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10 Festivalova znélka Festival Spot

FESTIVALOVA ZNELKA
REZIE: ROBERTO MINERVINI

Kroceni koni je stard tradice amerického
Stfedozapadu, kterd s neménnou silou pokracuje az
do dneska. Ochocenti zvifete je podminkou nastoleni
bezpeéného prostiedi, v némz spolu dokazou
existovat ¢lovek a kiin. Zatimco méstskému clovéku
se takova predstava piici, kovbojové na ni prisahaji.
Co se mé tyka, rad¢ji bych o tom zahajil debatu, nez
abych soudil, jsem totiz umélec a boti¢ myti, nikoli
moralista. Tato zn¢lka je tudiz pouhym pohledem
na kus d¢jin lidstva, ktery presahuje vétsinu z nas.
Hezkou zabavu.

Roberto Minervini

FESTIVAL SPOT
DIRECTED BY: ROBERTO MINERVINI

The taming of a horse is an ancient tradition of

the American Midwest, which is still going strong

in our times. The submission of the animal is the
prerequisite to establishing a safe environment
where horse and man can coexist. City people cringe
at such idea, whereas cowboys swear by it. As for
myself, I would rather trigger a debate than judge,
because I am an artist and an iconoclast, not a virtue
signaler. Hence, this trailer is just a gaze directed

at a piece of history of humanity that is larger than
most of us. Enjoy.

Roberto Minervini

11 Festivalova cena Festival Award

FESTIVALOVA CENA
AUTOR: FEDERICO DIAZ

Cilem ceny je rozvinout vyznam hledani forem
nového jazyka, coz je dlouhodobé tématem Diazovy
prace. Za vyuziti sémantické analyzy text antologie
Ceské uméni 1938-1989 Jittho Sevéika, programi
datové vizualizace a 3D tisku vznika dilo Sembion.
Tak jako je ndmét a scénaf pretvafen do vizualni
podoby, je Sembion vysledkem piekladu slov do 3D
reprezentace. Cena tak rozviji Al heraldiku, jez byla
udélovana v minulém roce. Osm unikatnich dila,
jeden pro vyherce kazdé kategorie, vytvaii jednotny
konceptudlni celek, ptivodné vystaveny pii vystavé
The Algorithmic Revolution v ZKM, Karlsruhe
avICA v Londyné¢.

Federico Diaz

FESTIVAL AWARD
AUTHOR: FEDERICO DIAZ

The aim of the award is to develop the meaning

of the search for new language forms, a long-term
topic of Diaz’s work. Using the semantic analyses

of texts in the anthology Ceské uméni 1938-1989
(Czech Art 1938-1989) by Jiii Sevtik, data
visualization programs and 3D printing, Sembion

is created. Similar to the subject matter and script
being recreated into visual form, Sembion is a result
of word-to-word translation of language terms

into a 3D representation. Hence, the award is

a development of Al heraldic, the prize awarded last
year. Eight unique episodes, given to one winner
per each category, create a unified conceptual whole,
originally exhibited as part of The Algorithmic
Revolution at ZKM, Karlsruhe, and at the ICA

in London.

Federico Diaz
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PREMIERY
PREMIERES

WORLD PREMIERE
FEATURES
a-B-C-D-¢-F-G-H-i-JONESTOWN
Bandits for a Ballad

Bloom

Cisco Kid

Citizen Miko

From the Bottom

Gen A: Do What You Love
Good Old Czechs

Happily Ever After

Homies

Leaving to Remain

The End Is Not What I Thought
It Would Be

The Investigator

The Shift

how much is it uncomfortable

for dogs to step out on a highway?
Yoyogi

INTERNATIONAL

PREMIERE

FEATURES

A Silent Gaze

Boom Boom

Greater Gospel

JUST BE THERE

Koudelka Crossing the Same River
Kristos, the Last Child

TERRA IN VISTA

EUROPEAN PREMIERE
FEATURES
Into the Weeds: Dewayne “Lee”

Johnson vs Monsanto Company
Self-Portrait

CZECH PREMIERE
FEATURES

8th Day of the War

Adam Ondra: Pushing the Limits
All Ends Well

A Taste of Whale

Body Parts

Camouflage

Elfriede Jelinek—Language
Unleashed

Kapr Code

Matter Out of Place

Mission: Joy - Finding Happiness
in Troubled Times

Pongo Calling

Rojek

Premiéry Premieres
The Happy Worker—Or How
Work Was Sabotaged
The Natural History of Destruction
The Visitors
Those Who Dance in the Dark
To the End

WORLD PREMIERE

SHORT AND MIDLENGTHS
30”70 60’ 120

Algorithms of Beauty

Atlantic Ragagar

Deep Nostalgia—The Anarchists
Digital Climate IT.—I just want to
feel solid ground under my feet
D-Seed 1.

Deserters

Dromoracing

Empty Location / And What
About You, Mirec¢ek?

Example # 35

forests and coasts near zingst
Found by the One She Secks
FUNGUS

Glasswork

GLIMMER

GUADIANA IN FOUR
MOVEMENTS

How to Watch Pornography
Humans

Intersection

Invisible Landscapes
Kambium 1492

Passportless Mess

Lycaeon

Me & Her

Neo-Aboriginal

New York State of Mind

Over Our Hills

Parting

Phantom of Venus

Planctary Thermodynamics:
Energy Justice

Prison with Songbirds
Serpentis

Survivor Manifesto—The Art
of Making Kin

The Hand That Touches the Arm
The Landscape of Ashes

The Signature of Certain Things
Three Sisters

Tunes of Sanatorium
Turbulence

We Were Born and Raised
where...

We Want to Die

(X, flies, Y, falls)

Zona

INTERNATIONAL PREMIERE
SHORT AND MIDLENGTHS
07:15—Blackbird

Alexandrina—A Lightning Bolt

A Short Film About Virus

Barbershop

Blue Bed

Building Slovakia—Decorations
Chronicle of Nowhere

EVA—a visual essay on the female body
France

Journey Inside a City

LIVE-IN

Over the Forest

pliii

Stay With Me, The World is

a Devastating Place

Tutto qui

WE HAVE TO SURVIVE: Fukushima!

EUROPEAN PREMIERE
SHORT AND MIDLENGTHS
13 Eggs

ANGRY

A Summer Love

Blue Room

Border Conversations
Cows:Remains

do they speak color ?
HACKING THE FUTURE
Life Without Dreams
Spectrum Restoration

The Fire This Time

The Geometry of the Hunter
The Sea Ice

The Sound of Time

When the Shot

CZECH PREMIERE

SHORT AND MIDLENGTHS

A guided tour through Glare,

and then everything stayed the same
Asterion

CONTAINER

Darkening

From the Main Square

LANGUAGE OF THE BIRDS
Missing Pictures Episode 2: Tsai
Ming-Liang, The Seven-Story Building
MYRIADWHERE WE CONNECT.
On the Morning You Wake (to

the End of the World)

Pro(s)thetic dialogues
Seven Grams

Shadow
SORELLA’S STORY
STAY ALIVE, MY SON

Uvodni slova Introductory Words

UVODNI SLOVA
INTRODUCTORY WORDS



14 Uvodni slova

Jiz potieti ma Ji.hlavsky katalog podobu knihy,
letos navic ocenéné jednou z cen pro Nejkrasnéjsi
¢eskou knihu. I toto ocenéni nové formy katalogu
podtrhuje, o¢ dlouhodobé usilujeme: vést

dialog s dobou, ve které Zijeme, a pfitom stale
hledat originalni autorsky rukopis, krasu ¢i vizi.
Jsme presvédceni, ze katalog v pocovidovém
obdobi ma byt vice nadcasovy: spojujici vizualni
prehled soutéznich sekei s texty o retrospektivach
i pfedstaveni mysleni hostti*ck Inspira¢niho foéra.

V nesoutézni ¢asti filmového programu jsme dali
velky prostor filipinské kinematografii. Jeji soucasna tvar
je vyrazna, provokujici a mezinarodné respektovana.
Zajimalo nas, z ¢eho vyrista, a tak jsme pro vas
pripravili nejvétsi filipinskou retrospektivu mimo Asii.
Uvadime v ni i snimek Native Life in the Philippines, ktery
je ziejmé vitbec prvnim celovecernim dokumentarnim
filmem. Pfepisujeme timto filmové déjiny, podobné
jako ijiné umélecké obory v poslednich letech objevuj,
ze jejich déjiny se tvofily i mimo Evropu a Severni
Ameriku, a pfedsazujeme pied ikonicky film Nanuk,
clovék primitioni — dosud uvadény jako prvni celovecerni
dokument - toto pritkopnické filipinské dilo.

Sekce Pozndmky kvalce prekvapi tim, jak nase nova
zkusenost s valkou na Ukrajiné, jadernymi hrozbami
a vzristajici nestabilitou v Evropé proménuje
a prohlubuje ¢teni klasickych dokumentéarnich filmi
o vélce a miru. Prostor ddme také analyze soucasné
ruské propagandy a etickym otazkam spjatym
s natac¢enim v misté¢ vale¢ného konfliktu.

Retrospektiva dvojice americké nezavislé filmarky
a filmafe Shirley Clarke a Lionela Rogosina ukazuje
nadcasovou silu autorstvi, které se pohybuje na pomezi
piistupti dokumentarnich a hranych filmt. V dobé
propadu americkych filmovych studii vynika newyorska
filmova scéna 60.-70. let odvahou a razanci, filmovym
novatorstvim i schopnosti precist svou dobu zptisobem,
ktery je i pro nas stle zivy, piekvapujici, vtahujici.

Dvacaty Sesty ro¢nik MFDF Ji.hlava - vyjimecny
festival mysleni, Inspira¢ni forum, program Ji.hlava
détem i aktivity Ji.hlava Industry na podporu filmait*ek
a jejich vznikajicich filmovych projektt propojuji na
Sest festivalovych dnii pestré skupiny lidi se zajmem
o svét, vnémsz zijeme. Je ndm cti, Ze jste u toho s nami.

Za tym Ji.hlavy
Marek Hovorka

For the third time in a row, the Ji.hlava catalogue
takes the form of a book, and in addition, awarded
in one of this year’s categories of the Most Beautiful
Czech Book of the Year. The latter award won by
the new form of the catalogue stresses, among other
things, the aim we have been striving for in a long-
term perspective: leading a dialogue with our times,
meanwhile searching for an original authorial style,
beauty or vision. We are convinced that our catalogue
in post-pandemic times should be more timeless:
connecting a visual survey of competition sections
with texts on retrospectives and representations of
thought by guests of the Inspiration Forum.

In the non-competition film programme, we
have devoted a major part to Philippine cinema.

Its current character is distinct, provoking and
respected internationally. We were interested in

the roots that it has stemmed from, so we drafted
up for you the largest Philippine film retrospective
taking place out of Asia. It features Native Life in the
Philippines, most probably the world’s first feature
documentary film. We are hence rewriting film
history, similarly to other areas of art that have
recently been finding out that their history was also
shaped outside Europe and North America, and we
replant this pioneering Philippine work ahead of
the iconic Nanook of the North, up until now seen as the
first feature documentary.

The section Notes on War catches us by surprise
in how our fresh experience with the war in Ukraine,
nuclear threats and growing instability in Europe
changes and intensifies the readings of classic
documentaries on war and peace. Word shall also be
given to analyses of the current Russian propaganda
and ethical issues of film reporting in war zones.

The retrospective of the American independent
filmmaking duo Shirley Clarke and Lionel Rogosin
shows the timeless strength of authorship, posed
on the brink of the approaches of documentary and
fiction cinema. At the time of decline of US film
studios, the New York film scene of the 1960s and
70s stood out with its bravery and edge, filmmaking
innovations and the ability to read the current times
in a way that is still vigorous, astounding and luring
to us today.

The 26th Ji.hlava IDFF - an extraordinary
festival of thought, the Inspiration Forum, the
Ji.hlava for Kids programme and the Ji.hlava
Industry activities supporting filmmakers and their
developing film projects - interconnects, for six
days, various groups of people interested in the
world we live in. It is an honour to have you join us.

In the name of the Ji.hlava team,
Marek Hovorka

15 Introductory Words

Vazeni piiznivci i tviirci dokumentarniho filmu,

ze studentské iniciativy je po ¢tvrtstoleti jedna

z piednich a respektovanych udalosti v oblasti
kinematografie, kterd ma ve své historii navstévy

a setkani tisict divakd a tvrct. Udalost, kterd dava
prostor pro objevovani i nalézani. Dokument neni
jen zachyceni svéta kolem nis, je jednou z moznosti
jeho zkoumani i piilezitosti pro experimenty.
Soucasny svét a déni okolo nds nabizi tviircm silna
témata i znepokojivé otazky; takové, jako je nami
zita realita. Festival usel za svoji dosavadni existenci
dlouhou a Gspésnou cestu. A pred sebou ma jisté
minimalné stejné dlouhou, protoze dokumentem

je kazda vtetina naseho byti. Pieji poradatelim

i nadale spoustu energie, kterou vkladaji do své
prace, tviirctim inspiraci, kterou pravé potiebuji,
festivalu spokojené divaky a véem jednoduse radost
z ,mysleni filmem*!

Martin Baxa
ministr kultury CR

Dear Supporters and Filmmakers

of Documentary Film,

After a quarter of a century, the student initiative
has become one of the leading and most respected
events in the film industry, with a history of
thousands of visitors and filmmakers in attendance.
It’s an event that gifts us with the opportunity

to discover. Documentary film is not just about
capturing the world around us, it’s also an
opportunity to examine it up close while giving
room to experiment. The contemporary world

and current events around us provide filmmakers
with powerful topics and uneasy questions: such
as the very reality we live in. The festival has come
along way and enjoyed much success throughout
its existence. And it certainly has at least as long of
away to go, because every second of our existence
is material for a documentary. I wish the organizers
alot of energy to carry out their work, that the
filmmakers get the inspiration they need, that

the festival enjoys packed houses full of happy
audiences, and that everyone experiences great joy
from “Thinking through Film”!

Martin Baxa

Minister of Culture of the Czech Republic
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Vazeni pratelé dokumentarniho filmu,
¢eka nas 26. ro¢nik jihlavského festivalu, ktery
probéhne i v ramci industry programu uréeného pro
filmové profesionaly. Zpétna vazba, kterou od vas
filmatd, producenti nebo zastupct kin a festivala
dostavame, je dtlezitou soucasti nasi prace.
V soucasné dob¢, kdy pfipravujeme transformaci
kinematografického fondu na novy a krasny
audiovizualni fond se §ir§im zabérem, o to vice.
Miizu vas tedy i touto cestou pozvat na prezentaci
a diskusi k pravé probihajici transformaci Fondu.
Nebo na tradi¢ni setkdni s radnimi a zaméstnanci
nasi kancelare. Loni jsme se v novych prostorech
Industry hubu spise jen rozkoukavali, letos bychom
je chteli vyuzit jiz naplno. Mottem 26. ro¢niku
jihlavského festivalu je rozvijeni intenzivnich
podnétii a inspirativnich setkani a ja tedy doufam,
ze si viichni néjaké intenzivni pocity odneseme.
A nejen diky dobré kavé z nasi fondovské kavarny,
ktera bude opét nedilnou soucasti industry prostort
pred mistni univerzitou. Tésime se na Vis.

S uctivym pozdravem

Helena Bezdék Frankova
teditelka Stdtniho fondu kinematografie

Uvodni slova

Dear Friends of Documentary Film,
The 26th edition of the Ji.hlava festival awaits us,
which is also part of the industry programme for
film professionals. The feedback we receive from
you - filmmakers, producers, and representatives
of cinemas and festivals, is an essential part of
our work. And this is true all the more now as we
undertake to transform the Film Fund into a new
and wonderful audiovisual fund with a broader
scope. I extend to you, therefore, an invitation to
a presentation and discussion on the Fund’s ongoing
transformation, or to the traditional meetup with
advisors and staff from our office. Last year we were
just getting to know the new Industry Hub; this
year, we'd like to explore its full potential. The theme
of the 26th Ji.hlava festival is developing intense
impulses and inspiring encounters, and I hope we’ll
all leave with some intense feelings. And not only
thanks to the excellent coffee from our Fund café,
which will once again be an integral part of the
industry space in front of the university. We look
forward to seeing you.

Sincerely,

Helena Bezd¢k Frankova
Director of the Czech Film Fund

Mili pratelé,

¢esky dokumentarni film je fenoménem, ktery
disponuje rozmanitou, originalni a inspirujici
tvorbou. Jeho naméty nevznikaji u psacich stola,

nejsou vysledkem hodin prace zruénych scenaristi,
ale pise je sam zivot. Jednotlivé sekvence ¢asu
zaznamenavaji tviirci pro nas divaky, aby nim
zprostiedkovali z jejich pohledu to zajimavé

a podstatné. Jejich cilem je zaujmout nds, upoutat,
ale predevsim nabidnout néco, co vyvola nasi reakci
na samotny obsah i na zptisob podani.

Nase chovani, navyky i zijem se piitom v case
proménuji. Zasadné se méni socialni prostredi, ¢im
dal vic nas ovliviuji digitalni technologie. Jejich
vyznam zasadn¢ akceleroval v obdobi pandemie, kdy
doslo k masivnimu pfenosu lidskych aktivit, véetné
nabidky filmu a jejich sledovani, do online prostiedi.
V tomto sméru drzi Ji.hlava krok s celosvétovym
trendem - oslovuje s nabidkou dokumentarniho
filmu daleko $ir$i divacké obecenstvo. Jihlavsky
festival nabizi tradi¢ni projekce, ale dal také zelenou
online sledovani, vsadil na okamzitou dostupnost
i prostiednictvim mobilniho telefonu jako platformy
pro sledovani filmi 24 hodin denné.

Doba se zrychluje a lidé jsou ¢im dal naro¢néjsi.
Chtéji informace rychleji a zabavnéji. A tomu se
i dokumentarni tvorba musi prizpusobit. Stale
plati, Ze u dokumentu je dalezité, aby vyvolal
emoce, debatu, pfipadné zménu. Proto se ija letos
té$im v ramci 26. ro¢niku Mezinarodniho festivalu
dokumentarnich filmu Ji.hlava na v§echny zmény
a novinky. Rad ale uvitam i tradi¢ni a ovéfené
formaty - diskuze, setkdni s autory a projekce, které
budu moct zhlédnout ze sedacek promitacich salt.
No a neptjde-li to, rad vyuziji display svého telefonu
v auté, v kancelafi nebo doma.

Uspéé,n)’r 26. ro¢nik Mezinarodniho festivalu
dokumentarnich filma Ji.hlava pieje

Vitézslav Schrek
hejtman Kraje Vysocina

Kraj Vysocina se hrdé hldsi k partnerim a pravidelnym
podporovateliim Mezindrodniho festivalu dokumentdrnich filmi
Ji-hlava. Diky jeho finanini stédrosti v Fihlavé funguje od roku
2014 Centrum dokumentdrniho filmu.

Introductory Words

Dear friends,

Czech documentary cinema is a phenomenon
comprised of a diverse, original and inspiring works.
Their themes are not created at the desk, they are not
the result of hours of work by skilled scriptwriters -
they are written by life itself. The individual
sequences of time are recorded by the creators for
us, the audience, to convey what is interesting and
essential from their point of view. Their aim is to
engage us, to captivate us, but above all to offer
something that provokes our reaction to the content
itself, and to the way it is presented.

Our behaviour, habits and interests change
over time. The social environment is changing
fundamentally, and we are increasingly influenced
by digital technologies. Their importance has risen
dramatically during the pandemic period which saw
a massive transfer of human activities, including the
showing and viewing of films, to the online sphere.
In this respect, Ji.-hlava keeps up with the global
trend - it reaches a much wider audience with its
documentary film offer. The Ji.hlava IDFF offers
traditional screenings, but it has also given the green
light to online viewing, betting on instant access to
the content on our cell phone that provides a 24/7
platform for watching films.

Times are speeding up and people are
becoming more demanding. They want to obtain
information faster and in a more entertaining
form, and documentary filmmaking has to adapt
to that. It is still important for a documentary
film to be able to provoke emotion, discussion or
a change. That is why I am looking forward to all
the changes and innovations at the 26th Ji.hlava
International Documentary Film Festival this year.
But I will also welcome the traditional and proven
formats - discussions, meetings with authors and
screenings that I will be able to watch from a seat in
the screening halls. And if that’s not possible, I'll be
happy to use my phone screen in the car, in the office
or at home.

Enjoy the 26th Ji.hlava Inernational
Documentary Film Festival!

Vitézslav Schrek
President of the Vysocina Region

The Vysocina Region is proud to be a partner and a long-term
supporter of the Ji.hlava International Documentary Film
Festival. Thanks to its ' financial generosity, the Documentary
Film Centre has been operating in Jiklava since 2014.



Vazeni navstévnici,

vitdm Vis v Jihlavé na Mezindrodnim festivalu
dokumentarnich filma. Tak jako téméf kazdy

rok, iletos mé potésil graficky koncept - ¢isi z néj
optimismus a dobra nalada. To je pfesné to, co ted
pottebujeme. Soustiedit se na to dobré kolem nas,
na moment odstoupit od tézkych zprav ze svéta.

Letosni plakat vyzyva k radosti z objevovani
a tvofivého piistupu. Zkusila bych proto maly
experiment a vy do toho muiZete jit se mnou -
béhem letosni Ji.hlavy se pojdme soustfedit na to,
co je kolem nés v poradku, na to dobré a kvalitni.
Pojdme se soustfedit na to, co je potfeba udrzet,
rozvijet, podporovat, pojdme se spole¢n¢ vénovat
tomu, co nas vnitiné uklidiuje a pfinasi nam to
vnitini radost. Realitu nemusime vnimat jen skrze
tézk4 a ndmi neovlivnitelnd fakta zhmotnéna do
tdernych titulkti v novinach, klidné je mtizeme dat
na chvili stranou. Realitu tvofime my: stejné jako
filmati mtzeme vybrat tthel pohledu na dany obraz,
muzeme ovliviiovat ptibéhy kolem nds, mazeme
k danému obrazu pustit depresivni hudbu, nebo
hudbu plnou nadéje. Na tom, Ze je doba tézka, asi
moc nezménime, ale kazdy z nas mize piispét svym
optimismem a tviir¢im piistupem.

Nejsou to razové bryle, o ¢em mluvim,
samoziejmé je nutné mit pichled a znat fakta. Stejné
tak je ale diilezité vnimat, co s nami fakta délaj,
anepodléhat dlouhému smutku, zoufalstvi nebo
jakékoliv jiné negativni emoci. Pieji nam vsem
naucit se privolat si vnitini klid, zaméfit se na osobni
cile a zachovat si nadéji, $tésti a dobrou naladu.

Proto pieji pohodovou a radostnou leto$ni
Ji.hlavu,

Karolina Koubova
primatorka mésta Fihlavy

Uvodni slova

Dear guests,
I would like to welcome you in Jihlava at the
International Festival of Documentary Films. Like
almost every year, this year I was also pleased with
the graphic concept - it exudes optimism and a good
mood. This is exactly what we need right now. To
focus on the good things around us, to step away
from the serious news from the world for a moment.
This year poster calls for the joy of discovery
and a creative approach. Therefore, I would like to
try a small experiment and you can join me - during
this year Ji.hlava let’s focus on what is right around
us, on the good and quality. Let’s focus on what
needs to be maintained, developed, supported,
let’s do together what calms us down and brings
us inner joy. We don’t have to perceive reality only
through hard and uncontrollable facts materialized
into headlines in newspapers, we can easily put
them aside for a while. We create reality: just like
filmmakers, we can choose the point of view of
a given image, we can influence the stories around
us, we can play depressing or hopeful music to
a given image. We probably won’t change much
about the fact that times are hard, but each of us can
contribute with our optimism and creative approach.
I do not want to be starry eyed, of course
it’s necessary to have an overview and know the
facts. But it is equally important to perceive what
the facts do to us and not succumb to long sadness,
despair or any other negative emotion. I wish all
of us to learn to summon inner peace, focus on
personal goals and maintain hope, happiness and
good mood.
That’s why I wish you a peaceful and joyful
Ji.hlava this year,

Karolina Koubova

Mayor of Jiklava

19 Introductory Words

Obraz skute¢nosti, inspirace a rozsifeni obzorti,
uméni i spoleéensky fenomén. Tim vsim je
dokument. Jak slozitd a mnohdy ¢asové naro¢na
cesta vede k jeho vytvoreni i jak vyznamny dopad
na spole¢nost miize umné natoc¢eny dokument mit,
si v Ceské televizi dobte uvédomujeme. A proto
systematicky a dlouhodob¢ vznik dokumentarnich
snimki podporujeme. Jen v nasem iVysilani

zabird tento Zanr, v rezii respektovanych filmata

i zacinajicich tviirci, pres pét tisic hodin.

Pestry nahled do podob a promén dokumentu
slibuje také leto$ni programova skladba festivalu
Ji-hlava, ktera tradi¢né obsdhne nejen nevsedni
umélecké zazitky, ale i podnétnd témata k zamysleni
a k diskuzi. A ani tentokrat u toho nebude chybét
Ceska televize v roli hrdého partnera.

Pojdme na par dni myslet filmem - Ji.hlava je
pro to jako stvofena.

Petr Dvorak
generdlnd Feditel Ceské televize

A portrayal of reality and social phenomenon...
A work of art, inspiration, and an expansion
of one’s horizons... All this is what makes
a documentary. We at Czech Television are well aware
of the complicated and often time-consuming journey
it takes to make a documentary film, as well as the
strong impact a skillfully shot documentary can have
on society. This is why we are long-time, systematic
supporters of the creation of documentary works.
In our iVysilan{ segment alone, this genre takes up
over five thousand hours of content directed by both
esteemed filmmakers and emerging creators.

This year’s programme at Ji.hlava Festival
also promises a diverse look inside the forms and
transformations of the documentary as an art form,
which traditionally includes not only unusual
artistic experiences, but also stimulating topics for
reflection and discussion. And like years prior, Czech
Television is once again a proud sponsor of this
year’s event.

Now let’s get into cinema mode for a few days -
Ji.hlava was made for it!

Petr Dvoiak
Director General of Czech Television



Vazeni festivalovi hosté,
Cesky rozhlas a festival dokumentarnich filma
Ji.hlava maji mnoho spole¢ného. Dokumentarni

tvorba jak filmovi, tak rozhlasova otevira
$iroké spektrum témat, odhaluje nové pohledy
a rozsifuje povédomi spolecnosti o déni ve svéte.
Radiodokument dava poslucha¢iim neomezeny
prostor vlastni predstavivosti a jeho rozhlasovi tviirci
patii bezpochyby mezi svétovou $picku.

éesky rozhlas nabidne i letos nav$tévnikiim
festivalu moznost seznamit se nejen s produkci
v oblasti ¢eského rozhlasového dokumentu, ale
predstavi také praci investigativniho tymu. Stanice
Radio Wave pfipravila specidlni hudebni vecery.
A jako bonus si navstévnici mizou vyzkouset, jak se
da vychutnat kava v aplné tmé ve Svétluséi kavarné
POTME.

Festivalu i vsem jeho pfizniveim
a navstévnikdam pieji, aby nejen tento ro¢nik byl
inspiraci pro kazdého z nas.

René Zavoral
generdlni teditel CRo

Uvodni slova

Dear Festival Guests,
Czech Radio and the Ji.hlava Documentary Film
Festival have much in common. Documentary
production, both film and radio, opens up a wide
range of topics, reveals new perspectives, and
broadens society's awareness of world events. The
radio documentary gives listeners unlimited space
to exercise their imagination, and its creators are
undoubtedly among the world's best.

Czech Radio will again offer festival visitors
the opportunity to learn more about the production
of Czech radio documentaries and present the
investigative team's work. Radio Wave has organized
special music evenings. As a bonus, visitors can
experience having coffee in complete darkness in the
Svétlusef Café POTME.

My wish for the festival, and its fans and
visitors, is that it inspires all of us - this year and in
years to come.

René Zavoral
General Director, Czech Radio

Vazeni pratelé dokumentarniho filmu,

Program Kreativni Evropa MEDIA v roce 2021
oslavil jiz tficetileté vyrodi a zaroven zahajil nové
rozpoctové obdobi, které potrva az do roku 2027.

I nadale bude podporovat evropsky audiovizuélni
pramysl v riiznych oblastech - vyvoj novych filmd,
serialii i videoher, distribuci, kina a VOD platformy,
vzdélavani profesionali nebo filmové festivaly

a trhy. Programu Kreativni Evropa, jehoz je MEDIA
soucasti, byl také navysen rozpocet, a to 0 63 % na
celkovych témér 2,5 mld. eur. Evropska unie tak
dala najevo, ze podporu kultury povazuje za velmi
dalezitou, obzvlast poté, co byla kulturni a kreativni
odvétvi zasazena koronavirovou krizi.

Mezi dlouhodobé podporované projekty patii
ijihlavsky festival, kterému se postupné podafilo
ziskat podporu nejen pro samotny festival, ale
i pro sviij vzdélavaci projekt Emerging Producers
avlonském roce zahdjeny trh Ji.hlava New Visions.
Jsem rada, ze také Kancelar Kreativni Evropa, ktera se
0 program stara v Ceské republice, se mohla podilet
na nékterych akcich v programu festivalu. Doufam, ze
nase spoluprace bude pokracovat i nadale.

Pieji festivalu, tviirctim i divakiim Gspésny

pribeh 26. ro¢niku!

Vladka Chytilova
Kancelar Kreationi Evropa MEDIA
(Creative Europe Desk MEDIA)

Introductory Words

Dear friends of documentary cinema,

The Creative Europe MEDIA programme celebrated
its 30th anniversary in 2021 while launching a new
budget period that will run until 2027. Tt will
continue to support the European audiovisual
industry in a variety of areas - the development of
new films, TV shows and video games, distribution,
cinemas and VOD platforms, trainings for
professionals and film festivals and markets. The
Creative Europe programme, of which MEDIA is

a part, has also had its budget increased by 63% to
a total of almost €2.5 billion. The European Union
has thus indicated how important it is to support
culture, especially after the cultural and creative
industries were hit by the COVID-19 crisis.

The Ji.hlava IDFF is one of the long-term
supported projects, which has gradually managed to
get funding not only for the festival itself, but also
for its educational project Emerging Producers and
the Ji.hlava New Visions market launched last year.
I am glad that the Creative Europe Desk, which
caters to the programme in the Czech Republic, was
also able to participate in some of the events in the
festival programme. T hope that our collaboration
will continue.

I wish the festival, the creators and the audience
a successful 26th edition!

Vladka Chytilova
Creative Europe Desk MEDIA
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72 The Award for Best Czech Documentary Literature

Bichy nejsou na dohled
Fitka Kostkovd, Marek Uhlii, Universum, 2021
Byli jsme tu vzdycky

Filip Titlbach, N media, 2022

Horim

Simona Bagarovd, Pavel Jungmann Archa, 2021

/v /
Krava Ricanova
Tereza Ritanovd, BAOBAB, 2021

Samet blues
Shirka romskych autort,, KHER, 2021

Ticha dfina: délnictvi a trida
v !

v tovarn¢ Bata

Katetina Nedbdlkovd, Display, 2021

Tundra a smrt
Martin Rysavy, Revolver Revue, 2021

Vyhonit d'ébla Quzana Kaf[)amva/,
Terézia Ferjancekovd, Listen, 2022

SPECIALNT VYBER POROTY
JURYS SPECIAL SELECTION

7nameni neznamého:

L oy
I'OZhOVOI'y (@] splrltuahte
Jan Némec, Petr Vizina, Host, 2021

F.X. Slib

éeskj osvétimsky vjbor, z. s., 2021

Zuzana Vilkovd, Michaela Rozov, Tomds Pwpéc/z/PasitiF,

73 Cena za nejlepsi ¢eskou dokumentarni knihu

CENA ZA NEJLEPST DOKUMENTARNT{
KNIHU MFDF JI.HLAVA

Mezinarodni festival dokumentarnich filma Ji.hlava letos podruhé
udéluje Cenu za nejlepsi dokumentarni knihu. MFDF Ji.hlava zkouma
dokumentarni vychodiska nejen ve filmech, ale i v rozhlasové tvorbé,
pocitacovych hrach, virtualni realit¢ nebo divadelnich projektech. Nové
se zamétuje pravé na literaturu. Festivalova soutézni kategorie vénuje
pozornost celé skupiné dokumentarnich knih vSech druh, forem, zanrt
1 zptsobt zpracovani. Vyhnout se ostré hranici vybéru umoznuje pravé
siroky pojem dokumentdrni kniha.

Letos piihlasené tituly opét predstavuji pestrou skalu piistupi,
které dobfe ukazuji, jak rozdilnymi zanry a postupy lze ,,myslet knihou®.
O cenu za nejlepsi dokumentarni knihu usiluje kromé tradi¢nich repor-
tazi, rozhovori, cestopisti, historickych kronik nebo denikii také kritic-
ké zpracovani pozistalosti, inkluzivni dvojjazyc¢na publikace spojujici
zdanlivé rozdilné svéty, alternativni fotograficky pravodce, etnograficka
studie, umélecko-védecka diserta¢ni prace, ilustrovany dokumentarni
vyklad pro déti, podcastové rozsiteni, basnicka sbirka citlivé reflektujici
skutec¢nost, kucharka glos a receptii, biograficky komiks nebo hudebni
publikace.

Kuvalita zpracovani, odvazna volba témat, originalita a odbornost
pfistupu nebo soustavna letita prace, které vydavani dokumentarnich
knih stale castéji doprovazeji, zasluhuji uznani i podporu tohoto vyrazné-
ho, ale dosud opomijeného kulturniho proudu. Ten stale nema v knihov-
nach a knihkupectvich své specifické misto. Proto je jednim z cilt souté-
ze postupné utvareni knihovny a databaze dokumentarnich knih v celé
§ifi raznych zanru.

Porotu druhého ro¢niku Ceny za nejlepsi dokumentarni knihu
tvori ¢lenka kulturni redakce tydeniku Reflex Katetina Kadlecova, doku-
mentaristka Marika Pechackova, redaktor ¢asopisu iLiteratura.cz pro non
fiction literaturu Jan Lukavec, moderator literarniho podcastu Zdlotka
Jakub Pavlovsky a redaktor Médidre Jakub Jetmar. Vitézna dokumentarni

_/

kniha je slavnostné vyhlasena na Sestadvacaté Ji.hlavé a obdrzi finan¢ni

odmeénu 30 000 K.
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THE JI.LHLAVA IDFF AWARD FOR BEST
DOCUMENTARY LITERATURE

This year, for the second time ever, Ji.hlava International Documentary
Film Festival will be announcing a winner for the Award for Best Docu-

mentary Literature. Ji.hlava IDFF examines the documentary art form
not only through film, but also through radio works, PC and video ga-
mes, virtual reality, and theatre projects. A new focus of the festival’s is
documentary literature, which was added to the mix as recently as last
year. This particular festival competition category is devoted to docu-
mentary literature of all kinds, forms, genres, and treatment types. Ha-
ving a broad concept of what constitutes “documentary literature” allows
us to avoid limiting ourselves to a narrow selection of works.

This year’s titles once again represent a diverse range of techniques
that brilliantly demonstrate how through different genres and practices
one can “think literature.” In addition to traditional news reports, in-
terviews, travelogues, historical chronicles, and diaries, the Award for
Best Documentary Literature is also to be sought by a critique on the
literary legacy, an inclusive bilingual publication combining seemingly
different worlds, an alternative photographic guide, an ethnographic
study, an artistic-scientific dissertation, an illustrated documentary inter-
pretation for children, a podcast extension, a poetic collection delicately
reflecting reality, a cookbook with notes and recipes, a biographical
comic book, and a music publication.

Documentary literature represents a significant contribution to
culture yet remains often overlooked. The quality of a work, the bold
choice of topics, the originality and expertise of a work’s approach, or
the many years of work involved to put it together (which is becoming
more and more common when publishing documentary literature) are
all worthy of our recognition and support. The category still doesn’t have
its own specified section in libraries and bookshops. And this is why one
of the objectives of this competition is to gradually create a library and
database of documentary literature across a whole wide range of genres.

Sitting on the jury for the 2nd Annual Award for Best Documenta-
ry Literature will be a member of the cultural editorial team for the weekly
periodical Reflex, Katefina Kadlecova; documentary filmmaker Marika
Pechackova; editor for iLiteratura.cz - a journal for non-fiction literature, Jan
Lukavec; moderator of the literary podcast {aloZka, Jakub Pavlovsky; and
editor for Médiar, Jakub Jetmar. The winning documentary literature will
be announced in a special ceremony at the 26th Annual Ji.hlava Festival
with the winner set to receive a cash prize of 30.000 CZK.
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FILIPINY: TISICE OSTROVU
DOKUMENTARNICH POLOH I TEMAT
KAMILA BOHACKOVA

Nasledujici rozhovor predstavuje koncepei letosni jihlavské retrospektivy filipinské
dokumentdarni kinematografie i to, jak se filipinska témata promitaji do doprovodného
festivalového programu Inspiracniho fora. Jak festivalové dramaturgyné Andrea
Slovdkova a Adriana Belesovd celou retrospektivu pripravovaly, proc bylo nutné
navstivit Filipiny osobné, jak se dokument na Fz'lz'pz/ndc/z vyvijel ajaké jeho podoby
Jjihlavskd retrospektiva prindsi? Ioeta Cernd v zdvéru priblizuje, jaké problémy dnes trapi
Sfilipinskou spolecnost ajak se to promitlo do letosniho programu Inspiracniho fora,

J& je diskwnd platformou Mezindrodniho festivalu dokumentdrnich filmi v fihlave.

KB: Jak vznikl napad usporadat na jihlavském festivalu retrospektivu
filipinské dokumentarni kinematografie?

Andrea Slovakova (AS): Je soucasti festivalovych sekci Prithlednd krajina.
Jde o retrospektivy zaméfené na konkrétni zemi, v niz se snazime di-
vacké obci predstavit, jak se tam vyvijel dokumentarni film od pocatku
kinematografie do soucasnosti. Téchto retrospektiv jsme na jihlavském
festivalu méli mnoho, z poslednich let mtizu zminit z asijskych kinemato-
grafii naptiklad Tchaj-wan nebo Jizni Koreu, z evropskych tieba Island.
Filipiny jsme zvolili proto, Ze chceme zkoumat i ty kinematografie, které
jsou v Evropé malo znamé nebo obtizné uchopitelné, a to i proto, ze
nemaji ptilis rozvinutou kinematografickou infrastrukturu, takze tam ne-
existuje takova systémova podpora vzniku ¢i distribuce filmu, jakou zna-
me z evropského nebo amerického kontextu, nebo jakou maji ty asijské
zemé¢, které jsou ekonomickymi tygry a investuji vice do kultury. Byva
pravidlem, Ze u téchto pro nas malo znamych nebo hife zmapovatelnych
klnematograﬁl vejde ve znamost pouze n¢kolik filmatskych osobnosti,

’

opské nebo americké filmové fes-
» Byva pravidlem, ze u téchto  |tivaly. MiZeme si to ukdzat na

pro nas malo Znamych prikladu thajské kinematografie,
nebo hure zmapovatelnych 2 niZ je ve svété i u nas zndma
kinematografii vejde ve znamost |tvorba Apichatponga Weera-
pouze nékolik ﬁlmarskych sethakula. Ale co dal3tho vime

osobnosti, které j jsou o f(eve g o tamni kinematografii? Vlastné

skrze Vﬁrznamne evropske ne hodné malo. A co vime o do-

americké filmové festivaly. « kumentarnim filmu této zemé?
J
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Jesté min. Proto jsme se zacali zaméfovat i na tato teritoria, jakkoliv
je obtizné takovou retrospektivu pfipravit, protoze v téchto zemich
neexistuji funkéni nebo flexibilni instituce, dlouha historicka obdobi
tam neexistoval zptisob archivace filmt, takze nékteré faze vyvoje
kinematografie v archivu aplné chybi, v Asii zejména ty z prvni polo-
viny dvacatého stoleti, tedy z v mnoha asijskych zemich kolonialniho

obdobi.

KB: O filipinské dokumentarni kinematografii toho u nas sice prilis
nevime, ale tvorbu nékterych tamnich tvirct uz sleduje jihlavsky festival
delsi dobu. Mam na mysli tfeba Khavna ¢i Lav Diaze. Nabidne festival
ijejich tvorbu?

AS: Ano, né¢ktera filipinska jména rezonuji na velkych evropskych fes-
tivalech i na tom jihlavském uz relativné dlouho. Zname tvorbu Lav
Diaze nebo umeélce, hudebnika a filmafe, ktery si ftka Khavn a jenz byl
na Ji.hlavé v minulosti i Prihlednou bytosti a jehoz tvorbu dlouhodobé
sledujeme; v minulych letech mél na Ji.hlavé i retrospektivu. Divakam je
povédomé i jméno Kidlata Tahimika, jehoz tvorbu jihlavsky festival v mi-
nulosti predstavil komplexné jako prvni v evropském prostoru. Nicméné
vétsina jmen, ktera se predstavi v nasi leto$ni retrospektivé, je neznama
nejen v ¢eském kontextu, ale fada z nich bude uvedena poprvé v Evropé,
¢i dokonce viibec za hranicemi Filipin.

Adriana Belesova (AB): V nasi retrospektivé uvedeme i tvorbu téch-

to v Evropé uz znamych filipinskych rezisért, kterymi jsou Lav Diaz,
Ishmael Bernal nebo pro jihlavské navstévniky znamy Jet Leyco. Zahra-
jeme napfiiklad Khavntv film Overdosed Nightmare, jenz dosud nebyl uve-

den mimo Manilu.

KB: Vramci piiprav této retrospektivy se vase tficlenna skupina vydala
do Manily. Pro¢ pro vas bylo nutné navstivit Filipiny osobné?

AS: Je to soucast naseho dlouhodobéjsiho pristupu k sestavovani progra-
mu, péstujeme aktivni dramaturgii, tedy nepfebirame pouze to, co se uz
promitlo v zapadnim diskurzu. Jde nam opravdu o poznani, co je v dané
zemi klicové, a to 1 v souvislosti s jejim lokalnim kontextem. V oblastech,
kde neni tak komplexni infrastruktura, nema clovék sanci nékteré véci
objevit jen tim, Ze si o tématu néco nacte nebo se podiva na filmy, ke
kterym se da dostat na dalku. V téchto zemich je vzdy nutné dostat se do
filmového archivu a vidét i staré filmy, které casto nejsou digitalizované.
V ptipadé Filipin vsak toto nebyl az tak zasadni cil nasi cesty, protoze
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filipinsky filmovy archiv ma bohuzel velmi malé sbirky, jelikoz vznikl
relativné pozdé a velmi dlouho se rodila archiva¢ni politika zemé, takze
néktera obdobi v archivu aplné chybi, a navic filmové kopie jsou ve velmi
$patném stavu.

Nase cesta vsak byla dilezita také kvili navstévé jinych instituci,
tieba i filmové skoly, setkanim s mistnimi filmafi a filmarkami a téz kvili
kontaktu s lokalnimi experty. Kli¢covou osobnosti pro nas byl Nick Deo-
campo, jeden z nejvyznamnéjsich filmovych historiki asijského doku-
mentu. Zabyva se celym teritoriem, ale o filipinském filmu toho nejvice
vybadal a publikoval. Dialog s nim byl pro nasi praci zcela zasadni,
protoze pti nasem patrani po historii a polohach filipinského dokumentu
vyvstavalo ¢im dal vice presnéjsich otazek a Nick Deocampo nam v pod-
staté na vSechny byl schopen odpovédét. Navic nas navigoval, koho na
Filipinach dale oslovit. Diky osobni navstéve jsme naptiklad zjistily, ze
vyraznym fenoménem Filipin jsou v poslednich zhruba 15 letech reglo-
nalni kinematografie. Filipiny tvor

» Filipiny tvofi 7641 ostrovd,
a kromé dvou arednich Jazyku
se tam mluvi 127 jazyky. To je
znacné urcujici 1 pro kulturni
zivot filipinskych teritorii. «

jazykt se tam mluvi 127 jazyky.
To je znacné urcujici i pro kulturni
zivot filipinskych teritorii. Zhruba
pred 15 lety zacala tato regional-
ni filmova vyjadrenti silit a dik
tamnim setkanim jsme se dostali

k nékterym filmtm a tvarcim. Zptisobem ztvarnéni jsou sice tyto snim-
ky amatérst¢jsi, ale je to spolecensky vyznamny jev, ktery jsme podchytili
1v nasi retrospektivé.

KB: Nick Deocampo je vsak nejen historikem, ale také tviircem. Na
Ji.hlavé letos osobné uvede také cast své tvorby. Jaky typ tvorby jeho
snimky predstavuji?

AS: V 80. letech, tedy béhem diktatury a v dobé stanného prava, se na
Filipinach rozvijela experimentalné dokumentarni linie tvorby, kterou
bychom z dnesniho pohledu oznacili jako queer cinema. Deocampo byl
soucasti této komunity. Zahrajeme od néj naptiklad performativni sni-
mek Oliver (1983). V této dobé vzniklo na Filipinach nékolik filma for-
malné prekracujicich konvence dokumentarniho filmu. Deocampo dale
tocil i denikové filmy a ohledaval dokumentarni zanry, a pozdéji, v nul-
tych letech, vytvoril nékolik stithovych filmu, které se vztahuji k déjinam
filipinské kinematografie, ale tyto v retrospektivé neuvadime.
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KB: Je pro vas kuratorsky vybér podstatna formalni inovativnost snim-
ka? Jaka jsou kritéria vaseho vybéru?
AS: Vzdy se v retrospektivach snazime ukazat nejen to, jak se vyvijel
dokumentarni film té dané oblasti, ale i to, jak se vyvijelo pojeti toho,
co dokumentarni film je a jaké plni v té kultuie funkce. Proto do vybéru
zafazujeme i experimentalnéjsi podoby, stejné jako se v nasem vybéru
najdou formalné konvencnéjsi filmy, které zase obsahuji néjaké dilezité
spolecenské téma.
AB: Nas kuratorsky vybér se spi$ snazi upozornit na odlisnosti a pest-
rost nez postihnout jakysi absolutni celek toho, co se tvofi na Filipinach.
Dostali jsme se napiiklad k dilim, které vznikly v ramci univerzit. Na§
vybér vsak nemtize byt komplexni, nezahrnuje tfeba mainstreamovou ¢i
vyslovené televizni tvorbu.

KB: V ramci jihlavské retrospektivy uvadite i jednu perlicku, totiz snimek
Native Life in the Philippines z roku 1913, coz je jesté pred vznikem legendar-
niho Nanuka, clovéka primitivniho od Roberta Flahertyho, jenz byva uvadén

V.

coby prvni celovecerni dokumenta
objev a jak byste ten snimek cha{ » Jedné se tedy o) prvni
rakterizovaly? celovecerni dokument svétové
AS: Film Native Life in the Philippi{ kinematografie, protoze vznikl
nes se sklada z péti casti, které se devét let plv‘ed Flahertyov;'/m
vsak objevovaly postupné. Podle Nanukem. «

historickych zdrojt se jevi, Ze ¢asti
byly vytvoteny s cilem tvofit jeden celek. Jedna se tedy o prvni celove-
cerni dokument svétové kinematografie, protoze vznikl devét let pred
Flahertyovym Nanukem. To nas ptekvapilo, protoze jsme pfedem védély
pouze o jedné casti filmu a az postupné jsme se dozvidaly, Ze je jich vic.
Myslime si, Ze to je jeden z objevii, které mohou vstoupit do svétového
filmové-historického diskurzu.

AB: Tento snimek ilustruje také to, jakym zpiisobem kinematografie na
Filipinach vznikala. Ukazuje totiz jedno z mala pozitiv prvni viny kolo-
nizace, kdy na Filipinach Ameri¢ané nataceli domorodé obyvatelstvo.
Obecné kolonizace na Filipinach zapficinila mnoho zlého, protoze ko-
lonizatofi nedovolili Filipincim rozvijet svoji kulturu a identitu, a navic
se tam jednotlivé kultury kolonizatori - zejména americka, Spanélska

a japonska - béhem let ménily, coz Filipince do velké miry poznamenalo.
Kinematografii tam vsak zacali rozvijet prave kolonizatori, ktefi Filipince
ucili natacet a davali jim prvni fotoaparaty. To bylo pro rany vyvoj tamni
kinematografie velmi podstatné.
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KB: Jaké hosty jste pozvali v ramci filipinské retrospektivy do Jihlavy?
AB: Podarilo se nam pozvat tviirce predstavujici riizné zanry dokumen-
tarniho a experimentalniho filmu. Jde naptiklad o experimentalniho
umélce Roxlecho, ktery spolu s manzelkou bude v poroté experimentalni
festivalové sekce Fascinace. Dale jsme pozvali Lav Diaze a Khavna, ktefi
na Ji.hlavé chystaji performativni koncert s audiovizualnim doprovodem
pod nazvem The Brockas. A nesmim zapomenout na Nicka Deocampa,
ktery je do jisté miry i spolukuratorem nasi retrospektivy.

KB: Jak se soucasné problémy filipinské spolecnosti promitly do progra-
mu leto$niho Inspirac¢niho foéra, coz je jeden z klicovych doprovodnych
programii jihlavského filmového festivalu, ktery nabizi setkani a debaty
s inspirativnimi osobnostmi o klicovych tématech dneska?
1C: V ramci dne, ktery budeme vénovat svobodam, jez ztistavaji casto
jenom na papife i v nasem evropském kontextu, piivitame filipinskou
umélkyni Kiri Dalenu, ktera je ptivodné spise dokumentaristkou a politic-
kou aktivistkou a jejiz uméni je hluboce svazano s politickym protestem
a tematizuje v ném jak minuly diktatorsky rezim, tak to, co se déje nyni.
Dal$im vyznamnym tématem jsou dopady klimatické zmény, pro-
toze Filipiny jsou ¢tvrtou nejohrozenéjsi zemi na svété, co se tyce dopadi
klimatické zmény, a to je dano primarné jeji polohou. Vyraznym proje-
vem klimatické zmény je nardst intenzity i poctu tajfunti, coz ma dopad
zejména na venkov, kde hrozi sesuvy piidy ¢i povodné. Filipiny samo-
zfejm¢ nejsou hlavnim producentem, ktery prispél ke klimatické zméné,
navic cela oblast jihovychodni Asie trpi odlesnovanim, jez je v rukou spo-
le¢nosti, které maji vlastniky v zapadnim svété. Odlesnéna krajina se pak
hiife potyka se zaplavami ¢i tajfuny a namisto lesa chtéji velké zapadni
firmy péstovat palmy na olej, coz také proménuje celou krajinu. Filipiny
jsou zajimavou ukazkou toho, ze klimaticka krize je ekonomicky problém
a jeji fesenti stoji na proméné ekonomického systému. Pravé tomu se chce-
me letos na Inspira¢nim féru vice vénovat skrze téma nerutstu, na které
budeme nahlizet z riznych perspektiv. Svym zptisobem nas tak cesta na
Filipiny inspirovala i v programu leto$niho Inspira¢niho fora.
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VYPRAVENT O BOJI: , 0
VZACNY PREHLED SKRYTYCH POKLADU
MNOHOVRSTEVNATE FILIPINSKE
KINEMATOGRAFIE
NICK DEOCAMPO

V nedavné historii neprobé¢hla zadna prehlidka filipinské kinematografie
v takové sifi, v jaké ji nyni predstavuje program Mezinarodniho festivalu
dokumentarniho filmu Ji.hlava. Nabizi totiz mnohovrstevnatou skalu
filmi, ktera tvori prifez riznymi obdobimi, zanry, gendery, regiony,
styly, metrazemi, médii i kontextem; jejich spole¢ny jmenovatel je ptitom
jediny: bohaty soubor filipinské kinematografie, jaky nebyl nikdy pred-
tim prezentovan v takovém tematickém rozpéti a mnozstvi filmu.

Pocinaje samymi zacatky, kdy na Filipinach vznikaly prvni filmy
(. od roku 1899), predstavuje tento kuratorsky vybér ponor do historic-
kého vyvoje, jenz se prodlouzenym obloukem dotyka i soucasnych digi-
talnich dél. Podobna piehlidka nebyla jesté nikdy predtim usporadana
v tak zavratné §ifi a se zamérem shromazdit na jednom misté veskeré
milniky filipinské kinematografie - tj. historie, ktera se prekryva s déjina-
mi celosvétové kinematografie. Déjiny zemé tak poskytly pevné podlozi
pro kuratorsky vybér, jehoz vysledkem je rozsahly vhled do staleté filmo-
vé tvorby na Filipinach.

Jen malokdo vi, Ze film uvedeny v programu pod nazvem Advance of
Kansas Volunteers in Caloocan (1899) je snimkem z produkce studia Thoma-
se Alvy Edisona, prikopnika kinematografie. Skute¢nost, ze Edisonovo
studio natocilo film o této zemi v tak raném obdobi, radi Filipiny na celni

icl v déina i en necelych pét let po vynalezu filmo-
» Jen necel}'/ch pét let po vé kamery se tak Filipiny staly jednim
Vynélezu filmové kamery z prvnich namétt, které byly zachyceny
se tak Fﬂipiny Staly jednim [pomoci rodictho se zaznamového zafi-

Advance of Kansas Volunteers in Caloocan

zZ prvniCh namétu, které zeni. V Knihovné amerického Kongresu
byl ZaChyCCrly pomoci se nastésti dochovala kopie tohoto filmu,
rocﬁciho se zaznamového  [takZe o n¢j dnesni divaci neztstanou

L zarizeni. « )ochuzeni. Déjinné zvraty byly pfitom

v tomto snimku vyliceny nadmiru
dramatickym zptisobem, pomoci ¢ernobilého zaznamu na plose necelé
jedné minuty; je zde zachycen krvavy boj proti americkym kolonizatoram
za nezavislost Filipin. V pfipadé tohoto filmu nemohla byt dramaturgie
celé prehlidky explicitnéjsi v zobrazeni boje za svobodu, coz je jeji zastiesujici
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Kagadanan Sa Banwaan Ning Mga
Engkanto

Toyo No Gaika

Revolutions Happen Like Refrains in a Song
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motiv. Pravé takovym zptisobem totiz toto téma odrazi celonarodni réto-
riku vepsanou do kinematografického ztvarnéni jednotlivych filmt. Motiv
»boje za svobodu” - ve formé, jez na sebe vzala podobu valek a revoluci -
zachycuje festivalova prehlidka velmi vyrazné.

I v celém zbyvajicim programu prosakuje do dramaturgického
vybéru motiv boje. Dalsi vyrazné déjinné trauma predstavuje obdobi
2. svétové valky, béhem niz byly Filipiny okupovany japonskymi vojsky.
Film Zoyo No Gaika (Pisen vitézstvi vychodu, 1943, scénar a stiih jsou
pfipisovany japonskému ultrapravicovému nacionalistickému tviirci
vale¢ného obdobi Tsutomu Sawamuraovi) zachycuje boj Filipinct proti
novému kolonialnimu okupantovi. Tento propagandisticky snimek slouzi
jako ptiklad zneuziti kinematografie jako nastroje dobyvacnosti, podob-
né jako v pripadé diivéjsi americké okupace zemé. Kamera se zde stava
rovnocennou zbrani pfi dalsi kolonizaci Filipin.

Motivu boje byla v nedavné minulosti vénovana pozornost i v doku-
mentarnim filmu Nicka Deocampa Revolutions Happen Like Refrains in a Song
(1987). Téma revolu¢niho boje zde znovu zazniva naplno, navic prostied-
nictvim tsporného média kamery Super8. Lidova revoluce, jez propukla
v roce 1986, nasledovala po dlouhém obdobi diktatorské vlady Ferdinan-
da Marcose. Film zachycuje lidové povstanl za demokratlcke reformy po
dvou desetiletich atlaku. Zachyceni téch g ¢
médium naznacovalo silici prerod fil{ » Zachycenl téchto
mu od primyslového zptisobu vyroby prevratnych udalosti
ke kinematografii, jez se ocita v rukou| na filmové médium
obycejnych lidi. Nastavajici spolecenské naznacovalo silici pferod
zmény tak zacaly prindset piiznivési filmu od primyslového
podminky pro demokraticky raz filmo- zpusobu Vyroby ke
vé produkee. kinematografii, jez se ocita

Boj zustal jednim z casto zob{ v rukou o yéejn}llch lidi. «
razovanych témat i v ramci techno-

logické revoluce, jiz nevybiravé spustilo rozsifeni digitalnich technologii.
Tradi¢ni kinematografii polozil na lopatky frontalni nastup digitalniho
videozaznamu. Nové technologie tak do filmu vnesly rovnéz jistou formu
revoluce. Film Lava Diaze Kagadanan Sa Banwaan Ning Mga Engkanto (Smrt

v krajin¢ Encantos, 2007) svou metrazi 541 minut (9 hodin a 1 minuta) bof1
hegemonii hollywoodské nadvlady a priimyslového paradigmatu filmové
produkee. Technologicka revoluce ma i své politické dozvuky, nebot protest
vyjadreny prostfednictvim nové technologie si hleda svou politickou plat-
formu v podobé odporu proti vyfabrikovanému fadu filmové vyroby.



88 Prihledna krajina: Filipiny

Trajektorie naznacena filmy Edisona, Sawamury, Deocampa
a Diaze, které samy o sob¢ predstavuji milniky v patracské topografii
undergroundovych déjin filmu, naznacuje smér kinematografie, jenz
byva zastinén dily mnohem popularnéjsiho filmového primyslu. Pod
nanosem komer¢ni kinematografie se tak skryvaji alternativni filmové
artefakty, které presto ¢as od casu dojdou uznani, jako kuptikladu pravé
ted, pti pohledu na program letosntho MFDF Ji.hlava. Program piehlid-
ky obsahuje netypickou ukazku filmovych dél, jez jsou rozlozeny v case,
stejné jako v hajemstvi reality nezlomného boje, jenz ma za tkol osvobo-
dit souostrovni narod od nadvlady vnéjsiho atlaku.

Filmy natoc¢ené v obdobi mezi témito milniky vsak rovnéz neodbi-
haji od motivu boje. I v mirovych c¢asech si snimky zachovavaji neklidny
charakter. Americka odpovéd na odpor proti kolonialni vladé, jez mohla
byt uskute¢néna jediné pomoci militarizace celého filipinského souostro-
vi, poslouzila jako pozadi k celkem tfem filmtim, jez vychvaluji imperialni
nadvladu USA. Prvni z nich ma podobu arogantni ukazky moci. Je jim
film Deana C. Worcestera Native Life in the Philippines (1913), ktery vytecné
poslouzil americkym imperialistickym predstavam o kontrole filmového
média, jez umoznovala podmanit si ptivodni obyvatele zemé.

Dalsi film je triumfalné ladénym zachycenim politické udalosti,
tj. inaugurace prezidenta filipinského spolecenstvi Manuela L. Quezona
(1935), zatimco posledni snimek, Lamboanga (1937), je vypravénim o zivo-
t¢ pavodnich obyvatel v oblasti Jiho¢inského mote. Prvné zminény film
poskytuje zdani politické stability v zemi, ktera je na cesté vstfic nezavis-
losti. Prislib svrchovanosti vSak pouze podtrhuje bolestnou cestu plnou
stradani, jiz musel souostrovni stat projit na cesté ke svobod¢. Posledné
jmenovany film, jenz zachycuje exoticky ptibéh déjin muslimskych oby-
vatel jizni ¢asti Filipin, je obzvlastnén dramatickym bojem znesvarenych
kmenti o kofist v podobé Zen a dobytych tzemi. Oba jmenované snimky
odrazeji dilezitou roli historie, nebot zachycuji boj mistnich obyvatel
skryty pod povrchem americké nadvlady.

Cely program prehlidky je tudiz zaramovan tematickou mozaikou
boje, avsak nechybi mu ani jisty poeticky nadech. Snimkem, jenz v tomto
smyslu nejvyraznéji vystupuje z fady, je elegicky film s namétem smrti,
Recuerdo of Two Sundays and Two Roads that Lead to the Sea (1969), cernobily
pfibéh o snazeni obyvatel pobtezni visky vydobyt si moznost pochovavat
své zesnulé, s kontrastem mote v pozadi, jez je symbolem véénych sil,
které si nakonec vzdy vyzadaji veskery zivot zpét.

Spole¢nym jmenovatelem nasledujici skupiny filmu je i nadale
motiv boje za svobodu, nicméné vzajemné rozdily mezi jednotlivymi dily
v pouzité filmové perspektivé navic vedou k tomu nejlepsimu z osobni
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umélecké vypovédi kazdého tvirce. Film Kidlata Tahimika Turumba (1983)
umistuje tvrdé zivotni podminky zemé do kontextu rozvoje tzv. ,tfetiho
svéta®, s protagonistou, ktery se zmaha se silami, o nichZ nemaji bohatsi
zem¢é v regionu ani ponéti. Film Henryho Francii On My Way to India Cons-
ciousness, I Reach China (1968) sleduje hrdinu v $edém prosttedi Manhattanu,
kde prezit znamena prodrat se spleti spolecenskych vztahii. Snimek Marlo-
na Fuentese Bontoc Eulogy (1995) je kritickou rekonstrukci Worcesterova
etnografického dokumentu, v niz jeji tvairce dava do kontrastu svefepou
odhodlanost domorodého obyvatele k piihlaseni se k vlastni totoznosti.
Obdobi stanného prava bylo, pfinejmensim nahlizeno zvnéjsku,
obrazem miru a prosperity, nicméné uvniti spolec¢nosti, uvéznéné v jejich
utrobach, se presto skryvaji hrtizostrasné vyjevy. Mike de Leon doku-
mentuje plizivy konflikt uvniti militarizované spolecnosti pomoci ama-
térské kamery Super8. V jeho filmech Signos a Kangkungan (1983) de Leon
zachytil obrazové poselstvi, jez je zivoucim archivem hraz minulosti.
Zobrazeni boje Filipincti o preziti a piekonani spolecenskych
nastrah je vérné zachyceno pravé mimo mainstreamovy smér komerc¢ni
kinematografie. Média Super8 a 16mm filmi totiz efektivné zachycuiji to,
co profesionalni 35mm pas nedokaze zprostfedkovat - a to s ohledem na
casté profesionalni zpracovani filmovych fantazii spise nez realného zivota.
Dokumentarni zaznam se tak stava zbrani ve snaze o sdéleni pravdy, ktera
je spolecnosti dobfe znama, jiz vSak hrany film hali do bezmyslenkovitého
zavoje fiktivnich smyslenck. V- mych dokumentarnich snimcich Olwer (1983)
a The Sex Warriors and the Samurai (1985) se teréem pozornosti kamery stavaji
odstrkovani ¢lenové homosexualni komunity, ktefi bojuji o preziti uprostied
spolecnosti ovladané militantnim Sovinismem a katolickym patriarchatem.
Usilovny naiek po zrovnopravnéni a odtrzeni od mechanismii spolecenské
nespravedlnosti a nadvlady filmové vyroby jsou viidéim motivem dvou
mych dalsich snimkt: Revolutions Happen Like Refrains in a Song (1987), v némz
je obc¢anska svoboda postavena do kontrastu boje se smrticim vojenskym
rezimem, a Let This Film Serve as a Manifesto for a New Cinema (1990), ktery se
prostfednictvim alternativnich forem vytvarenych nastupujici generaci fil-
mari snazi nalézt cil v osvobozeni se od mainstreamové filmové produkee.
V nasledovani filmové agendy jako soucasti spolecenskych zmén
jsou tyto snahy ¢itelné v mnoha dilech okruhu filmovych tvarci, kteti
ptisobi mimo ramec hlavniho proudu kinematografie. Snimky animatora
znamého pod pseudonymem Roxlee ztélesnuji vyraznou snahu po expe-
rimentovani, jez je tak potfebna pfi odklonu od komer¢ni tvorby. Jeho
film Fuan Gapang (1987) o muzi, ktery se potuluje ulicemi Manily, prinasi
temnou alegorii situace, kdy se lidé musi protloukat zivotem v zoufalé
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snaze o preziti. Podobny motiv, tedy pokus o pfeziti a pfekonavani social-
nich néstrah, se objevuje i v jeho dalsich filmech The Great Smoke (1984),
ABCD (1985) a Mix One and Two (1990). Roxlee také prichazi s radikalni
juxtapozici nabozenstvi na jedné stran¢ a animistickych obradi na stra-
né druhé, a to ve svém filmu nazvaném Lizard, or How to Perform in Front of
a Reptile (1986), jimz vyjadiuje silny komentart o slepém uznavani model,
jez je uplatnovano v ramci katolickych nabozenskych obradi.

Az abstraktnich vysin pak podobny radikalismus dosahuje ve filmu
Regibena Romany Pilipinas, or What Do You Think of the Philippines, Mr. Ja-
netzko? (1989) V tomto snimku je filmové médium pojednano z hlediska
svého materialniho slozeni, pficemz zde tvofi samostatnou vypravéci
linii sam proces jeho dekonstrukce. Podobné je tomu ve filmu Sa Maynila
(1989), kde jsou obrazy velkomésta roztiistény ve snaze vytvorit kaleido-
skop chudoby a stradani. Jinak je tomu ve filmu Raymonda Reda Anino
(2000), ktery ziskal ocenéni za Nejlepsi kratkometrazni snimek na festivalu
v Cannes v roce 2000 a ve kterém je Manila zachycena ve formé pribéhu.
To, co v ném vsak nenalezneme, je pocit ze zivota ve mésté, jez znamena
peklo pro ty, ktefi se zubozené plahoci v jeho rozpadlisti. Podobnou zku-
$enost naznacuji i dalsi kratkometrazni filmy v programu prehlidky.

I kdyz vyrazime ven z méstské dzungle, boj z@istava motivem
filmovych naméta dél natoc¢enych mimo metropoli Manilu. To je piiklad
filmu, jako je Red Saga (2004) Kiri Daleny, jenz je vyzvou k ozbrojenému
odporu proti militarizaci filipinského venkova. Vad¢im motivem dalsiho
z filmi se stava potetované télo, a to ve snimku Laurena Sevilli Faustina
Ang Babae sa Likod ng Mambabatok (The Woman Behind the Tattoo Artist,
2011), zatimco ve snimku Kanakana-Balintagose Anga Maikling Buhay ng
Apoy, Act 2 Scene 2, Suring at ang Kuk-ok (The Brief Lifespan of Fire, Act 2
Scene 2, Suring and the Kuk-ok) se zase proménuje v mytologickou stud-
nici ur¢enou k prozkoumani.

Program filipinské prehlidky MFDF Jihlava predstavuje mikrokos-
mos reality této zemé v prubé¢hu minulého stoleti a dvou prvnich dekad
tietiho tisicileti. Pestra mozaika snimkd nam ukazuje déjiny plné boje, jez
se mnohdy odehravaly nejen na zhavém kolbisti skute¢nych udalosti, ale
ijako soucast filmového zobrazeni. Za témito obrazy totiz stoji prib¢hy
avzpominky, jez odkazuji na prozitou zkusenost. U vypravéca piibéht
z minulosti tak Ize vycitit boj, jaky museli Filipinci svadét, aby prekonali
vale¢na a revolu¢ni obdobi, stejné jako diktaturu - a to jak tu zapticiné-
nou lidmi, tak technologiemi. Navzdory véem bojim, jez museli svést, se
presto nesmrtelna nadéje zraci ve viech piibézich o pietrvani vypravénych
ocitymi svédky, stejné jako v podobé narodni kinematografie, jez vykvetla
z pachnouci baziny plné rozkladu, nelidskosti a zoufalstvi.
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FILIPINSKY FILM MEZI EXPLOATACI
A UMENIM

MIROSLAV LIBICHER

Filipinska kinematografie zacala do povédomi globalniho publika po-
zvolna vstupovat az s pocatkem nového tisicileti, kdy si svétové festivaly
povsimly, jak se v ni rozmaha trend nizkorozpoctovych snimkii nabizeji-
cich zajimavé socialni komentare i experimentovani s filmovou formou.
Filmati jako Brillante Mendoza nebo Lav Diaz jsou dnes mezi cinefily re-
spektovanymi osobnostmi, nicméné stale plati, ze vétsina filmt, ktera ma
tspéch u domaciho publika, zistava mimo filipinské souostrovi nezna-
ma. Filipinska narodni kinematografie pfitom rozhodné neni nevyznam-
na. Poctem vyprodukovanych filmu se fadi k tém nejsilnéjsim v regionu
jihovychodni Asie, nabizi rozmanité zanry, a dokonce ma i urcity trans-
narodni presah. Jeji jadro nicméné dlouhodobé tvoii predevsim zanrové
filmy snazici se okouzlit divaky atrakcemi v podobé¢ romantickych zaple-
tek, humoru, melodramatického apelu na emoce, nasili i erotiky.

O popularnich kinematografiich zemi nachazejicich se za hranice-
mi zapadniho kulturniho okruhu se v literatufe ¢asto uvazuje jako o sym-
bolickych prostorech, v nichz dochazi k miseni jednak tradic a modernity
a jednak zapadnich a nezapadnich vliva. Film jako technicky prostiedek
ijako druh uméni ostatné vznikl na Zapadé a v dalsich regionech byl
s vétsim ¢i mensim ¢asovym odstupem adaptovan. Podobu kazdé narod-
ni kinematografické tradice vsak urcovaly i starsi formy performativnich
uméni, které jsou casto specifické pro konkrétni zemé a regiony.

Filipinska kultura samozfejmé byla pestrou smésici rozli¢nych
vlivii uz dlouho pred vynalezem filmu. Cely region jihovychodni Asie
byl po staleti pomyslnym prisecikem kulturnich sfér C‘iny a Indie, je-
jichz intelektualni dédictvi se promichalo s lidovymi kulturami mistnich
obyvatel. Dalsi vyraznou stopu po sobé zanechaly kolonialni mocnosti.
V ptipadé Filipin to bylo nejprve Spanélsko, které ze smésice rozmanitych
ostrovil a etnik poprvé udélalo jednotny stat a vtisklo filipinské kulture
ztetelny hispansky raz - at uz je fec o kfestanské religiozité, uzivani $pa-
nélskych prijmeni nebo vlivech v architektufe a vytvarném uméni.

i je vak jesté vice urcujici témér pulstoleti

» Pro moderni popkulturu americké nadvlady. To se promitlo
jC Véakjeété vice ur(vzujici do pretrvavajictho vzhlizeni Filipin-
témer pﬁlstoleti americké |ct k USA, do rozsifenosti anglictiny,
nadvlédy. « ktera neziidka zni i ve filipinskych
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filmech, ale také tieba do velké obliby komikst, z nichz popularni filmy
mnohdy cerpaji. Obrovsky vliv na filipinsky film ma samozfejmé také
Hollywood, coz je v zasadé¢é dosud jedina popularni kinematografie maji-
ci skute¢né globalni dosah.

Hollywoodské filmy ostatné do kin lakaji nejvice filipinskych
divaki a spolu s filmy jihokorejskymi a japonskymi tak tvori hlavni kon-
kurenci, s niz musi domaci filmova tvorba soupefit - at uz se tak déje ¢as-
te¢nym prizptisobovanim se, nebo naopak nabizenim odlisnych atrakci,
vice zakotvenych v lokalnich preferencich. Filipinskou narodni kinema-
tografii by dale bylo mozné pfirovnavat jednak ke geograficky a kulturné
blizkym kinematografiim Thajska a Indonésie, ale ¢astecné také ke kine-
matografii Indie, byt té jsou mistni divaci vystaveni spise okrajove.

Jednim z charakteristickych prvki, jimz je filipinsky film blizky
indickému, je skutecnost, Ze jeho mohutny tstfedni pilif je tvoren filmy
popularnimi a zanrovymi, které maji mistni intelektualové tendenci od-
suzovat jako esteticky nehodnotné, sablonovité a predevsim neautentické
ve smyslu nedostatecné reprezentace domaci kultury a spolecenskych
pravidel. Tyto filmy jsou vnimany jako marny pokus napodobovat atrak-
tivni hollywoodskou zabavu v podstatné skromnéjsich produkéenich a fi-
nanc¢nich podminkach, jez neumoznuji dosahnout srovnatelnych vysled-
ki na poli ¢istého spektaklu. A co hat, popularni filmy tdajné nemohou
pfinaset nic jiného nez eskapisticky oddych od kazdodennich starosti,
protoze sleduji hrdiny, jejichz Zivoty a problémy jsou odtrzené od Zité
zkusenosti vétsiny filipinské populace. José B. Capino nachazi prihod-
né vystizeni tohoto sentimentu ve slavné hlasce z filmu Bituing walang
ningning (1985), kterou pohasinajici popova hvézda anglicky vyhrkne na
svou sokyni: ,Neumi$ nic, nez se jen snazivé, ale chabé opicit!“ (paivodni
znéni: ,You're nothing but a second-rate, trying hard copycat!®). Ironické
na tom je, ze film samotny je vlastné volnym prevypravénim klasického
hollywoodského hitu Ve o Evé (All About Eve, 1950).

Stejné jako indicti tedy i filipinsti kritici a akademici v historii své
narodni kinematografie hledaji tzv. ,zlaté éry“. Urcujici pro né¢ ma byt
nejen kvantitativni sila filmové produkee, ale predevsim zvyseny vyskyt
filmi, jez lze povazovat za spolecensky relevantni a esteticky hodnotné.
Akademiky prehlizené mezery mezi témito zlatymi érami jsou povét-
$inou vyplnéné dominanci filmi lakajicich na exploatacni atrakce. Ty
ovsem pii seribznim zajmu o filipinsky film nelze ignorovat, nebot vyraz-
né spoluvytvari jeho identitu a nezfidka jsou zakotvené v lokalnich kul-
turnich prvcich. Lidova vira v duchy a nejriiznéjsi nadptirozena stvoreni
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poslouzila jako bytelny zaklad pro horory. Hispansky uvolnény vztah
k sexualité a v tomto sméru pomérné liberalni cenzura umoznily vznik
erotickych filmd. Velmi pocetné romantické komedie z prosttedi zamoz-
nych rodin dokazaly prezentovat dobové spolecenské idealy. Nasilné
akeni filmy pak do stejné miry reflektovaly politicky neklid a ozbrojena
povstani lemujici moderni filipinské déjiny, stejné jako tak poukazova-
ly na dostate¢nou zasobu ochotnych kaskadéru, jejichz sluzeb ostatné
v 70. letech radi vyuzivali americti tvirci brakovych filmi.

V. /v

an¢ 80. léta, ktera si, spolu s povale¢nym

» Jsou to pfitom prévé Casem rozpuku tagalsky mluveného
70. a rané 80. 1éta, ktera filmu a s obdobim festivalovych tspé-
si, Spolu S povéleén}'/m chti po roce 2000, vyslouzila povést
casem I‘OZpuku tagalsky jedné z onéch kanonizovanych zlatych
mluveného filmu ¢r. Jednalo se paradoxné o obdobi, na
a s obdobim festivalovych |iehoz po¢atku prezident Ferdinand
ﬁspéchﬁ po roce 2000, Marcos vyhlasil stanné pravo a na vice
Vyslouiila povést jedné jak dekadu zemi proménil v diktaturu.
z onéch kanonizovanych |V tomto obdobi plném nasili, politic-
Zlat}/ICh ér. « kych represi a také radikalné zpiisnéné

filmové cenzury vsak zaroven tvofili
ambici6zni filmati jako Lino Brocka, Mike De Leén ¢i Ishmael Bernal,
kteti melodramaticky mod typicky pro filipinskou i obecné asijskou filmo-
vou tvorbu kombinovali se socialné-kritickymi komentafti zabihajicimi do
genderovych otazek, tiidnich rozdilt a jinych zavaznych spolecenskych
témat. Diky tomu byla jejich dila vitana jako hodnotna a zaroven byla
snadno srozumitelna globalnimu publiku. Zejména Brockovi se diky
tomu podarilo zviditelnit Filipiny na svétovych filmovych festivalech.
Ackoli jsou zminéni tviirci obvykle chapani jako predstavitelé
artové kinematografie, jejich filmy takovému zatazeni v mnoha smérech
neodpovidaji. Melodramatické postupy, o néz se opiraji, ostatné nadra-
zuji emocni pusobivost nad kauzalnost a plauzibilitu zobrazovaného, coz
byva na Zapadé obvykle povazovano za priznak nizkého vkusu a neval-
nych naroku na inteligenci divakd. Silna expresivita se navic promita i do
stylistickych postupi, jako jsou bleskurychlé transfokace (,crash zooms®),
obvykle soustfedéné na tvare postav. Na piikladu vyzdvihovanych filipin-
skych rezisérti z Marcosovy éry tak Ize ilustrovat, jak problematické jsou
pokusy vyznacovat ostrou linii mezi filmovym mainstreamem a artem.
Filipinska kinematografie se ze své podstaty jasnému oddélovanti
umeéleckych a popularnich filmt vzpira na mnoha trovnich. Nejde jen
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o to, ze v historii svétového filmu mtzeme vidét, jak se od sebe autorské
a zanrové snimky vzajemné inspiruji. Filipinsti filmati museli a stale
museji ptsobit v komer¢nim prostredi, kde na sebe zkratka filmy museji
vydélavat a divackym ocekavanim je tieba vychazet vstiic. Jeden z rezi-
sérskych klasikt, Eddie Romero, je tak kuptikladu na Filipinach znam
predevsim jako filmaf reflektujici vyznamné momenty narodni historie,
zatimco zahranicni divaci jej znaji hlavné skrze jeho anglicky mluvené
brakové podivané.

Tlustrativnim ptikladem dila kombinujictho zanrové a artové prv-
ky mtize byt ambiciézni velkofilm Oro, Plata, Mata (1982) reziséra Peque
Gallagy. O nakladnou produkci se postarala tehdy cerstvé zalozena
statni spole¢nost Experimental Cinema of Philippines (ECP), jejimz tko-
lem bylo skrze rozvoj filmu budovat mezinarodni prestiz Filipin. Saga
sledujici osudy dvou zamoznych rodin béhem 2. svétové valky uchvacuje
velkolepou vypravou, pro niz byva c¢asto prirovnavana k slavnému Fihu
proti Severu (1939), rychle stithanymi, surovymi akénimi scénami nejspise
inspirovanymi dilem Sama Peckinpaha, ale také modernistickym eliptic-
kym vypravénim a vytiibenou vytvarnosti pfipominajici tvorbu Luchina
Viscontiho. Film se tedy snazi zaradit po bok kanonizovanych holly-
woodskych filmt nebo nékterych rozmachlejsich filmii evropské produk-
ce. Jeho cilem je nabidnout Spickové femeslo a divackou atraktivitu, ale
zaroven také estetickou hodnotu a zavazné téma.

Nastup digitalni kinematografie v novém tisicileti, ktery umoznil
tvorit filmové uméni s nepocetnymi $taby a minimalnimi rozpocty, sa-
moziejmé pomohl zdtraznit rozdily mezi produkei velkych studii a tvor-
bou nezavislych filmari, fungujicich mimo korporatni pravidla. Kritici
si nicméné i tak brzy vsimli, Ze vznika mnozstvi filma, jez stoji jaksi na
rozmezi artu a mainstreamu - at uz z hlediska produkéniho ¢i estetické-
ho. Znovu se tak ukazalo, Ze neni snadné kategoricky oddélovat divacky
vdécnou zabavu zalozenou na konvencich a uméleckou kinematografii,
jejimz principem by naopak mélo byt konvence piekonavat a poskytovat
divakiim neotfelé druhy zkusenosti z konzumace filmového média. Pro
filmy, které ¢aste¢né naplnuji o¢ekavani vkladané do obojiho, se tak ve
filipinskych médiich zhruba pred deseti lety vzil pojem ,maindie® - slo-
zenina slov ,mainstream® a ,indie®. Tento druh filmt pfizna¢né nema
zadnou pevnou definici. Byva tak do n¢j fazena tfeba neo-noirova krimi-
nalka On the Job (2013) zanrového reziséra Erika Mattiho, protoze je do ni
integrovan silny spolecensko-politicky komentar. Stejné tak ale mtze byt
za maindie oznacovana c¢ast tvorby proslulého autorského filmare Lava
Diaze. Tteba jeho film 7a, kterd odesla (Ang Babaeng Humayo, 2016) totiz
koprodukovalo vyznamné studio ABS-CBN Films.
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DODATEK: KRONIKA ZACATKU
ASIJSKE KINEMATOGRAFIE -
NICK DEOCAMPO 29. CERVENCE 1910, MANILA, FILIPINY D
1. LEDNA 1897, MANILA, FILIPINY IC\)/I?Z:im Ervr}iho I.n(/)der{liho kina v Manile s ndzvem
Spanélsky fotograf a podnikatel Francisco Pertierra A rri]eriéc, ;ﬁf z filipinského betonu postavil
uvadi prvni filmove piedstaveni Espectaculo cientifico an ert Yearsley.
de Pertierra (Pertierrovu védeckou podivanou) aza 23 SRENA 1919, bANT
. 7 V7 7 7,7 ° bl LA, F]L[PfNY
o S T —————
N Manile. The vafe.of Dr.j’gse’ Rizal (Zivot dr. Josého Rizala), ktery
lg&ltocﬂl Anlerléané Edward Meyer Gross a Ha,rry 4
1. KVETNA 1898, MANILA, FILIPINY rown. Dvéma tyiircim konkuruje jejich krajan
Kon4 se bitva v Manilské zatoce a ve Spojenych ?;3§;Z;fnzzsge}2lgl0§ kr;i{t'k}’/[ zpravodajsky tydenik
> . . . S ! rite de Dr. ‘fosé¢ Rizal (Zivot 4
S e o tpndlskou o penerickd Rizala; iy také ko ELfoiamonts 6 D Job et
13(,)prava dr. Josého Rizala ) je promitnut jén 0 dCIZl
r 7 2
CERVEN 1899, FILIPINY ive nez film autorského dua Gross-Brown.
Na Filipiny pfijiédi E. Burton Holmes a stava se 1912, FILIPINT
allr(:]sff(enrilp ﬁilre’}iﬁtr?:é’llg%}llrgmmenu) prvoim quhvéleni cenzurniho zdkona. Cenzurou prochizeif
o LSUEE : tr1 filmy americké provenience. S
30. ZART 1899, FILIPINY 1917, MANILA. FILIPI
Do Mvanll){ prijizdi C. Fred Ackerman z americke ’ José Nepol;fﬁcen o zaklad4 Mal .
spolecnos'tl Mutos§0p¢ and Blogrz_qv)h/, akredltujf: biedznamendva zrod ﬁ?‘ a k% ayan Movies, ¢imz
se u americké armady jako zahrani¢ni zpravodaj od filipinské kinematografie.
pro Leslie’s Weekly a zaznamenava na kameru nazory 1918, FILIPINT
{stnich a americkych vojaka zapojenych d : :
rﬁrﬁstinsl?o-a?nerické}iféllz,y.J% ll)lff:zguj%%)lo Ac?(erman M NIIavn ile otevira distribuéni kancel4i hollywoodské
AA 4 v /v . 7 7 7 SPO . v/ K 7 .
odjizdi do Ciny natacet zpravodajske tydeniky. nIZl Sgﬁg?:ng?ﬁ\’?rﬁl SﬂKhOﬁ a dal3i americkd studia
aji dlouho cekat.
1902, MANILA, FILIPINY 1932, MANILA, FILIPINY
Sk oban pn Walge e pron ko s i s il et G
p Y : AT (Zlata dyka), ktery reziroval José N
s Walgrahovym elektricko-svételnym kinematografem J Y José Nepomuceno.
Cinematografo electrico luminoso Walgrah). Do t¢ - J
oby se filmy promitaly v obyvacich pokojic nebo
ve stanech.
S ),




102 Prihledna krajina: Filipiny

NATIVE LIFE IN THE
PHILIPPINES

Two Great Programmes of Absorbing Interest

1st Evening’s Programme 2nd Evening’s Programme

iTHE HEADHUNTERS FROM SAVAGES TO CIVILIZATION

From Human Flesh to Wedding Cake. The Romances, Uncle ﬁqu uplift movement. “Bascball the forerunner y
Sports and Festivities of the Wild Tribes. of progress.” i 1
6000 feet of wonderful photography 6500 feet of unsurpassed action

Filmed by Mr. Chas. Martin, the Government Photographer, under direction of the Hon. Dean C. Worcester, for ff
years Secretary of the Tnterior of the Philippines. ;

These marvelous pictures (impossible of duplication) have been exhibited before the following:

National Geographical Society, Washington,  Princeton Alumni, Young Republicans’ Club, Brooklyn.
D. C. 20th Century Club, Springfield. Michigan Alumni Association.

Princeton University. Chamber of Commerce, Now Hawven. Vassar College, ?Olftm'h-

Yale University. Quill Club, New York. Detroit Club, Detroit.

City Club, Boston. Philadelphia Geographical Society. Carnegio Hall, New York,

Association of Commerce, Chicago. University Club, New York. and 50 other motable gatherings.

The New York World said: “The most wonderful motion pictures ever witnessed in New York City.”

THE GREATEST PICTURE OF THE HOUR! OF VITAL”
INTEREST TO EVERY VOTER IN THE UNITED STATES;x

Shall (hc hundreds of millions of doltars spent in the Philippines and the result of years of development be turned om:
to our “Little Brown Brothers” or retained by the United States?

This question is going to be asked of every voter in America.

What do you know? How shall you decide? It is up to the picture to tell you.

Japan conquered Formosa, and is now spending millions to exterminate the people that it control.

asks the American people: “Shall we make a second verted a race of people—seven million souls, who hold the

W. Cameron Forbes, late Governor General of the Islands, Only in the Philippines has the Christian Missionary 0011- |
Mexico of the Philippines?” same religious belief as Americans. |

T

SOLE RIGHTS OF EXPORTATION BY

%s) Pan-American Film Mfg. Co., Inc.

110 West 40th Street Phone Bryant 6578 New York City

Trade Mavl.
Regiatered

103 Prihledna krajina: Filipiny
POHLED KOLONIALISTY VE FILMU
DEANA C. WORCESTERA ZIVOT
DOMORODCU NA FILIPINACH
(NATIVE LIFE IN THE PHILIPPINES)

NICK DEOCAMPO

Béhem americké kolonialni éry na Filipinach (1898-1946) byste nena-
lezli kontroverznéjsi postavu z fad vladnich predstaviteld, nez byl Dean
C. Worcester. Tento puvodni profesi antropolog se stal nejdéle slouzicim
ministrem vnitra americké kolonialni vlady pted rokem 1913. Tésn¢ pred
ukoncenim svého funkéniho obdobi natocil Worcester film, ktery v této
ostrovni zemi vzbudil obrovské rozpaky, nicméné ve Spojenych statech
mu naopak pfinesl uznani. Teprve nedavno se jeho snimek Native Life

in the Philippines (1913) — dle dnesnich métitek etnograficky dokument -
znovu objevil na dennim svétle po celém stoleti, kdy byl povazovan za
»ztraceny“. Pravé jeho znovuobjeveni mu zpétné prineslo - prestoze

v mnohém kontroverzné ladénou - reputaci jako filmafi.

Byl to pravé zpiisob, jakym Worcester vyuzil sviij film ke kritice
pland na udéleni nezavislosti Filipin, ktery vzbudil mezi obyvateli zemé
casté projevy hnévu. Ve filmu jsou zobrazeni zastupci domorodého kme-
ne Igorott, jejichz prezentace na platné vedla ke kontroverznim hodno-
cenim jak ve filipinskych médiich, tak v ramci celé spolecnosti. Igoroté,
kteti obyvaji odlehlé horské oblasti pohoti Cordillera na ostrové Luzon,
byli pfedstaveni jako prototyp Filipinct a charakterizovani pomoci kolo-
nialistického slovniku, tj. jako ,necivilizovani®, ,primitivni®, ,barbarsti*
a ,nekrestansti®, s povesti ,lovet lebek®, ,,divochd®, ,kanibalt“ a ,,pojida-
¢ pst“. Kontroverzni reakce nasledovala zejména poté, co Worcestertv
film, ktery zobrazoval polonahé Igoroty, byl distribuovan v USA pravé
v dobé¢, kdy Filipinci snazivé usilovali o nezavislost své zemé. Promita-
ni filmu se navic seslo s volbami do amerického Kongresu v roce 1914
a otazka udéleni nezavislosti Filipinam se v ramci referenda nalézala na
volebnich listcich. Worcestertiv snimek tak byl nacasovan nepfilis vhod-
né, nebot ukazoval zaostaly narod, ktery se zdanlivé nedokaze ujmout
vlady nad vlastnim tGzemim.

Worcester, jako zaryty republikan, byl odptrcem vladniho za-
méru Demokratii poskytnout Filipinam nezavislost. Na projev odporu
proti tomuto planu se vydal na prednaskové turné s projekcemi svého
filmu, kterym zamyslel Filipince zdiskreditovat. Filipinska komuni-
ta v USA, kterou vydrazdila Worcesterova prezentace Filipinct jako
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»necivilizovanych® a neschopnych svrchované vlady, usporadala proti
americkému filmafi protesty. Snimek, jenz rozjitfil hluboce zakofenéné
nalepky ,zaostalosti®, Filipince doslova rozohnil. Projekce filmu ved-
la k rad¢ pripadii rasové diskriminace v samotnych Spojenych statech
a k nerovnomérnému rozlozeni prav v americkych koloniich. Bezmala
jakoby dle scénate Worcesterova filmu byl pozadavek na filipinskou svr-
chovanost soustavné odmitan az do roku 1946, kdy zemé konec¢né ziskala
nezavislost.

Projekce filmu vazenému publiku v newyorské Carnegie Hall,
washingtonském sidle National Geographic Society, stejn¢ jako na mno-
ha dalsich mastech na pielomu let 1913 a 1914, se staly vlivnym faktorem
pii zméné vefejného minéni v neprospéch udéleni nezavislosti Filipinam.
Autor ¢lanku v tehdejsich New York Times zhodnotil zaujatost tviirce
filmu vaci Filipincim takto:

Zatimco divoci, nazi, $pinavi a zanedbani lidé byli ukazani na
fotografiich, jini divoci, oblecenti, na pohled inteligentni a ¢isté
obleceni byli pozdéji zachyceni na filmovych zabérech. A zatimco
na fotografiich vidime chatrée z rané éry americké okupace, ve
filmu jsou zachyceny cisté visky s vystavnimi vefejnymi budovami
a upravnymi domy, jen par let od pocatku nadvlady Americani

v zemi.

Worcester véril tomu, ze se mu pomoci filmu podaii pivodni obyvatele
Filipin ,,zcivilizovat®. Povazoval to za ,nejprakti¢téjsi zpisob, jak dosah-
nout smiru mezi riznymi kmeny na ostrovech®. Film, jehoz kamery se
ujal Charles Martin, byl sestithan do dvou celoveéernich formati: The
Headhunters (Lovci lebek) a From Savages to Civilization (téz: From Savages

to Citizens; Od divochti k civilizaci nebo Od divoch k ob¢antim). Do
americké distribuce oba snimky vstoupily v bfeznu 1914 diky spolecnosti
Pan-American Film Manufacturing Company, Inc.

Zamérem Worcesterova dvoudilného dokumentarniho filmu bylo
nastoleni ,kolonialniho narativu®, jejz filipinsky akademik Benito M. Ver-
gara Jr. charakterizoval jako ,neodvratnou sérii udalosti odpovidajici
pfedem urcené ,zapletce™. Worcesterav film zarputile sleduje ,vadci
narativ®, ktery pfinesla kolonialni éra. Pfichazi tak s diskursem v ramci
dané¢ho kontextu nejen pro tento film, ale i pro dalsi tehdejsi popularni
média, jako napf. fotografie, stereoptické projekce, politické karikatury
a mnoho dalsich. Predstavoval ramec pro celou skalu udalosti a ideji, jez
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nésledovaly urcity jak ukryty, tak vyslovny text, ktery vzesel z politickych
sméru a ideologii zrozenych z tehdejsi expanzni pohtlky USA

Zatimco se doma Worcesterovi a ( -
ni jako ,nejvétsi americké autority nal » Zatimco se doma
Filipinach*, sami Filipinci na n&j méli Worcesterovi dostavalo
zcela odlisny, protilehly nazor. Jejich CetnyCh prolevu uznani
odpor viici jeho pilis zaplenym zimé| jako ,nejvétsi americké
rtm ,vzdélavani“ a civilizovani“ jejich autorlty na Flhplnach
naroda lze vy¢ist z cyklu ¢ldnki zvefej{ sami Filipinci na néj méli
nénych v mistnim cebuanském perio- zcela Odllsny, protllehly
diku Nueva Fuerza, stejné jako v dalsich| NAazor. «
novinach, jako napft. La Vanguardia
vychazejicich v Manile anebo E/ Adalid s redakci v ostrovnim mésté Iloilo.
Jako projev intenzivné pocitované nechuti vii¢i tomuto ,,nechutnému Ame-

J

ricanovi® se dne 24. ¢ervna 1915 spustila vlna protestt poté, co se velky
pocet mistnich shromazdil v budové nejvétsiho kina na ostrové Cebu,
Cine Oriente, k vyjadfeni nesouhlasu s Worcesterovym planovanym
piijezdem do mésta. Hlavni periodikum ve mésté, Nueva Fuerza, ptislo
s kritikou Worcestera, kterého oznacilo za ,,Americana, ktery je nepiatel-
sky naklonén Filipincim®. V uvedeném ¢lanku se mj. pise: ,Béhem jeho
dlouhodobého ptisobeni u moci byla Worcesterova rétorika tykajici se
Filipin naplnéna zdrcujici pomlouvacnosti filipinské narodni identity.

Uvedeny c¢lanek byl sziravou kritikou Worcesterova zneuziti filmo-
vého materialu za Gcelem zdrzeni udéleni nezavislosti Filipincim:

[Worcester| s vyuzitim setkani domorodych kment zachytil pro-
sttednictvim filmu nékolik nahych igorrote [tj. Igorott] (pricemz

o ostatnich tvrdil, ze jsou to pojidaci psii), o nichz prohlasoval, ze
jde o typické obyvatele Filipin. A véru: ¢etné tisice Americani, kte-
i1 mu naslouchali, skute¢né uvéfili, ze Filipinci jsou divosi, a tudiz
jim nepfislusi udéleni svrchovanosti.

Nueva Fuerza nato varuje své Ctenafe, aby se ,Worcesterovi vyhybali,
ignorovali jej, a nevznaseli na néj ani sebemensi pozadavek, aby pocitil,
ze my Filipinci s nim nesouhlasime a ze nejsme nijak uchvaceni tim, co
nam provedl®. Mistni obyvatele nejspi$ nejvic rozlitilo, ze Worcester sviyj
snimek vyuzil k pomluvé Filipinci. Byla to nedilna soucast bouflivych
zkusenosti Filipinct s kolonialni kinematografii produkovanou na jejich
tzemi Americany. Filipinci, zbaveni moci a kontroly nad témito dily, se
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mohli stat jediné namétem filma, které sami nenataceli. A bohuzel jich
mélo ¢asem vzniknout jesté vice.

Objev snimku Native Life in the Philippines ptisel celé stoleti po jeho
vzniku v roce 1913. Diky snaham filmové archivarky Kate Pourshariati
z Penn Museum byla zrekonstruovana jeho kopie na zakladé nékolika
samostatné uskladnénych kotouct, jez byly nalezeny v podzemi muzej-
ni budovy. Film byl promitnut v ramci konference o osobnosti Deana
C. Worcestera na Michiganské univerzité dne 15. biezna 2013.
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 ninemorative Souvenir lssue of the
cTt]apenderl\'t Film&Video Festva_
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PETICE ZA ZRUSENT CENZURY
FILIPINSKE NEZAVISLE
KINEMATOGRAFIE

My, umélci a ptiznivci filipinské nezavislé kinematografie, jsme presvéd-
v M v / 7 M M N v 7 /
¢eni, ze narodni kinematografii nereprezentuji jen komer¢ni filmy. Dobra
narodni kinematografie nemiize prehlizet bezpocet filmi, které vznikly
mimo oblast komer¢niho filmového primyslu a jez ukazuji skutecny
obraz lidi a jejich realitu. Patii k nim filmova tvorba, z niz cela kinema-
tografie vzesla - kratké filmy ve spoust¢ podob, od dokumentarnich
filmu, experimentalni avantgardy a animace az po dramaticka vypravéni
. s . 7 v 7 7 7 1: 7

i nezavisle produkované celovecerni hrané filmy a médium budoucich
generaci - video. Vsechny tyto formy utvareji vnimavou kinematografii,
jez se snazi zachovat autenticky obraz a zivy hlas naseho naroda, ktery
nezkresluje umélecka fales a komer¢ni zisk.

Srovnani komer¢ni kinematografie a nezavislé filmové tvorby
svédci o do oci bijicich rozdilech: komercni filmy se staly prevladajicim
zdrojem masové zabavy, zatimco nezavisle produkované filmy zastavaji
malo znamé; komer¢nim filmim se dostava veskeré podpory soukro-
mého i statniho sektoru, zatimco podpora rozvoje a dotace nezavislych
filmt nebyla nikdy na pofadu dne; komer¢ni filmy vyuzily viech pfilezi-
tosti k obohaceni kapitalistickych producentii a zastupii jejich ptiznivea,
zatimco nezavislé filmové tviirce a hrstku jejich ptiznivet drzi pii zivoté
jejich vlastni prostiedky a dobra vile. Kvili témto a dalsim nespraved-
livym podminkam se nezavisla filmova tvorba ocitla v postaveni tvorby
»skryté®.

Nezavisla kinematografie véak navzdory témto naro¢nym pod-

ey v s s ey e,
minkdm, jimz ¢eli na politické, ekonomické i moralni roviné, nezada
zadné spasné kompenzace, ale jen zachovani své SVOBODY.

., . ;. , . . a o o

Jinymi slovy, nezavisla kinematografie je z mylnych davodu vysta-
vena svévolné politické sikané a cenzufe, ekonomickému oportunismu

4 7 v s 7 v A v « .
a moralni cenzute i omezovani umélecké svobody ve vsech jejich podo-
bach, a to pravdépodobné silnéji nez komer¢ni filmovy pramysl.

Déjiny vsak ukazaly, Ze nezavisla kinematografie ma uslechtily cil.
V poslednich dnech diktatury - bez cenzury a zcela v rozporu s piisnymi

, . v ; . N ° Ve v ’ 7
zakony, jez branily projeviim svobody - prispéla k probuzeni naroda.
Odvazni filmovi tvtrci tak zvitézili nad neschopnosti komer¢ni kinema-
tografie, ktera sice méla v moci masového divaka, v zivoté utlacovanych
mas viak nedokazala plnit svou roli osvobozujici sily. Komer¢ni filmovy
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prumysl, zastraSovany natlakem cenzort, ktefi méli podporu svrzeného
rezimu, se zkratka odchylil od skute¢ného poslani filmové tvorby, tedy
odrazeni skutecnosti, zatimco nezavisli filmovi tviirci timto jedinym za-
kladnim principem zili a bojovali za néj ve svych dilech. D¢jiny jim daly
za pravdu, nedopustme tedy, aby se podobna chyba opakovala.
Nezavisla kinematografie celé ty roky prezila pravé diky své neo-
chvéjné oddanosti pravdé a skutecnosti. Komer¢ni filmy pfichazeji a od-
chazeji, dila nezavislé filmové tvorby vsak ztistanou jako vécné svédomi
lidstva, nebot na svém kiehkém celuloidu uchovavaji autenticky obraz
a opravdovy hlas naseho naroda.
Nic by nemélo branit nataceni a sledovani takovych filmi.
Nic by nemélo stat mezi filmovymi tviirci a jejich divaky.
Nic by nemélo potlacovat snahy vyslovit pravdu a skute¢nost.
Vérni témto zasadam pravdy a skutecnosti, kterych si tviirci ne-
zavislé kinematografie a jejich nadseni piiznivci velmi vazi, my, nize
podepsant, timto navrhujeme ZRUSENT CENZURY FILIPINSKE
NEZAVISLE KINEMATOGRAFIE.

._—""—
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NAMAY PA by Fowena Gonzales
se.'" Documentary Category. Bth
suaper-8 Film Festival, Bruxelles
ginm}

-y k Depcampo

IVER by Mick a —
gla-mencd x;n the ** Seminar on Film and Nat
Development, ' 34th ot Filmweek
Mannheim {West Germany}

i zantos
DAMORTYIS by Brictio bau__ -
“*philipping Enlry. 3410 It | Filmwee
Mannheim (West Germany)
ANG BABAE SA BINTANA, Dkl;lé\“:llﬂﬁ.
ANG MAGPAKAILANMAN, Pl .
KAMPOD SAMBAGUITA by Neelam
tamehandani |
T SMOKE by Roxles
:gﬂ‘ﬂ;:inand ANG HIKAB by Hay nong Red
L by Mac Alejandre .
‘::EUE.‘IIE IN THE SKY by Jqsggﬁ ﬂ‘f;tzj,r‘;ld
a1 the ' Horizonte B f:_.u.'l
;c.:?c[:jlgné?ﬂ::'es_“ gertin [West Geremany)

::!:?l:’.ﬂﬁm OF THE REGIME by Hick
Daocampe o
“*Bhilippine Entty !
Film Festival, 0
** Prilippine En
Jugend,” Operhausen |

; Ray Lucas Red
PELIKULA by Raymond Luc
THE GREAT SMOKE by Folee
TROWONG PUTY Dy Ted Arag i
-TAD by Raymond  Hul 2yumas
?I:ELT'::!IMIHD.{ by Emmanuel Dadivas and
o Coire . .
Erllil::.BREN OF THE REGIME Dy Mick
Depcampa )
Philippine participdl Al
F:Iu:premu-;a\ Denabrueck (West be
DLIVER and“PEOPLE PQ\NER. Ak the
Communication Foprgation ‘f s a)[ e
Sereened a1 the niversity 0 Wurtzburg 1Wes
Germany)
PEOPLE POWER by e Communicalian
Foundation for Asia R
11 DAYS IN AUGUST by Fva 54 .avnﬂnqe
LAST CHANCE AT DEMOCRACY by Anr

i
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AT TENTO MANIFEST SLOUZI
JAKO NOVA KINEMATOGRAFIE
KHAVN

jak pachne vase no¢ni mara?

je pach, co pichne,

moc pys$na nabidka?

zlomené kvétiny zavani

falesnym parfémem

jedno po druhém

tajfun odnasi vase milované bezejmenné déti
okouzlené nejnovéjsim trikem konodlaka
laskominy pfinesené cisaiskou povodni
smrt propleskne vasi kasirovanou tvar
nezapomente nastavit i druhou

ve tmé

v tmavém

temném kouté¢ predhispanskych
predamerickych

predkolonialnich smrtelnych posteli
bambusové, bananové a kokosové eposy
ztracené v malarii dzungle vzpominek
bili mravenci lezou v mlze

kterou si spletete s 1é¢ivym dymem

co nese protivitr podle abecedy

dneska kazdy leze v mlze fika plaz

a kouse si do mrtvého ocasu

pisnicky uz nefrci

revolu¢ni refrén nadobro skoncil
obrovsky pavouk si udélal hnizdo

v fiti samuraje olivera

barvoslepého ke znackam

povijnice vodni 1896

$nupni ten vzacny vodni Spenat

a stan se novym pepkem

s vykulenym vikem

watashi wa firipin-jin des

kore wa tokei des ka?

¢arodéj ze zemé zoe déla nejlepsi kuteci pinikpikan
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zadny emsi kejefsi, co bije vlastni kiivou hal
mistni maso je nakonec vzdycky lepsi
dvakrat mrevi védi
ze véechny cesty vedou do hrobu
jaky mate nazor na filipiny, pane havorko?
krev vytéka z hnijicich vaginv zapomenutych kinosalech
prejed krista elektromobilem
prospikuj manilu stfelnymi kfizi
ckologie je novy virus
nejrychlejsi cesta k nirvané vede rezavou jehlou
obézni svédomi
ne tady
ne tam
kde
¢iha pohroma
v nejupovidanéjsich stinech
zena z jihu uspokoji
va$e nenasytné oci
kti¢i unisono
ted
zivot je kratky jak ohen
svaty pozar
cesta svobody
cesta hrebikt
cesta zkazeného mléka
hyckej tenhle vyhonek hanby
rozmackej tu trnitou tvar
azmiz
tohle
tady
nahofe
6
ale zmizet je dneska tak pasé
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DEKOLONIZACE A GLOBALIZACE
JOSE B. CAPINO

O ,dekolonizaci® je uzite¢né uvazovat nad ramec jejiho obvyklého poli-
tického vyznamu jako o ukonceni kolonialni nadvlady nebo jako o zruse-
ni dfivéjsitho pravniho postaveni pivodnich obyvatel. Editofi antologie

o ,dekolonizaci predstavivosti“ ptihodné poznamenavaji, ze existuje
»fada raznych zptsobt dekolonizace®. Jeden z nich v minulosti znamenal
kulturni likvidaci kolonialismu, jez ,,ptedjimala politickou dekolonizaci,
pripravovala ji puidu a také ji provazela a ktera nasledovala po dosazeni

« o

olonizacnich procesti vychazi z difuzniho

» Riznorodost charakteru kolonialismu, o jehoz skonce-
dekolonizacnich procesti |ni tyto procesy usiluji. Jak tvrdi editofi
vychazi z difuzniho antologie: ,,Jelikoz kolonizace byla velmi
Czarakteru kolonialismu, komplexni proces, dekolonizace postrada
o jehoé skonceni tyto jasné zaméteni a cil“. Obecna a spletita
\procesy usﬂuji. « Jdekolonizace je nedokonceny projekt,

ktery se realizuje v kazdodennosti. Albert
Memmi pise, ze pro diive kolonizované obyvatele a jejich potomky je kaz-
dodenni zivot ,nekone¢nym zotavovanim z nasledka kolonizace®. Vedni
snahy o vyporadani se s impériem vyznamné napomahaji uskutecnéni
dekolonizace, prestoze pro né¢které byvalé pivodni obyvatele ztstava
nezbytnym predpokladem jejich ,,aplného osvobozeni... [a] sebeobnovy®
utopicky sen o absolutni ,likvidaci kolonizace®.

Odrazem tohoto raznorodého pojeti dekolonizace jsou rtuzné
vyklady podilu filmti na pfekonavani impéria, jez prinaseji kulturologové
a filmovi védci. Pokud jde o dekolonizacni proces, lze zminit ¢tyfi nejcas-
t¢ji identifikované ptinosy kinematografie.

Filmy o dekolonizaci jsou zaprvé ptipominkou minulosti. Zacto-
vavaji s historii a vraceji se na misto kolonialnich stietti, aby vymytily
traumatickou minulost nebo oplakavaly bolestné dédictvi kolonialismu.
V nékolika zde zminénych filmech se dé¢jiny vraceji jako pripominka
spojenectvi mezi Filipinci a Americany za druhé svétové valky, jako
vzpominky na stfety mezi filipinskymi civilisty a americkymi vojaky
a jako anekdoty o padlych americkych vtdcich, ktefi zradili idealy svého
naroda. Diskurzy o kolonialni minulosti a stylisticka ztvarnéni téchto
neodbytnych vzpominek pfitom maji rozmanity charakter.

Druhou funkci téchto filmu, ktera souvisi s tou prvni, je kritika
nedofesenych otazek kolonialismu. Jednou casti ,,dvojiho pristupu® ve
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filmech o imperialismu, jez podle Roye Armese ¢asto zkoumaji i pretr-
vavajici dopady kolonialismu na soucasnou spolecnost, je ,dokumentace
zneuziti kolonialni minulosti®. Filmy se podileji na demaskovani novych
forem imperialni moci prostfednictvim rezimu, jenz se nejcastéji nazyva
»neokolonialismus®, nebo v nov¢jsich pojednanich ,,novy imperialismus®
a globalni kapitalisticky rezim ,impéria“. Nékteré americké fantazie ve
filipinské kinematografii srovnavaji soucasné problémy s jejich historic-
kymi predobrazy; filmy o americkych zakladnach napriklad vidi pocatky
utrpeni Filipinct pod vladou amerického militarismu v pretrvavajicich
disledcich kolonialni nadvlady.

Zatfeti, filmy, jez spadaji do obdobi dekolonizace, pfinaseji bajky
o identité. Vytvoreni novych identit je nutné k tomu, aby se narod zbavil
svého poddanského postaveni nebo zménil svij vztah k impériu. Scénare
pro takové bajky o ,ja“ ¢asto nabizi antikolonialni nebo antiimperiali-
sticky nacionalismus. Jak ovsem uvidime v né¢kterych filmech, o nichz
pojednava tato kniha, identita se utvari i prostfednictvim odmitani scé-
nait danych narodem a kulturou. Pravé tak ji utvareji nékteré postavy ve
filmech filipinské diaspory.

Zactvrté, filmy o dekolonizaci nabizeji fantazijni feseni a vize
budoucnosti. Sni o utopickych moznostech, véetné imaginarnich 1éka
na problémy kolonialismu a dalsich ,nefesitelnych socialnich rozport*
dnesniho zivota. Jak jsme vidéli na ptikladu fantazie sester ve filmu Of
Different Races (O rtiznych rasach), tato predpokladana feseni vytvareji
oslnivé obrazy budoucnosti, kdy se konecné dosahne dekolonizace -
podle Gayatri Spivak nesplnitelného snu. Jak ukazuje piiklad obou
sester, n¢které z nejnadéjnéjsich fantazii filipinské kinematografie nejen
predpokladaji, ze byvali ptivodni obyvatelé kolonialni stfet piekonaji, ale
navrhuji i nové zptisoby souziti s Amerikou ¢i dokonce s impériem v jeho

soucasnych podobach. - ~

Ud4lost globalizace se s nedo-{ » Na prvni]pohled se zda,
koncenym utopickym projektem deko-| ze va‘i dekolonizaci dochazi
lonizace v mnoha ohledech a v riiznych k odmitnuti Zépadu, zatimco
okamzicich prekryva. Na prvni pohled lobalizace sméfuje ke smi-
se zda, ze pri dekolonizaci dochazi k odH feni. Oba tyto procesy vsak
mitnuti Zapadu, zatimco globalizace ZaChOVévaji dialektickou hru
sméfuje ke smifeni. Oba tyto procesy vztaht mezi b)'rvalou kolonii
vsak zachovavaji dialektickou hru vzta- ajejim b)’lval}'rm vladcem.

hit mezi byvalou kolonii a jejim byvalym Tyto smény Vyiaduji zkou-
vladcem. mani a angazovanost. «
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Tyto smény vyzaduji zkoumani a angazovanost. Rozlisit je od sebe
je veelku snadné, a to na zakladé historické periodizace: dekolonizace
odkazuje na ,ptesnou udalost: konec kolonialni nadvlady a vznik neza-
vislych narodnich stata® priblizné v poloviné dvacatého stoleti, zatimco
soucasna globalizace - v popularnim smyslu ,,akcelerovany pohyb lidi,
vyrobku, kapitalu. .. pfes narodni regionalni bariéry” - se nepochybné
rozbéhla v sedmdesatych letech dvacatého stoleti, tedy mnohem pozdéji.
Podle Johna Tomlinsona, ktery zkouma kulturni rozmér globalizace,
»globalizace’ nahrazuje ,imperialismus™. Z tohoto pohledu bychom to,
co pripisujeme pozd¢jsi fazi procesu dekolonizace (tj. od sedesatych let
dvacatého stoleti), mohli fadit ke globalizaci nebo povazovat za proces
s ni zaménitelny. Podle Rolanda Robertsona je viak rozhodujici samot-
né obdobi zacatku globalizace, tedy obdobi mezi lety 1880 az 1925, jez
predchazelo nejen dekolonizaci, ale i samotnému zalozeni transkontinen-
talniho amerického impéria.

Pro skromné tcely této studie zdiiraznuji spise kontinuitu nez
rozdvojeni téchto procesi, piestoze predbézné rozlisuji mezi dekoloni-
za¢nim zajmem o vztah zemé k jednomu zapadnimu subjektu (konkrétné
k byvalému kolonizatorovi) a riiznorodym zaclenénim globalizace do
pluralitnéjsiho pojeti Zapadu a Vychodu. Dekolonizace s sebou nese
neustaly boj o rozbiti kolonialni dyady: ,,Oné netprosné reciprocity®,
jak fika Sartre, ,[kterd] kolonizatora svazuje s kolonizovanym®. V ramci
globalizace se i ob¢ané na okraji - naptiklad délnici v tovarnach v ex-
portnich zpracovatelskych zénach ¢i kmenové narody, kterym pomahaji
nadnarodni ekologické skupiny - vyzyvaji, aby mysleli globalné. Pokud
se dekolonizace do znac¢né miry tyka vytvareni narodd, zatimco globali-
zace nas sméfuje k hledani alternativ k singularité naroda zkoumanim ji-
nych forem kolektivni sounalezitosti, napiiklad transnacionalismu, mtize
byt nékdy uzite¢né rozlisovat i na narodni trovni. Nechci tim zlehcovat
skutecnost, ze stav globalni viditelnosti nékdy umocnuje davnou touhu
po vymezeni naroda - umocnuje ji, oviem jinak, jak vysvétlim v nasledu-
jicim odstavci. Pti pfemysleni o roli kulturni produkce po dekolonizaci je
uzite¢né brat v ivahu jednu z otazek Rey Chow zminénych v jeji pravem
uznavané studii o ¢inském filmu. Podle ni se mame zamyslet nad tim, co
dalsiho, kromé ,boje proti Zapadu®, povzbuzuje kultury tfetiho svéta.
Pta se: ,,Co kdyz primarnim zajmem ,kultury tfetiho svéta” neni odpor
proti zapadni nadvladé? Na tyto otazky odpovidam tim, ze se zabyvam
kupftikladu celosvétovym exportem filipinské kinematografie a ukazuji,
co znamena nekonfliktni a produktivni spoluprace se Zapadem.”
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Kromé svého ,dekoloniza¢niho® pisobeni kinematografie globali-
zaci podnécuje a znazornuje pfinejmensim dvéma zptsoby. Filmy zaprvé
kultivuji povédomi o globalnich vztazich. Fredric Jameson tvrdji, ze filmy
nam umoznuji (¢asto podvédomé) premyslet o nasem misté v ,,dnesni
globalni spolecenské totalit¢®, o nasi roli v nepfedstavitelné rozsahlém
aslozitém ,novém nadnarodnim svétovém systému pozdniho kapitalis-
mu®. Stejné jako jiné kulturni objekty nam umoznuji na¢rtnout ,,kognitiv-
ni mapu nepredstavitelné slozitého fungovani nadnarodniho kapitalismu,
ktery nase zivoty utvaii mnoha zfejmymi i nepozorovanymi zptsoby*. Fil-
mové fantazie, jez jsou témito globalnimi operacemi ovlivnéné na vsech
trovnich, zaznamenavaji bézné geopolitické vztahy (tedy sexualni a mate-
rialni ekonomiku spojujici migrantky z rad filipinskych zdravotnich sester
a jejich americké pacienty) i méné viditelné vztahy a procesy (tedy to, jak
globalni finan¢ni kapital ovliviiuje mistni ekonomiky).
Zadruhé filmy slouzi k tomu, co pro nedostatek lepsiho terminu
nazyvam ,globalni projekci®. ,,Svétu® - ktery se miize, ale nemusi di-
vat - se predstavuji individualné i kolektivné vytvorené obrazy a akty
osob, mist a narodi. Projekce umoznuji sebevédomé a nadéjné zvladnout
ohromné a do znac¢né miry nezkrotné aspekty globalizace. Pfivadéji nas
do rozlehlych oblasti kosmopolitnich fantazii a umocnuji nepozorovatel-
na a prehlizena gesta tfetiho svéta. Filmovi tvirci se s timto zadoucim
globalnim ptisobenim a s globalni pfitomnosti vyrovnavaji v oblasti vizu-
alniho, a must se tedy potykat s tim, co Rey Chow oznacuje jako ,,hroz-
ba“ vizuali T i eré obrazy definuji, umoznuji
» Ucastni se hry o moc, ve a spoutavaji nas véechny, a ne-
které obrazy de nuji, umoiﬁuji sou tak bfemeno projektovani
a spoutavaji nas Véechny, anesou |vizi, jez jsou natolik sviidné,
tak bfemeno projektovani vizi, jez [aby piilakaly pozornost svéta,
jsou natolik svidné, aby pfﬂékaly a zaroven natolik vérohodné,
pozornost svéta, a zaroven aby si mohly narokovat vztah
natolik vérohodné, aby s1 mohly ke skute¢nosti. Tento pokus
narokovat vztah ke skutecnosti. «  |jednat globalné a vyrovnat
\ se's tim, jak nas vnima svét,
muze byt netispésny a prinést nezamyslené vysledky. Neviditelnost se
v$ak stala nemoznou a bezmocnost se stala neptijatelnym osudem. Ma-li
se mala zemé predstavit a upozornit na sebe v rusném vizualnim poli
globalniho systému, musi zmobilizovat své kulturni zdroje, vyuzit svou
znalost zapadniho publika a jeho tuzeb a naucit se fungovat tam, kde
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tieti svét obvykle vzbuzuje pozornost. Jak ukazu v jedné z kapitol této
knihy, zajimavym ptikladem globalni projekce jsou filipinské predélavky
hollywoodskych filma.
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JET LEYCO: XOXO

Tohle znamena »0bjimam t& a lib4m®

<3

Tohle je srdicko.

Tovqéime po nécem, co by dokazalo navzdy zaznamenat
nasi existenci nebo to, co z nis zbylo. V zivoté Zijeme,
mllujeme, citime bolest, $ilenou bolest, chechtame se,
strachujeme se, nenavidime, sméjeme se, sméjeme se bey
Vé}”}éni, selhavame, ano, ¢asto selhdvame. Ta]lovi uz jsme.
Ucime se z véci, obrazt a myslenek, od zivych organismt.
Jsme posedli svym obrazem, Zachovanim svého obrazu —

svych skutkdg.

143 znamenj »miluju t&,

PT] znamenj »Patay Tayo Jan®

7

chh Jsme tu diiv nes my, driv nez oni. A vzdycky tu
zgztaneme - beze jména, bez genderu, bez spolecenské
tiidy.

Nase nejistoty, nase nikdy nekondici Jistoty nés zat¢zuji
a pomahaji nam.

Uvédomujeme s1, z ¢eho se skladiame:

Z prachu.

Z litra krve.

Z tvare.

Z tvafte, kterou si nikdo nebude pamatovat.

Z ¢ehosi povédomého.

TKoupil jsem si analog

na chytr}'/ telefon. Potoprvl jsem
56 libi se mi. 2 komer}tagg. .
V daleké budoucnosti piijde do a, ke
vytvaret pfibéhy a obra/zyknezatlzene
Kazdy, kdo ma zafizeni, ¢
tvoﬁtﬁ neustale v tom pokracovat za po

5 & til ho
ovy fotoaparaE Z druhe ruky a Vyi)“
to zvefejnil na Instagramu.

kd{ budou véichni schopni

onzumerismem.

moci vlastnich znalosti

Jazyka' dé budou fikat, ze je to definitivni smrt kinematograﬁe.

Ano, li ' ni
Ale to neni pravda. Bude to jen zacatek

nové €ry. Bude to konec kapltahsmu.

Obrazy ve vzduchoprézdnu.

.

)

o Vv v/
teré umi zachycovat obraz, muze zacit

~
( Poznamky v iPhonu s nazvem ,Nahodné myslenky*

23. srpen 2016

IMO, nejlepsi prib¢hy nevypravi média, jako Jsou filmy,
literatura, hudba nebo vytvarné uméni, ale nase vlastni
predstavivost, nase sny a vzpominky nebo to, co Jsme
slyseli nebo zaslechli z hovoru druhych.

Touha/Konflikt

Chci délat uméni, které spojuje a soucasné rozpojuje.
Uméni, které vas vzdali realit¢, ale soucasné vam ukaze
cestu k zazitku nejisté povahy.

Jsme vypravédi. Nage piibchy vychdzeji z nasich
nejosobnéjsich z4Zitkid, které hlédame hluboko ve svém
soukromi, aby je mohli poslouchat a zkoumat ostatni,
aby se z nich mohli radovat.

Tyto fadky piSu v letadle z Manily do Australie, zatimco
venku vychazi slunce. Pravé si ménim &as na chytrém
telefonu. Je 5.12 rdno. V Melbourne je 8.12 rano.

Moje pritelkyné Sheen se podivala z okna a uzasla nad tou
rudé oranzovou krasou. Okamzité vzala telefon a vyfotila
si to. Instinktivné, predpokladdm. Mohl to byt prvni
vychod slunce roku 2020 - pro ni, pro nas.

Dokument je ditkazem Zivota.

IMO z‘namené »1N My opinion“ neboli »podle mého
nazoru",

EX PRESS (EXPRES, 2011) . . -
FOR MI"ALIEN FRIEND (PRO MEHO MIMOZEMSKEHO PRITELE, 2019)

GENUINE LOVE (SKUTECNA LASKA, 2019) y
\—
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PRVNI PROHLASENI SKUPINY
NEW AMERICAN CINEMA

PR

30. ZARI 1960

V poslednich tfech letech jsme byli svédky spontanniho nastupu nové
generace filmovych tviirct - anglického hnuti Free Cinema, francouz-
ského uskupeni Nouvelle Vague, mladych hnuti v Polsku, Italii a Rusku
av USA d¢l Lionela Rogosina, Johna Cassavetese, Alfreda Leslicho,
Roberta Franka, Edwarda Blanda, Berta Sterna a bratri Sandersovych.
Oficialni filmové tvorbé na celém svété dochazi dech. Je moralné
zkazena, esteticky zastarala, tematicky povrchni, a pokud jde o tempera-
ment, nudna. I zdanlivé hodnotné filmy, jez si narokuji vysoké moralni
a estetické standardy a které jako takové piijima kritika i vefejnost, svédci
o upadku produktového filmu. Jsou natocené tak dokonale, az je to zvrace-
né, a za§tiraji tim své tematické pokrytectvi a nedostatek vnimavosti i stylu.
Clenové hnuti New American Cinema se az dosud projevovali jen
nevédomky a sporadicky, domnivame se vsak, ze nazral cas se spojit. Je
nas mnoho - hnuti dosahuje vyznamnych rozméri - a vime, co je tfeba
znicit a co hajime.
Stejné jako v jinych druzich uméni v dnesni Americe - v malifstvi,
poezii, sochatstvi i divadle, kde v poslednich letech vane svézi vitr - je
1 nase vzpoura proti tomu starému, oficialnimu, zkazenému a nabubielé-
mu predevsim etickd. Jde nam o ¢lovéka. Jde nam o to, co se s nim déje.
Nejsme esteticka skola, ktera filmové tviirce omezuje mrtvymi zasadami.
Podle nas nelze véfit zadnym klasickym zasadam ani v uméni, ani v zivoté.

1. Vétime, ze film je bezezbytku osobnim vyjadienim. Odmitdme proto
zasahy producentt, distributort a investorti, dokud dilo neni ptipraveno
k promitani na platné.

2. Odmitdme cenzuru. Zédn)’f zakon o cenzuie jsme ngpodepsali. Nepii-
jimame ani takové prezitky, jako jsou filmové licence. Zadna kniha, diva-
delni hra ¢i basen - ani hudebni dilo - licenci nepotiebuje. Podnikneme
pravni kroky proti udélovani licenci a cenzufte filmd, véetné cenzury
amerického celniho afadu. Filmy maji pravo putovat z jedné zemé do
druhé bez cenzury a byrokratickych niizek. Spojené staty by mély prevzit
iniciativu a zavést program volného ptebirani filmt ze zemé do zemé.
Kdo jsou cenzoti? Kdo je vybira a jakou maji kvalifikaci? Jaky je pravni
zaklad cenzury? Na tyto otazky je tfeba odpovedét.
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3. Hledame nové formy financovani, pracujeme na reorganizaci investo-
vani do filmi a vytvarime zaklad pro svobodny filmovy pramysl. Rada
narocnych investori jiz vlozila penize do projektt Skadows, Pull My Daisy,
The Sin of Jesus, Don Peyote, The Connection nebo Guns of the Trees. Tyto inves-
tice probéhly prostfednictvim komanditni spole¢nosti, jak je zvykem pii
financovani divadelnich her na Broadwayi. Do oblasti nizkorozpoctové
filmové produkce vstoupila fada divadelnich investort na vychodnim
pobrezi.

4. Hnuti New American Cinema konci s mytem rozpoctu a dokazuje, ze
dobré filmy, které se prodaji i v zahranici, 1ze natocit s rozpoc¢tem 25 000
az 200 000 dolari. Dtikazem toho jsou projekty Shadows, Pull My Daisy

a The Little Fugitive. Nase realistické rozpoéty nas osvobozuji od hvézd,
studii a producentii. Producentem je samotny filmovy tviirce a nizkoroz-
poctové filmy paradoxné prinaseji vyssi marzi nez ty velkorozpoctové.

Nizky rozpocet neni ¢isté komer¢ni hledisko. Jde ruku v ruce

s nasim etickym a estetickym presvédéenim, které ptimo souvisi s tim, co
a jak chceme sdélit.

5. Postavime se dnesni distribu¢ni politice. Néco je rozhodné $patné

na celém systému filmového promitani a je nacase ho cely vyhodit do
vzduchu. Tomu, ze filmy jako Shadows nebo Come Back, Africa nejsou vidét,
nebrani divaci, ale distributofi a majitelé kin. Je smutnou skutecnosti, ze
nase filmy musi mit nejprve premiéru v Londyné, Parizi nebo Tokiu, nez
se dostanou do americkych kin.

6. Mame v planu zalozit vlastni druzstevni distribu¢ni centrum. Timto
tkolem byl povéfen nas zakladajici clen Emile de Antonio. K prvnim
kintm, jez se k nam pfipojila a zavazala se uvadét nase filmy, patii The
New York Theatre, The Bleecker St. Cinema a Art Overbrook Theatre (ve
Filadelfii). Spolu s druzstevnim distribu¢nim centrem zahajime propa-
gacni kampan, ktera na hnuti New Cinema pripravi i dalsi mésta. V tom
nam velmi pomtize Americka federace filmovych spole¢nosti.

7. Je nejvyssi cas, aby vychodni pobiezi mélo vlastni filmovy festival,
ktery by slouzil jako misto setkani ¢lentt hnuti New Cinema z celého svéta.
Ciste¢ komeréni distributofi filméim nikdy neucini za dost. To nejlepsi

z italské, polské a japonské filmové tvorby i valnou ¢ast moderni fran-
couzské kinematografie viibec nezname. Podobny festival na tyto filmy
upozorni promitace i vefejnost.
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8. Prestoze plné chapeme cile a zajmy odbort, povazujeme za nespraved-
livé, ze maji stejné pozadavky u nezavislého dila s rozpoctem 25 000 do-
lart (jejichz valna ¢ast bude teprve zaplacena) jako u filmu s rozpoctem
1000 000 dolarti. Sejdeme se s nimi, abychom vymysleli rozumné;si
metody, podobné tém, které existuji na scénach off-Broadway - systém
vychazejici z rozsahu a charakteru produkce.

9. Zavazujeme se, ze budeme odkladat urcité procento ze zisku z nasich
filmu s cilem vytvotit fond, ktery by pomohl nasim ¢lenim pii dokonco-
vani filmt nebo by fungoval jako garance pro laboratore.

Spojenim chceme dat najevo, ze mezi nasi skupinou a organizacemi jako
United Artists je jeden zasadni rozdil. Nespojujeme se, abychom vydé-
lavali. Spojujeme se, abychom tocili filmy. Spojujeme se, abychom vy-
budovali novou americkou kinematografii. A budeme tak ¢init spole¢né
s celou Amerikou, s celou nasi generaci. Spojuje nas spolecné presvédce-
ni, spole¢né znalosti, spole¢ny hnév a netrpélivost - a to nas spojuje také
s hnutim New Cinema ve zbytku svéta. Na nase odhodlani se mohou
spolehnout kolegové ve Francii, Italii, Rusku, Polsku i Anglii. Stejné jako
oni mame uz dost velké 1zi v Zivoté 1 v uméni. Stejné jako oni nejsme jen
pro novou kinematografii: jsme i pro nového clovéka. Stejné jako oni
jsme pro uméni, ovsem nikoli na tkor zivota. Nechceme 1zivé, uhlazené,
dokonalé filmy - davame pfednost tém drsnym, neuhlazenym, ale zivym;
nechceme filmy, které 1i¢i svét v riizovych barvach - chceme, aby mély
krvavou barvu.
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VTEMPU DOBY, OD KAMERY PO VIDEOART:
SHIRLEY CLARKE

VERONIKA HANAKOVA

Na prelomu padesatych a Sedesatych let minulého stoleti vznikla skupina
americkych filmar, kterou spojoval vyrazné antihollywoodsky pfistup

k audiovizualni tvorbé. V tento moment se viak podobnosti zac¢inaji po-
malu rozpadat, kazdy ¢len mél svoji svébytnou uméleckou praxi i trajek-
torii. Neutuchajici improvizace Cassavetesovych hercti i jeho samotného,
denikové zaznamy Jonase a Adolfase Mekase ¢i hravost stfihu a fyzi¢nost
lidského téla v dile Shirley Clarke. Pozorovat kazdého dil¢iho aktéra by
znamenalo vytvorit obsahlou publikaci, pro niz nemame prostor. Proto
se vydame opacnou cestou, a to skrze jedince naznacime celek a predsta-
vime, jaka byla doba druhé poloviny dvacatého stoleti v nezavislé filmové
produkci za oceanem.

Ustfednim bodem bude posledni zminén4 Shirley Clarke. Jedina
zena, jedina zenska rezisérka, ktera byla soucasti dané skupiny. Ovsem
redukovat jeji tvorbu pouze na jedno obdobi a omezit jeji jedine¢nost
pouze na to, ze nebyla muzem, by bylo az pfilis velké zjednodusent.
Naopak se pokusime vykreslit jeji uméleckou drahu v jeji proménlivosti,
experimentu, hravosti. Tim padem se dostaneme od tanec¢nich filma
v poloviné minulého stoleti, pfes dokumentarni snimky v sedesatych
letech, az po videoart na pocatku let sedmdesatych.

RODINNE ZALEZITOSTI

Nez se dostaneme k dil¢im filmim, na moment se zastavime u sa-
motné osoby Shirley; kym byla, nez se dostala do filmového prostredi?
Shirley Clarke, rozena Brimberg, se poprvé nadechla 2. fijna 1919 v New
York City. Stalo se tak v prvnim klidném roce po konci valky. Prislib
nového se pomalu vkradal i za Atlanticky ocean, rodinné zazemi se viak
podobalo konzervativni domacnosti, v niz se podpora lasky k tanci ne-
setkala s pochopenim ze strany otce. I to prispélo k relativné brzkému
manzelskému svazku Shirley s Bertem Clarkem. Jak sama Clarke podo-
tkla: ,Bert se 0 mé chtél postarat a to mi vyhovovalo.“! Diky pragmatic-
kému spojeni mohla zcela opustit rodinné zazemi a vénovat se kariére
tanec¢nice moderniho tance, od niz se postupné zacala vzdalovat ve
prospéch audiovizualniho uméni.

1 Lauren Rabinovitz, Points of Resistance: Women Power and Politics in the New York
Avant-garde Cinema 1943—71. Urbana, Chicago: University of Illinois Press 1991, s. 95.
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TANEC PRO KAMERU CI TANEC S KAMEROU

Shirley Clarke vstoupila do filmového prostoru svym prvnim
snimkem Tanec na slunci (Dance in the Sun, 1953). V tomto piipadé se
neda mluvit o roky planovaném debutu, ale spise se jedna o vysledek
shody stastnych nahod. Prvni nahodou byla obeznamenost Shirley
s tehdej$im tanecnim prostfedim, jehoz byla soucasti a z n¢hoz také znala
Daniela Nagrina a jeho Zenu Helen Tamiris (oba dva jsou predstavitelé
amerického moderniho tance). A pravé Danny se stal hlavni postavou,
potazmo hlavnim tane¢nim télem ve zminéné
vlastnictvi kamery Bolex, ptivodné se[ » Druhou bylo vlastnictvi
jednalo o svatebni darek, ktery byl do té kamery Bolex, pﬁVOdné
doby vyuzivan pro zachyceni momen| se jednalo o svatebni
tek z kazdodenniho osobniho Zivota| darek, ktCI‘}II byl do té doby
V tento moment bylo vse pfipraveno: Vyuiivz’ln ro zachyceni
oko reziséra, télo pred kamerou ikame{ momentek z kazdodenniho
ra samotna. Pomyslny zakladni filmar- osobniho Zivota. «
sky trojahelnik byl naplnén. V}'Isledek\ J
se nepodobal pouhému zaznamu, ale filmovy pas do sebe vtélil rytmus
tance postavy. Diky tempu se prolnuly dva svéty, a to svét reality a svét
fantazie. Tancici postava se v jednom pohybu prolnula z prostiedi plaze
do studia a zpatky. Pohyb se stava narativnim gestem, které nas prenasi
z jednoho prostredi do druhého. Jak Clarke shrnula, ,v$echny véci, které
jsem objevila o choreografii stfihu a choreografii prostoru/casu, jsem
objevila pravé pfi nataceni tohoto prvniho filmu.“? Podobny rys uvidime
iv dalsich nejen tane¢nich filmech, a to naptiklad VpariZskjch parcich (In
Paris Parks, 1954) nebo Mosty-koloto¢ (Bridges-Go-Round, 1958).

Inspira¢nim zdrojem pro Shirleyinu tvorbu v raném obdobi by
bylo mozné naleznout v dilech rezisérky Mayi Deren, ktera téz pracovala
s myslenkou spojeni filmového média a tance. S pomoci stiihu propo-
jovala dil¢i pohyby, avsak i znejistovala pochopent téla jako takového.
Misto znamého a konvenéniho linearniho filmového vypravéni, s nimz se
setkavame skoro v kazdé mainstreamové audiovizualni produkei, vyuzi-
vala prostorové narusent, a tak dochazelo i k naruseni ¢asové kontinuity.
Podobné experimenty se snazily naznacit homogenizaci a normativitu
v reprezentaci lidského téla, a to nejen v roviné genderu. Hra s ¢asem
a prostorem neopusti Clarke ani v jeji pozdéjsi tvorbé. Nez se od tanec-
nich filmt dostaneme k dlouhometrazni dokumentarni tvorbé, na maly
moment se zamétime na kolektivni podhoubi nezavislé kinematografické
tvorby na vychodnim pobiezi.

e

2 Lauren Rabinowitz, Choreography of Cinema: An Interview with Shirley Clarke.
Afterimage, December 1983, s. 8.
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KOLEKTIVNI SNAHA, ALE INDIVIDUALNI PRISTUP

Nezavisla americka tvorba ve druhé poloviné 20. stoleti je nejen
synonymum k antihollywoodskému patosu, blizkosti k evropské umé-
lecké tvorbé, ale i ke kolektivni spolupraci, diky niz byla vytvorena do-
state¢né silna a podporujici (i finan¢né) sit. Tato snaha vykrystalizovala
vroce 1962 do vytvoreni Film-Makers’ Cooperative, za nimz stala jednak
Shirley Clarke, jednak Jonas Mekas. Jednalo se o distribu¢ni organiza-
ci, ktera se zabyva marketingem a uvedenim novych americkych filmi
do predevsim domaciho okruhu kin. Byla soucasti dfive zalozené New
American Cinema Group, ktera méla za kol podporovat vsechny nové
hlasy v americké kinematografii: socialné, kulturné, finan¢né. Paralelné
vznikaly 1 manifesty, které by daly skupiné kolektivni étos, jako byl i Sta-
tement for a New American Cinema (mezi podepsanymi miizeme najit
i Clarke). Ov$em nezavisla produkce nekomeréniho razu nepatiila mezi
nejvydélecnéjsi produkty, které se ve filmovém prostiedi pohybovaly,
a tak byla pozdéji vytvorena i dil¢i divize The Film-Makers” Distribution
Center, ktera se ujala tkolu zpracovavat komercnéjsi filmy. Pres véechny
problémy se do urcité miry podarilo upevnit podporujici zazemi pro
produkci, jez byla tvofena z opacného pélu, nez tomu bylo v piipadé

hollywoodské vyroby.

K DLOUHOMETRAZNI TVORBE ANEB O IZOLACI
V MODERNIM SVETE

Pocatkem 60. let se Clarke vrha do dlouhometrazni produkce.
Mezi prvni snimek patii Spojka (The Connection, 1961), piivodné divadel-
ni hra od Jacka Gelbera, na jevisté zpracovana skupinou Living Theater,
a to mimo broadwayské centrum divadelniho spektaklu. I kdyz se n¢kteri
herci z divadelni verze objevili i ve filmové, jedna o odlisné dilo, které ze
dvou inspiracnich zdroji, literarni predlohy i divadelni interpretace, tvo-
i1 svébytny filmovy celek. Hlavni protagonista je drogové zavisly jazzovy
muzikant, ktery ¢eka na prichod svého dealera. I proto nazev Spojka,
ktery poukazuje na oznaceni drogového dealera v 60. letech v americkém
globalnim velkomésté. Film mtizeme chapat jako predznamenani novych
¢ernobilych filmi, které se zabyvaji aktualnimi socialnimi otazkami, jez
jsou jak politickou reprezentaci, tak vétsinou spolecnosti ignorovany.
I kdyz Clarke pochazela z odlisného socialniho, tfidniho i kulturniho
prostredi oproti hlavni postavé, spojovalo je odcizeni jedince v moderni
spole¢nosti zamétené na neustalou produktivitu, akumulaci kapitalu
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a zjednoduseni individua na pouhé kolecko v systému. Jak Clarke sama
shrnuje: ,,Jako Zena v tomto svété a filmarka toho vim o odcizeni hodné®.

Dalsi film Chladny svét (The Cool World, 1963), piivodné roman od
Warrena Millera, se dostal jesté dal do mikrokosmu Harlemu. Byt zalo-
zen na literarni predloze, finalni podg is A7 Z
denni zivot obyvatel ve spolecnostif » Byf zaloZen na literarni
zapomenuté ¢tvrti. Toho bylo dosaze- va‘CdIOZC, findlni podoba
no skrze odklon od ptivodniho textu snimku Spiée odrazela
a tpravy dialogu, gest, reakci, s nif kazdodenni zivot
miz pomohl Carl Lee, herec a partner obyvatel ve Spoleél’losti
Clarke, tak i nataceni v zivych ulicich. zapomenuté Ctvrtl. «
Film o pouli¢cnim gangu zachycuje
komplikovanou realitu, s niz se obyvatelé Harlemu museli vyporadat,
aneb jak prezit v mikrokosmu, ktery existuje na zaklad¢ vlastnich pravi-
del, avsak ziistava pro ostatni neviditelny.

Mezi finalni trio dokumentarni tvorby patii fasoniv portrét (Portrait
of Jason, 1967), ktery se opét zaméiuje na protagonistu, ktery se odlisuje
od normativni spolecnosti. Paklize pfedchozi snimky tézily z prostoru,

J

kde byly nataceny, tedy podafilo se jim zachytit i zitou realitu, tak v tom-
to dile Clarke naopak zachycuje v uzavieném prostredi obyvaciho pokoje
Jasona Hollidaye, afroamerického homosexualniho kabaretiéra a excen-
trickou figuru spolecenského déni. Hlavni protagonista sedi v kiesle

a mluvi, zadny hluk ulice, zAdna nahoda, nic, jen slova. Vysledny film byl
vytvofen z dvanacti hodin natoc¢eného materialu, v némz je Jason ukazan
v jeho svébytnosti a jedinecnosti, oviem bez jakékoliv romantizace.

VIDEO

V 70. a na pocatku 80. let se Clarke poustéla do experimentt
s videem, a to naptiklad zivé video performance. Pro tento tcel zalozila
i skupinu The TeePee Video Space Troupe, ktera vyuzivala zazemi hote-
lu Chelsea, v niz byste se mohli setkat s video-umélci, jakymi byli Andy
Gurian, Bruce Ferguson, Stephanie Palewski, DeeDee Halleck, Vickie
Polan, Shridhar Bapat a mnoho dal$ich. Mihotajici se obraz video-za-
znamu bude trendem umélecké tvorby, ktera bude nejen na vychodnim
pobriezim nedilnou soucasti filmatského i uméleckého svéta, a to az do
konce 20. stoleti.

Shirley Clarke byla americka filmarka, ktera se nebala experimen-
tovat s audiovizualnim médiem, ani ukazat piibéhy, které ztstavaji pro
vétsinu divakd nevidény.

147

Prihledna bytost: Shirley Clarke




148 Prihledna bytost: Shirley Clarke 149 Prihledna bytost: Shirley Clark
: Shirley Clarke

T

a .
» Ztotoznovala jsem se s ¢ernochy, protoze zenskou
otazkou jsem se nemohla zabyvat, a tak jsem
ii odsunula bokem. Problémy ¢ernochti jsem
chapala velice dobie, vztahla jsem je na sebe a své
vlastni pocity. Kdyz jsem tocila Spojku, ktera je
o narkomanech, nic jsem o drogéach nevédéla a ani
mé to nezajimalo. Drogy funguyi jako symbol -
narkomanti jsou outsidefi. ] se casto citila sama
- a jako ougsider v kulsufe, kseré mi b}vrla vlaostnvi: /
e e kg, ) Vyrostla jsem v dobé, kdy Zeny o nicem dualezitém
kt(veré js/em vidéla, byly nerozhodovaly. «
gértegr:f;n?éf E(flglea?i%l éﬂo’ » Celéi roky jSC{I.l se c/itil/a jakcv) outs_idver,.a taok I{l_i })le
Eroblemy menéin blizké. Prislo mi, ze je dalezitéjsi

Film je v podstaté ; ;
choréografické médium. « byt podel.any,fegalk, kl.:gry Cltlvodazem,/nez/ pfiznat,
ze to odcizeni citim 1ja ﬂako zena, ktera ma pocit,
SHIRLEY CLARKE O FILMU ye do svéta, do néhoz chee zoufale patfit, vlastné
TANEC NA SLUNCI o
) nepatri. «

L SHIRLEY CLARKE O FILMU CHLADNY SVET

11953 Top fram
Frame enlargements from Dance in the Sur {1953 ul 'nvl
4o the prologue; migdie and bottom pairs dfe edit points o

sequence. All TIms by Shirley Clarke
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VE yEKU 77 LET ZEMRELA SHIRLEY CLARKE,
REZISERKA OSCAROVEHO FILMU
LAWRENCE VAN GELDER

N o

26.ZARI, 1997

Shirley Clarke, drzitelka ceny Akademie, zastankyné nezavislého filmu
a propagatorka myslenky, Ze video je mocné komunika¢ni médium,
zemiela v ttery v centru paliativni péce Beth Israel Deaconness Medical
Center v Bostonu. Zila v Carlisle ve stat¢ Massachusetts a zemfela ve
véku 77 let.

Jeji sestra Elaine Dundy, spisovatelka a autorka Zivotopist, potvr-
dila, ze Clarke byla pfijata do hospice poté, co pred dvéma tydny utrpéla
mozkovou mrtvici. Trpéla rovnéz Alzheimerovou chorobou. Jako rezisér-
ka je Clarke nejznam¢jsi svymi tiemi filmy z let 1960 az 1963. Film Spojka
(The Connection) z roku 1960 byl nato¢en v duchu cinema verité a inspi-
rovala jej hra Jacka Gelbera, uvedena v divadle Off-Broadway. Film je
upiimnou studii drogové zavislosti a vzhledem k nemravnému obsahu jej
filmova divize New York State Board of Regents zakazala.

Jeji dokumentarni film z roku 1962, Robert Frost: Spor milence se
svétem (Robert Frost: A Lover’s Quarrel With The World), za néhoz
ziskala Oscara, predklada portrét slavného amerického basnika.

Jeji drsny film z roku 1963, Chladny svét (The Cool World) je
adaptaci romanu Warrena Millera a natacel se v ulicich Harlemu. Film
sleduje osudy mladého muze, ktery na kratkou dobu ziska roli viidce
mladeznického pouli¢niho gangu.

V roce 1962 Clarke prohlasila: ,Pravé ted se snazim boufit proti
filmovym konvencim. Kdo 1ika, ze film musi stat milion dolari a musi
byt natolik bezpec¢ny a nezavadny, aby nepohorsil zadné dvanactileté
dit¢ v Americe?*

V roce 1962 zalozila Clarke, spolecné s filmatfem a kritikem Jo-
nasem Mekasem, neziskovou organizaci na distribuci nezavislych filmt
Film-Makers Cooperative.

»V nasi zemi je urcité dalsich 40 az 50 lidi jako ja, ktefi se touzi
realizovat, ale nechtéji se odst¢hovat do Hollywoodu a produkovat tam
telenovely,” nechala se slyset Clarke.

»Ivofime filmovy ekvivalent divadla Off-Broadway, svézi, osobni
a experimentalni. Mam ohromnou radost, ze ziji v dobé, kdy je mi néco
takového umoznéno.”
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Vroce 1967 na sebe Clarke upozornila filmem Fasondiv portrét, ktery
natocila béhem dvanacti hodin ve svém byt¢ na Manhattanu. Dokumen-
tarni film, jenz se promital na Newyorském filmovém festivalu, predsta-
vuje 105minutovy rozhovor s cernosskym gay prostitutem.

»Jsem presvédcena, ze vysledkem je portrét clovéka, ktery je zaro-
ven génius i suchar,” povédéla.

V 70. letech se Clarke zacala vice vénovat videu. ,Videopasky nau-
¢i Americany hrat si spolu,” pronesla tenkrat. ,,Cela osmdesata léta bude
provazet boj za piistup ke komunika¢nim médiim.”

V roce 1986 predstavila svij posledni film Ornette: Made in America,
ktery je portrétem saxofonisty a skvélého skladatele moderniho jazzu
Ornette Colemana a v némz se misi video s filmem.

Vletech 1975 az 1983 pusobila Clarke jako profesorka filmové
veédy na Kalifornské univerzité v Los Angeles.

K filmu a videu se dostala pfes tanec. Jeji zaujeti pohybem vedlo
ke kinematografii a ve svych prvnich kratkych filmech se zabyvala pravée
tancem. ,.Vice nez cokoliv abstraktniho mé zacali zajimat lidé,” prohlasila.

Clarke vyrtstala na Manhattanu a vzdélani se ji dostalo na Lin-
coln School. Byla nejstarsi ze tif dcer Florence Rosenberg a Samuela
N. Brimberga, zamozného tovarnika.

»latinek byl ze staré $koly a mél pocit, ze muzi se Zenami dulezité
véci netest,” pronesla jednou Clarke. ,,Myslim, ze jsem vzdycky citila
velkou potiebu dokazat mu, ze nejsem tak hloupa, jak si o mné mysli.*

Studovala pry na sedmi rtiznych vysokych skolach, aniz by
né¢kterou dokoncdila. ,Studovala jsem cokoliv, u ¢eho jsem mohla dal
tancit,” fekla.

Nekolik let studovala a tancila pod Marthou Graham a Hanyou
Holm a v sedmnacti dostala prvni pracovni nabidku jako choreografka.

V roce 1943 se rozvedla se svym manzelem Bertem Clarkem.
Kromé Elaine Dundy, zijici v Los Angeles, po ni zistala také jeji druha
sestra, Betty Lorwin z Brooklynu, a dcera Wendy, video-umélkyné, ktera
rovnéz bydli v Los Angeles.

Na smrtelné posteli Clarke navstivila jeji dcera a pratelé filmaii
a tvirci videi. Popijeli spole¢né sampanské a vzpominali na jeji zivot
a praci, ktera pomohla vydlazdit cestu generaci MTV.

Nasledujiciho dne o tomto setkani Elaine Dundy vypravéla své
sestie Betty, a ta odvétila: ,,Zni to Gplné jako typicky Shirleyin film.“
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RICHARD BRODY O SHIRLEY CLARKE

»Pro Shirley Clarke bylo toceni filmi procesem
objevovani, transformace a osvobozeni.”
»Je jednou z pritkopnic kreativniho dokumentarniho filmu.”

Na tom, jak se Clarke napojuje na své publikum, je néco timyslné politic-
kého: zjevné se svymi filmy snazi prispét ke spolecenské zméné. Prestoze
ona sama je bila, jeji tii celovecerni filmy z 60. let, a takeé jeji ctvrty -
Ornette: Made in America, ktery zacala tocit v 60. letech a dokoncila v roce
1986, se soustieduji na zivoty, uméni a kulturni dédictvi Afroamerica-
nt. V dokumentarnim portrétu Rome is Burning (Rim v plamenech) své
umysly potvrzuje: ,Sama citim, ze problém rasy a rasismu je obrovskym
problémem vsude ve svété, nejenom ve Spojenych statech.” Prestoze se
pomoci svych filma snazi lidi ,.konvertovat®, je si védoma paradoxu,
ktery tvorba nezavislych filmt o dtlezitych tématech prinasi: ,,Ale pokud
tomu veéfim, jak je mozné, Ze jsem natocila film, ktery bude pfistupny jen
omezenému publiku?*

Clarke si moc dobfe uvédomovala, Ze neni mozné oddélit zivotni
zkusenost a jednani filmafe mimo kameru od toho, co na té kamete bude
vidét - a také od toho, jaky vztah si k filmim vytvoii jejich publikum. Na
svych filmech spolupracovala s ¢ernosskymi umélci, zejména s hercem
Carlem Lee, ktery ve Spojce ztvarnil drogového dealera a z n¢hoz se poz-
déji stal jeji zivotni i umélecky partner. Spolupracovali rovnéz na filmech
Chladny svét a Jasoniv portrét (na Chladném svété spolupracovala se dvéma
dal$imi vyznamnymi ¢erno$skymi filmafti - Madeline Anderson, ktera
rezirovala vyborné dokumenty Integration Report 1 (Hlaseni o integraci
¢. 1) alAm Somebody (Ja jsem nékdo), a Edwardem O. Blandem, rezisérem
filmu The Cry of Jazz (Jazzovy plac)).

V Rome is Burning mluvi Clarke o propojeni samotného filmu s tim,
co se déje mimo zabér, za kamerou. V tomto ohledu chapala sebe samu
jako soucast sirstho kulturniho trendu: odmitnuti role filmate jako pou-
hého ,voyeura® a uvédoméni si vlastni tcasti. , To, co se dfive snazilo zi-
stat skryto, nyni usiluje o zviditelnéni,” 1ka a dodava, ze to plati nejenom
pro to, co se déje mimo zabér, ale také pro to, co se odehrava pii promi-
tani filmu: ,Nyni od divaka chceme, aby participovali, a filmaf, pozoro-
vatel, je soucasti publika... Celé je to o snaze prorazit platno a dostat se
ven... anam se to opravdu povedlo.”

ljryvek z ¢lanku v casopisu The New Yorker.



156 Prihledna bytost: Shirley Clarke

Jeji vizi spolecenské zmény nelze oddélit od vize zmény umélecké,
a také od méniciho se vztahu mezi publikem a uménim - a to predevsim
filmy. Této zmény docilila ¢aste¢né pomoci revoluc¢ni formy svych filmii:
metafikcemi ve Spojce, pouzitim voiceoveru a spontanni praci s kamerou,
zapalem pro dokument a tse¢nym stfihem Chladného svéta, psychodrama-
tickou intimitou v Jasonové portrétu. Jeji transformacni ideal vsak nespoci-
va pouze ve zménach umélecké a spolec¢enské mentality, ale také ve zmé-
n¢ filmové formy. Clarke tvrdila, Ze jiz brzy uméni nebudou tvorit pouze

umélci, nybrz ,mnoho, mnoho dalsich lidi. Vsimala si zejména jisté
. . I ’ . s 7 v v
»nespokojenosti s pouhym chozenim do kina... a sledovanim néceho na

v v

moji generace byli zpocat-
» Chtéla jsem kameru, kterd by se  |ku né¢im aplné jinym,*
hybala s ﬂlerci. .. kdyz se herci hnuli, |tfeba jako Clarke, jez
thnula jsem se s nimi, bylo to, jako |za¢inala jako tancénice.
ychom spolu tancili balet. «

SHIRLEY CLARKE O FILMU SPOJKA

\

» Je to z mé strany tak trochu snobi§mus naopak, nebvo
mo¥na necestnost? Protoze v tom vidim rozpor. Kd/yz
tfeknu, ze chei udélat film, ktery ma s u'r(v:lt)’/m p_roblemem/
omoct - napiiklad s rasi§mem v Amerlcev, a Spf)]/ca',/ C/zladnyv
svét a Jasonmilv portrét se rasismem rozhf)dne z?byvajl, protoze
sama citim, Ze je to v nasi dobé Velky. problém, s rasou
a rasismem mame problém viude, nejenom v USA - 7]ak
mtizu natocit film, ktery bude piistupny jen omezenému
publiku? « . . 5 / o
Novinat, ktery vede interview, se ji zepta, vZda sl muze
sama odpovédét, nacez Clarke frustrovan¢ V}/Ihrkne:
» Jsem v tomto ohledu prosté trochu necestna. «

SHIRLEY CLARKE




158

Prihledna bytost: Shirley Clarke

[02:37:55.89]
[02:37:57.29]
[02:37:59.56]
[02:38:01.49]
[02:38:04.56]
[02:38:06.13]
[02:38:09.26]
[02:38:12.13]
[02:38:15.89]
[02:38:18.26]
[02:38:21.13]
[02:38:24.23]
[02:38:26.23]

SAM: Hey, Solly?
When did they make heroin illegal?
SOLLY: 1928.

SAM: Why?

SOLLY: I really don't know.
To protect people from themselves.
Public opinion.

Maybe the liquor lobby.

I was once heard it was a plot of the rich.

SAM: I wish I knew.
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SPOJKA (THE CONNECTION)

Spojka je jednim z nejzivéjsich a nejvice fascinujicich filmt americké neza-
vislé scény. Natocila jej rezisérka Shirley Clarke v dobé¢, kdy byl takovych
filmi velky nedostatek. Tento film po svém uvedeni roztiistil veskeré
stereotypy véemi moznymi zptsoby. Pfesto nebyl mnoho let k vidéni.

Shirley Clarke byla nedilnou soucasti vzkvétajiciho povale¢ného
filmového hnuti v Americe. Jako jedna z prvnich - a jako jedina zena -
podepsala v roce 1961 manifest New American Cinema. Sviij prvni
celovecerni film zalozila na kontroverzni hte Jacka Gelbera, uvedené
v divadle Off-Broadway. Spojka je hra ve hte, ktera se odehrava na jazzo-
vém koncerté. Ukazuje skupinu narkomant, z nichz néktefi jsou jazzovi
muzikanti, ktefi ¢ekaji v podkrovnim byté v New Yorku na svou drogo-
vou spojku. Producent a scenarista jim vstupuji do Zivota, pozoruji je
a pisou o nich hru. Brilantné napsané dialogy se ve filmu misi s jazzovou
hudbou z pera skvélého pianisty Freddieho Redda.

Clarke vyménila postavu spisovatele za Jima Dunna, mladého
uhlazeného filmare, ktery si chce udélat jméno tim, ze zaznamenava
»scénu®. Jelikoz se Clarke pratelila s mnoha mladymi reziséry nezavislého
filmu, pridala do filmu humor tim, Ze si utahovala z hnuti cinema verité.
Rozhodla se zachovat jednotu mista, stejné jako ve hte, ale béhem nata-
¢eni kombinovala pohyblivou kameru, typickou pro francouzskou novou
vlnu, s jazzem a vifivymi pohyby, ¢imz vytvotila strhujici pohybovy film,
ktery byl na filmovém festivalu v Cannes oznacen za vrcholné dilo. Pres-
toze Clarke poznala avantgardni povahu Gelberovy hry i svého filmu,
netusila, ze jeji film vyvola takovy poprask.

Hollywood se tématu drogové zavislosti nevyhybal, vétsinou
vsak slo o prib¢hy slusnych lidi, ktefi sesli z cesty a dockali se tragického
konce. Spojka svou syrovou nazornosti ukazuje narkomany tak, jak je do
své hry vepsal Gelber. V Cannes byl z filmu hit, vladni cenzofi jej viak
bez prodleni zakazali, protoze se v ném vyskytovaly vulgarismy. A tak
zacal boj o uvedeni filmu ve Spojenych statech. Po dva roky trvajicich
soudnich prenicich producenti a rezisérka nakonec u soudu uspéli, ale
prestoze podle prava vyhrali, pro film samotny bylo uz pozdé¢ - zmeskal
svlj moment a u divakt propadl. Ostatni filmate viak velice ovlivnil. Od
zacatku 80. let je tento film mimo distribuci.

Platnu vévodi jisktiva cernobila kamera Arthura Ornitze a v nové
zrestaurované verzi, kterd vznikala na Kalifornské univerzité v Los An-
geles, vynikaji bezchybné vykony Freddicho Redda a saxofonové legen-
dy Jackicho McLeana.
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MADE IN AMERICA

“THE RESTORATION AND REISSUE OF
ORNETTE: MADE IN AMERICA... |S CAUSE
FOR CELEBRATION—ht g
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ORNETTE: MADE IN AMERICA

Ornette: Made in America je portrétem Ornette Colemana béhem 30 let jeho
zivota. Ornette se vratil do rodného Fort Worth v Texasu v roce 1983
jako prosluly hudebnik a skladatel. Ve filmu se stfidaji dokumentarni
zabéry s hranymi scénami a jednémi z prvnich segmentii, pripominaji-
cich hudebni videoklipy, které kdy byly natoceny, ¢imz vznika ptisobivy
portrét Ornettova chlapectvi v segregovaném Texasu a jeho nasledného
vzestupu na pozici amerického kulturniho prakopnika a ikony svétového
formatu. Na vzniku tohoto filmu se podileli umélci jako William Burrou-
ghs, Brion Gysin, Buckminster Fuller, Don Cherry, Yoko Ono, Charlie
Haden, Robert Palmer, Jayne Cortez a John Rockwell.

Veskeré inovativni techniky, které v tomto filmu Shirley Clarke
a producentka Kathelin Hoffman Gray pouzily, tvofi paralelu k hudbé
¢lovéka, jenz je zde subjektem. Clarke odmitla tradi¢ni dokumentarni
format a rozhodla se ukazat Ornettovu vyjimecnou uméleckou vizi pro-
stfednictvim stejné vyjimec¢ného filmatského uméni.

Film uzavira findle symfonie ,,Skies of America® (Americké nebe),
které zazniva v prubéhu celého filmu. Ru¢ni kamery zaznamenavaji
bezprostiedni ohlas vefejnosti po skonceni skladby, kdy novinafi, fanous-
ci jazzové hudby i obycejni lidé Colemanovi blahopfeji a jsou zaskocenti
jeho upiimnou vielosti. V priabéhu filmu se ve spodni ¢asti platna ob-
jevuji posuvné titulky, které nechybi ani v poslednim zabéru, v némz se
Coleman usmiva na kameru, zatimco se obraz rozplyva do cervena. Pak
zacnou zavérecné titulky.

SKIES OF AMERICA

Pr1i prilezitosti svého otevieni pozadalo centrum muzickych uméni
Caravan of Dreams Ornette Colemana, zda by zde neuvedl svétovou
premiéru své ,,Symfonie ¢. 1: Skies of America®“.

Symfonii inspirovala Colemanova navitéva indianské rezervace
v Montané, kde s tizasem pozoroval sirou oblohu, ,ktera byla v prabéhu
tohoto stoleti svédkem vétsich zmén nez kterakoli jind zeme®. Americké
nebe chapal jako symbol svobody a kreativity, jimiz se posléze pii sklada-
ni inspiroval. Symfonicky orchestr, ¢itajici 96 hudebniki, a Colemanova
kapela Prime Time hraji osm riiznych motivii, pficemz kazdy motiv
ma vlastni véty a harmonii. Véty lze hrat v jakékoli toniné, kterou si voli
kazdy nastroj. V pribé¢hu celé skladby spolu kapela a orchestr vedou
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hudebni dialog. Césti pro orchestr jsou ve vysokych tonech, které maji
evokovat promény oblohy, od denniho nebe pies vecerni oblohu az po
tipyt hvézd. Casti pro jazzovou kapelu jsou tane¢ni a zemité, evokujici
¢innosti, které probihaji na zemi pod $irou oblohou.

Colemanova hudba vychazi z jeho teorie ,,harmolodic®, podle niz
»harmonie a melodie, zahrané ve spravné poloze, napodobuji ¢lovéka -
melodie pripomina lidsky hlas a rytmus by mél viceméné kopirovat lid-
sky dech®. Konkrétni vétu pak ramuje ¢innost, jiz ma skladba vyjadrovat.
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JASONUV PORTRET
(PORTRAIT OF JASON)

V noci 2. prosince 1966 se Clarke se svym malinkym $tabem shromaz-
dili v jejim apartmanu v hotelu Chelsea, aby zde natocili film. Dvanact
hodin pak nataceli jediné¢ho clovéka - Jasona Hollidaye, ktery vypravél
vielijaké prthody, zpival, prevlékal se do raznych kostymu a vzpominal
na star¢ dobré casy vcetné doby, kdy pracoval jako gay prostitut, sluha ¢i
nadéjny kabaretni muzikant. Vysledkem je uhrancivy portrét vyjimecné-
ho, okouzlujiciho, ale zaroven ztrapeného muze, jenz vas v jednu chvili
rozesmava, ale zaroven vam z n¢ho puka srdce.

Ingmar Bergman prohlasil, ze Fasoniv portrét je ,ten nejuzasnéjsi
film, jaky kdy v zivoté vidél®. Kdyz se film poprvé promital, na predpre-
miéte sedél v hledisti naptiklad Tennessee Williams, Robert Frank, Tho-
mas Hoving, Amos Vogel, Norman Mailer, Andy Warhol, Arthur Miller,
Elia Kazan, Ruby Dee, Ossie Davis, Rip Torn, Geraldine Page a Terry
Southern. Pfesto nebyl tento silny a transgresivni film Shirley Clarke
dlouho dostupny, a dokonce se véfilo, Ze se ptivodni film ztratil.

Jasondiv portrét je filmem, ktery si pohrava s komplexnosti. Byl
natocen ve stylu cinema verité, ale jeho subjektem je muz, ktery otevte-
né piiznava, ze je podvodnik, a dost mozna lZe i na kameru. Poskytla
Clarke Hollidayovi p6dium, na némz se mohl predvést a dostat konec¢né
»svou $anci®, jak tomu sam fikal, anebo ho jen vyuzila? Sama se tim tra-
pila. Holliday rovnéz ptiznava ironii svého zivota jako sluhy: ,Obcas je
to fakt vtip, kdo koho vlastné vyuziva.” Pozdéji Clarke prohlasila: ,,Jsem
presvédcena, ze vysledkem je portrét clovéka, ktery je zaroven génius
i suchar. Pfestoze Jason fika, ze mu jeho role $ejdife a podvodnika ne-
prinasi zadnou radost, zda se, ze je to pravé on, kdo se sméje naposled.”
At uz tento film vnimate jakkoliv, zistava jednim z nejvice fascinujicich
dokumentarnich filma v dé¢jinach kinematografie.

Nyni, témér 50 let poté, co byl tento film natocen, nam Faso-
nilv portrét pripomina, jak vypadal zivot cernosského gaye na vrcholu
afroamerického hnuti za obc¢anska prava a pred stonewallskymi nepokoji.
Holliday vzpomina také na své uvéznéni v New York’s Riker’s Island Jail
poté, co se nabidl (ale mozna to bylo obracené) policistovi v utajeni. Jeho
postichy béznych projevi rasismu, které zazival na vlastni kiizi, jsou
vtipné, kousavé i bolestné.

V roce 1968 se publikum do Jasona Hollidaye zamilovalo. V roce
1995 se Marlon Riggs ve svém brilantnim filmu Black Is ... Black Ain’t
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(Cerné je... ¢erna neni) pta: ,,Jak dlouho, Jasone, jak dlouho ti uz zpivaji
o svobodg¢, poctivosti a ¢ernosské krase, a pritom na tebe kaslou? Jak
dlouho?“

Kdyz se distribu¢ni spolecnost Milestone rozhodla v ramci série
restaurovanych dokumentarnich filma Shirley Clarke znovu uvést Faso-
nilv portrét, spoluzakladatel Milestone Dennis Doros stal pred nelehkym
tkolem: pavodni film se ztratil a 35mm kinofilm, ktery mél k dispozici,
byl opotfebovany a poskrabany. Proces restaurovani tohoto jedine¢ného
LGBT+ dokumentu ob¢as vypadal jako hledani svatého grélu a dlouho
se zdélo, ze dopadne stqne Nastesti se Dorosovi s pomoci archivart, ba-

( ( ¢ etech patranl podarllo najit
» Jason nam pii odhalovani historie |nespravné ozna¢ené ,vystii-
své duse ukazuje brilantni okamziky, [zené pasaze®, které byly ve
celono¢ni monolog lame barlery skute¢nosti ptivodni 16mm
mezi osobnim humorem a vefejnym |interpozitivni film.
diskurzem,
predklada nam intimni piib¢h
chlapectv1 jednoho ¢erného gaye,
scény z moderniho méstského zivota
sluhy, do které¢ho si kazdy rad kopne,
1 afeﬁtovane pouhcnl pikové kralovn
komicky vesmir zaplivanych nocmcﬁ
klubt
a undergroundova vyznani lasky -
atovjazyce tak ryze americkém,
Jason se vynortuje jako znamy
archetyp z hlubin hotelového
pokoje desetileti. «

ALLEN GINSBERG
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167 Poznamky k filmu

ROBERT FROST: SPOR
MILENCE SE SVETEM
(ROBERT FROST: A LOVER’S
QUARREL WITH THE WORLD)

Ve filmu Robert Frost: Spor milence se svétem zestarly Frost (88) moudte pro-
mlouva ke svému publiku (véetn¢ prezidenta Kennedyho), zatimco Clarke
tiSe komentuje svou kamerou. Bukolické scény, v nichz se Frost ve filmu
objevuje, nevytvareji nutné portrét jednoduchého a zemitého muze, ny-
brz ¢lovéka smifeného se svétem. Mir se nikdy neziskava snadno, a valka
k tomu ma pokazdé co fict. Prosluly posledni vers jeho basné ,The Lesson
for Today® (Lekce pro dnesek) z roku 1944 zni: ,,Jako clovék milujici prel
jsem se se svétem” a dokonale vystihuje jeho zivot. Frost pak rychle doda-
va, ze ,zadna jina rozepre netrvala cely jeho Zivot, pouze tato jedina®.

ROBERT FROST
(26. brezna 1874 - 29. ledna 1963)

Robert Frost je jednim z mala umélc, kteti dosahli stejného
véhlasu u literarnich kritikt 1 u ¢tenait - a navic jesté béhem svého zivo-
ta. Frost svymi versi uhranul Ameriku na vice nez polovinu stoleti, coz
se povedlo uz jenom Waltu Whitmanovi a né¢kolika dalsim, a po ném uz
zcela jist¢ nikomu.

Frosttiv zivot doprovazela smrt a ztrata jeho nejblizsich a bylo to
pravé v obdobi truchlent, kdy v sobé Frost objevil basnika a zac¢al publi-
kovat. V roce 1906 vydal dvé rané basné - Trs kvétin (The Tuft of Flowers)
a The Trial by Existence (Zkouska zivotem), trvalo vSak dalsich Sest let, nez
vydal svou prvni basnickou sbirku, 4 Boy’s Will (Chlapecka vile). Po
zbytek svého zivota se v jeho praci odrazi vliv zivota na rodinné farmé
v New Hampshire. Aby vsak naplno rozjel svou kariéru basnika, odsté-
hoval se i s rodinou do Beaconsfieldu ve Velké Britanii, kde byli vydava-
telé méné komercni a ochotnéjsi dat sanci novému talentu. Kratce poté
vydal sbirku A4 Boy’s Will, nasledovanou v roce 1914 basnickou kompilaci
Na sever od Bostonu (North of Boston).

ratelstvi s dalsimi spisovateli, na-
piiklad Edwardem Thomasem,
. E. Hulmem a Ezrou Poundem.

» Oslavovany

i zatracovany Pound
jako prvni American na
Frostovu poezii napsal
pochvalnou recenzi. «

Oslavovany i zatracovany Pound
jako prvni Ameri¢an na Frostovu
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poezii napsal pochvalnou recenzi. V realném zivoté si Pound s Frostem
pfilis nerozuméli, nicméné kdyz Pounda obvinili z velezrady a umistili
ho do psychiatrické 1écebny, Frost a jeho pritel Ernest Hemingway volali
po jeho propusténi. Jejich hlas byl vyslysen, jakmile byl Pound zprostén
zaloby. Prochazky a rozhovory s Edwardem Thomasem dle jeho slov
inspirovaly jednu z jeho nejznaméjsich basni, Nezvolend cesta (The Road
not Taken).

Robert Frost ziskal rekordni ¢tyfi Pulitzerovy ceny za poezii
(Stejny pocet cen ziskala kromé néj uz jen fotografka Carol Guzy a dra-
matik Eugene O’Neill. Vice nez ¢tyfi ceny nikdo nikdy neziskal.). Sbirky,
které Pulitzerova komise ocenila, jsou New Hampshire: A Poem with Notes
and Grace Notes (New Hampshire: Basen s poznamkami, 1924), Collected
Poems (Sebrané basné, 1931), A Further Range (Jest¢ dal, 1937) a A Witness
Tree (Strom svédectvi, 1943). Nejvétsi pocty se ovSem Frostovi pravdépo-
dobné¢ dostalo 20. ledna 1961, kdy ho prezident John F. Kennedy osobné
pozadal, aby na jeho inauguraci ptednesl svou basen Uplny dar (The Gift
Outright). Frost chtél na ceremonii piecist basen Dedication (Oddanost),
kterou napsal konkrétné pro tento tcel. Kvili slabnoucimu zraku a prilis
ostrému slunci vak Frost nakonec prednesl ptivodni basen, kterou znal
zpaméti.
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THE GIFT OUTRIGHT

The land was ours before we were the lands.
She was our land more than a hundred years
Before we were her people. She was ours

In Massachusetts, in Virginia,

But we were England’s, still colonials,
Possessing what we still were unpossessed by,
Possessed by what we now no more possessed.
Something we were withholding made us weak
Until we found out that it was ourselves

We were withholding from our land of living,
And forthwith found salvation in surrender.
Such as we were we gave ourselves outright
(The deed of gift was many deeds of war)

7o the land vaguely realizing westward,

But still unstoried, artless, unenhanced,
Such as she was, such as she would become.




170

Prihledna bytost: Shirley Clarke

T00 ANXIOUS FOR RIVERS

Look down the long valley and there stands a mountain
That someone has said is the end of the world.
Then what of this river that having arisen

Must find where to pour itself into and empty?
Inever saw so much swift water run cloudless.

Oh, I have been often too anxious for rivers

o leave it to them to get out of their valleys.

The truth is the river flows into the canyon

Of Ceasing-to-Question-What-Doesn’t-Concern-Us,
As sooner or later we have to cease somewhere.

No place to get lost like too far in the distance.

1t may be amercy the dark closes round us

So broodingly soon in every direction.

The world as we know is an elephant’s howdah;
The elephant stands on the back of a turtle;

The turtle in turn on arock in the ocean.

And how much longer a story has science

Before she must put out the light on the children
And tell them the rest of the story is dreaming?
“You children may dream it and tell it tomorrow.”
Time was we were molten, time was we were vapor.
What set us on fire and what set us revolving,
Lucretius the Epicurean might tell us

“Twas something we knew all about to begin with
And needn’t have fared into space like his master
1o find ‘twas the effort, the essay of love.

Robert Frost: Basn¢

PRILISNA UZKOST O REKY

Pichlédni dlouhé tdoli, uvidi$ horu,

a tam, jak prohlasil kdosi, je konec svéta.
Tak co potom s fekou, ktera tu dole tece

a musi se né¢kam vlit do posledni kapky?

O ja se vzdycky bal az prilis o feky,

abych se nestaral, jak se dostane pryc.

Je pravda, feka pak odtéka do kanonu
»Prestan-se-na-to-ptat-do-¢eho-ti-nic-neni-
Vzdyt ditv ¢i pozdéji s tim prestat musime.
Nic neni leh¢iho nez ztratit v dalce sebe,
snad je to milost, Ze tma nas sevie tak zahy,
tak rozvazné, teskné, tak docela odevsad.
Svét, jak jsme ho poznali, je sloni houda:
slon na zelvé, na jejim krunyfi stoji,

zelva zas spociva na skale v oceanu.

Oc¢ déle si mize piib¢h zachovat moudrost,
nez musi zhasnout svétlo v pokoji déti

a slibit, ze konec se dozvédi ve snu?
»Nechate si to zdat, zitra to dopovite.”

Byl ¢as, kdy byli jsme tavba, a cas, kdy para,
to, co nas zazehlo a vyslalo nas krouzit,

o tom uz Lukrécius Epikurejsky védél

amy to vjadru poznali davno také.
Netteba proto vesmirem letét jak jeho mistr.
Vime, ze je to pokus o lasku, usili lasky.

Z anglického originalu prelozila Hana Zantovska.



172 Prihledna bytost: Shirley Clarke

MY NOVEMBER GUEST

My sorrow, when she’s here with me,
Thinks these dark days of autumn rain

Are beautiful as days can be;

She loves the bare, the withered tree;
She walks the sodden pasture lane.

Her pleasure will not let me stay.
She talks and I am fain to list:
She’s glad the birds are gone away,
She’s glad her simple worsted grey

Is silver now with clinging mist.

The desolate, deserted trees,

The faded earth, the heavy sky,
The beauties she so truly sees,

She thinks I have no eye for these,
And vexes me for reason why.

Not yesterday I learned to know
The love of bare November days

Before the coming of the snow,

But it were vain to tell her so,

And they are better for her praise.

Z anglického originélu prelozila Hana Zantovska.

PODZIMNI HOST

Ma tesknota, kdyz k ni pfisednu,
tvrdi, ze destivé podzimni dny
jsou nejkrasnéjsi ze vSech dn.
Miluje mokrou pastvinu,

nahy strom listi zbaveny.
Vsechno ji tési ¢im dal vic,
mluvi a ja musim poslouchat.

Je stastna, ze uz jsou ptaci pryc,
ze jeji $edivy soukenny Sat

ma v mlze zar sttibrnych svic.

Ty siré stromy, mracna ban,
zplanélé zemé kolotoc.
Co vidi krasy tu i tam

a zehra, ze ji nevnimam,
a trapi mé, at feknu proc.

Nevi, jak davno jsem si zvyk
¢ekat na holy listopad,

na dny, nez spadne prvni snih.
Proc¢ ale prozrazoval bych,

co fika lip, co slysim rad.
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STOPPING BY WOODS
ON ASNOWY EVENING

Whose woods these are I think I know.

His house is in the village though;
He will not see me stopping here
1o watch his woods fill up with snow.

My little horse must think it queer
7o stop without a farmhouse near

Between the woods and frozen lake
The darkest evening of the year.

He gives his harness bells a shake
1o ask if there is some mistake.
The only other sound’s the sweep
Of easy wind and downy flake.

The woods are lovely, dark and deep,
But I have promses to keep,

And miles to go before I sleep,

And miles to go before I sleep.

ZASTAVIV SE
V LESE...

Myslim, Ze vim, ¢i jsou to lesy.
Vzdyt ve vesnici ma sviyj dam.
Le¢ neuzii mne, kdyz zde kdesi
zastavim v snéhu k vili sntim.

Mij konik Zzasnout nepfestava,
pro¢ pravé sem byl zaveden,
kde neni nic nez strom a trava
a nejtemnéjsi v roce den.

A rolni¢kami na mne cinka,
by upozornil na omyl.

Jinak jen mirny spanek spinka
v pefinach zasnézenych mil.

Jak tyto lesy znaji zvati!

Le¢ slibil jsem, ze vydrzim...

Co bludnych cest nez pijdu spati!
Nez ptjdu spat, co jar a zim!

Z anglického originélu pielozil Vladimir Holan.
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175 Poznamky k filmu

KRATKE FILMY SHIRLEY CLARKE

Lauren Rabinowitz: Ve filmu Bridges jste dosahla dokonalého propoje-
ni choreografie zvuku, kompozice, barvy, prostoru a rytmu. Proc jste se
rozhodla zacit se vénovat dokumentarnimu filmu?

Shirley Clarke: No, v dob¢, kdy jsem dokoncila Mosty-koloto¢ (Bridges-Go-
-Round), jsme se s Willardem, Rickym Leacockem a Donnem Penne-
bakerem rozhodli, Ze si pronajmeme prostory na 43. ulici. Rikali Jsme si
Filmmakers, Inc. Kazdy jsme si tam vyhradili kéji a uprostied jsme méli
velky prostor pro spolecné aktivity. Pennebaker sefidil projektor, takze
kdyz jsme méli cas, divali jsme se na filmy. Z toho mista se stalo hlavni
newyorské sidlo. Pomohli jsme Johnu Cassavetesovi v jeho zacatcich.
Pujcila jsem mu kameru a vybaveni, aby mohl natocit Shadows (Stiny,
1958). Diky nému jsem se seznamila s Jeanem-Lucem Godardem. Chodi-
lo k nam hodné experimentalnich filmafti. Prosté se velka ¢ast americké
nové vlny a cinema verité odehravala u nas, bé¢hem nasi spoluprace.

Protoze jsem odvadéla dobrou praci s filmovymi smyckami,
Willard se rozhodl, ze mé zaméstna na svém dalsim projektu, filmu
Mrakodrap (Skyscraper, 1959) - nékolik let sledovat demolici budovy, na
jejimz misté posléze vyrostl mrakodrap Tishman Building. M¢l k tomu
spoustu krasnych, ale i nezajimavych zabéri, a nevédél, co si s nimi
pocit. Zeptal se mé, jestli se na to nechci podivat. Nejprve mé zaujalo,
ze to byl 3bmm film a ja takovy nikdy nedélala. Nékteré scény byly

' . ¢, z¢ bych z toho mohla udélat muzika-

» Napadlo mé, ze bych lovou komedii, vzdycky jsem néco

z toho mohla udélat takového chtéla natocit. Chvili jsem

muzikalovou komedii, si pohravala s riznymi napady,

vzd Ckyjsem néco a nakonec mé napadlo, ze stavafi,

takového chtéla natodit. « kteii tu budovu postavili, budou
vypravéci. Bylo pro mé nesmirné
dalezité vytesit problém takového toho ,boziho® netélesného hlasu,
ktery doprovazel filmy v 50. letech. Vsechny kvili tomu vypadaly, jako
ze si na néco hraji. Hudbu mi slozil Teo Macero a mij kamarad, herec
a spisovatel Johnny White, mi napsal dialogy a texty pisni. A ja jsem
stithala.

Mrakodrap, sedim u své movioly a davam dohromady scénu, kdyz
najednou vidim zabér, v némz je v oknech mrakodrapu vidét odraz a na-
padlo mé, ze by z toho mohla byt zajimava scéna. Takze jednoho filmare
poslu ven s roli filmu tocit odrazy v oknech, a pokud mu zbyde film,
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natoci jesté néco dalstho. Pak se na to podivam a fikam, ,skvéla prace®.
Byl to opravdu ru¢né délany film, ktery jsme davali dohromady kousek
po kousku.

Mrakodrap sbiral jednu cenu za druhou. Byl uveden na benatském
filmovém festivalu, kde ziskal cenu za nejlepsi kratky film. Tehdy sedél
v porot¢ Thorold Dickinson, ktery pracoval pro OSN. Tak jsem se vlast-
né dostala k praci na filmu A4 Scary Time (1960) pro OSN. (Dickinson
byl britsky rezisér dokumentarnich filmt a dramat, ktery stal v letech
1956-1960 v ¢ele Informacniho centra OSN. Soucasti jeho prace bylo
mit na starosti dokumentarni filmy pro OSN.). Pii praci na filmu 4 Scary
Time jsem se naucila tocit hrané scény, jako tfeba mama s tatou koukaji
na televizi a dit¢ jim dava pusu na dobrou noc. Naucila jsem se to natocit
tak, aby to vypadalo realné a hodilo se to mezi dokumentarni zabéry.
Nic velkého, ale byl to zacatek. Mrakodrap byl diikazem, ze dokazu vzit
dokumentarni namét a prostiednictvim dramatizace stylu natacenf a stfi-
hu z né¢j udélat opravdu zabavny muzikal.
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FILM JAKO PROSTREDEK UVEDOMENTI,

DIALOGU A PROTESTU: NEZAVISLA TVORBA

LIONELA ROGOSINA
MILAN HAIN

»~Uméni je mozna nedefinovatelné, ale pro mé je dualezité délat
néco vyznamného. Forma musi vyrastat z namétu a z nasi doby.
Umélec se musi co nejsilnéji angazovat ve své dobé.“!

V 50. letech - v obdobi kolapsu hollywoodského studiového systému

a dlouho pred nastupem tzv. Nového Hollywoodu ¢i Hollywoodské re-

nesance - se v USA zacalo rodit prvni skute¢né nezavislé filmové hnuti.
Rec neni o avantgardni ¢i experimentalni kinematografii, ta méla jiz
dlouhou tradici, nybrz o filmech s ptibéhem, které ovsem vznikaly
daleko od tradi¢nich vyroben a po vzoru neorealismu a dalsich zahra-
ni¢nich vlivii se pokousely fikci ozvlastnit jednoznac¢néjsi vazbou na
soudobou realitu. Sidney Meyers, Morris Engel, Shirley Clarke, John
Cassavetes a Lionel Rogosin tocili s minimalnimi prostfedky filmy
o lidech z okraje spolecnosti, které dosavadni mainstreamova tvorba
vétsinou opomijela.

Rogosin se narodil 22. ledna 1924 v New York City. Jakozto syn
bohatého obchodnika s textilem si mohl zvolit Zivot v bezstarostném
luxusu. Studium na Yale University v oboru chemického inzenyrstvi jej
mélo pripravit na hladky vstup do otcovy firmy a pozdéjsi prevzeti jejiho
vedeni. Svétovy politicky vyvoj 40. let jej ale vyslal jinym smérem. Bé-
hem valky slouzil v americkém namotnictvu a v druhé poloviné dekady
procestoval Evropu a podival se do Izraele a Afriky. To v ném probudilo

silné socialni citéni. Az do konce zivota ostie vystupoval proti fasismu,
rasismu a hrozbé dalsiho globalniho konfliktu.

Aby mohl své politické postoje artikulovat a sdilet s vefejnosti, na-
ucil se zachazet s $estnactimilimetrovou kamerou. Jeho snem bylo natocit
film odsuzujici apartheid, ktery zakusil na vlastni kiizi pii navstévé Jizni
Afriky. Cesta k nému vedla pfes dva dalsi snimky, tematicky podobné,
ale zasazené do odlisného prostredi. Pod vlivem tviir¢i metody Roberta
J. Flahertyho, ktery ve filmech jako Nanuk, clovék primitioni (Nanook of

the North, 1922) a Muz z Aranu. (Man of Aran, 1934) kombinoval zaujeti
skutecnosti s inscenacnimi praktikami, natocil jako sviij debut snimek Na
Bowery (On the Bowery, 1956), situovany do nechvalné proslulé chudin-

ské ¢tvrti v New Yorku.

1 Citovano v Greg Merritt, Celluloid Mavericks: A History of American Independent Film
(New York: Thunder’s Mouth Press, 2000), s. 154.
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Film se pohybuje na rozmlzené hranici mezi dokumentem a fike:
pribch se odviji podle predem daného scénafe, ale protagonisté zaroven
hraji sami sebe. Jak ke své metodé uvedl sam rezisér, jeho cilem bylo
»primét aktéry, aby do mych obryst vlozili vlastni zkusenost, poezii a po-
rozuméni, a tim vtiskli obsah mému kratkému, intenzivnimu pozorovani
jejich Zivotti a problém®.2

Hlavnim hrdinou piib¢hu je asi Ctyficetilety Ray, ktery se jen
s obtizemi dostava ze svizelné Zivotni situace: nema domov ani stabilni
praci a jedinou jeho jistotou je alkohol. Rogosin zachycuje jeho i podob-
né stizené existence observacnim zptsobem v jejich prirozeném prostie-
di sestavajicim z putyk, lacinych ubytoven a zadnich ulic¢ek, kde hrozi
nebezpeci kazdému s par drobnymi v kapse. Civilni snimek se odviji
v pomalém tempu a své subjekty nijak nedémonizuje ani neglamorizuje.
V zavéru Ray sice dostava sanci vystoupit z nekone¢ného kruhu zmaru
a zoufalstvi, ale okoli je k jeho vyhlidkam skeptické.

Na Bowery bylo vzhledem ke svému namétu a zpracovani uvadéno
jen ve specializovanych artovych kinech. Jak uvedl denik Motion Picture Dai-
by, ytento film, ktery se drzi realistické tradice a odrazi se v ném zivot sam,
je pro bézné divaky mozna az prili§ ponury, vécny a odvazné netprosny.
Rozhodné se nejednd o zabavu v bézném slova smyslu“.3 Kritiky ale byly
vétsinou pozitivni a Rogosin se dockal ceny z Mezinarodniho filmového
festivalu v Benatkach i nominace na Oscara v kategorii nejlepsi dokument.

Po kratkometraznim filmu o madarské uprchlické krizi Out (1957),
vyrobeném pro Organizaci spojenych narodii, se Rogosin konec¢né pustil
do vysnéného projektu z Jihoafrické republiky. Dokudrama Vrat'se, Afriko!
(Come Back Afrlca 1959) vyuziva individualni ptibé¢h k postizeni celé

4 lady Jihoafrican Zacharias se snazi

» Mlady ]1hoafr1can Zacharias najit a udrzet si praci, ale to se

se snazi najlt a udrzet si praci, [|kvali nesmyslnym byrokratickym

ale to se kvili nesmyslnym prekdzkam a viudypiitomnému ra-

byrokratlckym prekazkam sismu ukazuje jako nemozné. Film

a Vsudyprltomnemu rasismu nemilosrdné ukazuje, jak rasova
L ukaZUJC Jako nemozné. « /a socialni nerovnost vede k zoufa-

lym fesenim - nucenému odlou-
¢eni od rodiny a nakonec i k nasili a zlo¢inu. Na ptikladu Zachariasovy
y “v 1. vy vy 1 v vevs v ,
manzelky rovnéz vidime, Ze Zeny to maji jesté slozit¢jsi, protoze na rozdil
od muzu &eli hrozbé sexualniho zneuziti (ze strany bélocht i ¢ernochd).
Rogosin snimek natacel bez profesionalnich hercii a v poloile-
galité s pomoci skryté kamery. Mimo tematizaci rasismu jeho hodnota

2 On the Bowery Press Kit, Milestone Films, s. 6, dostupné z: shorturl.at/BEMUZ.
3 On the Bowery, Motion Picture Daily, 5. 4. 1957, 5. 5.
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spociva také v tom, ze dokumentarnim zpiisobem zachycuje zivot v uli-
cich Johannesburgu i na venkové - vidime lidi pfi praci i béhem zabavy.
Jestlize vsak Na Bowery nabizelo ambivalentni zavér, Viat'se, Afriko! konci
naprostou deziluzi: Zacharias nejenze nenasel zptisob obzivy, ale navic
pfisel o manzelku, ktera byla brutalné zavrazdéna. Rogosin s filmem
uspél na benatském festivalu a pomohl jim iniciovat rodici se cyklus
filmt namitenych proti apartheidu.

V nasledujici dekadé se jeho produktivita snizila. Nékolik let stra-
vil sbérem materialt pro tieti celovecerni snimek Dobré casy, nadherné casy
(Good Times, Wonderful Times, 1965), v némz provokativné propojil dvé
roviny: scény z londynské koktejlové party, kde se probira vie od valky po
holeni podpazi, jsou alternovany s ¢asto mimoradné brutalnimi found
footage zabéry, které ukazuji utrpeni dospélych i déti béhem svétovych
valek a soucasné dokumentuji masové podléhani populistické rétorice
charismatickych vidci. Ostre protivalecny film obvinuje Zapad a ze-
jména zahalcivou smetanku z bagatelizace valky a zla a fale$né nostalgie
po starych dobrych casech. Svou filmovou eseji chtél Rogosin probudit
spolecnost z letargie a upozornit ji na hrozbu dalsiho krvavého konfliktu
a globalni nuklearni katastrofy.

Po dvou kratkometraznich filmech How Do You Like Them Bananas
a Oysters R’ in Season (oba z roku 1966) se Rogosin vratil k celovecerni-
mu formatu ve snimcich Cerné koreny (Black Roots, 1970) a Black Fantasy
(1972) reflektujicich spolecenskou situaci Afroameri¢ant. Druhy jme-
novany vznikl za vyznamného autorského prispéni hudebnika a bojov-
nika za obcanska prava Jima Colliera; v centru pozornosti je zejména
jeho manzelstvi s béloskou. Afroamericané jsou také vyraznymi aktéry
filmu Drevorubci z hlubokého jiku (Woodcutters of the Deep South, 1973),
ktery se zamétuje na exploataci délniki ze strany dfevarskych korpo-
raci v Mississippi a Alabamé. Rogosinova rezijni kariéra se uzavtela
¢tyficetiminutovym filmem Arabsko-izraelsky dialog (Arab Israeli Dialog,
1974), ve kterém izraelsky novinat Amos Kenan a palestinsky basnik
Rasid Husajn debatuji o napéti na Blizkém vychodé a moznych fesenich
izraelsko-palestinského konfliktu.

Rogosin mél mnoho dalsich napadi - chtél tocit o navazskych
indianech, Paulu Gauguinovi nebo policejni brutalité v New Yorku.
Vsechny jeho posledni filmy ale vznikaly ve finan¢nich tézkostech (Casto
s prispénim evropskych televiznich stanic) a ve druhé poloviné 70. let
se mu jiz nepodarilo nastradat potfebny kapital. Ve stejné dob¢ se mu-
sel vzdat dalsi vyznamné aktivity. V roce 1960 se stal provozovatelem
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artového kina na Bleecker Street v Greenwich Village, které se v nasledu-
jicich letech stalo jednim z center newyorské nezavislé scény. Pravé zde se
schazela skupina kolem Jonase Mekase, ktera v gestu vzdoru proti zave-
denym poradkim prijala jméno New American Cinema. Rogosin kino
vedl az do roku 1974, kdy jej odkoupil Sid Geffen.

Lionel Rogosin se sice vzdy pohyboval na periferii filmového pri-
myslu, ale nastésti nezastal v zapomnéni. Jeho prakopnické aktivity na
poli nezavislé produkce a uvadéni mély zasadni vliv na nékolik generaci
tvarct - od Johna Cassavetese po Martina Scorsescho, ktery byl v 60. le-
tech pravidelnym navstévnikem Bleecker Street Cinema. Po Rogosinové
smrti v roce 2000 o otctiv odkaz pecuje jeho syn Michael, zakladatel
spolec¢nosti Rogosin Heritage, jejimz cilem je ,,obnova, zachovani a pro-
pagace odkazu a dila Lionela Rogosina®. Michael je autorem dokumen-
tarnich snimkt o vzniku a vyznamu vétsiny otcovych filmi a zaroven
jednim z iniciatort projektu, jehoz cilem bylo ve spolupraci s véhlasnou
laboratofi pii Bolonské cinematéce tyto filmy zrestaurovat a zpiistupnit.
Mizeme se tedy tésit z toho, ze Rogosinova politicky angazovana a vyso-
ce humanisticka tvorba bude nadale stimulovat dialog, ktery je v dnesni

dobé¢ tolik potiebny.
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Direct from the New York Cultural Center’s Festival
EARLY FILMS of the
NEW CZECH CINEMA
These f1lms represent the first creative efforts to emerge from

what has been referred to as the Czech "New Wave" , which began in the

early 1960's. All the directors represented (with the exception of

Brynch) were recent graduates of FAMU (Film Faculty of the Academy of

Performing Arts), Prague's famous film school. Brynch's film was

chosen to 1llustrate how a middle-generation director adapted an

established style of film-making to contemporary film-making ideas in
this director's first step in a new direction.

"SOMETHING DIFFERENT" a contrast between the lives of a champion lady
gymnast, Olymplc Uold Medalist, Eva Bosakova (who plays herself) and

a harried Prague housewife. Written and directed by Vera Chytilova.

Grand Prize , Mannheim 1963. 85min. B/W Rental:.$135.00

"DIAMCONDS OF THE NIGHT" an exploration into the subconscious minds of
two boys [leeing a concentration camp transport on its way to the death
chamber. Screenplay and direction by Jan Nemec. 7Omin. B/W
Grand Prize , Mannheim 1964 Rental: $100.00

"TRANSPORT FROM PARADISE" an exposure of the Kafkaesque tension which
eéxisted In the nortorious Terezin Ghetto, a Nazi concentration camp
which was used as the last stop on the journey to the extermination
camps of World War II. 94min. B/W Grand Prize , Locarno 1964
Rental: §135.00 Directed by Zbynek Brynch.

"JOSEF KILIAN" a biting satire which relates the story of an "individual"
who Ilves In a society where the lonely borrow companionship from cat

lending shops, and who become embrolled in a bureaucratic Kafkaesque

nightmare when he tries to return hls borrowed companion., Directed by

S:Vgllmrageléoand Jan Schmidt. U43min. B/W Grand Prize , Oberhausen 1964
ntal: $90. ;

"THE CEILING" concerns itself with the life of a fashion model who
sets hersell a low "celling" of attalmment instead of pursuing more
fruitful goals. This f1lm was Miss Chytilova's graduation piece from
FAMU, A4Omin, B/W Written by Pavel Juracek and directed by Vera
Chytilova. Rental: $90.00

RENTAL OF ALL 5 FILMS AS A FESTIVAL: $450.00 o

IMPACT FIL
I44 Bleecker St. New N o Fy
Ph; 212-OR4 - T S 'zsm‘gtgslq::ur -.

BECKER'S
CASQUE D'OR
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NA BOWERY (ON THE BOWERY)
1955-1956

»Prace na filmu Na Bowery mé naucila formovat realitu tak, aby

se dotkla predstavivosti jinych lidi. Realita urcité komunity nebo
spolecnosti ve své tplnosti je natolik bezbteha, ze jakykoliv pokus
o obsahnuti celé jeji $ife nevyda nic nez bezvyznamny vycet
vycpélych fakti, kterym ja fikam ,dokument’. Flahertyho skvélé
filmy maji s dokumentem spole¢ného asi tolik, co prvotiidni
poezie s vécnou sociologickou zpravou.”

Na Bowery byl prvnim ocenénym filmem Lionela Rogosina. V roce 1956
ziskal cenu za nejlepsi dokument na Benatském filmovém festivalu, cenu
BAFTA za nejlepsi dokument a nominaci na Oscara v kategorii nejlepsi
dokumentarni film.

Rogosintv filmafsky styl byl od samého pocatku primy a prosy-
ceny laskavosti. Své filmy tocil ,zevniti®, ukazoval své subjekty v jejich
obvyklém prostredi a nechaval je mluvit jejich vlastnimi slovy. Vybiral
si obyc¢ejné lidi, ktet uvizli v pasti béznych problému - bezdomovectvi,
alkoholismu, rasové diskriminace, pracovnich svari, chudoby ¢i valky -
a jeho filmy tak podavaly pal¢iva svédectvi. Ctvrt Bowery s jejimi obyva-
teli si vybral za sviij prvni namét - chtél tak poodhalit osudy lidi, ktefi se
propijeji vlastnim zivotem ve snaze mu uniknout.

Tt muzi zacali natacet film s jednim magnetofonem a lehkou
kamerou Arriflex.

»M¢li jsme pfipravenou soustavu pouli¢nich scén, ale chybély
nam dialogy. Cht¢li jsme improvizovat, ale nevédél jsem, jak

na to. PfiSel jsem tomu na kloub piimo na place, kdyz mi

doslo, ze Gorman, Ray a Frank maji v zasobé¢ spoustu osobnich
historek a anekdot, které mtzou z fleku vypravét. Zacal jsem si
uvédomovat, ze kdyz se budu drzet udalosti v jejich zivotech,
dialogy budou znit autenticky a spontanné. Vyvinul jsem metodu
improvizovaného dialogu, kterou jsem pak vyuzival i v dalsich

filmech.”

Pak objevili svého hlavniho hrdinu, 40letého potulného zeleznica-
fe Raye Salyera, ktery se v Bowery zjevil po prohyfeném vikendu.
Vypadal potad dost mladé¢, byt trochu zvadle, a byl dokonalym

Citace pochazeji z doposud nevydanych memoara Lionela Rogosina.
Pouzito s laskavym svolenim Michacla Rogosina.
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zpodobnénim clovéka, ktery nemél v zivoté tésti, ale zaroven jesté neni
uplné ztraceny.

Slovy Marka Sufrina: ,,Stali jsme na rohu ulice, kde mladsi muzi
obvykle vyhliZeli na ten den néjakou praci a i -
jednou jsme spatfili cloveka, ktery » Kdyi jsme k nému plv‘iéli
se nam skvéle hodil do jedné z hlav-| a prom]uvﬂi na néj, byli
nich roli - fyzicky to byl nas splnény jsme Stéstim bez sebe,
sen. Kdyz jsme k nému pfisli a pro- protoie jChO pf'ibéh byl
mluvili na n&j, byli jsme $téstim bez | témér identicky s nasim
sebe, protoze jeho ptibéh byl témér scénarem. «
identicky s nasim scénarem. Pokud \ J
vam to piijde pon¢kud détinské ¢i naivni, dovolte mi to vysvétlit. Jedna
véc je roli ,napsat’ a pak ji obsadit - tfeba i ¢lovékem z ulice. Néco uplné
jiného je dat postavé konkrétni vék, vzhled, povolani, ptvod, okolnosti,
které ho do soucasného stavu dostaly, a pak pfijit na roh ulice, zahléd-
nout né¢jakého clovéka a fict si ,takhle néjak by mohl vypadat’, a pak
zjistit, ze ten clovek splnuje Gplné viechno, co jste si o ném vymysleli, do
posledniho detailu, véetné penéz, které si vydélal a obratem propil (bylo
to skoro na dolar presné).”

AnkAvith
AV i

I

WITHOUT QUESTION, IT IS AMONG
ES EVER MADE IN I‘HI’S COUNTRY!”

Hlodus, Hordd Trlwen

& "Such prodigious power and understand that it desery
{ even more than the honors uk:jdy won af - [
Venice and Edinburgh!” _s.... u v.p.. / /7
o

1“Shattering power . . . grippi i ‘I
'« + . gripping, remarkably realisti IC
powerful prize-winning d:emu!”.m:u Mogurins ol

7




192 Prihledna bytost: Lionel Rogosin

ternobily USA
1750 m
1hod. 2 min.
4dily

vod
18 mm : 700 m i

Pdvodni nézev: On the Bowery.
Majitel monopoly: Osttedni pi

. Promiténi povoleno:

osin. Rok vfroby: 1955.

dlouhf

oy | NA BOWERY
Hilm

HiPe 35 may

Americkg hrang dokument

I TR, T TR T

Distribuci filmu rovidd)l Krajskb n
Seznam nl.llnnjl: ‘materifla;
fil, diapozitiy. 2 m“m

+ AUTORI: Scén¥: Mark Sufrin, Re¥ie

za spoluprce Richarda Bagleye a Marka Su.iﬂ' s cg‘osn
,  chard Bagley. Hudba: Charles MilL - na. Kamera: Ri-
¢ titulky: FrantiSek Vrba, s. Sthih: Carl Lerner. Ceské

* MERCI: Ray Salyer
5 aneryﬁ’ yer, Gorman Hendricks, Frank Matthews (mu2i

DBSAH: v Manhattanu, v Ustfedni &tvr
' ti New Yorku, ndkolik
blokd od hﬂl’lkéhkﬁhu Wall Str
eety a pfﬁp]chové Pété Avenue,

nejsmutnd|¥l a nejhrozn
stinu Zelezné konstrukce nadzemn{ f.{m: -~ Py e

spofi na chvili zapomna&li na svou bidu, —

ubohost a-Spiny se dostdvé mladg Ray

:ut;i:}y. Ditsr;l[apm!ll v Karoling, pak od
PrOPUStENI( z armddy pracoval na stavbd Zelezntént t

:r N!;:sey. Nyn! je bez zaméstnént, Rad by sl nadel néjakou pr:l::‘ll

5 fen pifleitostnou, aby se dostal z toho nnjhor!{ho:

m na Bowery se préce nenajde a ani nehled4. Jejim obyva-

Do tohoto prostfed!
Salyer, roddk z Ken-
edel s bratrem na vojnu

POvVOTETTY

1. 11 1980, Ovodnl titulky: Seské, Mluveno: englicky. Podtitulky: besks.

film, koncerty a estrfidy.
plakétek, série fotogra.

wNa Bowery” pokr,
refiséra a soulasns producenta Lionelg i’aggzm:?;ﬁ’:g
divaky d? zvldStniho prostreds proslulé newyorské ulice
ry”, kterd je shroma¥distém ztracengch existenct
&sta, povaledd a pijdkil. Postavy hlavntho hrdiny
fygg;’!ﬂ:ﬂo ;wrg:dga fldkate a notorického ai-
endrickse
mu setkdvdme, nejsou vy oy A LI

mysleny, ngbrf do podr
nostl odpozorovdny ze *tvota ng anefy. g’ep!‘ed‘;tavnjfwje
také profesiondini herct, nybrs lide, vybrant re¥isérem
;1”,'{:;‘;0 spoi{upmcounjky yﬂn:to Z iohoto zvldStniho pro-
ukazu}&;m :frrg gggoﬁr?s’g h i':;;;remym g o
chem, Pro svif reaﬂsrickﬁ' Rl & s & s

hled a ui
byl vyznamendn mj, Verkoupo Pnélockd ctedrning

L cenou za dokumentdrni ftlm
na MFF
o v Eendrkd.ch 1956 a Cenou Britské filmové aka-

teldm staf, kdyZ se dostanou k pitt, at ji2 je to jakgmko!
2pdsobem. Ray znd zvyky Bowery a je oc]hotngn kanjlaaradr pl::
hostit, Rézem se jich kolem n@) nahrne celf kupa a v

a muskétovém vinu propjf Jeho poslednr penize. Ray se pFitom
seznémi s fldkafem a notorick§m alkoholikem Gormanem
Hendricksem. Aby m#l na nocleh, musi prodat néco ze svfeh
ubohfch svrdkd, které si phinesl v odfeném kufftku a které
opatruje jako oko v hlavd. Jakmile viak dostane za kalhoty

pér dolard, zapomene na vdechns dobré pfedsevzet! a da se

Fllmovy prehled ¢. 24 (26. VI. 1961)
Nt -

—
NA BOWERY

s Rayem, hrd§m na 1o,

pro toho 2e jif nent cesta zpatky.

OrTA] i} ho opilostl a ukradne mu kufr se viddl v 4 \ L F ; n$
oyhon St 3 :‘::dj':“'l:ml — Jedinou ceonou vich, s nit :“urr’ornu“. Pad viivem tohota fiimu Rogosin zatal pazdé]i foto-
g“ ]ll::mﬂhmc nechtdl rozloutit. Kufr mu dopomiite k noclehu

pozdd)i se sénoval vhradnd filmu. V misdi zhiéd) desitky

o snad stovky filmi, sle nelvfo ze viech o nd) zepCaoll =]

gralevatl scény ze ivota ma Bowery, kieré se sialy zékladem

. Po vzoru
v hotslu, zatimco oplly Ray hl.og ui:il' i_ ?;;;‘twp?;? :ﬂ:‘: jeho pevniho samostatného dakumentfirniho filmu,
e
Ray ptileZitostnon précl jako zdvoznik. B ey
redsevzetl. Gorman profldka den s Fr 4 ‘ i
:w'll“:::c:e ?.'uenl a ted vozl ve staré kdfe papir[:; s:!rv?‘:;z , % prostedi, které chté) Tachytit, Problasil: ,Pro mne fe
do Tichomoli. Veler se se v tep: :
sl vydélal na ceste do %o si Lw.!l‘lﬂl pér dolard poctivou pract,  PReGEWEs SPRNC DUKY — Toto presvédient, 18 by o
Smbje se my, Ze on znd lehil zpasaby, jak si vydslat pentze. Tt i o aauted, o pricorere e metaout pre
Al tusl, ¥& to byl Gormen, kdo ho okradl, o= 2
::a’; "’:: ‘;.;;a :a:t k pitl. Pije jen kl)kﬂkoll\;i ah -;a ??;I ]:: :\?. o ogosin Komentoval slovy: ,Hol aood? Tam nemém co
tehfrny, aby tak unikl vébeni alkoholu. L 1
mmﬁ;ﬂ |m:: mnk*umpurny se sprchami a poradek, ktery zde ipinou tvires svobodu. U nefleptim pHipadé i o v?:‘
:‘Jifan': °nez odmluyy snese | kdzani pana farafe — rs;iol;ealﬁ cesty. PROIE to odporuje ejich :pm" hu :;ygeﬁ[: pmmh rl;. »
: 7 = R, R R R sleckd nezfvislost se navzéjem vylubujl’ —
tohoto ,lidumiiného” podniku i se nova podiehne & UM R
; ' s Gspéchu filma ,Na Bowery" od]
uniknout Epiné Bowery, ale nakonec ptece jen 2 lehne " oringrodnim G3p oo Rogon v v
i sl DAvRionSy R 7 do jigni Afriky, kde matodil druhy
touze po alkoholu a vrétl se mez opl. e 1957 do ; o ey ekt
b o i gleviengu formou o tétn zemi, u
Nejende propije témaf vie, co sl v m Gky, k nid zavdala vyprévéjici o o, e Assiia!
a uBettil, ale v opilosti se dosténe do rvacky, . Thetta a kde dosud Slat ras cvraC s ik
PR e dlv‘ka.aDu Lr:e Zt“lzg:?:é?:ec}g?le‘p}e:::;ﬁ?: T.;I, Tolo otbdsajici svédectvi o ghavjch problémech e o oA
tici, kde ho zlod&ji oberou © : » 88 i
::i urﬁ';xo kdy ulici prochazi policejni I}Im;aaa l;r.nﬂnzlifﬂhﬁzl‘:t bilgeh K atist, bylo promiténo v ] rreepgeiles
1 ; posledni chvill zachrénl pred Veie A : orma
:]a‘:::gé I;?it;e?k védomi, je znovu pevnd odbodlén s‘knnwr’u: L s debk p y
$ivotem. Jenie nyni [e v mnohem horsi situaci, nel by e Al et y rasevs naco
red o : el ma Bowery: o Spitove: S t ve Spojenjch sttech. Hogosinovon umiélec A
B tany & potent. 14d L g0 Coiouge, o 17 - eg z akovy, jak§ nyni je, to Je L s jeha
ot Rl&ﬂ Evi:e"‘c:zi‘g\féf: stavu se’ fam 1e- ‘km:fla; c::;s:llt;‘;tl::::o;l :Giﬁm te jednou bude takovy,
B e Gormanov svidomi, Rozdalf se s nim  skrytymi nodcbaies, POL ) ~
maZe dostat. V Gormanovi s2 hne e R Y ek fyen st prsl, sby byl
rodejem jeho wiicl, & mu I«
iwmmntmbjét;r:slﬁ:?l—p phileitost dostat se 2 'Bo:vars.ml:m::
ni viak nevir, e by se to Rayovl mo!
:I.mfnjzgtm:&m\radeenl. Je kdo jednou na Bowery zapadne,

Abdrk o proto
ho wsiloval n co nejvitsl pravdivost
Ln::;:: volil za piedstavitele svéhp (ilmn ne herce, ale Tidi

predeviim zbrani pravdy. V iivolé spoletnosti, v mit Eijeme,

furnaliston

covat v Holly

délat. Tampi pramysinici nikdy pebyli schopni dét umilei

nentu, ktery vie sp dlivm hoé proti

imové kritlky. —
v Benfitkich a ziskalo e l:u’nlnl.u::: Fetim dokumentir-

LIDN OSIN, Ficetilety americky relisér — doko-
.‘3‘.;“; .mwn::.:l fiimi, se marodil v New

L Yorka @ bobaté ped radiny. 1 chemii, ale

4

193 Pozndmky k filmu

NA BOWERY
LOTTE H. EISNER

~Velkym prekvapenim, Gplnym zjevenim sedmého ro¢niku Festivalu
dokumentarnich a kratkych filmt (Benatky) byl film Na Bowery (USA),
dokument s prvky hraného filmu, ktery reziroval Lionel Rogosin, mlady
rezisér pozoruhodného talentu. Kamera v rukach Richarda Bagleyho
(reziséra filmu The Vigil (No¢ni hlidka)) zdarné odolava stylizaci. Rogo-
sin kamerou pozoruje nekompromisné a bez rozpacitych piikras ¢i obav
z lidské osklivosti nam v této newyorské ctvrti ukazuje polorozpadlé
chatrce, chodniky, na nichz se vali staré noviny a lepi hnijici odpadky,
a ulice, na nichz apaticky prezivaji alkoholici, ktefi ptisli o posledni
zbytky lidstvi i veskerou nadéji. Kvuli tomuto filmu mezi nimi Rogosin
pobyval Sest mésicti a nechal tyto lidi svobodné prozivat jejich $pinavé
kazdodenni zivoty plné mizérie. Povedlo se mu pomoci autentickych
dialogti zachytit pfesné to, co tito lidé oteviené fikaji. Tento film mluvi
jejich jazykem bez jakychkoli ptikras. Piibéh je velice prosty: nahoda pfi-
vede muze do Bowery. Tam se opije, pfijde o penize i sviij kufr a zacne Zit
toulavym zivotem. Kdyz dostane penize, aby mohl z tohoto pekla utéct,
rozhodne se zistat, ¢imz se propada stale hloubéji. Je to odvazny film,
s precizni vypravou, sebevédomou rezif a skvélym stiithem.”

Lotte H. Eisner, ,Un uomo sulla Bowery*, Cinema Nuovo, ¢. 89, 10, zati 1956.
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VRAT SE, AFRIKO!
(COME BACK, AFRICA)

Kdyz Rogosin ve svych 30 letech odesel z rodinného podniku, snil

o tom, ze bude délat filmy, které by odhalovaly vsechno, ,co se lidé snazi
nevidét”“. (éasopis Horizon, btezen 1961). Kdyz vznikal film Na Bowery, mél
Rogosin v planu natocit filmovou trilogii, ktera by zobrazovala rasismus
ve tfech riiznych castech svéta - Spojenych statech, Jizni Africe a Asii.
Vrat se, Afriko! je prvnim filmem z této série.

Z Rogosinovych memoart:

»S ¢imkoliv, co byt jen vzdalené ptipomina fasismus, je nutno ze
vsech sil bojovat. Je az s podivem, jak nepopularni je dnes tento
postoj, zejména kdyz uvazime, ze neuplynulo ani 20 let od doby,
kdy nacisticka zvirata témér zlikvidovala lidskou civilizaci a udé-
lala ze zivota na zemi u¢inénou no¢ni muru. Citil jsem zoufalou
touhu vSem lidem na svété fict, jak nedozirné nasledky toto nekon-
trolované primitivni chovani miize mit.

Vlada apartheidu, pravniho systému zalozeného na rasové segregaci, za-
cala v Jizni Africe v roce 1948. Tento systém vytlacil cerné Jihoafricany,
ktefi tvorili vétsinu obyvatel, do prelidnénych slumi, kde se jim dosta-
valo horsich sluzeb nez bilé mensiné. Lewis Nkosi, jenz je spoluautorem
scénare, ve své knize Home and Exile (Domov a exil) pise:

»Aby si ¢ernoch v druhé poloviné 20. stoleti v Jizni Africe doka-
zal zachovat zdravy rozum, potieboval notnou davku smyslu pro
humor a surrealisticky drsny davtip... Zda se, ze tyto vlastnosti
jsou jedinou obranou proti dusevnimu chaosu a zmatku, které by
dokazaly pfipravit o rozum kohokoli.”

Rogosin s manzelkou Elinor dorazili do Kapského Mésta v Jihoafrické
republice 29. kvétna 1957. V té dobé stanulo pred soudem za velezradu
celkem 156 ¢lent vedeni Afrického narodniho kongresu a jeho spojencii
(véetné Nelsona Mandely). Tento proces trval po celou dobu jejich poby-
tu. Stoji za povsimnuti, Ze v tom case byli ve Spojenych statech bojovnici
za rovnopravnost povazovani za komunistické agitatory a ze Jizni Afrika
byla béhem studené valky spojencem USA.
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Rogosinovi v zemi stravili 9 mésicii, béhem nichz poznavali
zemi a mistni lidi. Rogosin si obezietné pripravoval padu pro svij
film, pficemz si byl védom, ze jakékoliv pochybeni ¢i kontakt s odptirci
apartheidu jeho projekt ohrozi. Hned na zacatku se potaji setkal s Myrtle
a Montym Bermanovymi, ktefi organizovali hnuti proti apartheidu. Byl
to velice dilezity kontakt, protoze jejich prostfednictvim se postupné
seznamil s dalsimi bojovniky proti apartheidu.

Tou dobou Lionel s Elinor cestovali po zemi a seznamovali se
se zpusobem zivota v Jizni Africe. Béhem mésict, kdy se snazili ziskat
viza a turisticka povoleni, Rogosinovi pochopili, jak citliva je vlada
apartheidu na protivladni ,,konspirace®. Snazili se omezovat tplné vse,
tfeba pripravy na film, ktery se chystal natocit a jenz zpochybnoval jejich
moralku. Rogosin se naucil odrazet podezfeni, které jeho film vzbuzoval.
»-Rezim si je Spiont védom mnohem méné¢, nez jsou si $pioni védomi re-
zimu,* prohlasil. Jejich vylety se obcas ukazaly jako nebezpecné, zejména
cestujete-li s mladou t¢hotnou Zenou (Elinor tou dobou ¢ekala Michaela,
prvniho ze tif synit) po zradnych silnicich, kde ¢asto jezdi poruchova
auta. Béhem cesty z Johannesburgu do Durbanu se vecer na Velky patek
srazili s protijedoucim predjizdéjicim vozidlem. Pti nehodé Rogosinovi
utrpéli vazné pohmozdéniny a trzné rany a trvalo mnoho naro¢nych
hodin, nez se jim podafilo vratit se do Johannesburgu. Lékaiské péce
se jim dostalo az nasledujiciho dne, kdy se zaroven potvrdilo, ze Elinor
nepotratila. Elinor na filmu pracovala i nadale, zejména jako skriptka
(osoba zodpovédna za kontinuitu filmového vypravéni, jez si zapisuje
vsechny detaily ohledné¢ kostymiti a rekvizit a hlida konzistenci na sebe
navazujicich zabéru, které se mnohdy to¢i v riizné dny). Rovnéz potizo-
vala fotografie z filmu a pfipravovala snidané a obédy pro herce a stab
a vecer prohlizela nesestfihané scény, které byly toho dne natoceny. Jak
sama fikala: ,Byla jsem té¢hotna skoro po celou dobu nataceni, a kromé
dennich povinnosti skriptky, pracujici na podvratném filmu, jsem neméla
zadné problémy. Chodila jsem na lekce dychani, a nakonec jsem navzdo-
ry vSemu porodila zcela prirozené.”
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VRAT SE, AFRIKO! )
A DEJINY JIHOAFRICKEHO FILMU'!
NTONGELA MASILELA

»Prvotni nadsent, které doprovazelo uvedeni pohyblivych obrazki
na platno v Jizni Africe, zahy vystiidala relativni lhostejnost tis-
a 1 | historického materialu nebyl v Jizni
» Jii v roce 1919... nebylo Africe velky, coz mélo polito-
kvali nizk}'lm mzdam vanihodné dusledky. Jiz v roce
mozné ani jen uvazovat 1919... nebylo kviili nizkym
o} Speciﬁcké kinematograﬁi, mzdam mozné ani jen uvazovat
ktera by cilila na publikum o specifické kinematografii, kte-
jiného nez evropského ra by cilila na publikum jiného
\pﬁVOdu. « Jnei evropského pi’lvodu.“2

V Jizni Africe hrala klicovou roli ekonomika. Struktura, vyvoj a ideolo-
gické implikace jihoafrické kinematografie se zrodily v historickém kon-
textu spolecenskych rozpori, které vznikly disledkem tézebni revoluce.
Tuto revoluci v hospodarskych déjinach Jizni Afriky odstartoval objev
diamantovych a zlatych dolt v 60. a 80. letech 19. stoleti, konkrétné v ob-
lasti kolem Kimberley a Johannesburgu. Diky tomu zacala industrializa-
ce zemé prostiednictvim dtlniho primyslu, ktera méla jak narodni, tak
mezinarodni dopady. Z mezinarodniho pohledu bylo britskému kapitalu
umoznéno pronikat hloubéji do zemé a Britanie, jejiz zajmy v Jihoafrické
republice chrani konzervativni ideologie, tak vykoristuje Jizni Afriku
dodneska.

Prvni seriozni teoretické formulace ideologie a filozofie aparthei-
du, ktery mél pro jihoafrickou filmovou kulturu tragické nasledky, nasly
své misto v publikacich o diillnim primyslu. Ideologie apartheidu jihoaf-
rickou kinematografii zcela formovala. Ve chvili svého zrodu byla jiho-
africka kinematografie ideologii apartheidu posedla, ovsem ne z pozice
kritika, nybrz jako nékoho, kdo se snazi apartheid otisknout do historické
imaginace a védomi ¢erného obyvatelstva (Africant, Inda nebo takzva-
nych ,barevnych®). Jihoafricka kinematografie tvorena umélci v exilu
naopak této kulturni hegemonii vzdorovala.

Piestoze se od roku 1909 filmy v Jizni Africe promitaly neustale,
uplné prvni film byl uveden v pondéli, 11. kvétna 1896 v Johannesburgu.
Dalni priamysl nepiimo ovliviioval i kulturni skladbu divaka v dalnich

1 Z ¢asopisu Jump Cut, ¢. 36, kvéten 1991, str. 61-65.

Copyright Jump Cut: A Review of Contemporary Media, 1991, 2006.

2 Thelma Gutsche, The History and Social Significance of Motion Pictures in South Africa: 1895-1940
(D¢jiny a spolecensky vyznam filmu v Jizni Africe: 1895-1940).
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komplexech. Publikum zde tvotily zejména dvé velké skupiny: cernossti
venkované, ktefi byli postupné rekrutovani jako hornici, a bili zemédélci,
z nichz se postupné staval pramyslovy proletariat. Hornici vyhledavali
zdroj zabavy v hudebnich divadlech nebo varieté. Film tyto umélecké
formy postupné vytlacil a kulturni prostor zcela obsadil. V publiku se
nachazelo rovnéz mnoho prist¢hovalct, zejména Zidt z vychodni Ev-
ropy, ktefi prchali pied pogromy a do Jizni Afriky pfijeli hledat bohatstvi
prostiednictvim dilniho pramyslu. Ve velkych mestech podporovala ﬁlm
bila stiedni tiida, jejiz bohatstvi ¢aste
pramyslu, ktery diky diverzifikaci

rostouciho kapitalu z tézby vzkvétal.

» Jinymi slovy, rozvoj
filmové kultury v Jizni
Africe byl zcela v rukach

dilniho pramyslu. «

Jinymi slovy, rozvoj filmové kultur
v Jizni Africe byl zcela v rukach dal

niho pramyslu.

Té¢zebni revoluce vedla rovnéz k vypuknuti moderni imperialistické
valky. Moderni byla v tom smyslu, Ze se nebojovalo o tizemi, nybrz
o nadvladu nad statem a primyslem. V historickém kontextu druhé
burské valky, ktera probihala v letech 1899-1901 a v niz soupefily britské
imperialni zajmy s barskymi (afrikanskymi) narodnimi zajmy, byly nato-
¢eny pravdépodobné prvni jihoafrické propagandistické filmy. Centrem
této propagandistické valky byla hlavni britska filmova studia (British
Mutoscope a Biograph Co., R. W. Paul a Warwick Trading Company)
a mnoho dalsich (napt. Pathé, Gaumont, Gibbons, Edison). Slovy social-
ni filmové historicky Elizabeth Grottle Strebel: britska filmova studia se
pouze snazila zachovat ,myty a symboly britské imperialni ikonografie®.
Béhem této imperialni valky se tocily dva druhy filma: drsny dokumen-
tarni film a inscenovany propagandisticky film. Strebel zminuje, ze tyto
propagandistické filmy proti Baram kopiruji estetiku téch, které staly
u zrodu filmu: realismus bratii Lumiert a magii Georgese Méliese.
Ideologie apartheidu diktovala, Ze by pro ,rozdilné® vefejné sféry
v Jizni Africe méla existovat také segregovana kinematografie. Disledkem
toho dnes mame kinematografii, kterou lze oznacit jako ¢ernosskou kine-
matografii apartheidu. Vznikla v roce 1920 na popud amerického pastora
Raye Phillipse z Amgrické rady komisaiii pro zahrani¢ni mise (American
Board of Missions). Cernosska kinematografie apartheidu se ptivodné za-
métovala pouze na Africany v dalnich komplexech; méla za tkol ,,rozmél-
nit kriminalni sklony“. Komora dtilniho primyslu (Chamber of Mines)
a Odbor pro domorodé¢ zalezitosti (Municipal Native Affairs Department)
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se o rozvoj této kinematografie ¢ile zajimaly. Casem ji méla vlada aparthei-
du velkoryse financovat prostfednictvim riznych ministerskych odbort.

Kvuli ideologii apartheidu, ktera kazala dominanci bilych, tvotili
¢ernosskou kinematografii apartheidu vesmés bili Jihoafricani (rezisérfi,
kameram%ni, stithaci atd.) a ¢ernosské obyvatelstvo bylo pouze konzu-
mentem. Casem tato kinematografie roztahla sva dabelska chapadla
z dtlnich komplext do ¢ernosskych méstskych ¢asti a do zfizenych re-
zervaci, tzv. ,bantustant®. Zatimco vyrobu filmii ovladala bila mensina
a kralovsky na tom vydélavala, herci byli obvykle Africani. Ti se k pro-
dukci dostali teprve nedavno a jejich filmy se obvykle todiv Jazyce Zulu.
Cernogska kinematografie apartheld
historickou a politickou imaginaci[ » Cerno$ska kinematograﬁe
¢ernochi. Takova kinematografie apartheidu méla za cil znicit
byla pouze dalsim nastrojem ideo-| a demobilizovat historickou
logie apartheidu, jak jihoafrickou| a politickou imaginaci
kinematografii odsoudit k podpri ¢ernochtl. «
mérnosti a neaspéchu.

Soubézné s ¢ernosskou kinematografii apartheidu se rozvijela
také Afrikanska kinematografie. Jak presvédcivé argumentuje Keyan
Tomaselli, struktura filmt natocenych v této tradici se odviji od proti-
kladu outsider versus insider. Podle Tomaselliho prostupuje touto kine-
matografii téma xenofobie, a to z toho duvodu, ze tézba zlata podléhala
lgritsk)’/m imperialnim z4jmtim, a nikoliv afrikanskym narodnim zajmam.
Casem se tato xenofobie zaméfila na ¢ernochy, tj. pfesunula se z ekono-
mické sféry (bili proti bilym) do sféry politické (bili proti ¢ernym). A tam
uz zustala. Ve své podstaté byla xenofobie soucasti ideologického stitu
Afrikdnct a jejich bilého nacionalismu.

Presto byl v Jizni Africe pred 30 lety tajné¢ natocen film, ktery
dokazal pfedznamenat, jak by mohla vypadat autenticka narodni kine-
matografie. Vrat se, Afriko!, ktery natocil nezavisly americky rezisér Lionel
Rogosin, je bezesporu vrcholem jihoafrické filmové kultury. Tento film
zde byl v roce 1957 zakazan. 1. kvétna 1988 nastal pro nasi tézce zkouse-
nou zemi historicky okamzik, protoze v tento den se tady poprvé Rogosi-
niv film vefejné promital.
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VRAT SE, AFRIKO!
,2ZALU]JI...!“ SYSTEM APARTHEIDU
FRANCOIS BOVIER A CEDRIC FLUCKIGER

Viat'se, Afriko! (Come Back, Africa, 1959), druhy celovecerni snimek
Lionela Rogosina (po filmu Na Bowery / On the Bowery, 1956), je jednim
z prvnich filmu, které oteviené odsuzuji apartheid v Jihoafrické republice
(institucionalizovany od roku 1948 a pfedznamenany diskrimina¢nimi
kolonialnimi zakony z 10. let 20. stoleti). Rezisér kvili projektu spolu

s manzelkou Elinor pobyval v Johannesburgu od kvétna 1957; film se
natacel v roce 1958 po dobu ¢tyt mésicti prakticky v utajeni, pficemz
Rogosin tradtim tvrdil, ze nataci dokument o hudbé a zivych tradicich
anebo ze chysta adaptaci paméti Deneyse Reitze o burské valce. Aktivi-
sticky film Vrat se, Afriko! vznikl diky siti odptircti apartheidu, predevsim
diky redakci ¢asopisu Drum, ktery byl zalozen v roce 1951 a vénoval se
jak popularnim tématim (jazzova kultura, reportaze z prostiedi gangi
a kriminalnich ¢ind, portréty celebrit a fotografie z pin-up girl), tak in-
vestigativni zurnalistice, odsuzujici podminky zivota ve véznicich a na
venkové. Vyznacoval se také angazovanou fotozurnalistikou.

William ,,Bloke* Modisane, aktivista, spisovatel, ¢len African
Theater Workshop, jazzovy kritik, novinaf z ¢asopisu Drum a spoluautor
scénafe k filmu Vrat'se, Afriko!, popsal Rogosintv filmovy projekt ve své
autobiografii z roku 1963:

Film Vrat'se, Afriko! je prvnim autentickym svédectvim o systému
apartheidu v Jihoafrické republice, které bylo natoc¢eno na kame-
ru. [...] Lionel Rogosin se pii rozpracovavani ptibéhu ponotil do
hloubky, vydal se do nejodpornéjsich mist, aby pochopil pocity
Africanti. Chodil do nelegélnich bari, takzvanych shebeent,

a poslouchal, jak lidé n¢kdy s hotkosti, jindy s humorem vypravéji
o nespravedlnosti, bidé a chudobé, které se podepsaly na jejich
zivoté. [...] Nez byl pfipraven zacit natacet, naucili jsme ho vidét,
myslet a reagovat jako African.

Film Vrat se, Afriko! sttida pozorovatelsky ton s tvrdou kritikou a empatii
k postavam a odhaluje fungovani apartheidu na ptibéhu muze, ktery

je nucen opustit venkov a hledat praci v Johannesburgu (postupné se
stava hornikem, sluhou, automechanikem, ¢i$nikem a silni¢afem). Film
vyslovné odmita ,,pokrokovy“ pohled bilych liberalti a pokuseni vratit se

Uryvek z &lanku v ¢asopisu Décadrages.
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k agrarnimu tradicionalismu ,,neposkvrnénému® méstskym prostredim
alze jej tak povazovat za reakci na roman Alana Patona Cry, the Beloved
Country (Pla¢, milovana zem¢), ktery v roce 1951 adaptoval do filmové
podoby Zoltan Korda s Canadou Lee a Sidneym Poitierem v hlavnich
rolich. At uz tento roman slouzil Rogosinovi jako zachytny bod, nebo
jako kontrast, jedna skutecnost zlistava nezpochybnitelna. Film Vrat se,
Afriko! vznikl podle scénate, jehoz autory jsou Lionel Rogosin, Wiliam
»Bloke“ Modisane a Lewis Nkosi (spisovatel a novinar, ktery se v roce
1957 ptipojil k ¢asopisu Drum), pticemz posledni dva jmenovani v nefor-
malni, improvizované diskusi v nelegalni nalevné na konci filmu kritizuji
liberalni pohled Patonova romanu. Rogosin v jednom videorozhovoru
uvadi, ze se na Nkosiho a Modisancho obratil s témito slovy:

Poslyste, chlapi, musite mi ten scénaf pomoct napsat.
Tohle je vas film, vas ptib¢h. Jsem jen vase médium.

Béhem Sesti hodin napsali Nkosi, Modisane a Rogosin nastin filmu,

ktery dale rozvijeli na pracovnich schiizkach v byt¢ Rogosina a jeho zeny
v Johannesburgu.
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JSOBIVY FILM! Film 0 s/tr_ashvg
irlzllsjcfbéhu zivota a odhodlan_l, jemuz
dal konkrétni podobg Rogosin
se svymi uméleckymi kolegy...
Stejnc jako filmy Nfl Bowery a I{r.at se,
Afriko! mél upiimnc zko/um/at Zl'Vci)t
v nesnesiteln}’rch podvmlnka,ch, ({ gv
véak také o cenné svedef:tw o dobe
minulé — oblast, ve které Ro%osm

/

natadel, totiz pravé srovnévva 1 s/eh
zemi. Hudebni kulturav r{l_estskyc/
Cevrtd byla tchdy pro vetsinu 2 nas
na celém svete napyostovgova - /
pouliéni muzikanti, kterl na zczbgo_ve
flétny hrali hud})u kvg/ela,lta}rllecgnécl
A\ gumécich a Pr.edevsmn uﬁ Vlidn g
Vystoupeni erlarp Makeba, / rgek
zpivala JInto Yam. . Tv‘entg snll
mnoha lidem skutvecnve ukaza
apartheid — véetné me. «

MARTIN SCORSESE
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Phvodni nizev: Come back Africa. \jrobce: Lionel Rogosin.

/Majitel monopolu: Ostfedni piijéovma filmi, Praha. Promitini povoleno
11. 111, 1960, Podtitulky: Seské. Mlureno: anglicky.

Distribuci [ilmu provadéji krajské podniky pro [llm, kemcerty a estridy.
Distribufal &slo lilmu: 708, Sernan reklamniho materidlu: plakit A1, A3,
toxtov§ plakitek, série fotografii, claporitiv, reklamni snimak. Hesla pra
plakdl: Drama ¢lovika & jeho zemi

AUTORI: ScénéF: Lionel Rogosin za spoluprdce Lewise N'Kosi a
Bloke Modisane. Re¥le a produkce: Lionel Rogosin. Kamera:
Emi Knebel, Ernst Artaria. Hudebni montf#: Lucy Brown. Zpi-
vé Miriam Makebovd. Stéith: Carl Lerner. Ceské titulky: dr. Eli3-
ka Novakova-Sorlovd.

HERCI: Zachariah, Vinah, Amold, Auntie, Dube-Dube, Eddy,
George, Marumu, Miriam, Morris, Myrtlfe, Rams, Stephen a dal-
5 obyvatelé Johannesburgu.

O0BSAH: Zacharlés je nucen opustit svou rodinu v Zululandu a
pracovat ve zlatych dolech blizko Johannesburgu. TEXké prace
3kodi jeho zdravl, a proto hlec

3

Inlrn Aot ely Ty

f¢ jako doméc! sluha — brz ",-'
vipovéd. Kamardd mu opatfi :n!sm pomocnika v garaﬂcn Za-
L chariaSovi se stfskd po Zend ¢ chlapcl. Najde jim byt v ubohé
'y’ ©tvrti Sophiatownu, johannesburgském pPedméstl, a nastdhuje
je tam. Piftel ho uvede do sophlatownské spolednosti, prévé tak
vykolistovangch Eernochd, jako je on sdm. Schézeji se tajnd
v krémé — pitf je Africandm zakdzdno. — Zacharl&Sova tastd
nezaméstnanost se zafne proevovat v jeho vztazich k Zend.
Vinah je podrdZdéné a nespoksjend. Roghodne se jit kvili dits-

Film amerického fllmafe Lionela Rogosing vzbudll ve
svbté zaslouZenou pozernost, prdve tak jako feho prvo-
tina ,Na Bowery". Dilo ,Vraf se, Afrikol” bylo promitd-
no v informativni sekei MFF v Bendtkdch a ziskalo zde
Cenu italské  filmoné kritiky. V Ceskoslovensku byl
film uveden na XII. FFP. — Na suilj zdjezd do Afriky
se Rogosin pFipravil pFedem nikoliv jen studiem afric-
kgeh zemépisngeh, etnografickgch a pfirodopisnjch po-
mérd. Nezajimala jej totiZ jen africkd pFiroda, ngbrZ

i mistni socidlni poméry, zejména vztahy bilgeh kolo-

nizdtorii k domorodému &ernému obyvatelstvu. [ihoafric-
ké Unle, oviddand nepouditelngmi bilgmi rasisty, ho
neodolatelné pfitahovala. Film vznikl vlastné za zddy
pFedstaviteld fihoafrické viddy, pFed drady to mél byt
nevinng reportdini snimek ciztho turisty, zajimafictho
se o wyky a obyleje obyvatelil fernodskfjch Etortl vel-
kijeh mést, Ve skutefnosti tu chidl Rogosin odhallt po-
litiku pFisné rasové segregace a upozornit na nedis-
tojné Zlvotnt poméry, v nichZ u Zfije prevdind vétsi-
na obyvateld. Rogosin doved! ohejii bd&lost fifadit a po
ndvratu domd sesrau.‘f z natofenéhe materidlu fﬂ'm,
kterj je pFimou obalobou fjihoafrickgch rasisti.

ti do slutby. Zachari% se stavi protl tomu, nebof vi, Z& by ro-
dina byla zase odloutena — Yena by musela bydlet u pand. Jed-
noho dne se Zacharidd dostane do rvatky s Marumu, vidcem
tlupy mladfch gangsterd, ktef{ terorizujf Sophiatown. Jen tak'

Fllmovy plehled €. 48 (11. XIL ‘19511

-
VRAT SE, AFRIKO

tak Ze se mu podaff uniknout a nafft dtoCi5t# v krémé — Ples
ZacharidSovy protesty nastoupl Vinah do mista. Zacharla¥ nyn{
pracuje jako pomocnfk v kuchyni jednoho hotelu. Dostane se
tam do konfliktu s bflou 2enou, kterd ho nespravedlivé natkne,
2§ se choval neslu¥n&. Zacharid3 je zatfen a uvdznén. V jeho

Ftomnosti Marumu obt&Zuje Vinah v jejim byt#, a kdyZ se
mu bréanf, zablje |l. ZachariaS propadne bezednému hofi, kdyZ
po nédvratu z vézen! najde Zenu mrtvou. Jeho osud symbolizuje
osud ternych v zeml, kde jedté plati nelidskf Féd.

OHLAS FILMU ,,m‘f SE, AHIKD!" V ZAHRANIENIM TISKU.
Je to film bytejny, ndtunj, uch jici pravdivesti a spon-
ténnosti, p}oﬂulivf pkib&h, hrany t!mi kteFi jej saml #iji.
Mladf americk§ filmat Lionel Rogosin celf rok %il mezi témito
rapomenutymi lidml, opovrhovanfmi Eernochy, vyuivanfymi
bil§mi. Ochvatnd zévéretnd scéna je zéroved poslednim aktem
tragédie celého néroda. Mluvl zde strohost holfch faktd a z4-
roved nhiahvhl t‘.emnli hn[l svilj vlastni kafdodenni Elvot
s kréison, ia hosti, milufi, zpivajf, tani, po-
méhajf si navzéjem, nebo hovel veder se svfmi pFételi. Kromé
odvahy a trpélivosti musel mit rekisér hodn# bratrské lasky, aby
dal filmn takovou Zivelnost a vFelost.

(LHUMANITE, PaFiZ, 27. I. 1961, Armando Monjo.)

Nemohu dosti do;plmll'lt lentn lkl'ilj !Ilm P?skuplwn upfim-
nostl, jednodachosti a pFi mj dialogy, s her-
el neprofesiondly, nkéfe vém srdce a myt'l afrického lidn — je-
ho hn#v, zklaméni, zdrmutek.

[DAILY WORKER, Lond$n, 18. IV. 1960, Nina Hibbin.)

Rekisér L. Rogosin nadel odvahu natoZit [ilm ze zemé# krvavého
teroru proti ternochfim. Otfesn§ obraz zakdzaného mésta So-
phiatownu a zakézaného tivota v ném je uméleckfm dilem. Ro-
gosin musel sviij film natdZet téméF tajnd. Jeho spolupracovni-
ky na scénéFi byli pravi Jihoafritané. Velkd vétdina filmd
o Africe, natotenjch Evropany, pledvddi primitivni ,,domorod-
ce", kil json pod vlivem viech moinjch tabu. Rogosin pro-
stednictvim svého hrdiny ukazuje, jak naopak ,civilizovanf”

s

béloki zavedli prot! fernochiim celou séril absurdnich a barbar-
skfch tabu.

(SONNTAG, Berlin, NDR, 17. IV. 1980, G. Sadoul.}

Americk§ kameraman L. Rogosin natofil film o mu2i jménem
Zacharias, kter§ pkijde do mésta, aby zde hledal préci, pond-
vadZ zem# uZ neuZivi jeho rodinu ... Lidé, ktefi vystupujl v tom-
to filmu, nejson herci. Vypravuji své p¥ibghy s neostjchavosti
ditéite, pohroueného do hry. Casto je zastihne kamera ve vzf-
femném rozhovoru o protikladech mezi ternfmi a bil§mi, nebo
diskutujicich o lidskfch pFedsudcich. Zddn§ autor by nenapsal
huménnéjéi dialog a fddn§ refisér by nezachytil pravdivéjdi
obraz bratrského spolubyti. V tomto filmu nic nepisobf chiding,
film ne#aluje, jen wyprdvi a popisuje. Cerpd z tradic ndm§ch
filmii, nékteré scény pfipominaji velké doby dokumentérniho
lilmy, kdy uméni reportife mélo kulturné huméinni el

(NEUE ZURCHER ZEITUNG, Zeneva, 5. V. 1960.)

D LIONELU ROGOSINOVI jsme psali u filmu ,Na Bowery™,
(FP 24/1961)
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DRAMA CLOVEKA

DRAMA CLOVEKA
A JEHO ZEME

REZIE: LIONEL ROGOSIN
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8.
SHOT FOOTAGE DESCRIPTION DIALOGUE SOUND
AND FRAMES e

66 953'8" Very close shot of Shells

shell exploding & ¢xploding.

throwing earth into

air,

67 954'9 " Reel ends.
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DOBRE CASY, NADHERNE CASY
(GOOD TIMES, WONDERFUL TIMES)

MICHAEL ROGOSIN

Rogosinuv tteti film Dobré casy, nadherné casy, ktery je prosycen lidskosti

a dechberoucimi zabéry, lze povazovat za jeho zasadni dilo. Rogosin se
vném odklani od neorealismu a vlivii Flahertyho, které byly tolik patrné
ve filmech Na Bowery a Vrat se, Afriko!, a s pomoci avantgardnich herct

a umélct, jako tieba Molly Parkin, hleda svou ,,novou formu®. Inspiro-
van hriizami valky a hluboce zakotfenénou obavou lidi z nuklearni kata-
strofy, procestoval Rogosin na zacatku 60. let svét, aby sesbiral co nejvic
vzacnych a doposud neobjevenych zabéri. Tyto obrazy, z nichz ¢isi
hruba sila, pak brilantné postavil do kontrastu se zabéry z upjaté slav-
nostni vecefe v Londyné. Tento film je pisobivou prehlidkou moralnich
problému, které kazdého divaka stavi tvari v tvar vlastni zodpovédnosti.
Rogosin film dokoncil v roce 1964, kdy zufila valka ve Vietnamu. Musel
ho distribuovat sam prostfednictvim spolecnosti Impact Film, jinak by
se k divaktim viibec nedostal. Podle odhadi zhlédl film asi milion stu-
dent, protoze Rogosin ho nechal kolovat po americkych univerzitach.
Byl nesmirné hrdy, ze pomohl presvédcit tisice mladych muzii, aby vabe-
ni valky odolali. Tento ptisobivy film, inspirovany snimkem Hirosima, ma
laska (Hiroshima mon amour), posouva pouziti historickych zabéra do
krajnosti, ¢imz vytvarti fetézovou reakci emocionalni exploze, v niz sply-
va udés, uvédomeéni a nadéje.
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CERNE KORENY
(BLACK ROOTS)

ANDREA MENEGHELLI

»Stejné jako ve svych predchozich filmech Rogosin nespoléha na staré

koncepce, nybrz pretvari své filmafské uméni s presvédcenim, ze kazda

jeho prace je unikatni organismus, ziveny konkrétnimi misty, lidmi a pii-
s éni, je | feba podivat se s filmem do nejhlubsich

» Co se neméni, je zahybt soucasného svéta - vymezit

jeho potfeba pO(iivat se se proti fasistickému, represivnimu

s filmem do nejhlubéich a destruktivnimu tlaku v nasich spo-

Zéhyblol soucasného lecenskych zivotech. V C’emjc/z kore-

svéta — VymCZit se proti nech si skupina péti Afroamericani

fasistickému, represivnimu povida u konferencniho stolku a ze

a destruktivnimu tlaku smési rodinnych historek, postieht ze

v nasich spoleéensk)’/ch soucasné¢ho svéta a touhy napravovat
\iiVOtCCh. « )bezprévi se vynoiuje pusobivy obraz

¢ernosské hrdosti, hnévu, obav, smi-
chu, agrese a krasy. Vsechny postavy jsou rovnéz skvélymi hudebniky,
ktefi ve filmu piedvedou dlouhou improvizaci, a proto je éemjc/z korenech
také prilezitosti poslechnout si skvélou hudbu, ktera prostupuje celou
afroamerickou kulturou.”

. 209 Poznamky k,filmu
DREVORUBCI Z HLUBOKEHO JIHU
(WOODCUTTERS OF THE DEEP SOUTH)

LIONEL ROGOSIN

Vroce 1972 jsem od Francise Walterse zaslechl zvésti, ze se nedaleko
Montgomery v Alabamé zformovalo unikatni uskupeni. Bylo to druzstvo
¢ernos$skych a bélosskych pachtyi, které si papirny najimaly na kaceni
borovic. Pfestoze se historicky jednalo o dvé nesmifitelné skupiny, do-
kazali se spojit a navazat spolupraci. Pfislo mi to jako skvélé téma, které
by mohlo ukazat dynamiku mezi ¢ernochy a bélochy a nepratelstvi mezi
nimi, a zaroven predvést kreativni zptisob, jako toto nepratelstvi pro-
stfednictvim vzajemné spoluprace prekonat.

Vidcem této organizace byl James Simmons, jehoz lze popsat
jako nezavislého venkovského farmare, ptivodem z pachtyiské rodiny.
Drevorubci se octnuli v opravdu tézké pozici. Svou produkei prodavali
papirnam za opravdu nevyhodnych podminek. Jejich auta a vybaveni
financovaly papirny podobné, jak tomu bylo v ptivodnim pachtytském
systému. Jejich ptijcky a troky se tudiz po nékolika letech vysplhaly do
neuprosnych vysek a kvtli mite zadluzeni byli pak papirnam vydani
napospas.

Simmons a nékolik dalsich dfevorubcii se rozhodli spojit a vybojo-
vat si lepsi podminky, véetné Zivotniho a tirazového pojisténi, vzhledem
k nebezpecné povaze jejich prace. Mohl to byt zacatek nové éry na ame-
rickém jihu, a tak jsem odjel do Tuscaloosy a s Jamesem se setkal. Citil
jsem, ze v tom difma potencial na dtlezity film. Pak jsem jel do Alabamy
jesté nekolikrat, abych pochopil, jak toto druzstvo dfevorubci funguje. ..

Zacal jsem mit podezieni, ze mam co délat se Spiony z FBI. Bylo
to v dobach, kdy se FBI bézné snazilo infiltrovat hnuti za obcanska prava
a dalsi levicové ¢i radikalni organizace. Martin Luther byl zastfelen,
na Castra spachali nékolik pokusti o atentat. .. Tyto udalosti spojovala
jedna a tataz véc. Cely svét byl ve valce - studené valce - a vSechny tyto
udalosti byly jejimi chapadly. J. Edgar Hoover, CIA a dalsi pravicové
sily v Kongresu i jinde v zemi dokazali zlikvidovat vétsinu autentického
odporu. Byl v tom systém, sice ne totalitni, pfesto viak znicujici. Fungo-
val prostfednictvim kontroly médii a manipulace establishmentu. Byla
to nova verze fasismu, jemuz jsem zacal fikat fasismus z Madison Ave-
nue. Jsem si jisty, ze vedl k pAdu mnoha progresivnich instituci a piispél
k apadku demokracie v Americe.
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RASHED HUSSEIN

Palestinian Poet In Exile

AND

AMOS KENAN

jseaeli Journalist & Playwright

211 Pozn,émky k filmu
ARABSKO-IZRAELSKY DIALOG
(ARAB ISRAELI DIALOGUE)

LIONEL ROGOSIN

V roce 1974 jsem natocil Arabsko-izraelsky dialog, film o tématu, které mi
lezelo v hlavé velice dlouho. Na Izrael mam vazby, které sahaji az k vzni-
ku statu v roce 1948. MUy otec tam na mutj popud v roce 1957 zalozil
velky textilni podnik a na 10. vyroci vzniku Izraele jsem se snazil natocit
nizkorozpoctovy film. Kdyz jsem tam na zacatku 60. let zil, ptidal jsem
se k mirovym aktivistiim, ktefi se sdruzovali kolem casopisu New Outlook
a zacal jsem pracovat na scénafi k filmu, ktery jsem nazval The Semites
(Semité), v némz jsem chtél prozkoumat historii arabsko-zidovskych vzta-
hi. Opét se mi nepovedlo na tento projekt sehnat penize, ale o deset let
pozdéji mé vasniva konverzace u vecefe v New Yorku mezi mymi dvéma
prateli, palestinskym basnikem Rasidem Husajnem a izraelskym novina-
fem Amosem Kenanem, inspirovala natocit Arabsko-izraelsky dialog.

Tento film jsem tocil dvé odpoledne a stejné dlouho jsem ho stii-
hal. Zahrnul jsem do néj dalsi spontanni konverzaci mezi Husajnem
a Kenanem a piidal jsem par dalsich zabéra, které jsem udélal v Izraeli
v roce 1953. Je to velmi jednoduchy film, drsny, ale upfimny a tiplné jiny
nez véci, které jsem v té dobé délal. Sklizel jsem za néj kritiku od extre-
mist na obou stranach, ale hodné lidem se libil, protoze byl jiny. Verej-
nopravni televize mi ho viak vratila, jako by to byl odjistény granat.
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» Natodit nekone¢nost reality tak, aby vypadala zajimave

a smysluplné, je bezesporu umént. Realita - nebo alespon to,

jak moc se k ni dokaZeme priblizit - se na platné neobjevuje
casto. Kdyz ji ale vidite, citite ji velice silné. Toto hledani realit
neni jediny zptsob, jak délat filmove umént; je to prostc zpﬁsoi;,
kterym pracuji ja. Uméni mozna nelze definovat, ale pro mé je
dilezité délat néco podstatného. Je potteba dat uméni tvar, ktery
je pro%)ojen}’/ s tématem a dobou, a tkolem umélce je udélat to

co nejlépe. «!

LIONEL ROGOSIN

1 ,,Int.erpretmg Reality.(Notes on the Esthetics and Practices of Improvisational Acting)*
(»Jak interpretovat realitu (Poznamky k estetice a praxi improviza¢niho herectvi®))

Film Culture, 21 (1960).
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PRED BABYLONEM
ROZHOVOR O FILMU MEZI ARTAVAZDEM
PELESJANEM A JEAN-LUCEM GODARDEM

»Na periferii oficidlnich a komer¢nich kruht fungovala sit
zalozena na spiklenectvi a obdivu, jejiz zasluhou Pelesjanovy
filmy kracek po kriacku objevil Zapad. Jednim z nejnadsenéjsich
obhajcti jeho dila byl a stale je Jean-Luc Godard. Kdyz jeho
oblibeny Armén zamifil do Pafize, naskytla se prilezitost, aby se
ti dva potkali. Povidali si o uméni a védé¢, o moralce a politice,

o showbusinessu a informacich. Kratce fec¢eno povidali si

o filmu.“1

Jean-Luc Godard: Za jakych podminek jste pracoval?

Artavazd Pelesjan: Vsechny své filmy jsem natocil v Arménii, ale casto
s pomoci z Moskvy. Nechci pét 6dy na stary systém, ale nebudu si na néj
ani stézovat. Alespon tu byl VGIK (statni institut kinematografie), ktery
poskytoval vynikajici prapravu. U¢ili jsme se o kinematografii nejen

v Sovétském svazu, ale po celém svété, a kazdy mél tehdy pfilezitost hle-
dat svij vlastni hlas. Z toho, ze jsem natocil tak malo filmt, nechci vinit

rezim; postaci, kdyz feknu, ze jsem mél jisté osobni potize. Zatim nevim,
co se stane za téhle nové situace. Doufam, ze budu mit moznost pokraco-
vat v praci; problémy tu budou stale, ve Francii je to jist¢ stejné - mam na
mysli problémy s produkci nebo s mezilidskymi vztahy. V. mém ptipadé
byla doposud nejvétsim problémem mizerna distribuce mych film.
JLG: Ja jsem vase filmy objevil, kdyz je promitali na festivalu doku-
mentarnich filmia v Nyons, n¢kolik kilometri od mého bydlisté. Reditel
Cinématheéque de Lausanne Freddy Buache uplatnil ,,sovétskou meto-
du® porizovani kopii: v noci udélal kopie vasich filmi a potom nam je
ukazal - mné a Anne-Marie Mieville. Silné na mé zapusobily, ale byly
uplné jiné nez filmy Sergeje Paradzanova, ktery ma zfejmé bliz k tradici
perského tkani koberct a k perské literatute. Zdalo se mi, ze vase filmy
ocividné vychazeji z filmovych tradic. Jako by byly pokracovanim dila
Ejzenstejna, Dovzenka a Vertova a vytvarely podobny dojem jako nékteré
Flahertyho filmy nebo nékteré dokumentarni snimky kubanského filma-
fe Santiaga Alvareze. Jsou to filmy tradi¢ni a soucasné pavodni, zcela
mimo kontext Ameriky, ktera ma ve svétové kinematografii velmi silnou
pozici. Amerikou je ovlivnény dokonce i Rosselliniho Rim, oteviené mésto.

Ptavodné otisknuto v Le Monde.
1 Jean-Michel Frodon
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Jestlize dojde k okupaci, objevi se problém odboje a otazka, jak se branit.
Kdyz jsem vidél vase filmy, zdalo se mi, ze bez ohledu na nedostatky
tzv. socialistického rezimu v jeho ramci v jistou dobu existovaly vlivné
osobnosti schopné nezavislého uvazovani. To se pravdépodobné zméni.
Pokud se mé tyce, jako kritik reality a prostiedkd, které ji zobrazuji, jsem
znovuobijevil techniku, které rusti filmati fikali montaz. Montaz v hlu-
bokém smyslu slova, v tom smyslu, v némz Ejzenstejn nazyval El Greca
velkym toledskym mistrem montaze.
AP: O montazi se nemluvi lehko, Nepochybné je to $patné zvolené slovo.

» O montazi se nemluvi Snad by se mélo fikat ,,systém uspo-

lehko. NCpOChybné je to radani®, abychom kromé technického

§patné zvolené slovo. « aspektu upozornili na reflexi riiznych
pland.

JLG: Jak se rusky fekne montaz? Ma pro ni rustina vyraz?

AP: Ano, monTax (montaz).

JLG: Protoze napiiklad pro ,image” (obraz) ma rustina dvé slova. To se
hodi. Bylo by zajimavé sestavit ve vech zemich slovnik filmovych pojma.
Ameri¢ané maji dvé slova: ,cutting® a ,editing®, kterd se vztahuji k lidem,
jimz se ika ,editors” (stiihaci), coz neni totéz jako ,éditeur” ve francouz-
stiné, ktery je spi§ producentem. Slova neodkazuji na jedno a totéz a ne-
vychazeji ze stejné myslenky jako ,,montaz”.

AP: Kvili odlisné terminologii mame problémy s dorozuménim. Stejné
je to se slovem ,,documentaire” (dokument). Ve francouzstiné se mluvi

o ,fikénim filmu®, kdezto v rustiné fikame ,umélecky film®. Ve fran-
couzstiné by uméleckymi mély byt viechny filmy. Rustina ma také dva
vyrazy, které znamenaji v doslovném piekladu ,hrany film“ a ,nehrany
film® (,le cinéma joué® a ,le cinéma non joué® - rok po tomto rozhovo-
ru Godard natoci kratké video Les enfants jouent a la Russie (Déti si hraji

v Rusku) - pozn. ed.).

JLG: To mi trochu pfipomina Americany, ktefi pouzivaji vyraz

~feature film“, kdyz jde o fikci. ,Feature® znamena rys - rysy oblice-

je, fyziognomii, coz souvisi se vzhledem filmovych hvézd. Takovych
véct, které vyzaduji blizsi vysvétleni, je mnoho, napiiklad fakt, ze
Francouzi fikaji zkusebni kopii, na niz je obraz propojen se zvukem,
~copie standard®, Anglicané ,married print“, Ameri¢ané ,answer print*
a Italové ,,copia campione® (prvotiidni kopie), coz je termin pochazejici
z ¢astt Mussoliniho. Ale jednim z nejzavaznéjsich nepochopent ziistava
documentaire/documentary. V dnesni dobé spociva rozdil mezi doku-
mentem a fikci, mezi dokumentarnim filmem a komer¢nim filmem, byt
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by se mu fikalo umélecky, v tom, ze dokument ma moralni postoj, coz ve
fikci neplati. ,Nova vlna® oboji smésovala; vzdycky jsme iikali, Ze Rouch
je tak fascinujici, protoze toci fikci, ktera ma silu dokumentu, a Renoir
zase proto, ze to¢i dokumenty, které maji silu fikce.
AP: Uz to neni jen otazka rezirovani. Flaherty je ¢asto povazovan za
dokumentarniho tvtrce.
JLG: Ano, jisté. Je to dokumentarista, ktery vSechny a vsechno reziroval.
At je to Nanuk, Muz z Aranu nebo Pribéh z Louisiany, kazdy zabér byl pecli-
vé zrezirovany. Kdyz Wiseman toc¢il film o velkych obchodnich domech
s nazvem Obchodni diim, zachycoval rezirovani a fikci, kterou vytvarely
samy obchodni domy.
AP: Z té¢hoz diivodu jsem nikdy neusiloval o stalou praci pod hlavickou
jednoho konkrétniho filmového ateliéru nebo televizniho studia. Vzdyc-
ky jsem se snazil hledat misto, kde bych mohl natacet v klidu a miru. Di-
lezité je, aby clovék mohl promlouvat svym vlastnim jazykem, jazykem
filmu. Obcas se fika, ze film je syntézou ostatnich uméleckych forem, ale
ja si myslim, ze to neni pravda. Podle mého nazoru vechno zacalo uz
Babylonskou vézi, ktera stala na pocatku jazykového rozdéleni. Z tech-
nickych diavodu se film objevil az po ostatnich uméleckych formach, ale
svou podstatou jim predchazel. Pokousim se délat cistou kinematografii,
oprosténou od ostatnich uméleckych disciplin. Hledam lokace, které
maji potencial vytvorit kolem sebe emocni magnetické pole.
JLG: Jsem tak trochu pesimista, a tak mam sklony vidét konec véci
jesté diiv, nez za¢nou. Film je pro mé poslednim projevem uméni, které
je zapadni ideou. Velka malba je pry¢, velky roman je pry¢. Film byl,
mam-li se drzet vasi teorie, jazyk doby predbabylonské, ktery byl viem
srozumitelny, aniz se ho museli ucit. Mozart hral slechté, rolnici mu
nenaslouchali, kdezto Chaplin hral pro kazdého. Filmafti se vydali hledat
zaklady filmové jedinec¢nosti - a tento typ hledani je opét né¢im, co je ze
své povahy vlastni Zapadu. Je to montaz. Hodné se toho o tom namlu-
vilo, zejména v case zmén. Nejvétsi zménou dvacatého stoleti byl prerod
ruského impéria v Sovétsky svaz; je jen logické, ze to byli pravé Rusové,
kdo v tomto hledani dosahl nejvétstho pokroku, protoze s revoluci se
stala strijjcem montaze slozené z ,pred” a ,,po“ sama ruska spolecnost.
AP: Film se opira o tii faktory: prostor, ¢as a realny pohyb. Tyto tii prv-
ky existuji v pfirod¢, ale ze vsech uméleckych disciplin je film jedinou,
ktera je znovuobjevuje. Diky nim je mozné nachazet tajny pohyb hmoty.
Jsem presvédceny, ze film umi hovofit jazykem filozofie, védy a uméni,
a to soucasné. Mozna, ze pravé takovou jednotu hledal davny svét.
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JLG: Je to podobné, jako kdyz ¢lovék premysli o déjinach projekee,
protoze i tahle myslenka se zrodila a rozvijela mnohem dfiv, nez existo-
vala technika, ktera umoznila jeji uplatnéni v praxi. Stafi Rekové si jeji
princip predstavovali ve formé slavné Platonovy jeskyné. Je to zapadni
myslenka, s niz neprisli ani buddhisté, ani Aztékové, zformovali ji kies-
tané, protoze kiestanstvi je zalozené na vife v néco vétsiho. Pozdéjsi
praktickou podobu ji vtiskli (opét zapadni) matematici, kteti vymysleli
deskriptivni geometrii. V tomto sméru vyvinul znac¢né tsili Pascal, ktery
rozvijel své tvahy o kuzelu a opét se opiral o nabozenské, mystické my-
slenky. Kuzel je podstatou projekce. Pozdéji narazime na Jean-Victora
Ponceleta, ucence a dustojnika v Napoleonové armadé, ktery byl uvéznén
v Rusku, kde zformuloval pojednani o projektivnich vlastnostech obraz-
ct, které se v této otdzce stalo zakladem moderni teorie. Neni ndhoda,
ze ke svému objevu dospél pravé ve vézeni. Mél pred sebou sténu a délal
to, co vichni vézni: promital si na ni. Mél potfebu tniku. A protoze byl
matematik, vyjadioval se rovnicemi. Na konci 19. stoleti byly vyvinuty
prostiedky, které umoznily technickou realizaci jeho vypocti. Jednou ze
zajimavosti je fakt, ze uz v té dobé mohl vzniknout zvukovy film. Edison
pfijel do Patize, aby tam piedvedl metodu, jak synchronizovat obraz se
zvukem. Princip byl stejny jako dnes, kdy néktera studia paruji kompakt-
ni disky s filmem, aby vytvofily numericky/digitalni zvuk. A fungovalo
to! S jistymi vadami na krase, jako vsechno, ale fungovalo to a vedlo
by to k vylepseni tehdejsi techniky. Ale lidé to nechtéli. Vefejnost chtéla
né¢mé filmy; lidé se chtéli divat.
AP: Kdyz koncem 20. let konec¢né ptisel nastup zvuku, velci filmafi jako
Griffith, Chaplin nebo Ejzenstejn se ho bali. Méli pocit, ze zvuk zname-
na krok zpét. Nemylili se, ale problém byl v nécem jiném, nez si mysleli:
zvuk nenarusil montaZ, ale nahradil obraz.
JLG: Nastup techniky umoznujici promitani mluvenych filmu (tzv. tal-
kies) se casové shoduje s nastupem fasismu v Evropé - a ve stejnou dobu
se také objevil fe¢nik. Hitler byl velkym fe¢nikem, stejné jako Mussolini,
Churchill, de Gaulle nebo Stalin. Mluveny film byl vitézstvim divadelni-
ho scénare nad jazykem, o kterém jste mluvil, nad jazykem, ktery existo-
val uz pred prokletim Babylonu.
AP: Abych se vratil k tomuto ptivodnimu jazyku, pouzivam néco, ¢emu
fikam nepfitomné obrazy. Myslim, ze je mozné slySet obraz a vidét zvuk.
V mych filmech je obraz umistén vedle zvuku a zvuk vedle obrazu. Tyto
vymény vedou k vysledku, ktery se lisi od montaze ve véku némych filma
¢i lépe feceno ,nemluvenych® filma.
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JLG: Dnes se od sebe obraz a zvuk stale vice vzdaluji; ¢lovek si vic uvé-
domuje televizi. Obraz na jedné strané a zvuk na druhé; uz neexistuje
zdravé a opravdové spojeni jednoho s druhym Jsou tu Jen pohtlcke zpra—
vy. Proto j je televize ve vSech zemich s -
tika pracuje na tvorbé nového typu| » Proto jC televize ve
obrazu (tzv. vysokém rozlisenti), coz je| véech zemich svéta v rukou
forma, kterou v souc¢asnosti nikdo ne- polltlky ( ) Obraz, ktery
pottebuje. Je to poprvé, co se politic- by m¢l Jlnak podobu
ké mocnosti uracily fict: tyhle obrazy malého suterénniho
uvidite ve filmu nebo timhle oknem.| okna, Jednoho z téch,
Obraz, ktery by mél jinak podobu ktera viddme na tirovni
malého suterénniho okna, jednoho chodniku, ma totiz také
z téch, kterd vidame na trovni chod- pOdObu Sekové kniiky. «

niku, ma totiz také podobu Sekové /

knizky.

AP: Rikam si, co nAm prinesla televize. Umi zrusit vzdalenost, ale jediné
film dokaze ptekonat cas, a to zasluhou montaze. Kinematografie tuhle
nemocnou dobu prezije. Ale vétsi kus cesty urazila pred vynalezem mlu-
veného filmu. Bezpochyby proto, ze clovek je vétsi nez jazyk, vétsi nez
slova. Osobné véfim vic v clovéka nez v jeho jazyk.

2. dubna 1992
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FASCINACE: POKROK
ANDREA SLOVAKOVA

Retrospektivni sekce Fascinace, ktera je kazdoroc¢né urcena tématem

a jeho reprezentaci ve filmech od zacatku kinematografie po soucasnost,
ma v devatém roce této kuratorské koncepce téma pokrok. Abstraktné
vymezené obsahové pole je v jednotlivych filmech ztvarnéno v riiznoro-
dych doslovnych i metaforickych pojetich.

Pokrok se zde vyjevuje jako idea vyvoje a realizace novosti, avsak
také jako umélecka praxe, nebo soustava téchto praxi, tedy experimen-
tujicich postupii, zkouseni od dosavadnich metod odlisnych zptsobi
vyjadrenti, které si neberou vyrazové prosttedky jako néjakou jistotu nebo
femeslnou oporu, ale chtéji si s nimi pohravat, ¢i jimi nové vypovidat.

Casové ukotvene obsahy ukazuji dobové predstavy o pokroku

) 11 stavebnictvi ¢ automatizace. Zan-
» Zanrem, kter}'/ ve 20. letech  rem, ktery ve 20. letech 20. stoleti
20. stoleti vetkl oslavu vetkl oslavu spolec¢enského pokro-
spolecenskeho pOkrOku ku spojenou s méstskym ruchem
spojenou s méstskym ruchem  |do svého tematického zdkladu
do svého tematického zakladu | stylistického piistupu, byla velko-
i stylistického pristupu, byla  |méstskd symfonie. Mnohé z nich
velkoméstska Symfonle « (patrné nejznaméjsi Berlin, symfo-

“nie velkomésta /Walter Ruttmann,
Némecko, 1927/, rovnéz ikonicky Fen hodiny /Alberto Cavalcanti, Francie,
1926/, mnohovrstevnaty esej, ktery rovnéz mizeme mezi velkoméstské
symfonie viadit, Muz s kinoaparatem /Dziga Vertov, 1929/ ¢i méné znamy
mistrovsky japonsky film Machi /Shigeji Ogino, 1930/) jiz Ji.hlava uved-
la; v této retrospektivé tedy pripomeneme americky prispévek k zanru,
Manhatta (Paul Strand, Charles Sheeler, 1921). Ukazkou, jak se vydo-
bytky industrializace propojovaly s prozkoumavanim materialnich vlast-
nosti filmu, je ¢eskoslovensky Svétlo pronika tmou (Otakar Vavra, 1930).
Na tomto dile mizeme vidét spojeni vSech tii rovin: experimentovani

se svétlem jakozto jednim ze zakladnich stavebnich prvka vzniku filmu,
vyobrazeni svételnych objektti jako vyrazu vyuzivani elektfiny v mést-
skych mikrosvétech moderni doby a rytmizované skladané kompozice
svételnych stop jako moznost spatiovat v dokumentarné zachyceném
svéte abstraktni krasu ve vizualni i temporytmické roviné. Z dnesniho
pohledu obsoletnim je estetizované vyobrazeni tézebnich zatizeni (01l -
A Symphony in Motion, M.G. MacPherson, USA, 1933) - i toto je vsak
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podstatna perspektiva, reflektovat, jak byl pokrok vnimany v dané dobé¢,
coz nam umoznuje vnimat také zmény mysleni v diskurzu novosti, ¢teni
toho, co je ptinosnym spolecenskym a kulturnim vyvojem. éast)’/m mo-
tivem avantgardisty oblibené oslavy pohybu a rychlosti byl rozvoj do-
pravy — hromadné i individualni, zejména ve spojeni se zpfitomnovanim
rychlosti Zivota ve mésté. Je proto zajimavé vidét film zachycujici newyor-
ské metro jiz v roce 1905 (Interior New York Subway, 14th Street to 42nd Street,
Gottfried Wilhelm Bitzer), i kdyz na jeho formalni podobé¢ (viceméné
aktualita) vidime, ze avantgarda 20. let, pracujici s pohybem zamérne
rytmicky, skladebné, kompozi¢né, byla jesté v tomto obdobi daleko. Re-
trospektiva obsahuje i filmy, které samy sebe predkladaly jako estetickou
inovaci - Rose Hobart (Joseph Cornell, USA, 1936) byl surrealisticky film,
ktery vzbudil vasnivé diskuse o ptivodnosti materialu, pohravani si s vy-
znamy a (nad)interpretaci.

Jako obvykle v téchto tematickych retrospektivach, stoji vedle
sebe ikonicka dila historie filmové avantgardy (napt. Pacific 231, Jean
Mitry, Francie, 1949, Christmas U.S.A., Gregory Markopoulos, USA,
1949) a malo znamé ¢i v knihach ziidka zminované filmy (napt. Velocita,
Tina Cordero, Guido Martina, Pippo Oriani, Italie, 1930, nebo Learned
Spontaneous Movements, Déra Maurer, Madarsko, 1973), stejné tak jako dila
znamych jmen i neznamych autort. Klasiky jako Sklo (1958) nizozemské-
ho filmového esejisty Berta Haanstry ¢i Science Friction (1959) amerického
found footage mistra Stana VanDerBecka nebo polské animatory The-
mersonovy (Europa, Polsko, 1931) doplnuji jména z USA, Finska, Italie ¢i
Nizozemska i tvtirci z oblasti vytvarného uméni (Madarka Déra Maurér)
anebo filmafi riznych profesi - tieba slovinsky stfiha¢ Slavko Vorkapich
(zde Abstract Experiment in Kodachrome, USA, 1940/50), jenz je autorem
n¢kolika pozoruhodnych avantgardnich filmd prvni poloviny 20. stoleti.

Zpracovani tohoto tématu ma i metapozici v celku programu - je
prispévkem ¢i podnétem k zamyslenti, co v dnesnim kontextu znamena
experimentalni film, jakou roli v jeho definici hraje hledani novych ¢i
inovovanych podob vyuziti technologie, prace s vyrazovymi prostredky
¢i problematizace média, a to v roviné stylu, tedy i bez vztahu k téma-
tu, a jaky je vyznam zahrnuti dél, v nichz se pouziti urcitych praxi sice
opakuje, ale v navazani na obsah, ktery tyto praxe aktualizuje. Ji.hlavské
kuratorské koncepty ztistavaji oteviené pristuptim, které zahrnuji i filma-
i1 a filmatkami opakované zkousené tvirc¢i metody jako pole praxi aktua-
lizovanych obsahem, dobou a kulturnim kontextem.
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GENERACE DEVET - NULA
MICHAEL BIELICKY A POCATKY
CESKEHO VIDEOARTU

v s ov

MICHAL BLAZICEK

Cv]esk}’/ videoart devadesatych let v sobé spojil dvé rtizné skupiny umélcd,
kteti k novému médiu pfistupovali z odlisnych perspektiv. Prvni z nich
byl generacné starsi kolektiv kolem video oboru Ceského svazu vytvar-
nych umélci, k némuz pattili Radek Pilaf, Petr Skala, Véra Geislerova
a dalsi. Tato skupina stala i u zakladu vyuky novych médii na FAMU
a diky Pilafovi zpocatku i na brnénské FaVU. Odlisné pohledy do ces-
kého prosttedi vsak ptinaseli tvarci prichazejici ze zahranic¢i. Pro Brno
se stal klicovou osobnosti Woody Vasulka, $kolu novych médii na AVU
v roce 1990 pak spoluzalozil a do roku 2006 vedl Michael Bielicky.
Bielicky se do naseho prostiedi dostal v dobé, kdy tspésné star-
tovala jeho vlastni umélecka kariéra. A to predevsim v zahranici. Ab-
solvoval na akademii v Disseldorfu, na $kole jej nejvyznamnéji ovlivnil
Nam June Paik, v jehoz ateliéru studoval a kratce byl i jeho asistentem,

a nepiimo i Joseph Beuys a Vilém Flusser, jimz vénoval sva rana videa.
Byl umélcem, ktery vysel z angloamerického pojeti novych médii jako
kulturné-komunikac¢ni platformy, nékdy zastfeSované pojmem expanded
cinema. Odtud pramenti jista volnost, s jakou médium videa propojoval
s objekty, performanci a environmenty. Tento piistup se v 90. letech po-
mérné odlisoval od dobového chapani videoartu u nas. Zdejsi obor videa
zastaval spise koncepci vytvarné kinetického nastroje, jakéhosi multime-
dialniho pokracovani malby. Pro Bielického kosmopolitni vlivy doplno-
val zajem o tradice naseho multimedialniho divadla v podobé¢ Laterny
Magiky a Kinoautomatu a také o mystické a kabalistické tradice stiedo-
veké Prahy Kdyz po fadé formalnich studii v poloviné 80. let nasel svuj

¢ ovat na rozsahlych imerzivnich videoin-
» Kdyi po fadé formalnich stalacich, v nichZ centralni Gdlohu hraly
studil v pOlOViné 80. let pravé mystické interpretace databazi
nasel svy vlastni vytvarny faarchivi. Jednou z nejambiciéznéj-
jazyk, zacal pracovat na Sich byla Room with a View (2000) pro

rozsahlych imerzivnich pavilon Skoda ve Wolfsburgu, pano-
videoinstalacich, v nichz ramicka projekce na polokouli, na niz
centralni tlohu hrély pré.vé interaktivné ozivaly vyjevy z ceské
mystické i 1nterﬁretace historie a kultury. Bielického cesta od
databazi a archivi. « expanded cinema k interaktivnimu

. J
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prostiedi pfipomina fadu dalsich tvtrca, ktefi vyrastali s filmovym
obrazem a v centru jejichz zajmu na prelomu milénia prevazil pocitacovy
interface. Pokud je naptiklad Peter Weibel z tohoto thlu vniman jako
autor techno-politicky a Jeffery Shaw techno-utopicky, Bielicky je tvir
cem techno-mystickym. Jeho instalace a performance jako Exodus (1995),
This Year in Jerusalem (2006) nebo objekty The Name (1990) &i Menora (1989)
tematizuji individualni ¢i kolektivni pamét a médium videa v nich nese
prvek okamzitosti, bezprostiedniho déni. Elektronicky svét je pro Bielic-
kého v tomto smyslu prostorem ahistorickym, v némz je mozné se volné
pohybovat mezi tradici a modernitou.

Kdyz v 90. letech ptisel Bielicky do Prahy, vétsina jeho aktivit jiz
probihala v zahranic¢i. Od dob studia se objevoval na vyznamnych svéto-
vych vystavach, véetné documenta 8 (1987), Ars Electronica (1994) a na
festivalech v Berliné (1987), Oberhausenu (1987) a Osnabriicku (1988).
U nas se zacastnil prvni mezinarodni videoartové vystavy Priroda v pohy-
bu (Manes, 1994) a Fitra kouzelniki? (Narodni galerie, 1996-1997). I kdyz

jen mélo ze studentti ovlivnil stylem tvorby, sehral jakousi privodcov-

skou roli ve vyrovnani se s pfemirou novych vlivii, které k nam po roce
1989 zacaly pronikat. Ackoliv se sam nikdy nepovazoval za klasického
pedagoga, jeho otevieny a podporujici pristup, davajici pomérné velkou
volnost, studenti na $kole ocenovali. Ateliérem prosla fada studenti, ktefi
se pozdéji vyrazné etablovali jako videotviirci se zazemim ve vytvarném
uméni, jmenujme napiiklad Tomase Masina, Markétu Bankovou, Marka
Thera, Radima Labudu nebo Adélu Babanovou.

Na jihlavském festivalu, kde je Michael Bielicky ¢estnym hostem,
bude samostatny blok vénovan retrospektivnimu ohlédnuti k jeho ranym
dilim z 80. a 90. let. V druhém projekénim bloku s nazvem Ateliér Bielic-
ky bude predstavena dobova tvorba studentt jeho ateliéru na AVU.
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» John Grierson, jeden ze
%z}kladatelﬁ dokument4rniho
zanru, za druhé svétové valky

v Ka?adé aktivne spolupracoval
na statni propagandé. «
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a3

ﬁlan Motal je vysokoékolskj 7

pedagog, vedouci a zakla atel.

Centra pro medialni etiku a dialog
i Katedie medialnich studii

a zurnalistiky FSS MU. K zajmu

o etiku médii a uméni, kterou od

roku 2012 vyucuje, jej dovedla

jednak vlastni zkuéenost.reilséra

a dramaturga, jednak zajem

o hermeneutickou filozofii, které se

vénoval jiz ve své disertaci. Zajima

ho predevsim, jak mizou umeni ]

a média prispét k dialogu v kglturne

a tridné rozcigélené spolecnosti.

Motal je rovnéz ¢lenem expertni

rady Nadac¢niho fondu nezavislé

zurnalistiky, Asociace reg.ionélnich

novinaru a 1}()racovni skupln pro
Lmédia Sité k ochrané demokracie.
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SPOLECNE TVORIT ETICKE PODHOUBT
DOKUMENTARNI TVORBY
JAN MOTAL

Dokumentarni film je ze své povahy hrani¢ni disciplinou. Jiz od doby,
kdy byl definovan Johnem Griersonem, si v sobé nese vnitini konflikt:
svoji formou a ambicemi je uménim, svym vztahem k realité vykracuje
v lepsim pripadé¢ k zurnalistice, v horsim k propagandé. I z produkéni-
ho hlediska se pohybuje na velmi nejistém tzemi. V tradici autorského
filmu ma byt vyrazem svrchované¢ho tviirc¢iho gesta, zaroven ale vznika
ve vysoce konkuren¢nim prostiedi produkci soutézicich o omezené
zdroje a prizen publika. Tvirci osobnosti jsou casto zavislé na instituci-
onalnich podminkach televiznich studii, které maji vlastni organizacni
cile a principy, jez mohou byt v pfimém rozporu s témi autorskymi.
Tyto soutadnice tak maji nakonec jediné ohnisko: tvarci stab, ktery
film vymysli, planuje, realizuje, a nakonec i pii jeho distribuci dopro-
vazi svym vykladem a komentati. Zodpovédnost, ktera je v nezavislych
podminkach nalozena na bedra jen nékolika malo lidi, je ohromna.
Filmati a filmatky vstupuji lidem do zivott, vyjadiuji se k politickym

a socialnim otazkam, operuji v ekonomicky vymezeném prostoru, maji
své zavazky k institucim, s nimiz spolupracuji. A v tom vSem se snazi
tvorit — uméni.

Pod timto silnym tlakem ze vSech stran se oslabuji kolektivni
vazby zodpovédnosti: jako by tuto zodpovédnost dokazal zvladnout
pouze vyjime¢né moralné a umélecky disponovany jednotlivec, ktery
poziva vseobecny respekt. Jakakoliv pravidla a zasady jsou nepottebné ¢i
dokonce skodlivé — omezuji osobni svobodu. Tvtrci gesto je svrchované.
Jde vsak o romantickou predstavu, ktera nakonec redukuje jakoukoliv
vaznou debatu o etice filmové tvorby na abstraktni filozofovani o vztahu
uméni a reality. Neni tedy divu, ze dokumentaristické postupy ztstavaji
spise intuitivni. Tvtrci a tvirkyné se - na rozdil od jinych odvétvi, véetné
védy nebo zminéné zurnalistiky - nemohou opfit o obecné prijimana
eticka pravidla, ktera by jim poskytovala nadosobni kompas pro etické
chovani v jejich profesi.

Od 60. let 20. stoleti se ptitom v fadé obort rozbéhla vazna dis-
kuze o hranicich profesionality, zivena kritikou mocenského postaveni
expertt a expertek. Lidé pisobici v oblasti 1ékaiské péce, vyzkumu,
na tradech, u policie ¢i v zurnalistice se z principu své prace nachazeji
v pozici, kdy maji nad témi, s nimiz jednaji, vyrazné navrch, a rovnéz
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ovliviuji Zivot celé spole¢nosti. Jakym zptisobem se lze branit proti jejich
moci? Kde jsou hranice profesionalniho jednani a za¢ina zvale?

Nejviditelnéjsi byl tento posun v mediciné a védé, kde byly postup-
n¢ formulovany i velmi striktni zasady jednani, které nejen chrani spo-
le¢nost a subjekty, s nimiz experti a expertky pracuji, pred piipadnymi
skodami, ale ¢im dal tim vice jim pfiznavaji svobodu podilet se na roz-
hodovani o svém osudu. Védecké experimenty a lékatské postupy, které
byly bézné jesté v 50. letech 20. stoleti, jsou dnes vylouceny, a prostor
moralnich zavazki se rozsituje za hranice lidské fise ke zvifattm, piiro-
deé, zivotnimu prostiedi.

Etické kodexy jsou jen nejviditelnéjsi ¢asti tohoto vyrazného pohy-
bu od intuitivniho rozhodovani ke sdilenym, reflektovanym a kolektivné
vyjednanym zasadam, jez odbornym profesim usnadnuji rozhodovani
alidem, s nimiz pracuji, davaji jistotu, ze jejich svoboda a integrita budou
zachovany. V podlozi psanych pravidel buji zivouci organismus akade-
mickych pracovist, odbornych spolecnosti, zurnalt a ¢asopisi, profes-
nich i vefejnych diskuzi, pravnich bitev i institucionalnich regulac¢nich
mechanismi, které vytvareji prostor profesni etiky.

Toto hnuti posledniho pilstoleti se v ¢eskych podminkach jen
minimalné rozsitilo do prostiedi médii a uméni. Po sametové revoluci
prevazil ,triumfalismus svobody®, jak se v jednom rozhovoru vyjadfil
profesor Jan Jirak. Myslenka jakychkoliv zasad, principti a pravidel se
jevila jako omezenti tviir¢i svobody a volného projevu, jako zavan z dob
minulych. I proto se zurnalistické kodexy mezi média rozsifily az ke kon-
ci 90. let 20. stoleti a spise pod tlakem politické reality, ktera chtéla volny
prostor zkrotit alespon né¢jakymi pravidly vetknutymi do nového tiskové-
ho zakona. Ale pohftichu ztstalo jen unich av Cesku dodnes chybi syste-
matickd a strukturovana akademicka 1 odborna diskuze o medialni etice
i zakladni samoregula¢ni mechanismy a instituce bézné v zahranici.

Filmova tvorba i za nasimi hranicemi stala spise stranou témto
pohybtim, ale v poslednich dekadach se tendence stanovit etické hranice
projevuiji sice zivelné, ale velmi sebevédomé. Nejviditelnéjsi bylo prav-
dépodobné #McToo ¢i kontroverze kolem obsazovani herct a herecek
z mensinovych etnik, vedle toho se ale vyrazné zacalo prosazovat treba
i hnuti ekologické a ekonomické udrzitelnosti, jako je iniciativa Albert,
ktera vznikla v roce 2011. Tak zvany green filming, tedy ekologické nataceni
podporujici environmentalné zodpovédné jednani, si naslo cestu i do
ryze komerc¢niho prostredi - u nas jej prosazuje medialni skupina CME,
vlastnik TV Nova.

249 Etika v dokumentarnim filmu

Pro Cesko je symptomatické, ze ve filmovém a televiznim pro-
stiedi tyto kampané vyvolaly minimalné rozpacité, ne-li vylozené
odmitavé reakce. Stejné jako ztstava profesni etika filmait osobnim

zavazkem na intuitivni Grovni, smysluplné vefejné diskuze o etice jsou

vzacné a vétsinou nejsou motivovany usilim o vyjednavani a hledani

sdilenych zasad.

V dokumentarnim filmu je to patrnéjsi proto, ze filmafti a filmarky
pracuji na rozdil od fikéni tvorby s béznymi lidmi, do jejichz Zivoth vstu-

puji a casto je 1 prevraceji k nepoznani

se k vé¢nému a spise filozofickému|
problému o vztahu uméni a reality,
hranicich svobody a manipulace.
A diky tomu unikaji otazky mno-
hem mensi, prizemnéjsi a konkrét-
néjsi: Maji lidé pravo na autorizaci?
Lze natacet v jejich soukromi i be7
jejich souhlasu? Je mozné pouzivat]

v s 17

» Tato skute¢nost svadi
navracet se k véénému

a spise filozofickému
problému o vztahu uméni
a reality, hranicich svobody
a manipulace. A diky tomu
unikaji otazky mnohem
mensl, piizemnéjsi

to, co je natoceno ,,mimo zaznam“?| a konkrétnéjéi. «
Lze natacet s détmi bez pritomnosti
rodicu? Jak natacet lidi v afektu, se snizenou schopnosti orientace ¢i roz-
hodovani? Musi dat dokumentaristé a dokumentaristky pravo vyjadrit se
lidem, o nichz se ve filmu hovofi? Je mozné zatajit ve prospéch prib¢hu
okolnosti ¢i lidi, ktefi sice byli soucasti natacent, ale do autorského zame-
ru se nehodi? Jak natacet chudé, nevzdélané, lidi ze socialnich periferii?
Jaké zasady producenti ¢i instituce, pro niz se nataci, jsou ospravedlni-
telné a proti kterym je legitimni se branit? Mohou dokumentaristé a do-
kumentaristiky vyuzit druhé lidi pro prosazovani svého nazoru, i kdyz
oni s nim nesouhlasi? Je mozné publiku néco zatajit, abychom vybudili
kyzenou reakci? A tak podobné.

Z4dn4 z téchto otazek neni akademickou. Jsou to redlné dilemata,

J

ktera kazdodenné¢ dokumentaristé a dokumentaristky fesi — a namnoze
na n¢ zistavaji sami. Nemusi tak byt vzdy schopni reagovat na tlaky

z branze, od lidi, s nimiz nataceji, nebo z instituce, ktera film produkuje.
Bez spolecné reflexe dokumentarni etiky mezi tviirci a tvarkynémi, lidmi
pusobicimi v akademické sféte, publikem i filmovymi subjekty nelze
nalézt hranice, na kterych by panovala alespon ramcova shoda, které by
vytvartely bezpecné, dialogické a rozuméjici prostiedi. A bez vyzkumu,
ktery pomtize takovou diskuzi postavit na empiricky zaklad, neni smyslu-
plna argumentace mozna.
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I proto jsme se rozhodli v ramci letosniho festivalu usporadat
konferenci spojujici akademickou a profesionalni sféru, filmovou kritiku,
publikum i socialni herce a herecky, ktera by se zabyvala otazkou moci
v dokumentarnim filmu. Cilem je iniciovat rozhovor, ktery bude jisté tr-
vat velmi dlouho a bude vyzadovat jesté mnoho setkani a spole¢né prace,
ale jehoz plodem muze byt vytvoreni produktivniho podhoubi, z n¢hoz
muze vyrast mnohem pevnéjsi a jasnéjsi predstava o tom, co ¢eska do-
kumentarni tvorba povazuje za spravné a co nikoliv. Dokumentaristicka
etika je v rukou tvarci a tvarkyn, ale podilet se na jeji reflexi miizeme
my vsichni. A pozvani k tomuto rozhovoru plati pro kazdého, komu na
tomto oboru zalezi.
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» Zavaznym etickym
problémem zanru
je tzv. pornografie
chudoby, podle
mnohych pritomna
napriklad v britské
doiumentérni séril
Benefits Street. «

» Etické kontroverze se nevyhybaji ani satife.

V dokumentarnim snimku 7%e Problem with Apu
analyzuje americky komik Hari Kondabolu
stereotypizaci Apua Nahasa(g)eemapetilana,
prodavace s indickym ptivodem z animovaného
serialu Simpsonovi. «

The Problem with

APV

true
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THE
SILENCE
BREAKERS

THE VOICES
THAT LAUNCHED
AMOVEMENT

» Otazky etiky ve
filmovém pramyslu
vynesla v posledni
dobé na svétlo

asi nejviditelngji
Lkampafl #MecToo. «
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OTEVRENA PRAVDA

O DOKUMENTARNT ETICE
PATRICIA AUFDERHEIDE, PETER JASZI
A MRIDU CHANDRA

Otazky etiky dokumentarni tvorby nejsou ni¢im novym, ale v n¢kolika
poslednich letech nabyvaji v reakci na zmény ve filmovém primyslu na sile.
Koncem 90. let 20. stoleti byla americka dokumentaristika povazovana za
respektovanou oblast tvorby medialniho obsahu a uznavana jako nezavisly
hlas v dobé¢ klesajici diivéry vefejnosti v mainstreamova média a integritu
politického procesu. Soucasné se zrychlovala produkee televizni dokumen-
tarni tvorby, protoze bylo tfeba uspokojit poptavku po kvalitnich progra-
mech, které by zaplnily stale delsi vysilaci cas. To vedlo k vyrobé popular-
nich poradii postavenych na osvédcenych formatech. Ale riist komer¢nich
pfilezitosti a vysadni postaveni politiky coby namétu dokumentarnich
snimk vyvolavaly napéti. Dokumentaristé a dokumentaristky se bez ohle-
du na to, zda tocili historické dokumenty pro televizi, pofady o ptirodé pro
kabelové vysilani, nebo nezavislé politické dokumenty, ocitli pod ekono-
mickym tlakem i pod drobnohledem zkoumajicim etiku jejich metod.

]

Filmati a filmarky podléhali pokuseni kritizovat své kolegy, prestoze
nem¢li standardy, na které by se mohli odvolat. Nataceni dokumentar-
nich film1 je na rozdil od novinafiny do zna¢né miry ¢innost jednotlivce
na volné noze. Jde zpravidla o drobné podnikajici, ktefi prodavaji svou
praci riiznym distributorim, vétsinou televiznim kanalim. Dokonce

i producenti a producentky, pracujici pro velké televizni stanice, jako jsou
Discovery, National Geographic nebo PBS, jsou obvykle nezavislymi
smluvnimi partnery.

]

Mnozi osloventi z filmovych profesi hovortili o komerénim tlaku - zejmé-
na ze strany kabelovych televizi - ¢init rozhodnuti, ktera povazovali za
neeticka. Trend smétujici k rychlejsi a levnéjsi dokumentarni tvorbé a praci
ve stylu ,montazni linky" komplikuje situaci filmovym tviarcim a tvirky-
nim, ktefi chapou, ze maji zavazky viici objekttim svého zajmu. Dochazi ke
stirani hranice mezi tradicnim dokumentem, realitou a hybridnimi forma-
mi. Dokumentaristy a dokumentaristky tento vyvoj ¢asto trapi: ,,[Fakta]
nejsou ovétovana... O etiku nejde. Stale vice jde jen o zabavu.” [.. ]
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Filmovi tvirci a tvirkyné celi také tlaku prehanét dramatické situace
a konflikty mezi postavami filmii a vytvaret dramata i tam, kde nevzni-
kaji pfirozené. Postavy mohou byt naptiklad pobizeny, aby pozménily
pfibéh s cilem vystupnovat vzruseni, konflikt nebo nebezpeci. V jednom
pripadé filmar uvedl, ze kdyz nedodal dostatecné zajimavé snimky jis-
t¢ho konkrétniho zvifete, vykonny producent je nahradil snimky jinych
zvifat z jiné zemé. Dotyc¢ny tviirce se domnival, ze to zkresluje zobrazeni
podminek panujicich v daném regionu.

(]

Utastnici a G:¢astnice vyzkumu! identifikovali potize vzbuzujici etické
otazky ve dvou typech vztahti: ve vztahu k postavam a ve vztahu k publi-
ku. V prvnim piipadé se etické napéti tyka udrzovani mezilidského pra-
covniho vztahu s nékym, jehoz pribéh dokumentarista ¢i dokumentarist-
ka vypravi. V druhém ptipadé jde o zpisob, jak si udrzet davéru publika
v pravdivost a integritu dila. V obou pfipadech hrala v neprospéch osob-
nich preferenci filmovych tviirci a tvairkyn povinnost dokoncit nataceni
pusobivého a uptimného dokumentarniho ptibéhu, aniz bude piekrocen
rozpocet.

ZUCASTNENT

Kdyz filmovi tviirci a tvairkyné uvazovali o postavach svych filma,
obvykle popisovali vztah, v némz maji vétsi spolecenskou a nékdy také
ckonomickou moc nez objekt jejich zajmu. V tomto piipadé usilovali
o vztah navazany v dobré vite, ktery neohrozi postavy a nezanecha je
v horsim stavu, nez v jakém byly predtim. Vétsina zastavala heslo ,,Neu-
blizuj“ a ,,Ochranuj zranitelné®.

Zpravidla tento vztah nebrali jako pratelstvi, ale spis jako pracovni
vztah, a to casto takovy, v némz mize mit postava filmu na filmového
tvarce ¢i tvirkyni zna¢né naroky. ,,S objekty svého zajmu chceme nava-
zat mezilidsky vztah, fekl Gordon Quinn, ,ale existuji hranice, které
by se nemély piekracovat. Napiiklad neni pfijatelny jakykoli milostny
pomér. Vzdy si musite uvédomovat, ze jako filmafi mate v tomto vztahu
disproporéné velkou moc®. Soucasné filmovi tvirci a tviirkyné reflektuj,
ze jejich profese s sebou nese to, ze nékomu mizou pusobit bolest. V jed-
nom piipadé Sam Pollard pozadal protagonistu o zopakovani rozhovo-
ru, aby dospél k emoc¢né intenzivnéjsimu popisu bolestného okamziku,
kdy byl protagonista tyran policii ve vézeni. Napodruhé ,,plakal onija,

1 Tento text vznikl na zakladé¢ prizkumu, ktery Aufderheide, Jaszi a Chandra uskute¢nili
vroce 2009 ve Spojenych statech. Vychazi ze 45 rozhovoru s reziséry/kami a producenty/kami
pusobicimi na poli americké dokumentarni produkee.
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vsichni jsme plakali. Byla v tom sila. Po zbytek dne mi z toho bylo zle,
mél jsem pocit, ze jsem ho zmanipuloval ve sviij osobni prospéch. Ve
filmu to funguje, je to puisobivé, ale stydél jsem se, ze jsem ho dohnal
k momentu, kdy se sesypal.”

]

Velmi silné si uvédomovali, jakou maji nad postavami svych filmt moc.
»Obvykle lidem vstupuju do zivota v okamziku néjaké krize. Biith chran,
ze bych si s nimi mél vyménit role,” uvedl Joe Berlinger, ,,nikdy bych
nedopustil, aby tocili film o tragédii, ktera se dotyka mého zivota. Jsem si
dobfe védom, zZe je pokrytecké zadat po nékom, aby se mi otevfel tak, jak
bych to ja nejspis nikdy neudélal®. ,,Nechavaji mé, abych sledoval, jak se
odviji jejich zivot,” poznamenal Steven Ascher, ,a to s sebou nese odpo-
védnost pokusit se predvidat, jak je uvidi publikum, a je-li to nezbytné,
obcas je i chranit®

]

Filmovi tviirci a tvirkyné si byli také védomi, ze i jejich zavazky vici
postavam maji své hranice. Jednou z hrani¢nich charakteristik mize byt,
kdyz povazuji postavy svych filmii za moralné¢ zkorumpované, napriklad
jestlize se dopousti nekalych praktik v politice nebo ekonomice. Steven
Ascher uved], Ze ,,odhaleni slabosti nebo postojut, které pravdépodobné
vzbudi smich nebo odpor, lze ospravedlnit v ptipad¢, ze doty¢ny zneu-
ziva jiné lidi, nebo je natolik pfesvédceny o své pravdé, ze bude se svym
portrétem spokojeny. Vic svym postavam svych filmi nedluzite.”

]

Uvédoménti si rozdilného mocenského postaveni nékdy vede filmové
tvtrce a tvirkyné k tomu, ze se s nékterymi postavami dobrovolné déli
o rozhodovaci pravomoc. Zde dluzno podotknout, ze se tento pfistup

n ichz ati a filmarky soudi, ze jsou agresivni
» Zde dluzno podotknout, a maji moc, kterou nevahaji uplatnit
ze se tento pfistu pti kontrolovani vlastniho obrazu.
nevztahuje na celebrity, Tento odlisny pristup koresponduje
o nichz filmafi a ﬁlmaf‘ky s filmarskou citlivosti vii¢i mocen-
soudi, ze jsou agresivni skému nepoméru ve vztazich. [.. ]

a maji moc, kterou nevahaji
uplatnit pii kontrolovani
vlastniho obrazu. «
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PUBLIKUM

Filmovi tvrci a tvirkyné také vyjadrili svij primarni vztah k pu-
bliku, ktery popsali jako profesionalni: jako eticky zavazek predkladat
publiku pravdivé a upfimné odvypravéné pribchy. Tento vztah byl nic-
méné mnohem abstraktnéjsi nez jejich vztah k osobam pred kamerou.

Vice podstatnym se tento vztah stava teprve v postprodukéni fazi
vyroby filmu. Od filmovych tviirct a tvirkyn se ¢eka, ze v prabéhu filmu
prejdou od loajality viici protagonistiim a protagonistkam k loajalité viici
publiku, aby mohli projekt dokoncit.

Pokud pfi nataceni dojde k vyznamnému ovlivnéni situace, aniz je tento
vliv pfiznany, je to podle filmovych tviirct zrada na publiku a jeho oce-
kavanich. Filmafi a filmatky si plné uvédomuji, ze volba thla pohledu,
zabért a protagonistii je osobni a subjektivni (fada z nich zminovala
»uhel pohledu® coby zadouci rys dokumentarniho filmu) a sva rozhod-
nuti hajili odkazem na pojeti ,,pravdy®. Toto pojeti bylo ovsem vyvraceno
testovanim validity, definicemi a normami. Ve skutecnosti je to spise
naopak: kdyz byli konfrontovani s dtikazy o neptesnosti ¢i manipulaci,
autofi Casto posouvali ,pravdu® na vyssi konceptualni Groven tzv. ,vyssi
pravdy®.

Tato ,vyssi pravda“ nebo ,sociologicka pravda“ nam nevyhnutelné
pripomene prikopnika dokumentarniho filmu Johna Griersona a jeho
popis dokumentu jakozto ,tvirc¢iho pojednani skute¢nosti®. Grierson
tento pruzny termin pouzival k zastiténi Siroké skaly ¢inti a ptistupt od
rekonstrukee po vysoce selektivni odvypravéni prib¢hu, dokonce véetné
nepokryté vladni propagandy. Prosazovani tohoto terminu kritizoval
mezi jinymi také akademik Brian Winston, protoze umoznuje, aby etické
volby nebyly podrobeny pfezkumu. Griersonovi, ktery neustale podnikal
strategické kroky, aby zajistil statni financovani dokumentarniho filmu,
pfinaselo takové pojeti strategické vyhody. Pokud jde o dnesni dokumen-
tarni tvirce a tviirkyné, zda se, ze takovy pristup posvécuje rozhodnuti,
ktera ¢ini ohledné ramcového piibéhu a zaméru dokumentu, a ospravedl-
nuje obecny cil predestirat diilezita témata, seznamovat s procesy ¢i sdilet
poselstvi prostiednictvim (pozadovaného) zabavného narativniho ram-
ce, pricemz nevylucuje nezbytna zkresleni s cilem prizptsobit se tomuto
ramci a dovoluje jistou flexibilitu s ohledem na potieby produkee.

]
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Rada filmafit a filmatek uvedla, Ze zinscenovani rutinnich nebo nedtilezi-
tych akci, jako je priichod dvermi, je soucasti nataceni a ,,nesouvisi s prav-
divosti ptib¢hu®. Neziidka vsak tviir¢i osobnosti zasly mnohem dal.

Bézné naptiklad pouzivaji rekonstrukee (inscenuji udalosti, které
se odehraly v nedavné ¢i vzdalené minulosti), byt se vétsina z nich do-
mniva, ze je dilezité, aby publikum védélo, Ze se nejedna o autenticky
zaznam. Stanley Nelson prohlasil: ,Lidé musi védét a citit, Ze jde o re-
konstrukci. Musite si byt na 99,9 procent jisti, Ze to lidé poznaji.“ Nékteri
filmovi tviirci a tviirkyné ,inscenuji® udalosti tak, aby se odehraly v ¢ase
pithodném pro filmovani. Jeden dokumentarista uvedl, ze ,,pokud se
jedna o ¢innost, jiz by se postavy vénovaly tak jako tak, pokud nataceni
nezkresluje jejich Zivot... pak stale zobrazujete realitu.”

NA CESTE K ETICKEMU NATACENT

[...] Jakmile se konflikty spojené s etikou otevtou [...], nelze ve
vétsiné konkrétnich pripadii vefejné odhalit pozadi filmatské prace, ktera
se ve snaze vypravét pravdivy pribéh potyka s fadou prekazek, ani se o ni
nemize vefejné diskutovat. Nékdy jsou tviirci a tviirkyné vazani smlou-
vou, ale mnohem castéji je svazuje strach, ze oteviena diskuze o etickych
tématech povede k cenzute nebo ohrozi jejich dalsi praci.

A tak se ocitaji v situaci, kdy jim schazi profesni normy ¢i standar-
dy. Institucionalni standardy se vztahuji pouze na spolecnosti, pro které
pracuji, a nemusi vzdy odrazet jejich predstavy o ptipustném chovani
v ramci jejich femesla. Dokumentaristicka komunita je Siroce rozpro-
stfena, virtualni a setkava se pouze sporadicky na filmovych festivalech
a elektronickych seznamech (listservs). Filmovi tvtrci a tviirkyné potie-
buji sdilet své zkuSenosti a zauzivané terminy, kterymi o celé problema-
tice mluvit. A musi mit moznost zpochybnovat vlastni i cizi rozhodovaci
procesy, aniz budou podstupovat netinosné riziko.

Tvarci osobnosti dokumentarnich filmt pottebuji $irsi, trvalejsi
a vefejnou debatu o etice a soucasné pottebuji také bezpec¢ny prostor, kde
mohou klast otazky a svéfit se se svymi obavami. Eticky kodex, ktery
bude ptisobit vérohodné v oblasti dokumentarni tvorby, jez vyuziva $iro-
ké skaly metod, musi vychazet ze spolecného chapani hodnot, standardii
a postupii. Ke kultivaci takového porozuméni na tomto poli tvarci praxe
je tieba rozsahlejsich a zivéjsich debat.

2d11 2009

Clanek byl redakéné krécen a opatien diléimi nadpisy. Cely text lze nalézt na adrese:
emsimpact.org /resource/honest-truths-documentary-filmmakers-on-ethical-challenges-in-their-work



258 Etika v dokumentarnim filmu 259 Etika v dokumentarnim filmu

O ETICKYCH VYZVACH
V DOKUMENTARNIM FILMU

( lfggif;?égi?ceﬁhsetlli;le prxfesor.kOT Retézov}’/ r,ozl?ovor ﬁlmafek/ at ﬁ!mafﬁ .poEiﬂejigich se na Vzniku/
Universit}’ ve Washirlll rtla m]_(;r ican dokurflenta.m%}vlo ﬁlmou otevira tema etlvc-kyCh‘ demat a mO’CCI%’SkYCh
Zabyvé ty ve Washir % onu, D.C. vztaht, s nimiz se tvirci a tviirkyné pfi vzniku filmu potykaji.

3 1 dopad
E)ugobeni masovych méd%, etikou
nejen) audiovizuilni tvorh
1prol3 ematikou autorskych prav
a moznostmi principu E]

1/ OTAZKA PRO REZISERKU ADELU KOMRZY:
Kolik prostoru davate socialnim hercim nad ramec samotného

. <«
Jakov(v)cgﬂované film OV% ilri tll'lglia. vystupovani? Jakou maji moznost ovlivnit vysledny film?
zamerujici se na ina :
% a nezévgsls)u tvorgllfmgsaggicllg 331(0 Adéla Komrzy: Pokud natac¢im reportaz nebo zaznam déni napiiklad na
] %ro,tkf/ne feStIV.’sllu gu.ndance' ulici, tak. je prc&stor VC.lml maly. l?olfucvl alej nata¢im ﬁutorsk}’/ film, kter}’/
PRV G ! sahle se ve své raci Vénuje se zpravidla pfipravuje a realizuje i nékolik let, tak je ten prostor velky.
z i dpkumentfirnfmu Elmu, jeho Je podstatny pro vytvoreni vzajemného vztahu a divéry. Protagonista
i . lstorlz, ctice, kontroverzim, které by mél pokud mozno chapat zamér, se kterym se film toci (pokud nejde
) i a"j_. Jeho Vyvoj pr (_)VE’!ZCIy, 1 praktjck}’;ml' o investigativni zanr, naptiklad). To vyzaduje hodné vzajemného a spo-

problemy, S nimiz se tvirci

a tvirkvne . le¢né stravenc¢ho ¢asu. Kdyz je dobfe - tedy jasné - nastavené ,hraci
vurkyné v soudasnosti potykaji.

pole®, protagonisté jsou otevieni a pfed kamerou jednaji uvolnéné az
autenticky. Takto tzky vztah se rozviji i nadale béhem nataceni, pokud
je dlouhodobé. Tady mtizu mluvit o zkusenosti z Jednotky intenzioniho
Zvota. S protagonisty jsme iv pribéhu nataceni probirali mozné obavy

sani tohoto

» V r;)cé 9022, tfinact let po nap
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dala Documen_tary }N()ﬂ_“ng Gli:)}l P> napiiklad z jejich V)’.rsledného obr.azu‘, resp. odrazu, ktery bude vysled-
P i texslvl’ ND ey Aufderhelde pusobﬂa, eticky nym filmem. Nebo jsme probirali zajimavy rozpor, ktery zazivala hlavni
Yot siiaggiogi| -V NZ Patricid Vazivni filmovou tV_Orbu,’ k/tCI'Y to protagonistka, snazila se byt velmi autenticka, ale pfed kamerou se uza-
ramec Erq nVC 1311 témat, 0 nichz pOJednava /t cn virala. Zaroven natacet chtéla. To jsou kifehké momenty, které chvili trva
va’h 1CSH¥J€CI£§ ramec, kter}’l pﬁVit/aly rggfe};z si vitbec uvédomit, a nasledné to vyzaduje velkou miru divéry, svérit se
clanck. na

s tim. Pak je na nas, abychom to spole¢né probrali a zpracovali. Takze
iv observac¢nim filmu je hodné prostoru pro protagonisty nad ramec
samotného vystupovani pied kamerou. V jiném piipadé by to mohlo byt
ijinak, ale moje zkusenost je takova, ze velka cast rezie je pravé v budova-
ni riznorodych vztaht, a tém je dtlezité prostor davat. Casto také pretrvaji
1 po nataceni, a to vnimam jako dar, kdyz se to povede a vzajemné se chce.
A jestli maji moznost ovlivnit vysledny film? Mozna ve vyjimec-
nych piipadech. V ptipadé ,, Jednotky® jsem vylozené chtéla, aby mi
lékati fekli, jestli tam neni néjaka fakticka chyba, pteslap. V tom ptipadé
bych to fesila. Pokud by vsak méli problém s tim, jak tam vypadaji nebo
ze se neztotoznuji se svym obrazem, to uz by byl podnét k sirsi diskuzi
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a zvazovani ,zavaznosti“ obav. Casto miize jit o prvni dojem, né¢kdy miize
jit 0 néco zavaznéjsiho, co miize mit pro zivot protagonisty diisledky,
o kterych jsme ve stfizné nemuseli védét. To je nasledné dulezité probrat
a zvazovat. Obecné mi jde vsak o to, aby mi na zacatku spoluprace dali
protagonisté svobodu a vydali se se mnou na nepoznanou cestu, kde se
mohou dozvédét mnohé i o sobé samych. To vyzaduje velkou miru otevfe-
nosti i odevzdanosti, coz je na tvorbé dokumentarnich filmu jeden z nej-
krasnéjsich aspektti, kde pocituji kromé jiného i velkou pokoru. Vysledny
film bych tedy protagonisty nechala ovlivnit pouze z velmi opodstatné-
nych divodii. Kdybych se z otazky chtéla vykroutit, musela bych rict, ze
pravé protagonisté jsou hlavnimi tvirci. Ja se jen snazim nestat jim v cesté
projevu. Takze vysledny film ovliviuji absolutné. Bez nich by nebyl.

2/ ADELA KOMRZY SE PTA REZISERA

A PRODUCENTA VITA KLUSAKA:

Jak se rozhodujes ve chvilich, kdy cesta za dobrym filmem vede ptes rtz-
na lidska zklamani/selhani/zranéni? Svéti acel prostiedky?

Vit Klusak: Obcas mezi studenty nebo kolegy, kolegynémi slychavam
néco ve smyslu ,kvtli lepsimu filmu do toho radsi nebudu $tourat, vzta-
hy s postavama jsou pro mé dilezitéjsi, nez vysledek®. Film sice neni nad
zivotem, ale neni ani pod nim. Film je Zivot. Vzpominam si, jak jsem

v mladické vasni - byl jsem v prvaku na FAMU - konfrontoval Jana
Gogolu ml., ke kterému jsem bezmezné vzhlizel, jak mtze jako filmar
pracovat v Ceské televizi na pozici dramaturga, kdyz prece médium tele-
vize je uc¢ebnicové zizeni reality, jen slaby odlesk celku (hltal jsem tehdy
Flussera a Postmana). A Honza se na mé blahosklonné oto¢il od volantu
a tekl: ,,Mohl bys mi laskavé fict, jaky je rozdil mezi televizni obrazovkou
a pohledem z okna? Co z toho je zardmované vic jako pravda?“ Vzpomi-
nam na to ted proto, ze se prost¢ domnivam, ze cesta za dobrym filmem
prirozené vede i pfes riizna lidska zklamani, selhani a zranéni. Tak jako
normalni zivot, ve kterém se bézné zranujeme a zklamavame. A Ze i tohle
patii do jeho komplexniho a vasnivého procesu zobrazeni. Podstatné je,
jakym zpiisobem to pak ucinit soucasti filmu, jak divakim odhalit ves-
keré karty vcetné téch pod stolem. Snazsi je to pro dokumentaristy, ktefi
nezistavaji ukryti za kamerou. Tteba pravé pro Jana Gogolu ml., kdyz
se divam na jeho film o pratelstvi v podobach blizkosti i mijeni Vécny FoZo
(2020). Dokonala ilustrace vousaté teze, ze dobii pratelé si totiz sdeéluji

i nepiijemné pravdy. Neboli ze se pro pevnost pratelstvi dokazi i zklamat.
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3/ VIT KLUSAK SE PTA REZISERKY TEREZY REICHOVE:
Terezo, dokumentarni filmy, véetné Tvych, se ¢asto zaméruji na spole-
¢ensko-kriticka, nebo dokonce i lidskopravni témata. Poukazuji na ne-
rovnost, nespravedlnost, stavi se za prava slabsich, boii tabu a snazi se
rozpoustét stereotypy. Zajima mé, jak pfi tvorbé takhle angazovanych
filmii celis Gskali premoudrelosti a kazatelstvi. Jak si hlidas, abys do svéta
neposlala plakatovou moralitu. Film konstatujici, nikoliv tazajici. A jakou
roli v téhle ¢asti procesu hraje humor.

Tereza Reichova: Vite. Urcité nejsem bez viny a do svéta jsem kazatelstvi
a konstatovani parkrat vyslala. Nékdy to byla nevédomost, jindy vliv ¢aso-
vé tisné, ale nékdy to byl i zamér. A odtud bych svou odpovéd zacala. Ka-
zdé téma filmu se snazim promyslet tak, abych védéla, do jakého prostoru
zdy dulezité prehodit vyhybku toho, jak se
o tématu komunikuje a premysli. A tak
se muze stat, ze obcas je tieba plasti-
¢nosti, kde divak musi hledat odpovédi
sam, jindy radikalni manifestace a nékdy

» Myslim, ze je vzd
dilezité prehodit vyhybku
toho, jak se o tématu
komunikuje a premysli. «

1é¢i Tebou zminény humor.

V pribéhu natacent jde o praci s protagonisty nasich filmi. Po-
kud nam odpovidaji ¢ernobile, $patné se ptaime nebo nas malo zajima
jedinecnost jejich pohledii. Stejné jako by mél byt jedinec¢ny jen ten nas.
Jinak by film nem¢l divod vzniknout.

4/ TEREZA REICHOVA SE PTA REZISERA

A DRAMATURGA IVO BYSTRICANA:

Mily Ivo, zajimala by mne tva zkusenost s eticky ¢i mocensky spornymi
situacemi, které jsi béhem nataceni musel fesit se ¢leny stabu. Nemas

radu pro kolegy, jak ptipadnym konfliktim predchazet?

Ivo Bystfican: Je vlastné priznacné, ze v anglictiné se pro reziséra po-
uziva slovo, které v jinych kontextech prekladame jako feditel. Rozho-
dovani v dasledku zalezi na ném a zaroven veskera zodpovédnost za to,
co se déje. Dodnes se mi vybavuje par let stara situace unaveného $tabu
prejizdéjiciho z nataceni do ubytovani. Technik po celém dni fidi, na
nataceni neni produkce a v hotelu je potieba zaplatit hotové, ¢imz nas
produkce nevybavila. Po telefonu poradi fidici/technikovi, at si jede vy-
brat z bankomatu a Ze mu to bude proplaceno po navratu. Pozdé vecer
nastane vybuch rozcileni, ktery absorboval i predeslé lapsy podobného
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typu dotknuvsi se dalsich ¢lenti tabu. Nalada vzdoru se pienese i do
dalstho dne. Uvédomil jsem si, ze urcité véci nesmim s ohledem na $tab
pripustit, naptiklad absenci produkce na place a delegovani jejich po-
vinnosti na kohokoli ze $tabu. To jsem nedocenil, neptedvidal a mélo
to vliv jak na osobni situaci kolegt, tak na nataceni jako takové. Jedna
véc je poradit si v dané situaci a snazit se o psychickou podporu, ta
dalezitéjsi je ale aktivné predem promyslet harmonogram, casy a logis-
tiku nataceni, s ohledem na stab, a trvat v komunikaci s produkei na
nepodkroditelnych standardech. Je dulezité si neustale uvédomovat, ze
pro stab je celodenni dokumentarni nataceni fyzicky i psychicky inten-
zivni a namahavé a jen slovo reziséra miaze dorovnat podminky tak,
aby to respektoval. To je moje doporuceni - pfi planovani nataceni brat
v tvahu nejen opravnéné zajmy téch, s nimiz se toci, ale i véech ¢leni
stabu tak, aby se nejednalo o vSestranné vykofistovani, v némz se obli-
gatné argumentuje nedostatkem casu a penéz. V pripadé, kdy se nelze
s produkci dohodnout, je potfeba obratit se na vedeni studia, ba i na
jejich nadfizené, a neobavat se upadnuti v neoblibu. V tomto ptipadé to
pomohlo.

5/ IVO BYSTRICAN SE PTA KAMERAMANKY YVON
TEYSSLEROVE:

Dokazes si vzpomenout na nejvyraznéjsi moment, kdy ti za kamerou
vytanulo etické dilema, jak nataceného clovéka, lidi nebo situaci snimat?
Ceho se tykalo, jak jsi o ném premyslela a stalo se i pfedmétem diskuse

s rezisérem ¢i rezisérkou?

Yvon Teysslerova: Téch momenti je zvlasté v dokumentarnim filmu

nebo ve zpravodajstvi, kde jsem nékolik let pasobila jako kameramanka,
mnoho. Vzdy zalezi na dané situaci, kterd ma mnoho proménnych. Do
snimani se samozfejmé promitaji osobni hranice, za které zkratka nejdu.
Snazim se pfistupovat k natacenti citlivé s ohledem na protagonisty a re-
zijni pozadavky. Nemam rada explicitnost, byt je samoziejmé také legi-
timni soucasti filmu i G¢innym prostredkem.

Paradoxem vsak je, ze k nejnepiijemnéjsi situaci jsem se dostala
v hraném filmu jest¢ na FAMU a tykala se natacenti s $estinedéInim mi-
minkem. Rezijni vedeni pro mne bylo zcela za hranou a nataceni scény
jsme spole¢né s produkei zastavily. Obecné mi piijde ,,pronajimani®
nemluvnat do filmu jako eticky problém.
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V dokumentarnim filmu $lo spise o vyhrocené emocionalni situa-
. Y . v

ce, kdy jsem musela kameru odlozit. Protagonista nataceného dokumen-
tu si v emocné vypjaté situaci nepial, abychom ho tocili. V ptipadé, ze
by se material natocil a pouzil, mohl by mit velmi zavazné disledky pro
celou rodinu. V jiném piipadé¢ jsem kameru odlozila a sla protagonistku
obejmout.

Kamera s hledac¢kem na oku vas vtahne a uzavie do nové vznika-
jiciho svéta, to, co vidite a snimate, vypovida mnohé o vas samotnych.
O vasich hranicich a dilematech. Jste-li s vasimi hrdiny na sebe napojent,
stane se, ze vas n¢které situace jednoduse feceno dostanou. V doku-
mentarnim filmu jsem méla vzdy stésti a pracovala s citlivymi zenskymi
rezisérkami, se kterymi nam vzdy stacil jediny pohled k rozhodnuti, zda
snimat, ¢i ne, pfipadné jak.

6/ YVON TEYSSLEROVA SE PTA STRIHACE

JURAJE ONDRUSE:

Zajimalo by mne, jak ¢asto dochazi ve stfizné k feseni etickych dilemat.
Mize se do takové situace dostat stfihac i z divodu nedostacujiciho
materialu? Zazil jste n¢kdy situaci, ktera byla za hranici, a musel jste
rict ne?

Juraj Ondrus: Takmer neustale. Popisujem tento proces vo svojej dizer-
tacnej praci a rozdelujem etické dilemy strihaca voci aktérovi, divakovi,
filmu a komunikacii so $tabom. Sice vic¢sina bodov vychadza z ne-
priameho kontaktu, ale ovplyvnuje vysledny dojem z audiovizualneho
diela. Takze sa to deje aj v praxi, naprikla}d ako sa pytate, ¢i to moze byt
sposobené nedostacujicim materialom. Ano, moze, a v tom pripade sa
snazim ziadat o dotacky, ak je to samozrejme ¢asovo a finan¢ne mozné.
S konkrétnym prikladom som sa ja osobne nestretol, ale stala sa nam
opacna situacia pri filme Psi Piné s rezisérom Jonasom Vackom. Spraco-
vavali sme dokument o Dominikanoch a ich 700. vyroci a po finalnom
strihu za nami do strizne dosiel jeden z aktérov, nech istt pasaz z filmu
vynechame. Film sme uz mali vo zvuku, ale aktérovi sme vyhoveli. Tak-
ze sme neriesili nedostato¢ny material, ale naopak vypustenie jedného
konfliktu z filmu. A aj to sa stava etickou dilemou strihovej skladby. Moh-
li sme k tomu pristapit inak, ale s rezisérom sme sa rozhodli zasiahnut
pre zachovanie dobrych vztahov. Napriek tomu mal film Gspech v tizkej
komunite ludi a otvorilo nam to oc¢i v dalsich filmovych pocinoch.
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7/ JURAJ ONDRUS SE PTA ZVUKARE VACLAVA FLEGLA:
S akymi najcastej$imi etickymi dilemami sa stretavate (priamy vztah s re-
zisérom, nepriamy vztah s divakom atd.)? Da sa ovplyvnit finalna striho-
va verzia vo zvukovej postprodukcii? Mate s tym blizsie sktisenosti?

Vaclav Flégl: Vzdy jde o manipulaci s materialem, divakem, posluchacem
a hranice jsou velmi fluidni. Mame vliv na lidi, co poslouchaji - sleduji.
Myslim si, ze v kazdém piipadé je na misté byt velmi zodpovédny a pred-
jimat, co miizeme zpusobit. Byt naptiklad zvukatem filmu Celisti, drbal INSPIRAGNI .\ 4 i
bych si hlavu nad tim, Ze jsem prispél skvélymi zvukovymi efekty k vybi- FORUM ..Ml
jeni zralokda.

Vse, co ve finalnim filmovém soundtracku sly$ime, je mozné m¢-
nit, doplnovat a obrabét. I po stiithu. Vsech moznych postupti u projektt
s nejlepsim svédomim vyuzivam tak, aby to vysledku pomohlo. Jsou celé
zanry — animovany film, piirodovédné filmy - kdy celou zvukovou stopu

vytvarim v postprodukci.

8/ VACLAV FLEGL SE PTA PRODUCENTKY

HANY BLAHA SILAROVE:

Jak bys fesila situaci, Ze se nékdo ze stabu kousne - vyhodnoti, ze jde
o nepiekrocitelnou manipulaci, podraz, neférovost, intimitu, porno

apod.?

Hana Blaha Silarové: V feeni takové situace by zalezelo na okolnostech.
Jako dtlezity bych vnimala rezisériv*¢in a sviij nazor na situaci. Jako
prvni krok bych iniciovala diskuzi, i proto, ze ¢lovéku nemusi v rychlosti
nataceni dojit véechny nuance. Zaroven je jasné, ze kazdy ma hranici
trochu jinde. Doufam, ze k nastaveni obecnych mantinela by doslo jiz
pfed natacenim pii predrealizacnich poradach. Pokud by se i tak clen*ka
stabu necitil*a komfortné, bylo by nejlepsi se dohodnout na ukonceni
spoluprace. Filmarinu vnimam jako bajecnou praci a bylo by zbytecné,
aby se kdokoliv na place trapil (vic, nez je nutné).
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TEREZA SWADOSCHOVA

za cely tym Inspiracniho fora

Letosni forum prichazi do svéta, ktery jsme si pfed rokem nedokazali
predstavit. Naléhavost porozumét déni kolem sebe je tak jesté intenzivngj-
§1, nez tomu bylo predchozi ro¢niky. Prestoze vice nez kdy predtim potie-
bujeme jasné ¢iny, jsou to hodnoty, teze a myslenky, které jim predchazeji.
Tim spi$ a védoméji miizeme letos naslouchat vizim svétovych mysliteli
a myslitelek, zaujimat k nim postoje, vést dialog, prozkoumavat podstatné
souvislosti — a vyvozovat z toho disledky pro nase vlastni ¢iny. Kazdy rok
nas tato setkani a hledani znovu motivuji a pfinaseji nadéji, ze spravedlivy
svét je mozny diky kazdému jednotlivci, kterému na ném zalezi.

Svét, ktery ma své limity. Na ty uz il pri -
vy dokument Meze ristu a dnes, 50 let| » Na ty uz v roce 1972
po jeho zvetejnéni, je prekroceno Sest upozornil prﬁlomOV}'r
z deviti planetarnich mezi. Vletosnim| dokument Meze riistu a dnes,
Inspira¢nim foru i celoro¢nim umélec- 50 let po jChO Zvefejnéni,
ko-vyzkumném programu Inspiration| je pfekro(:eno Sest z deviti
Forum LAB hledame strategie, které planetérnich mezi. «
se k limitim otevfené vztahuji. Eseje

J

reflektujici vysledky celoro¢ni tvorby tif interdisciplinarnich mezinarod-
nich tymu zvefejnujeme v posledni kapitole této knihy.

Klademe si otazku, zda lze ve smyslu mezi riistu pfemyslet i o audio-
vizi, ktera byla dosud nejcastéji ramovana ekonomickymi, riistové orien-
tovanymi ukazateli. Radi bychom vas pozvali k hledani smysluplné
udrzitelné cesty pro kinematografii bez ohledu na to, zda o filmu premys-
lime v ekonomickych nebo estetickych pojmech, které otevirame textem
Premysla Martinka Meze riistu v audiovizi.

Uméni nelze oddélit od svéta, ktery nam ukazuje své limity. Maze-

(» ,Uméni kiict'. Mariupolské me je diky nému ale Iépe pocho-
basniika Oksana Stomina pit a hledat nové zpuisoby fungo-
fika, ze ,nestaci jen mluvit, ale  |vani. Méize byt zrcadlem reality,
neustale, nepfetriité kricet ale 1 kladivem, kterym ji formu-
a kazdy den lidstvu pfipominat, [je. ,Umén{ k¥i¢i“. Mariupolska

\ie SVétjC klv’ehk}’lc. « /bésnifka Oksana Stomina 1ika,

ze ,nestaci jen mluvit, ale neu-
stale, nepretrzité kiicet a kazdy den lidstvu pfipominat, ze svét je kich-
ky“. Proto na zacatku kapitoly o Inspira¢nim foru zvefejnujeme basnické
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svédectvi Stominy o valce na Ukrajiné a na konci ukazky z dila filipinské
audiovizualni umélkyné Kiri Daleny, jez je hluboce svazano s politickym
protestem a doplni celou filipinskou filmovou retrospektivu.

Promysleni nasi pfitomnosti a budoucnosti zaciname dialogem
o novém uspofadani vztaht. Na nasledujicich stranach uvadime ¢tyti
rizné autorské perspektivy o vztazich k sob¢ samym, sobé navzajem
i téch s mimolidskym svétem. Jejich autofi a autorky reprezentuji témata,
ktera jsou letos v hledacku féra: déni na Ukrajiné, spole¢nost piesunuta
do onlinu, meze rustu a co se stane, kdyz zabrzdime rast a svobody, které
jsou stale jen na papife. Rtizné thly pohledu spojuje nutnost transformo-
vat nase vztahy na bazi péce a nezavislosti na ekonomickych strategiich.
A'to je dobry zacatek pro spravedlivéjsi svét iletosni Inspiracni forum.
Pozvani ke spole¢nému hledani plati pro kazdého!

Pozndmka: Pro lepsi orientact pridavame pro vSechny hledajict i nehledajict
slovnik zatim neexistuyicich slov, kterd se mizou a nemusi hodt.

269

TR

PRI e
.

LI

Inspira¢ni féorum

4 . . R
Oksana Stomina je spisovatelka,

basniika, ob¢anska aktivistka

a dobrovolnice. Pochazi

z Mariupolu, kde prezila n¢kolik
tydnt intenzivniho ruského
ostielovani, bombardovani

a nastavsi vseobecné humanitarni
krize. Je autorkou sbirky basni
Mariupol v prednich liniich, ve které
reflektuje zacatek ruské invaze

a marlupolske udalosti roku 2014.
V soucasnosti pracuje na knize

o prOblhaﬂ(ICI valce, o, jejimi slovy,
ystredovéké krutosti umocnéné
modernimi technologiemi®,

a o jejich dopadech na zivoty
jednotlivych obyvatel*ek mésta.

J
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PREDROZBRESKOVE

Napul ve spanku na kfizovatce dne a noci,

Pied pribytim sem, pred tim nez oteviu oci,
Snazim se rozpomenout, kde se dnes probudime
A pro¢ se citim tak osaméle a tak bez domova.

Rozumim, Ze to o vélce, to neni sen ani no¢ni mura.

Kratce se Boha zeptam, za co je ten trest shiry,
A zase od néj neptijde odpovéd.
Postavim se na nohy. Podlaha klouze jak led.

Praskne jak sklo pod vahou mého zarmutku.

Kde se dnes budu toulat, kde spustim svou kotvu,
Je mi to lhostejné, kupodivu mé to nezajima,
Nepomuize mi ani ranni kava,

Takze ke snidani ted mivam noviny.

Ctu je, nedokazu stravit ani polovinu.

Charkov a Sumy, Vinnycja a Odésa. ..

Boze, vazné to vidis ze svych nebes? A?

Proc¢ nezastavi$ kone¢né tuto hordu nepratel?
Vzdyt jsi, Boze, mocnéjsi nez dabel?

Slysis? Promluv si s nami, Boze! Kde jsi Ty?

Vi3, ze rakety ted maji kiidla?

Strely s plochou drahou letu, okfidlené jak ptaci.

Prilétaji do domovh, zabijeji.

Prosté vrazdi. Dospé¢lé, staré, malé déti. ..
Prilétaji rano nebo az k veceru,

Nékdy po obédé a uprostied noci. ..
Proto jsi preci kiidla nestvoril, Otce?

Posloucham, jak mi mezi Zebry néco tluce.
Chci se uvolnit. Ale to nejde.

Rozcesavam $ediny, prohlizim své vrascité lice,
Odpust mi to, Boze, cela jsem ted o valce.
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Z NEODESLANEHO
aneb dopisy do zajeti

Vénovdno mému manzelovi

PiSeme si je navzajem, tyto dopisy. Priizracné a Cisté.
Nejsou o valce ani o zbranich, ale o visnovém listi,

O pékném hnizdecku pod borovicemi, o $tésti a vitézstvi
Piseme lasce. Jak se da zit bez ni?

A jenom trochu o tom, kde jsi a jak mi je bez tebe.
PiSeme a piSeme a vyhazujeme je do nebe,
piseme a piseme a spoustime je na vodu.

Protoze nenti tu jin¢ho vychodu, ani vchodu...

Protoze nejsou adresy - neni ulic, domt a mést. ..
Takze rymované hlasy vytvari zmét nasich cest.

Protoze dal, nez je mij adresat, je snad uz jen Mars ¢i Venuse.
Tak tedy... Libam tvé ¢elo a svéfuji se ¢aram tuse.

smutny cervenec 2022
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DOMU

Vérnosti ptaki ke svému domovu se Fika ,filopatrie®.
Vénovano nucenym presidlencim. ..

My milovany domove, mt;j drahy hrade...
Kde jsi ted? Jak se mas beze mé?

Kdo tam ted dycha, kdo se sméje,

Kdo rozkrada vetes a zbytky srdce

A zkousi si moje viedni $tésti?

Kdo vynese jako smeti vSechny mé fotografie
A sunda z policek obrazky mych déti?. ..

Tak tedy pfislo stadium popirani.

Tato bolest je vsudyptitomna a trochu capi,
Stra$né tézk4 a tla¢i mi na ramena.

Ale duse stale miri k tobé.

Ale duse je vérny nezastavitelny ptak -
Neoblomné krouzi nad déravou stiechou,
Jako nad docista vyplenénym hnizdem.
Odkud ma, kiehule, tuhle neoblomnost, tu
Schopnost nevzdavat se a vérit do konce?
Moje malé ptace, opatruyj sva kiidla

A svou schopnost navracet se dom!
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KREHKY SVET
OKSANA STOMINA

Mij manzel mi jednou fekl: nema cenu se té ptat na pocasi - podle tebe
je vzdy pékné. To je pravda. Méla jsem to $tésti narodit se ¢lovékem, kte-
ry ma rad zivot takovy, jaky je. Asi proto bude tento text nejspis vzdaleny
politické analyze, avsak naplnény nadéji, ze jednoho dne ,laska zachrani
svet“. A o mezinarodnich vztazich, zejména o vztazich mezi Ukrajinou

a Ceskem, bych chtéla mluvit pravé timto zptisobem, i kdyby to mélo
vyznit sebevic naivné a zensky.

Ale tento text bude také o valce. Jednak proto, ze to je skute¢nost,
ktera zménila nejen Ukrajinu, ale i cely svét, tudiz ovlivnila také nase
vzajemné vztahy s vami. Jednak je to moje osobni realita, skrz kterou
nahlizim nyni vse, co mé¢ obklopuje. Neucinila jsem zadné objevy, ale
utvrdila se v n¢kterych axiomech, o které se s vami chci a musim podélit.
Prvni véc, o které se musi nejen mluvit, ale také neustale kricet a pfipo-
minat lidstvu kazdy den, je to, ze svét je kfehky. Vidéla jsem to ve svém
rodném Mariupolu, znasilnéném Rusy, a nepfestavam na to myslet
v krasném, kvetoucim, zajisténém a zatim stale jesté mirovém Cesku. Ze
vseho nejméné by se mi chtélo privolavat nestésti, ale povazuji za nutné
varovat, pfipomenout a obratit pozornost k nebezpedi. Vse, co jeden ¢lo-
vek vytvoril, mize jiny clovek zkazit, znicit, zkreslit a zdemolovat. Nenti
podstatné, zda jde o budovy, ekonomiku, kulturni dédictvi nebo mezina-
rodni vztahy, neni rozdil, zda mluvime o Ukrajiné nebo o Cesku, svét je
kiehky a v tom budeme vzdy stejné zranitelni.

Meéli bychom v novych realiich proménit nase vztahy? - zeptali se
mé dnes. To uz se dé¢je. Valka nezménila smér pohybu nasich vzajemnych
vztaht, jen jako katalyzator urychlila reakci. Civilizované zemé nabidly
Ukrajiné své rameno.

Jsme bezmezné vdécni za pomoc. Ackoliv ve skutecnosti jsme ji
potiebovali mnohem dfiv, vzdyt rusko-ukrajinska valka nezacala v tino-
ru 2022. Je tomu osm let, co sem Rusko vniklo a beztrestné muci mou
ptekrasnou zem, anektovalo jeji izemi, vzalo a nadale bere zivoty mych
spoluobcant*ek. Podle tdaji OSN v obdobi od roku 2014 do 2021 na
nasledky valky zahynulo na vychodé Ukrajiny ptes 13 000 osob, z toho
3 375 civilistti*ek. Pres 30 000 lidi bylo zranéno, tisice lidi byly uneseny
nebo zmizely beze stopy, stovky tisic prisly o sva obydli a byly nucené
presidleny. Rozumim, jak dalekou a cizi se zdala byt ta valka pro zajis-
téné Evropany*ky. Tisice kilometri od udalosti délaji z ¢isel statistiky
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av lepsim ptipadé vyvolavaji poctivé a pravidelné ,hluboké znepokoje-
ni“. Tomu celkem rozumim.

Evropa s nami celou tu dobu opravdu sympatizovala, zavedla sankce
proti Ruské federaci, které vSak znovu a znovu nechala své podnika-
ni obratné obchazet, tak ¢i onak podporovala Ukrajinu, a snazila se
u toho drzet, aby nechytla tuto nepfijemnou, zatim jesté stale cizi ne-
moc.

Od 24. Gnora 2022 je Ukrajina vystavena totalni invazi a Evropa
plnohodnotnému Soku. Pozar, ktery se cela ta léta nehasil, se rozhotel
s novou silou a stal se viditelnéjsim. Ztraty Ukrajiny vzrostly a nadale
rostou geometrickou fadou. Ale ted, krveziznivé Rusko nejen ze bezboz-
né vyhlazuje ukrajinsky lid, drancuje jeho kulturni dédictvi a nici jeho
ckonomiku, ale také oteviené vydira Evropu a vysmiva se celému civili-
zovanému svétu.

Rozumné a predvidavé Cesko, které je tzemné a mentalné blizsi
Ukrajiné nez jiné zemé Evropy a které si stale pamatuje sovétské tanky
v ulicich Prahy, pocitilo blizkost a rozméry katastrofy a bleskové zareago-
valo. Ted jsme si jesté bliz a vétte mi, ze kazdy Ukrajinec si je toho védom
avzdy si to s vdékem bude pamatovat. Byla bych moc rada, kdyby mili
a citlivi lidé v Cesku pochopili, jak dilezité je toto sblizeni taky pro né.

Ptate se, co dnes miize nabidnout Ukrajina? Jak mtze byt uzi-
te¢na a zajimava pro Cesko? Tieba uz jen tim, ze dnes brani také ceské
hranice. Tato valka je dnes bliz, nez si myslite. A svétova vypocitavost
a nerozhodnost ji dovolila rozhofet se s nebyvalou intenzitou, po-
stupné zasahnout stale nova tzemi a nebezpecné se priblizit i k vasim
hranicim.

Miizete si snad byt jisti tim, Ze na vas nedosahne? Viibec ne. Silen-
stvi nezna mezi - to je dalsi axiom. Putin vyhrozoval, Ze napadne Ukraji-
nu, a taky to udélal. Tak proc¢ by se mél zastavit a nepokusit se naplnit své
dalsi silené vyhrazky? Ma k tomu vse potitebné: ¢ervené tlacitko a ocho-
cené zombie, pripravené ho zmacknout. Kdo vi, kam zitra prileti dalsi
raketa? Pro dravou krvela¢nou bestii, kterd se utrhla ze fetézu, se meze
pripustného smazavaji, neni pro ni podstatné, zda zitra zabije nékoho
z Ukrajiny nebo z Némecka, Finska nebo Ceska. Ochutnala krev a sama
se nedokaze zastavit, i kdyby chtéla. Musime ji tedy zastavit spolecné.

A proto se navzajem potiebujeme.
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Pro mé osobné vitézstvi v této valce neptijde s osvobozenim nasich tze-
mi a kapitulaci Ruska. Satisfakci mi pfinese jen tribunal, ktery dtrazné
a nahlas pojmenuje vie pravymi jmény, pojmenuje zlocince a vynese
pfislusné rozsudky za jejich zlociny, které budou skute¢né vykonany.
Ale to neni vse. Vitézstvi v této valce by mélo byt vitézstvi dobra nad
zlem, zakona nad bezpravim, civilizované spole¢nosti nad barbarstvim.
Citim to pod kuzi, ze ptisel ¢as, kdy ma lidstvo dalsi krok smérem
k humanité.

Neni ve svété, kde je zakazano pouzivani zvitat v cirkusech, ¢as
myslet i na lidi? Pro¢ je kradez penézenky v tramvaji trestny ¢in, zatim-
co valka, ve které umiraji statisice lidi, ztstava fakticky legalni? Proc¢ je
ten, kdo srazi chodce, dopusti se nasili, kradeze ¢i vrazdy, povazovan
za zloc¢ince, zatimco prezident, na jehoz ptikaz znasilnuji, loupi a vrazdi
v obrovském rozsahu, nedotknutelny? Neni na c¢ase revidovat moralné
zastaralé normy mezinarodniho prava? Neni na case se sejit a bojovat za
spole¢nou pravdu?

Ay, drazi sousedé, se dnes miizete stat nejen svédky, ale prede-
v§im ucastniky a icastnicemi tohoto diilezitého historického procesu,
jeho motorem! A az jednou budete svym vnuktim a vnuckam vypravét
o svém zivoté, nebudete vzpominat, kolik jste v zimé roku 2022 platili za
topeni, protoze ani vas ani je to nebude zajimat. Ale s hrdosti jim povite,
ze ivy jste prispéli k tomu, abyste ucinili tento svét lepsim, humannéjsim,
spravedlivéjsim a takovy ho predali svym potomkim.

S Gictou a virou v nas,
Oksana Stomina
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studii a aktivistka. Jako ¢lenka sdruzeni Labrisz
Lesbian Association se o_d.i.li na (—::dukz}twmch
programech pro mladez, CJIE:hZ cilem je 2091
seznamovat zaky s LGBT+ tematy. V roce 2
koordinovala vydani sb/irk pohadel§ Wonder 9111
Is for Everyone (Rise Qhade je pro Vsechny): 1(a/tcil
détska knizka obsahuje upravenc verze klasickyc N
pohédek 1 originélni'pfibehy, ve k/terych vystupuji
postavy fislusici nejen kv §ez<ualn1rr_1, etnllcw ym
nebo nabozenskym mensinam, ale1k da/mmK .
diskriminovanym Ci vylouce’nymlskupmam. Kniha
Vyvolala vlnu o%)oru q_madagjske konzervatlvql1 )
pravice, Viktor Orban j1 oznac1l za ,,hovrpose/xulz} Cin
propagandu“ a spolek %br}sz lvayl_ z /na]glzeﬁl} vlady
nucen opatfit ji upozornénim, ¢ jcji O sah e

Dorottyva Rédai je madarska teoreticka enderovych w

imi 7mi rolemi .
L,,V rozporu s tradi¢nimi genderovymi r
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DOROTTYA REDAI

Je tézké dnes pfemyslet o budoucnosti, kdyz se nam pred o¢ima hrouti
soucasnost, jak ji zname, a to tak rychle, ze to sotva stthame sledovat.
Skutec¢nost, ze néjaka budoucnost existuje a nas zivot neustale postupuje
k ur¢itym okamzikim v budoucnosti, jsme az dosud povazovali za sa-
mozfejmou. Jenze co kdyz postupujeme smérem k jaderné katastrofé ¢i
dokonce valce, ke klimatické katastrofé, k hospodarské krizi, ktera bude
mit na nas zivot vétsi dopad nez ty predtim, a k opakovanym vlnam
smrtelnych nemoci? A co kdyz to véechno bude probihat zaroven? Pred-
stavit si, jakou budoucnost by to mohlo znamenat, je tézké, smrt a zkaza
v planetarnim métitku prece do naseho pojeti budoucnosti nepatii. Pro
tucely této vahy tedy budu predpokladat, ze néjaka budoucnost skutec-
né existuje.

Budoucnost je zakédovana ve vétsiné nasich osobnich, vychov-
nych i profesnich vztahi. Chceme-li mit budoucnost, musime se tedy nut-
né zamyslet a pokusit se proménit soucasné podoby viech nasich vztahd,
na tomto mist¢ se vsak omezim jen na vztahy osobni. Jejich pretvoreni
totiz vyzaduje dva hlavni kroky. Na jednu stranu by se mély rozvolnit
pfisné normativni hranice vztahi, tedy nepruzné definice toho, co dany
typ vztahu tvofi, a nenormativni vztahy dospélych osob by se v rozma-
nité skale raznych vztahti mély uznat jako rovnopravné - zejména ty
osobni vztahy, jez byly omezovany ¢i dokonce postihovany legislativnimi
opatfenimi i spole¢enskymi institucemi a postoji, napiiklad neheteronor-
mativni milostné vztahy. Na druhou stranu musi byt v nasich stavajicich
i budoucich vztazich zahrnuto vice péce, solidarity a odpovédnosti.

Piemyslela jsem o tom, kdyz jsem v programu jisté politické strany
v jisté evropské zemi narazila na pojem ,pecujici vztahy“ a na myslenku
jejich legalizace. Jde o kontroverzni napad, zejména pokud uvazime, ze
muze svédcit o zaméru neoliberalnich politiki*¢ek dale utlumovat po-
skytovani statni péce a nechat jednotlivee, aby se o sebe a své blizké sta-
rali bez podpory statu. Presto stoji za to se nad timto napadem v ramci
promény nasich vztahit do budoucna zamyslet. Je zfejmé, ze pecujici jsou
mnohé z nasich osobnich vztaht a regulaci podléhaji uz dnes. Mam tim
nicméné na mysli spise partnerské vztahy dospélych, vychazejici z prani
dvou ¢i vice osob pecovat o sebe navzajem, nez romantické vztahy, jejichz
podstatou je eroticka laska. Co kdyz eroticka slozka neni sttedobodem
partnerského vztahu nebo viibec neexistuje a vztah podnécuje touha
vzajemné o sebe pecovat? Muze se to stat jen mezi prateli ¢i ptibuznymi,
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nebo i mezi dospélymi, ktefi takto spriznéni nejsou? Je mozné si predsta-
vit, ze se dva nebo i vice lidi rozhodne podilet se na jasné definovatelném
zpusobu vzajemné péce? U starsich osob, které ziji samy anebo potiebuji
pomoc pravidelné, uz takové, byt podfizené vztahy existuji - jde nejspis
o vztah s mladsim clovékem, je ziejmé, co se poskytuje a co se piijima
(mladsi osoba pecuje o starsiho, nemocného nebo neschopného ¢lovéka
za to, ze v budoucnu zdédi ¢ast nebo cely jeho majetek), a starsi ¢clovek je
na tom mladsim fyzicky zavisly.

Umime si predstavit i jiny typ konsensualniho pecujiciho vzta-
hu, v némz si zicastnéné osoby nejsou eroticky oddany, ale poskytuji si
vzajemnou péci na zakladé rovnopravnosti, a nikoli podiizenosti? Mutze
byt alternativou k erotickym vztahim, které mohou nakonec ziskat
zakonnou formu v manzelstvi nebo - pro nékteré alespon v nékterych ze-
mich - v jinych pravné registrovanych formach vztahu? ,,Pecujici vztahy*
by mohli navazovat lidé jakéhokoli pohlavi, coz je vzhledem k naléhavé
potiebé zrusit genderovou nevyvazenost v oblasti péce velmi dilezité.
Vlajkovou lodi tohoto procesu degenderizace by mohly byt neheteronor-
mativni pecujici vztahy. Pecujici vztahy podle mé znamenaji vzajemnou
péci za rovnych podminek; nemaji slouzit jako institut oficialniho uznani
dalsi pracovni zatéze Zen (i kdyz v dnes prevladajicich vztazich by slo
o velky tspéch), ale rovnomérného rozdéleni péce.

Nechci se ztracet v pomyslnych detailech toho, jak by to fungova-
lo. Souvisi s tim milion otazek. Jedno je vsak jisté: ve vztazich, at uz zalo-
zenych na erotické pritazlivosti, nebo na jinych poutech, o sebe musime
vic pecovat. Potiebujeme vseobecnou laskavost, kterou mtizeme proje-
vovat vuci lidem kolem nas i viici prirodé. Eticka péce o ty, ktefi jsou na
nas zavisli (o déti, seniory, zdravotné postizené, domaci zvifata apod.), je
(nebo by méla byt) samoziejma, ovséem méla by se vztahovat i na ty, ktefi
na nas zavisli nejsou nebo s nami nemaji vylu¢ny a blizky (napt. manzel-
sky) vztah. Lidé a ptiroda jsou organicky propojeni. Navazu-li na dvodni
fe¢ Judith Butler na lonském festivalu, jsme propojeni celosvétovée, a to
s lidmi i s pfirodou, a zptisob, jakym s timto propojenim nalozime, roz-
hodne o tom, nakolik bude nas zivot zitelny a nakolik obyvatelna bude
nase planeta v budoucnosti. Tvrdim, Ze je nutné osvojit si holistické pojeti
péce o sebe sama, o druhé i o nase ne-lidské zivotni prostiedi, vztdhnout
péciolidi i na pfirodu a zivotni prostfedi a povazovat vztahy za soucast
nascho piirozeného prostedi. Péci je nutné dedomestikovat, fika Judith
Butler, a tento proces je soucasti degenderizace péce.
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S ,péci® tzce souvisi ,odpovédnost”. Nedavno mi jedna kamarad-

ka, ktera ma pecujici praci a je opatrujici matka tfi synti, vypravéla, jak
se pred détmi rozplakala s tim, ze jim nechtéla ptipravit tak bezatésnou
budoucnost Méla na mysli soucasnou politickou situaci v Madarsku a to,

v v/ * v 7

» Synové ji odpovedeh ze

z budoucnosti maji strach.
To ji $okovalo - v tu chvili ji
doslo, ze lepsi péce a prevzeti

autoritafsky rezim vnutila. Synove J1

odpovédéli, ze z budoucnosti maji
strach. To ji Sokovalo - v tu chvili ji
doslo, ze lepsi péce a prevzeti odpo-
védnosti za budoucnost dalsi ge-

odpovédnosti za budoucnost  nerace je nutnosti. Mladi lidé maj

\da S generace Je nutnosti. « strach a pocit, ze je o budoucnost,

kterou si oni sami 1 jejich rodice
predstavovali, nékdo okradl. Kamaradka dostala napad a s n¢kolika
prateli vymyslela a zavedla celoro¢ni program vzdélavani déti v oblasti
péce na mistni zakladni skole, kde zaseda ve spravni rad¢. Je to jen je-
den z prikladi toho, co mohou jednotlivci pro zahajeni promény vztaht
v oblasti péce udélat, pokud mohou. Mnozi takovou moznost nemayj,

ale jini v situaci, kdy mohou k proméné vztaht prispét, jsou. Pokusy
jednotlivet samoziejmé problém nevyfesi, ovsem pokud nas bude jednat
mnoho, véechny nase ¢iny mohou pfipravit piidu, ze které mize vzejit
spolecenska zména. Méli bychom vyvijet tlak na nase zvolené politiky,
ale necekat, az se pusti do prace oni, protoze jde o delsi procesy s dlouho-
dob¢jsimi dopady, nez ma jejich volebni obdobi.

Jako aktivistka pracujici ve skupinach podobné smyslejicich a an-
gazovanych lidi, ktefi psobi v oblasti prav zen a LGBT+ lidi, vidim, ze
se urcitym zptisobem méni i to, jak se k sob¢ navzajem chovame, a to
osobn¢ i z hlediska boje za nase cile. Zhorseni prav LGBT+ lidi v uply-
nulych letech autokratického Orbanova rezimu, ktery si vzal na musku
sexualni mensiny, nas v komunit¢ LGBT+ a lidskopravnich aktivistt*ek
sblizilo vic nez kdy diiv. Nase koalice je siln¢jsi a solidarita roste. Nase
komunita oslovuje dalsi socialni skupiny a spolecenstvi, jez se potykaji
s vylucujici a represivni socialni a ekonomickou politikou rezimu, i dalsi
znevyhodnéné komunity a obraceji se na nas lidé, ktefi sice nepatii k zad-
né mensing, ale zalezi jim na spravedlnosti a rovnosti a maji pocit, ze za
tyto hodnoty maji odpovédnost. Tato péce mtize byt zakladem a spous-
té¢cem dlouhodobé spolecenské promény, véetné promény nasich vztaht
pro lepsi budoucnost. Ta nepfijde jen tak - musime o ni aktivné usilovat.
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Jennifer Hlnton je ekologicka ekonomka,
ktera se zabyva predevsim tzv. not-for-
-profit ekonomikou. Prosazuje ekonomicky
model Jehoz zakladem by byly ,,not-
for-ﬁroﬁt podmky - tedy spole¢nosti,
jejichz primarnim cilem je spolecensky
prinos, nikoli zisk. Nejedna se nicméné
o neziskové organlzace, ,hot-for-profit“
podnik nejsou zavislé na darech nebo
dotac1cﬁ jejich prijmy pochazi z prodeje
sluzeb neéo zbozi. Od tradi¢nich firem se
ovsem lisi 1 nutné kolektivnim vlastnictvim
a omezenou navratnosti investic. Hinton
st od ,,notfor-profit” modelu SllbUJe vEtsi
rovnost, ubytek konzumerismu 1 oslabeni
vazby mezi byznysem a pohtlkou
Prirozené ale rovnéz $anci na distojny
a udrzitelny zivot na nasi planeté.

-

~
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JENNIFER HINTON

Vzhledem k tomu, ze jsme v zajeti globalni ekonomiky orientované na
zisk, fekla bych, Ze potiebujeme pretvorit nase vztahy na ctyfech riznych
arovnich: pokud jde o vztah k sobé samému, k nasim spolecenstvim,

k sirsimu lidskému svétu a ke zbytku pfirody.

Vétsina z nas zije ve spolec¢nosti, pro kterou je vyznamnou prio-
ritou ekonomika. Z ekonomického hlediska méfi staty svij tspéch i po-
krok, napiiklad podle toho, do jaké miry v nich probé¢hla industrializace
a jak velky maji hruby domaci produkt. Z ekonomického hlediska se
¢asto formuluji politické cile, naptiklad vytvateni pracovnich mist a hos-
podarsky rist. Vzdélavaci systémy se do znacné miry soustiedi na to, aby
déti ziskaly dovednosti a znalosti potiebné k tomu, aby si jednou nasly
praci. A z ekonomického hlediska se ¢asto argumentuje i ve prospéch za-
chrany zivotii a ochrany ekosystémui. Vzpomenme naptiklad, jak casto se
argument ve prospéch ochrany lesa ¢i poskytovani zdravotni péce nizko-
ptijmovym skupinam obyvatel dava do souvislosti s finan¢nimi naklady
a pfinosy: pfijmeme-li tato opatfeni, usetiime spoustu penéz. Ale nemaji
snad tito lidé pravo na zdravy zivot bez ohledu na to, jestli tak vlada
usetfi? Nemaji jeleni, veverky a stromy v lese pravo na existenci, i kdyz to
podle tcéetnich knih neptinasi finan¢ni hodnotu?

Rozhodujici vliv ekonomiky siln¢ ovliviiuje nas vztah k sobé sa-
motnym, k lidem kolem nas i ke zbytku svéta (véetné jinych zivocisnych

i (tlé cku i , abychom se vnimali jako
» Od 1tlého véku jsme vedeni spotfebitelé, vyjadrovali se
k tomu, abychom se vnimali prostiednictvim spotieby
jako spotrebltele vyjadrovali se a utvareli svou identitu na
prostrednictvim spotieby a utvareli |zakladé véci, které vlastni-
svou identitu na zakladé¢ véci, které |me, a na zakladé svych obli-
vlastnime, a na zaklad¢ svych benych znacek. Nakupovani

Obhbenych znacek. « se povazuje za béznou kra-
- /tochvili. Na zékladé téchto
aspektti své identity jsme se naucili navazovat pratelstvi a vztahy. Vez-
méme si napiiklad skupiny kamaradi, ktefi nosi stejnou znacku dzint ¢i
bot, nebo ty, ktefi se stykaji, protoze vlastni stejny typ auta. Mohou tak
vznikat povrchni a pfedsudecné vztahy, jez nam nepfinaseji potiebnou
podporu a nevzbuzuji v nas soucit s ostatnimi. Povrchni vnimani sebe
sama i lidi kolem nas jako spotfebitelti*ek vede k nedostatku hlubsich
vztaht, které potfebujeme. Muize mit dopad i na rodinné vztahy, tfeba
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kdyz rodice obétuji ¢as, urceny détem, praci a tomu, aby vic vydélali.
Zaméieni na ekonomiku nés vrha do zacarovaného kruhu stresu, osamé-
losti a konzumu. V takové spolecnosti se ¢asto citime izolovani a mnozi
tento pocit 1é¢i nakupovanim, praci, videohrami, pornem, drogami,
alkoholem a dalsimi zavislostmi, jen aby jim bylo lépe. Dovolim si vyslo-
vit domnénku, Ze s tim, ze nase spolec¢nost pred zdravim lidi a planety
upiednostnuje penize a spotiebu, souvisi i rostouci mira obezity a sebe-
vrazd.

Kdy?z se na tuto otazku podivame detailnéji, vsimneme si, jaky
dopad ma rozhodujici vliv ekonomiky i na nase vztahy k lidem celosve-
tové. Masivni kolonizace, genocida a zotrocovani lidi na celém svété od
roku 1400 az do poloviny dvacatého stoleti byly ekonomické projekty
zapadnich mocnosti. Témito hraznymi ¢iny ziskavaly kontrolu nad lidmi
a zdroji. Disledky éry nepokrytého otroctvi a kolonizace se projevuji
dodnes. Rada dfive kolonizovanych zemi a spolecenstvi se ocitla v pasti
chudoby a mainstreamové narativy je oznacuji za ,,nerozvinuté“ a ,,roz-
vojové®, za ,zemé tietiho svéta“ a dokonce za ,zaostalé” staty. V posled-
nich desetiletich je nejmocnéjsi bohaté staty prinutily k neudrzitelnému
zadluzovani, coz ¢astecné vysvétluje, proc¢ se globalnimu Severu stale
kazdoro¢né dostava vétsiho bohatstvi nez globalnimu Jihu. Vzhledem
k tomu, ze globalni Sever zbohatl a ziskal moc prévé proto, ze kolonizoval,
zotrocoval, vyhlazoval a vykofistoval obyvatele globalniho Jihu, je to
podivuhodné.

Zasadni pak je, ze tyto ¢iny do zna¢né miry ospravedlnuje zapad-
ni svétonazor, ktery svét vnima jako celek tvoteny izolovanymi jevy (tedy
izolovanymi jedinci, izolovanymi spolecenstvimi a lidmi izolovanymi od
ptirody). Dobyvatelské a panova¢né mocnosti obyvatelstvo kolonii a ot-
roky*né¢ obvykle povazovaly za ,,jiné® bytosti, které jsou méné lidmi. Stej-
né tak prvni conquistadofi a pramyslnici vnimali ptirodu jako néco zcela
jiného a izolovaného a jako néco, co maji lidé dobyvat a pretvaret. Mnozi
dnesni globalni nerovnost dokonce povazuji za néco, co s dé¢jinami za-
padniho kolonialismu a vykofistovani nesouvisi. Toto izolované vidéni
svéta dnes mtzeme vidét i v tom, jak mluvime o ,piirodnich zdrojich®
a ,piirodnim kapitalu®: piiroda je jen zdrojem, ktery firmy premeénuji
na vyrobky. I's lidmi se bézné¢ zachazi jako se zdroji a s kapitalem. Pravé
uprednostnovani bohatstvi pro nékteré na tkor vsech a véeho ostatniho
vyvolalo krize 21. stoleti: rostouci nerovnost, klimatickou krizi a tbytek
biologické rozmanitosti. Tyto krize vsak vzhledem k tomu, Ze vSechno
skute¢né souvisi se v§im, ohrozuji samotnou strukturu nasi spolecnosti
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a biofyzikalni zaklad, na némz zavisi nase existence, a to 1 téch nejbohat-
Sich z nas.

Chceme-li tyto krize fesit i énit nas ¢ -
vnimat uz vSechno jako izo{ » Chceme-li tyto krize fesit,
lované entity, ale uvédomit si musime zménit nas pohled na
vzdjemnou provazanost vicho| svét a nevnimat uz véechno jako
a viech. K tomu patif i pové{ izolované entity, ale uvédomit si
domi o tom, jak je piitomnosf vzdjemnou provazanost viecho
nedilné propojena s minulosti| a vsech. «

a budoucnosti. -

Ano, kazdy z nas je jedinecny clovék a jedinecné je i kazdé spo-
lecenstvi, ale vSichni jsme propojeni sir$i pavucinou zivota. Budeme-li
jednat na zakladé¢ tohoto vnimani propojenosti svéta, budeme mit velmi
jiné vztahy. V téchto souvislostech snadno pochopime, Ze jiné druhy
a ekosystémy nemusime chranit, protoze na tom vydélame nebo usetii-
me, ale protoze jsou zakladem naseho dalsiho rozkvétu a protoze i ony
maji pravo na zivot. Musime si uvédomit, ze pokud se jinym ¢lenim*kam
mého spolecenstvi nedaii dobfe, nemuize se dafit Gplné dobfe ani mné,

a naopak. Proto musime od druhych ptijimat a také jim nabizet hluboky
soucit, péci a podporu. Stejny soucit, péci a porozuméni musime nabi-
zet i sobé - nikoli jako spotfebiteli*ce, ale jako bozské bytosti, jez ma na
zazraku zivota na Zemi sviyj podil. Musime se znovu zamilovat do sebe

a do véceho zivého. Jde o stejny druh sebelasky a lasky ke svétu, ktera

je piirozené vlastni malym détem, nez se tento cit odnauci socializaci.
Pokud si budeme vazit toho, kvtili ¢emu opravdu stoji za to zit - pocitu
sounalezitosti s né¢im, co dalece presahuje nase individualni ja -, maze-
me odvratit hrozici socialni a ekologické katastrofy a nas zivot bude navic
mnohem bohatsi.

Dilezité je viak uvédomit si, ze jde o systémovy problém. Eko-
nomika nase zivoty nezacala ovladat v disledku néjaké shody okolnosti
nebo chyby. Jde o pfirozeny dusledek toho, ze je orientovana na zisk.
Podniky a jejich majitelé se kvli zisku snazi vydélat vic pro sebe a kon-
kurovat druhym, a systém se tak rozsifuje do vech koutt svéta i do vSech
c¢asti naseho zivota. V ekonomice orientované na zisk vladne uz z jeji
podstaty vysoka mira nerovnosti, a pravé ta zptusobuje, ze lidé maji jesté
vétsi potfebu vénovat vétsi cast zivota praci a spotfebé (aby se tak pridali
k bohatsim vrstvam). Nerovnost je systémovym rysem ziskové ekono-
miky, protoze majitelé*ky firem obvykle hromadi bohatstvi za tcelem
zbohatnuti, a mzdy se drzi pfi zemi, aby firmy mohly pfinaset vétsi zisk
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investujicim. A pokud firmy nuti klientelu kupovat ¢im dal vic nepotieb-
nych vyrobki - opét proto, aby investujicim prinesly zisk -, vybira si to
velkou dan na zZivotnim prostredi.

Takze ano, kazdy z nas musi individualné zménit svij pohled na
svét i na vztah k sobé samému, na vzajemné vztahy s druhymi i na vztah
ke zbytku prirody. Musime se viak také spojit a politické a ekonomické
systémy kolem sebe zménit tak, aby odpovidaly vnimani propojenosti
svéta a abychom nebyli neustale pod tlakem a nestavéli tak ekonomiku na
prvni misto, nechovali se sami k sobé i ke druhym jako spottebitelé*ky
a s tizasnymi ekosystémy této planety nezachazeli jako s hromadou zdro-
ju a kapitalu.

Musime spole¢né usilovat o odklon od ziskové ekonomiky a posilit
stavajici alternativy, jez jsou zdravéjsi a pifjemnéjsi. Patif k nim napiiklad
sit¢ sdileni a smény, ,notfor-profit“ podniky, komunitni druzstva pro
obnovitelné zdroje energie a zemédélstvi podporované obcemi. Kromé
podporovani alternativ k ziskové ekonomice ve své obci se mtzete ptipo-
jitik socialnimu hnuti a prosazovat zmény. K $esti klicovym opatfenim,
ktera je tfeba prosazovat spole¢nymi silami, patii: 1) zména politickych
cilt a pfechod od zaméteni na hospodarsky rust a ziskovost k pifimému
zaméfeni na zdravi lidi a zivotni prostiedi, 2) zruseni dotaci a danovych
tlev pro velké ziskové korporace, 3) podpora a budovani neziskovych
podniku a trhit (napt. prostfednictvim pocate¢nich investic, podnikatel-
skych inkubatort a zasad pro zadavani vetejnych zakazek), 4) zahajeni
masivniho prerozdélovani bohatstvi od nejbohatsich spolecenstvi tém
nejchudsim (véetné odskodnéni za kolonizaci a otroctvi), 5) zkraceni pra-
covniho tydne a 6) zajisténi vieobecného pristupu k zakladnim sluzbam,
jako jsou potraviny, zdravotni péce a vzdélani (jez by poskytovaly jen
statni a neziskové subjekty).
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TOTAL REFUSAL

Produkce masmédii je masinerie fizena marketingovymi vzorci. V pod-
stat¢ jde o primysl pozornosti, ktery - v dobé posedlosti pokracovanim
doslova - dokola opakuje a stvrzuje spole¢enské hodnoty a nastoluje
kulturni a ekonomickou hegemonii. Na zapadni polokouli konzervativni
az liberalni kapitalistickou ideologii, ktera nas do této zjevné slepé ulicky
déjin privedla, prosazuje valna cast velkorozpoctovych produkci, a ideolo-
gickd zména se tak pro mnohé stala v pravém slova smyslu nemyslitelnou.

Plati to nejen pro filmy, ale i pro mainstreamové videohry, jez se
staly jednou z nejvyznamnéjsich forem zabavy a jejichz roli média ovliv-
nujici zejména mladé lidi nelze prehlizet. Své hodnotové konstrukty
vytvareji podobné jako valna ¢ast filmovych trhakd, a to na zaklad¢ hy-
perindividualistického pohledu na svét, ktery ceka, az se odevzda jedin-
ci, ktery hry hraje - na svét plny klisé, ktery se fidi spise manichejskymi
principy. Za toto nevhodné zjednoduseni vidéni svéta ¢astecné vdécime
skute¢nosti, ze politika je marketing - politické kategorie se povrchné
prezentuji podle toho, jaké cilové skupiné je lze prisoudit, pficemz se
ignoruje politicka role médii a strukturalni kritice se ,,pro jistotu” vyhy-
bame: naptiklad velkorozpoctové hry sice obhajuji genderovou a rasovou
rozmanitost, ale zaroven dialekticky podporuji konzervativni tropy.
Vyzaduji toleranci vici tém, ktefi prijali jejich vizi vesmiru, a jsou nekom-
promisni vici tém, kdo ji zpochybnuji.

Dnesni masmédia slouzi primarné prodeji, a jsou tak v pasti bubli-
ny neustalého ujistovani, kdy se donekonecna opakuji osvédcené vzorce,
a tim 1 hodnoty a svétonazory. Spolec¢nosti tak zacaly zit kapitalistickymi
predstavami, jako by to byla jejich druha piirozenost - ptirozena a ne-
ménna biosféra, kterou v jeji celistvosti zkratka nezpochybnujeme.

Herni pramysl se zrodil s komercializaci her v devadesatych le-
tech, tedy v dobé¢ bliziciho se vrcholu pozdniho kapitalismu, a okamzit¢
nasal vSechny jeho prvky: modely osvédcenych postupti, neoliberalni
zaméfeni na jednotlivee jako na stfedobod svéta, nezpochybnitelnou
expanzivni logiku a konstrukei hry i ptibéhové smycky, v nichz dominuji
muzi s patficnym podilem hypermaskulinnich tropi. Nékterych téchto
prvki se podle vieho stézi zbavujeme i v progresivnich dvacatych letech
21. stoleti: zenské postavy se vétsinou smrsknou na jednu ze dvou roli,
které bud prehnané zdtraznuji klasické pojeti zenskosti, nebo zeny zkrat-
ka proméni ve stereotypni typy, pfitom muzské tropy rozsifené o tradi¢né
zenské atributy vidime jen vzacné. Mainstreamové hry tak zavanéji deva-
desatymi lety.
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(Total Refusal je pseudo-marxisticka medialni

guerilla, jejiz clenka a clenové subverzivnim
zpusobem pracuji s ma1nstreamovym1
videohrami. Vstupuji do nich a apropriuji je
tim, ze odmltaJ1 JCJlCh prav1dla nerespektuji
cile ani cesty, které j Jim jsou predkladany

jako nutné a samozrejme Dlgltalm prostor,

do kterého mtervenup tak nové ObJCVUJl

a zkoumay jak jej 1ze vyuzit jinak nez k boj.
Svou praci tak Total Refusal ukazuje na
politicky rozmér téchto her, 1deolog11 vepsanou
v jejich struktute. Ve svém prvmm filmu, ktery

byl ocenén nékolika cenami, Operation fane Walk,

naprlklad berou divactvo do ystoplckeho
sveta multiplayerové strllecky Tom Clancy’

The Division. Roli agentt Divize viak o mltajl
a namisto stfileni se vydavaji na prohlidku
postapokalyptického Manhattanu povidat si
o architekture a urbanismu.

tot

alrefusal.com
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V jadru této kritiky herniho primyslu je zoufalé volani po me-
dialni kultufe osvobozené od zkorumpovaného slovniku pozdniho
kapitalismu. Cilem hyperrealismu - tedy v podstaté vizualniho jazyka
kapitalismu - neni znovu vytvorit fyzickou realitu, spise se snazi znovu
nas utvrdit v nasich predstavach: ve videohfe je kazdy zapad slunce do-
konaly. Postavy, s nimiz se setkavame, jsou ¢asto pouhé archetypy, tedy
pfedstavy o postavach vhodnych pro roli ¢i hodnotu, kterou reprezentuj.
Ambivalentni postavy a moralné slozité otazky maji ve svété zalidnéném
marketingovymi stereotypy jen n}élo prostoru.

Neprekvapi, ze i v dnesni Cinské lidové republice, ktera ma diky
poctu obyvatel také jeden z nejvétsich trhii v hernim odvétvi, jsou video-
hry skrz naskrz hyperkapitalistickym médiem. Existuje nebo existoval
vsak n¢kdy nejaky protipiiklad?

Jaroslav Svelch v knize s nazvem Gaming the Iron Curtain. How Teen-
agers and Amateurs in Communist Czechoslovakia Claimed the Medium of Computer
Games (Hrani her za Zeleznou oponou. Jak si teenagefi a amatéti v komu-
nistickém Ceskoslovensku narokovali médium pocitacovych her) z roku
2018 poukazuje na tematickou rozmanitost domaci tvorby videoher
v Ceskoslovensku osmdesatych let: ,Lidé psali hry o Indiana Jonesovi
a o krtkovi/kufeti Flappym, ale psali i o svych kamaradech, o svych
oblibenych pisnickach a o protestech proti rezimu®. Hry byly ,,protip6lem
mainstreamové korporatni produkee®, ¢aste¢né diky jinému kontextu vy-
roby v centralizovaném socialistickém staté, i proto, ze zistavaly ,garazo-
vym“ odvétvim. Vysledkem byl medialni Zanr s rozmanitymi hodnotami,
postavami i déjovymi linkami - medialni utopie, kterou mohou piijmout
vsichni. Toto subkulturni odvétvi bychom sice mohli srovnavat s dnesni
indie scénou, ktera rovnéz produkuje rtizné hry vybocujici z mainstrea-
movych tropt, jenze témér vsechny socialni demokracie v obdobi pred
popularizaci videoher nahradily demokracie trzni, a nam stale chybi
pfiklad mainstreamového herniho pramyslu, ktery by umoznoval kul-
turni disent. Aby bylo jasno: problémem neni existence masovych médi,
ale to, ze konsensus, ktery prosazuji, je zalozen na motivu zisku, nikoli na
principu obecného blaha. Potiebujeme, aby hry byly misty vytrzenymi
z hegemonie nevédomosti, misty ke zkoumani spolecenskych problémii
a riznorodych perspektiv.

Po velmi nevalném pokusu Facebooku vytvofit hybridni socialni
a herni médium jde do velké miry stale o neprobadanou oblast. Skryta
nebezpeci kapitalismu jsou v tomto pfipadé zfejma - v nasem soucasném
systému lze jen stézi uvazovat o konceptu socialnich hernich center, aniz
bychom fesili otazku porusovani soukromi a outsourcované kontroly
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prostfednictvim gamifikované meritokracie. V nasem dnesnim kontextu
produkce se totiz zda, jako by pfedem byl naprogramovan dystopicky
hyperkapitalisticky vysledek.

Ano, tato média maji rozhodné potencial uskutec¢nit utopické vize
hravych socialnich prostfedi: mista, kde se lidé schazeji na prevazné
vefejnych prostranstvich, spole¢né prozivaji dobrodruzstvi, podili se na
demokratické a kritické vyméné nazort, a na jejim zakladé buduji silné
vazby. To véechno v zasad¢ existuje. Presto herni prostory na své cesté
k tomu, aby se staly skute¢nymi socialnimi médii, postupuji prinejlepsim
malymi kriicky - po kterych né¢kdy nasleduje skok spatnym smérem. Jest-
li nas déjiny néco naucily, pak to, ze vzdycky, kdyz kapitalismus spolkne
vyznamné technologické inovace - napfiklad internet -, vyplivne pak
socialni nebo ekologickou dystopii. Nemtizeme doufat, ze nase politicka
ckonomie vytvori nastroje a prostory, které nas od ni osvobodi. Ma-li se
medialni utopie stat skute¢nosti, musime prostfedky medialni produkce
nejprve zbavit logiky akumulace kapitalu. V podstaté si musime uvédo-
mit, ze existuje 1 svét mimo kapitalismus, a teprve pak miizeme snit o de-
mokratickych a socialnich vizich lepsi budoucnosti.
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MEZE RUSTU V AUDIOVIZI
PREMYSL MARTINEK

Jestlize klimaticka krize vedla v poslednich letech ke zménam ve spolec-
nosti, probihajici politicka krize nastartovana epidemii a zivena neceka-
nym a devastujicim valecnym konfliktem na Ukrajiné Zene spolecnost do
spiraly inflace a nevyzpytatelnosti. Po letech relativniho klidu piichazi
doba nejistoty. Zda se, ze v mnoha aspektech ekonomického a politického
zivota dosahujeme limitd, které jsme dlouho odmitali brat na zietel. To
vse dopadne radikalné i na filmovy priimysl, ktery zatim drzel standar-
dy konjunktury. At uz to bude diky zménam navykt chudnoucich mas,
které mu v letech pred pandemii zajistovaly prijmy ze vstupného do kin,
nebo zvysujicim se nakladim produkee, které postihnou cely segment.
Filmovy priimysl je navic o to zranitelnéjsi, Ze je velmi tizce navazan na
grantovou kulturni politiku, ktera bude jen tézko tvaii v tvar rostoucim
vydajim na skolstvi, zdravotnictvi apod. drzet krok s inflaci a navysovat
dostupné alokace v grantovych vyzvach naptic¢ evropskymi, republiko-
vymi ilokalnimi institucemi. Kdyz se podivame na cely vyrobni fetézec,
vidime, ze problém bude jiz na vstupu - tedy u produkce audiovizual-
nich dél. Zasadnéji viak postihne vystup - jejich uvadéni, coz miize
systém destabilizovat dlouhodobé. Co vsak mize postihnout nejvic, je
prostor svobodné filmové tvorby, ktery vnimame jako vrcholovy segment
celého audiovizualniho pramyslu. A pravé proto stoji za to promyslet, jak
muzeme audiovizi zasadné proménit, aby se na nové prostfedi dokazala
adaptovat a aby se zachovala v co nejvice riznorodé formé.

ZTISIT HLAS EKONOMIKY

Meze dosud rostouciho pramyslu, technologického pokroku a dal-
sich aspekttt modernity jsou z pohledu filosofie i ekonomie ¢asto prezen-
tovany jako prostor pro hledani alternativy. Diive byly tyto meze ohle-
davany v kontextu myslenky tzv. udrzitelného rozvoje, na ktery pfistup
nertistu ¢astecné navazuje. Kromé omezeni nadbytecné spotteby i vyro-
by a snizenti jejich ekologickych stop vybizi nerist k redistribuci zdrojt,
posileni komunit a mistnich vazeb. Nertst odmita HDP jako smérodatny
ukazatel ,kvality zivota®, protoze jeho vypocet nezahrnuje negativni
externality, tj. ekonomicky zisk na tkor zivotniho prosttedi i lidi.

Také audiovizi mame ve zvyku ramovat prostfednictvim ekono-
mickych, rastové orientovanych ukazateli, jako je pocet divakicek,
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Premvsl Martmek je producent a ﬁlmovedec
V minulosti pusobil jako feditel distribucni
{)olecnostl Artcam, dramaturg Febiofestu,

¢len a predseda Rady Statniho fondu
kinematografie a vecK)ua produkce ithlavského
divadla DIOD. Aktualné se vénuje I]ektorstw
v jithlavském Centru dokumentarniho filmu,
ﬁllmove produkei a jako manazer reglonalmch
filmovych fondi spolupracuje s Asociaci
producentti v audiovizi. Dlouhodobé také
pusobi jako expert v oblasti distribuce pro
Statni fond kinematografie.
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predplatiteli*ek, akreditovanych, vyse rozpoctu a nebo tfeba dosahu.

V minulych dvou letech po nastupu pandemie jsme si ovsem museli
uvédomit, jak moc je kulturni sféra kiehka. Vzhledem k chybéjicimu
divactvu se najednou kulturni produkee jevila jako zbyte¢na. Zatimco
audiovize byla jedinym segmentem, ktery jsme mohli v lockdownech
prostfednictvim internetu konzumovat, ziva kultura se obratila jen do
uzavienych pracovnich skupin svych autort*ek a na né navazanych pro-
fesi. Zacalo se zdat, ze navrat do postpandemické reality bude provazet
zpomaleni a zkroceni nadprodukce.

Po odeznéni lockdownti a ukoncenti specifickych podminek pro
navstévu kulturnich instituci nastal pozoruhodny moment. Nashromaz-
déné projekty musely ven, aby produkce dostaly grantovym podminkam.
Zdvojily se divadelni sezony, nezavislé soubory reprizovaly a premiéro-
valy zaroven, do kin vstupoval jeden cesky film za druhym a hudebni
promotéii dohanéli zrusena turné. Pravé v této atmosféie vznikal nejen
na pudé brnénského HaDivadla otevieny dopis novému ministrovi kul-
turyl. Dopis se stal manifestem propojeni neriistového diskursu - tak, jak
ho zname z ekonomie a environmentalismu - s kreativnim primyslem,

a podepsaly ho desitky lidi pisobicich v oblasti uméni a kultury. Vola
predevsim po stabilizaci, zvolnéni a opusténi ekonomické terminologie,
ktera debaté, zvlasté té politické, o prinosech kreativnich pramysla vévo-
di. Argumentace o opravnénosti kulturnich dotaci je totiz dnes vice nez
kdy predtim postavena na pojmech jako pobidky, investice, multiplikacni
efekt, navratnost a taky riist malych a stfednich podnikt atd. Mame se
tedy od filmového priimyslu obratit k filmové tvorbé? Jak bychom mohli
nové méfit smysluplnost a vykonnost kinematografie a audiovize?

TVORBA NENT HDP

Téma nertstu v audiovizi nebo kinematografii zatim pfili§ proba-
dané neni. Jeho reflexe se omezuje primarné na vypotadavani se s kli-
matickou zménou prostiednictvim tzv. Planet Placement - vkladanim
osvétovych sdéleni a odkazii do obsahu dél, nebo green filmingu? - na-
stroji jako tfidéni odpadu ¢i snizovani uhlikové stopy pfi tvorbé. Existuje
vsak istudie, ktera jde za tato témata a snazi se najit moznosti, jak zastavit
nadprodukci, kterou celosvétové spustila digitalizace filmu3. Autorka
Maria Antonia Velez Serna je ve svych vystupech radikalni. Odkazuje
k ,preddigitalni® dobé, kdy fyzicky filmovy pas fungoval jako prirozena

bariéra pro rychloobratkovou distribuci. Film se prosté postupné dostal

1 docs.google.com/docu-
ment/d/1LQtdSaYubTr_hIjUni_
RPUgzuwlovsMnQ _9fbxulul4/edit




292 Inspira¢ni forum
do sité kin a nékolik mésict ji prochazel. To se dnes déje v fadu dna,
vikendii a maximalné tydniti. Zaroven nedostupnost audiovize mimo kina
a linearni televizi umoznila vytézit filmy daleko intenzivnéji, nez je tomu
dnes. V obou pfipadech ji miizeme dat za pravdu. Je skutecné alarmujici,
ze tak finan¢né narocné dilo, jako je celovecerni film, ma tak kratky zivot.
Zatimco velkou cast predlistopadové produkce mame stale pred ocima,
filmy, které vznikly po roce 1989, vidime znovu jen ziidka. Dost absurdni
se dnes jevi moznost, ze si na film zajdete programové do kina nékolikrat
za sebou. Mozna uz jen stars$i generace je jesté ochotna vidét film v kiné
a pak na domacich obrazovkach, nebo se vracet k evergreentim, kterymi
nas béhem léta zasobuje linearni televize. Audiovize je kolem nas tolik, ze
muzeme jednoduchym pohybem palce sytit touhu ji sledovat stale novy-
mi a novymi podnéty kdekoliv a kdykoliv se nam zachce.

Pokud by se v$ak n¢kdo z ¢eskych distributorti nebo filmovych
festivali rozhodl podobné jako HaDivadlo#, Ze v leto$ni sezéné nepiijde
s zadnou novinkou a odehraje jen to, co uz hral, prohraje ostry konku-
rencni souboj, ktery na trhu panuje - bez ohledu na mnozstvi vefejnych
prostiedku, které trh konzumuje. Bude to posledni gesto, které tento
soukromy podnik udéla. Nabizi se také otazka, jaky segment tedy zrusit
nebo omezit. Maji se pfestat natacet komedie, nebo radéji artové snimky?
Vyfesi to trh, nebo omezenti statni podpory, ktera funguje napfic evrop-
skymi zemémi? Bude to pfirozena zména, nebo si ji budeme muset naor-
dinovat?

Dalsim aspektem, ktery autorka studie zminuje, je budoucnost
kin a sdileného sledovani filmi. I tady je radikalni a ikd, Ze kamenné
instituce jsou pfilis nakladné a instituci kina je tfeba pfesté¢hovat do
obyvakii, skol nebo hospod. Jenze kino nenti jen o setkavani a spolecném
zazitku, ale také o socialnim statusu, a filmové publikum neni jen publi-
kem uméleckého filmu, ale i publikem blockbustert, které se s obyvakem
asi jen tak nespokoji. No a taky je jasné, ze z obyvak k tviircdm*kynim
a do produkci vétsinou penize neputuji, takze tenhle krok by mohl na-
stat pouze tehdy, kdybychom se védomé rozhodli, ze se audiovize stane
amatérskym konickem, ktery zasahne jen bezprosttedni okoli téch, kdo
filmy tvori. K nertistu ve filmovém primyslu nelze pfistupovat jen pro-
stfednictvim osekavani nakladi distribuce a omezovani uhlikové stopy
filmovych tvirct*kyn a publika. Zbyte¢né bychom tak rezignovali na to,
ze zatim jest¢ mame dostatek disponibilnich prostredku, se kterymi se
muzeme naucit lépe a efektivnéji zachazet.

4 Ze zavéreéného zhodnoceni divadelni
sezony, ktera méla podtitul nerast, viak
vyplyvé, Ze §lo jen o ¢asové ohraniceny
experiment a ze se divadlo v nastavajici

3 enough.scot/2021/02/09/culture-
-beyond-extractivism-what-might-a-
-post-growth-cinema-look-like-by-ma-
ria-antonia-velez-serna/

mu planovani a produkéni praxi.
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SILA VEREJNYCH PENEZ

Ddlezitym motivem, ktery se okolo pojmu neriist toci, je tiroven
nebo spis diferenciace diskusi, které se o ekonomice kultury vedou. V $ir-
§1 spolecenské a politické diskusi zatim stale klouzeme spise po dialek-
tické linii, zda kulturu vnimat jako nadstavbu, nebo zaklad spole¢nosti,
a zda se ma proménovat vlivem statni politiky, nebo spolé¢hat na prizen
trhu. Realita je takova, Ze funguje oboji. Vznikaji komer¢ni projekty
(v audiovizi predevsim midstreamové romantické komedie pro kina nebo
cely segment televiznich seriali) a vedle toho bézi paralelné segment
autorské tvorby (autorska kinematografie, dokumenty, animace). Vetejna
podpora piitom smétuje do vSech segmentti. Podporuje se jak infra-
struktura (divadla, kina, galerie, festivaly), tak tvorba obsahu. V politické
diskusi se kultura obcas pfetfese v ramci ideologickych bitev o to, kdo
vic mrha erarem a v dob¢ krize plytva na zbytné statky. Pro¢ by vlastné
mélo byt $patné, kdyz odbornou a politickou diskuzi o obhajob¢ dotaci
a pobidek do kultury vedeme za pouziti pojmii jako zhodnoceni vloze-
nych prostiedki (i ve vztahu k lidskému kapitalu) nebo rist kreativniho
priamyslu apod., jak naznacuje vyse uvedeny otevieny dopis? Skutecné to
vytvafi netnosny tlak?
I 71 voji nebo pfimo nertstu v oblasti
» Prostfedkem k udrzitelnému |audiovize, které reprezentuje
rOZVOji nebo pfimo nerustu konec prekarizace prace v sekto-
v oblasti audiovize, které ru, odeznéni tlaku zptsobeného
reprezentuje konec prekarizace |nadprodukei a ,ckologizace*
prace v sektoru, odeznéni tlaku  |vyroby i uvadéni, je ptedeviim
zpusobeného nadprodukci diskuse o sméfovani vetejné
a ,,ekologizace“ V)’/roby podpory. Je zapottebi peclive
1uvadénti, je pfedevéim diskuse promyslet, za jakych podminek

sez6né vraci k tradi¢nimu dramaturgické-

o sméfovani vefejné podpory. «  [a do jakych projektt pijde. Za-
tim se zda, ze vefejné prostredky
v kultufe jsou zde proto, aby se cely segment nezhroutil, ale mozna je

na Case spise premyslet o tom, jak je zacilit tak, aby mu pomohly naplnit
cile, které jsou pro néj klicové - je to predevsim zachovani svobodného
prostoru tvorby, zachovani a rozvoj lidskych kapacit a konkurenceschop-
nost smérem k zahranici, protoze bez kontaktu s nim se ¢eska audiovize
a potazmo kultura neobejde. Vefejna podpora dnes do kultury nesmétuje
od urednictva nebo politické reprezentace. Ty tvori jen administrativni
ramce a vyjednavaji alokace. Samo prerozdélovani a koncep¢ni prace

lezi na profesnich organizacich. Revize stavajicich grantovych systému

-
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v celé oblasti kultury (véetné dotaci na provoz prispévkovych organizaci)
je tedy dilezitym predpokladem k tomu, abychom mobhli pfijit s novou
komplexni kulturni politikou, ktera piirozené musi reflektovat jak limi-
tované zdroje vefejnych i soukromych financi, tak limitované prirodni
a lidské zdroje. Politikou, ktera bude znamenat konec fady soubort,
tymi, instituci a akci, které jiz nebude mozné s danymi alokacemi udr-
zet pii zivoté, ale bude dlouhodobym garantem pro rozvoj téch, ktefi si
s danymi prostiedky vystaci.

Ceska diskuse, kterou reprezentuje vyse zminény dopis ministrovi
kultury, vola predevsim po lepsich pracovnich podminkach, které ale ne-
rust, reprezentovany komunitnim a sdilenym zptisobem zivota, nemtize
v této podob¢ ufinancovat. Vola tedy po masivni statni intervenci, jejimz
motorem v$ak musi byt stabilni systém a dostupné prosttedky, kterych se
na viech frontach nedostava. S predcovidovymi alokacemi vefejnych pro-
stfedkt do filmové tvorby a distribuce véetné festivalt nas nevyhnutelné
postihne pokles zdroji. Nerast vsak neni zalozen na vnéjsich okolnos-
tech, ale na dobrovolném rozhodnuti. Jde o to, abychom mu nasli smy-
sluplnou cestu a zachovali to, co je v nasem systému nejdilezitéjsi - bez
ohledu na to, jestli o filmu (kultufe) pfemyslime v ekonomickych nebo
estetickych pojmech.
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K1r1 Dalena je ﬁhplnska umelkyne dokumentaristka

a hdskopravnl aktivistka. Jeji tvorba je hluboce
poznamenana zkusenosti s {)ezprawm politickou
a VOJenskou zvuli a nasilim. Nejen jako umélkyné se
Dalena primarné zabyva tématy nesvobody a socialni
nespravedlnosti na Filipinach. Mezi jeji nejznaméjsi
prace patii Erased Slogans, série fotografii z manilskych
Erotestﬁ proti Marcosové rezimu v 70. letech, ze
terych Dalena odstranila napisy na transparentech
protestujlcmh Prazdné transparenty symbohzuy
nejen uml¢ovani disentu, ale také omniprezenci
bezprav1 a protestu v cCase 1 prostoru. Podle Daleny
zaroven ,,}irazdne plakaty nabizeji ticho, které je
nezbytné k zamysleni®.
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Requiem for M / Rekviem za M

2010, 6 min. 53 s., barva, zvuk, digitalni, tagalsky, anglické titulky

» 23. listopadu 2009 byla zastoupena cesta osmapadesati
lidem, ktefi hodlali registrovat opozi¢niho kandidata s cilem
ukoncit vladu politické dynastie mocného klanu v provincii
Maguindanao. Ptes sto ozbrOJencu je pfinutilo sjet z dalnice
na polm cestu vedouci k upatl kopce. Tam na bezbranné lidi,
vétsinou zastupce médii a zeny, zahajili palbu a mrtva téla
narychlo pohrﬁlh do hromadnych hrobii i s JCJICh vozidly.
Rekviem za M, které ukazuje zabery z pohibt a misto masakru
v opacné chronologu, ,,uz neni dokumentem ani krltlckym
zobrazenim®, ale romenuje se v ,empirické procesi vzdalujici
se od zminéné udalosti®. «
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Gikan sa Ngitngit nga Kinailadman /
& temmych hlubin

2017, 27 min. 01 s., éernobily; barva, zvuk, 16 mm,
analogovy, digitilni, cebudnsky, tagalsky, anglické titulky

» V ¢ervnu 2016 tehdejm zvoleny premdent Rodrigo
Duterte jesté pred svou inauguraci odepsal spolecné
prohlaseni o obnoveni mirovych JCCE) nani s Narodni
demokratickou frontou. NDF je ozbrojené ktidlo
Komunistické strany Filipin a v mirovych rozhovorech
o ukonceni padesatileté guerillové valky vedené
Novou lidovou armadou (NLA) zastupuje stranu
revoluce. V souvislosti s ozivlou nadep umélkyné
usoudi, ze konec¢né prisel ¢as ponorit se do vlastniho
archivu mapujiciho politické nepokoje, a snové

scény, odehravajici se pod vodni hladinou, proklada
dokumentarnimi zabéry pofizenymi analogovou
idigitalni technikou. Dilo & temnych hlubin je vzpurnym
vyjadfenim ztrat a smutku, kter¢ se hromadily
nevysloveny po cela dCSCtllCtl «
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Christmas in Our Hearts Reloaded /
Vinoce v nasich srdcich reloaded (HindeOke#1)

2016, 3 min. 46 s., barva, digitalni, anglicky

» HindiOke je sloZenina slov ,,neni to
ok® a , karaoke®. Kolektivni dilo Vychézi

z popularni ﬁhplnske vanocdni pisné, ktera

je na Filipinach ve svate¢nim o dob1
Vsudyprltomna Filipinci na Filipinach i Jlnde
ve svété drzi v rukou cedule z tvrdého papiru
s napisy, jimiz vyjadiuji svij postoj k zabijeni.
Pouziti tohoto typu ceduli odkazuje na
fotograﬁe obéti, vedle JGJIChZ t¢l lezely cedule
s napisy ,,Prodavam drogy” nebo ,,Jsem
zav1sly na drogach Text pisné byl zménén,
ale jeji duch zustava. Video bylo zvefejnéno
online jako soucast kampané sit¢ RESBAK,
kterou Kiri Dalena vytvorila spolu s daléimi
filmafi a pracovniky v médiich a kultufe

jako protivahu k mi:em jimz je obestiena
smrtonosna protidrogova valka vedena

za vlady prezidenta Duterteho. «
N
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Erased Slogans / Smazané slogany
2008-2022, 3 min. (ve vyvoji), ¢ernobily,
bez zvuku, digitalni

» Digitalné upravené oskenované
fotografie dokumentujici

¢etné demonstrace za vlad

e N
tehdejsiho filipinského prezidenta Alunsina
FCrdinanda MarCOSC, kter}/’ 2020, 41 min., barva, zvuk, digitalni, tagalsky, anglické titulky
v roce 1972 vyhlasil stanné pravo
a udrzel si moc pres dvacet » Film Kiri Daleny je modlitbou prosici bohyni Alunsinu,
let. Dilo sestavajici z prehlidky abﬁ dala silu détem a starym lidem. Snimek promitany
transparentd, z nichz byly vzhtiru nohama zrcadli utrpeni/nespravedlnost a zaobira
odstranény vsechny napisy, se vSednodennim zivotem jedné z tisict rodin, které
stru¢né vyjadiuje nebyvaly rozsah prezily valku proti drogam. Chradnouci babicka s tichou
utlaku a umlcovani dané doby. starostlivosti a laskyplnosti pecuje o sva vnoucata v batolecim
V cervnu 2022 snimky poniéi?,a 1 teenagerovském véku. V jedné scéné zpiva nejmladsimu
voda, ktera v disledku prudkych z vnoucat, které pije mléko z lahvicky, protest song, jako
destt zaplavila sklad, v némz je by to byla ukolébavka. Déti si spolu {:raji. Samy od sebe se
umélkyné prechovavala. Voda rozhodnou kreslit, aby dokazaly ,,zpracovat®, co je v zivoté
fotografie dale rozpila a bezdécné potkalo. Pripadaji si jako slabé clanky fetézu. Musi se rozloucit
tak zachytila situaci, ktera odrazi se svym otcem, ktery byl zabit béhem policejni razie, protoze
soucasny navrat rodiny zesnulého tdajné ,kladl odpor®. Jejich matka byla kfive obvinéna
diktatora k moci. « z prodeje drog. «

\ J N Y,
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Pila / Fronta

2022, 62 min., barva, zvuk, digitalni 5kanalova
instalace, tagalsky, anglické a némecké titulky

» Ve videoinstalaci Pila (me‘a{l
Fozorujeme, jak lidé v riiznyc

azich zivota ¢ekaji ve fronté na
potravinové balicky pred komunitni
potravinovou bankou uprostied
pandemie a celostatnich voleb.
Neékteti prisli uz pred rozednénim,
aby se na n¢ dostaly konzervy,
maso, zelenina nebo ryze, podle
toho, co kdo bance tento tyden
daroval. Lidé si vyménuji tipy, jak
si v téhle zivotni situaci poradit,
fikaji, ze je lepsi zaradit se do fronty

uz brzy rano, povidaji si o tom, co
vafit, aby jidlo déle vydrzelo, bavi
se 0 nezaméstnanosti, prilezitostné
praci, planech na otevreni obchodu,
o ockovani, boutkach, pozarech,
bf/dleni a selhani mistni spravy,

ale také naptiklad o Facebooku,
Instagramu a jezdéni na kole.
Dokud tu budou potravinové
banky, tito lidé se zaptisahaji
zartadit do fronty. Nakonec se
fronta pohne. Prezidentské volby
vyhrava diktatortv syn. Néktefi ho
volili. Pandemie pokracuje. Tato
existencialni, strhujici pétikanalova
videoinstalace méla byt pivodné

v zivotni velikosti, ale jeji projekce
tuto velikost prekracuje. «
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SLOVNIK ZATIM NEEXISTUJICICH SLOV

. 4 o Vv
ZAVATAROVAT SE [verb.] pocit, kte}g mize
prepadnout nékteré jedince, kdyz se ic €Il/tlﬁklvl%l
se svym avatarem vic nez se svym fyzickym télem.

PRIKLAD 1

Zhavila se viech zrcadel, co méla doma, protode 5¢
cavatarovala anelibi se ji pohled na své fyzelo (viz fyzelo).
PRIKLAD 2 o
Pordd chodf pozdé, protoie je zavatarovany azapomind,

Ze se nemiize teleportovat z domova do tiidy.

MOZKOBRZDA [subst.] nahlé uvédomént si faktu,

ye vétéinu nasich zazitka Vytvéfi mozek a mysl.

PRIKLAD ) .
Pudal jsem ve virtudlnim svété z pegase azachvdiil mé pocit
volného pddu, ale zaroveri mi za ungovala mozkobrzda,

protose jsem védel, Z maje fyzické télo sedi na Zidl.

FYZELO [subst.] fyzické telo jedince, opak jeho nebo

jejiho virtualniho téla.

PRIKLAD ‘
Fenie jd potiebuju nové tricko pro svoje fyzelo, ne pro soiy
avatar.

PLANETARNI KLAUSTROFOBIE [subst.| pocit,
kdy si uvédomite, jak désive dopady bud01,1 mit
klimatické zmény a Ze z této planety neni tuniku.

PRIKLAD ‘ ’ L
A: Boe, my jsme fakt wvizli wprostied poZdru, ze j0?

B: Vidim, % u? ti koneiné najizdi planetdrni klaustrofobie.
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-
ORYNGHAMOVAT, ORYNGHAM

1. [tranz.| podékovat za vyslechnuti v feci rostlin.

2. [subst.| vyraz vdéku za vyslechnuti v feci rostlin.

DATOVE ODBORY [subst.] organizace hajici prava

/7 * v * (] .
a zajmy uzivatell internetu.

PRIKLAD

Vsoucasnosti je pri pohybu po internetu kaZdy odkazan na sebe.
Pritom diikladné se seznamit se viemi pravidly zachdzeni s daty,
kterd o nds weby a aplikace sbirajt, neni v sildch jednotlivce.
Datové odbory priva a zajmy uzivatelil haji kolektioné podobné
Jako to délaji odbory na trhu préce.

UMELNICE [subst.] zena pohybuyjici se ve sféte
uméni, ktera se snazi skloubit profesni a rodinny zivot
v patriarchalni kapitalistické spolecnosti.

METABOLISMUS

1. [subst.] procesy latkové vymény v organismu.

2. [subst.| procesy latkové vymény v li(ig;ské spolecnosti;
tvofeni, proména a vypousténi chemickych latek lidskym
spolecenstvim.

PRIKLAD

Diky ekologické ekonomit uZ ale dnes vime, Ze it lidska

spolg)cvnost md sviij kolektioni metabolismus - tvorent, proménu
av fouftevm/ chemickych ldtek, napriklad uhlovodiki. Co

/myﬁ ychom proto qujem metabolismus rozsitili, a zacali planovat
anavrhovat kolektioni metabolismy v souladu s ekosystémovymi
limaty nasi planety?

\-

Autofi a autorky zatim neexistujicich slov: Monica Gagliano, Sini Harkki, Lukas Likavcan,
Emiliana Rodriguez, Katefina Smejkalova, Katefina Seda.
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*

Inspiration Forum LAB je 1nterdlsc1phnarn1 vyzkumny
program, ktery porada Inspira¢ni féorum ve spoluprac1

s Display — Asociaci pro vyzkum a kolektivni praxi.

Jeho cilem je poskytnout prostor, kde se umélei*kyné

a védci*kyné mohou setkavat a spolupracovat na vytvarenti
uméleckych projektt zalozenych na vyzkumu.

inspiracniforum.cz/lab

INSPIRATION
FORUM
LAB *
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INSPIRATION FORUM LAB 2021/22
MEZE RUSTU

V roce 1972 vydala skupina védcti v ¢ele s Dennisem a Donellou

H. Meadowsovymi jeden z nejdtlezitéjsich textt v historii environmen-
talismu. V dokumentu s nazvem Meze ristu a prezdivaném ,zprava Rim-
ského klubu® zkoumali s vyuzitim nejmodernéjsich metod pocitacového
modelovani chovani lidskych spole¢nosti a ekonomik a dospéli k souboru
jejich objektivnich mezi. Publikované upozornéni, Ze bychom méli byt
ohledné limitt nasi planety obezfetni, se v té¢ dob¢ setkalo se znacnou
skepsi vychazejici z predstavy o neustalém hospodarském rastu, akumu-
laci kapitalu a technologickych fesenich. O pil stoleti pozdéji, uprostred
akcelerujictho klimatického kolapsu, jiz byly mnohé z mezi znamych

z hypotéz Rimského klubu nevratné prolomeny. Neslo tedy bohuzel

o pouhé hypotézy.

N

tale v rozporu se zakladnim nastavenim
» Pojem meze je nanestésti |zapadni liberdln{ subjektivity. Na-
stale v rozporu se
zakladnim nastavenim
zapadni liberalni

su jektivity. «

zdory obavam, ze uz je prili§ pozdé,
Ize stale jesté uskutecnit zmény, které
budou lidi motivovat k tomu, aby

se nebali omezit sami sebe. K tomu,
abychom mohli zacit hledat strategii,

ktera by pracovala s konceptem limitt, je nejprve tieba polozit si nékolik
otazek. Co jsou vlastné meze? Jsou to piekazky? Nebo prilezitost sou-
stfedit se na to, na ¢em skutec¢né zalezi? Nebo se jedna o produktivni
omezeni? Kolik riiznych typt mezi existuje? A kolik je zptisobt, jak je
legitimné piekonat? Jdou meze striktné proti rastu? Je rust viibec po-
tfebny? A konecné: jaké formy spolecnosti nebo ekonomiky se vlastné
dokazou vejit do mezi nasi planety? Vsechny tyto otazky odstartovaly za-
catek vyzkumné drahy tii tymi stipendisti a stipendistek, které v ramci
programu Inspiration Forum LAB 2021/22 pracovaly v dialogu s trojici
tutorii a tutorek — vytvarnikem Zbynkem Baladranem, designérkou a vi-

zualni umélkyni Lenkou Hamosovou a filozofem Lukasem Likavéanem.
Vysledky jejich zkoumani daly vzniknout interdisciplinarnim projektiim

kombinujicim umeélecky a designovy vyzkum, jez se toc¢i kolem tfi meta-
bolickych budoucnosti: budoucnosti tokt zakladnich chemickych prvkd,
budoucnosti mést a budoucnosti fi¢nich ekosystému. Nebyly viak vybra-
ny nahodné - reaguji na naléhavost okolniho prostiedi, at uz se jedna

0 domaci mésto nebo obor.
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GUADIANA IN FOUR MOVEMENTS
BURAK KORKMAZ A PEDRO F. NETO

guadianadmovements.eu

Guadiana In Four Movements (Guadiana ve ¢tyfech vétach) je audiovi-
zualni dilo zkoumajici soucasny stav a budouci scénate vyvoje v okoli
Gsti Spanélsko-portugalské feky Guadiana (Pyrenejsky poloostrov). Dilo
Vycham z nalezenych zabért, obrazu a zvukovych stop shromazdénych
énni § 4 rovnéz sonifikaci dat vytvorenou
» Ve snaze pOChoplt ZdrCUJICI na zakladé¢ soucasnych klimatic-
scénare V%’]VOJC khmatlckych kych modelti. Ve snaze pochopit
zmeén vyc azejla ze zdrcujici scénate vyvoje klimatic-
shromazdénych dat poskytuje  [|kych zmén vychazejici ze shro-
jejich sonifikace srozumitelnéjsi jmazdénych dat poskytuje jejich

zazitek vystihujici slozitou sonifikace srozumitelnéjsi zazitek
dynamiku tohoto regionu vystihujici slozitou dynamiku

Vs h]ediskajeho zranitelnosti, tohoto regionu z hlediska jeho
specificnosti 1 komplexnosti. «  [zranitelnosti, specifi¢nosti i kom-

plexnosti.

Usti feky Guadiany je nazornou ptipadovou studii dopadt zmény
klimatu na citlivou biodiverzitu ve Stfedomoii. Guadiana, tieti nejvétsi
povodi (67 133 kmz) na Pyrenejském poloostrové, prameni v oblasti zva-
né Lagunas de Ruidera ve stiednim Spanélsku a po 742 kilometrech tsti
do Cadizského zalivu na portugalském pobiezi. Od 13. stoleti fungovalo
jeji sti jako pomyslna ,,ptirozena® hranice mezi Portugalskem a Spa—
nélskem. V roce 1926 byla na zakladé Umluvy o hranicich - Convénio de
Limites / Acuerdo de Limites — ptijata dohoda stanovujici oficialni vymezeni
této hranice. Slovo ,hranice” oznacovalo pouze pravné zavaznou hranici
zasazenou doprostied feky mezi dvéma pobieznimi staty. Od té doby
nabyla tato ,hranice® i jinych vyznama.

Piestoze je oblast v okoli Guadiany velmi nachylna k zaplavam,
vysychani ptidy, problémim s nedostatkem vody a salinizaci, je i nadale
vyuzivana k vyrobé elekttiny, pro tcely intenzivniho zemédélstvi, pastvy
dobytka a turismu. Kontrola vodniho toku protékajiciho mezi Spanél—
skem v jeho horni ¢asti a Portugalskem v té dolni byla pii¢inou raznych
socialnich i politickych sporti v disledku pfijeti $patné komunikovanych
a nedostate¢né koordinovanych regionalnich, narodnich a nadnarod-
nich regula¢nich opatieni. Piestoze feka obé zemé z velké casti socialné,
ckonomicky a jurisdikéné rozdéluje, asti Guadiany ztstava samostatnym
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atvarem s kichkym a jedine¢nym ekosystémem. Toto propojeni biodi-
verzity znaci, ze jakykoli nepatrny zasah miize potencialné narusit cely
ckologicky fetézec, socioekonomickou cirkulaci i odolnost systému v oko-
li feky Guadiany. Z pohledu zblizka jsou totiz patrné hydroekologické
»limity“ této feky, které nam nevyhnutelné pfipomenou sirsi souvislosti
prognoézy publikované pod nazvem ,,Limity ristu® pred padesati lety
(Meadows a kol., 1972).

Predikce je tfeba brat s urcitou rezervou, umoznuji nam vsak po-
chopit chovani systému v urcitém ¢asovém horizontu (Bardi 2011). Poci-
tacové modelovani nam umoznuje znazornit riizné systémy svéta z hle-
diska jejich slozitosti, nelinearity a dominance zpétnych vazeb. Obecné
jsou kvantitativni modelovani zalozena na matematickych vyrazech,
které definuji, jak spolu razné prvky systému souviseji; kdyz simulace za-
chyti jeden z mnoha moznych raznych vysledku, vznikne ,scénai. Tyto
scénafe, které se opiraji o data a matematické vypocty zpétnovazebnich
smycek, jsou pak rozhodujici pro stanoveni budoucich dopadt na prosto-
rové proménlivé a riiznorodé ekosystémy, jako je Guadiana.

S timto védomim se Guadiana ve ityrech vétach zabyva soucasnosti
a budoucnosti tsti $panélsko-portugalské feky Guadiany prostfednictvim
dvou komplementarnich pfistupti. V ramci prvniho z nich jsme zjistili,
jak mistni lidé vnimaji a chapou dopady klimatickych zmén ve svém kaz-
dodennim zivoté. K tomu nam poslouzila prizkumna prace a senzoricky
etnograficky vyzkum v terénu podél sti feky Guadiany s cilem zachytit
komplexni dynamiku objekti, lidi, obrazii, zvuki a riznych technologit,
které na tomto specifickém misté v rizné mife koexistuji a vzajemné se
ovliviuji. Zkoumali jsme pfitom, jak se rtizné typy zdroji a materiald,
singularni i trivialni, viditelné i neviditelné, skladaji, propojuji a mohou
davat smysl. Sestavovani téchto riznorodych materialt se tak vyznaco-
valo zkoumanim toho, jak se zobrazené prvky spojuji, a nikoli toho, jak
,jsou’ ve snaze predstavit je jako rozvijejici se sily, nikoli jako statické
podstaty (Deleuze & Guattari 1978).

Zatimco obrazy a zvukové stopy shromazdéné béhem terénniho
vyzkumu coby voditka toto dilo teritorializuji, sonifikace dat pak pro-
blém Guadiany univerzalizuje. Sonifikace dat totiz kromé zpochybnéni
znazornéni scénatrti zmény klimatu, které maji ¢asto podobu vizualizo-
vané projekce, dokaze témér ,,prorocky” nabidnout i ,panopticky pohled
shora nebo z budoucnosti“ (Helmreich 2016). Nas druhy pfistup tak spo-
¢ival v pohledu na stavajici klimatické modely, dikladném vybéru, ana-
lyze a systematizaci nezpracovanych dat, ktera byla zakladem moznych
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budoucich scénatt, v ramci procesu, jez coby vysledek sonifikace dat
predstavuje metodu audiomapovani.

Guadiana ve (tyfech vétdch se odviji ve Ctyfech castech na zakladé
riznych scénaitt IPCC, které maji podobu sonifikace dat. Diky ni je
mozné lépe pochopit nebo ocenit zmény a struktury dat, ktera slouzi
jako podklad pro vizualni zobrazeni. Vychozi hodnoty intervalu tvori
prumérné, maximalni a minimalni teploty z let 1981 az 2014 naméfené
v povodi usti dolni a sttedni Guadiany, ¢aste¢né v regionech Huelva
(Spanélsko) a dolni a stiedni Alentejo a Faro (Portugalsko), na zaklad¢
pocatecniho referencniho scénare, ktery je obecné znam jako nejlepsi
mozny scénar oteplovani o = 1,8 °C. Stejna regionalni data byla sonifiko-
vana pro tcely zobrazeni dalsich projekei (= 2,7 °C /> 3,6 °C / ~ 4,4 °C)
v rozmezi priblizné 120 let. Ctyﬁ véty dila byly slozeny pouze na zakla-
dé roc¢nich tthrnnych teplot s vyuzitim délky a vysky tonu. Kazdému
roku odpovida vtefinovy tsek, pficemz desetileti oznacuje stejny signal.
Oscilujeme tak mezi kvaziptijemnou hudebnosti a drasavou disonanci
a postupné vyvolavame niterné emoce a okamzity vhled do rozporti mezi
scénari.

Guadiana ve {tyfech vétach pak zdraznuje a prenasi (ve smyslu
zvuku jako formy energie vzdy prenasené médiem) limity rastu povodi
feky Guadiany pomoci sonifikace dat jako doplnujici a navazujici slozky.
Vysledna datova sonifikace predstavuje pro posluchacstvo vyzvu pouka-
zujici na to, jak ,to, co clovék slysi, souvisi s tim, co si mysli, ze by mélo
byt slyset, a také s tim, co si mysli o povaze zvuku (...)“ (Helmreich 2016).

Burak Korkmaz je nezavisly informacni designér, ktery se zabyva
grafickym zpracovanim a vizualizaci dat pro politickou, akademickou
a neziskovou sféru.

Pedro Figueiredo Neto je antropolog a filmat. V soucasné dobé puisobi
jako vyzkumny pracovnik na Institutu socialnich véd Lisabonské

univerzity (ICS-ULisboa).
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MUTUAL CORE 5 - .
TEZBA UHLI V OSTRAVE - PRIPADOVA
STUDIE TRANSFORMACE

GIULIA FACCIN, JAN SKALICAN,

JITKA KRALOVA A JAROSLAV MICHL

mutualcore.cz

»Historie Ostravy se datuje od doby, kdy bylo na pocatku 18. stoleti na
btezich feky Ostravice objeveno uhli. Kdyby k tomu objevu nedoslo,
Ostravy by nebylo. Vznikla jako umélé mésto, ne jako jina mésta, ktera se
utvarela stovky let. Vytvofila se spojenim n¢kolika oblasti a lidé se do ni
zacali sté¢hovat za praci v dolech.”

Jak doklada pribéh Ladislava (70+), ktery stravil vétsinu svého produk-
tivniho zivota jako hornik v jednom z mnoha ostravskych dol, lokalita,
kterou jsme si vybrali pro nasi ptipadovou studii, je od svého vzniku
provazena, ne-li pfimo definovana, tézbou uhli.

Priimyslova historie Ostravy sice saha az do 18. stoleti, hlavni
rozmach vs$ak zazila v obdobi socialismu, zejména v 80. letech 20. stoleti,
kdy byla t¢zba uhli hnacim motorem narodni primyslové vyroby. Po-
skytovala hlavni lokalni zdroj pracovnich mist a ekonomického bohatstvi
a davala Ostravé a jejim obyvatelim pocit identity, sounalezitosti a hr-
dosti.

V ramci postsocialistické transformace na pocatku 90. let a na-
sledné restrukturalizace narodniho hospodafstvi bylo rozhodnuto, ze se
vétsina dilnich provozii uzavie. Objem primyslové vyroby prudce klesl
asnimivyznam a prestiz tézby uhli. Nasledny pokles poctu pracovnich
prilezitosti v regionu, ktery v nejlepsi dobé dosahoval nebyvalé vyse, vy-
astil v tézkou hospodaiskou krizi a socialni nespokojenosti. Pocit nespra-
vedlnosti v regionu jesté prohloubily pochybné a podvodné privatizacni
procesy, v jejichz dusledku piesel velky dil kolektivné nabytého majetku
do rukou né¢kolika malo jednotlivci.
a R aci nabizi jedine¢ny pohled na

» Ostravska zkuSenost dynamiku globalnich procest
s transformaci nabizi jedine¢ny |vzestupu a padu préimyslu a je-
pOhled na dynamiku globélnich jich dopad na mistné specific-
prOCCSfl vzestupu a pédu kou a historicky podminénou
priamyslu a jejich dopad na realitu. Piipadova studie Ost-
mistné specifickou a historicky  [ravy zaroven dokladé lokalni
L podminénou realitu. «
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zranitelnost v obdobi transformace. Vypravi piibéh téch, ktefi se kdysi
ocitli na ,vitézné“ strané déjin, nacez necekané spadli do soukoli preka-
rity. Tyto nahlé zvraty obyvaji nadale kolektivni védomi a ovliviuji nasi
schopnost pfedstavit si budoucnost presahujici dimenze individualniho
rastu a zisku.

SPOLECNE JADRO

Projekt Mutual Core (Spolecné jddro) prosttednictvim etnografického
prizkumu a hloubkovych rozhovort s byvalymi ostravskymi horniky
a pracovniky v ocelafstvi, lidmi z oblasti vyzkumu, urbanismu, socialni
prace i aktivismu zkouma a vytvari souvislosti mezi hornickou minulos-
ti Ostravy, jeji postindustrialni soucasnosti a jeji pfedjimanou zelenou
budoucnosti. Zabyva se konceptem ,,mezi ristu® - jak ho v roce 1972
predstavil Rimsk)’l klub - a zdtraznuje paralely a rozpory mezi soucas-
nymi socialné-ekonomickymi a politickymi modely zalozenymi na zisku
a alternativou v duchu zelené transformace.

Historie ¢eské fosilni revoluce ma svou jedine¢nou konstantu -
hornika, jak ostatné doklada svédectvi jednoho z Gi¢astniki naseho
projektu: ,,Po ranni sméné, kdyz jsme vysli z dolu, ¢ekali na nas nahote
pionyii, aby nam piedali kvétiny.“ Mytus hornika se ale nezapsal pouze
do lidské paméti - také ostravské budovy byvaly némymi pozorovateli
ztracené slavy, ktera se vryla do jejich fasad a pohledem kolemjdoucich
zUstava vétsinou nepovsimnuta. Sociolozka Nicole Horakova ptsobi-
ci na Ostravské univerzité pii jednom z nasich rozhovori namita, ze
»tito muzi a zeny (byvali hornici a hornice), jiz byli za komunistické éry
chloubou délnické tiidy, dnes predstavuji jen ¢islo ve statistice a nic
o nich nevime®.

Osoby ucinkujici ve videoeseji, ktera je zaroven hlavnim vystu-
pem projektu, sice nemaji z hlediska spolec¢ensko-politického béhu svéta
zdanlivé nic spole¢ného, predstavuji vak klicové aktéry vzajemné pod-
minéného a komplexniho vypravéni o transformaci (transformacich). Na
pribéhu se podileji coby rovnocenni svédkové ménici se ¢asovosti a odha-
luji nam své zivoty definované bojem, nadéji, iizkosti a osobnimi i kolek-
tivnimi plany. Jejich hlasy se spojuji jako zvuky bez tvare.

Krajiny a archivni materialy se stavaji vizualnim priivodcem pro-
vazejicim nas misty, jez tyto zivoty utvarely, a naopak. Uchovavaji v sobé
stopy minulosti a zaroven nabizeji osekanou perspektivu véci budou-
cich. Jednotliva vypravéni o budoucnosti se tiisti, rozvétvuji, piekryvaji
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a ohybaji. Rozchazeji se a zamlzuji. Jestlize si kdysi pramyslova pater
zem¢ vyptjcila svou agendu od lidu, pak se zda, ze zelena transformace
dluzi za svtj program nadnarodnim korporacim.

Spolec¢nost tradi¢né chapeme jako velkou skupinu lidi, ktefi spolu
organizovanym zpusobem ziji. Podobné i digitalni video, jak ho zname
dnes, predstavuje soubor pixelti umisténych ve vymezeném prostoru,
vztazenych k urcitému ramci (obrazovka, telefon, projekéni plocha atd.)
a koordinovanych ve vztahu k ¢asové ose. Vsechny tyto parametry fun-
guji v soucinnosti a vykresluji tak obraz, ktery mtizeme pozdéji zachytit
pohledem a dekédovat nervovou soustavou jako kompletni informaci.
Presnéjsi je vsak chapat digitalni video jako sekvenci peclivé synchroni-
zovanych pixeld. Video vypravi prib¢h transformace.

METODA JAKO POSELSTVT...

Ve vétsiné pripadi se u videi nekoduji pro kazdy snimek celé
pixely, protoze by to zabiralo pfili§ mnoho mista a protoze existuje lepsi
alternativa: komprese. Pii kompresi videa se jednotlivé snimky ukladaji
bud jako delta-snimky nebo jako I-snimky.

Pixely jsou mikrotlomky, z nichz se sklada (digitalni) video,
stejné jako jednotlivci tvofi nami koncipovanou spolecnost. Jejich koor-
dinace umoznuje vznik obrazu. Kompromitaci I-snimku a delta-snim-
ku videomaterialu se referen¢ni obraz stava kvili prekrytym pixelim
necitelny, desynchronizovany a nesouvisly. Bud chybi prehled o tom,
jak prechazi predesly pixel do nasledujici scény, nebo neustale dokola
opakuji stejny proces.

Duavodem, pro¢ pracovat s I-ramcem a delta-ramcem v celé jeho
banalité, je tedy nejen zohlednit minulost pfi programovani budoucnos-
ti, ale také si uvédomit, jak minulé vzorce mohou snadno zkazit podobu
budoucnosti. To, co se v kontextu naseho projektu mize jevit jako tech-
nické cvicent, je ve skutec¢nosti pokusem o vizualizaci limita predstav
o budoucnosti, jak je vnimaji nasi Gicastnici, a limitd soucasného systému,
ktery si nedokaze predstavit budoucnost presahujici rust (jak je obsazen
v paradigmatu zeleného kapitalismu).

Mutual Core ramuje, jak se nostalgie po socialistické minulosti
a soucasné trendy smérujici k zelenéjsi a udrzitelnéjsi budoucnosti podo-
baji stavajicim sociockonomickym modeliim zaméfenym na zisk. Jeho
cilem je nabidnout vizualni metaforu naseho presvédcent, ze pii planova-
ni budoucnosti je tfeba brat v tivahu minulost. Soucasné se snazi osvétlit,
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jak mohou vzorce z minulosti snadno zmatrit nase soucasné ¢iny a narusit
nase predstavy o budoucnosti.

7

i, od kapitalismu k zelenému ka-

» Od fosilni energie k zelené pitalismu: jakou podobu ziska
Cnergll od kapltahsmu nase budoucnost, bude-li stat
k zelenému kapltahsmu jakou na principech, které odréazeji,

podobu ziska nase budoucnost,  |ne-li pfimo reprodukuji, tytéz
bude-li stat na principech které  |zptisoby existence a vztahy,
odraqu ne-li ptimo reprodukuji, |s nimiz bojujeme, ale které
tytéz zpusoby existence a vztahy, [bychom méli spiie revidovat?
s nimiz bolujeme ale které

bychom méli spise revidovat? «
\ Y,

Giulia Faccin se zabyva practice-based vizualnim vyzkumem. Kombinu-
je metody vypravéni pribéhii s pocitacovymi technologiemi a vytvarnym
uménim, pfi¢emz vychazi z filozofického a medialniho teoretického
ramce.

Jan Skalican je vizualni umélec. Zaméiuje se predevsim na vlastni umé-
leckou tvorbu a investigativni vyzkum. Je jednim ze zakladatelt a aktiv-
nich ¢lentt uméleckého kolektivu dsk. zalozeného v roce 2012.

Jitka Kralova je socialni antropolozka. Mezi oblasti jejtho vyzkumného
zajmu patii téma prekarity a politické mobilizace v postsocialistickém
kontextu. V soucasné dobé¢ pracuje na projektu zkoumajicim vzestup
populismu ve stfedni a vychodni Evropé.

Jaroslav Michl je filozof. Zamétuje se predevsim na utopické mysleni

a teorii kultury. Je spoluautorem ptekladt nékolika knih a ¢lankd (Srecko

Horvat, Raymond Williams aj.) a své texty publikuje v ¢trnactideniku 42
a v Revue Prostor.
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FERTILISER REHAB
SPEKULATIVNI VYZKUM REHABILITACE
ROSTLIN V CASECH BEZ HNOJIV

HANA KOMANOVA A KAROLINA ZIZKOVA

Sfertiliser.rehab

Jak budou rostliny a lidé reagovat na nedostupnost priamyslovych hno-
jiv? Fosfor je nezbytnym prvkem pro vSechny zivé bytosti a je také jed-
nou ze tff hlavnich slozek syntetickych hnojiv, na nichz je soucasné zeme¢-
délstvi zavislé. Pied zasahem clovéka si plané rostouci rostliny vyvinuly
strategie, jak si tuto vzacnou zivinu zajistit, naptiklad diky rozsahlym
kofenovym systémtiim nebo vylu¢ovani chemickych latek, které fosfor

z pudy uvolnuji. Za predpokladu trvalého dostatku syntetickych hnojiv
a snadného pristupu k fosforu vyménili slechtitelé u dnesnich kultiva-

rti tyto schopnosti za rychly rist. Fosforit, hornina, ze které se fosfor
ziskava, je vsak omezenym zdrojem. Vznikal po dobu deset az patnact
milionii let a v soucasné dobé¢ jeho tézba dosahuje svych limiti. Bod

tzv. fosforového zlomu, od kterého se bude objem tézby kvili nedostup-
nosti zdroje pouze snizovat, je predpokladan v roce 2030. Fertiliser Rehab
je fiktivni sluzba zasazena do doby po fosforu, a tudiz i po konci dostup-
nosti syntetickych hnojiv, ktera zkouma mozné experimenty s vlastnost-
mi rostlin a ziskavani fosforu z jinych zdroji.

FERTILISER REHAB

Alchymista Hennig Brand pfevaii n¢kolik dni odstatou mo¢, do-
kud nezhoustne a nevytvofi se na ni vrstva ¢ervené mastnoty. Tu odebere
a zbytek latky necha zchladit, pricemz oddéli spodni ¢ast vysrazenych
soli a tmavou hmotu na povrchu. Siil odstrani a ¢ervenou mastnotu
vmicha zpét. Tuto smés intenzivné vafi dalsich Sestnact hodin, dokud

z ni nevyjdou nejprve bilé vypary, nasledné olej a poté ve tmé svétélkujic
latka. Namisto domnélého kamene mudrct Brand procesem destilace
poprvé izoluje v roce 1669 fosfor.

BOD ZLOMU

Mo, kosti a zuby, nukleové kyseliny, hnojivo. Fosfor je nenahra-
ditelnym biogennim prvkem, ktery nelze uméle vytvofit. Jeho pojme-
novani odkazuje k personifikaci planety Venuse v fecké mytologii, a to
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v podobeé Jitfenky ptinasejici svétlo. Je extrémné hotlavy a slouzi jako
zapalné cinidlo sirek. Primyslové se ziskava z fosforitt, skupiny usaze-
nych hornin s nadpolovi¢nim obsahem minerala fosforu. Jednim z nich
je apatit, fosforecnan vapenaty, mezi jehoz lécivé vlastnosti tidajné patfi
odrazeni negativni energie, posileni schopnosti komunikace ¢i zvysovani
motivace a tvorivosti.

Loziska fosforitti se na planeté vytvarela 10 az 15 miliont let a jsou
neobnovitelnym zdrojem. Bod tzv. fosforového zlomu, od kterého se
bude objem tézby kvili nedostupnosti zdroje pouze snizovat, je predpo-
kladan v roce 2030. Kromé objemu klesa i kvalita tézeného materialu,
ktery ma stale nizsi koncentraci fosforu na tkor nezadoucich jila a téz-
kych kovii. To vede k slozitéjsim a nakladnéjsim formam tézby napriklad
z moi'ského dna. Pomyslnou krajinu po tomto bodu zlomu predstavuji
umélou inteligenci vygenerované obrazy z dnes jiz vycerpanych doli
v Estonsku, Nauru, Kiribati ¢i Florid¢, v kombinaci s témi v Maroku,
Australii a v Zapadni Sahafe, kde zdroj nevyhnutelné¢ dochazi.

Dusik (N) s fosforem (P) a draslikem (K) jsou klicovymi
ingrediencemi syntetickych hnojiv, na kterych je, spolecné s dalsimi vy-
sokymi energetickymi vstupy, zavisla soucasna globalni podoba zemédél-
stvi. Nejvyse ctvrtina fosforu z pouzitych hnojiv je vyuzivana rostlinami,
zbytek zlistava v pudé, ze které jsou hnojiva splavovana do povrchovych
vod. Tim dochazi k jejich znecisténi a v disledku tzv. eutrofizace, tedy
zvyseného obsahu fosforu a dusiku, k pfemnozeni planktonu a vzniku
vodniho kvétu.

KDO VYTVARI ROSTLINY

Cist fosforu diky dlouhodobému piehnojovani ziistava ulozena
v pudé, pro rostliny je vsak problematické jej ziskat. Kultivary rostlin
pouzivanych v soucasném zemédélstvi jsou na naduzivani syntetickych
hnojiv zavislé, byly totiz vyslechtény pro zivot za predpokladu neome-
zené dostupnosti a nadbytku zivin. Tim se lisi od plané rostoucich a pt-
vodnich odrad, které musely vyvinout rizné strategie, jak si mineraly
zajistit. Patfi mezi né napf. vytvareni rozsahlych kofenovych systémd,
vylucovani chemickych latek, které fosfor z ptidy uvolnuyji, ¢i symbi6za
s houbami. Sebezachovné funkce byly vyménény slechtiteli za rychly
rust. Na pomezi mezi kategoriemi ptirodniho a umélého probihaji nyni
v mikrobiologii pokusy tento proces zvratit. Ve staré odrudé ryze byl
identifikovan gen, ktery je zodpovédny za schopnost rostliny vyhledavat
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fosfor pomoci jemnych kotenti a tato geneticka vlastnost byla nasledné
vyslechténa do soucasnych odrid ryze. Zkoumani jsou také mikrobi,
ktefi se pfirozené vyskytuji na kofenovém systému prosa a kteti funguji
jako prirodni hnojivo.

VEDA A POZNANT

Ve sluzb¢ Fertiliser Rehab prochazeji rostliny procesem odvykani od
zavislosti a vymanéni se z kolobé¢hu rastu pro rast na tkor zakladnich,
zivot zachovavajicich funkci. Pfi provadéni alchymistickych tikont se
zrcadli tentyz postup iv osobé, ktera je vykonava. Instalace tak promi-
chava kontrolované postupy a prostiedi védy s alchymistickymi experi-
menty a spontannimi procesy probihajicimi v ptirodé, jako je hybridizace
rostlin, aniz by mezi nimi vytvarela hierarchii. Kombinuje pfemysleni
v jazyce alchymistické symboliky, momentalné standardizovany zptisob
komunikace védy ve formé odbornych textiti z recenzovaného periodika
a spekulaci.

Jak tedy budou rostliny a lidé reagovat na nedostupnost fosforu?
Moznou odpovédi je experimentovani s vlastnostmi rostlin, jejich vytva-
fenim a znovuobnovovanim. Dale je to ziskavani fosforu z jinych zdrojt
nez z neobnovitelné fosfatové horniny, naptiklad recyklaci moci. Nebo je
nevyhnutelna transformace spolecnosti, uvédomént si limitt rastu a pod-
stoupeni odvykaci kiiry?

Hana Komanova je biodesignérka, ktera zkouma zivotni cykly textilii

a materialt a jejich vliv na zdravi pidy prostiednictvim rozkladu. Jeji
prace aplikuje biologické procesy do designovych praktik.

Karolina Zizkové je environmentalni antropolozka. Zabyva se tézbou
¢i vztahem k ptde, jejim vlastnictvim a vyuzitim. Perspektivou politické
ckologie zkouma v ramci téchto témat predevsim diskurz a otazky moci.
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THE PHILIPPINES: THOUSANDS OF ISLANDS,
THOUSANDS OF FORMS AND THEMES

OF DOCUMENTARY FILM
KAMILA BOHACKOVA

The following interview introduces the
concept of this year’s Jihlava retrospec-
tive of Philippine documentary cinema
as well as the way that Philippine themes
permeate the accompanying festival pro-
gram of the Inspiration Forum. How did
festival programmers Andrea Slovakova
and Adriana Belesova prepare the entire
retrospective, why was it necessary to visit
the Philippines in person, how did docu-
mentary film develop in the Philippines,
and which of its forms will the Ji.hlava
retrospective present? Iveta Cerna con-
cludes with an overview of the problems
plaguing Philippine society today and
how this is reflected in the program of
this year’s Inspiration Forum, which is
the discussion platform of the Ji.hlava
International Documentary Film Festival.

KB: How did the idea to organize a retro-
spective of Philippine documentary cin-
ema at the Ji.hlava festival come about?

Andrea Slovakova (AS): It’s part of the
festival section Transparent Landscapes,
where we present retrospectives focusing
on specific countries and attempt to por-
tray to the audience the way that docu-
mentary film has developed there from
the beginning of cinema to the present.
We've had a lot of these retrospectives
at Ji.hlava; from recent years I can men-
tion, for example, Taiwan or South Korea
from Asian cinema and Iceland from Eu-
ropean cinema. We chose the Philippines
because we want to explore cinema that
is lesser known or difficult to grasp in
Europe—and also because they don’t have
a very developed cinema infrastructure,

so they lack the kind of systemic support
for film production and distribution that
we know from the European or American
context or the kind found in Asian coun-
tries with tiger economies that invest more
into culture. It’s usually the case in these
little-known or more difficult to map cin-
emas that only a few filmmakers ever rise
to prominence, and they are discovered
through major European or American
film festivals. This can be seen in the ex-
ample of Thai cinema, from which the
work of Apichatpong Weerasethakul is
well-known around the world and in this
country. But what else do we know of
Thai cinema? Very little, actually. And
what do we know of the country’s doc-
umentary cinema? Even less. That’s why
we've started to focus on these territories
as well—even with how difficult it is to
prepare such a retrospective—because in
these countries there are no functional or
flexible institutions. For long periods of
history, there was no method of archiving
films there, so some phases of the devel-
opment of cinema are completely missing
from the archives, especially from the first
half of the twentieth century during what
in many Asian countries was the colonial

period.

KB: While not a lot is known about
Philippine documentary cinema in this
country, the Ji.hlava festival has been
following the work of certain Filipino
filmmakers for some time already. I am
thinking, for example, of Khavn or Lav
Diaz. Will their work be presented at
the festival?

331 Transparent Landscape: Philippines

AS: Yes, some Filipino names have been
reverberating at major European festivals
as well as at Ji.hlava for a fairly long time.
We are familiar with the work of Lav Diaz
or the artist, musician, and filmmaker who
calls himself Khavn, who was one of our
Translucent Beings at Jihlava in the past and
whose work we have been following for
a long time—he even had a retrospective
in Jihlava a few years ago. Audiences will
also be familiar with the name of Kidlat
Tahimik, whose comprehensive oeuvre
was shown for the first time in Europe at
Ji-hlava. Nevertheless, most of the names
that will be presented in our retrospective
this year are unknown—and not only in
the Czech context. Many of them are be-
ing screened for the first time in Europe
or anywhere outside of the Philippines.
Adriana BeleSova (AB): In our retrospec-
tive, we will also be presenting works by
some Filipino directors already known in
Europe, such as Lav Diaz, Ishmael Ber-
nal, or Jet Leyco, who visitors to Ji.hlava
will be familiar with. We will be show-
ing, for example, Khavn’s film Overdosed
Nightmare, which has not yet been screened
outside of Manila.

KB: In preparation for this retrospective,
your three-member team made a trip to
Manila. Why was it necessary for you to
visit the Philippines in person?

AS: It’s part of our long-term approach to
programming. We cultivate an active pro-
gram, meaning we don’t just pick through
what has already been screened in the
Western discourse. We truly care about
learning what’s crucial in a given country,
even in relation to its local context. In
arecas where the infrastructure is not as
comprehensive, you don’t have a chance
to discover certain things just by reading
about the subject or watching films that

you can access remotely. In these coun-
tries, you always have to get into the film
archive and also watch old films that of-
ten haven’t been digitized. In the case
of the Philippines, however, this was not
a major goal of our trip as the Philippine
film archive unfortunately has very small
collections. It was established relatively
late, and the country’s archiving policy
took a very long time to form, so some
periods are completely missing from the
archive, and furthermore, the film prints
are in very poor condition.

But our trip was also important be-
cause we visited different institutions and
film schools, met with local filmmakers,
and also got in touch with local experts.
One key figure for us was Nick Deocam-
po, one of the most important film histo-
rians of Asian documentary cinema. He
covers the entire region, but Philippine
film is what he has researched and pub-
lished on the most. Our dialogue with
him was crucial to our work because as
we researched the history and positions
of Philippine documentary cinema, more
and more specific questions came up, and
Nick Deocampo was able to answer vir-
tually all of them. Moreover, he guided
us on who to approach next in the Phil-
ippines. For example, thanks to visiting
in person, we discovered that over the
past 15 years or so, regional cinema has
become a distinct phenomenon in the
Philippines. The country is made up of
7641 islands, and in addition to the two
official languages, 127 languages are spo-
ken there. This is also a strong determi-
nant for the cultural life of the Philippine
Islands. Roughly 15 years ago, these re-
gional cinematic expressions began gain-
ing strength, and through our meetings
there, we were exposed to some of these

films and filmmakers. While the films
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may be more amateurish in the way they
are rendered, it is a socially significant
phenomenon that we have also document-
ed in our retrospective.

KB: Nick Deocampo is not only a his-
torian but also a filmmaker. This year at
Ji.hlava, he will personally present a part
of his oeuvre. What type of work do his
films represent?

AS: In the 1980s, during the dictatorship
and time of martial law in the Philippines,
avein of experimental documentary work
developed which from today’s perspective
we would label queer cinema. Deocampo
was a part of this community. We will be
screening, for example, his performative
work Oliver (1983). During this time, sever-
al films were made in the Philippines that
formally transcended the conventions of
documentary film. Deocampo also made
diary films and explored different doc-
umentary genres, and later, after 2000,
he made several compilation films that
relate to the history of Philippine cine-
ma, but we did not include these in the
retrospective.

KB: Is a film’s formal innovativeness es-
sential to your curatorial selection? What
are your selection criteria?

AS: In retrospectives, we always try to
show not only the way documentary film
developed in the given region but also the
evolution of the notion of what documen-
tary film is and what functions it serves in
that culture. That is why we include some
experimental forms in our selection as
well as more formally conventional films
that convey important social themes.
AB: Our curatorial selection seeks more
to highlight differences and diversity than
to capture a kind of absolute totality of
what is being made in the Philippines. For

instance, we got access to some works that
were made at universities. However, our
selection can’t be comprehensive, and it
doesn’t include, for example, mainstream
works or those made specifically for TV.

KB: In the Ji.hlava retrospective, you
are also presenting one particular gem,
namely the 1913 film Native Life in the Phil-
ippines, which predates even Robert Fla-
herty’s legendary Nanook of the North, which
is often cited as the first feature-length
documentary in the world! Were you sur-
prised by this discovery, and how would
you describe this film?

» The film Native Life in the
Philippines is made up of five
parts, which were released over
time. According to historical
sources, it appears that the
separate parts were created with
the aim of forming a whole. It is
therefore the first feature-length
documentary in world cinema
as it was made nine years before

Flaherty’s Nanook. «

.

made up of five parts, which were released
over time. According to historical sources,
it appears that the separate parts were
created with the aim of forming a whole.
It is therefore the first feature-length doc-
umentary in world cinema as it was made
nine years before Flaherty’s Nanook. This
was a surprise, because beforehand we
knew about just one part of the film, and
we only gradually learned that there were
more. We think this is one of the discover-
ies that can enter the world film-historical
discourse.

AB: This film also illustrates the way cine-
ma emerged in the Philippines. In fact, it
shows one of the few positives of the first
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wave of colonization, when the Ameri-
cans filmed the indigenous population in
the Philippines. In general, colonization
in the Philippines had a lot of ill effects
because the colonizers didn’t allow Filipi-
nos to develop their culture and identity.
Moreover, the different cultures of the
colonizers there—namely the Americans,
the Spanish, and the Japanese—changed
over the years, which had a significant
impact on Filipinos. However, it was the
colonizers who began to develop the local
cinema there, teaching Filipinos to film
and giving them the first cameras. This
was crucial for the early development of
Philippine cinema.

KB: What guests have you invited to
Jihlava as part of the retrospective of
Philippine documentary film?

AB: We've managed to invite filmmakers
representing various genres of documen-
tary and experimental film—for example,
the experimental artist Roxlee, who, to-
gether with his wife, will be on the jury of
the festival’s experimental section Fascina-
tions. We have also invited Lav Diaz and
Khavn, who are planning a performative
concert with an audiovisual accompani-
ment called The Brockas. And we mustn’t
forget Nick Deocampo, who is to some
extent the co-curator of our retrospective.

KB: How are contemporary issues in Phil-
ippine society reflected in the program
of this year’s Inspiration Forum, one of
the key accompanying programs of the
Ji-hlava Film Festival, which offers meet-
ings and debates with inspiring figures
on key topics of the day?

Iveta Cerna (IC): In the scope of a pro-
gram block that will be dedicated to free-
doms that often remain only on paper,

even in our European context, we will

welcome Filipina artist Kiri Dalena, who
is originally more of a documentary film-
maker and political activist and whose
art is deeply tied to political protest and
focuses both on the past dictatorship and
what is happening now.

Another important topic is the impact
of climate change, because the Philip-
pines is the fourth most vulnerable coun-
try in the world in terms of the effects of
climate risk, primarily due to its location.
A significant manifestation of climate
change is the increase in the intensity and
number of typhoons, which has an impact
in particular on the countryside, where
there is a risk of landslides or floods. The
Philippines is, of course, not one of the
main contributors to climate change,
and what’s more, the whole of Southeast
Asia is suffering from deforestation at the
hands of companies with owners in the
West. The deforested landscapes are then
less able to cope with floods or typhoons,
and instead of forests, large Western com-
panies want to plant oil palms, which is
also transforming the entire landscape.
The Philippines is an interesting example
of how the climate crisis is an economic
problem and how its solution hinges on
a transformation of the economic system.
This is what we want to focus on at this
year’s Inspiration Forum through discuss-
ing the concept of degrowth from various
perspectives. Thus, in a way, our trip to
the Philippines inspired the program of
this year’s Inspiration Forum.
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A TALE OF STRUGGLE:

A RARE GLIMPSE INTO THE HIDDEN TREASURES
OF THE PHILIPPINES’ MULTIVERSE CINEMA

NICK DEOCAMPO

There has not been a panorama of Phil-
ippine cinema in recent memory that
can claim as extensive a program as the
one seen in the Ji.hlava International
Documentary Film Festival. It presents
a multiverse of films cutting across time,
genre, gender, region, style, length, me-
dium, and context—denoting only one
thing: a rich collection of Filipino films
never presented before with such historic
substance and abundance.

Reaching back to the very beginning
when motion pictures were made in and
about the country (1899), the curatorial
program digs deep into the historical past
and extends the arc to the latest digital
works of today. This has never been done
before in such a breathtaking attempt to
survey the landmark works of the Philip-
pine motion picture history—a history that
intersects with that of world cinema. His-
tory provides a curatorial armature which
allows for an expansive view of the coun-
try’s century-old cinematic production.

Little do people know that the film
listed in the program as Advance of Kansas
Volunteers in Caloocan (1899) is a film made
by the studio of Thomas Alva Edison, the
pioneer inventor of motion pictures. With
Edison’s studio making a film about the
country that early, it puts the Philippines
at the forefront of film history. Barely five
years after the motion picture device was
invented, the Philippines is among the
first subjects to be shot by the nascent
motion picture camera. Luckily, a copy
survives at the US Library of Congress
that makes viewing of the film possible.
History could not be shown in a more

dramatic fashion as this film, taken in
black-and-white and lasting for barely
a minute, depicts the bloody war waged
by Filipino independence fighters against
the colonizing Americans. With this film,
the programming cannot be more explicit
in showing the struggle for freedom as the
overarching theme of the program. By
doing so, the theme faithfully reflects the
national narrative sutured into the cine-
matic imagination of the films. The theme
“struggle for freedom”™—in the forms that
took the shapes of war and revolution—is
what the festival has captured significantly.

Across the program the theme of
struggle punctuates the curatorial narra-
tive. The next major trauma that is cap-
tured is World War II, when the Philip-
pines was invaded by Japanese military
forces. Toyo No Gaika (Victory Song of the
Orient, 1943, script and film assembly
attributed to the Japanese wartime ul-
tra-rightwing nationalist filmmaker, Tsu-
tomu Sawamura) marks the Filipinos’
struggle against a new colonial invader.
'This propaganda movie serves as evidence
in the use of motion pictures as a tool for
conquest, similar to the Americans when
they earlier occupied the country. The
camera is used as effectively as the gun
to colonize the Philippines.

The theme of struggle is brought to
a more recent memory in Nick Deocam-
po’s documentary, Revolutions Happen Like
Refrains in a Song (1987). The theme of revo-
lution rears its head once more and it was
captured by the unassuming medium of
the Super8 camera. The People’s Power
Revolution that erupted in 1986 comes
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after along struggle against the dictator-
ship of Ferdinand Marcos. After a twen-
ty-year rule, the film captures the peo-
ple’s fight for democratic reforms. With
the momentous event captured on film
by an amateur medium, it signaled the
growing shift of motion pictures from the
industrial mode of production to a cinema
in the hands of common people. The wind
of change began to favor a democratic
control of the cinematic image.

Struggle still is the theme seen in the
technological revolt caused by the dis-
ruptive appearance of digital technolo-
gy. Traditional cinema collapsed in the
face of the onslaught caused by digital
video. Technology, in cinema, can also
be a form of revolution. Lav Diaz’s film,
Kagadanan Sa Banwaan Ning Mga Engkanto
(Death in the Land of Encantos, 2007),
with its length of 541 minutes (9 hours
and 1 minute) destroys the dominance of
the hegemonic Hollywood control and
its industrial paradigm on motion pic-
ture production. The technological revolt
has its political resonance, as resistance
expressed in technology finds political
expression in its act of defiance against
the contrived film order.

The trajectory cast by the films of Edison,
Sawamura, Deocampo, and Diaz—provid-
ing signposts in a nomadic cartography of
subterranean film history—signifies a cin-
ema that is occluded by the more popular
movie industry. Under the shadow of com-
mercial cinema lies hidden this alterna-
tive film narrative which finds momentary
recognition such as that glimpsed at the
Ji.hlava program. Contained in the pro-
gram is a rare display of cinematic works
that extends in time as it does in the realm
of reality the resilient fight to be free from
oppressive domination.

The films produced in-between these
filmic markers of time do not themselves
escape from the theme of struggle. Even
in moments of peace, the images remain
unsettled. The American pacification that
could only be effected through the militari-
zation of the entire Philippine archipelago
serves as background for three films that
boast of American imperial dominance.
The first film is an arrogant display pow-
er. In Dean C. Worcester’s Native Life in the
Philippines (1913), the film services the impe-
rialist imagination that had the Americans
control the cinematic image and makes
possible the subjugation of a people.

The second film is a triumphant doc-
umentation of a political event, the inau-
guration of Philippine Commonwealth
President Manuel L. Quezon (1935) and
a South Sea narrative that exploits the
lives of an indigenous people, amboan-
ga (1937). The first provides a veneer of
political stability as the country marches
toward independence. But the promise
of freedom only highlights the agonizing
journey that the country has to travail
in achieving its freedom. Capturing the
exotic tale of Muslim natives from the
southern Philippines, the second film is
made spectacular by the drama of war-
ring tribes over women and land. Films
capture the significance of history as the
images preserve the struggle of a people
under the veil of American domination.

The entire program is bracketed in
this thematic tapestry of struggle but not
without its poetry. One image that stands
out is the postWorld War II elegiac film
about death, Recuerdo of Two Sundays and
Two Roads that Lead to the Sea (1969), a black-
and-white film that depicts the struggle
of a coastal community to bury its dead,
against the sea that is a symbol of eternal
forces claiming all of life.
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Sharing a thematic fondness for the
struggle to survive are films whose dif-
ferences in cinematic perspectives draw
out the best in personal filmmaking. Tu-
rumba by Kidlat Tahimik situates the
hardship of life in a Third World context
which sees the character deal with forces
that marginalize those from the Global
South. Henry Francia’s On My Way to India
Consciousness, I Reach China (1968) locates
the character in the grey world of Man-
hattan, where survival comes from a mesh
of social relations. Marlon Fuentes’ Bontoc
Eulogy (1995) is a reworking of Worces-
ter’s ethnographic film, resisting the
colonial image with the ferocity of a na-
tive’s awakening to one’s own identity.

The period of martial law is, on the
outside, an image of peace and prosperity
but, hidden in its dark chambers, are hor-
rifying images kept inside its underbelly.
Mike de Leon documents the seething
conflict under the militarized society us-
ing the amateur medium of Super8. In his
films Signos (1983) and Kangkungan (2019)
de Leon leaves behind alegacy of images
archiving the horrors of the past.

It is outside the mainstream of com-
mercial films that the image of Filipinos
struggling to survive the hardships in
society that is faithfully mirrored. The
Super8 and 16 mm films does effectively
what the professional 35 mm film fails to
do as the latter indulges itself in super-
fluous filmic fantasy. The documentary
becomes weaponized to tell the truth that
is obviously seen in society but which the
fiction film hides in mindless fantasy. In
my documentaries Oliver (1983) and The
Sex Warriors and the Samurai (1985), margin-
alized lives of homosexuals fighting for
survival become the center of cinematic
attention in a society dominated by mili-
tary chauvinism and Catholic patriarchy.

The cry for emancipation from the work-
ings of social injustice and cinematic
dominance finds added expression in
two of my other works, Revolutions Happen
Like Refrains in a Song (1987), where a peo-
ple’s freedom is fought against a deadly
military regime, and Let This Film Serve as
a Manifesto for a New Cinema (1990), where
the agenda to break free from mainstream
filmmaking is sought through alternative
forms by a new generation of filmmakers.
s
» In pursuing the cinematic
agenda as part of social change
the effort is seen in many of the
works made by a community of
filmmakers working outside the
mainstream movie industry. «

. J
part of social change the effort is seen in
many of the works made by a commu-
nity of filmmakers working outside the
mainstream movie industry. The films of
cartoonist Roxlee embody the high level
of experimentation needed to break away
from commercialism. His Fuan Gapang
(1987), about a man crawling through
the streets of Manila, provides a stark
allegory of how people crawl through
their lives in their desperate act to survive.
A similar trope of surviving the social
difficulties appears in his The Great Smoke
(1984), ABCD (1985), and Mix One and Two
(1990). In Roxlee’s radical juxtaposition
of religion and animistic revelry, his film,
Luzard, or How to Perform in Front of a Reptile
(1986), gives a strong commentary about
the blind idolatry exercised in Catholic
religious practices.

Radicalism is brought to abstract
heights in Regiben Romana’s Pilipinas, or
What do you Think of the Philippines, Mr. Janetz-
ko? (1989) In this work, film is defined

in its materialist composition, where the
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act of deconstruction forms a narrative
of its own. Similarly, in Sa Maynila (1989),
the imagery of the city is fragmented to
provide a kaleidoscope of its poverty and
strife. While in Raymond Red’s Anino
(2000), winner of the Best Short Film in
Cannes in 2000, Manila is redeemed in
narrative form. But what has not been
redeemed is the city’s perception as hell
for those who suffer in its urban decay.
A similar experience is shown in the other
short films included in the program.
Escaping the urban jungle, strug-
gle continues to inform the cinematic
experience in films made outside of the
capital city, Manila. This can be seen in
films like Kiri Dalena’s Red Saga (2004),
an awakening to a militant response to
the militarization of the rural areas. The
body becomes the center of the narrative
as it becomes tattooed in Lauren Sevilla
Faustino’s Ang Babae sa Likod ng Mambabatok
(2011) and in Kanakan Balintago’s Ang

Maikling Buhay ng Apoy, Act 2 Scene 2, Suring
at ang Kuk-ok (The Brief Lifespan of Fire,
Act 2 Scene 2, Suring and the Kuk-ok), it
becomes the site for mythology.

The Ji.hlava program is a microcosm
of Philippine reality during the past cen-
tury and into the first two decades of the
new millennium. The rich mosaic of imag-
es informs us of a history of struggle, not
only waged in the furnace of real events
but also within the cinematic image. There
are stories behind those images, stories
that hark back to alived experience. From
the storytellers of the past, one sees in their
narratives the struggle made by Filipinos
to survive through wars and revolutions,
and through dictatorships—both human
and technological. Despite all the strug-
gles, hope springs eternal as narratives of
survival find their expression through the
lives of the witnesses who survive and in
the cinema that blossoms from the putrid
decay of inhumanity and despair.
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PHILIPPINE FILM BETWEEN

EXPLOITATION AND ART
MIROSLAV LIBICHER

Philippine cinema only began slowly
making its way into the consciousness
of global audiences around the turn of
the millennium, when festivals around
the world took note of its growing trend
of low-budget films offering interesting
social commentary and experimentation
with the filmic form. Filmmakers such as
Brillante Mendoza or Lav Diaz are now
respected figures among cinephiles, yet it
is still the case that the majority of Philip-
pine films that see success with domestic
audiences remain unknown outside of the
archipelago. However, Philippine nation-
al cinema is by no means insignificant. In
terms of the number of films produced, it
ranks among the most robust in South-
east Asia, offering diverse genres and even
a certain transnational reach. Its core,
however, has long consisted primarily of
genre films that seck to enchant audiences
with amusements in the form of romantic
plots, humor, melodramatic appeals to
emotion, violence, and eroticism.

The popular cinemas of countries
outside of the Western cultural circle are
often thought of in literature as symbolic
spaces in which there is blending of tra-
dition and modernity on the one hand
and Western and non-Western influences
on the other. After all, film as a technical
medium and art form originated in the
West and was adapted in other regions
over shorter or longer intervals. However,
the shape of each national cinematic tradi-
tion is also determined by older forms of
performing arts, which are often specific
to particular countries and regions.

Of course, Philippine culture was
a colorful mix of different influences long

before the invention of film. For centu-
ries, the entire region of Southeast Asia
was an imaginary point of intersection of
the cultural spheres of China and India,
whose intellectual heritage mingled with
the folk cultures of the local people. Colo-
nial powers also left a distinct mark on the
region. In the case of the Philippines, first
came Spain, which turned the mixture of
diverse islands and ethnicities into a uni-
fied state for the first time and imbued
Philippine culture with a distinct Hispan-
ic character—be it in terms of language,
Christian religiosity, the use of Spanish
surnames, or influences in architecture
and fine art.

However, for modern pop culture,
the almost fifty years of American rule
is even more of a defining factor. This is
reflected in Filipinos’ persisting admira-
tion of the US and in the prevalence of
English, which is not infrequently heard
in Philippine films, but also, for exam-
ple, in the immense popularity of comic
books, from which popular films often
draw. Hollywood has, of course, also had
a huge influence on Philippine cinema,
and it is essentially the only popular cin-
ema to date that has a truly global reach.

After all, Hollywood films draw the
largest number of Filipino viewers to
cinemas, and, along with South Kore-
an and Japanese films, they make up the
main competition with which domestic
film production must contend—be it by
adapting to some degree or by offering
different attractions that are more rooted
in local preferences. Philippine national
cinema could be further compared to the
geographically and culturally proximate
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cinema of Thailand and Indonesia but to
some extent also to the cinema of India,
albeit local audiences are more peripher-
ally exposed to it.

One of the characteristic elements
shared by Philippine and Indian film is
a massive central pillar made up of pop-
ular and genre films, which local intel-
lectuals tend to condemn as aesthetical-
ly worthless, formulaic, and, above all,
inauthentic in the sense that they lack
representation of domestic culture and
societal rules. These films are perceived
as a futile attempt to emulate attractive
Hollywood entertainment with a much
more modest budget and production con-
ditions, which does not allow for compa-
rable results in the field of pure spectacle.
Worse still, popular films are said to of
fer nothing but an escapist respite from
everyday concerns because they follow
characters whose lives and problems are
disconnected from the lived experience of
the majority of the Filipino population.
José B. Capino finds a fitting depiction
of this sentiment in a famous one-lin-
er from the film Bituing Walang Ningning
(1985), in which a fading pop star blurts
in English at her rival: “You're nothing
but a second-rate, trying hard copycat!”!
The irony is that the film itself is actually
aloose retelling of the classic Hollywood
hit All About Eve (1950).

Thus, like their Indian counterparts,
Filipino critics and academics are also
searching for so-called “golden eras” in
the history of their national cinema. For
them, the determinant is not only the
quantitative output of film production
but above all the increased occurrence of
films that can be considered socially rele-
vant and aesthetically valuable. The gaps

between these golden eras, overlooked by
academics, are mostly filled by a prepon-
derance of exploitation films. These, how-
ever, cannot be ignored if one is to take
aserious interest in Philippine cinema as
they play a significant role in the creation
of its identity and are often embedded
in local cultural elements. The popular
belief in ghosts and various supernatural
creatures served as a solid foundation for
horror films. Hispanics’ relaxed relation-
ship to sexuality and the relatively liberal
censorship in that regard allowed for the
emergence of erotic films. The numerous
romantic comedies set in the milieu of
affluent families managed to present the
social ideals of their period. And violent
action films reflected as much the political
turmoil and armed uprisings that have
punctuated modern Philippine history
as they did the ample supply of willing
stuntmen, whose services, incidentally,
were eagerly engaged by American pulp
filmmakers in the 1970s.

But it is in fact the 1970s and early
1980s that has, along with the post-war
boom of Tagalog-language film and
the period of festival success after 2000,
earned a reputation as one of these can-
onized golden eras. Paradoxically, it was
a period at the beginning of which Presi-
dent Ferdinand Marcos declared martial
law, turning the country into a dictator-
ship for more than a decade. However,
this period of violence, political repres-
sion, and radically tightened film censor-
ship also saw the emergence of ambitious
filmmakers such as Lino Brocka, Mike De
Leon, and Ishmael Bernal, who combined
the melodramatic modus typical of Phil-
ippine and Asian filmmaking in general
with socially critical commentaries that

1 José B. Capino, “Philippines: Cinema and its Hybridity,” in Contemporary Asian Cinema: Popular Culture
in a Global Frame, ed. Anne Tereska Ciecko (Oxford: Berg, 2006), 32.
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delved into gender issues, class differenc-
es, and other important social themes.
This led to their works being hailed as
worthwhile and also made them easily
understood by a global audience. Broc-
ka, in particular, succeeded in increasing
the Philippines’ visibility at film festivals
around the world.

Although the aforementioned film-
makers are usually understood as repre-
sentatives of art cinema, in many respects
their films do not correspond with this
classification. In fact, the melodramatic
techniques they rely on give greater pri-
ority to emotional impact than to the cau-
sality and plausibility of what is depicted,
which in the West is usually considered to
be a sign of poor taste and low demands
on the audience’s intelligence. Moreover,
a strong expressiveness is also reflected in
their use of stylistic devices such as crash
zooms, usually focused on the characters’
faces. Thus, the example of the acclaimed
Filipino directors from Marcos’s era can
be used to illustrate the problematic na-
ture of attempts at drawing a clear line
between mainstream and art cinema.

Philippine cinema, by its very nature,
resists a clear division between artistic
and popular films on many levels. This
is not only because in the history of film
around the world we can see how auteur
and genre films have inspired each other.
Filipino filmmakers have had to—and
still have to—operate in a commercial
environment where, quite simply, films
have to make money and audience ex-
pectations have to be met. One classic
director, Eddie Romero, is known in
the Philippines primarily as a filmmak-
er who reflects on important moments
in the nation’s history, while foreign au-
diences know him mainly through his
English-language pulp spectaculars.

An illustrative example of a work
combining elements of genre and
arthouse cinema can be seen in Peque
Gallaga’s ambitious epic Oro, Plata, Mata
(1982). The costly production was han-
dled by the then newly established state
enterprise Experimental Cinema of the
Philippines (ECP), the mission of which
was to build the international prestige
of the Philippines through film develop-
ment. The saga, which follows the fates of
two wealthy families during the Second
World War, captivates with its spectacular
production design, for which it is often
compared to the famous Gone with the Wind
(1939), and its fast-paced, brutal action
scenes, most likely inspired by the work
of Sam Peckinpah, but also with its mod-
ernist elliptical narrative and refined art-
istry reminiscent of the oeuvre of Luchino
Visconti. The film thus tries to place itself
alongside canonized Hollywood movies
or some of the more sweeping Europe-
an productions. It aims to offer superior
craftsmanship and audience appeal but
at the same time also aesthetic value and
a serious subject.

'The advent of digital cinematography
in the new millennium, which enabled
the creation of cinematic art with small
crews and minimal budgets, has of course
helped highlight the differences between
major studio productions and the work
of independent filmmakers operating
outside of corporate rules. Nevertheless,
critics soon noticed that a number of films
were being made which straddled the line
between art and mainstream—in terms of
both production and aesthetics. Thus, it
was once again shown that it is not so easy
to categorically separate crowd-pleasing
entertainment based on convention and
artistic cinema, the tenet of which by con-
trast should be to transcend convention
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and provide audiences with new types of
experiences in consuming the medium
of film. Thus, the term “maindie”—a port-
manteau of “mainstream” and “indie”—
was coined in the Philippine media about
adecade ago to refer to films that partially
live up to the expectations placed on both
categories. Characteristically, this type
of film has no fixed definition. Thus, for
example, the neo-noir crime thriller On the
Job (2013) by genre director Erik Matti is
often lumped into the category because
of its integration of a strong socio-political
commentary. But in the same way, some
works by renowned auteur filmmaker Lav
Diaz can also be classified as maindie.
For example, his film The Woman Who Left
(Ang Babaeng Humayo, 2016) was in fact
co-produced by the major studio ABS-
CBN Films.
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APPENDIX: CHRONOLOGY OF FILM

BEGINNINGS IN ASITA
NICK DEOCAMPO

FANUARY 1, 1897, MANILA, PHILIPPINES
Spanish photographer and business-
man Francisco Pertierra inaugurates
first film show, Espectaculo cientifico de
Pertierra (Pertierra's scientific spec-

tacle), using a chronophotography

device projecting moving pictures
on a screen at no. 12, Escolta, Manila.

MAY 1, 1898, MANILA, PHILIPPINES
'The Battle of Manila Bay takes place,
and films about the American naval
fleet defeating the Spanish fleet are
made in the United States and France.

JUNE 1899, PHILIPPINES
E. Burton Holmes visits the Philip-
pines and becomes the first recorded
filmmaker to shoot film there.

SEPTEMBER 30, 1899, PHILIPPINES
C. Fred Ackerman of American
Mutoscope and Biograph Company
arrives in Manila, embeds himself
with US Army as correspondent for
Leslie's Weekly, and films local views
and US soldiers involved in the Phil-
ippine-American War. He leaves in
March 1900 and goes to China to

shoot newsreels.

1902, MANILA, PHILIPPINES
A British national named Mr. Wal-
grah is the first to screen motion
pictures inside a legitimate theater,
starting with Cinematografo electrico
luminoso Walgrah (Walgrah's elec-
tric light Cinematograph). Earlier
films in Manila were shown inside
living rooms or tents.

JULY29, 1910, MANILA, PHILIPPINES
Manila's first modern movie house,
the Majestic, made of Philippines
concrete and built by American
Albert Yearsley, is opened.

AUGUST 23, 1912, MANILA, PHILIPPINES
The Philippines' first feature film,
The Life of Dr. José Rizal, made by
Americans Edward Meyer Gross
and Harry Brown, is shown. Fellow
American Albert Yearsley rivals the
two with a short newsreel, La vida y
muerte de Dr. José Rizal (The life and
death of Dr. José Rizal; sometimes
known as E/ fusilamiento de Dr. Jose Rizal
[The execution of Dr. José Rizal]),
shown a day earlier than the Gross-
Brown film.

1912, PHILIPPINES
A censorship law is passed, and three
American-produced films are cen-
sored.

1917, MANILA, PHILIPPINES
José Nepomuceno sets up Malayan
Movies, signaling the birth of
Filipino cinema.

1918, PHILIPPINES
Hollywood’s Universal Studios sets
up a distribution office in Manila,
and other American studios follow.

1932, MANILA, PHILIPPINES
The first Filipino sound film, Punyal
na Guinto (Golden dagger) is made,
directed by José Nepomuceno.
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THE NEW YORK DRAMATIC MIRROR
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~ BOOKING FEATURES
SUCCESSFULLY-

SOME PAN-AMERICAN FACTS

Although capitalized for but $50,000.00, the Pan-
American Film Mfg. Co. is controlling pictures in this
country and abroad, which foot up a value of over one
mwillion dollars, including cost of production and earning

capacity.
“NO AXES TO GRIND™

It is mot the secret agent of any firm, or group of
manufacturers, and does not hold any financial interest
in any of the pictures exploited, therefore all features
will be offered on their just merita. Neither inflated
values nor panicky sacrifioes will prevail.

SUCCESSFUL BOOKING METHODS
APPLIED

“The booking methods adopted by Klaw & Erlanger,
Sam 8. & Lee Shubert, the Northwestern, and allother
first class cireuits, and which placed the thratrical
husiness on its sound financial hasis, are employed in
routing, in the find class, legitimate, and high grade
motion picture theatres in all parts of the country.

BIG FEATURES ON PERCENTAGE

Multiple reel features bheaded by Stars of Na-
tional Reputation, reproductions of famous plays
and popular baoks, or events of great International
or Historic importance, may be clased s “desir-
able” in the “legitimate” theatres, and il managed
by showmen who know their business, will generally
give far greater returns than could be secured upon
flat reptals. There is enough open time to keep
+ twenly prints in constant use, provided the subjects
are strong encugh eards to get the bookings. The
Pan-American is equipped to promote strong feat-
ures upon these lines, and then place them on flut
rentals aftergards, when this ndvertising method
will seeure top rental prices.

BIG PROFITS IN RENTALS

“The last word in payments for feature pictures is
from the exhibitor. 1f the f or im-
porirr securcd all this money, it would mean three
and four times an great s profit.  When the state
right buyer comes in between, he pays the lowest
prive possible, and rents at the top price obtainable.
Anyone with enough money can buy s pieture, but
few know how to exploit on a safe and sane basis
Some over-promise and misrepresent, and the ex-
hibitor loses conBdence, and where about $2,500 has
been paid in rentals for & feature in s good state by
the exhibitors, possibly b than §1,000 has been
received by the original swners. The Pan-American
Co. is the direct connection betwren the owner and
the exhibitor. The advaniages it offers to both are
considerable.

STATE RIGHT BARGAINS

Somie ownepd must receive quick returns for st
lewst & portion of their product, They are in good
financial standing, but veed ready money. The
curb operators and geoeral dealers are kept in
ignorance of these facts. We have the confidence
of firms who will listen to an “inside” proposition,
if they know it will mean quick business and secrecy,
iherefore buyers in any part of the eountry who ean
qualify, will be placed in touch with special prices, and
sacrifice sales, and all the details of screen examina-
tion, inspection of copyright, review of paper, etc,
ete., can be entrusted to the Pan-American staff, by
partios who cannot make the trip to New York, and we
can get any picture in the market that is for sale, and
u great many that are not; and after the purchiee is
made we are in position to exploit it in all ternitory
which the buyer cannot cover to advantage,

\

STANDING SPONSOR

1 we endeaver to handle s poor picture, wo losr
money. 1f we are rensonably sure of booking any por-
tiow of the territory for a buyer who trusts to us, we
have to use good judgment in helping in selection of
picture, or we will also be losers. We are prepared to
guarantee the billing, and otherwise assist in the
finuneing of pictures that are worth while. Within the
past month we have contracted to handie less than
twenty pictures aut of over twice that many inspected

SALARIED MEN NOT WANTED

It i an open secret, that out of the twenty-two Pan-
American offices already established in different part-
of the country, not one fepreseatative is working upon
o ealary basis  They are not in the class of “unlaried
employess,” but have dignified their dealings with us
upon & partner<hip basis, 17 the heavy weekly expenses

BWE oF Tihe
FIFYY FEATURE]
UWDER THE

110 WEST 40 5T.
HEW YORRCITY.

rendered bonding unneecssary, but is mutually agreed
ta in every ess by the ageots, to satidfy the skeptical
owners of pictures, who have had their confidenee
ahused in the past by “irregular” returns.  Further-
more all bookings are reported daily, remittances are
immediate, and books open to inspection of our travel-
ing suditors st all times

headgquarters in New York may make ressonable ar-
rangements with us for local repriseatation, and we are
ready to cover all departments of the business from
the acceptance of the negative to the wlling of mawe
rights, or renting direct to the exhibitor. including
reviews and advertisements in the trades papers,
lithographing, printing, etc. Bonds in any amount

MANUFACTURERS REPRESENTED

Manufscturers and importers without established

furnished.

PAN-AMERICAN TERRITORY

Some of our contracts give us world's rights.
A great many arc for the Western Hemisphere, and
others for United States and Canada only.

We are arranging for representation in the West
Indies, Central and South Ameriea, and all U. 8

ureEOns,

MINIATURE THEATRE

When the night and day demand is too great
upon our “Ivy" projecting room, we arrange for
use of others in the same building, 110 West 40ih
St Buyers and exhibitors of feature subjects may
make arrangements with us at any time for scopen
FXRMinEL i

“FIFTY FEATURES” OUR " SLOGAN™

Fifty feature= —ach one from three reels in
length to & full evening's eotertainment—oonstitute
our supply. New ones being released o take the
places of those which have coversd the territory for
first, seeond and third runs.

"NATIVE LIFE IN THE PHILIPPINES™

and other leading pictures of equal magnitude, will
be exploited through the first class thestres in the
twenty-five most important cities of the United
States nnd Canada before covering adjacent terri-
tory. The =econd ran will be to smaller theatres
and leading moving picture houses upon & fat reatal
basis,

NATIVE LIFE IN THE PHILIPPINES

is d of two ' , each six

NOW OPEN FOR EXNGAGEMENT IN LEADING THEATRES
. 8. AND CaXNAl PUN RENTAL
oF U oR ?Hlu‘l-:N'l%EU&\HS

rJ1‘«-li1:l!'ual-tl. .M!MTM;M'W
bookings, both programs will be run at once a8 &
“doubk~header.”

of executive offices, repair room, vaull, stenographer,
shipping clerk and rond men are not covered by the
agents’ share of the business dove, they lose money.
These representatives, all of them, are men of ex-
pericnee, and gnize the ad of i

with us upon such & basis, and it is an absolute guaran-
tee that pictures entrusted to our ipulation are

ALL ANGLES COVERED

Every angle of the moving pieture busines from the
standpoint of promotion, will be covered by the Pan-
American Film Co, both through its i
ageneies in thirty-four separate territories, and by the
netive work of the road men, who, while exploiting
special features en tour, will at the same time work in

going to get all the business possible, and i the quick-
est order,

CUTTING UP TERRITORY

Our 22 exchanges will soon number 34. This is

2 to supply ALL the feature houses an the
lists, and this cannot be done where one firm has too
Ereat an arca b cover.

BONDED AND GUARANTEED

Our knowhalge of the standing of our various agents.
and the splendid seforences farnishoad in enrch e

with territorial repr iwes, on the list
of regular rentals available for the particular territory
they are travelling through.

Far reaching negotistions have been entered into for
s market in the West Indies, Central apd Scuth
America, and agencies established in London, Berlin,
Paris and Sydoey,

ALL BUSINESS TRANSACTED AT
NEW YORK OFFICE, 1o WEST 4oth
ST., gth FLOOR. ‘PHONE BRYANT
63578

_J
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THE COLONIALIST GAZE IN DEAN C. WORCESTER’S
NATIVE LIFE IN THE PHILIPPINES

NICK DEOCAMPO

During the American colonial peri-
od in the Philippines (1898—1946), no
government functionary was more con-
troversial than Dean C. Worcester. An
anthropologist by profession, he became
a long-serving Secretary of the Interior
of the US-installed colonial government
until 1913. Before leaving office, Worces-
ter shot a film that stirred so much con-
troversy in the Philippines, but won him
praises in the United States. It was only
recently that his film, Native Life in the Phil-
ippines (1913)—an ethnographic film by
today’s standard—surfaced after a century
of getting “lost.” Its re-appearance estab-
lishes him as a filmmaker of noted, if also
controversial, reputation.

It was the way he used his film to
campaign against the early granting of
Philippine independence which caused so
much ire among Filipinos. In the film were
shown the indigenous Igorot tribes, whose
screen appearance stirred controversy in
Philippine media and society. Living in
the distant mountains of the Cordilleras,
Igorots were made to represent Filipinos
and they were described in colonialist
terms: as “uncivilized,” “primitive,” “bar-
baric,” “un-Christian,” and were reputed to
be “head hunters,” “savages,” “cannibals,”
and “dog-eaters.” Controversy arose when
Worcester’s film showing barely-clad Igor-
ots was made to circulate in the American
mainland at the time when the Filipino
people clamored for their independence.
This happened during the US mid-term
election in 1914 and a referendum on
the issue of granting early independence
to Filipinos was in the election ballot.
Showing Worcester’s film was untimely

as it portrayed a backward people who
appeared incapable of self-government.

As a heartfelt Republican, Worces-
ter opposed the Democratic govern-
ment’s plan to grant independence to
Filipinos. To counter the move, he went
on the lecture circuit and used his film to
discredit Filipinos. Outraged at Worces-
ter’s portrayal of ‘Filipinos’ as ‘uncivi-
lized” and incapable of selfrule, Filipinos
in the country rallied against the Amer-
ican filmmaker. Stirring up deep-seated
resentments of being seen as “backward,”
Filipinos were incensed by the film. The
film’s exhibition resulted into many cases
of racial discrimination in the US and
unequal policies in the colony. As if fol-
lowing Worcester’s script, demand for
Philippine independence was continually
deferred until 1946, when freedom was
finally granted to Filipinos.

Screening the film to distinguished
crowds at the Carnegie Hall (New York
City), the National Geographic Society
(Washington, D.C.), and numerous other
venues in late 1913 and early 1914, the film
was influential in swaying public opinion
not to grant independence to the Philip-
pines. A New York Times journalist reflected
the filmmaker’s bias toward his Filipino
subject:

The savage, naked, dirty, and unkempt, was
shown in still photographs, while that same one-
time savage, clothed, intelligent in appearance,
and clean, later was shown in moving pictures.
Stll photography showed the huts of the savages
of the early days of the American occupation, while
the moving pictures depicted clean villages, with
beautiful public buildings and neat little homes,
after afew years of American rule.!
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Worcester believed in the use of film to
“civilize” Filipino natives. He found in
it “the most practical manner to bring
about peace among the different tribes
in the islands.”? The film that was shot
by Charles Martin was edited into two
evening-length programs: The Headhunters
and From Savages to Civilization (a.k.a., From
Savages to Citizens). These were released in
March 1914 through the Pan-American
Film Manufacturing Company, Inc.3

Worcester’s two-reel documentary
sought to achieve a “colonial narrative”
that Filipino scholar Benito M. Vergara
Jr. characterizes as “the inevitable unfold-
ing of events corresponding to an already
written ‘plot.”* Worcester’s film follows in
determined fashion a “master-narrative”
that came with colonization. It provided
the contextual discourse not only for his
film, but also for other popular media like
photographs, stereopticons, political car-
toons, and many more. It framed all the
flotsam of events and ideas that followed
some hidden or implicit text arising from
the policies and ideologies coming out of
US expansionism.

For all the admirations showered on
Worcester as the “foremost American au-
thority on the Philippines,” Filipinos felt
the exact polar opposite. Their revulsion
to his overzealous acts of “educating” and
“civilizing” them can be seen in a series
of articles printed in a local Cebuano®
newspaper, Nucva Fuerza,% as well as in oth-
er local publications like La Vanguardia in
Manila and El Adalid in the island city of
Iloilo. Manifesting publicly their strong
revulsion against this “ugly American,”
a storm of protests erupted on June 24,
1915 when a large crowd gathered inside
Cebu’s largest movie house, the Cine
Oriente, to protest Worcester’s impend-
ing arrival to that southern city.” The

city’s leading newspaper, Nueva Fuerza,
criticized Worcester, labeling him “an
American who is the enemy of Filipinos.”8
The article also writes, “During his long
stay in power, Worcester’s talks about the
Philippines were full of damaging defa-
mation of the Filipino integrity.”9

The article was stinging in its criticism
of Worcester’s use of motion pictures to
delay the granting of Philippine inde-
pendence:

Showing proof in meetings, he showed through

Sfilms several naked igorrote [sic Igorots| (with
others alleged to be dog eaters), and he claimed
that these were the inhabitants of the Philippines.
1t’s true: thousands upon thousands of Americans
who listened to him believed that Filipinos were
savages and therefore were not fit to be given their
independence. 1

Nueva Fuerza then admonished its read-
ers to “avoid Worcester, to ignore him,
and not make even a single request of him,
so he may see that we Filipinos do not
agree with him and are not amused at
what he did to us.” What angered local
residents most of all was Worcester’s use
of film to defame Filipinos. Such was the
tempestuous experience Filipinos had
with regards to colonial films made by
Americans. Disempowered and beyond
their control, Filipinos could only become
subjects of films made about them. Sadly,
more were yet produced.

'The re-discovery of Native Lifein the Phil-
ippines came one hundred years after it was
made in 1913. Thanks to the efforts of film
archivist Kate Pourshariati of the Penn
Museum a copy was assembled based on
the scattered reels that were discovered
at the basement of the museum. The film
was shown as part of the conference on
Dean C. Worcester held at the University
of Michigan on March 15, 2013.
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1 “Calls Wild Men Our Wards,” New York Times, December 31, 1913, 7.

2 Film Index, April 8, 1911, 4.

3 Advertisements, The Moving Picture World, February 28, 1914, 1128; March 14, 1914, 1418 and April 4,
1914, 113; See also W. Stephen Bush, “Native Life in the Philippines,” April 18, 1914, 365.

4 Benito M. Vergara, Jr., Displaying Filipinos: Photography and Colonialism in Early 20th Century, Philippines
(Quezon City: The University of the Philippines Press, 1995), 18. Also read other related readings on the
same subject as: Sharon Delmendo, The Star-Entangled Banner: One Hundred Years of America in the Philippines
(Quezon City: The University of the Philippines Press, 2005) and Vicente L. Rafael, White Love and Other
Events in Filipino History (Quezon City: Ateneo de Manila University Press, 2000).

5 Cebuanos are how people living in the southern island of Cebu are called.

6 “Worcester,” Nueva Fuerza, August 8, 1915.

7 “Worcester to the Special Mission to the Philippine Islands,” August 4, 1921, 16, Worcester Papers,
Box 1, Folio: Papers 1921-2, Concerning Wood-Forbes Mission to the Philippine Islands, MHC,

Cited in Sullivan, 195.

8 Nueva Fuerza, August 8, 1915. Translated from the original Cebuano language.

9 Ibid.

10 Ibid. Also translated from the original Cebuano language.

Nick Deacampo

with Super 8 mm
film camera.
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PETITION TO WAIVE CENSORSHIP OF THE PHILIPPINE

INDEPENDENT CINEMA

We, the artists and supporters of the
Philippine Independent Cinema, believe
that a cinema made up of commercial
movies does not embody a National
Cinema. The good half of a National
Cinema cannot ignore the countless
films that have been produced outside
of the commercial film industry which
define the true image of the people and
their reality. These include films from
where all cinema was born—the Short
Films which assume myriad expressions
through documentaries, experimental
avant-garde, animation and dramatic
narrative. It also includes independently
produced full-length features as well
as the medium for future generations,
Video. All these form a vigilant cinema
that stands guard to preserve the
authentic image and the living voice of
our people undiluted by artistic deceit
and commercial profit.

A comparison between the commer-
cial cinema and the independent cinema
yield glaring discrepancies: commercial
films have become the dominant means
of entertainment of the masses, where-
as those produced independently have
remained obscure; commercial films get
all the support from private and govern-
ment sectors, independent films have nev-
er been in the agenda of developmental
support and subsidy; commercial films
have seized all opportunities to enrich
capitalist producers and their hordes of
followers, independent filmmakers and
their handful supporters subsist on per-
sonal funding and goodwill... These and
other unjust conditions have relegated
the independent cinema into a “hidden”
cinema.

However, despite all these difficult
conditions with which the independent
cinema has been subjected to politically,
economically, and morally, it asks for no
other redeeming compensation except the
preservation of its FREEDOM.

In other words, political harassments
and censorship, economic opportunism
and moral censure as well as curtailment
of artistic freedom have in all forms and
nature been arbitrarily applied to inde-
pendent cinema, perhaps more severely
and for mistaken reasons, than those of
the commercial movie industry.

But history has shown the nobility of
purpose of independent cinema. During
the final days of the dictatorship, the in-
dependent cinema—devoid of censorship
and in utter defiance of the restrictive
laws that merely hindered the expression
of freedom—fulfilled its role in awaken-
ing the people’s sentiments. As a conse-
quence, this brave cinema has triumphed
over the impotence of the commercial cin-
ema which, even if it had the command of
a mass following, simply failed to fulfill
its role as a liberitative force in the lives
of the oppressed masses. In clear terms,
it is obvious that the commercial movie
industry, having been cowed through the
coercion imposed by the censors propped
up by the deposed regime, has deviated
from fulfilling the true mission of cinema,
and that is: to reflect reality. .. whereas the
independent cinema practitioners have
lived and fought for this one basic prin-
ciple in their works. History has proven
them right; let no such mistake happen
again.

It is with this undying commitment
to truth and reality that the Independent

349 Transparent Landscape: Philippines

Cinema has survived through the years.
Commercial movies have come and gone,
but works of the Independent Cinema
will remain as the eternal conscience of
the race because they preserve within
their delicate celluloid the authentic im-
age and the true voice of our people...

Nothing should stop these films from
being made or seen.

Nothing should come between the
filmmakers and their audience.

Nothing should be done to stifle the
utterance of truth and reality. ..

With this allegiance to the principles
of truth and reality highly esteemed by
the artists of the Independent Cinema
and their avid supporters, We, the under-
signed, hereby propose that CENSOR-
SHIP OF THE PHILIPPINE INDE-
PENDENT CINEMA BE WAIVED.
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LET THIS MANIFESTO SERVE

AS THE NEW CINEMA
KHAVN

how does your nightmare smell?

is too high to offer stink

that stings?

broken flowers reek

of fake perfume

one by one

the typhoon takes your beloved
nameless kids

mesmerized by the latest tikbalang trick
treats brought by the imperial flood
death slaps your papier mache cheek
don’t forget to offer the other cheek
in the dark

dark

dark corner of pre-hispanic
pre-american

pre-japanese

pre-colonial deathbeds

bamboo, banana, and coconut epics
lost in the malaria jungle of memory
white ants crawl in the fog

that you mistake for healing smoke
coming out of the alphabetical muzzler
it’s all a haze these daze said the reptile
biting its own dead tail

songs aren’t a-happening anymore
revolutions have forever refrained
there is a giant spider nesting

inside samurai oliver’s ass

colorblind to the signs

kangkong 1896

snort that rare water spinach

and become the new pop

eye

watashi wa firipin-jin des

kore wa tokei des ka?

the wizard of zoe cooks the best
pinikpikan chicken

not jollibee sadboi beating its own
crooked stick

native meat turns out to be always
better

the double dead knows

all roads lead to death

what do you think of the philippines,
mr. havorka?

blood coming out of rotting vaginas in
forgotten cinemas

run over christ with your electric car
riddle manila with your bullet crosses
eco-friendly is the new virus

the quickest way to nirvana is through
a rusty needle

overweight consciousness

not here

no there

where

disaster lurks

in the most talkative shadows

the woman from the south will satisfy
your ever-hungry eyes

scream in unison

now
life’s short like fire

holy wildfire

avenue of freedom
avenue of nails

avenue of spoiled milk
caress this shameplant
squish this thornface
and disappear

this

up

here

oh

but it’s so passe to disappear these days
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DECOLONIZATION AND GLOBALIZATION

JOSE B. CAPINO

It is useful to think of “decolonization”
beyond its customary political signifi-
cance as the termination of colonial rule
or as the removal of the natives’ legal sub-
ject status. The editors of an anthology on
“the decolonization of the imagination”
usefully note that there are “many differ-
ent modes of decolonization.” One such
mode historically entailed a cultural lig-
uidation of colonialism that “anticipated
and paved the way for political decoloni-
zation, accompanied it, and follows inde-
pendence”. The diversity of decolonizing
processes is due to the diffuse character of
the colonial enterprise they seek to bring
to closure. As the editors contend, “Since
colonization was a highly complex pro-
cess, decolonization lacks a clear focus
and target.” This broad and intricate affair
of decolonization is an unfinished project
and one that plays out in the everyday. For
the formerly colonized and their descend-
ants, Albert Memmi writes, everyday life
is an “interminable convalescence from
the consequences of colonization.” Mun-
dane efforts of dealing with empire help
significantly in accomplishing the work of
decolonization, although for some ex-na-
tives the utopian dream of the absolute
“liquidation of colonization” remains as
the necessary precondition to their “com-
plete liberation. .. [and] to selfrecovery.”
Reflecting this diverse conception of
decolonization, scholars of culture and
cinema offer varying accounts of films’ en-
gagement in the work of overcoming em-
pire. It is worth mentioning here the four
most commonly identified contributions
of cinema to the decolonizing process.
First, films of decolonization proffer
a remembrance of the past. They reckon

with history, returning to the scene of co-
lonial encounters to exorcise a traumatic
past or to mourn colonialism’s painful
legacies. History returns in several of
the films discussed here, as flashbacks
of World War II alliances between Fil-
ipinos and Americans, as memories of
confrontations between Filipino civilians
and American soldiers, and as anecdotes
about fallen American leaders betrayed
by their nation’s ideals. One finds varie-
ty in such discourses about the colonial
past and in the stylistic representations of
these haunting memories.

Related to the first, the second func-
tion of these films is to critique the un-
finished business of colonialism. “Docu-
menting the abuses of the colonial past”
is only one part of a “double approach” in
films about imperialism that, according
to Roy Armes, often scrutinize colonial-
ism’s ongoing impact on contemporary
society as well. Films play a part in un-
masking new forms of imperial power
through a regime most popularly called
“neocolonialism” or, in more recent ac-
counts, “new imperialism” and the global
capitalist regime of “Empire.” Some of
Philippine cinema’s American fantasies
juxtapose current issues with their histor-
ical antecedents as when, in films about
the U.S. bases, the present-day suffering
of Filipinos under American militarism is
traced to the lingering effects of colonial
domination.

Third, movies that belong to the peri-
od of decolonization supply fables of iden-
tity. The shedding of a people’s subject
status or their changing relationship to
empire necessitates the fashioning of new
identities. Anticolonial or anti-imperialist
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nationalism has often provided the scripts
for such fables of the self. As we shall see
in certain of the films discussed in this
book, however, identity formation also
takes place through a refusal of the scripts
given by nation and culture. In films of
the Filipino diaspora, one finds characters
who do just that.

Fourth, the films of decolonization
propose fantasy solutions and visions of
the future. They dream up utopian possi-
bilities, including imaginary cures to the
problems of colonialism and other “un-
resolvable social contradictions” of con-
temporary life. Moreover, as we have seen
in the fantasy of the sisters in Of Different
Races, these envisioned solutions add up
to resplendent images of a future in which
decolonization—an impossible dream,
by Gayatri Spivak’s reckoning—is final-
ly achieved. As the example of the two
sisters demonstrates, some of Philippine
cinema’s most hopeful fantasies not only
imagine the ex-natives’ transcendence of
the colonial encounter but also propose
new ways of living with America or even
empire in its current guises.

The event of globalization overlaps
the unfinished, utopian decolonization
project in many ways and at different mo-
ments. On the surface, decolonization en-
acts arepudiation of the West, whereas glo-
balization tends toward rapprochement.
Both of these processes, however, sustain
adialectical play of relations between the
ex-colony and its former ruler. Such relays
call for examination and engagement. It
is easy enough to make the distinction
on the basis of historical periodizations:
decolonization refers to “a precise event:
the end of colonial rule and the coming
into being of independent nation-states”
around the mid-twentieth century; while
contemporary globalization—in the

popular sense of an “accelerated move-
ment across national regional barriers of
... people, products, capital’—ostensibly
took off much later, in the 1970s. Studying
the cultural dimension of globalization,
John Tomlinson maintains that “what re-
places ‘imperialism’ is ‘globalization”. In
this view, what we attribute to the latter
phase of the decolonization process (i.c.,
since the 1960s) could be subsumed into
or deemed interchangeable with globali-
zation. For Roland Robertson, however,
the crucial take-off period of globalization
itself ... [was] 1880-1925, thus preceding
not only decolonization but also the very
founding of the transcontinental Ameri-
can imperium.

For the modest purposes of this study,
I stress the continuity rather than the dis-
junction of these processes, even as I ten-
tatively draw a distinction between decol-
onization’s overriding preoccupation with
a country’s relation to one Western entity
(namely, the ex-colonizer) and globaliza-
tion’s variable engagement with a more
plural conception of the West and East.
Decolonization entails an ongoing strug-
gle to break the colonial dyad: “The relent-
less reciprocity,” as Sartre puts it, “[that]
binds the colonizer to the colonized.” In
globalization, even abjected citizens—
like factory workers at export-processing
zones or tribal peoples aided by transna-
tional environmental groups—are called
to think in planetary terms. It may also be
useful at times to make this distinction on
the national level, where decolonization
is largely concerned with nation making,
while globalization moves us to seck alter-
natives to the singularity of nation by ex-
ploring other forms of collective belong-
ing, such as transnationalism. This is not
to discount the fact that the condition of
global visibility sometimes heightens the
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old desire for national definition—it does,
but differently, as I will explain in the
succeeding paragraph. In thinking about
the role of cultural production beyond
decolonization, it is useful to consider one
of Rey Chow’s questions in her justly cele-
brated study of Chinese film. She invites
us to consider what else animates Third
World cultures apart from “the struggle
against the West.” She asks, “What if the
primary interest of a ‘third world culture’
is not that of resistance against Western
domination?” I respond to these ques-
tions by discussing, for instance, Philip-
pine cinema’s global exports and showing
what it means to collude with the West in
nonconflicting and productive ways.

In addition to film’s “decolonizing”
work, cinema abets and figures globaliza-
tion in at least two ways. First, films culti-
vate an awareness of global relations. Fre-
dric Jameson observes that movies help
us think (often subconsciously) about our
place in the “now global social totality”,
our role in the unimaginably vast and
complex “new multinational world system
of late capitalism.” Like other cultural ob-
jects, films help us sketch a “cognitive map
of the unimaginably complex workings of
transnational capitalism that shapes our
lives in many conspicuous and unseen
ways.” Impacted by these global oper-
ations on all levels, cinema’s fantasies
register mundane geopolitical relations
(i.e., the sexual and material economies
linking migrant Filipina nurses and their
American patients) as well as less visible
relations and processes (i.c., how global
finance capital impacts local economies).

Second, films serve the purpose of
what I call, for lack of a better term,
“global projection.” What is projected
to the “world”—which may or may not
be watching—are the individually and

collectively authored images and acts of
persons, localities, and nations. Projec-
tions are self-conscious and hopeful ways
of managing immense and largely uncon-
trollable aspects of globalization. They
entail launching into the vast regions of
cosmopolitan fantasies, magnifying the
Third World’s inconspicuous and mar-
ginalized gestures. Because filmmakers
negotiate this desired global agency and
presence in the realm of the visual, they
must wrestle with what Rey Chow terms
the “menace” of visuality. Participating in
a game of power where images define, en-
able, and chain all of us, filmmakers bear
the burden of projecting visions seductive
enough to draw the world’s attention and
yet plausible enough so that they might
claim a relationship to reality. The possi-
bility of failure and unintended outcomes
pervades this attempt to act globally and
to negotiate how one is seen by the world.
Invisibility, however, has become impossi-
ble, and impotence, an unacceptable fate.
For a small nation to project itself and
draw attention to itself in the global sys-
tem’s busy visual field, the country needs
to marshal its cultural resources, tap into
its familiarity with Western audiences and
their desires, and learn to work those
venues where the Third World typically
commands attention. Filipino remakes of
Hollywood films are intriguing examples
of global projection, as I will demonstrate
in one of this book’s chapters.
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iPhone Notes titled “Random Thoughts”
Aug 23, 2016

IMO, the best stories are not told by any medium such
as cinema, literature, music, or arts, but told by your own
imagination or dreams or memories, or the one which
you heard—from a conversation.

Desire/Conflict
I want to make an art that connects and disconnects
at the same time. An art that keeps you from your own

reality, but also gives you a path to an uncertain kind
of experience.

We are storytellers. Our stories lie within our very own
experience that digs deeper from our personal life—for
people around us to appreciate, to explore, to listen.

As I'm writing this inside a plane bound to Manila from
Australia, the sun rises. I'm changing the time now on my
smartphone. It's 5:12 am. It's 8:12 am in Melbourne.

My girlfriend, Sheen, looked out of the window, amazed
by the orange-red beauty. She immediately took my phone
and snapped a photo. Impulse, I suppose. It could be

the first sunrise of 2020—for her, for us.

Documentary is a proof of life.

IMO means “in my opinion."

EX PRESS (2011)
FOR MY ALIEN FRIEND (2019)
GENUINE LOVE (2019)
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January 17, 1961
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w night. Bless Shirley.
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THE FIRST STATEMENT OF THE NEW
AMERICAN CINEMA GROUP

SEPTEMBER 30, 1960

In the course of the past three years we
have been witnessing the spontaneous
growth of a new generation of film mak-
ers—the Free Cinema in England, the
Nouvelle Vague in France, the young
movements in Poland, Italy, and Russia,
and, in this country, the work of Lionel
Rogosin, John Cassavetes, Alfred Leslie,
Robert Frank, Edward Bland, Bert Stern
and the Sanders brothers.

The official cinema all over the world
is running out of breath. It is morally cor-
rupt, esthetically obsolete, thematically
superficial, temperamentally boring. Even
the seemingly worthwhile films, those
that lay claim to high moral and esthet-
ic standards and have been accepted as
such by critics and the public alike, reveal
the decay of the Product Film. The very
slickness of their execution has become
a perversion covering the falsity of their
themes, their lack of sensibility, their lack
of style.

If the New American Cinema has
until now been an unconscious and spo-
radic manifestation, we feel the time has
come to join together. There are many of
us—the movement is reaching significant
proportions—and we know what needs to
be destroyed and what we stand for.

As in the other arts in America to-
day—painting, poetry, sculpture, theatre,
where fresh winds have been blowing for
the last few years—our rebellion against
the old, official, corrupt and pretentious
is primarily an ethical one. We are con-
cerned with Man [sic|. We are concerned
with what is happening to Man [sic].
We are not an esthetic school that con-
stricts the filmmaker within a set of dead

principles. We feel we cannot trust any
classical principles either in art or life.

1. We believe that cinema is indivisibly
a personal expression. We therefore reject
the interference of producers, distributors
and investors until our work is ready to
be projected on the screen.

2. We reject censorship. We never signed
any censorship laws. Neither do we ac-
cept such relics as film licensing. No book,
play or poem—no piece of music needs
a license from anybody. We will take le-
gal action against licensing and censor-
ship of films, including that of the U.S.
Customs Bureau. Films have the right to
travel from country to country free of cen-
sors and the bureaucrats’ scissors. United
States should take the lead in initiating
the program of free passage of films from
country to country.

Who are the censors? Who chooses
them and what are their qualifications?
What's the legal basis for censorship? These
are the questions which need answers.

3. We are seeking new forms of financing,
working towards a reorganization of film
investing methods, setting up the basis
for a free film industry. A number of dis-
criminating investors have already placed
money in Shadows, Pull My Daisy, The Sin of
Jesus, Don Peyote, The Connection, Guns of the
Trees. These investments have been made
on alimited partnership basis as has been
customary in the financing of Broadway
plays. A number of theatrical investors
have entered the field of low budget film

production on the East Coast.
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4. The New American Cinema is abol-
ishing the Budget Myth, proving that
good, internationally marketable films
can be made on a budget of $25,000 to
$200,000. Shadows, Pull My Daisy, The Lit-
tle Fugitive prove it. Our realistic budgets
give us freedom from stars, studios, and
producers. The film maker is his own
producer, and paradoxically, low budget
films give a higher return margin than
big budget films.

The low budget is not a purely com-
mercial consideration. It goes with our
ethical and esthetic beliefs, directly con-
nected with the things we want to say, and
the way we want to say them.

5. We'll take a stand against the present
distribution—exhibition policies. There
is something decidedly wrong with the
whole system of film exhibition; it is time
to blow the whole thing up. It’s not the
audience that prevents films like Shadows
or Come Back, Africa from being seen but
the distributors and theatre owners. It is
asad fact that our films first have to open
in London, Paris or Tokyo before they can
reach our own theatres.

6. We plan to establish our own coop-
erative distribution center. This task has
been entrusted to Emile de Antonio, our
charter member. The New York Theatre,
The Bleecker St. Cinema, Art Overbrook
Theatre (Philadelphia) are the first movie
houses to join us by pledging to exhibit
our films. Together with the cooperative
distribution center, we will start a publici-
ty campaign preparing the climate for the
New Cinema in other cities. The Ameri-
can Federation of Film Societies will be
of great assistance in this work.

7. It’s about time the East Coast had its
own film festival, one that would serve
as a meeting place for the New Cinema
from all over the world. The purely com-
mercial distributors will never do justice
to cinema. The best of the Italian, Polish,
Japanese, and a great part of the modern
French cinema is completely unknown
in this country. Such a festival will bring
these films to the attention of exhibitors

and the public.

8. While we fully understand the pur-
poses and interests of Unions, we find
it unjust that demands made on the in-
dependent work, budgeted at $25.,000
(most of which is deferred), are the same
as those made on a $1,000,000 movie. We
shall meet with the unions to work out
more reasonable methods, similar to those
existing off-Broadway—a system based on
the size and nature of the production.

9. We pledge to put aside a certain per-
centage of our film profits so as to build
up a fund that would be used to help our
members finish films or stand as a guar-
antor for the laboratories.

In joining together, we want to make it
clear that there is one basic difference be-
tween our group and organizations such
as United Artists. We are not joining to-
gether to make money. We are joining
together to make films. We are joining
together to build the New American Cin-
ema. And we are going to do it together
with the rest of America, together with the
rest of our generation. Common beliefs,
common knowledge, common anger and
impatience binds us together—and it also
binds us together with the New Cinema
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movements of the rest of the world. Our
colleagues in France, Italy, Russia, Po-
land or England can depend on our deter-

mination. As they, we have had enough
of the Big Lie in life and the arts. As
they, we are not only for the new cine-
ma: we are also for the New Man [sic].
As they, we are for art, but not at the
expense of life. We don’t want false,

N
» As they, we are for art, but not at

the expense of life. We don’t want
false, polished, slick films—we
prefer them rough, unpolished, but

alive; we don’t want rosy films—we

polished, slick films—we prefer them| want them the color of blood. «

rough, unpolished, but alive; we don’t >
want rosy films—we want them the color

of blood.
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AT THE PACE OF THE TIMES, FROM THE CAMERA
TO VIDEO ART: SHIRLEY CLARKE

VERONIKA HANAKOVA

In the late 1950s and early 1960s, a group
of American filmmakers emerged who all
shared a distinctly anti-Hollywood ap-
proach to audiovisual production. How-
ever, that is where their similarities end,
for each member had their own unique
artistic practice and trajectory: the re-
lentless improvisation of Cassavetes and
his actors, the diary entries of Jonas and
Adolfas Mekas, or the playful editing and
the physicality of the human body in the
work of Shirley Clarke. Examining each
constituent actor would mean producing
an extensive publication for which we do
not have the space. We will therefore take
the opposite route, and through the in-
dividual we will intimate the whole and
present what independent film production
was like across the Atlantic in the latter
half of the twentieth century.

Our focal point will be the last of
the aforementioned filmmakers, Shirley
Clarke, the only woman, the only female
director in the group. However, to reduce
her work to just one period and to limit
her uniqueness to the fact that she was
not a man would be far too great an over-
simplification. On the contrary, we will
attempt to portray her artistic career in
all its variability, experimentation, and
playfulness. In this way, we will move
from dance films in the middle of the last
century, through documentaries in the
1960s, to video art in the early 1970s.

1 Lauren Rabinovitz, “Shirley Clarke and the

Expansion of American Independent Cinema,”
in Points of Resistance: Women, Power & Politics in the
New York Avant-garde Cinema 1943-71 (Urbana and
Chicago: University of Illinois Press, 1991), 95.

FAMILY MATTERS

Before we get to the constituent films,
let’s look for a moment at the personage
of Clarke herself—who was she before she
got into the film industry? Shirley Clarke,
née Brimberg;, took her first breath on Oc-
tober 2, 1919, in New York City. It was
the first year of peace after the end of the
war. The promise of the new was slowly
creeping in, even across the Atlantic, but
her family backdrop was that of a conserv-
ative household in which a love of dance
was not met with understanding on the
part of the father. This also contributed
to Shirley’s relatively early marriage to
Bert Clarke. As the director herself noted:
“[Bert] was going to take care of me, and
that was just fine with me.”! The pragmat-
ic union allowed her to leave her family
environment entirely and pursue a career
as a modern dancer, which over time she
began to move away from in favor of the
audiovisual arts.

DANCE FOR THE CAMERA
OR DANCE WITH THE CAMERA
Shirley Clarke entered the cinematic
landscape with her first film, Dance in the
Sun (1953). In this case, we cannot speak
of adebut planned for years but rather the
result of some happy coincidences. The
first coincidence was Clarke’s familiarity
with the dance milieu of the time, of which
she was a part and from which she also
knew Daniel Nagrin and his wife Helen
Tamiris (both of whom are representatives
of American modern dance). And it was
Nagrina who became the main charac-
ter—and by extension the main dancing
body—in the aforementioned film. The
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» Most of the dance films
I’d seen were awful and I figured
I could do better. Essentially,

film’s a choreographic medium. «

SHIRLEY CLARK ABOUT DANCE IN THE SUN

second coincidence was her ownership
of a Bolex camera, originally a wedding
gift, which until that point had been used
to capture moments from her everyday
personal life. At this point, everything
was ready: the director’s eye, the body in
front of the camera, and the camera itself.
The imaginary fundamental triangle of
filmmaking was complete. The result did
not resemble mere footage; rather, the
film strip embodied the rhythm of the
character’s dance. Thanks to the pacing,
two worlds were intertwined—namely the
world of reality and the world of fantasy.
The dancing figure dissolved from the
beach to the studio and back again in one
movement. Movement becomes a narra-
tive gesture that transports us from one
environment to the next. As Clarke sum-
marized: “All the kinds of things I discov-
ered about the choreography of editing
and the choreography of space/time came
from making that very first film.”2 We see
a similar trait in her other films—and not
only dance films—including Paris Parks

(1954) and Bridges-Go-Round (1958).

Asource of inspiration for Clarke’s ear-
ly work could be found in the oeuvre of
director Maya Deren, who also worked
with the idea of connecting the filmic
medium with dance. She used editing
to connect component movements, al-
though she also created uncertainty in
the understanding of the body as such.
Rather than the familiar and convention-
al linear cinematic narrative encountered
in almost every mainstream audiovisual
production, she employed spatial disrup-
tion, which also led to the disruption of
temporal continuity. Such experiments
sought to intimate homogenization and
normativity in the representation of the
human body—and not only in terms of
gender. Clarke continued playing with
time and space, even in her later work.
Before moving on from her dance films
to her feature-length documentary work,
let’s take a moment to focus on the collec-
tive matrix of independent film produc-
tion on the East Coast.
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A COLLECTIVE EFFORT BUT
AN INDIVIDUAL APPROACH

Independent American film produc-
tion in the latter half of the twentieth
century is synonymous not only with an
anti-Hollywood pathos and an affinity
with European art but also with collec-
tive collaboration, which resulted in the
formation of a network strong enough to
support it (even financially). This effort
crystallized in 1962 with the creation of
the Film-Makers’ Cooperative, which was
backed by both Shirley Clarke and Jonas
Mekas. This was a distribution organiza-
tion that dealt with the marketing and re-
lease of new American films primarily on
the domestic theatrical circuit. It was part
of the previously established New Amer-
ican Cinema Group, which was tasked
with supporting all new voices in Amer-
ican cinema—socially, culturally, and
financially. In parallel, manifestos that
would give the group a collective ethos
were also created, such as the “Statement
for a New American Cinema” (where
Clarke can be found among the signa-
tories). Naturally, non-commercial inde-
pendent productions were not among the
most profitable products circulating in the
cinematic milieu, and so the sub-division
The Film-Makers’ Distribution Center
was later created to take on the task of
handling the more commercial films. In
spite of all the problems, they managed
to secure, to some extent, a supporting
infrastructure for a type of filmmaking
that was formed from the opposite pole
to that of Hollywood production.

TO FEATURE-LENGTH
WORK, OR ON ISOLATION
IN THE MODERN WORLD
In the early 1960s, Clarke threw

herself into feature-length production.

Among her first films was The Connection
(1961), originally a play by Jack Gelber
adapted for the stage by the group The
Living Theater as an off-Broadway pro-
duction. Although some of the actors
from the stage version also appeared in
the film, it is a distinct work that draws
on two sources of inspiration—the literary
source and the theatrical interpretation—
in order to create an independent filmic
entity. The main protagonist is a drug-ad-
dicted jazz musician who is awaiting the
arrival of his dealer. Hence the title The
Connection, which is a reference to a slang
term for a drug dealer in the American
global metropolis of the 1960s. The film
can be understood as a harbinger of the
new black-and-white films that deal with
current social issues ignored by the po-
litical establishment and the majority of
society. Although Clarke came from a dif-
ferent social stratum, class, and cultural
background than the main character, they
were united by the alienation of the in-
dividual in a modern society focused on
constant productivity, the accumulation
of capital, and the reduction of the indi-
vidual to a mere cog in the system. As
Clarke herself summarizes: “As a woman
in this world and a woman filmmaker,
I know a lot about alienation.”3

Her next film, The Cool World (1963),
based on a novel by Warren Miller, delved
further into the microcosm of Harlem.
Although grounded in the literary source
material, the film’s final form was more of
areflection of the daily lives of residents in
ancighborhood forgotten by society. This
was achieved through a departure from
the original text and adjustments to the
dialogue, gestures, and reactions (which
Carl Lee, an actor and Clarke’s partner,
helped with) as well as through filming on

the living streets. This film about a street
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gang captures the complex reality that
Harlem residents had to cope with—or
how to survive in a microcosm that exists
on its own terms but remains invisible to
others.

The final trio of documentary works
includes Portrait of Jason (1967), which
again focuses on a protagonist who devi-
ates from normative society. Whereas the
previous films benefitted from the space
in which they were filmed, meaning that
they managed to capture lived reality,
in this work Clarke instead records Ja-
son Holliday, a gay, African American
cabaret performer and eccentric social
figure, in the enclosed environment of
his living room. The protagonist sits in
his armchair and speaks. No street noise,
no randomness, nothing—just words. The
resulting film was created from twelve
hours of recorded footage in which Hol-
liday is shown in all his peculiarity and
uniqueness but with no romanticization
whatsoever.

VIDEO

In the 1970s and early 1980s, Clarke
began experimenting with video, includ-
ing, for example, live video performance.
For this purpose, she also founded the
TeePee Video Space Troupe, which made
use of the facilities of the Chelsea Hotel,
where one could run into video artists
such as Andy Gurian, Bruce Ferguson,
Stephanie Palewski, DeeDee Halleck,
Vickie Polan, Shridhar Bapat, and many
others. The flickering image of a video re-
cording would become a trend in artistic
creation that would form an integral part
of the worlds of art and filmmaking, not
only on the East Coast and until the end
of the twentieth century.

Shirley Clarke was an American film-
maker who was not afraid to experiment

with the audiovisual medium nor to show
stories that remain invisible to most view-
ers.

s N
» [ wanted a camera that went

with the actors... if an actor
moved I sort of moved with
them, and we sort of played
this ballet together. «

SHIRLEY CLARK ABOUT
THE CONNECTION

2 Lauren Rabinowitz, Choreography of Cinema:
An Interview with Shirley Clarke. Afterimage,
December 1983, p. 8.
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SHIRLEY CLARKE IS DEAD AT 77;
MAKER OF OSCAR-WINNING FILM

BY LAWRENCE VAN GELDER
SEPT. 26, 1997

Shirley Clarke, an Academy Award-win-
ning filmmaker, a champion of independ-
ent filmmaking and a missionary for video
as a force in communications, died on
Tuesday at the Palliative Care Center of
Beth Israel Deaconness Medical Center
in Boston. She was 77 and lived in Carl-
isle, Mass.

Her sister Elaine Dundy, the novelist
and biographer, said Miss Clarke, en-
tered the center, a hospice, after a stroke
two weeks ago. She also suffered from
Alzheimer’s disease. As a filmmaker, Miss
Clarke was probably best known for the
three pictures she made between 1960 and
1963. “The Connection”, filmed in cinema
verite style in 1960 and taken from Jack
Gelber’s Off Broadway play, was a frank
study of drug addiction that was banned
on grounds of obscenity by the motion
picture division of the New York State
Board of Regents.

Her 1962 documentary, “Robert
Frost: A Lover’s Quarrel With the World,”
a portrait of the poet, won an Oscar.

Her gritty 1963 film, “The Cool
World,” adapted from a novel by Warren
Miller and filmed on the streets of Harlem,
tracked the life of a young man who rises
briefly to the leadership of a juvenile gang.

“Right now,” Miss Clarke said in 1962,
“I'm revolting against the conventions of
movies. Who says a film has to cost a mil-
lion dollars and be safe and innocuous
enough to satisfy every 12-year-old in
America?”

In 1962 Miss Clarke and the filmmak-
er and critic Jonas Mekas founded the
Film-Makers Cooperative, a nonprofit

company for the distribution of independ-
ent films.

“There must be 40 or 50 others like me
in the country, with a desire for self-expres-
sion and no urge to move to Hollywood
and make soap opera,” Miss Clarke said.

“We're creating a movie equivalent of
Off Broadway, fresh and experimental
and personal. The lovely thing is that I'm
alive at just the time when I can do this.”

In 1967, Miss Clarke attracted atten-
tion with the release of “Portrait of Jason,”
filmed during a single 12-hour session in
her Manhattan apartment. The documen-
tary, shown at the New York Film Festi-
val, was a 105-minute interview with a gay
black male prostitute.

“The result, I'm convinced, is a por-
trait of a guy who is both a genius and
a bore,” she said.

By the 1970’s, Miss Clarke was turn-
ing to video. “Videotape is going to teach
Americans to play with each other,” she
said then. “The fight of the 1980’s will be
the battle for access to communications
media.”

Released in 1986, her final movie,
“Ornette: Made in America,” a portrait
of the great modern jazz composer and
saxophonist Ornette Coleman, mixed
film and video.

From 1975 to 1983, Miss Clarke was
a professor of film at the University of
California at Los Angeles.

She came to her life in film and vid-
eo after a career in dance. Her concern
with movement led her to motion pic-
tures, and among her earliest films were
dance-related shorts. “I became more
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interested in people than abstractions,”
she said.

Reared in Manhattan and educated
at the Lincoln School, Miss Clarke was
the eldest of three daughters of the former
Florence Rosenberg and Samuel N. Brim-
berg, a wealthy manufacturer.

“Daddy was of the school which felt
that men didn’t talk about important mat-
ters to women,” Miss Clarke once said.
“I guess I always had an enormous need
to show him I wasn’t the dope he thought
I was.”

She said she attended seven different
colleges without graduating. “I studied
anything as long as I could keep on danc-
ing,” she said.

For several years, she studied and
danced with Martha Graham and Hanya

Holm and was 17 when she offered her
first work as a choreographer.

Her marriage in 1943 to Bert Clarke
ended in divorce. In addition to Ms. Dun-
dy, who lives in Los Angeles, she is sur-
vived by another sister, Betty Lorwin of
Brooklyn, and a daughter, Wendy, a video
artist who also lives in Los Angeles.

As Miss Clarke lay dying, she was vis-
ited in her hospital room by her daughter
and a group of friends, all film and video
makers, who sipped Champagne as they
reminisced about her and her work and
how it paved the way for the MTV gen-
eration.

The next day, Ms. Dundy described
the gathering to their sister Betty, who
replied, “It’s so like a film Shirley would

make.”
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RICHARD BRODY ON SHIRLEY CLARKE

“For Shirley Clarke, filming is a process of
discovery, transformation, and liberation.”
“She is one of the prime inventors

of creative cinematic nonfiction.”

Excerpt from The New Yorker text:

There’s an essentially political side to
Clarke’s intended connection with her
audience: she very much wants to foster
social change by way of her movies. The
three features that Clarke, a white woman,
made in the sixties—the core of her work,
plus a fourth feature that she began in
the sixties and completed in 1986, “Or-
nette: Made in America”—are centered
on the lives, the art, and the heritage of
African-Americans. She states her inten-
tions plainly in “Rome Is Burning”™ “I feel
myself that it is the great problem of our
time, the race—or racism—everywhere,
not only in the United States.” Though
she wants to “convert” people with her
films, she acknowledges the paradoxes
of making independent films on subjects
of the greatest importance: “But, if I be-
lieve this to be true, how come I've done
a film that has limited who it’s going to
be seen by?”

Clarke was well aware of the insep-
arability of the life experience and the
behind-the-camera activity of filmmak-
ers from the results on camera—and from
movies’ relationship to their audience. She
made her films in close collaboration with
black artists—in particular, the actor Carl
Lee, who played the drug dealer in “The
Connection” and who became both her
partner in life and her artistic collabora-
tor on “The Cool World” and “Portrait
of Jason.” (She also worked with two
other crucial black filmmakers on “The
Cool World”—Madeline Anderson, who

directed the great documentaries “Inte-
gration Report 17 and “I Am Somebody,”
and Edward O. Bland, the director of
“The Cry of Jazz.”)

In “Rome Is Burning,” Clarke speaks
of the fusion of what’s off camera and
behind the scenes with the movie itself.
In this regard, she saw herself as part of
awider cultural moment: the repudiation
of the filmmaker as “voyeur” and the ac-
knowledgment of his or her presence as
participant. “The very thing that was try-
ing to be hidden is now the very thing
trying to be exposed,” and she says that
this holds true not only for what goes on
behind the camera but also for what goes
on when the movie is shown: “Now the
audience is being asked to participate,
and the filmmaker, the watcher, is the au-
dience... The whole problem of trying to
break through the screen... We've pretty
well succeeded in breaking it.”

Her vision of social change was in-
separable from her vision of artistic
change—and of the changing relationship
of audiences to art, and, in particular, to
movies. That change is one that she ac-
complished in part through the radical
form of her movies: the metafictions of
“The Connection”™; the voice-overs and
the impulsive camerawork, the documen-
tary ardor and the interjective editing of
“The Cool World”; the psychodramatic
intimacy of “Portrait of Jason.” Yet her
transformational ideal is as much a matter
of shifts in artistic and social psychology
as of cinematic form. She declared that,
in the near future, art won’t be made only
by artists but will also be “in the hands
of many, many more people.” In particu-
lar, she detected “a dissatisfaction with
merely going to movies... and watching
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something; you want to be part of it. My
generation of filmmakers was all some-
thing else first,” such as Clarke herself,
a former dancer.

» I identified with Black people becaqse
I couldn’t deal with the woman question and
I transposed it. I could understand very easily
the Black problems, and I somehow equaped
them to how I felt. When I did The Connection,
which was about junkies, I knew nothing
about junk and cared less. I_t was a symbol—
people who are on the outside. I always felt
alone, and on the outside of the culture that
Iwasin. I grew u in a time when women

weren’t running things.

For years I'd felt like an outsider, so

I identified with the problems Qf minority
groups. I thought it was more important

to be some kind of goddamned junkie who
felt alienated rather than to say I am an
alienated woman who doesn’.t feel part

of the world and who wants 1n. «

L SHIRLEY CLARK ABOUT THE COOL WORLD
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THE CONNECTION

The Connection is one of the most vital, fas-
cinating films of the American independ-
ent world. Created by a woman director,
Shirley Clarke, at a time when they were
in very short supply, the film shattered ste-
reotypes in just about every conceivable
way. And yet, the film remained unseen
for many years.

Shirley Clarke was a vital part of
the burgeoning postwar American film
movement. She was one of the first sign-
ers—and the only woman—of the New
American Cinema manifesto in 1961. For
her first feature film, she decided to take
on a controversial play by Jack Gelber that
was running off-Broadway. The Connection
was a play within a play within a jazz con-
cert. It portrayed a group of drug addicts,
some of them jazz musicians, waiting in
a New York loft apartment for their drug
connection. A producer and a writer,
meanwhile, have entered their lives to
study them and write a play about them.
The brilliantly written Beat dialogue was
blended with jazz music written by the
great pianist Freddie Redd.

Clarke changed the character of the
writer to Jim Dunn, a young, preppy film-
maker out to make a name for himself by
documenting the “scene.” As Clarke was
best friends with the hot new indie direc-
tors, she added a level of humor by poking
fun at the cinema verité movement. She
also chose to keep the play’s one-set con-
striction, but she combined the French
New Wave’s mobile camera with a whirl-
ing choreography of movement and jazz
to create an exciting, kinetic film that was
acclaimed at the Cannes International
Film Festival as a masterpiece. Yet even
knowing the avant garde nature of the

play and her film, little could Clarke

recognize the furor the film was about
to create.

Although Hollywood had previously
depicted drug addiction in the recent
years, it was mostly of the good men
gone bad scenario with tragic endings.
The Connection, with the raw, graphic
depiction of drug addicts that Gelber
wrote for the stage, A hit at Cannes, it
was promptly banned by government
censor boards for indecent language
and a struggle ensued to have it theat-
rically screened in the United States.
After a two-year battle, the producers
and director ultimately won in court and
as important as it was judicially, it was
sadly a case of too little too late as the
film lost its timeliness and failed at the
box office. But among filmmakers, it was
highly influential. The film has been out
of distribution since the early 1980s.

Arthur Ornitz’s black-and-white cine-
matography sparkles on the screen, and
the performances of Freddie Redd and
saxophone legend Jackie McLean sound
impeccable in the new UCLA restoration.
The release of The Connection is one of the
cinema events of the year!
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ORNETTE: MADE IN AMERICA

Ornette: Made In America captures Ornette
Coleman’s evolution over three decades.
Ornette came home to Fort Worth, Texas
in 1983 as a famed performer and com-
poser. Documentary footage, dramatic
scenes and some of the first music vid-
eo-style segments ever made, chronicle
his boyhood in segregated Texas and his
subsequent emergence as an American
cultural pioneer and world-class icon.
Among those who contribute to the film
include William Burroughs, Brion Gysin,
Buckminster Fuller, Don Cherry, Yoko
Ono, Charlie Haden, Robert Palmer,
Jayne Cortez and John Rockwell.

The innovative techniques that direc-
tor Shirley Clarke and producer Kathelin
Hoffman Gray employed in this film very
closely parallel the music of the man who
is its subject. Clarke defied traditional doc-
umentary formats to reveal Ornette’s ex-
traordinary vision through her equally
extraordinary filmmaking artistry.

The film ends with the finale of the
Skies of America set that has been interpo-
lated throughout the film’s duration. The
immediate reception afterwards is doc-
umented through handheld cameras as
journalists, jazz enthusiasts and ordinary
civilians congratulate Coleman and are
taken aback by his warm demeanor. The
bottom scrolling titles used throughout
the film roll the last time as credits, and
a final shot of Coleman smiling at the
camera dissolves to red as the end credits

begin.

SKIES OF AMERICA
(From the original program)

To inaugurate its opening festivities,
the Caravan of Dreams commissioned
Ornette Coleman to present the world
premiere of the full version of his “Sym-
phony No. 1, Skies of America”.

'The symphony was inspired by Cole-
man’s visit to an American Indian reser-
vation in Montana, where he was touched
by the immensity of the sky “which has
had more changes under it in this century
than any other country.” The image of
those skies inspired him as a symbol for
freedom and creativity.

The 96-piece orchestra plays eight
themes, and the Prime Time band plays
eight themes, each theme having its own
movements and harmonic structure. Each
movement is written free of key, instead
each instrument plays in its own concert
key. Throughout the piece, there is a mu-
sical dialogue between the jazz band and
the orchestra. The voicing of the orchestra
is written in very high parts to create
a feeling of the different moods of the
sky, in daylight, nighttime and, finally,
the twinkling of stars. The sections with
the jazz band are danceable and earthy,
evoking images of the activities that occur
under the Skies...

Coleman’s music is based on his Har-
molodic Theory, in which the “melody
and harmony are based on those intervals
that carry a human quality when played
in the right pitch. Melody conveys the
phrasing of a human voice. Rhythm pat-
terns should be more or less like natural
breathing patterns. Movement is de-
fined by the shape of the action that is

expressed in a given piece.
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PORTRAIT OF JASON

On the night of December 2, 1966, Clarke
and a tiny crew convened in her apart-
ment at the Hotel Chelsea to make a film.
There, for twelve straight hours they
filmed the one-and-only Jason Holliday
as he spun tales, sang, donned costumes
and reminisced about good times and
bad behavior as a gay hustler, sometime
houseboy and aspiring cabaret perform-
er. The result is a mesmerizing portrait
of a remarkable, charming and tortured
man, who is by turns hilarious and heart-
breaking.

Ingmar Bergman called it “the most
extraordinary film I've seen in my life.”
When it first screened in a sneak pre-
view, the audience included Tennessee
Williams, Robert Frank, Thomas Hov-
ing, Amos Vogel, Norman Mailer, Andy
Warhol, Arthur Miller, Elia Kazan, Ruby
Dee, Ossie Davis, Rip Torn, Geraldine
Page and Terry Southern. But for dec-
ades, Shirley Clarke’s powerful and trans-
gressive Portrait of fason was unavailable
and its original elements were thought
to be lost.

Portrait of Jason is a film that plays
with complexities. While it was shot in
a cinema vérité style, the film’s subject is
a man who readily admits to deceiving
everyone—and may be lying to the cam-
era. Was Clarke giving Holliday a stage
on which to perform in what he calls his
“moment,” or just using him? She wor-
ried about that herself. As Holliday notes
about the ironies of life as a houseboy, “it
gets to be joke sometime as to who’s using
who.” Later, Clarke would say “The result,
I'm convinced is a portrait of a guy who is
both a genius and a bore. Although Jason
says he really hasn’t had any fun as a ‘hus-
tler’ conning people, he appears to have

had the last laugh.” Any way you look at
the film, it remains of the most fascinating
documentaries in cinema.

Now, almost fifty years after it was
filmed, Portrait of Jason is also a potent
reminder of what the world was like for
black gay men in the heat of the Civil
Rights movement and before the Stone-
wall Uprising. Holliday talks about serv-
ing time at New York’s Riker’s Island jail
after propositioning (or being proposi-
tioned by) an undercover cop. And his ob-
servations on the casual racism he expe-
rienced are funny, stinging, and painful.

People fell in love with Jason Holliday
in 1967. In 1995, Marlon Riggs asked the
question in his brilliant Black Is. .. Black
Ain’t, “How long, Jason, how long have
they sung about the freedom and the
righteousness and the beauty of the black
man and ignored you. How long?”

So when Milestone decided to re-re-
lease Portrait of Jason as part of its series of
restored films by Shirley Clarke, co-found-
er Dennis Doros had his work cut out for
him: the film’s original elements were un-
traceable and existing 35mm prints were
worn and scratched. And at times, the
restoration of this seminal LGBT+ doc-
umentary looked like it might end up to
be an extended wild goose chase. Thank-
fully, after a two-year search, and with
the cooperation of archivists, researchers
and writers from around the world, Dor-
os was finally able to identify mislabeled
“outtakes” as the film’s original 16mm
interpositive.

T
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( . h
» Jason reaches brilliant moments

in a total run-down of his soul history,
an all-night monologue breaking

the barrier between private. hqmor .and
public discourse, covering inside history
of gay negro boyhood, .
urban hip scenes as houseboy scoring
for human kicks, high camp spade
queens on streetcorners, . .
lower echelon night-club comic universe,
underground love confessions— .
all done in a language so down American
Jason emerges familiar archetype

in the hip hotel rooms of decades. «

ALLEN GINSBERG




374 Film Notes

ROBERT FROST:

A LOVER’S QUARREL WITH THE WORLD

ALover’s Quarrel with the World progresses in
such a fashion, with the elderly Frost, 88,
espousing wisdom to his successors (Pres-
ident Kennedy included) while Clarke
silently comments with her camera. The
bucolic scenes Frost denounces do not
necessarily portray a simple, woodsy
man, but rather a man at peace. Peace
is never easily won, for war certainly has
something to do with it. The familiar line
that closes his 1944 poem “The Lesson for
Today”—“I had a lover’s quarrel with the
world”—succinctly captures his life, and
he is quick to add it is singular because
it has been “one sustained quarrel all my
life.”

ROBERT FROST
(March 26, 1874—Fanuary 29, 1963)

Robert Frost is the rare artist to
achieve equal reverence from the public
and the critics—and during his lifetime,
no less. In the league of Walt Whitman
and few others, and certainly no one
since, Frost captivated America with his
words for over half a century.

During the period of grief and strug-
gle caused by a great loss of Frost’s wife—
Elinor, Frost found his poetic voice and
started officially publishing his work. He
managed to publish two of his earliest
poems—“The Tuft of Flowers” and “The
Trial by Existence™in 1906 but it took
another six years to release his first collec-
tion of poetry, A Boy’s Will. The influence
of Frost’s residence in New Hampshire
manifested in his writing for the rest of
his life. In order to fully launch his ca-
reer, however, he moved his family to
Beaconsfield, Britain, where publishers
were less commercial and more willing to

take a chance with new talent. 4 Boy’s Will
was published shortly after, followed by
poetry compilation North of Boston in
1914, the next year.

Frost developed influential friend-
ships at the time with fellow writers
Edward Thomas, T.E. Hulme and Ezra
Pound. The celebrated and controversial
Pound was the first American to publicly
praise Frost’s work in a published review.
The two clashed throughout their life, but
Frost and fellow friend Ernest Heming-
way petitioned for Pound’s release from
a federal mental hospital on charges of
treason, which was successful after in-
dictments were dropped. Frost attributed
“The Road Not Taken,” one of his most
acclaimed works, to discussions and walks
with Thomas, as well.

Robert Frost holds a record four Pu-
litzer Prizes in Poetry (only Carol Guzy,
photographer, and Eugene O’Neill, play-
wright, also hold four Pulitzers, the high-
est number earned). The collections of po-
etry the Pulitzer committee honored are
New Hampshire: A Poem with Notes and Grace
Notes (1924), Collected Poems (1931), A Further
Range (1937) and A Witness Tree (1943). But
perhaps Frost’s greatest honor occurred
on January 20, 1961, when he read his
famous poem “The Gift Outright” at Pres-
ident John F. Kennedy’s inauguration, per
his personal request. Frost had actually
written a new poem, “Dedication,” for
the ceremony and brought a handwritten
copy to recite. The sun glare proved too
intense for his ailing vision, so he deliv-
ered the memorized poem instead.
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THE GIFT OUTRIGHT

The land was ours before we were the land’s.
She was our land more than a hundred years
Before we were her people. She was ours

In Massachusetts, in Virginia,

But we were England’s, still colonials,
Possessing what we still were unpossessed by,
Possessed by what we now no more possessed.
Something we were withholding made us weak
Until we found out that it was ourselves

We were withholding from our land of living,
And forthwith found salvation in surrender.
Such as we were we gave ourselves outright

(The deed of gift was many deeds of war)
To the land vaguely realizing westward,

But still unstoried, artless, unenhanced,
Such as she was, such as she would become.
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MY NOVEMBER GUEST

My sorrow, when she’s here with me,

Thinks these dark days of autumn rain

Are beautiful as days can be;
She loves the bare, the withered tree;
She walks the sodden pasture lane.

Her pleasure will not let me stay.
She talks and I am fain to list:
She’s glad the birds are gone away,
She’s glad her simple worsted grey

Is silver now with clinging mist.

The desolate, deserted trees,
The faded earth, the heavy sky,
The beauties she so truly sees,
She thinks I have no eye for these,
And vexes me for reason why.

Not yesterday I learned to know
The love of bare November days
Before the coming of the snow,
But it were vain to tell her so,
And they are better for her praise.

STOPPING BY WOODS
ON A SNOWY EVENING

Whose woods these are I think I know.

His house is in the village though;
He will not see me stopping here
To watch his woods fill up with snow.

My little horse must think it queer
To stop without a farmhouse near
Between the woods and frozen lake
The darkest evening of the year.

He gives his harness bells a shake
To ask if there is some mistake.
The only other sound’s the sweep
Of easy wind and downy flake.

The woods are lovely, dark and deep,
But I have promises to keep,

And miles to go before I sleep,

And miles to go before I sleep.

Robert Frost: Poems

TOO ANXIOUS FOR RIVERS

Look down the long valley and there stands a mountain
That someone has said is the end of the world.
Then what of this river that having arisen

Must find where to pour itself into and empty?

I never saw so much swift water run cloudless.

Oh, I have been often too anxious for rivers

To leave it to them to get out of their valleys.

The truth is the river flows into the canyon

Of Ceasing-to-Question-What-Doesn’t Concern-Us,
As sooner or later we have to cease somewhere.

No place to get lost like too far in the distance.

It may be a mercy the dark closes round us

So broodingly soon in every direction.

The world as we know is an elephant’s howdah;
The elephant stands on the back of a turtle;

The turtle in turn on a rock in the ocean.

And how much longer a story has science

Before she must put out the light on the children
And tell them the rest of the story is dreaming?
“You children may dream it and tell it tomorrow.”
Time was we were molten, time was we were vapor.
What set us on fire and what set us revolving,
Lucretius the Epicurean might tell us

“Twas something we knew all about to begin with
And needn’t have fared into space like his master
To find ‘twas the effort, the essay of love.
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SHORTS BY SHIRLEY CLARKE

Translucent Being: Shirley Clarke
daddy watching TV and the kid kissing

Lauren Rabinowitz: With Bridges, you
had achieved a perfect blend of choreo-
graphing sound, composition within the
frame, color, space, and rhythm. What
made you then decide to switch to docu-
mentary film?

Shirley Clarke: Well, by the time I com-
pleted Bridges-Go-Round, Willard, Ricky
Leacock, Donn Pennebaker, and I decid-
ed we’d share space together on 43rd St.
We called ourselves Filmmakers, Inc. We
got a place and made little cubbyholes for
each of us, and in the middle was this big
space for communal activities. Pennebak-

er set up a projector so that in the lefto-
ver space we could look at movies. This
place became a major New York head-
quarters. We helped John Cassavetes get
started. I lent him my camera equipment
to shoot Skadows (1958). Through him, we
met Jean-Luc Godard. A lot of experi-
mental filmmakers also came by. In other
words, a lot of the American New Wave
film movement and the development of
cinema verite took place with all of us
interacting with each other.

Because I did such a good job on the
loops, Willard decided to let me help him
on his next project, Skyscraper (1959). He
had been trying for several years to keep
track of a building demolition and the
erection of the Tishman Building on the
same site. He had a lot of footage, some
of it very beautiful and some of it very
boring, and he didn’t know what to do
with it. He asked if I would take a look.
The thing that first interested me was
that it was 35mm, and I had never done
a 35mm movie. Some of the photogra-
phy was absolutely gorgeous. I decided
that I could make it into a musical com-
edy; I had always wanted to make one.

I fooled around with a lot of dumb ideas
and finally came up with the idea that
the workers who built the building would

» It was really important to
me to try to solve the problem
of the disembodied God-like
voice that was the narration

style in the 1950s. «

to me to try to solve the problem of the
disembodied God-like voice that was the

narration style in the 1950s. It made them
all seem pretentious. I got Teo Maceroto
do the music, and Johnny White, an ac-
tor-writer-friend of mine, did the dialogue
and lyrics with me. While I was editing.
Skyscraper, 1 would be sitting at my
moviola putting a sequence together when
I would suddenly come across a shot of
reflections in the skyscraper windows,
and I thought that would make a good
sequence. So one of the filmmakers would
go out with a roll of film and make some
reflections, and if he still had some film
left, he would take something else. I would
look at that, and I'd say, “Oh, that’s great.”
It was really handmade movies, made in
the editing process of bits and pieces.
Skyscraper took prizes everywhere. It
started off at the Venice Film Festival, and
it got first prize for a short film. Thorold
Dickinson, who was at the United Na-
tions, was on the jury. In fact, that’s how
I came to do A Scary Time (1960) for the
U.N. [Dickinson, a British documenta-
ry and dramatic filmmaker, headed the
United Nations Office of Public Infor-
mation from 1956 to 1960. In his job, he
supervised documentaries for the U.N|]
When I did 4 Scary Time, Ilearned how to
shoot dramatic scenes, like mommy and

them good-night, so that it looked real
and would cut in successfully with docu-
mentary footage. No big deal, but it was
a start. After making A Scary Time 1 was
getting clearer and clearer that I wanted
to make dramatic films. Skyscraper proved
that I could take what seemed to be a doc-
umentary subject and, by theatricalizing
the shooting and editing style, make
a musical that is really entertaining.

s Is it inverted snobbism of some kind

on my part, or some sort ofa dishoncelgty_ in
approach? Because it is some contra }11ct10n. .
to saying that you want to do a film that \1/<v1
be helpful to a situation, such_as the Blac
and wﬁite problem in the Umted States, y
and certainly [The] Connection, [The] Cool Wo}: ,
and [Portrait of | Jason dealt very much wit
this problem, and I feel myself it is th(_é great
probI]Jem of our time, the race-or—racism
everywhere, not only in the United States,’
but if I believe this to be true, hov_v, come T've
done a film that has limited who it’s going
seen by? «
El(—)hle)Cinterviez,velr asks if she can answer h.er
own question. She blurts out in frustration,

» I'm dishonest about it in some way! «

_J
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» To make the infiniteness of re-

ality exciting and meaningful is
unquestionably an artistic pro-
cess. Reality—as close as we can
come to it—is rarely seen on the
screen, but when reality is seen
it is strongly felt. This quest for
reality is not the only definition
of cinematic art; it is simply the
way in which I personall have
worked. Art may be inci,eﬁna-
ble, but for me it is important
to do something significant. It
needs a form which grows from
its subject and its time, and the
artist must do it in the strongest
way possible. «!

LIONEL ROGOSIN

1 “Interpreting Reality (Notes on the Esthetics
and Practices of Improvisational Acting)”,
Film Culture, 21, (1960).
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FILM AS A MEANS TO AWARENESS, DIALOGUE,
AND PROTEST: THE INDEPENDENT WORK

OF LIONEL ROGOSIN
MILAN HAIN

“Art may be indefinable, but for me it is
important to do something significant.
The form must grow from the subject
matter and from our times.

The artist must be engaged in his times
in the strongest way possible.”!

During the collapse of the Hollywood
studio system in the 1950s and long be-
fore the advent of the “New Hollywood”
or “Hollywood Renaissance”, the first tru-
ly independent film movement was born
in the USA. “Independent” here does
not refer to avant-garde or experimental
cinema, which already had a long tradi-
tion at that time, but to films with stories
made outside the traditional production
machinery. They followed the example
of neorealism and other foreign influenc-
es by attempting to spice up fiction with
amore explicit link to contemporary real-
ity. Sidney Meyers, Morris Engel, Shirley
Clarke, John Cassavetes, and Lionel Ro-
gosin made films with minimal resources
about people on the margins of society
who had been largely ignored by main-
stream filmmaking.

Rogosin was born on January 22,
1924, in New York City. As the son of
a wealthy textile merchant, he could
choose alife of carefree luxury. His studies
at Yale University in chemical engineering
were to have prepared him to slide into
his father’s company and later take over
its management. But the political develop-
ments of the world in the 1940s sent him
in a different direction. Rogosin served in
the U.S. Navy during the war, and in the
late 1940s, he traveled through Europe,

Israel, and Africa. His experiences awak-
ened in him a strong social conscious-
ness. Until the end of his life, he spoke
out strongly against fascism, racism, and
the threat of another global conflict.

To articulate and share his political
positions with the public, Rogosin learned
to use a 16 mm camera. His dream was to
make a film denouncing apartheid, expe-
rienced firsthand during a visit to South
Africa. Two other films laid the path, the-
matically similar but set in different en-
vironments. Influenced by the creative
method of Robert J. Flaherty, whose films
such as Nanook of the North (1922) and Man
of Aran (1934) combined a preoccupation
with reality with formal staging, Rogosin
made his debut film On the Bowery (1956),
set in the infamous slums of New York.

The film walks a blurred line between
documentary and fiction: the story un-
folds according to a pre-determined
script, but the protagonists play them-
selves. “My [Rogosin’s| aim was to induce
the actors to add their own experience,
poetry, and understanding to my bare
outline, thus giving flesh and substance to
the structure of my brief, intense period of
observation of their lives and problems.”?

The story’s protagonist, Ray, aged
about 40, struggles to escape a difficult
life situation: with no home or stable job,
his only security is alcohol. Rogosin cap-
tures his and similarly afflicted existences
in an observational manner in their natu-
ral environment of shacks, cheap hostels,
and back alleys, where danger threatens
anyone with a few pennies in their pock-
ets. The film unfolds slowly and refuses
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to demonize or glamorize its subjects. In
the end, Ray gets a chance to break out
of the endless cycle of despair, but those
around him are skeptical of his prospects.

Due to its subject matter and treat-
ment, On the Bowery was only shown in

unlike men, they face the threat of sexual
abuse (from both white and black men).

Rogosin shot the film without profes-
sional actors and only semi-legally with
the help of a hidden camera. Apart from
spotlighting racism, the film’s value lies in
its documentary approach to capturing

» A review in Motion Picture Daily said, Jlife on the streets of Johannesburg

“This film, which is in the realistic
tradition and has the stuff

and in the countryside—we see people
at work and play. But if On the Bow-

of life itself in it, is Crhaps too grim, ery offered an ambivalent conclusion,
baldly factual, and boldly unsparing  |Come Back, Africa ends in utter disillu-

for general audiences. It 1s certainly

not entertainment in the accepted
sense.” «

sionment: Zacharias not only fails to
find a way to earn a living but also
loses his wife, who was brutally mur-

J

Motion Picture Daily said, “This film, which
is in the realistic tradition and has the
stuff of life itself in it, is perhaps too grim,
baldly factual, and boldly unsparing for
general audiences. It is certainly not enter-
tainment in the accepted sense.”3 But the
reviews were mostly positive, and Rogosin
won an award at the Venice International
Film Festival and was nominated for an
Oscar in the Best Documentary category.

After finishing Out (1957), a short
film about the Hungarian refugee crisis
for the United Nations, Rogosin finally
embarked on his dream project in South
Africa. The docudrama Come Back, Afri-
ca (1959) uses the story of an individual
to address a range of issues affecting the
black population. Zacharias, a young
South African, tries to find and keep
a job, but this proves impossible due to
nonsensical bureaucratic obstacles and
pervasive racism. The film mercilessly
shows how racial and social inequality
leads to desperate solutions—forced sep-
aration from family and ultimately to vi-
olence and crime. Moreover, the example
of Zacharias’ wife shows that life is far
more complicated for women because,

dered. Rogosin’s film was a success at
the Venice Film Festival and helped initi-
ate a nascent cycle of anti-apartheid films.

In the following decade, his produc-
tivity declined. He spent several years
gathering material for his third feature
film, Good Times, Wonderful Times (1965),
in which he provocatively combined two
levels: scenes from a London cocktail
party, where the discussions touch on
everything from war to armpit shaving, al-
ternate with often extremely brutal found
footage showing the suffering of adults
and children during the world wars while
documenting how the masses succumb
to the populist rhetoric of charismatic
leaders. This stridently anti-war film ac-
cuses the West, especially the idle elite,
of downplaying war and evil and of false
nostalgia for the “good old days”. With
his film essay, Rogosin wanted to awaken
society from its lethargy and alert it to
the threat of another bloody conflict and
global nuclear catastrophe.

After two shorts, How Do You Like
Them Bananas and Oysters 'R’ in Season (both
1966), Rogosin returned to the feature
film format with Black Roots (1970) and
Black Fantasy (1972), both reflections on the
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social situation of African Americans. The
latter was produced with significant input
from musician and civil rights activist Jim
Collier; his marriage to a white woman is
a particular focus. African Americans are
also prominent in Woodcutters of the Deep
South (1973), a film focusing on worker
exploitation by lumber corporations in
Mississippi and Alabama. Rogosin’s di-
rectorial career came to a close with Arab
Isracli Dialogue (1974), a 40-minute film in
which Israeli journalist Amos Kenan and
Palestinian poet Rashid Hussein debate
the tensions in the Middle East and pos-
sible solutions to the Israeli-Palestinian
conflict.

Rogosin had many other ideas—he
wanted to make films about Navajo Indi-
ans, Paul Gauguin, and police brutality
in New York. However, all his later films
were made under financial duress (often
with the help of European television sta-
tions) and by the late 1970s, he could no
longer raise the necessary capital. Around
the same time, he had to give up another
vital activity. In 1960, he became the op-
erator of an art house cinema on Bleeck-
er Street in Greenwich Village, which in
time became one of the centers of the
New York independent scene. It was here
that the group around Jonas Mekas met,
which adopted the name New American
Cinema as a gesture of defiance against
the established order. Rogosin ran the
cinema until 1974 when Sid Geffen took
over.

Lionel Rogosin had always lingered
on the periphery of the film industry, but
fortunately, he has not been forgotten. His
pioneering work in independent produc-
tion and exhibition has profoundly influ-
enced several generations of filmmakers,
from John Cassavetes to Martin Scorsese,
aregular at the Bleecker Street Cinema in

the 1960s. Since Rogosin’s death in 2000,
his son Michael has tended his legacy.
He founded Rogosin Heritage, which
aims to “restore, preserve and promote
the legacy and work of Lionel Rogosin”.
Michael is the author of documentaries
on the making and significance of most
of his father’s films and one of the ini-
tiators of a project to restore and make
them available in collaboration with the
renowned laboratory of the Cineteca di
Bologna. We can therefore look forward
to Rogosin’s politically engaged and high-
ly humanistic work continuing to stimu-
late the dialogue that is so essential today.

1 Quoted in Greg Merritt, Celluloid Mavericks:
A History of American Independent Film (New York:
Thunder’s Mouth Press, 2000), p. 154.

2 On the Bowery Press Kit, Milestone Films,
p- 6, accessed at: https://cdn.shopify.com/s/
files/1/0150/7896/files/OnTheBoweryPressKit.
pdf?1005.

3 On the Bowery, Motion Picture Daily, 5 April
1957, p. 5.
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ON THE BOWERY (1955-1956)

“Making On the Bowery taught me a meth-
od of molding reality into a form that
could touch the imagination of others.
The total reality of a community or a so-
ciety is so vast that any attempt to detail
its entirety would result in nothing more
than a meaningless catalogue of stale, fac-
tual representation a result which I call
‘documentary.” Flaherty’s great work has
no more to do with ‘documentary’ than
great poetry has to do with the factual
report of a sociologist.”

On The Bowery was the first of Lionel Ro-
gosin’s award-winning films, garnering
the Grand Prize for Documentary at the
1956 Venice Film Festival, the British
Award for Best Documentary and nomi-
nation for an Oscar® as best documentary.

From the beginning, Rogosin’s style
as an independent filmmaker was straight-
forward and compassionate. His films
were made “from the inside,” showing sub-
jects in their normal surroundings and al-
lowing them to speak in their own words.
By choosing ordinary people caught up
in universal problems—homelessness, al-
coholism, racial discrimination, war and
peace, labor strife, and poverty—Rogosin
made his points poignantly. Interestingly,
he chose the Bowery and its inhabitants
as his first subject—intending to reveal the
reality of people who were drinking away
their lives in an attempt to escape from it.

Using a lightweight Arriflex camera
and a tape-recorder, the three men began
to film.

“We had our framework of street
scenes but our outline didn’t include di-
alogue. Our intention was to improvise
which I didn’t know how to do but I dis-
covered the way on the set when I realized

Notes

that Gorman, Ray, and Frank had many
personal stories and anecdotes, which
they could easily recall. I began to real-
ize that as long as I stuck to the incidents
of their lives the dialogue would remain
believable and spontaneous. I had devel-
oped a method of improvised dialogue,
which I used in my future films.”

They discovered their main character,
a forty-year-old itinerant railroad worker
by the name of Ray Salyer, who had just
turned up on the Bowery after a drunken
weekend. Still fairly young looking but
weathered by the years, he was the perfect
combination—a man perpetually down on
his luck but not yet totally lost.

As Sufrin wrote: “Standing on a cor-
ner where the younger men looked for
aday’s work on passing trucks, we spotted
what looked like a perfect choice for one of
the main characters—physically he was all
that could be asked. When we approached
and talked to him, we were amazed and
delighted with the almost exact duplica-
tion of his own story to ours. If this seems
a little juvenile or naive, permit me to ex-
plain. It is one thing to ‘write’ a role and
then cast it—even with a non-professional.
It is quite another to give a man a specific
age, appearance, occupation, sectional or-
igin, a set of circumstances then to walk
to a street corner and say ‘that looks like
him’ and then discover that he is precisely
what you said, right down to the sum of
money (almost to a dollar) he earned and
threw away drinking.”

Citations are from Lionel Rogosin’s unpublished
memoirs, courtesy of Michael Rogosin.
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ON THE BOWERY
LOTTE H. EISNER

But the great surprise, the revelation of
the Seventh Festival of Documentary
and Short Films [Venice| has been On
the Bowery (USA), a realist narrative film
directed by Lionel Rogosin, a young di-
rector of notable talents. Here, the cam-
erawork, in the hands of Richard Bagley
(the director of The Vigil), does not yield
to the temptations of stylization. Rogosin
uses it to observe without self-conscious
artistry, implacably, without fear of hu-
man ugliness, this neighborhood of New
York hovels, the cobbles scattered with
old papers and rotting refuse, on which
vegetate alcoholics without hope, relics of
humanity. For this, his first film, Rogosin
lived with them for six months, and made
these creatures simply act out the mis-

» He has succeeded in
capturing, without scripted
dialogue, what they themselves
openly express. Thus the film
speaks with their language,
and without any artifice. «

succeeded in capturing, without scripted
dialogue, what they themselves openly
express. Thus the film speaks with their
language, and without any artifice. The
story is restricted to a small fact: chance
brings a man to the Bowery. He drinks,
loses his money and suitcase, and begins
to drift. He is given money to escape from
this inferno, but remains, to sink always
deeper. It is a courageous film, with fine
photography, confident direction, and
good editing.

Lotte H. Eisner, “Un uomo sulla Bowery,”
Cinema Nuovo, n. 89, 10 September 1956.
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COME BACK, AFRICA

After resigning from his family-owned
business at age 30, Rogosin had dreamed
of making films that would expose “what
people try to avoid seeing.” (Horizon
Magazine, March 1961). During the
production of On the Bowery, Rogosin im-
agined making a trilogy of films based
on racism in three different parts of the
world—the United States, South Africa,
and Asia. Come Back, Africa was to be the
first film in the series.

According to Rogosin in his memoirs:
“Anything remotely resembling fas-
cism had to be fought with all the energy
that one could possibly muster. It seems
remarkable how unfashionable this atti-
tude appears today. Particularly remark-
able considering that it was less than two
decades ago that the Nazi barbarians
nearly crushed civilization and made the
world a nightmare to live in... I felt some
desperate need to communicate to people
everywhere the disastrous effects of such
unchecked primitive behavior.”

Apartheid rule, a legal system of separa-
tion according to race, began in South
Africa in 1948. This system forced black
South Africans — who composed a ma-
jority of the population — into crowded
slums where they received poorer public
services than those provided to the white
minority. Lewis Nkosi, who helped to
write the script, wrote in his book Home
and Exile that

“For a black man to live in South Af-
rica in the second half of the twentieth
century and at the same time preserve his
sanity, he requires an enormous sense of
humor and a surrealistic kind of brutal
wit... these qualities seem to provide the

only means of defense against a spiritual
chaos and confusion which would rob any
man of his mental health.”

Rogosin and his wife Elinor arrived in
Cape Town, South Africa on May 29,
1957. At this time, 156 leaders of the Af
rican National Congress and its allies (in-
cluding Nelson Mandela) were on trial
for high treason. The trial would last the
entire time they were there. It should be
noted at that time in the United States,
these equal rights protestors were consid-
ered to be communist agitators and that
South Africa was an ally in the Cold War.

The Rogosins spent nine months pre-
paring and getting to know the people
and country. Rogosin trod carefully to
prepare his film knowing that any mis-
takes and contacts with the anti apart-
heid community would put his project
at risk. Early on, he secretly met Myrtle
and Marty Berman who were organizers
in the anti-apartheid movement. It was
an important connection as they began
to introduce him to the groups fighting
against apartheid.

During this time, Lionel and Elinor
toured the country, becoming accus-
tomed to the way of life in South Africa.
Through months of trying to gain the
proper visas and tourist permits, Rogosin
acquired a sense of the apartheid gov-
ernment’s sensitivity to anti-government
“conspiracies.” They were restricting an-
ything, like the film he wished to create,
that questioned their morality. Rogosin
learned to combat suspicion if aroused.
“The regime is far less aware of whom
the agent is than the agent is aware of
the regime,” he professed. At the same
time, visits around the country were at
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times perilous, especially with a young,
pregnant wife (with Michael, the first
of three boys), treacherous roads and
faulty cars. Traveling on Good Friday
evening on the Johannesburg-Durban
road, they suddenly saw a car from the
opposite lane try to pass and come right at
them. The crash was significant and they
were badly bruised with some bleeding.
It was many tense hours to get back to
Johannesburg before they were able to
get Elinor to a doctor the next day, tend
to their wounds and make sure she had
not suffered a miscarriage. Elinor con-
tinued to work on the film, most impor-
tantly as script girl (the person in charge

of continuity jotting down the details of
clothing, props, action and anything else
that would help match connecting scenes
shot sometimes days apart), and taking
stills, as well as preparing the breakfasts
and lunches for the cast and crew and
then helping to watch the rushes at night.
As she put it, “T was pregnant during most
of the filming, and other than the odd
contrast of my natural birth, breathing
classes and the daily duties as a script
girl on a subversive film, there were no
problems.”
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COME BACK, AFRICA AND SOUTH AFRICAN

FILM HISTORY'!
NTONGELA MASILELA

“The initial wonder that characterized
descriptions of pictures that moved on
a screen was very soon replaced in South
Africa by a comparative negligence on
the part of the Press. .. Interest in films as
historic documentary material was, with
most unfortunate results, very slight in
South Africa. As early as 1919... owing
to their low wage level, the provision of
special cinemas for non-Europeans could
not be contemplated for many years.”?

In South Africa economics is directly
determinant. The evolution, structure
and ideological complications of South
African cinema begin in the context of
the history and social contradictions that
developed as aresult of the mining revolu-
tion. This revolution in South African eco-
nomic history occurred following the dis-
covery of diamonds and gold in the 1860s
and 1880s in Kimberly and Johannesburg
respectively. The effect of this discovery
was the industrialization of the country
through the mining industry, and it had
consequences nationally and internation-
ally. Internationally, it facilitated British
national capital’s deeper penetration into
the country, where British exploitative
ventures continue today protected by con-
servative ideology.

The first serious theoretical formu-
lations of the ideology and philosophy
of apartheid, which has had horrendous
consequences on South African film cul-
ture, found expression in mining publi-
cations. Apartheid ideology completely
shaped the structure of South African
films. From the moment of its emergence,
South African cinema has been obsessed

with the ideology of apartheid — not in
opposition to it but rather attempting to
imprint it on the historical imagination
and consciousness of black people (Afri-
cans, Indians and so-called Coloureds).
In contrast, South African cinema in exile
has contested such an imposition of cul-
tural hegemony.

Although films were shown on a per-
manent basis in the country from about
1909 on, the first film was shown in
Johannesburg, Monday, May 11, 1896.
The cultural formation of the audiences
for early films had been prepared for
indirectly by the mining industry. The
cinema audience in mining compounds
consisted of two large groups: a black
peasantry in the process of being prole-
tarianized into mineworkers, and white
agricultural workers in the process of
being transformed into an industrial
proletariat. Miners had previously been
entertained through the musical hall art
forms. Film now destroyed the previ-
ous art forms and colonized that cultural
space. Many immigrants also constitut-
ed a large portion of the audience, es-
pecially Jews from Eastern Europe flee-
ing constant pogroms who had come
to South Africa seeking fortunes in the
mining industry. In the major towns, the
emerging white middle class patronized
film; some of their wealth came from the
developing manufacturing industries,
industries which were given impetus by
the diversification of expanding mining
capital. In other words, it was the min-
ing industry which gave impetus to the

development of film culture in South
Africa.
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The mining revolution also led to the
outbreak of a modern imperialist war
in Africa. It was modern in the sense
that it was not over land and territo-
ry but rather over who controlled the
State and industrialization processes.
The Boer War of 1899-1901 between
British imperial interests and Boer (Af
rikaans) national interests provides the
historical context in which perhaps for
the first time South African propagan-
da films were made. Major British film
companies (British Mutoscope and Bio-
graph Co., RW. Paul, and the Warwick
Trading Company) and various other
companies (Pathé, Gaumont, Gibbons,
Edison and others) were at the center of
this propaganda warfare. As Elizabeth
Grottle Strebel, social historian of films,
writes, the British film companies were
merely interested in perpetuating “the
myths and symbols of British imperialist
iconography.” Two kinds of films were
made during this imperialist war: raw
documentary films and staged propa-
ganda films. As Strebel continues, these
anti-Boer propaganda films had the same
preoccupations as those present at the
birth of cinema: the realism of Lumicre
and the magic of Mélies.

The ideology of apartheid dictated
that there should be separate and distinct
cinemas for the “different” public spheres
in South Africa. In this way we have
a cinema which can best be designated
as apartheid black cinema. It was founded
in 1920 on the suggestion of a U.S. pas-
tor, Ray Phillips of the American Board
of Missions. Black apartheid cinema was
originally directed at the African pub-
lic sphere in the mining compounds; it
had the intent of “sublimating criminal
tendencies.” The Chamber of Mines and
the Municipal Native Affairs Department

took an interest in developing this kind of
cinema. With time the apartheid govern-
ment was to fund it extensively through
various ministerial departments.

Apartheid black cinema is made by
white South Africans (directors, camera-
men, editors, etc.) on the basis of the dom-
inant ideology of apartheid and fed to the
black public sphere. With the passage of
time, it has extended its diabolical tenta-
cles from mining compounds to black ur-
ban areas and Bantustans (Homelands).
While the production side has been ab-
solutely controlled by whites, who reap
enormous profits, the performers are usu-
ally Africans. Recently, Africans have also
entered the production side. These films
are usually made in the Zulu language.
The specific aim of apartheid black cine-
ma is to corrupt and demobilize the his-
torical and political imagination of black
people. Such a cinema reveals another
way in which the ideology of apartheid
has spelled mediocrity and disaster for
South African cinema.

Parallel with this making of apart-
heid black cinema was the making of Af
rikaans-language cinema. On the whole,
the structure of films in this tradition,
as Keyan Tomaselli has convincingly ar-
gued, depends on a dialectic of insider
versus outsider. According to Tomaselli,
the fact that the gold mining industry was
dominated by British imperial interests
against Afrikaaner national interests, the
theme of xenophobia pervades this cine-
ma. With time, xenophobia became pro-
jected against blacks. Originating in the
economic sphere (white versus white), this
xenophobia moved to the political plane
(white against black), where it remains.
In its essentials, xenophobia was part of
the ideological shield of Afrikaanerdom
(white nationalism).
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In contrast, thirty years ago a film
was shot secretly in South Africa which,
with the passage of time, has prefigured
what an authentic national cinema in our
country could possibly be. COME BACK,
AFRICA, by the independent U.S. film
director, Lionel Rogosin, is undoubtedly
the highest achievement of film culture
in South Africa. The film was banned in
1959. It was indeed a momentous occa-
sion on May 1, 1988, when Rogosin’s film
made its first public appearance in our
troubled country.

(“A HEROIC FILM! A film of |

terrible beauty, of the ongomg
life it capture and of the spirit
embodied by Rogosin and his
fellow artists. .. Like On the Bow-
ery, Come Back, Africa was meant to
look directly at life lived under
intolerable conditions, but it is
also a precious record of a time
gone by — in fact, the area where
Rogosin filmed was in the pro-
cess of being leveled. The musi-
cal culture of the townships at
this time was completely new
to most of us around the world

— the Kwela, or penny whistle,
street musicians; the gumboot
dancing; and most of all the elec-
trifying appearance of Miriam
Makeba singing ‘Into Yam.
This picture opened the eyes of
many people to Apartheid — my-
self included.”

MARTIN SCORSESE

1 From Jump Cut, no. 36, May 1991, pp. 61-65.
Copyright Jump Cut: A Review of Contemporary Media,
1991, 2006.

2 Thelma Gutsche, The History and Social
Significance of Motion Pictures in South Africa:

1895—1940.
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COME BACK, AFRICA

“IACCUSE...I” THE APARTHEID SYSTEM
FRANCOIS BOVIER AND CEDRIC FLUCKIGER

Come Back, Africa (1959), Lionel Rogosin’s sec-
ond feature film (following On the Bowery,
1956), is one of the first films to openly
denounce apartheid in South Africa (insti-
tutionalised since 1948, and prefigured by
discriminatory colonial laws established in
the 1910s). The director and his wife Elinor
stayed in Johannesburg for this project from
May 1957; the film was shot over a period of
four months in 1958 in quasi-clandestinity,
Rogosin pretending to the authorities that
he was making a documentary on music
and living traditions, or an adaptation of
Deneys Reitz’s memoirs on the Boer War.
The resulting activist film was made pos-
sible by a network of anti-apartheid sup-
porters headed by the editorial team of
Drum—a magazine founded in 1951 that
favoured both sensationalism (jazz culture,
gang and crime scene reporting, celebrity
portraits and pin-up photos) and investi-
gative journalism, denouncing prison and
rural life conditions, distinguishing itself by
its committed photojournalism.

William ‘Bloke’ Modisane, activist,
writer, member of the African Theater
Workshop, jazz critic, Drum journalist and
co-writer of Come Back, Africa, described Ro-
gosin’s film project in his autobiography,
published in 1963:

“Come Back, Africa is the first authentic
cinematic record of the system of apartheid
in South Africa. [...] Lionel Rogosin dug
deep to find his story, penetrated the squal-
or of the locations to feel the heartbeat of
the Africans. He went to the shebeen, the
illicit drinking dens, and listened as his
subjects spoke, sometimes with bitterness
and at times with humour, about the injus-
tice, the misery, the poverty that marked

their lives. [...] By the time he was ready to
shoot his film, we had conditioned him to
see black, to feel black and to react black.”

Alternating between a tone of obser-
vation, harsh criticism and empathy with
its characters, Come Back, Africa exposes the
workings of apartheid through the life of
a man forced to leave the countryside to
seck work in Johannesburg (who becomes
in turn a miner, a domestic servant, a ga-
rage worker, a waiter, and a road worker).
Explicitly rejecting the ‘progressive’ view-
point of white liberals and any temptation
to retreat to an agrarian traditionalism ‘un-
tainted’ by the urban environment, this
film can be seen as a response to Alan Pa-
ton’s novel Cry, the Beloved Country, adapted
into a film by Zoltan Korda in 1951, with
Canada Lee and Sidney Poitier as the lead
actors. Whether this novel served as a point
of reference or as a foil for Rogosin’s film,
one fact remains unchallenged. Come Back,
Africa is based on a screenplay written by
Lionel Rogosin, Wiliam ‘Bloke’ Modisane
and Lewis Nkosi (a writer and journalist
who joined Drum in 1957), the latter two
of whom criticise the liberal viewpoint of
Alan Paton’s novel in the informal, off-the-
cuff discussion in the speakeasy at the end
of the film. As he claims in a filmed inter-
view, Rogosin had said to Lewis Nkosi and
Bloke Modisane:

“Listen guys, you have to help me write
this script. This is your film, this is your
story. I am just your media.”

In six hours, Nkosi, Modisane and Ro-
gosin wrote the outline of the film, which
was further developed during working
sessions in Rogosin and his wife’s flat in

Johannesburg.
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GOOD TIMES,
WONDERFUL TIMES
MICHAEL ROGOSIN

With profound humanity and striking im-
ages Rogosin’s third film Good Times, Won-
derful Times may be considered a pivotal
work in his filmmaking. It is a departure
from the neorealist and Flahertian influ-
ence of On The Bowery and Come Back Africa
in his search for a “new form”, with the
participation of avantgarde actors like
Molly Parkin. Inspired by a deep sense
of the danger of nuclear annihilation|
and the horrors of war, Rogosin traveled
the world to gather rare undiscovered|
footage in the early 1960s. Brilliantly|
contrasting these images in all their

BLACK ROOTS
ANDREA MENEGHELLI

“As with his previous films, Rogosin does
not depend on preconceived ideas but
reinvents the form of his cinema with
the conviction that every piece of work
is a kind of unique organism, nourished
by particular places, people, and stories.

» What remains unchanged is
his need to take cinema into the
deeﬁ)est folds of the contemporary
wor

the fascist, repressive, and
destructive drifting of our social
lives. «

—to take a position against

J

brute power with a posh dinner party\
in London, it is a powerful orchestration
of moral issues that leaves each viewer
face to face with his own responsibilities.
Finishing the film in 1964 just as the Viet-
nam War was in full swing, Rogosin was
obliged to distribute it himself through
his company Impact Films in order to
get the film shown. It is estimated that
a million students saw the film as it was
shown around American Campuses and
Rogosin was proud to say that he felt he
helped to convince thousands of young
men to resist the war. This film of tremen-
dous power inspired by Hiroshima mon
amour pushes the use of historical images
to the extreme creating a chain reaction
resulting in an emotional explosion of
horror, awareness and hope.

take cinema into the deepest folds of the
contemporary world—to take a position
against the fascist, repressive, and destruc-
tive drifting of our social lives. Black Roots
gets a group of five African Americans
talking around a café table: among family
memories, observations about the pres-
ent, and the desire to reverse injustices
emerges a powerful picture of black pride,
anger, discouragement, mirth, combative-
ness, and beauty. As the characters are
all excellent musicians who put on long
improvised performances, the film is also
an occasion to hear the wonderful music
that thrives throughout American black
culture.”
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WOODCUTTERS
OF THE DEEP SOUTH
LIONEL ROGOSIN

In 1972 T heard a vague rumor from Fran-
cis Walters about a unique group that had
sprung up near Montgomery, Alabama.
It was an organization of black and white
sharecroppers who also cut down white
pine trees for the paper companies on
a freelance basis. Although historically
antagonistic to each other they somehow
joined together to form a cooperative. This
seemed to me to be the ideal subject to il-
lustrate the dynamics of black-and-white
hostility and a very creative attempt to over-
come that through mutual cooperation ...

The prime mover in this organiza-
tion was James Simmons, who could be
described as an independent, redneck
farmer of sharecropper origins ... The
woodcutters had an extremely difficult
struggle. They sold their production to the
paper companies under marginal condi-
tions. They financed their trucks and their
equipment through the companies similar
to the same old system of sharecropping,
so that after a few years their loans and
interest were exorbitant and were under
the nominal control of the companies due
to their indebtedness.

Simmons and a few other sharecrop-
pers decided to band together in order
to obtain more equitable conditions from
the companies, including life and acci-
dent insurance for this dangerous work.
It could have been the beginning of a new
era in the south. I went to Tuscaloosa to
meet James; I felt there was an important
film to be made. I made several trips to
Alabama in order to understand the oper-
ation of the Woodcutters Cooperative ...

I began to suspect that they were
FBI infiltrators. That was the time when

Of The Deep South

| ionel Rogosin

of Mississippi Through the eyes and minds of the worker]
g made. Poor and organizers who helped the woodcutter]
ple are trying  get started in this venture into self-help
Facism among Rogosin’s film reveals the basic needs and
a cooperative struggles encountered in the development o
nds of their  all social organization of this nature. (1973

and the pulp- Running time: 85 minutes Colo
Inalte e Rental: $75/$135
live their own Purchase: $750
homes, with
which provide
\ them wood- J

the FBI was heavily infiltrating the civ-
il rights movements and other leftwing
and radical organizations. Martin Luther
had been assassinated; many attempts
had been made on the life of Castro
... There was a connection between all
these events. There was a war going on all
over the globe, the Cold War, and these
events were some of its tentacles. In any
case, J. Edgar Hoover, the CIA and the
whole array of rightwing elements in Con-
gress and around the country eliminated
much genuine protest. It was a system;
it wasn’t totalitarian but it was destruc-
tive. It worked by media control, and es-
tablishment manipulation. It was a new
version of Fascism, which I then labelled
Madison Avenue Fascism. I feel sure it
led to the downfall of many progressive
institutions and the unraveling of the
democratic fabric of America.
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ARAB ISRAELI DIALOGUE
LIONEL ROGOSIN

In 1974 1 made Arab Israeli Dialogue, which
was a film about a subject that had long
been on my mind since I had long stand-
ing ties with Israel, going back to the
founding of the state in 1948. My father
had started a major textile operation there
in 1957 on my impetus and I had tried
to pull together a low-budget feature for
Israel’s tenth anniversary. When I was
living there in the early 60s, I became in-
volved with the peace activists associated
with the magazine New Outlook and started
working on a scenario for a film called
The Semites that was to trace Arab-Jewish
relations throughout history. I was once
again unable to finance the project, but
ten years later, an impassioned dinner-ta-
ble conversation in New York between my
two friends, Palestinian poet Rashid Hus-
sein and Israeli journalist Amos Kenan,
inspired me to make Arab Israeli Dialogue.

This film, shot in two afternoons and
edited in as many weeks, consists of an-
other spontaneous conversation between
Hussein and Kenan with some additional

footage that I had shot in Israel in 1953.
It was a very simple film, very crude, but
very honest and very different from what
was being made at the time. It was crit-
icized by extremists on both sides, yet
many people liked it because it was dif-
ferent. Public television gave it back to me
as if it were a bomb

» Public television gave

it back to me as if it were

a bomb. «
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BEFORE BABEL

FILM CONVERSATION BETWEEN
ARTAVAZD PELECHIAN AND JEAN-LUC GODARD

“On the periphery of the official and
commercial circuits, a network based on
complicity and admiration has led to Pe-
lechian’s films being discovered, little by
little, in the West. Jean-Luc Godard was
one of the first and still one of the most
enthusiastic defenders of his work. The
Armenian’s journey to Paris provided an
opportunity to suggest that they meet.
They talked about art and science, moral-
ity and politics, show business and infor-
mation. In short, they talked about film.”1

Jean-Luc Godard: What conditions have
you worked under?

Artavazd Pelechian: I've made all my
films in Armenia, but often with help
from Moscow. I don’t want to praise
the old system, but I wouldn’t com-
plain about it either. At least they had
the VGIK (Cinematic Institute), which
provided excellent training. We learned
about cinema not just in the Soviet Un-
ion but all over the world and everyone
then had an opportunity to find his or
her own voice. I don’t want to make
the system responsible for the fact that
I have made so few films; let’s just say
that I had some personal problems. I still
don’t know what is going to happen in
the new situation. I hope I will be able
to go on working; there are always prob-
lems, as there are in France as well, prob-
lems relating to production and to the
relationships between people. Until now,
the biggest problem has been the poor
distribution of my films.

JLG: I discovered them because they
were shown at the festival of documenta-
ry films at Nyons, a few kilometres from

where I live. Freddy Buache, the direc-
tor of the Cinématheque de Lausanne,
applied the “Soviet method” to them for
making copies: he made a copy of them
during the night and showed it to us—to
Anne-Marie Mieville and me. They made
an enormous impression on me, but quite
different to the films of Paradjanov, who
seems to me close to the tradition of
Persian carpet making and to literature.
Your films, it seemed to me, could only
come out of cinematic traditions. As if
the work of Eisenstein, Dovzhenko and
Vertov had managed to go on and make
an impression something like certain films
of Flaherty or certain documentaries of
the Cuban film-maker Santiago Alvarez.
A type of film both traditional and origi-
nal, completely outside America, which is
very strong in world cinema. Even Rome,
an open city, owes something to America.
When there is an occupation, the problem
of resistance comes up and how to resist.
When I saw your films I had the impres-
sion that, whatever defects the so-called
socialist system may have, at one time
certain powerful personalities succeeded
in thinking differently. Probably that’s go-
ing to change. As far as I'm concerned,
being a critic of reality and of the means
used to represent it, I rediscovered the
technique that Russian film-makers used
to call montage. Montage in a deep sense,
in the sense in which Eisenstein called El
Greco the great montage artist of Toledo.
AP: It’s difficult to talk about montage.
That is certainly the wrong word. Perhaps
one has to say “the system of order”. To
cast light, beyond the technical aspect,
on reflecting the depths.
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JLG: What is the Russian word for mon-
tage? Isn’t there one?

AP: Yes, montaj.

JLG: Because for “image”, for example,
there are two words in Russian. That’s use-
ful. It would be interesting to make a dic-
tionary of cinematographic terms in each
country. The Americans have two words:
“cutting” and “editing” (related to the
people called “editors”, who are not the
same as an “éditeur” in the French senses
of the word, who is more like a “produc-
er”). The words don’t refer to the same
things, and they don’t come back to the
same idea as “montage”.

AP: We are having difficulties in talk-
ing because of the problem of termi-
nology. There is the same problem with
the word “documentaire” (documenta-
ry). In French you talk about a “fiction
film”, while in Russian we call it “an ar-
tistic film”. Whereas all films could be
artistic in French. There are also two
other expressions in Russian, meaning
literally “played film” and “non-played
film” (“le cinéma joué” et le “cinéma non
joué”—a year after this conversation took
place Godard would make the short video
Les enfants jouent a la Russie—Ed.)

JLG: That’s a bit like the Americans, who
talk about a “feature film” when it is fic-
tion. “Feature” means characteristics of
a face, physiognomy, which goes back
to the appearance of the stars. There is
a lot that needs understanding about
these things, such as the fact that for
the French “copie standard” (the copy
in which the sound and the visual image
are combined), the English say “married
print”, the Americans “answer print”,
the Italians “copia campione” (first-rate
copy)—and that comes from the times
of Mussolini. But the misunderstanding
about documentaire/documentary is one

of the most serious. These days, the dif-
ference between documentary and fiction,
between a documentary film and a com-
mercial film, even if it’s called artistic, is
that the documentary has a moral attitude
that does not apply to the feature film.
The “New Wave” always mixed up the
two; we always said that Rouch was so
fascinating because he made fiction with
the force of documentary and that Renoir
was too, because he made documentaries
with the force of fiction.

AP: It is no longer a problem of direction.
Flaherty is often thought to be a docu-
mentary film-maker.

JLG: Oh, certainly. He's a documentary
film-maker who directed everything and
everybody. Nanouk, Man of Aran, Louisiana
Story—every shot has been carefully direct-
ed. When Wiseman made a film about big
department stores, The Store, he observed
the direction and fiction of the depart-
ment stores themselves.

AP: For the same reasons, I have never
even asked about working in the frame-
work of a film or television studio. I have
tried to find a place where I could film
in peace. Sometimes that happened to
be for TV. What is important is being
able to speak one’s own language, the
language of film. Sometimes people say
that film is a synthesis of other art forms;
I don’t think that’s true. In my view, it
started at the Tower of Babel, where the
division into different languages began.
For technical reasons it first appeared af-
ter the other art forms, but in its nature it
precedes them. I try to make pure cinema,
owing nothing to the other arts. I look
for a setting that may create an emotional
magnetic field around it.

JLG: Being something of a pessimist,
I see the end of things before their be-
ginning. For me, cinema is the last
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manifestation of art, which is a Western
idea. Great painting has vanished, great
novels have vanished. Cinema was, if
you like, a language before Babel, which
everyone understood without needing to
learn it. Mozart played to princes, the
peasants weren't listening, whereas Chap-
lin played for everybody. The film-mak-
ers went in search of the foundations of
what is unique about film, and this kind
of search is, yet again, something very oc-
cidental. It is montage. They talked about
it a great deal, especially during times of
change. In the twentieth century the big-
gest change of all was the transformation
of the Russian Empire into the USSR;
logically, it was the Russians who made
the greatest progress in that search, sim-
ply because with the revolution society
was itself making a montage of before
and after.

AP: Film relies on three factors: space,
time and real movement. These three ele-
ments exist in nature, but among the arts
it is only cinema that rediscovers them.
Thanks to them it is possible to find the se-
cret movement of matter. I am convinced
that film is able to speak the languages
of philosophy, science and art, all at the
same time. Perhaps this is the unity that
the ancient world was seeking.

JLG: One finds the same thing when one
reflects on the history of the idea of pro-
jection, as it was born and evolved until
it was applied technically in projection
equipment. The Greeks imagined the
principle in the famous cave of Plato. This
Western idea, which was not envisaged by
Buddhists, nor by the Aztecs, took form in
Christianity, which is based on the hope
of something larger. Later it took a prac-
tical form among mathematicians, who
invented—again in the West—descriptive
geometry. Pascal worked hard at it, again

with a religious, mystic after-thought,
elaborating his thoughts about cones. The
cone is the idea of projection. Later we
find Jean-Victor Poncelet, a scholar and
officer in Napoleon’s army. He was im-
prisoned in Russia, and it was there that
he conceived his treatise on the projective
properties of shapes, which is the basis of
modern theory on this matter. It was not
by chance that he made this discovery
in prison. He had a wall in front of him,
and he did what all prisoners did: he pro-
jected onto it. An urge to escape. Being
a mathematician he expressed himself in
equations. At the end of the nineteenth
century came the means of technical re-
alization. One of the more interesting
aspects is that at that time sound movies
were ready to go. Edison came to Paris
to present a method using a disk synchro-
nized with the visual tape. That was the
same principle as that of today in certain
studios where a compact disk is coupled
with the film to create numerical /digital
sound. And that went on! With imperfec-
tions, like other images, but it went on and
was able to improve the technique. But
people didn’t want it. The public wanted
silent cinema; they wanted to see.

AP: When sound finally arrived, at the
end of the twenties, the great film-makers,
such as Griffith, Chaplin and Eisenstein,
were afraid of it. They felt that sound
represented a step backwards. They were
not wrong, but not for the reasons they
imagined: sound did not interfere with
montage, it came to replace the image.
JLG: The technology of the talkies arrived
at the same time as the rise of fascism in
Europe, which was also the time when the
speaker had arrived. Hitler was a great
speaker, and so were Mussolini, Church-
ill, de Gaulle and Stalin. The talkie was
the triumph of the theatrical scenario over
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the language that you have been speaking
about, the language that existed before
the curse of Babel.

AP: To recover that language I use what
I call absent images. I think you can hear
the images and see the sound. In my films
the image is situated next to the sound
and the sound next to the image. The-
ses exchanges bring about a result that
is different from the montage in the time
of silent films, or, better, of “non-talking”
films.

JLG: Today, image and sound are grow-

ing further and further apart; one is more
aware of television. The image on the one
hand and the sound on the other, and
there is no longer a healthy and real as-

sociation of one with the other. They are
merely political reports. That is why in
all countries in the world television is in
the hands of politics. And now politics
is working at creating a new type of im-
age (so-called high definition), a form no-
body needs at present. It is the first time
that political powers have bothered to

say: you will see the images in this film
and through this window. An image
that would otherwise have the form of
a small basement window, one of those
little things at pavement level also has the
form of a chequebook.

AP: Twonder what television has given us.
It can eliminate distance, but only the cin-
ema is able to defeat time, due to the mon-
tage technique. This germ of time—the
cinema can go through it. But it moved
further along that path before the talkie.
No doubt because man is greater than
language, greater than words. I believe
in man more than in his language.

2 April 1992

1 Jean-Michel Frodon
Originally published in Le Monde.
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FASCINATIONS: PROGRESS
ANDREA SLOVAKOVA

This year’s—the ninth—edition of the Fas-
cinations retrospective section is dedicat-
ed to the theme of Progress and its rep-
resentation in films from the beginnings
of cinema to the present. The abstractly
defined theme is represented in the indi-
vidual films in various literal and meta-
phorical terms.

« ” i of
» ‘Progress’ appears here as
the idea of development and
the realisation of novelty, but
also as an artistic practice, or
a set of such practices, such
as experimental approaches,
trying out ways of expression
that are different from the
existing methods, which
do not take the means of
expression as a certainty or as
a craft support, but instead
play with them, or use them

to tell a new story. «
\ Y,

development and the realisation of novel-
ty, but also as an artistic practice, or a set
of such practices, such as experimental
approaches, trying out ways of expres-
sion that are different from the existing
methods, which do not take the means
of expression as a certainty or as a craft
support, but instead play with them, or
use them to tell a new story.

The time-anchored contents depict
contemporary ideas of progress in in-
dustrialization, electrification, construc-
tion, and automation. The city symphony
was the genre that in the 1920s wove the
celebration of social progress associated
with the hustle and bustle of the city into
its thematic basis and stylistic approach.

Many of the films in this genre (proba-
bly the most famous Berlin, Symphony of the
City /Walter Ruttmann, Germany, 1927/,
the iconic Fust a Clock /Alberto Cavalcan-
ti, France, 1926/, the multi-layered essay,
which can also be classified as a city sym-
phony, The Man with a Movie Camera /Dziga
Vertov, 1929/ or the lesser-known Japanese
masterpiece Machi /Shigeji Ogino, 1930/)
have already been shown at Jihlava; in
this retrospective, therefore, we will focus
on an American contribution to the genre,
Manhatta (Paul Strand, Charles Sheeler,
1921). An example of how the achieve-
ments of industrialisation were combined
with the exploration of film’s material
properties is the Czechoslovak film Svétlo
pronikd tmou (Light Penetrating Darkness,
Otakar Vavra, 1930). In this work, we
can see a combination of all three levels:
experimentation with light as one of the
basic building blocks of the film’s crea-
tion, the depiction of light objects as an
expression of the use of electricity in the
urban microworlds of modern times, and
the rhythmic compositions of light traces
as an opportunity to see abstract beauty
in the documentary world in both visual
and temporal terms. From today’s per-
spective, the aestheticized depiction of
mining equipment (Qil—A Symphony in Mo-
tion, M.G. MacPherson, USA, 1933) is
obsolete—but it is also an essential per-
spective, reflecting how progress was per-
ceived at the time, which also allows us to
sense changes in thinking in the discourse
of novelty, reading what is a beneficial
social and cultural development. A fre-
quent motif of the avant-gardist’s favour-
ite celebration of movement and speed
was the development of transport, both
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public and individual, especially in con-
nection with the pace of life in the city.
It is interesting to see a film depicting
the New York subway as carly as 1905
(Interior New York Subway, 14th Street to 42nd
Street, Gottfried Wilhelm Bitzer). How-
ever, from its formal form (more or less
topical), we can see that the avant-garde
of the 1920s, working with movement in
a deliberately rhythmic, compositional
way, was still far away during this time.
The retrospective also includes films that
presented themselves as aesthetic innova-
tions—Rose Hobart (Joseph Cornell, USA,
1936) was a surrealist film that sparked
heated discussions about the originality
of the material, the playing with mean-
ings, and (over)interpretation.

As usual in these thematic retrospec-
tives, iconic works of avant-garde film
history (such as Pacific 231, Jean Mitry,
France, 1949; Christmas U.S.A., Greg-
ory Markopoulos, USA, 1949) stand
side-by-side with little-known or rarely
mentioned films (such as Velocita, Tina
Cordero, Guido Martina, Pippo Oriani,
Italy, 1930, or Learned Spontancous Move-
ments, Doéra Maurer, Hungary, 1973), as
well as works by well-known names and
unknown authors. Classics such as Glass
(1958) by Dutch film essayist Bert Haan-
stra and Science Friction (1959) by American

found footage master Stan VanDerBeck
or Europa (Poland, 1931), from the Polish
animators the Themersons, are comple-
mented by names from the USA and Fin-
land, Italy, and the Netherlands, as well
as artists from the visual arts (Hungarian
Déra Maurér) or filmmakers of various
professions—for example, the Slovenian
editor Slavko Vorkapich (here Abstract Ex-
periment in Kodachrome, USA, 1940/50), the
author of several remarkable avant-garde
films from the first half of the 20th cen-
tury.

The elaboration of this theme holds
ameta-position in the overall programme—
it is a contribution or an incentive to re-
flect on what experimental film means
in today’s context, what role the search
for new or innovative ways of using tech-
nology, working with expressive means,
or problematizing the medium plays in
its definition, even at the level of style,
without any relation to the theme, and
what the significance of including works
in which the use of specific practices is
repeated is, but with regard to the content
that updates these practices. The curato-
rial concepts of Ji.hlava remain open to
approaches that include creative methods
that filmmakers have repeatedly tested as
a field of practices updated by content,
time and cultural context.
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GENERATION NINE—ZERO

MICHAEL BIELICKY AND THE BEGINNINGS

OF CZECH VIDEO ART
MARTIN BLAZICEK

Czech video art of the 1990s brought to-
gether two distinct groups of artists who
approached the new medium from differ-
ent perspectives. The first of them was the
generationally older collective around the
video branch of the Czech Artists’ Union,
which included Radek Pilaf, Petr Skal

the 1990s, this approach was quite differ-
ent from the contemporary understand-
ing of video art in this country. The local
video discipline instead adhered to the
concept of an artistic kinetic tool, a kind
of multimedia continuation of painting.

and Véra Geislerova, among others » For Biclick}'l, cosmopolitan
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This group was the driving force be{ influences were complemented by
hind the teaching of new media at the] an interest in the traditions of our
Film and TV School of the Academy| multimedia theater in the form of
of Performing Arts in Prague and, Laterna Magika and Kinoautomat

thanks to Pilai, initially also at the| as well as in the mystical and
Faculty of Fine Arts of the Brno Uni{ kabbalistic traditions of medieval
versity of Technology. However, artists Prague. «

coming from abroad brought different >
perspectives to the Czech milieu. Woody
Vasulka became a key figure for Brno, and
in 1990 Michael Bielicky co-founded the
school of new media at the Academy of
Fine Arts in Prague, which he then led
until 2006.

Bielicky arrived in our milieu at a time
when his own artistic career was already
taking off—particularly abroad. He grad-
uated from the academy in Disseldorf,
where he was most strongly influenced
by Nam June Paik, in whose studio he
studied, even briefly serving as Paik’s as-
sistant, and indirectly by Joseph Beuys
and Vilém Flusser, to whom he dedicated
his early videos. He was an artist who was
rooted in the Anglo-American conception
of new media as a cultural-communica-
tion platform, sometimes encompassed
by the term expanded cinema. From this
springs a certain freedom with which he
combined the medium of video with ob-
jects, performances, and environments. In

were complemented by an interest in the
traditions of our multimedia theater in
the form of Laterna Magika and Kino-
automat as well as in the mystical and
kabbalistic traditions of medieval Prague.
Having found his own artistic language
after a series of formal studies in the mid-
1980s, he began working on large-scale,
immersive video installations in which
the mystical interpretations of databases
and archives played a central role. One
of the most ambitious of these was Room
with a View (2000), created for the Skoda
Pavilion in Wolfsburg. It consisted of
a panoramic projection on a hemisphere,
in which scenes from Czech history and
culture came to life interactively. Biel-
icky’s journey from expanded cinema to
interactive environments recalls many
other artists who grew up with the cine-
matic image and whose focus at the turn
of the millennium was dominated by
the computer interface. If Peter Weibel,

for example, is seen from this angle as
a techno-political artist and Jeffery Shaw
as a techno-utopian one, then Bielicky is
a techno-mystical author. His installa-
tions and performances such as Exodus
(1995) and This Year in Ferusalem (2006)
or his objects The Name (1990) and Me-
nora (1989) make a theme of individual
or collective memory, and in them the
medium of video carries an element of
immediacy, of immediate action. For
Bielicky, the electronic world is in this
sense an ahistorical space in which it is
possible to move freely between tradition
and modernity.

When Bielicky came to Prague in
the 1990s, the majority of his activities
had already taken place abroad. Since
his student days, he had been appearing
at major exhibitions around the world,
including documenta 8 (1987), Ars Elec-
tronica (1994), and festivals in Berlin
(1987), Oberhausen (1987), and Osna-
briick (1988). In the Czech Republic, he
participated in the first international vid-
eo art exhibition Nature in Motion (Manes

Gallery, 1994) and Dawn of the Magicians?
(National Gallery in Prague, 1996-1997).
Although he influenced only a few of his
students with his style of work, he played
akind of guiding role in coming to terms
with the flood of new influences that
began to enter the country after 1989.
Although he never considered himself
a classic teacher, his open and support-
ive approach, granting a relatively large
degree of freedom, was appreciated by
the students at the school. Many students
who passed through the studio went on to
become established as video artists with
a background in fine arts, for example,
Tomas$ Masin, Markéta Bankova, Mark
Ther, Radim Labuda, and Adéla Babano-
va, to name a few.

At the festival in Jihlava, where Mi-
chael Bielicky is the guest of honor, a sep-
arate block will be devoted to a retrospec-
tive look at his early works from the 1980s
and 1990s. A second projection block, en-
titled Studio Bielicky, will present period
works by the students of his studio at the
Academy of Fine Arts in Prague.
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CREATING THE ETHICAL UNDERPINNINGS
OF DOCUMENTARY PRODUCTION TOGETHER

JAN MOTAL

By its very nature, documentary film is
a borderline discipline. And ever since it
was defined by John Grierson, it bears its
own internal conflict: its form and ambi-
tion are art while its relationship to reality
at its best crosses over into journalism and
at its worst into propaganda. Even from
a productive standpoint, documentary
film dabbles into very uncertain territo-
ry. Following in the tradition of auteur
filmmaking, it’s intended to be an expres-
sion of a sovereign creative gesture, but
at the same time it’s created in a highly
competitive environment by productions
competing for limited resources and the
audience’s favor. Creators are often de-
pendent on the institutional terms and
conditions of television studios, which
have their own organizational goals and
principles that may be in direct conflict
with the artist’s vision. These “coordi-
nates” eventually have a single focus: the
creative crew, who invent, plan, and com-
plete the film and eventually partake in
the promo for the film’s distribution, offer-
ing their interpretations and commentary.
The responsibility involved, which rests
on the shoulders of only a few people in
independent contexts, is enormous. The
filmmakers enter people’s lives, express
their opinions on political and social is-
sues, operate in an economically defined
space, and have their obligations to the
institutions with which they cooperate.
And throughout all of that, they’re trying
to create art. Under this strong pressure
coming from all sides, the collective ties
of responsibility are weakened: it’s as if
only an exceptionally morally and artis-
tically disposed individual who enjoys

universal respect can cope with this kind
of responsibility. Any rules and principles
are unnecessary or even harmful, as they
limit personal freedom. The creative ges-
ture is sovereign.

But that’s a romantic notion that ulti-
mately reduces any serious debate about
the ethics of filmmaking to abstract phi-
losophizing about the relationship be-
tween art and reality. No wonder, then,
that documentarist practices remain rath-
er intuitive, and the creators—unlike other
sectors, including science or the aforemen-
tioned journalism—cannot rely on gen-
erally accepted ethical rules that would
provide them with a supersonic compass
for ethical behavior in their profession.

Since the 1960s, a serious debate on
the limitations of professionalism has
been launched in a number of fields, fue-
led by criticism of the power position of
experts. Doctors, researchers, officials,
policemen, or journalists are, in principle,
in a position where they hold a significant
advantage over those they deal with and
also influence the life of society as a whole.
How can we defend ourselves against
their power? Where are the boundaries
of professional conduct and where does
arbitrariness begin?

This shift was the most visible in medi-
cine and science, in which very strict prin-
ciples of conduct were gradually formulat-
ed. They not only safeguard society and
the subjects that the experts work with
from possible damage, but also increas-
ingly grant them the freedom to partici-
pate in deciding their own fate. Scientif-
ic experiments and medical procedures,
which were still common in the 1950s,
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are today out of question, and the area
of moral obligations extends beyond the
borders of the human empire to animals,
nature, and the environment.

Codes of ethics are only the most visi-
ble part of this significant movement from
intuitive decision-making to shared, re-
flective, and collectively negotiated prin-
ciples that make it easier for professionals
to make decisions and for the people they
work with they ensure that their freedom
and integrity are preserved. Under these
written rules thrives and flourishes a liv-
ing organism made up of academic insti-
tutions, professional societies, journals
and magazines, professional and public
discussions, legal battles, as well as in-
stitutional regulatory mechanisms that
create a space of professional ethics.

'This movement of the last half-century
has only minimally spread to the media
and arts in the Czech Republic.

these movements, but in recent decades
the tendency to set ethical boundaries
has spontaneously begun to manifest
itself, and with great self-awareness, no
less. The most visible was probably the
#McToo movement or the controversy
surrounding the casting of minority ac-
tors; but additionally, the ecological and
economic sustainability movement, such
as the “albert” initiative, which was creat-
ed in 2011, has also begun to be strongly
promoted. The so-called green filming, i.e.
ecological filming movement supporting
environmentally responsible behavior, has
found its way into a purely commercial
environment—it’s promoted by the media
group CME, the owner of TV Nova.

It’s symptomatic for the Czech Repub-
lic that in the film and television environ-
ment these campaigns have provoked at
least embarrassing, if not outright neg-

the Velvet Revolution, the “trium{ » After the Velvet Revolution, the
phalism of freedom” prevailed, as ‘triumphalism of freedom’ prevailed,
Professor Jan Jirak once put it inf as Professor Jan Jirak once put it in
an interview. The idea of instituting] an interview. «

any policies, principles, or rules ap-
peared as a limitation on creative freedom
and freedom of expression, a whiff of past
times. That’s why journalistic codes within
the media started to spread only towards
the end of the 1990s, and rather under the
pressures of political reality, as there was
a tendency to tame the free space at least
with some rules embodied in a new press
law. But, unfortunately, things stopped
there, and the Czech Republic still lacks
a systematic and structured academic and
professional discussion on media ethics,
as well as basic self-regulatory mecha-
nisms and institutions that are so com-
mon abroad.

Also, beyond our borders, film pro-
duction has rather distanced itself from

fessional ethics remain a personal com-
mitment at an intuitive level, meaningful
public discussions about ethics are rare
and are usually not motivated by efforts
to negotiate and find shared principles.
In documentary film, this is more ev-
ident because in contrast with fictional
works, filmmakers work with ordinary
people, whose lives they enter and often
transform to the point of being unrecog-
nizable. This fact tempts us to return
to the eternal and rather philosophical
problem of the relationship between art
and reality, the boundaries of freedom
and manipulation. And thanks to this,
questions that are much smaller, more
grounded, and more specific are eluded:
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Do people have the right to require au-
thorization? Is it possible to film their
private lives without their consent? Is it
possible to use what is filmed “off the re-
cord?” Can we shoot with children with-
out their parents present? How can we
film people in spur-of-the-moment situa-
tions, where they’re disoriented and prone
to making impulsive decisions? Do doc-
umentary filmmakers have to surrender
the right to express oneself to the people
mentioned in the film? Is it possible to not
to show certain circumstances or people
that fail to fit the filmmaker’s intention all
for the sake of the story? How can we film
poor and uneducated people from social
peripheries? What principles do the pro-
ducers—or the institutions the producers
work with—have that are justifiable and
what principles do they have that can be
legitimately fought against? Can a doc-
umentary filmmaker use other people
to promote his/her opinion, even if they
disagree with him/her? Is it possible to
hide something from the viewer in order
to arouse the desired reaction? And so on.

None of these questions is academic.
These are real dilemmas that documen-
tary filmmakers deal with every day—
and many of them are left alone. Thus,
they may not always be able to respond
to pressures from their colleagues in the
industry, the people they film with, or the
institution that produces the film. With-
out a collective reflection of documentary
ethics among creators, academics, view-
ers, and film subjects, it’s impossible to
find boundaries on which there would
be at least a framework agreement that
would create a safe and understanding
environment that’s open to dialogue. And
without research to help build such a de-
bate on an empirical basis, meaningful
arguments are not possible.

That’s why we decided to organize
a conference of academics, professionals,
critics, social actors, and audiences as part
of this year’s festival that will deal with
issues of power in documentary filmmak-
ing. The aim is to initiate a conversation,
which will certainly take a very long time
and will require a lot of meetings and joint
work, but which may result in the creation
of a productive blueprint that can grow
into a much stronger and clearer idea
of what Czech documentary filmmak-
ing considers right and what it doesn'’t.
Documentary ethics is in the hands of
the creators, but all of us can participate
in reflection on it. And our invitation to
be a part of this conversation extends to
everyone who cares about this industry.

J[an Motal is a university lectur-
er and the head and founder of
the Centre for Media Ethics and
Dialogue at the Department of
Media Studies and Journalism
at Masaryk University’s Faculty
of Social Sciences. His interest
in the ethics of media and art,
which he has been teaching
since 2012, developed from his
own experience as a director
and dramaturge and his inter-

. O . .
est in hermeneutic CE)hllosophy,

which he addressed in his dis-
sertation. He is particularly in-
terested in how art and media
can contribute to the dialogue
in a culturally and class-divided
society. Motal is also a member
of the board of experts of the
Foundation for Independent
Journalism, the Association of
Regional Journalists, and the
media working group of the
Network to Protect Democracy.
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HONEST TRUTHS ABOUT DOCUMENTARY ETHICS
PATRICIA AUFDERHEIDE, PETER JASZI AND MRIDU CHANDRA

Concerns about documentary ethics are
not new, but they have intensified over the
past several years in response to changes
in the industry. By the late 1990s, U.S.
documentary filmmakers had become
widely respected media makers, recog-
nized as independent voices at a time of
falling public confidence in mainstream
media and in the integrity of the political
process. At the same time, documentary
television production was accelerating to
fill the need for quality programming in
ever-expanding screen time, generating
popular, formula-driven programs. The
growth of commercial opportunities and
the prominence of politics as a documen-
tary subject also produced tensions. Doc-
umentary filmmakers, whether they were
producing histories for public television,
nature programs for cable, or independ-
ent political documentaries, found them-
selves facing not only economic pressure
but also close scrutiny for the ethics of
their practices.[.. .|

Filmmakers were drawn into criticism
of their peers, while lacking common
standards of reference. Unlike journalism,
documentary filmmaking has largely been
an individual, freelance effort. Documen-
tary filmmakers typically are small busi-
ness owners, selling their work to a range
of distributors, mostly in television. Even
producers working for large outlets, such
as Discovery, National Geographic, and
PBS, are typically independent contractors.
Mar[l Jof the filmmakers surveyed spoke
of commercial pressures, particularly in
the cable business, to make decisions they
believed to be unethical. The trend to-
wards faster and cheaper documentaries

and the “assembly line” nature of work
has proven challenging to filmmakers’
understanding of their obligations to sub-
jects in particular. They also blurred the
line between traditional documentary,
reality, and hybrid forms. These develop-
ments often troubled documentarians:
“[Facts] are not verified. .. It has no ethics.
It’s increasingly entertainment.” [.. ]
Filmmakers also face pressure to in-
flate drama or character conflict and to cre-
ate drama where no natural drama exists.
'They may be encouraged to alter the story
to pump up the excitement, the conflict, or
the danger. In one case, a filmmaker lacked
exciting enough pictures of a particular
animal from a shoot, and the executive
producer substituted animals from another
country. The filmmaker believed this to
misrepresent the conditions of the region.
Filn[lm]akersl identified challenges in two
kinds of relationships that raised ethical
questions: with subjects and with viewers.
The ethical tensions in the first relation-
ship focused on how to maintain a hu-
mane working relationship with someone
whose story they were telling. The ethical
tensions in the second focused on ways to
maintain a viewer’s faith in the accuracy
and integrity of the work. In both cases,
militating against what filmmakers might
prefer personally to do was the obliga-
tion to complete a compelling and honest
documentary story within budget.

1 This text is based on research conducted by
Patricia Aufderheide and her colleagues in 2009
in the United States. It is based on 45 interviews
with directors and producers in the field of
documentary production there.
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THE PARTICIPANTS

In thinking about their subjects, film-
makers typically described a relationship
in which the filmmaker had more social
and sometimes economic power than
the subject. In this case, they worked for
a good-faith relationship that would not
put their subjects at risk or cause them
to be worse off than they were before the
relationship began. They widely shared
the notions of “Do no harm” and “Protect
the vulnerable.”

» They usually treated this
relationship as less than
friendship and more than

a professional relationship,
and often as one in which the
subject could make significant

demands on the filmmaker. «
N Y,

less than friendship and more than a pro-
fessional relationship, and often as one in
which the subject could make significant
demands on the filmmaker. “We want to
have a human relationship with our sub-
jects,” said Gordon Quinn, “but there are
boundaries that should not be crossed. For
example, any kind of romantic relation-
ship would be unacceptable. You always
have to be aware of the power that you as
a filmmaker have in relationship to your
subject.” At the same time, they recognized
that professional obligations might force
them at least to cause pain. In one case,
Sam Pollard asked a subject to redo an in-
terview in order to get a more emotionally
rich version of a painful moment when he
had been abused by police in prison. The
second time, “he was crying, I was crying,
we were all crying. It was so powerful.
After I wrapped, I felt like a real shit for
the rest of the day, felt like I manipulated
him for my personal gain. It is a powerful

moment in the film but I felt bad to push
him to that point when he broke down.”
[...] They were acutely aware of the power
they have over their subjects. “I usually
enter people’s lives at a time of crisis. If the
tables were turned, God forbid,” said Joe
Berlinger, “I would never allow them to
make a film about my tragedy. I am keenly
aware of the hypocrisy of asking someone
for access that I myself would probably
not grant.” “They let you be there as their
life unfolds,” said Steven Ascher, “and
that carries with it a responsibility to try
to anticipate how the audience will see
them, and at times to protect them when
necessary.”

Filmmakers also recognized limits to the
obligation to the subject. One diagnos-
tic was whether the filmmaker found the
subject ethically lacking, for instance,
because of politically or economically
corrupt acts. Steven Ascher said that “re-
vealing a subject’s weaknesses or positions
that the audience is likely to find laugha-
ble or repellant can be justified when they
are taking advantage of other people or
when they are so completely convinced of
their own rightness, they would be happy
with their portrayal. You don’t owe them
more than that.”

The awareness of a power differential also
leads filmmakers sometimes to volun-
teer to share decision-making power with
some subjects. Notably, this attitude does
not extend to celebrities, whom filmmak-
ers found to be aggressive and powerful
in controlling their image. This distinc-
tion accords with filmmakers’ sensitivity
to the power differential in the relation-

ship. [...]
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THE VIEWERS

Filmmakers also asserted a prima-
ry relationship to viewers, which they
phrased as a professional one: an eth-
ical obligation to deliver accurate and
honestly told stories. This relationship
was, however, much more abstract than
the one with their subjects. This second
relationship became primary in the post-
filming part of the production process.
Filmmakers expected to shift allegiances
from subject to viewer in the course of
the film, in order to complete the project.
Filmmakers accepted significant manipu-
lation of the situation in filming without
regarding it as a betrayal of viewer expec-
tations. They were fully aware that their
choices of angles, shots, and characters
were personal and subjective (a “POV;,” or
point of view, was repeatedly referenced
as a desirable feature of a documentary),
and justified their decisions by reference
to the concept of “the truth.” This concept
was unanchored by validity tests, defini-
tions, or norms. Rather the opposite, in
fact: faced with evidence of or a decision
for inaccuracy or manipulation, they often
moved “the truth” to a higher conceptual
level, that of “higher truth.”

This “higher truth” or a “sociological
truth” inadvertently invoked documen-
tary pioneer John Grierson’s description
of documentary as a “creative treatment
of actuality.” Grierson used this flexible
term to permit a wide range of actions and
approaches ranging from re-enactment to
highly selective storytelling—indeed, even
outright government propaganda. His pro-
motion of the term has been criticized, by
scholar Brian Winston, among others, for
allowing ethical choices to go unexam-
ined. For Grierson, who incessantly strate-
gized to garner government resources for

documentary film, the phrase had strategic
advantages. For today’s documentary film-
makers, it appears to grace a set of choices
about narrative and purpose in the docu-
mentary. It appears to justify the overall
goal of communicating the important
themes, processes, or messages within the
(required) entertaining narrative frame,
while still permitting the necessary distor-
tions to fit within that frame and the flexi-
bility to deal with production exigencies.
Many filmmakers noted that restaging
routine or trivial events such as walking
through a door was part and parcel of the
filmmaking process and was “not what
makes the story honest.” But many filmmak-
ers went much further, without discomfort.

For instance, filmmakers also regularly
used re-creations (re-staging of events that
have already occurred, whether in the re-
cent or distant past), although they widely
believed that it was important that audienc-
es be made aware somehow that the footage
is recreated. Stanley Nelson said, “People
have to know and feel it’s a recreation. You
have to be 99.9 percent sure that people will
know.” Some filmmakers also “stage” events
to occur at a time convenient to the filming.
One said that “as long as the activities they
do are those they would normally be doing,
if your filming doesn’t distort their life. ..
there is still a reality that is represented.”

ON THE ROAD TO ETHICAL
FILMING

[ ..] The ethical conflicts put in motion
[...] a filmmaker’s embattled-truth-teller
identity are, ironically for a truth-telling
community, unable to be widely shared
or even publicly discussed in most indi-
vidual cases. Sometimes filmmakers are
constrained by contract, but far more
often they are constrained by the fear
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that openly discussing ethical issues will
expose them to risk of censure or may
jeopardize the next job.

Filmmakers thus find themselves
without community norms or standards.
Institutional standards and practices re-
main proprietary to the companies for
which the filmmakers may be working
and do not always reflect the terms they
believe are appropriate to their craft. Their
communities are far-flung, virtual, and
sporadically rallied at film festivals and
on listservs. Filmmakers need to share
both experience and vocabulary and to
be able to question their own and others’
decision-making processes without en-
countering prohibitive risk.

Documentary filmmakers need a lar-
ger, more sustained and public discussion
of ethics, and they also need safe zones to
share questions and to report concerns.
Any documentary code of ethics that has

Patricia Aufderheide is a pro-
fessor of communication stud-
ies at American University in
Washington, D.C. She special-
1ses in the soc1al impact of mass
media, the ethics of (not only)
aud10v1sua1 production, the 1s-
sue of copyright, and the pos-
sibilities I‘y the pr 1nc1ple of fair
use. As an award-winning film
critic focusing on 1nternat10nal
and independent filmmaking,
she has served as a Sundance
juror. She deals extenswely with
documentary film in her work—
its history, ethics, controversies
accompanying its development,
and the practical problems fac-
ing contemporary filmmakers.

credibility for a field with a wide range of
practices must develop from a shared under-
standing of values, standards, and practices.
A more extended and vigorous conversa-
tion is needed in order to cultivate such un-
derstanding in this field of creative practice.

September 2009

» Thirteen years after this
study was published, in 2022,
the Documentary Working
Group, in which Patricia
Aufderheide participated,
released an ethical
framework for non-extractive
filmmaking, echoing man

of the themes in this articl}(:,
That framework, which has
received many prestlglous
endorsements, 1s available

at docaccountability.org:

In the previous year, the

U.S. Public Broadcasting
Service (PBS) released for
the first time a public version
of its ethical standards and
practices, at pbs.org/standards. «
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The text has been editorially shortened

and supplemented with subheadings.

The full text can be found on the Internet:
https://emsimpact.org /resource/honest-truths-documentary-
Sfilmmakers-on-ethical-challenges-in-their-work/
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ETHICAL CHALLENGES

IN DOCUMENTARY FILMMAKING

A CHAIN INTERVIEW WITH DOCUMENTARY FILMMAKERS
ADDRESSES THE TOPIC OF ETHICAL DILEMMAS AND POWER
RELATIONS THEY FACE WHEN MAKING A FILM

1/ QUESTION FOR DIRECTOR
ADELA KOMRZY:

How much space do you give to social
actors beyond just performing? What
influence do they have on the final film?

Adela Komrzy: If I'm shooting a report
or a recording of what’s happening on
the street, the space is minimal. But if I'm
making an original film, which usually
takes several years to prepare and make,
then there’s alot of space. It’s essential for
establishing rapport and trust. The protag-
onist should understand the film’s purpose
to the extent possible (unless it is an inves-
tigative genre, for example). This requires
a lot of time shared and spent together.
When the “playing field” is set well—very
clearly—the protagonists are open and can
be relaxed, even authentic, in front of the
camera. A close relationship continues
to develop during the shoot if it is long.
Here I can talk about my experience mak-
ing Intensive Life Unit. During the shoot,
we discussed with the protagonists their
possible concerns—for example, about
their final image, the reflection of them-
selves that will be part of the final film.
We discussed an interesting contradiction,
that a protagonist was experiencing—she
was trying to be very authentic, but shej
was shutting down in front of the camj
era. But at the same time, she wanted to

shoot. These are fragile moments that take

awhile to realize even happened and then ™

require a great deal of trust to confide.
Then it’s up to us to discuss and process

it together. Even in an observational film,
there is plenty of space for the protago-
nists beyond just appearing in front of the
camera. In another situation, it might be
different, but my experience is that a big
part of directing is simply building diverse
relationships, and giving space to those
is essential. They often linger on after the
shoot, and I see that as a gift when it’s suc-
cessful and mutually desired.

And do they have a say in the final
film? Maybe in exceptional cases. In the
case of “The Unit”, I wanted the doctors
to tell me if there was some factual er-
ror, a slip of the tongue, or something
I could deal with on the spot. But if they
had a problem with how they looked on
screen or didn’t identify with how they
came across, that would have been an
impetus for a broader discussion and
consideration of the seriousness of the
concerns. Often it can be a first impres-
sion; sometimes it can be something more
serious that can have consequences for
the protagonist’s life, something that we
may not have known about in the editing
room. Then it’s essential to consider and

. . .
» In general, however, I want
the protagonists to give me
freedom from the outset and to
join me on an unknown journey
in which they can learn a lot
about themselves. «

J

protagonists to give me freedom from the
outset and to join me on an unknown
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journey in which they can learn a lot
about themselves. This requires a great
deal of openness and surrender, which is
one of the most beautiful aspects of doc-
umentary filmmaking. It makes me feel,
among other things, great humility. So
I'would only let the protagonists influence
the final film for valid reasons. If I wanted
to wriggle out of the question, I would
have to say that the protagonists are the
primary creators. My job is to keep out
of their way. They absolutely do affect the
final film. It wouldn’t exist without them.

2/ ADELA KOMRZY ASKS
DIRECTOR AND PRODUCER
VIT KLUSAK:

How do you make decisions in moments
when the road to a good film leads
through various human disappointments/
failures/hurts? Does the end justify the
means?

Vit Klusdk: Sometimes I hear students
or colleagues saying something like,
“for the sake of a better film, I'd rather
not tinker with it—the relationships with
the characters are more important to me
than the result.” Film may not be greater
than life, but it’s not less than it either.
Film is life. I remember how in the pas-
sion of my youth—I was a first-year stu-
dent at FAMU—I confronted Jan Gogola
Jr., whom I looked up to uncondition-
ally. I asked him how, as a filmmaker,
he could work at Czech Television as
a dramaturg when the medium of tele-
vision is a textbook narrowing of reality,
a faint reflection of the whole (I devoured
Flusser and Postman at the time). And
Honza turned to me condescendingly
from the steering wheel and said: “Could
you kindly tell me what the difference
is between looking at a TV screen and

looking out of a window? Which of these
is framed more as truth?” I bring this
up now because I simply believe that
the path to a good film naturally leads
through various human disappoint-
ments, failures, and hurts. Just like every-
day life, in which we routinely get hurt
and disappointed. And this, too, is part
of his complex and passionate process
of representation. The key is figuring
out how to make it part of the film and
reveal all the cards to the audience, in-
cluding those under the table. It’s easier
for documentary filmmakers, who don’t
stay hidden behind the camera. Perhaps
it is for Jan Gogola Jr. His film about
friendship in the forms of nearness and
passing, Vécny FoZo (Eternal Jozo, 2020),
is a perfect illustration of the age-old ad-
age that good friends tell each other un-
pleasant truths. Or that for the strength
of friendship, they can also disappoint.

3/ VIT KLUSAK ASKS

DIRECTOR TEREZA REICHOVA:
Tereza, documentaries, including yours,
often focus on socially critical or even hu-
man rights issues. They point out inequal-
ity and injustice, stand up for the rights of
the weak, break down taboos, and try to
dissolve stereotypes. I'm interested in how
you face the pitfalls of being too clever

and preachy when making such engaged
’ d

» How do you ensure you don't
send a morality poster out into
the world, a film that doesn’t
question but simply states? «

amorality poster out into the world, a film
that doesn’t question but simply states?
And what role does humor play in this
part of the process?
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Tereza Reichova: Well. I'm certainly
not blameless—I've sent preaching and
stating out into the world a few times.
Sometimes it was ignorance, some-
times it was because of time pressure,
but sometimes it was intentional. And
that’s where I would start my answer.
I try to think through each theme of the
film so that I know what space I am re-
leasing the film into. I think it’s always
important to shift the goalposts of how
a topic is communicated and considered.
Sometimes you need plasticity, where
the viewer must look for answers on his
own; other times, radical manifestation
is necessary, and sometimes that humor
you mentioned heals.

During filming, it’s about working
with the protagonists of our films. If they
answer us in black and white, we’re asking
the wrong questions or don’t care enough
about the uniqueness of their perspec-
tives—just as only ours should be unique.
Otherwise, the film would have had no
reason to be made.

4/ TEREZA REICHOVA ASKS
DIRECTOR AND DRAMATURGE
IVO BYSTRICAN:

Dear Ivo, I would like to hear about how
you've dealt with controversial situations
involving ethics or power with crew mem-
bers during filming. Do you have any
advice for colleagues on how to prevent
potential conflicts?

Ivo Bystfican: It’s significant that in Eng-
lish, the word “director” is used both for
the person overseeing a film shoot and
for the leader of a company. The deci-
sion-making ultimately falls on them, as
does all responsibility for what happens.
I still remember a situation from a few
years ago involving a tired crew heading

back to their hotel from the film set. The
tech has been driving all day, there’s no
producer on the set, and they had to pay
cash at the hotel, which the producer
didn’t provide us. On the phone, they
advised the driver/tech to go and with-
draw the money from an ATM and that
he will be reimbursed on his return. Late
in the evening, there was an outburst of
annoyance powered by previous lapses of
a similar type affecting other crew mem-
bers. The mood of defiance carried over
into the next day. I realized that there
were certain things I couldn’t let hap-
pen with the crew, such as not having
the producer on set and delegating their
duties to whomever on the crew. I didn’t
realize how important it was, I didn’t an-
ticipate it, and it affected my colleagues’
personal situations and the shoot itself.
It’s one thing to be able to handle the
situation and try to provide psychological
support, but more important is to actively
think through the schedule, times, and
logistics of the shoot in advance, with the
crew in mind, and to insist on unshak-
able standards in communicating with
the producer. It’s crucial to bear in mind
at all times that a full day of documen-
tary filming is physically and mentally
intense and taxing for the crew, and only
the director can fine-tune the conditions
to respect that. So that’s my recommen-
dation—when planning a shoot, consider
not only the legitimate interests of those
with whom the shoot is being filmed but
also of all crew members so that it is not
all-out exploitation in which the obliga-
tory argument is about lack of time and
money. If you can’t reach an agreement
with the producer, you need to contact
the studio management or even their su-
periors, and don’t worry about the fall-
out. In this case, it helped.
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5/ IVO BYSTRICAN ASKS
CAMERA OPERATOR YVON
TEYSSLEROVA:

Can you recall the most significant mo-
ment when you stood behind the camera
and faced an ethical dilemma about how
to film a person, people, or situation?
What was it about, what did you think
about it, and was it even the subject of
discussion with the director?

Yvon Teysslerova: There have been many
such moments, especially in documentary
film or news reporting, where I worked
as a camera operator for several years. It
always depends on the situation, which
has many variables. Of course, there are
personal boundaries involved in shoot-
ing that I simply don’t cross. I try to ap-
proach the shoot sensitively with respect
to the protagonists and the directorial
requirements. I don’t like explicitness, but
of course, it’s also a legitimate part of the
film and an effective device.

The paradox is that the most unpleas-
ant situation I experienced occurred while
shooting a feature film while I was still
at FAMU. It involved filming with a six-
week-old baby. The direction was just
entirely too far over the top for me, and
together with the producer, we stopped
shooting the scene. I generally find the
“renting” of infants for films to be an eth-
ical problem.

When making documentaries, it was
more about intense emotional situations
where I simply had to put the camera
down. The protagonist didn’t want us
to film him in an emotionally tense sit-
uation. If the material were filmed and
used, it could have severe consequences
for the whole family. In another case,
I put the camera down and hugged the
protagonist.

A camera with a viewfinder on the
eye draws you in and immerses you in
anewly emerging world, where what you
see and capture says a lot about you—
about your personal boundaries and
dilemmas. Some situations will simply
affect you if you've formed a connection
with your protagonists. I've always been
fortunate in documentary filmmaking
and have worked with sensitive female
directors, with whom it’s only taken one
shared look to decide whether or not to
shoot or how.

6/ YVON TEYSSLEROVA ASKS
EDITOR JURA]J ONDRUS:

I wonder how often ethical dilemmas
are resolved in the editing room. Can
an editor find themself in such a situ-
ation because of insufficient material?
Have you ever experienced a situation
that was out of bounds and you had to
say no?

Juraj Ondrus$: Almost constantly. I de-
scribed this process in my dissertation,
where I examined the ethical dilemmas
of the editor vis-a-vis the actor, the viewer,
the film, and communication with the
crew. Although most of the points are
based on indirect contact, they influence
the final impression of the audiovisual
work. So it also happens in practice, like
when you ask whether it can be caused
by insufficient material. Yes, it can, and
in that case, I try to ask for pick-ups if
it’s possible in terms of time and money.
I haven’t personally encountered a specific
example, but the opposite situation hap-
pened with the film Psi Piné with director
Jonas Vacek. We were making a docu-
mentary about the Dominicans and their
700th anniversary. After the final cut, one
of the actors came to the editing room
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and asked us to leave a specific passage
out of the film. The film was already with
the sound editor, but we obliged the actor.
We weren’t dealing with a lack of materi-
al but rather the removal of one conflict
from the film. And this, too, becomes an
ethical dilemma of editing. We could have
approached it differently, but the director
and I decided to intervene to maintain
good relations. Nevertheless, the film was
asuccess in a small community of people,
and it helped to be more aware in other
film ventures.

7/ JURAJ ONDRUS ASKS
SOUND ENGINEER VACLAV
FLEGL:

What are the most common ethical di-
lemmas you encounter (direct relation-
ship with the director, indirect relation-
ship with the viewer, etc.)? Is it possible
to influence the final cut in the audio
post-production? Do you have personal
experience with this?

Vaclav Flégl: It’s always about manipu-
lating the material, the viewer, the lis-
tener—and the boundaries are very fluid.
We influence the people who are listen-
ing—watching. I think that in any case,
it’s appropriate to be very responsible and

» For example, if I were the
sound engineer for faws, I would
be scratching my head over the
fact that I contributed fantastic
sound effects to a shark killing. «

ample, if I were the sound engineer for
Jaws, I would be scratching my head over
the fact that I contributed fantastic sound
effects to a shark killing.

Everything we hear in the final film
soundtrack can be changed, added to,

and reworked, even after editing. In all
good conscience, I use all possible meth-
ods for projects to help achieve the re-
sult. There are whole genres—animation,
nature films—where I create the entire
soundtrack in post-production.

8/ VACLAV FLEGL ASKS
PRODUCER HANA BLAHA
SILAROVA:

How would you deal with a situation
where someone on the crew objects—they
assess that what’s happening is an un-
breachable manipulation, backstabbing,
dishonesty, intimacy, porn, etc.?

Hana Blaha Silarova: It would depend

on the circumstances. The director’s and
my opinion of the situation are impor-
tant. The first step would be to initiate
a discussion because we can’t always
catch all the nuances during the fast pace
of shooting. At the same time, it’s clear
that each person’s boundaries are some-
what different. I would hope that general
boundaries would have been set during the
pre-shooting meetings before filming even
got underway. If a crew member is still
uncomfortable, it would be best to agree
to end the collaboration. Filmmaking is
a wonderful profession—there’s no need
for anyone on set to struggle (more than
necessary).
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TEREZA SWADOSCHOVA

for the entire team of Inspiration Forum

This year’s forum takes place in a world we
could not have imagined a year ago. The
urgency to understand what’s happening
around us is even more intense than in
previous years. Although we need clear
actions more than ever, the values, theses,
and ideas precede them. This year, we can
all the more consciously listen to the vi-
sions of the world’s thinkers, take positions
on them, engage in dialogue, explore the
essential context—and draw implications
for our own actions. Each year, these en-
counters and searches motivate us anew
and give us hope that a just world is pos-
sible thanks to every individual who cares.

» A world that has its limits. These

were highlighted in 1972 by the

roundbreaking documentary Limits
to Growth, and today, 50 years after
its release, six of the nine planetary

boundaries have been crossed. «

we think of film in economic or aesthetic
terms, which we open with the text Lim-
its to growth in the audiovisual sector by Premysl
Martinek.

Art cannot be separated from the world,
which shows us its limits. But it can help us
understand it better and find new ways of
working. It can be a mirror of reality, but it
can also be a hammer that shapes it. “Art
screams’. Mariupol poet Oksana Stomina
says that “it’s not enough just to talk—we
must constantly, continuously scream and
remind humanity every day that the world is
fragile.” Therefore, we present Stomina’s po-
etic testimony about the war in Ukraine as

cll as excerpts from the work of Filipino
audiovisual artist Kiri Dalena, which is
deeply tied to political protest and com-
plements the festival's retrospective of
Philippine documentary cinema.
Thinking about our present and our

future begins with a restructuring of our

highlighted in 1972 by the groundbreaking
documentary Limits to Growth, and today,
50 years after its release, six of the nine
planetary boundaries have been crossed.
In this year’s Inspiration Forum and the
yearlong artresearch program Inspiration
Forum LAB, we are looking for strategies
that openly relate to limits. Essays reflecting
the results of the yearlong work of three
international interdisciplinary teams are
published in the final chapter of this book.

We ask whether it’s also possible to
think about the limits to growth within the
audiovisual sector, which has so far been
most often framed by economic, growth-ori-
ented indicators. We want to invite you to
acollective search for ameaningful, sustain-
able path for cinema, regardless of whether

)relationships. On the following pages,
we present four different perspectives on
relationships with ourselves, each other,
and the non-human world. Their authors
address the topics that are the focus of the
forum this year: the events in Ukraine, the
society moved online, the limits to growth
and what happens when we stop it, and
freedoms that still exist only on paper.
What unites the different perspectives is
the need to transform our relationships
based on care and independence from eco-
nomic strategies. And that’s a good start
for a fairer world and this year’s Inspiration
Forum. The invitation to search together
applies to everyone!

Note: For better orientation, we add a glossary of non-existing
words that may or may not be helpful for all searchers and
non-searchers.
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FROM UNDELIVERED MAIL
OR LETTERS TO CAPTIVITY
Dedicated to my husband

We write each other these letters. Raw and with no filter.

They’re not about war or weapons, but about cherry leaves.

About a nice nest under the pine trees, about happiness and victory.
We write to Love. How can we live without Her?

And just a little bit about where you are and how I'm feeling without you.
We write and write and then throw them up in the sky,

We write and write and then we toss them into the water.

Because there’s no other way out, or way in...

Because there are no addresses—no streets, no houses, no cities. . .
So rhymed voices create a tangle in our paths.

Because beyond where my addressee lies is Mars or Venus.
And so... I kiss your forechead and confide in the lines of the ink.

Sad Fuly 2022

Oksana Stomina is a writer,
poet, civic activist, and vol-
unteer. She is from Mariupol,
where she survived several
weeks of intense Russian shell-
ing and bombing and a general
humanitarian crisis. She is the
author of a collection of po-
ems, Mariupol on the Front Lines,
in which she reflects on the be-
ginning of the Russian inva-
sion and the Mariupol events
of 2014. She is currently work-
ing on a book about the ongo-
ing war, about, in her words,
“medieval cruelty amplified by
modern technology” and its ef-
fects on the lives of individual
men and women in the city.
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PRE-DAWN

Half-asleep at the crossroads between day and night,
Before dwelling here, before opening my eyes,

I try to recall where we’ll be waking up today

And why I feel so lonely and homeless.

I understand this whole war thing isn’t a dream or a nightmare.
I’ll ask God briefly what we’re being punished for from above,
And there’ll be no answer from him yet again.

I get up on my two feet. The floor is slippery like ice.

It'1] crack like glass under the weight of my grief.

Where I’ll roam today, where I'll set up camp,

It doesn’t matter to me. Oddly enough, I don’t really care,

Not even a morning cup of coffee can help me,

So for breakfast, now, I devour the news.

I read the headlines but can’t bring myself to digest half of them.

Kharkiv and Sumy, Vinnytsia and Odessa. ..

God, can you really see that from your own heavenly sky? And?
Why don'’t you stop this horde of enemies?

Are you not more powerful than the devil, God?

Do you hear me? Say something, God! Where are you?

Did you know rockets have wings now?

Flat-track missiles, winged like birds.

They fly to people’s homes and kill indiscriminately.

They’re killing machines, killing adults, seniors, young children...
They fly over in the morning or wait to strike at dusk,

Sometimes even pouncing after lunch or in the middle of the night...
That’s not why you created wings, is it, Father?

I'm listening to something beating between my ribs.

I want to relax. But I can’t.

I'm brushing my gray hair, looking at my wrinkled cheeks,
Forgive me, God, I’'m all about the war now.
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HOME
The loyalty of birds to their home is called “philopatry’.

Dedicated to those who’ve been forcibly displaced. . .

My beloved home, my dear castle. ..

Where are you now? How are you doing without me?
Who's breathing there, who's laughing,

Who'’s pilfering the junk and remnants of my heart
And testing my daily happiness?

Who will take out all my photographs like they’re trash?

And will they take the pictures of my children off the shelves?...

A state of denial has finally dawned on me.

This pain is ubiquitous and a bit like a stork,

It’s terribly heavy and weighing down on my shoulders.
But the soul is still making its way to you.

The soul is a faithful, unstoppable bird—

It’s swirling relentlessly over a roof full of bullet holes,
Like a completely ransacked nest.

Where did it get this frail, this relentlessness, this..
Ability to not give up and believe to the very end?
My little bird, take care of your wings

And your ability to return home!
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A FRAGILE WORLD
OKSANA STOMINA

My husband once told me there’s no point
in asking me about the weather because
I always think it’s nice. It’s true. I was
fortunate enough to be born as someone
who enjoys life the way it is. That’s prob-
ably why this text will distance itself
from political analysis and instead fill us
with hope that one day “love will save
the world.” And I’d like to talk about in-
ternational relations (especially relations
between Ukraine and the Czech Repub-
lic) in this way, no matter how naive or
feminine it might sound.

But this text will also be about war.
Partly because it’s a new reality that has
changed not only Ukraine but also the
world as a whole, and in turn has also af-
fected our mutual relations with you. And
also partly because it’s my own person-
al reality: a prism through which I now
see everything around me. I've made no
discoveries, but I've reassured myself of
some of the truisms I want to share with

And the firs ing. ich not on
» And the first thing, which not
only needs to be talied about
but also needs to be shouted out
constantly so that people are
remindeg of it every day, is that

the world is fragile. «

needs to be talked about but also needs
to be shouted out constantly so that peo-
ple are reminded of it every day, is that
the world is fragile. I saw it in my native
Mariupol—women raped by the Rus-
sians—and I can’t stop thinking about it
while I sit here in the beautiful, flowering
landscape of the Czech Republic where
things are secure and still peaceful. The
last thing I want to do is bring up misery,

but I consider it necessary to warn people
and remind them that danger is out there.
Everything someone creates can easily be
ruined, destroyed, defaced, or demolished
by someone else. Whether this pertains to
buildings, the economy, cultural heritage,
or international relations... it doesn’t mat-
ter whether we're talking about Ukraine
or the Czech Republic, the world is fragile
and we’ll always be equally as vulnerable.

Should we transform our relationships
in this new reality?—I was asked this today.
This process has already begun. The war
has not altered the course our relations
are headed in. It has only been a catalyst
for a speedier reaction. Civilized countries
have offered Ukraine a shoulder to lean on.

We are eternally grateful for your
help. Though, in reality, we needed it
much earlier, the Russian-Ukrainian war
didn’t start in February 2022. For eight
years Russia has been invading and
torturing my beautiful country without
consequence, annexing our territory, and
taking the lives of my fellow citizens. Ac-
cording to UN data, in the period be-
tween 2014 to 2021, more than 13,000
people were killed in the aftermath of
the war in eastern Ukraine, including
3,375 civilians. Over 30,000 people were
injured, thousands were kidnapped or dis-
appeared without a trace, and hundreds
of thousands lost their homes and became
forcibly displaced. I understand how “far-
away” and “foreign” the war might have
seemed to Europeans living in security.
They turn numbers into statistics from
miles away and, at best, express on a reg-
ular basis how “deeply concerned” they
are by recent developments in Ukraine.
I can totally understand that.
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Indeed, Europe has really sympa-
thized with us all this time, imposing
sanctions on Russia, even though it time
and time again allowed businesses to
circumvent them. In one way or anoth-
er, Europe has supported Ukraine, even
though it made sure to keep its distance
from all this so that it doesn’t become
infected with this unpleasant and, at least
for now, still foreign disease.

Since February 24th, 2022, Ukraine
has been exposed to a full-scale attack,
and Europe: to a full-scale state of
shock. The fire, which had not been ex-
tinguished all these years, burned with
a newfound fury, becoming harder to ig-
nore. Ukraine’s losses have increased and
continue to grow at an exponential rate.
But now, a bloodthirsty Russia is not only
remorselessly destroying the Ukrainian
people, pillaging their cultural heritage,
and crippling their economy, but also
blackmailing Europe and mocking the
entire civilized world.

The reasonable and foresighted Czech
Republic, which is territorially and men-
tally closer to Ukraine than other Europe-
an countries, and which still remembers
Soviet tanks rolling into the streets of
Prague, felt the proximity and propor-
tions of this disaster and reacted quickly.
Now we are even closer and believe me,
every Ukrainian is aware of this and will
always remember it with gratitude. And
I would very much like for nice and ten-
der-hearted Czechs to understand how
important this rapprochement is to them
too.

What can Ukraine offer today, you
might ask? How can it be of use to the
Czech Republic and align with its nation-
al interests? Perhaps by the mere fact that
it’s out there now defending Czech bor-
ders. This war is closer today than you

think. And the world’s diplomatic tac-
tics, calculation, and indecisiveness has
allowed for it to burn with such unprec-
edented intensity and to gradually reach
ever new territories and come dangerously
close to your borders.

Can you really be sure it won’t reach
you too? Not even the slightest. Insanity
knows no bounds—that’s another truism.
Putin threatened to invade Ukraine, and
he did just that. So why should he stop
there and not live up to his other insane
threats? He’s got everything he needs:
ared button and mindless zombies ready
to push it on his command. Who knows
where the next missile will fly to tomor-
row? For this predatory, bloodthirsty
beast who’s gone rogue, fair play is no
longer in the cards. It’s not important to
him whether tomorrow he kills Ukraini-
ans, Germans, Finns, or Czechs. He’s tast-
ed blood and couldn’t stop himself now
even if he tried. So we must unite and stop
him. And that’s why we need each other.

For me, personally, victory in this war
will not come with the liberation of our
territories and Russia surrendering. Sat-
isfaction will only come at the tribunal
where everything will be called for what it
really is loud and clear: genocide, crimes
against humanity. And where criminals
will be named and handed down sentenc-
es for their war crimes and actually serve
the time. And that’s not all. Victory in
this war should be the victory of good
over evil, the law over lawlessness, and
civilization over barbarism. I can feel it
under my skin that the time has come for
humankind to take the next step towards
humanity.

In a world where the use of animals
in circuses is forbidden, it’s time to think
of people too. Why is it a crime for
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pickpockets to steal a wallet on the tram
while a war where hundreds of thousands

of people die remz?m de facto legal? Why

is a driver who
hits a pedestrian|
and every rapist,
thief, and mur
derer considered
a criminal, while
a president whol
orders his troops|
to rape, rob, and
murder on a mas-
sive scale seems

untouchable? Ts™

» Why is it a crime for pickpockets A
to steal a wallet on the tram

while a war where hundreds of
thousands of people die remains
de facto legal? Why is a driver who
hits a pedestrian and every rapist,
thief, and murderer considered

a criminal, while a president who
orders his troops to rape, rob, and
murder on a massive scale seems
untouchable? «

it not time to revise the morally obsolete

norms of international law? Is it not time
we band together and reclaim our com-

mon truth?

And you, dear neighbours, today can
become not only witnesses but above all
participants in this important historical
process. Drivers of change! And when it
comes time for you to share stories about
your life with your grandkids, you won’t

remember how much you were paying
for heating in the winter of 2022 because

you won't even care. But you'll be proud
to tell them that you, too, contributed to
making this world a more humane and
fairer place and that you'll be handing
over the world to them better off than

you found it.

Sincerely yours and with faith in us,
Oksana Stomina
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DOROTTYA REDAI

It is hard to think about the future now-
adays, when our present, as we know it,
is collapsing in front of our nose, with
a speed that is hard to follow. We could
take it for granted until now that there
is a future, and our life is an ongoing
progress towards certain points in the
future. But what if we are progressing
towards nuclear disaster or even war,
climate catastrophe, economic crisis
that will have a bigger impact on our
lives than the ones before, and recurring
waves of deadly diseases? And all at the
same time. It is hard to fathom what kind
of a future that might mean, as death
and destruction on a planetary scale is
not part of our concept of future. But for
the sake of this reflection, let me assume
that there is a future.

Futurity is coded in most of our
personal, educational and profession-
al relationships. So if we want to have
a future it is urgent to think about and
try to reconceptualize our current forms
of relationships of all kinds, but let me
limit myself here to think about personal
relationships. I would like to propose
that two main points are required in
order to make this reconceptualization
possible. On the one hand, the strict
normative boundaries of relationships,
the rigid definitions of what makes up
a given type of relationship should be
relaxed, and non-normative relationships
of consenting adults should be recog-
nised as equal ones in a diverse range of
relationships. Especially those personal
relationships that have been restricted
or even sanctioned by legislative meas-
ures and social institutions and attitudes.
Non-heteronormative romantic relation-

ships, for example. On the other hand,

more care, solidarity and responsibility
has to be involved in our already existing
and future relationships.

I'was thinking about this when I came
across the notion of ‘caring relationships’
and the idea of legalizing them, in a cer-
tain party program in a certain European
country. This is a controversial idea, es-
pecially if we consider that it can signify
neoliberal intentions to further withdraw
from providing state-care and leave it up to
individuals to care for themselves and their
loved ones without state support. Still, it
is worth pondering the idea in the frame-
work of the transformation of our relation-
ships for the future. Obviously, many of
our personal relationships are caring ones,
and they are already regulated. However,
in my understanding, the idea refers to
adult partnerships, based on two or more
individuals’ wish to care for each other, as
opposed to a romantic relationship based
on erotic love. What if the erotic compo-
nent of a partner relationship is not central
or non-existent, and instead, the mutual
drive for the relationship is to care for each
other? Is this possible only between friends
or relatives, or also between adult individ-
uals not related in such ways? Is it possible
to imagine that two or more people decide
to get involved in clearly definable ways
of caring for each other? In the case of
elderly people living alone and /or needing
regular help, this is an existing form of
relationship, but a subordinate one, likely
with a younger person, with a clear sense
of give-and-take (the younger person cares
for the elderly, ill or unfit person in return
for inheriting some or all of the properties
of the older person in the future), in which
the elderly person physically depends on

the younger person.
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» Can we 1mag1ne another type
of consensual caring relationship,
in which the people involved

are not erotically attached but
provide care for each other on an
equal, not subordinate basis? «

consensual caring relationship, in which
the people involved are not erotically
attached but provide care for each other
on an equal, not subordinate basis? Can
it be an alternative to erotically based
relationships which may eventually get
codified in marriage or—at least for cer-
tain people in certain countries—in other
legally registered forms of relationship?
‘Caring relationships’ could be estab-
lished between people of any genders,
which is highly important because of
the urgent need to de-gender caring.
Non-heteronormative caring relation-
ships could be flagships in this de-gen-
dering process. In my understanding,
caring relationships mean mutual caring
on equal terms; they are not meant as
an institution for officially recognizing
women’s extra workload (although that
would be a great achievement in cur-
rently prevailing relationships) but for
distributing care equally.

I don’t want to get lost in the imag-
inary details of how this would work.
There are a million questions to ask. But
one thing is sure: we have to care for each
other more in our relationships, be they
based on erotic attraction or other kinds
of bonding. A general caring attitude is re-
quired, which can be manifested towards
our human and natural environment. Eth-
ical care for our dependent ones (children,
elderly, disabled people, pets, etc.) is ev-
ident (or should be), but it should be ex-
tended towards those who do not depend

Dorottya Rédai is a Hungari-

an gender studies theorist and
LGBT* activist. As a member
of the Labrisz Lesbian Asso-
ciation, she is involved in ed-
ucational programs for young
people to introduce LGBT+
1ssues to students. In 2021, she
coordinated the publication
of The Wonderland Is for Every-
one story collection. This chil-
dren’s book contains adapted
versions of classic fairy tales and
original stories featuring char-
actels representing sexual, eth-
nic, or religious minorities and
other discriminated or exclud-
ed groups. The book sparked
awave of opposition from Hun-
gary’s conservative right, with
Viktor Orban describing it as

“homosexual plopaganda and
the Labrisz association being
forced by government decree
to include a warning that its
content “contradicts traditional
gender roles”.

on us or are not engaged in exclusive and
close relationships (like marriage) with us.
People and the natural environment are
organically connected. To refer back to Ju-
dith Butler’s keynote speech at the festival
last year, we are interconnected globally,
both with people and the natural world,
and how we handle this interconnected-
ness will determine how liveable our lives
and how inhabitable our planet will be in
the future. I propose that it is necessary
to adopt a holistic notion of care for our-
selves, other people and our non-human
environment. To expand caring for peo-
ple over to nature and the environment.
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To consider our relationships as part of
our natural environment. Care has to be
“de-domesticated”, says Butler, and de-do-
mestication is part of the de-gendering
of care.

Closely related to ‘care’ is ‘respon-
sibility’. Recently a friend of mine who
works In a carin i i

change can emerge. We should pressure
our elected politicians but not wait for
them to initiate this work because these
are longer processes with longer-term
impacts than their elected term.

As an activist working in groups of
like-minded, committed people active
i en’s and LGBT+ peo-

a caring mother
of three sons told
me how she broke

» As an activist working in groups
of like-minded, committed people

ple’s rights, T see
some changes hap-

active in the field of women’s and  [pening in the ways
down crying in| LGBT+ people’s rights, I see
front of them the| some changes happening in the

we relate to each
other, both person-

other day, tellingl ways we relate to each other, both fally and in terms

them she had nof personal}y and in terms of how
meant to bring on| we fight for our causes. «

of how we fight for

our causes. In the

such a bleak fu-™
ture for them. She was referring to the
current political situation in Hungary
and her formerly voting for the party that
has imposed this authoritarian regime
on us. Her sons responded telling her
that they are afraid of the future. This
was a shock for her, a moment of realis-
ing the immediate need for better caring
and taking responsibility for the future
of the next generation. Young people
are afraid, they feel robbed of the future
they and their parents have imagined
for them. My friend got inspired and,
with some of her friends, designed and
introduced a whole-year program to ed-
ucate children about caring in the local
primary school whose managing board
she sits in. Just one example of what in-
dividuals can do to initiate transforma-
tion in caring relationships, if they are in
a position to do so. Many people are not,
but many others are in situations where
they can contribute to the transformation
of relationships. Of course, individual
attempts will not solve the problem, but
if many of us act, our actions can add up
to create the ground from which social

“/LGBT+ and human
rights activist community, the deteriora-
tion of LGBT+ people’s rights in the past
years of the autocratic Orban regime,
which has taken to targeting sexual mi-
norities, has brought us closer togeth-
er than ever before. Our coalition has
grown stronger, and solidarity has been
growing. Our community is reaching out
to other social groups and communities
who are struggling with the exclusion-
ary and oppressive social and economic
politics of the regime, and other disad-
vantaged communities and people who
may not be members of a minority but
they care and feel responsible for justice
and equality are reaching out to us. This
caring attitude can be a foundation and
trigger for long-term social transforma-
tion, including the transformation of our
relationships for a better future. This fu-
ture will not just come about, we need
to actively work for it.
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TOTAL REFUSAL

Mass media production is an apparatus
dominated by marketing formulas. It is
essentially an attention industry, reiterat-
ing and confirming societal values over
and over again—quite literally so in times
of sequel mania—establishing a cultural
and economic hegemony. In the Western
hemisphere, the largest chunk of AAA
(i.e. big budget) productions affirm the
conservative to liberal capitalist ideolo-
gy that has brought us to this apparent
dead end of history we find ourselves in,
where an ideological shift has become
unthinkable in the literal sense of the
word to many.

This is true not only for movies, but
also for mainstream video games, which
have grown to be one of the most impor-
tant forms of entertainment and cannot
be ignored in their role as a media that
influences young people in particular.
Not unlike most blockbuster movies,
they establish their value constructs
based on a hyperindividualist view of
the world waiting to submit to the play-
er—a world that is filled with cliches and
driven by rather manicheic principles.
'This undue simplification is owed partly
to the fact that here politics is market-
ing, meaning that political categories
are superficially represented insofar as
they can be attributed to target con-
sumer groups, while the political role
of the media is simultaneously ignored
and structural critique avoided in or-
der to “keep it safe”. For instance, AAA
games advocate gender and race diver-
sity while dialectically promoting con-
servative tropes of the same. They pray
tolerance towards the converted and are
unforgiving to those questioning their
cosmovision.

Contemporary mass media being pri-
marily designed to sell has them trapped
in a reaffirmation bubble, where tried
and tested formulas—and, by extension,
values and world views—are repeated ad
infinitum.

Societies thus come to breathe cap-
italist imagery as if it was second na-
ture—a natural and immutable biosphere
we simply don’t question in its totality.

With its commercialization during the
90s, the gaming industry spawned into
place at the coming apex of late capital-
ism and inhaled all its features right away.
Best practice models, a neoliberal focus
on the individual as the world’s pivot
point, unquestionable expansionist logics
and male dominated gameplay and story
loops with their fair share of hypermas-
culine tropes—some of which it seems to
have difficulty to shed even in the woke
2020s. Female characters mainly appear
crammed into one of two roles, which
either overemphasize classic concepts of
femininity or simply transform women
into stereotypical blokes, while on the oth-
er hand it’s rare to see male tropes being
expanded with traditionally female at-
tributes. Mainstream games are so 1990s.

'This critique of the gaming industry
and the hyperreal visuals of mass media
boils down to a desperate call for a me-
dia culture liberated from the corrupted
vocabulary of late stage capitalism. Hy-
perrealism—the visual language of cap-
italism, so to speak—doesn’t aim to rec-
reate a physical real, but rather attempts
to reaffirm our idea of something: Every
video game sunset is the perfect sunset.
And the characters we encounter more
often than not are mere archetypes, ideas
of characters fit for a certain role or value
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they represent. In the end, a world popu-
lated by marketing stereotypes leaves little
room for ambivalent figures and moral
complexity.

It comes as little surprise that even in
today’s People’s Republic of China—nat-
urally one of the biggest markets in the
industry—video games are through and
through a hypercapitalist media. But is or
was there ever a counter example?

In his 2018 work “Gaming the Iron
Curtain. How Teenagers and Amateurs
in Communist Czechoslovakia Claimed
the Medium of Computer Games”,
Jaroslav Svelch highlights the thematic
diversity of homebrew video game pro-
duction in Czechoslovakia during the
1980s: “People wrote games about Indi-
ana Jones and Flappy the mole/chicken—
but they also wrote about their friends,
their favorite songs, and anti-regime
protests.” Games were a “counterpoint
to mainstream corporate production”,
partly owing to the different production
context of a centralized socialist state,
but also because it remained a sort of
garage industry. The result was a media
genre diverse in values, characters and
storylines—the sort of media utopia we
can all embrace. While this subcultural
industry could be compared with to-
day’s indie scene, which also produces
avariety of games that stray from main-
stream tropes, the replacement of pretty
much all social democracies by market
democracies before the popularization of
video games means that we still lack an
example of a mainstream game industry
allowing for cultural dissent. Just to be
clear: The problem isn’t the existence of
mass media, it’s that the consensus they
drive forward is based on a profit motive
rather than a principle of common wel-
fare. We need games to be spaces that

break out of the hegemony of ignorance
and explore social issues and diverse per-
spectives.

Following Facebook’s very medio-
cre attempt in creating a hybrid social
and gaming media, this endeavour is
still a largely unexplored frontier. The
pitfalls of capitalism are obvious here—
in our current system, one can hardly
think of the concept of social game
hubs without also thinking of privacy
infringement and outsourced control by
way of gamified meritocracy. A dystopi-
an hypercapitalist outcome seems almost
pre-programmed in our contemporary
production context.

Yes, this media certainly has the po-
tential for realizing utopian visions of
playful social environments: venues in
which people gather in largely public
spaces, experience community adven-
tures, form a democratic and critical
exchange and build strong connections
based on that. All of these things exist
in principle. Still, game spaces are doing
baby steps at best on their path to becom-
ing true social media—followed by the
occasional leap in the wrong direction. If
history has taught us one thing, it’s that
whenever capitalism swallows up signifi-
cant technological innovations—like the
internet—it spits out a social or environ-
mental dystopia on the other side. We
can’t hope for our political economy to
produce the very tools and spaces that
will emancipate us from this same polit-
ical economy. For a media utopia to be-
come reality, we need to first unshackle
the means of media production from the
logics of capital accumulation. In effect,
we need to realize there is a world out
there beyond capitalism before we can
dream up the democratic and social vi-
sions of a better future.
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Inspiration Forum

Total Refusal is a pseudo-Marxist
media guerrilla whose members work
in subversive ways with mainstream
video games. They enter them and
ap]propriate them by rejecting their
rules—by not respecting the goals or
paths presented to them as necessary

and self-evident. The digital space

o

in which they intervene is thus be-
ing reinvented and explored for uses
other than combat. Through its work,

Total Refusal highlights the politi-

cal dimension of these games and
the ideology inscribed in their struc-
ture. In their first multi-award-win-
ning film, Operation fane Walk, they
take the viewer into the dystopian
world of the multiplayer shooter Tom
Clancy’s The Division. However, they
reject the role of Division agents,
and instead of shooting, they go on
a tour of post-apocalyptic Manhattan
to talk about architecture and urban

planning.
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LIMITS TO GROWTH IN THE AUDIOVISUAL SECTOR

PREMYSL MARTINEK

Assuming the climate crisis has led to
changes in society in recent years, the
ongoing political crisis triggered by the
epidemic and fueled by the unexpected
and devastating war in Ukraine is driv-
ing society into a spiral of inflation and
unpredictability. After years of relative
calm now comes a period of uncertainty.
In many aspects of economic and political
life, we seem to be reaching our limits,
which we've refused to acknowledge for so
long. All this will, in turn, have a radical
impact on the film industry, which has so
far held on to the standards of the indus-
try boom, whether it’s through changes
in the habits of impoverished moviegoers
who provided box office income in the
years before the pandemic, or increasing
production costs that will affect the en-
tire sector. Moreover, the film industry is
all the more vulnerable because it’s very
closely linked to the grant cultural policy,
which, faced with rising health care and
education costs, among other expenses,
will hardly be able to keep up with in-
flation and increase the available alloca-
tions in grant programs across European,
state, and local institutions. If we look
at the whole production chain, we can
see that the problem will already begin
in the input phase—that is, in the pro-
duction of audiovisual works. But more
fundamentally, the output—or rather,
their presentation—will be affected, which
may destabilize the system in the long
run. However, the most affected might
be independent filmmaking, which we
perceive as the top segment of the entire
audiovisual industry. That’s why it’s worth
considering how we can fundamentally
transform the audiovisual landscape so

that it can adapt to the new environment
and be preserved in as diverse a form as
possible

(s That’s why it’s worth considering

how we can fundamentall
transform the audiovisual landscape
so that it can adapt to the new
environment and be preserved

in as diverse a form as possible. «
\

J

DIALING BACK
ECONOMIC INFLUENCE

Many philosophers and economists
see the limits of industry, technological
progress, and other aspects of moderni-
ty as an opportunity to find alternatives.
Previously, these limits were examined
within the context of sustainable devel-
opment, which is partly linked to the de-
growth approach. In addition to reducing
unnecessary consumption and production
and reducing their ecological footprints,
the degrowth movement encourages
the redistribution of resources and the
strengthening of communities and local
relationships. Degrowth rejects GDP as
astandard indicator of “quality of life,” be-
cause its calculations fail to include nega-
tive externalities, i.e. economic profit at the
expense of the environment and people.

We also have a habit of framing the
audiovisual industry through economic
growth-oriented indicators, such as the
number of viewers, subscribers, accredita-
tions, the size of the budget, and perhaps
even reach. In the last two years since the
onset of the pandemic, however, we were
forced to realize how fragile the cultural
sphere is. In the absence of audiences,
cultural production suddenly seemed un-
necessary. While audiovisual productions
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were the only things we could consume
on the internet while in lockdown, live
culture turned only to closed working
groups of its auteurs and their related pro-
fessions. It slowly began to feel like a re-
turn to the post-pandemic reality would
be met with a slowdown and taming of
overproduction.

After lockdowns were over and re-
strictions for visiting cultural institutions
came to an end, a remarkable moment
came. Projects that had accumulated over
this period had to be released in order for
producers to meet the conditions for re-
ceiving a grant. Theatre seasons doubled,
independent ensembles reprised old piec-
es and premiered new ones at the same
time, one Czech film after another was
released in cinemas, and musical promot-
ers were catching up on cancelled tours.
It was in this atmosphere that the Open
Letter to the New Minister of Culture was cre-
ated not only at the HaDivadlo Theatre
in Brno. The letter became a manifesto
for linking the degrowth discourse as we
knew it from economics and environmen-
talism with the creative industry, and it
was signed by dozens of artists and cul-
tural workers. Above all, it calls for the
stabilization, relaxation, and abandon-
ment of the economic terminology that
dominates the (primarily political) debate
on the benefits of creative industries. The
argument about the legitimacy of cultural
subsidies is now more than ever based on
concepts such as incentives, investment,
the multiplier effect, returns on invest-
ment, and also the growth of small and
medium-sized enterprises, etc. So should
we turn away from the film industry in
favor of filmmaking? How could we now
measure the meaningfulness and perfor-
mance of the film industry and the entire
audiovisual industry?

CREATIVE INDUSTRIES
DO NOT EQUAL GDP

The topic of degrowth in the audiovis-
ual industry or in cinema has not yet been
explored in detail. Its reflection is primar-
ily limited to dealing with climate change
through “Planet Placement™i.e. insert-
ing educational messages and links into
the content of works, or green filming—
tools such as waste sorting or reducing
the carbon footprint during production.
However, there’s also a study that goes
beyond these topics and tries to find ways
to stop the overproduction that has been
triggered worldwide by the digitization
of film. Its author Maria Antonia Velez
Serna is radical in her contributions. She
makes references to the “pre-digital” era
when the physical filmstrip acted as a nat-
ural barrier to high-speed distribution.
A film gradually made its way into the
cinema network and cycled through it for
several months. Nowadays, this process is
happening in a matter of days, weekends,
or a few weeks max. At the same time, the
unavailability of audiovisual content aside
from cinemas and TV syndication has
enabled films to be extracted much more
intensively than they are today. In both
cases, we can agree with her. It is truly
alarming that such a financially demand-
ing work as a feature-length film has such
a short lifespan. While many productions
made before the Velvet Revolution are
still available to us, films that were made
after 1989 are rarely seen again. The idea
of going to the cinema several times in
a row seems quite absurd today. Perhaps
only the older generation is still willing to
see a film in the cinema and then on their
home screens, or to return to the timeless
classics that TV syndication supplies us
with throughout the summer. Audiovisual
works are so accessible these days that we
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can feed our desire to watch them with
new stimuli whenever and wherever we
want with just the flick of our thumbs.
However, if one Czech distributor or
film festival decides, as HaDivadlo did,
that this season they will not come up
with any new productions and will only
play what they’ve already played before,
then they’ll lose to the fierce competition
that exists on the market—regardless of
the amount of public funds the market
consumes. It will be the last gesture this
private enterprise will make. The question
also arises as to which segment to cancel
or limit? Should we stop filming come-
dies, or should we stop making arthouse
films? Will this be resolved by the market
itself or by cutting back on state support,
which is awarded across the European
countries? Will it be a natural change, or
will we have to take some measures?
Another aspect mentioned by the au-
thor is the future of cinemas and watching
films as a shared experience. Here, too,
she’s radical and says that brick-and-mor-
tar institutions are too expensive, and the
institution of cinema needs to be moved
to living rooms, schools, or pubs. But the
cinema is not just about meeting and hav-
ing a shared experience, it’s also about
social status, and the film viewer is not
just aviewer of art films, but also a viewer
of blockbusters who’s probably not happy
with watching them in their living room.
And it’s also clear that there’s usually no
money involved in living rooms for cre-
ators and production teams, so this step
could only take place if we consciously de-
cide that audiovisual production becomes
an amateur hobby that affects only the
immediate surroundings of its creators.
Degrowth in the film industry cannot be
approached simply by cutting the costs
of distribution and limiting the carbon

footprint of filmmakers and viewers. For
us, that would mean giving up on the
notion that we have plenty of resources
at our disposal that we can learn to deal
with better and more effectively.

THE POWER
OF PUBLIC MONEY

An important motive that revolves
around the notion of degrowth is the
level, or rather the differentiation, of the
discussions that are being held about the
economy of culture. In the broader social
and political debate, we are still sliding
more along the dialectical line, whether
to perceive culture as a superstructure
or the basis of society, and whether it
should be transformed by the influence
of state politics or rely on the favor of
the market. The reality is, it works both
ways. Commercial projects are created
(mainly midstream romantic comedies
for cinemas or the entire segment of TV
series in the audiovisual industry) and,
in addition, there’s a parallel segment
of authorial works (film d’auteur, docu-
mentaries, animations). At the same time,
public support is directed to all segments.
Both infrastructure (theatres, cinemas,
galleries, festivals) and content creation
are supported. In the political debate,
culture sometimes shakes in ideological
battles over who wastes more of the public
funds and who wastes on unnecessary
goods in times of crisis. Why should it
be wrong to hold an expert and political
discussion on the defense of subsidies and
incentives to culture using concepts such
as the appreciation of resources invested
(including in relation to human capital)
or the growth of creative industries, etc.,
as suggested by the aforementioned open
letter? Does it really create this unbeara-
ble pressure?
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The primary means of sustainable devel-
opment or even degrowth in the audio-
visual sector (which represents the end
of the precarization of work in the sector,
the disappearance of pressure caused by
overproduction, and the “greening” of
production and marketing) is the debate
on the direction of public support. It’s es-
sential to think carefully about what the
conditions will be and what projects such
support will contribute to. So far, it seems
that public funds in culture are there so
that the entire sector doesn’t collapse, but
maybe it’s time to think about how to zero
in on these funds to help the sector meet
its crucial targets. It’s above all the pres-
ervation of a free space for creation, pres-
ervation, and the development of human
capacities and competitiveness towards
foreign countries, because the Czech
audiovisual sector and, consequently,
Czech culture cannot do without con-
tact with the outside world. Today, public
officials and politicians are not the ones
directing public support towards culture.
They only create administrative frame-
works and negotiate allocations. The actu-
al redistribution and conceptual work lies
with professional organizations. The revi-
sion of existing grant systems in the whole
cultural field (including subsidies for the
operation of public-benefit organizations)
is therefore an important prerequisite for
us to come up with a new comprehensive
cultural policy that naturally must reflect
both the limited resources of public and
private finances and the limited natural
and human resources. A policy that will
mark the end of a series of sets, teams,
institutions, and events that will no longer
be able to be kept alive with the alloca-
tions but will be a long-term guarantor
for the development of those who will be
able to cope with the funds.

The Czech debate, represented by
the aforementioned letter addressed to
the Minister of Culture, calls mainly for
better working conditions, which in this
form, cannot be financed by degrowth
that is, in turn, represented by a commu-
nal and shared way of life. So it’s calling
for massive state intervention, but it must
be driven by a stable system and available
resources, which are scarce on all fronts.
With the pre-Covid allocation of public
funds to film production and distribution,
including festivals, we will inevitably suf-
fer from a decline in resources. Degrowth,
however, is not based on external circum-
stances, but on a voluntary decision. The
point is to find a meaningful path and
preserve what is most important in our
system—regardless of whether we think
about film (culture) in economic or aes-
thetic terms.

Premysl Martinek is a producer
and film scholar. In the past, he

was the director of the distri-
bution company Artcam, pro-
grammer of Febiofest, member
and chairman of the Council
of the Czech Film Fund, and
head of production of the
DIOD theatre in Jihlava. He
is currently a lecturer at the
Documentary Film Centre in
Jihlava, a film producer, and
as the manager of regional
film funds, he works with the
Audiovisual Producers’ Asso-
ciation. He is also a long-term
distribution expert for the

Czech Film Fund.
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Kiri Dalena is a Filipino art-
ist, documentary filmmaker,
and human rights activist. Her
work is deeply marked by her
experience of 1njustice, political
and military arﬂ)itrariness, and
violence. Dalena is primarily
concerned with issues of “un-
freedom” and social injustice
in the Philippines as an artist
and a person. Among her most
famous works are Erased Slogans,
a series of photographs from
the Manila protests against the
Marcos regime in the 1970s,
from whicﬁ Dalena removed
the slogans on the protesters’
banners. The empty banners
symbolise the silencing of dis-
sent and the omnipresence of
injustice and protest in time
and space. At the same time,
according to Dalena, “the
blank placards offer a silence
that is necessary for reflection.”

F

REQUIEM FOR M
2010, 6 min 53 sec, Colour;, Sound, Digital,
Tagalog with English Subtitles

On November 23, 2009, fifty-cight people
were blocked on their way to file a certifi-
cate of candidacy that aimed to challenge
the continuation of the political dynas-
ty of a powerful clan in the province of
Maguindanao. From the highway, over
a hundred armed men diverted the con-
voy to a dirt road leading to a hill, where
they opened fire on the people, mostly
media workers and women and hastily
burying the bodies, including their vehi-
cles, in mass graves. Playing footage from
the funerals and the site of the massacre
in reverse, Requiem for M is “no longer doc-
umentary or critical account” and trans-
forms into “an experiential procession
away from the event.”
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GIKAN SA NGITNGIT NGA
KINAILADMAN (FROM

THE DARK DEPTHS)

2017, 27 mun 01 sec, Black and white; Colour,
Sound, 16mm, Analog, Digital, Visayan, Tagalog
with English Subtitles

In June 2016, the then President-elect
Rodrigo Duterte signed a joint statement
to resume peace talks with the National
Democratic Front. The NDF is the polit-
ical arm of the Communist Party of the
Philippines and represents the revolution-
ary group in peace negotiations to end

five decades of guerrilla war waged by
the New People’s Army (NPA). Within
this context of renewed hope, the artist
decides that it is finally possible to delve
into her own archive of political unrest,
and interweaves dream-like underwater
scenes with her analog and digital doc-
umentary footage. Gikan Sa Ngitngit Nga
Kinailadman is a defiant expression of loss
and mourning, unarticulated and accu-
mulated through time.
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ALUNSINA
2020, 41 min, Colour, Sound, Digital, Tagalog
with English Subtitles

Dalena’s film is a call to the deity Alunsina
to bestow strength upon children and the
elderly. The film, shown upside down -
to mirror distress/wrongfulness, dwells

» In one scene, she sings a protest
song as a lullaby to the youngest
drinking milk from his {,)ottle.
The children play with each
other. The children, of their own
accord, draw to ‘process’ what has

happened to their lives. «
N

on the mundane life of a single fami;
ly out of thousands that survived thej
war on drugs. In the film, one ailing
grandmother takes care of her grand-
children, toddlers and teenagers, with|
quiet care and affection. In one scene,

she sings a protest song as a lullaby to
the youngest drinking milk from his bot-
tle. The children play with each other.
The children, of their own accord, draw
to “process” what has happened to their
lives. They feel like weak chains. They let
go of their father who was killed during
a police operation because he allegedly
“fought back.” The children’s mother was
falsely accused of being a drug pusher.

CHRISTMAS IN OUR HEARTS

RELOADED (HINDEOKE#1)
2016, 3 min 46 sec, Colour, Digital, English

HindiOke is a portmanteau of “not okay”
and “karaoke” and this collaborative work
builds from a popular Filipino Christmas
song, ubiquitous in the Philippines come
the holidays. Filipinos in the Philippines
and elsewhere in the world are shown hold-
ing cardboard signs expressing their sen-
timent about the killings. The use of card-
board signs recall photographs of victims
with signs that say “I am a drug pusher” or
“I am a drug addict” next to their bodies.
The lyrics were changed but the spirit of
the song remained. It was released online
as part of a campaign of RESBAK, a net-
work formed by the artist along with other
filmmakers, media and cultural workers
to counter the silence against President
Duterte’s deadly war on drugs.

Kiri Dalena

ERASED SLOGANS
2008—2022, 3 minutes (work in progress),
Black and white, Silent, Digital

Digitally-manipulated scanned pho-
tographs documenting the numerous
demonstrations under the then Philip-
pine President Ferdinand Marcos who
declared Martial Law in 1972 and held
power for over two decades. Deleting
all the text written in the placards, the
work—in the form of a slideshow—encap-
sulates the magnitude of the suppression
and silencing during that period. In June
2022, the prints kept by the artist in stor-
age were waterlogged because of strong
rains. The water erased the images in the
photographs even further, inadvertently
conveying asituation that mirrors the pres-
ent-day restoration of the family of the late
dictator to power.
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2022, 62 min, Colour, Sound, Digital
5 channel-installation, Tagalog with English
and German Subtitles

People in various stages of life are shown
in a queue to get food packs at a com-
munity pantry amid the pandemic and
national elections in Pila (Lines). Some
queue before dawn for canned goods,
meat, vegetables and rice, depending on
the week’s donations. They talk about
life hacks, lining up early, how to extend
meals, unemployment, odd jobs, wanting
to put up a store, vaccines, storms, fires,
housing, the failures of the local govern-
ment, but also Facebook, Instagram and
biking, etc. As long as community pan-
tries exist they vow to fall in line. In the
end, the line moves. A dictator’s son wins
the presidential elections. Some voted for
him. The pandemic continues on. Existen-
tial and arresting, this five-channel video,
first meant to be life-size, was projected
larger than life.
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GLOSSARY OF NON-EXISTING WORDS

—
ENAVATAR [noun] the sensation some individuals can
have of feeling more identified with an avatar than with

their physical body.

EXAMPLE 1

She took out all the mirrors at her home because she has
enavatar and doesn’t like to look at her bophys (see bophys).
EXAMPLE 2

He is always late, because he has enavatar and forgets that

he can’t teleport from home to the classroom.

MENTER [noun] the sudden realization that most
of our experiences are created by our brain and mind.

EXAMPLE

Twas falling from a pegasus in the virtual world, and had the
visceral sensation (j}%”ee fall, but at the same time  felt menter
because I knew that my physical body was sitting on a chair.

BOPHYS [noun] the phxsical body of a person,

in contrast to his or her virtual body.

EXAMPLE

Lactually need anew t-shirt for my bophys, not for my avatar.

PLANETARY CLAUSTROPHOBIA [noun|

the feeling when you realize how scary the impacts
of climate change will be and that there is no way out
of this planet.

EXAMPLE
A: Oh my god, we really are stuck here on a burning platform,
aren’t we?
B: Isee that your planetary claustrophobia finally started
to kick in.

N

Authprs of for now non-existing words: Monica Gagliano, Sini Harkki, Lukas Likavcan,
Emiliana Rodriguez, Katefina Smejkalova, Katefina Seda.
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ORYNGHAM

1. [transitive verb] to give thanks for listening
1n the language of plants.

2. [nozm] the expression of gratitude for listening of plants.

KRKATION FORUM LAB

DATA UNIONS [noun] organizations defending The Inspiration Forum LAB
the rights and interests of netizens. is an interdisciplinary ,
research program organized
EXAMPLE by Inspiration Forum and
These days, everyone must fend for themselves when navigating Display—Association for
the internet. As a result, we as individuals are /Z‘bowerless when it Resea:r ch and COHCCUVC_
comes to thoroughly acquainting ourselves with all the rules for Practice. It has been designed
handling personal data that websites and applications collect on to provide a space where
us. Data unions defend the rights and interests of internet users artists and scientists can meet
collectively, similar to how labor unions defend the rights and work together on creating
Q/‘workgm on [/zg [abor markg[. resqarch-based multlmedla art
projects.
FEMARTIST / UNE ARTISTE [noun] a woman who inspirationforum.com/lab
is active in the art world and struggles to balance her
professional and family life in a patriarchal capitalist % I-El,
society. :
[=]
METABOLISM

1. [noun] life-sustaining chemical reactions that occur
in a living organism.

2. [noun] metabolic processes in human society; the
formation, conversion, and discharge of chemical
substances by the human community.

EXAMPLE

Thanks to ecological economics, we now know that even human
society has its own collective metabolism ~ the  formation,
conversion, and discharge of chemicals, such as hydrocarbons.
What if we e;lcpcmded our concept of metabolism and began
planming and designing a collective metabolic process in line
with the ecological limuts of our planet?




455 Inspiration Forum LAB

INSPIRATION FORUM LAB 2021/22

THE LIMITS TO GROWTH

In 1972, a group of researchers gathered
around Dennis and Donella H. Meadows
published one of the most important texts
in the history of environmental science.
Titled “The Limits to Growth” and col-
loquially known as the “Club of Rome
Report”, it used state-of-the-art computer
modelling techniques to arrive at the set
of objective limits posed to the behav-
iour of human societies and economies. At
the time, the proposal to play safe within
these planetary boundaries was met with
a lot of scepticism, fuelled by fantasies
of perpetual economic growth, capital
accumulation and technological solution-
ism. Half a century later, in the midst of
escalating climate collapse, many of the
boundaries hypothesised by the Club of
Rome have been irreparably breached,
thus sadly proving that they were more
than just hypotheses.

Unfortunately, the notion of limits
still goes against the basic mindset of
Western liberal subjectivity. It may be
too late, but different politics is still pos-
sible, one that would encourage humans
to not be scared of limiting themselves.
To start searching for the politics recon-
ciled with the notion of limits, one must
first ask a number of questions. What is
alimit? Is it an obstacle? An opportunity
to highlight what truly matters? Or per-
haps a productive constraint? How many
types of limits are there? And how many
ways of legitimately overcoming them?
Are limits strictly opposed to growth? Is
growth needed at all? And finally: What
could be the form of society or economy
that would fit within the planetary limits?
All these questions set the stage for the
beginning of the research trajectory of

the three teams of fellows at Inspiration
Forum LAB 2021/22 who worked under
the guidance of three tutors—artist Zby-

n¢k Baladran, designer and visual artist
Lenka HidmoSovd and philosopher Lukas
Likavc¢an. Their explorations have given

rise to interdisciplinary projects combin-
ing artistic and design research, which
coalesced around three metabolic futures:
the future of flows of basic chemical ele-
ments, the future of cities and the future
of river ecosystems. These have not been
chosen arbitrarily—they respond to the
urgency of the environment they are situ-
ated in, be it a hometown or a home field.
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GUADIANA IN FOUR MOVEMENTS
BY BURAK KORKMAZ AND PEDRO F. NETO

The Guadiana estuary presents a reveal-
ing case study on the impacts of climate
change on fragile biodiversity in the Med-
iterranean. The third-largest river basin
(67.133 km?) in the Iberian Peninsula, the
Guadiana originates in the Lagunas de
Ruidera in central Spain and flows 742 km
into the Gulf of Cadiz on the Portuguese
coast. From the 13th century, the estuary
acted as an imaginary “natural” border-
line between Portugal and Spain. In 1926,
upon the Convention of Limits —Convénio de
Linutes / Acuerdo de Limites—, an agreement on
the official border demarcation was even-
tually reached. The word “limit” referred
solely to the legally binding abrupt fron-
tier in the middle of a river between two
riparian states. Since then, other sorts of
limits have also been recognized.

Despite being highly susceptible to
flooding, aridity, water scarcity, drought
and salinisation, Guadiana continues to
be used for power generation, hyperin-
tensive agriculture, cattle grazing, and
couri .

» Water ﬂOW management iSSUCS
between upstream Spain and

disputes as various regional,
national and supranational
regulatory intermediaries acted
with poor communication and
cooperation results. «

\-

Although the river divides both countries
socially, economically, and jurisdiction-
ally for a significant part, the Guadiana
estuary remains a self-contained entity
with a fragile and unique ecosystem. Such
interconnected biodiversity means that
any slight interference can potentially
disrupt the entire ecological chain, the
socio-economic circulation, and the re-
silience surrounding Guadiana. Indeed,
once we get more granular, we start to ob-
serve the hydro-ecological “limits” of the
river, inevitably recalling the big-picture
forecast of the “Limits to Growth” fifty
years ago (Meadows et al, 1972).
Although predictions need to be tak-
en with a grain of salt, it is still possible
to understand the behaviour of a system
on a certain time scale (Bardi 2011). Com-
putational modelling allows us to articu-
late different systems of the world in their
complexity, nonlinearity and feedback
domination. In general, quantitative mod-
elling is based on mathematical expres-
ions that define how various elements of
a system relate to one another; when
a simulation captures one of many pos-

downstream Portugal have been the [sible different outcomes, a “scenario”
cause of several social and {)olitical is produced. And it is the developed

scenarios that rely on data and math-
ematical calculations of feedback-loops
that are critical to determining future
impacts on spatially variable and di-

verse ecosystems like Guadiana.
~/ With this in mind, Guadiana in Four

between upstream Spain and downstream
Portugal have been the cause of several
social and political disputes as various
regional, national and supranational reg-
ulatory intermediaries acted with poor
communication and cooperation results.

Movements explores the present and future
of the transboundary Guadiana estuary
using two complementary approaches.
The first is to find out how local people
perceive and make sense of the effects of
climate change in their daily lives. This
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soscrabs arrived like a plague

is done by means of exploratory and sen-
sory ethnographic fieldwork along the
Guadiana estuary that aims at capturing
some of the intricate dynamics of objects,
people, images, sounds and various tech-
nologies that, to various degrees, co-exist
and interact in this specific place. In do-
ing so, we explore how different types of
sources and materials, singular and trivi-
al, visible and invisible, fold, connect and
can be made meaningful. The assemblage
of such diverse materials is thus marked
by an exploration of how the depicted
elements connect rather than how they
“are”, seeking to represent these as un-
folding forces rather than static essences
(Deleuze & Guattari 1978).

While the images and soundscapes
collected during fieldwork guide and terri-
torialise this piece, data sonification makes
the predicament of Guadiana universal.
Indeed, data sonification not only chal-
lenges representations of climate change
scenarios, which often come in the form
of visualised projection, but can also of-
fer a “panoptic view from above, or from

the future” in an almost “prophetic” fash-
ion (Helmreich 2016). Hence, the second
approach consisted in looking at existing
climate models, involving a thorough selec-
tion, analysis, and systematisation of raw
data informing possible future scenarios, in
a process leading to the method of auditory
mapping as a result of data sonification.
Guadiana in Four Movements unfolds in
four parts based on the different IPCC
scenarios conveyed as data sonifications
in order to enable a better understanding,
or appreciation, of changes and structures
in the data that underlie the display. The
interval baseline consists of the measured
mean, maximum and minimum tempera-
tures from 1981 to 2014 in the watershed
of Lower and Middle Guadiana Estuary,
partly from the local regions of Huelva
(Spain), Lower and Central Alentejo, and
Faro (Portugal) based on an initial refer-
ence scenario, also commonly known as the
best case scenario of ~ 1.8 °C temperature
change. The same regional data was soni-
fied to draw further projections (= 2,7 °C /
~3,6 °C / ~ 4,4 °C) with arange of approx.
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120 years. The four tracks were composed
entirely based on the annual aggregate
temperatures through duration and pitch.
Each year correlates to a 1-second seg-
ment while decades are marked by an
identical signal. Consequently, the pen-
dulum between quasi-palatable musicality
and abrasive dissonance works to evoke
visceral emotions and an immediate un-
derstanding of the incongruities of the
scenarios.

Guadiana in Four Movements then em-
phasises and also transduces (in the sense
of sound being a form of energy always
transmitted through a medium) the limits
to growth of Guadiana River basin by us-
ing data sonification as a complementary
and consecutive component. As a result,
data sonification challenges the viewer
pointing to how “what one hears is related
to what one believes should be heard, as
well as what one thinks about the nature

of sounds (...) (Helmreich, 2016)”.

Burak Korkmaz is an independent infor-
mation designer, who takes over data-driv-
en visualisation for politics, academia and
civil society.

Pedro Figueiredo Neto is an anthropolo-

gist and filmmaker. Currently, he is a re-
search fellow at the Social Science Insti-
tute,University of Lisbon (ICS—ULisboa).
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MUTUAL CORE

OSTRAVA’S COAL MINING—CASE-BASED

STORY OF A TRANSITION

BY GIULIA FACCIN, JAN SKALICAN,
JITKA KRALOVA AND JAROSLAV MICHL

“The discovery of coal on the banks of the
Ostravice river in the early 18th century,
marks the beginning of the history of
Ostrava. If coal had not been discovered,
there would have been no Ostrava. When
Ostrava was founded, an artificial city was
created. Not like those other cities that
took hundreds of years to develop. It was
created when several subregions merged
and people started to move to the city to
look for work in the mines.”

As illustrated by the story of Ladislav (70+),
who spent most of his working life as a coal
miner in one of Ostrava’s many mines, the
location chosen for our case study has been
closely associated, if not defined by, coal
mining, since its early days.

While Ostrava’s industrial history
dates back as far as the 18th century, it
experienced its greatest boom during the
socialist period, particularly in the 1980s
when coal mining was the primary fuel
of the national industrial production. It
provided the main source of local em-
ployment and economic wealth and gave
Ostrava and its inhabitants a sense of
identity, belonging and pride.

With the postsocialist transition in
the early 1990s and the subsequent re-
structuring of the national economy, it
was decided that most of the mining op-
erations would close down. The industrial
production deteriorated sharply and so
did the importance and prestige of coal
mining. The ensuing decline in employ-
ment opportunities in the region, which
had reached unprecedented levels (in

numbers), led to a dire economic crisis
and social discontent. The local sense of
injustice was further aggravated by the
questionable and fraudulent nature of the
privatization process, which transferred
large amounts of collectively acquired
wealth to the hands of very few individ-
uals.

Zooming in to Ostrava’s experience of
the transformation gives us a unique per-
spective of the dynamics through which
global processes of industrial rise and fall
impacted locally specific and historical-
ly contingent realities. The case study of
Ostrava simultaneously attests to the vul-
nerability of places in transition. It tells
the story of those who once found them-
selves on the “winning” side of history
and suddenly slid into conditions of pre-
carity. These sudden ruptures continue to
inhabit the collective consciousness and
the ability to imagine the future beyond
individual growth and profit.

MUTUAL CORE

Through ethnographic research and
in-depth interviews with former Ostrava
miners, steelworkers, researchers, urban
planners, social workers, and activists,
the project investigates and draws connec-
tions between Ostrava’s mining past, its
postindustrial present and its envisioned
green future. It explores the concept of
“Limits to Growth”—originally intro-
duced by the Club of Rome in 1972—by
highlighting the parallels and discrep-
ancies between the current profit-driven
socio-economic and political models and
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the proposed alternative that the Green
Transition encapsulates.

The history of the Czech fossil fuel
revolution had its unique identity which
was one of the coal miner (hornik). As re-
counted by one of our participants, “after
the morning shift when we came out of
the mine, the pioneers would be waiting
at the top to give us flowers.” The myth
of the miner is not only inscribed in peo-
ple’s memory. The buildings in Ostrava
are silent observers of the lost glory, which
became engraved in their facades and re-
mains mostly unnoticed by the eyes of
those passing by. During one of our in-
terviews, Dr. Nicole Hordkova, a sociol-
ogist based at the University of Ostrava,
contested that “these men and women
(the former miners), who during the com-
munist era were the pride of the working
class, today represent only a number in
the statics and we do not know anything
about them.”

In the main outcome of our pro-
ject—a video essay—individuals who ap-
pear unrelated within the socio-political
course of life, represent key actors of an
interdependent and complex narrative

of transformation(s). They partake in the
story as equal witnesses to a changing tem-
porality, sharing with us their lives defined
by struggle, hope, anxiety, and personal
and collective agendas. Their voices come
together like sounds without faces.

Landscapes and archival materials
become a visual guide that takes the
viewer to places that shaped these lives
and vice versa. They echo traces from the
past while offering a truncated perspec-
tive of what is yet to come. The future
narratives fragment, ramify overlap, and
bend. They become disembedded and
unclear. If once the industrial backbone
of the country borrowed its agenda from
the people, the green transition appears to
be outsourcing its own agenda from and
to multinational corporations.

Society is traditionally understood as
alarge group of people living together in
an organized way. Similarly, a digital vid-
eo as we know it today, is a collection of
pixels, positioned in a defined space, relat-
ed to a specific framework (the screen, the
phone, the projection surface...) and co-
ordinated by a given timeframe. All these
parameters work in an alliance to render
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an image that can later be captured by our
sight and read by our nervous system as
complete information. It is more accurate
to understand digital video as a sequence
of carefully synchronised pixels. Video is
the story of transition.

THE METHOD
AS THE MESSAGE...

On most occasions, videos do not en-
code full pixels for every frame as it would
take up too much space and because there
is a better alternative: compression.

Pixels are micro fragments compos-
ing a (digital) video, in the same way the
individuals form society as a whole. Their
coordination renders the image possible.
By compromising the images of our video
material, the final visual outcome becomes
no longer legible due to the overlapped
pixels, desynchronized and unrelated to
one another. They either lack the knowl-
edge of how the previous pixel transitions
into the next scene or keep repeating the
same process over and over again.

Therefore, the reason to work with
compromised images, in all its banality,
is not only to take the past into account
when programming the future, but also
to acknowledge how past patterns can
easily corrupt the shape that the future
will take. In the context of our project,
what may seem as a technical exercise is
in fact an attempt to visualize the limits to
imagining the future as perceived by our
participants, and the current system’s lim-
its to envision a future beyond growth
(as embodied in the paradigm of green
capitalism).

Mutual Core frames how nostalgia for
the socialist past and the current trends
towards a greener and a more sustainable
future resemble the existing profit-driv-
en socio-economic models. It sets out to

provide a visual metaphor for, and align
with, our belief that the past must be
considered while designing the future.
Simultaneously it seeks to illuminate how
patterns from the past can easily corrupt
present actions and imagining the future.
From fossil energy to green energy,
from capitalism to green capitalism: what
shape will the future take if built on prin-
ciples that mirror, if not amplify, the same
modes of existence and relations we strug-
gle with and that ought to be revised?

Giulia Faccin is a practice-based visual
researcher. She combines storytelling
methods with computer science process-
ing technologies and visual arts, draw-
ing on philosophical and media theory
frameworks.

Jan Skali¢an is a visual artist. His main
focus is on his own artistic practice and
on investigative research. He is one of the
founders and active members of the dsk.
artist collective, founded in 2012.

Jitka Kralova is a social anthropologist.
Her research interests include issues
around precarity and political mobilisa-
tion in postsocialist contexts. She current-
ly works on a project exploring the rise of
populism in CEE.

Jaroslav Michl is a philosopher. He focus-
es mainly on utopian thought and cultur-
al theory. He co-translated several books
and articles (Sre¢ko Horvat, Raymond
Williams, etc.) and published his texts in
A2 and Revue Prostor.

mutualcore.cz
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FERTILISER REHAB

A SPECULATIVE EXPLORATION
OF POST-FERTILISER REHABILITATION
BY HANA KOMANOVA AND KAROLINA ZIZKOVA

How are crops and people going to re-
act to the unavailability of industrial
5 .
» Phosphorus is an essential
element for all living beings and
also one of three main components
of the synthetic fertilisers current
agriculture depends on. Prior to
human intervention, wild plants
developed strategies to secure this
scarce nutrient, such as evolving
extensive root systems or excreting
chemicals to liberate it from the
soil. «

FERTILISER REHAB

Alchemist Hennig Brand takes urine
that has been set aside for several days, and
boils it until it thickens and a layer of red
grease forms on top. After removing this
layer he allows the remaining substance
to cool down, separating the bottom
part containing precipitated salts and
the dark mass on the surface. The salt is
removed and the red grease is mixed back
in. Brand cooks this mixture vigorously
for 16 hours until a white steam starts
to evaporate, followed by oil and then
a luminescent substance. Instead of the

element for all living beings and also
one of three main components of the
synthetic fertilisers current agriculture
depends on. Prior to human interven-
tion, wild plants developed strategies
to secure this scarce nutrient, such as
evolving extensive root systems or ex-
creting chemicals to liberate it from the
soil. Assuming continuing abundance
of synthetic fertilisers and easy access to
phosphorus, these abilities were traded
in by breeders for fast growth in many
cultivars. However, phosphate rock, the
primary source of phosphorus, is a fi-
nite resource. It took 10 to 15 million
years to form and extraction is currently
reaching its limits, with the maximum
extraction rate, peak phosphorus, es-
timated in 2030. The Fertiliser Rehab is
a fictitious service set in post-peak-phos-
phorus times, exploring possible exper-
imentation with plants’ properties, as
well as sourcing phosphorus elsewhere
in times of its unavailability.

)desired Philosopher’s Stone, Brand first

isolated phosphorus by distillation in 1669.

TIPPING POINT

Urine, bones and teeth, nucleic ac-
ids, and a fertiliser. Phosphorus is an
irreplaceable biogenic element that is
impossible to be created artificially. The
name of the element refers to the person-
ification of the planet Venus in Greek
mythology in the form of the Morning
Star that brings light. It is extremely flam-
mable and used as an incendiary agent
in matches. Industrially, it is obtained
from phosphate rocks, a group of sedi-
mentary rocks with phosphorus forming
over half of their mineral contents. One
of these rocks is called apatite, a calcium
phosphate, whose alleged healing prop-
erties include deflecting negative energy,
enhancing communication skills, and in-
creasing motivation and creativity.

Deposits of phosphate rocks have been
forming on our planet for 10 to 15 million
years providing a non-renewable resource.
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The so-called peak phosphorus, after which
the extracted quantities will only decrease
due to the unavailability of the element, is
predicted to occur in 2030. In addition to
the quantity, the quality of the extracted
material is also declining, with increasing-
ly lower concentrations of phosphorus at
the expense of unwanted clays and heavy
metals. This in turn leads to the employ-
ment of more complex and costly forms of
extraction, for example from the seabed.
The imaginary landscape that stretches
beyond this tipping point is represented by
Al-generated images from depleted mines
in Estonia, Nauru, Kiribati and Florida,
combined with those in Morocco, Aus-
tralia and the Western Sahara, where the
resources are inevitably running out.
Nitrogen (N), phosphorus (P) and
potassium (K), are the main ingredients
in synthetic fertilisers on which, along
with other high energy inputs, the cur-
rent global agricultural systems depend.
At most a quarter of the phosphorus in|

fertilisers is used by plants, while the rest
remains in the soil, from which the fer
tiliser is washed into surface waters. This
causes pollution and, due to so-called eu-
trophication, increased levels of phospho-
rus and nitrogen, plankton overgrowth
and algal blooms.

CREATORS OF PLANTS

However, some phosphorus remains
stored in the soil due to long-term over-fer-
tilization, but it is difficult for plants to
obtain it. Plant cultivars currently used in
agriculture are dependent on the overuse
of synthetic fertilisers, as they have been
cultivated for conditions of unlimited
access to nutrients in surplus quantities.

» This distinguishes them from
wild and landrace varieties,
which had to develop different
strategies to secure minerals,
inclu Ing extensive root systems,
the secretion of chemicals that
release phosphorus from the soil,
or symbiosis with fungi. «
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landrace varieties, which had to devel-
op different strategies to secure miner-
als, including extensive root systems,
the secretion of chemicals that release
phosphorus from the soil, or symbiosis
with fungi. Self-preservation functions
have been traded for rapid growth. At
the boundary between the natural and
the artificial, attempts are now underway
in microbiology to reverse this process.
A gene responsible for the plant’s ability to
search for phosphorus using its fine roots
has been identified in an old rice variety
and this genetic trait has subsequently
been bred into modern r rarieties. The
potential of microbes that live naturally
on the root system of millet and that act
as natural fertilisers is also explored.

SCIENCE AND KNOWLEDGES
At Fertiliser Rehab plants recover
from their addiction and break free from
the cycle of growth for growth’s sake
duced at the expense of essential,
1staining functions. When perform-
ing alchemical experiments, a parallel
process takes place through the person
who performs them. The installation then
incorporates controlled procedures and
scientific environment with alchemical
experiments and spontaneous processes
occurring in nature, such as plant hybrid-
ization, without creating hierarchies. It
combines thinking articulated in the
language of alchemical symbolism, the
currently standardized way of commu-
nicating scientific knowledge through
peerreviewed journals, and speculation.
How will plants and humans actually
react to the lack of phosphorus? An an-
swer can have the form of experimenta-
tion with plant properties, their creation

and re-creation. Another option is to try

to obtain phosphorus from sources other

than non-renewable phosphate rocks, for
example by recycling urine. Or perhaps
the inevitable transformation of society,
realizing the limits of growth and going

to a rehab will do the trick?

Hana Komanova is a biodesigner, re-
searching textile & material lifecycles
and their impact on soil health through
decomposition. Her work applies biologi-
cal pro es into design practices.
Karolina Zi% 4 1s an environmental an-
thropologist interested in mining, land
use and its ownership. Using a political
ecology perspective, her focuses are dis-
courses and power structures related to
those topics.

https://fertiliser.rehab
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DARKENING
D: ONDREJ MORAVEC, FRAME FILMS

CITIZEN MIKO
D: ROBIN KVAPIL, SILK FILMS

OPUS BONUM / CZECH JOY

THE INVESTIGATOR
D: VIKTOR PORTEL, FRAME FILMS

TESTIMONIES

GOOD OLD CZECHS
D: TOMAS BOJAR, NOW PRODUCTIONS

SPECIAL EVENT

KUNSTKAMERA
D: JAN SVANKMAJER, ATHANOR

ART TALENT SHOW
D: ADELA KOMRZY, TOMAS BOJAR, UPP

NOTES ON WAR

CZECH PEACE
D: ViT KLUSAK, FILIP REMUNDA,
HYPERMARKET FILM

CZECH TELEVISION
DOCUMENTARIES

WILD PRAGUE
D: JAN HOSEK, KULI FILM, 10 POST

CZECHPRODUCERS.CZ




= DVERE = ZARUBNE

Tvorime pribéhy o dverich. Uz vice nez tri desetileti.

WWW.SEpPO0S.CZ

KAMERA'

SADA Z 30 PRO
VIDEOLOGY

Nikon z 30

Tato sada obsahuje vie potrebné
pro zdznam videa a zvuku

v profesiondlini kvalité. Ziskdte
fotoapardt mirrorless Z 30,
kompaktni objektiv NIKKOR Z DX
16—50 mm f/3,5—6,3 VR, stativovy
grip SmallRig a koZesinovou
ochranu proti vétru SmallRig.
Stativovy grip je vybaven
magnetickym vyfezem, do kterého
Ize vlozit ddlkové ovldddni ML-L7.

Vice informaci na nikon.cz

ZAKLADNI
SADA PRO
VIDEOSEKVENCE

Nikon z 61

Vice svobody pfi tvorbé. Tato
dokonald zdkladni sada pro
nezdvislé filmare obsahuje
fotoapardt mirrorless Nikon Z 6l
s obrazovym polem ve formdtu
kinofilmu, adaptér bajonetu
FTZ, monitor Atomos Ninja V,
adaptér na fotoapardt SmallRig
s rychloupinacim systémem

a razné prislusenstvi. Posurite své
videosekvence na novou Uroven.

KLAPKA!

AKCE!

VLOGGER KIT

Nikon z 50

Sada fotoapardtu Z 50 pro
videology poskytuje vSechny
potfebné ndstroje pro tvorbu
skvéle vypadadijicich videi se
skvélym zvukem. Tato sada
obsahuje objektiv NIKKOR Z 50
+ 16—50 mm, SmallRig plate, mini
stativ Manfrotto PIXI a mikrofon
Rode VideoMicro.

CAPTURE TOMORROW

Nikon



DARKOVE
KARTY
)\ CITYPARK

Idealni darek
pro kazdeho
a pro kazdou

K dostani
v prodejnim
automatu
nebo online

Darkova karta CITYPARK je idealni darek, ktery poridite
rovnou krasné zabaleny pro kazdou prilezitost.

Nabijte ji podle uvazeni od 300 do 6 000 K¢ a darek mate ihned
v kapse. Trefite se do vkusu kazdého: obdarovany si vybere

podle svého prani ze Siroké nabidky obchodl v nasem centru.

Vice na www.citypark.cz

CITYPARK

nakupni centrum L1 ICedD 1 1
JIHLAVA

CZ LOKO

{comotisa f;(a%em@

POJDTE S NAMI VYRABET LOKOMOTIVY!

Rosteme (v Jihlavé i v Ceské Trebové) a hleddme nové zaméstnance.

CiLOVA STANICE SMER JizDY

DRUH JizDY

NASTUP

MISTR CESKA TREBOVA

THP

ZAMECNIK/SVARECG JIHLAVA/CESKA TREBOVA VYROBA

LAKYRNIK JIHLAVA/CESKA TREBOVA VYROBA

MECHANIK CESKA TREBOVA

VYROBA

ELEKTROMECHANIK  JIHLAVA/CESKA TREBOVA VYROBA

ELEKTRONIK CESKA TREBOVA

ELEKTROMECHANIK

SERVISU CELA CR

CZ LOKO, a. s. | Semaninska 580 | Ceska Trebova

VYROBA

SERVIS

IHNED

IHNED

IHNED

IHNED

IHNED

DLE DOHODY

IHNED

‘ milujemelokomotivy.cz

CZ LOKO, a. s. | Pavovskd 2b | Jihlava

G Y oid @O
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Vychutnejte si filmovy zazitek s projektory Epson

Chcete prenést atmosféru filmového festivalu do svého obyvaciho pokoje?
Pak by vam urcité nemély uniknout miniprojektory Epson EF-11 a EF-12
z rady EpiqVision. Nenechte se zmast jejich kompaktnimi rozméry, s témito
elegantnimi drobecky vas ¢eka spousta zabavy!

Pomoci vestavéné technologie Miracast nebo HDMI vstupu k projektoru snadno pfipojite
Blue-ray prehravac, chytra zafizeni nebo herni konzole, a zabava tak m{ze zadit.

Promitani na témér jakykoliv povrch
a v jakémkoliv sméru

Kompaktni a lehka konstrukce pro
snadny prenos

Bez m&&{ﬁﬂeﬂ'? ; l Ostry obraz se sytymi barvami Rychlé a snadné nastaveni
Bez l‘l‘:‘ﬂkﬂ? n o - a jasnymi detaily projektoru
Plsobivy velky obraz Technologie 3LCD

Setrné k prirodé?
5 podporou eskeho zemédélstvi?
§ plnoy pusou chuli?

s Uhlopfi¢kou az 150 palct

Laserovy zdroj svétla, az 10 let
nepretrZité zabavy

pro jasné detaily

Zabudované reproduktory YAMAHA
(model EF-12)

Sy 3LCD

*Udaje vychazeji z kazdodenniho sledovani obsahu po dobu péti
hodin s projektorem nastavenym do Usporného rezimu.

Vice informaci na strankach www.epson.cz

EPSON

EXCEED YOUR VISION




RENTAL

Biofilms rental offers
widle range of photo-
graphic, DSLR & pro-
fessional film equip-
ment, lighting and
sound recording for
rent.

y | '
+" 51200
ISO

Biofilms rental je nejdostupnéjsi pujcovna fotografické
a filmoveé techniky urcené pro profesionalni kameramany,
fotografy i DSLR filmare.

Pro vice informaci navstivte nas web www.biofilms.cz.

o




© Martin Langhorst

Gorliwood is calling!

1000 stories that still want to be told and a city that
offers endless possibilities - Gorlitz on the Lusatian
Neisse. Face the facts: international flair in the
German-Polish European city of Gorlitz/Zgorzelec,
exciting original locations from five centuries in the
middle of a varied landscape, a lot of film material
from the lives of authentic people and individual
service from the Film Office. Start your next
documentary film project in Gorliwood®! B 2 _

You are very welcome!

ME RCHvOU@

SUSTAINABLE TEXTILE & PRINTING

WWW. MERCHYOU.COM

© Film Office’

Please contact us:

Film Office Gorlitz

c/o Europastadt GorlitzZgorzelec GmbH
Phone +49 3581 475730
filmbuero@europastadt-goerlitz.de
visit-goerlitz.com/goerliwood

= ¥ & o

Diese MaBnahme wird mitfinanziert durch Steuermittel auf
der Grundlage eines Beschlusses des Sachsischen Landtags.

© Nikolai Sehmidt
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FILM ot

@,) DEVELOPMENT
COUNCIL OF THE

C - PHILIPPINES

FTOGETHER, LET US EXPLORE THE OPPORTUNITIES THAT AWAIT YOL!
FIND OUT WHY IT'5 MORE FUN TO FILM IN THE PHILIPPINES.

« INTERMATIONAL GO-PRODUGCTION FUND (ICOF) = FILM LOCATION INCENTIVE PROGRAM [FLIF]
A geestiva recolpabide fund that will provide upta A 0% cash rebate oo your quaiifled Phillpplne
A0 pash inoentves anyvour quakfied Philippine precudton expendibires,
procuction expendituras,

» ASEAN CO-PRODUCTION FUNDACOR) = FALM LOCATION ENGAGEMENT DESK [FLEX]}
A getective fund from USDE0000 40 USDHE0000 A eanice incantive program to: 5
mavamad o epch selected ASEAN film co-producing ¥
it e Pl prainess swith sn ASE AN cirechor,

LR e
'.I_:'ﬁ.f:g-'r ..-r:-l:« = FILM -‘1 FILMPHIL'FINES -
o gr_g; | PHI!- pines | ' INCENTIVES o
S Y | =

CONTACT Ut5: EILMPHLIPPRESEFDCRPH %<3 2 B2S6-0231 CA1017 B003 27 e o832 706720 | E0/FILMPHLIFPINESHOW B EFILMPREILIFFINES

g M(ﬁ

jednobarevné
ponozky

ferdinand e
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dafilms.cz

DOCUMENTARIES
WITHOUT BORDERS

CURRENTTIME.TV/DOC

Vase online kino, festival

a filmovy klub v jednom ,Q\,

fine REAL CINEMA
€5 CURRENT

PRODE.J A DISTRIBUCE ITALSKE KAVY V TIME
SERVIS FRO KAVARNY & RESTAURACE

VELKOOBCHODNI PRODEJ PRO FIRMY

83 finecoffeecz



MEDIALNi PARTNER

26. mezindrodniho festivalu
dokumentdrnich filma Ji.hlava

CENZUROVA
PRAVA

respekt.cz

Véci tak, jak jsou g Aktualné.cz



THE BEST OF

GERMAN

DOCUMENTARIES
WORLDWIDE

Eckaidan
Fi

=1
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EUROPEAN

Supported by

% Federal Government Commissioner
for Culture and the Media START

KULTUR

medienboard  g=, | MFG ¥ : nordmedia
BerlinBrandenburg - momm




PISEME O UDALOSTECH
NA VYSOCINE

ALTERNATIVA BEZ PLAYLISTU

MADIO {
na |

zalozeny roku 1892

JUERATICG nIsat

www.radiol.cz




- Predplatte si kulturni

Kdo SI éte’ étrnactidenik A2.
' Hledame kritické

z Io b i. ¢tenarky a ¢tenare.

ro¢ni férové predplatné: ro¢ni predplatné: elektronické predplatné:
1471 K& / 26 Cisel 999 K¢ / 26 cisel ro¢ni 599 K¢ / 26 cisel

Predplatné objednévejte
na www.advojka.cz
nebo distribuce@advojka.cz

—1L_M
A DOESA

RJIUSUKE HAMAGUC T
VOJTE=CH MASEK
B OL L Y WO o D
JEAN-CLLAUDE= BIETTE

pravé vychazi
03/2022

www.filmadoba.eu
OO filmadoba




HITRA DIO D)
Nemate ve svém okoli prodejce

Nového Prostport;? VYSOCINA
Porid'te si piedplatné

a pomozte lidem v nelehké Zivotni [u]:

situaci. Polovina z ceny jde prodejci,
kterého si sami zvolite.

MAME
SRDCE,
KTERE HRAJE
PRO
DOKUMENTY




¢asopis pro uméni a spoleénost
vychazi od roku 1985

CEL PRESILE!
Revolver
Revue!

www.revolverrevue.cz
L www.bubinekrevolveru.cz

Na rok
pouze za

699 K¢

o

Ctéte nas také na tabletu,
v mobilu nebo na pocitaci

CASJOPIf HEROINE

VASE PRAVIDELNA DAVKA NEZAVISLOSTI

Poridte si predplatné ¢asopisu = =TT I s ——— g ey

Heroine na heroine.cz/predplatne

host
literarni
mésicnik

Predplatte si
casopis Host
za vyhodnou cenu,
a usetrete tak
az 400 K¢ za rok!

e, E_ru--
e

wirm wahibahe F

K tisténému predplatnému dostanete zdarma
i elektronickou verzi a ziskate slevu 20 % na nakup
knih z produkce nakladatelstvi Host. Kazdy mésic
najdete ¢asopis pohodIné ve své schrance, a navic
miiZete soutézit o hodnotné ceny. +

www.casopishost.cz



déjiny
asoucasnost

www.dejinyasoucasno!

- Ruzné typy predplatného
‘ www.send.cz

PREDPLAT SI
ANGAZOVANY
KULTURNO-
SPOLOCENSKY
MESACNIK
KAPITAL
NA ROK
2023

Radi sa rozpravame o filmoch

www.kinema.sk f facebook.com/milujemfilmy

K‘NQBOX(:Z <

Filmové recenze

Novinky

Rozhovory
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21st International Film Festival

Call for
entries:
15.01
-31.05

9—-2910

BYE BYE BELARUS

dir. Aliaksandr Matafonau
[work in progress]

Anna and Alexander built their family
nest in the outskirts of Minsk.The
presidential election in Belarus and the
events that followed radically changed
the plans of the young family. After losing
her sense of security, Anna persuades
Alexander to move from Belarus to
neighboring Poland. They have to start
everything from scratch again. The
outbreak of the war in Ukraine distances
the family's plans to return to Belarus
even further.

BOOKS VS TANKS

dir. Tetiana Hanzha, Yelyzaveta Pyrozhkova
[work in progress]

Valentine, Georgia, Nadia, Arystarkh
have been selling books at the used book
market in Kiev for decades. They spend
their days saving old books, haggling for a
better price and amusing regular and new
customers with jokes and stories. One day,
they find out that the land where they

sell second-hand books has been sold.

At the outbreak of the war, the situation
of the buccaneers changed dramatically.
They no longer have to defend their stalls
against the bulldozers. However, they
must defend their barricade of books

against Russian tanks.

THE LAST SUMMER

dir. lhar Czyshchenia
Poland /2022 / 43 min

The film tells the story of teenage skaters
from Minsk who are enjoying the summer
of 2020, probably the most difficult
summer in the history of Belarus. They
will never forget that summer: they fall in
love, argue, re-concile, disappoint, laugh,
go to clubs, prepare for exams, sing songs,
but most of all they skateboard. They

feel free in a country where the word
“freedom” and its very notion are highly
abstract. These young people personify
the “tomorrow” of Belarus.
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Montreal International
Documentary Festival

RIDM.CA November1l7 — 27 2022

kil

Discover the Best Israeli Documentaries @ Ca I I fo r | FiLMOWY.
= . FILM

28.05—4.06.2023
. 4 krakowfilmfestival.pl
open er /

Mini DV

sssssss



arsonal Cinema of
smale Directors

Letni
filmova
skola
Uherské
Hradisté

28.07.
—03.08.
2023

Ifs.cz

ANIFILM

Mezinarodni festival anlmovanych fllmu

2.-7.KVETNA 2023 Lihereg:,- Ceskarepublika

DOCAVIV

THE TEL AVIV INTERNATIONAL
DOCUMENTARY FILM FESTIVAL

" CALL
 FOR -
ENTRIES

Prihlasujte své
filmy a hry

od ted’ aZ do konce
roku 2022!

ANIFILM
je OSCAR® qualifying

.anifilm.cz




CHANGE

THE FUTURE NOW
AND SUBMIT

YOUR SCIENCE FILM
TO AFO58

Academia Film Olomouc

International Festival
Of Science Documentary Films
25-30/4/2023

‘DOKU
FEST

04 -13 AUGUST 2023
PRIZREN, KOSOVQ.

APPLY FOR
CAMP 45CIENCE
WORKSHOP

Submit your film project to Camp
4Science, the training and
networking event for filmmakers
dedicated to the development

of science documentary projects.
Camp 4Science is open to feature-
length films, TV 52' length formats,
series, VR and projects with online
and game potential.

=

—

r—

Application deadline: January 31
Workshop dates: April 24 - 29, 2023
There is NO PARTICIPATION FEE

indielisboa.com

CineLink
Industry
Days

CineLink Coproduction

Mal'ket presents the most promising
Southeast European feature film projects
in the development and financing stage. In
cooperation with the Doha Film Institute,
two guest projects from the MENA region
are invited to the market.

et o A e
5 Cinel.ink Drama is a co-financing

_ forum presenting five Southeast European
high-end drama series in development to

= key European and regional broadcasters,

VoD and SVoD operators and distributors.

cmelmkmdustrydays com -
CineLink Talks ..offers a rich :l"1

programme of masterclasses, debates and
seminars, open for all festival and industry
guests. Meet the industry and join the -
discussions!

L2 e

Docu Rough Cut Boutique
Organised by the Sarajevo Film Festival
and the Balkan Documentary Centre, Docu
Rough Cut Boutique is a platform dedicated
to creative documentary projects from I

CineLink Work in Progress
is a showcase of feature-length fiction and
documentary films in the production or
E post-production stages from Southeast
Europe, the Middle East and North Africa.
The projects are presented to high-profile
' industry professionals (funders, sales agents,
distributors, broadcasters and festival
programmers) with the aim of assisting their
completion and enhancing their distribution
possibilities.

oy Southeast Europe that are in the advanced

phase of the editing process.

[ Voarta. | .

~ » Avant Premiere Lab s a taitor-
© made educational programme that
addresses the new challenges of the cinema
1‘ exhibition in Former Yugoslavia.

Docu Talents from the East

is a presentation of creative feature length
documentary projects in production and post
production from Central and Eastern Europe.
Organized in partnership with Ji.hlava
International Documentary Film Festival.

k__“‘n-lu- 3
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- !'# . Talents Sarajevo PaCk&PltCh Presents five select projects by Talents Sarajevo programme participants to international

j:'r professmnals from dlfferent spheres of the business who are scouting for up-and-coming talent at its freshest.
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39.
KASSELER
DOKG"FEST

15.-20.11.2022 0

PROGRAM ONLINE BY THE END OF OCTOBER

podporujeme
Inspiracni
férum MFDF
Ji.hlava

’5&\ A0 Odeblrejte nas
% newsletter na
@iﬂh‘qﬁ* masarykovaakademie.cz

Cannes
Docs

The
hetworking
platform

for creative
cdocumentary
film
professionals
In Cannes

MAFIEHE Du FILM

FFFFFFFFFFFF

16-24 MAY 2023

marchedufilm.com/cannes-docs
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podkrovi Kina Dukla

Jana Masargka 20, 586 0 Jiblava
E simongicd-f.
T: +420 774 101 R58

@Hiﬂ ci doba: .

Po-Pa;  10.00-18.00
50: 11.00-19.60
Ne: 4.00-19.00




