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Uvod

Tato brozura doprovazi prvni ¢ast vyzkumného
projektu etc. galerie, jehoz jednotlivé vystupy budou
prezentovany v pribéhu roku 2018. Projekt se zaméfuje
na dokumentarni pfistupy umeélct pracujicich s pohy-
blivym obrazem na poli vizudlniho uméni. Vracime se
tak k tématu, které jiz bylo mnohokrat akcentovano —
a to predevsim v navaznosti na prehlidku Documenta 11
v roce 2002. Dokumentarismus vS§ak mezitim ze soucas-
ného uméni nevymizel; naopak se méni a nabyva rdznych
podob, ¢asto v navaznosti na nové podminky digitalni
éry. S technologickym vyvojem a zménou medialniho
a politického klimatu pfichazi takeé odlisné pojeti otazek
etiky, politiky a podstatnou roli hraje také proménujici
se filosoficky diskurs. Patrame proto po dokumentarnich
prostifedcich z pozice sou¢asnosti — zajima nas, kam se
tyto metody posunuly a jaké viny Ize v proménach ¢asu
sledovat.

Dokumentarni strategie se nepromeénuji pouze
v Gase a na zakladé vyvoje technologickych moznosti,
ale také ve vztahu k odliSnym geografickym podminkam.
Pozornost jsme v prvni fadé upnuli k zemim spadajicim
do regionu vychodni Evropy, které sdili podobné histo-
rické a materidlni podminky. Zkusenost postkomunismu
se vyrazné propisuje do soucasného umeéni pochazeji-
ciho z této oblasti; princip historické reflexe je zde velmi
silny predevsim v druhé poloviné 90. let, pficemz tento
motiv ¢asto souvisi pravé s pouzitim dokumentarnich
prostfedkd — at uz jsou jimi videa, nebo fotografie, které
mnohdy pochazi z osobnich archivi. Postupné se nas
zajem o dokumentarismus v pohyblivém obraze rozSiFil
i o dalsi zemé ze zapadni Evropy nebo o lzrael, a to na
zakladé toho, jak se zde hledané strategie objevovaly,
nebo naopak zcela chybély.

V uméni je uz od doby, kdy byl popsan doku-
mentaristicky obrat, patrna tendence podrobovat kritice
umeélecké prostredky, jimiz chtéji umélci referovat
o skutec¢nosti. Vznika tak cela skala postupt, v nichz je
patrna potreba sebereflexivity, dekonstrukce vypraveni
a upozornovani na to, ze prenos informace na divéaka
neni mozny za pomoci univerzalnich a transparent-
nich prostfedkl. Potfeba zdlrazriovat konstruovanost
prostfedkd, pozici autora ¢i socialni, ekonomické a poli-
tické podminky vzniku dila zac¢ala byt zadouci, zaroven
si vSak — jak ve svém textu Politika pravdy. Dokumen-
tarismus v umeéni z roku 2003 upozorriuje Hito Steyerl
— umeélci zac¢ali uvédomovat, Zze dokumentarismus nejen
skutec¢nost kritizuje a odhaluje, ale také vytvari vlastni
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Introduction

This brochure accompanies the first part of a rese-
arch project of the Etc. Gallery, the individual outputs of
which will be presented during the year 2018. The project
focuses on the documentary approaches of artists working
with the moving image in the field of visual art. By this
we return to a subject which has already been highlighted
a number of times — mostly in relation to the Documenta 11
in 2002. However, in the meantime documentarism has not
disappeared from contemporary art, but, quite the contrary,
it keeps changing and metamorphosing into various forms,
often in connection with the new alternatives offered by
the digital era. The technological development and change
in the media and political climate have spawned new and
different issues concerning the ethics and politics while
a substantial role is also played by the permutations in
the philosophical discourse. We therefore ask about the
documentary means from the position of today and want
to know to where these methods have shifted and which
streams can be traced as the times change.

Documentary strategies do not alter only in time
and as a consequence of technological development, but
also in relation to different geographical conditions. We
initially focused our attention on countries within the
region of Eastern Europe which have a similar historical
and material background. The experience of post-commu-
nism is indelibly imprinted on contemporary art from the
region, and the principle of historical reflection is strongly
felt there, mainly in the second half of the 1990s, while this
motif often goes hand in hand with the application of the
documentary means — be it video or photography, often
originating from personal archives. Our interest in docu-
mentarism in the moving images will be gradually extended
to countries from Western Europe and Israel depending on
how the strategies we are looking for emerged there or, on
the contrary, were completely absent.

Since when the documentary turn was described
in art, there has been a clear trend to subject to criticism
the artistic means through which artists want to make
a statement on reality. The result is a wide range of proce-
dures which are typified by the need for self-reflection,
deconstruction of the narrative and underlining the fact
that a relay of information to the viewer is impossible using
universal and transparent devices. The urgency to empha-
sise the construed nature of the means, the position of
the artist and the social, economic and political conditions
of the work’s origin became desirable, but, at the same
time, as Hito Steyerl points out in her text Politics of Truth.
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mddy skutec¢nosti a védéni. Patrani po feseni probléma,
které prinesly analyzy moci, se stalo problémem
samotnym.‘l

Soucasné je vSak vidét, Zze se umélci opakované
vraci i k ponékud anachronickym metodam zobrazeni.
Délat tlustou ¢aru za primocarejSimi zplsoby zaznamu
jako za prekonanymi by proto bylo unahlené, protoze stale
existuji situace, ve kterych mohou hrat nezastupitelnou
roli. V momentech spolecenského neklidu a nejistoty, zda
informaéni média plni roli objektivnich pozorovateld, ¢&i
jsou spise prostfedky manipulace, nabyva na hodnoté akt
prostého zaznamenani momentu konfliktu nebo poodha-
leni mocenského a nerovného vztahu.

Rada umé&lcl se tak dnes navraci k observaédnim
postupdm. Setkavame se tedy i s dily, ve kterych je pozice
autora upozadéna a pouziti uméleckych prostfredkl neni
sebereflexivné akcentovano. Jak piSe Erika Balsom ve své
eseji The Reality-Based Commur)it‘y,2 observac¢ni maod byl
v umeéni od 90. let povazovan za néco podezrelého prave
kvili nedostatku sebereflexivity a naivnimu pokusu pftiblizit
se skutecnosti. Nyni jako by autofi pfi pokusech zachytit
realitu opét prenaseli odpovédnost na divaka a jeho rozli-
Sovaci schopnosti. Prostfedky pohybliveho obrazu se skrze
tuto strategii pokouseji vyvazat ze zacykleného kruhu
sebereflexe, jez spiSe nez k zobrazovanym tématim obraci
pozornost k médiu samotnému.

V dlouhodobém projektu etc. galerie se budeme
postupné v jednotlivych blocich zamérovat na fenomény
pfiznacné pro soudoby vyvoj dokumentarnich pFistupd.
Po Uvodnim ohledavani mezi fikce a reality se zamérime
na observacni dokumentarni postupy, na problematiku
konstruovani obrazu druhého, budeme zkoumat také
formalni prostfedek reinscenace jako metody, jak se
priblizit k probéhlym udalostem, a pfehodnocovat roli
autora v produkci dokumentarniho dila.

S prvni ¢asti projektu otevirame polemiku nad tim,
jakym zpUlsobem se formy zazité jako dokumentarni vzta-
huji k pravdé a jak se promeénuje jejich podoba. V navaz-
nosti na vySe zminény klic¢ovy text umélkyné a teoreticky
Hito Steyerl s ndzvem Politika pravdy. Dokumentarismus
v uméni se ptame, jak mGze byt dokumentarni praxe aktu-
alnim prostfedkem politického jednani a jaké dnes uméni
naléza zpUsoby, diky kterym se vyrovnava se ztratou dbveéry
v reprezentaci reality. Tento text po letech paradoxné
zastaral i nezastaral. Stale vypovida o moznostech doku-
mentarismu ve vytvarném umeéni, na druhou stranu uz spise,
nez aby nabadal k novym prehodnocenim, vybizi ke zpét-
nému pohledu na dokumentarni obrat, ktery se odehral na
pocatku nultych let. Jadro otazek kolem konstrukce reality
a fikce tak, jak jej Steyerl predstavuje, se nezmeénilo, presto
Ize jmenovat nové podminky, ve kterych dnes dokumenta-
rismus vznikd. Promeénilo se predevsim tvoreni samotného
obrazu s postupnou digitalizaci, proménila se témata, ktera
umeélci ve videich resi, proménila se moc masmédii, kterou
zC&asti zastoupila socialni média. Zjednoduseny sbér dat
a informaci, které se staly obchodovatelnym materidlem,
zase prinesl nové otazky ohledné presunu moci a vlivu, jenz
se preléva z jakési svrchované politické scény do prostredi
privatnich rukou nadnarodnich a korporatnich firem.

1

Steyerl, H.

Politika pravdly.
Dokumentarismus
v uméni, in: Ceské
umeéni 1980—2010,
Praha: VVP AVU,
2011, s. (p.) 688

2

Balsom, E.

The Reality-Based
Community, e-flux

Journal #83, ervenec (July)
2017, www.e-flux.com/
journal/83/142332/
the-reality-based-

-community/
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Documentarism in Art from 2003 — artists came to realise
that documentarism both criticises and exposes reality and
creates its own modes of reality and knowledge. A search
for a solution to problems which brought about an analysis
of power became a problem in its own right.1

Simultaneously, it has been observed that artists
repeatedly return to slightly anachronistic methods of depic-
tion. It would therefore be premature to dismiss the more
straightforward ways of recording as outmoded, as there
are still situations where they would be irreplaceable. At
a time of social fermentation and insecurity about whether
the information media fulfil the role of objective observers
or agents of manipulation, the act of simply recording the
moment of conflict or throwing some light on an unequal
power relationship appreciates in value.

As a consequence, many artists are going back
to observation procedures today. We come across works
where the position of the author takes a back seat and
the application of the artistic means is not accentuated
in a self-reflective manner. As Erika Balsom writes in her
essay called The Reality-Based Community,2 the observa-
tion mode in art has been considered as something suspect
since the 1990s exactly because of a lack of self-reflec-
tion and a naive attempt to come closer to reality. Now,
it’s as if in their attempts to capture reality artists have
again passed the responsibility onto the viewer and his/
her distinguishing ability. The medium of the moving image
adopts this strategy as it attempts to release itself from
self-reflection which seems to have been stuck in a circle
and turns attention to the medium itself rather than the
depicted themes.

In this long-term project of the Etc. Gallery we will
gradually concentrate in blocs on the phenomena typical
for current developments in documentary approaches.
After the initial palpation of the limits of fiction and reality
we will focus on observational documentary procedures,
on the problems of construing an image of the Other, we
will also examine the formal means of re-enactment as
a method of getting closer to past events, and re-evaluate
the role of the author in the production of a documentary
work.

With the first part of the project we open the
polemic concerning the way in which established docu-
mentary formats relate to truth and how their form keeps
changing. With reference to the above-mentioned seminal
text of the artist and theorist Hito Steyerl called Politics
of Truth. Documentarism in Art we ask how documentary
practice can be a topical means of political activity and
which ways current art finds to come to terms with its loss
of credibility in representing reality. Several years on, it is
a paradox that this text has and has not become outdated.
It continues to deliver in terms of the possibilities of docu-
mentarism in visual arts, while on the other hand, rather
than inciting new re-assessments, it encourages us to look
in retrospect at the documentary turn which happened at
the beginning of the first decade of the 21st century. While
the essential issues concerning the construing of reality
and fiction as Steyerl envisages have not changed, it is
possible to list new conditions under which documenta-



Jednotlivé bloky a pfispévky, které projekt Politika
pravdy prinasi, postupné sleduji vyvoj dokumentarismu
v souc¢asném umeéni a zaroven se pokusi na nékteré z vyse
uvedenych otdzek zodpoveédét. Text filosofa Jana Bierhanzla
jde k pGvodnimu zdroji dokumentaristické teoretické re-
flexe, jejz praveé v eseji Hito Steyerl sehrava pozdni faze
mysleni Michela Foucaulta — a predevsim jeho kurs na
College de France s nazvem Odvaha k pravdé v roce 1984.
Text zkouma filosofické zaklady eseje a hleda moznosti
jeho interpretace pro soucasnost. Teoretik uméni Vit
Havranek se zamysli nad postupy, objevujicimi se v aktu-
alni dokumentaristické praxi ovlivnéné prechodem od
analogoveé technologie k digitalni. Vztah fotografie a filmu
k realité je podminén empirickym argumentem, ktery tvrdi,
ze |lze ve védecky ovérenych pfipadech pouzivat média jako
pravdiveé zobrazeni skutec¢nosti. V jednotlivych kapitolach
(forma obrazového vypravéni, vztah k divakovi, proména
distribuce obrazl a dat ad.) se vyjadfuje k podminkam,
které soucasné dokumentarni video ovliviuji.

Uvahy nad jednotlivymi dokumentdrnimi stra-
tegiemi budou postupné tematizovany v doprovodnych
brozurach, jez publikujeme k jednotlivym promitacim
blokdm. Prvni pasmo videi, které prezentuje etc. galerie
v lednu 2018, predstavi vybér péti del ceskych a zahranic¢-
nich autord. Kazdé z nich zaujima jiny postoj ke zminéné
hranici mezi realitou a fikci. Néktera nepracuji expli-
citné s dokumentarnimi metodami, ale objevuje se v nich
urcitym zpGsobem polemika s tim, jaké ma obraz misto
a funkci v utvareni politického védomi, jak se dnes lze
zaobirat pravdou s vyuzitim védeckych metod, nebo jestli
dnesni pojeti pravdy daleko vice nevystihuje prace s fikci.
Spojujici tematickou linii pak utvari rdzna pojeti tzemniho

yteritoria” ¢i fyzického prostoru, ktera jsou konfrontovana
s fiktivnim vypravénim, s ideologickymi a politickymi zajmy,
s potfebou vymezovat a héjit urcita uzemi a zaroveri dané
hranice prekracovat.

V dile Newsreel 63 (2017) slovinské autorky Niky
Autor se esejisticky narativ odviji od videozdznamu nebez-
pecného cestovani na podvozku vliaku pofizeného uprch-
liky prejizdéjicimi mezi Bélehradem a Lublani. Motiv viaku
a jeho roli v déjinach kinematografie demonstruje na
mnozstvi filmovych uryvkQ, pficemz ji zajimd, jak obraz
odrazi a zaroven ovliviiuje vztahy mezi socialnimi vrst-
vami ve spolec¢nosti. Z cesty na vlakovém podvozku je
totiz jednou komedidlni scéna, jednou ilegalni innost.
Nika Autor proto hleda pdvod téchto rGznych pojeti a pfi
své jizdé napti¢ vizualnimi déjinami vyuziva scény z doku-
mentarnich i hranych snimka.

Oproti tomu autorska dvojice z Izraele Ruti Sela
a Maayan Amir se dlouhodobé zabyvaji tématem terito-
riality, a to nejen obsahové, ale také ve smyslu materialni
podminky, ktera tvofri pozadi realizovanych dél. Tak vznikl
projekt Exterritory, jenz odkazuje k aktivitam odehravajicim
se v mezinarodnich vodach jako jedine¢ném ne-narodnim
prostoru. Otazku narodni identity resi ve svém videu Cover
Version (2010) Nir Evron, jenz pracuje s fiktivnim pfib&éhem,
mytem, aby poukazal na jeho moc figurovat v historii jako
skutecna udalost. Pravda ¢i fikce a jejich zaména ¢i odha-
leni nakonec nemusi hrat tak ddlezitou roli.

9
rism originates today. What has changed most substan-
tially is the way of creating the image itself with ongoing
digitization, the themes that artists address in their videos
and the power of the mass media partly substituted by
social networks. Simplified collection of data and informa-
tion which turned into a commodity introduced new ques-
tions of the transfer of power and influence which flows
from the sovereign political scene into the private hands
of transnational corporations.

The individual blocs and contributions brought
by the Politics of Truth project will consistently follow
the development of documentarism in contemporary art
and simultaneously attempt to answer some of the ques-
tions above. The text by the philosopher Jan Bierhanzl
in the present brochure revisits the original source
of theoretical documentarist reflection, which in Hito
Steyerl’s essay is represented by the late phase of Michel
Foucault’s thinking — primarily by his course at the
College de France entitled The Courage of Truth in 1984.
The text examines the philosophical foundations of the
essay and searches for alternatives for its interpretation
for the present day. The art theorist Vit Havranek delibe-
rates in his text over the procedures emerging in up-to-
-date documentarist practice influenced by the transition
from analogue to digital technology. The relationship of
photography and film with reality is preconditioned by
an empirical argument which claims that it is possible,
in scientifically verified cases, to use media as truthful
depiction of reality. In the individual chapters (form of
narrative, relationship with the viewer, changing distribu-
tion of images and data, etc.) he comments on the condi-
tions which impact contemporary documentary video.

The thoughts on the different documentary stra-
tegies will be regularly thematicised in accompanying
brochures issued to coincide with the individual scree-
ning blocs. The first series of videos to be presented
at the Etc. Gallery in January 2018 will present a selec-
tion of five works by Czech and foreign artists. Each of
them takes a different stance on the boundary between
reality and fiction as suggested before. Some of them do
not explicitly work with documentary methods, but they
contain inherent polemic regarding the place and func-
tion of an image in forming political awareness, how truth
can be studied today using scientific methods, or whether
today’s notion of truth is not better projected by working
with fiction. The underlying thematic line is comprised
of different approaches to the “territory” or physical
space confronted with fictional narrative, with ideological
and political interests, with the need to demarcate and
defend particular areas while at the same time crossing
over the boundaries.

In the work called Newsreel 63 (2017) by the Slove-
nian artist Nika Autor the essay-like narrative takes off from
a video recording dangerous travel on the undercarriage of
a train made by refugees moving between Belgrade and
Ljubljana. The motif of the train and its role in the history
of cinematography is demonstrated by a multitude of film
excerpts, whereby she is interested in the way the image
reflects and, simultaneously, influences relationships
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Ceska umélkyné& Marie Luka&ova pracuje ve svém
raném dile s dokumentarni fikci, kdyz si pro nataceni vybira
skupinu muzt Zijicich v pohraniénich obrannych objektech.
Video CHOS (2015/2016) buduje na redlné situaci pribé&h
o pohybu zbozi pres hranice a o fiktivni skuping, jez se
tomu snazi zabranit. Do zjevné inscenovanych filmovych
obrazl pronikaji momenty improvizace, které vice ¢i méné
odrazi aktualni spole¢enské nalady.

Video Blind Bidding (2017) Davida P¥ilu¢ika spojuje
s uvedenymi dily pravé motiv znejasnéni, tematicky
i metodicky se vSak spisSe vyvazuje z dané skupiny videi.
Ustfednim zajmem umélce je soudasny vyvoj v oblasti
distribuce a generovani dat, coz Prilu¢ik demonstruje na
prikladu z filmového primyslu. Video mimo jiné vyuziva
momenty pfimé dokumentace — konkrétné zaznam pred-
nasky o nejnovejsim vyzkumu, jenz je sice fiktivni, avSak
neni pfFilis daleko od dnesnich realnych technologickych
Vyzev.

VysSe uvedené postoje predstavuji spiSe priklady
nez programova rozhodnuti umeélct fesit téma pravdy
v dnesnim kontextu. Presto indikuji kritické védomi formo-
vané tim, jak se v souc¢asném svété naklada s informa-
cemi, jaky vliv maji digitalni technologie, jak se proménuji
a migruji obrazy a kdo rozhoduje o jejich podobé.

Alzbéta Bacikova
& Anna Remesova

1
between the different social strata in society. The travel
on the train undercarriage is once a comedy scene and
later an illegal activity. Nika Autor searches for the origin of
the different approaches and during her ride through visual
history uses scenes from documentary and feature films.

In contrast, the artistic duo of Ruti Sela and
Maayan Amir from Israel have studied the subject of terri-
toriality on a long-term basis, both in terms of content
and in the sense of the material conditions which are at
the background of the completed works. The result is the
Exterritory project referring to the activities taking place
in international waters as a unique non-national space.
The question of national identity is addressed in the video
entitled Cover Version (2010) by Nir Evron, who works with
a fictitious story, a myth, in order to highlight its power to
figure in history as a real event. Truth or fiction and their
swapping or disclosure need not play such an important
role in the end.

The Czech artist Marie Lukacova plays with
documentary fiction in her early work, when she selects
a group of men living in former defence structures in
the borderlands. The CBDS (2015/2016) video takes a real
situation as a basis to build up a story of the transport of
goods over the border and a fictitious group that tries to
prevent it. The obviously staged film pictures are pene-
trated by moments of improvisation which more or less
reflect the current mood in society.

The video called Blind Bidding (2017) by David
Prilu¢ik is connected with the above works by the motif of
vagueness, although thematically and methodologically
it tends to stand out from the given group of videos. The
central interest of the artist is current development in the
area of distributing and generating data, which Priluc¢ik
demonstrates on an example from the film industry. The
video also uses moments of direct documentation —
specifically a record of a lecture on the latest research
which is fictitious but is not too far from today’s real tech-
nological challenges.

The above attitudes present more examples rather
than programme decisions by the artists to address the
subject of truth in a contemporary context. Yet, they are
indicators of a critical awareness shaped by the way
information is handled in today’s world, the influence of
digital technology and the changing and migrating images
and who decides on the form they take.

Alzbéta Bacikova
& Anna Remesova
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Jan Bierhanzl:

Etika a politika
oravdy. Hito Steyerl
a Michel Foucault

Dokumentaristicky obrat ve vytvarném umeéni znovu klade
otazku o vztahu umeéleckého dila a pravdy. Nejde vsak
o pravdu dila ve smyslu mimesis nebo autenticity, nybrz
o politiku pravdy. A to v dvojim smyslu: dokumentarni formy
jednak vyjadfuji vidadnouci mocenské poméry, jednak diky
tomu, Ze samy o sobé predstavuji politické ¢iny, mohou
pfedstavovat odpor vaci témto pomeérdm. Tento obecné
politicky pristup k pravdé uméni zapada podle nas mini-
malné do dvou filosoficko-politickych tradic. Prvni je
Marx a marxismus a otazka vztahu dila ke spoleGenskym
pomérdm. Vzhledem k tomu, Zze Hito Steyerl se explicitné
hlasi k Michelu Foucaultovi, pokusime se, v druhém kroku,
vztahnout otazku vztahu dila a pravdy k tfem zakladnim
osam Foucaultova mysleni — k moci, védéni a subjektu.
Co je povazovano za pravdivé, je ve skutecnosti
diskursem vladnouci tfidy a prevladajici ideje jsou ideje viad-
nouci tfidy — to vime minimalné od Marxe. Ten otéazku pravdy
Uzce svazal s problémem ideologie. ,Myslenky viddnouci tfidy
jsou v kazdé epose vladnoucimi myslenkami, tj. tfida, ktera
je vlddnouci materialni moci spolec¢nosti, je zaroven jeji viad-
nouci moci duchovni. Tfida, ktera ma k dispozici prostfredky
materidlni produkce, disponuje soucasné i prostfedky
duchovni produkce, takze tim jsou zpravidla podrobeny
zaroven i myslenky téch, kdoz nemaiji prostfedky k duchovni
|c>rodukci.“1 Tento MarxUv sociologismus se da vztahnout na

1

vSechny vytvory spolec¢enské skutec¢nosti, a tedy i na speci-

Marx, K.; Engels, B.

ficky uméleckou ¢innost. Marxova filosofie se vS§ak nerovna

Némecka ideologie.

redukcionistickému sociologismu, ktery by spole¢enskou

Sv. 1 Feuerbach

skute¢nost redukoval na pomeéry, na historické, socialni
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a ekonomické podminky. Pro Marxovu filosofii, ktera nastolila

materialistického

otazku jak je vytvarena spolecenska skutecnost?, ,existuje
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spolecenska skutec¢nost nejen ve formé ,objektu’, pomérd,
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okolnosti, ale predevsim jako predmeétna aktivita ¢lovéka,

s. (p.) 48.

ktery poméry vytvari jako zpfedmétnénou soucast spole-
genské skutednosti“.2 Tuto interpretaci Marxe zastava napf.
Karel Kosik ve své Dialektice konkrétniho: ,Kazdé umélecké
dilo ma v nerozluéné jednoté dvoji charakter: je vyrazem
skutecnosti, ale soucCasné vytvari skutec¢nost, takovou
skutecnost, ktera neexistuje mimo dilo a pred dilem, ale prave
jen v dile.3

3

Na této obecné roviné se zd3a, Ze filosofické otazky,

Ibid., s. (p.) 87.

které vyvolavaji dokumentarni postupy, jsou pevné zakotveny
VvV marxismu:

1) Dokumentarni formy vyjadfuji mocenské poméry.
Kosikovymi slovy: umélec je fotograf pomeéra.

2) Nejsou vSak redukovatelné na zobrazeni pomér(Q,
nybrz samy o sobé vytvareji novou skute¢nost. ,Dokumen-
tarni postupy mohou do centra postavit i to, co v ramci viad-
noucich mocenskych pomérd nebylo pldnovano — néco
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The documentarist turn in visual art reintroduces the ques-
tion of the relationship between a work of art and truth.
However, rather than the truth of the work in the sense of
mimesis or authenticity, it is the politics of truth. In a double
entendre: documentary forms express power relationships
but being themselves a political act they may represent
resistance against the power relationships. This generally
political approach to truth in art falls, in our opinion, within
at least two philosophical-political traditions. The first is
Marx and Marxism and the question of the relationship of
a work of art to social circumstances. Regarding that Hito
Steyerl explicitly espouses Michel Foucault, in step two
we will try to refer the issue of the relationship between
a work of art and truth to the three fundamental axes of
Foucault’s thought — power, knowledge and the subject.
The fact that what is considered to be true is really
a discourse of the ruling class and that the prevailing ideas are
those of the ruling class has been known since the time of Marx,
if not longer. Marx has closely tied up the question of truth with
the problem of ideology. “The ideas of the ruling class are in
every epoch the ruling ideas, i.e. the class that is the ruling mate-
rial force of society, is at the same time its ruling intellectual
force. The class which has the means of material production
at its disposal has control at the same time over the means
of mental production, so that thereby, the ideas of those who
lack the means of mental production are subject to it”1 This
Marx’s sociologism can be applied to all the products of social
reality and, hence, specific artistic activity. But Marx’s philo-
sophy is not equal to reductionist sociologism, where social
reality is reduced to the circumstances; the historical, social and
economic conditions. For Marx’s philosophy, which tabled the
question of how social reality is created?, “social reality exists
not just in the form of an “object”, conditions, circumstances,
but primarily as an objective activity of man who creates the

circumstances as a materialised component of social reality”.2

Kosik, K. Dialektika

This interpretation of Marx is supported, for example, by Karel

konkrétniho. Studie

Kosik in his Dialectics of the Concrete. “Each work of art has an

o problematice ¢lovék

inseparably united double nature: it is an expression of reality,

a svéta. Praha:

but at the same time it creates reality, one that did not exist

Academia, 1966,

outside the work and before the work, but exactly in the work.”3

s. (p.) 90-91.

At this general level it seems that the philosophical

issues raised by documentary procedures are inherent in
Marxism.

1) Documentary forms express power relationships. In
Kosik’s words: the artist is the photographer of the power rela-
tionship.

2) They are, however, not reducible to the depiction
of the power relationships, as they themselves create a new
reality. “Documentary practices can also focus on that which is
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nepredstavitelného, zamlCovaného, neznameho, spasného,
a dokonce neslychaného -, a vytvorit tak moznost zmény.“4
Kosik: dilo vytvari skutec¢nost, ktera neexistuje pred dilem, ma
revoluéni charakter.

3) Steyerl se také svym zplsobem potyka s marxis-
tickym problémem ideologie a faleSného védomi. Stavi proti
sobé ,uvédomeéni si politického obsahu“ (timto obsahem je
zprostredkovani politiky pravdy, a to nikoli politiky pravdy
obecnég, ale vzdy zcela specidlnich politik pravdy) a problém

,hevédomé politiky formy“.5 Tuto nevédomou politiku tvori

neoliberalni ideologie, ktera jednak estetizuje spolecenské

diskursy, jednak zpUsobuje mizeni politicky, tj. participativné
pojatého verejného prostoru a jeho uzavieni do ,rezervace
uméni“6.

Navzdory témto marxistickym dozvukdm vSak predni

predstavitelka dokumentaristického obratu tézi predevsim
z Foucaulta. Na rozdil od marxismu Foucaultovu filosofii 1ze
oznacit jako filosofii pravdy. Nazev textu o dokumentarismu
explicitné odkazuje k druhé fazi Foucaultova intelektudlniho
vyvoje, ktera byva oznacovana jako politika pravdy &i gene-
alogie moci a odpovida v zéasadé 70. letim. Prvni obdobi (od
Dé&jin silenstvi po Rad diskursu, zkratka 60. 1éta), ve kterém
se Foucault vénoval déjinam utvareni pravd, se oznacuje jako
archeologie védéni. Na pocatku 80. let se pak Foucault vice
zaméruje na etiku pravdy: do popredi se dostava vztah pravdy
a subjektu.

Hito Steyerl tedy odkazuje predevsim k druhé fazi
Foucaultova dila, a hlasi se tak ke genealogickému pfistupu
k pravdé. Genealogicky pfistup predpoklada odklon od klasic-
kého pristupu k pravdé (v n&jz Ize zahrnout i marxismus), podle
kterého je pravda vypovéd, jez je adekvatni vici predem dané
skutec¢nosti. Pravdivé je takové tvrzeni, které spravné odrazi
fakticky stav véci. Podle Foucaulta vSak musi byt tento vztah
prevracen: techniky pravdy produkuji skute¢nost, spise nez
ze by ji odréazely. Psychicka nemoc nebo sexualita jsou tak pro
Foucaulta néco, co neexistuje. Jsou nécim, co neexistuje, coz
v8ak neznamena, ze by nebyly skuteéné a pravdivé. Pravda,
opiraje se o systémy moci, tedy produkuje realitu toho, co
neexistuje, a donucuje materidlni existence podobat se této
realité. V tom je zésadni rozdil mezi Foucaultem a marxismem,
rozdil mezi ,politikou pravdy” a ,ekonomii nepravdy*. Tato
produkce reality je u Foucaulta také spojena s produkci
subjektu. Na této roviné je véak mozny obrat. Ten, kdo nechce
byt ovladan takovym ¢i onakym zplsobem, mize proti tomuto
vladnoucimu védéni-moci postavit jiné hry pravdy a moci,
a tedy také jiné formy subjektivace. Tuto moznost odporu
ma podle nds na mysli i Hito Steyerl. ,Stejné jako dokumen-
tarni postupy mohou pUsobit jako uzlové body védéni-moci,
je mozné vidét je i jako okamziky obratu, v nichz se toto védé-
ni-moc zacina otfasat v zékladech. [...] Nejsou zobrazovanim
politiky, nybrz samy o sobé predstavuji politické éiny“.7 Tuto

kritickou roli umélce a umélkyné akcentovat sebe jako subjekt

5
Ibid., s. (p.) 688.
6
Ibid., s. (p.) 688.
7
Ibid., s. (p.) 686.

pohybujici se uvnitf mocenskych/ekonomickych vztah
ilustruji napftiklad jeji performativni prednasky — ikonicka je
v tomto smyslu prednaska Is the Museum a Battlefield’?,8
kterou spole¢né se stejnojmennym videem prezentovala na
13. Istanbulském biendle v roce 2013 a v ramci niz se zabyvala
spojitostmi mezi svou pritomnosti na akci, sponzorem biendle
(tureckou zbrojafskou firmou) a kulkou, ktera v Kurdistanu
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unexpected within the relations of power — the inconceivable,
the discreet, the unknown, and even the monstrous — and thus
create the possibility of change.”"’ Kosik: a work of art creates
reality, which does not exist before the work — it has a revolu-
tionary nature.

3) Steyerl also struggles in her own way with the
Marxist problem of ideology and false awareness. She confronts
awareness of political content” (the content is the meditation
of the politics of truth; not the politics of truth in general but
always very special politics of truth) and the problem of the
unconscious politics of the form”.8 This unconscious politics is
constituted by neo-liberal ideology, which aestheticises social
discourse, and causes the disappearance of the politically, i.e.
participatively approached public space and its enclosure in an
art reserve”®

In spite of the Marxist echoes, the leading figure of
the documentarist approach primarily refers to Foucault. Unlike
Marxism, Foucault’s philosophy may be termed a philosophy
of truth. The title of the text on documentarism clearly points
to the second phase of Foucault’s intellectual evolution which
tends to be described as the politics of truth or the genealogy of
power and basically corresponds with the 1970s. The first period
(from History of Madness to The Order of Discourse, in short the
1960s), in which Foucault devoted himself to the history of crea-
ting truths, is termed the archaeology of knowledge. At the begi-
nning of the 1980s Foucault concentrated more on the ethics of
truth when the relationship of truth and the subject is upfront.

Hito Steyerl refers essentially to the second phase of
Foucault’s work and subscribes to the genealogical approach
to truth. This presupposes a departure from the traditional
approach to truth (where Marxism can be included), accor-
ding to which truth is a statement which is adequate to the
previously given reality. A statement is true when it correctly
reflects the factual state of things. However, according to
Foucault this relationship must be overturned: the techniques
of truth produce reality, rather than reflecting it. As a result, for
Foucault a mental disease or sexuality are something that does
not exist. They are something that does not exist which need
not mean they are not real and true. Truth, propped up by the
systems of power, produces the reality of what does not exist
and forces material existence to be similar to this reality. This
is the fundamental difference between Foucault and Marxism,
the difference between “the politics of truth” and “the economy
of non-truth”. In Foucault, this production of reality is also tied
with the production of the subject. However, a turn is possible
at this level. He who does not want to be controlled in this or
that way can oppose the ruling knowledge-power by different
games of truth and power, and consequently different forms of
subjectivisation. In our opinion, this form of resistance is also
on the mind of Hito Steyerl. “Just as documentary procedures
can act as the nodes of knowledge-power, it is also possible
to see them as the moments of a turn, in which this knowled-
ge-power begins to shake in the foundations. (...) They are not
depictions of politics but they represent political acts in them-
selves”.? This critical role of an artist accentuating him/herself
as the subject existing inside the power/economic rela-
tionships is illustrated, for example, by her performative
lectures — an iconic lecture in this respect Is the Museum
a Battlefield?8 was presented, together with the video of the



16
zabila jeji pfitelkyni Andreu Wolf. Jinym pfikladem je jeji video
November (2004),2 kde prostfednictvim tzv. ,travelling images*
ukazuje, jak je proti vladnoucimu védéni-moci konce dé&jin
po padu berlinské zdi mozné postavit jiné hry pravdy a moci,
spojené s politickou neviditelnosti Kurdistanu (ktery neni jen
tureckym, ale také némeckym bilym mistem na mapé).
sReflektovany proud dokumentarismu® tedy tvori
presny pripad foucaultovské politiky pravdy. Jak je to ale
s etickym rozmérem vztahu subjektu a pravdy, na ktery
zejmeéna pozdni Foucault &¢im dal vice klade ddraz? Steyerl
sice tuto tfeti osu v zavéru svého textu zmiriuje (hovofi o etic-
ko-politickém postoji), avéak aniz by eticky rozmér zapraco-
vala do pfedchozi analyzy politiky pravdy samotné. Je tfeba
pfipomenout, Ze u Foucaulta jsou tyto tf¥i dimenze (analyza
maodu veridikce, studium technik vlady a identifikace forem
praktikovani sebe sama) jednak na sebe navzajem nepre-
voditelné, jednak jsou nutné v korelaci. K neredukovatel-
nosti a nutné provazanosti téchto tfi os zkoumani sam
Foucault podotyka: ,prezentovat takovato zkoumani jako
pokus redukovat védéni na moc, ucinit z védéni masku moci
ve strukturach, kde neni mista pro subjekt, nemudze byt nez
pouha karikatura. Jedna se naopak o analyzu komplexnich
vztah( mezi tfemi odliSnymi prvky, jez se neredukuji jeden
na druhého, jez nepohlcuji jeden druhého, jejichz vztahy
jsou vSak konstitutivni jedny pro druhé.<10

10

Ve Foucaultové pozdnim dile, zejména v jeho uUplné

Foucault, M.

poslednim kursu na College de France s ndazvem Odvaha

Le courage de la vérité.

k pravdé (ktery proslovil od za¢atku unora do konce brezna

Le gouvernemenent

1984), toto troji usili vrcholi ve zkoumani antického problému

de soi et des autres |l

parrhésia. A to zejména v jeho sokratovské a kynické

Paris: Gallimard, 2009,

podobé. Parrhésia je predevsim jednou z antickych technik

s. (p.) 10.

péce o sebe. Je to odvaha mluvit pravdu. Kofrenem vyrazu
jsou slova ,pan“ (vée) a ,rhema“ (fetené). Parrhésia je
,odvahou k pravdé u toho, kdo mluvi a ma odvahu navzdory
véemu, fici celou pravdu, kterou ma na mysli, ale je to také
odvaha spolumluvéiho, ktery souhlasi s tim, Ze pfijme jako
pravdivou zranujici pravdu, kterou uslyél’“."‘l Tim, Zze pojem

"

parrhésie vznikl pdvodné jako politicky pojem, zpochy-

Ibid., s. (p.) 14.

brujici demokracii jako formu vilady, a posléze se jeho
vyznam posunul do sféry osobni etiky a konstituce moral-
niho subjektu, jeho zkoumani podle Foucaulta umoznuje
polozit otazku subjektu a pravdy pravé z hlediska vlady nad
sebou a nad ostatnimi, tedy z hlediska eticko-politického.
Foucault se zabyva zejména kyniky, pro které je osobni
askese neoddélitelnd od verejné provokace: filosofickou
péci o sebe sama je tfeba verejné dramatizovat, a konfron-
tovat tak kazdého obc¢ana s kontradikcemi, v nichz Zije. Tim,
ze zije na ulici, ve vchodu do chramu, ji a uspokojuje své
potfeby a touhy ve verejném prostoru, zpochybruje napf.
rozliSeni domaci a verejné sféry. Kynismus je zplsob Zivota,
ktery usiluje o to, manifestovat pravdu v samotné materia-
liteé téla. Jinak fe¢eno, zivot kynika je zpracovavan pravdou
v hloubce své materiality, jeho zpUsob Zivota je podminkou
moznosti vykonu parrhésie.

Foucault spatfuje urcitou ndvaznost na anticky
kynismus v modernim a sou¢asném uméni. Moderni umeéni
ma kynickou funkci v tom, jak spojuje zpUlsob Zivota s mani-
festaci pravdy. Jinak fec¢eno: zplsob Zivota moderniho
umélce (Baudelaira nebo Maneta) je skandalem pravdy.

9
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same name, at the 13th Istanbul Biennial in 2013 and within
it she examined the relationship between her presence at
the event, the sponsor of the Biennial (a Turkish armaments
firm) and a bullet which killed her friend Andrea Wolf in
Kurdistan. Another example is her video November (2004),2

Dostupné online na

where she uses so-called “travelling images” to show how

(Available online at)

the ruling knowledge-power of the end of history after the

www.ubu.com/film/

fall of the Berlin wall can be opposed by other games of

steyerl_november.html.

truth and power, related to the political invisibility of Kurdi-
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stan (being not just a Turkish but also a German white spot
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on the map).

27.11. 2017.

The “reflected stream of documentarism” consti-

tutes a precise case of the Foucaultian politics of truth.
But what about the ethical dimension of the relation-
ship between the subject and truth, which is increasingly
emphasised, particularly by the later Foucault? While
Steyerl mentions this third axis towards the end of her text
(she speaks of the ethical-political attitude), she does not
incorporate the ethical dimension into the previous analysis
of the politics of truth itself. It should be noted that in
Foucault these three dimensions (analysis of the modes of
veridiction, study of the techniques of governmentality and
identification of the forms of practising the self) are mutu-
ally untransferrable, and are necessarily in correlation. On
examining the irreducibility and inevitable interconnection
of these three axes Foucault himself remarks: “presenting
such examinations as an attempt to reduce knowledge to
power, make knowledge into a mask of power in structures
where there is no place for the subject, cannot be but
a mere caricature. It is quite the contrary, an analysis of
complex relationships between three different elements,
which are not reduced one to another, which do not absorb
one another, but whose relationships are constitutive one
for the other.”10
In Foucault’s late work, especially his very last
course at the College de France entitled The Courage of
Truth (which he taught from the beginning of February to the
end of March 1984), this threefold effort results in exami-
ning the Ancient Greek problem of parrhésia, particularly in
its Socratic and Cynic form. Parrhésia is first and foremost
one of the classical Greek techniques of care for the self. It
is the courage to speak the truth. The root of the expression
is the word “pan” (all) and “rhema” (speech). Parrhésia is
“the courage of truth in the one who is speaking and has the
courage, in spite of everything, to tell the whole truth which
he has on mind, but it is also the courage of the co-speaker,
who agrees that he will receive as true the painful truth that
he is going to hear”.! The fact that the notion of parrhésia
originated as a political term, questioning democracy as
a form of government, and later its meaning shifted to the
sphere of personal ethics and the constitution of the moral
subject, according to Foucault, its investigation enables us
to ask the question of the subject and truth from the point
of view of government over the self and the others, i.e. from
the ethical-political viewpoint. Foucault studies in parti-
cular the Cynics, for whom personal asceticism is indivi-
sible from public provocation: philosophical care of the self
needs to be publicly dramatised in order to confront each
citizen with the contradictions in which he lives. By living
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LUmeéni ma ke skutecnosti ustanovit vztah, ktery jiz nema
povahu ornamentu nebo imitace, ale ktery ma povahu
obnazeni, demaskovani, (...) nasilné redukce [stejného]
na [jiné], na elementarno existence.“12 Tuto podstatnou

12

tendenci v modernim uméni od Maneta k Francisi Baconovi,

Ibid., s. (p.) 173.

od Baudelaira k Beckettovi, tento ,spodni proud®, ktery
umeéni chape jako obnazeni existence, Foucault nazyva
antiplatonismus moderniho umeéni. Podobné jako u kynikd,
i vuméni nalézame ty ,nejintenzivnéjsi formy fikani pravdy,
které ma odvahu riskovat, ze bude zraﬁujici.“13

13

Kromé strategie autenti¢nosti, kterou Steyerl

Ibid., s. (p.) 174.

opravnéné kritizuje jako ,vitalisticky“ &i ,biopoliticky“ fetis,
a kromé reflektovaného proudu dokumentarismu, ktery ma
foucaultovsky zobrazovat a zaroveri ménit politiku pravdy,
je tak podle nas tfeba oteviit diskusi o tfetim, etickém
rozméru dokumentaristického obratu: Zivot umélce/umél-
kyné jako zivot ve své holé, nasilné podobé, zivot, ktery

,skandalné manifestuje pravdu.“14 Neni-li tento eticky

14

rozmér pfrilis akcentovan v textu Steyerl, neznamena to,

Ibid., s. (p.) 172.

ze by nebyl pfitomen v jejich pracich. Napfiklad jeji video
Lovely Andrea (2007) v némz umélkyné v Japonsku patra po
bondage fotografiich, které sama pred dvaceti lety nafotila
jako model, nazorné ukazuje, jak subjekt, jakkoli je svazan
uzly védéni a moci, se mize sdm k témto uzlm nové vzta-
hovat a ucinit ze svého Zivota samého uméleckeé dilo.

Jan Bierhanzl

je postdoktorandem v Oddéleni soucasné konti-
nentalni filosofie FLU AV CR a odbornym asistentem pro
obor francouzska filosofie na FHS UK. Ve své badatelské
¢innosti se zaméruje predevsim na artikulaci etiky a politiky
a na estetiku. Napsal mimo jiné monografii La rupture du
sens. Corps, langage et non-sens dans la pensée d‘Emma-
nuel Levinas, Mimesis, Paris, 2014.
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on the street, in an entrance to a temple, eating, and satis-
fying his needs and desires in the public space, he ques-
tions the distinction between the domestic and the public
sphere. Cynicism is a way of life which strives to manifest
truth in the materiality of the body itself. In other words, the
life of a Cynic is shaped by truth at the depth of its mate-
riality; his way of life is a precondition for the possibility of
achieving parrhésia.

Foucault notices certain continuation of ancient
Cynicism in modern and contemporary art. Modern art has
a Cynical function in how it connects a way of life with
the manifestation of truth. More explicitly: the way of life
of a modern artist (Baudelaire or Manet) is a scandal of
truth. “Art should establish a relationship with reality which
is not an ornament or imitation in nature, but one which
has the nature of exposing, unmasking, unveiling, uncove-
ring, forceful transformation into elementary existence.”12
This substantial trend in modern art from Manet to Francis
Bacon, from Baudelaire to Beckett, this “undercurrent”
which art takes as the revelation of existence, Foucault
calls the anti-Platonism of modern art. In art, just as in the
Cynics, we also find the “most intensive forms of telling the
truth which have the courage to risk being painful”.13

Apart from the strategy of authenticity which
Steyerl justifiably criticises as a “vitalist” or “biopolitical”
fetish, and apart from the reflected stream of documenta-
rism, which, in the Foucaultian manner, is to depict and at
the same time change the politics of truth, it is necessary,
in our opinion, to open up debate on the third — ethical —
dimension of the documentarist turn: the life of the artist
as life in its bare, violent form, life, which “scandalously
manifests truth”.3% While this ethical dimension is not overly
accentuated in the text by Hito Steyerl, it does not mean it
is not present in her works. For example, her video Lovely
Andrea (2007), in which the artist searches for bondage
photographs in Japan, where she appeared as a model
twenty years ago, illustrates how the subject, however
bound by the nodes of knowledge and power, can relate
in an innovative way to these nodes and make her own life
a work of art in itself.

Jan Bierhanzl
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Dokumentami oloraz  The Documentary
na bitevnim

Fotografie i film jiz od svého objevu fascinuji silou iluze
skute¢nosti. Ale uz od prvnich projekci skece bratFi
Lumierovych PFijezd viaku do Ciotatu (1895) byli divaci
zbaveni bezprostfedni obavy, Zze by vlak mohl prorazit
filmové platno a vjet do kinosalu. Analogovy film i foto-
grafie jsou ,jen” reprezentace, a proto je od skute¢nosti déli
propast, kterou preklenuji podobnosti. Je tu ale i jiny histo-
ricky pohled, ktery zlstal ponékud stranou zajmu medi-
alnich studii, konceptualniho uméni a jeho nasledovateld,
jejichz zajem se soustredil na diferenci médii a deklaroval
dominanci jazyka a ideji (napfiklad Joseph Kosuth).

Fyzikalni a geometrické vypodty od 19. stoleti proka-
zuji, ze skrze fotografii a film jde zkoumat realitu samotnou.
Lze méfit velikosti pfedmétd, jejich vzdalenosti, zamérovat
polohu v prostoru, vytvaret mapy, mérit rychlost pohybu
a generovat dal$i matematicko-fyzikalni vlastnosti objektd,
svéta, vesmiru. Jiz existujici technologie (mikroskop, dale-
kohled) vyuzivaji fotografii a film k zobrazeni mikro i makro
svéta. Védci i technici sndze naviguji v obrazech skutec-
nosti (protoze mohou volit méfitko vhodné pro lidské
oko, tak jako cestovatel voli adekvatni méfitko mapy) nez
prostfednictvim skutec¢nosti samotné. Skute¢nosti se doty-
kaji a kontinualné ji méni skrze jeji zobrazeni. V pragmatice
védy i techniky je medialni povaha obrazu zneviditelnéna,
v konceptualnim umeéni vystupuje jako obzalovany procesu,
v némz vitézi ideje. Védec, technik, vojak nemluvi k obrazu,
ale méni pfimo skuteénost (pilot bombardéru vyuzivaji-
ciho prizkumné fotografie cile, chirurg operujici s pomoci
kamery...). Pragmaticky pohled by znamenal nezastavit se
u rozdilu mezi povahou skute¢nosti samotné a jeji reprezen-
taci, ale prozkoumat lokuci (obsah fe¢ového jednani), ilokuci
(z&dmér, ktery se za feovou promluvou skryva) a perlokuci
(dtsledek fecového jednani) fotografického a filmového
obrazu.

Identifikace, rozliseni, dokazovani, rekonstrukce,
ale také projevovani emoci, vzpominani by znamenalo vidét
aspekt toho, jak skrze obrazy (zapojené v performativni
situaci) lidé délaji vécil V takovém pohledu nejde o to, zda

elell

1

a s jakou mirou verismu obraz dokumentuje skute¢nost, ani

Austin J. L.,

o to, co o mné nebo o nékom jiném obraz ¥ika, ale o to, ze

Jak udélat néco slovy.

moje nebo jednani druhého je prodlouzeni tohoto obrazu.

Praha: Filosofia 2000.

Analogicky s Johnem Austinem mUGzeme tvrdit, Ze patolog,
ktery hledi na fotografii vzorku tkané, nepodava obecnou
zpravu o nemoci, ale vyléci konkrétniho pacienta performa-
tivem rozeznavajicim, zda jde o maligni, nebo benigni nador.

Letmé pripomenuti performativity nés privadi
k ,empirickému argumentu” verismu. Smysl verismu nejde
tedy odvozovat jen od socialni fotografie a filosofického
dokazovani (k némuz se teorie dokumentarniho obratu

Image in the
Battlefield

Ever since their discovery photography and film have fasci-
nated us with their powerful illusion of reality. But from the first
screenings of the sketch by the Lumiére Brothers The Arrival
of a Train at La Ciotat (1895) spectators were relieved from
immediate fear that the train might burst out of the screen and
crash into the cinema auditorium. Analogue film and photo-
graphs are “mere” representations separated from reality by
a divide which they bridge through similarity. There is, however,
a different historical point of view which has remained rather
neglected by media studios, conceptual art and its followers,
the interest of which concentrated on media differentiation
and the declared dominance of language and ideas (such as
Joseph Kossuth).

From the 19th century physical and geometrical calcu-
lations confirmed that it was possible to examine reality itself
through photography and film. We can measure the size of
things, their distance, locate their position in space, create
maps, measure the speed of movement and generate additi-
onal mathematical-physical properties of objects, the world and
the universe. Existing technologies (microscope and telescope)
use photography and film to depict the order of the micro and
macro world. Scientists and engineers navigate more easily
around images of reality (as they can choose the scale suitable
for the human eye, like a traveller who uses an adequate scale of
the map), rather than through reality itself. They touch reality and
continually change it through images. In pragmatic science and
technology the medial nature of the image is made invisible, while
in conceptual art it acts as the defendant in a court trial where
ideas are the winner. A scientist, an engineer or a soldier does not
address the image, but directly changes reality (a bomber pilot
using surveillance photographs of the target, a surgeon operating
with camera assistance ...). A pragmatic approach would mean
not being content with the differences in the nature of reality itself
and its representation, but to investigate locution (the content of
the speech act), illocution (the intention behind the speech act)
and perlocution (the consequences of the speech act) of the
photographic and film image.

Identification, distinction, argumentation and recon-
struction, as well as showing emotions, recollecting would mean
seeing an aspect of how people make things through images
(engaged in a performative situation). In this regard it does not
matter whether and with what level of verity an image docu-
ments reality, nor what the image says about me or somebody
else, but rather that my or somebody else’s behaviour is an
extension of that image. Analogically with John Austin, we can
state that a pathologist looking at a photograph of a tissue
sample does not present a general report on the illness, but
will cure a concrete patient using a performative capable of
distinguishing whether it’'s a malign or benign tumour.
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v8eobecné upina a jez prevazné diskursivné rozviji), ale jeho
empiricka stranka ma plvod v pFirodnich védéach a technice.
Dnes pozapomenutd fada dél Gyorgy Kepese ze 40. a 50. let
(Language of Vision, Vision + Value Series, ad.) pfinesla
moznost srovnani rlznych pfistupd pfirodnich véd, huma-
nitnich véd a umeéni, a to nejen v konfrontaci a komparaci
partikularnich argumentl, ale pfedevsim skrze srovnani
obraz(, zobrazeni a vizualnich schémat pouzivanych védou
a umeéleckymi dily. K empirickému argumentu fotografie
se vraci Harun Farocki,2 kdyz pfipomina pribéh Albrechta

2

Meydenbauera, feditele stavebniho uradu, ktery bé&éhem

Farocki, H. Reality

meéreni katedraly ve Wetzlaru nesStastnou nahodou malem

Would Have to Begin.

spadl z fasady. Tato pfihoda vedla Meydenbauera, ktery byl

Harun Farocki: Working

milovnikem fotografie, ke studiu metod pfesného méreni

on the Sightlines. Ed.

tfirozmérnych predmétd (fotogrammetrie) a uréovani jejich

Thomas Elsaesser.

pozice v prostoru z fotografie. Arméada velmi rychle pocho-

Amsterdam:

pila strategicky vyznam Meydenbauerovych metod, které

Amsterdam UP, 2004.

ihned adaptovala pro své potieby, a on sédm se stal zaklada-

s. (p.) 193-202.

telem Kralovského pruského méficského ustavu. ,Promys-
lenim vztahu mezi prostorem, pravem a politikou“ zaloZzenym
na ,prostorové analyze zlogina“3 se zabyva Weizmanova

3

agentura Forensic Architecture, kterd kromé mnoha publi-

Weizman, E. Forensic as

kaci a realizaci stéla za vystavou Images of Conviction, The

(Spatial) Practice,

Construction of Visual Evidence mapujici historii pravdivé

www.forensic-

rekonstrukce udalosti na zakladé analyz stop obsazenych

architecture.org.

ve fotografiich a filmech. Jak uvidime dale, jediné& empiricky
argument dokumentarismu umoznuje pochopit promeény,
k nimz doslo s pfechodem na digitalni platformu, jejiz bout-
livy rozvoj je nejsilnégji podnécovan a finan¢né stimulovan
aplikovanou védou. Empiricky argument by ve zkratce bylo
mozné formulovat jako jistotu, ze fotografie a film obsahuiji
materialni informace umoznujici jedinci, védé ad. podavat
pravdiva tvrzeni o probéhlych udalostech a vlastnostech
skutecnosti. Jestlize v dobé& analogové mél posledni slovo
o shodé mezi dokumentem a skutecnosti ¢lovék (patolog,
ktery vyhodnocoval fotografii vzorku nemocné tkané, celnik,
ktery kontroloval shodu fotografie v pasu se skute¢nosti...),
v dobé digitalni maji finalni autoritu stroje, jez nepracuji
s ,citlivou vrstvou®“ nebo promitanymi obrazy, ale s po&tem
bodl na plose.

1. Anabaze

Film The Anabasis of May and Fusako Shigenobu,
Masao Adachi, and 27 Years without Images (2011) Erica
Baudelaira nese nézev podle Xenofonovy stejnojmenné
knihy (Anabaze)? popisujici vojenské a zivotni udalosti, jichz
se sam Xenofon Uc¢astnil. Po zabiti Kyra mladsiho, ktery ved|
fecké najemni vojsko proti svému bratrovi, perskému krali,
ve shaze dobyt jeho Fisi, se vice nez 10 000 feckych (povét-
8inou namezdnich) vojakl ocitlo uprostifed nepratelského
Uzemi. ZUstali bez veleni a bez ddvodu pokraovat v boji.
Vojaci se museli sami reorganizovat, zvolit si nové provizorni
veleni a vraceli se z Uzemi byvalého Babyldnu zpét na zapad,
na pobrezi Cerného more. Cesta neznamym uUzemim zpé&t
z dobyvacné vypravy, jez neuspéla, ktera stavi pred aktéry
plno nepfedvidanych nastrah: to byla anabaze.

Anabaze se zdala Baudelairovi adekvatni paralelou
zivotniho pfibéhu t¥i hrdinG jeho ,dokumentarniho® filmu:
May, Fusako Shigenobu a Masao Adachiho. Stejné jako

a4
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The brief mention of performativity brings us to the
“empirical argument” of verism. The meaning of verism cannot
be solely derived from social photography and philosophical
argumentation (to which documentary turn theory generally
attaches itself and which it develops in a prevalently discur-
sive manner), but rather its empirical side has its origins in
the natural sciences and technology. Today a partly forgotten
series of works by Gyorgy Képes from the 1940s and the 1950s
(Language of Vision, Vision + Value Series, etc.) offers an oppor-
tunity to compare the different approaches of natural sciences,
the humanities and art both in confrontation and comparison of
particular arguments, but first and foremost through a compa-
rison of images, depictions and visual schemes used by science
and in works of art. The empirical argument of photography has
been revisited by Harun Farocki,2 when he brings up the story
of Albrecht Meydenbauer, head of the building control office,
who by an unfortunate coincidence nearly fell from the fagade
during measurement of the cathedral in Wetzlar. This event
led Meydenbauer, who loved photography, to study methods
of precise measurement of three-dimensional objects (photo-
grammetry) and recover their position in space from a photo-
graph. The military quickly appreciated the strategic importance
of Meydenbauer’s methods which it briskly adapted to suit its
needs, and Meydenbauer himself became the founder of the
Royal Prussian Photogrammetric Institute. “The relationship
between space, law and politics” based on a “spatial analysis of
crimes”3 is studied by Weizman'’s Forensic Architecture agency,
which, in addition to a number of publications and implemented
projects, was behind the exhibition entitled Images of Conviction,
The Construction of Visual Evidence mapping out the history of
a true-to-fact reconstruction of events based on an analysis of
traces contained in photographs and films. As will be shown later,
only the empirical argument of documentarism enables us to
grasp the changes triggered by the transition to a digital platform,
the rapid development of which is strongly incited and financi-
ally stimulated by applied science. In short, empirical argument
could be formulated as a certainty that photographs and film
contain material information enabling an individual, science, etc.,
to make truthful statements on past events and the characte-
ristics of reality. While in the analogue age it was man who had
the last word regarding the correspondence between document
and reality (the pathologist who assessed the photograph of
the sample of an unhealthy tissue, the immigration officer who
checked the agreement of a passport photograph with reality
..), in the digital age it is machines which have the final authority,
as they are not working with the “sensitive layer” or projected
images, but the number of points on a surface.

1. Anabasis

The film by Eric Baudelaire The Anabasis of May and
Fusako Shigenobu, Masao Adachi, and 27 Years without Images
(2011) is named after Xenophon’s book of the same name
(Anabasis¥ describing the military and life events that Xeno-

Xenofdn. Anabaze.

phon took part in himself. After the killing of Cyrus the Younger

Praha: Odeon, 1974.

who led the Greek army of mercenaries against his brother,

the Persian king, in an attempt to seize his empire, more than
10,000 Greek (mostly mercenary) soldiers found themselves in
the middle of enemy territory. They remained without command
and a reason to continue the fight. The soldiers had to reorga-
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fecké vojsko, také oni se ve stoleti, béhem néhoz lidstvo
ztratilo ve dvou masovych vale¢nych konfliktech smysl
vlastniho smé¥ovani,B zorganizovali (JRA Japonska ruda

5

armada, PFLP Lidova fronta pro osvobozeni Palestiny), aby

wJak stoleti koncipuje

bojovali za celosvétovou komunistickou revoluci a osvo-

svUj vlastni pohyb, svoji

bozeni Palestiny. Byla to anabaze ozbrojeného boje, jehoz

trajektorii? Jako sestup

obétmi byli vinni i nevinni lidé.

k pGvodu, svizelnou

Véfime, ze ozbrojeny boj je nejlepsi formou propa-

konstrukci novosti,

gandy. Je pravda, Ze celosvétovy systém diskursivni propa-

exilovou zkusenost

gandy hluboce ovliviiuje mezinarodni verejné minéni, ale

pocatku. Tyto vyznamy

ti, ktefi bojuji za vlastni osvobozeni nasilnymi prostredky,

spolu s nékolika dalsimi

nakonec véci rozhodnou.*® z vyjadreni Adachiho, Waka-

jsou spojeny v feckém

maty a JRA plyne, ze cilem ozbrojeného boje neni zabijeni

slovu ,anabasis™.

obéti nebo ziskani rukojmich. Tak jako v pfipadé imperiali{How the century conceives

stickych valek — americké valky ve Viethamu — neni zabi-

its own movement, its

jeni lidi kone¢nym cilem, ale predpokladem k ziskani viady

trajectory? (As a descent

nad uzemim a zdroji, obyvateli, ideologii. Podle JRA je tim

to the origin, a precarious

construct of novelty, exile

propagandy.

experience of the

Adachi, ktery opustil drahu filmového reziséra, aby

beginning. These meanings

se pripojil ke zminénym militantnim organizacim v Liba-

together with some others

nonu, byl jesté v Japonsku soucasti Sirsi skupiny experi-

are united in the Greek

mentalné zamérenych dokumentaristl. Ti kombinovali

word “anabasis”.”)

postupy dokumentu, experimentalniho a militantniho filmu

Badiou, A. Le siecle,

ve vztahu k aktualnimu kontextu. Jejich Asociace pro doku-

Paris, 2005, s. 119.

mentarni uméni (Kiroku geijutsu no kai) vyuzivala doku-

Cit.: Eric Baudelaire,

mentarni metody v opozici a polemice s Zurnalistickym

Anne Colin, Anabases,

dokumentem: ,Destruovat konvenc¢ni predstavy o krase,

Archive Books, 2014,

revolué¢né premeénit, reorganizovat a rozsitit umélecké

s. (p.) 21.

prostfedky, aby bylo mozné stdle objevovat nové umélecké
terény.”7

7

Japonsky spisovatel a dramatik Kobo chape doku-

Goichi, T. “Kiroku

mentarismus jako obrazy, které vypadavaji z procesu

geijutsu no kai: Geijutsu

filmové stavby kontrolované rozumem, a uvadi paralelu se

undd shoékai I”

surrealismem: ,Kdybych to mél zjednodusit, podstata doku-

[The Association

mentu je uznani nahodnych elementd, které nespadaji do

for Documentary

ramce naseho védomi. Pokud byla tato metoda zamérena

Art:iIntroductions of

vyhradné na vnitini svét, fikalo se ji metoda surrealismu.

Artistic Movements 1],

Kiyoteru Hanadu davno predpovédél, ze vytvoreni nového

Shinnihon bungaku

realismu je mozné, pokud obratime smér této specifické

[New Japanese

surrealistické metody; to znamena, Ze na misto zacileni na

Literature]

vnitfni svét ji odpovidajicim zplsobem zaméfime na svét
vnejsi. 8

Jak je znamo z Freuda, k objevu nevédomi vedly
analyzy drobnych chybnych ukont v kazdodennim Zivoté,
které medicina do té doby nechavala bez povsimnuti (prefek-
nuti, selhani paméti, potlacovani vzpominek na udalosti, osoby
apod.). Kobo obraci pozornost dokumentarismu pravé na sféru
doposud filmem opomijenou, ovSem na rozdil od Freuda
a surrealismu ho nezajima psychicky Zivot subjektu, ale ,vné&jsi
svét“ — objekty, pfiroda, civilizace. Ukolem dokumentarismu je
opusténi konvenci lidského pohledu na realitu a upfednostnéni
nelidského (mechanického) pohledu aparatu, jez mGze zpro-
stfedkovat lidskému oku ,nahy stav véci®, tak jako by ji lidskeé
oko vidélo poprvé.

Tyto ivahy nam napomahaji pochopit Adachiho ,teorii
krajiny” — fukeiron, metodu, kterou aproprioval Eric Baudelaire
o Ctyricet let pozdéji a pouziva ji jak v Anabazi, tak predevsim
v pozdéjsim filmu AKA Jihadi (2017). Adachi na konci Sede-

6
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nise themselves, elect a new provisional command and they
were returning from the former Babylonian territory to the west,
on the coast of the Black Sea. The journey through unknown
territory back from a military campaign that had failed puts a lot
of unpredictable hurdles in the way of the actors: a true anabasis.

To Baudelaire, Anabasis seemed to be an adequate
parallel of the life story of the three heroes of his “documen-
tary” film: May, Fusako Shigenobu and Masao Adachiho. Like the
Greek army then, they organised themselves (JRA Japanese Red
Army and PFLP Popular Front for the Liberation of Palestine), in
a century during which humanity lost the sense of its own direc-
tion in two mass wars,3 to fight for global communist revolution
and the liberation of Palestine. It was an anabasis of an armed
struggle whose victims were the guilty and the innocent.

“We believe that an armed struggle is the best form
of propaganda. It is true that the global system of discursive
propaganda deeply influences international public opinion,
but those who fight for their own liberation by violent means
will decide the things in the end.”® As it follows from the

Masao Adachi, Koji

statement of Adachi, Wakamata and the JRA, the aim of the

Wakamatsu, The Red

armed struggle is not the killing of the victims or taking host-

Army/PFLP: Declaration

ages. As in the case of imperialistic wars — the American

of World War, 1971,

war in Vietnam — Kkilling people is not the final goal but

70 minut, rezie ve

a prerequisite to taking control over a territory and the resou-

spolupraci s Rudou

rces, population and ideology. According to the JRA, the most

Armadou (Ruda armada

important territory that the movement must take control of

Frakce japonské

is the propaganda domain.

revoluéni komunisticke

Adachi, who abandoned a career as a film director

ligy) a PFLP (Lidova

in Japan to join the above-mentioned militant organisations in

fronta pro osvobozeni

Lebanon, was part of a wider Japanese group of experimenting

Palestiny). [70 minutes,

documentarists. They combined the procedures of a documen-

directed in collaboration

tary, experimental and militant film in relation to a topical context.

with the Red Army (Red

Their Association for Documentary Art (Kiroku geijutsu no kai)

Army of the Japanese

used documentary methods in opposition and polemic with

Revolutionary Communist

a journalistic documentary: “to destroy conventional ideas about

League Faction) and PFLP

beauty, to revolutionise, reorganise, and expand artistic means in

(Popular Front for

order to explore ever-new artistic terrains.”?

the Liberation of Palestine)]

The Japanese writer and dramatist Kobo approaches

8

documentarism as images which fall outside the process of film
construction controlled by the mind and draws a parallel with
surrealism: “If | were to simplify it, the spirit of documentary is
respect for the accidental elements that fall outside our cons-
ciousness. When this method was exclusively targeting the inte-
rior world, it was called the method of surrealism. Hanada Kiyoteru
predicted a long time ago that the development of a new realism
is possible if we invert the direction of this special method of
Surrealism; that is, if, instead of aiming at the interior world, we
aim towards the exterior world in a corresponding manner.”8

Kbébo, A. “Shin kiroku shugi

As is known from Freud, the discovery of the uncons-

no teishd” [In Support of

cious mind was inspired by an analysis of small errors in everyday

the New Documentarism],

life, which medicine had left unnoticed until that time (slips of the

Shis6 (July 1958), 98.

tongue, temporary forgetting, suppression of memories of events,

Cit.: Yuriko Furuhata,

people, etc.). Kobo turns the attention of documentarism exactly

Refiguring Actuality:

to this sphere previously ignored by film, but unlike Freud and

Japan's Film Theory and

surrealism he was not interested in the psychological life of the

Avant-garde Documentary

subject, but the “external world” — object, nature and civilisation.

Movement, 1950s-1960s.

The task of documentarism is leaving the conventions of a human

UM, 2009, s. (p.) 71.

view of reality and giving preference to the non-human (mecha-

Z angli¢tiny prelozil autor.

nical) view of the camera, which can mediate “the naked state of
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satych let odmitl tradi¢ni zplsob dokumentarni prezentace
protestnich politickych akci, protoze ho povazoval za zkom-
promitovany reportazemi objevujicimi se v masovych médiich,
predevsim v televizi, ktera Sifila represivni statni pohled. Jeho
experimentalni metoda krajiny fukeiron byla poprvé uzita
v kolektivné rezirovaném filmu A.K.A. Serial Killer (1969). Pro
naraci dramatické udalosti vyuzivd obrazl zcela kazdoden-
nich néahodné vybranych méstskych a pfiméstskych krajin na
severu ostrova Hokkaido. Film odmita Griersonovu ideu doku-
mentu jako ,kreativniho zpracovani aktualni udalosti“ a namisto
ni stavi postulat, Ze jak priciny vzpoury proti systému (vyhlaseni
valky proti statu, které provedla Frakce Rudé armady v roce
1969), tak i nasledujici udalosti jsou otistény, nejsilngji obsa-
zeny praveé v nespecifickych krajinach kazdodennosti.

2. Kdo je vinen? Divak?

Filmu Renza Martense Enjoy the Poverty, Episode Il
(2008) se podarilo spor o etiku a realitu dokumentu rozsifit
tim, Ze do néj kromé sebe a aktért pfibéhu ,namocdil” také
jeho konzumenty. Film vyvolal debaty mezi kritiky, akade-
miky a divaky. Jeden z bodu kritiky bylo neetické a cynické
chovani autora, jehoz musi byt divak, pokud z kina neodejde,
svédkem. Autor inscenuje scény s hladovéjicim dévcéatkem,
pficemz ,uci“ vernakularni fotografy zachytit jej tak, aby
co nejvice zvelicili jeho utrpeni, aniz by se zajimal o to, jak
trpicimu ditéti bezprostredné pomoci.9 Domnivam se, ze 9
to, zda se autor chova béhem nataceni eticky, nebo nehu-
manné, neni hlavnim ddvodem divakova rozhoféeni. To, co s namétem prace Alfreda
pohorseni vyvolava, neni konkrétni pfipad etického pochy- Jarra, The Sound of Silence
beni autora v okamziku nataceni, ale ve filmu ¢asto zdGraz- (1995), které se vraci
novana neutralni role ,dokumentaristy”, budovana tim, Ze k udélosti po¥izeni snimku
ignoruje roli aktéra nataceni, roli primarnich divakd udalosti
a obraci se pfimo k evropskému sekundarnimu divakovi a fotografa Kevina Cartera.
v kinosédle. Tento zdlrazriovany vztah dila, jeZ je vytvo- Ten &ekal vice nez dvacet
fené a vyhradné se obraci k zapadnimu divakovi, uzavira
do zavorky vztah autora k subjektu dokumentu, o némzfotografie supa priblizujiciho
film je. Martens &ini divaka spolupachatelem svého chovani,
protoze distanci legitimizuje statutem nezucastnéného
pozorovatele, ktery mu evropsky divak v podobnych filmech
poskytuje. V zapadnim umeéleckém svété ma vztah autora
s divakem velmi liberalni etiku a politiku — poskytuje umélci
prostor fikat a ukazovat, co povazuje za vhodné, vyménou
za podobné liberalni svobodu divaka s praci nesouhlasit,
povrchné participovat anebo se o ni vlbec nezajimat &i ji
vyslovené odmitnout.

T. J. Demos mluvi o Martensové ,nové formeé insti-anger and pain... of starving
tucionalni kritiky*, jejimz ndmétem neni instituce umeéni, or wounded children...“
ale tykala by se podle mého nazoru spis instituce divacké Cit. Alfredo Jarr,
percepce. Martens cituje Susan Sontag: ,Dokud citime The Sound of Silence, 1995,
soucit, necitime se byt soucasti toho, co zpUsobilo ono
trapeni. Nas soucit vyjadfuje nasi nevinnost stejné jako
nasi impotenci. Do jisté miry se tak jedna [vzhledem
ke véem nasim dobrym umyslim] o drzou — paklize ne
nevhodnou — odpovéd’.“1° 10

Martensdv dokument testuje, jak pravdivost Sontag, S. Regarding
subjektu dokumentu vibec mize v souéasné liberalizo- the Pain of Others,
vané, post-faktické medialni ekonomice a politice obraz( London: Penguin
nalézt adresata, ktery by byl schopen mimo tento ramec Books, 2004, s. 91.
aktivné vytvorit angazovany model divackého vnimani. Z angligtiny prelozil autor.

Tato vytka je totoznd

jihoafrického aktivisty

minut na porizeni $okujici

se k hladovéjicimu

dévcatku. Carter za

snimek ziskal v roce 1994

Pulitzerovu cenu a brzy

nato spachal sebevrazdu.

,I am really, really sorry,”

napsal, ,| am haunted

by the vivid memories of

killings and corpses and

videoinstalace.

9

This reproach is identical

to the subject of the work

by Alfredo Jarr, The Sound

of Silence, 1995, which

returns to the event of

recording a photograph by

the South African activist

and photographer Kevin

Carter. He waited for more

than twenty minutes to

27
things” to the human eye as if the human eye saw it for the first
time.

These thoughts may help us apprehend Adachi’s “land-
scape theory” fukeiron, a method appropriated by Eric Baude-
laire forty years later, when he applied it both in Anabasis and
particularly in the later film AKA Jihadi (2017). At the end of the
1960s Adachi refuted the traditional means of documentary
presentation of protest political actions, as he considered it to
be compromised by reportage appearing in the mass media,
mainly television, which propagated the repressive state view.
His experimental method of fukeiron was employed for the first
time in the collectively directed film A.K.A. Serial Killer (1969). For
the narration of a dramatic event he uses images of everyday
randomly selected urban and suburban landscapes in the north
of Hokkaido. The film rejects Grierson’s idea of a documentary
as “creative processing of a topical event” and instead builds
a postulate that both the causes of a revolt against the system
(declaring war on the state by the Red Army Faction in 1969), and
the following events are imprinted and strongly contained in the
non-specific landscapes of the everyday.

2. Who is the culprit? The viewer?

The film by Renzo Martens Enjoy the Poverty, Episode
111 (2008) succeeded in extending the argument about ethics and
the reality of the documentary by getting himself and his actors
immersed in it together with its consumers. The film sparked
off a debate among critics, academics and viewers. One of the
points of criticism was the unethical and cynical behaviour of
the author which the spectators must witness unless they leave
the cinema. The author stages scenes with a starving little girl,
while he “teaches” vernacular photographers to capture it so that
the suffering is exaggerated as much as possible without being
interested in providing immediate help to the sufferer.® In my
opinion, the fact whether the author behaves ethically or inhuma-
nely during filming is not the main reason for the viewer’s indigna-
tion. What does arouse his anger is not a concrete case of ethical
misbehaviour on the part of the author at the moment of shooting
the film, but the neutral role of the “documentarist”, frequently
emphasised in the film”, construed by the fact that it ignores
the role of an active agent in the filming, the role of the primary
viewer of the events and turns directly to the European secon-
dary spectator in the cinema. This accentuated relationship of
the work, made for and exclusively aimed at the western viewer,

take a shocking photograph brackets the relationship of the author to the subject of the

of a vulture coming nearer

a starving little girl. In

1994 Carter received the

Pulitzer Prize for the photo

and soon afterwards

committed suicide.

.l am really, really sorry*,

he wrote, ,| am haunted

by the vivid memories of

killings and corpses and

anger and pain...of starving

or wounded children...

Quoted from Alfredo Jarr,

The Sound of Silence, 1995,

video installation.

documentary that the film is about. Martens makes the viewer
an accomplice to his behaviour, as he legitimises distance by
the status of a disinterested observer that the European viewer
provides him with in similar films. In the western world the relati-
onship of the author with the spectator has very liberal ethics and
politics — it allows the artist the space to say and show what he
considers fit in exchange for similar liberal freedom of the viewer
to disagree with the work, superficially participate in it, ignore it
or completely reject it.

T.J. Demos speaks of Martens’ “new form of institutional
criticism”, whose subject is not an institution of art, but concerns
more the institution of the viewer’s perception. Martens quotes
Susan Sontag: “So far as we feel sympathy, we feel we are not
accomplices to what caused the suffering. Our sympathy proc-
laims our innocence as well as our impotence. To that extent, it
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3. Digitalni obrat

Podminky promény produkce a reprodukce obrazu
a zaroven prechod analogového obrazu na digitalni mGzeme
nejlépe sledovat na praci Hito Steyerl, autorky, jejiz
umeélecka i teoreticka prace snad nejptiznacnéji dokumen-
tuje trajektorii ,digitalniho obratu®.

Polozme si nejprve obecnou otazku: jaky je rozdil
mezi reprodukovatelnosti analogové fotografie a filmu
a reprodukovatelnosti dila digitalniho? Obé dila maji neome-
zeny pocet moznych kopii, i kdyz oproti analogovému
zdznamu (kopie negativu) je kvalita kazdé reprodukce digi-
talniho dila stabilni a identicka. Jestlize historie fotografie
znovuvytvoftila uvnitf média prostor pro auru (vintage print),
archeologie digitalnich médii, ktera je zatim v plenkach, si
narokuje pouze auru hardwaru.1

"

Prvni rozdil v reprodukovatelnosti spociva v rych-

S neustalymi upgrady

losti a dostupnosti prostredkd, s jejichz pomoci je digi-

se v8ak stava ziejmym,

talni dilo mozné reprodukovat. Prostfedky reprodukce

ze jisté digitalni dila

(a produkce) se stavaji dostupnéjsi pro stale vice lidi, pfitom

nebude mozné bez

jsme svédky — oproti dobé& ropného boomu — konzerva-

prepsani digitalniho

tivnéjsiho pristupu, ktery zdGrazriuje vzrdstajici nerov-

kodu v budoucnosti

nost pfistupu k t&émto prostfedkdm a omezenou pfirodni

uzivat.

zéakladnu (vzacné kovy). Druhy rozdil dostava do hry faktor,

(With permanent upgrades

ktery byl sice doposud v reprodukovatelnosti obsazeny,

it becomes clear that it

ale s internetem teprve ziskal na vyznamu natolik, ze se

will not be possible to use

stal samostatnym faktorem, a tim je pfeprava. Historie

some digital works without

dopravy v 19. a 20. stoleti je historii modernity — nejde jen

rewriting the digital code.)

o to, Ze se doprava zrychlila, ale jde i o komplex zmén, do
nichz byl nejprve mezinarodni, posléze globalni transport
zapojen (sjednoceni kalendard a jednotek ¢asu, mér, mén,
vznik byrokracie, globalnich médii...). Digitalni pfeprava dat
prostfednictvim celosvétové internetové sité zasahla nejsil-
néji ta odveétvi, jejichz produkty je mozné plné digitalizovat.
To se tyka &isel a matematickych operaci, text(, obrazd
a védnich, pramyslovych i kulturnich odvétvi, které s nimi
pracuji.

Steyerl v ranych filmech November (2004) a Lovely
Andrea (2007) urcuje jako vychozi bod reflexe historické
obrazy z vlastni biografie — bé&kovy ,akéni“ feministicky film,
ktery natocila spolu s politickou aktivistkou (PKK) Andreou
Wolf, vlastni fotografii jako bondage girl z doby, kdy autorka
studovala v Japonsku, po niz s odstupem casu patra. Jeji
projekty z nedavné doby Liquidity Inc. (2014), Factory of
the Sun (2015) ad. uz svymi ndzvy uvadi na péddium nehu-
manni entity, které navozenim obsesivni cirkulace kosmic-
kych elementl (voda, slunce) divaka prostfednictvim citatu
mistra bojovych uméni Bruce Lee navraceji do doby staro-
feckého materialismu: ,Vyprazdni svou mysl, bud tvarny.
Tvarny jako voda. Das vodu do salku, vyplni $alek. Das vodu
do lahve a vyplni lahev. Das ji do konvice a vyplni konvici.
Jindy voda tece, anebo pada. Bud vodou, muj p|“f|'te|i.“12

12

Nabizi se otazka, jestli dalSim pokracovanim série

Dokumentarni film:

bude vzduch (ktery je jiz silné tematizovan v Liquidity Inc.),

(Documentary film) Bruce

ohen, anebo zemé. Cilem téchto projektd neni hledani

Lee, A Warrior's Journey,

pralatky, z niz je slozeno universum (starofecky materia-

2000, Warner Brothers,

lismus), ale postizeni charakteristik (pra)latky, nebo spise

10 minut. (110 minutes)

(pra)pravidla vystihujiciho ekonomiku a kulturu digital-

Z angli¢tiny prelozil autor.

niho véku. A to se tyka také a praveé zmén chovani kapitalu
v dobé jeho tekutého transportu. Konstantou v préci Steyerl

10
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can be (for all our good intentions) an impertinent — if not an
inappropriate — response.”1°

SONTAG Susan, Regarding

Martens’ documentary tests whether the truthfulness

the Pain of Others, London:

of the subject of the documentary can find an addressee in this

Penguin Books, 2004, p. 91.

contemporary liberalised post-factual medial economics and poli-

tics of images, one who would be able to create an engaged model
of the viewer’s perception outside of this framework.

3. The digital turn

The conditions of the metamorphoses of image produ-
ction and reproduction and at the same time the transition from
an analogue to a digital image can be best observed in the work of
Hito Steyerl, an author whose artistic and theoretical work docu-
ments most concisely the trajectory of the “digital turn”.

Let us first ask a general question: what is the difference
between the reproduction of an analogue photograph and film
and that of a digital work? Both works have an unlimited number
of potential copies, although compared to an analogue record
(copy of the negative) the quality of each reproduction of a digital
work is stable and identical. When the history of photography
re-created space for an aura (vintage print) inside the medium,
the archaeology of digital media, which is still in its infancy, claims
only an aura of the hardware.M

The first difference in terms of reproducibility consists
of the speed and availability of the means, with the help of which
adigital work can be reproduced. The means of reproduction (and
production) become more accessible for more people, whereby
we withess — contrary to the oil boom — a more conservative
approach which emphasises the increasing inequality in access
to means and limited natural resources (rare metals). The second
difference brings into play a factor which may have so far been
inherent in reproducibility, but with the internet has gained so
much in importance that it has become an independent factor

— transport. The history of transport in the 19th and the 20th
century is the history of modernity — it is not just that transport
became faster but it is also a complex of changes in which initially
international and then global transport became involved (unifica-
tion of calendars and units of time, units of measurement, curren-
cies, emergence of bureaucracy, global media ...). Digital transport
of data via the global internet network impacted most those
branches whose products can be fully digitised. This concerns
numbers and mathematical operations, text, images and scien-
tific, industrial and cultural sectors that work with them.

Steyerl in her early films November (2004) and Lovely
Andrea (2007) determines as the starting point of reflection
historical images from her own biography — an “action” feminist
B-movie she made with the political activist Andrea Wolf (PKK),
her own photographs as a bondage girl from the time when the
author studied in Japan, which she searches for years later. Her
recent projects Liquidity Inc. (2014), Factory of the Sun (2015) and
others, as their titles suggest, bring on the stage non-human enti-
ties which by invoking obsessive circulation of cosmic elements
(water and sun) return the viewer to the time of Ancient Greek
materialism through a quote by the master of martial arts Bruce
Lee: ,Empty your mind, be formless. Shapeless, like water. If
you put water into a cup, it becomes the cup. You put water
into a bottle and it becomes the bottle. You put it in a teapot,
it becomes the teapot. Now, water can flow or it can crash. Be
water, my friend.”12
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zUstava reference na bojova umeéni a na jeji zavrazdénou
pritelkyni Andreu Wolf, z niz se v predpovédi pocasi (Liqui-
dity Inc.) stéva ,Pasmo tlakové nize Andrea Wolf, které se
pohybuje smérem na vychod”.

Zde se musime vratit na zac¢atek textu k ,empiric-
kému argumentu”“ dokumentu. Dokumentarni obraz zménil
v digitalni dobé formu a stala se z n&j ¢tyfrozmeérna prosto-
rova mtizka, kterou si mdzeme predstavit jako prostiedi,
v némz je promitan film Factory of the Sun. Fotogrammetrie
je véda, jednim z jejichz zakladatelO byl vy$e zminény
Albrecht Meydenbauer. Fotogrammetrie s pouzitim optiky
a projektivni geometrie dokazala mérit prostorové vzdale-
nosti ve fotografickém obraze pomoci méreni vzdalenosti
bodl na dvourozmérné plose fotografického obrazu. Digi-
talni fotografie nezaznamenava obraz jako kontinuum krat-
kého okamziku, ale jako hustou sit bodd, které lidské oko
v obraz spojuje. V digitalni dobé odpada abstrakce prepoctu
dvourozmeérného obrazu na obraz tfi- a ¢tyfrozmérny.

Zpétné se ukazuje, Ze dvourozmérny obraz (foto-
grafie) s pomoci vypoétu obsahoval plnou informaci o troj-
rozmérné skutecnosti a tfirozmérny obraz — film (plocha +
&as) v sobé& obsahoval informaci o &tyfrozmeérné skuteénosti

(prostor + gas)13 Digitélni obraz je tedy obrazem, ktery infor- 13
maci potfebnou k fotogrammetrickému méreni jiz vnitiné Tato logika mimo
obsahuje. Veristicky dokument v digitalni dob& nemusi jiné vysvétluje, pro¢
a nebude muset mit jakoukoliv mimetickou podobu se kniha o prostupnosti
skutecnosti (ta bude nadale existovat jako mimeticka fikce mezi dimenzemi
pro lidské oko), ale bude se vzrlstajici hustotou generovat a o existenci vice nez
body na plose, které budou udavat dokumentéarni informace &ty¥dimenzionalnich
ve 4D, nebo chceme-li, pohybujici se tfirozmérné prostorové svétl Flatland (1884)
mfizce. se dockala pochopeni

Tato vcelku technicka pozorovani se daji nejlépe a ocenéni az dnes.
demonstrovat na morfovani napfi¢ doposud ohrani¢enymi (This logic explains why the
rozmeéry. Obrazy, pfedméty i realitu je pomoci digitalnich book about the
prostfedkl mozné tvarovat podle predstav tekutosti (liqui- permeability between
dity), bez pfechodt mezi riznymi rozméry. Morfovani digitélni  dimensions and the exis-
(pra)pralatky ve 4D je u Steyerl ¢asty seridlné se objevujici tence of more than

namét. Stejné jako mista, kde se prepocditavaji a misi doku-  four-dimensional worlds
mentarni obrazy, digitalni simulace, védecka data, infor- Flatland, 1884, has waited
mace a zivé vstupy. Velin, opera¢ni mistnost, dispecink, to be understood and
newsroom maji v praci Hito Steyerl — ale také v unikatni appreciated until today.
trilogii Jasona Bourna — centralni misto, a to protoze nahra-

dily stfihaci pult dokumentarniho filmare (Harun Farocki,

Interface, 1995). Budouci sméry dokumentu tedy dnes pred-

uréuje tandem Jason Wood' — Jason Bourne. Oba jsou 14
vyborné fyzicky vybaveni a vytrénovani v kontaktnich bojo-Jason Wood je hlavni hrdina
vych sportech, protoze jediné tak mohou jejich téla vyuzivat  fiimu (Jason Wood is the
rychlosti digitalnich dat, s nimiz jsou v konstantni interakci, main hero in) Liquidity, Inc.
a obstat tak v divocing, jejimz vidc¢im principem je boj.

4. Valky

Dokumentarni obraz byl od svého objevu pfimo
i v kritické distanci soucasti vSech vale¢nych konfliktd,
napfriklad béhem monitorovani pozic a pohybu nepfitele
pomoci leteckych snimkd. Montaz fotoaparatu do bombar-
dérd b&hem druhé svétové valky, o niz pise Farocki,1®
zmeénila vyhodnocovani uspésnosti, a tim strategii i taktiku
armad i jednotlivych pilotd. | prestoze fotografové valec-
ného dokumentu Dmitrij Baltermanc, Edward Steichen, Lee
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A question that arises is whether the next sequel
in the series is going to be air (which featured in Liquidity
Inc.), fire or earth. The aim of these projects is not a quest for
the original substance from which the universe is composed
(Ancient Greek materialism), but capturing the characteristics
of the (original) substance, or rather the (original) rule gover-
ning the economics and culture of the digital age. This also
concerns the changes in the behaviour of capital at the time
of its liquid transport. A constant in Steyerl’s work is refe-
rence to martial arts and her murdered friend Andrea Wolf,
who becomes “the low-pressure area Andrea Wolf moving
eastwards” in a weather report (Liquidity Inc.).

Here we should return to the beginning of the text
and the “empirical argument” of the documentary. In the
digital age the documentary image has changed its form
and has become a four-dimensional space grid that we can
imagine as an environment in which the film Factory of the
Sun is being screened. Photogrammetry is a science where
one of the co-founders was the above-mentioned Albrecht
Meydenbauer. Using optics and projective geometry, photo-
grammetry was able to measure spatial distances in a photo-
graphic image by means of measuring the distances between
points on the two-dimensional surface of the photographic
image. Digital photography does not record the image as
a continuum of a brief moment, but as a dense network of
points which the human eye connects into an image. In the
digital age the abstraction of the recalculation of a two-di-
mensional image into a three- or four-dimensional one has
been dropped.

In hindsight it shows that a two-dimensional image
(photograph) contained within itself, with the help of calcu-
lation, the full information of three-dimensional reality and
a three-dimensional image — film (surface + time)13 contained
in itself information on four-dimensional reality (space +
time). A digital image is therefore one in which the informa-
tion required for photogrammetric measurement is inherently
present. A veristic documentary in the digital age need not
and will not have any mimetic similarity to reality (this will
continue to exist as a mimetic fiction for the human eye), but
with increasing density it will generate points on a surface
that will give documentary information in 4D, or if you want
a moving three-dimensional spatial grid.

These largely technical observations can be best
demonstrated in morphing across, as yet, delimited dimen-
sions. Images, objects and reality can be shaped using digital
means following the ideas of liquidity, without a transition
between the different dimensions. The morphing of the digital
(original) substance in 4D is a frequent serialised subject with
Steyerl. Just as the places where documentary images, digital
simulations, scientific data, information and live inputs are
recalculated and mixed. The control room, operations room,
and newsroom have a central place in the work of Hito Steyerl

— as well as in the unique trilogy with Jason Bourne — as they

have replaced the editing desk of a documentary filmmaker
(Harun Farocki, Interface, 1995). The future direction of the
documentary is predetermined today by the tandem Jason
Wood14 — Jason Bourne. Both are extremely physically fit and
trained in contact martial arts being the only way their bodies
can take advantage of the speed of digital data, with which
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Miller a mnoho dalsich byli dokumentovanym udalostem
pfitomni, predstavuji ,humanni svédectvi“, nikoliv empi-
ricky argument dokumentarismu. Filmové dokumentarni
obrazy koncentra¢nich tébord, které vznikly podle pfedem

pfipravenych scénaiid tymu kolem hollywoodského reziséra
western Johna Forda,16 se staly poprvé v historii soucasti

16

dbkazniho Fizeni a byly promitany pfimo v soudni sini b&éhem

Viz dokumentarni filmy

Norimberského procesu.

francouzského historika

Chceme-li porozumét mapé mist a kalendafi cirku-

Christiana Delageho

laci dokumentarniho obrazu, nepomUze néam, pokud se (See the documentary films

budeme filozoficky tédzat po jeho veristické esenci. Lépe

by the French historian

se mu priblizuje kriticky asociativni vyzkum mocenskych

Christian Delage):

a ekonomickych zajmQ, ktery Steyerl uplatriuje ve video-

Nuremberg. Les nazis

pfednasce Is the Museum a Battlefield? (2013). Cirkularni

face a leurs crimes, 2006,

trajektorie projektilu, ktery se v pfibéhu stava opulentni

a (and) De Hollywood

budovou Franka Gehryho a posléze prorazi otvor na vystave

a Nuremberg: John

britského socharstvi v muzeu, nas v tuto chvili pfivedlo na

Ford, Samuel Fuller,

misto setkani Anabdze Erica Baudelaira a praci Hito Steyerl

George Stevens, 2012

(a dalsich umé&lct, o nichz zde nebyl prostor mluvit). Uzemi,
na némz se tyto prace nachazi, je bitevni pole.

Vit Havranek

je kurator, autor text( a organizator, Zije v Praze.
Od roku 2002 pracuje jako feditel iniciativy sou¢asného
umeéni tranzit.cz. Byl kuratorem fady vystav, mimo jiné
Monument transformace (GHMP v Praze, Kulturni centrum
Monthermoso ve Spanélsku) a editorem a spolueditorem
publikaci, napt. Atlas transformace a The Need to Document,
publikoval texty v katalozich a antologiich, napt. The
Greenroom: Reconsidering the Documentary and Contem-
porary Art (2008). PGsobil na VSUP v Praze, v soudasnosti
prednasi kuratorsky kurz na North Carolina University
a Prague Institute.
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they are in constant interaction, in order to survive in a jungle
where the leading principle is to fight.

4. Wars

From the moment of its discovery the documentary
image was directly, or at a critical distance, a component part
of all wars, for example during the monitoring of the posi-
tions and movements of the enemy using aerial photography.
Cameras fitted in bombers during WWII, as described by
Farocki, 18 changed the evaluation of efficiency and hence the

Farocki, H.

strategy and tactics of armies and individual pilots. Although

“Reality Would Have

the documentary war photographers, Dmitri Baltermans,

to Begin.” Harun

Edward Steichen, Lee Miller and many others were present

Farocki: Working on

in the documented events, they provide “humane evidence’

the Sightlines.

rather than an empirical argument of documentarism. Docu-

Ed. Thomas Elsaesser.

mentary film images of concentration camps which were

Amsterdam:

made to scripts prepared in advance by the team around

Amsterdam UP, 2004.

the Hollywood director of westerns John Ford,16 became, for

s. (p.) 193-202.

the first time in history, part of judicial evidence and were

screened directly in court during the Nuremberg trials.

If we want to understand the map of locations and
the calendar of the circulations of the documentary image, it
will not help us when we philosophically ask about its veristic
essence. We will get closer with a critically associative exami-
nation of the power and economic interests which Steyerl
applies in the video lecture Is the Museum a Battlefield (2012).
The circular trajectory of the projectile which becomes an
opulent building by Frank Gehry in the story and later makes
a hole through the wall at an exhibition of British sculpture in
a museum brings us at this point to the place of the meeting of
Anabasis by Eric Baudelaire and the works by Hito Steyerl (and
others who could not be mentioned due to the limited space).
The territory where these works are situated is a battlefield.

Vit Havranek

is a curator, author of texts and organiser living in
Prague. Since 2002 he has worked as director of the contem-
porary art initiative, tranzit.cz. He has curated a number of exhi-
bitions, including The Monument of Transformation (Prague
City Gallery, the Montehermoso Cultural Centre in Spain), has
been the editor and co-editor of publications, such as Atlas
transformace and The Need to Document and published
texts in catalogues and anthologies, e.g. The Greenroom:
Reconsidering the Documentary and Contemporary Art
(2008). He worked for the Academy of Arts, Architecture and
Design in Prague, and currently lectures on a curatorial course
at North Carolina State University — The Prague Institute.
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Politika pravdy I
Mezi realitou

@ Nir Evron ve své tvorbé
zkouma historickou pamét,
konstrukci jeji reprezentace

a jeji vztah k pretvareni
prostoru, zejmeéna

k architekture. Jeho prace
jsou ¢asto inspirovany
politickymi kauzami v dé&jinach
a tim, jak jsou dnes vepsany
do podoby prostredi, do

néjz byly situovany. Evron
pracuje s fotografii, videem

a filmem, ale vyhyba se

primé reprezentaci, coz Usti

v nékterych pfipadech az

k obrazové abstrakci, prestoze
v pozadi hraji ddlezitou roli
procesy odhalovani kontextu
mista a jeho kulturniho ¢&i
politického vyznamu.

Video Cover Version (2010) se
odviji od dopisu publikovaného
v roce 1943 v New York Times.
Dopis mél byt udajnym
svédectvim jedné z 93
krakovskych Zidovskych divek,
jez hodlaly hrdinsky spachat
hromadnou sebevrazdu, ¢imz
chtély zabranit tomu, aby
padly do podruéi nacistickych
vojakl. Dopis byl v§ak jiz

v 70. letech oznacen za podvrh.
Evron pozadal &tyfi souc¢asné

© In his work Nir Evron
explores historical memory,

the construction of its
representation and its
relationship to reshaping space,
and to architecture in particular.
His output is often inspired by
political cases in history and the
way they are today imprinted
on the form of the environment
in which they were situated.
Evron works with photography,
video and film, but avoids
direct representation, which
may lead in some situations

to image abstraction, although
an important background role
is played by the processes of
revealing the context of the
place and its cultural or political
significance.

The Cover Version (2010)

video unfolds from a letter
published in 1943 in The New
York Times. The letter was
allegedly a testimony by one of
the 93 Jewish girls from Krakow
who prepared themselves for
a heroic death by committing
mass suicide to prevent their
falling into the hands of Nazi
soldiers. In the 1970s the letter
was declared a fake. Evron
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izraelské spisovatele, aby dopis
rozvedli, a vznikly tak jakési
coververze. Ty jsou spoleé¢né

s originadlem ¢teny hereckami

v nahravacim studiu, pricemz
je tak oteviené poukazano na
inscenovanost prednesu

a na samotny proces nataceni.
Video je koncipované jako
dvoukanalova projekce
promitana v galerii na dveé
strany visiciho platna. Kromé
divek ve studiu jsou v druhé
projekci zobrazeny izraelskeé
ulice stale pojmenované po
Zidovskych hrdinkach, prestoze
pravdivost dopisu byla historiky
jiz davno vyvracena. Dilo klade
otazku, zda jeho skute¢na
existence hraje roli, jestlize vira
ve smysleny pribéh ovliviiuje
skutecnost.

Nir Evron (*1974)

je izraelsky umeélec zZijici v Tel
Avivu. Studoval na Becalelové
akademii uméni a designu

v Jeruzalémé a Sladeho
umeéleckeé skole v Londyné.
Vystavoval mimo jiné

v Telavivském muzeu (2016),

v newyorském New Museum
(2014), na 19. Bienale v Sydney,
6. Berlinském bienale (2010)

asked four contemporary Israeli
novelists to elaborate on the
letter creating something like
cover versions. These are read
together with the original one
by actresses in a recording
studio, which highlights that

it is a staged reading and the
recording process itself.

The video has been conceived
as a double-channel projection
screened in the gallery on the
two sides of hanging canvas.
Apart from the girls in the
studio, the second projection
shows Israeli streets still
bearing the names of the Jewish
heroines, regardless of the
genuineness of the letter long
having been refuted. The work
poses the question of whether
the letter’s real existence plays
a role when a convincing belief
in the imagined story makes it
reality.

Nir Evron (*1974)

is an Israeli artist living in Tel
Aviv. He studied at the Bezalel
Academy of Arts and Design
in Jerusalem and the Slade
School of Fine Art in London.
He has exhibited, for example,

nebo v Centru souc¢asného
umeéni v Tel Avivu (2014, 2011).
Za svou praci ziskal ¢etna
ocenéni, mezi nimi napfiklad
cenu od izraelského ministra
kultury pro video umélce

v roce 2017.

in the Tel Aviv Museum (2016), in
the New Museum in New York
(2014), at the 19th Biennial of
Sydney, the 6th Berlin Biennial
(2010) or in the Centre for
Contemporary Art in Tel Aviv
(2014, 2011). For his work he has
received numerous awards,
such as an award from the
Israeli minister of culture for
video artists in 2017.

3

and later we underwent a process
as a group,
LMNXAP N 70N 172 NI ININDL




Politika pravdy I
Mezi realitou

© video Image Blockade z roku
2015 vychazi z dopisu, ktery

v roce 2014 poslali veterani elitni
izraelské vojenské jednotky
8200 politickym a armadnim
predstavitelim zemé. V textu
dopisu promlouvali tito byvali
¢lenové tajnych izraelskych
sluzeb o sledovani a kontrole
palestinské populace

a o praktikach, které bud museli
sami vykonavat, nebo kterym
byli svédky. Maayan Amir

a Ruti Sela vyuzily tuto udalost
k experimentu, kdy ¢asti dopisu
a rozhovory se signatari dopisu
promitly nahodné skupiné lidi

i aktivnim vojakiim a sledovaly
za pomoci magneticke
rezonance aktivity jejich mozku.
Na experimentu spolupracovaly
s izraelskym Weizmannovym
védeckym institutem, jehoz
pracovnici ve videu komentuji
vysledky méreni a poukazuji

na promeénujici se mozkovou
aktivitu — predevsim na to,

jak na predkladané informace
reaguji mozkova centra vidu

a sluchu.

Maayan Amir a Ruti Sela
zaznamenavaji v jednoduché
dokumentani formé védecky

O The Image Blockade video
from 2015 is based on a letter
sent in 2014 by veterans from
an elite Israeli military unit
8200 to political and army
representatives of the country.
In the text of the letter the
former members of the Israeli
secret services spoke about the
monitoring and control of the
Palestinian population and the
practices that they had to follow
or they witnessed. Maayan Amir
and Ruti Sela used this event
for an experiment when they
screened parts of the letter

and conversations with the
letter signatories to a random
group of people and soldiers on
active service and by means of
magnetic resonance observed
the activities of their brain. They
collaborated on the experiment
with the Weizmann Institute of
Science in Israel whose staff
comment in the video on the
results of the measurements
and show the changing brain
activity — particularly the
response by the brain centres
of sight and hearing to the
presented information.

In a simple documentary form
Maayan Amir and Ruti Sela
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experiment, ktery poukazuje
nejen na dlouhotrvajici
izraelsko-palestinsky konflikt,
ale predevsim na vlastni chovani
lidi, ktefi jsou jeho soucasti,

a na to, jakym zpClsobem

se standardizovala jejich
autocenzura. Video Image
Blockade je soucasti projektu
Exterritory, ktery autorky
spole¢né iniciovaly v roce 2009
a jenz se pokousi nejen hledat,
ale také vytvaret diskursivni

a fyzické mista pro vyrovnhanou
a interdisciplinarni vymeénu,

jez by tak nebyla zatizena
naroky konkrétniho teritoria

¢i narodnosti. Vysledkem jsou
setkani a promitani (na plachty
lodi) v oblasti mezinarodnich
vod — odtud pochazi nazev
projektu Exteritorry oznacujici
situaci ,mimo teritorium®,

ale také poradani seminara

a workshopt v ramci réznych
akci, Gasto propojenych

s mezinarodni uméleckou
scénoul.

Ruti Sela (*1974)

Zije a pracuje v Tel Avivu a vede
katedru videa na umélecké
Skole Midrasha. Zaroven uci
také na Becaleloveé akademii

record a scientific experiment
which points to the long-lasting
Israeli-Palestinian conflict,

but most of all to the actual
behaviour of the people who
are part of the conflict and the
way their self-censorship has
become standardised.

The Image Blockade video

is part of the Exterritory

project which the artists
initiated in 2009 and which
attempts to search for and
create discursive and physical
places for a balanced and
interdisciplinary exchange,
which would not be loaded with
the rights of a concrete territory
or nationality. The outcomes
are meetings and screenings
(on ship sails) in international
waters — hence the project
title “Exteritorry” denoting

a situation “outside a territory”,
as well as organising seminars
and workshops within various
events, often connected with
the international art scene.

Ruti Sela (*1974)

lives and works in Tel Aviv and
leads the video department at
the Midrasha art school. She
also teaches at the Bezalel

(CnlonNhnn

umeéni a designu a na Haifské
univerzité. Magisterska studia
absolvovala na filmové katedre
na univerzité v Tel Avivu. Byla
ocenéna mnohymi vyznamnymi
umeéleckymi cenami, mimo jiné
také cenou pro mladé umélce
od izraelského ministerstva
Skolstvi. Pracuje predevsim

v médiu videa a své prace
vystavovala napftiklad na
Bienale v Sydney (2006),
Istanbulském bienale (2009),
Berlinském bienale (2010) nebo
na Manifesté 8 (2010).

Maayan Amir (*1978) Zije

a pracuje v Tel Avivu a je
umeélkyni a nezavislou
kuratorkou. V Centru pro
vyzkum architektury na
londynské Goldsmiths obdrzela
titul PhD. Je editorkou knihy
Documentally (2008), ktera
shromazdila eseje o izraelském
dokumentarnim filmu. Podili
se jako vyzkumna pracovnice
na projektu Forensic
Architecture a ma za sebou
mnozstvi kuratorovanych
vystav a publikovanych textd

v knihach a katalozich. U¢i

na Haifské univerzité a na
univerzité v Tel Avivu.

Academy of Arts and Design
and the University of Haifa. She
completed her master’s studies
at the film department of

Tel Aviv University. Ruti Sela
received a number of important
art awards, such as an Award
for Young Artists from the Israeli
Ministry of Education. She
works mainly in the medium

of video and exhibited, for
example, at the Biennial of
Sydney (2006), Istanbul Biennial
(2009), Berlin Biennial (2010)
and at Manifesta 8 (2010).

Maayan Amir (*1978) lives

and works in Tel Aviv and is

an artist and independent
curator. She received her PhD
at the Centre for Research
Architecture Goldsmiths in
London. She is the editor of
the book Documentally (2008),
which collected essays on
Israeli documentary film. She
collaborates as a researcher

on the Forensic Architecture
project and has organised

a number of curated exhibitions
and published texts in books
and catalogues. She teaches at
the University of Haifa and Tel
Aviv University.

© Video Newsreel 63 od
umeélkyné Niky Autor je soucasti
dlouhodobéjsiho fungovani
slovinského kolektivu Newsreel
Front (Obzornigka fronta),

ktery od roku 2013 publikuje
dokumentarni videa. Ta se vzdy
nazyvaji stejné (Newsreel),

meéni se akorat poradoveé &islo

a témata, ktera se Casto tykaji
politickych a spole¢enskych
udalosti ve Slovinsku. Newsreel
je specificka filmova forma,

v ¢eském kontextu znama

spis jako ,filmovy tydenik*. Jeji
pocatky se datuji k roku 1911

a fungovala az do 60. let, kdy jeji
roli informacniho média prevzala
televize. Ve Slovinsku vzniklo

v letech 1946—1951 celkem

54 zpravodajskych predfilm0,
proto kolektiv Obzorniska

fronta pojmenoval své prvni
video ,Newsreel 55“. V poradi
jiz devateé video vytvorila Nika
Autor, ktera je ¢lenkou tohoto
kolektivu, pro slovinsky pavilon
v Benatkach v roce 2017.

Newsreel 63 navazuje na tradici
zpravodajskych predfilmd,
které vznikaly v 60. letech
v USA v produkci aktivistického
a levicového uskupeni Newsreel

© The Newsreel 63 video by
the artist Nika Autor is a con-
stituent part of a long-term
operation of the Newsreel Front
(Obzorniska fronta) collective
from Slovenia, which has been
publishing documentary videos
since 2013. They always bear
the same title (Newsreel), with
changing sequence numbers
and subjects which often touch
on political and social events in
Slovenia. Newsreel is a specific
form of short documentary film.
Its beginnings date from 1911
and it continued until the 1960s
when its role as an information
medium was replaced by televi-
sion. As a total of 54 newsreels
were made between 1946 and
1951 in Slovenia, the Obzorniska
fronta collective named its first
video “Newsreel 55”. The 9th
video in the present sequence
was created by Nika Autor, who
is a member of the collective,
for the Slovenian pavilion in
Venice in 2017.

Newsreel 63 continues the
tradition of short films with
news stories made in the 1960s
in the USA in the production

of the activist and left-wing

Group. Ta byla zalozena v New
Yorku v roce 1967 se zamérem
distribuovat a vytvaret

kratké filmy, jez referovaly

o aktivitach levicového hnuti.
(Jednim z prvnich filmG byl
&tvrthodinovy snimek o Strané
&ernych pantert.) Jako vychozi
obraz slouzi videu Newsreel 63
zabér z mobilu dvou migrantd,
ktefi cestuji skryti na podvozku
vlaku na trase mezi Bélehradem
a Lublani. Nika Autor se skrze
historii filmovych obraz(, ve
kterych se objevuje Zeleznice

a jeji infrastruktura, pokousi
pochopit spolec¢ensky

a politicky vyznam

tohoto kratkého videa
zaznamenavajiciho riskantni
cestu pres hranici dvou

stath. Zachycuje tak nejen
vyvoj jednoho konkrétniho
tématu uvnitf vizualni kultury,
ale vyuziva také historicky
pribéh Zeleznice jako symbol
promeénujici se spole¢nosti.
Newsreel se tak pro autorku
stava zplsobem, jak rozsifit linii
mezi tradiénimi informacénimi
meédii a experimentalni
kinematografii, jez angazované
vede divaklv pohled a nechava
jej, aby zaplrioval prazdna

Newsreel Group. It was
established in New York in 1967
with the aim to distribute and
create short films reporting

on the activities of the leftist
movement. (One of the first
films was 15-minute-long
footage of the Black Panther
Party.) The Newsreel 63 video
starts with an image from the
mobile phone of two refugees
who travel stowed away on

the undercarriage of a train on
the line between Belgrade and
Ljubljana. Through a history of
film scenes featuring the rail-
way and its infrastructure, Nika
Autor attempts to grasp the
social and political significance
of the short video recording the
risky travel across the borders
of two countries. She captures
the development of a single
concrete subject within visual
culture, but she also uses

the historical narrative of the
railway as a symbol of changing
society. For the artist, Newsreel
becomes a way of expanding
the boundary between tradi-
tional information media and
experimental cinematography,
which engages the viewers and
guides their view but leaves

mista vlastnimi myslenkami
a pohledy.

Nika Autor (*1982)
absolvovala Akademii
vytvarnych uméni a designu
v Lublani a doktorsky
program ukondcila na
Akademii vytvarnych umeéni
ve Vidni v roce 2016. Je
spoluzakladatelkou a ¢lenkou
kolektivu Obzorniska fronta

a jeji prace jsou soucasti sbirek
Moderna galerija v Lublani,
Mezindrodniho centra
grafického uméni v Lublani,
Galerie uméni Slovenj Gradec
a soukromé uméleckeé sbirky
RIKO. Za svou praci obdrzela
ocenéni Jakopi¢, studentskou
cenu Preseren z Akademie
vytvarnych umeéni a designu
a ocenéni France Brenk za
Uspéchy v oblasti filmové
kultury. Zije a pracuje v Lublani.

them to fill the empty places
with their own thoughts and
views.

Nika Autor (*1982)

graduated from the Academy
of Fine Arts and Design in
Ljubljana and she finished

a doctorate programme at the
Academy of Fine Arts in Vienna
in 2016. She is a co-founder
and member of the Obzorniska
fronta collective and her works
can be found in the collections
of the Moderna galerija in
Ljubljana, the International
Centre of Graphic Arts in
Ljubljana, the Art Gallery
Slovenj Gradec and the RIKO
private art collection. For her
work she received the Jakopic¢
award, the PreSeren student
award from the Academy of
Fine Arts and Design and

the France Brenk award for
achievement in the field of film
culture. She lives and works in
Ljubljana.
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@ Videa Marie Lukadové
Casto balancuji na hrané mezi
dokumentarnim a hranym
filmem; vyuziva realné lokace,
aby odkazala na symbolickeé
vyznamy danych prostredi
(obranné bunkry, lesy,
urbanni verejna prostranstvi),
ktera digitalné modifikuje.
Snimek CHOS (2015/2016) je
v autoréiné tvorbé nezvykly
diky praci s improvizujicimi
postavami a historicky
zatizenou architekturou.

Dé&j se odehrava v prostredi
bunkrd a pohrani¢niho
pasma, které stiezi Ceské
hrani¢arskeé a obranné
spolecenstvi. Postavy, ve
filmu zastoupené bezdomovci
Zijicimi v bunkrech, na sebe
berou dulezité role ochrancd,
ktefi zamezuji volnému
pohybu zboZzi a materidlu
pres hranice. Ve videu

CHOS se objevuje prenaseni
fiktivniho pfibéhu, ktery vSak
odrazi skute¢nou a aktualni
spolec¢enskou tématiku, do
redlného urbanistického

¢i architektonického
prostredi, coz je hlavnim
charakteristickym znakem
autorcéinych dél.

O The videos by Marie
Lukacova often balance on the
edge between documentary
and feature film. She uses

real locations to refer to

the symbolic meaning of

a particular environment
(defence bunkers, forests or
urban public spaces), which
she digitally modifies. The
CBDS (2015/2016) video is
unusual for the artist’s output
in that it works with improvising
characters and historically
loaded architecture. The story
takes place in the environment
of bunkers and the border
area guarded by the Czech
Border Defence Society. The
characters represented in

the film by the homeless

living in the bunkers take

on the important roles of
protectors who prevent free
movement of goods and
material across the border. In
the CBDS video a fictitious
story, which nevertheless
reflects a real and current
social theme, is transposed into
a real urban or architectural
environment which is the
principal characteristic of the
artist’s works.

Marie Lukaéova (*1991)
absolvovala bakalarsky
program v ateliéru Malifstvi 1 na
brnénské Fakulté vytvarnych
umeéni a v roce 2017 ukondila
magisterské studium na
prazské UMPRUM v Ateliéru
supermeédii. Je ¢lenkou Ateliéru
bez vedouciho. Vénuje se
propojenim 3D animace

s médiem dokumentu a jeji
drivéjsi prace vznikaly ¢asto
ve spolupraci s umélcem
Jakubem Roc¢kem. Specifikem
videi Marie Lukacové je lyricky
fiktivni pribéh, skrze ktery
autorka prezentuje souc¢asna
spolec¢enska témata —
napftiklad otézky feminismu

¢i budoucnosti vidéné
perspektivou technologického
vyvoje. Zije a pracuje v Praze.

© Dosud nejnovéjsi video
Davida Ptilu¢ika s ndzvem
Blind Bidding (2017) se zabyva
soucasnym vyvojem v oblasti
analyzy dat a jejich distribuce,
coz autor demonstruje na
prikladu z filmového pramysilu.
Video ukazuje fiktivniho
vyvojare Petera Davise, jak
prednasi o moznostech
vyuziti dat pochazejicich ze

Marie Lukacova (*1991)
completed her bachelor’s
studies in the Painting 1 studio
at the Brno Faculty of Fine
Arts and in 2017 completed her
master’s studies at the Prague
UMPRUM in the Supermedia
Studio. She is a member of the
Studio without Master. She
experiments in merging 3D
animation with the medium

of the documentary and her
previous works were often
created in collaboration with the
artist Jakub Rocek. A specific
feature of the videos by Marie
Lukacova is a lyrical fictitious
story through which the artist
presents topical social themes —
such as the issues of feminism
or the future seen with the
perspective of technological
development. She lives and
works in Prague.

© The most recent video by
David P¥ilu¢ik called Blind
Bidding (2017) is concerned
with current developments

in the field of data analysis
and its distribution, which the
artist demonstrates on an
example from the film industry.
The video shows a fictitious

starych filmG reziséra Victora
Fleminga. Ac¢koliv je Fleming
jiz dédvno po smrti, Ize dnes
spekulovat o jeho potencialnich
novych filmech, jejichz

déj vychazi z rezisérovych
realizovanych snimkd. Blind
Bidding vSak nespekuluje

o podobé budoucnosti jako
takové, ale o zpUsobu jejiho
formovani a o tom, kdo ma
pravo jej utvaret. Ve videu
tak vyvstavaji dllezité otazky
ohledné moznych dopadt
technologického vyvoje na
kulturni a socialni sféru.

David P¥iluéik (*1991)
absolvoval na Akademii
vytvarnych umeéni v Praze

v roce 2016. Béhem studia
prosel ateliéry Jifiho
Lindovského, Tomase

Varika, Ruth Noack, Simona
Waschmutha a stazi v Izraeli
na Becalelové akademii uméni
a designu v Jeruzalémé. Je
¢lenem Ateliéru bez vedouciho,
spolku Artycok TV, takeé
spolupracuje s neziskovymi

a aktivistickymi organizacemi.
Zije a pracuje v Praze.

developer Peter Davis lecturing
on the possibilities of using data
originating from old films by the
director Victor Fleming. Although
Fleming has long been dead, it
is possible to speculate today
on his potential new films with
the stories based on the works
previously made by him. Blind
Bidding does not speculate on
the form of the future as such
but on the way it will be formed
and on who has the authority

to shape it. The video gives

rise to important questions
concerning the possible impact
of technological development on
the cultural and social sphere.

David Priluéik (f1991)

graduated from the Academy

of Fine Arts in Prague in 2016.
During his study he went through
the studios of Jifi Lindovsky,
Tomas Vanék, Ruth Noack, Simon
Waschmuth and has been on

a study stay in Israel at the Bezalel
Academy of Arts and Design in
Jerusalem. He is a member of
the Studio without Master, the
Artycok TV association, and
collaborates with not-for-profit
and activist organisations. He
lives and works in Prague.
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