING ON A BUTTON, HISTORICALLY ATTRIBUTED TO A WOMAN; A SUDDEN REFUSAL OF SEX DIFFERENCES (OLD AGE), WHAT

ARE THE IMAGES FALLING OUTSIDE THIS ENERGY? — THEN AN INTERVAL, A WOMAN DIRECTOR—HE, BUT SHE HIS NOT MAYA, SHE CAN BE
JUST TENDER WHICH IS NOT ENOUGH (KUDLACEK-VISUAL, DEREN—HAPTIC) — SO, IN SPITE OF THE ALLIANCE BETWEEN THEM, IN SPITE
OF THE GREAT DESIRE THEY PART IN DIFFERENT DIRECTIONS, EMPATHY AND SYMPATHY ON THE ONE SIDE, WATER AND DEATH ON THE
OTHER, BUT WHOM DOES HE BELONG TO? — A PORTRAIT (A CONSERVED PICTURE, A CASTING): WORKING WITH TOO EPHEMERAL A
MATERIAL, A HUMAN BODY — THE PERSONAGE IS OWNED BY THE FILM, WHERE DISTANCE IS AN IMMEASURABLE DEPTH, DARK WATER
INTO WHICH PEOPLE FALL TO DISAPPEAR COLLAPSING IN THEIR OWN IMAGES —

215



NE
10:00
AULA
ANGL.
TITUL.

vl
ML
\m\\"‘“j ey
-

~
Joror” »

216

Burza namétu 11

10.00 - 12.00 PITCHING FORUM - VEREJNA PREZENTACE 8. PROJEKTU,
KDE MA REZISER A PRODUCENT PRILEZITOST NABIDNOUT SvU|
NAMET KE ZFILMOVAN{ VYZNAMNYM ZAPADOEVROPSKYM TELEVIZNIM
PRODUCENTUM A ZiSKAT JE PRO SPOLUFINANCOVAN| - KOPRODUKCI
FILMU.

Anotace naméta EX Oriente Film 2003:
...and the sound of screaming — Bulharsko
RezZie: Miroslav Nicic

Producent: Borjana Ventzislavova

Téma tohoto projektu je Pratr, svétové prosluly zabavni park
ve Vidni, v Rakousku. Projekt je zaloZeny na pravidelnych navstévach
Préatru v pradbéhu dvou sezén; od dubna do listopadu v letech
2002 a 2003.

Industrial Elegy Ceska republika
Rezie: Daniela Gébova

Producent: Zuzana Drazilova, Sunfilm—spiral Productions s.r.o.
V $edé industrialni krajiné v severovychodnim cipu Ceské re-
publiky je moZné nalézt mnoho malych domku plnych zvlast-
nich lidi. Jsou to byvalé hornické osady, jez vybudovali vlast-
nici soukromych dolu v 18. stoleti a nechali se pfi jejich vystavbé

inspirovat architekturou domd hornikd v Anglii.

Trafficking - Buy Me or Sell Me! Ceska republika
Rezie: lvana Milosevié

Producent: Karla Stojakova, Axman Production

V hlavnim mésté Cerné Hory, Podgorici, je centrum pro obéti
obchodu s bilym masem, kterému se rikd Dum bezpeci pro
Zeny. Reditelka tohoto centra, ljiljana Raigevi¢, jej zaloZila pired
péti lety, kdyZ si uvédomila, jak velky je obchod s bilym ma-
sem v Cerné Hofe a sousednich zemich problém

Room Service Estonia
RezZie: Marko Raat

Producent: Siiri Suur, Sugar Films

Je jen velmi G4zka hranice mezi uklizenim pokoji a narusova-
nim soukromi...

Pokud jste nékdy prebyvali v hotelu, jisté jste si povsimli zvlastni
péce, kterad byla vénovana vasim toaletnim potiebam, lezicim
mimo vasi tasti¢ku; preciznosti, s jakou byly ¢asopisy a knihy,
které jste Cetli a po té zanechali poriznu po pokoji, ulozeny
na no¢ni stolek.

Childish Bussines
Rezie: Anna Wieckowska

Polsko

Producent: Tomasz Wojtkowski

Dvanéctilety Tomek, jehoz rodice jsou nezaméstnani, hleda praci,
aby si mohl kupovat sladkosti. Jeho spoluzak Przemek, hycka-
ny jedinadcek, ma Tomka rad jako vlastniho bratra a chce mu
pomoci vyvaznout z chudoby.



Seven Fridges full of meat Polsko
Rezie : Grzegorz Pacek

Producent: Joanna Wendorff, Anima—pol Film Studio

Stach Piérkowski, kterému je 67 let, ma ve svém domé v Jiho-
africké republice sedm lednic pInych masa. “ Hladovél jsem ja
i mé rodina. Nedopustim, aby kdokoli v mém okoli musel znovu
zazit hlad.”

Small Time Gamblers Polsko
Rezie: Piotr Kielar

Producent: Marta Pluciniska, Agata Deka, Federico Film
Galerie portrétt lidi z rozlicnych mist a prostredi, které spo-
juje spole¢na vasen, maly hazard. Ne ten opravdovy, v kasi-
nech, ale loterie a sportovni sazeni.

Roma Holocaust Slovenska republika
ReZie: Robert Kirchhoff

Producent: Boris Hochem

Romska historie je poznamendana konflikty a diskriminaci jiz
od 9. stoleti, kdy diky hladomoru v Indii opoustéli Romové
svou vlast a byli nuceni si nalézt lepsi misto pro zivot. Rasis-
mus proti Romdm se projevil ve své nejextrémnéjsi podobé
v dobé holocaustu.
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East European Forum Il

10:00 - 12:00 PITCHING FORUM

PUBLIC PRESENTATION OF THE 8™ PROJECT, WHERE THE DIRECTOR
AND PRODUCER HAVE AN OPPORTUNITY TO PRESENT THEIR FILM
PROJECTS TO LEADING EUROPEAN TELEVISION PRODUCERS AND

TO ENLIST THEIR AID IN CO-FINANCING OR CO-PRODUCTION.

Anotations of the Ex Oriente Film 2003 projects
...and the sound of screaming Bulgaria
Director: Miroslav Nicic

Producer: Borjana Ventzislavova

Our project is location based, and the theme of the project is
the Prater Park, a well-known amusement park situated in
Vienna, Austria. The project is based on our regular visit to
Prater during the two seasons 2002—2003 (april— november).

Industrial Elegy Czech Republic
Director: Daniela Gébova

Producer: Zuzana DraZilové, Sunfilm—spiral Productions s.r.o.
In the grey, very industrial landscape of North—Eastern cor-
ner of the Czech Republic you can find many small houses,
full of strange people. Those former miner settlements were
building up in the 18" century by owners of domestic mines
and their architecture was inspired by houses constructed for

English miners.

Trafficking - Buy Me or Sell Me!
Director: Ivana Milosevié

Czech Republic

Producer: Karla Stojakova, Axman Production

In the capital of Montenegro, Podgorica, there is centre for
the trafficking victims called Women’s Safety House. Chief of
this house is ljiljana Raicevi¢ who organized it five years ago
after realizing how big problem trafficking is for Montenegro
and neighboring countries.

Room Service Estonia
Director: Marko Raat

Producer: Siiri Suur, Sugar Films

There's a thin line between room cleaning and intruding pri-
vacy...

If you ever stayed at some hotel you've surely noticed kind of
care and affection your toiletries lying about have been put
back into your bag; the preciseness your books and magazi-
nes you read and left loafing around have been closed and
placed on the bedside cupboard.

Childish Bussines
Director: Anna Wieckowska

Poland

Producer: Tomasz Wojtkowski

12 year old Tomek has unemployed parents and looks for odd
jobs to earn money for sweets. Tomek’s classmate, Przemek,
is a molly—coddled only child and loves Tomek as if he were
his brother. Przemek wants to drag Tomek out of poverty.



Seven Fridges full of meat Poland

Director: Grzegorz Pacek

Producer: Joanna Wendorff, Anima—pol Film Studio

Stach Piérkowski age 67 in his house in Republic of South Africa
has seven fridges full of meat. ‘I have starved in life and my
family starved. | will never allow anybody in my surroundings
to be hungry again.’

Small Time Gamblers Poland
Director: Piotr Kielar

Producer: Marta Plucinska, Agata Deka, Federico Film
SMALL TIME GAMBLERS is a gallery of portraits of people
from different places and milieus joined by a passion for small—
time gambling not ,serious” casino—style games.
Small—time gambling means the lottery, sports betting, or scratch
& win.

Roma Holocaust Slovak Republic
Director: Robert Kirchhoff

Producer: Boris Hochem

The Romas’ history is marked with conflicts and discriminati-
on since the g™ century, when due to famine in India they left
their fatherland in search of a better place to live.

Racism against the Romas took its most extreme character in
holocaust.
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— (MODERNIi DOBA POPRVE SLUCUJE DVA PRVKY, KTERE SE ODDELENE VYSKYTUJi VE VETSINE HOOLBOOMOVYCH PREDESLYCH DIiLECH:
PROBLEMATIKA FILMU (PODSTATA FILMOVE HISTORIE) A PROBLEMATIKA AUTORA (PODSTATA TVURCE), MODERNi DOBA ZACINA A KONCi
VE TME - OSTATNE JAKO KAZDE JINE PROMITANI, V UVODU SLYSIME POUZE HLAS: DITE NASLOUCHA VYPRAVENI VALECNEHO VETERANA,
LiCi, JAK ,STRILEL” PO LIDECH NE ZBRANI, ALE KAMEROU, NA KONCI SE FILMOVA KAMERA POMALU PRIBLIZUJE K ZASUVCE A NAKONEC

DO Ni VSTUPUJE, ZASUVKA SE ZAVIRA, JE TO UZAVRENA MALA CERNA SKRINKA STEJNE JAKO KAMERA - PROSTOR BEZ SVETLA,
V ZABERECH VYSTRIZENYCH ZE ZNAMEHO CHAPLINOVA FILMU VIDIME KOMIKA CHYCENEHO STROJEM, KTERY JEJ TAHNE PO DRAZE NE
NEPODOBNE MECHANISMU FILMOVE KAMERY, JAKOBY NAZNACOVAL, ZE KAMERA NENi NEUTRALNIi, ZE NAKONEC SVET VNIMAME TAK,

JAK JEJ VNIMA STROJ, ZE ZIJEME UVNITR KAMERY, MARTIN RUMSBY) —



Zpévy zkusenosti. Vybér kratkych filmi Mika Hoolbooma. / Piseii pro smise-
ny sbor. Rany snimek propadé kouzlu svétla a tvard, je priletem siti nervovych
vlaken, které vytvareji vizualni citlivost mozku. Rychle se ménici tvary, zrnéni,
spirdly obrazct, presné takové, jaké vidime, kdyZ zavieme odi pred prudkym
svétlem. VétSina z nas je odbyva jako zrakovy Sum, ale pro zacinajiciho avant-
gardniho filmare jsou zdrojem toho, co Brakhage nazval ,closed eye vision”.
Pro reziséra je pisen svédectvim jeho filmarské prehistorie, samého zacatku,
kdy se odvratil od slova, nebot chtél ukdzat obraz o sobé, rozkryt jeho latko-
vou podstatu, objevit jeho skute¢ny zaklad. / Rudy zlom. Byl jsem v nemocnici
na operaci prostaty, proto mam jen malo sily na to, abych ti psal: ale vidél jsem
Red Shift nékolik dni pred zakrokem a zazitek z filmu je ve mné stale Zivy. Tolik
krystalicky cistych paralelnich Grovnivyznamu - velmi pravdivych v urcité oblasti
procesu mysleni - tak to vnimam. Absolutni myslenka sloZena ze spole¢né uvéznénych
jasnych postrehd. Ne idea, ale spise vystup obnaZenych myslenek, které stavé-
ji jedna na druhé. Stan Brakhage) / Dva. Film o tom, jak domestikované kino
prebira podil na nejddlezitéjsich situacich lidského Zivota. JestliZze ve vypravéni
pribéhu rikaji vie obrazy, tak se film stava nejen prostrfedkem k vyjadreni sub-
jektivniho nazoru, ale také vzorem pro lidské vztahy. Intimni obraz jako znak
davérnosti se ihned stava médiem divéry. / Moderni doba. CtyFminutovy snimek
nazvem parafrazujici slavny Chaplindv film popisuje historii téla jako objektu
v pohybu. Snimek prudkych stfih( pfipomina komického Chaplina jako dé€lni-
ka, kterého si bere stroj, a kon¢i u abstraktnich svételnych obrazcd. Jsou tyto
linie jesté Chaplinem? A je jim tma? / Pe€livé rozbijeni. V barevnych obrazech
a hudebnim doprovodu nejmohutnéjsim v rychlém tempu destrukce privolava
Peclivé rozbijeni konec véku nevinnosti a oteviréd intimni zkoumani samotného
reziséra. Prvni pokus o evokaci fyzickych vzpominek vlastniho téla. / Kolekci
uzaviraji snimky Hej, Madonno a Poruseny.

Zpévy zkusenosti

SONG FOR MIXED CHOIR | TWO | RED SHIFT |
CAREFUL BREAKING | MODERN TIMES | HEY
MADONNA | DAMAGED

REZIE: MIKE HOOLBOOM

KANADA — 1980, 16 MM, 8 MIN | 1990, 16MM, 8 MIN
| 1992, 16MM, 2 MIN | 1992, 16 MM, 7 MIN | 1994,
16MM, 4 MIN | 1998, 16MM, 9 MIN | 2003, 16MM,
9 MIN

e Mike Hoolboom

521-680 Queen’'s Quay West | Toronto | Ontario
Canada MsV 2Yg | tel: 4162602185

e-mail: fringe@interlog.com
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Songs of Experience

SONG FOR MIXED CHOIR | TWO | RED SHIFT |
CAREFUL BREAKING | MODERN TIMES | HEY
MADONNA | DAMAGED

DIRECTOR: MIKE HOOLBOOM

CANADA — 1980, 16MM, 8 MIN | 1990, 16 MM, 8 MIN
| 1992, 16MM, 2 MIN | 1992, 16 MM, 7 MIN | 1994,
16MM, 4 MIN | 1998, 16 MM, 9 MIN | 2003, 16 MM,
9 MIN

° Mike Hoolboom

521-680 Queen’'s Quay West | Toronto | Ontario

Canada M5V 2Yg | tel: 4162602185

e-mail: fringe@interlog.com

Songs of Experience. Selection of short movies by Mike Hoolboom. / Song for
Mixed Choir. This early movie surrenders to the magic of light and shapes, it's a
flight through a net of nerve fibers that create brain’s visual sensitivity. Fast chan-
ging shapes, spirals of patterns that look exactly like the ones we can see when we
close our eyes because of bright light. For most of us, they represent an unimpor-
tant part of our vision but for a debutant avant—garde filmmaker, they are source
of what Brakhage calls ,closed eye vision”. For a filmmaker, a song is a testimony
to his own prehistory, to the very beginning when he rejected words because he
wanted to show the picture, get to its essence and discover its real roots. /Red
Shift. I've been in the hospital for prostrate surgery, thus I've very little strength
to write you; but | did get to see Red Shift a couple nights before the operation;
and it is still very clear in my mind — fine clear crystalline compact of several paralleling
levels of meaning — very true to a particular area of thought process, as | expe-
rience it in myself... an en—jambment of beseemingly distinct memories compounding
into some absolute of thought. — not ,idea” but rather naked—thought—readout,
each layer distinct but levering every other. (Stan Brakhage) / Two. Movie about
how domesticated cinema participates in the most important situations of human
life. When the whole story is told by means of pictures, the movie becomes not
only the way to express personal opinion but also an example for human relation-
ships. Intimate picture as a mean of familiarity becomes immediately a medium of
confidence. / Modern Times. Four minute long movie whose title is a paraphrase
of Chaplin’s famous film describes the history of body as a moving object. Movie's
abrupt cuts remind of comical Chaplin as a worker caught by a machine and it all
ends in abstract light patterns. Are these lines still Chaplin? And the darkness is
he, too? / Careful Breaking. With its colorful images and music’s fast tempo of
destruction this movie calls the end of the age of innocence and opens intimate
examination of the director himself. First try to evoke physical memories of one’s
own body. / The last two movies are called Hey, Madonna and Damaged.



— (MODERN TIMES SYNTHESIZES, FOR THE FIRST TIME, THE TWO CONCERNS WHICH HAVE DRIVEN MOST OF HOOLBOOM’S PREVIOUS

WORK: QUESTIONS OF THE CINEMA (THE BODY OF FILM HISTORY), AND QUESTIONS OF THE MAKER (THE BODY OF THE MAKER). MO-
DERN TIMES BEGINS AND ENDS IN DARKNESS — JUST LIKE ANY FILM SCREENING. AT THE BEGINNING THERE IS ONLY A VOICE. A CHILD
LISTENS TO A WAR VETERAN’'S STORY. THE VETERAN TELLS OF HOW HE SHOT PEOPLE NOT WITH A GUN, BUT WITH A CAMERA. AT THE
END OF THE FILM THE CAMERA MOVES TOWARDS A DRAWER, WHICH IT ENTERS. THE DRAWER CLOSES. THE DRAWER IS A CLOSED LITTLE
BLACK BOX, LIKE THE CAMERA — A BOX WITHOUT LIGHT. IN APPROPRIATED IMAGES FROM AN OLD CHARLIE CHAPLIN MOVIE, WE SEE
CHAPLIN CAUGHT WITHIN THE MECHANISM OF A MACHINE. HE IS DRAWN ALONG A PATH SIMILAR TO THAT OF A MOVIE CAMERA, IM-
PLYING THAT THE CAMERA IS NOT NEUTRAL, THAT WE END UP LIVING INSIDE THE MACHINE AND SEEING THE WORLD AS THE MACHINE
SEES IT. MARTIN RUMSBY) —
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— (INSTINKT, VIiRA, CHUZE SMEREM K VYCHAZEJiICIMU SLUNCI) - RYTMUS, KTERY JE STALE STEJNY, JAKO BY SE NACHAZEL NA KRAJI

SVETA, TAKOVY DOVOLUJE FILMU NEZAVODIT S CASEM - MUZI, KTERI NEPREVZALI DEDICTVIi, NEJSOU BYTOSTNYMI PASTYRI, DALEKO
VICE JSOU EXISTENCIALNIMI CHODCI, KTERI PROVOKU]Ji K REFLEXiM - PASTYRI A LIDE VELKYCH MEST A JEJICH NEKLID, PONAUCENI
SAMOTY, KTERA NAKONEC HLEDA SEBE SAMU, KTERA SE NACHAZIi | V TOUZE PO CISTSiM ZIVOTE, PO VOLNYCH HORIZONTECH NA OKRA-
JI HOR - ANIZ BYCHOM SI CHTELI PAMATOVAT KLIDNE VELIKE OBRAZY KRAJINY, UKLADAJi SE TYTO SAMY DO SPODNICH VRSTEV VEDO-
Mi, STAVAJi SE VUNI SNENI{, CEKAJi NA SvVU] CAS - (NEJCASTE]SIM NEDOSTATKEM KRITIKY JE PROHRESEK PARAFRAZE, T). TENDENCE
POKLADAT VYROKY O TOM, CO BASEN RiKA, ZA JEJi PODSTATU, CLEANTH BROOKS) —

° JEDNA SETINA — Rezie: Tomas Hejtmanek, Ceska republika 1993, 17 min



Alpskéa balada (Sennen—Ballade, 1996) prostrela vSedni detaily rolnické prace bé-
hem letnich mésict a takrka beze slov poloZila otazku, co je to byti rolnikem. Oproti
prvnimu prasvitnému filmu pfinesla Selska boure (Bauernkrieg, 1998) apokalyp-
tickou vizi zemédélstvi ohroZovaného odosobnénou velkovyrobou. Alpské pastvi-
ny vystiidala ndmésti s demonstracemi a piskotem proti obchodu se spermatem
a primyslovému zabijeni. Pastyfova cesta uzavira trilogii, v niZz deset let rostlo
jedno dilo pro druhé, celek, ktery se v kruhu vraci k prostoté, aniz by byl pouhou
bukolickou iluminaci. Film v pfib&éhu hledani pastviny a presunu stad zachycuje
sezénni prace dvou pastyid, rok starosti o zvirata, ktera jsou povaZovana za sou-
¢ast rodiny. Nad dédictvim prace a staletimi predavanymi ukony visi otazka, jak
tito Svycarsti pastyri vstoupi do tretiho tisicileti, v némz budou stéle vice konfron-
tovani s rozsifujicim se prevazné meéstskym spolecenstvim spotreby a technologii.
Prvni z pastyid sbali kazdé rano své véci, pripraveny postavit sviij stan kdekoli,
kazdy vecer je na jiném misté. Putuje po venkov€, v okoli Luzernu prepocitava
ovce a nepocita cas. Druhy muz se stara o rodinu, vyrabi syr, jehfiata a déti pricha-
zeji na svét vdomé. Oba muzi se nenarodili do tradice ovéackého Zivota, oni a
jejich zeny si tuto praci vybrali s cilem stat se svobodnymi a pastyistvi jejich za-
kladni touhu po svobod€ napliiuje. Pfesto sami dokazi pochybovat o souc¢asném
postaveni jedné z nejstarsich kulturnich forem existence (pastyr: ¢lovék—krajina).
Okouzlené krasnéa fotografie snima rok prace, kresli naladu pocasi, vyhyba se nostalgii
a zéroven se chce priblizit vzneSenému Uzasu klasické krajinomalby. Ale neni to
chvalozpéy, je to film o preZiti. Ve vytfibeném ramu se odehrava svar travy a pri-
myslu, konflikt mezi tradici a budoucnosti. ReZisér se zdrzuje vykladu, dava pred-
nost subtilnimu pozorovani denniho rytmu. Podléha jeho meditativnimu naladé-
ni, chce jej zprostredkovat divakovi a voli pomalou cestu dovnitf emoci. Mohl by
byt film o pastyrich jiny, kdyz vime presn€, co chceme Fict, kdyz vime, Ze chceme
zachytit momenty, v nichZ se zastavuje ¢as?

PastyrFova cesta do tretiho
tisicileti

HIRTENREISE INS DRITTE JAHRTAUSEND
REZIE: ERICH LANGJAHR

SCENAR: ERICH LANGJAHR

KAMERA: ERICH LANGJAHR

ZVUK: SILVIA HASELBECK

HUDBA: HANS KENNEL

STRIH: ERICH LANGJAHR

SVYCARSKO 2002, 35MM, BAR, 124 MIN
OCENENI(: LIPSKO, MEZINARODNI FESTIVAL DOKU-
MENTARNIHO A ANIMOVANEHO FILMU 2002, CENA
GOLDEN DOVE; ECUMENICAL PRIZE A DON QUIJOTE
PRIZE

e Langjahr Film GmbH
Luzernerstrasse 16 | CH-6037 Root | Switzerland
tel: ++41414502252 | fax: ++41414502251

e-mail: info@langjahr-film.ch | www.langjahr-film.ch
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Shepherds’ Journey into
the Third Millennium

HIRTENREISE INS DRITTE JAHRTAUSEND
DIRECTOR: ERICH LANGJAHR

SCREENPLAY: ERICH LANGJAHR
PHOTOGRAPHY: ERICH LANGJAHR

SOUND: SILVIA HASELBECK

MUSIC: HANS KENNEL

EDITOR: ERICH LANGJAHR

SWITZERLAND 2002, 35MM, COL, 124 MIN
AWARDS: LEIPZIG, INTERNATIONAL FESTIVAL OF
DOCUMENTARY AND ANIMATED FILMS 2002, GOLDEN
DOVE AWARD; ECUMENICAL PRIZE AND DON QUIJOTE
PRIZE

° Langjahr Film GmbH

Luzernerstrasse 16 | CH-6037 Root | Switzerland
tel: ++41414502252 | fax: ++41414502251

e-mail: info@langjahr-film.ch | www.langjahr-film.ch

The Alpine ballad (Sennen—Ballade, 1996) unfolded everyday details of peasant work du-
ring summer months, and almost wordlessly asked a question what it feels like to be a
peasant. Unlike the first transparent film, The Peasant War (Bauernkrieg, 1998) presented
an apocalyptic vision of the agriculture jeopardised by impersonal mass production, alpine
pastures were replaced by demonstrating squares and catcalls against sperm banks and
industrial killing. Shepherds” Journey is the last part of a trilogy that has been growing for
ten years, one after another, the whole coming round the circle back to austerity without
being a mere bucolic illumination. The film tells a story of looking for a pasture, moving of
herds, depicting season works of two shepherds, a year of taking care of animals that are
regarded as family members. There is a question hovering over the work heritage and
things being done in the same traditional way for centuries, a question asking how these
Swiss shepherds will cope with the world’s entering the third millennium, in which they are
going to be confronted with the expanding urban consumerism and technologies. First
shepherd packs his things each morning, ready to put up his tent anywhere, each night at
a different place. He travels around the Luzern countryside, re—counts his sheep, does not
mind the time. The second man takes care of his family, makes cheese, lambs and children
are being born in his house. Neither of them was born into the shepherds’ life tradition,
they and their wives chose this work, it was their free decision they made to satisfy their
longing for freedom, and being a shepherd is one way to do it. In spite of this they are able
to doubt the today's position of one of the oldest forms of existence (shepherd: man—
landscape). The charmingly beautiful photograph reflects a year of work, draws the cap-
rices of weather, avoids nostalgia while trying to capture the noble wonders of classical
landscape painting. Yet it is not a hymn, it is a film about surviving. The refined framework
makes stage for battle of grass and industry, conflict between the tradition and the future.
The director avoids narration, he rather chooses a way of subtle observation of daily rhy-
thms, sinks into its meditative tone, wants to bring this sensation to audience, chooses the
slow way inside emotions. Could a film about shepherds be different when we know exact-
ly what we want to say, when we know that we will need moments in which time stops?
Awards: International Festival of Documentary And Animated Films Leipzig 2002, Golden
Dove award; Ecumenical Prize and Don Quijote Prize.



— (INSTINCT, FAITH, WALKING TOWARDS THE RISING SUN) - A RHYTHM THAT NEVER CHANGES, AS IF IT DWELLED AT THE END OF THE

WORLD, ALLOWS THE FILM NOT TO RACE WITH TIME - MEN FOR WHOM IT WAS NOT A HERITAGE DO NOT REPRESENT SHEPHERDS IN
THEIR ESSENCE, THEY RATHER RESEMBLE EXISTENTIAL WALKERS URGING US TO THINK - SHEPHERDS AND CITY PEOPLE AND THEIR
RESTLESSNESS, LEARNING FROM THE SOLITUDE THAT IS LOOKING FOR ITSELF IN THE END, THAT IS PRESENT IN LONGING FOR A PURER
LIFE, FOR FREE HORIZONS AT THE EDGE OF MOUNTAINS - NOT WANTING TO REMEMBER THE LARGE QUIET LANDSCAPE PAINTINGS, THEY
ARE SAVED IN DEPTHS OF OUR MEMORIES, BECOMING THE ESSENCE OF DREAMING, WAITING FOR THEIR TIME TO COME - (THE CRITI-
QUE’'S MOST FREQUENT FLAW IS ITS TASTE FOR PARAPHRASE, I.E. THE TENDENCY TO THINK THAT WHAT IS SAID ABOUT A POEM IS ITS
TRUE ESSENCE, CLEANTH BROOKS) —

° ONE HUNDREDTH — Director: Tomas Hejtmanek, Czech Republic 1993, 17 min

227



228

— LEIBNIZUV NACRT SOUSTAVY NEHMOTNYCH ZRCADEL: KAZDE JE VIDET VE VSECH OSTATNICH, OBRAZ ODRAZENY KAZDOU JEDNOTLI-
VOU PLOCHOU JE V POKRIVENI, V JINE VELIKOSTI A S ODLISNOU MIiROU JASU PRITOMEN | V ZOBRAZENI NABIZENEM KAZDOU DALSI
PLOCHOU — VESKERE VYMEZENi DRUHU A ZANRU, DEFINUJIC SE PROSTREDNICTViIM TEZi, KTERE STANOVUJE BEZ JAKEKOLIV MOZNOSTI
EXPERIMENTALNIHO OVERENI, JE VE SVE PODSTATE DOGMATICKE; JE POTREBA NARUSOVAT SAM AKT VYMEZOVANI — INTERPRETACE JAKO
INFEKCE, VIRUS, KTERY JE SCHOPEN ZMOCNIT SE GENETICKEHO KODU CASTi NEJAKEHO ORGANISMU A ZPUSOBIT PRENOS CIZIHO GENE-
TICKEHO MATERIALU — OBRAZY SE JAKOBY SAMY OD SEBE ROZPTYLUJi, ALE NETEKAJi, FILMOVE MATERIALIZUJiCi SNENi JE INTENZIVNI
(HUTNOST, KTEROU SE HLUBINNA POEZIE LISi OD POEZIE POVRCHU, POSTIHNEME PRI PRECHODU OD SMYSLOVE VNIMANYCH, SENZIBIL-

NiCH HODNOT KE SMYSLOVE PROZIVANYM, SENZUALNiIM HODNOTAM, GASTON BACHELARD) —



Experimentalni filmar Martin JeZek je autorem osobitych videofilmd. Od
roku 1999, kdy hradecka firma FOMA opét zadala vyrabét osmimilimetrové
filmy, nataci kratké dokumentarni eseje. Rozsahlejsim projektem byla va-
riace na povidku Richarda Weinera Hlas v telefonu. Ddm daleko je pro-
jekéniinterpretaci prézy Véry Linhartové. Ve spolupraci s Jakubem Halouskem
jej natocil v okoli Mostu — (Je zvlastni okamzik, kdy véc, kterd az dosud
méla obrys a tvar, ztrati své pevné skupenstvi.) Ceska spisovatelka Véra
Linhartova ve své sbirce textd Dim daleko (vroéeni 63/64) definuje svuj
dam—_<¢lovéka jako ontologickou hypotézu takto: toto je misto jen pro odi,
jimiz se vchézi ne do mne, ale do véci, které vidim. Zdarazinuje projekci
subjektu do objektu, do domu, do predmétd, jimiz se ¢lovék obklopil. ReZisér
(dilo jako pokracovani ¢teni) introspektivni skladbou nové rozpina hodno-
tu vzdalenych textd, davna geometrie slov je vizualné vepsana do chvéjici
se skute¢nosti. Ukdznénéa a presna predloha se stala podlozim pro symfo-
nii industrialni krajiny, mohutnou a intenzivni. Souc¢asna realita pramyslo-
vého Mostu jako metamorfézy okrajii obrazd (Mostu jako mésta uvniti domu
v téle) vyvolava otazky po pritomnosti literarni inspirace — do jaké miry je
skrytd a neprima, ¢i zda je energii, bez niz nelze ostatni pohyby pIné po-
chopit. Pojmové mysleni spisovatelky, svinuti jejiho textu, kterym se ceska
literatura v Sedesatych letech posunula jinam, jeho nevycerpani je pocat-
kem, z néjz rostou okamziky, zablesky, obrazy a smycky filmu. Ten je cézu-
rou, jakymsi ndhlym prerusenim textu filmem, presmykem k pokracovani
jiz filmovou reci. Jeho vyznam tkvi v ¢iré filmovosti — film jde proti povrch-
ni shod¢€ adaptaci. Naopak je moderni interpretaci prozaické reflexe, jejim
vtiskem, vyvazan z Zanru je padem do retézce obrazd bez krajnich bodd.
Film se zalyka obrazy, stava se svételnym soustrojim predavajicim energii
textu (vztah text—film jako stvofritel—stvorené).

Dum daleko NE
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SUN A House Far Away Martin Jezek, an experimental filmmaker, creates very original video films. Since

12:30 1999, when the FOMA company in Hradec Kralové resumed the manufacturing of
DUKLA 8—milimeter films, Jezek has been shooting his short documentary essays. One of
DUM DALEKO his more extensive works was a variation on Richard Weiner's story Hlas v telefonu
DIRECTOR: MARTIN JEZEK (The Voice in the Telephone). Dim daleko (A House Far Away) is an interpreta-
SCREENPLAY: MARTIN JEZEK tion of a book by Véra Linhartova. JeZek shot the film in cooperation with Jakub
PHOTOGRAPHY: JAKUB HALOUSEK Halousek near the city of Most — (It is a strange moment when a thing that had
MUSIC: ARCHIVAL ashape suddenly loses its solid state). In her collection of stories titled “D&im daleko”
EDITOR: MARTIN JEZEK (A House Far Away, 1963—64), the Czech writer Véra Linhartova defines her hou-
CZECH REPUBLIC 2003, 16MM, BW, 25 MIN se/man as an ontological hypothesis the following way: this is a place only for the
eyes, through which you cannot enter me, but you can enter the things that | see.
She emphasized the projection of subject into object, into a house, into things
that surround people. The director (film as an extended reading of the book) uses
D

introspective structure to expand the value of remote texts. The ancient geometry
of words is visually written into the vibrating present. The disciplined and exact
original has become a foundation for a monumental and intensive symphony of
industrial landscape. The present—day reality of industrial city of Most as a meta-
morphosis of edges of images (Most as a city inside the house of a body) arouses
questions about the presence of literary inspiration, to what extent it is concealed
orindirect, or whether it is an energy without which it is impossible to understand
the other movements. The conceptual thinking of the writer, the coil of her text
that moved Czech literature of the 60's forward, its non—depletion is the start that
gives rise to moments, flashes, images and loops of the film. The film is a cessa-
tion, a sudden interruption of the text by a film, a shift towards a film sequel. Its
importance lies in its pure film character, the film stands against the superficial
congruence of adaptation. Quite on the contrary, it is a modern interpretation of

° Lenka Mikolaskova a prosaic reflection, its impression, being free from the genre, it falls into a chain
Jungmannova 21 | Rozmital pod Trem3inem of images without border points. The film is near stifling by images; it becomes
Czech Republic light machinery transporting the energy of the text (text—film as creator—creati-

230 tel: +420318665128 on).




— LEIBNIZ'S DRAWING OF A SYSTEM OF MIRRORS: EVERY MIRROR IS VISIBLE IN THE OTHER MIRRORS, THE IMAGE REFLECTED BY EVERY

SINGLE UNIT IS DISTORTED, IT HAS A DIFFERENT SIZE AND BRIGHTNESS ON EVERY MIRROR — ANY DEFINITION OF TYPES AND GENRES
THROUGH THESES ESTABLISHED WITHOUT AN OPPORTUNITY FOR EXPERIMENTAL VERIFICATION IS ESSENTIALLY DOGMATIC; THE ACT OF
DEFINITION ITSELF HAS TO BE DISTURBED — INTERPRETATION AS AN INFECTION, A VIRUS THAT CAN SEIZE THE GENETIC CODE OF AN
ORGANISM AND ALLOW THE TRANSFER OF FOREIGN GENETIC MATERIAL — IMAGES DISPERSE BY THEMSELVES, BUT THEY ARE NOT VOLA-
TILE, MATERIALIZED THINKING THROUGH FILM IS INTENSIVE (DENSITY, WHICH MAKES DEPTH POETRY DIFFERENT FROM THE POETRY OF
THE SURFACE, IS PERCEPTIBLE AT THE MOMENT OF THE TRANSFER FROM THE SENSITIVE VALUES PERCEIVED THROUGH SENSES TO SEN-
SUAL VALUES EXPERIENCED THROUGH SENSES, GASTON BACHELARD) —
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— FORMA A REALITA TELA JAKOBY LHOSTEJNEHO KE SVEMU VYZNAMU, K RECI, KTERA JE TELEM, JEHO JEDINOU FYZICKOU PODOBOU -

FILM, KTERY DISPONUJE TELEM..., UZ NENI JINE OSOBNOSTI NEZ TE, KTERA ODPOVIDA TOMUTO DiLU - ZVLASTNI, UVNITR STARNOUCI,
NIC NEZASTIRAJICi A NEZAMLCUJiCi OBRAZY MUZEME TAKE CiST JAKO UZAVRENOU HISTORII JEDNE LASKY, LASKY JAKO TVARU A POD-

STATY - VSECHNY TYTO POZNAMKY O FILMU TiHNOU K TOMU, PRIZNAT MU SCHOPNOST UCINIT NEJJEMNE]Si VECI PRITOMNYMI, KDY

SOUSTREDENOST NA ABSOLUTNI PRITOMNOST VECi DOKAZE VYVOLAT JEJICH AZ NEREALNE ESENCE —



Filmovy portrét basnika, prili$ silny otisk v tvarné paméti téla. Lyricky ate-
liér setkani, pokusu o sblizeni, ne¢ekanych konfrontaci véci a slov, naléha-
vy smyslovy pocit, nacrt, ndbéh, zachyceni néceho, co pokracuje tim, Ze to
konci. Jak popsat kratky intenzivni film slozeny z posbiranych jednotlivych
obrazd, senzibilni a ¢isty snimek jemnych dotek(, Serosvitnou miniaturu,
kde obraz i odraz splyvaji vjedno — portrét s pocitem, jeho tvar, jeji tvar.
Ani cil, ani cesta nejsou primo dany — postava muze se rodi pro film, ale
neni v ném ani hrdinou, ani osudem, ktery odkazuje k abstraktni osnové,
v niZ se proménil, a k nebezpedim, kterd odtud plynou. Zlomkovitost je tu
vzpourou proti interpretaci, pretrZitost jde proti nému jako textu a dalezi-
tym Cinitelem je tu ironie — lyrika ironie. Zdanlivé uzavrené vyjevy jsou ve
skutecnosti instrumentem, ktery rozbiji ¢lovéka jako vypovéd z jinych tex-
th a v situacich mu dovoluje, aby se znovu staval a davérné byl. V polohach
krajnich, odstredivych, jakoby stale nahy. A mozna to ani neni portrét, spis
pocitek, kdy se basnik stava znovu télem. Pravé metamorfézou textu a téla
je soubojem s mytem basnika, a tak i fascinujici prohrou, kteréd bude dal
jeho mytologii spoluvytvaret. Problematika jeho pritomnosti uvnitr filmu
je tedy podvojna. Basnik je vyznamem zarucujicim presah od intimity k prirodé,
takto je svlékdn a posunut, takovy vyzyva zpét k prvotnimu jazyku, ale tam
uZ se nelze vratit, nelze byt nékym jinym. Slovnikové heslo, véta: lvan Martin
Jirous, basnik, vytvarny kritik, umélecky vedouci hudebni skupiny The Plastic
People of the Universe a v sedmdesatych a osmdesatych letech, kdy zacina
uzivat jména Magor, organizator ¢eského undergroundu, opakované véz-
nén, naposled odsouzen u okresniho soudu v Jihlavé, dnes Zije v Praze a na
Vysociné v Prostrfednim Vydri, kde kazdoro¢né prvni vikend v ¢ervenci porada
rockové koncerty. Pokracovani, rezie: Helena Papirnikova.

Ivan Martin Jirous NE
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SUN Ilvan Martin jirous A film portrait of a poet, too deep an imprint in the plastic memory of a

12:30 (23 takes) human body. A lyrical atelier of meetings, efforts to come closer, sudden
DUKLA confrontations of things and words, acute sensual feeling, a sketch captu-
IVAN MARTIN JIROUS (23 ZABERU) ring something that continues with its very end. How can one describe a

DIRECTOR: HELENA PAPIRN{KOVA short intense film composed of a collection of single images, sensible and
PHOTOGRAPHY: MAREK JANDA pure picture of subtle touches, dim lighted miniature, where an image and

SOUND: ONDRE] MORAVEC its reflection melt in one, a feeling portrait, his face, her face. Neither the

EDITOR: VACLAV REJHOLEC destination, nor the journey are defined - the man character is being born

CZECH REPUBLIC 2002, 16MM, BW, 13 MIN for the film representing neither a hero nor a destiny referring to an abs-

tract outline into which he transformed, and to perils stemming from it.
Fragments revolt against interpretation, shreds are attacking the text, iro-
ny is very important, the lyricism of irony. Seemingly closed scenes are
actually instruments destroying a man like an utterance of different texts,
and in certain situations allows him to become and exist. As though always
naked in marginal, centrifugal situations. Perhaps it is a sensation rather
than a portrait, a moment when a poet comes into his body again. It is the
metamorphosis of the text and body that is fighting against the myth of
the poet, the fascinating defeat helping create his mythology all over again.
The problem of his presence inside the film is dual, the poet is a meaning
that guarantees the enjambment of intimacy and nature, he is being strip-
ped and shifted, this is the call to return to the original language, while, in
fact, the return is impossible, you cannot be anybody else. A dictionary
entry, sentence: lvan Martin Jirous, a poet, art critic, artistic leader of the
music band The Plastic People of the Universe and since the seventies and
eighties when he started using his pseudonym Magor, an organiser of the
Czech underground, several times imprisoned, last time condemned by

° FAMU the District Court in Jihlava, now living in Prague and the village of Pro-
Smetanovo nabfezi 2 | 110 oo Prague 1 stfedni Vydriin Vysocina hills, where he organises an annual July rock festival.
Czech Republic | tel: +420221197263 Continuation, directed by: Helena Papirnikova.
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— THE BODILY FORM AND REALITY, A BODY INDIFFERENT TO ITS MEANING, SPEECH THAT IS ITS BODY, ITS ONLY PHYSICAL APPEARANCE -
A FILM EMPLOYING A BODY..., THERE IS NO OTHER PERSONALITY THAN THE ONE CORRESPONDING WITH THIS WORK - STRANGE, AGE-

ING INSIDE, CLEAR AND OUTSPOKEN IMAGES CAN BE READ AS A CLOSED HISTORY OF ONE LOVE, A LOVE AS A SHAPE AND A SUBSTANCE -
ALL THESE COMMENTS ON THE FILM TEND TO ASSIGN TO IT THE ABILITY TO MAKE THE SUBTLEST THINGS PRESENT, WHEN CONCENTRA-

TING ON THE ABSOLUTE PRESENCE IS ABLE TO INDUCE THEIR UNREAL ESSENCES —
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— BAVIME SE NEPOTREBNYMI A MALICHERNYMI POZNATKY, DROBNOSTMI, VNITRNE ABSURDNIMI, A VZDYCKY NAM PRIJDOU VHOD
NEJAKE OBRAZY, KTERYMI VSECHNY ZBYTECNOSTI MUZEME DOLOZIT, ALE JAK SE VZEPRIT VRCENi TECHTO NEVYZNAMNYCH SVETU, DO
KTERYCH JSME PROSTIRANI, ANO, JSME PROSTIRANI DO JEJICH OBRAZU, PROTOZE NAS PRESTALA USPOKOJOVAT REC - STARY MOTYL
JESTE CTi BASNICKY STAV, HARMONII, ZJEMNENI{ ZIVOTA, ZPUSOB, JAKYM SE CLOVEK MUZE POHYBOVAT PO TRAVE, ANIZ BY SE JEHO
SRDCE PLNILO SMUTKEM - SCENA Z PEKARNY, KTERA SE VYNORUJE Z FILMU, V SOBE SOUSTREDUJE VESKEROU SiLU, PROMENUJE TECH-
NIKU V JEMNOU LATKU MYTU, JAKO OMAMENI SE DIVAME NA TO, CO JE PRECI TAK ZRETELNE —



Teorie, prosté poznavani skutecnosti na rozdil od jejich praktického vyuzi-
vani, teorie jako pozorovani prirody, privykani svétlu. Mlhavy opar filmu
kolem véci, kolem stavu mysli na hranici mezi spankem a bdénim. Zdanliva
nesrozumitelnost, skute¢nost, Ze se film vzpira primocarému vykladu. Zaroven
ddraz na osobni zkusenost, na subjektivni pocit, na vlastni smysly a prcha-
vy okamzik, ktery je podlozen presvédéenim, ze ve svété rozpousténi hod-
not kyselinou televiznich obrazd zlstava jedinym vychodiskem pro hleda-
ni svétla ¢lovek. Tedy ¢lovék, spis stary motyl, ktery nas provazi celym tim
snimkem vahavé povahy, jenz doslova vyvstava z tmy. Stromy prerudstaji
televizni vysila¢, po kterém lezou cerné batolata bez tvare. Mladé Zené se
ztratil muz, jednou rano odesel pro rohliky, a uz se nevratil. Nezdstala zadna
stopa, ani kaligrafickd kresba $tétcem na bily papir, kteréd se rozpina po
platné, tak vzdalena ruchu mésta ¢i primému prenosu televizniho vstupu.
Nejblize kaligrafii vizualnich vjem je asi lidské DNA, o kterém hovofi bi-
olog. Geneticky kéd, ktery se Sroubuje v experimentélnich obrazech, nah-
le prerusenych skute¢nym balvanem, fenomenalni scénou, v niz sleduje-
me, jak se pecou rohliky. Jsou pfilis horké, tyto teoretické rohliky, nedaji se
chytit a ani ony jako dilo nedavaji odpovéd na to, ¢im skutec¢né jsou. Jesté
se musi vratit motyl s filmovymi kridly, opit se, znovu se rozplynout v ¢erné.
Dobrodruzstvi vnitfniho svéta filmu je magickou meditaci nad tvary, bar-
vami a vinémi méstskych rostlin - je naladou, ktera podavéa zpravu o vy-
pravé do oblasti snu, ktery vyvolava telepatie i echo televizniho signélu.
Subtilni motyl nas paternosterem vyvazi k praobrazdm naseho svéta, s nim
vstupujeme do proudéni uvolnéné energie soucasnych médii a pocitaco-
vych siti. V Palatové mikroskopickém filmu dokonale prostupuje vidéni
povrchu vidénim hloubky. V jedné z prvnich scén ndm nabizi magicky kli¢
a dal nas vede vrstvami viditelnych povrchd, které mohou byt zarodky novych
pojmu. Tedy pokud by teorie mohla byt filmem, neni—li jim jiz.

Teorie NE
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Theory

TEORIE

DIRECTOR: JANEK PALAT

SCREENPLAY: JANEK PALAT

PHOTOGRAPHY: FERDINAND MAZUREK
SOUND: PETR KALAB

EDITOR: VACLAV REJHOLEC

CZECH REPUBLIC 2003, 16 MM, BW/COL, 21 MIN
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Czech Republic | tel: +420221197263
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Theory, simple cognition of reality, differing from its practical utilization, theory of nature
cognition, getting used to the light. The misty haze of a film around things, around the
state of mind bordering between unconsciousness and consciousness. Seemingly in-
comprehensible, the fact that the film resists straightforward explication. At the same
time, places emphasis on personal experience, on subjective feeling, on one’s own
senses and the fugitive moment, which is based on a strong belief that the world of
values is being dissolved by the acid of television scenes, therefore the only way out for
searching the light, remains a human. This is a human, a rather old butterfly, which
accompanies us throughout the whole film of hesitative nature, which literally arises
from the darkness. The trees outgrow the television transmitter, which is climbed by
faceless black babies. A young woman lost her husband, one morning he left to get
some rolls and he has never come back. There is no trace, not even a calligraphic drawing
by a brush on a white paper, which expands on a canvas, so remote from the hustle of
a city or a live transmission of a television insert. The nearest thing to the calligraphy
of visual perception is perhaps the human DNA, which a biologist speaks about. The
genetic code, which screws in experimental paintings, suddenly disturbed a real boul-
der, phenomenon scene, in which we watch rolls being baked. They are too hot, those
theoretical rolls, it is impossible to catch them and they as an artwork do not give
answer to what they really are. The butterfly is yet to come back with its film wings, get
drunk, and dissolve into black again. Adventure of the inside world of film is a magic
meditation beyond shapes, colours or the scents of city plants - it is a mood, which
submits a report about a trip into the area of dream, which is evoked by telepathy and
also the echo of a television signal. The slight butterfly takes us into a paternoster ele-
vator to the original paintings of our world, by which we enter the flowing of free
energy of the current media and computer networks. Perception of surface by seeing
the depth perfectly penetrates throughout Palat's microscopic film. It offers to us a
magical key in one of the first scenes and then it leads us through the levels of visible
surfaces, which could be the rudiments of new terms. Thus, providing the theory could
be a film, unless it is one already.



— WE AMUSE OURSELVES WITH UNNECESSARY AND PETTY PIECES OF KNOWLEDGE, DETAILS, INTERNALLY ABSURD AND SOME SCENES

WITH WHICH WE CAN DOCUMENT ALL THE USELESS THINGS ALWAYS SEEM TO BE HANDY, BUT HOW TO RESIST THE GROWLING OF
THESE INSIGNIFICANT WORLDS, WHICH WE ARE STRETCHED INTO, YEAS, WE ARE BEING STRETCHED INTO THEIR SCENES, BECAUSE THE
SPEECH STOPPED SATISFYING US - THE OLD BUTTERFLY STILL HONOURS POETIC STATE, HARMONY, FINING OF LIFE, A WAY IN WHICH A
HUMAN CAN MOVE ALONG GRASS, WITHOUT HAVING HIS HEART FILLED WITH SADNESS - THE SCENE FROM A BAKERY, WHICH ARISES
FROM THE FILM, CONCENTRATES ALL THE POWER IN ITSELF, TURNS TECHNOLOGY INTO THE FINE FABRIC OF MYTH AND WE, AS IF SPA-
CEY, LOOK AT WHAT IS THOUGH SO OBVIOUS —
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Tscherkassky |

ADERLASS | EROTIQUE | LIEBESFILM | FREEZE
FRAME | URLAUBSFILM | MANUFRAKTUR | KELIMBA
| TABULA RASA

REZIE: PETER TSCHERKASSKY

RAKOUSKO - 1981, SUPER 8, 11 MIN |1 9 8 2,
SUPER 8, 1 MIN. 40 SEC | 1982, SUPER 8, 7 MIN.
59 SEC | 1983, SUPER 8, 9 MIN. 38 SEC | 1983, SUPER
8, 9 MIN. 15 SEC | 1985, SUPER 8, 2 MIN. 54 SEC
| 1986, SUPER 8, 10 MIN. 56 SEC | 1987/89, SUPER
8, 17 MIN. o2 SEC

° Sixpack Film

Neubaugasse 45/13 | P.O.Box 197 | A-1071 Wien
Austria | tel: (+431)5260990-0 | fax: (+431)5260992

e-mail: office@sixpackfilm.com | www.sixpackfilm.com

Pousténi zilou (Aderlass). Tscherkasského prvni dotek prodluzuje koridor viden-
ské skoly. Performance natodena super8 kamerou je autorovou sebevychovou
k vynechavani, snahou z méné ucinit vice. Svétlo a zvuk exploduji z tmy, propada-
me pohybu, abychom se v zavéru, jiz bez krve, vrétili k nehybnosti. Tma je jedinym
vyhonkem jednotného smyslu, ktery presahuje film. / Erotika (Erotique). Zname-
ni a gesta miri do daleka a prezentuji hru s poznanim, kde podstatné neni objeve-
ni, cilem je sama touha. Vidime roztrhané obrazy, dily Zenské tvare, rudé rty, oci
otacejici se v cyklickych a zaroven presypavych fragmentech. Nékdy je neurcité,
kterou ¢&ast téla vidime, kdo chce, mlze vidét pohlavi, motyly vzruseného téla,
muZe si je predstavovat, myslet na né. Zdanlivé lakonicky zaznam téla, presto Ci
pravé proto z néj vystreluji obrazy, vztahy, konotace a je na divakovi, aby je uvid€l
a navzajem rozehral. Pohled visi na parcialnich objektech, film o sobé& nemysli in-
tegrélné na celé télo, jehoz reprezentace je ostatné jednim ze zasadnich fenomé-
nd kinematografie. / Film o lasce (Liebesfilm). Na neutralnim pozadi se Zena a
muz chystaji k polibku, nalevo od nich perforace filmového pasu. Kdyz se Gsta
k sobé tésné pfriblizi, vrati se film k po¢atecnimu bodu sekvence, a tak stale dokola
v tlukoucim staccatu nekonecné smycky. Filmovy polibek, pfislib sexuélniho spo-
jeni, na némz stoji vypravéni velkych pribéhd, je brutalné zapuzen. Rty se nikdy
nemohou dotknout, vidime jenom opakovani touhy, ktera je také nasi touhou a jez
nema konce, polibek by totiz byl pravé a jen koncem. Film fyzického nasili na hollywoodském
klisé. / Freeze Frame. Tabula rasa kazdého filmového obrazu je abstraktnim vy-
chodiskem rezisérovych manipulaci, vyschlé koryto davnych otiski je prepisova-
no citelnym pismem nové reci. D€leni platna a vrstvici montéz se ve filmu stlacuji
k sebezniceni, které stravuje prave zablokovany, zmrzly obraz, ktery uz nedovolu-
je zadné cteni, zbyva jen Cisty pohyb osamélého filmového zrna. Abstrakce odtr-
huje znak od oznacovaného, opakovanim se snazi neopakovat se. / Film z dovolené
(Urlaubsfilm). Film vice vzpominadme, nez prozivame. Stejné jako pamét hraje si
film s pfitomnosti naseho védomi hmatatelnou blizkosti, ndhlou distanci a postupnym
Gnikem vidénych objektti — jenom imaginace rekonstruuje to, co se ztraci. Zena



na louce, Zije, prochazi se, zahledéna do sebe, zapadla do svého
téla, opakované vidime jeji prsa v rozhalené bllzce, kdzi, kterou
kamera snimé silnym teleobjektivem. Idyla bradavek se nahle vy-
trati, kdyz Zena pohlédne do kamery, ty jeji o¢i. Nasleduje strih -
voyeur byl pfistizen - a vie zacina znovu, pricemz se méni tonalita
filmu, az vidime jen roztfepené abstraktni obrazy, vidéni se pre-
souva do vzpominky. / Manufraktur. Ru¢ni vyroba, zlomenina, found—
footage—film, fenomén pohybu, plocha pléatna, platno plochy. Kratické
sekvence zavodniho auta a Zenskych nohou, tolik stejnych zabérd,
na které se stale divame. Jejich kumulace hrozi prasknutim, jako by
film nahle potreboval Fez — samo télo filmu je tfeba otevrit, mate-
ridl vola po nésili a Tscherkassky vyzyva k vivisekci. / kelimba. Roz-
kmit mezi pojmenovatelnymi a nepojmenovatelnymi svéty je za-
sadni modulaci vidéni Tscherkasského snimkd, toho chvéni mezi
teoretickou reflexi a neovladatelnou smyslovosti, animalni rozkosi
z obraz(. V dal$im filmu jsou do viditelné! plochého obrazu po-
stupné vkladany plastické pohybujici se objekty, zaroven pusobi
vlastni pohyb filmového pasu, nezivé véci znovu tandi. / tabula rasa.
Snimek mifi na srdce stroje vidéni, jimz je voyerska touha jako podminka
radosti z filmu. ReZisér nabizi jako vizuélni herni kombinaci to, co
podlozila teorie Christiana Metze a Jacquese Lacana. Zpodatku ro-
zeznavame jemné predivo stind, z nichZ vahavé vystupuje obraz
svlékajici se Zeny. Pfesné v okamziku, kdy uvérime vidénému, kdy
se kdze stala filmem, kamera télo opusti. Tscherkassky se znovu
vraci k distanci jako zédkladnimu principu voyerismu: predméty touhy
jsou sice predvedeny, ale pohledu neni dovoleno pokracovat.
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Tscherkassky |

ADERLASS | EROTIQUE | LIEBESFILM | FREEZE
FRAME | URLAUBSFILM | MANUFRAKTUR | KELIMBA
| TABULA RASA

DIRECTOR: PETER TSCHERKASSKY

AUSTRIA — 1981, SUPER 8, 11 MIN | 1982, SUPER
8, 1 MIN. 40 SEC | 1982, SUPER 8, 7 MIN. 59 SEC
| 1983, SUPER 8, 9 MIN. 38 SEC | 1983, SUPER 8,
9 MIN. 15 SEC | 1985, SUPER 8, 2 MIN. 54 SEC |
1986, SUPER 8, 10 MIN. 56 SEC | 1987/89, SUPER
8, 17 MIN. o2 SEC

° Sixpack Film

Neubaugasse 45/13 | P.O.Box 197 | A-1071 Wien
Austria | tel: (+431)5260990-0 | fax: (+431)5260992

e-mail: office@sixpackfilm.com | www.sixpackfilm.com

Bleeding (Aderlass). The first touch of Tscherkassky is protracted by a Vienna school
corridor. A performance filmed with super8 camera represents the author’s self—training
to skip things, to try to do more out of less. Light and sound are exploding out of dark-
ness, we are giving in to motion just to return to immobility again, bloodless. Darkness
is the only offspring of the united sense overlapping the film. / Erotic (Erotique). Signs
and gestures heading far away presenting the game of cognition in which discovery is
not what counts, the target is the desire itself. We can see torn images, pieces of wo-
man'’s face, red lips, eyes turning in cyclical as well as vertical fragments. Sometimes it
is hard to tell which part of the body is visible, you can see genitalia if you wish, butter-
flies of the excited body, you can imagine it, think of it. A seemingly laconic documenta-
tion of a body, nonetheless, and therefore perhaps, the images, relations, and connota-
tions are shouting out of it, and it is up to the viewer to see them and sound them in
accord. It is the partial objects that are important, the film itself does not perceive the
body as a whole, the representation of which is one of the basic phenomena of the cine-
matography. / A Film about Love (Liebesfilm). A man and a woman are about to kiss, the
background is neutral, the perforation of the film strip running on the left. When the
mouths are about to join, the film comes back to the starting point of the sequence, and
so on in the pulsing staccato of an endless loop. A film kiss, a promise of sexual reunion,
which is the base of great stories, is brutally repudiated. The lips are never going to
touch, we are witnessing only the repetition of desire, which is also our desire, which is
endless, because the kiss would be just and only the end. A film about physical violence
fitted to the Hollywood cliché. / Freeze Frame. Tabula Rasa of each film image is an
abstract base of the director’s manipulations, a dry riverbed of ancient imprints is being
written over again with the eligible handwriting of a new language. A divided screen and
piling montage in the film are squeezing into self—destruction devouring a blocked, fro-
zen image that does not allow any reading, only a clear motion of a lonely film grain is



left. Abstraction separates the sign from the denoted thing, trying not to
repeat itself by repeating. / A Holiday Film (Urlaubsfilm). We are more
remembering this film than actually living it through, in the same way as
the memory, the film is playing with the presence of our consciousness
by its tangible proximity, a sudden distance and a gradual escape of the
seen object, only imagination can reconstruct what is getting lost. Awoman
in a meadow, living, taking a walk, thoughtful, immersed in her own body,
we can see her breasts in her open blouse, her skin filmed with a strong
telephoto lens. The idyllic scene with nipples is over when the woman
looks into the camera, oh, her eyes. Then cut - the voyeur has been
caught - and everything starts over again, with the tonality of the film
changing until all we can see are torn abstract images, the seeing is shifted
back to memory. / Manufraktur. Manual production, a fracture, found—
footage—film, a phenomenon of motion, the surface of a screen, a scre-
en of the surface. Very short sequences of a racing car and female legs,
we are constantly watching so many identical scenes, so accumulated
that they are about to burst, as though the film suddenly needed an incision,
the film’'s body must be opened, the material calls for violence and Ts-
cherkassky calls for vivisection. / kelimba. Oscillation between the na-
meable and the unnameable worlds is the basic modulation of watching
the Tscherkassky's pictures, the vibrations between a theoretical refle-
ction and an unmanageable sensuality, animal pleasure from images. In
the next film, moving three—d objects are gradually inserted into a visi-
bly flat image, while the film strip itself is moving. Inanimate things are
dancing again. / tabula rasa. The film is aiming at the heart of the machine
of vision, made of a voyeur desire conditioned by the joy of the film. The

director offers as a visual play combination what was founded on a the-
ory of Christian Metz and Jacques Lacan. In the beginning, we are able
to distinguish fine threads of shadows, out of which an image of a wo-
man getting undressed appears, hesitating. But right in the moment when
we start believing what we see, when the flesh becomes the film, the
camera moves away from the body. Again, Tscherkassky goes back to
the distance as a basic principle of voyeurism: the objects of desire are

shown, but it is not permitted to have another look. /
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— (VSECHNY VLASTI JSOU PRAZDNE, RAINER MARIA RILKE) - VIA EUROPEANA: Z JEDNE STRANY TERRA INCOGNITA STREDU A VYCHODU,
PROSTOR SROZUMENY S PODRIZENYM STATUSEM CHUDYCH, JIMZ NEZBYVA NEZ SE ZALIBIT ZAPADU, NA STRANE DRUHE ROZVINUTA
EVROPA SKORO NEOMEZENE PROSPERITY, PRODCHNUTA OVSEM DEMOKRATICKOU MELANCHOLII, JAK PASCAL BRUCKNER NAZVAL SOU-
CASNY STAV ZAPADU BEZ METAFYZICKYCH AMBICi - CO VLASTNE NABiZi EVROPA EVROPE? - A TAK CESTA POTVRZUJE IDENTITU A ZARO-
VEN |l ZCIZUJE, JEN CESTA SDELUJE SAMA SEBE —



Vlak do jiné Evropy, Rumunsko. Cesta na vychod kontinentu, do mist, kte-
ré se na Zapadé donedavna oznacovala jako ,ta druha Evropa”. Podle Claudia
Magrise ji postihovalo nevédomé odmitéani a ignorance, jako by se ,ta druha”
nenachazela pouze za ,Zeleznou oponou”, nybrz jako by $lo o néco zcela
jiného, ciziho. Mlady rakousky reZisér se vydava na periferii Evropy, chce
o ni premyslet, najit cosi podstatného z probléma Zivota, kultury, naroda
a lidi k nému se hlasicich, objevit, jakym poutem je Zapad spjat praveé s touto
Ldruhou, jinou” Evropou, kterd samoziejmé zadnou ,jinou, druhou” neni.
Statické zabéry, dlouhé vzdy tak, aby obraz sam promluvil svym vnitfnim
dénim: ¢rta krajiny, ruch ulice, ¢ekani, impresivni obrazové poznamky, jen
prsty ndahodné svezené stoparky. Motiv cesty, ktera prekracuje nejriznéjsi
hranice — statni, narodni, jazykové, psychologické, politické, socialni, hra-
nice uvnitf vlastni osobnosti. Film je poznamenan introvertnim pristupem
reziséra. Snimek je vice osobnim esejem a sestupem do vlastniho nitra nez
skute¢nym objevovanim zZivota ve vychodni krajing, je toliko teoretickym
nacértem problematiky celistvosti Evropy, jakousi intelektualni lyrikou. Au-
tor putuje v koridoru obehnaném jemnym pletivem mytu dalky a okraje,
ktery Zapad potrebuje, aby viibec byl s to pristoupit na mentalitu druhého
konce kontinentu. Zaroven ale usiluje o zménu tohoto pohledu: vedle oci
je to text komentare—deniku, ktery divaka nuti k pfemysleni o mechanis-
mech vytvareni narodni a nadnarodni identity, nacionalniho korpusu i in-
diferentniho kontinentalniho prostoru, které nebudou nikdy dany predem
a navzdy, nebot stale zistanou predmétem rozporuplnych interpretaci, z nichz
se rodi prislusnost k zvolenému spolecenstvi. A tak se znovu vracime k nazvu,
v némz se k Evropé pridruzil otaznik jako nejistota politické, socialni a metafyzické
zkuSenosti, jako vratkost, tdpani a pochybnost, které, sugerujice vé¢nou
nezakotvenost, vybizeji ke konfrontaci a premysleni.

Evropa?

EUROPA?

REZIE: HANNES BOCK

SCENAR: HANNES BOCK

KAMERA: HANNES BOCK

ZVUK: HANNES BOCK

STRIH: HANNES BOCK

RAKOUSKO 2002, BETA SP, BAR, 25 MIN

e Hannes Bock

Maria Hilfenstrasse 91/32 | 1060 Wien | Austria

tel: +4369919422064
e-mail: HBOECK@gmx.li
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Europe?

EUROPA?

DIRECTOR: HANNES BOCK
SCREENPLAY: HANNES BOCK
PHOTOGRAPHY: HANNES BOCK
SOUND: HANNES BOCK

EDITOR: HANNES BOCK

AUSTRIA 2002, BETA SP, COL, 25 MIN

° Hannes Bock

Maria Hilfenstrasse 91/32 | 1060 Wien | Austria

tel: +4369919422064
e-mail: HBOECK@gmx.li

Train to different Europe, to Romania. This is a journey to the eastern part of
the continent, until recently referred to by the West as “the other Europe”.
According to Claudio Magris, this other Europe was unconsciously reluctant
and ignorant as if it wasn't only behind the “iron curtain” but as if it was so-
mething totally different and strange. Young Austrian director travels to the
Europe’s periphery, he wants to think about it, find something substantial in
the issues of local people’s life and culture and nation. He wants to discover
how is the West bound together with this “other, different” Europe, which of
course is not any “other” or “different”. Static takes, long enough to let the
picture speak on his own: sketch of a landscape, street rumors, waiting, im-
pressive picture notes, and fingers of a hitchhiker who got a ride. Motive of
aroad that crosses all sorts of borders: national, local, language and psycho-
logical ones, political and social ones as well as borders within one’s persona-
lity. The movie is marked by director’s introvert approach; and it is more of
a personal essay and journey to his own heart rather than a real discovery of
life in the Eastern Europe. It is a theoretical sketch of the issue of Europe's
integrity, a sort of intellectual lyric. The author travels through the corridor
enclosed by soft myth fencing of distance and of outer edge that the West
needs in order to be able to accept the mentality of the other side of the con-
tinent. At the same time, the director wants to change this point of view throu-
gh commentary—journal, which makes the audience think about the mecha-
nisms of creation of the national and supra—national identity, of the national
corpus and the indifferent continental space, which will never be given in advance
nor forever. It will always remain the subject of contradictory interpretation,
which give birth to citizenship in a chosen community. This way, we come back
to the title, where Europe was given a question mark to signify the uncertainty
of political, social and metaphysical experience, the instability, search and doubt
which signify eternal journey and urge on confrontation and reflection.



— (ALL MOTHERLANDS ARE EMPTY, RAINER MARIA RILKE) - VIA EUROPEANA: ON ONE SIDE, THERE IS TERRA INCOGNITA OF THE MIDDLE

AND THE EAST, SPACE WHERE THE SUBORDINATED POSITION OF THE POOR IS UNDERSTOOD AND ACCEPTED, FOR THE ONLY THING
THEY CAN DO IS TRY TO PLEASE THE WEST; ON THE OTHER SIDE, THERE IS THE DEVELOPED EUROPE OF ALMOST UNLIMITED PROSPERI-
TY, SOAKING IN DEMOCRATIC MELANCHOLY, TO USE PASCAL BRUCKNER’S DESCRIPTION OF THE CONTEMPORARY WEST, WHICH HAS NO
METAPHYSICAL AMBITIONS — WHAT DOES EUROPE OFFER TO EUROPE? — THUS THE JOURNEY ACKNOWLEDGES THE IDENTITY AND
ALIENATES IT AT THE SAME TIME, ONLY THE JOURNEY CONVEYS ITSELF —
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— JE—LI DEJEPIS CASEM, PAK NEJDRIVE MUSI BYT SNEM; HISTORIE JAKO SPLNENI SNU, NENi V Ni NIC, CO BY SE DRIVE NEZDALO - SUB-
STANCIALNI OBRAZY VODY A JEJi MATERIALNIi OBRAZNOST: (KAZDODENNI SMRTi JE SMRT VODY, VODA NEUSTALE PLYNE, VODA NEUSTA-
LE PADA, VODA NEUSTALE KONCi VE SVE HORIZONTALNI SMRTI, SMRT VODY JE SNOVE]Si NEZ SMRT ZEME: STRADANi VODY NEMA KON-
CE, GASTON BACHELARD) - VODA BEZ PRAMENE SE VYTAHUJE K MORIM... - VYPRAVENI JE PRITOMNOSTI, KTERA SE ODEHRAVA |
NEODEHRAVA / JAKO BY EXISTOVALY JENOM NASLEDKY TOHO, CO JEDNOU BUDE VYPRAVENO / VYPRAVENI NENi JEN UDALOSTI A JEJiM
OBRAZEM, JESTE VICE JE OBRAZEM UDALOSTI A JEHO KONKRETNIi PROJEKCI - NEJISTOTA VNITRNi ZKUSENOSTI VAZANE NA SLOVO A
ZAROVEN POTREBA ODVODIT CLOVEKA Z PRIRODY, Z PODVEDOMI, Z KOLEKTIVNIHO VEDOMI —



Snimek o koSické plovarné, misté, kam se podle sloganu tvirca ,chodily
koupat dé&jiny”. Prostfednictvim piib&h, které se zde odehraly mezi lety
1936 a 2002, zachycuje dokument 66 sezdn ¢as oblibené plovarny i vzpo-
minky na stejny pocet let v historii stfedni a vychodni Evropy. Mozaika pfi-
pomenutych osudl rekonstruuje pribéh historie: tedy nikoli odosobnéné
déjiny a na jejich pozadich jakési Zivoty, ale jen pribéhy lidi, které jsou
déjinami. Polonazi muzi a Zeny zazili bombardovani KoSic v roce 1941, nékteri
plavci se nevratili z fronty, stavitel plovarny zahynul v koncentraénim ta-
bore. Film je vénovany pamatce rezisérova déda, osobné v ném vystupuje
jeho otec a do obrazu vstupuje i sém autor. Prostfednictvim trfi generaci
rezisérovy rodiny tak na pozadi existence plovarny vznika ,osobni kino”
presahujici do vypovédi, jejiz poutavost se nevaze pouze na okruh obyva-
tel KoSic a jejich mistnich déjin. Prostor plovarny je jakymsi modelem pro
evokaci socialni historie, tedy déjepisu, ale stejné tak kolektivnich snd. Kritik
Pavel Branko pripomind, Ze plovarna je i mistem touhy, jakousi ndhradou
néceho jiného. Ne ndhodou podle néj zacina film simulaci more prostred-
nictvim modell ndmofnich lodi. Oscilace mezi redlem a maketou, ktera
paralelizuje rozestup mezi morem a jeho modelem, prochazi filmem jako
refrén. Z podlozi indiferentni paméti (kolektivni—osobni, vypravéna—sné-
nd) roste Kerekesovo hlavni téma: ¢as a vzpominka. Film se propléta his-
torickymi udalostmi, vypovédi se stridaji s archivnim materidlem, reZisér
osobné vstupuje do vzpominek. Lidska pamét je oviem konfrontovana prostiedky
filmu ve filmu — chvénim mezi autentickym archivnim materidlem, vzpo-
minkou na n¢j, ale mozna jen rekonstrukci, kterd archivni hodnotu pred-
kladaného materialu simuluje. Podle reZiséra vznikl film jako realizace vzpominky:
Vytvoril jsem hru, do které jsem pozval lidi a oni byli autenti¢ti ve svém
projevu. Dodrzovali ale pravidla hry, kterd jsem urcil a dohlizel na né.
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66 sezon

66 SEZON

DIRECTOR: PETER KEREKES
SCREENPLAY: PETER KEREKES
PHOTOGRAPHY: MARTIN KOLLAR
SOUND: JARO HAJDA, PETER GAJDOS
MUSIC: MAREK PIACEK

EDITOR: MAREK SULIK

SLOVAKIA 2003, 35MM, BW/COL, 86 MIN

° Peter Kerekes

Vistuk 277 | 9goo 85 Slovakia
tel: +421905255698 | fax: +421336446409

e-mail: kerekes@nextra.sk

A document about a swimming pool in the city of Kosice, the place where, accor-
ding to the filmmakers' slogan, “history used to go to bathe”. Through stories that
took place by the pool between 1936 and 2003, the film captures the 66 years of
the popular spot as well as the same years in the history of Central and Eastern
Europe. The mosaic of the individual stories reconstructs the history: people’s lives
are not shown on the background of depersonalized history; people’s lives make
the history. Half—naked men and women saw the bombing of KoSice in 1941; some
swimmers did not return from the front, the builder of the pool died in a concen-
tration camp. The film is dedicated to the memory of the director's grandfather.
The director’s father as well as the director himself are in the film. With the swim-
ming pool in the background and through three generations of the director’s fa-
mily, the film is a personal documentary that becomes a testimony. It is not attrac-
tive only for the people of Kosice and their history. The premises of the swimming
pool become a model evoking social history as well as collective dreams. Pavel
Branko, a film critic, points out that the swimming pool is also a place of desire,
a kind of substitute for something else. It is not a coincidence, he says, that the
film opens with a shot of models of ship floating on the pool in a simulation of sea.
The oscillation between the real and the model, which is a parallel of the distance
between the sea and its model, is a recurring motive in the film. On the founda-
tions of an indifferent memory (collective—personal, told—dreamt), Kerekes' main
theme is built: time and memory. The film travels through historic events, testimo-
nies alternate with archive footage, and the director himself enters into memories.
Human memory, however, is confronted with the means of film in the film, with
the oscillation between the authentic footage and memories. But perhaps it is only
areconstruction, which simulates the historic value of the presented material. According
to the director, the film was made as a realization of a memory: | created a game,
and | invited people to take part in it and they were authentic. At the same time,
they followed the rules of the game that | made and required.



— IF HISTORY IS TIME, THEN IT MUST BE A DREAM FIRST; HISTORY IS A FULFILLMENT OF A DREAM, EVERYTHING IN HISTORY WAS DRE-

AMT OF FIRST - SUBSTANTIAL IMAGES OF WATER AND ITS MATERIAL IMAGERY: (THE EVERYDAY DEATH OF WATER, WATER THAT CON-
STANTLY FLOWS AND FALLS, WATER THAT CONSTANTLY ENDS IN ITS HORIZONTAL DEATH, THE DEATH OF WATER IS MORE DREAMY THAN
THE DEATH OF LAND: THE SUFFERING OF WATER HAS NO END, GASTON BACHELARD) - WATER WITHOUT A SOURCE REACHES FOR THE
SEAS... — THE NARRATION IS THE PRESENT THAT DOES EXIST AND DOES NOT EXIST THAT THE SAME TIME / AS IF ONLY THE CONSEQUEN-
CES EXISTED OF WHAT WILL ONCE BE TOLD / NARRATION IS NOT ONLY AN EVENT AND ITS IMAGE, MORE THAN THAT IT IS AN IMAGE OF
THE EVENT AND A CONCRETE PROJECTION OF IT - UNCERTAINTY OF THE INNER EXPERIENCE BOUND TO WORDS AND AT THE SAME TIME
THE NEED TO DERIVE MEN FROM NATURE, FROM THE SUBCONSCIOUS, FROM THE COLLECTIVE CONSCIENCE —
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— DVOJICE TEMATICKY SPRIZNENYCH DOKUMENTU PREDSTAVUJE ZVLASTNi OBKRESLOVANI{ STINU MINULOSTI — POTREBOU OBJEVOVAT

A POJMENOVAT NAHLIZi REZISERKA ZE DVOU RUZNYCH STRAN TEMNA NACIONALNI{ A FASISTICKA REZIDUA, KONTROVERZNE, HLUBINNE
PSYCHOLOGICKY A SE SKLONEM K NASOBENE IRONII PATRA PO STINECH MINULYCH VECIi, KTERE MODELUJi VECI SOUCASNE - (ZUSTAVA
ZDE VSAK TAKE TA PRAVDA, ZE KAZDY KONEC V HISTORII NUTNE OBSAHUJE NEJAKY NOVY ZACATEK, TENTO ZACATEK JE PRISLIBEM,
JEDINYM POSELSTVIM, JAKE KDY KONEC MUZE ZRODIT, POCATEK, DRIVE NEZ SE STANE HISTORICKOU UDALOSTI, JE NEJVYSSi MOZNOSTI
CLOVEKA, V POLITICKEM OHLEDU JE TOTOZNY SE SVOBODOU CLOVEKA, HANNAH ARENDT) —

° CESTA K ZACHRANE SLEZSKEHO DOMOVA — Rezie: Anke Limprecht, Némecko 2003, 14 min
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Diptych / Zlopovéstné dité. Monoténnost délnické prace (Siemens), nenépad-
ny Zivotni styl a fascinace absolutnim zlem vyhlazovacich tabora se spojuji v postavé
dvacetiletého Michala. Muz posedly psanim ma neobvyklé zajmy. Ve volném case
zkouma fungovani némeckych koncentra¢nich tdbord, cestuje, patra v archivech,
zpovida pamétniky, snazi se v co nejvetsi mire vzit do roli obou stran vrazdici
masinerie, katd i jejich obéti. Dokument zachycuje jeho schizofrenni tapani, Gporné
pedantstvi pFi sbéru materialt, horec¢ku pochybnosti ve chvili, kdy premysli nad
otazkami viny a trestu. Autorska dvojice Lucie Kralova a Miloslav Novak stvofili
z kombinace portrétu, archivnich zabért a takika surrealistickych ilustraci Mi-
chalovych textl (Predator v holocaustu) svébytnou kolaz, na kterou nelze pfilo-
zit méfitko historické pravdy ¢i 1zi. Doluji, modeluji, zhmotnuji svét mladikovych
obsesi, nekrivi realitu ani pravdu historie, jen z jiné strany pripominaji to, jak se
zvolna rozpoustéji otisky davnych utrpeni. Uberzwerg / Nadtrpaslik. Adripas-
sko—teplické skalni mésto se naléza v nékdejsich Sudetech. Ro¢né sem pfijizdé&ji
tisice némeckych turistd. Putujiciho filozofa Zdenka Neubauera, etnologa, tr-
paslikologa, tajemnika Kruhu ob&ant CR vyhnanych 1938 z pohrani¢i, byvalou
starostku Teplic, jednu rodinu némecké narodnosti, stovky némeckych turistl
a zaméstnance organizace, kteréd se zabyva exhumovanim tél padlych némec-
kych vojakd za druhé svétové valky, vmeéstnala reZisérka do snimku probirajiciho
se rosolem neujasnénych a stale v nezretelném napéti se chvéjicich vztahd mezi
Cechy a Némci. Jeji dehonestujici pohled nés vtahuje do atmosféry hrani¢niho
prostredi, ve kterém se stykaji dvé kultury, kde kralem je trpaslik a kde se Wag-
nerova hudba stava provzdy komickou (...je jesté hodné Hitlera ve Wagnero-
vi?). Artefakt trpaslika ztélesriuje podivny, prevraceny svét s matnymi obrysy
apokalypsy — cely film pred nami roste jeho figurka, aby néas uvedla do odhalu-
jiciho se prostoru jiného narodniho mytu. Jeho pfitomnost ve vétsiné zabér je
prabéznym komentarem, ztélesnénou ironii déjin vztahu dvou narodd.

Zliopovéstné dité
Uberzwerg / Nadtrpaslik

ZLOPOVESTNE DITE

REZIE: LUCIE KRALOVA, MILOSLAV NOVAK
SCENAR: LUCIE KRALOVA

KAMERA: DALIBOR FENCL (VIKTOR SMUTNY)
ZVUK: TOMAS VIZINGR, MICHAL CECH
ANIMACE: VLADIMIR KUKU STREJCEK

STRIH: MILOSLAV NOVAK

CESKA REPUBLIKA 2002, 16MM, CB/BAR, 37 MIN

UBERZWERG / NADTRPASLIK

REZIE: LUCIE KRALOVA

KAMERA: JAKUB HALOUSEK

ZVUK: MICHAL CECH

HUDBA: RICHARD WAGNER

STRIH: ADAM BROTHANEK

CESKA REPUBLIKA 2003, 16MM, BAR, 25 MIN

e FAMU

Smetanovo nab¥ezi 2 | 110 oo Prague 1
Czech Republic | tel: +420221197263

e-mail: cavina@famu.cz | www.famu.cz
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The llI-Fated Child
Uberzwerg / Superdwarf

ZLOPOVESTNE DITE

DIRECTOR: LUCIE KRALOVA, MILOSLAV NOVAK
SCREENPLAY: LUCIE KRALOVA

PHOTOGRAPHY: DALIBOR FENCL (VIKTOR SMUTNY)
SOUND: TOMAS VIZINGR, MICHAL CECH
ANIMATION: VLADIMIR KUKU STREJCEK
EDITOR: MILOSLAV NOVAK

CZECH REPUBLIC 2002, 16MM, BW/COL, 37 MIN

UBERZWERG / NADTRPASLIK

DIRECTOR: LUCIE KRALOVA
PHOTOGRAPHY: JAKUB HALOUSEK

SOUND: MICHAL CECH

MUSIC: RICHARD WAGNER

EDITOR: ADAM BROTHANEK

CZECH REPUBLIC 2003, 16MM, COL, 25 MIN

° FAMU

Smetanovo nab¥ezi 2 | 110 oo Prague 1
Czech Republic | tel: +420221197263

e-mail: cavina@famu.cz | www.famu.cz

Diptych / The lll-Fated Child. Monotone workers’ job in the Siemens factory,
discrete life—style and fascination by the absolute evil of extermination camps blend
in the character of twenty years old Michal. He's obsessed with writing and has
very curious hobbies: in his free time, he investigates the way the German concen-
tration camps were organized, he travels, searches through archives, questions
the witnesses and tries his best to understand both sides of the killing machinery,
killers and their victims. The documentary captures his schizophrenic fumbling,
his persistent pedantry while gathering material and his doubts when he thinks
about the questions of guilt and punishment. Lucie Kralova and Miroslav Novak's
combination of portrait, archive footage and almost surrealistic illustrations of Michal's
texts (Predator in holocaust) forms an original collage impossible to measure at
the scale of historical truth or lie. They dig, sculpture and make materialistic the
world of young man's obsessions, they don't distort the reality nor the truth of the
history, they only remind of the way the prints of long—passed sufferance slowly
dissolve. Uberzwerg / Superdwarf. The rock city of Adr§pach near to Teplice is in
the former Sudets region and each year, there are thousands of German tourists
coming. The director gathers in her movie a traveling philosopher Zdenék Neu-
bauer, an ethnologist, a dwarf expert, a secretary of organization of people expel-
led from the Czech—German borderline in 1938, the former mayor of the city of
Teplice, a German family, hundreds of German tourists as well as employees of
organization which takes care of exhumation of German soldiers dead in the 2™
WW. Her movie treats the issue of Czech—German relations, which haven’t been
cleared—up yet and are still imperceptibly tense. Her regard takes us into the am-
biance of the borderline, where two cultures meet, where the king is a dwarf and
where Wagner's music becomes eternally comical - is there still lot of Hitler in
Wagner's music? The dwarf signifies a strange, upside—down world with fuzzy
contours of the Apocalypse. During the whole movie, he grows in front of us as
a figurine, which is there to lead us towards another national myth. His presence
in most of the takes is a continuous commentary, an embodied irony of the history
of two nations’ relation.



— COUPLE OF THEMATICALLY CONNECTED DOCUMENTARIES REPRESENTS A STRANGE COPYING OF SHADOWS OF THE PAST. THEY ARE

CONNECTED WITH UNCERTAINTY AND THE NEED TO DISCOVER AND NAME THINGS. THE DIRECTOR VIEWS DARK NATIONALIST AND
FASCIST RESIDUES FROM TWO DIFFERENT POINTS OF VIEW. SHE SEARCHES FOR THE SHADOWS OF PAST THINGS WHICH SCULPT THE
PRESENT THINGS. HER SEARCH IS CONTROVERSIAL, PSYCHOLOGICAL AND TENDS TO BE VERY IRONIC. - (BUT WE SHOULDN'T FORGET
THE FACT THAT EACH END IN THE HISTORY NECESSARILY CONTAINS SOME NEW BEGINNING. THIS BEGINNING IS THE PROMISE, THE
ONLY MESSAGE THE END CAN GIVE BIRTH TO. THE BEGINNING, BEFORE BECOMING A HISTORICAL EVENT, REPRESENTS THE MAN’S
HIGHEST POSSIBILITY AND IN THE POLITICAL CONTEXT IS IDENTICAL WITH MAN’S FREEDOM, HANNAH ARENDT) —

° HOW TO FIND YOUR GERMAN ROOTS IN POLAND — Director: Anke Limprecht, Germany 2003, 14 min
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Film v rukou

DILNA MARTINA MARECKA

° www.syntac.net/hoax | www.abrupt.org |

www.negativiand.com www.rtmark.com |
www.adbusters.org | www.select-media.com

www.othercinema.com

Centrem zajmu seminéare jsou periferni audiovizualni média se zamérnou
socialni interakci. Tato média existuji soubézné s verejnopravnimi ¢i ko-
merénimi kanaly, ale jejich prioritou neni zisk &i ,statni zajem”. Pojmeno-
vani ,média v rukou” je vymezeni pomocné, osobni, ale zaroven i zcela
vnéjsi - nevyplyva z n€j Zadné dalsi hodnoceni - estetické, ideologické, ani
zaruka kvality. ,Média v rukou” jen pFipominaji, ze dominanci korporaci,
které podle skeptikl ovladaji masova média, je mozné vtipné oslabovat
a kreativné doplnovat. Média ve vlastnich rukou a s vlastnim programem.
Program seminare vétSinou obsahuje typy audiovizudlnich aktivit, kterym
se v zahraniéni Fika ,culture jamming”. Slovo ,jamming” znamena spole¢-
nou hudebni improvizaci, ruSeni radiovych vin nebo i pretizeni signalu.
o

Cesk)'/ ekvivalent mize byt ,kulturni diverze” = kulturni piratstvi”, ale i ,kulturni

improvizace” = kulturni oZivovani”. Mark Dery: ,Kulturni diverzanti - kri-
ticky myslici medialni umélci vnaseji do signalu na jeho cesté od vysilace
k prijemci Sum, ¢imz ho nabadaji k osobitym, nezdmérnym interpretacim.
Sami obtéZuji ty, ktefi obtéZuji je. Investuji do reklam, zprav a jinych me-
dialnich artefaktd s podvratnym vyznamem, zaroven dekéduji jejich pu-
vodni vyznam, &imz oslabuji jejich lakavost. Aktéfi ,culture jamming” od-
mitaji tlohu pasivnich konzument(, ¢imz ozivuji verejny prostor

Z programu: NEGATIV LAND - experimentalni elektronika, kritické kola-
Ze, vtipné boreni idedlu amerického snu; ®TMark - dilna na prevraceni
komerénich a politickych konceptd; SPIN - videofilm jako svédek skryté
halucinogenni hry mezi politiky a médii; ,SELECT MEDIA" - DVD kulturni
diverze; Sonic Outlaws (Hudebni pirati) - intenzivni, hravy film o hrani-

cich copyrightu a svobodné tvorby.



SPIN

REZIE: BRIAN SPRINGER, VIDEO, 60 MIN

Anglicky vyraz ,spin” znamena viteni, zato¢eni nebo také vabeni
a lakani. ,Spin doctor” je nelichotiva klasifikace medialnich
poradcd, ktera se da prelozit jako ,mistr falde”. Ameri¢an Brian
Springer v roce 1992 béhem prezidentské kampané nahral
satelitni signal (,feed”). Tento signal obsahuje ,Zivy”, nestfi-
hany materidl, jesté predtim, nez jej televizni stanice zpracu-
ji, opatfi grafikou a vloZi do néj reklamy. Satelity totiZ prena-
Seji hotové programy, které bézné sledujeme v televizi, ale i
distribuuji materialy pro dalsi TV a vysilaci spole¢nosti. Sig-
nal byl posilan bez sloZitého kédovani a byl tak ,viditelny”
pro vice nez ¢tyfi miliony vlastnik( satelitnich prijimacd. Kazdy
s domacim satelitem si tento signal mohl naladit. Springer
sedél cely rok tehdejsich prezidentskych voleb (Bush vs Clinton)
pred monitory napojené na dvé satelitni antény a vie moni-
toroval. Zajimaly ho predevsim chvile ,nezdvazného klabo-
seni” a bleskova proménlivost chovani pred kamerami bé-
hem prestavek pro reklamu. Springer objevil verejné okno
do taktickych her v zakulisi medialni kuchyné prezidentskych
voleb. Zacinal nata¢enim talk-show uz v Sest rano a koncil
o pulnoci s poslednim diskusnim poradem. ,Po ¢ase jsem se
naucil ovladat signaly hladu z mého bricha, znicil jsem si Slachy
v palci od neustalého tisknuti dalkového ovladani a citil se
dobre jen tehdy, kdyZ se mi podafrilo ulovit néco podstatné-
ho.” Vysledek jeho ro¢niho pozorovaciho pokusu je hodino-
vy videofilm, ve kterém, mimo jiné, ,mistfi false” spiklenecky
$eptaji o svém pohrdani verejnosti. ,SPIN" - svédek skryté
halucinogenni hry mezi politiky a médii.

Sonic Outlaws

(HUDEBNI PIRATI), REZIE: CRAIG BALDWIN, 16 MM, 87 MIN
Intenzivni film o hranicich copyrightu a svobodné tvorby.
Leitmotivem je pribéh americké experimentalni skupiny Negativ
Land, kterad byla zalozena uz koncem 7o0. let v Kalifornii. Ja-
drem jeji tvorby jsou predevsim kritické kolaze, které nikterak
nesetii svét masmédii a principy politického pokrytectvi. Skupina
béhem osmdesatych let zacala délat radiovy porad Over the
Edge, ktery probihal soubé&zné na nékolika vysilacich pasmech.
Kazdy poslucha¢ se mohl telefonicky napojit do vysilani a tim
dotvaret podobu programu. Zhruba v té dob€ Negativ Land
poprvé pouzili vyraz ,culture jamming” pro popsani rtiznych
forem medialni sabotéze. V roce 1992 skupina vydava singl,
na jehoz obalu je Spionazni letadlo U2 a totozny népis, ktery
se shoduje s ndzvem jedné z nejpopularnéjsich hudebnich skupin
soucasnosti - irskych U2. Negativ Land pak nékolik let vedli
pitoreskni soudni spory s vydavatelskou firmou popovych hvézd.
Hudebni pirati - hrava kolaz, medialni archeologie, radostny

film. / Zacatek 17:30
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The seminar focuses on peripheral audiovisual media with intended social
interaction. These types of media exist simultaneously with public and commercial
channels, but profit or “public interest” are not their priority. The title “Media
in Hands” is only meant as a hint - personal and completely external. It
does not entail any evaluation - aesthetic, ideological - or even a guaran-
tee of quality. “Media in Hands” are only supposed to remind us that the
domination of corporations, which, according to the skeptics, control the
mass media, can be weakened and creatively complemented in a humo-
rous way. Media in our hands and with our own programming.

The program of the seminar covers mostly the types of audiovisual media
referred to as “culture jamming” abroad. The word jamming refers to col-
lective music improvisation, disturbance of radio waves as well as to signal
overload. The Czech equivalent of the English term would be “kulturni diverze”
(cultural sabotage) = kulturni piratstvi (cultural piracy) as well as “kulturni
(cultural re-

improvizace” (cultural improvisation) as “kulturni oZivovani”
vival). Mark Dery: Cultural saboteurs - critically thinking media artists jam
the signal as it travels from the transmitter to the receiver and encourage
the viewer to make personal and unintentional interpretations. The artists
bother those who bother them. They invest in commercials, messages and
other media artifacts with subversive meaning; at the same time, they decode
their original meaning thus weakening their attractiveness. “Culture jam-
mers” reject the role of passive consumers and revive public space.

The program will also include: NEGATIV LAND - experimental electro-
nics, critical collages, humorous destruction of the ideal of American Dre-
am; ®TMark - workshop concerned with the distortion of commercial and
political concepts; SPIN - video as a witness of a hidden hallucinogenic
game of the media and politicians; SELECT MEDIA - DVD cultural diver-
sion; Sonic Outlaws - an intensive and playful film about the boundaries
of copyright and the freedom of artistic creation.



DIRECTOR: BRIAN SPRINGER, VIDEO, 60 MIN

“Spin Doctor” is a negative classification of media advisors that
might be translated as “a master of lie”. In 1992, Brian Springer,
an American, recorded hours of satellite feed during the presi-
dential election campaign. The feed contains raw unedited mate-
rial before it has been edited, captioned and larded with com-
mercials by the stations. The satellites transmit not only the final
processed programming, which we normally see on TV, but also
raw material to other stations and broadcasting corporations. The
signal is transmitted without any complicated coding and there-
fore “visible” to over 4 million owners of satellite receivers. Every
owner of a satellite receiver had a chance to tune into this feed.
Springer spent a whole year of the 1992 presidential election (Bush
vs Clinton) in front of two monitors hooked up with two satellites
and monitored everything. Most of all, he was interested in the
moments of “informal chatter” and the instantaneous change of
behavior in front of cameras during commercial breaks. Springer
discovered a public window into the tactical games behind the
scenes of presidential election. He started taping talk shows as
early as at six in the morning and did not stop until the last moderated
discussion was over around midnight. “After certain time, | lear-
ned to control the signals of hunger from my stomach, I've rui-
ned the sinew in my thumb by constantly pressing the remote; |
only felt good when | managed to “catch” something important.”
The result of Springer’s year-long observations is an hour-long
video in which, among other things, “spin doctors” are caught
whispering about their contempt for the public. SPIN - a witness
of the hidden hallucinogenic game of politicians and the media.

Sonic Outlaws

DIRECTOR: CRAIG BALDWIN, 16 MM, 87 MIN

An intensive film about the boundaries of copyright and the
freedom of artistic creation. The leitmotif of the film is the
story of Negativ Land, an American experimental group foun-
ded as early as 1970s in California. The group’s core work con-
sists mainly of critical collages that target the world of the mass
media and the principals of political hypocrisy. In 1980s, the
groups started to produce a radio show titled Over the Edge
which was broadcast simultaneously on several frequencies.
Every listener had a chance to join the show via telephone
and contribute to the final shape of it. It was at this time that
Negativ Land used the term “culture jamming” for the first
time to describe various kinds of media sabotage. In 1992, the
group released a single with a picture of the U2 spy plane on
the cover and lettering identical with the name of one of the
most popular bands of today - U2. For several following ye-
ars, Negativ Land was engaged in a number of lawsuits with
the band’s recording company. Sonic Outlaws - a playful collage,

media archeology, a joyful film. / Screening at 17:30
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MINISTERSTWO
SPRAW WEWNETRINYCH

Zespol
Realizatorow Filmowych

SEKTOR

— paralelni filmova pamét, chladna stopa, exaktni popis déni, destilace historie/déjepisu - o¢i staré moci se podileji na mytu
nové, jen film zdstava mistem, na kterém se jednota stava neustale sama sebou - film nema rodokmen, zabér o sobé je jen
prazdna forma, kazdy otisk tvare opakované vstupuje do silového pole vykladu, proto ten samy filmovy pas uz nékdy neni s to
dostat své roli ve hie — i tim se hrouti rad, je tfeba psat, prepisovat nova pravidla (filmova kopie a distribuce vnitrnich
obsaht) - pohled oka, které se diva na véci, pohled, ktery se diva na pohled oka —



Byl to bézny filmovy $tab: nékolik kameramand, zvukari, stfihacka. Dohro-
mady byli filmovym studiem Sektor (sami mu dali takovy nazev). Prace byla
sice méné pohodIné nez jinde, ale zato lépe placend, s hlubokym spolecen-
skym vyznamem, byt jeji plody mohla obdivovat jen Uzka skupinka lidi. Ka-
mery stavéli do oken za zaclony, skryvali se s nimi ve skfinich autododavek,
mensi typy kamer se daly nosit v taskach, idedalni pro né byly détské kocarky.
Nékdy se s kamerami neschovavali. To zalezelo na tom, jaky byl konkrétni
zamér, zda prosté sniméani sledované osoby nebo pfrimo jeji zastraseni. Sku-
pina filmovych déInikd pracovala pro polskou tajnou policii (Stuzby Bezpiec-
zenstwa). Nataceli na kvalitni material, aby byly i detaily co nejostiejsi, aby
mohli profesionalové tajné policie studovat tvare téch, kteri jsou sledovani.
Na kilometrech filmového pasu tak bylo zaznamenéno podstatné déni opo-
zice v socialistickém Polsku — jeho predstavitelé, setkani v kostelech, na uli-
cich, v kavarnach, na hrbitovech. Natacely se demonstrace i stavky, archivo-
valo se i déni na oficidlnich slavnostech a povolenych shromazdénich, co kdyby
se objevil nékdo s nelegalnim transparentem. Stab pracoval do poslednich
minut komunistického rezimu. Potom se vSechno zhroutilo a bylo potreba
archivy znicit. Nakladni auta zacala vyvazet filmy za VarSavu, kde se mély
spalit... ReZisérovi se podafilo dopatrat lidi, kteri pro filmovy sektor polské
tajné policie pracovali, nékteri uz od poloviny Sedesatych let. Jejich vypovédi
skladaji osu vypravéni na pozadi fragmentu z jejich filmu, které byly objeve-
ny v archivech ministerstva vnitra v roce 2001 (jde o zlomek jinak zni¢eného
archivu). Vidime na nich Jacka Kuron€, Adama Michnika, Leszka Kotakowského
a dal$i osobnosti polské politické opozice. Zachovan zlstal také dramaticky
protest Ryszarda Siwce, ktery se upalil na dozinkové slavnosti na protest proti
vojenské okupaci Ceskoslovenska v roce 1968. Viichni zpovidani opakuji, Ze
nenesou zadnou odpovédnost za politicky dopad své préce, ta byla jen za-
méstnanim, jen takové nataceni.

Tajné svitky statni
bezpeénosti

TAJNE TASMY SB

REZIE: PIOTR MORAWSKI

SCENAR: PIOTR MORAWSKI, JANUSZ WEYCHERT
KAMERA: ANDRZEJ] ADAMCZAK

HUDBA: ZBIGNIEW ZBROWSKI

STRIH: BOGDAN SAGANOWSKI

POLSKO 2002, BETA SP, CB/BAR, 34 MIN

e Telewizja Polska s.a. International Relations
J. P. Woronicza 17 | 00-999 Warszawa | Poland
tel: +48225476466 | fax: +48226474248

e-mail: maria.piotrowska@wor.tvp.com.pl
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Secret Tapes of Security
Police

TAJNE TASMY SB

DIRECTOR: PIOTR MORAWSKI
SCREENPLAY: PIOTR MORAWSKI, JANUSZ
WEYCHERT

PHOTOGRAPHY: ANDRZE] ADAMCZAK
MUSIC: ZBIGNIEW ZBROWSKI

EDITOR: BOGDAN SAGANOWSKI

POLAND 2002, BETA SP, BW/COL, 34 MIN

° Telewizja Polska s.a. International Relations

J. P. Woronicza 17 | 00-999 Warszawa | Poland

tel: +48225476466 | fax: +48226474248

e-mail: maria.piotrowska@wor.tvp.com.pl

It was a standard film crew: several cameramen, sound engineers, trimmer. Toge-
ther they were a film studio Sektor (that is how they named themselves). The
work was less comfortable than somewhere else, but better paid, with a deep
social importance, howbeit its fruits could be admired only by narrow group of
people. Cameras were put into windows, behind curtains, they were hiding with
them in van cubicles, the smaller ones could be carried in bags, ideal locations
were also in prams. Sometimes they did not hide with the cameras. It depended
on what the concrete aim was, whether a simple filming of the monitored person
or directly their deterring. This group of film workers were working for the Polish
Secret Police (Stuzby Bezpieczenstwa). They were filming using high—quality material
to make the details as sharp as possible so that the professionals from the Secret
Police could study the faces of the monitored people. Significant events of oppo-
sition in socialistic Poland were recorded on many kilometres of film — its repre-
sentatives, meetings in churches, on the streets, in cafes, in graveyards. Demon-
strations and strikes were also filmed; events at official celebrations and legitimate
gatherings were also archived in case somebody appeared with an illegal banner.
The film crew was working until the last minutes of the communistic regime. Then
it all collapsed and it was necessary to destroy all the archives. Lorries started to
remove away the films behind Warsaw, where they were supposed to be burnt...
The director managed to find some of the people, which used to work for the film
sector of the Polish Secret Police, some of them already from the half of sixties.
Their testimonies comprise the motif of the story on the basis of the background
of fragments from their films, which were discovered in the Ministry of Interior’s
archives in 2001 (it is a fraction of a destroyed archive). We can see in them Jack
Kuron, Adam Michnik, Leszek Kotakowski and other personalities of the Polish
political opposition. Also, the dramatic protest by Ryszard Siwc, which burnt himself
to death at a harvest festivity as a protest against the armed occupation of Cze-
choslovakia 1968, has remained preserved. All persons questioned repeat that they
do not bear any responsibility for the political impact of their work; it was for
them just an occupation, just such a filming.



— PARALLEL FILM MEMORY, COLD TRACK, EXACT DESCRIPTION OF EVENTS, DISTILLATION OF HISTORY - EYES OF THE OLD POWER PARTI-

CIPATE ON THE MYTH OF THE NEW ONE, JUST THE FILM REMAINS A PLACE, WHERE THE UNITY IS BECOMING ITS OWN MAN - FILM DOES
NOT HAVE ANY GENEALOGY, A SCENE ITSELF IS JUST AN EMPTY FORM, EVERY FACE PRINT ENTERS THE EXPLICATION’S FIELD OF FORCE,
THEREFORE THE SAME FILM STRIP IS NOT ABLE TO KEEP ITS ROLE IN THE GAME - THIS ALSO COLLAPSES THE RULES, IT IS NECESSARY TO
WRITE, REWRITE NEW RULES (FILM COPY AND DISTRIBUTION OF INTERIOR CONTENTS) - A LOOK OF THE EYE, WHICH IS LOOKING AT
THINGS, A LOOK, WHICH IS LOOKING AT THE LOOK OF THE EYE —
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— AMATERSKE RODINNE FILMY: AUTONOMNI UNIVERZUM, KDE SKUTECNE JE NEREALNE A KDE REALNE OBNAZUJE NESKUTECNE, OSOBITY
SVET, KTERY ABSOLUTNIM ZAKOTVENIM VE SKUTECNOSTI DUSLEDNE ROZRUSUJE HRANICI VIDEN{ REALITY A FIKCE — DAVNOU OPTIKU
NEKTERE Z POSTAV STRAVILA ER—FORMA, PAMET PRESTALA BYT OSOBNI PAMETI, JEJi VNEJSi EKLEKTICNOST, SKLADAJiCi RODINNE BANA-
LITY NA POZADI TZV. PODSTATNYCH UDALOSTIi, MUZE PROMLOUVAT LYRICKYM TONEM; VSTUPUJE—LI TEDY RODINNY ARCHIV SVYMI
VSEDNiMI DNY DO KOLEKTIVNI PAMETI, TAK JEN LYRIKOU A DETAILY NA JEJiM POZADIi (ZAMERNE A NEZAMERNE) — OSAMENI JAKO DU-
CHOVNI DISPOZICE JAKEHOKOLIV ALBA FOTOGRAFIi A FILMU, JAKO BY VYTRZENE OBRAZKY MOHLY ZACELIT OPUSTENOST, OPOUSTENI



Stéle vic je filmary, ktefi ze starych zabérh vytvareji nové filmy. Narozdil od vytvarného
uméni si film nefika o kopie, ale pohybem ve svételném kruhu vyzyvé k pokracovani,
manipulacim a proménam. Ale malokdo s vypljéenymi obrazy pracuje tak dud-
myslIné jako Péter Forgéacs. | jeho posledni snimek o dramatickych madarskych
déjinach v padesatych letech minulého stoleti dokazuje um, s jakym dokaze nakladat
s amatérskou filmovou rec¢i davného ¢asu, kdyz na samé hranici radikalniho za-
chazeni s fragmenty a syntaktického experimentu vypravi silny pribéh. Forgac-
sova found—footage navic lovi mimo filmové archivy, nepracuje s verejnymi ob-
razy, ale s tzkou rodinnou paméti. Diky suverénni praci s amatérskym materidlem
ilustroval rezisér ve svych minulych filmech mnoho kapitol z madarské historie
dvacatého stoleti, téch déjin, které jiz Ize vidét. Osou nového filmu je Zivot a dilo
svérazného politika a filozofa Istvana Bibé. Citaty z jeho textd doprovéazeji obra-
zy, které jsou dilem vypujéeny z jeho pozlstalosti. Jako politik stal Bib6 primo
uprostied tragédie madarského povstani v roce 1956, a ackoli byl po propusténi
z vézeni zaml€ovan, zlstal osobnosti s velkym vlivem na madarskou elitu. Jeho
texty nejsou jen politické, ale pluji mezi filozofii a poezii a i diky tomu dokonale
priléhaji k poetické montazi starych zabérd. Metodou filmové archeologie dolu-
jerezisérz detaill, z vyznam( zdanlivé neduileZitého pozadi, z ponicenych a roztfepenych
zabérl novy celek — sugestivni politicky esej o nedavné historii své zemé. — Istvan
Bib6 (1911—1979), madarsky filozof. Vystudoval filozofii prava, ve Ctyricatych le-
tech prednasel na univerzité a plsobil v hnuti soustfedujicim opozici vici Hor-
thyho rezimu. Za Szalasiho diktatury byl véznén, po valce pracoval jako vysoky
Urednik na ministerstvu vnitra, za Rakosiho diktatury v univerzitni knihovn€. V osudovém
roce 1956 byl ministrem koali¢ni vlady. V roce 1957 odsouzen na dozivoti, amne-
stovan 1962, i po propusténi Kddarovym rezimem perzekvovan. Vétsina jeho nej-
duilezitéjsich dél vysla az posmrtné: O evropské rovnovaze a miru, Smysl vyvoje
evropské spolecnosti, Bida malych vychodoevropskych stata.
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There are more and more filmmakers making new movies out of old footages. Compa-
red to plastic art, cinema isn't asking for copies, it moves in light circle and calls for
continuation, manipulation and change. But there are only few people who deal with
borrowed pictures as sophisticatedly as Peter Forgacs. His latest documentary about
dramatic Hungarian events of the 1950s reveals his mastery as he works with amateur
film language of the past, when telling an intense story set at the very border of radical
handling of fragments and syntactic experiment. Also he searches for his found foota-
ge outside of film archives and doesn’t work with public pictures but with narrow fa-
mily memory. In his other movies, Forgécs has already illustrated many chapters of the
Hungarian 20" century history. History, which is now visible thanks to his masterful
approach to amateur material. — The axis of his new film is the life and work of distinc-
tive Hungarian politician and philosopher Istvan Biboé. Pictures partly borrowed from
his left estate accompany quotations of his texts. As politician, Bibé was right in the
middle of the tragedy of the Hungarian Uprising in 1956 and although after being re-
leased from prison he was kept quiet, he remained a personality with great influence
over the Hungarian elite. His texts are not only political; they float between philosophy
and poetry, which enables them to match perfectly with the poetic montage of old
footage. The director uses the method of film archeology and creates a new entity out
of revealing details, meanings of apparently unimportant background, old and dama-
ged footages, which become a suggestive political essay about his country’s recent
history. — Hungarian philosopher Istvan Bib6 studied law philosophy, lectured at uni-
versity in the 1940s and was active in the movement against Horthy's regime. He was
imprisoned during Szélasi's dictatorship, after the war he worked as chief officer in the
Ministry of Internal Affairs and during Rakosi's dictatorship he worked in the university
library. In the revolutionary year of 1956, he was a minister of the coalition govern-
ment; in 1957 he was sentenced to life, freed by an amnesty in 1962 and prosecuted by
Kadar's regime even after his release. Most of his work was published only posthu-
mously: Of European Balance and Peace, Reflections on the Social Development of
Europe and The Distress of the East European Small States.



— AMATEUR FAMILY FILMS: INDEPENDENT UNIVERSE, WHERE THE REAL IS UNREAL AND WHERE THE REAL EXPOSES THE UNREAL, DIS-
TINCTIVE WORLD, WHICH CONSISTENTLY ERODES THE BORDER OF REALITY AND FICTION - THE LONG PAST OPTICS OF SOME OF THE
CHARACTERS WAS CONSUMED BY THE THIRD PERSON, THE MEMORY ISN'T PERSONAL MEMORY ANYMORE, AND ITS OUTER ECLECTICS
PUTTING TOGETHER FAMILY BANALITIES IN THE BACKGROUND OF SO—-CALLED IMPORTANT EVENTS CAN SPEAK IN LYRICAL TONE; THERE-
FORE, IF THE FAMILY ARCHIVE ENTERS THE COLLECTIVE MEMORY WITH ITS EVERYDAY DAYS, IT'S ONLY BY ITS LYRICISM AND DETAILS IN
THE BACKGROUND OF THE COLLECTIVE MEMORY (INTENDED OR NOT) - SOLITUDE AS SPIRITUAL DISPOSITION OF ANY PHOTO AND FILM
ALBUM, AS IF THE PICTURES COULD HEAL DESOLATION AND ABANDONMENT —
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— A TAK SE TELEVIZE PROMENUJE V PROSTY ADMINISTRATIVNI MECHANISMUS, NUDNY NEUSTALOU ZABAVOU, KTEROU NABIZi A JEZ

SKRYVA DIALEKTICKE NAVOZOVANi ROVNOVAHY MEZI POLITIKOU A INFORMACI O POLITICE; DOCHAZI TAK K ZAKLADNIMU PARADOXU,
NEBOT MOC BY MELA BYT NAOPAK PODROBOVANA TRVALEMU ZPOCHYBNOVANI - ZAROVEN ABSOLUTNi NEVEROHODNOST TZV. PRIME-
HO PRENOSU, PRAVE TATO ATELIEROVA IMITACE AUTENTICITY USTi V MYTOLOGII - NEJDULEZITEJSIM A NEDOCENENYM MEZNIKEM

V DEJINACH TELEVIZE BYLO JEJi JEDNODENNI VYPNUTI, BYL TO JEDINY OKAMZIK, KDY MEDIUM ZAZILO SVOJI SMRT, JEJiM PRIMYM PRE-
NOSEM BYLA CERNA BARVA DOKONALE VYMAZAVA|iCi OBRAZY, KTERE DO TE DOBY SAMY SEBE UTVRZOVALY VE SVE VULI PO VECNOSTI
(PRUBEZNA VECNOST TELEVIZNIHO VYSILANI) —



Nebylo tézké postavit se na jednu stranu konfliktu a dokazovat druhym
jejich nedostatecnost. Bylo daleko t€zsi byt uvniti a zaroven nebyt. Az by-
chom mohli fict, Ze v tomto konkrétnim pripad€ pravé postojem, ktery citlivé
vnimé chvéni obou nesmifitelnych stran, pIni dokumentarista svou nejvlastnéjsi
povinnost — kdy je pritomen, a zaroven se neucastni. Teprve tehdy, kdyz
si zvoli své misto v nevymezitelné oblasti pochybnosti, ma nadéji, ze nena-
taci jen pro pritomnost, ale také pro budoucnost. Jeho film je pak jednim
z mala prostredkd, které nam dovoluji orientovat se v tomto konfliktu, zcela
necitelném, chaotickém. Dokument totiz neni zachrannym prostrfedkem,
ktery zarucuje pravdu. Jeho moznosti jsou mnohem skromnéjsi, a zaroven
nekone&né rozlehlejsi. Reziséri Calek a Spa¢ek nam predkladaji dokumen-
taci tzv. televizni krize a je to néhled svym zplsobem dokonale objektivni.
ProtoZe mu nejde o nic vic neZ dopatrat se, jaci lidé se skryvaji v obrazech,
jakymi metodami jsou ikony vyrabény, jak se profiluji pozice a jak se z ideji
generuje moc. Presna je rec¢, v niz neni misto pro vasné. Vice nez dva roky
odstupu daly autordim prilezitost k tomu, aby jejich re¢ byla presnéjsi, tedy
neosobnéjsi, univerzalné;jsi. Oproti ostatnim zaznamdm bizarniho boje o moc
ve verejnopravni televizi neocekavaji reziséri prechodné zadostiuc¢inéni od
dokumentu, ktery predkladaji. Film, ta samozrejmost zkreslujicich obraz(,
jim neslouZzi k dokazovani, nabizeji jenom vyjevy, okamziky k uchopeni. Jen
si zopakujme, Ze na za&atku byla volba generalniho feditele Ceské televi-
ze. Nékteri zaméstnanci s jeho jmenovanim nesouhlasili, jiz v den volby
zformovali krizovy vybor a k informaci o svych pozadavcich vyuzili obra-
zovky. Televize se rozlomila na dva nesmifitelné tabory, pricemz jejich ar-
gumentace se s odstupem ukazuje jako pochybend, vyznacujice se zjev-
nou skrytosti politiky. Situace se stala absurdni ve chvili, kdy obé strany
verejné chtély totéz, totiz svobodu slova pro sebe. A mezi jejich gesta a za
jejich emoce, doprostred vypjatych okamzik(l uvnitf televize na prelomu
let 2000 a 2001 néas znovu privadi tento dokument.
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It wasn’t difficult to position oneself on one side of the conflict and prove
to the others their insufficiency. It was much more difficult to be inside
and not exist in the same moment. It could be said that in this very case,
the author actually fulfils his role by adopting an attitude, and understan-
ding the enemies. He is present but doesn't take part in the conflict. Only
when he leaves his doubts and chooses his position has he hope to be
filming not only for the present but also for the future generations. His
film then becomes one of the few means, which allow us to orientate in
otherwise very chaotic conflict. Documentary, by no means, is securing us
the truth, though. Its possibilities are much more modest but also much
wider. Directors Calek and Spagek present their documentary about the
television crisis in a very objective way. Its task is to find what kind of people
are hidden in the pictures, by what methods are made the icons, how the
positions are defined and how the power is generated from ideas. Precise
speech is the one, which doesn’t include passions. The authors waited two
years before shooting their documentary, which has allowed their speech
to be more precise, less personal and more universal. On the contrary of
other footages of the bizarre power fight in the public television (CT), this
footage doesn’t serve to prove things, it only offers views and moments to
be seized for its authors don't look for temporarily satisfaction. Let’s re-
member that at the beginning, the Director of the Czech television was
elected, some employees disapproved of his appointment and on the very
same day, they have organised a crisis office and have used the television
screen to inform people about their demands. CT split into two enemy
groups, whose reasoning proved as not always true and openly manifes-
ted political aspects. Situation became absurd in the moment when both
sides publicly asked for the freedom of speech for themselves. This docu-
mentary brings us again among these gestures and emotions, into the critical
moments in the television in 2000/2001.



THIS WAY, THE TELEVISION BECOMES A SIMPLE ADMINISTRATIVE MECHANISM, WHO'S ENDLESS FUN IT OFFERS IS BORING, PLUS IT HIDES

DIALECTIC INTRODUCING OF BALANCE BETWEEN POLITICS AND INFORMATION ABOUT POLITICS. THIS IS A BASIC PARADOX BECAUSE THE
POWER SHOULD BE A PERPETUAL OBJECT OF CRITIQUE. ALSO THE TOTAL INCREDIBILITY OF THE SO—-CALLED LIVE BROADCASTING, THIS
STUDIO IMITATION OF AUTHENTICITY BECOMES MYTHOLOGICAL: THE MOST IMPORTANT AND UNDERVALUED MOMENT IN THE TELEVISI-
ON’'S HISTORY WAS ITS ONE—DAY BREAK. THIS WAS THE ONLY MOMENT WHEN THE MEDIUM LIVED ITS DEATH, ITS LIVE BROADCASTING
BEING THE BLACK COLOUR, WHICH HAS ERASED THE PICTURES UNTIL THEN REASSURING THEMSELVES OF THEIR WILL OF BEING ETER-
NAL. (CONTINUOUS ETERNITY OF TV BROADCASTING)
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— CISTE, UHLEDNE, UKLIZENE ZABERY PREDSTAVUJi OTUPELEHO DUCHA DOCASNEHO CLOVEKA V TOM, CiM JESTE MUZE BYT, STAVI NA
ODIV JEHO POVADLOST, STAHUJi Z KUZE, ABY UKAZALY VNITRNi USPORADANI, JEMNOU STRUKTURU KONZUMUJiCIHO TELA, JEDNODU-
CHOU ENERGII NEIMAGINATIVNICH PERVERZi — MIKROSKOP: NAPADENA TKAN, ZHOUBNY RUST, POZVOLNY, TRVALY A NEUPROSNY,

ZAKODOVANE SEBEZNICENi — TERMINALNi STADIUM SPOLECNOSTI SPOTREBY SE PRIPOMINA TAKOVYMTO DiLEM, PRODUKTEM IMAGI-
NARNIHO NASYCENI(: PRI POKUSU ODSTRANIT METASTAZY, TYTO JEN VEDLEJSi PRIPOMINKY ZAKLADNIi CHYBY, DOCHAZIi ALE | UVNITR
FILMU K ZNETVORENi A AMPUTACI, PREVRACENY ETOS JE POKRACOVANIM BUJENi, POSOUVANIM DO NEHYBNOSTI —



Vikend, nesnesitelné letni horko — psi dny (dies caniculares, dny horka
nazvané podle souhvézdi Velkého psa). Jizni periferie Vidné, tzemi niko-
ho, vymezené dalni¢nimi privadéci, kostkami hypermarketd, sklady a dlouhymi
Ffadami stejnych rodinnych doma, odkladisté zpocenych lidskych tél. Ano-
nymni kolonii ¢eka zvlastni vecer s bizarnimi pisnémi a podivnymi hrami,
animalnim sexem a hrubym domacim nasilim. Nékolik pard zastupuje obsese
a frustrace unavené stredni tridy — jakoby vycerpani samozirejmosti nijak
nedobyvané existence jen konzumuji a pachaji sva mald domaci svinstva.
Postavou, kterd portréty—prib&€hy spojuje, je mentalné zaostala stoparka,
kterda svymi bezelstnymi dotazy na nejintimnéjsi véci pripomina hrdiniim
hranice jejich zZivotniho prostoru. Podobné bezohledné se prodira rezisér
dusemi lidi ze zamcenych byt(, pracuje se sekundarnimi znaky jejich zivo-
tl. Svym postavam inscenuje Sokujici situace, jejichz vychylenost je ale dana
jen tim, Ze jsou pravé vidét. Seidl do svého hraného debutu obsadil herce
i natursciky, lidé hraji v prostredi, které reprezentuji. Podobné& centrova-
né, az symetrické zabéry pripominaji fad jeho dokumentd. Vytvarné plso-
bivé jsou i variace se zavifenymi okny: rolety a Zaluzie sviraji skrytost naru-
Sené télesnosti, pudl a perverzi. Rezisér k obvinéni ze sadismu dodava:
Samoziejmé, Ze se v tomto filmu vyskytuji kruté okamziky. Ale spise je to
velmi jemny film. Je to predevsim film o lasce. Film uvadime v plné verzi,
véetné kontroverzni scény, ve které dojde na zpivani rakouské statni hym-
ny (Zemé velkych synd... nase slavné Rakousko...). A to za okolnosti, které
je mozné povazovat za hanobeni symbolu statnosti — pro vysilani v rakouské
statni televizi ORF musela byt tato scéna z filmu vystrizena. Snimek ziskal
v roce 2001 Velkou cenu poroty na mezinarodnim filmovém festivalu v Benatkach.
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Weekend, the unbearable heat of summer — dog days (dies caniculares,
hot days named after a constellation of the Canis Major — the Great Dog).
Southern periphery of Vienna, no man’s land demarcated by highways,
blocks of supermarkets, warehouses and long lines of identical houses,
storage space for sweaty bodies. A strange evening of bizarre songs and
weird games, animal sex and rough domestic violence awaits this anony-
mous colony. Several couples represent the obsessions and frustration of
the weary middle class. As if exhausted by the matter—of—fact nature of
easily available existence, they consume and commit their little domestic
filthy crimes. The portraits/stories are connected through the character of
a mentally retarded hitchhiker, who shows the characters the borders of
their life space through her guileless questions about the most intimate
things. In a similar ruthless way, the director works his way through the
souls of people from closed apartments; he works with secondary symbols
of their lifes. He stages shocking situations to his characters, the deviation
of which is caused by the fact they can be seen. In his debut, Seidl used
actors as well as non—actors. People act in environments they represent.
Similarly, his centered or even symmetrical shots remind us of the order of
his documents. Also his variations with closed windows have impressive
imagery: roller blinds and shades contain the hidden distorted sensuousness,
passions and perversions. In reaction to the allegations of sadism, the director
says: Of course there are some cruel scenes in this movie. But, on the whole,
it is a very soft film. It is mainly about live. The film is shown in its entirety
including the controversial scene in which the Austrian national anthem is
sung (The country of great dreams... our glorious Austria...) in a context
that might be considered a defamation of a national symbol; the scene had
to be cut out when the film was aired on ORF, the Austrian public televi-
sion channel. In 2001, the film was awarded the grand jury prize at the film
festival in Venice, Italy.



— CLEAN, TIDY, NEAT SHOTS REPRESENT THE JADED SOUL OF A TEMPORARY MAN BY SHOWING WHAT HE MIGHT STILL BECOME, BY

SHOWING OFF HIS WORLD—-WEARINESS, THEY FLAY THE BODIES TO SHOW THE INSIDE, THE DELICATE STRUCTURE OF CONSUMING
BODY, THE SIMPLE ENERGY OF UNIMAGINATIVE PERVERSIONS — A MICROSCOPE: AFFECTED TISSUE, MALIGNANT GROWTH, SLOW, PERMA-
NENT AND INEXORABLE, THE ENCODED SELF-DESTRUCTION — THE TERMINAL STAGE OF CONSUMER SOCIETY IS SHOWN THROUGH THIS
WORK, A PRODUCT OF SATURATION BY IMAGES: IN AN ATTEMPT TO REMOVE THE METASTASES, AMPUTATION AND DISFIGUREMENT
OCCUR INSIDE THE FILM, THE DISTORTED ETHOS IS A CONTINUATION OF THE GROWTH, A SHIFT TOWARDS STILLNESS —
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— K VIDENI HISTORIE: ZDA SE, ZE JENOM FILM MUZE NABIDNOUT HISTORII MIMO UZAVRENE CELKY, NEBOT KAZDA FILMOVA KONSTRUK-
CE K NIM OBRACENA SE DA ROZPOJIT NA JEDNOTLIVE DIiLY A TYTO, | TY UPLNE ZAKLADNI, BUDOU, NA ROZDiL OD OSTATNiICH DRUHU
UMENI, VZDY CELISTVE — JEDINE FILM MUZE PREPISOVAT HISTORII METODOU AUTOMATICKEHO PSANI A DOVOLIT TAK BUDOUCIM DIVA-
KUM VSTOUPIT DO LABYRINTU PODVEDOMIi A MENTALNICH POSUNU — TVRDI SE, ZE FILM JAKO OBRAZ V POHYBU JE NEJVIC NACHYLNY
K MANIPULACI, JAKO CELEK SMOCENY V IDEJI MOZNA, JEHO POLICKA JSOU ALE NAVZDY JEDINYM PRAVDIVYM PRIZRAKEM HISTORIE —



Preliceni, které divaci uvidi, je hrou. Hrou zvolenou k ujasnéni spornych ota-
zek mezi poslednimi dvéma generacemi... 1966, Praha, soudni sin. Jako duka-
zy 7aloby maji stacit zabéry filmovych archivd. Zalujici strana obvifiuje pied-
chazejici generaci, Ze o sobé vytvorila nepravdivou legendu. Jeji svédkové pripominaji
inflaci, demagogii, podcerovani spolecenského postaveniinteligence a v disledku
toho devalvaci hodnot prace lidi. Po skonceni dikazniho Fizeni z4d4a Zaloba
v zavére¢ném slovu, aby soud vynesl toliko moralni trest. Obhajoba jesté pfi-
pominda nevédomost ¢i nedospélost obZalovanych, ktefi se v minulém deseti-
leti zpronevérili zdkladnim pravidldim etiky. Na obou stranach sporu vystupuji
spolecensky zndmé osobnosti. V poroté zasedaji jako predseda J. BlaZek, prisedicimi
jsou redaktor V. Branislav a psycholog MUDr. Dytrych. Hlavnim zalobcem je
mladez druhé poloviny Sedesatych let. Zastupcem zalované strany, a vyrazny
predstavitel souzené povale¢né generace, je basnik a dramatik Pavel Kohout,
ktery ale, jak sdm rika, nechce hovofit za svou generaci, ale o ni. Proti nému
stoji nejenom pamét filmu (filmové tydeniky a propagandistické filmy, na kte-
rych se sdm Kohout podilel), ale predevsim odhodlani téch, ktefi vyrostli
v socialistickém raji propagandy, frazi a stranickych kariér. Jejich nejdalezitéj-
§im pozadavkem je vedle napravy minulosti svoboda slova. Ale Kohout opo-
nuje: dokazi ji skuteéné vyuzit, uméji oprostit fakta od zplsobu informovani?
Svédéi studenti, mlada kandidatka KSC, placeny funkcionar Svazu mladeze,
jednim ze svédka je i rezisér Jiti Menzel. Zalobce do obvinéni zahrnuje vech-
ny obcany, ktefi zavinili soucasny stav. Kohoutovo brilantni zavére¢né slovo
(v¢etné demagogického zneuZiti obéti tzv. babické vrazdy) obhajuje generaci
budovateld padeséatych let, ale pFijima odpovédnost za ¢iny, kterymi se zpro-
nevérili svému poslani, tedy budovani raje. Soud odchazi, ale preliceni ne-
konci. Mélo by pokracovat mezi témi, kteri nechtéji ¢ekat na to, jak se napise
déjepis. (Snimek Spor byl natoéen v ramci zasadniho cyklu Ceské televize Se-
desatych let Zvédava kamera)
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The court session that we see is staged. It is meant to clarify issues between two
generations... 1966, Prague, a courtroom. The prosecution uses archive footage
as evidence and accuses the preceding generation of having created an untruthful
legend. The witnesses speak about inflation, demagogy, disparagement of the intelligentsia
and the subsequent devaluation of human labor. After the demonstration of evi-
dence, the prosecution asks the court in the final statement to sentence the defen-
dant only to a moral punishment. The defense mentions ignorance and immatu-
rity of the defendants who betrayed the elementary rules of ethics. There are well—-known
figures on both sides of the dispute. ). BlaZek is the chairman of the jury, the editor
V. Branislav and the psychologist Dr. Dytrych are the jurors. The main prosecutor
are the youths from the second half of the 60s. The defendant is represented by
the dramatist and poet Pavel Kohout, an important figure in the post—war gene-
ration. He says he does not want to speak for his generation, but rather about it.
Against him, there stands not only the memory of film (newsreels and propagan-
distic films, which Kohout himself contributed to), but mainly the determination
of those who were born in the socialistic Eden of propaganda, rhetoric and care-
ers in the party. Apart from the reformation of the past, their most important re-
quirement is the freedom of the press. But Kohout opposes: will they be able to
use the freedom, will they be able to separate the facts from the means of infor-
mation? Students, a young member of the Communist party, a paid official from
the Youth Federation, and even the director Jifi Menzl are all called up as witnes-
ses. The prosecutor extends the accusation to include all citizens who have cau-
sed the present state of things. Kohout's brilliant final speech (which includes a
demagogic misuse of the victims of the Babice murder) defends the generation of
the 1950’s communist zealots, but at the same time accepts the responsibility for
the acts by which they betrayed their mission - the creation of Eden. The judge
leaves, but the hearing does not end. It should continue among hose who do not
want to wait what the history will say. (The film Spor (Dispute) was made in the
framework of an important series of Czech Television Zvédava kamera (Curious
Camera) in the 1960s.)



— ON SEEING HISTORY: IT SEEMS THAT ONLY FILM CAN OFFER HISTORY OUTSIDE OF CLOSED COMPLEXES, BECAUSE EVERY FILM CON-

STRUCTION TOWARDS THEM CAN BE BROKEN DOWN INTO INDIVIDUAL SEGMENTS AND THESE SEGMENTS, INCLUDING THE VERY ELE-
MENTARY ONES, WILL ALWAYS BE COMPLETE AS OPPOSED TO OTHER ARTS; ONLY FILM IS CAPABLE OF REWRITING HISTORY BY USING
THE METHOD OF AUTOMATIC WRITING AND ALLOW THE AUDIENCE TO ENTER THE LABYRINTH OF THE SUBCONSCIOUS AND MENTAL
SHIFTS; IT IS SAID THAT FILM AS A MOVING IMAGE IS PRONE TO MANIPULATION; PERHAPS AS A WHOLE AND WRAPPED IN AN IDEA, BUT
THE INDIVIDUAL FRAMES ARE FOREVER THE ONLY TRUE GHOST OF HISTORY —
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— TELO, JEHO FYZIOLOGICKE OHLEDAVANI; ODLUPOVANI FOLIi V TOUZE BYT SKUTECNE TELEM, EXISTOVAT ZEJMENA A PREDEVSIM VE
SVEM TELE, FILM, KTERY SE CHCE A MUSi DOTKNOUT, ABY UVERIL (NIKOLI FILM—SPEKULATIVNi OKO) — VYPUJCENE FILMY: SKRZE JEJICH
ANTROPOLOGII PROZIVAT PRAVDIVY VZTAH K OBNAZENE SKUTECNOSTI, JE TO VYSLOVENE FYZICKY VZTAH, JAKESI SOCIALNI SNENI —

PRIMAT STRIHU, VNIMAT FILM V HRANICICH TELA, JEHOZ IDEOU JE MYSL — INTUICE STRIHU NEZNAMENA FRAGMENTARIZACI A ZTRACENI,
NAOPAK NABiZi PREDSTAVU MYSLENI, JEZ JE MYSLENIM O TELE FILMU, NEBO LEPE MYSLENI S TELEM, ANEBO JESTE LEPE MYSLENIM TELA
SAMEHO — SEXUALITA STRIHU JAKO JEDNA Z MOZNOSTIi USPOKOJENIi, VYRAZ VOLNOSTI, VETSi POHYBLIVOSTI, POSUNU OMEZUJiCiCH
HRANIC —



I ve svém poslednim snimku pracuje Mike Hoolboom s déjinami filmu, tedy s materidlem
nevyvazanym z interpretaci. Viyrezy z film{ neexistuji o sob€, ale jsou vrstveny s respektem
k vyvojovym souvislostem. Osou skladby je i védomi pretlacujicich se obrazd (vrstveni
jako mizenf). Na zacatku je hollywoodsky film a jeho velké vypravéni, podstatnym
okrajem rodinné snimky, dokumenty a védecké filmy. Tim je Hoolboomdv meta—
film originalnim komentarem k situaci d€jin filmu (rdiznice) — obrazoborectviv pfistupu
k filmovému déjepisu je pak pokusem o resuscitaci odumirajicich obrazd. Poetic-
ké se snoubi s politickym. Politickym je index zapomenutych, ale nemizicich obra-
z0G filmd impérii, té vééné kolonialni zbrané, obrazd importovanych ideologii. Po-
etickym jsou emoce a naladéni, kdy predevsim uméni skladby je dusi imaginativni
mezery mezi svétlem a tmou. Kritika pfipomina, Ze se Hoolboom(v film pohybuje
v poli mezi odvaznou poetikou Dereka Jarmana a politickou odvahou Piera Paola
Pasoliniho. Jeho filmova esej ma jesté jeden zaklad: psychoanalyzu. Zazitek z détstvi,
nezatizené prvnividéni obraz komentuji Freudovo (a Lacanovo) premysleni o zplisobu,
jak lidé transformuji své vlastni détské vzpominky, jak je zkfivuji starnouci paméti,
ale tyto neprestavaji byt autentickymi. Zarovernt ndm Hoolboom jako vypravéc rika,
Ze pohybujici se obraz narusil védomi smrti. Jako by prevzal jeji ulohu: byla—li
smrt jakymsi protestem k Zivotu a snu o vé¢nosti v ném, tak film svym uchovava-
nim toho, co se ztrci, fixaci véeho, co nejdrive muselo zmrtvét, uvadi smrt do
vécnosti — nikoli film—zachovani zZivota, ale film—vé¢éna smrt. Znovu se musime
naucit skute¢né zemfit, odpoutat se od vlastniho obrazu. Barevny a ¢ernobily material
pracuji spolu. Zrnity osmimilimetrovy film destruuje ateliérové predstirani, titulky
a ironicka zvukova stopa odréazeji moznosti filmové eseje. Imitace Zivota (v mnoz-
ném disle) se sklada z deseti kapitol, kazda je nesena zvolenou intonaci a jednot-
nym kinematografickym stylem. Kapitoly—kostnice: V budoucnosti (In the Futu-
re), Jack, Posledni myslenky (Last Thoughts), Portrét (Portrait), Tajemstvi (Secret),
V mém voze (In My Car), Hra (The Game), Odlupovani (Scaling), Imitace Zivota
(Imitation of Life), Dést (Rain).

Imitace Zivota NE
20:00
DUKLA
IMITATIONS OF LIFE ANGL.
REZIE: MIKE HOOLBOOM VERZE
SCENAR: MIKE HOOLBOOM

KAMERA: MIKE HOOLBOOM

ZVUK: MIKE HOOLBOOM

HUDBA: EARLE PEACH

STRIH: DENNIS DAY, ROBERT KENNEDY, ROSS

TURNBULL, MARK KARBUSICKY

KANADA 2003, BETA SP, CB/BAR, 75 MIN

e Mike Hoolboom

521-680 Queen’s Quay West | Toronto
Ontario | Canada M5V 2Yg

tel: 4162602185 | e-mail: fringe@interlog.com 281
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Imitations of Life

IMITATIONS OF LIFE

DIRECTOR: MIKE HOOLBOOM

SCREENPLAY: MIKE HOOLBOOM
PHOTOGRAPHY: MIKE HOOLBOOM

SOUND: MIKE HOOLBOOM

MUSIC: EARLE PEACH

EDITOR: DENNIS DAY, ROBERT KENNEDY, ROSS
TURNBULL, MARK KARBUSICKY

CANADA 2003, BETA SP, BW/COL, 75 MIN

° Mike Hoolboom

521-680 Queen’'s Quay West | Toronto
Ontario | Canada M5V 2Yg

tel: 4162602185 | e-mail: fringe@interlog.com

Even in his final film Mike Hoolboom works with the history of film, with material
that is not untangled from interpretations. Excerpts from films do not exist on
their own; they are presented in layers with respect to evolutional continuity. The
syntactic theme of the film is the awareness of the competing images (layering as
disappearing). A major Hollywood feature film and its great story in the begin-
ning, and family footage, documents and scientific films as important margins.
That's what makes Hoolboom's film an original commentary on the situation of
the history of film (arguments), iconoclasm in the approach towards the history
of film is then an attempt to resuscitate the dying images. The poetic is merged
with the politic. The politic is an index of forgotten, but non—disappearing images
from the films of empires — that eternal colonial weapon, images imported by
ideology. The poetic is represented by emotions and moods. Mainly the art of
editing becomes the soul of the imaginative gap between the light and darkness.
Critics point out that Hoolboom's film is in a field somewhere between the brave
poetic of Derek Jarman and political bravery of Pier Paolo Pasolini. His film essay
has one more foundation: psychoanalysis. Childhood experiences, unaffected first
impressions comment on Freud’s (and Lacan’s) thoughts on the way people transform
their own childhood memories, how they distort them by their aging memory, but
they still remain authentic. At the same time, Hoolboom tells us as the narrator
that the moving image has disrupted the awareness of death. It is as if it accepted
the role of death: if death was a protest against life and against the dream of eter-
nity, then the film, by capturing the disappearing images, by fixating all that had
to die first, makes death eternal. Film not as a preservation of life, but film as
eternal death. We have to learn to die once more, to free ourselves from our own
image. Both color and black & white film is used; the grainy 8—milimeter film de-
structs the studio pretence, subtitles and the ironic sound track reflect the possi-
bilities of the film essay. Imitations of life consist of ten chapters, each one of which
has an individual intonation and cinematographic style. The chapters: In the Fu-
ture, Jack, Last Thoughts, Portrait, Secret, In My Car, The Game, Scaling, Imitati-
on of Life, and Rain.



— BODY AND ITS PHYSIOLOGICAL EXAMINATION, SCALING OF FOILS IN AN ATTEMPT TO REALLY BE A BODY, TO EXIST MAINLY AND ABO-

VE ALL IN ONE'S OWN BODY; A FILM THAT STRIVES TO AND HAS TO TOUCH TO MAKE BELIEVE (NOT FILM AS A SPECULATIVE EYE) —
EXCERPTS FROM OTHER FILMS: TO EXPERIENCE A TRUE RELATIONSHIP WITH A NAKED REALITY THROUGH THEIR ANTHROPOLOGY; IT IS
OBVIOUSLY A PHYSICAL RELATIONSHIP, A KIND OF SOCIAL DREAMING — THE PRIMARY IMPORTANCE OF EDITING, EXPERIENCING THE
FILM WITHIN THE LIMITS OF A BODY THE IDEA OF WHICH IS THE MIND — THE INTUITION OF EDITING DOES NOT EQUAL FRAGMENTATI-
ON AND DISSIPATION — ON THE CONTRARY, IT OFFERS A CONCEPT OF THINKING ABOUT THE BODY OF FILM, OR RATHER THINKING
WITH A BODY, OR EVEN RATHER THINKING OF THE BODY ITSELF — THE SEXUALITY OF EDITING AS ONE OF THE WAYS TO SATISFACTION,
AN EXPRESSION OF FREEDOM, OF GREATER MOBILITY, OF SHIFTING THE BORDERS FURTHER AWAY —
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— (KDE SE POHLED SRAZIi VE SVETLO, KDE JE SVETLO ABSOLUTNIM LESKEM OKA, KTERE NEVIDIME A KTERE PRECE NEPRESTAVAME VIDET,
NEBOT JE TO NAS VLASTNI POHLED V ZRCADLE, MAURICE BLANCHOT) — FILM PO FILMU, ZIVOT PO ZIVOTE — KVALITY PRECHAZE]i Z VECI

DO OKA, FLUIDA ZMIZELYCH FILMU, SLUPKA CIZIHO ZIVOTA, BAREVNA KVALITA TE SKVRNY, KTEROU JE ZIVOT — PRIPOMENUTA AVANT-
GARDA S SEBOU PRINASIi SVE ROMANTICKE TEMA, KLADE DURAZ NA TO, CO JE UVNITR SUBJEKTU (FILM—ZRCADLO), GESTU A ZNAKUM SE
POKOUSI ROZUMET JAKO ARCHETYPU (VODA, VODA) — CHTEJi NAZNACIT VZTAH, KORENY A SPOJENIi, ZAROVEN ALE NEDOSAHUJi
HLOUBKY VIDENI DiLA PORTRETOVANEHO, TO JE STALY PROBLEM DOKUMENTARNICH BIOGRAFIi, JEN MALOKDY JSOU IDEALNi KRAJINOU

— JAK ALE PODAT ZPRAVU O PODOBE VECIi A NENAPODOBOVAT, KONECNE BYT FIGURAM DRUHOU PRIRODOU, NIKOLI JEJICH PROSTOU

ESTETICKOU RESUSCITACI? —



Padesata léta jsou pro Deren ve znameni cest na Haiti a studia praktik voodoo.
Energii ji dal i novy vztah. V roce 1952 poznala Maya o osmnact let mladsiho
sedmnactiletého hudebnika, syna japonského tanecnika (Teiji Ito komponoval
hudbu k jejim filmdm, mimo jiné i k Odpolednim osidldm, filmu v originalni
verzi bez zvukové stopy). Jako by se do ni vtélil haitsky bdh ohné Loko a daval
ji silu. A také amfetamin, ktery brala. A kult voodoo. V jeji knize BoZsti jezdci:
Zivi bohové Haiti (Divine Horsemen: The Living Gods of Haiti) najdeme de-
tailni studie ritudlt. Vedle unikatnich dokumentd, které tam natodila, vznikla
také nahravka se zpévy haitskych obrad(. Pravé drazdivé naboZenstvi voodoo
zahalilo tajemstvim i jeji smrt. Teiji jeji popel odvezl do Japonska a rozprasil jej
do oceanu na tbodi posvatné hory Fuji. Spriznénou bytosti, s niz byla v ramci
haitskych ritualt voodoo spjata, byla také bohyné lasky Erzulie (historku o Maye
jako urazené knézce voodoo ve filmu vypravuje nedavno zesnuly Stan Brakha-
ge). Rezisérka se pokousi zachytit charismatickou osobnost Deren ve vypové-
dich jejich pratel a kolegt, pracuje s archivnimi zabéry a ukazkami z jejich fil-
md. Jedno prostupuje druhym — Zivot uménim a uméni Zivotem. Na zacéatku
byl inspiraci Deren surrealismus, na konci archetypéalni znaky ritualnich Sifer.
Sny, sex a smrt. A vracejici se zrcadlova obsese. Absolutné fascinujici pak pro
Deren bylo lidské télo, pohyby, jejich podrobnéa kresba. Sama byla tanecnici
a Casti jejich filma dominuje pravé tanec. Dokonalé spojeni ¢lovéka a filmu,
kdy kamera tanci spole¢né s postavami a jejich stiny. Pohybem se Deren zaby-
vala teoreticky, ve filmu na téma pohyb rika: Pohyblivy obraz je ¢asova forma.
Tak jako teleskop odhaluje strukturu hmoty, ktera zstava oku skryta, pomaly
pohyb odhaluje strukturu pohybu. Udalosti, které se rychle odehraji jako pru-
béh nespojitych, chaotickych dé€jd, mohou byt v podobé zpomaleného pohy-
bu vnimény jako puls, agbnie, nerozhodnost, opakovéani. — DalSim ze zrcadel,
ve kterém se mozna odrazi rezisércina tvar, je portrét Martiny Kudlacek. Ale
ostry obraz to byt nemuze, kontury zlstavaji rozmazané.

V zrcadle May Deren

IM SPIEGEL DER MAYA DEREN
REZIE: MARTINA KUDLACEK

SCENAR: MARTINA KUDLACEK

KAMERA: WOLFGANG LEHNER

ZVUK: JAN MCLAUGHLIN, CARL FUERMANN,
BRUNO PISEK, VINCENT C. TESE

HUDBA: JOHN ZORN

STRIH: HENRY HILLS

RAKOUSKO, SVYCARSKO, NEMECKO 2001, 35MM,
CB/BAR, 104 MIN

e Austrian Film Commission
Stiftgasse 6 | Vienna | A-1070 | Austria
tel: +4315263323 | fax: +4315266801

e-mail: festivals@afc.at
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In the Mirror of Maya
Deren

IM SPIEGEL DER MAYA DEREN

DIRECTOR: MARTINA KUDLACEK

SCREENPLAY: MARTINA KUDLACEK
PHOTOGRAPHY: WOLFGANG LEHNER

SOUND: JAN MCLAUGHLIN, CARL FUERMANN,
BRUNO PISEK, VINCENT C. TESE

MUSIC: JOHN ZORN

EDITOR: HENRY HILLS

RAKOUSKO, SVYCARSKO, NEMECKO 2001, 35MM,
CB/BAR, 104 MIN

° Austrian Film Commission

Stiftgasse 6 | Vienna | A-1070 | Austria
tel: +4315263323 | fax: +4315266801

e-mail: festivals@afc.at

For Deren, the fifties meant her trip to Haiti and studying voodoo. She also found
energy in a new relationship. In 1952, Maya met a seventeen years old musician, eigh-
teen years younger than herself, a son of a Japanese dancer (Teiji Ito composed music
for her films, among others for Meshes of the Afternoon, a film whose original version
was soundless). It was as though the Haitian God Loko incarnated into her and gave
her strength. As well as amphetamine that she was taking. And the voodoo cult. Detai-
led studies of rituals are described in her book Divine Horsemen: The Living Gods of
Haiti. Apart from the unique documentaries that she had made there, there is also a
recording of singing from the Haitian rituals. And it was the exiting religion of voodoo
that hidden her death in a shroud of secrecy as well. Teiji transported her ashes to
Japan and sprinkled them over the ocean at the shoulder of the holy mountain Fuji.
Another kindred spirit with whom she was bound within the Haitian voodoo rituals
was Erzulie, the Goddess of Love (the story about Maya, an offended voodoo pries-
tess, is told in the film by the recently departed Stan Brakhage). The director tries to
capture Deren's charismatic personality through her friends and colleagues, she works
with archive scenes and extracts from her films. One thing penetrates another — life
and art, art and life. In the very beginning, Deren was inspired by surrealism, at the
end she was taken with archetypal symbols of the rite ciphers. Dreams, sex and death.
And the ever—coming back obsession with mirrors. One thing that Deren found abso-
lutely fascinating was a human body, its movements and detailed description. She was
a dancer herself and it is the dance that dominates through parts of her films. Perfect
union of a human and a film, the camera dancing together with people and their sha-
dows. Deren studied motion theoretically as well. She says in the film: Moving picture
is a time standard. As the telescope reveals the structure of a substance that is hidden
from a human eye, slow motion reveals the motion's very structure. Through a slow
motion, even events following each other in a quick succession of interrupted, chaotic
actions, can be perceived as a pulse, an agony, indecisiveness, repetition. — The por-
trait of Martina Kudla¢ek is another mirror, reflecting the director’s face perhaps. But
it can never be a clear picture, the contours are still blurred.



— (WHERE A GLANCE BECOMES THE LIGHT, WHERE THE LIGHT IS JUST A GLINT IN AN EYE THAT CANNOT BE SEEN WHILE BEING WA-

TCHED CONSTANTLY, BECAUSE IT IS OUR OWN REFLECTION IN A MIRROR, MAURICE BLANCHOT) — A FILM AFTER A FILM, A LIFE AFTER A
LIFE — QUALITIES TRANSFORMING FROM A THING INTO AN EYE, AN AURA OF FILMS THAT HAVE DISAPPEARED, ANOTHER LIFE'S SKIN, A
COLOUR QUALITY OF THAT SPOT CALLED LIFE — THE ALREADY MENTIONED AVANT—GARDE BRINGS WITH IT ITS ROMANTIC THEME POIN-
TING OUT THE WITHIN OF THE SUBJECTS (FILM—MIRROR), TRIES TO UNDERSTAND GESTURES AND SIGNS AS ARCHETYPES (WATER, WA-
TER) — WANTS TO SUGGEST A RELATION, ROOTS AND CONNECTION WHILE NEVER REACHING THE DEPTHS OF THE PORTRAYED PERSON'S
PERCEPTION, THAT IS THE EVER—LASTING PROBLEM OF DOCUMENTARY BIOGRAPHIES, TOO SCARCELY ARE THEY AN IDEAL SCENERY; BUT
HOW CAN ONE TELL THE TRUTH ABOUT THE SHAPE OF THINGS, AND AVOID COPYING, HOW CAN ONE BECOME A SECOND NATURE TO
ONE’'S CHARACTERS, AND STOP BEING THEIR SIMPLE AESTHETIC RESUSCITATION? —
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— REKLAMA JAKO SiLA, KTERA VYPLYVA Z EKONOMICKE MOCI; TU SVYM PODRIZENIM SE POMAHAME UPEVNOVAT, DOMNIVAJE SE, JAK JE
TO PRIJEMNE - OHROZOVANI MOCI REKLAMY JE CHAPANO JAKO SVATOKRADEZ, NARUSENiI RYTMU REZIMU TRHU, ALE REKLAMA O SOBE
PROSAZUJE NADVLADU NAD LIDMI, URCUJE POVAHU TOHO, CiM JE STAT - JE TO PRAVE INTIMNi GEOGRAFIE LIDSKEHO TELA, DO NizZ
REKLAMA V POLARITE KRASNEHO A ODPORNEHO NASILNE VSTUPUJE, DOKONALE UTOCi NA STRED, NA VNITREK TELA, RESPEKTIVE TUTO
IDENTITU PREVADI NA VNEJSEK A JAKO TAKOVOU |I SITUUJE DO PROSTORU SVE MOCI - TEN FILM INICIUJE PROCES OBNOVENI, PRO-
STREDNICTVIM SVYCH UCASTNIiKU ODHALUJE ZAKLADNI VZTAHY, ZKOUMA CLOVEKA V OBRAZE, NAHLIiZi CELY SOUHRN SOCIALNICH SIL
A NACHAZIi—LI | SAMO PiSMO BEZ TEXTU, TAK TUTO PROSTOU IMITACI VYZNAMU VZAPETi NEUTRALIZUJE —



Tri zeny. Divka, kterou ndhoda dovedla na konkurs modelingové agentury.

Uspéla a stane se tvari z obalek. Pribézné sledujeme jeji cestu. Na zacatku
meéri a vazi jeji télo, fotografuji jeji tvar. Zkoumaji, zda mé smysl do ni inves-
tovat, vlastnit ji a nabizet. Kdyz se rozhodnou, podepisi s ni smlouvu o téle.
To bude prezentovéano jako objekt krasy, bude poznavacim znamenim spo-
jeni pramyslu a estetiky. Divka si tuto cestu zvolila a uz ji nezbyva nez se
sama v sobé zapfrit. Druha Zena se nechce podvolit tomu, Ze jeji télo je jen
pomijivym tvarem v ¢ase. Chce vratit pevnost svych fader. Byvala délnice
vloZi nasetiené penize do plastické operace, véri, Ze chirurgovy prsty stvori
staly, trvaly obraz krasy. T€lo je pro ni jakymsi kompaktnim objektem, jehoz
nedélitelnost udrzuji praveé vnéjsi znaky. Kdyz se jeji prsy na chvili stanou
jen shlukem krve a tuku, spi. Treti Zena svij boj s télem prohrava. Odevsad
k ni sméruji slova o chybé jejiho téla: je tlusta, a tedy nemocn4, a tedy ska-
reda. Kdyz si mysli, ze vyCerpala vSechny moZznosti, které by ji z otylosti vyvedly,
objevi se novy zaruceny recept, ktery ji nabizi pomoc. Podléh4, fidi se pri-
kazem, ktery nedovede sama urcit, ale ktery se projevuje naléhavé, jakmile
by se mu pokusila vyhnout: je ve svém téle a zaroven vi, jak by mélo vypadat
jinak. Prizrak pravého, skute¢né krasného téla se vznasi kolem vsech tfi zen,
pritomen vsude ¢ini je ne zcela svobodnymi. Toto uméle stvorené télo je

fenoménem tohoto svéta a mimoradny snimek Eriky Hnikové jej nahliZi z rdznych
stran. Vedle tfi hrdinek se napric filmem svari dalsi hlasy — na jedné strané
hebké studentky, krdlovny médy, na strané druhé radikalni feministky. A sama
rezisérka vede dialog s redakci zenského casopisu, ktery spolu s dalSimi urcuje
trendy, tedy modeluje médu. Autorka vstupuje do jejich reci a celym svym
dilem ji ilustruje, polemizuje s ni, pochybuje i ml¢i, poznava vlastni totoz-
nost. | jeji osobni vstupy se podileji na dokumentu primych spojeni mezi
rdznymi podobami téhoz vesmiru, mezi prvky svoji podstatou tak stejnymi,
ze nikde jinde by se nemohly setkat.

Zeny pro mény NE
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ZENY PRO MENY

REZIE: ERIKA HNIKOVA
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The Beauty Exchange

ZENY PRO MENY

DIRECTOR: ERIKA HNIKOVA

SCREENPLAY: ERIKA HNiKOVA
PHOTOGRAPHY: MAREK JANDA

SOUND: MILAN PETRINJAC

EDITOR: JAKUB HEJNA

CZECH REPUBLIC 2003, ANALOG BETACAM SP, COL,
75 MIN

° FAMU

Smetanovo nab¥ezi 2 | 110 oo Prague 1
Czech Republic | tel: +420221197263

e-mail: cavina@famu.cz | www.famu.cz

Three women. A girl goes to a contest of a modelling agency; she succeeds and
will become one of the faces on the magazine covers. We follow her career. At the
beginning, her body is weighted and measured, pictures of her face are taken.
The agency needs to think whether it makes sense to invest into her, own and
offer her. When it's decided that it does, she signs a contract about her body. It
will be understood as a beauty object and will represent the connection of indu-
stry and aesthetics. She made a choice and now she can only deny herself. The
second woman, an ex—worker, doesn’t want to accept that in the time scale, her
body is but a passing shape. She wants to have back her firm breast and uses all
her savings to pay for a plastic surgery and believes that surgeon’s hands will
create for her a permanent, unchangeable beauty. She views her body as a com-
pact object, whose indivisibility is held together by external features. When her
breast become for a while but a tangle of blood and fat, she is sleeping. The third
woman loses the fight with her body. From all sides she hears critiques about her
body's imperfection: she is fat and therefore sick and ugly. Once she thinks she
tried all the possibilities to fight her obesity, there appears a new, certainly effici-
ent way promising her to win. She succumbs, obeys the order she quite cannot
give herself, but which is always there should she try to avoid it. She is captured
in her body and knows what it should look like. The vision of the right, truly beau-
tiful body is familiar to all three women. It's always present and makes them its
captives. Artificially made body represents our world’s phenomenon and Erika
Hnikova's exceptional documentary views it from various points of view. Except
the three women, we hear also voices of two other women, a student beauty queen
and a radical feminist. Director herself leads a dialogue with editors of women'’s
magazine, which creates trends and decides what's fashionable. She enters their
speech and illustrates it by her documentary, she argues with it, doubts or just
remains silent, getting to know her own identity. Her interruptions make part of
the documentary about direct connections among different looks of one universe,
among components so similar by their nature that they couldn’t meet anywhere
else.



— ADVERTISING AS FORCE STEMMING FROM ECONOMIC POWER; WE HELP OUR INFERIORS BUILD SUCH POWER, THINKING THAT IT IS

VERY PLEASANT - JEOPARDIZING THE POWER OF ADVERTISING IS PERCEIVED AS A SACRILEGE, INTERFERENCE WITH THE MARKET RHY-
THM; ADVERTISING BY ITSELF, HOWEVER, PUSHES FOR DOMINATION OVER PEOPLE, DETERMINES THE NATURE OF WHAT THE STATE IS -
IT IS AN INTIMATE GEOGRAPHY OF THE HUMAN BODY THAT IS VIOLENTLY DISTURBED BY ADVERTISING WITH THE BLACK—AND-WHITE
POLARITY; ADVERTISING PERFECTLY ATTACKS DOWN THE MIDDLE, INSIDE THE BODY, AND TRANSFERS THIS IDENTITY TO THE OUTSIDE
AND, AS SUCH, SITUATES IT WITHIN THE REACH OF ITS POWER - THE FILM INITIATES THE RENEWAL PROCESS, REVEALS FUNDAMENTAL
RELATIONSHIPS THROUGH ITS PARTICIPANTS, RESEARCHES THE MAN IN THE IMAGE, LOOKS AT THE WHOLE SET OF SOCIAL POWERS AND,
IF IT FINDS LETTERS WITHOUT ANY GIVEN TEXT, IMMEDIATELY NEUTRALIZES THIS MERE IMITATION OF MEANINGS —
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— SCHOPNOST DISTANCE JAKO DOKONALA CTNOST, ZPRUHLEDNEN{ MIMO HUMANNI — EXAKTNIi, METODICKY POPIS SVETA, HARMONIE
HOLYCH FENOMENU — VSECHNY POKUSY NAJIT VE FILMU ALESPON NAZNAK VYKOUPENI (TO ABYCHOM SE NEPROVINILI LHOSTEJNOSTI)
NARAZIi NA JEHO ODTAZITOU CISTOTU, JE TO CIROST, JEZ SYNTETIZUJiCi KATEGORIE PRAVDY A KRASY NAHRADILA KATALOGEM UCHYLEK
A SLOVNIKEM OBSESi — ZASADNI JE, ZE VE FILMU TO JINE, CO SE MUZE PODBIZET KATARZI, JE PROSTE TEXTEM O SOBE, UVNITR FILMU
OVSEM NEKODIFIKOVANYM (MIMO DOBRO A ZLO) A TiM NEZNEUZiIVANYM — ODMITNOUT POROZUMENI, CIT A SOUCIT, DEGRADOVAT
VSECHNY SYMBOLY, ODMITNOUT ETOS, JAKOUKOLI TRANSCENDENCI, NAJIT NULOVY BOD EXISTENCIALNIHO ODLIDSTENI A —

° THE BONEDANCER — Rezie: Gints Apsits, Italie, LotySsko 2003, 6 min



(Vsedni den je zvlastni nestésti, Seidl) Provokujici perverzni film o lidech,
ktefi prozivaji rizné podoby vztahu se svymi zvifecimi milacky. Jejich laska
k pstim, ko¢kam, zajicm i krysam je fascinujicim rozkrytim lidského vyho-
feni. Seidlav brutélni inscenovany dokument se odehrava ve vyprazdnéné
krajiné periferni Vidné, jejiz suterény, uzké socialni byty i zatuchlé poko-
jicky zabydluji unaveni, zatrpkli lidé. Dvojice bezdomovcu cviéi psa z ttulku,
zebrak vybira penize pro svého zajice, vySinuté panicky se staraji o desitky
pst, stafena vypravuje luxusni pohieb své kocce a v prazdné fabrice sni
opilec sviij sen o nejheb&i srsti. Spinavé pradlo, piné popelniky, za§lé kvé-
tiny na tapetach, talife s vé¢né nedojedenym jidlem jsou zatisimi filmu, z jehoz
vytiibenych statickych zabérd vanou pribéhy vyclerpéani a neodvolatelné
samoty. Dokonald kompozice zlatého fezu je nemilosrdnym vizualnim efektem,
ktery dava jednotlivym vyjeviim nadech samozi'ejmé prizracnosti. Francouzské
polibky lidi a psu stfida dokonany sex lidského paru, pricemz zvolena poloha
zezadu je neodvolatelnou ironii. Seidlovym stylem je cinemavoyeur: odta-
zitd nehybna expozice a groteskni naturalismus s nddechem ¢erného hu-
moru. Naladové fragmenty, stylizované etudy a zpovédi jsou strepy kalei-
doskopu lidské propasti. ReZisér—manipulant se suverénné pohybuje na
nejintimnéjsi hranici, na hrané snesitelnosti nechava své dokonale pozna-
né hrdiny hrat sebe samé, aby je definitivné proménil v obéti vlastnich zZivotd.
Je to kruty film, ale jak jinak Fiznout do Sedi mezi samotou a jinou laskou.
(Jesté nikdy jsem se v kin€ nedival prfimo do pekla, Herzog)

Zvireci laska NE
22:30
DKO
TIERISCHE LIEBE ANGL.
REZIE: ULRICH SEIDL TITUL.
SCENAR: ULRICH SEIDL

KAMERA: PETER ZEITLINGER, MICHAEL

GLAWOGGER

STRIH: CHRISTOF SCHERTENLEIB, MICHAEL

GLAWOGGER

RAKOUSKO 1995, 35 MM, BAR, 114 MIN

e Lotus-Film GmbH

Johnstrasse 83 | Vienna | A-1150 | Austria
tel: +4317863387 | fax: +431786338711

e-mail: m.lendl@lotus-film.co.at | www.lotus-film.com 203
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Animal Love

TIERISCHE LIEBE

DIRECTOR: ULRICH SEIDL

SCREENPLAY: ULRICH SEIDL

PHOTOGRAPHY: PETER ZEITLINGER, MICHAEL
GLAWOGGER

EDITOR: CHRISTOF SCHERTENLEIB, MICHAEL
GLAWOGGER

AUSTRIA 1995, 35 MM, COL, 114 MIN

° Lotus-Film GmbH

Johnstrasse 83 | Vienna | A-1150 | Austria

tel: +4317863387 | fax: +431786338711

e-mail: m.lendl@lotus-film.co.at | www.lotus-film.com

(Ordinary day is a strange tragedy, Seidl) A provoking perverse film about
people who have various kinds of relationships with their pets. Their love
of dogs, cats, hares and even rats is a fascinating analysis of human bur-
nout. Seidl’s brutal staged document takes place in an empty landscape of
the Viennese periphery where basements, small rent—controlled apartments
and musty rooms are used by tired and bitter people: a homeless couple
train a dog from an animal shelter, a beggar asks for money to feed his
hare, batty wives take care of scores of dogs, an old woman arranges a
luxurious funeral for her cat, and in an abandoned factory, a drunk man
dreams of the most velvety fur. Dirty laundry, overflowing ashtrays, faded
flowers on wallpapers, plates with unfinished meals are the still lifes of the
film, the static sophisticated images of which tell tales of exhaustion and
inevitable loneliness. The perfect composition of the golden section is a
merciless visual effect, which gives all scenes a nonchalant eerie touch:
images of people French—kissing with dogs alternate with a sexual inter-
course of a human couple in the doggy position that is an undeniable iro-
ny. Seidl’s style is that of cinemavoyeur: an abstract motionless exposition
and grotesque naturalism with a touch of black humor. Fragments of mo-
ods, stylized etudes and confessions are fractions of the kaleidoscope of
the human abyss; the director—manipulator skillfully travels along the most
intimate border; balancing on the verge of acceptability he allows the per-
fectly uncovered characters to portray themselves only to definitely trans-
form them into the victims of their own lives. It is a cruel film, but there
does not seem to be any other way of cutting into the grayness between
loneliness and love. (I've not yet looked straight into hell in a movie the-
atre, Herzog)
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— THE ABILITY OF DISTANCING ONESELF AS A PERFECT VIRTUE, TRANSPARENCY EXCEPT FOR THE HUMANE — AN EXACT, METHODICAL
DESCRIPTION OF THE WORLD, A HARMONY OF BARE PHENOMENONS — ALL ATTEMPTS TO FIND AT LEAST A HINT OF REDEMPTION IN THE
FILM (SO AS NOT TO COMMIT THE CRIME OF APATHY) WILL COLLIDE WITH THE FILM’S ABSTRACT PURITY; IT IS PURITY THAT REPLACED
THE SYNTHESIZING CATEGORIES OF TRUTH AND BEAUTY WITH A CATALOGUE OF DEVIATIONS AND A VOCABULARY OF OBSESSIONS: THE
FUNDAMENTAL THING IS THAT THE OTHER IN THE FILM WHICH MIGHT OFFER CATHARSIS IS ONLY A TEXT ABOUT ITSELF; HOWEVER, IT IS
NOT CODIFIED IN THE FILM (WITH THE EXCEPTION OF GOOD AND EVIL) AND THEREFORE NOT MISUSED — TO REJECT UNDERSTANDING,
FEELING AND COMPASSION, TO DEGRADE ALL SYMBOLS, TO REJECT ETHOS, ALL TRANSCENDENCE, TO FIND THE POINT ZERO OF EXIS-
TENTIAL DEHUMANIZATION AND —

° THE BONEDANCER — Director: Gints Apsits, Italy, Latvia 2003, 6 min



— NEJMOCNE]Si STAT V HISTORII JASNE A ZRETELNE VYHLASIL, ZE CHCE OVLADAT SVET PROSTREDNICTVIiM SiLY, TEDY DIMENZE, V NiZ

MA JASNE NAVRCH. NEHLEDE NA KONVENCNi{ UKLON PRED VZNESENYMI ZAMERY, KTERY JE STANDARDNIM (Z TOHO DUVODU BEZVY-
ZNAMNYM) PRUVODNIM JEVEM DONUCOVANI, JSOU JEHO VUDCI ODHODLANI USKUTECNIT SVE ,IMPERIALNI AMBICE”, JAK TO UPRIMNE
NAZYVA VUDCI TISK ZAHRANICNEPOLITICKEHO ESTABLISHMENTU — ZREJME TU JDE O DULEZITOU VEC. TAKE SE NETAJi TiM, ZE NEBU-
DOU TOLEROVAT ZADNE SOUPERE, DNES ANI DO BUDOUCNA. ZJEVNE VERI, ZE DONUCOVACIi PROSTREDKY, KTERYMI VLADNOU, JSOU
TAK MIMORADNE, ZE MOHOU OPOVRZLIVE PREHLIZET KOHOKOLI, KDO JIM STOJi V CESTE. MAME DOBRY DUVOD VERIT, ZE VALKA S
IRAKEM JE CASTECNE ZAMYSLENA JAKO VYSTRAHA PRO SVET, LEKCE O TOM, CO SE STANE, KDYZ SE IMPERIUM ROZHODNE ZASADIT
UDER — ACKOLI SLOVO ,VALKA” JE VZHLEDEM K STAVAJiCIMU ROZLOZENI SIL NEPRILIS DOBRY VYRAZ. TATO DOKTRINA NENi NIJAK
NOVA A NENi VLASTNI JEN SPOJENYM STATUM, ALE JESTE NIKDY JI NIKDO NEHLASAL S TAK NESTYDATOU AROGANCI — PRINEJMENSIM
NIKDO, KOHO BYCHOM MOHLI VZPOMENOUT. (NOAM CHOMSKY, CELIT IMPERIU, 2003) —

o MiSTNOST S VYHLEDEM NA FINANCNIi CTVRT — Rezie: Carola Dertnig, Rakousko 2002, 5 min
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Robert Strange McNamara zahajil svou hvézdnou kariéru v automobilce Ford. Kdyz
jej v roce 1961 prezident Kennedy jmenoval ministrem obrany, pfisel ihned s no-
vou vojenskou koncepci tzv. ,vzajemné zarueného zniéeni”, znamou pod zkrat-
kou MAD (Mutual Assured Destruction). Vychozi byla jeho Gvaha nad vyhodou
patové situace: odstrasuji—li se dva protivnici, ktefi maji jaderna zarizeni, nelze to
zajistit jinak, neZ Ze je kazda strana presvédéena, Ze muZze prestat prvni tder tak,
aby ji zGistalo dost zbrani, kterymi by mohla protivnikovi zplsobit nepfijatelné ztraty.
Post ministra zastaval také po nejvyznamnéjsi dobu valky ve Vietnamu. Verejné
pochvalil Dow Chemical Company za vyrobu napalmu, prosazoval a hjil vyrobu
i uzivani véech dimyslnych zbrani, byl jestfrabem, véricim jen v pouZiti nejtvrdsi
sily. To vie v presvédceni, Ze existuje jista kvantifikovatelna davka bolesti, ktera se
musi Vietnamctim zpUsobit, aby podlehli. Poté stal tfinact let v ¢ele Svétové ban-
ky. V takrka neuvéritelném obratu se pokusil instituci finanéni moci vést k tomu,
aby i ona méla podil na odstrariovani chudoby a rozvoji zaostavajicich ¢asti svéta.
Vedle divodid mravnich, které kladl na prvni misto, uvadél i diivody politické, nebot
pravé v chudobé vidél pFi¢inu nebezpedi rozsirovani  fise zla” (tedy sovétské impérium).
Dnes se McNamara pohybuje na Gplné opacné strané, nez kdyz zasedal ve vlade,
a verejné Utoci na soucasnou americkou politiku (impérium, které zbylo). Knizné
zpochybnil svou vlastni politiku ve Vietnamu, tu podivnou skvrnu zaschlé krve.
Castovany jako zradce americkych ideald se stal hrdinou nového filmu Errola Morrise.
Snimek se sklada z jedenacti lekci, v nichz pétaosmdesatilety McNavara definuje
jakési filozoficko—mravni zasady v sevieni vé¢né nejasné situace politiky — je sta-
rym vladarem, ktery vyklada teorii moci a zaroven o ni pochybuje. Pravé vnitfni
svar a nejistota pramenici ze zkuSenosti s obéma polohami moci, tento McNava-
rav pohyb mezi pély, si vynutily i zménu Morrisova stylu. UdrZuje si sice svoji ob-
vyklou ironickou vzdélenost, ale spolu s portrétovanym se pokousi pojmenovat
svédomi Ameriky, tu nevyhnutelnou hlubinu strategie plnou $piny, a toto hledani
je mu tentokrét vic nez prosté kontroverzni svédectvi.

Nejasna situace NE

22:30
DUKLA

THE FOG OF WAR ANGL.

VERZE

REZIE: ERROL MORRIS

SCENAR: ERROL MORRIS

KAMERA: PETER DONAHUE, ROBERT CHAPPELL
HUDBA: PHILIP GLASS

STRIH: KAREN SCHMEER, DOUG ABEL,

CHYLD KING

USA 2003, 35MM, BAR, 106 MIN

e Neue Kinematographie
Bildstrasse
tel.:
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SUN The Fog of War
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DUKLA
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THE FOG OF WAR

DIRECTOR: ERROL MORRIS

SCREENPLAY: ERROL MORRIS

PHOTOGRAPHY: PETER DONAHUE, ROBERT CHAPPELL
MUSIC: PHILIP GLASS

EDITOR: KAREN SCHMEER, DOUG ABEL,
CHYLD KING

USA 2003, 35MM, COL, 106 MIN

notes >

° Neue Kinematographie
Bildstrasse
tel.:
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— THE MOST POWERFUL STATE IN HISTORY HAS PROCLAIMED, LOUD AND CLEAR, THAT IT INTENDS TO RULE THE WORLD BY FORCE, THE

DIMENSION IN WHICH IT REIGNS SUPREME. APART FROM THE CONVENTIONAL BOW TO NOBLE INTENTIONS THAT IS THE STANDARD (HENCE
MEANINGLESS) ACCOMPANIMENT OF COERCION, ITS LEADERS ARE COMMITTED TO PURSUIT OF THEIR “IMPERIAL AMBITION,” AS IT IS FRANK-
LY DESCRIBED IN THE LEADING JOURNAL OF THE FOREIGN POLICY ESTABLISHMENT - CRITICALLY, AN IMPORTANT MATTER. THEY HAVE ALSO
DECLARED THAT THEY WILL TOLERATE NO COMPETITORS, NOW OR IN THE FUTURE. THEY EVIDENTLY BELIEVE THAT THE MEANS OF VIOLEN-
CE IN THEIR HANDS ARE SO EXTRAORDINARY THAT THEY CAN DISMISS WITH CONTEMPT ANYONE WHO STANDS IN THEIR WAY. THERE IS
GOOD REASON TO BELIEVE THAT THE WAR WITH IRAQ IS INTENDED, IN PART, TO TEACH THE WORLD SOME LESSONS ABOUT WHAT LIES
AHEAD WHEN THE EMPIRE DECIDES TO STRIKE A BLOW — THOUGH “WAR" IS HARDLY THE PROPER TERM, GIVEN THE ARRAY OF FORCES. THE
DOCTRINE IS NOT ENTIRELY NEW, NOR UNIQUE TO THE US, BUT IT HAS NEVER BEFORE BEEN PROCLAIMED WITH SUCH BRAZEN ARROGANCE
- AT LEAST NOT BY ANYONE WE WOULD CARE TO REMEMBER. (NOAM CHOMSKY, CONFRONTING THE EMPIRE, 2003)

o A ROOM WITH A VIEW IN THE FINANCIAL DISTRICT — Director: Carola Dertnig, Austria 2002, 5 min
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DIVADLO

Three Tales

DILNA PAVLA KLUSAKA

Hudba a obraz: diagnéza digitalnich sourozenct (Three Tales)

Steve Reich, Tina Frank, Zbigniew Rybczynski, Ryoji lkeda a dalsi v ko-
mentované projekci o paralelach filmu a zvuku. Pripravil Pavel Klusak

Hudebni nastroje a filmové néastroje obcas splyvaji. V technologiich po-
slednich let se objevuji pristroje a software, kterymi Ize rovnocenné hnist
a pretvaret jak zvuk, tak obraz - tedy formovat film i hudbu. SbliZeni nasta-
lo i v tom, Ze vytvareni digitalnich dat (hudby, filmu, vani atd.) Ize impro-
vizovat v redlném case. Podari se nam z dvoji (obrazové i zvukové) meta-
fory odecist sndz néco o jeji skryté podstaté, o tom, co ze své doby akcentuje,
co ze svéta zrcadli jeji usporadani? Uvodni ,workshopova”, komentovana
¢ast predstavi vyznnamné tviréi tendence ze soucasné japonské, rakouské
¢i kanadské scény. Uvedena bude tvorba nejvyznamnéjsi vizualistky lapto-
pové hudebni society Tiny Frank, fragment performance Matrix (Ryoji lke-
da byl za ni ocenén Zlatou Nikou festivalu Ars electronice v Linci) nebo
mezinarodni projekt Parapulse Tuck, v némz tvdrci z péti mist svéta zvuko-
vé a filmem dokumentovali most v domovském meésté. Jako vyvrcholeni
workshow bude uvedena kompletni audiovizualni skladba klasika soucas-
ného hudebniho minimalismu Steva Reicha a filmarky Beryl Korot Three
Tales (2002, 50 minut). Tremi pribé&hy jsou tu tfi katastrofy dvacatého sto-
leti: ztroskotani vzducholodi Hindenburg, atomové testy na atolu Bikini
a klonovani ovce Dolly. Reich a Korot si v§imaji médii kazdé z rozdilnych
dob: vtiskly totiz kazdé udalosti rysy ,pribéhu”, které jsou jejich formé vlastni.
Program usporadal a uvadi Pavel Klusak.



Music and picture: Diagnosis of digital siblings (Three tales)

Steve Reich, Tina Frank, Zbigniev Rybczynski, Ryoji Ikeda and others star-
ring in a commented video about parallels in movie and sound.

Musical and film instruments sometimes merge. In recent technologies, there
appear instruments and software enabling us to mix and change both sou-
nd and picture, that is to shape film and music. The rapprochement also
occurs with the possibility of creating digital data such as music, film, smells
and etc. by improvising them in real time. Will we be capable to read this
double metaphor - both picture and sound one - and discover something
about its hidden nature, about what it accents and what of world is reflected
in its arrangement. The first, workshop-like, commented part will present
important creative tendencies on the contemporary Japanese, Austrian and
Canadian scene. Work by the most important laptop music scene visualist
Tina Frank, part of the Matrix performance, who's author Ryoji Ikeda obta-
ined Golden Nika at the festival “Ars Electronice” in Linz, and international
project Parapulse Tuck will be presented. The last mentioned project was
created by artists from five different countries and it documents bridges in
their hometowns by means of sounds and film. An audiovisual composition
by the classic of contemporary music minimalism, Steve Reich and a filmma-
ker Beryl Korot Three Tales (2002, 50 min.) will close the workshow. The
three stories are three catastrophes of the 20t century: the crash of the airship
Hindenburg, nuclear tests on the Bikini atoll and the cloning of the sheep
Dolly. Both artists take notice of media over different periods and they suc-
ceeded to imprint features of a “story” to each one of the events. The show
is prepared and presented by Pavel Klusak.

Three Tales SUN

22:30

THEATRE

WORKSHOP
PAVEL KLUSAK
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Navrat Jana z pariZzského exilu v 1été
2003

REZIE: KATERINA KRUSOVA

SCENAR: KATERINA KRUSOVA

KAMERA: BRANO PAZITKA

ZVUK: PETR KALAB

STRIH: VACLAV REJHOLEC

CESKA REPUBLIKA 2003, 16MM, BAR, 31 MIN

Navrat basnika Jana Vladislava a stéhovani jeho knihovny do
Prahy.

Naproti dlani stojici

REZIE: VLADIMIR VORISEK

SCENAR: VLADIMIR VORISEK

KAMERA: GASPER SNUDERL

ZVUK: JURAJ MRAVEC

STRIH: PETRA RAUSOVA

CESKA REPUBLIKA 2003, VIDEO, BAR, 14 MIN

Palec, ktery je nakonec mistem Posledniho soudu.

AdamEva Siktanc

REZIE: JANA POCTOVA

SCENAR: JANA POCTOVA

KAMERA: MICHAL CERNY

ZVUK: BOJAN BOJIC

STRIH: MATE] KRATOCHVIL

CESKA REPUBLIKA 2003, 16MM, CB, 17 MIN.

Portrét basnika Karla Siktance prostirajici se do jeho basné
Adam a Eva.

Babidéda (9.-13.5.2003)

REZIE: TEREZA SIMIKOVA

SCENAR: TEREZA SIMiKOVA

KAMERA: DALIBOR FENCL

ZVUK: LENKA MIKULOVA

STRIH: STANA HOSKOVA

CESKA REPUBLIKA 2003, VIDEO, BAR, 24 MIN

Velka sila dobroty v béhu Zivota reziséréinych prarodicu.



VérFte nevérte NE
0:30

DUKLA

REZIE: LINDA JABLONSKA

SCENAR: LINDA JABLONSKA

KAMERA: DAVID CYSAR

ZVUK: VACLAV FLEGL

STRIH: MICHAL HYKA

CESKA REPUBLIKA 2003, 16MM, BAR, 22 MIN

poznamky >

Mediolog, anarchista a umélecka skupina Pode Bal v srdci
medialniho neklidu.

c FAMU

Smetanovo nabfezi 2 | 110 oo Prague 1| Czech Republic
tel: +420221197263

e-mail: cavina@famu.cz | www.famu.cz 303
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Jan’'s Return from his Paris Exile in
Summer 2003

DIRECTOR: KATERINA KRUSOVA
SCREENPLAY: KATERINA KRUSOVA
PHOTOGRAPHY: BRANO PAZITKA

SOUND: PETR KALAB

EDITOR: VACLAV REJHOLEC

CZECH REPUBLIC 2003, 16MM, COL, 31 MIN

A return of the poet Jan Vladislav, and moving of his library
to Prague.

Standing opposite a Palm

DIRECTOR: VLADIMIR VORISEK
SCREENPLAY: VLADIMIR VORISEK
PHOTOGRAPHY: GASPER SNUDERL

SOUND: JURAJ MRAVEC

EDITOR: PETRA RAUSOVA

CZECH REPUBLIC 2003, VIDEO, COL, 14 MIN

A thumb that becomes the site of the Last Judgment in the
end. AdamEva Siktanc

AdamEve Siktanc

DIRECTOR: JANA POCTOVA

SCREENPLAY: JANA POCTOVA
PHOTOGRAPHY: MICHAL CERNY

SOUND: BOJAN BOJIC

EDITOR: MATE] KRATOCHVIL

CZECH REPUBLIC 2003, 16MM, BW, 17 MIN.

A portrait of the poet Karel Siktanc reflected in his poem “Adam
and Eve".

GrannyGranddad (9.-13.5.2003)

DIRECTOR: TEREZA $SIMIKOVA

SCREENPLAY: TEREZA SIMIKOVA
PHOTOGRAPHY: DALIBOR FENCL

SOUND: LENKA MIKULOVA

EDITOR: STANA HOSKOVA

CZECH REPUBLIC 2003, VIDEO, COL, 24 MIN

A great power of goodness in the course of life of the direc-
tor’s grandparents.



Believe It Or Not SUN

0:30

DUKLA

DIRECTOR: LINDA JABLONSKA Hotes -
SCREENPLAY: LINDA JABLONSKA

PHOTOGRAPHY: DAVID CYSAR

SOUND: VACLAV FLEGL

EDITOR: MICHAL HYKA

CZECH REPUBLIC 2003, 16MM, COL, 22 MIN

A media analyst, an anarchist and the art group Pode Bal in
the heart of a media turbulence.

c FAMU

Smetanovo nabfezi 2 | 110 oo Prague 1| Czech Republic
tel: +420221197263

e-mail: cavina@famu.cz | www.famu.cz 305
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— NEBOT KULTURA NENi POZOROVANA JAKO ODLISNA A FILM NEDRZi VEDENIM A SPEKULACI, CAS DOKUMENTU TU JE SPISE SMIRCiIM

RIZENIM MEZI TECHNOLOGIi A KOSMOLOGIi — ZADNY DETAIL NEN{ PRiLIS BEZVYZNAMNY PRO ZAZNAMENANI{, PLATi NAHODNA UNIVER-
ZALNOST DETAILU — PRETRZITOST VIDENi SPOJUJE NEPROZIVANE A NEREALNE S TELEM, DIVAKUV ZAZITEK JE TAK PODILEM NA UMIiRANI
MYTU — ZDANLIVE NEPRAVIDELNE SPOLECENSTVI, FYZIOGNOMIE ZLYCH DUCHU, NEBESKE, ZVIRECi A PODZEMNI BYTOSTI, ROZPTYLENE
SVETLO, ZESNULE DUSE A STROMY, TY VECNE VECI, A ZAVRAT A POHYBY HVEZD, GRAMATIKA VETRU A DEST, KTERY LZE SLABIKOVAT —
NIKOLI EXOTICKA SLUPKA FILMU VECNYCH VYLETNIKU, ALE CESTA DO SRDCE VYPRAVEN{, DOVNITR SEBE —

° BAHENNI LAZNE — Rezie: Pavel Koutecky, Cesk4 republika 2003, 14 min



Basal je nejposvatnéjsim obrfadem domorodého kmenu Palawan. Banar je
slovem kmene pro pravdu. Mezera mezi dvéma slovy je jejich paméti, dé-
dictvim obraz(, chuti i vini. Predci méli ritudly, které dokazaly oddalit dést,
jejich potomci se vraceji s videokamerou, aby zbrzdili erozi tradi¢niho zplsobu
zivota. Kromé hmatatelné paméti je kamera moznosti, jak porozumét mi-
zejicimu svétu. V prabézné kompozici filmu osobné proZit archetyp a pro-
jekci nahlédnout za nezadrzitelné spojovani civilizace s krajinou. V roce
1974, béhem stanného prava, byli lidé kmene vyhnani z jiznich ostrovi a jejich
okoli bylo preménéno na perlové farmy hlidané vojaky. Teprve nedavno
potvrdila vidada dédi¢ny narok kmene na ostrovy a zaroven podpofila jeho
vyzkum. Experimentalni filmaF Auraeus Solito je potomkem plvodnich
domorodych obyvatel, na rodny ostrov se vratil, aby zachytil extatické obrady
vytrzeni i vSedni dny lidi kmene. Jeho film vypréavi baje zemé& a more, myty
svazané s ostrovy, piskovymi lavicemi a kordlovymi stromy, je detailnim zdznamem
obradd, chvalozpévl a pribéhd i katalogem naddob na vodu, vyrezavanych
drev ¢i bambusovych zvonkoher. Ale neni jen obrazem minulosti: vidime
pokradujici rozpad Zivotniho stylu ostrovant, do kterého vstoupili speku-
lanti s piidou a nadnarodni spole¢nosti. Mimoradny etnograficky dokument
také pracuje s digitdlnim otiskem ostrova, se satelitnim navigacnim systé-
mem, s jehoZ pomoci vytvari vladni asociace podrobnou mapu krajiny.
V originalnim spojeni modernich technologii s prostym vypravénim a tan-
cem vznika zvlastni napéti, jakasi dvoji mapa plovoucich mytd, vnitfni a vnéjsi
podoba jednoho spolecenstvi.

Basal Banar — Posvatny PO

ritual pravdy 9130

DUKLA
BASAL BANAR SA DULO NG DAIGDIG
REZIE: KANAKAN BALINTAGOS (AURAEUS SOLITO)
SCENAR: KANAKAN BALINTAGOS (AURAEUS SOLITO)
KAMERA: MATANG ARAW (REGIBEN ROMANA)
ZVUK: MANUNGA (ELLEN RAMOS)
HUDBA: OSTROV A JEHO LIDE
STRIH: KANAKAN BALINTAGOS (AURAEUS SOLITO),
MATANG ARAW (REGIBEN ROMANA)
FILIPINY 2002, 16 MM, BAR, 120 MIN

e I. P. (Indigenous Pelikula)
329-A Sta.Teresita St. Sampalog | Manila
Philippines | tel: (632)7359135

e-mail: kanakanbalintagos@yahoo.com 309
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Basal Banar — Sacred Ritual
of Truth

BASAL BANAR SA DULO NG DAIGDIG
DIRECTOR: KANAKAN BALINTAGOS (AURAEUS SOLITO)
SCREENPLAY: KANAKAN BALINTAGOS (AURAEUS
SOLITO)

PHOTOGRAPHY: MATANG ARAW (REGIBEN ROMANA)
SOUND: MANUNGA (ELLEN RAMOS)

MUSIC: ISLAND AND HIS PEOPLE

EDITOR: KANAKAN BALINTAGOS (AURAEUS SOLITO),
MATANG ARAW (REGIBEN ROMANA)
PHILIPPINES 2002, 16 MM, COL, 120 MIN

° I. P. (Indigenous Pelikula)
329-A Sta.Teresita St. Sampalog | Manila
Philippines | tel: (632)7359135

e-mail: kanakanbalintagos@yahoo.com

Basal is the most sacred ritual of the aboriginal tribe Palawan. Banar is the
tribe’s word for truth. The space between two words is their memory, their
heritage of images, flavors and aromas. The ancestors had rituals that could
drive off rain, their descendants return with a video camera to slow down
the erosion of the traditional way of life. Besides the tangible memories,
the camera is a chance to understand the disappearing world, to experi-
ence the archetype in a continuous composition, and to see beyond the
inevitable bonding of the civilization with the land. In 1974, under the martial
law, the tribe people were forced out of the southern islands around which
pearl farms were then built and guarded by soldiers. Only recently the
government confirmed the tribe’s hereditary title to the islands and also
supported a research. Auraeus Solito, an experimental filmmaker, is a descendant
of the aboriginal people. He returned to the island to capture the ecstatic
rituals as well ordinary days of the tribe. His film tells the legends of the
earth and seas, myths connected with the islands, sand tables and coral
trees. It is a detailed record of rituals, eulogies and stories as well as a
catalogue of water containers, engraved wood pieces and bamboo chi-
mes. But is not a mere record of the past: we see the advancing disintegra-
tion of the islanders’ life style, which has been invaded by property specu-
lators and supranational corporations. This extraordinary ethnographic
documentary also works with a digital imprint of the island, with a global
positioning system that helps a government association to create a detai-
led map of the land. An original combination of modern technologies with
simple stories and dance gives rise to a strange tension, a kind of double
map of flowing myths, internal and external record of a society.



— SINCE CULTURE IS NOT OBSERVED AS DIFFERENT AND THE FILM DOES NOT ATTRACT THROUGH KNOWLEDGE AND SPECULATION; THE TIME
OF THE DOCUMENTARY SERVES MORE AS ARBITRATION BETWEEN TECHNOLOGY AND COSMOLOGY — NO DETAIL IS UNIMPORTANT FOR THE
FILM, AN ACCIDENTAL UNIVERSALITY OF DETAILS IS APPLIED — INTERRUPTION OF VISION CONNECTS THE UN—EXPERIENCED AND UNREAL
WITH THE BODY, THE EXPERIENCE OF THE AUDIENCE CONTRIBUTES TO THE DYING OF THE MYTH — A SEEMINGLY IRREGULAR COMMUNITY,
THE PHYSIOGNOMY OF EVIL GHOSTS; HEAVENLY, ANIMAL AND UNDERGROUND CREATURES, DISPERSED LIGHT, DEAD SOULS AND TREES,

THOSE ETERNAL THINGS, AND DIZZINESS AND MOVEMENTS OF STARS, THE GRAMMAR OF WIND AND RAIN, WHICH CAN BE SPELLED OUT —
NOT THE EXOTIC EFFECT OF FILMS BY VETERAN TRAVELERS, BUT A JOURNEY INTO THE HEART OF THE STORY, A JOURNEY INSIDE ONESELF —

° MARSH SPA - Director: Pavel Koutecky, Czech Republic 2003, 14 min

31



— STENA POUSTE, VABENI VETRU, MORE A KRUH CESTY OHRANICENE JEN KAMENY, KMENY, STEBLY A CO NEJVYSSiM NEBEM (EXIL) -
DOMY, V NICH, UVNITR, PAMET, CO SPALA MNOHO LET, STIN, CO NEMIZi - UTRZKOVITE VZPOMINKY PREVEDENE DO VNITRNiHO MONO-
LOGU, HUDBA STVORENA ZE ZVUKU VIDENYCH | POMYSLNYCH, NAVZAJEM SE PROLINAJICICH, MELODIE Z DUCHA MINULOSTI - KARAN-
TENA A MODEL SERIOVE SMRTI, SMRTI NA MiRU, VYROBENE VE VELKEM PRO VSECHNY, STVORENE K OBRAZU MODERNIHO SVETA (NE-

TECNA PAMET TRAMU) - INTERNACNI TABOR: VTELENI SMRTI DO DOMU -




Halucina¢ni film cesty a dvojiho sestupu do paméti vypravi dva prib&hy,
které se béhem jedné jizdy poustni krajinou z Johannesburgu (Jihoafricka
republika) do Luderitzu (Namibie) vybavuiji Fidi¢i kamionu. Jsou to bolest-
né vzpominky. Prvni pfibéh je nedavnou zkusenosti prerusené lasky. Stéle
se vraci kratky vyjev, jediny natoceny v barvé a zpomaleny, prechazejici
cernosky, ktera vi, Ze je nékym sledovana. Sugesce, Ze muze jit o milostny
vztah, jenz pominul, vyvolavaji texty pisni, které tuto scénu doprovazeji
(Alec Empire, Macy Gray, Robert Schumann). Osobni mikropribéh se ale
spojuje s osudem namibijského naroda Herero. Kdyz na zacatku minulého
stoleti (1904, 1908) povstal proti némeckym kolonizatordim, tisice jeho prislusnikd
zahynuly ve specialné postavenych koncentracnich tdborech nedaleko Luderitzu.
Historie naroda je vyvolavana surovymi ¢ernobilymi zabéry, ¢asty naklo-
nény obraz ukazuje vybydlené domy, viny pisku, strdzni véze a ostnaté draty
(a sen o vinach more). Pasobiva zvukova vrstva experimentélniho doku-
mentu, slozena z praskotu a némeckych a africkych lidovych pisni, dopliu-
je obrazy drevénych barakl a vojenskych budov v ostrovnim tabore, ktery
slouzil jako prototyp némeckych koncentraénich tabord, jako byly Osvé-
tim nebo Treblinka. Snimek az fyzické bolesti paméti, v némz se obrazy
a zvuky, fotografie a promény poustniho filmu spojuji v intenzivni smyslo-
vou a politickou zkuSenost, pripomina na torzu tdbora vé¢nost represivni-
ho systému jako dokonale propracované technologie (slouzici k ovladani
a zastrasovani) svéta organizovaného véznéni, které uz nechce vést k napraveé
ani k proméné ¢lovéka na nastroj vyroby, ale stava se vylucné likvida¢nim.
— (Rezisér Aryan Kaganof odesel v roce 1984 z Jihoafrické republiky do
Holandska, kde publikoval romén Hectisch!, naturalisticky popis Zivota podsvéti
v Kapském Mésté. Snimek Western 4.33, na kterém se podileli pfevazné
holandsti umélci, byl soucasti galerijni instalace Kaganofovych digitalnich
fotografii.)

Western 4.33

WESTERN 4.33

REZIE: ARYAN KAGANOF

SCENAR: ARYAN KAGANOF

KAMERA: WIRO FELIX

ZVUK: JANE SNIJDERS

HUDBA: JANE SNIJDERS

STRIH: C.R. MANDALA

HOLANDSKO 2002, 35MM, CB/BAR, 32 MIN

e Mandala Films

Brouwersgracht 142 D | Amsterdam | Holland
tel: +31206200644 | fax: +31206200644

e-mail: wfelix@worldonline.nl
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Western 4.33

WESTERN 4.33

DIRECTOR: ARYAN KAGANOF

SCREENPLAY: ARYAN KAGANOF
PHOTOGRAPHY: WIRO FELIX

SOUND: JANE SNIJDERS

MUSIC: JANE SNIJDERS

EDITOR: C.R. MANDALA

NETHERLANDS 2002, 35MM, BW/COL, 32 MIN

° Mandala Films

Brouwersgracht 142 D | Amsterdam | Holland
tel: +31206200644 | fax: +31206200644

e-mail: wfelix@worldonline.nl

Hallucinating film about journey and double descent into memory tells two sto-
ries that come to the mind of a truck driver during his drive through the desert
landscape from Johannesburg (South African republic) to Luderitz (Namibia). They
are painful memories. First story is a recent experience of interrupted love. A short
scene, which is the only colorful and slow motioned one of this movie, is repeated
again and again. It's a scene with passing black woman, who knows that somebo-
dy follows her. Suggestion, that it could be a love story, which is already over, is
evoked by lyrics accompanying this scene (Alec Empire, Macy Gray, Robert Schu-
mann). But the personal micro—story connects with the destiny of a Namibian
people Herero. When the Hereros rose against the German colonizers at the beginning
of the last century (1904, 1908), thousands of them died in concentration camps
near Luderitz. Their history is evoked in rough black and white takes and often
inclined frame shows deserted houses, sand dunes, watchtowers and barbwires
(and a dream about sand dunes). Impressive sound layer of this experimental
documentary composed of German and African popular songs completes the pictures
of wooden barracks and military buildings of the Shark Island concentration camp,
which served as a prototype of German concentration camps such as Auschwitz
or Treblinka. This film reveals nearly physical pain of memory and its pictures,
sounds, photographs and changes of desert movie connect into intensive sensual
and political experience. By means of a torso of concentration camp, this movie
reminds of eternity of repressive system in its shape of perfectly worked techno-
logy, which is supposed to help manipulate and terrorize and of universe of orga-
nized imprisonment, which doesn’t seek anymore to improve or change man into
a production tool but which becomes purely exterminating. — (Aryan Kaganof left
South Africa in 1984 for Holland, where he published a novel entitled Hectisch!, a
naturalistic description of the low—life underworld of Cape Town. The movie Western
4.33 on which he worked mainly with Dutch artists was part of the exhibition of his
digital paintings.)



— WALL OF DESERT, CALL OF WIND, SEA AND THE CIRCLE OF ROAD DELIMITED ONLY BY STONES, TRUNKS, STRAW AND THE HIGHEST SKY

POSSIBLE (EXILE) — HOUSES, INSIDE THEM MEMORY WHICH SLEPT FOR MANY YEARS, SHADOW, WHICH DOESN’'T DISAPPEAR — FRAG-
MENTARY MEMORIES TRANSCRIBED INTO INTERNAL MONOLOGUE, MUSIC COMPOSED OF SOUNDS SEEN AND IMAGINED WHICH INTER-
CONNECT, MELODY FROM THE SPIRIT OF THE PAST — QUARANTINE AND THE MODEL OF SERIAL DEATH, TAILOR’S MADE DEATH MADE IN
LARGE QUANTITIES BECAUSE IT'S FOR EVERYBODY AND MADE TO FIT THE MODERN WORLD (INDIFFERENT MEMORY OF BEAMS) — DETEN-
TION CAMP: DEATH EMBODIED IN A HOUSE —
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— VIETNAM — VALKA PRINESLA NOVE, DOSUD NEPOUZIVANE VYRAZY JAKO NAPRIKLAD ,POCET MRTVOL", MEDIA ZVEREJNOVALA PREHLE-

DY ZABITYCH AMERICANU A POROVNAVALA JE SE ZTRATAMI JIHOVIETNAMSKYCH SPOJENCU, ABY SE UKAZALO, ZDA KRVACEJi ROVNO-
MERNE, JEJICH SOUCTY SE POROVNAVALY S POCTEM ZABITYCH BOJOVNIKU VIETCONGU A ZJISTOVAL SE TYDENNi POMER MRTVYCH, TO
BYL ,POCET MRTVOL", KAZDY MRTVY NEPRITEL SE TAK STAL DALSIM BODEM ZVYSUJiCiM CELOTYDENNI SKORE — (TO JE TO, NA CO JSTE

CEKALI — NAJDI A ZNIC — MATE TO MIT / THIS IS WHAT YOU'VE BEEN WAITING FOR — SEARCH AND DESTROY — AND YOU'VE GOT IT,
PORUCIK WILLIAM L. CALLEY) —



(Mysl / se stava / olejnatou kaluZi / roztoku / noci. / Pod olejem / se pari
a zapoli / tmavé stiny. / Novorozenatka / désu / stoupaji na hladinu. /
Don Receveur, veteran vietnamské valky) — 16. brezna 1968 vstoupili frustrovani
muZi z roty Charlie do jihovietnamské vesnice My Lai leZici v silné zamino-
vané oblasti ovladané Vietcongem. V predeslych tydnech bylo mnoho muzd
roty zmrzaceno nebo zabito. Emoce spustily masakr pres sta neozbroje-
nych lidi véetné Zen, déti a starych. Starci byli probodani bajonety, zeny
a déti zezadu zastreleny do hlavy, jedna divka byla znasilnéna a potom za-
bita, muzi po skupinéach postrfileni kulometem. Zpravu o brutalnim ¢inu se
americka verejnost dozvédéla az na konci roku 1969, kdyZ novinar Sey-
mour Hersh publikoval pribéh veterana Rona Ridenhoura. Ten se setkal
s lidmi z roty Charlie, ktefi mu o masakru vypravéli. Jesté predtim ale Ri-
denhour apeloval na Kongres, Bily dim a Pentagon, aby bylo zahéjeno
vySetrovani. Vojenské Setrfeni dokazalo vinu veliciho porucika Calleyho a ten
byl obZalovan z vrazdy (pozdé€ji odsouzen na doZivoti, po tiech letech oviem
propustén). Obzaloba byla vznesena témér dva mésice predtim, nez se
dostal Hershv ¢lanek ke ¢tenardim. A az po ném byl natoéen Strickav film.
Diky nému a predchozi Hershové aktivité se zlomilo verejné minéni. Viet-
namské taZzeni se medialné proménilo ve Spinavou vyhlazovaci valku — Americ¢ané
zacali hledat cestu k pochopeni stavu, ktery vyvolali a kterému prestali rozumét.
— Ve filmu zpovida reportér Richard Hammer pétici viethamskych vetera-
nd. Byvali fadovi vojaci jsou uz zpatky v Americe a snazi se upfimné odpo-
védét na to, kde se v nich vzala potfeba zabijet, jak velké je odvaha k spo-
luGéasti na vrazdé, je—li viibec smrt ve valce vrazdou. Strickdv snimek ziskal
v roce 1970 Oscara za kratky dokumentarni film.

Rozhovory s veterany
z My Lai

INTERVIEWS WITH MY LAl VETERANS

REZIE: JOSEPH STRICK

SCENAR: JOSEPH STRICK

KAMERA: HASKELL WEXLER, RICHARD PEARCE
ZVUK: HOWARD MILKIN

STRIH: SYLVIA SARNER

USA 1970, 35MM, BAR, 22 MIN.

e Contemporary Films, Ltd.
24 South Lawn Road | London | United Kingdom
tel: +442083405715 | fax: +442083481243

e-mail: contemporaryfilms@compuserve.com
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Interviews with My Lai
Veterans

INTERVIEWS WITH MY LAl VETERANS
DIRECTOR: JOSEPH STRICK

SCREENPLAY: JOSEPH STRICK

PHOTOGRAPHY: HASKELL WEXLER, RICHARD PEARCE
SOUND: HOWARD MILKIN

EDITOR: SYLVIA SARNER

USA 1970, 35MM, COL, 22 MIN

° Contemporary Films, Ltd.

24 South Lawn Road | London | United Kingdom

tel: +442083405715 | fax: +442083481243

e-mail: contemporaryfilms@compuserve.com

(A mind / becomes / an oily puddle / of the diluted / night. / The oil hides
/ dark shadows/ mating, wrestling. / The newborn / of the terror/ rise up
to the surface. / Don Receveur, Vietnam war veteran) — on March 16, 1968,
frustrated men of the Charlie Company entered a South Vietnamese vil-
lage My Lai located in a heavily mined area controlled by Vietcong. Many
of them had been killed or maimed in the last few weeks. The emotions
triggered a slaughter of more than hundred civilians, including women,
children and the old. Old men were bayoneted, women and children shot
in their heads from behind, one girl was raped and killed, men in groups
were shot with machines guns. The news about this brutal attack did not
reach the American public until the end of 1969 when the journalist Sey-
mour Hersh published a story of the veteran Ron Ridenhour who met people
from the Charlie Company and was told by them about the massacre. But
Ridenhour appealed to the Congress, White House and Pentagon to launch
investigations even before that. The military investigation proved guilty
the commanding lieutenant Calley who was accused of a murder (and la-
ter condemned to a life imprisonment, but after three years he was rele-
ased). The point is, he had been accused nearly two month before the
Hersh's article was published. The Strick’s film closely followed. And the
opinion of the public changed. The media showed the war in Vietnam as
a dirty extermination, the Americans began seeking the way towards un-
derstanding the situation they had precipitated and now did not know how
to cope with. — In the film, the reporter Richard Hammer interviews five
Vietnam veterans, former common soldiers who are back home and since-
rely try to answer the question where the urge to kill came from, how much
bravery it takes to commit a murder, and whether the death in war should
be regarded a murder after all. In 1970, Strick’s motion picture was awar-
ded an Oscar for a short documentary film.



— VIETNAM — THE WAR BROUGHT ABOUT NEW UNKNOWN TERMS, SUCH AS “NUMBER OF CORPSES”, THE MEDIA PUBLISHED LISTS OF

KILLED AMERICANS COMPARING THEM WITH THE LOSSES OF THE SOUTH VIETNAMESE ALLIES TO SHOW WHETHER THEIR BLEEDING IS
EVEN, THE TOTALS WERE THEN COMPARED WITH THE NUMBER OF KILLED VIETCONG FIGHTERS, A WEEKLY DEAD RATIO WAS PUBLISHED,
THAT WAS THE “NUMBER OF CORPSES"”, EACH DEAD ENEMY BECAME A POINT RAISING THE WEEKLY SCORE — (THIS IS WHAT YOU'VE
BEEN WAITING FOR — SEARCH AND DESTROY — AND YOU'VE GOT IT, LIEUTENANT WILLIAM L. CALLEY) —
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— (JAKA JE PODLE VAS FUNKCE UMENIi? — POZNANI, ODHALENIi TAJEMSTVi ZIVOTA, PROC JSME ZROZENI, PROC JSME TADY?, CO JE LAS-
KA?, NA TO DAVA UMENIi ODPOVED, A POTOM V JOYCEOVE PRVNIi KNIZE PORTRET UMELCE V JINOSSKYCH LETECH RiKA DEDALUS, ZE

ESTETICKY OBRAZ V DRAMATICKE FORME JE SAM ZIVOT OCISTENY A ZNOVU Z LIDSKE OBRAZNOSTI ODRAZENY A UMELEC JAKO BUH
STVORENI ZUSTAVA VE SVEM DILE ZA NiM, VEDLE NEHO NEBO NAD NiM, NEVIDITELNY, LHOSTEJNY, A STRIHA SI NEHTY, JOSEPH STRICK
V ROZHOVORU S MICHALEM PROCHAZKOU, 2003) —



Slovnikové heslo / Strick Joseph (*1923), americky rezisér. Studoval na Kaliforn-
ské univerzité fyziku, po prepadeni Pearl Harboru narukoval k letectvu a stravil tfi
roky jako vale¢ny kameraman. Po demobilizaci pracoval v redakci listu Los Ange-
les Times, pokousel se prosadit jako dokumentarista, béhem volnych vikendd natocil
kratky snimek Plaz sval(. V padesatych letech pracoval v televizi a vSechen volny
¢as vénoval sbéru materialu pro dokumentaristickou studii o no¢nim Zivoté€ més-
ta. Jim spolurezirovany film Divoké oko predstavuje predni dilo hnuti ,novy ame-
ricky film”. Od dokumentarismu se presunul ke stylizovanym p¥ibéhdam, jejichz
literarni predlohy casto byvaly kv(li své slozité vypravééské strukture povazovany
za nezfilmovatelné. Vybiral si navic latky ohrozené cenzurnim zékazem, jako kdy-
by chtél jejich vyznéni jesté umocnit svou vizualizaci. Natodil nihilistické drama
Jeana Geneta z prostiedi nevéstince Balkon. V Irsku — vyluéné v dublinskych ex-
teriérech — zfilmoval slavny roméan Jamese Joycea Odysseus. Film stejné jako kdysi
kniha vyvolal ostré kontroverze. (Strick ma Joyce, ktery spolupracoval s Ejzenstej-
nem a v Dublinu zalozil Volta Cinema, za velkého filmového spisovatele.) Adapta-
ci roméanu Lawrence Durrella Justina po ném prevzal G. Cukor. Poté Strick dokon-
¢il prepis romanu Henry Millera Obratnik Raka (sadm spisovatel si zahral epizodni
roli) i adaptaci dalSiho Joyceova romanu Portrét umélce v jinosskych letech. Néa-
vratem k dokumentaristickym pocatkdim byl destivy pribéh cesty jedné prostitutky
Road Movie. Ziskal Oscara za kratky dokument Rozhovory s veterany z My Lai,
aktivni filmarskou kariéru ukoncil snimkem Kriminalnici.

Muscle Beach / Strick spolu s Irvingem Lernerem natocili sv{j prvni film na filmo-
vou pétatricitku zarmadnich zasob. Sportovni pohyb svleéenych tél na plazi, matérii
zdanlivé bezbarvou, dokazali proménit v bohaty roj dojmu a obrazd. Pozndmka:
filmar Irving Lerner, autor kratkych dokumentt, vyukovych filmd a sociologickych
studii, pozdé&;jsi $éf Institutu naucnych filmd newyorské univerzity, produkoval za
valky filmy pro Utad pro vojenské informace. Mezi nimi byly i filmy Library of Congress
a Toscanini: Hymns of the Nations — na stfihu druhého filmu se podilel i jako
stfihag, rezii obou pak vedl Alexander Hammid!

Muscle Beach

MUSCLE BEACH
REZIE: IRVING LERNER , JOSEPH STRICK
KAMERA: JOSEPH STRICK

STRIH: IRVING LERNER

USA 1948, 35MM, CB, 10 MIN

e Contemporary Films, Ltd.
24 South Lawn Road | London | United Kingdom
tel: +442083405715 | fax: +442083481243

e-mail: contemporaryfilms@compuserve.com
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Muscle Beach

MUSCLE BEACH

DIRECTOR: IRVING LERNER , JOSEPH STRICK
PHOTOGRAPHY: JOSEPH STRICK

EDITOR: IRVING LERNER

USA 1948, 35MM, BW, 10 MIN

° Contemporary Films, Ltd.
24 South Lawn Road | London | United Kingdom

tel: +442083405715 | fax: +442083481243

e-mail: contemporaryfilms@compuserve.com

A dictionary entry/ Strick Joseph (*1923), an American director. He studied physics at
University of California, after the attack on Pearl Harbour joined the air forces and
spent three years being a war cameraman. After the demobilisation he worked for the
Los Angeles Times, tried to get on as a documentary filmmaker, and during the week-
ends made a short picture called Muscle Beach. He worked in the television during the
fifties, and spent all his free time by collecting material for a documentary study about
the city's nightlife. He co—directed a film called The Savage Eye - one of the major
works of “the new American film”. After documentary films he started making stylised
stories based on literary works that were often characterised as impossible to be made
into a movie due to their complicated narrative structure. Besides, he usually chose
topics balancing on the verge of a censorship ban, as though he wished to make them
even more rebellious through his visualisation. He filmed Jean Genet's The Balcony a
nihilistic drama taking place in a brothel. In Ireland, entirely in Dublin exteriors, he
filmed the famous novel by James Joyce Ulysses, the film was received very controver-
sially, as well as the book had been before. Strick considers Joyce, who co—operated
with Eisenstein and founded Volta Cinema in Dublin, a great film writer. G. Cukor has
taken over his adaptation of Lawrence Durrell’s Justina. He finished the film version of
Henry Miller's The Tropic of Cancer (the author himself played an episode role) as well
as an adaptation of another Joyce's novel The Portrait of an Artist As a Young Man. A
rainy story of a prostitute’s journey Road Movie was his return to documentary film.
He was awarded an Oscar for a short documentary Interviews with My Lai Veterans.
He ended his active filmmaking carrier with a picture called Criminals.

Muscle Beach / Strick together with Irving Lerner made their first film with a 35mm
cine—camera from the military stock. They managed to make a rich twirl of impressi-
ons and images out of the athletic motion of muscular bodies on a beach, a seemingly
shallow material. Note: a filmmaker Irving Lerner, the author of short documentaries,
educational films and sociology studies, later the head of the educational film institute
of New York university, produced films for the Military Information Office during the
war, such as Library of Congress or Toscanini: Hymns of the Nations, he was also an
editor of the latter, both these films were directed by Alexander Hammid!



— (WHAT DO YOU THINK IS A ROLE OF ART? — KNOWLEDGE, REVEALING THE SECRETS OF LIFE, WHY ARE WE BORN, WHY ARE WE HERE?,

WHAT IS LOVE?, ART HAS ANSWERS TO ALL OF THESE, AND THEN IN THE JOYCE'S FIRST BOOK PORTRAIT OF AN ARTIST AS A YOUNG MAN
DEDALUS SAYS THAT AN AESTHETIC IMAGE IN A DRAMATIC FORM IS THE LIFE ITSELF PURGED AND AGAIN REFLECTED FROM THE HUMAN
IMAGERY, AND THE ARTIST AS A GOD OF CREATION IS HIDDEN IN HIS WORK BEHIND IT, NEXT TO IT OR HOVERS OVER IT, INVISIBLE,
INDIFFERENT, AND CUTTING HIS NAILS, JOSEPH STRICK TALKING TO MICHAL PROCHAZKA, 2003) —
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— HOUBA, KTERA CHCE NASAT MESTO NARAZ - NEONY OPISUJi SLOVA, TEXT OBLEVA TELA, MOHL BY TO BYT CAS VYLETU, KDYBY TO
NEBYL ZIVOT - PRAVE V NEONECH SE SLABIKUJE NEPEVNOST MESTA, JIMI SE MENi A VZDALUJE, TAK JAKO FILM ODKRYVA A ZASTIiRA

ZAROVEN — KOMENTAR: TEPRVE POJMENOVANIM SE VYTVAR|I SKUTECNOST TOHO, CO BY MOHLO BYT OBRAZEM - NOC MESTA JE NEUPL-

NA TiM, ZE JE VIDET, TAKOVA SE OTEVIRA A STALE PRIJIMA SVE HOSTY, KTERYM TICHO SERVIRUJE JAKO HLUK A USTANi JAKO POHYB, JE
TO NEPRESTAVAJICi A NEPRETRZITA HRA TETO NOCI —



(Nebe bylo citit doutniky a rakvemi. Bylo mi tisic let.) V padesatych letech
pracoval Strick v televizi a vénoval pétileté asili tomu, aby mohl ve svém
volném case natocit ve spolupraci s Benem Maddowem a Sidneym Meyer-
sem film Divoké oko. Volba realistického namétu o rozvedené Zené, ktera
se snazi zacit novy Zivot v Los Angeles, spolu s kombinaci hraného filmu a
dokumentaristického pristupu predstavovaly v kontextu americké kinema-
tografie padesatych let revolu¢ni ¢in. Film je zpravou o idealismu (americ-
ky nezavisly film). Spojuje asketickou prisnost dokumentarnifotografie s intenzivni
smyslnosti, potfebou opravdovosti a zaroven i analytickym intelektem, ktery
za kazdou zdanlivou pravdou rychle demaskuje iluzi (dé€j je poznavan pre-
véazné skrze Uvahovy komentar). Mlada zZena prochazi méstem, film ji sle-
duje, ale ona se zaroven filmem diva — snimek je sestupem do Utrob més-
ta, impresi ulic, skladistém tisicl tvari a odloZzenych gest. Nakupené detaily
Ameriky se na samém sklonku ¢ernobilého desetileti spojuji s dodnes su-
gestivnimi vyjevy prelévajicimi se v asociativnim proudu. Kromé nékolika
profesionald ucinkuji ve filmu predevsim neherci a i diky nim dokumenta-
ristickd akce s takovou lehkosti splyva se stylizovanymi a hranymi momen-
ty (patrani po stylu: underground, cinema verite). Film se motivem cesty
rozléva do $ife, zadrhava se v naladovych vsuvkach, pozornost autord se
stale vic presouva z postavy hrdinky na pulsujici krajinomalbu americké
soucasnosti. Pomijiva pritomnost lidského Zivota je konfrontovana s vse
prostupujici pritomnosti Zivlu velkomésta — nezivé véci maji stejnou dule-
zitost jako pohybujici se télo. Je to bujici vegetace mésta, v jehoz rytmu se
misi ndlada zmaru a bezvychodnosti existencialni cesty, jista dusivost ne-
teéné megapole s jeji tchvatnou scenérii, s leskem neont a lehkym kou-
fem barud. Nezretelna hranice mezi sevienim zdmi a otevi‘enym prostorem
nemohla byt plsobivéjsi.

Divoké oko PO
10:00
DKO
THE SAVAGE EYE ANGL.
REZIE: BEN MADDOW, SIDNEY MEYERS, VERZE
JOSEPH STRICK

SCENAR: BEN MADDOW, SIDNEY MEYERS,
JOSEPH STRICK

KAMERA: HASKELL WEXLER, JACK C. COUFFER,
HELEN LEVITT, ALAIN DEROBE

HUDBA: LEONARD ROSENMAN

STRIH: SYLVIA SARNER

USA 1959, 35MM, CB, 67 MIN

e Nérodn{ Filmovy Archiv
Malesicka 12 | 130 oo Prague 3 | Czech Republic
tel: +420271770500 | fax: +420271770501

e-mail: nfa@nfa.cz 325
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The Savage Eye

THE SAVAGE EYE

DIRECTOR: BEN MADDOW, SIDNEY MEYERS,
JOSEPH STRICK

SCREENPLAY: BEN MADDOW, SIDNEY MEYERS,
JOSEPH STRICK

PHOTOGRAPHY: HASKELL WEXLER, JACK

C. COUFFER, HELEN LEVITT, ALAIN DEROBE
MUSIC: LEONARD ROSENMAN

EDITOR: SYLVIA SARNER

USA 1959, 35MM, BW, 67 MIN

°NFA

Male$icka 12 | 130 oo Prague 3 | Czech Republic
tel: +420271770500 | fax: +420271770501

e-mail: nfa@nfa.cz

(The sky smelled like cigars and coffins. | was thousand years old.) In 1950s,
Strick worked in TV and took five years to shoot in his free time together
with Ben Maddow and Sidney Meyers The Savage Eye, a realistic story
about a divorced woman who moves to Los Angeles to start there her new
life combined in a mixture of feature film and documentary represented in
the context of American cinematography of the 1950s a revolutionary act.
This movie is a report about idealism (American independent cinema) and
connects the ascetic strictness of photography with intensive sensuality,
with need of authenticity and analytic intellect, which quickly unmasks il-
lusions hiding behind any apparent truth. The story is revealed mostly by
means of reflective commentary. Young woman walks around the city and
camera follows her but she also looks through it: the movie is a descent
into city’s entrails, a series of street impressions, a stock house of thou-
sands of faces and put—off gestures. Details of America piled at the very
end of the black and white decade merge with emotional pictures coming
and going in a stream of associations. Except few professional actors, the-
re are only amateurs starring and thanks to them, the documentary—like
action blends easily with stylized and acted moments (searching for style:
underground movie, cinema verité). The movie spreads to the width and
stops in moody insertions enabled to do so thanks to the motive of jour-
ney; directors’ focus gradually shifts more and more from the heroine towards
the pulsing landscape of American contemporaneousness. The passing presence
of human life is confronted with all—pervasive presence of city and lifeless
things are of same importance as moving bodies. Feelings of frustration
and of inconclusiveness of the existential path; suffocating indifferent megalopolis
and its amazing scenery; neon lights and bars’ light smoke - all this blends
in the rhythm of the city’s fast growing vegetation; the nearly impercepti-
ble border between close and open space couldn’t be more impressive.



— A SPONGE THAT WANTS TO ABSORB THE CITY AT ONCE — NEON LIGHTS RECOPYING WORDS, TEXT ENVELOPING BODIES; IT COULD BE

A TRIP TIME IF IT WASN'T LIFE — THE CITY'S INSTABILITY IS SPELLED IN THE NEON LIGHTS, IT CHANGES THROUGH THEM AND IT GOES
AS THE MOVIE UNCOVERS AND COVERS THINGS AT THE SAME TIME — COMMENTARY: THE REALITY OF WHAT COULD BE A PICTURE IS
CREATED ONLY WHEN NAMED — CITY'S NIGHT IS INCOMPLETE BECAUSE IT CAN BE SEEN, IT OPENS AND ACCEPTS VISITORS AND OFFERS
THEM SILENCE AS IF IT WAS NOISE AND STEADINESS AS MOVEMENT; IT’S AN INCESSANT AND CONTINUOUS GAME OF THIS NIGHT —
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— (VZDY, KDYZ MAM POPSAT SVU] VZTAH K TE KRAJINE, PRIPOMINAM DVE DULEZITE VECI, JEDNAK JISTOU OSOBNi SVOBODU LIDI, KTE-

RA JE JIZ ZNAT, NA DRUHE STRANE OVSEM NEPREDSTAVITELNOU ZCHATRALOST, KTEROU NEDOKAZI FILMEM VUBEC POSTIHNOUT, SPOLE-

CENSKY ZIVOT SE UPLNE ROZPADL, VSE JE V DEZOLATNIM STAVU, CLOVEK SE ZDRAHA UVERIT, ZE JE TO TAK BLiZKO: SAFOV LEZI JEN
HODINU CESTY OD VIDNE, ULRICH SEIDL, 1992) —



Par kilometr(i mezi dvéma vesnicemi. Cesko—rakouska hranice oddéluje od-
lisné svéty. Zdalo by se, Ze nic si neni tak vzdalené jako Zivot na obou stranach
hranice — blahobyt pocestného kapitalismu a chudoba poziistatkd po (sur)redlném
socialismu. Zdélo by se, Ze si nemohou byt bliz dva osaméli lidé. Seidl je sty-
listou extrém0 — jeho Rakousko jsou reklamni letaky, asfaltované cesty a ru-
Jové pokoji¢ky, jim vidéné Cesko(Slovensko) je popsano $pinou, degenero-
vanymi obli¢eji, Cesi zabijeji zvitata. Destém zatazena $eda krajina ramuje zimni
cestu rakouského vdovce do cizi zemé€ za Zenou, kterou si pies hranice vyhlé-
dl dalekohledem. Ale neporozuméni, historické preruseni a mezera po zelez-
né oponé proménuji sny o Stésti a ki'ehky vztah dvou starsich lidi v univerzaini
pribéh osamélosti a nenaplnéné touhy vetkavany do melancholickych obraz
mnohotvarnych ztrat (domova, mladi, lasky). Prevlada ,bezvychodna vychodni”
apatie, vSechny prihledy skrz hostince, dvory a obyvaci pokoje. VSechny portréty
vymluvnych tvari ze zoo za plotem (jihomoravska ves) zahustuji mozaiku deprimujici
vSednosti, kterd nakonec poznamenava i leskly obraz rezisérovy zemé. Kon-
trapunkt sklada rezisér v prostém strihu rakouskych a ¢eskych vyjeva. Proti
sobé (a chvili vedle sebe) stoji bizarni hrdina, ktery se vydal do Cech, protoze
mu dochézeji zdsoby v ledniéce a potrebuje sluzku, a zestarla zena (némecké
narodnosti, kterou po valce nevyhnali), Zijici v domé bez tekouci vody. Svor-
nikem svétll je nadpozemsky hlas Karla Gotta, Zvonky $tésti zni ¢esky i né-
mecky. Stav trapnych nedorozuméni nedéava prostor k pochopeni, je predur-
¢en vnéjSim pohledem, efektem ilustrace, teorémou stale rozdélené Evropy.
Rakusan podava zpravu o Cechach na za&atku devadesatych let. Jeho klinicky
film nenese zadné stopy po energii, kterou pro sousedni zemi mohl byt zaca-
tek demokracie. Jenom absurdita a nekone¢na Gnava koloruji Seidlovo uni-
katni svédectvi o zdanlivém konci malych stfedoevropskych déjin. Seidldv po-
liticky (tedy lyricky) film, znovu nahota, kterou nelze sviéknout.

Se ztratami se pocita

MIT VERLUST IST ZU RECHNEN
REZIE: ULRICH SEIDL

SCENAR: ULRICH SEIDL, MICHAEL GLAWOGGER
KAMERA: PETER ZEITLINGER, MICHAEL GLAWOGGER
STRIH: CHRISTOF SCHERTENLEIB

RAKOUSKO 1992, 35MM, BAR, 118 MIN

e Lotus-Film GmbH

Johnstrasse 83 | Vienna | A-1150 | Austria
tel: +4317863387 | fax: +431786338711

e-mail: m.lendl@lotus-film.co.at | www.lotus-film.com
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Losses to Be Expected

MIT VERLUST IST ZU RECHNEN

DIRECTOR: ULRICH SEIDL

SCREENPLAY: ULRICH SEIDL, MICHAEL
GLAWOGGER

PHOTOGRAPHY: PETER ZEITLINGER, MICHAEL
GLAWOGGE

EDITOR: CHRISTOF SCHERTENLEIB

AUSTRIA 1992, 35MM, COL, 118 MIN

° Lotus-Film GmbH

Johnstrasse 83 | Vienna | A-1150 | Austria
tel: +4317863387 | fax: +431786338711

e-mail: m.lendl@lotus-film.co.at | www.lotus-film.com

A few kilometres between two villages. Czech and Austrian borderline separates two
different worlds, it could seem that there is nothing as remote as the life on either side
of the line, the well—-being of the honourable capitalism and the poverty of the remains
of the (sur)real socialism. It seems that nothing could be closer than two lonely peo-
ple. Seidl is a stylist of extremes. His Austria is described by advertisement flysheets,
asphalt roads, and little pink rooms. His Czecho(Slovakia) is covered in dirt and dege-
nerated faces, Czech people killing animals. The grey rain curtain is framing a winter
journey of an Austrian widower to meet a woman he had chosen when looking over
the border with his binoculars. But a lack of understanding, historical interruption and
a gap still remaining there after the iron curtain change the dreams about happiness
and a fragile relationship of two elderly people into a universal story of loneliness and
unfulfilled desire woven into melancholic images of manifold loss (of home, youth,
love). The “hopeless eastern” apathy prevails, each outlook through pubs, courtyards
and living rooms, each animal portrait from behind the fence (South Bohemian vil-
lage) complete the mosaic of depressing everydayness that, at the end, scars forever
even the shiny picture of the director’s country. The director composes his counterpo-
int using simple cuts of Austrian and Czech scenes, facing each other (and beside each
other for a while) there is a bizarre hero who came to the Czech Republic, because his
fridge is running out of stock and he needs a housemaid and an elderly woman (of
German nationality who, however, was not expelled after the war) living in a house
where there is not running water. The two worlds are linked by a heavenly voice of
Karel Gott, the bells of happiness are ringing both in Czech and in German. Embarras-
sing misunderstandings leave no space for sympathy. It is predestined by the external
view, illustration effect, and the theorem of ever—divided Europe. The Austrian gives
a report about the Czech Republic of the beginning of nineties, his clinical picture
shows no signs of energy that could have been brought to the neighbouring country
by the newly born democracy. Seidl’s unique testimony of a would—be end of one tiny
Central European history builds on absurdity and eternal fatigue. His political (that is
lyrical) film, the irremovable nakedness again.



— (ALWAYS, WHEN | WANT TO DESCRIBE MY FEELINGS TOWARDS THIS LAND, | REMIND MYSELF OF TWO IMPORTANT THINGS, FIRSTLY IT

IS A CERTAIN PERSONAL FREEDOM OF THOSE PEOPLE, WHICH ALREADY SHOWS, AND ON THE OTHER HAND HOWEVER IT IS THE DECAY |
FIND IMPOSSIBLE TO GRASP BY FILM, THERE IS NO SOCIAL LIFE, EVERYTHING IS DESOLATED, ONE CAN HARDLY BELIEVE THAT IT IS SO
NEAR: SAFOV IS JUST AN HOUR'S DRIVE FROM VIENNA, ULRICH SEIDL, 1992) —
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— VE FETISISTICKEM VZTAHU JSME VNE SEBE, STAVAME SE VECi, KTERA REPREZENTUJE VEC, UVEDENI DO INTIMITY NEZIVE VECI, A STALE
PRI PLNEM VEDOMI, PODLEHAME EXTAZI Z TOHO, JAK JE S VECI—NAMI NAKLADANO, PROZIVAME UVNITR A ZAROVEN NA SEBE NAHLIZIME
ZVNEJSKU, DAVAME SE ABSOLUTNE VIDET, A PRITOM JSME DOKONALE SKRYTI - NEJISTOTA: K CEMU SE JESTE MUZE OBRAZ PRIBLIZIT,

ABY JEJ UNESLY NASE OCI, CO MUZE REPREZENTOVAT A VLASTNIT, KTERE DiLY TELA Z NAS MUZE VIDENI VYJMOUT A PREDESTRIT, ABY-
CHOM SE DOKAZALI PREZIT - MOZNA, ZE HRANICI TOHO, CO JE UNOSNE, VYMEZUJE VULE K ZIVOTU, ZHROUTI—LI SE, ZTRATI SE BEZPE-
Ci STALYCH FOREM A DELITELNEHO PROSTORU TELA A DUSE, DUSE SE STANE PRiZRAKEM VECI TELA, JEHO BEZMOCNYM FETISEM, KTERA

PODLEHA JEHO NASILi A CHCE SE UZ JEN OSVOBODIT OD JEHO SCHOPNOSTI HYNOUT, NEKDY MODLITBOU, JINDY VYKALY, OBOJi JE
VYZVOU KONECNOSTI K PROMENE V Ni —



Indusium. Ostéra je blanity vyrastek kryjici u nékterych kapradin skupinky
vytrusnic. Pro Hoolbooma je také nejvnitfnéjsim obalem plodu, zadvojem znaku
pocatku. Kratky snimek nas zavadi na tfi mista: na predstaveni ohnostroje
ve Vancouveru, do ocelarny v Reginé€ a do kostela v New Yorku. Jestlize kostel
(ndbozZenska vira) a tovarna (technologie socialnich ideji) tkvi svym posel-
stvim hluboko v minulosti, tak prosté svételné skvrny ohné nabizeji zcela
jinou nadéji. / Domem bolesti objevil kanadsky rezisér svych 120 dnti Sodo-
my. Po trech letech se Hoolboom vrétil k jiz dokonéenému filmu, aby jej
jesté jednou promyslel a prepracoval (bylo pfrili§ bolesti v domé bolesti...).
V nové verzi se snimek (Zanrové ramovany psycho—hororem a kritikou pfi-
rovnavany k uméleckym ranam Genetovym nebo Pasoliniho) sklada ze ¢tyr
¢asti, které jsou jak chvalou, tak vzpourou, synteticky ochromujicim prazku-
mem vsech zdkouti domu bolesti, v némz prebyvame - avantgardni anato-
mii lidského téla. Zahyby hnusu a slasti vyZzaduji velmi tolerantniho divéaka,
hypnoticky film beze slov jde na samu hranici toho, co je prijatelné. Je to
dalsi z filma, v némz etiku skryva kidze Zivocisného, pudového a smrtelného
téla, této nadoby vykall, modi, potu a semene. Homosexualita, sadomaso-
chistické sexualni praktiky, ¢tvrta a finalni ¢ast filmu ,shiteater” (hovnozrout),
ktera definitivné prorazila ochranné pasmo toho, co je povazovano za spo-
le¢ensky Gnosné. Jako by rezisér, s casovanou bombou smrtelného viru v téle
(kéd nasi smrti), chtél ukazat (film mici, jenom ukazuje) vSechny temné a Spinavé
véci, s nimiz zapasi jeho télo, tu tihu zlaz. VSechno by to bylo malo, kdyby
Hoolboomav ¢ernobily sen nepovznasela podivna néha, ktera vyvazuje re-
zisérovu fetiSistickou posedlost dat filmu to, co mu nikdy nepatfilo — film je
jen malokdy zamyslen jako posledni pohyb. Dlouha litanie hiichu zatlacuje
divdka do defenzivy, chce utéct z kina, nékteré véci jednoduse nechceme
vidét, vime o nich, ale sml¢eni ndm dovoluje prezit (anebo se nas netykaiji,
jesté nejsme na odvracené strané zrcadla). | z tohoto dlivodu povazujeme
za dilezité upozornit divaky na extrémni povahu uvadéného snimku.

Indusium | Dum bolesti

INDUSIUM | HOUSE OF PAIN

REZIE: MIKE HOOLBOOM

SCENAR: MIKE HOOLBOOM

HUDBA: EARLE PEACH

STRIH: MIKE HOOLBOOM

KANADA 1992, 16MM, 10 MIN | KANADA 1995-98,
16MM, CB, 50 MIN

e Mike Hoolboom

521-680 Queen’'s Quay West | Toronto | Ontario
Canada MsV 2Yg | tel: 4162602185

e-mail: fringe@interlog.com
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Indusium | House of Pain

INDUSIUM | HOUSE OF PAIN

DIRECTOR: MIKE HOOLBOOM

SCREENPLAY: MIKE HOOLBOOM

MUSIC: EARLE PEACH

EDITOR: MIKE HOOLBOOM

CANADA 1992, 16MM, 10 MIN | CANADA 1995-98,
16MM, BW, 50 MIN

° Mike Hoolboom

521-680 Queen’'s Quay West | Toronto | Ontario
Canada M5V 2Yg | tel: 4162602185

e-mail: fringe@interlog.com

Indusium. Indusium is a membraneous sprout covering groups of sporangia at certain
ferns. For Hoolboom it is also the innermost cover of the fetus, the veil of the sign of
inception. The short picture leads us to three places: to a performance of fireworks in
Vancouver, to a steelmaking plant in Regina, and to a church in New York. If the church
(religious faith) and the plant (technology of social ideas) lie in their tidings deep in
the past, then the simple patches of light of the fire offer quite different hope. / Throu-
gh the House of Pain the Canadian director discovered his 120 days of Sodoma. After
three years Hoolboom returned to his already finished film in order to think about it
once more and redo it (there was too much pain in the house of pain...). In the new
version, the picture, which is framed by psycho—horror in genre and by the critics
compared with the artistic hits of Genet of Pasolini, consists of four parts which are
both a praise and a revolt, a syntetically paralysing survey of all the nooks of the house
of pain in which we are staying, an avantgard anatomy of a human body. The twirls of
abomination and bliss require a very tolerant viewer, the hypnotical film without words
goes to the very border of what is acceptable, it is another of the films in which ethics
is covered by the skin of the sensuous, instinctive, and mortal body, this vessel of ex-
crements, urine, sweat, and semen. Homosexuality, sado—masochistic sexual practi-
ces, the fourth and final part of the film “shiteater”, which definitively broke the protec-
ted zone of what is considered socially unjustifiable. As if the director with the time—bomb
of the lethal virus in the body (the code of our death) wanted to show (the film stands
mute, it only shows) all the dark and dirty things with which his body struggles, the
weight of the glands. All this would not be enough if Hoolboom's black and white world
was not being uplifted by the strange tenderness which balances out the director’s
fetishist obsession to give the film something that had never appertained to it - a film
is hardly ever intended to be the last movement. The long rogation of sin pushes the
viewer into the defensive, s/he wants to run away from the cinema, for we simply do
not want to see certain things; we know about them but being silent about them allows
us to survive (or they do not concern us, we are not on the reverse side of the mirror
yet). Even for this reason we consider it important to draw the viewer's attention to the
extreme nature of the featured picture.
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— IN THE FETISHIST RELATIONSHIP WE ARE INSIDE OURSELVES, WE BECOME A THING WHICH REPRESENTS A THING, LED INTO THE INTI-
MACY OF AN UNLIVING THING, AND ALL THE TIME DURING FULL CONSCIOUSNESS, WE SUCCUMB TO THE EXTASY OF HOW THE THING—
US—IS BEING DEALT WITH, WE EXPERIENCE INSIDE AND SIMULTANEOUSLY WE LOOK AT OURSELVES FROM THE OUTSIDE, WE GIVE OUR-
SELVES TO BE SEEN ABSOLUTELY AND AT THE SAME TIME WE ARE PERFECTLY HIDDEN - UNCERTAINTY: TO WHAT ELSE CAN THE PICTURE
GET EVEN CLOSER SO THAT OUR EYES COULD BEAR IT, WHAT CAN REPRESENT AND OWN, WHICH PARTS OF THE BODY CAN THE VISION
TAKE OUT FROM US AND PRESENT THEM IN ORDER FOR US TO BE ABLE TO SURVIVE OURSELVES - MAYBE THE BORDERLINE OF WHAT IS
BEARABLE IS DEFINED BY THE WILL FOR LIFE, IF IT COLLAPSES, THE SAFETY OF THE CONSTANT FORMS AND THE DIVISIBLE SPACE OF THE
BODY AND SOUL IS LOST, THE SOUL BECOMES THE PHANTOM OF THE THING OF THE BODY, ITS HELPLESS FETISH, WHICH SUCCUMBS TO
ITS VIOLENCE AND WANTS JUST TO FREE ITSELF FROM ITS ABILITY TO PERISH, SOMETIMES THROUGH A PRAYER, OTHER TIMES THROUGH
EXCREMENTS, BOTH IS AN APPEAL TO THE FINALITY TO A METAMORPHOSIS WITHIN IT —
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Cesky sen

DILNA VITA KLUSAKA A FILIPA REMUNDY
CESKY SEN

REZIE: VIT KLUSAK, FILIP REMUNDA
SCENAR: VIT KLUSAK, FILIP REMUNDA
KAMERA: ViT KLUSAK, FILIP REMUNDA
ZVUK: MICHAL GABOR, DAVID HYSEK
STRIH: ZDENEK MAREK

CESKA REPUBLIKA 2003

° FAMU

Smetanovo nab¥ezi 2 | 110 oo Prague 1
Czech Republic | tel: +420221197263

e-mail: cavina@famu.cz | www.famu.cz

WWW.CESKYSEN.CZ V sobotu 31. kvétna dovazely autobusy zdkazniky nového
hypermarketu Cesky sen. Po p¥ijezdu k vystavisti do Lethian je na chvili
prepadla radost z barevné haly na obzoru. Manazefi slavnostné prestrihli
pasku a lidé vybéhli k vysnénému cili. Louka je ale dovedla jen k natazené
plachté — za obfi duhovou sténou pokracovala zas jen louka. Nechapavé
pohledy vystridal smich i kiik, nékteri nadavali, jini rezignovali, dalsi se
vydali dal hledat obchod, do lesa, do blizkého hangaru. Na otevreni se
sjely stovky lidi (touzicich levné nakoupit napriklad televizi za pét set nebo
kilo kufecich rizkd za dvaapadesat korun). Misto toho se od organizéatord
dozvédéli, ze smyslem akce je natocit celovecerni dokumentarni film, kte-
ry zaznamenava vznik, prabéh a dopady reklamni kampané na obcéany. Otevieni
neexistujiciho obchodu se tak stalo jednou z akci, jimiz reziséri snimku
sleduji, jakymi prostfedky masova reklama pracuje, jak plsobi na lidi a do
jaké miry ovliviuje jejich Zivoty a rozhodovéani. Obrovské nakupni stredis-
ko jako symbol nastupu nového zpdsobu uzivani trhu vybrali autofi proto,
e se hypermarkety v Cesku ujaly nejvice ze véech postkomunistickych zemi.
Studenti FAMU, Vit Kluséak a Filip Remunda, zadali profesionalni reklamni
agenture projekt kampané na hypermarket, ktery nikdy nebude. Na praz-
skych cityboardech se objevily plakaty, v televizi Soty a v radiich pisen propagujici
laciny velkoobchod Cesky sen. Pak nasledovala v Gvodu popsana akce dokonané
mystifikace. Poté se strhl spor, v némz maji reziséri zastance i radikalni
odpdrce. Do medialni hry vstoupilii politici. Pfredevsim reprezentanti pragmatické
pravice se nahle postavili na stranu chudych a ponizenych. Servitky si nebrali
ani stoupenci akce, alespon se podle nich ukéazalo, zZe ¢esky narod obsahu-
je nemalé procento obcant skute¢né chudych duchem. Souboj na stran-
kach novin tak zaroven vstoupil do Siroké Feky zamysleného filmu, kazdy



text se stava dilem mozaiky zakladniho tématu. ODS se ovsem
vedle ostré kritiky zamysleného filmu podafilo naplnit jeho
poselstvi mirou nejvrchovatéjsi: ve svém podzimnim stranic-
kém bulletinu strana uverejnila parafrazi reklamnich materi-
ala akce, kdy napodobenina letaku nabizi hlavy vladnich politikd,
a predseda strany dokonce zacal jejiho ndzvu uzivat jako metafory.
Cesky sen reklamnim vytahem vyjel do politiky, stal se sou-
¢asti stranického boje. Prihodilo se to, s ¢im autofi nemohli
poditat ani v nejrizovéjsich snech o pointé a smyslu svého
filmu.
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Czech Dream

WORKSHOP VIT KLUSAK AND FILIP REMUNDA
CESKY SEN

DIRECTOR: VIT KLUSAK, FILIP REMUNDA
SCREENPLAY: VIT KLUSAK, FILIP REMUNDA
PHOTOGRAPHY: VIT KLUSAK, FILIP REMUNDA
SOUND: MICHAL GABOR, DAVID HYSEK
EDITOR: ZDENEK MAREK

CZECH REPUBLIC 2003

° FAMU

Smetanovo nabfezi 2 | 110 oo Prague 1
Czech Republic | tel: +420221197263

e-mail: cavina@famu.cz | www.famu.cz

WWW.CESKYSEN.CZ On Saturday, May 31%, buses were bringing custo-
mers to the new hypermarket Czech Dream. After arriving at the exhibiti-
on grounds in Letnany they were for a while joyful when seeing the colour-
ful hall on the horizon. The managers solemnly cut the tape and the people
rushed out to the dreamt—of place. The meadow led them only to a stre-
tched canvas though — beyond the huge rainbow wall continued just the
meadow again. The baffled looks were replaced by laughter as well as by
shouting, some were swearing, others were resigned, yet others set off to
look for the store further, in the wood, in the nearby hangar. Hundreds of
people longing to buy things cheaply, for instance a television for five hundred
or a kilo of chicken cutlets for fifty—two crowns, gathered at the opening.
Instead of that they learned from the organizers that the purpose of the
project is to shoot a documentary feature—length film which records the
origin, development and impact of an advertising campaign on people.
Opening of a non—existing shop thus became one of the projects through
which they study with which means the mass advertising works, how it
affects people and to which degree it influences their lives and decision—
making. The authors picked the huge shopping center as a symbol of the
start of a new way of using the market because it was in the Czech Repub-
lic where the hypermarkets took the biggest hold out of the post—commu-
nist countries. The FAMU students, Vit Klusék a Filip Remunda, placed a
project of a campaign of a never—to—be hypermarket with a professional
advertising agency. Placards appeared on Prague cityboards, commercial
clips appeared on TV, and in the radios there was a song promoting the
inexpensive wholesale Czech Dream. Then followed the above—described
action of complete mystification. After that, big disputes started, and the



directors have both their supporters as well as radical opponents in them.
Even politicians joined the media game. Especially the representatives of
the pragmatical right wing suddenly took the side of the poor and humi-
liated ones. The supporters of the project did not pull their punches ei-
ther; according to them it became at least apparent that the Czech nation
includes not a small percentage of citizens really poor in spirit. The com-
bat on the newspaper pages also entered the broad river of the intended
film; each text becomes a part of the mosaic of the basic theme. The Civil
Democratic Party (ODS), apart from the sharp criticism of the intended
film, managed to fulfill its mission to the utmost degree: in their fall party
bulletin they published paraphrases of the advertising materials from the
project, in which an imitation of the leaflet offers the heads of the gover-
nmental politicians, and the chairman of the party even began to use its
name as a metaphor. The Czech Dream drove up the advertising lift into
politics, it became a part of the political struggle; the thing on which the
authors could not count even in their most rose—coloured dreams about
the point and meaning of their film came true.
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— FILM JAKO SPOJENI A SVAZEK, JAKO PRILEZITOST POHLAVi PROMYSLENA SMEREM K BUDOUCNOSTI, TEPRVE S NiM VSE PRICHAZI (CO
MUZE PRIJIT A JESTE NEPRISLO) — CASOVE NEVEDOMI FILMU, JEHO VECNE CHYBEJICi PRITOMNOST PAK VYTVARI ZAPIS PRO PAMET,
PREDAN|{ SEMENE JE NAPSANE JAZYKEM FILMU: PREDMETEM DISKURSU PRITOM NENi VZTAH, ALE OTISK INTIMITY, RESPEKTIVE SAMOTNY

JAZYK NEVIDITELNEHO SEXU — TELO SE POHNULO VE SNU, (NE—NARATIVNi POHYB) — MY—DVA, UNIKAVY OBRAZ — TRVANI TEL, FILM—
OBYVANA VEC A LASKA K VECNOSTI — A FILM, PRIBYTEK STALOSTI, PROVIZORIUM NESMRTELNOSTI —



V roce 1942 se Hackenschmied seznamil s Eleanorou Deren, o deset let mladsi
Ameri¢ankou ruského plvodu, ktera v té dobé spolupracovala s tane¢nim
souborem. Siatek uzavreli po tfech mésicich zndmosti. Fotografie a film
hrély v jejich vztahu klicovou ulohu. Eleanor se ucila od svého muze foto-
grafovat, seznamovala se s filmem, stala se modelem jeho cetnych foto-
grafickych studii. Fotografova vize vytvarela novou podobu divky, s niz se
ona sama identifikovala: z Eleanory se stala Maya. Toto jméno (jméno Buddhovy
matky, ale i slovo pro zavoj preludu v hindské mytologii) dal své partnerce
Hackenschmied a ta jej prijala za své. Jaroslav Andé&l vnima realizaci spo-
le¢ného snimku jako dovrseni této promény, pribéh filmu pak jako jeho
metaforu. Byl spole¢nym dilem, v némz se role autoru stridaly a doplfiova-
ly pred kamerou i za ni. Filmové obrazy se staly prostfednikem jejich mi-
lostného vztahu a jako takové jej zpétné formovaly. Slouzily soucasné jako
nastroj a vyraz identity obou partnerd (smrt jejiho narcistniho mladf). Snimek
je komplikovanym snem ve snu, rekvizity (kvétina a niz) jsou tu obdareny
magickymi vyznamy, navzajem se proménuji a ziji podle svych vlastnich
pravidel. Herecky projev byvalé tanec¢nice Deren se bliZi spiSe baletu, Hac-
kenschmiedova kamera dokonale vyuziva architekturu, fotogenii predmeé-
th i samotné hrdinky. V zapletce je realizovano zmnozeni postav (snad variace
na zavér Bezucelné prochazky), priznacné jsou také zamény interiéru a exteriéru
i motivy snu a pronasledovani. Stanislav Ulver ve své reflexi filmu pripomi-
né agresivitu podvédomi, roli tvare a zrcadla. Sekvence materializovaného
podvédomi, znazornéného rozdvojenim divky na divku spici a divku s nozem
v ruce, patfi podle n€j k nejkrasnéjSim lyrickym i nejkrasnéjsim vrazednym
(¢i sebevrazednym) scénam vibec. Po dokondéeni filmu jiz Hackenschmied
a Deren nevystupovali jako autorska dvojice.

Odpoledni osidla

MESHES OF THE AFTERNOON

REZIE: MAYA DEREN, ALEXANDER HAMMID
SCENAR: MAYA DEREN, ALEXANDER HAMMID
KAMERA: MAYA DEREN, ALEXANDER HAMMID
STRIH: MAYA DEREN, ALEXANDER HAMMID
USA 1943, 16MM, CB, 14 MIN

e Light Cone

12 rue des Vignoles | 750 20 Paris | France
tel: +33148590153
fax: +33146590312
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Meshes of the Afternoon

MESHES OF THE AFTERNOON

DIRECTOR: MAYA DEREN, ALEXANDER HAMMID
SCREENPLAY: MAYA DEREN, ALEXANDER HAMMID
PHOTOGRAPHY: MAYA DEREN, ALEXANDER
HAMMID

EDITOR: MAYA DEREN, ALEXANDER HAMMID
USA 1943, 16 MM, BW, 14 MIN

° Light Cone

12 rue des Vignoles | 750 20 Paris | France
tel: +33148590153
fax: +33146590312

In 1942, Hackenschmied met Eleanora Deren, an American of Russian descent
who was ten years younger and then worked with a dance ensemble; they got
married three month later. Photographs and film had a central role in their re-
lationship. Hackenschmied taught Elen to photograph; she acquainted herself
with film and became a model for a number of Hackenschmied photographic
studies. The photographer’s vision created a new image of a girl, with whom
Elen identified herself: Eleanora became Maya. This name (belonging to Bud-
dha’s mother, but also a word for the veil of illusion in Hindu mythology) was
given to Eleonora by Hackenschmied — and she accepted. Jaroslav Andél perce-
ives the collective creation of the film as a completion of this transformation,
and the film's story as its metaphor. It was a collective work in which the roles
of both authors alternated, Deren and Hackenschmied complemented each other
both in front of and behind the camera. Film images have become the medium
of their relationship and have therefore formed it. They served as a tool and
expression of identity of the couple (the death of her narcissist youth). The film
is a complicated dream within a dream; the props (a flower, a knife) are given
magic meanings. They transform into each other and live according to their own
rules. The acting of Deren, a former dancer, is closer to ballet. Hackenschmied's
camera makes a perfect use of architecture and the photogenic quality of vari-
ous objects as well as of the actress. The plot uses multiplication of characters
(perhaps a variation on the ending of Bezii¢elna prochazka (Aimless Walk). Sub-
stitutions of interiors and exteriors as well as the motives of dreams and pursuit
are characteristic too. In his reflection on the film, Stanislav Ulver points out the
aggressiveness of the subconscious, the role of the face and mirror. The sequen-
ces of materialized subconscious, represented by the split of the girl into a slee-
ping girl and a girl with a knife, ranks among the most beautiful and lyric murder
(or suicidal) scenes ever created. Since the completion of the film, Hackens-
chmied and Deren no longer presented themselves as a creative team.



— FILM AS A BOND, AS A CHANCE OF GENDER CONSIDERED TOWARDS THE FUTURE, ONLY WITH HIM EVERYTHING COMES (ALL THAT CAN

COME AND HAS NOT YET ARRIVED) — AN IGNORANCE OF TIME IN THE FILM, THE PERMANENT LACK OF THE PRESENT CREATES A RECORD
FOR MEMORY, THE SEED IS TRANSPORTED THROUGH THE LANGUAGE OF FILM: THE DISCOURSE IS NOT CONCERNED WITH RELATION-
SHIP, BUT WITH AN IMPRINT OF INTIMACY, THE LANGUAGE OF THE INVISIBLE SEX ITSELF — THE BODY MOVED IN THE DREAM (NON—
NARRATIVE MOVEMENT) — THE TWO OF US, A FLEETING IMAGE — THE BEING OF THE BODIES, FILM AS AN INHABITED OBJECT AND LOVE
OF ETERNITY — AND FILM AS A HOME OF INVARIABILITY, PROVISIONAL IMMORTALITY —
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— AVANTGARDNI SKVRNA: NEMENNE PRESVEDCENI, ZE SAMA FORMA, SAMA PROMENA VIDENI JAKO UHYB OD ZVYKU, JE S TO DOSAH-
NOUT SVE PODSTATY, SVE KONECNE IDENTITY POUZE TiM, ZE SE PUSTiI DO OBJEVOVANI VSECH SVYCH MOZNOSTI, ZE BUDE VECNE
OHLEDAVAT SVE VLASTNI VYMEZENI{; AVANTGARDA, KRUH — SCENOGRAFIi IDEJE JE SAMA MATERIE FILMU, JEHO FYZICKA PRITOMNOST

A MOZNOST JEJi TRANSFORMACE, IDEA SE RODi VYHRADNE Z HMOTY, MUTACE VYZNAMU JSOU VYRYTE DO FILMU, SVETLA A NAHODY —
(KAMEN, REKL MI: TY JSI VODA, TEMNA A CHLADNA VODA, V JAKE LZE OKUSIT NESDELITELNOU LASKU, STIHLA JSEM JEHO KROK, BYL
TAM VSAK JINY KAMEN, VECNE TAM PIJEME SVETLO HLUBSI NEZ SVETLO, YVES BONNEFOY) —
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Hackenschmied pUsobil jiz ke konci valky jako kameraman i rezisér doku-
mentérnich filmd, vznikajicich prevazné na zakazku nejraznéjsich institu-
ci. Deren, stale v zké spolupraci a podporovana Hackenschmiedem (ka-
mera, télo), sama dale pokracovala v experimentalni filmové tvorbé. | po rozvodu
manzell predstavovala jejich tvorba jisty spole¢ny pribéh. Dokladaji to jak
jeji vlastni rezijni prace, tak i jeji teoretické texty, které se ¢asto dovolavaji
jeho autority. Stanislav Ulver u prvni trojice filmd samostatné rezirovanych
Deren pripomina podobny zptsob vidéni a duchovni ndvaznost na postu-
py evropské prvni avantgardy. At Land (Na zemi: Tvar prekryta latkou jako
kdyby byla mrtva, ale oci se pohybuji, tékaji jako kamera, kterd se pokousi
obratit dovnitF, nahlédnout do hlubiny snu, postihnout hrani¢ni pole mezi
zenou a zenou. Mezi Deren jako reZisérkou a Deren hereckou, tim télem
utkanym z vody, které prechazi zemi, aby na konci filmu opét patfilo vl-
nam). Ritual in Transfigured Time (Obrad v proméné c¢asu: Obrad je Cis-
tou filmovou akci, kterd pohlcuje a zaroven uskutecnuje smysl cvi¢enim
formy. V historické navaznosti na povrch rituall se leskne i vyznam snim-
film vé¢nym tancem v absolutnim tichu, které film stvorilo. Tanec je mat-
rici vSech budoucich forem). A Study in Choreography for Camera (Cho-
reografickd studie pro kameru: Integrita ¢asu — skutecnost, Ze ryt-
mus pohybu zU0stava zachovan a Ze oba zabéry nasleduji pfimo za sebou
s vyloucenim rusivych momentl — spojuje ve filmu dva prostory, které jsou
v realité nespojitelné. Pohyblivost kamery, preruseni a znovunavazani dé¢je
zde vytvareji integritu, vynucujici si pozornost stejn€ jako na divadle, ale
zcela rozdilné povahy. Deren)

Na zemi | Choreograficka
studie pro kameru | ObFad
v proméné casu

AT LAND | A STUDY IN CHOREOGRAPHY FOR
CAMERA | RITUAL IN TRANSFIGURED TIME
REZIE: MAYA DEREN | MAYA DEREN, TALLEY
BEATTY | MAYA DEREN

KAMERA: ALEXANDER HAMMID, HELLA HEYMAN
| MAYA DEREN, TALLEY BEATTY | HELLA HEYMAN
STRIH: MAYA DEREN | MAYA DEREN, TALLEY BEATTY
| MAYA DEREN

USA 1944, 16MM, CB, 15 MIN | USA 1945, 16MM,
CB, 3 MIN | USA 1945/46, 16MM, CB, 15 MIN

e Light Cone

12 rue des Vignoles | 750 20 Paris | France
tel: +33148590153
fax: +33146590312
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At Land | A Study in Choreo-
graphy for Camera | Ritual in
Transfigured Time

AT LAND | A STUDY IN CHOREOGRAPHY FOR
CAMERA | RITUAL IN TRANSFIGURED TIME
DIRECTOR: MAYA DEREN | MAYA DEREN, TALLEY
BEATTY | MAYA DEREN

PHOTOGRAPHY: ALEXANDER HAMMID, HELLA
HEYMAN | MAYA DEREN, TALLEY BEATTY | HELLA
HEYMAN

EDITOR: MAYA DEREN | MAYA DEREN, TALLEY
BEATTY | MAYA DEREN

USA 1944, 16MM, BW, 15 MIN | USA 1945, 16 MM,
BW, 3 MIN | USA 1945/46, 16 MM, BW, 15 MIN

° Light Cone

12 rue des Vignoles | 750 20 Paris | France
tel: +33148590153
fax: +33146590312

Before the war ended, Hackenschmied already worked as a cameraman
and director of documentary films, which were usually commissioned by
various institutions. Even after their divorce, the work of the couple repre-
sented a certain kind of a shared story. Her work as both a director and a
theoretic proves this as it often refers to his authority. Stanislav Ulver also
points out that the first three films directed by Deren alone are linked to
the techniques and views of Europe’s first avant—garde. At Land (a face
covered by a veil, as if dead, but the eyes are moving, they rove like the
camera that tries to turn inside, to see into the depth of a dream, to cap-
ture the borderland of woman and woman. Between Deren the director
and Deren the actress — the body weaved from water that walks over land
only to return to the waves with the end of the film). Ritual in Transfigured
Time (The ritual is a purely film action that absorbs and simultaneously
realizes the meaning by exercising the form. The historic reference to the
surface of rituals reflects the meaning of the film, as if there was nothing
more important than the movement itself — in this sense the film is an
eternal dance in absolute silence, which created the film. Dance is a matrix
of all forms to come). A Study in Choreography for Camera (the integrity
of time — the fact that the rhythm of movements is preserved and that
both scenes immediately follow each other with all the distractive moments
removed — the film connects two dimensions that can’t ever merge in re-
ality. The mobility of the camera, interruptions and resumptions of the action
create integrity, demand attention similarly to theatre, but of a very diffe-
rent kind. Deren)



— AN AVANT—GARDE STAIN: CONSTANT CONVICTION THAT THE FORM ITSELF, THE TRANSFORMATION OF PERSPECTIVE AS A DEVIATION
FROM A HABIT IS ENOUGH TO REACH ITS ESSENCE, ITS FINAL IDENTITY MERELY BY GETTING DOWN TO EXPLORATION OF ALL ITS POSSI-
BILITIES, BY ALWAYS LOOKING INTO ITS OWN LIMITATIONS; AVANT—GARDE, CIRCLE — THE IDEA IS SET IN THE VERY SUBJECT MATTER OF
THE FILM, BY ITS PHYSICAL PRESENCE AND A POSSIBILITY OF TRANSFORMATION, THE IDEA IS BORN EXCLUSIVELY OF SUBSTANCE, MUTA-
TIONS OF MEANINGS ARE ENGRAVED IN THE FILM, IN LIGHT AND IN COINCIDENCE — (STONE TOLD ME: YOU ARE WATER, DARK AND
COLD, IN WHICH ONE CAN TASTE UNSPEAKABLE LOVE, | KEPT UP WITH HIS PACE, BUT THERE WAS ANOTHER STONE, FOR EVER WE DRINK
THE LIGHT THAT'S DEEPER THAN THE LIGHT THERE, YVES BONNEFOQY)
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— CVICENI: DO JAKE MiRY NAS KAZDY OBRAZ CINi PRITOMNYMI NA SVETE — REPREZENTACE BYTU, MiSTA VYMEZENEHO KOCICiM POHY-

BEM, PROSTOR, KTERY NEOCEKAVA POHLED JINYCH OCi — DOBRODRUZSTVi NA KOBERCI JE SVETEM PRO SEBE, JE TO CAS SOUKROMEHO
MISTA, CAS CIZIHO BYTU, KTERY VYPRAVI JEN TiM, JAK SE UVNITR VIDITELNE STARNE — OPAKOVANIi ZDANLIVE BEZVYZNAMNEHO DETAI-
LU OBNOVUJE CELOU NEKDE)Si UDALOST, VSECHNY SVETELNE POCITY, KTERE SE K Ni VAZi (PROMITANi, NAPRAVA SVETLA) — VSECHNY
FYZIOLOGICKE FAKTY, KTERE FILM REGISTRUJE, A ZAROVEN OTAZKA, NAKOLIK FILM POTREBUJE VIDENI CLOVEKA (KOCICi OCl) —



Plvabna studie zivota jedné kocky (Glamour Girl) zachycuje jeji romantic-
ké setkani s kocourem (Joe), vrh a starosti o pét slepych kotatek. Kdyz
povyrostou, proméni se koberec v jedno velké hristé, skrin je ukrytem, vereje
houpackou, nohy od zidli prekdzkovou drahou, gauc je vyhlidkou pro oba
rodice, na parapetu odpociva unavena maminka, mlééné vecere se poda-
vaji pravidelné — idylka sevifend v modelu rodinnych vztahd pokracuje. Vse
se seb&hlo ve spole¢né domacnosti Mayi Deren a Alexandra Hammida, v jedné
krabici, v jednom byté. Avantgardni iniciace se zvolna presunula do druhé
faze, estetickd norma se zredukovala na pouhy fenomén schopny ozvlast-
nit i banalni skute¢nost. Zistava kouzlo zdanlivé ménécenné reality, moh-
lo by se zdat, ze jde o znameni krize, ale je to spiSe vyraz dvojiho precho-
du: Deren pro pristé utece ke geometrickym destilatiim a symbolické logice
véetné jejich vykladd, Hammid da prednost realité — své sluzby nabidne
americkym vladnim organizacim i nové se konstitujici OSN (kreativita se
stane substanci propagandy, majetkem instituci). Hammidova cesta bude
zahrnovat soubéZnost vzdalovani se od avantgardnich vychodisek a pFibli-
zovani se k nim. Z identity rozporl cizince v novém domové (jiné jméno
pro stejnou tvar) lze odvodit dilem nevyhnutelnost talentu, neménnou ori-
ginalitu vidéni, dilem vSak i zasadni proces poddani se formé prijatelné
i pro Sirsi okruh divakd — pripomenuta asymetrie pak z0stava energii v dé€jinach
celého dilai v ¢iré otevirenosti interpretaci. — V roce 1948 nebyl film novym
newyorskym cenzorem doporucen k promitani — didvodem zakazu byla explicitni
scéna narozeni kotat. Snimek existuje ve dvou verzich, starsi je néma a bez
vypravéni, v novéjsi verzi nahradil titulky Hammidlv komentar.

Soukromy Zivot kocky

THE PRIVATE LIFE OF A CAT
REZIE: ALEXANDER HAMMID
(SPOLUPRACE MAYA DEREN)
KAMERA: ALEXANDER HAMMID
(SPOLUPRACE MAYA DEREN)
STRIH: ALEXANDER HAMMID
(SPOLUPRACE MAYA DEREN)
USA 1945/46, 16 MM, CB, 22 MIN

e http://home.golden.net/~miq/films.html
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The Private Life of a Cat

THE PRIVATE LIFE OF A CAT
DIRECTOR: ALEXANDER HAMMID
(WITH MAYA DEREN)
PHOTOGRAPHY: ALEXANDER HAMMID
(WITH MAYA DEREN)

EDITOR: ALEXANDER HAMMID

(WITH MAYA DEREN)

USA 1945/46, 16 MM, BW, 22 MIN

° http://home.golden.net/~miq/films.html

A charming study of a cat’s life (Glamour Girl), the film captures a roman-
tic encounter with a tomcat (Joe), a litter of five kittens and the care of
them. As the kittens grow, a carpet on the floor turns into a playground,
a wardrobe becomes a hiding place, a door is used as a swing, legs of
a chair turn into an obstacle race, a sofa serves as an observatory for the
parents, the mother rests tired on the window sill, milk suppers are served
regularly — the idyll of a family life goes on. All the above took place in the
household of Maya Deren and Alexander Hammid, in a single box, in a single
apartment. The avant—garde initiation slowly moved to the second stage,
the aesthetic norm was reduced to a mere phenomenon that is capable of
making even banalities special. What remains is the magic of a seemingly
inferior reality. It might seem to be a sign of crisis, but rather than that it
is an expression of a double transformation: the next time, Deren will run
away to geometric distillations and symbolic logic including accompanying
interpretations; Hammid will choose reality, offering his services to the
American government and the nascent United Nations. Creativity will be-
come the substance of propaganda, property of institutions. Hammid's choice
will lead to simultaneous diversions from as well as approaches to the principles
of avant—garde. The identity of conflicts of a stranger in a new home (a different
name for the same face) show the inevitability of talent, the unchanging
originality of vision and partly also the fundamental process of surrender
to form that is acceptable for wider audiences — the recollection of asym-
metry remains a source of energy throughout the entire work as well as in
the pure openness to interpretation. In 1948, a New York censor did not
recommend the film for screening, the cause having been an explicit scene
of the birth of kittens. The film exists in two versions — the older one is
silent and without voiceover, in the newer one, subtitles were replaced by
Hammid's commentary.



— AN EXERCISE: TO WHAT EXTENT MAKES US EVERY IMAGE PRESENT IN THE WORLD — THE PRESENTATION OF AN APARTMENT, A PLACE
DEFINED BY MOVEMENTS OF CATS, A PLACE THAT DOES NOT EXPECT TO BE SEEN BY STRANGER’S EYES — ADVENTURES ON THE CARPET
ARE A WORLD FOR ITSELF, IT IS A TIME OF A PRIVATE PLACE, A TIME OF A STRANGER'S APARTMENT THAT TELLS A STORY ONLY BY
SHOWING HOW TIME VISIBLY ADVANCES INSIDE IT — THE REPETITION OF A SEEMINGLY UNIMPORTANT DETAIL REVIVES A COMPLETE
EARLIER EVENT AND ALL FEELINGS ATTACHED TO IT, AND, AT THE SAME TIME, A QUESTION TO WHAT EXTENT A FILM NEEDS A MAN'S
VISION (CAT EYES) —
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— MiSTO PREBYVANI JAKO ZONA, JAKESI JINE MiSTO, KTERE NENi ANl VNE ANI UVNITR, KDE SE NIC NEODEHRAVA, RESPEKTIVE TO, CO SE
ODEHRAVA, NEMA SMYSL SAMO O SOBE, VSE VYZNAMNE JE PRESUNUTO DO PASU VIDENI, POUZE OBRAZ (DISTANCE) UMISTUJE CLOVEKA
— AGLOMERACE JE MISTO NIKOHO, BEZ MINULOSTI A BEZ BUDOUCNOSTI ZABYDLENA JEN STiNY: IREALNA ARCHEOLOGIE PRECHODU

K BUDOUCIi MEGAPOLIS — PRIPOMENUTI: JEAN—LUC GODARD, ALPHAVILLE, 1965 — NENi SE VUCI CEMU VYMEZOVAT, NELZE SE ANGAZO-
VAT PROTI NECEMU, CO VLASTNE NENIi, PROTI MOCI, KTERA JE UNIKAVA A NELZE SE Ji DOTKNOUT, MOCI, KTERA SI NENAROKUJE TELO,
ALE JEHO OTISK, ANI UZ NE TVAR, JENOM OCNi DUHOVKU —



Technologie vidéni a moc nahlizeni: prazdné ulice, ticho uprostred noci
a vSudypritomné kamery. Identita lidského soukromi ustoupila povsech-
nym predstavam bezpedi, ¢lovék podlehl domnélym vyhodam dozoru a pozitivnich
manipulaci. Predmésti vyvazané z mésta, ale jesté nepatrici krajiné. Meze-
ra rysovana ploty a zdmi, poskladana z délnic, obchodnich doma pfistup-
nych jen autem a rychlych obcerstveni. VSe snimaji kamery, které patfi po-
licii a anonymnim bezpeénostnim sluzbam. Rezisérka v prvni puli napodobuje
pohledy téchto kamer, z jejich zabérl sklada Cisty stav mésta. Véci jsou
zasviceny slabym svétlem, takovym, které umoznuje hlidat kancelare, vnitfnosti
obchodd, parkovisté, terminaly bankomatu a displeje pokladen. ReZisérka
stavi film na paradoxu, Ze vétSina lidi se v objeti véci o né€ boji a ve strachu
pred budoucimi zlodé€ji, v obavé o své pokojné domovy si nechava zasaho-
vat do svych obc&anskych prav. Film se pretrhne, psi morda predznamena-
vé Cas lovu: nasleduje akce, hon na ¢lovéka, zlodéje, mozné vraha, ale mozna
nékoho, kdo jenom narusil noéni Zivot véci. V obrazech pfistrojd pro no¢-
ni vidéni se odehravéa drama utéku, ve zvukové stopé pulsuje elektrofonic-
ky Sum, hlasy, zlomky zprav, policejnich hlaseni, sirén, infracervené oci policejni
helikoptéry sleduji kazdy pohyb. Oblibeny format televiznich stanic, reali-
ty show policejni prace, dostava nadredlny nddech. Pozorovaci kamery se
staly vSudypritomnou silou. Zlstéavaji ale otazky, jaky ¢as zaznamenéavaji
a pro koho, zda jsou dokonalym otiskem reality (¢as tece v jednom zab¢-
ru, nulovy stupen filmu), nebo nejvétsim zkreslenim (pravé pro ten jeden
zabér). Nazev filmu je inspirovan romanem Banlieue (Predmésti) francouzského
experimentélniho spisovatele Paula Fournela, ¢lena legendérni skupiny OuLiPo.
Roman psany strategii poznamky pod ¢arou cituje Tomase Akvinského: ¢ast
jeho véty v jiném roménu se stala i ndzvem filmu.

Nebyt tady PO

15:00
DIVADLO
IN ORDER NOT TO BE HERE ANGL.
REZIE: DEBORAH STRATMAN VERZE
SCENAR: DEBORAH STRATMAN
KAMERA: DEBORAH STRATMAN
ZVUK: JACOB ROSS
HUDBA: KEVIN DRUMM
STRIH: DEBORAH STRATMAN

USA 2002, 16MM, BAR, 33 MIN

e Pythagoras

1958 W. Walnut | Chicago | IL 60612
tel: 3122431227

e-mail: delta@pythagorasfilm.com 353
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In Order Not To Be Here

IN ORDER NOT TO BE HERE
DIRECTOR: DEBORAH STRATMAN
SCREENPLAY: DEBORAH STRATMAN
PHOTOGRAPHY: DEBORAH STRATMAN
SOUND: JACOB ROSS

MUSIC: KEVIN DRUMM

EDITOR: DEBORAH STRATMAN

USA 2002, 16MM, COL, 33 MIN

° Pythagoras

1958 W. Walnut | Chicago | IL 60612
tel: 3122431227

e-mail: delta@pythagorasfilm.com

The technology of vision and the power of perspective: deserted streets, the
silence of the middle of the night and omnipresent cameras — the identity of
human privacy gave way to the general idea of security, men have fallen prey
to the tentative advantages of surveillance and positive manipulations. A sub-
urb separated from the city, but not becoming part of the land beyond it.
A gap outlined by fences and walls, made of highways, malls fast food stores
accessible only by car. Everything is monitored by cameras owned by the police
and anonymous security services. In the film'’s first half, the director imitates
the perspective of these cameras — she uses the images to compose a neat
state of the city. Things are lit by a soft light that allows the surveillance of
offices, stores, parking lots, ATMs and cash desks. The director builds the film
on a paradox that most people are afraid of losing the things around them.
They let their own civil rights to be circumscribed because of concerns about
their homes. The film then breaks into the second half, a dog murder is an
indication of the upcoming hunt: a hunt for a man begins — a thief, perhaps
a killer, but perhaps only someone who violated the night order. The drama
of escape is shown through the images of night vision equipment; the sound
features radio noise, voices, fragments of messages, police reports, sirens;
the infrared eyes of a police helicopter follow every single movement. A po-
pular show on television, reality show about police work, becomes real. Sur-
veillance cameras have become an omnipresent authority, but questions re-
main. What time do they record and for whom? Are they a true reproduction
of reality (time flows in a single shot, a zero level of the film) or the biggest
distortion of it (for that same single shot). The film's title is inspired by the
novel Banlieue (Suburb) of Paul Fournel, a French experimental writer and
member of the legendary OuLiPo group. The novel, which uses the strategy
of footnotes, quotes Thomas Aquin: a part of his sentence in another novel
equals the title of the film.



— THE PLACE OF DWELLING AS A ZONE, A PLACE THAT IS NEITHER OUTSIDE NOR INSIDE, A PLACE WITHOUT ANY ACTION, OR, IN FACT,

WITHOUT ANY MEANINGFUL ACTION; ALL THAT'S SIGNIFICANT IS MOVED INTO THE SCOPE OF VISION, ONLY THE IMAGE (THE DISTANCE)
POSITIONS A MAN — AN AGGLOMERATION IS NO MAN’S LAND, A PLACE WITHOUT HISTORY AND WITHOUT FUTURE, AND POPULATED
ONLY BY SHADOWS: THE UNREAL ARCHEOLOGY OF TRANSFORMATION INTO A FUTURE MEGAPOLIS — A REFERENCE: |[EAN—-LUC GODARD,
ALPHAVILLE, 1965 — THERE IS NOTHING TO DEFINE ONESELF AGAINST, ONE CANNOT ENGAGE IN PROTEST AGAINST A THING THAT DOES
NOT EXITS, AGAINST POWER THAT SLIPS AWAY AND CANNOT BE TOUCHED, POWER THAT DOES NOT DEMAND BODIES, BUT THEIR IM-
PRINTS, NOT FACES BUT ONLY IRISES —
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— JAK SE ZPOCATKU NEVINNA MYSLENKA KOMUNIKACE VY$SiCH SFER, TECHNOLOGIE ODPOSLOUCHAVANI IONOSFERY, KTERA SE SNAZI
ZACHYTIT SPIRITUALNI SIGNALY, ZVRHNE V NECO TAK OBLUDNEHO JAKO JSOU KORPORACE, ZDRCUJiCiM ZPUSOBEM OVLADAJICi VESKE-
ROU KOMUNIKACI? — JAK MUZE BYT VIiC NEZ PADESAT FILMU SESTRIHANO DO JEDNOHO DOKONALE KOMPAKTNIHO, JEDINECNEHO? —
JAK MUZE BYT SNIMEK, VYUZIVAJiCi OKENEK BECKOVYCH FILMU, FILM SLOZENY Z AUTENTICITU PREDSTIRAJICICH VIDEOZAZNAMU
STEJNE JAKO Z URYVKU DREVNICH SCI—FI FILMU VE STYLU ED WOODA, TAK SUGESTIVNIM DOKUMENTEM MANIPULACi A MEDIALNICH
POSUVU? —



Snimek Craiga Baldwina Prizraky spektra vyuziva staré otisky televizniho
vysilani, predevsim vynatky z amerického vzdélavaciho programu konce
padesatych let V&da v akci (Science in Action). Serosvitné fikce minulosti
o budoucnosti skladaji hriizostrasnou z6nu medialni archeologie, v niz herci
putuji ¢asem a patraji po elektromagnetickém tajemstvi, které muize za-
chranit planetu pred véale¢nym strojem z budoucnosti, zjevné inspirova-
nym HAARPem. Ve filmu je HAARP Vysokofrekvenénim aktivnim prizkum-
nym programem polarni zare, ve skutecnosti je to nejpromyslenéjsi komponent
vojenské sestavy StarWars, vynalez, ktery mdze zamérit jakykoli cil v iono-
sfére. Prib€h bizarniho sci—fi filmu se odehrava v roce 2007 ve znicené
pousti okolo Las Vegas. Mlada Zena BooBoo, ovladajici telepatii, bojuje
spoleéné se svym otcem o prezZiti na staré vojenské strelnici. Otec pracuje
v piratské televizni stanici, kterd vysila informace obvinujici neosobni
a neuchopitelny elektromagneticky Puls, ohroZujici zivot lidi. Zatméni slunce
je pro BooBoo prilezitosti, aby se vydala na cestu zpét ¢asem, nebot na
konci svételné pouti mlZe objevit zpravu svobody, kterou pro ni ve vinach
zanechali predci. Jeji vesmirna lod' umozriuje zachytit echo minulosti, vzdélavaci
a popularné—nauéné programy z poloviny minulého stoleti. Sestup do minulosti
vypouklych obrazd tak dovoluje vidét postupny rist jejich nadvlady nad
¢lovékem. Baldwin prostfednictvim hranych epizod, archivnich zabéra, videokolazi
arozhovort strukturuje fantasticky shluk obrazd, jejichz deformované smycky
naznacuji konec osobni paméti, mizeni historie a kone¢né zhrouceni lid-
ského ¢asu dovnitf vesmiru. (MUj proces vyroby filmd je formou bricho-
mluvy. Vyuzivam found footage jako marionety, aby vizualné predvedla moje
politické nazory — jakou uz lepsi zbran pouzit proti mainstreamu nez to,
co oni sami povazuji za nemoderni odpad. Vnimam to jako perverzni po-
mstu. Craig Baldwin)

Prizraky spektra

SPECTRES OF THE SPECTRUM
REZIE: CRAIG BALDWIN

SCENAR: CRAIG BALDWIN

HUDBA: JOHN WATERMAN, KORLA PANDIT,
DOMINIC FRONTIERE, ISAQ TOMITA, D] SPOOKY,
ET AL

USA 1999, 16MM, BAR/CB, 88 MIN
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VERSION DIRECTOR: CRAIG BALDWIN

SCREENPLAY: CRAIG BALDWIN

MUSIC: JOHN WATERMAN, KORLA PANDIT,

DOMINIC FRONTIERE, ISAQ TOMITA, D} SPOOKY,

ET AL

USA 1999, 16MM, COL/BW, 88 MIN
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Tscherkassky Il

HAPPY—END | L'ARRIVEE | OUTER SPACE | DREAM
WORK

REZIE: PETER TSCHERKASSKY

RAKOUSKO — 1996, SUPER 8, 10 MIN. 56 SEC |
1997/98, 35MM/CINEMASCOPE, 2 MIN. og SEC |
1999, 35MM/CINEMASCOPE, g MIN. 58 SEC | 2001,
35MM/CINEMASCOPE, 11 MIN

° Sixpack Film

Neubaugasse 45/13 | P.O.Box 197 | A-1071 Wien
Austria | tel: (+431)5260990-0 | fax: (+431)5260992

e-mail: office@sixpackfilm.com | www.sixpackfilm.com

L"Arrivée. Britska vlajka jako labyrint, do kterého vjizdi vlak. Film, ktery je
vidét, rozuméj feka filmu s ostrovy poli¢ek perforace. Fragmentarni syntéza
duse a téla se nemUize pripomenout jinak nezZ spojenim obrazu filmu a filmu
uvniti obrazu. / Outer Space. Intermezzo filmové zdvize. Vzornik thrilleru
je rozmontovan na segmenty Uzkosti a strachu. Ty jsou kondenzovéany do
jakychsi vyznamovych zkratek, jejichz nepatrnymi posuny se rekonstituuje
puvodni Gzkost scénické asociace. Rozsekany vyjev se hrouti do sebe, fyzic-
ka perforace a zvukova stopa spolu divoce bojuji. Pribéh napéti se rozpada
v pohledu Zeny, ktera je ve svém domé vystavena neviditeIné agresi a zaro-
ven je zajatkyni druhého pohledu, totiz pohledu publika. Zaroven film pred-
vadi konstrukci, inspirovanou leSenim pohlavni hierarchie, vé¢ného muzského—
divackého zla a Zenské obéti—filmu. / Happy—End. Jsou—li divaci protagonisty
filmového ritualu, tak zde nefunguji jako podilnici na konvenénim déji, ny-
brz sami se stavaji jakymisi zpredmétnénymi metaforami, nositeli mimetické
znakovosti, zrcadlem uvnitf filmu. Vyznamovy kli¢ si tedy nesou v sobé, ve
zku$enosti fantazie, ktera dovoluje podobné reakce na tu nebo onu situaci
— tfeba Vanoce. Krestansky kalendar, svate¢ni pfilezitost a jeden manzelsky
par. Po probuzeni zacinaji Vanoce, vraci se rekvizity, stejny je repertoar gest.
Film kulminuje Zeninym tancem, Ziva véc znovu tanci. / Dream Work. Spolu
se snimky L Arrivée a Outer Space tvoii Dream Work Tscherkasského jedi-
nec¢nou cinemaskopickou (Sirokouhlou) trilogii (CinemaScope Trilogy). Hluboky
spanek upadéa do probuzeni a pod bd€lym stavem ¢iha sen. Za dvermi, které
se oteviraji, ceka néjaké ja, za muzem, ktery je v mistnosti, ¢ni nic. Obrazy
(napodobeni, nasledna zobrazeni) krouzi. Ve filmu neni stejné jako ve snu
zadny obraz osamoceny, jejich spojitost je nahodila, a prece jejich souvis-
lost tak naléhava. Dotvareni tvaru zanika vidénim, zbyva uz jen pouha idea,
uvédomeni si, Ze chvilkova necasovost je vé¢na.



L"Arrivée. The British flag as a labyrinth which a train is entering. A film that
you can see, that is a river of a film with islands of perforation frames. A frag-
mental synthesis of soul and body cannot make itself visible in any other way
than by uniting the image of the film with the film inside the image. / Outer
Space. A film elevator intermezzo. A sampler of a thriller is broken to pieces of
dread and fear, which are condensed into certain abbreviations of meaning, tiny
shifts of which re—constitute the original anxiety of scenic association. The image
cut into pieces collapses, the physical perforation and soundtrack are fighting
wildly. The story of tension falls into pieces in a stare of a woman who faces an
invisible aggression in her house, while at the same time she is a captive of ano-
ther look - the audience. The film also shows construction inspired by a sexual
hierarchy, the ever—present masculine evil (the audience) and the feminine vic-
tims (the film). / Happy—End. If the viewers are included in a film ritual, they
do not just take part in some kind of conventional story, but become objectified
metaphors, carriers of mimetic characteristics, mirrors inside the film. They carry
the key of meaning inside them, in the experience of fantasy that allows similar
reaction to whichever situation, for example Christmas. A Christian calendar,
a holiday, a couple. When they wake up, it is Christmas, the same props, the
same repertoire of gestures. The film culminates with the woman dancing, a live
thing is dancing again. / Dream Work. L"Arrivée, Outer Space and Dream Work
make up a unique wide—screen trilogy of Tscherkassky (CinemaScope Trilogy).
Deep sleep sinks into waking, and dreams are waiting until you awake. A self is
waiting behind an opening door, a nothing is lurking behind a man in the room.
Images (imitations, reflections) are going round. In a film like in a dream, an
image is never alone, their relation is random, but urgent. Final touches to a
shape are disappearing when you look at it, only an idea is left, a recognition of

moments which are eternal.

Tscherkassky Il

HAPPY—END | L'ARRIVEE | OUTER SPACE | DREAM
WORK

DIRECTOR: PETER TSCHERKASSKY

AUSTRIA — 1996, SUPER 8, 10 MIN. 56 SEC | 1997/
98, 35MM/CINEMASCOPE, 2 MIN. og SEC | 1999,
35MM/CINEMASCOPE, g MIN. 58 SEC | 2001, 35MM/

CINEMASCOPE, 11 MIN
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— VIZUALNI DENIKY: VYTVARENI OSOBNICH OBRAZU, KTERE SVET VYKLADA|i TiM, ZE JE] REPRODUKUJi, SAMA PRODUKCE OBRAZU JE

VLASTNE TVURCIM AKTEM, KTERYM SAM SEBE VYPRAVI BUDOUCI €AS - CESTUJICIi JE TiM, KDO NATACI, NENATACI VSAK POSTAVY, NYBRZ
POSTAVAMI NATACI SAM SEBE - ROZDIL MEZI DILEM PRAVDOU A DILEM ZDROJEM, STALE VICE JE OSOBNICH OBRAZU A VSECHNY ZNOVU
PROVOKUJi OTAZKU, KDE ZACINA UMELECKE DIiLO, KDY FILM, STVORENY K UPOTREBENI{ VLASTNi PAMETI PRESTAVA BYT JEJiM PROSTYM
ROZSIRENIM A NAHLE DRUHYM OTEVIRA URCITY SVET, KTERY PRIJMOU ZA SVUJ; MOZNA, ZE SE DILO USTANOVUJE TEHDY, KDY ZACINA
CEKAT NA DRUHEHO, KRASA JE PAK ZPUSOBEM CEKANI{ —

o OCNI LEKAR — Rezie: Vance Malone, USA 2002, 9 min



Veden starodavnou japonskou legendou o slepém cisari vydava se dansky
rezisér Michael Madsen na cestu poznani kultury zemé, ktera je na cele
svétového vyvoje audiovizualnich technologii. Celou cestu prfemysli o tom,
co znamena vidét. Svoji filmovou esej rozdéluje do kapitol, které sviraji
zrakové pocitky z rdznych vrstev zemé. Rezisér se opaji vizualni charakte-
ristikou krajiny, jako podivanou a bohatou paletu barevnych skvrn ndm
nabizi hluéné Tokio i skryté japonské zahrady. Uchvatné viemy ale vidy
prerusi pochybnost o moznosti pochopeni, ¢im skutecné zrak ¢i slepota
jsou pro jedince, jakou symbolickou hodnotu ma ostrost ¢i zastreni pro
celou spoleénost. Skvrny se stavaji prostorovymi tvary, slepi mnisi se pro-
ménuji v loutky, kterych se Ize dotykat a rozumét prsty nahle mdze byt tim,
¢im je pro vétSinu z nas vidét. Autor si uvédomuje, Ze skute¢né pravdivych
svédectvi o svété kolem nas se nahle nedostava, divodu je vice a jejich
pojmenovani je jednim z vyznama cesty. Dalezitou diferenci jeho deniku
je vzdalenost mezi o¢ima a paméti, pamét zkresluje pohyby oci, sama se
stava jedinou zkusenosti a kazdy dalsi pohled se ji prizpGsobuje. Pamét
zjednodusuje pohled a pohled zjednodusuje svét. Ale také svét mizeme
brat jen takovy jaky se ndm jevi a nesmime jej zaménovat za skutecnost.
A do toho duse vola po srozumitelném vykladu, jednoduchém poznéni véci
svéta, které si jako model, umoznujici ndm prezit, nosime v sobé. V zmnozenych
obrazech, které nas obklopuji, které, podobné jako rezisér, umocrniujeme
kazdym svym pohybem spolecné se stale dostupnéjsSimi zdznamovymi za-
fizenimi, v tomto prevrstveni obrazy se nahle svét jiz neda srovnat s Zzddnym
modelem, s Zddnou legendou, ztraci obrysy a stava se nerozlustitelny. A zasadni
otazkou toho filmu, poloZenou pravé filmem, je, jaky vyznam maé cesta napric
takovym svétem a je—li skute¢nym poznénim anebo jen viditelnou slepo-

tou.

Nebeska noc

HIMMEL NATTENS KEJSER: EN FILM OM SYNLIGHED
REZIE: MICHAEL MADSEN

SCENAR: MICHAEL MADSEN

KAMERA: MICHAEL MADSEN

STRIH: MICHAEL MADSEN

DANSKO 2003, DV, BAR, 53 MIN
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MON Celestial Night: A Film
17se on Visiblity

DKO
ENG. HIMMEL NATTENS KEJSER: EN FILM OM SYNLIGHED
VERSION DIRECTOR: MICHAEL MADSEN
SCREENPLAY: MICHAEL MADSEN
PHOTOGRAPHY: MICHAEL MADSEN
EDITOR: MICHAEL MADSEN

DENMARK 2003, DV, COL, 53 MIN
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o OCULARIST — Director: Vance Malone, USA 2002, 9 min
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— ZORNICKY, UBYVAJiCi KONEC CIGARETY, VZDY ZIVE NAHRADNI DiLY V NEMENNEM RAMU, OBLICEJE, KTERE NAHLE MOHOU PATRIT
NEJAKEMU PRIBEHU, A HISTORIE, KTERA JAKO BUDOUCI PLAN VZDY EXISTUJE V NEKOLIKA VERZICH — HUDBA K FILMU: DZIVAN

GASPARJAN, ARMENSKY SKLADATEL, SPOLUPRACOVNIK ATOMA EGOYANA, DUDUK: STAROBYLY ARMENSKY HUDEBNi NASTRO]

Z BROSKVOVEHO DREVA — INTONACE POHLEDU, KTEROU DIVAKOVI VNUCUJE KAMERA, NAVIC JAKESI ZVUKOVE POPALENINY, SLANY
ZVUK — VOJACI: (ZI)i JEN TiM, CO JE OCEKAVA, JEAN CAYROL), PORAD SPOLU A PORAD SAMI — FILM BEZ PSYCHOLOGICKE SITUACE A BEZ
PRILEZITOSTI K Ni — VSUDYPRITOMNY PRACH, JEMNY POVLAK NA PRAVE UMYTE KUZI NAHEHO MUZE — MUZE BYT HISTORIE CTENA

POUZE POMOCI FILMOVE GRAMATIKY?, A NENi SAMA JEN OPAKOVANYM PREPISEM ZAPISU, ROZVRHOVANA KONTINUITOU INTERPRETACI,
TEDY POUHYM DENiM UVNITR NICH? —

o REKVIEM ZA ZEMI NIKOHO — Rezie: Martin Rezni¢ek, Ceska republika 1991, 21 min
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Cisty ¢tvrtek — den smyti, pokani a odpusténi viech hitichti. Nabozensky
vyznam svate¢niho dne jist€ nema nic spoleéného s obycejnou frontovou
koupeli v Ceéensku, to jen pro kazdého z vojakt méize byt posledni. Na
vedlejsich kolejich par kilometrd od Grozného stoji stara parni lokomotiva
s n€kolika vagony, zarizenymi jako 14zn€ a pradelna pro vojéaky. Jedna voda
pro viechny, mlha, vlak, ktery nikam nejede a utrzené koleje jako hranice
podivné valky. Muzi sem prichazeji v ¢etach, unaveni ze sebe seskrabuji
Spinu, myji se v pare, tély se tlaci k sobé&. Krajina, kterou vojaci pozname-
navaji, je jen za okny a rozostrena — tady jedi, koufi, pisi dopisy, ¢ekaji na
Cistou uniformu, mladicci s vodovyma oc¢ima. Zdanlivé tu neni jedina sto-
pa po umiraniv horach, ¢as ve vagonech leze jinak. Filmovy obraz jen podtrhuje
umélé, jakoby jen naptl fyzické prostiedi, Sepot hermeticky uzavieného
prostoru, vSechnu ulepenost permanentné vale¢ného stavu. Intenzivni, vytvarné
vytiibené zabéry jsou suverénnim mostem mezi syrovosti a artistnosti. Snimek
nabizi atmosférickou konzervu ¢asu, uvnitit kterého filmari zili, a zaroven
tento cas ukazuje skrz vlastni kinematografickou vizi. Jistou dvojlomnost
podtrhl i dal$i osud filmu: za svévolny odjezd do vale¢né zény byli scéna-
ristka i rezisér propusténi ze statni televize, zaroven jejich snimek ziskal od
Ministerstva kultury Ruské federace statut Narodniho filmu.

Cisty étvrtek

TSCHISTI) TSCHETWERG

REZIE: ALEXANDER RASTORGUJEV

SCENAR: SUSANNA BARANZIJEVA, ALEXANDER
RASTORGUJEV

KAMERA: EDUARD KECEDZIJAN

ZVUK: NATALJA SEDJAKINA

HUDBA: DZIVAN GASPARJAN

STRIH: ALEXANDER RASTORGUJEV

RUSKO 2002, BETA SP, CB/BAR, 52 MIN

e The Eduard Sagalaev Foundation
Negtinnaya St. 15 | Moscow
Russia 127051

tel: +7(095)9232501
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17:30
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TITUL.
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The Pure Thursday

TSCHISTI] TSCHETWERG

DIRECTOR: ALEXANDER RASTORGUJEV
SCREENPLAY: SUSANNA BARANZIJEVA, ALEXANDER
RASTORGUJEV

PHOTOGRAPHY: EDUARD KECEDZIJAN
SOUND: NATALJA SEDJAKINA

MUSIC: DZIVAN GASPARJAN

EDITOR: ALEXANDR RASTORGUJEV

RUSSIA 2002, BETA SP, BW/COL, 52 MIN

° The Eduard Sagalaev Foundation

Negtinnaya St. 15 | Moscow
Russia 127051

tel: +7(095)9232501

Pure Thursday — the day of bath, repentance and forgiveness of all sins.
The religious meaning of the day cannot have anything to do with an or-
dinary bath on the battlefront in Chechnya. It's just that for any of the
soldiers, this time might be his last. Sitting on a side track a few miles outside
Grozny, there is an old steam locomotive with several cars that function as
a bath and laundry for the soldiers. The same water for everyone, fog,
a train that does not go anywhere and broken rails as borders of a strange
war. Tired men come in platoons. They wash down the dirt, bath in the
steam, body on body. The land that they comment on seems hazy outside
the windows — this is where they eat, smoke, write letters, wait for a clean
uniform, boys with water colored eyes. Seemingly there is no a single tra-
ce of dying in the mountains. The time in the railway cars crawls by diff-
erently — film images emphasize the artificial environment, the whisper of
the hermetically closed site, the dirt of the permanent state of war. The
intensive, artistically refined images create a masterful bridge between the
rawness and art. The film offers an atmospheric time capsule, inside of
which the filmmakers lived, and, at the same time, shows this time through
an original cinematographic vision. A certain double—edged nature of the
film was underlined by the developments that followed: the screenwriter
and the director were fired from the public television for unauthorized
visit to the frontline, but their film was awarded the status of National Film
by the Russian Ministry of Culture.



— PUPILS, GLOWING CIGARETTES, LIVING SPARE PARTS IN A CONSTANT FRAME, FACES WHICH CAN SUDDENLY BECOME A PART OF A

STORY, AND HISTORY THAT EXISTS IN SEVERAL VERSIONS LIKE FUTURE PLAN — SOUND TRACK: DJIVAN GASPARJAN, AN ARMENIAN COM-
POSER, COLLABORATOR OF ATOM EGOYAN; DUDUK: AN ANCIENT ARMENIAN MUSICAL INSTRUMENT MADE OF PEACH WOOD — THE INTO-
NATION OF PERSPECTIVE, WHICH THE CAMERA IMPOSES ON THE AUDIENCE; AND SOME KIND OF SOUND BURNS, SALTY SOUND — SOL-
DIERS: (THEY LIVE ONLY THROUGH THAT WHICH AWAITS THEM, JEAN CAYROL), ALWAYS TOGETHER AND ALWAYS ALONE — A FILM
WITHOUT A PSYCHOLOGICAL SITUATION AND WITHOUT ANY OCCASION FOR IT — THE OMNIPRESENT FEAR, A SOFT FILM ON THE FRES-
HLY WASHED SKIN OF A NAKED MAN — CAN HISTORY BE READ ONLY THROUGH THE GRAMMAR OF FILM? AND IS NOT HISTORY ONLY

A REPETITIVE OVERWRITING OF RECORDS, ARRANGED BY CONTINUING INTERPRETATIONS, MERELY BY PROCESSES WITHIN THEM? —

° REQUIEM FOR NOBODY’'S LAND — Director: Martin Rezni¢ek, Czech Republic 1991, 21 min
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— AUTOR ZIVOTOPISNY—AUTORSKY SUBJEKT, ESTETIKA KREACE—ESTETIKA RECEPCE - STRATEGICKA ULOHA DVOJNiKA: MUZE ALE DVOJ-

NiK PROGRAMOVOU EXTREMNOST ZiT OBRAZEM A GESTEM, MUZE ZA TO DVOJNIiK RUCIT SVYM ZIVOTEM? - GRAMATIKA STAR: KANONI-
ZOVAT SAM SEBE DO PODOBY ZCELA DEFINITIVNI, VULE PO DEKORACI (JEDINY AUTENTICKY PRIBYTEK) A VYSTRCENY JAZYK - RETRO:
VZDY ATMOSFERA MELANCHOLICKE POMALOSTI, STATICNOSTI, KTERA VYVOLAVA ZTRACENOU POSPOLITOST; ZAROVEN CITOVANI ORNA-

MENTU - RETRO: NAHLA MOZNOST DISPONOVAT S CASEM, S CELOU EPOCHOU JAKO ZNAKEM - UZ CELEK JE FRAGMENTEM, PO NEM
NASLEDUJE DALSI FRAGMENT —



Snimek mapuje prostfednictvim kombinace hranych zabérl a archivnich
materialt tzv. manchesterskou hudebni scénu v letech 1976—1992. Vypra-
vécéem a glosatorem, ktery se po celou dobu se svymi postrehy, citacemi
a frazemi svéruje do kamery, je $éf nezavislého vydavatelstvi Factory a za-
kladatel klubu Hacienda Tony Wilson. Jeho Zivot excentrického a narcist-
niho televizniho reportéra zménila navstéva koncertu punkové kapely Sex
Pistols. Pod jejim vlivem zaloZi s prateli Factory Records, u které nahravaji
alba kultovni skupiny jako Joy Division, New Order nebo Happy Mondays.
Snimek dale zaznamenava vzestup a pad tane¢niho klubu a proménu hu-
debniho pradmyslu v prisné vymezeny prostor pragmatickych manazerd, ktefi
styl garadzi proménili v médu. Winterbottom se pfi nataceni drzel ve snim-
ku citovaného vyroku reziséra Johna Forda: Kdyz si mas vybrat mezi prav-
dou a legendou, otiskni legendu. Skute¢ny Tony Wilson pak po premiére
oznadil psychedelicky hrany dokument jako: sbirku naprostych nesmysl
a absolutni pohrdani pravdou! Navzdory miseni fikce a reality je snimek
nostalgickym a pritom zabavnym vhledem do mozna nejvlivné;si etapy rockové
hudby v poslednim ¢tvrtstoleti. ReZisérovi se podafrilo do filmu dostat vSechny
klicové udalosti (a také vedlejsi: Happy Mondays krmi holuby jedem, Du-
rutti Column na pédiu vrni) a se smyslem pro dobovou autenti¢nost také
inscenovat atmosféru rockovych vystoupeni i tane¢nich party. V ryze ar-
chivnim pasu se pak mihnou snad vSechny dulezité skupiny punkové scé-
ny: The Clash, Siouxsie & the Banshees, The Stranglers (ale tfeba Stone
Roses chybfi). Odliseni nahravek skute¢nych koncertl od téch, kde za ka-
pely zaskakuji herci, 1ze pak povazovat za test divakovy pozornosti a jeho
znalosti.

Nonstop party PO
17:30
NAMESTI
24 HOUR PARTY PEOPLE

REZIE: MICHAEL WINTERBOTTOM

SCENAR: FRANK COTTRELL BOYCE

KAMERA: ROBBY MULLER

ZVUK: STUART WILSON

HUDBA: (SUPERVIZE) LIZ GALLACHER

STRIH: TREVOR WAITE

VELKA BRITANIE, FRANCIE, HOLANDSKO 2001,

35MM, BAR, 115 MIN

e
PRIOR

e Intersonic, spol. s r.o.

nam. T. G. Masaryka 13 | 690 o2 Bfeclav
Czech Republic | mob: +420605282438

e-mail: aldair@volny.cz | www.intersonic.cz 371
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24 Hour Party People

24 HOUR PARTY PEOPLE

DIRECTOR: MICHAEL WINTERBOTTOM
SCREENPLAY: FRANK COTTRELL BOYCE
PHOTOGRAPHY: ROBBY MULLER

SOUND: STUART WILSON

MUSIC: (SUPERVISOR) LIZ GALLACHER
EDITOR: TREVOR WAITE

GREAT BRITAIN, FRANCE, NETHERLANDS 2001,
35MM, COL, 115 MIN

° Intersonic, spol. s r.o.

nam. T. G. Masaryka 13 | 690 o2 Bfeclav
Czech Republic | mob: +420605282438

e-mail: aldair@volny.cz | www.intersonic.cz

Using a combination of scenes with actors and archive materials, the picture
surveys a so—called Manchester music scene during 1976—1992. The nar-
rator and commentator in the picture is Tony Wilson, the manager of Fac-
tory, an independent publishing house, and the founder of the Hacienda
club. His remarks, quotations, and phrases are present in front of the camera
throughout the whole film. His life of an eccentric and narcissistic TV re-
porter changed after he had gone to a Sex Pistols concert. Together with
his friends he establishes Factory Records, which becomes the recording
studio of cult groups, such as Joy Division, New Order or Happy Mondays.
The picture records the rise and fall of a dance club, and the music indu-
stry being transformed into a strictly delimited space of pragmatic mana-
gers who made the garage style a fashion. When shooting the picture,
Winterbottom closely followed a quotation of the director John Ford: If
you have to choose between the truth and a legend, publish the legend.
After the film's first night, the real Tony Wilson called the psychedelic do-
cumentary a pack of total nonsense and absolute contempt for the truth!
Despite of mixing fiction and reality, the picture offers a nostalgic as well
as amusing insight of maybe the most influential phase of the rock music
in the last quarter of the century. The director managed to get hold of all
major events in the film (as well as some minor ones: Happy Mondays
feeding pigeons with poison, Durutti Column purring on the podium) and
employing his sense of historical authenticity he stage—managed the at-
mosphere of rock shows and dance parties. The pure archive scenes show
almost all major bands of the punk scene: The Clash, Siouxsie & the Ban-
shees, The Stranglers (but Stone Roses are missing). Distinguishing the
recordings of real concerts from the acted scenes may be as well regarded
as a test of the viewer's attention and knowledge.



— AUTHOR, BIOGRAPHY AND AUTHORIAL SUBJECT, AESTHETICS, CREATION—AESTHETICS RECEPTION - A DOUBLE’S STRATEGIC ROLE: BUT

THE DOUBLE LIVES THROUGH PROGRAMMED EXTREMES USING IMAGES AND GESTURES, CAN THE DOUBLE GUARANTEE IT WITH HIS OWN
LIFE? - STAR GRAMMAR: CANONISE ONESELF INTO A DEFINITE FORM, A WILL TO DECORATE (THE ONLY AUTHENTIC DWELLING) AND A
TONGUE STUCK OUT - RETRO: ALWAYS THE ATMOSPHERE OF A MELANCHOLIC SLOW, STATIC BEING AROUSING THE LOST SOLIDARITY;
SIMULTANEOUS QUOTING OF ORNAMENTS, RETRO: SUDDEN POSSIBILITY TO CONTROL TIME, THE WHOLE ERA AS A SYMBOL - THE WHO-
LE ITSELF IS A FRAGMENT FOLLOWED BY ANOTHER FRAGMENT —
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— (AMERIKA NENi ANI SEN, ANI REALITA, NYBRZ HYPERREALITA, JE TO HYPERREALITA, PROTOZE JE TO UTOPIE, KTERA SE OD POCATKU
PROZIVA JAKO USKUTECNENA, VSE JE TU SKUTECNE, PRAGMATICKE A VSECHNO VEDE KE SNENI, JE MOZNE, ZE PRAVDA AMERIKY SE
MUZE UKAZAT POUZE EVROPANOVI, NEBOT JEN TEN TU OBJEVUJE DOKONALE SIMULAKRUM, JEAN BAUDRILLARD) — REZIE USTAVUJE
NOVE USPORADANI CASOPROSTORU, RYTMEM UCHOVAVANI JE VNEJSI NEHYBNOST, POHYB UVNITR ZABERU A SLOVO JSOU MELANCHO-
LICKYM ZAVOJEM STATICKE TRHLINY, SIMULACE OBECNEHO JEN DOTVARIi POPIS MiSTA V ZAHYBU CASU, KTERY NIKDY NEBUDE MiT VULI
POVAZOVAT SE ZA ZTRACENY (MYSLET NEPRITOMNOST) — (AMERIKA JE GIGANTICKY HOLOGRAM V TOM SMYSLU, ZE CELKOVA INFORMA-

CE JE OBSAZENA V KAZDEM Z PRVKU, VEZMETE SI DOCELA MALOU ZASTAVKU V POUSTI, JAKOUKOLI ULICI KTEREHOKOLI MESTA STREDO-
ZAPADU, PARKOVISTE, DUM V KALIFORNIlI, HAMBURGEROVEHO KRALE €I STUDEBAKER A MATE CELOU AMERIKU OD JIHU K SEVERU A OD
ZAPADU K VYCHODU, JEAN BAUDRILLARD) —

° POBREZNIi ZNAK — Rezie: Christoph Girardet, Matthias Miller, Portugalsko, Némecko 2002, 15 min
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Snimek Jorgena Letha 66 vyjev( z Ameriky (66 Scenes from America, 1981)
patii ke klasickym dildm svétového dokumentu, film Nové vyjevy z Ameri-
ky je jeho pokrac¢ovanim po dvaceti letech. ReZisér znovu usporadal vizu-
alné vytribené obrazy, které reprezentuji Ameriku pohledem Evropana, chyceného
v siti pfedevsim kulturnich odkaz(. Minimalistické obrazy jsou ikonogra-
fickymi fragmenty usazenymi ve statickych Sablonach, jejichZ inspiraci byly
fotografie Roberta Franka a obrazy Edwarda Hoppera. Odkaz obou umél-
cu je mytotvornym podlozim pro obrazy newyorskych mrakodrapd, benzi-
nové pumpy, délnice, pokoje v motelu, kavarny vidéné pred sklo ¢i stolu se
sklenici kecupu a zakuskem. Hra odkazl se v rdmci zvolené metody néso-
bi: kdyz v predchozim filmu v podobném duchu natocili Andy Warhola, jak
ji hamburger, jesté vic umocnili roli postavy, jeji pozici a kulturni kontext.
Hru symbold destruovali, a zdroven se na ni podileli. Podobné se nové
postavy ocitaji v nehybném ramu, mluvi, ale jejich slova a pohyby uz samy
pracuji pro vypreparovanou strukturu filmu, ktery chce byt predevsim vi-
zualni paméti priznacnych detaild. Zaroven je ¢asové ohraniéenou cestou
napfi¢: New York, Texas, New Mexico, Colorado, Arizona a California v zari
2001. Teroristicky Gtok je ve filmu pripomenut prazdnym mistem v kratkém
panoramatu, zUstala jen pamét mrakl na skle dvojc¢at, davné svétlo no¢-
nich vézi. Jako by se i takto potvrdil model filmu: mléeni symbold, kterymi
Amerika mluvi. Snimek tvofi prisné oddélené scény, postavy jsou umistény
do vymluvného prostiredi, na konci Zivého obrazu se predstavi. Vedle ne-
znamych hrdind se ve filmu objevi basnik John Ashbery, herec Dennis Hopper,
fotograf Robert Frank a skladatel John Cale. Cale je také autorem original-
niho hudebniho doprovodu filmu dotvarejiciho jeho vyjimecny ztlumeny
styl.

Nové vyjevy z ameriky PO
20:00
DUKLA
NYE SCENER FRA AMERIKA ANGL.
REZIE: JORGEN LETH VERZE
SCENAR: JORGEN LETH

KAMERA: DAN HOLMBERG

ZVUK: NIELS ARNT TORP

HUDBA: JOHN CALE

STRIH: CAMILLA SKOUSEN

DANSKO 2002, 35MM, BAR, 35 MIN

e Karoline Leth

Istedgade 60 | 2.th. 1650 Kgbenhavn V
Denmark

e-mail: hoby_ leth@getanet.dk 375
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New Scenes from America

NYE SCENER FRA AMERIKA
DIRECTOR: JORGEN LETH
SCREENPLAY: JORGEN LETH
PHOTOGRAPHY: DAN HOLMBERG
SOUND: NIELS ARNT TORP

MUSIC: JOHN CALE

EDITOR: CAMILLA SKOUSEN
DENMARK 2002, 35MM, COL, 35 MIN

° Karoline Leth

Istedgade 60 | 2.th. 1650 Kebenhavn V
Denmark

e-mail: hoby_ leth@getanet.dk

Jorgen Leth's 66 Scenes from America (1981) is one of the classics of the world
documentary film. The documentary New Scenes from America is a sequel
made twenty years later. Once more, the director arranged visually refined
images, which represent America as seen through the eyes of a European
caught in a tangled web of mainly cultural references. The minimalist images
are iconographic fragments based on static templates inspired by the photo-
graphs of Robert Frank and paintings of Edward Hopper. Legacies of the two
artists create a peaceful foundation for shots of New York skyscrapers, a gas
station, highways, motel rooms, diners seen through a window, or a table
with a bottle of ketchup and a cake. The game of references multiplies in the
framework of the method of choice: when, in the previous film, they showed
Andy Warhol eating a hamburger, they amplified the role of the character, its
position and cultural context; they destroyed and at the same time participa-
ted in the game of symbols. Similarly, the new characters find themselves in
a motionless frame, they talk, but their words and movements work for the
prepared structure of the film that strives to be above all a visual memory of
typical details. At the same time, the film is a journey across the country in
time: New York, Texas, New Mexico, Colorado, Arizona and California in September
2001. The terrorist attack is evoked by an empty spot in a short panoramic
shot. Only the memories of clouds reflected in the twin towers’ windows re-
main, the ancient light of the towers at night; it is as if the model of the film
was confirmed: the silence of symbols through which America speaks. The
film consists of strictly separated scenes, individual characters are depicted in
telling environments, they introduce themselves at the end of the live sequen-
ce. Besides several unknown characters, the film features the poet John As-
hbery, the actor Dennis Hopper, the photographer Robert Frank and the composer
John Cale. Cale is also the author if the film's original sountrack that comple-
ments the unique soft style of the picture.



— (AMERICA IS NOT A DREAM NOR REALITY, IT IS A HYPER REALITY; IT IS HYPER REALITY BECAUSE IT IS UTOPIA THAT IS EXPERIENCED AS

REAL FROM THE START, EVERYTHING IS REAL, PRAGMATIC, AND EVERYTHING LEADS TO DREAMING, MAYBE THAT THE TRUTH OF AMERICA
IS ONLY VISIBLE TO EUROPEANS BECAUSE ONLY THEY SEE THE PERFECT SIMULACRUM, JEAN BAUDRILLARD) — THE DIRECTOR CREATES A
NEW STRUCTURE OF TIME AND SPACE, OUTER STILLNESS IS THE RHYTHM OF PRESERVATION, MOVEMENTS INSIDE A SHOT AND WORDS
ARE A MELANCHOLIC VEIL OVER A STATIC CREVICE, THE SIMULATION OF THE GENERAL ONLY COMPLEMENTS THE DESCRIPTION OF A
PLACE IN A FOLD OF TIME THAT WILL NEVER CONSIDER ITSELF LOST (THINK ABSENCE) — (AMERICA IS A GIGANTIC HOLOGRAM IN THE
SENSE THAT THE TOTAL INFORMATION IS CONTAINED IN EVERY SINGLE ELEMENT — TAKE THE TINY BUS STOP IN THE DESERT, ANY
STREET IN A MIDWESTERN TOWN, PARKING LOTS, A HOUSE IN CALIFORNIA, A BURGER KING OR A STUDEBAKER, AND YOU HAVE THE
WHOLE OF AMERICA, FROM THE SOUTH TO THE NORTH AND FROM THE WEST TO THE EAST, |JEAN BAUDRILLARD) —

° BEACON — Director: Christoph Girardet, Matthias Mitller, Portugal, Germany 2002, 15 min
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— ZVIRE, KTERE NIKDY NEMUZE BYT PRIROZENE POLITICKOU BYTOSTI - ZABIJENI ZVIRAT: KROME VYMEZENi HRANIC, NA NEMZ DEMON-

STRUJE SVOJI MOC, PROSAZUJE SE POLITIKA TAKE PROSTREDNICTViIM FUNKCI, KTERE PLNI A MEZI NEZ PATRI ZABIJENi ZVIiRAT - EVROPA,
KTERA CHCE MIMO JINE KOMUNIKOVAT POSELSTVIMI A SYMBOLY: POKUD VIRUS VYTVARI SVA TERITORIA (TEDY KAZDE UMIRAJICi TELO
NAPADENE INFEKCI), BOJUJE EVROPA, JEZ JE TAKE TELEM, OHNEM, KOUROVYMI SIGNALY NA BREZICH MORE - HORICi ZViRATA:

(ZE SYNTETICKEHO HLEDISKA LZE MOC DEFINOVAT PRO KAZDOU SPOLECNOST JAKO NUTNOST BOJOVAT PROTI ENTROPII, KTERA JI
OHROZUJE ZAVEDENIM CHAOSU - STEJNE JAKO OHROZUJE KAZDY SYSTEM, GEORGES BALANDIER) —




Masova vrazda! Je to masové vrazda!, kfi¢i zoufale jeden z farmara do kamery.
Na zacatku roku 2001 byla postupujici epidemie slintavky a kulhavky jednou
z hlavnich zprav médii zapadnich zemi. Obrazy horicich tél zabitych zvifat emotivné
vrustaly do verfejného minéni, reakce byly bouflivé a komentétofi pripominali
ritudlni obétinu. V kvétnu toho roku, kdyz uz se zdélo, Ze se nemoc podarilo
zastavit, objevil se novy zdroj nédkazy v North Yorkshire. Tentokrat se Minister-
stvo zemédélstvi (MAFF) rozhodlo neinformovat novinare, povolalo armédu,
které rychlou operaci zlikvidovala nakazené stado. Po ¢ase ministerstvo ozna-
milo, Ze z celkového poctu utracenych zvirat (podle vladni statistiky bylo k ¢ervnu
roku 2002 celkové utraceno 4203 tisic vSech druh( zvirat z ddvodu infekce SLAK)
by se mohla skute¢né nakazit nejvyse jedna ctvrtina. Celé tfi Ctvrtiny zvirat
byly zabity preventivné. Publicistika se ujala vySetiovani zpravy, novinari zkoumali
¢isla farmard a srovnéavali je s témi oficialnimi. Pokusili se svazat udalosti, kte-
ré na sebe navazovaly v celé zdpadni Evropé, odhalili mnoho 1Zi a otevreli né-
ktera podezieni. Naproti tomu dokumentarni film rakouského reziséra Andre-
ase Horvatha odviji ze stejného podlozi bolestivé rekviem, zavrsujici pocity
zaskoceného ¢lovéka, kterému se az katastrofou obnazuji problémy soucasné-
ho velkokapacitniho zemédélského primyslu. Politiku planovaného hospoda-
reni a bezohlednych urednich rozhodnuti obviriuje poeticky esej, v némz zvu-
kovou stopu tvori kolaz vypovédi postizenych zemédélcl, zatimco obraz tkvi
v idylické krajin€ severni Anglie zahalené tizivym tichem. Ve filmu se stale stupnuje
napéti mezi popisovanou tragédii a krasou zabérd, pripominajicich krajino-
malby Johna Constabla. Jeho romantické obrazy viresovist a poli ¢i jeho obrazy
inspirované studiemi oblaki a vody kladou d(iraz na vérnost s ohledem k barevné
naladé krajiny. Idyla je v8ak nahle prerusena vyjevy porazky, lidé zabijeji zvira-
ta, jejich mrtva téla nakladaji jeraby a tézka auta je odvazeji do mist, kde jsou
z tuhych tél stavény hranice, hofi, délnici a vojaci pracuji usporné a rychle,

vlastnici stdd uz jenom pfrihlizeji, nikdo se nepta po jejich zranéni.

Ticho zelené

THE SILENCE OF GREEN
REZIE: ANDREAS HORVATH

SCENAR: ANDREAS HORVATH

KAMERA: ANDREAS HORVATH

ZVUK: ANDREAS HORVATH

STRIH: ANDREAS HORVATH

RAKOUSKO 2002, BETA SP, BAR, 48 MIN

e Sixpack Film

Neubaugasse 45/13 | P.O.Box 197 | A-1071 Wien
Austria | tel: +4315260990-0 | fax: +4315260992

e-mail: office@sixpackfilm.com
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The Silence of Green

THE SILENCE OF GREEN

DIRECTOR: ANDREAS HORVATH
SCREENPLAY: ANDREAS HORVATH
PHOTOGRAPHY: ANDREAS HORVATH
SOUND: ANDREAS HORVATH
EDITOR: ANDREAS HORVATH
AUSTRIA 2002, BETA SP, COL, 48 MIN

° Sixpack Film

Neubaugasse 45/13 | P.O.Box 197 | A-1071 Wien
Austria | tel: +4315260990-0 | fax: +4315260992

e-mail: office@sixpackfilm.com

Mass murder! It is a mass murder!, shouts desperately one of the farmers into the camera. At
the beginning of year 2001 the progressing epidemic of foot—and—mouth disease was one of
the major news of the western countries media. Pictures of burning bodies of the killed ani-
mals were emotively growing into the public opinion, the reactions were stormy, and the
commentators reminded the ritual offering. In May of that year, when is already seemed that
the illness was successfully stopped, a new source of infection appeared in North Yorkshire.
This time the Ministry of Agriculture (MAFF) decided not to inform the journalists, they called
in the army which in a quick operation eliminated the contaminated herd. After some time the
ministry announced that from the total number of put—down animals - according to the government
statistics, as of June 2002 there were 4203 thousand of all kinds of animals put—down because
of the foot—and—mouth disease infection - the number that could really be infected was one
quarter at most. The entire three quarters were killed for prevention. Publicists took over the
investigation of the news, the journalists were examining the numbers of the farmers and
compared them to the official ones, they attempted to bind together events, which followed
up each other in the whole Western Europe, and they uncovered many lies and opened some
suspicions. On the other hand, the documentary picture of the Austrian director Andreas
Horvath unwinds from the same subsoil a painful requiem, rounding off the feelings of a taken—
by—surprise man to whom the problems of the present high—capacity agricultural industry
are not uncovered until the catastrophe. The politics of the planned farming and ruthless
administrative decisions are accused in the poetical essay, in which the sound track is created
by a collage of testimonies of the affected farmers, while the picture dwells in the idyllic sce-
nery of northern England shrouded in heavy silence. In the film, the tension between the
described tragedy and the beauty of the shots, resembling the landscapes of John Constable,
is steadily increasing. Constable’s romantic pictures of the moorlands, fields, or the pictures
inspired by his studies of clouds and water put emphasis on faithfulness with respect to the
coloured mood of the country. They are suddenly interrupted by pictures of slaughter where
people kill animals, the cranes load their dead bodies and heavy trucks transport them to
places where there are bonfires built out of the solid bodies, they are burning, the workers
and soldiers work economically and quickly, the herd—owners only stand by, nobody asks
after their injury.



— AN ANIMAL, WHICH CAN NEVER BE A NATURALLY POLITICAL BEING - KILLING OF ANIMALS: BESIDES FROM DEFINING THE BORDERS, ON

WHICH IT DEMONSTRATES ITS POWER, POLITICS ASSERTS ITSELF ALSO THROUGH FUNCTIONS, WHICH IT FULFILLS, AND AMONG WHICH
BELONGS KILLING ANIMALS - EUROPE, WHICH WANTS AMONG OTHERS TO COMMUNICATE THROUGH MESSAGES AND SYMBOLS: IF

A VIRUS CREATES ITS TERRITORIES, HENCE EVERY DYING BODY INFESTED BY THE INFECTION, EUROPE, WHICH IS ALSO A BODY, FIGHTS
THROUGH A FIRE, THROUGH SMOKE SIGNALS ON THE SEASHORE - BURNING ANIMALS: (FROM SYNTHETICAL POINT OF VIEW POWER CAN
BE DEFINED FOR EACH SOCIETY AS A NECESSITY TO FIGHT AGAINST ENTROPY WHICH THREATENS IT BY INTRODUCING CHAOS - SAME AS
IT IS THREATENED BY EVERY OTHER SYSTEM. GEORGES BALANDIER) -
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— MORE UZAVRENE DO SEBE - SOUZITIi POSADKY, VECNA PRITOMNOST, V NiZ SLOVA NEODPOVIDA|i BEZNEMU SMYSLU, KDE SE DORO-

ZUMIVAJi JEN GESTA, JEZ JSOU SAMA SOBE POZNANIM - PROSTE VIDENi PRACE, ZVLASTNi RUDIMENTARNI KRASA — MORE BEZ ZNAMENI

NA POBREZIi, SLANY DESIGN - ZIVEL MORE JE VICE NEZ OBRAZEM, JE LATKOU, DO NiZ VSTUPUJEME, ABYCHOM ROZMLOUVALI S VODOU:
CLOVEK SE RODi DOMA, ALE UMIRA NA MORI —

° QUADRO — Rezie: Lotte Schreiber, Rakousko 2002, 10 min



Janusz, Dickerchen a Tomek pracuji pal roku jako namornici na palubé nakladni
lodi Gaastdiep. Pro vSechnu praci, které se museji na lodi vénovat, jim vibec
nezbyva ¢as na soukromy Zivot. Maly prostor Uzkych kajut ani nedava prileZitost
k tomu byt chvili sam. Kdyz dvéma muzdm v zavéru vyprsi smlouva, od-
chézeji z lodi s tim, Ze intimita, ktera nebyla skute¢nym préatelstvim, konci,
lod vyplouva na more a oni védi, Ze se uz nikdy neuvidi. Trojice mladych
rezisérd doprovazela namorniky tfi tydny, uz to, Ze neuméli polsky, jazyk
najatych délnik( more, predznamenalo styl nespéchajicich obraz(, kterym
snimali Zivot na palubé nakladni lodi. Stfizlivé vnimani vSednodenni dfiny
vyvolalo portréty muzd, ktefri pdl roku pluji po mori, aby si vydélali, na-
mornikd, porad jesté jaksi hledajicich své misto v Zivoté. Pro¢ vlastné vy-
plouvaji na more: je to proto, Ze byt ndmornikem neni jen zaméstnani jako
kazdé druhé, Ze je to zvoleny osud, v némz je more velkad vasen a podivna
laska, anebo to délaji jenom pro penize... Ale diky nim spolu s autory poznavame
more, zacindme chéapat solidaritu posadky pripravenou prekonat vse, ¢im
na namorniky ¢ihd voda a kde by se kazdé selhani mohlo stat tragédii. Tézka
prace vyzaduje od ¢lovéka vsechny sily. Stalou pritomnosti rizik a vyjimec-
nymi podminkami prostredi jedné lodi Ize vysvétlit i mnohé zvlastnosti v chovani
lidi. Pisobivost filmu je dana zvolenym stylem prebirajicim postupy direct
cinema, metody, kterd dovoluje zevrubné a hluboké pochopeni zachyco-
vanych véci. Dasledkem tohoto pohledu na realitu je mimoradné soustre-
déni k detailu. Tvdrci bedlivé a presné zachycuji jednotvarny kolobéh den-
nich praci, podavaji nam cosi jako rukovét ndmornikova dne, svdj film ndm
nabizeji jako dokonale pouceného priivodce jeho zivotem na lodi.

Gaastdiep — Namo#nicky
film

GAASTDIEP — EIN MATROSENFILM
REZIE: SVENJA KLUH, KNUT KARGER,

PHILIP VOGT

SCENAR: SVENJA KLUH, KNUT KARGER,
PHILIP VOGT

KAMERA: PHILIP VOGT

ZVUK: KNUT KARGER

STRIH: SVENJA KLUH, KNUT KARGER, PHILIP VOGT
NEMECKO 2002/03, 16MM, BAR, 47 MIN

e Hochschule fir Fernsehen und Film Minchen
Frankenthaler Str. 23 | 81539 Munchen | Germany

tel: 08968957448 | fax: 08968957449

e-mail: festivals.vertrieb@hff—muc.de
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Gaastdiep — A Sailor’s Film

GAASTDIEP — EIN MATROSENFILM

DIRECTOR: SVENJA KLUH, KNUT KARGER,
PHILIP VOGT

SCREENPLAY: SVENJA KLUH, KNUT KARGER,
PHILIP VOGT

PHOTOGRAPHY: PHILIP VOGT

SOUND: KNUT KARGER

EDITOR: SVENJA KLUH, KNUT KARGER, PHILIP
VOGT

GERMANY 2002/03, 16MM, COL, 47 MIN

° Hochschule fir Fernsehen und Film Minchen
Frankenthaler Str. 23 | 81539 Miunchen | Germany

tel: 08968957448 | fax: 08968957449

e-mail: festivals.vertrieb@hff—muc.de

Janusz, Dickerchen and Tomek work for half a year as sailors on board of
the cargo ship Gaastdiep. For all the work with which they are busy on the
ship, they never have any time left for their personal life. The small space of
the narrow cabins does not even give the opportunity to be on one’s own
for a while. When the contract of two men runs out in the end, they leave
the boat with the notion that the intimacy, which was not a real friendship,
is over, the boat sails to sea and they know that they will never see each
other again. The trio of young directors kept the sailors company for three
weeks; the fact itself that they did not know any Polish, the language of the
hired workmen of the sea, adumbrated the style of the unhurried images, in
which they were shooting the life on board of the cargo ship. The austere
perception of the everyday toil evoked the portraits of men, who sail the sea
for half a year in order to earn money, sailors, who are still sort of seeking
their place in life. What is the reason why they actually sail to sea: is it be-
cause to be a sailor is not just a job as any other, because it is a chosen fate
when the sea is a big passion and a peculiar love, or do they do it just for
money... However, thanks to them along with the authors we get to know
the sea, we begin to understand the solidarity of the crew ready to overco-
me everything that lurks in the water for the sailors and where every failure
might become a tragedy. The hard work demands all the power from a man;
through perennial presence of the risks and exclusive conditions of one ship
it is possible to explain many particularities in people’s behaviour as well.
The actuosity of the film is given by the selected style taking over the tech-
niques of the direct cinema, the method which allows detailed and deep
understanding of the captured things. The consequence of this view of the
reality is an exceptional concentration towards the detail; the authors cap-
ture the monotonous cycle vigilantly and precisely, they hand us something
like a handbook of the sailor’'s day, they offer their film to us as a perfectly
knowledgeable guidebook of the sailor’s life on the ship.



— THE SEA CLOSED TO ITSELF - THE COEXISTENCE OF THE CREW, PERENNIAL PRESENCE, IN WHICH WORDS DO NOT CORRESPOND TO

THEIR ORDINARY SENSE, WHERE ONLY GESTURES, WHICH ARE COGNIZANCE TO THEMSELVES, COMMUNICATE - THE SIMPLE VISION OF
WORK, THE STRANGE RUDIMENTARY BEAUTY - THE SEA WITHOUT THE SIGN ON THE SHORE, THE SALTY DESIGN - THE ELEMENT OF THE
SEA IS MORE THAN AN IMAGE, IT IS A SUBSTANCE, INTO WHICH WE ENTER IN ORDER TO DISCOURSE WITH THE WATER: A MAN IS BORN
AT HOME BUT DIES ON THE SEA -

° QUADRO — Director: Lotte Schreiber, Austria 2002, 10 min
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— NADHERNY. TIME OUT, LONDON — FILM TAK ETERICKY, DOJEMNY A NEKOMPROMISNi JAKO JEHO HRDINA. VILLAGE VOICE — PODMANI-
VY... SNOVY... VSECHNO, JEN NE POCHMURNY. NEW YORK TIMES — JEMNY, TESKNY DOKUMENT... NEWCITY, CHICAGO — JEDEN Z MALA
DRAHOKAMU LETOSNIHO BERLINA. THE INDEPENDENT — ELEGANTNE SUROVY. NEW YORK PRESS — ...NEPREKONATELNY PORTRET NEJEN

MIMORADNEHO UMELCE, ALE TAKE MIZEJICIHO CASU A MiSTA. BALTIMORE SUN — PUSOBIVY. VARIETY -

° BRANSON: MUSICLAND USA - Rezie: Peter Sillen, USA 2003, 11 min
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Rezisér Jem Cohen se s Banjaminem potkal poprvé v roce 1989, kdy v Georgii
natacel pro skupinu R.E.M. VSude v Athenach visely plakaty na atlantskou kape-
lu Opal Foxx Quartet a zpévak R.E.M Michael Stipe donutil reziséra k navstévé
koncertu. Na ném bylo vic muzikantl nez divak, kapela nebyla kvartetem, tu-
cet muzikantu hral na housle, cello, varhany i elektrickou kytaru a frontman Benjamin,
v prestrojeni Miss Opal Foxx, pravé zpival Frail Body. Po smrti nékterych hudeb-
nikd povstala ze sestavy Opal Foxx kapela Smoke. Skupina (cello, trumpeta, bubny,
banjo a elektricka kytara), Uzce spjata s nebezpeénou atlantskou ¢tvrti Cabbagetown,
hrala svéraznou jizanskou smés country, jazzu a punku. Benjamin (Robert Cur-
tis Dickerson), slavny svou pédiovou transformaci a Zivotem na drogach s HIV
krviv téle, dovedl Smoke mezi nejlepsi atlantské kapely. Navzdory tomu se nikdy
nesmocdila v mainstreamu a i diky Benjaminovu Zivotu zlstala uz navzdy pfili§
éterickou pro hudebni primysl. Film je jeho portrétem (a také Ctvrti s textilni
fabrikou, ktera byla jeho zZivotu jedine¢nou kulisou), psychedelickd emulze po-
pisuje svét eponyma Benjamina kratce pred jeho smrti, tou oblibenou smrti narkomant,
jiz je hepatitida—C, AIDS. Punkové blues dava rytmus filmu, ktery nepotrebuje
komentar. Odkazuje na Cohenovy predchozi lyrické experimenty kresli doku-
ment jemnymi ¢arami intimni obraz Zivota umirajiciho muze, jehoz energie stale
proudi mezi nim a silou jemu blizkych lidi stojicich na okraji hlavniho proudu.
A také mezi nim a tou, kterd na né&j méla pravdépodobné nejvétsi vliv. Zacalo to
albem Horses, Patti Smith byla magnetem, ktery jej pfitahl na konci sedmdesa-
tych let do New Yorku, kde néjaky ¢as pracoval v punkovém klubu. Setkal se s ni
kratce, zanedlouho se vratil do Georgie k Zivotu narkomana (Speed, barbitua-
tes, pot and cigarettes), homosexudla (indiference pohlavi, télo v téle) a muzi-
kanta. Byla na jeho poslednim koncertu, to uz Smoke nebyli neznamou under-
groundovou kapelou a Smith u nékterych svych textd pfiznavéa inspiraci pravé
Benjaminem — kruh s Mdzou a podzemni figurou, ktera ji svou smrti vraci inspi-
raci, se uzavrel.

Benjamin Smoke PO
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Benjamin Smoke

BENJAMIN SMOKE

DIRECTOR: JEM COHEN, PETER SILLEN
SCREENPLAY: JEM COHEN, PETER SILLEN
PHOTOGRAPHY: JEM COHEN, PETER SILLEN,
SARAH CAWLEY

SOUND: JEM COHEN, PETER SILLEN

EDITOR: NANCY ROACH, J. COHEN, P. SILLEN
USA 2000, 16MM, BAR, 68 MIN

° Cowboy Pictures | 13 Laight St. 6th Floor

New York | NY 10013 | tel: 2129257800

fax: 2129655655 | e-mail: info@cowboypictures.com

www.cowboypictures.com

The director Jem Cohen met with Benjamin for the first time in 1989, when he
filmed in Georgia for R.E.M. There were posters all over Athens promoting a group
from Atlanta called Opal Foxx Quartet and Michael Stipe, singer from R.E.M., forced
the director to visit their concert. The concert was attended by more musicians
than spectators, the band turned out not to be a quartet, but a dozen of musicians
played the violin, cello, organ, and electrical guitar. Their front man Benjamin disguised
as Miss Opal Foxx only just sang Frail Body. After the death of some of the musi-
cians the band changed from Opal Foxx to Smoke. The band (playing the cello,
trumpet, drums, banjo, and electrical guitar) was closely linked to the dangerous
Atlanta quarter Cabbagetown, and their music was a peculiar southern mix of
country, jazz and punk. Benjamin (Robert Curtis Dickerson), who was famous for
his stage transformation and life with HIV, brought Smoke among the best bands
in Atlanta. However, they never slipped to mainstream and thanks to Benjamin's
life forever remained too ethereal for the music industry. The film is Benjamin's
portrait (as well as the quarter where he lived charactarised by a textile factory).
Psychedelic emulsion depicts the world of eponymous Benjamin shortly before
his death, so favoured by drug addicts, which is hepatitis C, AIDS. Punk blues
gives the movie rhythm, which does not need any comments. Referring to Co-
hen’s previous lyric experiments the documentary draws the intimate picture of a
dying man's life, whose energy still flows between himself and his close friends
standing at the edge of mainstream. And between himself and her, a woman who
probably most influenced him. It began with the album Horses. Patti Smith was a
magnet; she drew Benjamin to New York at the end of 70s, where he temporarily
worked in a punk club. He met her briefly, returning to drug addict’s life in Geor-
gia afterwards (Speed, barbiturates, pot and cigarettes), homosexual's life (sex
indifference, body in body) and that of musician as well. She visited his last con-
cert, by then Smoke was not an unknown underground band anymore. Smith admits
that Benjamin inspired some of their own lyrics - the Circle with muse and under-
ground figure, which brings back inspiration with its own death, has closed up.



— EQUISITE. TIME OUT, LONDON — A FILM AS ETHEREAL, MOVING AND UNCOMPROMISING AS ITS SUBJECT. VILLAGE VOICE - CAPTIVA-

TING... DREAMLIKE... ANYTHING BUT GRIM. NEW YORK TIMES — A FINE, SORROWFUL DOCUMENTARY... NEWCITY, CHICAGO — ONE OF
THE FEW GEMS AT BERLIN THIS YEAR. THE INDEPENDENT — ELEGANTLY RAW. NEW YORK PRESS — ...A COMPELLING PORTRAIT OF NOT
JUST OF AN EXTRAORDINARY ARTIST BUT OF A DISAPPEARING TIME AND PLACE. BALTIMORE SUN — FORCEFUL. VARIETY —

° BRANSON: MUSICLAND USA -Director: Peter Sillen, USA 2003, 11 min

389



— (VZDYCKY ZNOVU SI TADY UVEDOMIM, ZE ROCKOVA HUDBA JE OD SVEHO PRVOPOCATKU SVAZANA S IDEOU SVOBODY, TOLERANCE
A SOLIDARITY, VACLAV HAVEL, MAJITEL STODOLY) -




1987 vychododesky Woodstock, festival zakazané kultury v Trutnové byl rozeh-
nan Statni bezpeénosti, pozemek postiikan mocavkou /1990 v nazvu se objevu-
je spriznénost s americkym Woodstockem a polskym Jarocinem, poprevratova
euforie / 1992 koncert, ktery byt nemél a k némuz dal impuls policejni zasah
v klubu End, poprvé Gcinkuji kapely mimo undergroundovy okruh /1993 zahra-
ni¢ni kapely / 1994 tfiactyricet ceskych a zahrani¢nich kapel, festival se stava
kultovnim / 1995 dvacet tisic platicich divakd objevilo Banjo band Ivana Mladka,
festival city s bazénem, kadernictvim, tetovanim a bungee jumpingem / 1996
vénovano svobodé Tibetu, véziidm svédomi a obétem u Wounded Knee, dést
a Cervena hlina / 1997 osmdeséat kapel na dvou tanecnich scénéach, misto tane¢ni
scény vznika revivalovy stan, na p6diu vystupuje komik Felix Holzman / 1998
pauza / 1999 organizatori se rozsahem festivalu prirovnavaji k Roskilde v Dan-
sku nebo Glastonbury a Reading v Anglii / 2000 vénovano matce zemi a vesmiru
/ 2001 bubnujici indiani a open air bohosluzba / 2002 spole¢né vystoupeni Waldemara
Matusky a Ivana Martina Jirouse, sbohem, lasko, nech mé jit / 2003 ten festival,
to je manifestace radosti, Ivan Martin Jirous) — Snimek reziséra Olivera Morgen-
sterna shrnuje historii kultovniho hudebniho festivalu v Trutnové. ReZisér uz nazvem
priznava zéasadni inspiraci dokumentem o festivalu ve Woodstocku v roce 1969.
Myslenka realizovat podobny typ filmu napadla i spoluzakladatele festivalu Martina
Vécheta, spolu s rezisérem a Martinem Sujou se poradatel festivalu prezdivany
Geronimo také podilel na scénéari. Hlavnimi hvézdami filmu jsou vedle néj posta-
vy Ceského undergroundu, ve filmu nechybi ani pravidelny navstévnik festivalu,
exprezident Ceské republiky Vaclav Havel. Mozaiku pFevazné zaznamd koncer-
td doplnénou anketami mezi G¢inkujicimi i divaky sceluje autorska snaha postih-
nout naladéni festivalu. Formalné film odkazuje ke svému kultovnimu predchtid-
ci, a to nejen rozdélenim platna na vice ploch. Dokument je vénovan Krishnovi,
Jezisovi, Buddhovi, Jagannathovi, Indiandm, Undergroundu, Charté 77 a nacel-
nikovi Véclavu Havlovi.

Czech Woodstock 87 — 2002 PO
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Czech Woodstock 87 — 2002

CZECH WOODSTOCK 87 — 2002 (UNDERGROUND
& HEAVEN OF TRUTNOV OPEN AIR MUSIC FESTIVAL)
DIRECTOR: OLIVER MORGENSTERN
SCREENPLAY: OLIVER MORGENSTERN, MARTIN
VECHET, MARTIN SUJA

PHOTOGRAPHY: MIROSLAV VRANEK

EDITOR: MARTIN SUJA

CZECH REPUBLIC 2003, COL, 106 MIN

° Oliver Morgenstern (Malina)
Na Dédince 12/515 | 180 0o Prague 8 | Czech Republic
tel: +420283840061 | mob: +420608977952

e-mail: o.malina@volny.cz

1987 the East Bohemia Woodstock, the Trutnov festival of forbidden culture was
dispersed by the Police and the land was sprayed with manure—water / 1990 the
title reminds of the American Woodstock and the Polish Jarocin; euphoria of the
aftermath of Velvet Revolution / 1992 concert that wasn't supposed to occur but
which took place after the police raid on the End club; for the first time, there are
not only the underground artists /1993 foreign bands /1994 forty three Czech and
foreign bands, the festival becomes a cult one / 1995 twenty thousand paying visitors
have discovered Ivan Mladek’s Banjo Band, there is a festival city with swimming
pool, hairdressing and tattoo salon and bungee jumping /1996 the festival is dedicated
to free Tibet, to the prisoners of consciousness and to the victims of Wounded
Knee; rain and red clay / 1997 eighty bands on two dance stages, instead a dance
stage a revival tent is created and the comic Felix Holzman performs there / 1998
a break /1999 the organizers compare the size of the festival to the Danish Roskil-
de festival or to the English Glastonbury or Reading festivals / 2000 the festival is
dedicated to the Mother Earth and the space / 2001 drumming Indians and open
air religious service / 2002 performance of Waldemar Matuska and lvan Martin
Jirous / 2003 this festival is a manifestation of joy, I. M. Jirous) - Oliver Morgen-
stern’s movie is a review of the Trutnov cult music festival’s history. Already its title
acknowledges director’s inspiration by the documentary about the 1969 Woodstock
festival. The same idea occurred also to the co—founder and organizer of the fes-
tival, Martin Vécheta (nicknamed Geronimo) who worked on the script together
with the director and Martin Suja. The movie's stars are besides him also the per-
sonalities of the Czech underground culture and there is also the Czech ex—pre-
sident Vaclav Havel, who is one of the regular visitors. The mosaic of concert footage
is accompanied by interviews with artists and visitors. All this is tied together by
author’s effort to capture the festival's ambiance. As to its form, the movie evokes
its cult predecessor (for example the screen divided into several parts). The do-
cumentary is dedicated to Krishna, Jesus and Buddha, to Jagannatha, to the Indi-
ans, to the Underground, to the Chart 77 and to the chief Vaclav Havel.



— (HERE | ALWAYS REALIZE THAT ROCK MUSIC HAS FROM ITS VERY BEGINNING BEEN ASSOCIATED WITH THE IDEA OF FREEDOM, TOLE-

RANCE AND SOLIDARITY, VACLAV HAVEL, OWNER OF A BARN) —
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— PACIENT, ZAPIS DIAGNOZY, PSYCHOANALYTICKA LEKCE (ROVNOMERNE ROZPROSTRENA POZORNOST, FREUD): POZORNOST JE VENO-
VANA VSEM VYSLOVENYM VETAM, JAKKOLI SE MOHOU JEVIT UTRZKOVITE A BEZVYZNAMNE, PRAVIDLO RiKA NEVYTVARET SI ZADNE
PREDSUDKY, POTLACIT VSECHNY PREDBEZNE SOUDY A VENOVAT STEJNOU POZORNOST VSEMU, CO PRICHAZI A JAK, PACIENT MUSI DAT
VOLNY PRUBEH SVYM SLOVUM, NECHAT PLYNOUT VSECHNY PREDSTAVY, TVARE, SCENY, JMENA, VETY, JAK SE MU RODI V USTECH

AV TELE, VE ZMATKU, BEZ JAKEHOKOLI OMEZEN{ —

° YES? OUI? JA? — Rezie: Thomas Draschan, Ulrich Wiesner, Némecko 2002, 4 min
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Rene Rupnik je uéitelem matematiky, Senta Berger je herecka (*1941). Matematické
krivky v uciteli vyvolavaji uz jen predstavu Zenskych nader, herec¢cinych
prsou predevsim. Opakované sleduje filmy, ve kterych byla hvézdou, jiz
nékolik let zkouma a popisuje jeji té€lo, pokousi se jej prevést do geomet-
rie, dat mu platnost matematické pravdy. Sam se povaZuje za velkého znalce
nader, jeho posedlost vede k obskurnim teoriim o idealni podprsence ¢i
tvarovani idealnich prsou. Nedostiznym idedlem je samozrejmé herecka,
v mladi ji byl okouzlen, dnes je jeho dokonalou sinusoidou. Rupnik nema
zadnou potrebu jeji fyzické pritomnosti, uz jej nezajima ani jako sexualni
fantazie, neni prileZitosti k onanii, existuje pro néj teoreticky, povznasi jeho
dusi matematika. Ve skute¢nosti musel opustit $kolu a Zije z podpory spo-
le¢né se svou starou matkou — bydli s ni, ale v byté se ji vyhyba, nejedi
spolu, nemluvi spolu. Je mu ctyricet a neni schopen norméalniho Zivota,
svét se stahl do starého bytu vycpaného novinami a zvlastnim, osklivym
vztahem — matku uz jenom nendvidi, ostatné je pfilis plocha a kostnata,
narozdil od fotografie herecky zestarla. Snimek natoéeny po velkém plat-
né Zvireci lasky je na prvni pohled méné ambiciézni, soustieduje se jen na
jednu postavu, tlumi vyhranéné a télesné intimni okamziky (film neceka,
az divak uhne o¢ima). Postupy vlastnimi standardnim televiznim dokumentim
nevyvolava polemiku o zdmérném a nezdmérném, o vnitfni mechanice au-
tentického. Chybi opulentni cynismus a chlad, vyjevy z bytu vyvolavaji predevsim
uzkost. Je to rezijni cviceni, televizni Zert s loutkou poznamenanou bizarni
obsesi a oidipovskym komplexem. Zdanlivé oddechovy cas, ale také dalsi
kapitola Seidlovy stydké antropologie.

Milovnik poprsi

DER BUSENFREUND
REZIE: ULRICH SEIDL

SCENAR: ULRICH SEIDL

KAMERA: HEINZ BRANDNER, JERZY PALACZ,
HANS SELIKOVSKY, PETER ZEITLINGER
HUDBA: WALTER ANDREAS CHRISTEN
STRIH: WALTER ANDREAS CHRISTEN
RAKOUSKO 1997, BETA SP, BAR, 60 MIN

e Lotus-Film GmbH

Johnstrasse 83 | Vienna | A-1150 | Austria
tel: +4317863387 | fax: +431786338711

e-mail: m.lendl@lotus-film.co.at | www.lotus-film.com
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The Bosom-Friend

DER BUSENFREUND

DIRECTOR: ULRICH SEIDL

SCREENPLAY: ULRICH SEIDL

PHOTOGRAPHY: HEINZ BRANDNER, JERZY
PALACZ, HANS SELIKOVSKY, PETER ZEITLINGER
MUSIC: WALTER ANDREAS CHRISTEN

EDITOR: WALTER ANDREAS CHRISTEN
AUSTRIA 1997, BETA SP, COL, 60 MIN

° Lotus-Film GmbH

Johnstrasse 83 | Vienna | A-1150 | Austria
tel: +4317863387 | fax: +431786338711

e-mail: m.lendl@lotus-film.co.at | www.lotus-film.com

Rene Rupnik is a math teacher; Senta Berger is an actress (b. 1941). For the
teacher, the curves of geometry evoke only woman'’s breasts, especially
the breasts of the actress. He watches her films over and over, for several
years he has been examining and describing her body. He tries to trans-
form itinto geometry, to give it the validity of a mathematical fact. He considers
himself an expert on breasts; his obsession leads to obscure theories about
an ideal bra or the shaping of perfect breasts. The actress represents the
unbeatable ideal. She fascinated him when he was young; today she is his
perfect sinusoid. Rupnik does not need her physical presence, she pro-
bably does not attract him as a sexual fantasy, she is not an image for masturbation.
She exists only in theory; she elevates his spirits of a mathematician. In
reality, he had to leave school and he lives on welfare together with his
mother — he shares apartment with her, but he avoids her — they do not
talk nor eat together. He is forty years old and unable of having a normal
life. The world has shrunk into an old apartment filled with old newspaper
and a strange, ugly relationship — he hates his mother, she is too flat and
bony, so different from the picture of the actor that does not age. At first
sight, the film shot on the large format of Animal Love is less ambitious, it
focuses on a single character, it softens the tense and intimate moments
(the film does not wait for the audience to look away). The method of
standard television documents does not open polemics about the inten-
ded and unintended, about the internal mechanics of the authentic. The-
re's an absence of opulent cynicism and coldness, the images from the
apartment evoke mainly anxiety. It is an exercise in directing, a television
comedy with a puppet affected by a bizarre obsession and the Oedipus
Complex. This seems to be a time out, but also a next chapter of Seidl’s
pubic anthropology.



— A PATIENT, A RECORD OF DIAGNOSIS, A LESSON IN PSYCHOANALYSIS (AN EVENLY SPREAD ATTENTION, FREUD): ATTENTION IS PAID TO

ALL SPOKEN SENTENCES, HOWEVER POINTLESS AND INCOHERENT THEY MIGHT SEEM, THE RULE SAYS NOT TO MAKE ANY PREJUDICES,
TO SUPPRESS ALL PRELIMINARY JUDGMENTS AND PAY EQUAL ATTENTION TO EVERYTHING THAT COMES, THE PATIENT HAS TO LET HIS
WORDS FLOW FREELY, LET ALL HIS FANTASIES, FACES, IMAGES, NAMES, AND SENTENCES COME OUT AS THEY ARE BORN IN HIS MOUTH
AND BODY, CONFUSED AND WITHOUT ANY RESTRAINTS —

° YES? OUI? JA? — Director: Thomas Draschan, Ulrich Wiesner, Germany 2002, 4 min
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— PREDPOKLAD UDALOSTI PROMENENY V EPIKU, STATUT VYPRAVENIi SE POTE ODVOZUJE Z DEJEPISU A JEHO LOGIKY USPORADAVANI
PROSTORU A CASU — JAKASI NEVIDITELNA SiLA HISTORICKYCH SKOKU S JEJICH VNEJSIM VYMEZENIM: TAKTO UZAVRENE MA|i CiL V SOBE,
CILEM JE DATACE, DATUM JE HRANICi A KATASTROFOU; POKRACOVANI UZ JE SOUCASTI JINEHO CELKU — V REPORTAZNIM DOKUMENTU

S AMBICEMI PROPAGANDY NELZE BYT KOLEMJDOUCIM — STUPEN PROPAGANDY SE VAZE K HLASU VITEZU, DIiLO JE MERENO TiM, JAK
ILUSTRUJE METAFORU, METAFOROU JE PAK JAKAKOLI INTERPRETACE DEJIN (POKUSIT SE PRILOZIT NA DEJEPIS MRIZKU TEORIi UMENI) —
TVURCI KRIZE ALE ZUSTALI OSAMELYMI CHODCI UZ JEN PROTO, ZE SKLADALI PAMET SVYCH OCI; JAKY ROZDIiL OPROTI VETSINE BUDOU-
CiCH KOLORISTU VNUCUJiCiCH SVUJ POSTOJ PROSTREDNICTViIM STRIHOVEHO FILMU (TELO FILMU ZTELESNENE CIZIMA OCIMA) —



Herbert Kline, mlady americky filmar—dokumentarista, se na jare 1938 ocitl
v Praze, aby tu zaznamenaval projevy a dasledky tlaku nacistické rise na
Ceskoslovensko a obranu proti nim. Jako spolureZiséra planovaného filmu
si vybral Hanse Burgera — prazsky Némec pak ke spolupraci premluvil
Hackenschmieda jako kameramana. Kline chtél zaznamenat predevsim vnitini
poméry v Ceskoslovensku ovliviiované nebezpedim ttoku z Némecka, &in-
nost henleinovskych spojenct nacistické riSe a rizné podoby obrany. Svi-
rani a vydirani zemé chapal jako soucast nacistické rozpinavosti. Od po-
¢atku tocil stab film o konfliktu, jesté netusili, jak se vyvine, jen to zatim
predpokladali. Vyusténim pak byl Mnichov, pfijeti diktatu posunulo smysl,
vyznam a ohlas filmu. Film se dokoncoval v Pafizi a ve Spojenych statech,
oklesténé Ceskoslovensko jiz nenabizelo svobodny prostor. Historik Ro-
bert Kvacek ve své studii o filmu p¥ipomina: Ceskoslovenska vliada se oba-
vala v8eho, co mohlo vzbudit nepriznivou reakci v Berling€, hledala sebeza-
chovné modus vivendi s novym brutalnim stfedoevropskym hegemonem
a o Klineové dokumentaci se dalo z riznych znameni a znalosti predpo-
kladat, ze nebude vyhovovat novému politickému ovzdusi. Snimek shrnuje
sudetonémeckou krizi, ukazuje napéti v pohranici, pripravy civilistd na valku,
naladu vnitrozemi. Kultura (V&W) a sport (sokolsky slet) pak mély vyvazit
tisnivou naladu ohrozeni odhodlanim nedat se. Finalni, rozhodujici zari
dava filmu prudkou dynamiku: mobilizace, Mnichovska dohoda a obsaze-
ni ¢eského pohranici. Film mél newyorskou premiéru 13. bfezna 1939. Dva
dny poté obsadila Fi§ska armada i zbylé Gzemi nékdejsiho Ceskoslovenska.
Krize, po Mnichové zapadem kratce vnimana jako odvracena (pouhy na-

rodnostni svar), se nezadrzitelné stavala stavem celé predvalecné Evropy.

Krize

CRISIS

REZIE: HERBERT KLINE, HANUS BURGER
KOMENTAR: VINCENT SHEEAN

KAMERA: ALEXANDER HACKENSCHMIED
HUDBA: ANS WALTER SUSSKIND, JAROSLAV
HARVAN

STRIH: HERBERT KLINE

USA 1939, 35MM, CB, 66 MIN

e Nérodn{ Filmovy Archiv
Malesicka 12 | 130 oo Prague 3
Czech Republic | tel: +420271770500

fax: +420271770501 | e-mail: nfa@nfa.cz
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Crisis

CRISIS

DIRECTOR: HERBERT KLINE, HANUS BURGER
COMMENTARY: VINCENT SHEEAN
PHOTOGRAPHY: ALEXANDER HACKENSCHMIED
MUSIC: HANS WALTER SUSSKIND, JAROSLAV
HARVAN

EDITOR: HERBERT KLINE

USA 1939, 35MM, BW, 66 MIN

°NFA

Malesicka 12 | 130 oo Prague 3
Czech Republic | tel: +420271770500

fax: +420271770501 | e-mail: nfa@nfa.cz

Herbert Kline, a young American documentarist, happened to be in Prague in the
spring of 1938 to record the indications and consequences of the German pressu-
re on Czechoslovakia and the country’s defense against them. Kline chose Hans
Burger, a Prague German, as an assistant director. Burger than persuaded Hac-
kenschmied to take part in the project. Kline wanted to focus mainly on the con-
ditions in Czechoslovakia affected by the threat of German attack, on the activities
of Henlein allies of the Third Reich and on various kinds of Czech resistance. Kline
viewed the tightening grip of Germany and the exploiting of Czechoslovakia as a
part of expansionism of the Nazis. From the very start, the team was shooting a
film about a conflict. They did not know yet, however, how it would evolve. The
Muenchen agreement was a climax — the acceptance of the dictate shifted the
meaning and the response of the film. The film was completed in Paris and the
USA. Czechoslovakia no longer offered free environment. The historian Robert
Kvacek remarks in his study of the film: Czechoslovak government was afraid of
anything that might cause an unwelcome reaction in Berlin, in an self—preserva-
tion effort, they looked for a modus vivendi with a new brutal Central European
hegemonic power — and it was expected that Kline's document would not be favorable
to the new political atmosphere. The film summarizes the Sudetenland crisis, shows
the growing tension in the borderland as well as civilians’ preparations for the war
and the mood in the heartland. Culture (Werich and Voskovec) and sports (The
Sokol Gathering) were meant to balance out the gloomy situation of the imminent
threat by the determination not to give up. The final and decisive September gives
the film a swift dynamics: mobilization, Muenchen Agreement and the occupation
of Czech borderland. The film was premiered in New York City on March 13, 1939.
Two days later, Wehrmacht marched in the remaining parts of Czechoslovakia.
The crisis, which the Western countries considered as diverted (a mere nationa-
listic strife), was inevitably becoming the state of Europe on the eve of the World
War 1.



— EXPECTED EVENTS TURNING INTO EPIC, THE STATUS OF NARRATION IS LATER BASED ON HISTORY AND ITS LOGIC OF ARRANGING

PLACES AND TIME — A KIND OF INVISIBLE POWER OF HISTORIC LEAPS WITH THEIR OUTER DEFINITIONS: THEY HAVE THEIR GOALS WI-
THIN THEM, THE GOAL IS A DATE, A DATE IS A BORDERLINE AND CATASTROPHE; THE CONTINUATION IS ALREADY A PART OF ANOTHER
COMPLEX — IN A DOCUMENTARY THAT ASPIRED TO BECOME PROPAGANDA, ONE CANNOT BE A PASSER—BY — THE DEGREE OF PROPAGAN-
DA RELATES TO THE VOICE OF WINNERS, THE WORK IS MEASURED BY ILLUSTRATION OF METAPHOR, AND ANY INTERPRETATION OF
HISTORY (AN ATTEMPT TO SEE HISTORY THROUGH THE GRID OF ART THEORY) BECOMES A METAPHOR — BUT THE AUTHORS OF THE
CRISIS REMAINED LONELY PASSERS—BY BECAUSE THEY COMPOSED THE MEMORY OF THEIR EYES; WHAT A SIGNIFICANT DIFFERENCE
FROM THE MAJORITY OF COLORISTS WHO LATER IMPOSED THEIR VIEW THROUGH EDITED FILM (THE BODY OF FILM PRESENTED THROU-
GH A STRANGER'S EYES) —

403



404

— (TOSCANINI VELMI AKTIVNE PODPOROVAL ITALSKY ODBOJ A BYL PRIPRAVEN S NiM SPOLUPRACOVAT. V TE DOBE SOVETSKY SVAZ

BOJOVAL S HITLEROVOU AGRESI A TOSCANINI TRVAL NA TOM, ABY SOUCASTi KONCERTU BYLA | SOVETSKA HYMNA. BYLO JASNE, CO TO
PRO NAS BUDE ZNAMENAT: ZADNY DALSI FILM SI UZ NENATOCITE. SOVETSKY SVAZ SICE TEORETICKY KE SPOJENCUM PATRIL, VE SKU-
TECNOSTI JiM ALE PRIROZENE NEBYL, VE SKUTECNOSTI BYL OPRAVDOVYM NEPRITELEM. VLADNI FILM SE SOVETSKOU HYMNOU - NECO
TAKOVEHO JSME NEMOHLI NATOCIT. RiKAL JSEM TO TOSCANINIMU, ALE TRVAL NA SVEM, REKL BUD NA TO PRISTOUPITE, ANEBO

K NATACENI NESVOLiIM. NAKONEC JSME SE PRECI JEN DOHODLI. TOSCANINI ZAHRAL INTERNACIONALU. IRVING LERNER, STRIHAC) —



Hackenschmied presidlil do New Yorku v dobg, kdy jiz Amerika také vstoupila ~ Toscanini: Hymna narodu | T

do evropské valky, kdy i hollywoodské hrané filmy vedla motivace pFesvédcit Knihovna kongresu 9:30
p¥béhem divaky v kinech, tedy doméaci volice, o nutnosti tohoto kroku v zajmu DUKLA
koneéné porazky fasismu. V té dobé se také na vychodé Spojenych statd za- TOSCANINI: HYMN OF THE NATIONS ANGL.
Cala ¢ile rozvijet vyroba kratkych propagaénich dokumentd, a to nejen filma REZIE: ALEXANDER HAMMID VERZE
s Uzce vymezenou vale¢nou tematikou. Po nedspé€sném pokusu pfrihlasit se SCENAR: MAY SARTON

dobrovolné do armady prijal Hackenschmied nabidku stadlého zaméstnani u nové KAMERA: PETER GLUSHANOK, BORIS KAUFMAN

ziizeného UFadu pro véale¢né informace (Office of War Information, OWI) ve HUDBA: ANS WALTER SUSSKIND, JAROSLAV

Washingtonu a v letech 1944—45 pro né€j, jiz pod jménem Hammid, natocil HARVAN

Styri filmy, seznamujici s rdznymi aspekty amerického Zivota. Byly to Valley of STRIH: IRVING LERNER

the Tennessee (Udoli feky Tenessee) o systému tdolnich piehrad na této fece, USA 1944, 35MM, CB, 31 MIN

A Better Tomorrow (Lepsi zitfek) o méstskych Skoldch v New Yorku. Dalsim

snimkem byl Toscanini. Toto legendarni opétné zinscenovani slavného roz- LIBRARY OF CONGRESS

hlasového koncertu bylo natoc¢eno v prosinci 1943. Mussoliniho pad byl pro REZIE: ALEXANDER HAMMID

pétasedmdesatiletého skladatele, Zijictho v americkém exilu, impulsem k tomu, SCENAR: IRVING JACOBY

aby hymnu spojencli zaranzoval v novou hymnu osvobozeni. Knihovna kon- KAMERA: PETER GLUSHANOK

gresu je povazovana za nejpoetictéjsi film série, které vznikla pod zastitou HUDBA: ALEX NORTH

Uradu. Washingtonska knihovna, ktera kdysi vznikla pro potiteby ¢lenti Kon- STRIH: ALEXANDER HAMMID

gresu, patii dodnes k nejvyznamné;j$im institucim svého druhu. Schranuje nejen USA 1945, 35MM, CB, 29 MIN

miliony svazk, ale ve svych sbirkach ma i rukopisy, fotografie, filmy ¢i hudeb-

ni nastroje. Film otevird scéna s Timem, klukem z venkova, ktery si chce pujcit

knihu v pojizdné knihovné. KdyzZ se na ni zepta, vzlétnou zabéry ke kongreso-

vé knihovné. Kamera nés provazi takrka vsemi oddélenimi, ¢itarnou, sdlem

map, rozlehlymi sklady. Film také sleduje prakticky cil naucit divédka oriento-

vat se v systému knihovny, v mechanice vypujéek vedouci od Zadosti az k vydani

knihy. V jednom z poslednich zabéru je v detailu snimana Deklarace nezavis-

losti. Snimek se vraci na venkov, film Timovi pravé odpovédél na jeho dotaz. e Narodni Filmovy Archiv

- V té dob€ natocil Hammid viceméné jen pro své potéSeni i pro potéseni Maledickad 12 | 130 oo Prague 3
Derenové snimek Soukromy Zivot kocky. Czech Republic | tel: +420271770500

fax: +420271770501 | e-mail: nfa@nfa.cz 405
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Toscanini: Hymn of the
Nations | Library of Congress

TOSCANINI: HYMN OF THE NATIONS
DIRECTOR: ALEXANDER HAMMID
SCREENPLAY: MAY SARTON

PHOTOGRAPHY: PETER GLUSHANOK, BORIS KAUFMAN
MUSIC: ANS WALTER SUSSKIND, JAROSLAV
HARVAN

EDITOR: IRVING LERNER

USA 1944, 35MM, BW, 31 MIN

LIBRARY OF CONGRESS

DIRECTOR: ALEXANDER HAMMID
SCREENPLAY: IRVING JACOBY
PHOTOGRAPHY: PETER GLUSHANOK
MUSIC: ALEX NORTH

EDITOR: ALEXANDER HAMMID

USA 1945, 35MM, BW, 29 MIN

°NFA

Malesicka 12 | 130 oo Prague 3
Czech Republic | tel: +420271770500

fax: +420271770501 | e-mail: nfa@nfa.cz

Hackenschmied moved to New York in times when America joined the European
war and the Hollywood actors films were led by motivation stories to persuade
the spectators, the domestic voters, that such moves were necessary in order to
finally overcome fascism. At the same time production of short propagandistic
documentaries flourished in the east of the United States, and these were not only
limited to war themes. After being refused to join the voluntary army, Hackens-
chmied accepted an offer of permanent employment with the newly established
Office of War Information (OWI) in Washington. Between years 1944 - 45 he produced
four films for OWI, under his stage name Hammid. These films introduced various
aspects of American life. The first one called Valley of the Tennessee dealt with
a system of valley reservoirs built on the Tennessee River. A Better Tomorrow was
dedicated to urban schools of New York. The next picture Toscanini produced in
December 1943 was a legendary restage of a famous radio concert. The fall of
Mussolini motivated the 75—year old composer, who lived in exile in America, to
rearrange the alliance anthem into a new liberation anthem. The last film from the
series produced under the patronage of OWI, as well as the most poetic, was
called the Congress Library. The Washington library, which was originally esta-
blished for the use of congress members, belongs till today to the most significant
institutions of its kind. It guards not only millions of titles, but holds many manu-
scripts, photographs, films, as well as musical instruments in its collections. The
film starts with a scene where Tim, a village boy, wants to borrow a book from the
mobile library. As he asks for the book, the view turns to the Congress library. We
are guided through all of the library departments, the reading chamber, map hall,
and the extensive storage rooms. The film also aims at providing the spectators
with a practical ability of orientation in the library system, the lending mechanism
from the moment of request till the moment when the book is given out. One of
the last scenes shows the details of the Declaration of Independence. Then the
picture returns back to the country, the film has answered Tim’s question. - Du-
ring that time Hammid produced broadly for his own and Deren’s pleasure a film
called Cat's Private Life.



(TOSCANINI ACTIVELY SUPPORTED THE ITALIAN RESISTANCE MOVEMENT AND WAS EAGER TO COOPERATE. DURING THAT TIME THE

SOVIET UNION FOUGHT AGAINST THE HITLER'S AGGRESSION, AND TOSCANINI INSISTED ON THE SOVIET ANTHEM TO BE PART OF THE
CONCERT. IT WAS OBVIOUS WHAT THAT MEANT FOR US: NO MORE FILM PRODUCTION. THE SOVIET UNION THEORETICALLY BELONGED
TO THE ALLIES, BUT ACTUALLY IT REPRESENTED THE REAL ENEMY. A GOVERNMENT FILM INCLUDING A SOVIET ANTHEM - WE COULDN'T
PRODUCE ANYTHING LIKE THAT. | TRIED TO EXPLAIN IT TO TOSCANINI, BUT HE WAS STUBBORN. HE STATED: EITHER YOU ACCEDE TO
SUCH TERMS, OR | WON'T AGREE WITH THE PRODUCTION. IN THE END WE CAME TO AGREEMENT. TOSCANINI PLAYED THE INTERNATIO-
NAL ANTHEM. IRVING LERNER, EDITOR) —
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— ZAPISOVAT MRAZ, ZAZNAMENAVAT, ZACHYCOVAT A USTALOVAT, NEDOVOLIT ROZTAT, CiTIT STUDENE PRASKANI, V KAZDEM DOKUMEN-

TU MUSI JiT OPRAVDU O NECO, CO LZE NAZVAT ZTOTOZNENIM - ROZPAD KOMUNISTICKE TOTALITY, VECNE HRANIC IMPERIA A JEHO
SATELITU, MUZEME POVAZOVAT ZA DEJINNOU CHVIiLI, PRESYP IDEOLOGI{ JE SPOLECENSKYM ZVRATEM, PODSTATNE ALE JE, ZE SI TENTO
ZLOM NEVYNUTIL NOVOU ESTETIKU, V UMEN{ NEPRISLO NIC, CO BY MOHLO BYT JEHO PROTEJSKEM, NAOPAK PRICHAZi CAS KONZERVA-
CE A EKLEKTISMU, POUHYCH IMITACi A MODELU PREBIRANYCH ZVNEJSKU, ZADNY USLECHTILY MATERIAL, KTERY BY BYL ERBEM NEKDE]-
$i ZONY - PROTO POUZE SROVNANI S TZV. NEZAVISLYM FILMEM, PRIPOMENUTI JEHO DOKUMENTARNI VARIACE, JENOM Ji —

° LASKA NEJVYSSi — Rezie: Nilesh Patel, Velka Britadnie 2002, 7 min



Misto: Uladnbatar, Mongolsko. Teplota: ¢tyricet stupnd pod nulou. Mésto
ve studené mezere mezi doznivajicim komunismem a prichazejicim global-
nim kapitalismem. Prostiednictvim portrétu dvojice méstskych mladiki proménuje
dansky reZisér nas stereotypni pohled na Mongolsko jako zemi koc¢ovnikd
a divokych koni. Spole¢nost zazivajici radikalni zménu nahlizi jak v socialni
skutecnosti, tak v subjektivné pojatém pribéhu dvojice hrdinl. Priliv oby-
vatel do hlavniho mésta si kdysi vynutil vystavbu prstenct betonovych sid-
1i8t, nyni praskajicich extrémni zimou. Lidé prezivaji, jak se da, jesté ale
hraji kule¢nik pod otevifenym nebem, kazdy den stoji na trzisti a prodavaji
zmrzlé ryby. Obrovska elektrarna pumpuje teplo do ulic, kde Jera a Sasa
hledaji néjakou prilezitost k vydélku. V |été pomahali cizincdm pri preko-
navani mistni byrokracie, ale v zimé& nemohou zavadit o Zzddnou praci. U¢i
se mit zisk, zkouseji prodavat mobilni telefony nebo strivka pro uzenare.
Jena je poloviénim Rusem, jeho rodi¢e vzpominaji socialistickou minulost,
sam si o to vic pripada jiny: nejsem Mongolem a nejsem Rusem, citim se
jako mezi dvéma ohni. | jeho netypi¢nost dava filmu nato¢enému v dozvu-
cich cinema verité specificky raz. Film nijak nepodléha predstavam o Mongolsku
a ani tyto pak v udivu nekonfrontuje s tamni realitou. Dba na atmosféru,
ktera nabizi jinou zkuSenost, kazdy pohyb v mrazu je té€zsi. Dilezitym prv-
kem je humor a ironie. S mimoradnou vérnosti k nékdy aZ naturalistické-
mu detailu sklada rezisér presvédcivy obraz zmrzlého mésta, jakoby nepa-
tricnd dzezova hudba otiskuje do snéhu vice stopy nezavislého filmu nez
cestopisného dokumentu. Hrdinové filmu nejsou zaraditelni — potaceji se
nékde mezi nové se utvarejicimi tfidami na beztvarém okraji jediného vel-
kého mésta v nekonecné zemi, ale presto se uz podobaji postavam zapad-
ni periferie, stejni smolari, porad doufajici, Ze se pozvednou ke spokojenému

Zivotu.

The Wild East — Portrét
méstskych kocovniku

THE WILD EAST — PORTRAT AF EN STORBYNOMADE
REZIE: MICHAEL HASLUND—-CHRISTENSEN
SCENAR: MICHAEL HASLUND—-CHRISTENSEN
KAMERA: NIELS REETZ JOHANSEN

ZVUK: JENS B@NDING

HUDBA: FLEMMING NORDKROG

STRIH: METTE ZERUNEITH, RIKKE SELIN
LORENTZEN

DANSKO 2002, BETA SP, BAR, 54 MIN

e Haslund Film

Ravnsborggade 8 | 4.tv. | 2200 Copenhagen N
Denmark | tel: +4535373088 | fax: +4570260889

e-mail: michael@haslund.org
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The Wild East — Portrait
of an Urban Nomad

THE WILD EAST — PORTRAT AF EN STORBYNOMADE
DIRECTOR: MICHAEL HASLUND-CHRISTENSEN
SCREENPLAY: MICHAEL HASLUND—-CHRISTENSEN
PHOTOGRAPHY: NIELS REETZ JOHANSEN
SOUND: JENS B@NDING

MUSIC: FLEMMING NORDKROG

EDITOR: METTE ZERUNEITH, RIKKE SELIN
LORENTZEN

DENMARK 2002, BETA SP, COL, 54 MIN

° Haslund Film

Ravnsborggade 8 | 4.tv. | 2200 Copenhagen N
Denmark | tel: +4535373088 | fax: +4570260889

e-mail: michael@haslund.org

Location: Ulan Bator, Mongolia. Temperature: 40 degrees. A city in a cold gap
between fading communism and arriving global capitalism. Through a port-
rait of two young men from the city, the Danish director changes our stereo-
typical view of Mongolia as a land of nomads and wild horses. The society in
the process of a radical transformation is shown through social reality as well
as through the subjectively narrated story of the two main characters. The
influx of immigrants into the capital gave rise to circles of concrete apartment
buildings that now crack in the extreme cold. People try to survive whatever
way they can, but they still find time to play billiards out on the street; they
stand on the market every day selling frozen fish. A huge power plant pumps
heat into the streets where Yenya and Sasha look for any kind of opportunity
to earn money. In the summer they helped foreigners to tackle the local bu-
reaucracy, but in the winter they cannot find a job. They learn to make profit.
They try to sell mobile phones or skins for butchers. Yenya is half—Russian.
His parents remember the socialistic past and that makes him feel even more
different: I'm not Mongolian and I'm not Russian, | feel as if standing between
two fires. The film, shot in echoes of cinema verité, gains a very specific cha-
racter through Yenya's untypical features. The film does not succumb to the
popular beliefs about Mongolia and does not even confront these with the
reality with appropriate astonishment . It pays attention to the atmosphere
that offers different experience; every movement in the freezing weather is
harder. Humor and irony are important elements of the film. With an extra-
ordinary fidelity that sometimes leads even to naturalistic details, the director
composes a convincing image of a frozen city. The seemingly inappropriate
jazz music leaves traces of independent film rather than travel documentary.
The characters defy any categorization, they wobble somewhere between the
newly forming classes on an amorphous edge of a single big city in an endless
country, yet they already resemble figures from a Western city; losers who
hope that they would ascend to satisfying lives.



— RECORDING FROST, CAPTURING AND STABILIZING, NOT LETTING IT THAW, FEELING THE COLD CRACKING; WHAT MATTERS IN EVERY

DOCUMENTARY IS WHAT WE MIGHT CALL IDENTIFICATION - THE COLLAPSE OF COMMUNIST TOTALITY INCLUDING THE BORDERS OF THE
EMPIRE AND ITS SATELLITES CAN BE CONSIDERED A HISTORIC MOMENT; THE TRANSFORMATION OF IDEOLOGIES IS A SOCIAL CONVULSI-
ON; WHAT MATTERS IS THE FACT THAT THIS TWIST HAS NOT NECESSITATED NEW AESTHETICS; THERE IS NOTHING IN ART THAT MIGHT
BE CONSIDERED ITS COUNTERPART; ON THE CONTRARY - A TIME OF CONSERVATION AND ECLECTICISM HAS ARRIVED; IT IS LIMITED TO
IMITATIONS AND MODELS TAKEN FROM THE OUTSIDE; NO REFINED MATERIAL THAT WOULD BE THE CREST OF THE FORMER ZONE - THAT
IS WHY THIS IS ONLY A COMPARISON WITH THE SO—CALLED INDEPENDENT FILM, A MERE REMINDER OF ITS DOCUMENTARY VARIATION —

° A LOVE SUPREME — Director: Nilesh Patel, Great Britain 2002, 7 min
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My family;

— LYRIKA (I LYRIKA GENITALI[) DOVOLUJE FILMU, ABY BYL BEZ VLASTNOSTI, NEUTRALITA A NETECNOST LYRICKYCH ZBYTKU VYSTUPUJE
DO POPREDI PRI SAMEM DNE ROZPADU HODNOT (ODPADANi OD ,SMYSLU”) — DO SMRTI VSTOUPIT UMIRANIM A ZIVYM FILMEM, OBOJi
JE MELODIi MIZENI — FILM: ORFEOVSKY NASTROJ, KTERYM CHCEME OKLAMAT SMRT A LSTi SE ZMOCNIT VECNOSTI — EKZEM NA REZISE-
ROVE KUZI, IMAGINATIVNI LOGO PRECHODU Z EXISTENCE DO ESENCE (UZ NE—JESTE NE) — (CLOVEK SE JIZ NESTYDI ZA TO, ZE CHCE

ZEMRIT; PROSI, ABY HO ZE STARE CELY, KTEROU NENAVIDI, DOVEDLI DO NOVE, KTEROU SE TEPRVE NAUCi NENAVIDET, FRANZ KAFKA) —




Diagnéza HIV pozitivni se stala Hoolboomovi novym impulsem, pritom-
nost viru, jeho skrytost vyvolava sled preludd a biologickych vizi, nova cvi¢eni
vlastni—filmové paméti. Obsedantni prfitomnost sexu—zranéni pretrvava —
uz davno to ale neni $ok explicitni nahoty. Sexualita je elegickym projevem
neslucitelnych, nesouvislych bytosti. Film pak v reziséroveé vizi prochazi stejnym
druhem transformace (rozpadani: film, télo bez organu), ale smycka véé-
ného navratu dovoluje filmu skute¢né znovuvzkiiseni. Snimek se sklada
z Sesti ¢asti. V prvni (Positiv) vytvari rezisér koldz z pornografie, popular-
né nauénych snimkd, z bunéénych detailt i Gryvkl klasickych filma velké-
ho vypravéni. Obraz je rozfiznut na Ctvrtiny, jedna z nich patfi rezisérovi,
jeho samomluva o AIDS je komentarem k télim zamotanym do sexu a smrti.
Druhym dilem (A Boy's Life) je bizarni kaleidoskop o onanii a ztraté pyje,
ironicky pripominajici nesmirny muzsky strach. Text dopisu Toma Chomonta
prekryva obrazky rodinného archivu ve treti ¢asti (Eternity). Slova jsou nahle
vic nez obraz. Je to dlouha vasniva zpovéd o umirani a svétle, které nepali
do o¢i, i pismena jsou pFilis bila. V experimentalni ,dabelské” romanci (1+1+1)
je dominantni rucni prace s filmem, Skrédbance, rozlitd barva, industrialni
zvukova stopa. Dilo v Praze narozené rakouské filmarky Moucle Blackout
se stalo v ¢asti (Moucle’s Island) inspiraci k impresionistické idyle. Desitky
let staré zabéry snimaji hrajici si naha zenska téla. Archetypalni nudisticka
sladkost, evokujici vzdalenou nevinnost, je intermezzem pred posledni kapitolou
(Passing On). Sugestivni rezisérova konfese je jiZz cele obracena ke smrti:
Unava je nekonecnd, zrada téla (konspirace chromozémi) je neodvolatel-
nda. Zbyva jen v dlouhé smycce osamélé chize skladat smutnou pisen.

Zdésena téla

PANIC BODIES

REZIE: MIKE HOOLBOOM

SCENAR: MIKE HOOLBOOM

KAMERA: MIKE HOOLBOOM

STRIH: MIKE HOOLBOOM

KANADA 1998, BETA SP, BAR/CB, 70 MIN

e Mike Hoolboom

521-680 Queen’s Quay West | Toronto

Ontario | Canada M5V 2Yg

tel:

4162602185 | e-mail: fringe@interlog.com
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Panic Bodies

PANIC BODIES

DIRECTOR: MIKE HOOLBOOM
SCREENPLAY: MIKE HOOLBOOM
PHOTOGRAPHY: MIKE HOOLBOOM
EDITOR: MIKE HOOLBOOM

CANADA 1998, BETA SP, COL/BW, 70 MIN

° Mike Hoolboom

521-680 Queen’'s Quay West | Toronto
Ontario | Canada M5V 2Yg

tel: 4162602185 | e-mail: fringe@interlog.com

Having been diagnosed HIV positive, Hoolboom received a new impulse. The
presence of the virus and its hiddenness evoke a chain of illusions and biolo-
gical visions, new exercises in his film memory. The obsessive presence of
sex/injury perseveres. However, it is no longer a shock of explicit nudity. Sexuality
is an elegiac demonstration of incompatible, random beings. In the director’s
vision, the film undergoes the same kind of transformation (decay: film, a
body without organs), but the loop of eternal return provides the film with a
true resurrection. The film is divided into six parts. The opening part (Positi-
ve) is the director’s collage of porn, popular scientific films, detailed footage
of cells as well as sequences from classical films of big narratives. The picture
is divided into fourth — one of them features the director and his soliloquy
about aids that comments on bodies entangled in sex and death. The film's
second part (A Boy's Life) is a bizarre kaleidoscope about masturbation and
the loss of penis, an ironic reminder of men's giant fear. In the third part (Eternity),
a letter of Tom Chomont overlaps footage from a family archive. The words
are suddenly more important than the picture. It is a long passionate confes-
sion about dying and about light, which does not hurt the eyes. Even the in-
dividual letters are too white. In an experimental “fiendish” romance (1+1+1),
a manual work with the film is dominant along with scratches, spilled paint
and an industrial sound track. The work of Moucle Blackout, an Austrian film-
maker born in Prague, became an inspiration of an impressionistic idyll in the
film’s next part (Moucle's Island). Several decades old footage shows naked
women in play. Archetypal nudist sweetness that evokes a remote innocence
is an intermezzo, which precedes the final part (Passing On). The director’s
suggestive confession is fully focused on death: fatigue is endless, the betra-
yal of the body (conspiracy of chromosomes) is irrevocable. There's nothing
left to do but compose a sad song in a long loop of solitary walk.



— LYRICISM (EVEN THE LYRICISM OF GENITALS) ALLOWS THE FILM TO BE FREE OF ANY CHARACTER — THE NEUTRALITY AND APATHY OF
LYRICAL REMNANTS STEP FORWARD AT THE VERY BOTTOM OF THE BREAK—UP OF VALUES (THE LOSS OF “MEANING") — TO ENTER DEATH

THROUGH DYING AND A LIVING FILM — BOTH BEING A MELODY OF VANISHING; FILM: AN INSTRUMENT OF ORPHEUS, WHICH WE USE TO
TRICK DEATH AND CAPTURE ETERNITY — A RASH ON THE DIRECTOR’S SKIN, IMAGINATIVE LOGO OF TRANSFORMATION FROM EXISTENCE
INTO ESSENCE (NO LONGER—NOT YET) — (A MAN IS NO LONGER ASHAMED OF WISHING TO DIE; HE ASKS TO BE MOVED FROM AN OLD
CELL, WHICH HE HATES, INTO A NEW ONE THAT HE WILL GROW TO HATE, FRANZ KAFKA) —
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— PODLEHAME POHLEDU OBRAZU, PROZIVAME JE JEJICH OCIMA: OBRAZY, KTERE SE VIDi - NIKOLI NENAROCNE OBRAZY POVRCHU, KTE-

RE NEDOKAZi ZPRACOVAT HMOTU POD NiM, ALE OBRAZY SUBSTANCI VYVAZANE Z AMBIVALENCE PREDSTIRANi, ZAROVEN HMOTNE, NE—
ClZi — DYNAMICKA OBRAZNOST UVNITR, SKLADBA PLYNULE NAVAZNOSTI ZABERU, JEJICH POZVOLNEHO POHYBU, KTERY ODPOUTAVA
ESENCI OD PREDMETU—LIDi, SYNTAX FILMU A SMRTI - ZDUVODNENI{ ZVLASTNiHO UZNANi UDELENEHO POROTOU V KARLOVYCH VA-
RECH: ZA POETICKY A ZIVY POHLED NA MIZEJiCi SVET / ZNOVU VYMEZIT POVRCHOVE A HLUBINNE ZNAKY POETICKEHO FILMU! - RE-
FREN REKY: VODA NA SEBE BERE VSECHNY OBRAZNE PODOBY CISTOTY —



Lidé v krajing na pozadi chatrajici dievéné vesnice. Cas: rok od zimy do
zimy mezi nebem a vodou. MuzZim a Zenam jsou pridélena jejich stanovis-
té, setrvavaji na nich zprfima, bez hnuti. Jenom se divaji, ¢ekaji na okraji
svych Zivoty, tvare, ruce, odi, Saty. Kazdy z nich drZi atribut své prace, i nepatrny
detail se nahle stava sociologickym faktem. Film nastoluje situace dlou-
hych pohledu lidi, ktefi se nehybou. MiZe se pohnout cokoli v krajing, ale
oni ne. Divakova pozornost zdanlivé snadno ¢te sled strnulych obrazd, jejichz
tuhost je navic stuptiovana strohym stfihem. Omylem by vsak bylo tyto
portréty chudych venkovan( prirovnavat k fotografiim (oproti predchaze-
jicimu Loznicovu filmu by také slovo pomalost vyvolavalo predstavy prilis
rychlé). Sugestivni obrazy nezretelnych pohybu zvolna zadinaji projevovat
odpor — chtéji se postavit prosté linearité i predvadéni ¢innosti, které imi-
tuje pobyt na svété. Ale primka strihu nedovoluje variace, jez by naplnily
transmutacni predstavu nekoncicich, byt uzavienych obrazd vkladanych
dovnitr dalsich (roéni obdobi v letech a roky v dnech). Film miZe tuto moZnost
umistit do neexistujiciho prostoru mezi zabéry. Jemnym posunutim nazna-
Cit cestu k nim, k jinému dechu, ke zméné rytmu vnimani, k odchylce, kte-
rou je takika nemozné vystopovat, ale jez jedind umoznuje jiné ¢teni. Lo-
znica se vzdava napéti gradujici stfihové skladby — veskeré jeho soustredéni
patii vykladu svéta, tak jak pro néj je, tedy svéta nehybného, kde proména
(smrt, méreny cas) jeSté neznamena zménu. Jeho extrémné statické vyjevy
toto pojeti svéta prozrazuji a zaroven pripominaji, Ze jde o stav, ktery nepatri
predkamerové skute¢nosti, nybrz jejimu skryti ve filmu a vétru.

Portrét

PORTRET

REZIE: SERGE] LOZNICA

SCENAR: SERGE)J LOZNICA

KAMERA: PAVEL KOSTOMAROV

ZVUK: VALERIJ] PETRIASVILI

STRIH: SERGEJ LOZNICA

RUSKO 2002, 35MM, CB, 28 MIN

OCENENI: IFF LEIPZIG 2002, CENA SILVER DOVE;
IFF OBERHAUSEN 2003, CENA GRAND—PRIX; IFF
KARLOVY VARY 2003, ZVLASTNI UZNANI

e St. Petersburg Documentary Film Studio
12 Krukov Kanal | 190068 St. Petersburg | Russia
tel: (812)3184219

e-mail: cinedoc@comset.net
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Portrait

PORTRET

DIRECTOR: SERGE] LOZNICA

SCREENPLAY: SERGE] LOZNICA
PHOTOGRAPHY: PAVEL KOSTOMAROV

SOUND: VALERI]J PETRIASVILI

EDITOR: SERGE] LOZNICA

RUSSIA 2002, 35MM, BW, 28 MIN

AWARDS: IFF LEIPZIG 2002, SILVER DOVE PRIZE;
IFF OBERHAUSEN 2003, GRAND—-PRIX; IFF KARLOVY
VARY 2003, HONORARY MENTION

° St. Petersburg Documentary Film Studio
12 Krukov Kanal | 190068 St. Petersburg | Russia
tel: (812)3184219

e-mail: cinedoc@comset.net

People in a landscape with a dilapidating wooden village in the background.
A year from winter to winter between the sky and water. Men and women were
assigned their places, they stand on them without a single move. They look and
wait at the peripheries of their lives, faces, hands, eyes, clothes. Every one of
them holds an attribute of their work, even the slightest detail suddenly beco-
mes a sociological fact. The film introduces the situations of long looks of peo-
ple, who do not move. Anything in the land can move, but they won't. The au-
dience’s attention seems to read easily the flow of still images the stiffness of
which is emphasized by the stark editing. However, it would be a mistake to
compare these portraits of poor peasants with photographs. Also, in contrast to
the previous film by Loznica, the word ‘slowness’ would evoke images that are
too fast. Suggestive images of imperceptible movements slowly start to indicate
resistance, they want to stand up against a simple linearity and demonstration
of activities that imitate life. However, the editing does not allow for a variation
to fill the concept of never—ending yet enclosed images inserted into other ima-
ges (seasons into years, and years into days). The film can put this possibility
into a non—existent space between shots and suggest the direction to them by
a slight gesture, to a different breath, to a changed pace of perception, to a
deviation that can hardly be traced, but the only one that allows different un-
derstanding. Loznica gives up the tension of the gradation through editing. He
focuses solely on the interpretation of the world as it exists for him, a world
that's motionless, a world where a transformation (death, measured time) does
not necessarily mean change. His extremely static images reveal this understan-
ding of the world and reminds us at the same time that it is a state that is not a
part of the reality in front of the camera, but rather it is a part of the conceal-
ment of it in the film and wind.



— WE SURRENDER TO IMAGES, WE EXPERIENCE THROUGH THEIR EYES: IMAGES THAT SEE - NOT UNDEMANDING IMAGES OF THE SURFACE
THAT CANNOT PROCESS THE SUBSTANCE BENEATH IT, BUT IMAGES OF SUBSTANCES FREED OF THE AMBIVALENCE OF PRETENSION, YET
TANGIBLE, NOT STRANGE - WITH DYNAMIC IMAGERY INSIDE, A FRAME OF PERFECT LINKING OF IMAGES, THEIR GRADUAL MOVEMENT

THAT FREES THE ESSENCE FROM OBJECTS—PEOPLE, A SYNTAX OF FILM AND DEATH - THE REASON OF THE HONORARY MENTION AWAR-
DED BY THE JURY AT KARLOVY VARY FESTIVAL: FOR THE POETIC AND LIVELY LOOK AT THE DISAPPEARING WORLD / DEFINES THE SURFA-
CE AND DEEP SYMBOLS OF POETIC FILM! THE CHORUS OF THE RIVER: WATER TAKES ON ALL METAPHORICAL FORMS OF PURITY —
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