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Neklid v ndzvu celoro€niho programu etc. galerie ma odkazovat
k ,,dynamicky se proménujicim podminkam vzniku a obéhu
digitalnich obraz(“. Neklid se ale zmociiuje i nds samotnych,
kdyZ obrazy vidime vznikat a obihat, pripadné zanikat. Takovy
pocit snad prameni z védomi, Ze soucasti ,,podminek” jsme

i my, a tusime, Ze jejich dynamika prfece musi mit néjaké meze.
Meze pak v tomto smyslu chdpeme nejen jako okraje toho, co
je mozné, ale i toho, co se smi a co by se mélo. Ohledani mezi
mUzZe nezadouci neklid zmirnit.

P¥i pohledu na snadnost, s jakou dnes pohyblivy obraz
vznika a Sifi se, by se zdalo, Ze jediné meze jeho pohybu jsou
vysazeny v paragrafovaném znéni. Limity jako by predstavovaly
zakony a potazmo smlouvy, jimZ vétsina z nas, kterych se pfimo
tykaji, rozumi jen zCasti, jestli vibec. Pripadné — a ve shodé
i s nékterymi jejich vykladaCi — nerozumime veskeré logice
v jejich pozadi a vnimame obtiZe jejich kazdodenni a dusledné
aplikace. A samotna mira, s jakou dochazi k porusovani i
prinejmensim obchazeni nebo ignoranci autorského zékona,
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The word ‘restless’ in the title of the year-long project of the etc.
gallery intends to refer to the “dynamically changing conditions of
production and distribution of digital images”. However, we also
experience restlessness ourselves when observing how images
come into being, circulate and eventually cease to exist. Such

a feeling might spring from the awareness of being an inherent part
of these ‘conditions’, and we suspect that there must be certain
limits to their dynamics after all. We understand these limits not
only as boundaries of what is possible but also of what is allowed
and is to be done. Examining these limits might help to ease the
undesirable restlessness.

When looking at how effortlessly moving image comes into
being and circulates, it seems that its only limits are inscribed in the
wording of paragraphs. As if the limits were represented by laws and
contracts which, though concerning us, we understand only partially
(or hardly at all). Or — in compliance with some of their interpreters —
we do not completely understand the underlying logic and realise the
difficulties of their everyday and consistent application. The extent




nebyla viastné nikdy prekvapiva, naopak sama se davno stala
normou. Nemusi tu byt nutné rfec¢ o softwarovém a filmovém
piratstvi, autorskopravni ustanoveni prostupuji celou nasi
(pseudo)kreativni ekonomiku a spole€nost. Respektive se
s ni spiSe mijeji. Pfipomerime, Ze autorskym dilem by mél byt
kazdy ,,jedinecny vysledek tvirci ¢innosti, vyjadreny v jakékoliv
objektivné vnimatelné podobé“. Neklid je priivodnim jevem
rezignace, pfipadné smifeni se s tim, Ze tuSené zakonné normy
a praxe, kterou maji ur€ovat, si jsou vzajemné zfejmé cizi —
a rozhodné jsou cizi nam.

Podobné odcizeni spatfujeme i v oblasti technologickeé.
Na rozuméni technice jsme vétSinové rezignovali a propuj-
€ujeme se odbornikiim, pfi¢emZz sami se pak ocitdme v Cisté
spotrebitelsko-uzivatelské roli. Meze a omezeni zdanlivé
neexistuji, vSe je bezeSvé a okamzité. A kdyz néco nefunguje —
pohyblivy obraz se nehybe, nebo neni k nalezeni — neni to nic
nez dan, s jejiz vymérou se ucime Zzit. Internet zameénujeme
s archivem, nebo naopak pfijimame pomijivost vSeho digitalniho
jako danost, ale tak jako s pravem se ani s technologii nejsme
s to ztotoznit. Pritom nikdo nepopira zavislost nasSich vypovedi
o svété na technologické infrastrukture, ktera témto vypovédim
umoznuje zaznit.

Je to paradox, kdy vyroky o svété nebo jeho zaznam
produkujeme tak snadno a pritom s takovym neklidem
a nejistotou. V zavéreéném soupisu doporucenych zdrojli na
toto téma proto uvadime i primocare aktivizujici pristupy. Kdyz
se archivari vydali do tabora Occupy, aby poradali workshopy
vénované tak zdanlivé mondénnim problémam, jako je copyright
nebo dlouhodobé ulozZeni dat, fikali hlavné jedno: jen ten, kdo
si usporada vlastni archiv sam, ma moznost ovlivnit, jak jeho
Ciny budou reflektovany, pamatovany a interpretovany. Pokud
se rezignované svérime panujicim technologickym rezimdm,
jejichZ nesrozumitelnost apriorné pfijimame, budou nase pribéhy
vypravét jini. Pravdépodobné plijde o korporatni medialni domy
jako Google nebo Facebook, do velké miry predepisujici jak
autorskopravni, tak technologicky ramec nasi komunikace.
| proto jim Fikdme platformy.

Byt motivovani touhou po spravedinosti, férovosti
a otevrenosti, nezname vzdy presné odpovédi na otazky,
které jsme si v souvislosti s digitalnim obrazem €asto uz
radgji prestali klast. Jsou Casto prosté: je tvoje dilo tvym
dilem, nebo jde o dilo takzvané skolni? A je viibec tvoje, kdyz
v ném hraje néci Slagr? Casto se ptame - a pfitom doufame —,
zda je vSechno takfikajic v poradku. Jak ma fungovat trh
s principialné reprodukovatelnymi statky? Kuprikladu model
limitovanych edic na prvni pohled navazuje na &islovani grafik,
artefakt(, jejichZ trZzni hodnotu nikdo nezpochybiiuje. Na rozdil
od mechanickych, fotochemickych a analogovych médii vSak
u digitalniho obrazu a jeho kopii teoreticky nemusi dochazet
k Zadné generacni ztraté ani opotrebovani matrice. Je-li viibec
moZné mluvit o kopiich a matricich. Prvni kopie mliZe byt stejné
dobra jako ta posledni a sama sob& muze byt matrici. Pokud
dodrzime pravidla bezztratové komprese a migrace.

Proto bychom se chtéli ptat: co se vlastné sbira?
Je mozné a smyslupiné uchovat sbératelskou logiku vis
4 vis nécemu, co se vylucnosti vzpira? Vétsina pramyslové
vyrabénych kopii dalsi kopirovani zapovida a u kopii, které si
vytvarime sami, si jejich statusem nikdy nejsme poradné jisti.
Nejsou toto ty hlavni divody, pro¢ se pohyblivy obraz sbira
tak malo? Je snad myslitelné i post-sbératelské paradigma,
v némz zbyva doresit jen nékolik malic¢kosti, jako je ohodnoceni
umélecké prace a to, kde stopy nasi kultury preZiji (kdyz
ne ve sbirkach)? Snad neprozradime Zadné tajemstvi, ale
i v institucich panuje spiSe bezradnost. A smlouvy bud nikdo
necte, nebo je shledava tak ¢i onak pfibliznymi a doufa, Ze nikdy
neprijdou na pretres.
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to which copyright law is infringed or at least circumvented has
never really been surprising — on the contrary, it became a norm

a long time ago. It does not solely relate to software and film piracy;
copyright provisions pervade our (pseudo)creative economy and
society at large. Or rather, they go past it. Let us remember that
every “original outcome of creative activity, expressed in any
objectively perceivable form” should be considered an original and
copyrighted work. The restlessness is a phenomenon accompanying
a resignation on or reconciliation with the fact that assumed norms
and the practice that they are supposed to determine are mutually
estranged — and surely are unfamiliar to us.

A similar alienation can also be perceived in the field
of technology. Most of us have long been resigned to not
understanding technology, so we confer to experts, finding
ourselves merely in the position of consumers and users. Limits
and restrictions appear to be non-existent, everything is seamless
and immediate. And when something does not work — moving
image ceases to move or is not to be found - it does not represent
anything other than a tax assessment, with which we learn to live.
We confuse the internet with an archive or accept the transience
of digital data as a given fact. As much as with the copyright law,
we are unable to identify with technology, even though no one
denies the dependence of our statements about the world on the
technological infrastructure that enables their proclamation.

It is a paradox of producing statements or recordings of the
world so easily and at the same time with such restlessness and
uncertainty. This is why we also include straightforward activating
approaches in the closing list of recommended references. When
archivists came to Occupy camps to hold workshops on such
mundane issues as copyright and the long-term storage of data,
they were emphasising one thing: only those who organise their
own archives themselves have the possibility to influence how
their actions will be reflected, remembered and interpreted. If we
resignedly entrust ourselves to prevailing technological regimes,
whose unintelligibility we a priori accept, our stories will be told by
others, possibly by corporate media companies such as Google
and Facebook that to a large extent prescribe the copyright
provisions and technological frameworks of our communication.
That is also why we call them platforms. Even if motivated by the
desire for justice, fairness and openness, we do not always know
exact answers to questions related to digital images that we rather
prefer not to pose anymore. They are often simple: Is the piece
your work or should it be considered school’s work? And is it even
yours if someone else’s hit song plays in it? We often ask whether
everything is alright, hoping it is so. How should a market with
principally reproductive goods function? For instance, the practice
of limited editions seems to follow the principle of numbering
graphics, artefacts, whose market value no one questions. Unlike
in the case of mechanical, photochemical and analogue media, the
reproduction of a digital image does not necessarily bring about
a generation loss or deterioration of a matrix. One can ask if it is
even possible to speak of copies and matrices. The first copy can
be as good as the last one, and on its own might serve as a matrix if
we observe the rules of lossless compression and migration.

Hence, we should ask: what is actually being collected? Is
it possible to preserve the logic of collecting vis-a-vis something
that contradicts the idea of exclusivity? In the case of the majority
of industrially manufactured copies, additional reproduction is
forbidden and when it comes to the copies that we produce
ourselves, we are never certain what their status is. Are these
not the main reasons why moving image is so rarely collected?

Is it possible to think of a post-collecting paradigm with only

a few trifles remaining to be resolved, such as the valuation of
artistic work and preservation of the traces of our culture (if not
in collections)? We probably do not reveal any secrets if we say
that even the institutions are often clueless. And when it comes to
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Ve svétle Fe€eného se sami pokusime meze pohybu
pojmenovat a tam, kde je to pfipadné, i stanovit. Sami pro
sebe i pro druhé, hlavné ale pro nas vSechny spole¢né. Mira
pozornosti, kterou budeme aspektim pravnim a technologickym
vénovat, se miZe jevit jako prehnanda. Pokud vSak predloZeny
program napom0ze preklenout mezeru mezi teorii a praxi,
potaZmo viibec tuto mezeru tematizovat, budeme snad o néco
blize produktivnimu feSeni. Tomu by pak mélo napomoci také
védomi konkrétniho Uhlu pohledu. Mnohdy se totiz ocitdme
uprostfed debat o souvisejicim provozu coby abstraktnim celku.
Nachazet feSeni pro neklid z toho, co to pohyblivy obraz je,

a jaké ma jeho pohyb meze, v§ak miizeme i z pfijaté, a védomé
skromné perspektivy malé instituce, jako je etc. galerie.

Nas program ma dvé roviny a jeden cil.

Jednu rovinu predstavuje dvojice diskuznich setkani, kdy
prvni probéhne za G€asti kuratorek galerie a umélct a umélkyn
pracujicich s pohyblivym obrazem, ktefi riznymi zplsoby
s galerii drive spolupracovali nebo spolupracuji. Tématem
budou rezimy, ve kterych autofri a autorky sva dila uvadgji do
svéta a v jakych se pak §ifi. A konkrétné, jakou roli v tomto
systému hraje a mliZe hrat pravé galerie — ktera dila nékdy
(spolu)produkuje, Casto vystavuje a promita a konecné, chtéla
by je tfeba zpfistupriovat dlouhodobé. P¥ijima galerie svou
spoluti¢asti i néjaky druh spoluodpovédnosti vaci dilim, ktera
vznikaji, a vci jejich autorim? Je tfeba mluvit o tom, jak dojit
ke srozumitelnym a partnerskym ujednanim v oblasti, které
rozumime jen s obtizemi.

Druha diskuze bude vénovana institucionalnimu prostredi,
v némz se feCena dila — ale i jejich autori a autorky, ostatné
i galerie sama — pohybuji. Zejména verejnd muzea uméni a jiné
sbirkotvorné instituce jsou totiz obvykle povazovany za zfizeni,
ktera by se na zprihlednéni pravniho i technologického provozu
méla podilet primarné. At uz jde o otazku sbirani, peCovani,
produkce, nebo pravé vztahu s dalSimi aktéry pomysiného pole.
Vedle otazky, potkava-li se uvedeny predpoklad s realitou, se
budeme vénovat i tomu, jak tato jisté legitimni ocekavani presné
formulovat.

Druha rovina je Cisté experimentalni. Galerie se rozhodla
formou mediatéky umoznit pfistup k diliim, ktera v minulosti
vystavovala i promitala. Formulovali jsme co nejuniverzalngjsi
dotaz, prosbu o dovoleni a svoleni — a byli pfijemné prekvapeni
vétSinové pozitivnim prijetim. Oslovili jsme vétSinou pfimo
samotné autorky a autory, pripadné jejich delegované
distributory a videosbirky. VZdy vSak $lo o plvodni zdroje,

z nichZ vystavené a promitané prace pochazely. Ne vSechny
odpovédi byly souhlasné. V jednom pfipadé naznaCovala
odpovéd kromé explicitniho nesouhlasu také nejistotu
samotné respondentky ohledné rezimu, v némz se jeji prace
nachazi.

Navrhu zobrazovaciho rozhrani a samotného technického
feSeni se ujal audiovizualni umélec a programator Krystof
Pesek, ktery dlouhodobé pracuje se svobodnym softwarem.

Svobodny software ve formé mediatéky slouZi zejména
k interaktivni manipulaci — prohliZzeni katalogu audiovizudlnich
dél, video dokumentace a textu. Jedna se o Zivou (live) distribuci
na bazi GNU/Linux (Arch). Podrobny navod k instalaci véetné
celého zdrojového kédu Ize nalézt na adrese www.github.com/
KOF/etcetera. Software Ize déle volné §ifit i modifikovat za
podminek svobodné softwarové licence GPL 3.0.

Termin mediatéka i veSkery souvisejici slovnik jsme zvolili
s ohledem na to, Ze naSi ambici neni zpfistupnit dila jako takova
— Casto totiz mohou, respektive maji, nabyvat riznorodych
forem. Nivelizace jejich zobrazeni v ramci jediného monitoru
usiluje o respektovani jejich skutecnych a potencialnich rozdill,
stejné jako o rozliSeni aktu vystaveni a projekce od prezenc¢niho,
studijniho a konzultaniho zpfistupnéni.
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the contracts, no one reads them or finds them in some respects
advisory, hoping they will never be put to use.

In light of what has been said, we will attempt to articulate
the limits of motion and, where appropriate, define them for
ourselves, for others and foremost, for all of us together. The
degree of attention we will devote to legal and technological
aspects might appear exaggerated. However, if the presented
programme contributes to bridging the gap between theory and
practice, or even to thematise this gap, we might come a little
closer to finding a productive solution. Adopting a particular
viewpoint might be a helpful strategy. Often, we find ourselves
discussing the concerned infrastructure and its functioning as an
abstract whole. Solutions to the restlessness, which streams from
the uncertainty of what is moving image and what are its limits, can
be also found by taking an advisedly modest perspective of a small
institution, such as the etc. gallery.

Our programme has two levels and one goal.

The first level consists of two public discussions. The first
one will be attended by the curators of the gallery and artists
working with moving image, who collaborate or have at some time
collaborated with the gallery. The theme of the debate will be the
regimes, within which authors release their works and in which the
works subsequently circulate. In particular, it will question what role
this system has and might have on a gallery that sometimes (co)
produces works, often exhibits and screens them. Furthermore,
it intends to make these works accessible on a long-term basis.
Based on its involvement, does the gallery assume a certain
kind of shared responsibility for the produced artworks and their
authors? It is important to discuss the possible ways of reaching
a comprehensible and collaborative consensus in a field we find
difficult to understand.

The second debate will be devoted to the institutional
environment, where the aforementioned artworks — but also the
authors and the gallery itself — operate. Particularly public art
museums and collections are often perceived as establishments that
should be primarily involved in making the legal and technological
procedures transparent and legible. This applies to the issues of
collecting, preserving, producing or relating to the other actors in the
field. Aside from the question of whether such an assumption meets
the reality, we will also focus on how these undoubtedly legitimate
expectations could be articulated in a more precise manner. The
second level is purely experimental. The gallery decided to create
a media library, by means of which it can grant access to works that
were previously exhibited or screened at its premises. We formulated
the most universal inquiry possible — a request for being granted
permission — and were pleasantly surprised by the majority of positive
responses. In most cases, we contacted the authors themselves, or
alternatively their delegated distributors and video archives. These
authors and institutions always represented the original sources,
from which the exhibited and showcased artworks were originally
obtained. Not all of the replies were affirmative though. Apart from
explicit disapproval, one response also hinted at the uncertainty
of the author when it comes to the regime in which the work is
positioned. The visual interface and technical solution of the media
library were designed by the audiovisual artist and programmer
Krystof PeSek, who has a long history of working with free software.
The purpose of the free software in the form of a media library is
primarily its interactive use — browsing the catalogue of audiovisual
artworks, video documentation and text. It is a live distribution based
on GNU/Linux (Arch). Detailed installation instructions, including the
source code, can be found on www.github.com/KOF/etcetera. It is
possible to freely share and modify the software under the conditions
of free software license GPL 3.0.

The term ‘media library’ and associated vocabulary was
selected with respect to the fact that our ambition is not to make
the works accessible as such, because they might (or should) take



Piseme ti v ndvaznosti na nasi predchozi spoluprdci a radi bychom té poprosili
o poskytnuti souhlasu k zafazeni tvého videa ___________ do referencni
mediatéky etc. galerie. Mediatéka je souédsti nadchdzejiciho vjstavniho
projektu Meze pohybu, ktery pro etc. galerii pfipravuje Matéj Strnad v rdmci
naseho dlouhodobého vijzkumu pohyblivého obrazu v kontextu sou¢asného
uméni.

Nasim imyslem je pfipomenout predchozi vystavni projekty a umoznit
jejich zpfistupnéni pro potencidlni zdjemce a zdjemkyné. Tvé video bude v pfipadé
souhlasu k dispozici vyhradné v prostoru etc. galerie a jen pro referencni ucely. Za
fadnou prezentaci dila povazujeme jeho vystaveni prostfednictvim vistavy nebo
promitaciho pdsma. Paklize bychom takovou prezentaci méli v imyslu, samozfejmé
bychom té znovu kontaktovali.

Radi bychom té tedy pozdadali o souhlas se zpfistupnénim dila v nasi
referencni mediatéce. Dilo bude prezentovdno na pocitacovém monitoru
s popiskou a informaci o tom, kdy a jak bylo prezentovdno v etc. galerii. Mediatéka
bude v galerii zpfistupnéna zdarma v oteviraci dobé instituce ¢i na vyzaddni.

Pokud ném souhlas nechces ¢i napfiklad z pravnich divodi nemizes
poskytnout, prosime o kratké shrnuti tvch divodl. Komentdr bude zverejnén
v mediatéce tak, aby divdci a divacky védéli, proc dilo nelze shiédnout, pfipadné
za jakych podminek by tak mohli ucinit. Nasim zdmérem neni uchovdani ¢i archivace
dila do budoucich let.

Konec&né jsme se snaZzili vyvarovat jinak velmi sviidného
slova archiv, pravé s védomim jeho pravnich a technologickych,
a tedy i etickych konotaci. Otazka zodpovédnosti za
dlouhodobé uchovani dél pohyblivého obrazu je teprve k FeSeni,
a i my ji chceme pokladat, protoze navazuje na otazku pozice
galerie v celém ekosystému umélecké infrastruktury a pta
se zcela konkrétné po jeho udrzitelnosti. Tim se dostavame
k cili naSeho programu — tedy formulovani kyZené praxe, snad
manualu, snad kodexu, ale jisté transparentniho, férového
a udrzitelného postoje k tomu, jak digitalni obraz ve vytvarném
prostredi vznika, jak je Sifen a kde konc€i. Postoje situovaného
zcela konkrétné v etc. galerii. Postoje k tomu, jaké jsou (a jaké
mohou byt) meze pohybu.

Zavére€ny vystup bude prezentovan pri dernisazi vystavy,
prezentovan a Sifen online a — predevsim, coby vystup veskrze
prakticky — galerii napliiovan. Mediatéka bude k dispozici i po
skonceni projektu a bude priibézné dopliiovana o dalsi prace,
které galerie v budoucnu vystavi a promitne.

Matéj Strnad
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on varying forms. The equalization of their depiction on a single

screen aims to respect their real and potential differences, as well
as to differentiate the act of exhibiting and screening from making
them accessible on-site, for study and consultation purposes only.

We would like to seek your consent to keep the video work titled ___________
reference library. The library is a continuation of our interest in the aspects of moving
image, especially in terms of its relation to reality and truth-claims which we have
investigated in our past programmes.

The purpose of the library would be to keep a log of our previous exhibition
and screening projects and allow the general public to revisit them. The video would
be avdailable in the etc. gallery upon request, on-site and as a reference only. A full
representation of the work is to be done only through an exhibition and/or screening
programmes, and should we wish to exhibit and/or screen the work in question again,
we would, as a matter of course, seek your permission first.

Therefore, we hereby request your permission to be able to provide access to
the work on a computer on our premises and within the context of a reference library,
with full credits and information on when and how the work was shown in our gallery.
The reference library would require no visitor/membership fees and its operation would
be funded by the gallery, which itself carries no charge for visitors.

Should you not find yourself in the position to grant us this consent, please let
us know why and what can one do to access the work. We would make your comment
available to the visitors of our reference library, so that they understand the reason for
the work’s absence, and also to inform them of the options they have available to them.

We find it necessary to point out our ambition is not to preserve the given work
for posterity.

Finally, our intention was to avoid the use of the otherwise
seductive, misappropriated word ‘archive’, bearing in mind its legal,
technological and subsequently ethical connotations. The question
of responsibility for a long-term preservation of moving image
artworks is yet to be solved and we aim to target it, because it
closely relates to the issue of the gallery’s position in the ecosystem
of the art infrastructure, and explicitly questions its sustainability.
This leads us to the goal of our programme, which is the articulation
of the desired practice, possibly in the form of a manual or codex
of sorts, but certainly presenting a transparent, fair and sustainable
approach to the means of production, distribution and termination
of the digital image in the field of visual arts. An approach situated
specifically in the etc. gallery. An approach to what are, and could
be, the limits of motion. The final outcome of the project will be
presented on the occasion which marks the end of the exhibition,
and will be published and shared online and, perhaps most
importantly — as a practical outcome — maintained by the gallery
in the future. The media library will be accessible even after the
completion of the project and will be continuously complimented
with additional works exhibited and screened in the gallery in the
future.

Matéj Strnad
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