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© Video Wonderland (2016)
zachycuje neslysiciho
kurdského chlapce, ktery

za pomoci gest popisuje
traumatickou zkuSenost

s valkou. Trinactilety
Mohammed se svou rodinou
uprchl z mésta Kobani, které
lezi na severu Syrie blizko
turecké hranice. Mésto od zafi
2014 prodélalo tézké obléhani
ze strany ISIS. Chlapec pouziva
své télo, aby prevypravél, co
zazil. Jako divaci jsme tak
vedeni k domysleni, co jeho
pohyby znamenaji. Prace
poukazuje na to, jak obtizné
sdélitelné jsou zkusenosti

s nasilnymi udélostmi a ze

k jejich pochopeni je potreba
aktivni pristup téch, ktefi je
nezazili. Video bylo v roce 2017
soucasti 15. istanbulského
bienale a nedavno jej vystavila
londynska Tate Modern.

© The video Wonderland
(2016) captures a deaf Kurdish
boy who uses gestures to
describe his traumatic war
experience. Thirteen-year-

-old Mohammed fled with

his family from Kobani, a city
situated in the north of Syria
close to the Turkish border.
From September 2014 the city
resisted a severe siege by the
ISIS. The boy engages his body
to relate what he has lived
through. As viewers we are led
to imagine in our minds what
his movements mean. The
work accentuates the difficulty
in mediating the experience

of violent events and points
out that an active approach

on the part of those who did
not experience the violence is
needed in order to understand.
In 2017 the video was on show
as part of the 15th Istanbul
Biennial and it was recently
exhibited at Tate Modern in
London.

Erkan Ozgen (*1971)

se narodil ve mésté Derik

v provincii Mardin na
jihovychodé Turecka. Studoval
obor malby na Gukurova
University, kde absolvoval

v roce 2000. Umélec pracuje
zejména na videoinstalacich

a své prace vystavuje

v Turecku i v zahrani&i. U&astnil
se skupinovych vystav mimo
jiné ve Francii, Némecku,
[ranu, Italii, Izraeli, Libanonu,
Nizozemsku, Rakousku, Velké
Britanii, Spojenych statech
americkych, Slovinsku

a Cerné Hore. V roce 2005

se Uc¢astnil rezidenéniho
programu International Artists
Studio Program v Rooseum
Center ve Svédském Malmo.
Tentyz rok obdrzel ocenéni
Prix Meuly v Kunstmuseum
Thun ve Svycarsku. V roce
2008 se ucastnil pobytu Can

Erkan Ozgen (*1971) was
born in Derik in the Mardin
province in southeast Turkey.
He studied painting at the
Cukurova University, from
where he graduated in 2000.
The artist works mainly

in video installations and
frequently exhibits his work
in Turkey and abroad. He has
taken part in group exhibitions
in France, Germany, Iran,
Italy, Israel, Lebanon, the
Netherlands, Austria, Great
Britain, the USA, Slovenia
and Montenegro. In 2005

he participated as resident
in the International Artists
Studio Program at the
Rooseum Centre in Malmo in
Sweden. In the same year he
received the Prix Meuly from
the Kunstmuseum Thun in
Switzerland. In 2008 he stayed
at the Can Xalant Centre for
Creating and Contemporary
Thought in Matard in the
province of Barcelona. He

P o

Xalant v Center for Creating
and Contemporary Thought

v Mataré v provincii Barcelona.

Organizoval také workshopy

v Bejrutu, Damasku,
Diyarbakiru nebo Enschede

a v Turecku i v zahranici
prednasi o souc¢asném umeéni.

organised workshops in Beirut,

Damascus, Diyarbakir and
Enschede and he lectures on
contemporary art in Turkey
and abroad.
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© Ve filmu When the Dogs
Talked (2014) fesi skupina
aboridzinskych obyvatel
bytovou krizi. Zatimco dospéli se
dohaduji o tom, zda ma smysl
pokracovat v socialnim bydleni
¢i udrzovat vztah k posvatné
zemi, déti se vyrovnavaji s tim,
jaky ma v ramci jejich Zivotd
ovlivnénych globalni kulturou
smysl tradi¢ni uvazovani.

Ve filmu se micha fikce

s realitou kazdodenniho Zivota
uvnitf struktur moderni bilé
spoleénosti.

Snimek Wutharr, Saltwater
Dreams (2016) zkouma

v téméF psychedelickém

a surrealistickém obraze
moralni pravidla ustanovena
krfestanskymi misionafi. Video
tak upozorriuje na proménu
ducha, ktera je zakladem
jakéhokoli kolonialniho

© In the film When the Dogs
Talked (2014) a group of
aboriginal people is trying to
solve a housing crisis. While
the adults discuss whether
it makes sense to continue
social living or maintain the
relationship with the sacred
land, children try to figure out
what sense does traditional
thinking make in their lives
influenced by global culture.
In the film fiction mixes with
everyday reality within the
framework of modern white
society.

The film Wutharr — Saltwater
Dreams (2016) examines,

in almost psychedelic and
surrealist images, the moral
rules laid down by Christian
missionaries. The video draws
attention to the change of the
spirit which is at the heart of
every colonial project.A larger
group of family relatives is
struggling with a broken engine

projektu. Vétsi skupina
rodinnych pfibuznych se potyka
s porouchanym motorem

a uviznutim uvnitf buse.
Postupné vychazi najevo, jakou
roli hraji v tomto incidentu jejich
predkove, stat ¢i kfestanska
vira. Film tak ukazuje sou¢asné
rozpory v zivotech domorodych
obyvatel.

Karrabing Collective (od
2008) je filmové uskupeni,
které vzniklo ve snaze kriticky
a aktivisticky reagovat na vladni
opatieni proti domorodym
kmenlm na severozapadé
Austrélie. Zhorsujici se socialni
podminky a nucené opousténi
uzemi kvali tézarskym zajmdm
vedly ke spojeni nékolika &len(,
ktefi spole¢né s antropolozkou
a teoretickou Elizabeth A.
Povinelli zacali natacet filmy

o sobg, o zkuSenostech

and being stuck in the bush.
Gradually, we learn about the
role of their ancestors, the
state or Christian religion in
this incident. The film exposes
present-day contradictions in
the lives of the Aborigines.

Karrabing Collective (founded
2008) is a film group, the birth
of which was driven by an
effort to critically respond in an
activist manner to government
measures negatively
impacting the native tribes

in the northwest of Australia.
Worsening social conditions
and forced relocation from

the territory in the interest

of mining companies led to
several native members joining
forces and together with the
anthropologist and theorist
Elizabeth A. Povinelli they
started making films about
themselves, the experience

of the local people and their
life situation. The result was

mistnich lidi a jejich Zivotnich
situacich. Vznikly tak snimky, ve
kterych se misi dokumentarni
obraz s inscenovanymi
formami. Tento pfistup sami
&lenové Karrabing nazvali
simprovizacnim realismem?®.

films in which documentary
images mix with staged forms.
The Karrabing members call
this approach “improvisational
[CEIET
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Obraz druhého

Uvod

Dokumentarni film se vzdy vyrazné podilel na
kolonialnim pohledu na Druhého. Obrazy, které vznikaly
v ramci etnografickych vyzkumd, vétsinou odrazely kulturni
konvence filmového tvlrce. Treti kapitola vyzkumného
projektu etc. galerie Politika pravdy se proto pta, jak Ize
prostfednictvim sebekritickych dokumentarnich strategii
zobrazovat Druhého takovym zpUsobem, ktery je schopen
vybalancovat kulturni, historické, politické a ideologické
hranice mezi zobrazovanym a zobrazujicim. Je mozné prizpG-
sobit produkéni podminky kulturnimu prostredi, ze kterého
Druhy pochazi? A do jaké miry lze vytvofrit takové kolabo-
rativni video, které zaklada rovny pfistup k reprezentaci?

Videa, ktera reflektuji marginalizovanou pozici
Druhého a ktera poukazuji na konvence v reprezentaci, se
¢asto obraci bud do historie kinematografie, kde mdzeme
najit zakladajici objektivizujici vztah k zobrazované jiné
kulture, nebo k podminkam soucasné distribuce obrazu
v kontextu zpravodajskych médii. Druhé jmenované téma
|ze sledovat v dnes jiz ikonickém snimku Episode lll: Enjoy
Poverty (Epizoda lll: Uzijte si chudobu, 2008), ve kterém
umeélec Renzo Martens poukazuje na komercionalizaci
obraz( chudoby a chudych ze strany zapadoevropskych
médii; ke korenm dokumentarniho filmu se pak obraci
treba izraelsky umélec Guy Ben-Ner ve videu Escape Artists
(Umélci na utéku, 2016). Tento snimek zachycuje Ben-Nera,
jak v detencénim centru Holot uprostfed Negevske pousteé
v lzraeli porada filmové workshopy pro zde uvézneéné
migranty a diskutuje s nimi mimo jiné o prvnim ,doku-
mentarnim filmu“ Nanuk, ¢lovék primitivni od Roberta J.
Flahertyho (1922). Film slouzi Ben-Nerovi jako ptiklad doku-
mentarniho dila, které pod rouskou etnografického poznani
zobrazuje Druhého jako nékoho primitivniho a kulturné
zaostalého; kde je jasné naznaceny vztah mezi auto-
ritou amerického tvirce a skupinou domorodcu. Izraelsky
umeélec poukazanim na tento jiz témér sto let stary snimek
pripomina, ze konstruovani Druhého dodnes nereflekto-
vané pokracuje v riznych formach produkce obrazu, at uz
medialniho, nebo filmového.

Videa, prezentovana v ramci tfetiho bloku o doku-
mentarnich strategiich s ndazvem ,,Obraz Druhého*, byla
rozdélena do dvou promitacich vecerd. Jedno projekéni
pasmo bylo vénovano minoritnim skupinam obyvatelstva,
které casto slouzi jako priklady jinakosti. Mezi né patfi
i Neslysici a nevidomi, pricemz kazda z téchto dvou skupin
byla v galerii reprezentovana prikladem jednoho videa,
které jsme se pokusili spoleé¢né se scénaristou a socidlnim
pracovnikem Hynkem Trojankem a divaky podrobit kritické
diskuzi.

Image of the Other

Introduction

Documentary film has always tended to impose

a colonial gaze on the Other. The imagery that arose as
a result of ethnographic research can be said to mirror the
cultural conventions of the filmmaker. The third chapter
of the etc. gallery's research project entitled The Poli-
tics of Truth therefore tables the question of whether it
is possible, using self-critical documentary strategies, to
depict the Other in a way which can balance the cultural,
historical, political and ideological boundaries that differen-
tiate the depicted and the depicter. Is it possible to adapt
the production conditions to the cultural environment from
which the Other originates? And to what extent is it possible
to create a collaborative video which provides equal access

to representation?

Videos that reflect the marginalised position of the

Other that underline the conventions in representation,
either turn to the history of cinematography, where we
can find the fundamental objectivising relationship to the
depicted other culture, or to the conditions of contempo-
rary image distribution in the context of news media. The
latter theme can be traced in the now iconic film Episode
Ill: Enjoy Poverty (2008), in which the artist Renzo Martens
highlights the commercial abuse of images of poverty and
the poor by Western-European media. On the other hand,
the roots of documentary film are revisited, for example, by
the Israeli artist Guy Ben-Ner in the video Escape Artists
(2016). The film captures Ben-Ner in the Holot detention
centre in the middle of the Negev desert where he organ-
ises film workshops for detained immigrants and discusses
the first “documentary film” Nanook of the North by Robert
J. Flaherty (1922) with them. The film serves Ben-Ner as
an example of a documentary work which, under the veil
of ethnographic research, portrays its subject as primitive
and culturally backward, unintentionally revealing a clearly
outlined relationship between the authority of the Amer-
ican creator and a group of natives. By pointing to this
nearly one hundred year old film the artist reminds us
that construction Of the Other remains unreflected upon
to this day in different forms of image production, be it in

media or film.

The videos presented within the third block, called

“The Image of the Other”, examines documentary strate-
gies, and has been divided into screenings on two evenings.
One series of screenings has been dedicated to minority
groups of the population, who often serve as examples of
otherness. They include the Deaf and the blind, and each of
these have been represented in the gallery by an exemplary
video that we attempted to subject to a critical discussion



NeslysSicim jsme vénovali i rozhovor otistény v této
brozure. Na prednasku v galerii a k rozhovoru byl pozvan
filozof Josef Fulka, ktery se zabyva NeslysSicimi a znakovym
jazykem jakozto figurami jinakosti. V zapadnim mysleni (pod&i-
naje Platénem) se Neslysici ¢asto objevuje jako paradig-
maticky pfiklad, slouzici k ilustraci zasadniho filozofického
problému: otazky jazyka, abstraktniho mysleni, existence vroze-
nych ideji atd. Postava Neslysiciho se pak stava podnétem
k nejrdznéjsim projekcim ze strany filozofd. Neslysici a znakovy
jazyk vSak mohou podle Fulky slouzit jako priklad negativni
(Neslysicimu chybi sluch) i pozitivni (Neslysici pouziva vlastni
jazyk, ktery zaklada svébytné kulturni vzorce dané komu-
nity). Tyto dva pohledy na komunitu Neslysicich nejsou vSak
vysledkem empirického pozorovani, ale spise individualniho
postoje daného filozofa &i filozofky.

Tyto myslenky dale rozviji samotny rozhovor, kde
se kromé odkazl na filozofické mysleni dotkneme také
priklad( z oblasti sou¢asného uméleckého videa. Ta vSak
bohuzel nékdy vyuzivaji postavu Neslysiciho ¢i znakovy
jazyk k demonstraci obtizi, jeZ souvisi se svédectvim o trau-
matickych udalostech. SpiSe nez o druhy pohled — pohled
diference, zkoumajici jinakost — tak umeélci pracuji s meta-
forickym vyobrazenim Neslysicich jakozto deficitu: nemoz-
nosti promluvy ¢&i slovniho vyjadreni. Napriklad izraelska
umeélkyné Tali Keren ve snimku The Interpreter (Tlumoénik/
Tlumocénice, 2013) takto pracuje se znakovym jazykem.
Tlumoc¢nice do znakového jazyka prevypravuji voiceover
slavného filmu Soa reziséra Clauda Lanzmanna z roku 1985.
Umeélkyné v tomto videu zkouma proces prekladu a otazku
prechovavani historické pameéti. Jak slozité je o tragickych
udalostech mluvit, fesi ve videu Wonderland (Rige divd,
2016) turecky umélec Erkan Ozgen, jehoZ prace byla v etc.
galerii rovnéz uvedena.

Snimek Wonderland zachycuje neslysiciho kurd-
ského chlapce, ktery za pomoci gest a znakového jazyka
popisuje traumatickou zkusenost s valkou. Trinactilety
Mohammed utekl se svou rodinou z Kobani v severni Syrii,
kde zazil bombardovani a okupaci mésta ze strany ISIS.
Ozgen, ktery se ve své umélecké tvorbé& v&nuje politickym
konfliktdm na hranici mezi Tureckem a Syrii a je také akti-
vistou, chlapce natacdi jednoduchou statickou kamerou
a nechava jej popsat otfesné zazitky z valky. Mohamme-
dova gestikulace je divakovi srozumitelna i bez tlumoceni
a ackoliv je jeho svédectvi podstatnou soucasti videa, sam
Ozgen video interpretuje jako prostfedek k rozsifeni imagi-
nace, ktera je potfebna k reprezentovani nevyjadritelného.

Jinym pfikladem je starsi video od chorvatského
umélce Ivo Dekovic¢e Ivan braucht keinen Fernseher (lvan
nepotrebuje televizi, 1997), ve kterém se autor snimku
vydava na nocni prochazku s postarsim lvanem, ktery od
narozeni nevidi. Kamera, ktera je témér po celou dobu trvani
videa zahalena do tmy, tak obraci naruby ,vizualni impe-
rialismus*1 dominantni kultury, kdy systém reprezentace
a ,zobrazeni pravdy” podléha ideologii vétsinové spole¢nosti.
Dokumentarni kamera nakonec v pfipadé videa o lvanovi
poukazuje na své limity a pfizplsobuje se zobrazovanému
subjektu.

Jak vidime na prikladu videa Ivan nepotrebuje tele-
vizi, spoluprace autora a zobrazovaného subjektu se muize

1

Kuehnast, Kathleen.
WVisual Imperialism and
the Export of Prejudice.

An Exploration of
Ethnographic Film*.

In: Film As Ethnography.
Peter Crafword a (and)
David Turton (eds.),
Manchester: Manchester
University Press, Granada
Centre for Visual
Anthropology, 1992,

s. (p) 183—196.

7
between the viewers and the story writer and social worker
Hynek Trojanek.

An interview published in this brochure is dedicated
to the Deaf and we invited the philosopher Josef Fulka, who
studies deafness and sign language as figures of otherness,
for the interview and a talk in the gallery. In Western thinking
(starting from Plato) the deaf person frequently appears
as a paradigm example, serving to illustrate the essential
philosophical problem: the problem of language, abstract
thinking, the existence of innate ideas, etc. The figure of the
deaf person then becomes an impulse for various projec-
tions from the part of philosophers. According to Fulka,
deafness and sign languages are represented both in nega-
tive terms (a deaf person cannot hear) and positive ones
(a deaf person uses his/her own language, which is based
on the original cultural patterns of the community). However,
these two opinions on the Deaf are not the result of empir-
ical observation, but rather reflect the individual attitude
of a particular philosopher.

These ideas are further developed in the interview
where, apart from references to philosophical thinking, we
also touch on examples from the area of contemporary
video art. Here also, the character of the deaf person or
of sign language is used to demonstrate the difficulties
related to giving evidence of traumatic events. Rather than
another view — a view of difference, examining otherness —
the artists work with a metaphorical depiction of the deficit
of the Deaf: an inability to speak or express oneself in words.
For example, the Israeli artist Tali Keren in the film The
Interpreter (2013) works with sign language in this way.
Interpreters re-tell the voiceover of the famous film Shoah
by the director Claude Lanzmann from 1985. In the video
the artist investigates the process of interpreting and the
issue of preserving historical memory. The difficulty of
speaking about tragic events is shown in the video Wonder-
land (2016) by the Turkish artist Erkan Ozgen, whose work
has been presented in the etc. gallery.

The film Wonderland captures a deaf Kurdish boy
who uses gestures and sign language to describe his trau-
matic experiences during the war. The thirteen-year-old
Mohammed fled with his family fromm Kobani in northern
Syria, where he witnessed the bombing and occupation
of the city by ISIS. Ozgen, whose artistic endeavours are
dedicated to the political conflicts on the border between
Turkey and Syria and is also an activist, films the boy using
a simple static camera and lets him relate his shocking
experiences. Mohammed’s gesticulation can be understood
by the viewer even without the help of an interpreter, and
although his evidence is a substantial component of the
video, Ozgen himself interprets the video as a means of
expanding the imagination, which is necessary for repre-
senting the unrepresentable.

Another example is an earlier video by the Croatian
artist Ivo Dekovi¢ Ivan braucht keinen Fernseher (1997), in
which the author takes a night walk with the elderly lvan
who has been unable to see since birth. The camera, which
for almost the entire duration of the video is plunged in
darkness, upturns the “visual imperialism"1 of the dominant
culture, where the system of representation and “depiction of
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dit prostrednictvim prizplsobeni produkénich podminek.
Dalsi moznosti je urcita forma kolaborativniho dokumentu.
Podle vizudlniho antropologa Jaye Rubyho |ze kolaborativ-
niho dokumentarniho filmu — tedy filmu, ktery respektuje
préava obou stran — dosahnout tim zplsobem, ze zobrazo-
vany i zobrazujici jsou si od za¢atku rovni ve svych kompe-
tencich a na vSech urovnich produkce.2

S pozadavky této rovnosti se méni také pristup etno-
grafd, ktefi zpocatku prichazeli k Druhému jako k objektu,
se kterym blize nekomunikovali o jeho vizudlni reprezen-
taci ve vysledném materialu. Dnes je jiz naopak bézné, ze
dokumentarni videa vznikaji ve spolupraci s dokumento-
vanym subjektem a nejsou svazovany pomyslinym poza-
davkem ,védeckeé objektivity“ podminénym urcitou distanci.

V ramci toho vznikaji nové otazky ohledné autor-
stvi a namisto jednoznaéného ,obrazu Druhého“ mizeme
zaznam spiSe Cist jako zachyceni vztahu mezi autorem
a zobrazovanym subjektem. Jesté dal v tomto smyslu
dochazi praxe, kdy jsou produkéni prostfedky svéreny do
rukou zobrazovanych, ktefi s nimi disponuji a vyuzivaji
nabidnuté moznosti, jako jsou napftiklad stavajici umélecké
sité, ke vzniku a distribuci vlastnich snimkd. Prikladem,
ktery takovou praxi nejlépe odrazi v sou¢asném vytvarném
umeéni, je filmovy kolektiv Karrabing, o kterém ve svém
prispévku pise teoreticka uméni Vjera Borozan. Ta popi-
suje, jak kolektiv aboridzinskych aktivistl zacal natacet
kratké (cca pulhodinové) filmy o postkolonidlnich podmin-
kach, jimz polozili zaklady australsti osadnici. Podstatnou
roli ve fungovani kolektivu plni antropolozka a aktivistka
Elizabeth A. Povinelli, ktera se situaci australského domoro-
dého obyvatelstva zabyva jiz od 80. let a zaroven poskytuje
pravnickou podporu a vypomoc s vyplriovanim grantovych
zadosti — prave treba na nataceni videi.

Kolektiv Karrabing vyvinul vlastni estetiku filmu,
ve kterych se redlné socialni obtize ¢lent skupiny potka-
vaji s lokalni mytologii a oralni historii, a rozmmazava se tak
hranice mezi dokumentarnim a hranym filmem. Vznika tak
velmi originalni forma, kterou sami Karrabing pojmenovali
jako ,improvizaéni realismus”. Prave vlastni uchopeni zobra-
zovacich prostredkd je jednou z cest, jak nedopustit, aby
se z Druhého stala pasivni figura vlacena vnéjsimi poza-
davky na ,pravdu“ a ,spravnou” reprezentaci, ale aby byl
naopak Druhy ¢innym aktérem v procesu produkce vizudl-
niho materidlu. Protoze je to praveé obrazova reprezentace,
co hraje zasadni roli pfi konstruovani vztahu k jinakosti —
stejné jako tomu bylo v minulosti, tak i dnes.

Alzbéta Bacikova
& Anna Remesova

2

Ruby, Jay.

+Speaking For, Speaking
About, Speaking With,

or Speaking Alongside.
An Anthropological

and Documentary
Dilemma*. Visual
Anthropology Review 7/2,
1991. Dostupné online na
(Available online at)
www.astro.temple.edu/
~ruby/ruby/speaking.html
(vyhledano dne 29. 8. 2018)
(retrieved 29/8/2018).
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truth” is subordinated to the ideology of the majority society.
In the end, the documenting camera ‘recognises’ its limita-
tions and adapts to the depicted person.

As we see in the example of the video Ivan braucht
keinen Fernseher, a collaboration between the author and
the depicted person can be achieved by adapting the
production conditions. Another alternative is a certain form
of collaborative document. According to the visual anthro-
pologist Jay Ruby a collaborative documentary film, i.e. a film
which truly respects the rights of both sides, can be accom-
plished by ensuring that the depicted and the depicting
persons have an equal say on all levels of production right
from the start.2

Following the demands of this equality the approach
of ethnographers is also changing. Initially they came to the
Other as to an object with whom they did not discuss repre-
sentation or characterisation in the final material. Today it is
quite common that documentary videos are made in collab-
oration with the documented person(s) and are not bound
by the imaginary rigours of “scientific objectivity”, which
requires maintaining a certain distance.

As a result of the above, new questions arise
concerning authorship, and, rather than a clear “image of
the Other” we can read the recording more as capturing the
relationship between the author and the depicted person.
The practice in which the means of (video) production are
in the hands of the depicted goes even a step further.
They can then use this opportunity, with the aid of existing
networks, to create and distribute their own films. A model
example which best reflects this practice in contemporary
visual art is the Karrabing film collective which is described
in the contribution made in the brochure by the art theo-
rist Vjera Borozan. She recounts how a collective of aborig-
inal activists began shooting short films on the postcolonial
condition, the foundations of which were laid by European
settlers on the Australian continent. A substantial role in
the operations of the collective is played by the anthropol-
ogist and activist Elizabeth A. Povinelli, who has studied
the situation of the Australian aboriginal population since
the 1980s, and at the same time provides legal support and
assistance in completing grant applications — such as for
filming videos.

The Karrabing collective has developed their own
film aesthetic, in which the lived social difficulties of the
group members meet local mythology and oral history, blur-
ring the boundary between a documentary and a feature
film. The result is a very original form which Karrabing
members call “improvisational realism”. Control over the
means of depiction is one way of not allowing the Other to
become a passive figure pushed around by external require-
ments for “truth” and “correct” representation, as it is the
Other who should be the driving force in the process of
production of visual material. The reason for this is that it is
exactly representation through images that plays an essen-
tial role in building a relationship to otherness — it used to
be the case in the past, and it is still today.

Alzbéta Bacikova
& Anna Remesova
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Jste autorem knihy KdyZ ruce mluvi: Gesto a znakovy
jazyk v déjinach zapadniho mysleni; v jakém vztahu filo-
zofické mysleni a znakovy jazyk funguji a v ¢em je pro
vas tato dynamika podnétna?

V historii filozofie se Neslysici objevuji spiSe mimodék,
existuje velice malo textl, které by byly celé vénované
znakovému jazyku. Ale zminky se v textech od antiky do
20. stoleti objevuji a mé jednoduse zajimalo, co zde
pfitomnost Neslysicich znamena. Jaky problém repre-
zentuji? Nakonec jsem zjistil, Ze dany problém je mnohem
obecnéjsiho razu, Zze se jedna o otazky jazyka a mysleni,
abstrakce, vrozenych ideji... To jsou velké filozofické otazky
a v ramci nich Neslysici témér vzdy reprezentuje urcity
postoj k danému problému. Velmi aktivni obdobi je vtomto
ohledu 18. stoleti, protoze to byla doba, kdy pfeviadala
empiricka filozofie. Filozofové se tehdy zajimali o to, co
Neslysici mdzou a nemGzou vnimat nebo zda se smysly
mohou navzajem nahrazovat. Velka otazka byl i vznik
jazyka. Historicky se pak jednalo i o obdobi, kdy zacinala
vychova Neslysicich. To znamena3, Ze se dostali do podvé-
domi $irsi populace a stali se predmétem zajmu filozofd.

Na zac¢atku mé tyto otazky jen zajimaly, ale pak
jsem zjistil, Ze nelze na tomto tématu pracovat bez toho,
aniz bych se ucil znakovy jazyk. Zjistil jsem, Zze se mi pak
oteviraji velmi zajimavé lingvistické, psychologické a filo-
zofické otazky tykajici se pravé jazyka, a proto vznikla
tato kniha.

MUzete kratce shrnout, jakou pozici Neslysici v déjinach
filozofie zaujimaji? Jak s nimi filozofické mysleni pracuje?

Shrnuje se to velmi tézko, protoze zde neexistuje jeden
jedinecny postoj. Kdyz jsem pro potieby knihy daval dohro-
mady dané texty a tfidil jsem je, zdalo se mi, Ze lze rozlisit
dva mozné pohledy na Neslysici v kontextu filozofického
mysleni. Prvni je pohled, ktery jsem oznacil jako ,defi-
citni“: hluchota je pojimana jako deprivace, jako néco, co
lidem chybi. V nékterych textech se neustédle opakuje, Zze
NeslySicim chybi schopnost abstraktniho mysleni, uréita
dimenze smyslového vnimani, nebo dokonce fe¢. Pak exis-
tuje druha skupina text(, kterd mi prijde mnohem zajima-
véjsi; v nich se filozofové nezabyvaji tim, co Neslysicim
chybi, ale spise tim, co umi. To znamena pohled diference,
pohled zkoumajici ,jinakost”. Denis Diderot je dobrym
prikladem takového pfistupu. Tyto dva pohledy Ize v historii
filozofie dobre vystopovat od antiky az po soucasnost,
coz mé také velmi zaujalo — jedna se o dva rdzné pohledy,
které jsou pfitomné i v souc¢asnych debatach.

As the author of the book Hand Talk: Gesture and Sign
Language in the History of Western Thought, how do you
perceive the relationship between philosophical thought
and sign language and what do you find interesting about
its dynamic?

In the history of philosophy, the Deaf appear rather coinci-
dentally and there are only a few texts dedicated solely to
sign language. However, remarks do appear in texts from
antiquity to the 20th century and | was simply curious
what the presence of the Deaf means in those texts. What
problem do they stand for? In the end, | found out that
the problem is of a more general nature, that it concerns
the issues of language and thinking, abstraction, innate
ideas... These are major philosophical problems and with
respect to them, the Deaf almost always represent a partic-
ular attitude to the given problem. The 18th century is a very
active period in this respect, as it was a time when empir-
ical philosophy prevailed. Philosophers were interested in
what the Deaf can and cannot perceive and whether the
individual senses can replace one another. The big ques-
tion was the origin of language and historically, it was also
a period when the education of the Deaf began. This means
that the Deaf entered the subconscious of the wider popu-
lation and became the subject of interest for philosophers.
Initially, | was only interested in the questions mentioned
above, but later | found out that | could not work on this
subject without learning the sign language. | discovered that
it opens up very interesting linguistic, psychological and phil-
osophical issues in relation to the language, and that was
the impulse for the book.

Could you briefly summarise what is the position of the
Deaf in the history of philosophy? How is the philosophical
thinking, which you have already mentioned, concerned
with them?

It is really difficult to summarise it as there is no single atti-
tude. When | was assembling the texts for the book and
sorting them, it seemed to me that you could distinguish
two approaches to the Deaf in the context of philosoph-
ical thought. The first is an approach that | termed “defi-
cient”: deafness is seen as a deprivation, perceiving people
as lacking something. Some texts incessantly repeat that
the Deaf lack a capacity for abstract thinking, a certain
dimension of sensory perception or even speech. Then
there is another group of texts, which | find much more
interesting, in which philosophers are not concerned with
what the Deaf are lacking but with what they can do. This
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D4 se ¥ici, Ze se tyto pristupy méni? Ze Ize sledovat vyvoj
od negativné pojimané hluchoty ke kulturnimu para-
digmatu? Tedy k pohliZzeni na Neslysici jako na kulturni
minoritu?

Podle mé existuji stale tyto dva pohledy vedle sebe. V celé
Ceské republice je jedna katedra na filozofické fakulté,
ktera se vénuje Neslysicim a jejich jazyku a ktera vychazi
z antropologického pojeti. Ale vS§echna ostatni odvétvi,
ktera se jimi zabyvaji, jsou oddéleni specidlni pedago-
giky nebo socidlni prace. Zde pretrvava pojeti Neslysiciho
jako zaka se specialnimi potfebami. Coz je velmi protivna
kategorie. Nedélam si iluze, co se tyce néjakého Sirsiho
poveédomi vefejnosti. Vétsina lidi si stale mysli, Ze znakovy
jazyk je univerzalni a vSude na svéteé stejny, coz je nesmysl.
Mnoho lidi takeé véri, ze Neslysici nejsou schopni abstrakt-
niho mysleni. Ale existuje i cely lékarsky diskurz, ktery se
zamérfuje na vyuku feci (a ne znakového jazyka) — a to
pomoci chirurgickych operaci v podobé kochlearni implan-
tace apod.

Kdyz jsme pro nas program do etc. galerie hledali videa, ve
kterych by umeélci pracovali s obrazem Neslysicich, zjistili
jsme, Ze v nékterych pfipadech je zpUsob jejich vyjadio-
vani pouzit k demonstraci nemoznosti nebo neschop-
nosti komunikace a porozuméni. Nap¥iklad Erkan Ozgen
ve svém videu Wonderland zobrazuje neslysiciho chlapce,
ktery se snazi pomoci mimiky a gest vypravét o svém
traumatickém zazitku z valky v Kurdistanu. NemozZnost
oralni promluvy a pouzivani téla k vypravéni udalosti, jez
chlapec zazil, zde slouzi k demonstraci nepfenositelnosti
traumatického zazitku, ktery lze ,téZzko vyjadfit slovy“.
Lze najit podobnou analogii s filozofickymi texty, které
vyuzivaji Neslysici jako pfiklady?

Myslim, Ze podobna analogie mezi timto videem a texty,
o kterych v knize pisu, neni. Rozdil byl ¢asto spise v tom,
jestli Neslysici umi, nebo neumi mluvit. Musim ale ¥ici, ze
jsem velmi skepticky vici tomu, klast vedle sebe znakovy
jazyk a jakousi nevytknutelnost. Re&i o tom, co se dd a co
se neda vyjadfit, slouzi také néjakeé ideologii, na to je dobré
pamatovat. Pfipomerime tfeba Judith Butler, ktera fekla, ze
kdykoliv se mluvi o nevyjadritelnosti, tak uz se néco vyja-
dfuje, uz se o tom mluvi.

To, jak mluvite o tomto pfistupu ke znakovému
jazyku v umeéleckém videu, je mi veskrze nesympatické.
Mluvit o vale¢ném traumatu je jedna véc, na druhou stranu
si Neslysici prosli v déjindch viastnimi traumaty, proto
pouzivat takto jejich jazyk ke svému ideologickému cili,
mi nepfijde vhodné.

Co to znamenad, kdyzZ za¢nu na Neslysici pohliZzet jako na
kulturni komunitu? Kdyz zaénu pojimat znakovy jazyk
jako svébytny jazykovy systém? Jaké poznani o jazyku
tento pohled p¥inasi?

Zaprvé — a to pro mé byla velmi fascinujici teoreticka
otazka — jsem si uvédomil, Ze mame v mozku schopnost
jazyka, kterd, kdyz se nemUze vyjevit v téch tradiénich
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means a point of view in terms of difference, a point of
view that investigates the "otherness". Denis Diderot is
a good example of this approach. These two viewpoints
can be easily traced back throughout the history of philos-
ophy from antiquity to the present, which | also find fasci-
nating — they are two different approaches present even
in current debates.

Can we say that the approaches have been changing?
That we can trace development from negatively perceived
deafness to a cultural paradigm? Meaning that we see the
Deaf as a cultural minority?

As | see it, these two approaches continue to co-exist. In
the whole Czech Republic there is only one department at
the Faculty of Arts dedicated to the Deaf and their language
where the research is based on an anthropological approach.
But all the other specialisations which study the Deaf are
departments of special pedagogy or social work. There the
persistent approach to the Deaf is that to a pupil with special
needs. Which is a rather unpleasant category. | have no illu-
sions about the wider awareness of the public. Most people
still think that sign language is universal and identical around
the globe, which is nonsense. Many people also believe that
the Deaf are not capable of abstract thinking. And there is
a whole medical discourse concerned with the teaching of
speech (and not sign language) — using surgery in the form
of cochlear implantations, etc.

When we were searching for videos for our programme in
the etc. gallery, in which artists would work with an image
of the Deaf, we discovered that in some cases the means
of expression were used to demonstrate the impossibility
or inability to communicate or understand. For example,
Erkan Ozgen in his video Wonderland depicts a boy with
a hearing disability attempting to talk about his traumatic
experience from the war in Kurdistan by means of mimicry
and gestures. The impossibility of oral speech and the use
of the body to communicate the events the boy had gone
through serve to demonstrate the non-transferability of
a traumatic experience which is "difficult to express with
words". Can we find a similar analogy with philosophical
texts that use the Deaf as examples?

| do not think there is a similar analogy between this video
and the texts that | wrote about in the book. The difference
was more often in whether the Deaf can or cannot speak.
But | must add | am very sceptical about laying side by side
sign language and something that is impossible to put in
words. Talking about what can and cannot be expressed also
serves an ideology — it's good to bear that in mind. We might
mention Judith Butler, who said that whenever we talk about
inexpressibility, something is already being expressed; talked
about.l find the way you speak about the approach to sign
language in the art video very problematic. To speak about
the trauma of war is one thing, on the other hand the Deaf
have experienced their own traumas throughout history, so
to use their language for one’s ideological goal seems inap-
propriate to me.
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kanalech, které zname, vynofi se jinde. Rukama Ize komu-
nikovat Uplné stejné dobre jako prostfednictvim mluveného
jazyka. Uz mame i presvédcivé studie o tom, ze pfi znako-
vani a mluveni jsou aktivovana stejna centra v mozku. To
znamena, ze jazyk neni omezeny na ordlni modalitu. Ale
Ize jen velmi tézko mluvit o znakovém jazyku bez toho, aniz
bychom se jej alespon trochu nenaucili — znakovy jazyk
funguje jinak a ten zpUsob ,jiného fungovani“ Ize jen velmi
tézko popsat. Funguje predevsim v prostoru a v mnohém
se od mluveného jazyka lisi, ale zarovers se mu i podoba.
KdyZ jsem se jej zacal ucit, pfipadal mi znakovy jazyk velice
krasny. Sice je slozité naucit se mimiku, ktera k tomu patfi,
ale v prostredi, kde znakuji i ostatni, spatfite jeho pGvab-
nost. Dobrym pfikladem je tfeba tlumoceni hudby nebo
poezie ve znakovém jazyce. A prave ta jinakost mé pfita-
hovala nejvice.

Prelozil jste do cestiny také studii Harlana Lanea
nazvanou Pod maskou benevolence. Jak se podle Lanea

utvarel pohled na Neslysiciho jako na Druhého?

Tato kniha je podle mé nejlepsi uvod do problematiky
hluchoty a znakového jazyka. Zaroven je tfeba podot-
knout, Ze je velmi nekompromisni a da se s ni v mnoha
ohledech vést debata. Harlan Lane pojima Neslysici jako
jazykovou minoritu ve vztahu s jinymi minoritami. V textu
jsou pasaze, kde porovnava kolonizaci neevropskych
narodd a zplsob, jakym se o Neslysicich vyjadfuji slysici.
Vzal si texty, ve kterych se mluvilo o africkych ¢erno-
Sich a vypsal si z nich vSechna adjektiva, ktera se ve
vztahu k nim pouzivala. Porovnal je s texty, kde se slySici —
véetné Iékarld — vyjadfuji o Neslysicich. Vyslo mu, Ze jsou
prekvapiveé velmi podobné a ze dané vyrazy jsou ¢asto
rozporné. Objevuji se zde napfiklad pojmy popisujici, ze
jsou zaroven ,lIstivi“ i ,hloupi“. Ale jde i o pojeti, ktera se
opirala o védeckeé studie — napfiklad existovala predstava,
Ze maji ¢ernosi mensi mozky. A o NeslysSicich se tradovaly
podobné bachorky.

Byl pro vas text dulezity nebo uziteény i postkolonialni
diskurz? Pfipadné jak?

Mozna by mohl byt, ale neuvazoval jsem o tom, protoze
jsem vac¢i tomuto diskurzu pomérné skepticky. Nemam
nic proti postkolonialnim studiim jako takovym, ale jazyk,
se kterym tento diskurz pracuje — a to plati i pro gender
studies a dalsi diskurzy, které se zabyvaji utlacovanymi
mensinami — se ¢asto za¢ne opakovat. A pak zjistite, ze je
prekvapivé velmi malo knih, které pfichazi s né¢im novym.
Proto jsem vyslovené s postkolonialnim diskurzem nepra-
coval a zjistil jsem, ze si lIze poradit i bez néj.

Existuji v déjinach néjaké priklady emancipace komunit
nebo jedinct Neslysicich? Jaké nalezneme snahy defi-
novat Neslysici jako kulturni mensinu?

kniha sepsana Pierrem Deslogesem, ktery se znakovému
jazyku vénoval a plédoval pro jeho pouzivani ve vzdélavani
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What does it mean when | start to perceive the Deaf
as a cultural community? When | begin to take the sign
language as an independent language system? What do
we learn about language from this point of view?

First — and that was a fascinating theoretical issue for me —
| realised that we have this ability for speech in our brain
which, when it cannot be expressed through the tradi-
tional channels that we know, will emerge elsewhere. The
hands are as good for communication as the spoken word.
We have even convincing studies that identical centres
are activated in the brain when using sign language and
speaking. This means that language is not restricted to the
oral modality. But it is difficult to talk about sign language
without having learnt it at least a little — sign language
works in a different way and this way of “working differ-
ently” is very hard to describe. It operates in space and
differs from spoken language in many respects, but at the
same time, it is also similar. When | started to learn sign
language, it seemed beautiful to me. It may be complicated
to learn the mimicry that accompanies it, but in an environ-
ment where the others also use sign language, you will see
its charm. A good example is interpreting music or poetry
in sign language. And it was this otherness that attracted
me the most.

You also translated the study by Harlan Lane, entitled The
Mask of Benevolence into Czech. How did Lane see the
formation of our view of the Deaf as the Other?

In my opinion, this book is the best introduction to the
subject of deafness and sign language. That said, it should
be noted that it is very uncompromising, and one can
argue with it in many respects. Harlan Lane perceives the
Deaf as a language minority in relation to other minori-
ties. There are passages in the text where he compares
the colonisation of non-European nations and the way by
which people who can hear express themselves about the
Deaf. He analysed texts that talked about African black
people and noted down all the adjectives used in relation
to them. He compared them with texts where people with
normal hearing — including doctors — talk about the Deaf.
It turned out that they are surprisingly similar and that the
expressions are often contradictory. For example, the terms
that appear there describe them as being simultaneously
"sly" and "stupid". But it was also about the approaches
supported by scientific research — such as the idea that
black people have smaller brains. And the same fables
would be said in relation to the Deaf.

Was the post-colonial discourse important or useful for
your text? And if so, in what way?

It could have been, but | did not take it into account, as
| am sceptical about this discourse. | hold nothing against
post-colonial studies as such but the language that this
discourse works with — and that also applies to gender
studies and other discourses concerned with oppressed
minorities — often tends to become repetitive. And in the
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Neslysicich. Mame z této doby apologie znakového jazyka
psané Neslysicimi, jako byl sém Desloges. Takové snahy
tedy existuji, ale samozfejmé ve vztahu k integraci prevladal
vzdy hlas vétsiny, coz je naprosto logické. V pfipadé Nesly-
Sicich pfisly prvni emancipacni pokusy ze strany slysicich,
to je tfeba vzit v potaz. Prvni, kdo proved! strukturalni
analyzu znakového jazyka, byl slysici védec William Stokoe,
jehoz texty se setkaly se zna¢nou rezistenci ze strany
komunity Neslysicich. Nebyl pfijat hlavné kvali tomu, ze
ve znakovém jazyce nekomunikoval, a ani jej moc neumél.
Nakonec se vSak jejich pohled zménil a ukazalo se, Ze
jeho studie mGzou byt urcitym prostifedkem emancipace.
Ma kniha mGze byt pfispévkem do diskuze o znakovém
jazyce, ale jestli néjak komunité Neslysicich pom0ze, to
se jednoznacné Fici neda. Zajimavy a urcité pfinosny by
byl antropologicko-etnologicky vyzkum pravidel v komu-
nité, to neni vibec prozkoumané. Také z toho dlvodu, Ze
je velmi obtizné se mezi Neslysici dostat.

Myslite, Ze je tedy mozné — pravé v kontextu filozofic-
kého mysleni o Neslysicich, aby sama komunita tyto filo-
zofické pfistupy uchopila, a zac¢ala by tak vznikat filozofie
zevnitié komunity?

Urcité to tak funguje uz v lingvistice nebo v antropologii.
Pravé kvdli tomu, Ze v lingvistice se prvni emancipacni
pokusy objevily nejdfive, uréitym centrem byly pfede-
vSim Spojené staty americké. Dnes uz je zcela bézné, ze
na nékterych projektech spolupracuji neslysici i slysici
lingvisté. Ve filozofii takové snahy moc nejsou.

KdyzZ navazu na naznac¢enou problematiku snahy o inklu-
zivitu ze strany vétsinové spoleénosti, jak k tomu maji
tedy pfistupovat kulturni instituce? Jak by podle vas mély
vypadat inkluzivni programy?

P¥i praci s Neslysicimi pfichazi do hry predevs§im jazyk,
to je velmi ojedinéla situace. To znamen3, ze je tfeba
zajistovat tlumoceni, ale vime, Zze tlumocénikd je velmi malo —
a napriklad v pfipadé neslysiciho ditéte ve tfidé i tehdy,
kdyz se nam podari tlumocnika zajistit, tak to neznamena,
Ze se dité podili na aktivité tfidy. V tomto pfipadé ma
inkluze velké mezery. A co maji instituce délat, zjistime az
ve chvili, kdy budeme poslouchat, co Neslysici chtéji. Stava
se, ze Neslysici déla konkurz na néjakou pozici v organi-
zaci pro Neslysici, ale neni pfijat z dGvodu nedostatec¢né
zkusenosti. Nejsem odbornik na inkluzi, ale vim, ze zatim
rozhodovani probiha tak, Zze Neslysici nejsou ¢asto brani
v potaz a je rozhodovano za né.

Hraje zde roli charakteristika politického rezimu? Pokud
napfiklad porovname rezimy pred a po roce 1989...

Vim, Ze mnohem lepsi situace je napriklad ve skan-
dinavskych zemich, pomaha zde uz jenom to, zZe ve tfidach
pro neslysici déti je neslysici uéitel — to je velmi dllezité.
Déti tak nemusi bojovat s komunikaéni bariérou mezi
zaky a ucitelem. Existuji zde i sluzby, kdy do rodin dojizdi
Neslysici a pomahaji ve vzajemné komunikaci a ve vyuce
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end, you will find that there are very few books which come
up with something new. As a result, | did not explicitly work
with post-colonial discourse and discovered that you can
do without it.

Are there any examples in the history of the emancipation
of Deaf communities or individuals? What efforts do we
find to define the Deaf as a cultural minority?

These efforts existed as early as the 18th century. A book
published in 1779 was written by Pierre Desloges, who
studied sign language and pleaded for its application in the
education of the Deaf. We have apologia for sign language
from this period penned by the Deaf as was Desloges
himself. The efforts existed but, naturally, in relation to
integration the voice of the majority had always prevailed,
which is logical. In the case of the Deaf, the first emanci-
pation attempts came from the hearing community, which
should be taken into consideration. The first to carry out
a structural analysis of sign language was the hearing scien-
tist William Stokoe, whose texts faced considerable resis-
tance from the Deaf community. They were not accepted
mainly due to the fact that he did not communicate in sign
language and did not know it much. Later the attitude
changed, and it turned out that his studies could serve as
a means of emancipation. My book may be a contribution
to the discussion about sign language but whether it will
help the Deaf community in any way that is not completely
clear. What would be interesting and surely beneficial is an
anthropological-ethnological survey of the rules within the
community, but this has never been researched. One of
the reasons is the difficulty of joining the Deaf community.

Do you think it is possible, in the context of the philo-
sophical thinking about the Deaf, that the community
itself would fail to grasp existing philosophical approa-
ches and philosophy would begin to emerge from within
this community?

It definitely works like that already in linguistics and
anthropology. It is because the initial attempts to eman-
cipate appeared in linguistics first, with the United States
being something of a centre. Today it is quite common that
deaf and hearing linguists collaborate on some projects.
In philosophy, such efforts are quite rare.

To follow up the suggested issue of inclusion efforts on the
part of the majority society, how should cultural institu-
tions respond to this? What should inclusion programmes
look like in your opinion?

When you work with the Deaf it is primarily language that
comes into play, which is a unique situation. It means that
you need to provide interpretation, but we know there are
very few interpreters — and if there is, for example, a deaf
child in a class, even if we do succeed to have an interpreter,
it does not mean that the child becomes involved in the
class’ activities. In this case, inclusion is far from perfect.
We can only find out what an institution should do when we
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znakového jazyka. Ale na déjiny NeslySicich za socialismu
odbornik nejsem.

Ptame se na to, protozZe nas zajima, jak mUze byt koncept
Druhého ramovan ideologicky. Nebo jakou roli v tom hraje
jiny pfistup k pracovnimu procesu — za minulého rezimu
meéli napfiklad NeslySici mnohem vice pracovnich pfilezi-
tosti.

O tom bych si uplné nedélal iluze. Problém inkluze na
pracovistich zde asi vzdy bude. Nedavno jsem cetl, ze ve
francouzské uUstavé byl znakovy jazyk kodifikovan jako
plnohodnotny jazyk, ale autor knihy, ktery o tom psal,
hned vzapéti dodal, Zze v realité vzdélavani je znakovy jazyk
spise vymycovan. A to i presto, Ze Francie byla vlajkovou
lodi vzdélavani Neslysicich za pomoci znakového jazyka,
bohuzel ale po mildnském kongresu v roce 1880 byl
znakovy jazyk jako vyucujici jazyk Neslysicich zamitnut.
Situace se zacala zvolna ménit az v sedmdesatych letech
a zlom prisel praveé v USA, jak jsem jiz zminil.

Prednasite také na Ustavu jazyk a komunikace
neslysicich. Jak zde pracujete s filozofickymi koncepty? Je
potifeba s ohledem na tlumoceni pfednasek do znakového
jazyka pristupovat k filozofickému jazyku jinak?

Na ustavu neprfednasim vyslovené filozofii, ale kulturni
déjiny NeslysSicich, které jsou spjaté s filozofickymi texty.
Samoziejmé se vam muze stat, Ze je tfeba vyloZit Sirsi
souvislosti, ale to neni tak ¢asté. Pak je tfeba obecné
pojmy velmi zjednodusit. Zaprveé to vSak mozné je, zadruhé
to pomUze i vam, protoze se zbavite filozofické hatmatilky
a musite pak opravdu vysvétlit napriklad empirismus,
a to bez toho, abyste pouzivala pojmy, které jsou ¢asto
zbytecné slozité a filozofové s nimi bé&zné pracuji. To ale
neni problém jen prednasek pro Neslysici, na hodiny mi
chodi i studenti bohemistiky a slysici studenti. Filozofové
by se méli naucit vykladat pojmy tak, aby je pochopilo
co nejvetsi mnozstvi lidi. Nestalo se mi nikdy, ze by néco
neslo vysvétlit. Néco je dobré nakreslit, néco postupné
vylozit. Existuji samoziejmé filozofické sméry, se kterymi
pljde pracovat velmi ztézka — napriklad fenomenologie,
kterd ma velmi svébytnou terminologii, ale Husserla lze
tézko vysvétlit i vétsinové spolec¢nosti. Filozofie nakonec
mluvi o velmi jednoduchych a zakladnich vécech, ale velmi
¢asto o nich mluvi zbyteéné slozité.

Josef Fulka

PUsobi jako badatel na Oddéleni sou¢asné a konti-
nentalni filozofie Filozofického Ustavu AV CR a prednasi
na Ustavu jazyk( a komunikace neslys$icich FF UK. V&nuje
se filozofii 18. a 20. stoleti a literarni teorii s pfresahem do
psychoanalyzy. Je autorem knihy KdyZz ruce mluvi: gesto
a znakovy jazyk v dé&jinach zapadniho mysleni (2017) a do
ceského jazyka prelozil studii Harlana Lanea s ndzvem Pod
maskou benevolence (2014). Publikoval dale knihy Roland
Barthes: od ideologie k fantasmatu (2010), Psychoanalyza
a francouzské mysleni (2008), Michel Foucault: politika
a estetika (2005, spoluautor Pavel Barga) a Zmeskané
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listen to what the Deaf really want. It happens that a Deaf
person enters a competition for a position in an organisa-
tion for the Deaf but is not accepted because of a lack of
experience. | am not an expert in inclusion, but | know that
currently the decision-making often excludes the Deaf and
decisions are made on their behalf.

Does the nature of the political regime play a role here? For
instance, if we compare the regimes before and after 1989...

I know that there is a much better situation in the Scandi-
navian countries, for instance. The simple aspect that helps
there is that classes for deaf children are led by a deaf
teacher — this is very important. In this way, children are
not forced to negotiate the communication barrier between
pupils and a teacher. There are even services when the Deaf
regularly visit families and help them with mutual communi-
cation and teaching of the sign language. But | am no expert
in the history of the Deaf during the communist period.

We ask because we would like to know how the concept
of the Other can be ideologically framed. Or what is the
role of a different approach to the working process — for
instance, in the previous regime the Deaf had many more
opportunities to find work.

I would not perceive the situation to be so ideal. The
problem concerning inclusion in workplaces will always
exist. Recently | read that sign language had been codified
as a fully-fledged language in the French constitution, but
the author of the book immediately added that in the reality
of education sign language tends to be eradicated. Despite
of the fact that France was the flag-bearer in the education
of the Deaf by means of sign language, but unfortunately
after the Congress of Milan in 1880, sign language was
rejected as the language for teaching the Deaf. The situa-
tion slowly began to change only in the 1970s when a break-
through was made in the USA, as | have already mentioned.

You also lecture at the Institute of the Languages and
Communication of the Deaf. How do you work there
with philosophical concepts? Given the interpretation of
lectures into sign language, do you need to approach the
philosophical language differently?

At the institute, | do not lecture in pure philosophy but
rather the cultural history of the Deaf, which is closely
related to philosophical texts. It may happen that you need
to explain the broader context, but not very often. Then
you have to simplify the general terms. Firstly, it is possible,
and secondly, it helps with getting rid of the philosoph-
ical jargon and explain, let’s say, empiricism without using
notions which are frequently too complicated, although
philosophers work with them on a daily basis. But this is
not just an issue of lectures for the Deaf; my classes are
also visited by students of Czech literature and hearing
students. Philosophers should learn to explain the terms
so that the highest possible number of people are able
to understand them. It has never happened to me that
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setkani. Denis Diderot a mysleni 20. stoleti (2004). Z fran-
couzstiny a angli¢tiny prelozil mimo jiné dila Judith Butler,
Etienna Balibara, Julie Kristevy, Michela Foucaulta nebo
Gillese Deleuze.
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something could not be explained. Sometimes it is good
to draw something or to clarify it step by step. Naturally,
there are philosophical schools that are really difficult
to work with, such as phenomenology, which has a spe-
cialised terminology, but it is not easy to explain Husserl
to the majority of society either. After all, philosophy talks
about very simple and basic things, but quite often it talks
about them in an unnecessarily complicated way.

Josef Fulka

Works as a researcher at the Department of Contem-
porary Continental Philosophy of the Institute of Philo-
sophy of the Czech Academy of Science and lectures at the
Department of Deaf Studies of the Faculty of Arts of Charles
University. He specialises in the philosophy of the 18th and
the 20th century and literary theory with outreaches to psy-
choanalysis. He is the author of the book Hand Talk: Gesture
and Sign Language in the History of Western Thought (2017)
and has translated Harlan Lane’s study The Mask of Bene-
volence (2014) into Czech. His other published works
include Roland Barthes: od ideologie k fantasmatu (Roland
Barthes: From Ideology to Phantasm 2010), Psychoana-
lyza a francouzské mysleni (Psychoanalysis and French
Thinking 2008), Michel Foucault: politika a estetika (Michel
Foucault: Politics and Aesthetics 2005, co-author Pavel
Barsa) and Zmeskané setkani. Denis Diderot a mysleni
20. stoleti (A Missed Meeting. Denis Diderot and 20th
Century Thought 2004). He has also translated works by
Judith Butler, Etienne Balibar, Julia Kristeva, Michel Foucault
and Gilles Deleuze from French and English.
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Tryzen bezmocnosti

Australie, jako jediny ze statd Commonwealthu,
nema v Ustavé zakotvené vztahy s plvodnim obyvatel-
stvem. V australské Ustavé dokonce nenalezneme jedinou
zminku o plvodnich obyvatelich tohoto kontinentu. Na
rozdil od ostatnich britskych kolonii nedoslo mezi brit-
skou vladou a plvodnim obyvatelstvem Australie nikdy
k podepséani jakychkoliv umluv, a tak je v podstaté za
jedinou Upravu vztaht dodnes povazovan (v referendu
odhlasovany) zadatek zapocitavani Aboridzinct do celko-
vého poctu obyvatelstva, datovany rokem 1967. Padesat
let poté, v kvétnu 2017 se pres dvé stovky zastupct Abori-
dzincl a obyvatel ostrovl Torresova prulivu shromazdilo
pod horou Uluru, aby vydalo prohlaseni Uluru statement
from the Heart, ve kterém pozaduji vice nez jen formalni
uznani statusu pGvodniho obyvatelstva v australské
Ustavé: pozaduji svlj hlas v podobé stalé parlamentni
reprezentace a dalsi vécné zmény v Ustaveé doprovazené
strukturalnimi reformami. V soucasnosti byla na toto
téma obnovena jedndni australského vladniho vyboru
a jejich vysledky napjaté oc¢ekavaji zejména ptvodni
obyvatelé. V jedné z vét ulurského prohlaseni nazyvaji
Aboridzinci soucasny pfistup australské vlady v otazkach
tykajicich se pldvodniho obyvatelstva ,tryzni bezmoc-
nosti“.

AZ do druhé poloviny sedmdesatych let 20. stoleti
australska legislativa nepfipustné regulovala zivoty pGvod-
nich obyvatel tohoto kontinentu. Zdejsi koloniza¢ni prak-
tiky se projevovaly v rGznych podobach politického utlaku
a kulturni genocidy a vystizné je ilustruje i asimilaéni poli-
tika tzv. ,ochrannych opatfeni“ umoznujici nasilné odebi-
rani déti z rodin plvodnich obyvatel a jejich nasledné
vykoristovani jako nekvalifikované a Spatné placené
pracovni sily. V sedmdesatych letech 20. stoleti v ramci
oficidlné deklarované politiky multikulturalismu zacala
australska vlada usilovat o zlep$eni postaveni pdvodnich
obyvatel a napraveni vztahl mezi nimi a ostatnimi Austra-
lany. Doslo tak k posunu od ,politiky asimilace” k tzv.

Lpolitice sebeuréeni pdvodnich obyvatel“ (indigenous self-
-determination). Tato éra symbolicky vyvrcholila v roce
1997, kdy australska vlada pod tlakem iniciativy ,,Bringing
them home* vydala oficialni dokument, ktery uznal odni-
mani déti plvodnich obyvatel v obdobi tzv. ,ukradenych
generaci“ (The Stolen Generations) jako problematické.
Uplynulo v8ak dalsich deset let, nez se v Unoru roku 2008
premiér Kevin Rudd poprvé oficidlné jménem australské
federalni vlady t&mto ,ukradenym generacim” verejné
omluvil. Paradoxné praveé v tomto obdobi — koncem roku
2007 — zaroven australskd viada pfisla s novymi opat-

. Viera Borozan:
Moznosti nenizsino

odlivu
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Viera Borozan:
Possibilities of the
Lowest Tide

The Torment of Powerlessness

Australia is the only Commonwealth state with no
provisions in the constitution regulating relationships with
indigenous people. We do not find even a single mention
of the continent’s indigenous population in the Australian
constitution. Unlike other British colonies there has never
been any agreement signed between the British government
and the indigenous people of Australia, so that the begin-
ning of counting the Aboriginal people in the total popula-
tion, which was agreed upon in a referendum, and dates to
1967, has been considered the only existing regulation of the
relationship up to this day. Fifty years on, in May 2017, over
two hundred representatives of the Aborigines and inhabi-
tants of the islands in the Torres Strait convened at the foot
of Uluru to make the “Uluru Statement from the Heart”, in
which they require more than just a formal recognition of
the status of the first nation in the Australian constitution:
they want to have a voice in the form of a permanent parlia-
mentary representation and other substantial changes
in the constitution accompanied by structural reforms. At
present, talks within the Australian government committee
on this subject have been resumed and their results are
eagerly awaited in particular by the indigenous population.
In one of the proclamations in the Uluru Statement, the
Aboriginal people call the current approach of the Austra-
lian government to issues concerning the first nation “the
torment of powerlessness”.

Until the second half of the 1970s, the Australian
legislature inadmissibly regulated the lives of the indigenous
people of the continent. The local colonial practices were
manifested through various forms of political oppression
and cultural genocide and are aptly illustrated by the assim-
ilation policy of so-called “protective measures” allowing for
a forceful separation of children from indigenous families
and their subsequent exploitation as unqualified and low
paid labour. In the 1970s, within the officially declared policy
of multiculturalism, the Australian government launched
a campaign to improve the position of the indigenous popu-
lation and to set right the relationships between them and
the other Australians. There has been a shift from “the
policy of assimilation” to the so-called “indigenous self-

-determination”. The era reached a symbolical climax in 1997
when the Australian government acting under pressure from
the “Bringing Them Home” initiative published an official
document which recognised separation of children of indig-
enous people in the period of the so-called Stolen Gener-
ations as problematic. However, it took another ten years,
until February 2008, for the premier Kevin Rudd to offi-
cially publicly apologise, for the first time, on behalf of the
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fenimi, ktera vyznamné zkomplikovala kazdodenni zivoty
pGvodniho obyvatelstva.1

1

V prdbéhu zminovanych let 2007—2008 dochazi

Prestoze australska viada

k celé fadé protestl plvodnich obyvatel Belyuenu (Uzemi

i v soucasnosti oficidlné

nachazejiciho se nékolik desitek kilometrl od severo- deklaruje multikulturalismus

australské metropole Darwin), které vyjadfovaly nespokoje-

a toleranci, pocet

nost mistni komunity s vladnimi opatfenimi — tzv. interven-

stiznosti spojenych

cemi v Severnim teritoriu.2 Australské vlada v rdmci t&chto

s rasovou problematikou

opatfeni, kterd mimo jiné méla zajistit lepsi uroven bydleni

zaznamenal rapidni narQst

pro plvodni obyvatele, slibovala novou bytovou vystavbu

0 59 procent a rozdil mezi

na Uzemich, kterd jim byla navracena. Bohuzel vée dopadlo

Aboridzinci a zbytkem

jinak a pdvodni obyvatelé zlstali opusténi ve stanech upro-

australské populace se

stfed buse. Nova vladni opatfeni zaroven vedla ke skrtdim

stale vice prohlubuje.

v oblasti socidlni péce, a zesilovala tim na né tlak, aby sva
uzemi otevreli téZebnim spoleénostem.

2

Kromé protestl a fady dalsich aktivit v reakci na

Tato opatieni —

vySe popsanou situaci vznikl i Karrabing kolektiv — grass-

tzv. intervence — znamé

rootovy, komunitni projekt ptvodnich obyvatel Belyuenu.3

také pod nazvem

Tento kolektiv autord, krystalizujici kolem jadra zhruba dvaceti

LNT Intervention nebo

¢lend belyuenské komunity, realizoval od svého vzniku celou

+Emergency Response

fadu medialnich a filmovych projektd. Jejich filmy zazna-

Intervention® byly udajné

menavaji velky ohlas jak na poli sou¢asného uméni, tak ve

primarné zamérené na

svété (dokumentarniho) filmu. Nejnovéjsi film Karrabingu

ochranu prav déti a zen

The Mermaids, or Aiden in Wonderland mél premiéru na

plvodnich obyvatel.

nedavném melbournském mezinarodnim filmovém festivalu,
kde kolektiv jiz pfed tfemi lety vyhral v sekci ,Best Fiction

3

Short” se snimkem When the Dogs Talked. Na letoSnim

Nékdy také uvadény pod

ro¢niku zminéného festivalu Karrabing predstavil i dalSi dva

nazvem Karrabing

filmy natocené v roce 2017: Night Time Go a The Jealous

Indigenous Corporation

One, které se jiz promitaly v londynské galerii Tate Modern

nebo Karrabing Film and

a v pafizském Centre Pompidou. Filmy Karrabing kolektivu

Media Collective.

Uspésneé infiltrovaly programy celé fady atraktivnich diskur-
zivnich instituci sou¢asného uméni. Byly soucasti promi-
taciho programu documenty 14, promitly se v utrechtském
BAKuU nebo v berlinském HKW. V néasledujicich kapitolach
se pokusim vysvétlit, v ¢em spociva ucinnost jejich speci-
ficky lokalizované praxe.

Improvizaéni realismus kolektivu Karrabing

Slovo karrabing v jazyce pUvodnich obyvatel Bely-
uenu oznacuje urcity typ odlivu, potazmo fazi odlivu, pfi
které hladina more klesa na nejnizsi moznou uroven. Jde
o situaci, kdy se more stédhne daleko od bfehd, plavba se
komplikuje a hrozi uviznuti na sousi. Takovy odliv zaroven
odhali pobfezi — vynofi se novad docasna konfigurace
krajiny, nabidnou se alternativni moznosti pohybu. Prave
popsana ambivalence metafory odlivu nejvystiznéji charak-
terizuje zivoty i filmy ¢lend kolektivu Karrabing.

Prostfednictvim svébytného filmového jazyka i ojedi-
nélého pfistupu k filmoveé vyrobé analyzuji povahu austral-
ského osadnického kolonialismu v podminkach sou¢asného
pozdniho kapitalismu. Zaroven vytvari i svébytnou a alter-
nativni filmovou a aktivistickou praxi plvodnich obyvatel.
Svdj pfFistup, inspirovany Divadlem utlacovanych i postupy
tzv. ,Ttetiho filmu“, definuje kolektiv jako ,improvizac¢ni reali-
smus“. Nacrty filmovych scénafl tak vznikaji participativné,
Casto na zakladé diskuzi o konkrétnich pribézich ze Zivota
¢lenl kolektivu nebo o vypravénich a svédectvich jejich
predkd. Jednotlivé perspektivy aktérl/vypravéct se proli-

1
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Australian federal government, to the “Stolen Generations”.
As a paradox, exactly in this period — at the end of 2007 —
the Australian government introduced new measures which
disrupted the everyday lives of the Aboriginal people.1

Although the Australian

During the years 2007—2008 numerous protests

government has

by the indigenous inhabitants of Belyuen (an area situated

continued to officially

several dozen kilometres from Darwin, the capital city of

declare multiculturalism

the Northern Territory) took place expressing the discontent

and tolerance, the number

of the local community with the government measures —

of complaints related to

with the so-called “Interventions” in the Northern Terri-

racial issues rapidly incre

tory.2 Within the framework of these measures the Austra-

ased by 59 per cent and

lian government, which was to provide for better housing

the rift between the

conditions of the indigenous people, promised new housing

Aboriginal people and

developments in the territories returned to them. Unfortu-

the rest of the Australian

nately, things turned out in a different way and the indig-

population is becoming

enous inhabitants were left in tents in the middle of the

deeper.

bush. At the same time, the new government measures led

2

to cuts in social care, increasing the pressure on the indig-
enous people to open their territories to mining companies.

These measures —

One of the outcomes of the number of protests

so-called Interventions —

and numerous other activities in response to the situation

also known as

described above was the establishment of the Karrabing

“NT Intervention” or

Collective — a grassroots community project of the indig-

“Emergency Response

enous inhabitants of Belyuen.3 Since its inception, this

Intervention” were said to

collective, formed of around twenty members of the Belyuen

have been primarily aimed

community, has completed a number of media and film

at protecting the rights of

projects. Their films are met with great success both in the

indigenous children and

domain of contemporary art and in the field of (documen-

women.

tary) film. Karrabing’s latest film, The Mermaids, or Aiden in

3

Wonderland, had its debut at the recent Melbourne Inter-
national Film Festival, where three years ago the collective

Occasionally also

won in the “Best Fiction Short” section with the film When

presented under the

the Dogs Talked. At this year’s edition of the festival, Karra-

name of the Karrabing

bing presented two other films made in 2017: Night Time Go

Indigenous Corporation

and The Jealous One, which had already been screened at

or the Karrabing Film and

Tate Modern in London and the Pompidou Centre in Paris.

Media Collective.

Films by the Karrabing Collective successfully infiltrated the

programmes of many leading discursive institutions from
the world of contemporary art. They were included in the
programme of screenings at documenta 14, shown at the
BAK in Utrecht and at the HKW in Berlin. In the following
chapters, | will attempt to explain what makes their specif-
ically situated practice so effective.

The improvisational realism of the Karrabing Collective

The word karrabing in the language of the indige-
nous inhabitants of Belyuen denotes a particular phase
of the low tide when the sea level drops to its lowest. It is
a situation when the sea recedes far away from the shore-
line, sailing becomes complicated and the threat of being
cast on dry land is imminent. Such a low tide also exposes
the shore — a new temporary configuration of the landscape
emerges offering alternative possibilities of movement. The
ambivalence of this low tide metaphor characterises most
aptly the films and lives of the members of the Karrabing
Collective.

Through original film language and a rare approach
to film production, they analyse the nature of Australian
Settler colonialism in the conditions of contemporary late
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naji ve vysledné filmové brikolazi, jez reflektuje jejich zcela
specifické pojeti casu a prostoru.

Ve filmu Wutharr, Saltwater Dreams (2016) — stejné
jako v jejich dalsich filmech — se déj ¢astec¢né improvizované
rozehrava kolem rdznorodych momentd inhibice, opakova-
ného prekonavani prekazek a nasledkl traumatické minu-
losti. Zkusenost ,permanentniho uviznuti uprostred ni¢eho*
je ve filmech zpfitomnovana prostfednictvim kazdodennich
situaci, které kolektiv spole¢né fesi osobitym pfistupem
a Gasto i s notnou davkou humoru. Zdanlivé zacyklené
smérovani odnikud nikam komplikuji poruchy aut, pokazené
motory ¢lunl, vybité baterie telefon(, rozsahlé a zbytec¢né
formulafe, nemoznost naplriovat v konkrétnich zivotnich
podminkach pozadavky nékdy zcela absurdnich nafizeni
a zédkond. Metodou ,improvizaéniho realismu“ v podstaté
testuji i pokousi svou kazdodenni realitu a zndzornuji tak
bezvychodnost ekonomickych a socialnich podminek
zivota vétsiny plvodnich obyvatel Austrélie. Zaroveri véak
zprostfedkovavaji chybeéjici reflexi hluboce zakofenénych
probléma, zpldsobenych asymetrii postkolonidlnich vztahd
a soucasnou neoliberalni politikou ve sluzbach extraktivi-
stické logiky korporatniho tézarského prdmyslu i fasizuji-
cich se spole¢nosti.

Proménujici se estetiku filmd kolektivu Karrabing,
pohybujici se v expandujicim poli mezi fikci a dokumentem,
vyznamnym zpUsobem ovliviiuje i experimentovani s rdznymi
maody filmové produkce a vlastni sebeorganizace. Od poca-
tec¢nich pokusl zapojit do filmové tvorby externi spolu-
pracovniky — zkugené kameramany a stfihace (prvni dva
filmy kolektivu Karrabing) — nakonec upustili a rozhodli se
oprostit od profesionalt a zazitych postupl produkce filmu,
¢imz usilovali o vétsi priblizeni ke kazdodennim potrebam
zivota belyuenské komunity. Jako pfiklad takovéto praxe
mUCze opét poslouzit film Wutharr, Saltwater Dreams, ktery
se ¢lenové komunity rozhodli natacet pouze sami za pomoci
kamer v mobilnich telefonech.

Finanéni zédzemi pro filmovou tvorbu Karrabingu,
stejné jako jejich zivobyti, se do velké miry odviji od projek-
tové a grantové podpory, ktera je od pocatku existence
kolektivu spojena s plsobenim Elizabeth A. Povinelli, antro-
polozky a aktivistky, jez v sou¢asnosti prednasi na Columbia
University v New Yorku. Do Belyuenu se Povinelli poprvé
dostala v roce 1984 jako cCerstva bakalarka filozofie, kdy
obdrzela stipendium na studijni pobyt v Australii. Pravé v této
dobé byla zdejsi komunita pGvodnich obyvatel v procesu
definovani narokd na svou pldu a podle australskych
zakon( musela byt reprezentovana pravnikem a antropo-
logem. Clenové komunity tehdy projevili svou ddvéru pravé
ji tim, Ze byla pozadéana, aby je v tomto procesu zastupovala.
Povinelli se nasledné rozhodla, Ze vystuduje antropologii
a vrati se zpét do Belyuenu jako potfebna posila. Tuto viastni
zkusenost ¢asto zminuje a povazuje za klicovou a vzajemné
transformativni, stejné tak jako dlouholeté pratelstvi, které
tkvi v zékladech plsobeni Karrabing kolektivu.

E. A. Povinelli se problematikou postaveni a prav
pdvodniho australského obyvatelstva zabyva dlouhodobé
a na mnoha Urovnich. Kromé pldsobeni v Karrabing kolek-
tivu se této tématice vénuje prostrednictvim aktivistickeé
¢innosti, svych prednasek i akademickych textl. Ve své

31
capitalism. Simultaneously, they create a unique and alter-
native film and activist practice of the indigenous people.
Their approach is inspired by the Theatre of the Oppressed
and the attitude of the so-called “Third Cinema”, defined
by the collective as an “improvisational realism”. Sketches
of the film stories are made in a participative manner, often
based on discussions of particular stories from lives of the
collective members or accounts and testimonials by their
ancestors. The individual perspectives of the actors/story-

-tellers blend into a final film bricolage which reflects their
highly specific notion of time and space.

In the film Wutharr, Saltwater Dreams (2016), as
well as in their other films, the partly improvised action
revolves around various moments of inhibition, a repeated
overcoming of obstacles and the consequences of a trau-
matic past. The experience of “being permanently stuck
in the middle of nothing” is visualised in the films through
everyday situations which the members of the collective
tackle together with an original approach and often with
a large dose of wit. What seems as a cyclical, direction-
less aiming is made difficult by cars breaking down, boat
engines failing, discharged telephone batteries, long and
useless paper forms, and by the impossibility of fulfilling
the requirements of often absurd laws and regulations
under current living conditions. By applying the method of
“improvisational realism” they test and tempt their everyday
reality and illustrate the hopeless economic and social living
conditions of the majority of the indigenous population. But
along the way, they also provide the missing reflection on
the deeply entrenched problems caused by the asymmetry
of post-colonial relationships and the current neoliberal
politics in the service of the extractive logic of the corpo-
rate mining industry and increasingly fascist-like societies.

The changing aesthetic of the films by the Karra-
bing Collective that alternate within the expanding field
between fiction and documentary is also significantly influ-
enced by experimenting with different modes of film produc-
tion and their own self-organisation. Their initial attempts
to get external collaborators involved in the film produc-
tion — experienced cameramen and editors (the first two
films of the Karrabing Collective) — were later dropped and
they decided to work independently of professionals and
established approaches to film production, by which they
hoped to come nearer to the everyday needs of the life
of the Belyuen community. An example of this practice is
the film Wutharr, Saltwater Dreams, which the community
members made themselves using cameras in mobile phones.

The financial background to Karrabing’s film produc-
tion, and their livelihood, is dependent on the project and
grant support which, since the start of the collective’s exis-
tence, has been tied up with the activities of Elizabeth
A. Povinelli, an anthropologist and activist who is currently
lecturing at Columbia University in New York and who first
arrived in Belyuen in 1984 as a fresh philosophy graduate,
when she received a scholarship for a study stay in Australia.
It was exactly at that time when, as stipulated by the Austra-
lian law, the local indigenous community had to be repre-
sented by a lawyer and an anthropologist in the process
of defining claims for their land. The community members
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knize The Cunning of Recognition: Indigenous Alterities
and the Making of Australian Multiculturalism (Politics,
History, and Culture), stejné tak jako v publikaci z roku
2016 s ndzvem Geontologies: A Requiem to Late Libera-
lism, analyzuje a reflektuje Povinelli postaveni pGvodnich
obyvatel Australie v Sir§im kontextu fungovani ,moci“ napfi¢
~spolec¢nosti pozdniho liberalismu®. Pozice E. A. Povinelli
v kolektivu Karrabing neni nijak apriorné deklarovana, a tim
padem explicitné zcela citelna. Je rezisérkou a kamera-
mankou vétsiny filmQ, v nékterych si zahréla i mensi role.
Prestoze i ostatni ¢lenové kolektivu vystupuji a prezentuji
svou tvorbu na verfejnosti, nejcastéji tak Cini pravé Povi-
nelli, vzdy s védomim vyznamu a urcité vyjimecnosti svého
postaveni.

Umélec jako etnograf, nebo antropolog jako umélec?

Vzhledem k tomu, Ze jednim z dllezitych aspektl
filmové tvorby kolektivu Karrabing je také naruseni klasic-
kého ,etnografického pohledu” projektovaného skrze filmovy
obraz Druhého, ktery se v minulosti promérioval a s rdznou
intenzitou rezonoval napfi¢ obory, uvedu zde dva vybrané
priklady takovéto praxe v kontextu mensiho historického
a mezioborového exkurzu.

Prvnim z nich je prGkopnicky vyzkumny projekt
Navajo Film Themselves, ktery v roce 1966 iniciovali antro-
pologové Sol Worth a John Adair v komunité Pine Springs
v Arizoné. Cilem tohoto projektu bylo ,naucit“ vybranou
skupinu navazskych indiant natacet dokumentarni filmy.
Bylo pfitom klicové zprostifedkovat formou zékladni instruk-
taze pouze technické/technologické aspekty procesu
vyroby filmu, aby nedochazelo k dal$im druhGm ovlivnéni.
Po dobu dvou mésicl se antropologové schazeli se sedmi
vybranymi ,studenty” — osm hodin dennég, pét dni v tydnu —
a vysledkem jejich prace bylo sedm filmUG. Prvni promitani
probéhlo v komunité Pine Springs a neni od véci zminit, Zze
tvrci byli za svou préci placeni. Filmy brzy ziskaly celosvé-
tovou pozornost také diky publikaci Sola Wortha a Johna
Adaira s ndzvem Through Navajo Eyes: An Exploration in
Film Communication and Anthropology (1972), ktera je pova-
Zovéna za jeden z kli¢ovych text( pro vizualni antropologii.
Zajimavosti je, ze Sol Worth mél pGvodné umélecké vzdé-
lani — studoval nejprve malbu, aby se pak vénoval komeréni
fotografii, dokumentarnimu filmu a od 60. let teorii vizu-
alni komunikace a antropologii. Po¢atecnim zédémeérem bylo
zapojit do projektu i jednoho umeélce &i studenta umélecké
Skoly, tyto pozadavky nakonec naplnil devatenactilety
Alfred Clah z kmene Wells, ktery jako jediny nebyl ¢lenem
komunity Pine Springs. Pravé Clahtv film byl k vidéni mimo
jiné v roce 2012 na vystavé Animism v berlinském HKW.
Jako dalsi pfiklad zminim videa chilského umélce Juana
Downeye, ktera vznikala jako soucast projektu Video Trans
Americas béhem jeho pobytu mezi indidnskou populaci
(kmeny Guahibo a Yanomami) v jizni Venezuele v letech
1976—1977 a byla postprodukovana v néasledujicich dvou
letech v New Yorku. Za konceptualné i vizualné nejpro-
pracovangéjsi z nich je povazované video s nazvem The
Laughing Alligator, které novatorskym a podvratnym
zpUsobem prehodnocuje dobové etnografické reprezen-
tace indidnd kmene Yanomami i autoritu védniho oboru
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expressed their trust in her and asked Povinelli to repre-
sent them in the process. As a consequence, she decided
to study anthropology and to return to Belyuen as a much-
-needed supporter of the community. She often mentions
this experience and considers it to be of a key importance
and mutually transformative, in the same way as the long-
-term friendship which is at the foundation of the Karrabing
Collective's work.

E. A. Povinelli has been studying the issues of the
position and rights of the Australian indigenous population
on a long-term basis and at many levels. Apart from being
a member of the Karrabing Collective, she addresses the
problems through her activist endeavours, her lectures and
academic texts. In her book The Cunning of Recognition:
Indigenous Alterities and the Making of Australian Multi-
culturalism (Politics, History, and Culture), as well as in
the publication from 2016 called Geontologies: A Requiem
to Late Liberalism, Povinelli analyses and reflects on the
position of the Australian indigenous people in a broader
context of the workings of “power” across “the society of
the late liberalism”. E. A. Povinelli's position in the Karra-
bing Collective is not a priori given and hence not explicitly
legible. She is the director and cinematographer of most of
the films and has even played small roles in some. Although
other members of the collective talk and present their work
in public, this role is often performed by Povinelli, who is
always aware of the significance and certain exclusivity of
her position.

Artist as ethnographer or anthropologist as artist?

Given that one of the important aspects of the film
production by the Karrabing Collective is disrupting the
classic “ethnographic point of view” projected through the
film image of the Other, which was changing in the past and
resonated with various intensity across disciplines, | will
present two selected cases of such practice in the context
of a small historical and interdisciplinary digression.

The first of them is the pioneering research project
Navajo Film Themselves, initiated in 1966 by the anthro-
pologists Sol Worth and John Adair in the Pine Springs
community in Arizona. The aim of the project was to “teach”
a selected group of the Navajo American Indian people to
shoot documentary films. The key point was to provide,
in the form of basic instructions, only the technological
aspects of the film production process in order to avoid
any further influence. Over 2 months, the anthropologists
regularly met up with 7 selected “students”, 8 hours a day,
5 days a week, and the result of their work was 7 films. The
first film screenings took part in the Pine Springs commu-
nity and it should be mentioned that the film creators were
paid for their work. The films soon gained worldwide atten-
tion, also thanks to the publication by Sol Worth and John
Adair titled Through Navajo Eyes: An Exploration in Film
Communication and Anthropology (1972), which is consid-
ered one of the seminal texts for visual anthropology. Inci-
dentally, Sol Worth originally received an art education — he
studied painting and later moved on to commercial photog-
raphy, documentary film and from the 1960s to the theory
of visual communication and anthropology. The initial inten-
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antropologie. Downey ve svych videich zdafile experimen-
tuje s vlastni pozici ziCastnéného pozorovatele i s medial-Jay Ruby, vedouci programu
nimi moznostmi videa jako takového, a posouva tak hranice
zanr( i obord. Do natac¢eciho procesu umélec zapojoval Temple University a jedna
svou rodinu a kameru ¢asto svéfoval do rukou pGvodnich
obyvatel kmene Yanomami, pro které béhem svého pobytu
pravidelné organizoval projekce vznikajicich videi. Svou roli
definoval jako roli ,kulturniho komunikatora“ a aktivujiciho
antropologa, ktery jako prostfedku vizualniho vyjadieni
pouziva videopasky. Experiment s manipulaci videoob-
razu a voiceoveru, ktery jako svého druhu meta-komentar
nahravala i Downeyho manzelka a dcera, podkresluje
podvratny, ironicky az absurdni humor, a G¢inné nabourava
konstrukt zapadniho etnografického pohledu stejné tak
jako nékteré zavedené védecké metody. Mozna i z téchto
dlvodU se videa tohoto chilského umélce — prestoze byla podezirdn z ,exploatace
promitana na dvou antropologickych konferencich — nedo- v zajmu uméni”. Viz Ruby,
¢kala v téchto kruzich pozitivni odezvy.4 Zaroven prave tato
videa ovlivnila amerického antropologa Erica Michaelse,
ktery pocatkem 80. let realizoval prGkopnicky vyzkumny
projekt zabyvajici se produkci a recepci aboridzinskych University of Chicago Press,
médii s pGvodnimi obyvateli Warlpiri v australském Yuen- 2000, s. 144.
dumu. Tento projekt byl iniciovan Institutem pro studium
Aboridzinct — udajné z obav z mozného zhoubného vlivu
planovaného vysilani satelitu AUSSAT, jenz byl nasledné
vypustén v roce 1985 a umoznil poprvé vysilat televizni ,Domoroda média: Smiouva
program do odlehlych oblasti osidlenych priméarné abori- s dablem, nebo globalni
dzinskymi komunitami.® Z dnegniho pohledu je také zaji- vesnice?", in: Vizudini antro-
maveé, ze zminéna videa Juana Downeye pfedznamenala pologie, kultura Zité a vidéna,
obrat, ktery pfiSel o néco pozdé&ji v etnografii a antropo- David Cengk a (and) Tereza
logii, spolu s hnutim ,writing culture” v osmdesatych letech Porybna (eds), Cerveny
20. stoleti.® Kostelec: Pavel Mervart, 2010,

Kritické reflexe etnografickych/antropologickych Vsledky projektu sepsal Eric
reprezentaci se od devadesatych let 20. stoleti staly Michaels ve své zpravé: (The
vyznamnou soucasti umeélecké praxe orientované na postko-  results of the project were
lonialni a institucionalni kritiku. Vznikl i novy pojem oznacu-summed up by Eric Michaels
jici tyto tendence: tzv. etnograficky obrat. Jednim z klic¢ovych in his report) The Aboriginal
textd, ktery analyzuje nastrahy takovéto umélecké praxe,
je esej Hala Fostera s nazvem The Artist as Ethnographer? Central Australia, 1982—1985,
publikovany v roce 1995. Autor v ném mimo jiné varuje umél- Canberra: Australian Institute
ce-antropology pred nebezpedim ,ideologického patronatu“ of Aboriginal Studies, 1986.
a dale poukazuje na komplexnost problematiky jakékoliv
reprezentace Druhého/Jiného spojené s ambivalentnosti
opozic ,ja* a ,druhy/jiny“.7

V soucasné teorii a umélecké praxi znovu intenzivné
rezonuji diskuze o dekolonizaci, zaroven Zijeme celospole-
¢enskou diskuzi o migraci v kontextu tzv. uprchlické krize,
jez je rozdmychavana a zneuzivana politickymi formacemi
véeho druhu, a tak problematika imaginace a reprezentace
Druhého/odlisného nabyva na vyznamu ve vSech svych
podobach a sférach a je tfeba ji vénovat zvlastni pozorr\ost.8
Jakakoliv konstrukce a (re)produkce jinakosti a kulturni odlig-
nosti mdze byt totiz v daném politickém momenté snadno
zneuzitelna v procesu vymezeni se a identifikace Druhych/
odlisnych jako nepratel. Podstatnymi se pak stavaji odpo- 8
védi na otazky: Zda a jakym zplsobem souasna umélecka
dila reflektuji a odhaluji svdj kulturni pdvod ¢i reference? v lokdlnim kontextu méze
A nakolik je tfeba (v podstaté jiz ,kreolizované“/,hybridni“) byt nedavna diskuze kolem
identity zviditelfovat v zédpadnim rezimu transparence, Ciprojektu Brnox Katefiny Sedé.
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tion was to get an artist or art school student involved in the
In his study dedicated to ~ project, a requirement that was finally fulfilled by including
the history of ethnographic nineteen-year-old Alfred Clah from the Wells tribe who, as
the only one, was not a member of the Pine Springs commu-
the ethnographic film nity. And it was Clah's film that could be seen in 2012 at the
programme at the Temple Animism exhibition at the HKW in Berlin.

As another example, | will mention videos by the
principle advocates of Chilean artist Juan Downey, made as part of his Video Trans
ethnographic film, mentions Americas project during his stay with the South Ameri-
can Indian population (the Guahibo and Yanomami tribes)
in southern Venezuela between 1976 and 1977 and post-
-produced in the next two years in New York. The one that is
considered to be the most elaborate in terms of concept and
visuals is the video entitled The Laughing Alligator, which,
ethnographers, which he  in an innovative and subversive way, re-evaluates period
organised in 1978. The ethnographic representations of South American Indians
artist was suspected from the Yanomami tribe and the authority of anthropology
of “exploitation in the as a scientific discipline. In his videos, Downey succeeded in
interests of art”. See Ruby, experimenting with his own position as an engaged observer,
as well as with the media potential of video as such, pushing
the boundaries of genres and disciplines. The artist would
Anthropology, Chicago: get his family involved in the video shooting process and
University of Chicago Press, often entrusted the camera into the hands of the indige-
2000, p. 144. nous people from the Yanomami tribe, for whom he regularly
organised screenings of the videos in the making during his
stay. He defined his role as a “cultural communicator” and
activist anthropologist, who uses videotapes as a means
of visual expression. The experiment with manipulating
the video-image and voice-over, which was also recorded
by Downey’s wife and daughter as a meta-commentary,
is underpinned by a subversive, ironic, and even absurd
humour, which effectively undermines the construction of
the Western ethnographic point of view as well as some of
the established scientific methods. This might possibly be
the reason why the videos by the Chilean artist — although
screened at two anthropological conferences — were not
positively received in these circles.4 But it was the same
videos that influenced the American anthropologist Eric
Michaels, who at the beginning of the 1980s carried out
a pioneering research project studying the production and
reception of Aboriginal media by the indigenous Warlpiri
people in Yuendumu in Australia. The project was initiated
by the Institute for Aboriginal Studies allegedly because of
the concerns about the possible adverse influence of the
planned AUSSAT satellite operation, which was launched in
by the publication of the 1985 and made it possible, for the first time, to broadcast
book by Johannes Fabian) television programmes to remote areas inhabited primarily
Time and The Other: How by Aboriginal communities.® From today’s point of view,
Anthropology Makes its it is also interesting that the mentioned videos by Juan
Objects v roce 1983 Downey heralded a turn in ethnography and anthropology
a publikace Jamese that arrived later with the so-called “writing culture” move-
Clifforda a George ment in the 1980s.8

E. Marcuse (and the Since the 1990s, the critical reflection of ethno-
graphic/anthropological representations has become an
Clifford and George important part of an artistic practice that is oriented on
E. Marcus) Writing Culture  postcolonial and institutional criticism. A new term was
Debate: Writing Culture coined denoting these tendencies: the ethnographic turn.
and Concomitant Texts One of the essential texts that analyses the traps of such
v roce (in) 1986. artistic practices is the essay by Hal Foster entitled The
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naopak jak pracovat s jejich neprGhlednosti jako s alter-
nativni strategii i zasadnim predpokladem porozumém"?9

9

Koncept ,neprdhlednosti*

(opacity) v sou¢asnosti

Casto tematizovany

Zasadni asymetrie poznamenava i nadale vztahy

kuratory i umélci,

mezi plvodnim obyvatelstvem a potomky bilych osadnikl

formuloval spisovatel

Australie. Pouceni fiaskem depolitizovaného multikultura-

a basnik Edouard Glissant

lismu vime, Ze jakykoliv druh vizualni &i jiné reprezentace

ve své knize Philosophie

pdvodnich obyvatel nemuze byt pouze otdzkou uréeni toho,

de la Relation z roku

kdo jsou, aniz by je vtahoval do Sirsiho kontextu, ktery

2009.

v sobé zahrnuje otazky vlastnictvi pfirodnich zdrojd, prava
na pddu nebo moznosti jejich zastoupeni v oblasti politic-
kého vyjednavani. Vyznam filmové tvorby kolektivu Karra-
bing pak tkvi v konkrétné situované poetické a politické
kvalité, kterd si nas podmani, aniz bychom museli inklinovat
k jeji prvoplanové identifikaci a exotizaci. Jejich zitd zkuse-
nost je dnes navic v nékterych svych aspektech Siroce
sdilenou zkusenosti spolec¢nosti globalniho kapitalismu.
Mechanismy a zplsoby rezistence stejné tak jako strategie,
kterymi filmovy kolektiv Karrabing celi kazdodenni realité,
nas mbzou také spojovat.

Vjera Borozan je historicka uméni a kuratorka
pUsobici v Praze. Od roku 2011 je feditelkou internetové plat-
formy pro souc¢asné umeéni Artycok TV. Vystudovala déjiny
a teorii uméni na Univerzité Karlové a v roce 2011 ziskala
doktorsky titul. V souc¢asné dobé vyucuje souc¢asné umeéni
na Akademii vytvarnych uméni v Praze a v minulosti plso-
bila na Fakulté vytvarnych uméni VUT v Brné. Byla feditelkou
Narodniho muzea v Cerné Hore (2017—2018) a dlouhodobou
spolupracovnici iniciativy pro sou¢asné uméni tranzit.cz
(2005—2011).
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Artist as Ethnographer? published in 1995. In the text, the
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Refiguring Art and

the ambivalence of the oppositions of “I” and the “Other”.?

Anthropology,
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George E. Marcus a (and)

in contemporary theory and artistic practice while we are

Fred R. Myers (eds.),

simultaneously experiencing a debate across the society

Berkeley, Los Angeles,

concerning migration in the context of the so-called refugee

London: University of

crisis which is fanned and misused by political formations of

California Press, 1995,

all kinds. In this context, issues related to the imagination

p. 303.

and representation of the Other gain significance in all forms

8

and fields, and it is necessary to pay them a special atten-
tion.8 Any construction and (re)production of otherness and

An interesting example

cultural difference can easily be misused in the process of

in the local context may

self-definition and identification of the Other as an enemy.

be the recent discussion

The important questions that need to be answered are: Do

on the Brnox project by

contemporary works of art reflect and reveal their cultural

Katefina Seda.

origin and references and in what way? To what extent is

9

it necessary to highlight the (already “creolised”/ “hybrid”)
identities in the western mode of transparency or, vice versa,
how to work with their opacity as an alternative strategy
and essential precondition of understanding?g

The concept of “opacity”,

currently often thematised

by curators and artists,

was formulated by the

An essential asymmetry continues to impact the

writer and poet Edouard

relationships between the indigenous people and descen-

Glissant in his book

dants of white settlers in Australia. Having learnt a lesson

Philosophie de la Relation

from the fiasco of depoliticised multiculturalism we know

from 2009.

that any type of visual or other representation of indigenous

people cannot be merely a question of determining, who
they are, without situating them into the broader context
which embraces the issues of the ownership of natural
resources, their access to land or possibilities of their repre-
sentation in the sphere of political negotiations. The signif-
icance of the film production by the Karrabing Collective
lies in its particularly situated poetical and political quality,
which we find appealing but not in a way that would make us
feel inclined towards a shallow identification and exoticism.
and. Moreover, their lived experience is in some respects
a widely shared experience of the global capitalist society
today. The mechanisms and means of resistance, as well
as the strategies by which the Karrabing Film Collective
approaches everyday reality, may also unite us.

Vjera Borozan is an art historian and curator based
in Prague. Since 2011, she is the director of the online plat-
form for contemporary art Arty¢ok TV. She graduated from
the Charles University in Prague with a degree in art history
and theory and received her PhD in 2011. She is a lecturer
in contemporary art at the Academy of Fine Arts in Prague
(since 2009) and was previously teaching at the Faculty of
Fine Arts VUT in Brno. She was the director of the National
Museum of Montenegro (2017—2018) and a long-term collab-
orator with the initiative for contemporary art tranzit.cz
(2005—2011).
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Obraz druheho

Politics of Truth Il
Image of the Other

Thisiplace has o story:

I’"found evidence of our
ancestors everywhere.

> © ¢

) ¢

Al Ll Ll A A QA d Q1 Q22111111111 ALl L1111l 21 211111

© Ve videu Ivan braucht
keinen Fernseher (Ilvan
nepotfebuje televizi) z roku
1997 se Dekovi¢ s kamerou
vydava na noéni prochazku
s lvanem, ktery od narozeni
nevidi. Dokumentarni obraz
timto zplsobem vypovida o své
vlastni podstaté a limitech
zdznamu, divak totiz casto
vidi pouze ¢ernou obrazovku
doplnénou mezititulky.
Jedna se tak o citlivy pristup
k zastupci spolecenské
mensiny, jehoz podminkam
a zkuSenosti se obrazovy
zadznam (a s nim i jeho divak)
prizpUsobuje.

© In the video Ivan braucht
keinen Fernseher (lvan Needs
No TV Set) from 1997 Dekovié¢
takes a night walk with his
camera and Ivan, who has
been unable to see since

his birth. In this way the
documentary image reveals
its own essence and the limits
of recording as the viewer
often sees only a black screen
with additional subtitles. It

is a sensitive approach to

a representative of a social
minority where the recorded
image (and with it the viewer)
adapts to his conditions and
experience.

Ivo Dekovié (*1952) je
chorvatsky umélec zZijici

v Némecku a tvorici
prevazné v meédiu videa i
videoinstalace. V letech
1966—1970 studoval na
namornické skole ve Splitu,
na coz navazal studiem na
Akademii vytvarného umeéni
v srbském mésté Novi Sad
(1972—1974). Od roku 1975

se pohybuje na némecké
umeéleckeé scéné, kde nejdrive
studoval na disseldorfské
Statni akademii (u Klause
Rinkeho a Nam June Paika)

a pozdéji pak zacal ucit na
univerzité v Cachach. Ve
vlastnich dilech i profesorské
praxi lvo Dekovicée jsou ¢asto
pritomny odkazy na more

a dopravu s nim spojenou
(obrazovky doprovazi rez,
instalace pfipomina lod nebo
ponorku atd.). Dekovi¢ také

vyvinul vlastni uméleckou
formu, kterou nazval
»Sub-Art", tedy jakési
,pod-uméni®, které odkazuje
k prostredi pod hladinou
nebo pod zemi.

Ivo Dekovié (*1952) is

a Croatian artist living in
Germany and working mainly in
the medium of video and video
installation. Between 1966

and 1970 he studied at the
Maritime School in Split and
continued his studies at the
Academy of Arts in the Serbian
city of Novi Sad (1972—1974).
Since 1975 he has been moving
around the German art scene,
where he first studied at the
State Academy in Dusseldorf
(under Klaus Rinke and Nam
June Paik) and later began
teaching at the university

in Aix-la-Chapelle (Aachen).

Ivo Dekovi¢’s own work

and practice as a professor
abounds in references to the
sea and sea traffic (screens
accompanied by rust,
installations reminiscent of

a ship or submarine, etc.). He
has also developed his own art
form that he calls “Sub-Art”
referring to the environment
under water or below ground.
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