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@ Série videi od Artura
Zmijewského, zamé&Ffujici se

na téma prace, vznikla v roce
2007 v Berling, na Sicilii,

v Mexiku a v Polsku. Zmijewski
se pokazdé soustredil na
jednu osobu a béhem 24 hodin
sledoval jeji kazdodenni rutinu,
praci, spanek a prostredi,

ve kterém se pohybuje.
Patnactiminutovy sestfih
nema narativni strukturu;
obrazy z prace stfidaji zabéry
z domova a naopak. Hlavnim
namétem celého cyklu je dany
vybér profesi a pracovnich
podminek, které Zmijewski
zvolil. Jedna se o prace

s nizkym pfijmem: délnika

v tovarné, uklizec¢ku, pokladni
v supermarketu, prodavacku
hot dogt, stavebniho délnika.
Videa jsou zamyslena pro
prezentaci ve smycce, pfi-
éemz jednotlivé Ukony se
stale opakuji. Zmijewski zde
zamérné pracuje s lidmi,

které jejich prace udrzuje bez
jakéhokoliv spole¢enského
uznani a v pozici na okraji.

Pro promitaci blok s nazvem
Observace bylo vybrano trio
videi z Berlina, ktera sleduji

Na obélce pouzit detail z videa Oleksiye Radynského Banner, 2017

Dietera, Ursulu a Patricii

a jez vznikla ve spolupraci

s instituci a videoarchivem
Neuer Berliner Kunstverein.
Dieter je stavebni délnik, ktery
Zije sam v pomalém tempu
kazdodennich ritualt (kava,
k¥izovka, svadina v krabi¢ce),
Patricia je samozivitelka
prodavajici hot dogy

v berlinském metru a Ursula
uklize¢ka, v jejimz portrétu

se proliné péce o kancelare

a pracovni zakazky s péci

o domacnost a uklidem po
rodinnych pfislusnicich.
Kamera beze slova
dokumentuje zptsob, jakym
se kazdy z nich vyrovnava se
svou situaci, a nabizi tak skoro
antropologicky vhled do Zivota
nekvalifikované nebo Spatné
placené prace.

Artur Zmijewski (*1966)

je polsky umélec a kurator.

V letech 1990-1995 studoval na
varSavské Akademii vytvarnych
umeéni v socharském ateliéru
Grzegorza Kowalského. Je
autorem kratkych filmG a foto-
grafickych cykll, které ¢asto
odkazuji na spole¢nosti
vylouéené jedince a spole-

éenska traumata. Vystavoval
na Documenté (2007 a 2017)
a Manifesté (2002) a ve
vyznamnych svétovych
institucich. Od roku 2006

je uméleckym editorem
magazinu Krytyka Polityczna.
V roce 2012 kuratoroval

7. berlinské bienale, které se
diky zahrnuti angazovaného
uméni i politickych aktivistd
samotnych stalo predmétem
mnoha diskusi a kritik. Zije

a pracuje ve Varsaveé.

Série videi Dieter, Patricia

a Ursula byla zaputjcena

s laskavym svolenim autora,
Foksal Gallery Foundation

a Galerie Peter Kilchmann.
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© The video series by Artur
Zmijewski focusing on the
subject of work was created
in 2007 in Berlin, Sicily,
Mexico and Poland. Every
time Zmijewski concentrates
on one person and during
24 hours monitors their
everyday routine, work, sleep
and the environment in which
they move about. Edited to
fifteen minutes it does not
have a narrative structure,
images from work alternate
with shots from home and
vice versa. The principal
theme of the whole cycle

is given by the selection of
jobs and working conditions
picked by Zmijewski. They
are low-paid jobs: factory
worker, cleaner, supermarket
cashier, hot dog vendor

and construction worker.
The videos are intended

for presentation in a loop
whereby the individual tasks
are repeated ad infinitum.
Zmijewski intentionally
works with people whose
job leaves them without

any recognition in society
and in a marginalised
position.

For the block of screenings
entitled Observation we
selected three videos from
Berlin, which follow Dieter,
Ursula and Patricia, and

were created in collaboration
with the institution and the
videoarchive of the Neuer
Berliner Kunstverein. Dieter
is a construction worker

who lives alone in a slow
tempo of everyday rituals
(coffee, crossword puzzle and
lunchbox), Patricia is a lone
parent selling hot dogs in the
Berlin U-bahn and Ursula

is a cleaner. In her portrait
care for offices and jobs
intermingles with care for the
household and cleaning after
family members. The camera
wordlessly documents the
way in which each of them
copes with their situation
offering the viewer an almost
anthropological insight into the
life of unqualified or low-paid
work.

Artur Zmijewski (*1966)

is a Polish artist and curator.
Between 1990 and 1995

he studied at the Warsaw
Academy of Fine Arts in the

studio of sculpture under
Grzegorz Kowalski. He is the
author of short films and
photographic cycles which
often refer to individuals
excluded from society

and social trauma. He has
exhibited at Documenta (2007,
2017) and Manifesta (2002) and
in leading institutions around
the world. Since 2006 he has
been art editor of the Krytyka
Polityczna magazine. In 2012
he curated the 7th Berlin
Biennial which became the
subject of many discussions
and criticism as a result of the
involvement of engaged art
and political activists. He lives
and works in Warsaw.

The video series Dieter, Patricia
and Ursula is on loan courtesy
of the author, Foksal Gallery
Foundation and Galerie Peter
Kilchmann.



© Prace Oleksiye Radynského
se pohybuji mezi dokumen-
tarnim filmem vhodnym pro
prezentaci v kiné a uméleckym
videem s dokumentarnimi
postupy, nachazejicim své
misto v galerii. Lze porovnat
dveé videa promitana v ramci
programu galerie etc.: palhodi-
novy Sesuv (Landslide, 2016)

a Sestiminutovy Transparent
(Banner, 2017). Zatimco Sesuv
sleduje existenci jedné under-
groundové skupiny, a vytvari
tak uréitou vypravéeci linku,
Transparent spociva v obser-
vaci vybrané meéstskeé zény

z distance a bez jakéhokoliv
dodatec¢ného komentare.
Radynski v téchto rozlicnych
pristupech zkouma provaza-
nost mezi observaénim

a participa¢nim zplsobem
nataceni a ukazuje proménujici
se ukrajinskou spole¢nost

a ekonomii.

Sesuv je video zachycujici
charakter porevoluéni Ukrajiny
na pfikladu komunity lidi,

ktefi se ,,pokousi budovat
novou spole¢nost” na ruindch
kolabujiciho spole¢enského
systému. Film se odehrava

Na obélce pouzit detail z videa Oleksiye Radynského Banner, 2017

v centru Kyjeva na miste, které
postupné pohlcuje pFiroda. Kvali
mnozstvi sesuvl pldy se totiz
stala ulice Petrivska a jeji gardze
neobyvatelnymi. Diky tomu vSak
mohla poslouzit jako utocisteé
spolec¢enskych outsidert a jako
dulezité misto pro potkavani
alternativni a undergroundové
kultury. Uzavieny graffiti tym,
skupina technologickych geekd
a avantgardni gay divadlo na
utéku pred valkou v Luhansku
— v8ichni zde spole¢né existuji
mimo tlak nefunkénich soci-
alnich struktur. Oproti tomu
snimek Transparent sleduje
okoli jedné budovy v Kyjeve,
kterou zakryvaji stavebni délnici
obrovskou bilou plachtou.
Paradoxné se tak objekt, ur¢eny
doslova k vytésnéni z kolektivniho
hledacku spolec¢nosti, stava

o to viditelng&jsi pripominkou
zkorumpovaného a nefunkéniho
ekonomického systému mésta,
potazmo celé zemé.

Oleksiy Radynski (*1984)

je filma¥ a publicista ptsobici
v Kyjevé. Je spolupracovnikem
Centra pro vyzkum vizuélni
kultury (VCRC), iniciativy pro
umeni, poznani a politiku,
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zaloZenou v Kyjevé v roce
2008. Mezi jeho posledni

videa patfi Sesuv (Landslide,
2016) a Lidé, ktefi se dostali

k moci (People Who Came

to Power, 2015, spole¢né

s Tomasem Rafou), ktery vyhral
hlavni cenu na Mezinarodnim
filmovém festivalu Docudays

v Kyjevé. Jeho posledni snimky
byly prezentovany na IFF

v Oberhausenu, Dok Leipzig
IFF, a v ramci vystav v e-flux
(New York), Savvy Contemporary
(Berlin), Royal Institute of
British Architecture a na
dalsich mistech. Nedavné texty
publikoval na e-flux journal,
Political Critique, Regarding
Spectatorship, Raznoglasiya

a jinde.

— My brothers’re my strength,
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© The works of Oleksiy
Radynski alternate between

a documentary film suitable
for cinema presentation and
an art video with documentary
methods finding a place in

a gallery. We can compare

two videos shown within the
programme of etc. gallery:

a half-hour long Landslide
(2016) and the six-minute-long
Banner (2017). While Landslide
follows the existence of

an underground group and
develops a certain line of
narration, Banner consists

of distant observation of

a particular urban zone without
any additional comment. Using
these different views Radynski
examines the interlacing of

the observational and the
participative approach to

film shooting and shows the
changing Ukrainian society and
economy.

Landslide is a video capturing

Please understand/t
is the symptom of'loss;of. power.
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place in the centre of Kiev in

a location slowly encroached
upon by nature. A number of
landslides made Petrivska St
and its garages uninhabitable.
But thanks to this, it could
become a refuge for social
outsiders and an important
meeting place of alternative
and underground culture. An
enclosed graffiti team, a group
of technological geeks and an
avant-garde gay theatre on the
run from the war in Luhansk
— all co-exist together far from
the pressure of dysfunctional
social structures. In contrast,
the Banner video views the
surroundings of a building in

Kiev which construction workers

are covering with a huge white
canvas. It is a paradox that an
object literally destined to be
removed from the collective
sight of society becomes an all

the more visible reminder of the

corrupt and failing economic
system of the city and, as

\
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tigraffitiart

Visual Culture Research

Center, an initiative for art,
knowledge, and politics founded
in Kyiv, 2008. His latest films
include Landslide (2016) and
People Who Came To Power
(2015, together with Tomas
Rafa), which won the main prize
in the national competition at
Docudays International Film
Festival in Kyiv. His films have
been screened at Oberhausen
IFF, Dok Leipzig IFF, e-flux
(New York), SAVVY
Contemporary (Berlin), Royal
Institute of British Architecture,
and other venues. His texts
have recently been published in
e-flux journal, Political Critique,
Regarding Spectatorship,
Raznoglasiya and other
publications.

the nature of post-revolutionary a matter of fact, the whole
Ukraine on the example of country.
a community of people who

L “attempt to build a new society” Oleksiy Radynski (*1984)
S on the ruins of a collapsing is a film-maker and writer based
social system. The film takes in Kyiv. He is a participant of

Kyiv is our cityx.,
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Observace Observation

Uvod

Druha kapitola dlouhodobého vyzkumného cyklu
etc. galerie s podnazvem Observace si klade za cil pfiblizit
podoby observacnich strategii v souc¢asném videu a filmu.
Observacni metody provazi dokumentarni film napfi¢ jeho
vyvojem, a je proto namisté klast si otazku, jaky vyvoj
prodélaly v poslednich desetiletich na poli uméni a zda
Ize skrze né nahlédnout zplsob, jakym soucasni umélci
uvazuji o spole¢enském ¢&i politickém vyvoji, o proméné
prostredi, v némz Ziji, nebo o zpUsobu, jak se méni zivotni
a pracovni podminky. Podle nas je totiz mozné tvrdit, ze
jiz samotna potreba uziti observacniho médu mlze pred-
stavovat reakci na aktualni stav spole¢nosti. Zretelnéji to
pak vychazi najevo tehdy, kdy se zacneme zabyvat ddvody
a kontextem, v némz se tvlrce rozhodne po dané metodé
sahnout.

V textu pro prvni brozuru projektu Politika pravdy1
zminuje teoretik Vit Havranek film Erica Baudelaira Anabaze
May a Fusako Shigenobu, Masao Adachi a 27 let bez
obrazt (The Anabasis of May and Fusako Shigenobu, Masao
Adachi, and 27 Years without Images, 2011), ktery svou
formou odkazuje k japonskému filmafi Masao Adachimu.
Ten vynalezl a zastaval radikalni dokumentarni metodu
fukeiron spocivajici v témeér mechanickém a odlidsténém
zaznamu krajiny. Strohé pozorovani se pro Adachiho stava
na konci 60. let nastrojem nahrazujicim politické repor-
taze, jejichz nosnost zdiskreditovala masova média. Obrazy,
které Adachi (a v navaznosti na n&j také Baudelaire) zachy-
cuje, neodpovidaji konvenénim predstavam o maximalni
autorské angazovanosti. SpiSe se jedna o zpusob zaznamu
prostfedi, ve kterém vyvstavaji (mocenské, ekonomické
a politické) vztahy uz jen na zakladé vlastniho kladeni
obrazl vedle sebe.

Nejen v souvislosti s Adachiho metodou fukeiron
zazniva ve vyse zminéném textu polemika s ¢asto cito-
vanou tezi Johna Griersona, ze dokumentarni film ma byt
,kreativnim zpracovanim aktualnich udalosti“. Teoreticka
Erika Balsom ve své eseji Spolecenstvi zaloZené na skutec-
nosti (Reality-Based Community)2 z roku 2017 nastinuje
vyvoj dokumentarnich strategii v uméni od 90. let a zpUsob,
jak se z observac¢ninho mdédu stalo uprostied sebereflexiv-
nich proudt dokumentarismu cosi nepripustného. Obvinéni
z nekritického pristupu k realité a z nereflektovani samot-
ného média ¢i konstruovanosti audiovizualniho dila ucinilo
z observace €ernou ovci mezi dokumentarnimi pristupy
neskryvajicimi svou poucenost. Pfiznanim, ze tézistém dila
je ,pouhé® pozorovani stavu véci, jako by se snimky auto-
maticky fadily ke kategorii podradnéjsich videi, jez nejsou

2

Balsom, E.

Reality-Based Community,
in: e-flux journal #83,
Cervenec (July) 2017,
www.e-flux.com/
journal/83/142332/the-
reality-based-community.
Vyhledano dne (Searched
out on)18. 3.2018.

1

Bacikova A. —
Remesova A. (eds.),
Politika pravdy | —
Mezi realitou a fikei
(The Politics of Truth —

Introduction

The second chapter of the long-term research
cycle of the etc. gallery subtitled Observation aims to
review the forms of observation strategies in contempo-
rary video and film. Observation methods have accompa-
nied documentary film throughout its development and it
is therefore time to ask how they have developed during
the past decades within the domain of art and whether we
can look at them to catch a glimpse of the way contem-
porary artists think about social or political developments,
the transformation of the environment they live in, or how
life and working conditions change. We maintain that it
is safe to say that even the need to use the observation
mode itself may constitute a response to the current state
of society. This becomes clearer when we begin to study
the reasons and context in which an artist decides to opt
for this method.

In his essay for the first brochure within the project,
The Politics of Truthl, the theorist Vit Havranek alludes
to the film by Eric Baudelaire The Anabasis of May and
Fusako Shigenobu, Masao Adachi, and 27 Years without
Images (2011) which refers to the Japanese film-maker
Masao Adachi by its form. He invented and promoted
a radical documentary method called fukeiron consis-

Between Reality and Fiction), ting of an almost mechanical and dehumanised recor-

Brno — Praha:

Fakulta vytvarnych umeéni
VUT — etc. galerie

(Faculty of Fine Arts BUT —
etc. gallery), 2017

ding of the landscape. For Adachi, at the end of the 1960s,
strict observation becomes a tool replacing political repor-
tage which had been discredited by the mass media. The
images which Adachi (and Baudelaire in his footsteps)
capture are not in accord with the conventional ideas of
an author’s maximum engagement. Rather, it is a way of
recording an environment in which (power, economic and
political) relationships become apparent by merely laying
the images one next to one another.

In connection with Adachi’s fukeiron method,
among others, the text raises a polemic with the often
quoted thesis by John Grierson that documentary film
should be the “creative processing of topical events”. The
theorist Erika Balsom in her essay called Reality-Based
Community2 from 2017 outlines the evolution of documen-
tary strategies in art from the 1990s and the way how, in
the middle of the self-reflective streams of documenta-
rism, observation mode turned into something impermi-
ssible. Accusations of an uncritical approach to reality
and non-reflecting the medium itself or the constructed
nature of an audiovisual work made observation a black
sheep among documentary approaches which did not
hide that they had been informed. Admitting that a work is
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dostatecné obezietna vici zplsoblm soucasné distribuce
a produkce informaci.

Balsom se pokousi navratit legitimitu uziti obser-
vacénich strategii. Jednim z hlavnich motiv( jejich uvah
je otazka, zda v dobé dnesni epistemologické nejistoty
a zpochybnovani moznosti sdileni pravdy neni ponékud
kontraproduktivni rozvracet vztah ke skuteénosti i z pozic
umeéni. Pta se, jestli obrat k realité, obnoveni dGvéry v obraz
a prace s nim bez ostentativné podvratnych manévrQ
neni lepsSim fesenim krize postpravdivého svéta, tedy
minimalné pro omezenou komunitu umeéleckého publika.
Balsom jako jeden z novych priklad( observace zminuje
préavé Baudelairovo video Znamy takeé jako dzihadista (Also
Known As Jihadi, 2017), pro které autor rovnéz apropriuje
Adachiho metodu fukeiron. Obrazy mist ve Francii vzta-
hujici se k Zivotu muze obvinéného z umyslu pridat se
k tzv. Islamskému statu nasleduji zabéry z cesty do Turecka,
Egypta a nakonec Aleppa. Eric Baudelaire jako by vyuzil
podobnych principt k zachyceni bezprostiedni zkuse-
nosti s vefejnym prostorem i ve své nove praci Walked The
Way Home (2018). Video je sledem zabérd na ulice evrop-
skych mést (Pafiz, Rim) poté, co se v nich vyrazné& zvysila
prfitomnost ozbrojenych slozek po teroristickych uUtocich
a s oc¢ekavanim jejich dalsi mozné hrozby. Zabéry, tocené
pravdépodobné& na mobilni telefon, ukazuji vojaky a civi-
listy z bezprostfedni blizkosti. Na vysSku snimané obrazy,
Vv nichz se objevuje velké mnozstvi turistd fotografujicich
na sve telefony atraktivni mista, sugeruji dojem, ze kame-
raman splyva s davem jako nahodny prochazejici a maskuje
selfie tyci fakt, Ze kamera neni sméfovana na nej samot-
ného, ale na opa¢nou stranu. Pozoruje to, co zUstava ostat-
nimi zafizenimi nepovsimnuto, protoze se jejich majitelé
snazi hrat své role navstévnikd nebo obyvatel mésta, jako
by se nic nedélo. Diky skladbé obraz( s detaily kazdoden-
nosti, kontrastujicimi s vyjimecnou pritomnosti armady,
a dramatizujicimu zvukovému podkresu ale tiziva atmo-
sféra nakonec vitézi. BaudelairGv snimek pouziva zpoma-
leny pohyb méstem a zachycuje tvare vojakd, ktefi na néj
vrhaji pohledy plné nejistoty plynouci z nejasné pozice
kameramana/turisty. Divaci za celou dobu nezjisti, co se
na zabérech stalo. V kontinualni smycce sleduji narusenou
harmonii historickych center mést, ve kterych bud' probiha
evakuace po vybuchu v metru, nebo je jen kvlli nafizeni
zvysené bezpecnosti do ulic nasazeno mnozstvi vojaku
pripravenych zasahnout. Jakkoliv plynule se kamera ulicemi
pohybuje, v rdémci momentalniho neklidu se jen pouhé jeji
zapnuti stava zplsobem verejné angazovanosti.

Na vystavé umélkyné Jasminy Metwaly v berlinské
galerii Savvy Contemporary (We are not worried in the
least, 2018) je tematizovdna pozice kameramana upro-
¢lenkou Zurnalistického a kulturné aktivistického kolek-
tivu Mosireen, ktery shromazdil mnozstvi materialG pofi-
zenych béhem egyptskych povstani v pribéhu let 2011
az 2013. V ramci aktivit tohoto uskupeni autorka natocila
zadznamy bojd v ulicich Kahiry a s témito dokumentarnimi
zabéry dnes pracuje. Kamera v nich pfi pofizovani hrala
roli pozorovatele i participanta situace — jak je znamo,
jeji pritomnost mGze zabranit eskalaci nasili ze strany
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centred around “mere” observation of the state of things
would seem like automatically downgrading the film or
video to the level at which they are not sufficiently wary
of the methods of contemporary distribution and produ-
ction of information.

Balsom attempts to restore the legitimacy of using
observation strategies. One of the principle motifs of
her deliberations is the question, whether, in the time
of today’s epistemological uncertainty and questioning of
the possibilities of sharing truth, it is not rather counter-
-productive to upturn the relationship to reality even from
the positions of art. She asks whether a return to reality,
a restoration of confidence in the image and working with
it without ostentatiously subversive manoeuvres would
not be a better solution leading out of the crises of the
post-truth world, i.e. at least for the limited community of
the artistic public. As one of the new examples of obser-
vation Balsom mentions Baudelaire’s video Also Known
As Jihadi (2017) for which the author has appropriated
Adachi’s method of fukeiron. Images of places in France
related to the life of a man accused of an intent to join
the Islamic State are followed by footage from a journey
to Turkey, Egypt and finally Aleppo. Eric Baudelaire seems
to have used similar principles to capture immediate expe-
rience with the public space in his new work Walked The
Way Home (2018). The video is a sequence of shots of
the streets in European cities (Paris and Rome) after the
presence of the armed security forces have been signi-
ficantly reinforced following the terrorist attacks and in
expectation of another possible threat. The scenes filmed,
probably by mobile phone, record soldiers and civilians
from close-up. The images in portrait format, which show
great numbers of tourists photographing attractive loca-
tions on their phones are suggestive in giving an impre-
ssion that the camera operator mixes with the crowd as
a random passer-by and his selfie stick masks the fact
that the camera is not directed on himself but to the
opposite side. He observes what is left unnoticed by the
other devices, as their owners attempt to play the roles of
visitors or inhabitants of the city as if nothing happened.
Thanks to the composition of the images with details of
the everyday contrasting with the exceptional presence of
the army, and the dramatic soundtrack, the bleak atmo-
sphere wins in the end. Baudelaire’s work uses slow-mo-
tion movement through the city and captures the faces of
soldiers who cast insecure looks at him as a result of his
unclear position of camera operator / tourist. Over the
whole duration the viewers do not find out what happened
in the shots. In a continual loop they watch the disturbed
harmony of the historical city centres not knowing whether
evacuation after an explosion in the underground is just
taking place or, following an order, more soldiers have
been deployed for the sake of increased security in the
streets ready to take action. Regardless of how fluidly the
camera moves through the streets, under the conditions
of current apprehension, just switching it on becomes an
act of public engagement.

The exhibition of the artist Jasmina Metwaly in
the Savvy Contemporary gallery in Berlin (We are not
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bezpecénostnich slozek a udrzovat nad situaci kontrolu
nebo slouzit k jejimu pozdé&j$imu prehodnoceni. U&astnik
a soucasné producent obraz( totiz ze své pozice uvnitf
déni jesté nemusi mit Sirsi povédomi o tom, co se prave
déje.

Metwaly v rozhovoru uvadi, zZe ji pfi zpétném pohledu
na materialy zajimaji predevsim nezamérné momenty, které
se obvykle pfi sestavovani filmového narativu o velkych
historickych udalostech vynechavaji. Hovofi o pauzach
mezi stfety, o rozmazanych zabérech odlozené kamery,
ale také o rutiné kazdodenniho nataceni, ktera z vysled-
nych reportazi neni zfejma. Umeélkyné zminuje proces vyvoje
po udalostech tzv. arabského jara, kdy po nadéjném boji
plném dramatickych zmén nasleduji volby a vojensky prevrat
a situace se zvrha do ,nudy“ a beznadgje, kdy uz neni mozné
reagovat prostrednictvim primeé akce. Nakonec jen jakasi
forma pasivniho odporu umoznuje lidem obdobi frustrace
prekonat. Metwaly pracuje s archivem pofizenych materialG
a vysvétluje, Zze dnes by do egyptskych ulic znovu natacet
nesla, mimo jiné proto, Ze by to vypadalo podezrele. | tento
moment rozhodnuti, kdy situaci zaznamenavat, a kdy ne,
mUze byt pfiznakem urcité promény spolecenské atmosféry.

OdliSnou zkusenost nabizi prace Oleksiye Radynskeho,
pro néhoz naopak obdobi zdanlivého klidu po politickych
proménach Ukrajiny znamena moznost distancovanéj-
Siho pozorovani aktualniho vyvoje. P¥i pfilezitosti promitani
v etc. galerii v bfeznu 2018 autor hovofil o svych filmech,
v nichz sledoval vyvoj ukrajinské spole¢nosti po Majdanu
na prelomu let 2013 a 2014. Ve vztahu ke své praci popsal
posun od pocatecni potfeby angazovanosti a participace
na bouflivych udalostech (dokladem ¢ehoz je i jeho film
Lidée, ktefi se dostali k moci; People Who Came to Power,
2015) az k pozdgjsimu priklonu k observaci a potfebé zazna-
menavat dlsledky politické transformace. Prvni fazi, které
se dostalo siroké medidlni pozornosti, stfidaji dozvuky,
v8ak jevi pozorovatel vS§imajici si detaild unikajicich pozor-
nosti. Zprvu ,klasickou“ dokumentarni formu, ve které
nechava promlouvat protagonisty a vytvari uceleny obraz
urciteé situace, tak vystridala staticka kamera a delsi zabéry
zaznamenavajici jednu konkrétni oblast ¢i objekt zcela
bez komentare. Interpretace se pak do dila dostava skrze
diskusi s autorem nebo doprovodny text, ktery dopomaha
k pochopeni kontextu mista.

Jinak je tomu u dalsSich autort vybranych pro druhou
kapitolu vyzkumného projektu galerie. Observace se totiz
ne vzdy stava programovym rozhodnutim, jako je tomu
u Radynského, nicméné autorka Nira Pereg ¢i umélec Artur
Zmijewski s ni pracuji opakované. Pereg ve svych multika-
nalovych instalacich rozviji potencial observaéniho zaznamu
déni na mistech, ktera jsou sama o sobé kulturné ¢&i poli-
ticky zatizena natolik, Ze i sledovani banalnich ukon(, jako
je uklid ¢i uzavirani silnic zatarasy, poskytuji pGdu pro
mnozstvi vyklad(. Jeji videa spojuje charakteristicka prace
se zvukem, ktery vzdy z komplexniho obrazu vytahuje
detail a akcentuje gesto, ukon ¢&i pohyb a dodava vsed-
nodennim aktivitam expresivitu vyjimeéného momentu.
Dodate&né vytvarené zvuky a ruchy (tzv. Foley efekty)
kontrastujici s konstantnim tichem pridavaji k dokumen-
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worried in the least, 2018) takes as its theme the position
of the camera operator in the middle of a dramatic armed
conflict. Metwaly is a member of the Mosireen collective
of journalists and cultural activists which has amassed
great amounts of material acquired during the Egyptian
uprisings between 2011 and 2013. As part of the activi-
ties of this group the author recorded on film the fighting
in the streets of Cairo and today is processing this docu-
mentary footage. When in action, the camera assumed
the role of an observer and a participant in the situation
— it is well known that its presence may prevent an esca-
lation of violence on the part of the security forces and
keep the situation under control or be of assistance in its
later re-evaluation. From his/her position in the middle of
the events the participant who is, at the same time, the
producer of the images need not be fully aware of what
is just happening.

In an interview Metwaly explains that in hind-
sight what she is primarily interested in about the mate-
rials is the unintentional moments, which are usually left
out when a film narrative about great historical events is
composed. She talks about the pauses between clashes,
unfocused shots from a camera which is not held in posi-
tion, and the routine of everyday filming which is not
obvious in the final reports. The artist mentions the deve-
lopment after the Arab Spring events when a hopeful
fight full of dramatic changes is followed by elections
and a military coup and the situation reverts to “boredom”
and hopelessness, when it is not possible to respond by
direct action. In the end, only a certain form of passive
resistance helps people overcome the period of frustra-
tion. Metwaly works with an archive of film footage and
admits that today she would not go filming in the Egyp-
tian streets again, partly because it might look suspicious.
This moment of decision as to when to film a situation and
when not may also be a symptom of a changing atmos-
phere in society.

A different experience is projected in the works
of Oleksiy Radynski, for whom the apparently peaceful
period after the political changes in Ukraine provides an
opportunity for a more remote observation of the current
developments. On the occasion of screenings in the etc.
gallery in March 2018 the author talked about his films in
which he followed the development of Ukrainian society
after the Maidan at the turn of 2013 and 2014. Regarding
his work he described the shift from the initial need to be
engaged and participate in the tumultuous events (as is
evidenced by his film People Who Came to Power, 2015)
to the later switch to observation and the need to record
the consequences of the political transformation. The
first phase, which received considerable attention from
the media, has been replaced by echoes which lack such
dense coverage, although they seem all the more impor-
tant as an observer taking notice of the details esca-
ping our attention. The “classic” documentary form from
the beginnings, which lets the protagonists speak and
creates a complete picture of a given situation has been
taken over by a static camera and longer shots recording
a single concrete area or object with no comment what-
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tarnimu videu dodate¢ny komentar. Autorka v prvni dekadé
21. stoleti pracovala mimo jiné na projektech v Jeruzalémé,
kde sledovala zpUsoby prolinani a oddélovani sakralniho
a profanniho prostoru.

Artur Zmijewski vytvofril v roce 2007 sérii obser-
vacénich portrétQ, z niz byly pro promitaci pasmo vybrany
tfi porizené v Berliné. Filmy sleduji bez intervence kazdo-
denni zivot vzdy jednoho protagonisty ¢i protagonistky,
které spojuje nizkoprijmové zameéstnani. Kamera se v nich
dostava do intimni blizkosti, ale videa si ponechavaji schop-
nost vypovidat o SirSich socialnich jevech.

Dveé dalsi prace, vybrané do projekéniho pasma
etc. galerie, predstavuji prave prilezitostny priklon k metodé
observace. Martelinar (2008) Lucie Nimcové se rovnéz
soustredi na pracovni aktivitu. Video pofizené v jednom
zabéru ukazuje pracovniky s kladivy vénujici se speci-
alni patinérské uUpravé betonovych ploch, vynalezené
mexickym architektem Teodorem Gonzéalezem de Lednem
se zamérem polidstit surovy stavebni material. Esteticky
zameér kontrastuje s rutinnim ukonem, ktery pfi delSim
pozorovani plsobi jako zbyte¢né namahava a repetitivné
nudna c¢innost. Statické sledovani je vsak naruseno
vzpurnou reakci jednoho z pracovnik(, ktery na pritom-
nost kamery v pribéhu prace reaguje agresivnim gestem
zdvizeného prostredniku.

Video Val (2014) od Stépana Pecha pak po sérii
socialné zamérenych snimkd, pro které se ukazala byt
observace prfihodnym a bezprostifedné promlouvajicim
postupem, pobizi divaky opét ke sledovani (méstskeé)
krajiny. Nabizi se zde srovnani s Adachiho/Baudelairovou
metodou fukeiron, coz nas obloukem navraci zpét ke
zplsobu observace popsanému v Uvodu. Pech si pro
svou témeér trinactiminutovou kamerovou jizdu vybral ¢ast
Prahy kolem Karlina, ktera prosla v poslednich desetiletich
stavebnim boomem spojenym s gentrifikaci. Na prirezu
jednotlivymi zénami — brownfieldy, kancelafskymi budo-
vami, odpocinkovym prostorem a useky méstskeé divociny
— se rozkryva vyvoj mésta, jeho ekonomickeé a kulturni
smeérovani.

Kdybychom méli ze zahrnutych dél abstrahovat
jejich stézejni motivy, byly by jimi za prvé méstské prostredi,
politickych a nékdy téz kulturnich bojud, jez se v urcitych
okamzicich vizualizuji; a za druhé socialni situace prota-
gonistl a kazdodenni pracovni nasazeni, které je soucasti
reakce na materidlni podminky souc¢asnosti.

Celozivotni dilo Haruna Farockého skyta radu
observacnich dél, v nichz se studium obrazu snoubi s analyzou
pracovnich podminek a postupl. Starsi prace An Image
(1983) je pozorovanim fotografického studia p¥i procesu
vzniku snimku do magazinu Playboy. Ve videu In Compa-
rison (2009) nazirame rGzné zpUsoby vyroby cihel jako
zakladnich stavebnich jednotek, pficemz frekvence jejich
produkce ukazuje odlisné plynuti ¢asu v rGznych kulturnich
kontextech. V poslednim dokonc¢eném dokumentarnim
projektu s ndazvem Labour in a Single Shot (2011—2014),
organizovaném spolec¢né s Antje Ehmann, vznikly obrazy
pracovnich procest prostfednictvim workshop@ na rGiznych
mistech po celém svété. U&astnici mé&li za Ukol pofidit
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soever. Interpretation penetrates into the work through
discussion with the author or the accompanying text
which helps in understanding the context of the place.

The situation is different with the other authors
selected for the second chapter of the research project of
the gallery. Observation does not always need to become
a programme, as is the case with Radynski, although
the author Nira Pereg or the artist Artur Zmijewski use it
repeatedly. In her multichannel installations Pereg deve-
lops the potential of observational recording of events
in locations which are culturally or politically significant
by itself to such an extent that even observing ordinary
actions such as cleaning or closing down a road with
barriers provides room for multiple interpretations. Her
videos share a characteristic treatment of sound, which
always extracts a detail from a comprehensive picture
and accentuates a gesture, action or movement char-
ging everyday activities with the expressiveness of an
exceptional event. The additionally created sounds and
noises (so-called Foley effects) contrasting with constant
silence supplement additional comment to the documen-
tary video. During the first decade of the 21st century
the author worked on projects in Jerusalem where she
observed ways of joining and separating sacred and
secular spaces.

In 2007 Artur Zmijewski created a series of obser-
vational portraits, three of which, made in Berlin, have
been selected for the screenings. Free of any interven-
tion, each film follows the everyday life of one of the
protagonists whose common denominator is a low-paid
job. Although the camera becomes intimately close, the
videos retain the ability to speak of more general social
phenomena.

Two of the other works shortlisted for screenings
in the etc. gallery represent an occasional adoption of the
observation method. Martelinar (2008) by Lucia Nimcova
concentrates on work-related activities. The video filmed
in one shot shows labourers with hammers working on
a special patina finish of concrete surfaces, invented
by the Mexican architect Teodor Gonzalez de Ledn with
the aim of making the crude construction material more
“humane”. The aesthetic intention contrasts with the
routine task which after prolonged watching seems like an
unnecessarily taxing and repetitively dull activity. However,
static observation is interrupted by a defiant reaction
by one of the workers who responds to the presence of
the camera during work with the aggressive gesture of
a raised middle finger.

After a series of socially focused works in which
observation showed itself to be a suitable and directly
speaking medium, the Barrier (2014) video by St&pan Pech
again rouses viewers to watch the cityscape. A compa-
rison with the fukeiron method of Adachi/Baudelaire is at
hand here, by which we return to the method of observa-
tion described at the beginning. For his nearly thirteen-mi-
nute-long camera ride Pech selected the area of Prague
around Karlin, which has experienced a construction
boom and gentrification over the past decades. The cross-

-sections of the different zones: brownfield sites, office
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video v jednom zabéru do dvou minut bez stfihu. Na téchto
projektech Ize dobfe demonstrovat fakt, ze i to, co mize
vypadat na prvni pohled jako bezprostfedni a primo-
¢ary zaznam urcité aktivity, ve skuteénosti poukazuje na
Sirokou skalu vztah( mezi produkci obrazu, zaznamenanou
¢innosti, jejimi ucastniky a divaky. Stejné tak mnoha dila
zahrnuta do druhého projekéniho bloku etc. galerie pred-
stavuji ve své zdanlivé jednoduchosti rozcestniky k hlub-
Simu zkoumani viditelné i neviditelné reality.

Alzbéta Bacikova
& Anna Remesova
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buildings, leisure facilities and areas of urban wildlife
illustrate the development of the city, its economic and
cultural bearings.

If we were to extract the principal motifs from
the selected videos, they would be, firstly, the urban
environment, which is the standard stage for hidden
economic, political, and sometimes cultural conflicts that
become visualised in certain moments; and, secondly, the
social situation of the protagonists and their everyday
work engagement, which is part of a response to the
material conditions of the present day.

The life-long oeuvre of Harun Farocki contains
a number of observational works, in which he blends the
study of the image with an analysis of the work condi-
tions and processes. The earlier work An Image (1983) is
an observation of a photographic studio in the process
of creating photograph for the Playboy magazine. The
film In Comparison (2009) displays different methods of
making bricks as the basic structural units in construction
whereby the frequency of their production shows the vari-
ations in the passage of time in different cultural contexts.
In the last completed documentary project called Labour
in a Single Shot (2011—2014), organised together with
Antje Ehmann, he created images of the work process
through workshops in different places around the world.
The participants were given the task of making a video in
a single shot of up to two minutes without editing. These
projects can serve to demonstrate the fact that what at
first sight may seem to be an immediate and straightfor-
ward record of a particular activity, in reality underlines
the wide scale of relationships between the production
of an image, recorded activity, its participants and the
viewers. In the same way, many works included in the
second block of screenings at the etc. gallery represent,
in their apparent simplicity, signposts to a more thorough
investigation of visible and invisible reality.

Alzbéta Bacikova
& Anna Remesova
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O dokumentarnim Zzanru se traduje, Ze je nedefinovatelny.
Co to vS§ak znamena, pokud dokumentarismus vztahneme
k vytvarnému uméni? A jak se méni diskurs dokumentarni
formy, kdyZz o ném mluvime ve dvou riznych kontextech
— vytvarného uméni a kinematografie?

Erika Balsom: Co Ize snadno Fici, je to, Ze se méni estetické
moznosti. Kontext kina obecné nabizi jediné platno a exis-
tuji zde normy, které urcuji, jak dlouhé dilo bude, zatimco
v galerii mame moznost nékolika obrazovek a delsi trvani.
Vezméme si tfeba dva pfiklady z Documenty 14: multi-
kanalovou projekci videa Crossings (2017) od Angely
Melitopoulos nebo extrémné dlouhy film 15 hours (2017) od
Wang Binga. Vztah k prostoru, ¢asovosti a pozornosti divaka
je velmi odliSny v kiné nez v galerii. Také zde mame odlisné
moznosti financovani. Ale pfedevsim, dokumentarni video
v souCasném umeéni se ¢asto vymezuje oproti ,slaménému
panakovi“, kterym je ,tradi¢ni dokumentarni film“, protoze se
zdd byt mnohem vice sofistikované a kreativni. Dokumen-
tarni video v kontextu sou¢asného umeéni pojima samo sebe
formach dokumentarniho filmu nebylo. To je samozifejmé
nepfimérené. Jinak feceno, nékdy se rozdil mezi témito
dvéma kontexty pfehani nebo je Spatné pochopen; ¢asto
tomu tak je ve snaze prohlasit snimek v kontextu umeélecké
scény za originalni a dllezity. Jsem toho nazoru, ze umélecky
dokument dluzi mnohem vice historii dokumentarniho filmu,
nez si je ochotny pfiznat. Zfejmé nejvyznacnéjsi charakteris-
tika dokumentu ve vytvarném umeéni je, Ze se zaméruje na
rozmlzeni jasné hranice mezi fikci a dokumentem a pta se,
jak mGzeme dnes nazirat realitu. Tyto pfistupy nejsou nijak
nové nebo unikatni v uméni — maji velmi dlouhou historii —,
ale i tak dnes hraji dtlezitou roli.

Myslite, ze mezi témito dvéma kontexty existuje reciproéni
vztah? Pfipadné ovlivriuje vytvarné umeéni sou¢asnou kine-
matografii?

Ano, myslim, Ze mezi nimi existuje plynula vymeéna. Lze to
pozorovat na dilech jednotlivych umélcd, ale také na institu-
cionalni urovni. Napfiklad festival jako CPH:DOX v Kodani je
na jednu stranu tradi¢ni festival dokumentarnich filmad, ale
s naprosto vstficnym vztahem k umeélecké scéné. Nepred-
pokladam, ze v tomto ptipadé jedna scéna ovlivriuje druhou,
mluvime zde o individualnim poli, které protina svét filmu
i uméni a které se vyznacuje vnitini diferenciaci.

Rok 2000 znamenal pro uméleckou scénu tzv. dokumen-
tarni obrat. Zmeénila se situace dokumentarniho uméleckého

AlZbéta Bacikova
a Anna Remesova:;
Rozhovor

s Erikou Balsom

Alzbeéta Bacikova
and Anna Remesova:
INterview

with Erika Balsom

It is often said that it is impossible to define “a documentary”
but what does that mean when we talk about documenta-
rism in visual art? How does the discourse on documentary
form change when it appears in a different context — art
vs. cinematography?

Erika Balsom: One thing that is very simple to say is that there
are changed aesthetic possibilities. The cinema context is
generally single screen and there are norms governing how
long a work will usually be, whereas in the gallery we have the
possibility of multiscreen presentation and extended duration.
To take just two examples from Documenta 14, we could think
of the multiple projections of Angela Melitopoulos’s Crossings
(2017) or the extreme protraction of Wang Bing’s 15 Hours
(2017). The relationship to space, temporality and attention is
very different in the cinema than in the gallery. There are also
different funding possibilities in each sphere. But more impor-
tantly, | would say that documentary in contemporary art is
often positioned against the straw man of “traditional docu-
mentary,” as something more sophisticated and creative than
documentary has been throughout film history. Documentary
in contemporary art conceives of itself as innovative and hybrid,
as if earlier forms of documentary were not any of these things.
This, of course, is not accurate. In other words, sometimes the
difference between these two spheres gets exaggerated or
misconstrued, generally in the service of the claiming novelty
or importance of documentary in the artistic context. | would
say that artists’ documentary often owes much more to the
history of documentary film than it likes to admit. Perhaps the
two most prominent characteristics of documentary in art today
are an investment in blurring the boundary between fiction
and documentary, and a reflexive interrogation of how or if we
can access reality. These qualities are not necessarily new or
unique to the art context — they have a much longer history —
but they are often discussed as such.

Do you think there is reciprocity between them or does visual
art influence contemporary cinematography?

Yes, | think there is a fluid interchange between the two. You
can see this reflected in the work of individual artists and
filmmakers, as well as on an institutional level. Take a festival
like CPH:DOX in Copenhagen: in certain way it is a very tradi-
tional documentary film festival, and yet they absolutely
embrace the relationship to the art context. | don’t conceive
of this relationship as a matter of one sphere influencing the
other: we are talking about a single field of practice that cuts
across the worlds of art and film, and which is marked by
internal difference.
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videa diky nedavno se vynofrivsi diskusi o postpravdivém
sveéte?

Mnoho ze situace, o které dnes mluvime jako o ,postprav-
divé“, neni nijak zvlasté nové, jakkoliv je tento termin dnes
podstatny. V roce 1993 vydala Linda Williams ¢lanek zvany
Zrcadla bez vzpominek: Pravda, déjiny a novy dokument,
ve kterém popsala to, co sama pojmenovala jako postmo-
derni dokumentarni citlivost. Pise zde o dilech vytvore-
nych pro film, ne pro galerii, ale mnoho zde popsanych véci
jsou typické pro pozdéji pojmenovany ,dokumentarni obrat”
a jeho zvysenou reflexivitu, zdjem o performativitu a tazani
se po pravdé. Williams vnima tyto strategie jako reakci na
obecnou uzkost plynouci z nestability pravdy a rostouci
z dotazovani se po epistemologickych zakladech a novém
technologickém vyvoji. Jinak fe¢eno, mnoho z toho, o ¢em
dnes mluvime, bylo jiz pfitomno v ranych 90. letech. Je vSak
jisté, ze tato Uzkost dnes zintenzivnéla a Ze je tfeba znovu
promyslet kategorie, které oznac¢ujeme za dokumentarni.
Williams varuje pfed Upadkem do postmoderniho cynismu,
ktery ma za to, Ze neexistuje nic jako pravda a ze kazdy
obyvame svou viastni realitu. To je nebezpecdi, které pozoruji
v nasi ,postpravdivé® dobé a které se tykd mnoha umélcd.
Pevné véfim, ze dokumentarni praxe by nas méla smérovat
zpét a proti této tendenci. Obecné sdilenou myslenkou je
nazor, ze rozmlzeni rozliSeni mezi fikci a realitou je inhe-
rentné dobra véc, ze se tim poukazuje na pfimou konfron-
taci toho, jak je mozné nakladat s pravdou. Nékdy to mozna
dobré je, ale v kontextu soucasné situace se obcas tazu,
zda jde vzdy o hodnotnou strategii. Ob¢as to naopak hrozi
padem do propasti relativismu.

Jiz jste zminila diskurs postmoderny. MiZeme dnes stale
sledovat dédictvi postmoderny v sou¢éasném dokumen-
tarnim filmu? Kolem roku 2000 bylo mozné zaznamenat
jisty navrat k principu reality, ktery se misil s védomou
postmoderni kritikou zobrazeni. Co bylo vysledkem tohoto
miseni a jak to ovlivnilo praci s videem?

Postaveni postmodernismu v uvazovani o dokumentarni
praxi v souC¢asném umeéni je klicové. Na jednu stranu se
dokumentarni video vynofilo jako reakce na postmoder-
nismus. Hal Foster mluvi o navratu k realnu poté, co bylo
uzavorkovano poststrukturalismem a postmodernismem,
a odkazuje k zubozenému télu v uméni v 90. letech, ale ja
si myslim, Zze podobné muizeme nahlizet také dokumen-
tarni obrat. Zajem umeélct o dokument je v jistém smyslu
pravé reakci na Unavu z proklamaci, ze znaky odkazuji jen
k dal$im znakdm. MGzZeme zde mluvit o névratu k referentu.
Na druhou stranu by bylo pfFilis jednoduché Fici, Ze doku-
mentarni obrat je pouhym odmitnutim postmodernismu,
protoze mizeme zaroven pozorovat silnou pfitomnost
urcgitych klicovych postmodernich myslenek v dokumentu,
vyskytujicim se v sou¢asném umeéni. Napriklad se zde obje-
vuje reflexivni dotazovani kédl a konvenci, které hraly roli
v zobrazovani reality. Také lze v tomto kontextu uvazovat
o dekonstrukci myslenek o neutralité, objektivité a trans-
parentnosti: to jsou skute¢nosti ¢asto asociované prave
s postmodernim obratem. Jak jsem jiz zminila, Linda Williams
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The year 2000 brought the so-called documentary turn. Has
anything changed with the recently surfaced reflection of
the post-truth world? Does the post-truth situation produce
a different discussion on documentary video?

Many of the conditions we point to when we talk about “post-
-truth” are not particularly new, even if the prominence of
this term is. In 1993, Linda Williams published an article called
“Mirrors Without Memories: Truth, History, and the New Docu-
mentary,” in which she describes what she calls a postmodern
documentary sensibility. She was talking about works made
for the cinema, not for the gallery context, but many of the
things she describes are typical of what we would associate
with the so-called documentary turn: a heightened reflexivity,
an interest in performativity, a questioning of truth. Williams
sees these strategies as a response to a generalised anxiety
about the stability of truth, arising from a questioning of epis-
temological foundations and new technological developments.
In other words, a lot of what characterises the contemporary
moment is already there in the early 1990s. Yet it is certainly
the case that this anxiety has intensified in recent years, and
this intensification calls on us to rethink the categories that we
use to evaluate documentary practice. Williams warns about
falling into a postmodern cynicism that would hold that there
is no such thing as truth or that would suggest that we each
inhabit our own reality. This is a danger that | see as very strong
in our “post-truth” moment, and which | think some artists have
fallen into. | strongly believe that documentary practices should
push back against this tendency. There is a received idea in the
theorisation of the documentary turn that blurring the distin-
ction between fiction and reality is an inherently good thing,
that it shows a sophistication vis-a-vis confronting the possi-
bility of truth. Perhaps sometimes it is, but given our contem-
porary situation, | wonder if this is always a valuable strategy.
At its worst, it risks falling into an abyss of relativism.

You have already talked about the postmodern discourse. Can
we still follow the legacy of postmodernism in a contempo-
rary documentary film? There is a certain (re)turn to the real
around the year 2000 but at that time we were already fami-
liar with postmodernist critique of depiction. What were the
outcomes and in which way did it affect the forms of video
works?

The status of postmodernism for thinking about documentary
practices in contemporary art is key. On the one hand, docu-
mentary has emerged almost as a reaction to postmodernism.
Hal Foster talks about the “return of the real” after it was brac-
keted by post-structuralism and postmodernism, referring to
the interest in the abject body in 1990s art, but | think that we
can also see the documentary turn in this way. Artists’ interest
in documentary is in some sense a response to a fatigue with
the notion that signs refer only to other signs. We get a return
to the referent. On the other hand, it is far too simple to say
only that the documentary turn is a refusal of postmodernism,
because we can also see a very strong presence of certain key
postmodernist ideas in documentary as it appears in a contem-
porary art context. For instance, we can see the obsession
with reflectively interrogating the codes and conventions we
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o téchto formach mluvi pravé jako o postmodernich doku-
mentarnich strategiich. Moje otazka je, jak s témito myslen-
kami nalozit dnes. Dnes jsme jiz 20 let poté, co Williams
napsala svou avantgardni kritiku, ktera se stala bézné pfiji-
manou, novou normalitou. AvSak jsou tyto strategie jesté
dnes stale efektivni? Nebo bychom méli uvazovat o novych?
To byla moje cesta k observaé¢nimu maodu, formé, ktera byla
v historii o¢errnovana, ale v které vidim dalezity potencial.

Rozpoznat ale tuto proménu a observaéni méd jako ddle-
Zitou strategii je mozné jen tehdy, pokud jsou divak ¢i
divacka dobfe obeznameni s teorii média, kamerou, obra-
zovkou atd. Jsou divaci schopni této reflexivity?

Sebereflexivita, kterou pozorujeme v této praxi, nezna-
mena nutné reflexi materiality média. Nejedna se o reflexi-
vitu, kterou bychom napfiklad nasli ve strukturalnim filmu
70. let. Jde spise o reflexivitu toho, jak jsme zvykli reprezen-
tovat realitu. V tomto smyslu je to strategie zcela viditelna
pro divaka. Jako ogividny ptiklad si vezmé&me treba film Cin
zabijeni (The Act of Killing, 2013) od Joshuy Oppenheimera:
reinscenace ve filmu jsou vyrazné stylizovany, pricemz
vychazeji z zanru gangsterského filmu. Tato performativita
je klic¢ova v tom smyslu, jak film nahlizi svdj vztah k trau-
matické paméti a realité. Touto Isti se pokousi pfistoupit
k pravdé. Jina forma reflexivity se objevuje ve videu Tonsler
Park (2017) od Kevina Jerome Eversona. Jedna se o ryze
observacéni film, avSak s délkou filmového kotouce jako
strukturujicim nastrojem. V urcitém smyslu se jedna o velmi
staromadédni formu materialni reflexivity. Idea struktury, ktera
urcéuje film a jeho podobu, zde vytvari odliSny pfistup, nez
je ten, ktery bychom si spojovali se snahou po transparent-
nosti nebo iluzivnosti.

To nas privadi k otazce observaé¢niho médu. Co observaéni
video prohlasuje o objektivité? Nebo jinak fec¢eno, jaky je
vztah mezi objektivitou a observacnim dokumentem?

Mnoho kritik observaé¢niho médu vychazi praveé z nazoru, ze
jeho problém spociva ve faleSném naroku na objektivitu.
Ale neexistuje nic jako ryze objektivni obraz. Kazdy zabér je
zabérem odnékud. Klicovym textem v uvazovani o podob-
nych tématech je Situovana znalost (Situated Knowledge) od
Donny Haraway z roku 1988. Zde Haraway velmi jasné pise,
Ze je tfeba odmitnout ideu ,bozZzského triku“: ideu, ze existuje
objektivni, véemocny pohled, ktery prichazi odnikud. Zaroveri
ale trva na tom, Ze musime uznat nékteré véci jako objek-
tivné pravdivé. Napriklad takové globalni oteplovani je realita.
Ne v&echno je socidlni konstrukt. Reseni, které Haraway
nabizi, je trvat na formé situovaného poznani, které si je
védomo svych slepych mist a je schopné rozpoznat, z jakého
mista promlouva ¢&i pozoruje. Haraway kupodivu pracuje
s metaforou vidéni ve snaze tuto ideu uchopit. Je tfeba tuto
metaforu vzit véazné a navratit jeji ideu sféfe dokumentu
a pouzit ji jako zplsob uvazovani o observac¢nich metodach.
Observac¢ni méd zachycuje zjevnou skute¢nost za pomoci
automatismu kamery. V tomto smyslu se jedna o jistou
objektivitu, ale je to situovana objektivita. Jakmile si
pfipustime, Ze ryzi objektivita je nemozna, mizeme zadit
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use to represent reality as part of this. We could also think of
the insistence on dismantling ideas of neutrality, objectivity,
and transparency: these are things that we would associate
very much with a postmodern impulse. As | already mentioned,
Linda Williams describes a form of postmodern documentary
practice with exactly these qualities. My question is how we
deal with these ideas today. When Williams wrote, these were
vanguard critiques, but now we are almost 20 years later and
they have become commonplace, the new normal. Are they still
effective? Or do we need to talk about new strategies? This
is how | came to see the observational mode, a form that has
historically been maligned, as of a potentially new importance.

To recognise this shift and the observational mode as an
important strategy you need to be acknowledged about the
medium, camera, screen, etc. Is this something that the viewer
is able to see?

The self-reflexivity that we find in these practices is not nece-
ssarily in the form of a reflection on the materiality of the
medium. It is not the reflexivity we would find in 1970s structural
film, for example. It is rather a reflexivity about the conventions
used to represent reality. In this sense, it is absolutely visible
to the viewer. We could take Joshua Oppenheimer’s The Act of
Killing (2013) as an obvious example: the re-enactments in the
film are heavily stylised, drawing from the gangster film genre.
This performativity is crucial for how the film conceives of its
relationship to traumatic memory and to reality. It uses arti-
fice to access truth. We can also think about other forms of
reflexivity, as in Kevin Jerome Everson’s Tonsler Park (2017). It
is a very observational film, but it uses the length of a film reel
as a structuring device. In some sense, this is a very old-school
form of material reflexivity. There is a certain idea of structure
that is used to organise the film, which makes it quite diffe-
rent from what we would associate with a style aiming to be
transparent or illusionist.

That brings us to the question about the observational mode.
Does the strategy of observational video produce any state-
ment on objectivity? What is the relation between objectivity
and the observational documentary?

Many critiques of the observational mode rest on the notion that
its problem resides in a spurious claim to objectivity. But there
is no such thing as a truly objective image; each view is a view
from somewhere. For me, the key reference for thinking about
these issues is Donna Haraway’s “Situated Knowledges,” from
1988. Here, she writes very specifically about the fact that
we must reject the idea of the “god trick,” the idea that there
is an objective, omnipotent view that comes from nowhere.
But at the same time, she also insists that we also need to
recognise that certain things are objectively true. For instance
global warming is real. Not everything is a social construction.
Haraway'’s solution is to insist on a form of situated knowledge
that would know its blind spots and recognise the place from
which it speaks or sees. Interestingly, Haraway uses the meta-
phor of vision to get at this idea. | think we can take her meta-
phor seriously and return her idea to the sphere of documentary
and use it as a way of thinking about observational practices.
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premyslet o tom, jak nékteré objektivni vlastnosti, které
mohou pfetrvat uvnitf zplsobl reprezentace, budou vzdy
oznadovany za vice ¢i méné subjektivni. Myslim, Zze hlavni
otdazkou je, zda je subjektivita pfiznana, nebo zda se film
podili na ,Bozském triku“ a predstira, Ze se jedna o diskurs
odnikud. Kdyz film pfizna, Zze jeho vidéni je situované, je
schopny upfimné pocitat s okolnostmi produkce, se situ-
ovanou objektivitou produkce. Kdyz se navratime k filmu
Tonsler Park, tak pravé zde mame danou délku a rozhodné
situovanou kameru. Pfed objektivem prochazeji opakované
lidé, a divaci tak nemohou poradné vidét, co se na misté
déje. Zvuk neni synchronizovan s obrazem. V tomto smyslu
si film uvédomuje svou vilastni slepotu. Je to film, ktery zna
limity objektivni reprezentace tohoto svéta a trva na tom,
Zze kamerou zaznamenany zabér reality je zcela nutny.

Jak mGzeme historicky zafadit tendenci observaéniho
modu?

Observacni méd se vraci az k zac¢atkdm filmu. Aktuality
bratfi Lumierovych byly observaéni filmy. Nicmméné nejblize
ma observacni video k ,direct cinema*“ 60. let, pficemz pfimy
zaznam reality usnadnila dostupnost lehkych kamer se
synchronizovanym zvukem. Observac¢ni mdéd se stal velmi
rychle zazlivanou metodou, kritizovanou pro své ocividné
naroky na objektivitu a transparentnost. Nazor, Zze obser-
vacni film je pochybna metoda, pretrvava v teoriich o doku-
mentu v sou¢asném umeéni dodnes, nebot je povazovan za
nedostatecné kreativni a za ,pouhé” zaznamenavani, které
adekvatné nezpochybriuje propast mezi realitou a repre-
zentaci.

MUj zdjem o observacni mdéd vychazi ze stretu s dily
umélcl, které mam rada. Nejedna se tedy o teorii vytvofenou
shora se snahou rehabilitovat observaci, ale spiSe o reakci
na podmanivé metody, kterych jsem si v§imla. Nejsou samo-
zfejmeé vSechny stejné: zahrnuje to velké mnozstvi rznych
dél, ktera v8ak vSechna sdili ddraz na zaznamenavani zjevné
reality. Trvaji na tom, Ze existuje urcita hodnota v zazna-
menani fragmentd svéta, kterym je tfeba vénovat pozor-
nost, a ta spociva spiSe v pozorovani nez v intervenovani.
V uréitém smyslu maji tyto metody velmi blizko k momentim
observacnich forem v historii filmu, ale zaroveri se od nich
lisi. Napriklad namisto kamery drzené v rukou, jak to zname
z ,direct cinema“ 60. let, nastupuje staticka kamera, ktera
obcas pracuje s velmi dlouhymi zabéry.

Obstoji observaéni formy v konfrontaci s digitalnim
rozhranim? Paklize mluvime o pozorovani zjevné reality,
neméli bychom do ni zahrnout také prostifedi internetu,
poéitadovych softward a pohyb dat?

V posledni dobé o tomto hodné pfemyslim. Ve svém psani
o observac¢nim mddu jsem zatim vzdy zdlrazriovala zjevnou
(fenomenalni) realitu. Zjevnou realitu vnimam jako néco,
co existuje v dialogu se zprostfedkovanou skute&nosti,
tfebaze se nékdy jedna o dialog negace. Ale jak fikate, je
dulezité vzit v Uvahu realitu, kteréd je dematerializovana
a virtualizovana. V tomto smyslu mdzeme tfeba mluvit o urci-
tych formach zédznamu obrazovky jako o observaci online
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The observational mode captures phenomenal reality through
the automatism of the camera. In this, it has certain objec-
tivity, but this is a situated objectivity. Once we understand
that pure objectivity is impossible, we can start to think about
how certain objective qualities may persist within practices of
representation that are always inevitably going to be marked by
subjectivity in some way. | think that the real issue is whether
that subjectivity is somehow acknowledged or whether the
film partakes in the “god trick” and purports to be a discourse
from nowhere. When the film acknowledges that its vision is
situated, it offers an honest reckoning with the circumstances
of production, with the situated objectivity of production. To go
back to Tonsler Park, in that film we have fixed durations and
an emphatically situated camera. People repeatedly pass in
front of the lens such that we can’t really see what is going on.
The sound is not synchronised with the image. In these ways,
the film registers its own blindness. It is a film that knows the
limits of an objective representation of this world, yet insists
that the lens-based capture of reality is imperative.

How can we historically classify the tendency of observati-
onal mode?

The observational mode goes back to the very beginning
of cinema. The Lumiéres’ actualités are observational films.
However, it is most closely associated with the direct cinema
of 1960s, when the availability of lightweight sync-sound
cameras enabled new ways of capturing reality. The obser-
vational mode quickly became a bad object, criticised for its
apparent claims to objectivity and transparency. The idea of
observational cinema as a bad object very much continues into
the theorisation of documentary in contemporary art, where
it is understood as insufficiently creative, as “mere” recording
that does not adequately interrogate the gap between reality
and representation.

My interest in observational mode is something that
came from encountering what seemed like a new interest in it
in the work of artists | admire. It was not a top-down theoretical
idea to call for a rehabilitation of observation but a response
to compelling practices that | was seeing. These practices
are by no means all the same: they encompass a broad array
of works, but they nonetheless all share an emphasis on the
act of recording phenomenal reality. They insist that there is
something very valuable in capturing fragments of the world to
be seen, of observing what is there rather than intervening. In
many ways, these practices are in dialogue with these earlier
moments of observational forms in the history of cinema, but
they also depart significantly from them. For instance, in place
of the handheld camera closely associated with direct cinema
in the 1960s, now we often see a fixed camera, sometimes
using very long takes.

Do you think that observational forms are sufficient in
confrontation with the digital interface? When we talk about
observing mere reality shouldn’t we also include the envi-
ronment of the internet, computer hardware and data flows?

I am thinking about this question a lot at the moment. In the
writing | have done so far on the observational mode, I've
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aktivity. Zacala jsem o tom uvazovat v souvislosti se dvéma
nedavnymi filmy — jeden je Bolest téch druhych (The Pain
of Other, 2018) od Penny Lane a druhy Divame se na detek-
tivky (Watching the Detectives, 2017). Prvni sestéva z videi
na youtube, kde tfi Zeny podavaji svédectvi o svych nemo-
cech, jez nejsou lékafskou obci uznany jako realné nemoci.
A Divame se na detektivky je vytvofen ze zédznamuU obra-
zovky, kterd zachycuje webovou stranku reddit.com, kde
se uzivatelé pokouseji urcit, kdo mdze za bombové aten-
taty na bostonsky maraton v USA. V obou pfipadech vidime
pouziti observace online aktivit a zaroven se jedna o snimky,
které se zabyvaji online komunitami a sdilenim rdznych
forem poveér, které nutné neodkazuji k né¢emu, co je pravda.
Obé videa zaroven fesi roli socialnich médii a vytvareni
konsensu uvnitf socialnich bublin a obé& pouzivaji stra-
tegie, které bych pfirovnala k observaci. Jinym pfikladem
by byl také film Imitace Zivota (Life Imitation, 2017) od Chen
Zhoua, ktery posouva hranice mezi tim, co je realné a co
virtudlni. V jednu chvili film pozoruje mladé lidi v Sanghaji,
ale pak se tato scéna proméni v prostfedi videohry Grand
Theft Auto.

V élanku pro online magazin e-flux navrhujete koncept
»spoleéenstvi zalozeného na skute&nosti“l. Naznacuje
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a odmitani jednoduse stravitelnych a predem pfipravenych
vyznamd, jak to zname z prevladajici kinematografie. Jedna se
o zcela odli$nou skupinu lidi, nez je tomu u masového subjektu,
ktery byl teoreticky rozpracovan v historii napftiklad filosofem
Theodorem Adornem. Jinym d@lezitym faktem je, Ze se jedna
o imaginarni komunitu. Je to virtualita, kterd existuje jako
forma filmové imaginace. Hranice mezi inkluzivitou a exklu-
zivitou této komunity jsou tak velmi fluidni, coz ji odliSuje od
jinych komunit a jejich fungovani.

Kdyz jsem vas text ¢etla, prekvapil mé velmi silny moralni
akcent, ktery v ném zazniva.

Dai Vaughan fika, Zze pokud mame néjak definovat doku-
ment, pak jednim ze zplsobd, jak se o to lze pokusit, je
definovat jej na zékladé jeho vztahu k divakiim. Dokument
je smlouva s divdkem. V tom pro mé spocivd nevyhnu-
telna eticka otdzka. Dokumentarni obrazy kladou na divaka
takové naroky, které fiktivni obrazy jednoduse nekladou.
Filmy, které souvisi se ,spole¢enstvim zalozeném na skutec-
nosti“, Zadaji po divacich, aby zaujali ve vztahu k nim urc&itou
pozici, jez spociva ve zvySeném chapani slabin a komplex-
nosti zjevné reality. Je tfeba byt srozumeéna s limity naseho
poznani a byt si védoma, ze vic¢i tomu musime byt velmi
pokorni. To znamend opustit aroganci, jez proklamuje
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emphasised the encounter with phenomenal reality. | see the
observational capture of phenomenal reality as something
that is in dialogue with mediated existence, albeit perhaps as
a negation. But as you say, it’s also important to consider on
experiences of reality that are dematerialised and virtualised.
In this regard, we could perhaps also think of certain forms
of screen capture as an observation of online activity. There
are two recent films that for me triggered this idea — one is
Penny Lane’s The Pain of Others (2018) and the other Chris
Kennedy’s Watching the Detectives (2017). The first is made
up entirely of YouTube footage, mostly first-person testimo-
nials from three women who all claim to suffer from the same
disease which is not recognised by the medical community.
Watching the Detectives is made of screen grabs of the website
reddit.com, when its users were trying to determine who was
responsible for the Boston Marathon bombing in the US. In
both cases, the films take up an observational view on online
activity and are interested in how online communities form
around shared beliefs that do not necessarily adhere to what
is factually true. Both are about the role of the social media
echo-chamber in creating consensus, and both use formal
strategies that | would associate with observation. We might
also think of something like Chen Zhou’s film Life Imitation
(2017), a film that puts pressure on the boundary between the
actual and virtual. It is in one regard an observational film shot
amongst young people in Shanghai, but then it alternates this
footage with scenes from the video game Grand Theft Auto.

Let’s imagine the so called “reality-based community”'| as
you suggested in the article for the e-flux journal. It indicates
a kind of a community of viewers who are able to read the
politics of images and they are bound together with a shared
trust in images and their ability to represent the truth. Would
you agree?

| would generally agree with that. In the history of film theory,
the formation of the mass collective of spectators has been
mostly understood as a negative thing. But a different form
creates a different community. Something like the “reality-
-based community” created through certain documentary
practices would be exactly grounded in attunement to the
complexity of actuality and would reject the easily digestible,
pre-packaged meanings associated with dominant cinema. It
is thus very different than the mass subject of cinema as it
has been historically theorised by, for instance, a thinker like
Theodor Adorno. The other important thing about this commu-
nity is that it is an imagined community. It’s a virtuality, it exists
as a form of imagination facilitated by cinema. There is a fluidity
in that imagined nature that escapes some of the boundaries
of inclusion and exclusion the we might see as characterising
more traditional community formations.

When | read your text | was surprised with the strong ethical
demands that it invokes.

Dai Vaughan says that if we have to define documentary, one
way to do so might be to define it as a relationship to the
viewer. Documentary is a contract with the viewer. To me, this
is necessarily a question of ethics. Documentary images make
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naprostou jistotu a jez se stala soucasti sou¢asného poli-
tického diskursu. A obnasi to také jinak pracovat s ¢aso-
vosti, nez je tomu v prostfedi socidlnich médii, které funguiji
na bazi ,horkych témat*. Toto je eticky pozadavek kladeny
ze strany filmu. A zda divaci tuto nabidku uchopi, ¢i nikoliv,
je uz jind otazka.

Observaéni dokument znamena silnou dGvéru v divaka,
vytvaFi s nim vztah vybudovany na zakladé viry v obraz.
Jak mGzeme tuto viru odlisit od viry ve falesné zpravy
(fake news)? Jakou napravu takové situace observaéni
maéd nabizi?

»Fake news" tihnou k Ucasti na diskursu, ktery je zalozeny na
jistoté. V ramci néj existuji velmi jasna prohlaseni a binarni
opozice. Zatimco v médu, o kterém mluvim ja, je vyznam
a znalost velmi tézko postizitelna. Existuje zde nejistota. Je
tfeba se podivat zblizka, ale také je velmi pravdépodobné,
ze plné nepochopime, co vidime. Divak se tak uci, Zze mu
vzdy néco unika, nepracuje s jiz pfedem danym vyznamem.
V tomto zpUlsobu pohledu existuje Caste¢na slepota. Takové
filmy vam nerfeknou: ,V&r mi a ja ti odhalim absolutni pravdu.”
Jsou to filmy kladouci otazky po konstruovani pravdy a nasem
vztahovani se ke svétu. Protoze pravda je konstruovana.
Realita je zaznamenatelna filmem, ale pravda nikoliv. Réto-
rika spojend s ,fake news" a mainstreamovymi zpravodaj-
skymi médii obecné vam takové otdzky nikdy klast nebude.

Jak vyznamny je observaéni mdéd pro souc¢asnou main-
streamovou kinematografii? Je tato tendence na vzestupu
také v ramci svéta uméni?

Mozna ne pfimo v hollywoodskych trhacich, ale v mezinarodni
kinematografii, kterou by slo zaradit pod hlavicku pomalého
filmu (slow cinema), sledujeme sklony k observaci. Nékdy tyto
filmy pracuji s velmi podobnymi formalnimi strategiemi jako
ty, které se objevuji v uméleckych dokumentarnich filmech,
napr. extrémné pomalé a dlouhé zabéry, statickd kamera
apod. Rekla bych, Ze zdjem o zabé&ry potizené kamerou vzrostl
v dialektické reakci ha vzestup komponovanych a pocitacem
generovanych obrazd. Jedna véc, ktera plati o mainstrea-
movém filmu, je, Ze stale méné a méné zachycuje realna téla
a redlné prostory. Specidlni efekty jiz neznamenaiji nic special-
niho, pocitacové Upravy obrazu a komponované obrazy zasa-
huji i do zcela ,realistickych” scén. Nové prosazeni kamerou
zaznamenaného zabeéru jde proti tomu. Pocitacove upraveny
obraz je solipsisticky obraz, osvobozeny od substancialniho,
kvalitativniho setkani se svétem. Je to obraz, ktery pouka-
zuje na touhu po totalni administraci zZivota v tom smyslu, ze
vSe mlze byt specifikovano az do nejmensiho pixelu. Zabér
zaznamenany kamerou zahrnuje naopak vzdy eventualitu,
ztratu kontroly, protoze je zavisly na setkani se svétem.

MizZete zminit nékteré podobné soucasné teorie, které
pracuji kriticky s post-postmodernim vyvojem?

Za dUlezity text povazuji Pro¢ dosla kritice para? Od véci
faktu k véci starosti od Bruno Latoura. Mnoho teorii doku-
mentu v souc¢asném umeéni povazuje tento projekt za jiz
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demands on the viewer that fictional images simply do not.
The films | associate with “the reality-based community” ask
their viewer to take up a certain position in relation to the film,
which we could describe as a heightened attunement to the
frailty and complexity of phenomenal reality. It is about under-
standing the limits of our knowledge and being aware that we
must be very humble about them. This means retreating from
the arrogance of complete certainty that characterises certain
elements of current political discourse. It means entering into
a relation to temporality very different from the social media

“hot take.” This is an ethical demand posed by the film. Whether
the audience takes it up or not is another question.

Observational documentary mode requires a deep belief in
a viewer, it builds a relationship based on trust in an image.
How can we differentiate it from trust in fake-news? And
what kind of correction (of this situation) does the observa-
tional mode offer?

“Fake news” tends to participate in a discourse of certainty;
there are very clear proclamations — binary oppositions, even
— that govern that regime of discourse. Whereas in the mode
| am talking about, meaning and knowledge can be very elusive.
There is an uncertainty. We must look closely, but we might not
understand what we see. We might come to understand that
we can never fully understand. It is not a matter of delivering
a pre-packaged meaning but of making the viewer aware that
there is always something that escapes. There is a partial blind-
ness in this way of looking. These films don’t tell you, “Believe in
me and | will reveal the absolute truth.” These are films that ask
us about how we construct truth and how we relate to the world.
Because truth is of course a construction. Reality is out there
to be filmed but truth is not. The kind of rhetoric that | would
associate with fake news, or with the mainstream news media
more generally, would never ask us to consider such questions.

What is the current relevance of the observational mode for
mainstream cinematography? Do we observe the rise of this
tendency outside the art world too?

Perhaps not in Hollywood blockbusters, but | think we can
certainly say that films of the international art cinema that
tend to be grouped under the heading of “slow cinema” privi-
lege observation. Sometimes these films employ very similar
formal strategies as those found in artists’ documentary, such
as long takes, extreme slowness, fixed camera, etc. | would
argue that an increased attention to lens-based capture has
emerged as a dialectical response to the rise of compositing
and computer-generated images. One of the things we can say
about mainstream cinema is that it is less and less based on
capturing real bodies and real spaces. There’s nothing parti-
cularly special about special effects anymore; compositing
and CGl are there even in fully “realistic” scenes. Reasserting
the primacy of lens-based capture pushes back against this.
The CGl image is a solipsistic image, free from any substantial,
qualitative encounter with the world. It is an image that regis-
ters a desire for the total administration of life, in that everything
can be specified, down to the last pixel. Lens-based capture, by
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prekonany. Stejné tak jako naroky na pravdu a pouka-
zovani na nemoznost uchopit realitu. Latour ukazuje, ze
tato negativni kritika ma své meze, a pta se, zda by nebylo
hodnotnéjsi usilovat spise o budovani a shromazdovani.
To byla pro mé velmi dllezita teze, kdyz jsem uvazovala
o roli dokumentu dnes. Co by znamenalo, pokud bychom
namisto nedGvéry vsadili na ddvéru v realitu? Jiz jsem zminila
Situované poznani od Donny Haraway, coz je text z roku
1988, ale jiz tehdy se zde pisSe o limitech postmoderniho
paradigmatu. Velmi uzite¢né jsou pro mé také texty Eve
Sedgwick o paranoidnim a reparativnim &teni. V néem
se tyto texty potkavaji s tim Latourovym, i kdyz Latour je
historik véd a Sedgwick piSe z pozice literarni teoreticky.
Paranoidni &teni zahrnuje rozbiti né¢eho na kousky, aby byl
odhalen skryty vyznam pod povrchem; existuje zde ned(-
véra v povrch. Ctenaf se timto zplsobem usilovné snazi
o to, aby nebyl oklaman. Neddvéra v povrch se objevuje
také v nékterych textech o dokumentu v sou¢asném uméni.
Podle téchto teorii nestadi jednoduse zaznamenat, co se
déje na povrchu, protoze pravda lezi nékde hluboko nebo
daleko. | kdyz mluvime o dokumentarnim obratu, tak mnoho
dél vzniklych v jeho ramci poukazuje na nemoznost doku-
mentovani, nemoznost uchopeni reality. Podle Sedgwick se
v tomto pfipadé jedna o paranoidni vztah k dokumentarni
reprezentaci. Co by se vsak stalo, pokud bychom misto toho
vénovali pozornost tomu, co lezi na povrchu? To by zname-
nalo reparativni vztah k realité, coz ma mnoho spole¢ného
s teorii reparativniho &teni. Kazdopadné zadny z téchto
mysliteld a myslitelek se nezabyva vyslovené dokumen-
tarnim filmem, ale rozpracovavaji velmi zajimavé nastroje,
jak o nich uvazovat.

Erika Balsom
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Artfora a ¢asopisu Sight and Sound. Dalsi jeji texty se obje-
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a jeji esej Instant Failure: Polaroid’s Polavision, 1977—80
ziskala v roce 2018 cenu Katherine Singer Kovacs Essay
Award od Society for Cinema and Media Studies.
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contrast, always involves contingency, a loss of control, because
it depends on an encounter with the world.

Did you come across any similar contemporary theories that
are critical of the post-postmodern process?

| have found Bruno Latour’s text “Why Has Critique Run Out
of Steam? From Matters of Fact to Matters of Concern” very
important. Many theorisations of documentary in contempo-
rary art understand this project as one of dismantling. It has
been about undoing claims to truth and showing that we can
have no access to reality. Latour shows that this negative acti-
vity of critique has limitations, and asks whether it might be
more valuable for us to think about building and assembling.
This became a very important idea for me in thinking about
the mandate of documentary today. What would it mean to
move away from a hermeneutics of suspicion to instead affirm
a faith in reality? | have mentioned Donna Haraway’s “Situated
Knowledges.” It’s from 1988, but already there she talks very
specifically about the limitations of the postmodern paradigm.
| also have found Eve Sedgwick’s work on paranoid reading
and reparative reading to be very useful. | see some intersec-
tions in it with Latour, even though he is writing as a historian of
science and Sedgwick is writing as a literary theorist. Paranoid
reading involves tearing something apart to show the hidden
meaning underneath; there is a suspicion of surfaces. It is about
avoiding being duped at all costs. | think we also see a mist-
rust of surfaces in some theorisations of the documentary in
contemporary art. The idea is that it is insufficient to simply
record the surfaces of the world, because truth necessarily lies
deeper or lies elsewhere. We speak of the documentary turn,
but many of the practices contained under this heading actu-
ally gesture to the impossibility of documentary, the impossi-
bility of ever accessing reality. Following Sedgwick, we might
see this as a paranoid relation to documentary representation.
What would happen if we instead attend to the surfaces of the
world? This would be a reparative relationship to the real that
| see as having something in common with Sedgwick’s theory
of reparative reading. None of these thinkers are specifically
engaged with documentary, but for me they have been the
most important in providing tools to think with.

Erika Balsom
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Pozorovani

Oleksly Raaynski.  Oleksly Radynski:
i Observation as
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jako Ucast Participation

1.

Casto se mi vybavuje situace, ktera se mi prihodila pFi filmo-
vani pouli¢nich nepokojii béhem majdanského prevratu
v Kyjevé. V jednu chvili, kdy se vSe zvratilo v nasili, vytvorili
lidé fetéz, jenz predaval az do predni linie Celici pofadkove
policii cihly, ¢erstvé vykopané z chodniku. V jednu chvili
zvolala mlada divka s cihlou v ruce: ,Jdéte do haje, vidim
vic kamer nez rukou.”

A opravdu, v urcitou chvili se fetéz rozpadl, protoze
témér v kazdé ruce vézel mobilni telefon a nahraval.

Casto se sam sebe ptam: Podilel jsem se na tomto
povstani? Spole¢né s kameramanem jsme stravili tydny na
nameésti, celou udalost jsme dokumentovali a nahravali jsme
rozhovory s Uc¢astniky. Nejprve pro mé filmovani jednoduse
znamenalo formu ne-participace. Nijak jsem nesdilel pficiny
povstani v jeho prvnich fazich, ale uvédomoval jsem si, ze
co se prave déje, je tak vyznamné, Zze nemohu stat opodal.

Stal se ze mé jeden z tisicC lidi dokumentujicich
na kameru statisice dalSich lidi, z nichz vétsina takeé cas
od ¢asu probihajici udalosti nahravala. A zcela jasné kazdy
z nas byl také dlsledné sledovan statem — a to skrze ty
samé telefony, které jsme pouzivali k vlastnimu pozorovani.
Stat nas dokonce pres nase telefony upozornil textovou
zpravou, kdyz jsme se ocitli v zéné& nepokoju: ,Vazeny uziva-
teli, byl jste identifikovan jako Ucastnik nelegalnich maso-
vych nepokojich.”

Ma ne-participace se vyvijela s postupujicim
povstanim. Nase stranky na socidlnich médiich se staly
bojovym polem pro novy zpGsob konfliktd mnohem dfive,
nez jsme to zpozorovali. Majdanské protesty popravdé neza-
caly facebookovym postem, jak tvrdi legenda, ale videem
na youtube, na kterém policie bila protestujici. V urcitou
chvili ale za¢ala socialni média, kteréa pdvodné dopomohla
povstani zazehnout, pfekrucovat obraz takovym zplsobem,
jako to délala ne-socidlni, masova média. S jedinym rozdilem,
Ze misto jednoho prekrouceni jsme najednou byli svédky
tisicerého prekrouceni stejnych obrazl. A kdyz jsem ja
sedél nad stovkami gigabytd, které jsem natodil na namésti,
zacal jsem produkovat vlastni prekrouceny obraz o udalosti.
Zabéry jsem publikoval na youtube, a vracel je tak zpatky
k pocatkim obraz( o povstani.

V jistém smyslu se da fici, Ze jsem se na majdan-
skych protestech podilel. Geolokace mého telefonu byla
zaznamenana jako dGkaz mé ,ucasti na nelegalnich maso-
vych nepokojich®. A podilel jsem se na boji online obrazg,
ktery pokracoval uvnitf jedné socialni bubliny. Tehdy se
tyto socialni bubliny teprve formovaly a vétsina z nas uz
v nich byla pevné zakotvena bez toho, aniz by si toho byli
védomi. Mou snahou bylo alespori komplikovat jednoduchy

1.

| often recall a situation that occurred to me while filming the
street riots during the Maidan uprising in Kyiv. At some point,
as the things turned violent, the rioters had to create human
chains to pass on the bricks, freshly dug up from the pavement,
to the frontline, in the direction of riot police. At some point,
a young girl with a brick in her hands shouted: “Fuck you guys,
| see more cameras than hands.”

Indeed, the human chain broke up at some point,
because in nearly every palm there was a mobile phone, in
record mode.

| often ask myself: have | really participated in this upri-
sing? My fellow cameramen and me spent weeks at the square,
documenting the uprising and recording the interviews with
their participants. At first, filming was for me clearly a form of
non-participation. | didn’t really share the causes of the uprising
at its early stages, but it was clear to me that what’s happe-
ning is so significant that | can’s simply stay away.

| became one of the thousands of camera people
recording the activities of hundreds of thousands of other
people. Most of the latter had cameras they occasionally used
as well. And, clearly, each and every of us was closely observed
by the surveillance state — through the same mobile phones
we were sometimes using to record our own observations. The
state had even sent direct text messages to our phones when
we were in the riot zone that said: ‘Dear subscriber, you’ve been
identified as a participant in an illegal mass disturbance’.

My non-participation evolved as the uprising went on.
Our social media feeds became battlegrounds for a new kind
of warfare way before we ever noticed that. The Maidan upri-
sing was kicked off not by a facebook post, as a legend has it,
but by a youtube video (the police beating up the protesters).
But at some point the social media that initially boosted the
uprising started to deliver the image as distorted as the one
provided by the ‘non-social’, or ‘mass’ media. The only diffe-
rence was that instead of a singular distorted image, we ended
up with thousands of distorted images. As | was sitting on
hundreds of gigabytes of the footage recorded at the square,
| started to produce my very own distorted image of the event.
| was publishing the results on youtube, returning the images
of the uprising back to their origins.

So, in a way, | might say that | in fact participated in
the Maidan uprising. My cellphone’s geolocation data was
recorded as an evidence of my ‘participation in an illegal mass
disturbance’. And I've been participating in a struggle of online
images that went on inside what we now call filter bubbles. At
the time, those filter bubbles were newly-formed, unbeknownst
to most of us, but already deeply entrenched. At least I've been
trying to complicate the simple image of the uprising with my
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obraz povstani za pomoci pozorovani. Stale se vSak jednalo
pouze o mé vlastni pozorovani. Pokud bych mél doopravdy
odpovédét na otdzku, zda jsem se skutec¢né podilel na této
udalosti, musel bych odpovédét, ze ne. Pouze jednou jsem
opustil kameru a pomahal jsem nosit pneumatiky na hofici
barikady. Ale einmal ist keinmal.

Rezim se zhroutil, povstani bylo zdanlivé u konce,
zacalo ale zase jiné. Nebo snad protipovstani (néktefi mluvi
také o kontrarevoluci), které vedly protipovstalecké jednotky
porazeného rezimu, jimz pomahali podporovatelé svrze-
ného prezidenta. Toto protipovstani bylo pfizna¢né nazvano

»<Antimajdan“ a lokalizovano v regionu Donbas ve vychodni
Ukrajiné. Jiz tehdy zacalo byt jasné, Ze polarizace nasich
feedl v socidlnich médiich dlazdi cestu k opravdové valce,
tentokrat ovéem offline. (Masova média zacala slouzit jako
hlasné trouby propagandy nového rezimu jesté dfive, nez
ziskal pevnéjsi obrysy.) Co tedy bylo tfeba udélat, aby se
vyjasnilo, co se stalo? Jak jsem mohl pokrac¢ovat s pozo-
rovanim jako participaci ve chvili, kdy povstani privedlo na
svét svou pfimou negaci?

2.

Ptijeli jsme ve ¢tyfech autem na hlavni namésti Donécku,
nejvétsiho mésta regionu Donbas a Udajného centra antimaj-
danského hnuti. Dva z nas byli Slovaci, coz nam nevytvarelo
dobrou situaci vstfic extrémné proruskym a protizapadnim
naladam, které si antimajdanské hnuti neslo od zacatku.
(Ano, existuji mista, kde jsou Slovaci zcela bez pochyb iden-
tifikovani jako zdpadni Evropané.)

Na nameésti jsme byli okamzité obkliceni skupinou
nepratelskych muzd ve stfednich letech, ktefi obyvali maly
stanovy tabor kolem pomniku Lenina. Velmi nés prekvapil
pocet lidi, ktefi se prohlasovali za uU¢astniky této ,okupacni
akce” na nameésti. V ocividném kontrastu k tisicovkam téch,
kdo byli neustale pfitomni na namésti Majdan (Nezavislosti),
se zdalo, ze trvali obyvatelé donéckého stanovani necitaji
ani dvanact lidi — a tak polovina z nich vyjednavala, zda
nam povoli mit u sebe kamery, nebo ne. Nefekli jsme jim,
Ze jsme novinafi, ale spiSe dokumentarni filmafri (také jsme
mohli Fici ,pozorujici filma¥i“, protoze jsme tam ve skutec-
nosti prisli pozorovat).

Pozdéji jsme zjistili, Ze jsme s nac¢asovanim svého
prijezdu méli stésti. Nepocetnost antimajdanského hnuti,
které jsme na namésti zastihli, nebyla nijak klamna. Tito
lidé méli ve skute¢nosti velky problém s mobilizaci vétsiho
podtu podporovatell protipovstani a zoldaci a fanatici
z Ruska, ktefi pozdéji pomohli tuto akci obratit ve skutec¢nou
valku, jesté neprijeli. Jakakoliv pfitomnost kamery byla tedy
chapana jako vyhoda, jako symbol medialni pozornosti —
a to i tehdy, kdyby tyto kamery drzeli v rukou lidé, ktefi pohr-
daji tim, co natadi.

V nasledujicich dnech jsme délali néco, co by bylo
mozné nazvat ,angazovanou neucasti“. Bylo nam povo-
leno filmovat vse, co se délo na Antimajdanu — a jelikoz
se toho na namésti okupovaném tuctem muzG ve stied-
nich letech moc nedélo, jeden z nich nas vzal na obhlidku
regionu ve snaze dokdazat, ze jejich hnuti je opravdové. Vzal
nas na improvizovana mista u silnic, které oznacil za ,,check-

-pointy* — i kdyz se jednalo spiSe o kempingy, které jako
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video observations. Still, those were my mere observations. If
| had to actually answer the question: did | really participate in
this uprising, | would have to say no. Only once, | dropped my
camera to help carry the automobile tires to burn them at the
barricades. But einmal ist keinmal.

The regime collapsed, the uprising was seemingly over,
but another one was launched. Or, in fact, a counter-uprising
(some prefer to say: counter-revolution), led by the counter-

-insurgency troops of the deposed regime with the help of
supporters of an overthrown president. This anti-uprising was
appropriately named: ‘the Anti-Maidan’, and it was localized in
the East Ukrainian region of Donbas. By that time, the battleg-
rounds that were our social media feeds got so polarized that
it became clear they were paving a way for a real war, this time
offline. (The non-social media had started serving as propa-
ganda tubes for the new regime even before it was fully shaped).
So what was to be done to make sense of what was going on?
How could | go on with the observation as participation, given
that the uprising has caused its own direct negation?

2.
There were four of us in a car that entered the main square of
Donetsk, the largest city of Donbas region and an alleged center
of Anti-Maidan movement. Two of us were Slovaks, which was
not a good thing for us given the extreme pro-Russian, anti-
-Western overtones that the Anti-Maidan movement bore from
the very beginning. (Yes, there are places where the Slovaks
are undoubtedly identified as Westerners).

On the square, we were immediately surrounded by
a group of unfriendly middle-aged men who appeared to be the
dwellers of a tiny tent camp around the Lenin monument. What
really surprised us was the number of people who claimed to
participate in this square occupation. In a striking contrast to
tens of thousands constantly present on the Maidan square, it
seemed that the permanent population of the Donetsk encamp-
ment did not exceed a dozen people — and around half of them
were now negotiating whether to permit our presence with
our cameras. We told them we were not journalists, but rather
documentary filmmakers (we could have also said: observati-
onal filmmakers, as we were actually there to observe).

Later on, we realized we’ve been very lucky with the
timing of our arrival. The minuscule size of Anti-Maidan move-
ment that we saw on the square was not a delusion. These
people had a genuine problem with mobilizing any significant
number of people to support their counter-uprising, and the
mercenaries and fanatics from Russia who would later help
to turn this counter-uprising into a full scale war had not yet
arrived at the time. So any kind of camera presence was seen
as an advantage, a sign of media attention — even if this camera
belonged to people who despised what they filmed.

What we did in the next several days could be called
‘engaged non-participation’. We were allowed to film whatever
we observed at the Anti-Maidan — and since there was not
much to observe on the square occupied by a dozen of middle-

-aged men, one of them suggested to guide as around the
region and prove that their movement was real.
We were taken to improvised spots on the roadsides that our
guide referred to as 'check-points' — although they in fact
looked more like camping sites that were mistakenly set up by



32
omylem vyrostly u dalnice misto u jezera. Pozdéji, jak eska-
lovalo nasili, se mnoho z téchto mist proménilo ve vojenské
check-pointy a neskodné lokalni obyvatele nahradily ozbro-
jené milice. Vzal nas také do blokady ukrajinského armad-
niho zbrojniho skladu. U&astnici blokady vypadali, e jejich
zameéry jsou spisSe pacifistické, ale zcela ignorovali fakt, ze
v dobé naseho filmovani sousedni zemé, kterou tito paci-
fisté podporovali — Rusko — jiz oficidlné povolila armadni
invazi na uzemi Ukrajiny, coz z téchto lidi blokujicich lokalni
armadni skladisté zbrani ucinilo de facto vojaky v zaloze.
Co je ,angazovana neucast” a jak se lisi od pouhého
pozorovani? Béhem naseho vyletu na Antimajdan jsme se
citili — a pravdépodobné jsme se tak i chovali — jako etno-
grafové, ktefi pfedstirali, Ze pouze nataci a studuji zplsoby
a ritudly nové objeveného kmene. (Tento etnograficky
pristup se nachazel ve zvlastnim souladu se sebepojetim
Antimajdanu jako takového — tedy vychodoukrajinského
a proruského hnuti se silné etnicky zamérenou ideologii.)
Ale toto pseudoetnografické pozorovani byla ve skutec¢-
nosti tenkd maska, kterd nam umozrovala zaujmout poli-
ticky postoj: demaskovat maly pocet lidi, ktefi prohlasovali,
Ze jsou soucasti celoregionalniho masového hnuti; zachytit
podnécovatele k valce, jak se tvafi jako pacifisté; a ukazovat
extrémni nacionalisty, ktefi zneuzili antifasisticky slovnik.
Pozorovani se stava uméleckou politickou strategii
ve chvili, kdy jiz nelze byt u¢asten — z etickych i politickych
dbvodd, nebo jednoduse jen kvali tomu, Ze Ucasti nelze sled
véci ovlivnit. Musime pokracovat v pozorovani véci, které po
nas pozaduji — nékdy neulstupné a kruté — abychom sv{j
zrak odvratili a podivali se jinam. ,Kdyz nemohu zménit svét,
mou povinnosti je stat se svédkem jeho mozné lidskosti.”
(Kédmel Daud)

Filmy, o kterych je v textu Fec: Integrace (Integration, 2014),
Lidé, ktefi se dostali k moci (People Who Came to Power,
2015 — nato&eno spoleéné s Tomasem Rafou).
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a highway rather than by a lake. Later on, as violence escalated,
most of those places in fact turned into military check-points,
manned by the armed militias rather than innocuous locals. We
were taken to a blockade of Ukrainian army’s arsenal. Partici-
pants of the blockade seemed to be full of pacifist intentions
but seemed to disregard the fact that at the time of filming,
a neighboring country that those pacifists claimed to support
— Russia — had already officially permitted its army to invade
the territory of Ukraine, which rendered those blockading the
local army arsenals as de facto proxy soldiers.

What is ‘engaged non-participation’ and how is it diffe-
rent from mere observation? During our trip to the Anti-Maidan,
we felt — and probably behaved — as an ethnographic expe-
dition of a kind, pretending to merely record and study the
ways and rituals of a newly visible group. (This ethnographic
attitude was in a strange consonance to the sentiments of
the Anti-Maidan itself — an East Ukrainian pro-Russian move-
ment with a strong ethnicity-based ideology). But this pseudo-

-ethnographic observation was in fact a thin disguise that
enabled a political stance: unmasking minuscule numbers of
people who claimed to be part of a region-wide mass move-
ment; exposing the warmongers posing as pacifists; revealing
extreme nationalists that exploit the anti-fascist vocabulary.

Observation becomes a political strategy of art at
the moment when you are no longer able to participate — for
ethical or political reasons, or simply because you see that your
participation does not influence things. We need to persist in
observing things that demand — sometimes toughly and cruelly

— that we divert our gaze and look elsewhere. ‘When | cannot
change the world, my duty is to be the witness of its possible
humanity’ (Kamel Daoud).

The films discussed in this text: Integration (2014), People Who
Came to Power (2015, co-directed with Tomas Rafa).

Oleksiy Radynski

is a film-maker and writer based in Kyiv. He is a parti-
cipant of Visual Culture Research Center, an initiative for art,
knowledge, and politics founded in Kyiv, 2008. His latest films
include Landslide (2016) and People Who Came To Power (2015,
together with Tomas Rafa), which won the main prize in the
national competition at Docudays International Film Festival
in Kyiv. His films have been screened at Oberhausen IFF, Dok
Leipzig IFF, e-flux (New York), S AV V'Y Contemporary (Berlin),
Royal Institute of British Architecture, and other venues. His
texts have recently been published in e-flux journal, Political
Critique, Regarding Spectatorship, Raznoglasiya and other
publications.
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© Ctyfminutové video
Martelinar (2008) od Lucie
Nimcové je statickym kame-
rovym zédbérem snimajicim
délniky, ktefi kladivy otloukaji
podlahu. Jedna se o techniku
Upravy podlahy, jejiz nazev
pochazi ze Spanélského slova
y,martillo* znacici kladivo.
Vynalezl ji mexicky architekt
Teodoro Gonzalez de Ledn,
ktery stavél prevazné z betonu,
ale nelibil se mu hladky povrch
betonovych podlah. Proto
najal lokalni deélniky, aby udery
kladivy do podlahy vytvorili
hrubou strukturu, ktera

podle architekta vypada vice
Llidsky“. Dekora¢ni technika
martelinar se stala jeho
architektonickou signaturou,
jiz si lze vS§imnout v jeho
stavbach jako Museo Tamayo
nebo Auditorio Nacional, ale
také na mexické ambasadé

v Berliné z roku 2000. Kratké
video sleduje repetitivni

a zdanlivé banalni pracovni
¢innost, ktera paradoxné
vyuziva levnych pracovnich

sil, aby vetkla studenému
betonu privétiveéjsi tvar. V jedné
c¢asti videa je reakce na tento
paradox zpfitomnéna v gestu

vztyéeného prostiedniku, ktery
namifil jeden z déInikd smérem
ke kamere.

Lucia Nimcova pouziva v tomto
kratkém snimku techniku
jednoduché observace za
pomoci statické kamery

bez stfihu ¢i dodate¢ného
komentare. Nechava vyznivat
samotny obraz a zvuk,

ktery tvofri rytmicky hluk
dopadajicich kladiv. Video bézi
ve smycce, ¢imz je umocnén
zdanlivé nekoneény pohyb
délnikd. V jediném zabéru
vynika ,déj“ odehravajici se
pred ¢ockou kamery, ktera
svou pouhou pfitomnosti
zachycuje komplexni spole-
censké vztahy a tfidni
nerovnosti.

Lucia Nimcova (*1977)

se fadi mezi sou¢asné

predni umélecké fotografky;
studium fotografické tvorby
absolvovala na Institutu tvaréi
fotografie pti Slezské univerzité
v Opavé. Dlouhodobé pUsobi
v zahraniéi, v sou¢asné dobé
Zije v etiopské Addis Abebé.
Ve své tvorbé se zabyva
nedavnou minulosti, kterou
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analyzuje prostfednictvim az
antropologickych vyzkumdi,
zahrnujicich fotografie viastni,
nalezené, manipulované

i archivni. Mapuje slovensky
vefejny prostor (Hluche miesta,
2013), prostfedi, do kterého se
propisuje minuly politicky rezim
(Unofficial, 2006—2009) a jeho
nesystematickeé prostiredky
represe (Double Coding, 2010).
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© The four-minute-long video
Martelinar (2008) by Lucia
Nimcova is a static camera
shot capturing labourers
hitting the floor with hammers.
It is a floor finishing technique
whose name is derived from
the Spanish word “martillo”
meaning hammer. It was
invented by the Mexican
architect Teodoro Gonzales
de Ledn, who built mainly
from concrete and was not
impressed by the smooth
surface of concrete floors.

He hired local labourers who
created a rough texture by
pummelling the floor with
hammers, which according

to the architect looks more
“humane”. The decorative
technique of martelinar
became his architectural
signature and can be observed
in his buildings, such as the
Museo Tamayo and Auditorio
Nacional, as well as the
Mexican Embassy in Berlin
from 2000. The short video
records a repetitive and
apparently stereotyped work
activity which paradoxically
uses cheap labour to give

the austere concrete a more

pleasant facelift. In one
section of Nimcova’s video
this paradox is embodied by
the gesture of a raised middle
finger given by one of the
labourers to the camera.

In this short video Lucia
Nimcova uses the technique
of simple observation through
a static camera without editing
or additional comment. She
leaves the image to resound

on its own, the soundtrack
being the rhythmic noise of
thumping hammers. The video
runs in a loop which intensifies
the apparently endless
movements of the workers. In
a single shot the highlighted
“story” is played out in front

of the camera which by being
merely present captures the
complex social relationships
and class inequality.

Lucia Nimcova (*1977)

is one of the prominent
contemporary art photo-
graphers. She studied
photography at the Institute
of Creative Photography of the
Silesian University in Opava.
She has worked abroad on

a long-term basis and is
currently living in Addis Ababa
in Ethiopia. In her work she
submerges herself into recent
history which she analyses
through almost anthropological
research, incorporating her
own, found, manipulated

and archive photographs.

She charts the public space
in Slovakia (Hluche miesta,
2013), an environment which
has the past political regime
deeply impressed upon itself
(Unofficial, 2006-2009), and
its non-systemic means of
repression (Double Coding,
2010).

O V cyklu Eernobilych
analogovych fotografii Diry
(2014) se St&pan Pech vé&noval
dokumentaci rozsahlych
vykopU pred stavbou
vyskovych budov. Video Val
(2014) je &trnactiminutovou
jizdou v jednom zabéru
protipovodriovym valem na
Rohanském nabtezi v Praze.
Kamera je vzdy namifena
kolmo vG¢&i trajektorii své
cesty. Jeji pohyb umozriuje
kontinudlni prerdmovani
obrazu po dobu trvani celého
videa. Pfed kamerou neni nic
inscenovano. Zaznam umozriuje
koncentrovangjsi vnimani
urbanniho prostredi tak, jak by
to pouhym okem nebylo mozné.
V zébéru se stfidaji useky,

v nichz mdzeme vidét rdzné faze
vystavby a promény méstske
&asti ke kyzenému obrazu
developerskych spole¢nosti.
Nedlouho pfed natacenim
byla zbourana kotelna strojirny
Rustonka, posledni zbytek
tovarniho komplexu z poloviny
19. stoleti, ktery mél plvodné
zUstat pamatkoveé chranén.

Na trase od budovy Danube
House k brownfielddm

O In the cycle of black-and-
-white analogue photographs
called Pits (2014) St&pan
Pech documented extensive
excavations preceding

the construction of high-
-rise buildings. The Barrier
(2014) video is a fourteen-
-minute ride in a single shot
along the flood-protection
barrier at Rohanské nabrezi
in Prague. The camera is
always directed at a right
angle to the trajectory of its
path. Its movement enables
the continual reframing of
the image throughout the
duration of the whole video.
Nothing has been arranged
in front of the camera. The
record allows for a more
concentrated perception of
the urban environment which
would not be possible with
the naked eye. The long shot
shows sections in which we
can see different phases

of construction and the
metamorphoses of the city
quarter into the desired
image of development
companies. Shortly before
shooting, the last remains
of a factory precinct from

u Liberiského mostu zato
spatfujeme rozpadajici se
byvalou industridlni zénu
prordstajici vegetaci, hromady
materidlu, ale predevsim
monumentalni kancelarské

a obytné budovy, v nichz

se zhmotnuji toky kapitalu:
Nile House, Amazon Court,
Diamond River, River Garden |,
River Garden Il, River Garden lll...
Vystavba ma pokracovat a dle
planu by méla byt c¢asem
zastavéna i mista, kudy prave
projizdi kamera. Beton jako
pevny a nepropustny material
vypliiuje a uzaviré prostor. Ve
zvuku muzeme slyset, jak zni
rozli¢né faze stavby: sbijecky,
michacky, dopravnikové pasy,
sypajici se stérk a pisek.

Stépan Pech (*1985)

je fotograf a rezisér kratkych
filma Zijici v Praze. V roce
2014 diplomoval v Ateliéru
fotografie na Vysoké skole
uméleckoprdmyslové

a soucasné absolvoval na
Katedre rezie prazské FAMU.
Natocil kratké hrané filmy
Smyéka (Kink, 2015), Kudlanka
(Praying, 2012) a dalsi. Podilel
se jako kameraman napriklad

the mid-19th century, the
boiler room of the Rustonka
machinery engineering
company, was demolished,
although it was originally listed
for monument protection.

On the route from the

Danube House building to

the brownfield site at the
Liberisky bridge we watch the
disintegrating former industrial
zone overgrown with vegetation,
heaps of materials, but, first
and foremost, the monumental
office and residential buildings
as materialised flows of the
capital: Nile House, Amazon
Court, Diamond River, River
Garden |, River Garden I, River
Garden lll... The development
should continue and according
to the plan over time there
should be a built-up area

even in the locations now
passed through by the camera.
Concrete as a solid and
impervious material fills up
and encloses the space. In the
soundtrack we can hear the
sound of the different phases
of construction: pneumatic
drills, mixers, conveyors,
pouring gravel and sand.

na filmu Liebe (2017) Lukase
Proklipka a jako asistent rezie
pracoval na filmu Furiant
(Peacock, 2015) Ondreje
Hudecka.

Stépan Pech (*1985) is

a photographer and director
of short films living in Prague.
In 2014 he graduated from the
Studio of Photography at the
Academy of Art, Architecture
and Design and simultaneously
finished the study at the
Department of Directing at
the FAMU in Prague. He made
the short films Kink (2015),
Praying (2012) and others.

As cinematographer he
collaborated on the film Liebe
(2017) by Lukas Proktipek and
as assistant of the director he
worked on the film Peacock
(2015) by Ondfej Hudecek.



Politika pravdy Il: Politics of Truth II:

Observace Olbservation

© Nira Pereg je autorkou
multikanalovych instalaci a jeji
prace je zakotvena zejména

v dokumentarni praxi. Obraz
éasto kombinuje se studiovym
zvukovym zdznamem,

coz v jejich dilech vytvari
charakteristické napéti mezi
skutecnosti a fikci. D&jisti
jejich snimkd jsou verejné
prostory zatizené nabozenskym
¢i politickym vyznamem,
napriklad mista v Jeruzalémeé
nebo Hebronu. Prostfednictvim
jejich snimani Pereg zkouma
struktury, které ovlivriuji Zivot
dané spole¢nosti. Va&i znamym
jevlim udrzuje distancovany
pohled, i pokud je dany kontext
konfliktni.

V jejich videich m&zeme
spatfovat mechanismy vylou-
éeni a rozdéleni separaénimi
bariérami, jako je tomu ve
dvoukanalovém videu Abraham
Abraham, Sarah Sarah (2012),
nataceném v Jeskyni patriarcht
/ Abrahdmové mesité

v Hebronu. Misto, které je
posvatné pro vyznavace obou
naboZenstvi, Zidy i muslimy,

se stalo v roce 1994 dgjistém

traumatické udalosti, masakru
palestinskych muslim@
Baruchem Goldsteinem. Od té
doby jsou prostory k uzivani
pfisné rozdéleny a stfezeny

a pouze v urdité vyznamné
svatky Vv roce prepusti jedna
strana ¢ast svych prostor té
druhé. To je spojeno s vyste-
hovanim nabozenskych arte-
faktl a jejich nahrazenim
jinymi. Pereg pak ve svém videu
sleduje pravé proces prenaseni
véci. Diky silnému kontextu
mista se vSak jedna o vic nez
jen dokumentaci banalnich
ukond. Video Sabbath 2008,
které je soucasti promitani

v etc. galerii, ukazuje uzavirani
ultraortodoxni ¢asti Jeruzaléma
pred Sabatem. Doprava do
téchto ¢asti mésta je na

24 hodin zablokovana doc¢as-
nymi bariérami se souhlasem
meésta a policie. Zdanlivé symbo-
licka hranice mezi posvatnym

a svétskym nabyva fyzickeé
podoby a stava se potencialnim
zdrojem treni a konfliktu.

Nira Pereg (*1969)
se narodila v Tel Avivu, kde
v soucasné dobe Zije a pracuje.
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Studovala na Cooper Union

v New Yorku (USA), kde

v 90. letech Zila. Po svém
navratu do |zraele absolvovala
Bezalelovu akademii v Jeruzalémeé
a od té doby pedagogicky
plsobi v zahrani&i. Obdrzela
Nathan Gottesdiener
Foundation Israeli Art Prize

pro mladé umélce. Vystavovala
v Centre Pompidou v Pafizi,

v Centru souc¢asného uméni

PS 1v New Yorku, v Hirshhornoveé
muzeu, HDK v Berling, KW
Institutu v Berling, ZKM

v Karlsruhe, Izraelském muzeu
umeéni v Jeruzaléme, v Domé
umeéni v Mnichove, Kunsthalle

v Dusseldorfu, Muzeu uméni

v Tel Avivu a v dalsich galeriich
a na festivalech. Byla zastoupena
na 9. bienéle v Sanghaji, na
bienale v Sao Paulu a na bienéle
architektury v Benatkach v roce
2013. V roce 2018 pripravuje
izraelsky pavilon pro benatské
bienale architektury a vystavu

v Zidovském muzeu v Berling.

Video Sabbath 2008 bylo
zapujéeno s laskavym svolenim
autorky a Braverman Gallery

v Tel Avivu.

© Nira Pereg is an author of multi-
-channel installations and her
work is primarily rooted in docu-
mentary practice. She often com-
bines image with studio sound
recordings, which generates the
characteristic tension between
reality and fiction in her works.
The stage for her videos is public
spaces loaded with religious or
political significance, such as
various locations in Jerusalem or
Hebron. By filming them Pereg
examines the structures influen-
cing life in a particular society.
She maintains a distanced view
against well-known phenomena
including when the given context
is of a conflicting nature.

In her videos we can see the
mechanisms of exclusion and
division by separation barriers
such as, for example, in the
two-channel video Abraham
Abraham, Sarah Sarah (2012),
filmed in the Cave of the
Patriarchs / Ibrahimi Mosque
in Hebron. The place, which is
sacred for worshippers of both
religions, Jews and Muslims,

in 1994 became the stage

for a traumatic incident, the
massacre of Palestinian Muslims

by Baruch Goldstein. Since that
time, the accessible spaces
have been strictly separated and
guarded and only during a few
important holidays in the year
one side cedes part of its spaces
to the other. This is connected
with removing religious artefacts
and their replacement by others.
In the video Pereg observes

the process of transferring the
objects. Given the powerful
context of the place it is much
more than mere documentation
of banal tasks. The Sabbath
2008 (2008) video which is
included in the screenings at the
etc. gallery, shows the closing
down of the ultraorthodox part
of Jerusalem before Sabbath.
Traffic to these parts of the

city is blocked for 24 hours by
temporary barriers with the
approval of the city authorities
and the police. The apparently
symbolic boundary between the
sacred and the secular takes on
a physical form and turns into

a potential source of friction and
conflict.

Nira Pereg (*1969)
was born in Tel Aviv and
currently lives and works there.

She studied at Cooper Union in
New York (USA), where she lived
in the 1990s. After her return to
Israel she graduated from the
Bezalel Academy in Jerusalem
and afterwards has been
teaching abroad. She received
the Nathan Gottesdiener
Foundation Israeli Art Prize for
young artists. She has exhibited
at the Centre Pompidou in
Paris, the PS1 Contemporary Art
Center in New York, Hirshhorn
Museum, HDK in Berlin, KW
Institute in Berlin, ZKM in
Karlsruhe, Israeli Museum of Art
in Jerusalem, House of the Arts in
Munich, Kunsthalle in Disseldorf,
the Tel Aviv Museum of Art and
other galleries and festivals.

She has been presented at

the 9th Shanghai Biennial,

Sao Paulo Art Biennial and
Venice Biennial of Architecture.
In 2018 she is preparing the
Israeli pavilion at the Venice
Biennial of Architecture and an
exhibition at the Jewish Museum
in Berlin.

The Sabbath 2008 video is on
loan courtesy of the author and
the Braverman Gallery in Tel Aviv.
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