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© Ve svych dilech se Babanova
opakované zabyva osobni

a kolektivni paméti, historii

a pravdivosti ¢i subjektivnim
aspektem vypravéni. Casto
experimentuje s formaty
fiktivniho dokumentu nebo
hraného filmu. Néktereé
postupy, jako je inscenace,
rozhovor ¢i diskuse, mohou
pripominat zavedené konvence
audiovizualniho zpracovani,
jak je zname napfiklad

z televize. P¥i zkoumani zanrd
a forem pohyblivého obrazu

se ji dafi upozorriovat na
mnohdy neostré hranice mezi
realitou a fikci. V nedavné
dobé dokongila film Neptun
(2018), ktery utvari spoleéné se
snimkem Odkud spadla letuska
(2014) a fiktivnim dokumentem
Navrat do Adriaportu (2013),
prezentovanym také v etc.
galerii, volnou historickou
trilogii. Navrat do Adriaportu
vypravi o projektu profesora
Karla Zlabka a Pragoprojektu

z roku 1979, jehoz zamérem
bylo propojit tunelem

tehdejsi Ceskoslovensko

s Jadranskym morem,

a vytvorit tak z vnitrozemskeé
socialistické zemé pfimorsky

oln her work, Babanova
repeatedly deals with
personal and collective
memory, history, truthfulness
and the subjective aspect

of storytelling. She often
experiments with formats of
fictional documentary and
feature film. Some strategies,
such as staging, interview or
discussion might resemble
established audiovisual
conventions, as we know

for instance from TV. When
examining the genres and
forms of moving image,
Babanova often points

out the blurred boundary
between reality and fiction.
Recently, she finished the
movie Neptune (2018), which
together with the work Where
did the flight attendant

fall from? (2014) and the
fictional documentary Return
to Adriaport (2013) (also
presented at the etc. gallery),
constitute a loose historical
trilogy. Return to Adriaport
tells the story of a project
developed by Pragoprojekt
and professor Karel Zlabek
in 1979, whose aim was to
connect Czechoslovakia and

stat. Babanova vyuziva dobové
fotografie a archivni snimky

a vytvari z nich rozpohybované
kolaze. Ve zvuku je doplruje
inscenovanymi pasazemi,

které nam zprostredkovavaiji
podstatu fiktivniho pribéhu.
Setkavame se s ,vypovéedi ocité
svédkyné®, ktera na Jadranu
zazila dovolenou béhem jediné
testovaci sezdny. Také prdvodni
voiceover podvraci zavedené
zpUsoby predkladani informaci
v dokumentarnich filmech.
Utrzky pravdivych informaci
jsou sestavené do pribéhu,
ktery ma sice redlny zéklad, ale
je transformovan do hybridné
fiktivni formy. Co se tyce
motiv{, jako jsou dezinformace,
fiktivni zpravy nebo plsobeni
meédii, Babanova naznacuje
paralely historickych kauz

a soucasného svéta. Nechybi

Vv nich v&ak ani humor a smysl
pro absurditu.

Adéla Babanova (*1980)

je umélkyné narozend v Praze,
které pracuje predevsim

s médiem filmu. Sva dila
prezentuje nejen v kontextu
ceskych a zahrani¢nich
galerii, ale také na filmovych

the Adriatic Sea with a tunnel
and create from a land-locked
country a state with an
access to the sea. Babanova
uses contemporaneous
photography and archival
pictures to create animated
collages. She completes
these with staged sound
passages, which convey the
nature of the fictional story.
We are confronted with

the “testimony of an eye-
witness”, who experienced

a vacation on the Adriatic
coast during one trial season.
The original voiceover also
subverts the established
forms of information
presented in documentary
movies. Fragments of truthful
information are compiled

into a story that has a real
basis but is transformed

into a hybrid form. When

it comes to the themes

of disinformation, fake

news and media impact,
Babanova suggests parallels
between historical cases

and the contemporary world.
Nonetheless, her movies do
not lack a sense of humour
and absurdity.

festivalech a v kinech.
Vystudovala prazskou
Akademii vytvarnych uméni

a absolvovala stéz na Ecole
nationale supérieure des
beaux-arts v Pafizi. V roce
2012 byla finalistkou hned
dvou ocenéni: Ceny Jindficha
Chalupeckého a Ceny 333
Narodni galerie. V roce 2014
byla ve finale Dorothea von
Stetten Kunstpreiss a v roce
2015 ziskala za film Navrat
do Adriaportu cenu udilenou
aktivitou Umélec ma cenu (za
nejlepsi dilo roku). Jeji posledni
snimek Neptun mél premiéru
na Febiofestu v roce 2018.

Adéla Babanova (*1980) is
an artist born in Prague,
who works primarily in film.
She showcases her work
not only within the context
of Czech and international
galleries but also at film
festivals and in cinemas. She
studied at the Academy of
Fine Arts in Prague and took
a study placement at the
Ecole Nationale Supérieure
des Beaux-Arts in Paris. In
2012, she was nominated
for two awards: the Jindfich
Chalupecky Award and the
National Gallery 333 Award.
In 2014, she reached the
final of the Dorothea von
Stetten Kunstpreiss, and in
2015 received a prize for the
best work of the year for her
movie Return to Adriaport,
awarded by the initiative The
Artist Has a Prize. Her last
movie Neptune premiered at
Febiofest in 2018.
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© Video Electrical

Gaza (2015) od Rosalind
Nashashibi promitané v etc.
galerii odkazuje k diskusi

o observacnich strategiich,
ktera tvorila druhou ¢ast
projektu Politika pravdy.

Film autorka zacala natacet

v roce 2014 - tésné pred
vypuknutim tzv. ,operace
Ochranné ostfi“ v Pasmu Gazy,
a proto jej nestihla dokong¢it

v pldnovaném rozsahu. Za
pomoci observaéni kamery
natadi bézny Zivot v Gaze - lidi
na ulici, lidi plavajici, nakupujici
&i pohybuijici se v blizké
vzdalenosti od hranic mezi
Gazou a Egyptem. Vybérem
scén a pomoci zac¢lenénych
animovanych sekvenci je
naznacen nadchazejici
nasilny konflikt. Nashashibi
se dafi zachycovat atmosféru
konfliktu skrze pozici
kolemjdouciho, a vyobrazovat
tak politickou situovanost
obycéejnych mist. Ve filmu
skoro uplné chybi jakykoliv
pribéh; pohled umélkyné

je podporen jen hudbou,

a zbytek filmu je tak ponechan
svému syrovému vyznéni.

P¥i prilezitosti vystaveni

© The screening of
Nashashibi’s movie Electrical
Gaza (2015) refers to the
debate regarding observation
strategies in the documentary
image, discussed in the
second part of the etc.
gallery project Politics of
Truth. Filmed in June 2014 in
the Gaza Strip just before
the Israeli bombardment of
Gaza, known as Operation
Protective Edge, Nashashibi
did not complete her filming
schedule. Using observational
documentary strategies,

she captures ordinary life

in Gaza — people on the
streets, swimming, shopping,
reaching the closing border
between Gaza and Egypt. The
selection of scenes together
with the incorporation of
animated sequences hints

at the forthcoming rupture

of violence. Nashashibi
captures the atmosphere

of the conflicted place from
the position of a passer-

by, underlining the political
situatedness of ordinary
places. The movie contains
barely any narrative, the
artist’s observation is only

dila v ramci Turner Prize se
autorka vyjadfila o Gaze jako
o fascinujicim misté, jehoz
odfiznuté komunity se ve své
nepristupné zoné spolec¢né
propojuji ve snaze celit vnéjsi
agresi.

Rosalind Nashashibi (*1973) je
umélkyné anglo-palestinského
plvodu Zijici v Londyné.
Vénuje se prevazné filmu, ale
tvori také socharské instalace,
malby a tisky. Studovala
vytvarné umeéni v Sheffieldu

a Glasgow. V roce 2017 byla
nominovana na Turner Prize na
zékladé své sdlové vystavy On
This Island (Na tomto ostrové)
v galerii Umélecké akademie

v Irvinu v Kalifornii a pro

svou Uuc¢ast na Documenté

14. Jeji filmy pouzivaji kameru
jako oko sdélujici obycejné
momenty a udalosti; zabéry
misi kazdodenni observaci

s fiktivnimi i fantastickymi
prvky. Ve své praci se ¢asto
zabyva Zivotem vysidlenych
komunit a vyznamnymi

i mensimi konflikty mezi
kulturné odliSnymi skupinami,
jez definuji rdzné urovné moci.

emphasised by music or left
to convey its rough effect. In
relation to the Turner Prize
presentation of the movie,
the artist has talked about
Gaza being an enchanted
space, isolated from exterior
influences with its strained
communities becoming
closely bonded against
external aggression and
suspended in an unreachable
zone.

Rosalind Nashashibi (*1973) is
an English-Palestinian artist
based in London. She works
primarily in film but also
makes sculptures, paintings
and prints. She studied Fine
Arts in Sheffield and Glasgow.
She was nominated for the
Turner Prize in 2017 for her
solo exhibition ‘On This

Island’ at The University Art
Galleries at UC Irvine’s Claire
Trevor School and for her
participation in Documenta
14. Her films use the camera
as an eye to convey ordinary
moments and events, merging
everyday observations with
fictional and fantastical
elements. In her work, she

of the Documentary

often addresses the lives

of displaced communities,
and the subtle and major
conflicts that emerge
between culturally distinctive
communities, endowed with
different levels of power.



© Umeélecka praxe Mich’aela
Zupranera je zejména
dokumentarni. Autor se
zabyva arabsko-zidovskymi
vztahy; vzajemnym vlivem
dvou kulturné odlisnych
komunit, jejich kooperaci

i konflikty. Film Snow Tapes
(2011) sleduje palestinskou
rodinu zijici v Hebronu. Rodiné
je dana kamera, aby jeji
¢lenové mohli zaznamenavat
pouliéni potycky. Chlapci
nahravaji na ruéni kameru
napriklad situaci na snéhu,
ktera je na hrané mezi
mladistvymi provokacemi

a nasilim. Autor ovSéem
nezUstava u pofizenych
nahréavek, ale nataci situace
jejich spoleéného prohlizeni
a komentovani u domaci
televize. Vyuziva pritom
principu délené obrazovky na
dva paralelné bézici obrazy,
abychom mohli sledovat
nahravky i jejich interpretaci
rodinnymi pfislusniky.

P¥i aktivistickém sbéru
audiovizualnich materiald
byvaji zabéry vétsinou
pouzivany jako ddkazni
material v jejich syrové
podobé, pokud mozno bez

© Mich’ael Zupraner’s artistic
practice is mostly concerned
with documentary. He

deals with Arab-Jewish
relationships, with the
mutual influence of two
distinctive communities, their
cooperation and conflicts.
Snow Tapes (2011) captures

a Palestinian family living in
Hebron. The family is given

a camera so that its members
can record their experiences.
Using a hand camera, the
boys record a confrontation
on a snowy day, documenting
provocation and violence
among young people. The
author simultaneously shows
situations in which the

family collectively watch and
comment on their footage at
home. He uses the principle
of the divided screen,
juxtaposing two images,
which enables the audience
to watch the recordings and
the reaction of the family
members simultaneously.
When collected for activist or
legal purposes, audiovisual
materials are commonly

used as evidence in their
unedited form, without any

,manipulativnich“ zasahu.
Zde jsou dokumentarni
materidly naopak vlozeny
do rédmce jejich hodnoceni
a interpretace. ZplGsobem
réamovani procesu nataceni
upozorriuje na uziti
samotného média. Diky
délené obrazovce nam také
doprava urcitou distanci
nutnou k prehodnoceni
nahravek.

Mich’ael Zupraner (*1981)

je vizualni umélec a filmovy
tvQrce narozeny v lzraeli.
Vystudoval Obor vizuélnich
a environmentalnich studii
na Harvardové univerzité. Je
jednim ze zakladatelt Be-
celem, organizace dohlizejici
na dodrzovani lidskych prav
na okupovanych tzemich
Palestiny. Cilem iniciativy
Be-celem Camera Project

je podpora obc¢anského
Zurnalismu a sbér amatérsky
potizenych zédznamt z kamer
rozdanych palestinskym
obyvateldm na Zapadnim
bfehu a v Pasmu Gazy.
Cilem dokumentovani je
mimo jiné obrana proti
nekontrolovatelnému nasili,

“manipulative” editing. On
the contrary, this movie
shows documentary material
inserted into the context

of its own evaluation and
interpretation. The way the
process is framed points out
the way the medium is used.
The screen division allows the
audience to have a certain
distance, necessary for
reconsidering the tapes.

Mich’ael Zupraner (*1981)

is a visual artist and

a filmmaker, born in Israel. He
studied at the Department
of Visual and Environmental
Studies at Harvard. He is
among the founders of
B’Tselem, an organisation
that documents human rights
violations in the occupied
Palestinian territories, and
combats the denial of the
existence of such violations.
The aim of their initiative, the
B’Tselem Camera Project, is
to foster citizen journalism
and produce a collection

of amateur recordings,

taken by cameras given to
Palestinians in the illegally
occupied West Bank. The

§ i Politika pravdy V; Politics of Truth V:
; } = O dokumentarni On the Uncertainty
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kterému jsou ¢asto palestinsti
obyvatelé v téchto oblastech
vystaveni. Zupraner je

rovnéz iniciatorem video
projektu HEB2, realizovaného
v Hebronu na Zapadnim
bfehu, zejména v sektoru

H2 pod izraelskou spravou.

V Hebronu zalozil komunitni
umeéleckou platformu
nachazejici se v z6né& mezi
zidovskou osadou Tel
Rumeida a jejim palestinskym
sousedstvim. Snimek Snow
Tapes ziskal v roce 2012
ocenéni na 58. Mezinarodnim
festivalu kratkych filma

v némeckém Oberhausenu
(58th International Short
Film Festival, Oberhausen)

a byl prezentovan na mnoha
dalSich festivalech.

purpose of documenting is
to resist against spiralling
violence, forced removals,
and the constant harassment
by settlers, soldiers, and the
state which the Palestinian
inhabitants of these
territories are confronted
with. Zupraner also initiates
the project HEB2, realised

in Hebron in the West Bank,
particularly in the sector

H2, which is under Israeli
occupation. In Hebron,

he founded a community
artistic platform located

in the zone between the
Israeli settlement, Tel
Rumeida, and the Palestinian
neighbourhood, Jabla al
Rahama. Snow Tapes
received an award at the
58th International Short Film
Festival in Oberhausen and
was showcased at many
other festivals.



Yeah, they took it yesterday
along with the incident.
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O dokumentami

On the Uncertainty

ngjistote  of the Documentary

Uvod

Zavérecna kapitola roéniho projektu Politika
pravdy, ktera nese podtitul O dokumentarni nejistoté,
shrnuje nékteré klicové otazky provazejici zkoumani doku-
mentarismu v umeéni poslednich dekad. Videim a filmdm
zarfazenym do predchazejicich ¢tyr kapitol byly viastni
rdzné podoby sebereflexivnich strategii. Médium doku-
mentarniho videa nebo filmu bylo velmi ¢asto pouzivano
zpUsobem, ktery nas navadi k Uvaham, jakym zplsobem
nam tvlrci urcité teze predkladaji ¢i jak se prenasi infor-
mace a obrazy prostfednictvim audiovizuélnich prostredka.

V pocatecni kapitole Mezi realitou a fikci jsme se
ptali, jakym zpGsobem se dnes dokumentarni postupy
v pohyblivém obraze vztahuji k otazce pravdy. Této proble-
matiky se dotykaji také dila, ktera pracuji s divackou
davérou v urcéité formalni prostfedky spjaté s dokumen-
tarnim obrazem, ale zprostfedkovavaji spekulativni vypra-
veéni ¢i fiktivni pfibéh. Projekénim blokem Observace jsme
naopak ohledavali ponékud pfimocarou cestu ke skutec-
nosti skrze pozorujici aparat kamery. Zabyvali jsme se
tim, v jakych politickych &i spolecenskych konstelacich
se dnes objevuje bezprostiedni zaznam okolniho déni.
Ukazalo se, ze ,pouhé“ dokumentovani nemusi nutné
znamenat rezignaci tvlrce na sofistikovanéjsi umélecké
prostfedky, ale mGze byt jasnou reakci na svét kolem
nas a takeé na to, jak o realité vypovidaji média a jestli se
pro tento typ dokumentarnich obrazd najde kromé sféry
umeéni misto také nékde jinde.

S Uvahami, kdo o kom natacdi a jaké zajmy tim
sleduje, Uzce souvisi také otdzka produkce obrazi jako
specifické pozice moci. Ten, kdo disponuje produk&nimi
prostifedky, zodpovida za zplsob zobrazeni néceho C¢i
nékoho pred kamerou. V kapitole Obraz druhého jsme
se pokouseli nastinit, jak se s pokusy vypovédét néco
o ,druhém® poji také pozadavky na prizplGsobeni audiovi-
zudlniho média tomu, aby pouze nereprodukovalo stereo-
typni a objektivizujici pohled na jednotlivce ¢i kulturné
odlisné komunity. Prezentovana dila tak pracovala
s metodami, kdy se obraz bud ptizplsobil zobrazova-
nému subjektu, nebo kdy si sami zobrazovani pfisvo-
jili prostfedky k vytvofeni obrazového zaznamu. Ctvrta
kapitola pak narusovala zdanlivy protiklad dokumentar-
niho a inscenovaného. Ukazali jsme ptiklady, kde se (Re)-
inscenace pouziva jako moznost nové uchopit historicke
udalosti nebo kdy tvircim umozriuje vyhnout se pouziti
bezprostfednich zdznamd, které jsou jiz zatizeny pred-
chozi interpretaci. Zejména u traumatickych déjinnych
momentd muize byt herecké ztvarnéni zplsobem, jak se
dostat hloubéji pod povrch obrazd, které jiz zname.

Introduction

The final chapter of the year-long project titled
Politics of Truth with the subheading On the Uncertainty
of the Documentary summarises some key questions that
accompany the research of documentarism in art in the
past decades. Inherent to the videos and films included in
the four preceding chapters were distinctive forms of self-

-reflexive strategies. The medium of documentary video and
film had often been used in ways that make us consider
in what manner authors present certain propositions and
how information and image are transmitted through audio-
visual means.

In the introductory chapter Between Reality and
Fiction, we asked in what ways current documentary stra-
tegies are concerned with the question of truth. This issue
is reflected by works that play with the viewers' trust in
certain formal means related to documentary image but
present a speculative narrative or a fictional story. On the
contrary, the screening block titled Observation explored
the somewhat direct approach to reality through the
observing apparatus of a camera. We debated the political
and social constellations that appear present in the imme-
diate recording of surrounding affairs. It became apparent
that “merely” documenting does not necessarily imply giving
up on more sophisticated artistic means. On the contrary,
it can be a natural response to the world that surrounds us,
to the slanted way in which media represents reality and
to the question of whether there is a space for this type of
documentary image outside of the art world.

The thoughts regarding who is filming whom and
with what interests are closely related to the question of
image production as a particular power position. The posse-
ssor of the means of (audiovisual) production is responsible
for how something or someone is depicted by a camera. In
the chapter, The Image of the Other, we outlined how the
attempts to narrate the “Other” are related to the demands
on the audiovisual medium to avoid reproducing stereo-
typical and objectivising views of individuals and cultu-
rally distinctive communities. Hence, presented works use
methods that either adapted the image to the depicted
subject or which enabled the depicted subjects to appro-
priate the means needed for the production of an image
recording. The fourth chapter then disrupted the seeming
opposition between documentary and staged work. We
showed examples where (Re)enactment is used as a possi-
bility to understand historical events from a new perspec-
tive or to avoid immediate recordings, burdened by previous
interpretation. In particular, when it comes to traumatic
historical moments, a dramatic rendering might be a way



Vétsinu dosud prezentovanych dél spojuje silna
reflexe zpUsobu, jakymi se vztahuji ke skute¢nosti. Obecné
si klademe otazku, zda jsou rozmanité dokumentarni stra-
tegie, které umélci rozviji, reakcemi na nejistotu, s niz
se dnes obecné dokumentarni formy potykaji. Postmo-
derni kritika nas naucila zachazet s pojmy, jako je pravda
¢i realita, se zna¢nou rezervou. Samotny pojem ,doku-
ment“ je opreden ¢etnymi pochybnostmi o moznostech
jeho definice — a zejména experimentalni pristupy umélcu,
ktefi se zameérné pohybuji na okrajich toho, co chapeme
jako dokumentarni dilo, jej neustale rozsiruji. V této spleti
neznamych ale zGstava ziejmé, ze zkoumat dokumen-
tarni formy znamena starat se zejména o nas vztah ke
skutecnosti. V dobé postupného rozpousténi jistoty, zda ve
sféfe soucasné politiky hraji ,pravda“ a ,skutec¢nost” jesté
ne&jakou roli, je na misté se ptat, zda kultura a souc¢asné
uméni mize byt sférou péce o tyto veliciny.

S pojmem ,dokumentarni nejistota“ prichazi Hito
Steyerl uz kolem roku 2011, kdyz se snazi popsat, v jaké
situaci se dokumentarni obraz nachazi. Zileme obklopeni
instantnimi, vSudypfitomnymi a nezaostfenymi obrazy, které
kolem nas proudi ve velkém mnozstvi. OvSsem toto zmnozeni
neznamena3, ze se ke skutec¢nosti dostavame blize. Naopak
je priznakem povrchnosti a nejistoty, k ¢emu tyto efemérni
obrazy presné odkazuji. Vzbuzuji v nas rychlé emoce,
namisto aby byly zakladem k hlubsi Gvaze nad povahou
skuted&nosti.2 Slovy Steyerl by v§ak neustalé pochyby nad
vyznamem ,faktického”, ,skute¢ného” ¢i ,redlného” nemély
byt upozadény jako néco nemistného, ale naopak je potreba

1

,Cim blize realité se
ocitame, tim méné
soustfedény a tim vice
nejisty se obraz stava.
Nazvéme to principem
nejistoty moderniho
dokumentarismu.” Hito
STEYERL, ,Documentary
uncertainty“. Re-visiones,
vol 1, 2011, Madrid:
Universidad Complutense

je prijmout jako neodmyslitelnou souc¢ast dnesniho doku-de Madrid. Dostupné online

mentarniho mdédu. Steyerl déle nabada k védomi, ze nestaci
byt socidlné a politicky kriticky pouze v roviné obsahu, ale
ze rovnéz samotné formy mohou znamenat jisté uspo-
fadani moci. Prejimat existujici zplUsoby distribuce infor-
maci nic nezméni na stavajicich strukturach. Jinymi slovy
to podstatné na dokumentarni produkci neni jen to, ,0 c¢em*
dila pojednavaiji, ale zejména ,jak"” se to déje.

Jestlize Steyerl (vedle dalsich) artikuluje nejisty
vztah dokumentu a pravdy, nas zajima, zda je tato nejis-
tota dokumentu ddvodem, pro¢ autofi ¢asto tematizuji
zpUsob utvareni dokumentarniho dila nebo upozorruji na
jeho konstruovanost.

Predchozi kapitoly vyzkumného projektu Politika
pravdy jsme se rozhodli zrekapitulovat také pasmem videi.
Shrnujeme tak klicové ptistupy, které umélcm a umélkynim
umoznuji reflektovat vychodiska své tvorby i prozkoumavat
rozmanité moznosti dokumentarnich pristupl. Hranici mezi
realitou a fikci podvraci film Adély Babanové Navrat do
Adriaportu (2013). Umélkyné& v ném rozpohybovala koléaze
z dobovych fotografii a archivnich snimkd. Prostfednic-
tvim téchto materiald rekonstruovala jeden neuskuteénény
historicky projekt. Vystavba tunelu z Ceskoslovenska az
k Jaderskému mof¥i byla poc¢inem, diky kterému mélo ziskat
Ceskoslovensko kone&né vlastni more i ostrov, pficemz oboji
meélo byt zarukou nezpochybnitelného blahobytu. Po prvni
sezdéné vSsak musel byt ostrov z nevysvétlitelnych ddvodu
uzavien. Kratky film grotesknim zpdsobem reflektuje
restriktivni charakter dobové politické situace, ale zaroven

na: www.re-visiones.
net/anteriores/spip.
php%3Farticle37.ntml
(vyhledano dne 24. 11. 2018).

2

Hito STEYERL,

»The Uncertainty of
Documentarism®, Chto
Delat newspaper,

#special issue: Make

Film Politically,
www.chtodelat. org/
category/b8-
newspapers/12-55/
(vyhledano dne 24. 11. 2018).

1

“The closer to reality we
get, the less focused

and jumpier the image
becomes. Let us call

this the uncertainty
principle of modern
documentarism.” Hito
STEYERL, “Documentary
uncertainty”. Re-visiones,
vol 1, 2011, Madrid:
Universidad Complutense
de Madrid. Retrieved from:
www.re-visiones.net/
anteriores/spip.php%3
Farticle37.html (Accessed
on 24. 11. 2018)

2
Hito STEYERL, “The

Uncertainty of
Documentarism”, Chto
Delat newspaper, #special
issue: Make Film
Politically, www.chtodelat.
org/category/b8-
newspapers/12-55/
(Accessed on 24. 11. 2018)
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of looking under the surface of pictures we believe we
already know.

Most of the works we have already presented are
characterised by a strong reflection on the means they
use to represent reality. More generally, we ask whether
the diverse documentary strategies developed by artists,
are a reaction to an uncertainty that documentary forms
face today. Postmodern critique taught us to perceive the
notions of truth and reality from a considerable distance.
The notion of “documentary” itself is furnished with nume-
rous doubts regarding the possibility of its definition. In
addition, the experimental approaches of artists, who work
on the edge of what is considered to be a documentary
work, constantly expand the notion. Despite this tangle of
unknown issues, it is evident that to explore documentary
forms means to be concerned with our relationship to reality.
At times of increased uncertainty, whether the “truth” and

“reality” still play a role in the field of politics, we can ask if
culture and contemporary art can become a sphere that
takes care of these values.

Hito Steyerl came up with the notion of “docu-
mentary uncertainty” already around the year 2011, when
describing the present state of documentary image.1 We
live surrounded by instant, omnipresent and unfocused
images that flow around in a vast quantity. However, this
multiplication does not mean that we are closer to reality.
On the contrary, it is a symptom of superficiality and uncer-
tainty, which is also what these ephemeral images refer to.
Instead of prompting a deeper reflection on the nature of
reality, they arouse sudden emotions.2 According to Steyerl,
constant doubts regarding the meaning of “factual” and

“real” should not be sidelined as something irrelevant but
accepted as an inseparable part of the current documen-
tary mode. What Steyerl encourages is an awareness that
it is not enough to be socially and politically critical merely
at the level of content but also that form as such implies
a certain balance of power. To adopt existing means of infor-
mation distribution does not transform prevalent structures.
In other words, what is important with respect to documen-
tary production is not only “what” the works are about but
more importantly “how” it happens. If Steyerl, among others,
articulates this uncertain relation between the documen-
tary and truth, we are asking whether this documentary
uncertainty is the reason, why authors often thematise
the way the documentary work is made and point out its
constructedness.

We decided to recapitulate the previous chapters
of the Politics of Truth project in a video programme. It
summarises key strategies that allow artists to reflect on
the preconceptions of their own work and to explore the
varied possibilities of documentary approaches.

The boundary between reality and fiction is
subverted in the movie Return to Adriaport (2013) by Adéla
Babanova. The artist animates collages using contempo-
raneous photography and archival pictures. By doing so,
she reconstructs a historical project that has never been
implemented. To build a tunnel from Czechoslovakia all
the way to the Adriatic Sea was supposed to finally grant
to the state both an island and access to the sea, which
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odkazuje k nerealizovanym utopickym projektdm minu-
losti. Privodni voiceover, pasaze s vypovédmi ocité svéd-
kyné i inscenované dialogy mezi prezidentem Gustavem
Husakem a dobovymi hybateli pokroku podvraci zavedené
zpUsoby reprezentace udalosti v dokumentarnich filmech.

Rosalind Nashashibi ve svém filmu Electrical Gaza
(2015) zachycuje vSedni Zivot v palestinském pasmu Gazy
v obdobi probihajiciho vojenského Utoku ze strany izra-
elského statu v Iété roku 2014. Kombinaci observaéniho
modu s animovanymi momenty umélkyné podtrhuje poli-
tickou situovanost vSednich mist. Film v podstaté neobsa-
huje dialogy ani titulky, pozorovani kazdodennich okamzikt
pouze zvyrazriuje hudba nebo jsou naopak ponechany syro-
vému pUsobeni.

Umélec Mich’ael Zupraner je jednim ze zakladateld
Be-celem, organizace dohlizejici na dodrzovani lidskych prav
na okupovanych uUzemich Palestiny.3 Jeho film The Snow
Tapes (2011) pracuje s nahravkami z kamery, které poftidila
palestinska rodina Zijici v Hebronu. Dvoukanalova projekce
vedle sebe klade zabéry pouli¢nich potycek s zZidovskymi
osadniky a reakce samotné rodiny pfi sledovani téchto
nahravek. Zupraner tak namisto distancovaného pohledu na

,druhého pfinasi reflexi samotného procesu zaznamenavani
konfliktu mezi dvéma komunitami. Na pfikladu tohoto dila
si mlzeme vS§imat hranice mezi umeéleckym dilem a obc¢an-
skym zurnalismem, ktera je tvorena praveé reflexi uzitého
meédia. Prace také odhaluje nejistou funkci dokumentarniho
obrazu jako svédka udalosti, pokud chybi komentar ¢i zjas-
néni kontextu, v jakém takovy obraz vznikl.

Po pfehodnocovani teoretickych uvah Hito Steyerl
bylo v etc. galerii kone¢né uvedeno jedno z jejich videi, a to
starsi prace In Free Fall (2010). Steyerl v ném sleduje propo-
jené mechanismy soucasné ekonomiky v éfe globalniho kapi-
talismu, které ukazuje na pozadi pribéhu o ikonickém typu
letadla boeing, jez se objevuje v mnoha filmech. Samotna
cirkulace obrazCG a distribuce uméleckych dél je reflekto-
vana jako soucast tohoto kolobéhu. Video v sobé& obsa-
huje tfi dila, ktera jsou nékdy prezentovana i zvlast: Before
the Crash (Pfed havarii), After the Crash (Po havarii) a The
Crash (Havarie). Digitalni obraz, jenz tvofi kolaz fiktivnich
i redlnych obrazt/havarii, sledujeme na obrazovce pocitace
v prostredi ulozisté letadlovych vrakl v kalifornské pousti.
Na ptikladu téchto opusténych vrak(, jez jsou ob&as recyk-
lovany napriklad pro potreby filmového prdmyslu nebo pro
vyrobu CD nosic¢l, ukazuje Steyerl jak mechanismy ekono-
mické krize, tak nec¢ekané souvislosti mezi ekonomikou,
nasilim a zabavnim prdmyslem.

Abychom Zzjistili, jak zminény nejisty vztah doku-
mentarniho obrazu ke skuteé¢nosti vnimaji sou¢asni umeélci
a teoretici, vénovali jsme tuto brozuru zejména anketnim
otdzkam uréenym autordm a autorkam, teoretikim
a teoretickam, ktefi se béhem uplynulého roku podileli
na programu etc. galerie nebo je jejich hlas podstatnym
prispévkem k debaté o roli audiovizudlnich médii v dnesni
dobé. Ptame se, proc¢ je zejména dnes podstatné se doku-
mentarnim strategiim v uméni vénovat. Kromé uvodu
a medailonktd vénovanych prezentovanym umélcdm
a umeélkynim tak tvofi vétsinu této brozury odpovédi na nase
anketni otazky, ve kterych jsme se ptali, zda a jak soucasni

3

Eyal DANON —
Chen TAMIR — Mich’ael

ZUPRANER, ,The objective

was very clear: to capture
them red-handed®,
Maarav, No. 10, Spring
2011. Dostupné online na:
www.maarav.org.il/
english/2011/05/17/
the-objective-was-very-
clear-to-capture-them-
red-handed/ (vyhledéano
dne 25. 11. 2018).
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Eyal DANON — Chen
TAMIR — Mich'ael
ZUPRANER, “The
objective was very clear:
to capture them
red-handed”, Maarav,
No. 10, Spring 2011.
Retrieved from:
www.maarav.org.il/
english/2011/05/17/
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would lead to indisputable prosperity. Shortly after the first
season, the island had to be shut down for unfathomable
reasons. The short movie grotesquely reflects the restric-
tive character of the present-day political situation and at
the same time refers to the unrealised, utopian projects of
the past. The original voice-over, including testimonies of
an eye witness and staged dialogues between president
Gustav Husék and the present-day initiators of progress,
subvert the established forms of representation of events
in documentary movies.

In her video Electrical Gaza (2015), Rosalind
Nashashibi captures every-day life in Gaza before the Israeli
bombardment of the Gaza strip in the summer of 2014.
Combining observatory mode with animated sequences,
the artist underlines the political situatedness of ordinary
places. The movie contains barely any dialogue or subtitles,
the observation of every-day moments is only emphasised
by music or left to convey its rough effect.

Artist Mich’ael Zupraner is among the founders of
the organisation B'Tselem that documents human rights
violations in the Israeli-occupied Palestinian territories.3 His
movie The Snow Tapes (2011) uses camera recordings taken
by a Palestinian family living in the Hebron sector. Two-

-channel screening juxtaposes shots that capture conflicts
with Israeli settlers and the reactions of the family while
watching their own recordings. Instead of a distanced image
of the Other, Zupraner’s work reflects the process of documen-
ting a conflict between two communities. This work serves as
an example of the boundary between an artwork and citizen
journalism, constituted by the reflexivity of the medium. The
work also exposes the uncertain function of the documen-
tary image as a witness to events when there is a comment

clear-to-capture-them-red- missing or a context that would allure the image production.

handed/ (Accessed on
25. 11. 2018).

After the re-evaluation of Hito Steyerl's theoretical
reflections, etc. gallery finally presented her older work titled
In Free Fall (2010). In this video, Steyerl explores the inter-
connected mechanisms in the age of global capitalism. To
demonstrate these, she uses the story of an iconic Boeing
aircraft, which appears in many movies. The circulation of
images and distribution of artworks is critically perceived as
an inherent part of this process. The video consists of three
works that are sometimes presented separately: Before the
Crash, After the Crash and The Crash. We watch the digital
image, constituted by fictional and real images/crashes, on
the screen of a laptop situated in the aeroplane junkyard
in the Californian desert. Based on the example of these
abandoned wrecks, which are sometimes recycled for the
needs of the film industry or the production of CDs, Steyerl
demonstrates the mechanisms of an economic crisis and
unexpected connection between economics, violence and
the entertainment industry.

To discover the character of the discussed uncertain
relationship of the documentary image to reality perceived
by artists and theoreticians, we devoted this brochure to
a survey among those, who were involved in the programme
of the etc. gallery last year or whose opinions significantly
contributed to the debate regarding the present role of
audiovisual media. We ask why it is today important to use
and discuss documentary strategies in art. Apart from the
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umeélci reflektuji ve sveé tvorbé nejisty vztah dokumentarniho
obrazu ke skute¢nosti a co podle respondentl a respon-
dentek vypovida o sou¢asném umeéni zvysSeny zajem
umélct o obrazy reality. Vysledkem je tak rGznoroda koléaz
nazort, které obhajuji ¢i kritizuji narok dokumentarniho
obrazu na pravdu, reflektuji dopady postmoderni kritiky
na (ne)moznost reprezentace skute¢nosti nebo popisuji
vlastni pristup k potencialni ddvére publika v dokumentarni
obraz. V ramci projektu Politika pravdy jsme se v etc. galerii
snazili hledat mozné zpUlsoby, jak Ize i napfi¢ t&€mito rznymi
autorskymi pfFistupy hledat prostor, kde lze sdilet nase
poznani a védomi o svété. A to at uz formou spolec¢nych
promitani a diskusi, ¢i vytvarenim jakési fluidni komunity,
kterou propojuje zajem o dokumentarni obraz. Zakonéime
tedy tento Uvod odkazem na Bonnie Honig, kterou ve své
anketni odpovédi cituje teoreticka Erika Balsom: ,Prinej-
lepsim,” pise Honig, ,véci vefejné umoznuji setkavani lidi
po fyzické i symbolické strance; a ve vztahu k nim mohou
rGzni lidé sami sebe spatfit a poznat, i kdyz jen na kratkou
chvili, jako souc¢ast komunity.“ MGze tedy dokumentarni
obraz jako véc verejna prispét ke ,vzniku intenzivnéjsiho
pocitu sdileného svéta“?

Alzbéta Bacikova
& Anna Remesova
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introduction and artists' profiles, a large part of this publi-
cation consists of responses to our survey questions. We
asked whether and how contemporary artists reflect the
uncertain relationship between the documentary image and
reality in their work and what does the increased interest
in the images of reality suggest about the current state of
contemporary art. Hence, the presented result is a collage
of opinions, which advocate for or criticise the claims of
documentary image to truth, reflect the impacts of post-
modern critique on the (im)possibility of reality represen-
tation, and describe their own approach to the potential
trust of the audience in the documentary image. Within our
project Politics of Truth, we aimed to find possible ways
to search for places across the varied authorial positions,
where we can share our knowledge and awareness of the
world. We pursued this aim by organising joint screenings
and debates, and by creating a fluid community that shares
an interest in documentary image. To conclude this introdu-
ction, we refer to Bonnie Honig, mentioned by theoretician
Erika Balsom in her response. “At their best,” Honig writes,

“public things gather people together, materially and symbo-
lically, and in relation to them diverse people may come to
see and experience themselves — even if just momentarily —
as a common in relation to the commons.” Can documen-
tary image as a public thing contribute to the establishment
of a more intense feeling of the common world?

Alzbéta Bacikova
& Anna Remesova
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Odpovedi na Answers to the

anketni otazky survey questions

Otazky pro teoretiky:

1 V poslednich dvaceti letech sou¢asni umélci a kura-
tofi vénuji stale vice pozornosti audiovizualnim dilim, ktera
se vztahuji k realnemu déni. Zatimco postmoderni kritika
pfinesla neddvéru ve schopnost dokumentarniho videa
nezaujaté zprostredkovat skutecnost, coZ podnitilo sebe-
reflexivni strategie v uméni, dnes najdeme u nékterych
umélc’ obnoveny zajem o vzbuzovani dvéry divaka v repre-
zentovanou realitu. Reflektuji sou¢asni umélci tento nejisty
vztah dokumentéarniho obrazu ke skutec¢nosti ve své tvorbé&?
A pokud ano, jakymi prostfedky se vyporadavaji s nedi-
vérou divaka ve schopnost pohyblivého obrazu reprezen-
tovat skutec¢nost?

2 Pro¢ povaZujete za dilezité se dnes dokumentarnim
strategiim v uméni vénovat? Co podle véas tento zvyseny
zajem o obrazy reality vypovida o souc¢asnéem umeéni?

Erika Balsom
Teoreticka pohyblivého obrazu
1 V pocatcich 90. let si progresivni dokumentarni
tendence na teoretické i praktické roviné osvojily postmo-
derni kritiku objektivity a autenticity a zastitily se zasadami
zpochybriovani, nejistoty a subjektivity. Tento zasadni pocin,
ktery se odehral ve jménu progresivni politiky, si kladl za
cil odhalit mocenské vlivy a dekonstruovat falesné univer-
salismy — coz v mnoha ohledech pretrvava az do soucas-
nosti. Podle mého nazoru je vSak nutné se ptat, do jaké
miry je spoléhéani se na pojmy zpochybriovani a skepti-
cismu paralyzujici a kontraproduktivni. Tento pfistup maGze
vést az k cynismu. Myslim si, Ze v dnesni dobé stoji za
to zvazit, jakym zplsobem muize film napravit svdj vztah
k realité. Ve svych pfedchozich textech jsem navrhla, ze
tento proces muizZe zahrnovat sestavovani spise nez demon-
tovani, upevriovani presvedceni spise nez prokazovani fales-
ného védomi, péci spise nez skepticismus. Obnoveny zajem
umélcl o observaéni strategie v dokumentarni praxi svéddéi
podle mého nazoru o jistém odklonu od zpochybriovani
a podezirani. Tento zajem mi pfijde obzvlasté pozoruhodny,
pokud vezmeme v potaz, nakolik byl observaé¢ni méd pova-
zovan postmodernimi teoriemi dokumentu za Spatny pfristup.
Pro tyto teorie pfedstavoval observaé&ni mdod naivni viru
v transparentnost reprezentace a moznost objektivity; byl
jimi vniman jako nedostatec¢né reflexivni a pfilis dGveéru-
jici indexikalnimu vztahu fotografického obrazu k realité —
vztahu, ktery néktefi postmoderni teoretici chapali jako
dalsi ze spole¢enskych konstrukci. Dokumentarni obrat
v souc¢asném umeéni byl ¢asto popisovan jako prekracovani

Questions for theoreticians:

1 In the past two decades, contemporary artists
and curators have increasingly become concerned with
audiovisual works that depict reality. Whereas postmo-
dern criticism questioned the ability of the documentary
to objectively represent reality, which prompted the adop-
tion of self-reflexive strategies in art, artists nowadays
have become increasingly concerned with building viewers'
trust in the represented reality. Do you think contemporary
artists reflect this uncertain relation between the documen-
tary image and reality in their work? If yes, what means do
they use to deal with the viewers' distrust in the power of
moving image to represent reality?

2 Why do you think it is important to use documen-
tary strategies in art nowadays? What does the increased
interest in the images of reality suggest about the current
state of contemporary art?

Erika Balsom
Theoretician of moving image
1 Beginning in the 1990s, the theory and practice
of vanguard documentary internalized the postmodern
critique of objectivity and authenticity, proceeding instead
under the watchwords of doubt, uncertainty, and subjec-
tivity. This was a valuable enterprise that occurred in the
name of a progressive politics, seeking to unmask opera-
tions of power and dismantle false universalisms — and in
many respects it continues today. However, | think that
we also need to question the extent to which an overre-
liance on notions of doubt and scepticism can be paraly-
sing and counterproductive. It can even lead to cynicism.
Today, | think it is worth considering how a film might take up
a reparative relation to reality. Elsewhere, | have proposed
that this might involve assembling rather than dismant-
ling, fortifying belief rather than debunking false cons-
ciousness, care rather than skepticism. | see a turn away
from doubt and suspicion as happening in a resurgence of
observational strategies in artists’ documentary practices.
This interest was notable to me given how thoroughly the
observational mode had figured as the bad object in post-
modernist theorizations of documentary. It was deemed
to possess naive beliefs in the transparency of represen-
tation and the possibility of objectivity; it was seen as
insufficiently reflexive, as having too much trust in the
photographic image’s indexical bond to reality — a bond
some postmodernist theorists understood as yet another
social construction. The documentary turn in contempo-
rary art was often described as moving beyond “merely”
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spouhého® zaznamenani reality a prosazovani fikce a hybri-
dity, ¢imz |ze ziskat pristup k hlubsi pravdé, nez jakou skytaiji
prosté jevy. Ja bych vsak rfekla, ze je skute¢né hodnotné
vénovat pozornost jevim dnes$niho svéta, a myslim si, ze
mnozi umélci se tohoto Ukolu ujimaji.

2 Hannah Arendtova v knize Vita activa: neboli
O ¢inném Zivoté tvrdi, Ze budovani spole¢ného svéta je
néco, co musime ¢init dohromady, co je zalezitosti verej-
ného Zivota. Pise: ,Pfitomnost ostatnich, ktefi spatfuji to,
co spatfujeme my, a slysi to, co slySime my, nas ujistuje
o skute¢nosti svéta a nas samych.” Nejde zde o jakysi jedno-
lity souhlas, ale spise o shromazdovani rGznych perspektiv,
které sméruji ke stejnému zajmu a v jejichz souhrnu mGze
vyvstat sdilena skute¢nost. Bonnie Honig navazuje na
praci Arendtové a pta se, jakym zpUsobem jeji termin ,véci
vetejnych® (public things) poskytuje prostor pro vyjedna-
vani, protichGdné pozice a dohody, které utvareji b&Zznou
skutec¢nost. ,Pfinejlepsim,” pise Honig, ,umoznuji véci
verejné setkavani lidi po fyzickeé i symbolické strance; a ve
vztahu k nim mohou rGzni lidé sami sebe spatfit a poznat,
i kdyZz jen na kratkou chvili, jako souc¢ast komunity.” Honig
se sice zamérfuje na prostfedi a véci, jako jsou mosty,
potrubni vedeni ¢i univerzity, ale polemizuje nad tim, zda
bychom tento obsahly pojem mohli vztahnout i na uvazo-
vani o dokumentéarnim obraze. Dokumentarni tvorba maze
jakozto véc verejna poskytnout prostfedky k podniceni
takového setkani. V dobé, kdy je védomi sdilené skutec¢nosti
v kritickém ohrozeni, mize dokumentarni obraz pfispét ke
vzniku intenzivnéjsiho pocitu sdileného svéta. Véci verejné
jsou soucasti budovani rGznych forem demokratického
plosné zavadéna neoliberalni logika privatizace a trhu. To
mi pfFijde jako jedno z moznych uchopeni naléhavosti doku-
mentarni tvorby v souc¢asné dobé, obzvlasté co se tyka
takoveé formalni prace, ktera zpochybriuje nejen to, co vime,
ale také jakym zplsobem to vime.

Andrea Priichova Hrlizova
Teoreti¢ka vizualni kultury
1 Zajem o dokumentarni obraz v sou¢asném umeéni
souvisi s vyznamnou promeénou infrastruktury produkce,
distribuce a cirkulace vizualni kultury nového milénia, od
niz se také odviji zplUsoby, jimiz je tento zajem na strané
umélct rozvijen. Konkrétné bych zde chtéla odkazat na tfi
prvky této nové obrazové kultury, které se vuméleckeé tvorbé
odrézeji: format kratkych videi typicky pro kulturu YouTube
a socialnich siti, zpracovani amatérsky natoc¢enych video-
zébérl a vyuziti mechanicky vznikajicich zaznamu, nejc¢as-
téji pochazejicich z kamerovych systémda. V prvni dekadé
po roce 2000 jsme mohli sledovat nastup socialnich siti,
jenz se uskuteénil ruku v ruce s rozsifenim mobilnich tele-
fonl opatfenych fotoaparaty. Tim se zasadné zménil pomér
v oblasti audiovizudlni produkce a také prostredi, v némz se
tato produkce zac¢ala objevovat. Dokumentarni realita dfive
zajistovana televizni vyrobou se dostala do pozadi a otdzka
zobrazovani skuteé¢nosti se s rozsifenim postprodukénich
technologii mezi bézné uzivatele jestée vice zproblematizovala.
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recording reality, to embracing fictionalization and hybridity
and thereby accessing a truth deeper than simple appe-
arances. But | would say that there is real value in atten-
ding to the surfaces of the world today, and | believe many
artists are taking up this task.

2 In The Human Condition, Hannah Arendt argues that
building a common world is something we must do together;
it is a matter of public life. She writes, “The presence of
others who see what we see and hear what we hear assures
us of the reality of the world and ourselves.” This is not
a matter of monolithic agreement; it involves assembling
distinct perspectives that are directed towards the same
object, out of the sum of which a shared reality can emerge.
Bonnie Honig has built on Arendt’s work to discuss how
what she calls “public things” provide sites for the nego-
tiation, antagonism, and agreement that constitute worldly
reality. “At their best,” Honig writes, “public things gather
people together, materially and symbolically, and in rela-
tion to them diverse people may come to see and experi-
ence themselves—even if just momentarily—as a common
in relation to the commons.” Honig concentrates on things
like bridges, pipelines, and universities, but wonders if we
could use this capacious term to think about documen-
tary. As a public thing, documentary practice can provide
a means of creating this encounter. At a time when a sense
of shared reality feels in absolute peril, documentary might
participate in shepherding into being a heightened sense
of a shared world. Public things are part of the work of buil-
ding democratic forms of life, something that is ever more
important as neoliberalism everywhere installs logics of
privatization and marketization. This strikes me as one way
of conceptualizing the urgent work of documentary today,
particularly documentaries that engage in formal work that
questions not just what we know but how we know it.

Andrea Prichova Hriizova
Theoretician of visual culture
1 According to my opinion, the concern with docu-
mentary image in contemporary art is related to the signi-
ficant transformation of the infrastructure of production,
distribution and circulation of visual culture in the new
millennium, which also determines the ways in which the
artists' interest is developed. | refer particularly to three
elements of this new visual culture that are reflected in
artists' work: the format of short videos (characteristic of
Youtube and social networks), the processing of amateur
video shots, and the use of mechanically developed recor-
dings, most frequently originating fromm camera systems.
During the first decade of the 21st Century, we witnessed
the rise of social networks, which went hand in hand with
the development and mass use of mobile phones equi-
pped with cameras. It has profoundly transformed the
situation in the field of audiovisual production, as well as
the environment in which this production began to occur.
Documentary reality previously provided by television produ-
ction was withdrawn and the question of reality depiction
became even more complicated with the expansion of post-
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Obrazy porizené amatéry pomoci chytrych telefont zacaly
postupné utvaret pomyslny protipdl profesionalnich audio-
vizudlnich obsaht a v pfipadé tzv. obc¢anského zurnalismu
dokonce zacaly tento obsah z médii vytlacovat.

Na druhé strané predstavuji obrazy amatérskeé
internetové video kultury zrcadla, v nichz jsme schopni se
jednoduse poznat. Hito Steyerl tyto obrazy nazyva ,mizer-
nymi“ (poor images) ve smyslu jejich nedokonalé technické
kvality, jiz se Casto vyznacduji. Zaroven je vSak oznacuje za

,obrazy popularni, jez mohou byt tvoreny a vidény velkym
mnozstvim lidi“1 Tato popularni povaha jim dava schop-

1

nost odrazet mnohost a véehochut nasi spole¢nosti, ktera

Hito STEYERL,

je jejich producentem. Vedle obsahl ob¢anského Zzurna-

The Wretched of the

lismu tak mGzeme sledovat zaznamy béznych aktivit, jakymi

Screen, Berlin: Sternberg

jsou vareni, sportovani, zabavné chovani zvifat a déti, ale

Press, 2012, s. 41.

i nasili a erotiku. Podobné se dokazeme poznat také v obra-
zech produkovanych automatickymi zéznamovymi systémy,
které utvareji pomysinou mechanickou dokumentarni realitu.
Dnes jsme jiz zvykli vidét se na zaznamech kamer umisté-
nych na ulici &i v obchodnich centrech. Ocitli jsme se v rolich
dokumentaristl a ptijde nam prirozené byt zaroven pozo-
rujicimi i pozorovanymi subjekty.

2 Dokumentarni strategie, jez se opiraji o vySe po-
psany typ vizuality internetové amatérskeé video kultury,
vsazuji sou¢asné umeéni zpét do prostoru Sirsi vizualni
kultury, v némz souc¢asné umeéni snad vzdy existovalo, avsak
z rGznych ddvod( z néj bylo a je vyjimano. Aktualni véudy-
pritomnost dokumentarniho obrazu v kazdodennim zivoté
a popularni vizualni kulture buduje urcity komunika¢ni most
mezi divakem, sou¢asnym uménim a jeho tvQrci. Pro jisté
umélce a skupiny tak mudze slouzit jako pfislib budovani
vzajemného porozumeéni, které se zdalo byt s nastupem
konceptualné orientovanych proudl spise ztraceno. Na
strané soucasné vizudlni teorie se dokumentarni obraz
poji s nadéjemi na politickou mobilizaci vefejné sféry, o niz
ve vztahu k obrazdm internetové video kultury hovofi —
na prikladu hnuti Black Lives Matter — Nicholas Mirzoeff.
V navaznosti na Judith Butler tvrdi, Ze tyto obrazy tvofi tzv.
vizualni kulturu vyjevovani (appearance), jiz dava do opozice
vUéi predchozi obrazové kultufe obrazd chapanych jako
reprezentace. Ty v medidlni realité znovu zpfitomnuji (re-
-prezentuji) pouze ty skupiny, témata a prostredi, jez jsou ve
spole¢nosti bézné viditelné, a tedy se nepohybuji na jejich
okrajich. Soudoba online video kultura naopak umoznuje
Sifeni obraz(, jez jsou chapany jako zjeveni ¢i vynoreni, jako
urcité prekvapeni fyzickou existenci nékoho nebo néc¢eho,
o ¢em jsme neméli ponéti, &i problému, pfed kterymi jsme
zavirali o¢i.

Otazky pro umélce:
1 V poslednich dvaceti letech sou¢asni umélci a kura-
tofi vénuji stale vice pozornosti audiovizualnim dilim, ktera
se vztahuji k realnemu déni. Zatimco postmoderni kritika
pfinesla neddvéru ve schopnost dokumentarniho videa
nezaujaté zprostrfedkovat skutec¢nost, coz podnitilo sebere-
flexivni strategie v uméni, dnes najdeme u nékterych umélci
obnoveny zdjem o vzbuzovani davéry divéaka v reprezento-

1
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-production technologies among regular users. Images taken
by amateurs using smartphones gradually began to consti-

tute an imaginary antipole to the professional audiovisual

content — in the case of the so-called citizen journalism,

they even started to displace it. On the other hand, images

of amateur video culture present mirrors, in which we can

easily recognise ourselves. Hito Steyerl calls these images

“poor” in the sense of their technical imperfection, which is
commonly distinctive to them. At the same time, she claims

them to be “popular images that can be created and seen

by a vast amount of people”.1 Their popular nature enables

Steyerl, Hito.

them to reflect on the plurality and diversity of our society,

The Wretched of the

which produced them. Next to the contents of citizen jour-

Screen, Berlin: Sternberg

nalism we can watch recordings of everyday activities such

Press, 2012, p. 41.

as cooking, sports, entertaining behaviour of animals and

kids, but also sex and violence. Similarly, we can recog-
nise ourselves in images produced by automatic recording
systems that create the imaginary mechanical documentary
reality. Nowadays, we have become accustomed to seeing
ourselves on the recordings of cameras that are located on
streets or in shopping malls. We find ourselves in the role
of documentarists and take for granted that we are both
observed and observing subjects.

2 In my opinion, documentary strategies, which are
based on the above-mentioned type of visuality of online
amateur video culture, bring contemporary art back to the
space of broader visual culture, in which it has probably
always been embedded but, for different reasons, it was
and is being removed from. The current omnipresence of
documentary image in everyday life and in popular visual
culture builds a communication bridge between a viewer,
contemporary art and its producers. For certain artists and
groups, it might serve as a promise of mutual understan-
ding that once seemed to be lost with the emergence of
conceptually-oriented movements. In contemporary visual
theory, documentary image is tied with the hopes for poli-
tical mobilisation of the public sphere. Using the example of
the Black Lives Matter movement (2018), Nicholas Mirzoeff
discusses this mobilisation in relation to images of online
video culture. In response to Judith Butler (2015), he claims
that these images constitute the so-called visual culture
of appearance, which is in opposition to the previous
online culture that understood images as representa-
tions. The images as representations simply make present
(re-present) the groups, topics and environments that are
already visible in society and do not reach to its margins.
On the contrary, contemporary online video culture enables
a distribution of images understood as a revelation or
emergence, as a surprising physical existence of something
or someone we did not know about and of problems we
did not wish to see.

Questions for artists:
1 In the past two decades, contemporary artists and
curators have increasingly become concerned with audio-
visual works that depict reality. Whereas postmodern criti-
cism questioned the ability of the documentary to objectively
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vanou realitu. Reflektujete tento nejisty vztah dokumen-
tarniho obrazu ke skuteénosti ve své tvorbé? A pokud ano,
Jjakymi prostredky se vyporadavate s nedivérou divaka ve
schopnost pohyblivého obrazu reprezentovat skute¢nost?

2 Pro¢ povaZujete za dilezité se dnes dokumentarnim
strategiim v uméni vénovat? Co podle véas tento zvyseny
zajem o obrazy reality vypovida o souc¢asnéem umeéni?

Jivi Zak
Vizualni umélec

1 Myslim, Ze problém nedGvéry divakl ve schopnost
pohyblivého obrazu reprezentovat skute¢nost neni tim, co
by nas mélo trapit. Umélci/umélkyné by k nému pfece méli
byt stejné nedGvérivi jako divaci, protoze plné objektivni
ani pravdivy nebyl nikdy. Dokumentarnost je urcity nara-
tivni mdd, ktery ma specifické estetické a stylové kvality
a umoznuje jiny typ formulace tématu (v kontrastu s napf.
zanrovym ¢&i experimentalnim filmem). Umélci/umélkyné
predevsim vyuzivaji vztah, ktery uz divaci maji k dokumen-
tarni formé jako takové vypéstovany predem (jde o ono zdani
objektivity). Zaujatost dokumentarismu je dle mého (alespor
mezi tvarci) dnes uz pomérné sSiroce pfijimana — a doku-
mentaristé se ¢asto sami stavaji protagonisty svych vlast-
nich filmd. Toto je moment, ktery mize byt pro uméleckou
komunitu zajimavy, protoze jestli je néco umeéni vliastni, je
to pravé subjektivita. Sam se pohybuji na pomezi video-
-eseje, experimentalniho hraného videa a dokumentu. Témér
vyhradné pracuji se spole¢ensko-politickymi naméty, at uz
v historické, ¢i sou¢asné perspektivé. V drtivé vétsiné ,Ciste”
dokumentaristicky nepracuji. Samoziejmé se vzajemny
pomé&r rGznych stylG ligi v kazdé jednotlivé praci. Casto
ale zaujimam opac¢nou strategii. Videim sice pfedchazi co
nejvétsi fakticky a analyticky vyzkum daného tématu, pfi
jeho nasledné formulaci v§ak vyuzivdm dokumentarni formu
jen ¢astecné. Spise preferuji stylizaci, fikénost a poetiku.
Nesnazim se divaka presveéddit o ,pravdivosti® &i objektivité.
Pracuji v narativnim maddu, kdy si je divak v prvnim planu
védom, Ze co sleduje, je fiktivni prostor. Je to vSak fikce
vztahujici se k realité mimo ni samotnou. Ve svém vyznéni
pak prezentuje néjaky politicky postoj ¢i zpravu o této vnéjsi
realité. O co tedy ve vysledku jde, je spise divakdv pomér
ke skutecnosti jako takové nez k jeji reprezentaci v ramci
pohyblivého obrazu.

2 V dobé ménicich se spolec¢enskych a politickych
paradigmat, a predevsim pak v dobé klimatické zmeény, pova-
Zuji zvySeny zajem o reflexi podminek zivota za naprosto
pfirozenou reakci. Jestli to bude formou dokumentu nebo
poezie, je uz celkem jedno, pfestoze to prvni v souvislosti
s demokratizaci technologie pohyblivého obrazu dostava
logicky prfednost. Vyhodou i nevyhodou dokumentu je
zaroven to, Zze budi zdani, Ze je mozné pracovat s obrazy
reality pfimo bez potfeby je znovuvytvaret skrze umélecky
jazyk, ktery se nékdy muze jevit jako nedostateény. Nevim,
jestli je dUlezité, aby se uméni dokumentarnim strategiim
vénovalo, ale to, Ze to déla, znamena, ze prekonava vlastni
sebereflexivitu a stale vice se angazuje v tom, co se kolem
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represent reality, which prompted the adoption of self-re-
flexive strategies in art, artists nowadays have become
increasingly concerned with building viewers' trust in the
represented reality. Do you reflect this uncertain relation
between the documentary image and reality in your work?
If yes, what means do you use to deal with the viewers' dist-
rust in the power of moving image to represent reality?

2 Why do you think it is important to use documen-
tary strategies in art nowadays? What does the increased
interest in the images of reality suggest about the current
state of contemporary art?

Jivi Zak
Visual artist

1 | think that the problem of viewers' distrust in the
power of the moving image to represent reality is not what
we should be concerned with. Artists should have the same
distrust as viewers because moving image has never been
fully objective and truthful. Documentarity is a specific
narrative mode that has particular aesthetic and styli-
stic qualities and enables a different rendition of a topic
(in contrast with genre or experimental film, for instance).
Artists mostly make use of the relationship that viewers
developed with the documentary form beforehand (it is
the illusion of objectivity). In my opinion, the bias of docu-
mentarism is already broadly assumed (at least among
authors), and documentarists often become protagonists of
their own films. This is a moment that might be interesting
for the artistic community because if there is something
intrinsic to art then it's subjectivity. My own work balances
between a video-essay, experimental live-action video and
documentary. | work almost exclusively with socio-poli-
tical subjects, grasped from both a historical and contem-
porary perspective. In most cases, | do not work purely in
a documentarist way. Naturally, the ratio of various styles
is different in each single work. | often adopt an opposite
strategy. Even though my videos are preceded by extensive
factual and analytical research of the given subject, for the
final rendering | use the documentary form only partially.
| prefer stylization, fictionalization and poetics. | do not aim
to persuade viewers about the “truthfulness” or objectivity.
| work in a narrative mode, in which the viewer is in the first
instance aware that what he or she is viewing is a fictional
space. However, the fiction is related to reality while being
outside of it. Its meaning, then, presents a certain political
stance or a message about this outer reality. After all, what
matters is the viewer's relation to reality as such rather than
to its representation in a moving image.

2 | consider the increased interest in the reflection
of living conditions to be an absolutely natural reaction at
a time of changing social and political paradigms, and parti-
cularly at the time of the climate change. It doesn’t really
matter whether it takes the form of a document or poetry,
even though the first mentioned is logically given a priori in
relation to the democratisation of moving image technology.
Both an advantage and disadvantage of documentary is that
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nas déje. To lze vnimat jako pozitivni i proto, ze se blizi
doba, kdy budou samotné nase zZivotni podminky existenéné
znejistény. A spole¢nost, kterd nebude mit vodu, nebude
k do sebe zavinutému souc¢asnému umeéni milosrdna.

David Prilu¢ik

Vizudlni umélec

Véri pravicovi populisté tomu, co Fikaji?

Sdilim neddvéru v to, Ze je v kognitivnich kapacitach
¢lovéka mozné poznat ,,Pravdu” v jeji komplexité, a jsem pro,
abychom se tohoto ducha zapadniho modernismu vzdali.
Jsme ponoreni do svétld a zapominame na rozdil mezi realitou
a jeji konceptualizaci — davani smyslu. Nas zrak, mysleni
a dalsi interpretaéni procesy ohybaji danosti, zapous-
t&ji do nich svou pfitomnost a prenastavuji jejich slozeni.
Interpretace je jednanim, které souc¢asné vylucuje a spojuje.
Proto mluvime-li v tomto pfipadé o skuteénostech, je dlle-
zité ptat se nikoliv po dGvére, ale po privilegiu interpretace
a predevsim po motivech a ddsledcich, které toto jednani
formuje. Otazkou tak pro mé zlstava, jak se na své pritom-
nosti podilime a jaké politiky je nase plsobeni soucasti.

Miluvis jako levicak, ale chovas se jak neoliberalni p...e!

Stale véfim, ze mlzeme vytvaret zodpovédné
podminky setkavani, jez bude otevieno moznosti nasi
promény. Jakakoliv praxe — i ta umélecka — ma své vlastni
limity, vlastni pole a silu vlivu. Je dobré je zkoumat a lokali-
zovat nejen v nds, ale i v rdmci instituci a jinych typtl spole-
¢enskych usporadani.

Pomoci téchto praktik pak mizeme védomeé vytvaret
aliance s aktéry mimo nase vlastni okruhy a v Sirsich souvis-
lostech se podilet na skutec¢nosti, kterou nebudeme pouze
reflektovat, ale ve které budeme moci zit. To od nas vSak
vyzaduje disledné pochopeni nasi vlastni pozice, dynamiky
procestl moci a pohybu po dosud nevyznacenych trajekto-
rich mezidruhového biotopu, bez fetisSizace zisku, identitar-
stvi, ale i chapani kolektivity a sdileni jako samospasnych
emancipacnich nastroju.

Vérime tomu, jak jedname?
+420 724 471 731

Zbynék Baladran

Vizudlni umélec
1 Svoji praci zaklddam na neduivére k reprezentaci
skute&nosti, takZe ani od divak( neotekavam velkou ddvéru,
spis kriticky odstup. Nikdy jsem si nemyslel, Ze by dokumen-
tarni video nezaujaté zprostredkovavalo skutec¢nost. Néktere
dokumentujici strategie maji vyssi presvédcivost nez jiné;
zélezi na sou¢asném konsensu autor a divakd, pokud jsme
presvédceni, ze takova reprezentace je adekvatni. Tato
presveédcivost je proménliva a vyviji se v ¢ase: od moznosti
pouziti a dostupnosti malych kamer pres sdileni velkych
dat témérF v realném Case az po automatizovaneé systémy,
které snimaji své okoli na zékladé danych nebo ucicich se
algoritmd. Presvéddit divaka o tom, Ze urcita reprezentace

skutecnosti je adekvatnéjsi, je otazka spise pro PR agen-
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it's possible to work with images of reality directly, without the
need to recreate them through artistic language, which some-
times might seem to be insufficient. | am not sure whether it
is important for art to become concerned with documentary
strategies but it could mean that it overcomes its self-reflexi-
vity and becomes more and more engaged in our lived affairs.
This can be perceived in a positive way because soon the
time will come when our own living conditions will be made
existentially uncertain. A society with no water will have no
mercy for self-concerned contemporary art.

David P¥iluéik

Visual artist

Do right-wing populists believe in what they say?

| share the distrust in the cognitive power of man to
comprehend the “Truth” in its complexity and | advocate for
abandoning this modernist spirit. We are immersed in worlds
and forget the difference between reality and its concep-
tualisation — making sense of it. Our sight, thinking and
other interpretative processes inflect what is given, infil-
trate its presence and restructure its contents. Interpreta-
tion is an act that both excludes and connects. This is why
when we talk about realities, it is important to discuss not
the trust in, but the privilege of interpretation, and especi-
ally the motives and consequences constituted by it. The
question for me remains how | participate in the present
and in what politics do we take part.

You speak like a leftist but act as a neoliberal p.g!

| still believe that we can create responsible condi-
tions for an encounter, open to the possibility of transfor-
ming us. Any practice, including the artistic one, has its own
limits, field and power of influence. It is good to examine
and localise them not only in ourselves but also within insti-
tutions and other forms of social organisation.

Using these practices, we can consciously develop
alliances with participants outside of our own field and
within a broader context, participate in reality that we
will not only reflect but in which we are willing to live.
This requires a thorough understanding of our own posi-
tion, processes of power dynamics and a direction in yet
unknown trajectories of interspecies biotope, without the
fethisation of profit, identatirianism and also collectivity
and sharing as self-sufficient emancipatory tools.

Do we believe in the way we act?
+420 724 471 731

Zbynék Baladran

Visual artist
1 My work is based on the distrust in the representa-
tion of reality so | do not expect a great trust on behalf of the
viewers but rather a critical distance. | have never thought
that documentary video mediates reality in an unbiased way.
Some documentary strategies are more convincing than
others, and it depends on the contemporary consensus of
authors and viewers, whether we believe that such repre-
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tury nebo jinak vulgarné propagandisticka oddé&leni. Ulohou
umeéleckych strategii je naopak demaskovat je a naucit
se v nich orientovat. NedUlvéra, kterou mam v obrazy jako
takové, se odrazi v jejich ironickém pouzivani nebo v prezen-
tovani rozporQ vyplyvajicich z jejich nejednoznacnosti. Velmi
¢asto kombinuji texty a obrazy; kontradikce takto vznika-
jici se potkavaji s nedlvérou divaka — a pocitam s urcitou
formou dialogu nebo s formulaci nezvyklych otazek.

2 Moznosti dokumentovani jsou zavislé na pokro-
gilych technologiich a jejich iroké dostupnosti. Cim jsou
dostupnéjsi, tim vic prekresluji krajinu reprezentace skutec-
nosti. Kolektivni imaginace se od takového prekresleni odviji.
Umeélci se musi dokumentarnim strategiim vénovat, jinak jim
hrozi, Ze nebudou srozumitelni a spole¢enska zodpovédnost
umeni bude redukovana pouze na estetickou rovinu. Doku-
mentarni strategie spociva v pochopeni toho, jak samotna
reprezentace funguje; jejich nevyuzivani by byl anachro-
nismus. Pokud existuje zvySeny zdjem o obrazy reality ve
vytvarném umeéni, je to odrazem promény reprezentace jako
takové. Rozumim umeélecké praci jako nastroji pochopeni
skute¢nosti zalozené na reprezentaci. Pokud se reprezen-
tace proménuje, uméni je zde také: demaskuje a dekdduje.

Irina Botea

Vizudlni umélkyné
1 Rekla bych, Ze 2anr ,dokumentarniho obrazu“ nikdy
neznamenal objektivni reprezentaci reality ve striktnim
slova smyslu, at uz pfremyslime o prvnich filmech brat¥i
Lumiérd, nebo o filmu Nanuk, ¢lovék primitivni Roberta J.
Flahertyho (ktery dokumentuje fiktivni etnograficky ptiklad,
respektive to, co chtél vidét sam Flaherty nebo divak —
takzvany tradi¢ni zpUsob Zivota Inuitd). V padesatisekun-
dovych filmech bratfi Lumier( byl déj ¢asto vynuceny, aby
se publikum nenudilo. ,Délnici opoustéjici tovarnu® obdrzeli
pokyny, a byli tak zaroven v roli komparsu, namétu a objektu
filmu. Kronika jednoho léta Jeana Roucha a Edgara Morina
ve stylu ,cinéma vérité” pak problematizuje ideu pravdy pfi
tvorbé filmu a dospiva k zavéru, ze existuje ,kinematogra-
ficka pravda®“.

PFi tvorbé filmQ, které by mohly byt povazovany za
experimentalni dokumenty, nejde podle mého tolik o ,,budo-
vani dGvéry divakd v reprezentovanou realitu®. Jde spise
o nastinéni ,silového pole myslenek® divakim (Adorno,
Esej jako forma), ve kterém se pohybuji na zakladé neusta-
Iého osobniho rozhodovani (¢emu ddvérovat, veéFit, pfipsat
hodnotu atd.) a kde nic neni prezentovano jako ,nezpo-
chybnitelny fakt®.

Moje filmova tvorba kombinuje reinscenaci, hrané
vystupy a prvky spontanniho filmu (direct cinema a cinéma
vérité). Na zakladé spoluprace se performefi stavaji aktiv-
nimi Ucastniky, zatimco moje role filmarky se presouva
z observacniho k reflektivnimu, z participativniho k perfor-
mativnimu madu.

Pro mne jsou reinscenace gestem pfitomnosti —
pro pritomnost. Kazdy pritomny okamzik neexistuje sam
o sobé, ale reflektuje / je spojeny dvéma zplsoby / sméry
s minulosti a budoucnosti. Pokud povazujeme pfitomnost za
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sentation is adequate. This “convincingness” changes and
develops in time, from the possible use and availability of
small cameras, and sharing of big data in almost real time,
to automatic systems that record their surroundings based
on given or learned algorithms. To persuade a viewer that
some representation of reality is more adequate than another
is rather a question for PR agencies or other vulgar propa-
gandist departments. The task of artistic strategies is to
uncover them and teach one how to navigate in them. The
distrust | have in images as such is reflected in their ironical
use and in the presentation of contradictions that arise from
their ambiguity. | often combine texts and images — emer-
ging contradictions are then met with the distrust of a viewer
and | anticipate a certain form of a dialogue or articulation
of unusual questions.

2 The possibilities of documenting are dependent on
advanced technologies and their wide availability. The more
available they are, the more they redraw the landscape of
reality representation. Collective imagination then unfolds
from such redrawing. Artists have to work with documen-
tary strategies otherwise there is the danger of them not
being comprehensible or the social responsibility of art being
reduced to the mere aesthetic aspect. Documentary stra-
tegies are about understanding in what ways representa-
tion itself works. Not using them would be an anachronism.
If there is an increased interest in the images of reality in
visual arts, it reflects the transformation of representation as
such. In my understanding, artistic work is a tool for grasping
reality, which is based on representation. When the represen-
tation changes, art is also present, unmasking and decoding.

Irina Botea Bucan

Visual artist
1 | would say that the genre of “documentary” has
never been just about the objective representation of reality in
a strict sense, whether we think about the Lumiére Brothers'
first movies or Robert J. Flaherty’s Nanook of the North
(which documents a fictional ethnographic instance, what
the viewer or Flaherty himself, wanted to see, a so-called
traditional way of living of the Inuks). In the 50 second movies
of the Lumiere Brothers, the action was often forced in order
for the audience not to be bored. The “workers leaving the
factory” were given directions, playing the role of extras,
subjects, objects at the same time. Moreover, later with
Jean Rouch and Edgar Morin's Chronicles of the Summer,
the “cinéma vérité” discusses exactly the idea of truth while
making the film, to conclude that there is a “truthful cinema”.

When making films that would “qualify” as expe-
rimental documentaries, it is not so much about “buil-
ding viewers' trust in the represented reality” for me. It
is more about introducing the viewers into a “force-field
of ideas” (Adorno, Essay as Form), that they can navigate
while constantly making personal choices (what to trust,
believe, assign values to, etc), where nothing is presented
as an “indisputable fact”.

My filmmaking process combines re-enactment,
simulated auditions and elements of direct cinema and
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vysledek nenaplnéného potencialu minulosti, pak je nutné
se timto minulym potencidlem neustale zabyvat, abychom
podnitili zménu v pfitomnosti.

Reinscenace je preklad, ktery ma transformativni
potencial. Spojeni ,vystupl“ a ,re“ pfindsi moznost sbirat
odlisné osobni preklady, aniz by bylo nutné preferovat /
zvolit pouze jeden, a naopak naskyta jesté dalsSi mozné
preklady / interpretace. Pro mé je dllezité, jakym zplsobem
Ize vnést osobni vklad do udalosti, jez se odehrala v minu-
losti.

2 Ve filmu What Farocki Taught mluvi Jill Godmillow
o ,pornografii redlného” (pornography of the real). Spek-
takl nasili je vSak — napfiklad v praci Forensic Architecture —
analyzovan znovu a znovu do extrémnich detaill. Potfeba
srozumitelnosti se stava potirebou jakéhosi prerozdéleni
moci, nového zpolitizovani spole¢nosti.

Svét je pro mne plny Uzasnych lidi a skrytych pfibéhd,
a proto nemam potrebu vytvaret fikce / Cisté fikce. Spat-
fuji samu sebe jako souhrn v§ech lidi, se kterymi jsem se ve
svém zivoté kdy potkala a spolupracovala. Zaroven je pro
mne ale imaginace dalezitéd jako ,pravda v uméni“ (truth in
art, Raymond Williams). Mym zédmérem neni reprezentovat
osoby ¢i reality, ale vznaset otazky.

Kdyz tvofim filmy, vzdy se kolem mne vznasi spousta
otdzek. Doufam proto, Ze moje filmy nasledujici otazky
zdCGrazni: Jak si predstavujeme kulturné-politicko-ekono-
mickou zménu, jak by vypadala takto zamérena imagi-
nace? Jak Ize podnitit rozpoznéni pfitomnosti a toho, jakym
zpUsobem se na ni podilime? Jak mGzeme jednat spole¢né,
pospolu (act in concert, Hannah Arendtova, v orig. The
Human Condition), jak nalezneme moc skrze nase kolek-
tivni jednani?

Oleksiy Radynski

Vizualni umélec a publicista
1 Prvni otazka smérfuje k realismu. Postmoderni kritika

»schopnosti dokumentarniho obrazu objektivné reprezen-
tovat realitu®, jak v otazce zazniva, spocivala v negaci doku-
mentarniho realimu, ktery se mél stat minulosti spoleé¢né
s ideou komunismu a dalsich ,velkych narativid“. Ale doku-
mentarni realismus nikdy touto ,objektivni“ schopnosti
nedisponoval a jen zfidka se k ni hlasil. Ta prava otazka
spiSe znéla: disponuje dokumentarni realismus jesté stale
prostifedky k zobrazovani a interpretovani skute¢nosti, a tim
k moznosti jeji promény?

Po urcity ¢as se to zddlo nemozné, protoze postmo-
derni realita byla prosté pfilis komplexni: a to jak s ohledem
na technologicke rozmeéry, tak i na ideologicky kontext, kdyz
prohlasovala konec vsech ideologii kromé té své vlastni.
Posledné jmenovany pozadavek sam sebe zdiskreditoval
pomeérné rychle; mohli jsme totiz sledovat nadchazejici
vinu politicky angazovanych dél dokumentarniho realismu,
vinu, ktera byla velmi patrna napfiklad ve filmech tvore-
nych Arturem Zmijewskim v poloving nultych let 21. stoleti
a nazvanych Demokracie nebo Vybrana dila. Trvalo delsi
dobu, nez se podafrilo dekonstruovat predstavu komplexity
technologické reality, predstavu, kterd meéla ucinit doku-
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cinéma vérité. Through a process of collaboration performers
become active participants while my role as a filmmaker
shifts from an observational to a reflective, participatory
and performative mode. For me, re-enactments are gestures
of the present, for the present. Every present moment is
not on its own but it reflects/is connected in 2 ways/in 2
directions, to the past and the future. If we consider the
present as the outcome of an unfulfilled potential of the
past we need to constantly explore this past potential in
order to produce a change in the present. Re-enactments
are transformative translation. The combination between
“auditions” and “re-enactments” bring forward the possi-
bility of collecting distinct personal translations without
preferring/choosing one, inviting even more possible tran-
slations/interpretations. What is important for me is how
it is possible to insert one’s agency into a past event.

2 Jill Godmillow talks in her film What Farocki Taught
about the “pornography of the real”. On the other hand, if
we look at the work of Forensic Architecture group, the
spectacle of violence is analysed again and again in extreme
details. The need for clarity becomes a need for some sort
of re-distribution of power, a need for the re-politicization
of society.

For me, the world is so full of amazing people and
hidden histories, that | don't feel the need to create fiction/
pure fictions. | see myself as the sum of all the people
| have met and interacted with in my life. Yet, imagination
is important for me as the “truth in art” (Raymond Williams).
| do not want to represent people or realities but provoke
questions.

Many questions always gravitate around me while
making films, and | hope for my films to bring forward these
questions: How do we imagine a cultural-political-econo-
mical change/shift, a focused imagination? How do you
provoke recognition of the present moment, of how are
we participating in the present moment? How do we act in
concert (Hannah Arendt, The Human Condition), how do we
find power in our collective actions?

Oleksiy Radynski

Visual artist and writer
1 You’re asking a question about realism. Postmo-
dern criticism of “the ability of the documentary to objec-
tively represent reality”, as you put it, was actually about
the negation of documentary realism, which was supposed
to become a thing of the past together with Communist
thought and other “grand narratives”. But documentary
realism never had this “objective” ability, and rarely did it
claim to have one. The real question was: does documentary
realism still have the tools to depict, interpret, and hence
transform reality? For some time, it seemed that it didn’t,
because postmodern reality just seemed too complex: in
the technological dimension, but also in the ideological
one, as it claimed the end of all ideologies but itself. As
the latter claim discredited itself relatively quickly, we’ve
seen a wave of politically engaged works of documentary
realism, a wave that became evident, for instance, with the
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mentarni realismus nemoznym. Dnes uz se zda byt tento
metafyzicky strach z technologii prekonan angazovanymi
umeélci typu Hito Steyerl. Jak ve svém textu k projektu Poli-
tika pravdy v souvislosti s praci Hito Steyerl zminuje Vit
Havranek, dokumentarni obraz budoucnosti nebude mit
problém opustit svdj mimeticky vztah k realité ve prospéch
vyobrazeni reality ve ¢tyfrozmeérné mrizce.2

2

Vit HAVRANEK,

2 Netvrdil bych, Ze jsou dokumentarni strategie pro

Dokumentarni obraz na

uméni ddlezité. SpiSe si myslim, Ze je stale vice potiebné

bitevnim poli, in: Politika

pouzivat dokumentarni strategie v bézném Zzivoté — a to pravdy | - Mezi realitou a fikci

kazdy z nas dela, alespon tedy ti, kdo vliastni chytré tele-

(ed. Alzbé&ta Bacikova

fony a uc¢ty na socialnich sitich. Proto dokumentarni stra-

a Anna Remesova), etc.

tegie sveddi o otazkach, které prekracuji pole sou¢asného

galerie a FavVU VUT: Praha

umeni.

a Brno, 2017, s. 30.

Rostouci schopnost ob¢ant (hebo samoziejmé
i lidi bez ob&anstvi) osvojovat si dokumentarni strategie za
pouziti kamer svych telefon( hrala vyznamnou roli v nejvét-
Sich geopolitickych bojich posledni dekady. Nechci zde
vSak hajit transformativni funkci ,socidlnich siti“, protoze
neprispély k vyhre, ale spiSe k témér Uplnému padu maso-
vych dokumentarnich strategii. Role ,socidlnich siti“, jez
podporuji prlmérnost, nendvist a 1zZi, spocivala v pacifiko-
vani nové nabyté moci dokumentarniho obrazu. Na zékladé
této reakce Ize vSak usoudit, Ze dokumentarni obraz stale
znamena velkou hrozbu pro formujici se globalni fad.

Mykola Ridnyi

Vizualni umélec
1 Pokud hovofime o realismu ve filmu — &i obecné&ji
v pohyblivém obraze — musime vzit v potaz, Zze rlzné zdroje
v pozadi pohyblivého obrazu maji odliSny dopad na realitu.
Televize reprezentuje realitu zplGsobem, ze kterého tézi
medialni spole¢nosti a politické sily. Reklama vytvari volbu
mezi spotfebnimi produkty. Popularni kinematografie produ-
kuje hrdiny a jednani, které chtéji lidé napodobovat. Video-
blogefi, ktefi jsou nejsoucasnéjsimi aktéry pohyblivého
obrazu, se uchyluji k vytvareni situaci prostfednictvim
rGznych forem vystoupeni. Podoby souasného realismu
jsou tak utvareny spojitostmi a vzajemnymi vztahy mezi
zivotem a pohyblivym obrazem. V postpravdivé dobé nelze
chapat dokumentarni znazornéni jako synonymum realismu.
Koncept kritického realismu v dnesni dobé neodkazuje
k tomu, co mUze byt vidéno, ale k tomu, co je téméf nemozné
vidét — odhaluje mechanismy manipulace s obrazem, které
obvykle zlGstavaji skryté.

2 Vyvoj dokumentéarnich strategii ve filmu a v sou-
c¢asném umeéni je spojen s rapidni rychlosti vzniku a distri-
buce videi prostfednictvim blogl. Internet podnitil vznik
bezdééného dokumentu, ktery vytvari uzivatelé social-
nich siti. Dostupnost Siroké skaly amatérskych videi, od
pfibéhl ze soukromého Zivota po davové scény nasilnych
stfetl s mnoha obétmi, nas nuti analyzovat realitu odliSnym
zpUsobem. Amatérska videa jsou ¢asto cenzurovana c&i
zakazéana, nebot porusuji obecné pfijimané normy rlznych
spole¢nosti. Dikazy reality nds tedy obklopuji ze vSech
stran a ¢asto prochéazeji filtrem manipulace a propagandy.

2

Havranek, Vit.

The Documentary Image in

the Battlefield, in: Politics of

Truth 1 — Between Reality

and Fiction (ed. Alzbé&ta

Bacikova and Anna

Remesova), Praha and Brno:

etc. gallery and FavU VUT,

2017, p. 31.
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films that Artur Zmijewski produced since the mid-2000s:
Democracies and Selected Works. It took a bit longer to
undo the claim of an overwhelming complexity of tech-
nological reality, a claim that meant to render documen-
tary realism impossible. Nowadays, this metaphysical fear
of technology seems to have been overcome by engaged
artists, as exemplified, for instance, by the recent work of
Hito Steyerl. As Vit Havranek pointed out in his text for The
Politics of Truth project regarding Steyerl’s work, the docu-
mentary imagery of tomorrow will have no problem with
dropping its mimetic relation to reality in favour of reali-
ty’s representation on a four-dimensional grid.2

2 | would not limit myself to claiming that it’s impor-
tant to use documentary strategies in art. | would say it is
increasingly important to use documentary strategies in
everyday life — and this is precisely what we are all doing, at
least those of us in possession of smartphones and social
media accounts. Therefore, the use of documentary stra-
tegies bears witness to issues far beyond the current state
of contemporary art.

The growing ability of citizens (and non-citizens,
of course) to employ documentary strategies using their
camera phones has already played an important role in
some of the largest geopolitical troubles of this decade.
I’'m not trying to indulge into another attempt to praise
the transformative function of “social networks”, as they
contributed, not to the triumph, but to the nearly complete
downfall of new mass documentary strategies. The role of
the “social networks” with their ability to boost mediocrity,
hatred and lies, was to pacify the newly gained power of
the documentary image. We can discern from the scale of
this reactionary response that the power of documentary
still carries a great threat to the emerging global order.

Mykola Ridnyi

Visual artist
1 When we talk about realism in cinema or broadly, in
moving image, it is hard to deny that different sources of
moving image influences reality in a number of ways. Televi-
sion represents reality in a way that benefits media compa-
nies and political forces. Advertising imposes a choice of
consumer products. Popular cinema produces heroes
and behaviours that people want to emulate. Most recent
moving image actors — video bloggers — have resorted to
the formation of situations, using the tactics of perfor-
mance. The shapes of contemporary realism are formed
by connections and mutual influences between life and
moving image. Documentary depiction itself is not syno-
nymous with realism in the post-truth era. The concept of
critical realism today marks not what can be seen, but what
is almost impossible to see - it reveals the mechanisms of
image manipulation that is usually hidden.

2 The development of documentary strategies in
cinema and contemporary art is connected with the rapid
speed of the emergence and distribution of documentary
video through blogs. The Internet has provoked the emer-
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Umeéni na druhou stranu vytvari strategie, pomoci nichz Ize
tyto procesy reflektovat.

Lucie Rosenfeldova
Vizualni umélkyné
1 Ackoliv se kritika reprezentace neprojevuje
v soucasném dokumentarnim filmu/videu tak explicit-
nimi zpGsoby, jakym je napt. odhalovani filmového aparéatu
v obraze, reflexe souc¢asnych podob reprezentace a systémd
v jejim pozadi je nejen pro tvirce dokumentarniho obrazu
stale aktualni, ne-li nutna. Snad i soubézné s tim, jak se stalo
open-sourcovani systémd médii uziteCnym néastrojem zvyso-
vani zisk a monopolizace trhu s informacemi, prestala byt
sazka na vystavené ,odhalené technické aparaty” zarukou
vétsi upfimnosti média a transparence zamérd autora. Odha-
leni jazyka média, jez mélo ukazat cosi o povaze systému
a jeho konstrukci, se dnes snadno stane nabidkou ,jazyka-
-metody*” jako produktu smény.3 Trochu nadnesené bych

3

fekla, Zze je to rozdil mezi poznanim a simulaci poznani, otevie-

Alexander Galloway

nosti a zdanim otevienosti, co nas ¢asto mate i ve stretu

hovofi o sou¢asném

s vizualnim uménim, jez se jevi jako kriticky angazované, ale

open-sourcovani meédii,

ve skutec¢nosti ho zajima spise jeho vlastni snadna distri-

véetné open-sourcovani

buce v ramci uméleckého provozu. RGzné formy otevienosti

lidské formy jakozto

(s moznosti zmény) je dulezité rozliSovat, nevidim proto ani

dlvod se z principu vzdavat sebe-reflexe v uméni. Stejné

medidlniho systému, jako

tak bych ani prvotni nedtivéru divaka ve schopnost pohybli-

o dalsim komunika¢nim

vého obrazu reprezentovat skutec¢nost nezatracovala nutné

rozhrani. Alexander

jako néco Spatného, spise naopak. Obecna touha po vzbu-

GALLOWAY, The Interface

zeni apriorni ddvéry divaka v reprezentaci, ustaveni shody

Effect, Malden/Cambridge:

z vnéjsku, mdze snadno hranicit se spekulaci a populismem.

Polity Press, 2012).

Snad by stacilo cilené neodrazovat sebe ani divaka od rozkryti
fabulaci, ani od touhy po poznani alesponr ¢asti reality.

2 Budu-li dal pokracovat trochu medio-centricky, sama
se snazim brat na védomi, ze format digitalniho videa, které
pouzivam, ma jistou logiku a moznosti reprezentace dané
historii jeho mediality i technickou specifikaci. Jeho domi-
nance v sou¢asném zaznamu pohyblivého obrazu s sebou
prinasi fadu norem projevujicich se v podobach a metodi-
kach reprezentace a ztotozriovani se s obrazem, které se
reprodukuji také kvlli snadnéjsi komunikaci, srozumitel-
nosti. Netroufam si fict, Ze jsou tyto technologie z principu
IZivé. Na druhou stranu si ale ani nemyslim, ze by byly dnes
vyvojari velkych spole€nosti zaneprazdnéni snahou o vytva-
feni co nejpravdivéjsich technologii obrazu. Vétsi rozliseni
automaticky neznamena vétsi pravdivost — a vice matema-
tiky uz vlibec neznamena vétsi objektivitu. Lee Mackinnon
ve svém ¢lanku o fotografiich hvézd hovofi o algoritmickém
realismu, o obrazech, které jsou spise reprezentaci védy
samotné a presahuji lidské métitko.4 Soucasny zéjem doku-

a4

mentarniho obrazu o ,vérné zprostfedkovani skute¢nosti“

Lee MACKINNON, Toward

¢tu v tomto kontextu jako stoceni pohledu ven, s védomim

an Algorithmic Realism:

samotné existence vnéjsi skutecnosti nezavislé na nasem

The Evolving Nature of

pohledu. Je mi blizké chapani kamery jako védeckého

Astronomical Knowledge

nastroje s uréitym védomim, které vidi, co my ne. Chci vSak

in Representations of the

vstupovat do situaci, kde dominantni obrazy mohou selhavat Non-Visible. Leonardo, &. 47,

ve své funkci reprezentovat, nebo kdy se soucasné logice

June 2014. s. 225.

reprezentace vzpiraji.
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gence of an unconscious documentary created by users of
social networks. The availability of a wide range of amateur
videos, from private life stories to scenes of mass violence
with many victims, makes us analyze reality in a diffe-
rent way. Often amateur videos are censored and banned,
violating generally accepted norms in different societies.
Evidence of reality is surrounding us from all sides, often
passing through filters of manipulation and propaganda.
Art, in its turn, develops strategies for reflection on these
processes.

Lucie Rosenfeldova

Visual Artist
1 Even though the critique of representation in
contemporary documentary film/video is often not explicitly
manifested - for instance by exposing the filming devices in
an image — the reflection of current forms of representation
and its underlying systems for documentary makers remains
very relevant, if not necessary. It is probable that, utilitising
open-source media systems for increased profit and mono-
polising the information market, the use of “exposed tech-
nical devices” ceased to be a guarantee of greater honesty
of the medium and transparency of the author's intentions.
To expose the language of the medium, which was supposed
to demonstrate something about the nature of the system
and its construction, can nowadays easily become an offer
of the “language—-method” as a product of an exchahge.3

Alexander Galloway

To slightly exaggerate, | would say that there is a difference

perceives the

between knowledge and simulation of knowledge, between

contemporary open-source

openness and the illusion of openness, by which we often

media, including the human

get confused when confronted with visual arts, which is

form as the most

supposed to be critical but in reality is rather concerned

emblematic media system,

with its own simple distribution within the art world. It

to be the next communica

is important to distinguish different forms of openness

tive interface: “Let us not

(with the possibility of change) so | don't see a reason for

be fooled: open source

giving up the principle of self-reflection in art. Accordingly,

does not mean the

I would not perceive the initial distrust of a viewer in the

unvarnished truth, but

power of moving image to represent reality as something

rather a specific

bad, rather on the contrary. The general desire for initia-

communicative artifice like

ting viewer's apriori trust in representation, to externally

any other [...] one sees that

establish a consensus, might easily serve to speculation and

the open sourcing of media

populism. It might be enough to purposely avoid discoura-

systems (information wants

ging the viewer and oneself from uncovering fabulation and

to be free, desire wants to

from the desire to come to know at least some aspects of

be free, capital wants to

reality.

be free) is really about the

migration into a new way

2 To continue in a rather media-centric manner, | would

of structuring information

and material resources...”

(Galloway, Alexander.

The Interface Effect,

Malden/Cambridge: Polity

Press, 2012).

like to acknowledge that the digital video format | am using
has a certain logic and certain possibilities of representa-
tion, determined by the history of the medium and its tech-
nical parameters. Its dominance in the current recording of
moving image brings about a number of norms, which are
manifested in the forms and methods of representation,
and identification with an image, reproduced for the sake of
easier communication and intelligibility. | do not dare to say
that these technologies are false in principle. On the other
hand, | do not think that developers in big companies are
occupied with the effort to create the most truthful techno-
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Ruti Sela & Maayan Amir
Vizudlni umélkyné

1 V réamci svého dlouhodobého vyzkumného projektu
Exterritory vytvarime dila a prezentujeme pfipady, kdy
jsou obrazy, jez mohou slouzit jako potencialni dikazy,
dopredu produkovany s védomim, ze ptistup publika mize
byt omezen &i Uplné odepren. V nasi praci tedy rizné expe-
rimentujeme se situacemi a reprezentacemi (a ¢as od
Casu i vytvafime nové), které zdlraznuji absenci obrazd
v nasem vizualnim poznéani. V tomto smyslu proto neni
nasim cilem reinscenovani ¢i rekonstruovani nereprezen-
tovanych udalosti, ale spise usilujeme o hledani zpGsob,
kdy se mohou ,znovu objevit” v diskursivnich formach.
Snazime se také hledat alternativni mdédy reprezentace,
které mohou tyto fenomény vice zviditelnit. Z toho dGvodu
sledujeme spise stopy zanechané po chybéjicich (odecte-
nych) obrazech misto toho, abychom se snazili dostat se
ke skrytym datiim, a zacali jsme pracovat na vzorci, jenz
by definoval ,extrateritoridlni“ podstatu téchto obrazq,
vzorec, ktery se stale rozviji.

2 Zajima nas schopnost vizualni dokumentace sveddit
proti ¢asto velmi arbitrarnim mechanismim kontroly rezimG
a jejich potlacovani reprezentace a moznosti svédectvi, at
uz obrazového, nebo jiného. V takovych pfipadech mtze
extrateritorialita takové dokumentace pfeorganizovat stava-
jici konceptualni systémy a znovu promyslet postupy, které
definuji autonomii a zodpovédnost.

Andrea Slovakova
Dokumentaristka a filmova teoreticka
1 V kinematografii je prostupovani dokumentarnich
pristupd a konvenci fikéniho filmu v podstaté tradi¢ni. Jeden
z prvnich celoveéernich dokumentt Nanuk, ¢lovék primitivni
vkladal do etnografické observace postupy rekonstrukce
a inscenace. Nékteré zanry, rozvinuté masivné predevsim
v 80. letech dvacatého stoleti, toto miseni zahrnuji pfimo do
své definice (dokudrama, mockument). Zaroveri béhem celé
historie dokumentarniho filmu nachazime mnoho rdzno-
rodych subtilngjsich podob hybridizace, a pfedevsim od
60. let sledujeme také rozvoj sebereflexivnich strategii na
né upozornujicich. Vyrazny vstup hybridizace do vytvar-
ného umeéni, resp. prace s pohyblivym obrazem v jiném
nez kinematografickém kontextu, jak ho zde pojmenova-
vate, je podle mého nézoru logickym vyusténim vzajemného
vlivu uméleckych disciplin, ale také odrazi sirsi spolecensky
kontext a koresponduje s promé&nami komunikace a medial-
niho diskursu. Ve své tvorbé pracuji se znejistujici reprezen-
taci vlastné neustale: od jednoduchych postupl zasazeni
protagonistl do prostfedi, v nichz funguji nejen jako oni
sami, ale vstupuji do kompozic s metaforickym vypovidanim,
po konceptudlni manipulaci observaénich vyjevi (ve filmu
a instalaci OzZiveni primyslu to napftiklad byly manipulace
s vybranymi aspekty digitalniho obrazu ve vztahu k statis-
tickym udajim o vyvoji ceského pridmyslu za Sest let vzpa-
matovavani se z hospodarské krize). Jako autorka miru
potencialni ne/dGveéry divaka spise nezohledriuji. Vytvarim
artefakt esteticky (v tomto ohledu divaka ani nemusi zajimat,
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logies of an image. A greater resolution does not necessa-
rily imply a greater veracity, and more mathematics surely
does not imply a greater objectivity. In his article about
the photographs of stars, Lee Mackinnon talks about algo-
rithmic realism, about images that are rather a representa-
tion of science itself and that exceed the human scale.4 In
this context, | perceive the current interest of documentary
image in the “accurate representation of reality” as a means
of turning the gaze to the outside, while being conscious
of an existence of an external reality, independent of our
gaze. I'm inclined to understand the camera as a scien-
tific tool with a certain consciousness that sees what we
cease to see. | want to enter into situations in which domi-
nant images might fail to fulfil their representative function
or defy the contemporary logic of representation.

Ruti Sela and Maayan Amir

Visual artists
1 In the artworks and research produced as part of
our long-term art project Exterritory, we present cases in
which images with potential evidentiary value are generated
with prior awareness that their access for public viewing will
be either restricted or blocked altogether. Our work there-
fore seeks variously to experiment with—and at times to
invent—situations and representations that highlight the
absence of the images and the gaps in our visual knowledge.
In this sense, our goal is not to re-enact or reconstruct the
unrepresented events, but rather to look into the ways in
which they “reappear” in discursive forms, and to try to find
alternative modes of representation to make these pheno-
mena more evident. Hence, by following the trails left by the
absent (subtracted) images-instead of trying to access the
concealed data-we began to elaborate a formula to define
the “extraterritorial” nature of these images, a formula that
is still evolving.

2 We are interested in the ability of visual documen-
tation to testify against the often arbitrary constraints of
regimes and their repression of representation and testi-
mony, visual or otherwise. In such cases, the extraterritoria-
lity of this documentation may make it possible to reshape
the limits of our current conceptual systems, and to rethink
procedures that define autonomy and accountability.

Andrea Slovakova

Documentary filmmaker and theoretician
1 In cinematography, the intersection of documen-
tary approaches and the conventions of fictional film is
rather traditional. One of the first feature documentaries,
Nanook of the North, surreptitiously employed strategies
of reconstruction and staging into an ethnographic obser-
vation. Some genres, which were developed extensively
in the 1980s, include this blending already in their defini-
tion (docudrama, mockumentary). Within the long history
of documentary film, we find many diverse forms of hybri-
disation, and in particular starting from the 1960s we can
witness the development of self-reflexive strategies that
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jak presné byl stvoren), kulturni (z perspektivy komunikace
dila smérem k jeho vefejnému vnimani je podle mé nejdt-
lezité&jsi, jak je dilo prezentovano, a pokud v ustanovovani
tohoto kontraktu s divakem nezavadim jeho vnimani tim,
ze bych verismus reprezentace predstirala, vnimam legi-
timitu ponechani rozhodnuti o zpldsobu vnimani pravé na
ném) i vyznamovy (v této roviné zalezi na sdéleni, které chci
divakovi dorucit, avsak také zalezi na tom, jakého divaka
predpokladam, a zde bych neskromné fekla, ze vzdy kritic-
kého). Jinak vSak k dildm pfistupuji ve své kuratorské praci.
Protoze v situaci, kdy vytvarim ¢i spoluutvarim podminky,
zplisob a vlastné cely dispozitiv prezentace, a tedy vnimani
dila, mam zodpovédnost pravé v té oblasti kontraktovani,
tedy co divakovi fikam, Zze mu ukazuji. Zde vnimam jako
podstatné vSechny metatextové vystupy, které dilo obklo-
puji: kontext a misto, spojeni dél, zplsob prezentace, texty,
diskuse. Klicovym ale porad zlstava divak sam: problema-
tika dokumentarniho znejisténi je prece také problematikou
ne/kritického vnimani divakem a posilovanim takové podoby
a miry kulturni (medialni) gramotnosti, aby se schopnost
rozliSovani typl obsahl a uvazovani nad mirou dGvéryhod-
nosti reprezentace konkrétniho dila stéavaly samoziejmou
soucasti divacke situace. Teprve s divakem, ktery sam tyto
otazky nastoluje, je pak ostatné mozné vést i pokrocilejsi
dialog &i rozehrat komplikovanéjsi hry se znejistovanim.

2 Soucasné umeéni ma porad ambici svého divaka
proménovat. Vést s nim dialog, ktery ho zneklidruje, provo-
kuje a ve vysledku ho mozné pfiméje naptiklad ke kriti¢-
té&jSimu anebo citlivéjSimu vnimani uréitého typu podnétd.
Vénovat se pak vibec tématu podob a strategii dokumen-
tarniho znejistovani umoznuje potencidlniho divaka upozor-
fovat, zcitlivovat pro limity (a moznosti) reprezentace, a tim
vlastné vytvari dostatec¢né kriticky dialogické prostredi
pro umélce, ktefi se znejistovanim pracuji ve svych dilech
zameérné a sofistikovaneé.
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point these forms out. The noticeable appearance of hybri-
disation in visual arts, or — as you call it — in the work with
the moving image in a non-cinematographic context, is, in
my opinion, a logical result of a mutual influence of arti-
stic disciplines and it also reflects a wider social context,
coinciding with the transformation of communication and
media discourse. In my own practice, | constantly make the
representation uncertain, starting from the simple inser-
tion of protagonists into environments, where they act
both as themselves and as a part of a composition with
metaphorical meaning, to the conceptual manipulation of
observational scenes (for instance, in the movie and insta-
llation Recovering of Industry, which was a manipulation of
selected aspects of a digital image showing statistical data
related to the development of Czech industry during the
six-year period of recovery after the economic crisis).

As an author, | do not really consider the potential
(dis)trust of a viewer. | create an artifact that is aesthetic (in
the sense that the viewer does not need to be concerned
with the precise way it was made), cultural (the most impor-
tant thing is the way the work is presented, and when signing
this contract with a viewer | don't mislead their perception
by pretending the representation is truthful. | think it is legi-
timate to leave this question up to the viewer), and semantic
(this dimension depends on the meaning | want to deliver
to the viewer and also on the audience | expect — and, to
be immodest, | always expect a critical one). However, as
a curator, | adopt a different approach to works. When crea-
ting or co-creating conditions, form and the whole dispo-
sitif of the presentation of a work, which also determines
its perception, | am responsible for the process of commu-
nication, for what | am telling the viewer that | am showing.
Here | find all metatextual outcomes that surround the
work important, including the context and the place, the
connection between works, the form of presentation, texts,
debates and so on. However, the most important factor is
the viewers themselves - the issue of documentary uncer-
tainty is also an issue of the (un)critical perception of a viewer
and of strengthening forms of cultural (media) literacy that
makes natural the ability to distinguish different types of
content, and to think about the trustworthiness of repre-
sentation of a particular work. Only if viewers pose these
questions themselves, is it possible to have a more elabo-
rate dialogue or start more complicated games with making
them uncertain.

2 That contemporary art still has the ambition to trans-
form the consciousness of viewers. To instigate a discussion
that unsettles their assumptions, provokes them to recon-
sider, and potentially leads to the adoption of a more critical
or sensitive perception of events or phenomena. To focus
on the issue of form and strategy in documentary uncer-
tainty enables us to alert potential viewers and make the
limits (and possibilities) of representation more obvious,
which then creates a sufficiently critical and dialogical envi-
ronment for artists, whose work with documentary uncer-
tainty is intentional and sophisticated.
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@ V ramci findlniho promitani
v etc. galerii bylo uvedeno
video In Free Fall (2010),

v némz Steyerl sleduje
propojené mechanismy
soucasné ekonomiky v éfre
globalniho kapitalismu. Video
obsahuje tfi dila, ktera jsou
nékdy prezentovana i zvlast:
Before the Crash (Pfed
havarii), After the Crash (Po
havarii) a The Crash (Havarie);
v8echna se v8ak odehravaiji
mimo jiné i v prostiedi
vrakovisté starych letadel
uprostred kalifornské
pousté. Na tomto pozadi
sledujeme pribéh letadla
Boeing 707-700 4X-JYI, které
hralo roli jak ve vyznamnych
politickych konfliktech, tak

i v populéarnich filmech. Na
prikladu téchto opusténych
vrakd, jez jsou obcas
recyklovany naptiklad pro
potieby filmového prdmyslu
nebo pro vyrobu CD nosicu,
ukazuje Steyerl mechanismy
ekonomické krize, ale

také nec¢ekané souvislosti
mezi ekonomikou, nasilim

a zabavnim prdmyslem.
Samotna cirkulace obrazl

a distribuce uméleckych dél je

O As a part of the final
screening at the etc. gallery,
we presented video In Free
Fall (2010), in which Steyerl
explores the interconnected
mechanisms in the age of
global capitalism. The video
consists of three works that
are sometimes presented
separately: Before the Crash,
After the Crash and The
Crash: all of which take place
in the aeroplane junkyard in
the Californian desert. On
this background, we watch
the story of Boeing 707-700
4X-JYI, a plane which played
an important role both in
major political conflicts

and popular movies. Based
on the example of these
abandoned wrecks, which are
sometimes recycled for the
needs of the film industry or
the production of CDs, Steyerl
demonstrates mechanisms
of an economic crisis and
unexpected connection
between economics, violence
and entertainment industry.
The circulation of images and
distribution of an artwork is
then reflected as an inherent
part of this circulation.

tak reflektovana jako soucast
tohoto kolobé&hu.

Hito Steyerl (* 1966) je
jednou z nejvlivnéjsich
autorek soucasné
mezinarodni umélecké scény.
Studovala kinematografii

a dokumentarni film

v Tokiu a Mnichové a titul
Ph.D. ziskala na Akademii
vytvarnych umeéni ve Vidni.

V soucasné dobé plsobi jako
profesorka experimentalniho
filmu a videa na berlinské
Univerzité uméni. Zde také
pomahala zalozit Research
Center for Proxy Politics,
které zkouma povahu médii
a jejich siti, predevsim pak
Zivych a nezivych aktért
pohybujicich se v jejich ramci.
Ve své uméleckeé tvorbé se
Steyerl zabyva reflexi médii
a kritikou institucionalnich
podminek uméni a distribuce
obrazd. Kromé vlastni
umeélecké prace, ktera
vétsinou zahrnuje tvorbu
videi a filmd, se vénuje také
psani knih a eseji, v nichz
zkouma podobna témata
jako ve svych uméleckych
dilech. Dlouhodobé se

Hito Steyerl (*1966) is

among the most influential
artists of the contemporary
international art scene. She
studied cinematography and
documentary film in Tokyo
and Munich and holds her
PhD from the Academy of
Fine Arts in Vienna. She is
currently a professor for
experimental film and video
at the Berlin University of the
Arts, where she co-founded
the Research Center for Proxy
Politics, which aims to explore
and reflect upon the nature
of medial networks and their
actors, that is, machines and
things as well as humans. In
her artistic practice, Steyerl
deals with the reflection

of media and criticism of
institutional conditions of
art and image distribution.
Apart from her own artistic
work, which usually consists
of videos and films, she also
publishes books and essays,
concerned with analogous
topics. She has a long-term
interest in documentarism

in contemporary art. Her
work was exhibited in major
institutions and at large-scale

Politics of Truth V: $

vénuje dokumentarismu

v souc¢asném umeéni. Jeji prace
byly vystaveny ve vyznamnych
institucich ¢i v ramci velkych
mezinarodnich prehlidek, jako
je Benatské nebo Berlinské
bienale. V roce 2016 ziskala
&estny doktorat od Royal
College of Art v Londyné.

international exhibitions,
such as the Venice and Berlin
Biennale. The Royal College
of Art, London, honoured her
in 2016 with an “Honorary
Doctorate”.
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© Zatazeni ikonického

videa Anri Sala nazvaného
Intervista (Hledani slov)

do finalniho promitani

etc. galerie odkazuje ke
étvrtému tématickému bloku
projektu Politika pravdy,
ktery byl vénovany strategii
reinscenace. Film zacéina
scénou, ve které umélec pfi
stéhovani nachazi starou
civku filmu. Dale sledujeme
Salu, jak spole¢né s kamerou
projizdi Tiranou az do bytu
své matky, Valdete Saly.
Spoleéné s ni se pak divame
na archivni zabéry z kongresu
albanskych mladeznickych
odbord v roce 1977, na némz
Salova matka vystupuje

v jedné z vrcholnych funkci.
V dalSich zébérech vidime
Valdete, o dvacet let mladsi
nez v Salové dokumentu,

jak poskytuje rozhovor
albanské statni televizi. Zvuk
rozhovoru chybi podobné
jako vzpominky protagonistky
na prdbéh rozhovoru. Ve
snaze zrekonstruovat
originalni znéni rozhovoru

se autor potkava

s Ucastniky tehdejsich
udalosti a konfrontuje je

© Anri Sala’s canonical
movie Intervista (Finding the
Words) in the final part of
the etc. gallery programme
pertains to the fourth part of
the research project Politics
of Truth, devoted to the
strategies of re-enactment.
The film opens with the artist
finding an old reel of footage
when moving a house. Sala
and his camera then embark
on a journey through Tirana
and lead us to the apartment
of his mother, Valdete Sala.
Together with her, we watch
the footage from the congress
of the Labour Youth Union of
Albania in 1977. The footage
depicts Valdete, twenty years
younger, being interviewed by
Albanian National Television.
However, the sound of the
interview is missing, as well
as Valdete’s recollection of it.
When seeking to reconstruct
the original sound, Sala
meets various actors
engaged in the event and is
confronted by their current
perspectives. Eventually,
Valdete gets to listen to her
own answers, commenting on
it based on the experience
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s perspektivou soucasnosti.
V zavéru videa se i Valdete
Sala dozvida znéni svych
odpovédi, které nasledné
komentuje na zékladé svého
ideologického obratu. Proces
hledani odpovédi a jejich
rekonstrukce nasleduje
strategii reinscenace

jedné konkrétni udalosti,

a tim dochazi k novému
prehodnoceni nadéji a vizi
mladych lidi Zijicich v tehdejsi
komunistické Albanii.

Anri Sala (*1966) je umélec
etablovany na mezinarodni
umélecké scéné; pracuje

s rozliénymi médii od videa
pres fotografii a sochu az

po instalaci. Studoval malbu
v Tirané, tvorbu videa v Pafrizi
a filmovou rezii v Tourcoingu.
V roce 2001 ziskal ocenéni
pro mladé umélce na
Benatském bienale. Jeho dila
byla vystavena ve velkych
institucich a na vyznamnych
prehlidkach po celém svété.
Ve svém prvnim kriticky
ladéném a experimentalnim
dokumentarnim videu
Intervista (Hledani slov)

z roku 1998 formuluje Sala

of a fundamental ideological
shift. The process of
searching for the sound of the
footage becomes a strategy
of re-enactment of one
particular event, by which it
reassesses the hopes and
visions of young people in
Communist Albania.

Anri Sala (*1966) is an
internationally established
artist, working in a range

of media including video,
photography, sculpture and
installation. He studied
painting in Tirana, video

in Paris and film directing
in Tourcoing. In 2001, he
received the Young Artist
Prize of the 49th Venice
Biennale. His works have
been shown internationally,
at major institutions

and biennales. With his
first critically acclaimed
experimental documentary
Intervista (Finding the
Words) from 1998, the artist
formulates his interest in the
perception of reality, truth
and political transformation.
Since then, his practice
emerged into a study of
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svdj zdjem o vnimani reality,
pravdu a politické promény.
Od té doby se zabyva
prevazné zvukem — zvukovym
doprovodem obrazl, absenci
zvuku ¢&i chybami ve verbalni
komunikaci. Rozhrani mezi
dokumentarnim a fiktivnim
obrazem zkouma skrze dlraz
na opakovani, zpomalovani

a blizkeé detaily.

sound — soundtracks of
images, the absence of
sound, or the failure of

verbal communication. With
an emphasis on repetition,
slowness, and close detail,
Sala explores the interface of
documentary and fiction.
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