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The last chapter of the project Restless Image
focuses on how feminism has impacted the works
of recent moving image artists. The subject of
the five films showcased is the formation and
re-evaluation of relationships between the female
authors, protagonists, and the viewers of the
audiovisual artworks. The themed essay by the
curator and theoretician Hana JaneCkova is
inspired by the presented works and explores the
significance of female role models in the recent
moving image works.



TY,TY.TYATY
HANA JANECKOVA

V tradiéni fecké mytologii je Sfinga proradné stvoreni s hlavou
Zeny, télem lva a ptacimi kfidly, jeZ strdZi vchod do mésta
Théb. Pocestné provéfuje onou neblaze proslulou hadankou,
ktera zni: co ma hlas a chodi z réna po ¢tyrech, v poledne po
dvou a vecer po tfech? Poté, co Oidipus tuto hadanku uhodne,
se Sfinga vrha ze skaly do more.

Jednim z nejzasadnéjSich dél feministické filmové
avantgardy jsou Hadanky Sfingy (Riddles of the Sphinx, 1977)
Laury Mulvey a Petera Wollena. Sfinga v tomto filmu zastava
roli metaforického prostredku, ktery zpochybriuje konvence
filmového jazyka uzivaného jak v kinematografii, tak v ramci
tradiéni avantgardy. Na pozadi mnohavrstevnaté déjové linky
a za pouziti 360stupriovych zabérd kamera sleduje zkusenosti
mladé Zeny, ktera se snaZi vyporadat s materstvim, pratelstvim
a zaméstnanim, respektive se situaci, ktera se pravdépodobné
promita do rozpadu jejiho partnerského vztahu. Film Hadanky
Sfingy byl ¢aste€né vytvoren na zakladé témat diskutovanych
v ikonické eseji Laury Mulvey s nazvem Vizudlni slast
a narativni film (Visual Pleasures and Narrative Cinema, 1975),
ve které Mulvey poprvé pouziva pojem ,,muzského pohledu®
(,,male gaze*) za ucelem zkoumani zplsobd, jimiz je proZitek
slasti konstruovan v klasickych hollywoodskych filmech.
Mulvey zastava stanovisko, Ze feministické prehodnoceni
psychoanalyzy a psychoanalytického pojeti Zenské subjektivity
umozni vznik neotfelého jazyka a formalnich naleZitosti
nezbytnych k vytvoreni nové feministické kinematografie.
Hlavni zdsada obou filmaru, tedy aby se slova Cetla jako
obrazy a obrazy jako slova, se v praxi promitd do fragmentace
zplsobl vypravéni na zakladé pohybu kamery, performativnich
¢teni a rozpousténi figurativnich prvk( do abstraktni kolaZe.

Feministicka kritika umoziuje bohaté a mnohovrstevnaté
interpretace mytu o Sfinze — pokladani sloZitych otazek
je vyjadrenim nejednoznacnosti a rozporu vlastnich
zZenské zkuSenosti, v ramci které pokusy o ziskani kontroly
prostfednictvim jazyka kon&i smrti jinych €i vlastnim zanikem.
Nemilosrdnd, kruté a vyhladovéla — Sfinga predstavuje
stereotyp Zenské nepredvidatelnosti, falSe a tajuplnosti, jejz
je zapotrebi fidit a krotit. Ve filmu Wollena a Mulvey jsou vSak
jista problematicka témata opomijena. Situovanost Sfingy na
okraji mésta poukazuje na zkuSenost vylouceni, a okraje jsou
tudiz pojimany jako nestabilni zény, kde dochazi k testovani
zavedeného poradku. Anomalni télesnost Sfingy, ¢astecné
Zenska, ptaci a Ivi, prispiva k utvareni obrazu monstrozity,
bizarni sexuality a télesného postizeni.'

Jakym zplsobem kulturni archetypy, mezi které patfi
i Sfinga, utvareji nasi imaginaci a nase vztahovani se k nim?
Druha hadanka Sfingy je méné znam4, avSak o to poutavéjsi:
,Kdo jsou dvé sestry, z nichZ jedna se zrodi z druhé a druha
z prvni?*“ Tato hadanka odkazuje k nepretrzitému kolob&hu pfi
utvareni jedna druhé - spravnou odpovédi je den a noc, coz
v sobé zahrnuje sebe-utvareni na zakladé neustalé vymeény.
Binarni protiklady zde formuji Zenskou zkuSenost, a ta je proto
vzdy v procesu stdvdni se svym vlastnim protikladem.

Pokud se vratime k psychoanalytickému vykladu filmového
jazyka podle Mulvey, pak pokladanim hadanek a ovladanim
jejich vyznamu si Sfinga ziskava své misto v Lacanové
symbolickém Fadu, ktery psychoanalyticka tradice pfipisuje
maskulinnimu.? Zjevné prohieseni se proti Zakonu Otce
a prezkoumavani stanoveného radu a jeho hranic ma za
nasledek vylou€eni, samotu a v krajnim pfipadé i smrt. Sfinga

predstavuje vystrahu, podobné jako dalSi Zenské postavy, které

1 Margrit Shildrick, Embodying the Monster: Encounters with the
Vulnerable Self (London: SAGE Publications Ltd, 2002), 89.

2  Laura Mulvey, ‘Visual Pleasure and Narrative Cinema’, in Visual and
Other Pleasures, Language, Discourse, Society (Houndmills, Basingstoke,
Hampshire: Palgrave Macmillan UK, 1989), 14-26.

YOU, YOU, YOU AND YOU
HANA JANECKOWVA

In the Greek tradition, the Sphinx is a treacherous creature
with the head of woman, the body of a lion and a bird’s wings,
which guarded the entrance to the city of Thebes. Testing
travellers by her infamous riddle — “Which creature has one
voice and yet becomes four-footed and two-footed and
three-footed?” — she throws herself down the high rock after
Oedipus is able to solve it.

In one of the most iconic works of feminist avantgarde
cinema - Laura Mulvey and Peter Wollen’s Riddles of the
Sphinx (1977) - the figure of the Sphinx is positioned as
a metaphorical device, questionning conventions of filmic
language in both cinema and the traditional avantgarde. In
its multilayered storyline, the camera follows the experience
of a young woman through 360 degree camera pans as she
attempts to negotiate motherhood, friendship and work,

a situation that might be implicit in a loss of relationship with
her partner. Riddles of the Sphinx was partly developed from
concerns discussed in Mulvey’s iconic essay Visual Pleasures
and Narrative Cinema (1975), which, in coining the term
‘male gaze’ sought to probe how is pleasure constructed in
traditional Hollywood film. According to Mulvey, the feminist
re-reading of psychoanalysis and psychoanalytical modes of
female subjectivity offer a way to novel language and formal
considerations necessary to the formation of a new feminist
cinema. In practice, the maxim of both filmmakers - to read
words as images and images as words - is reflected in the
fragmentation of narrative form through panning shots,
performative readings and the dismantling of figurative
elements into an abstract collage.

Possible readings of the Sphinx myth as a feminist
critique are rich and multifaceted. Asking difficult questions
expresses the ambiguity and contradiction of the female
experience, where attempts at asserting control through
language is either deadly to others or self-destructive.
Merciless, cruel and ravenous, the Sphinx represents
a stereotype of a female unpredictability, falseness and
mystery, which must be controlled and tamed. Yet, there
are issues unexplored in Wollen and Mulvey’s film. The
Sphinx’s position on the city edges also suggests the
experience of expulsion — where margins are posed as zones
of instability and testing of an established order. With her
anomalous embodiment, part female, bird and lion — her
corporeality feeds into an image of monstrosity, freak
sexuality and a disabled body.!

How do cultural archetypes such as the Sphinx shape our
imaginaries and what are the ways of relating to them? The
second riddle of the Sphinx is less known but perhaps more
intriguing. “There are two sisters: one gives birth to the other
and she, in turn, gives birth to the first. Who are the two
sisters?” Alluding to a constant flow between constituting
of each other; the correct answer — day and night — implies
self-making through a continuous exchange. The female
experience shapes itself through two binary oppositions, yet
is always in the process of becoming its opposite.

If we return to Mulvey’s take on the filmic language
through psychoanalysis, by asking riddles and mastering
meaning the Sphinx asserts her place at the Lacan’s symbolic
order, which psychoanalytic tradition ascribes to the
masculine.? Clearly an act of transgression against the Law
of the Father, interrogating established boundaries and order
comes at the cost of exclusion, loneliness and eventually

1 Margrit Shildrick, Embodying the Monster: Encounters with the
Vulnerable Self (London: SAGE Publications Ltd, 2002), 89.

2  Laura Mulvey, ‘Visual Pleasure and Narrative Cinema’, in Visual and
Other Pleasures, Language, Discourse, Society (Houndmills, Basingstoke,
Hampshire: Palgrave Macmillan UK, 1989), 14-26.

prekrogily meze svych roli: Kleopatra, Medusa, Sarka, Furie,
Carodéjnice Ci Freudovy hysterické Zeny. Tyto interpretace
chéapou archetyp Zeny, ktera chce disponovat moci a utvaret
svUj vlastni vyznam, jen jako postavu, jeZ narusuje ustanoveny
Fad a ma pokfiveny charakter. Jakym zplisobem se mohou
Zeny vztahovat k témto postavam a jaké to ma nasledky?
Do jaké miry predstavuji tyto postavy vyzvu pro samotny akt
vztahovani se v rdmci sou€asného filmu a pohyblivého obrazu?
Jak mGZeme rozloZit tyto vzorce a ktera vyjednavani
narativnich forem, formalnich experimentu a jejich distribuce
jsou zapotrebi, pokud si chceme osvojit, narokovat
a rehabilitovat tyto postavy jako osobnosti vzdorujici
zavedenému Fadu? Jaké nastroje a strategie lze vyuzit?

AT SE STANE COKOLIV, UMISTIS BOMBU

Ve filmu s ndzvem Have you ever killed a bear — or becoming
Jamila (2014) nato¢eném libanonsko-americkou umélkyni
Marwou Arsanios jsou tato témata adresovana formou hry

s protipélem subjekt-objekt na pozadi skuteéného Zivotniho
pfibéhu. Performativni reinscenace — neboli reenakce® - se
toc€i okolo vysoce kontroverzni postavy alzirské bojovnice za
svobodu Djamily Bouhired, ktera se stala symbolem opozice
proti francouzské kolonialni viadé v AlZirsku, obzvlasté poté, co
se jeji postava objevila v neorealistickém filmu Gilla Pontecorva
Bitva o AlZir (The Battle of Algiers, 1996). Mnohocetnost
interpretacnich pozic filmu v jeho komplikovaném propojeni
transnacionalniho feminismu, patriotismu a dekolonizace

je zkoumana predevsim prostrednictvim performativity
samotného pohyblivého obrazu. Nékolik postav — umélkyné,
vypravécka, ucinkujici ve filmu, herecka hrajici Djamilu
Bouhired v Bitvé o AlZir a samotna Djamila — jsou propojeny
skrze prostfihy, opakovani a prehravani denikovych zaznamd,
archivnich materialQ a pfibéhu samotné Arsanios. Pohled

je zde pouzit tak, aby zaroven prerusoval béh €asu, ale

i vyuzival svoji intenzitu k zpfitomnéni, a tim preklenul mezery
v historickych materialech.

V Gvodni sekvenci filmu Have you ever killed a bear se
setkavame s rozhodnym pohledem mladé Zeny, ktera umistuje
tasku s podomacky vytvorenou bombou pod barovou Zidli.

JiZ z této Gvodni scény je zfejmé, Ze zamérem Arsanios neni
prevypravéni pribéhu Bouhired, ale Ze ma zajem o redlné
zpUsoby konstruovani mnohovrstevnaté interpretace na
zéakladé intersubjektivniho a mezigeneracniho chapani
Zenského vzoru jakozto politického obrazu. V kli¢ové scéné
filmu je tvar aktérky zakryta €ernobilou fotografii v Zivotni
velikosti s portrétem herecky, ktera vystupovala v roli Bouhired
ve filmu Bitva o AlZir. Tento zdanlivé jednoduchy krok,

ktery spojuje protagonistku filmu Arsanios s pfedchazejici
filmovou interpretaci, nabyva Sirsi geopoliticky vyznam, nebot
zpochybiiuje zplsob, jakym se Zenské a feministické vzory
staly nastroji ve sluzbé ideologie. Arsanios je fascinovana
magazinem Al Hilal, coz je egyptské propagandistické
periodikum vydavané statem za vlady Gamala Abdel Nassera,
ve kterém byly publikovany obrazy zachycujici ozbrojené mladé
Zeny se zbranémi namifenymi na ¢tenare, jez svymi tvaremi
reprezentovaly arabsky socialismus. AvSak jak sama umélkyné
zdlraziuje: Co pro jednu Zenu obndsi stat se predstavitelkou
vSech Zen ndroda? Predstavy hrani a politické reprezentace
jsou zde velmi Gzce propojené.*

Film vrcholi Zivelnou no¢ni scénou, kdy trhava kamera
zachycuje béh Bouhired noc¢ni busi, kde se nachazi vycvikovy
tabor pro bojovniky alzirské Fronty narodniho osvobozeni.
Zvuky praskani suché travy, pichlavé kefe a honba za

3 ,Re-enactment” znaéi v anglickém jazyce dokumentarné&-uméleckou
strategii, ktera vyuziva historické materialy, archivy, historické odkazy,
ale i humor k rekonstrukci minulosti.

4  Jason Farago, ‘An Interview with Marwa Arsanios’, Even Magazine,
Summer 2015, http://evenmagazine.com/marwa-arsanios/.

death. The Sphinx is positioned as a caution, similar to many
female characters transgressing their role — Cleopatra,
Medusa, Sarka, Furies, witches and Freud’s hysterical women
among others. In such readings, a female archetype seeking
to wield the power to produce their own meaning can only be
understood as a figure of transgression, a flawed character.
How and to what effect can women relate to such figures and
how might they pose a challenge to the act of relating in itself
within contemporary film and moving image?

How can we dismantle such patterns and what
negotiations over narrative forms, formal experimentation
and its distribution must be made when appropriating,
claiming and restoring such figures as role models in
challenge to the established order and what tools and
strategies can be used?

WHATEVER HAPPENS YOU WILL
PLACE THE BOMB

In Have you ever killed a bear — or Becoming Jamila (2014),

a film by Lebanese-American artist Marwa Arsanios, these
concerns are addressed as a play with subject-object binary
against the background of a real life story. This performative
re-enactment is centred around the highly controversial
figure of Algerian freedom fighter Jamila Bouhired, who
became a symbol of opposition to the French colonial rule

in Algeria, especially as her character appeared in Gillo
Pontecorvo’s neo-realist film The Battle of Algiers (1966).
The film’s position in a complicated nexus of transnational
feminism, patriotism and decoloniality is explored chiefly
through the performativity of the moving image itself. Several
characters - the artist, a narrator, the film’s performer, the
actress who played Bouhired in The Battle of Algiers and the
woman herself are intertwined through cutaways, repetitions
and restagings of diaristic records, archival materials and
Arsanios’s story. The gaze is explored as simultaneously
pausing the flow of time and using the present to bridge gaps
in the historical materials.

After the opening sequence, where a young woman, firmly
meeting our gaze, places a bag containing a home-made
bomb under a bar stool, it is quickly evident that Arsanios
is not concerned with the re-telling of Bouhired’s story but
with actual ways of constructing a multilayered interpretation
based on intersubjective and intergenerational understanding
of the female role model as a political image. In the key scene
of Have you ever killed a bear.., the face of the performer is
obstructed by a life-size black and white photograph of the
actress who played Bouhired in the Battle of Algiers. This
seemingly simple move, linking Arsanios’s protagonist to the
previous filmic interpretation, is given a wider geopolitical
meaning by questioning of the way women and feminism
were instrumentalised as role models in the service of
ideology. Arsanios is fascinated by Al Hilal — an Egyptian
state run propaganda magazine during president Gamal
Abdel Nasser’s rule — which featured artworks where armed
young women often pointed their guns at the reader as
the representative face of Arab socialism. But as the artist
herself emphasises, what does it mean for one woman to
represent a nation’s women? As such, the idea of acting and
of political representation are intimately related.?

The film climaxes with a visceral night scene, where the
jerky camera captures Bouhired’s run at night through the
bushland where a training camp for National Front freedom
fighters is based. Sounds of cracking dried up weeds, prickly
hedges and the chase of an imaginary bear through nighttime
landscape - this is the moment of realisation where a deep

3 Jason Farago, ‘An Interview with Marwa Arsanios’, Even Magazine,
Summer 2015, http://evenmagazine.com/marwa-arsanios/.



imaginarnim medvédem no¢ni krajinou — v tomto okamziku
prichazi moment uvédoméni, necekané silné vyvreni hluboko
uloZené horkosti vyvolané povinnosti fidit se rozkazy muzskych
koleg. ,,Prala jsem si zabit soudruha, nebo medvéda?“ pta
se vypravécka. At uZ se jedna o zablesk vzpominky, zaznam
z deniku €i fikci Arsanios, tento okamzik predstavuje zrozeni
samostatné artikulovaného feministického sebeuvédoméni,
které zde nabyvéa formu snadno prenositelného
a bezprostifedné pochopitelného afektu.

Have you ever killed a bear také poskytuje svédectvi
o rozporuplné oddanosti a nadklonnosti k zenam, které byly
odhodlany vybudovat si politickou roli v hluboce zakorenéném
patriarchalnim systému, v tomto pripadé mezi skupinou
alzirskych bojovnikl za svobodu. Vzhledem k tomu, Ze
Arsanios vyrostla ve Spojenych statech a studovala na Zapade,
avSak v soucasné dobé Zije v Libanonu, je v jejich dilech
nutné problematizovan blizky vztah k Bouhired a jeji nasilné
minulosti a neskryvané podpore arabskych diktatur, napfiklad
rezimu BaSara al-Asada v Syrii. Pro nomadské arabské Zeny
jako Arsanios, je akt nalézani a ustanovovani vztahu, hledani
vzor( a lokalizovani vlastni subjektivity nutné poznamenan
zdvojenou nutnosti se vymezit a prekracovat ustanoveny
fad — vUci kolonizatordm i viastnimu (feministickému Ci
osvobozeneckému) hnuti, proti zapadni ,.liberalni“ agresi i proti
fundamentalistickému islamskému konzervatismu.®

REENAKCE, TENTOKRAT S POCITY

Vzbudit zdjem o historickou postavu je jedna véc, ale

kdy a v jakych kontextech mizZeme fici, Ze reenakce

a znovuobjevovani historickych material(i v souc¢asnych
uméleckych dilech disponuje politicky emancipaénim
potencidlem? Jedna se ve filmu Have you ever killed a bear
spiSe o vytvareni historie, nebo jeji kopirovani? Vzpominani
konstruované na zakladé filmovych archiv( a médii (v tomto
pripadé ikonickych scén z filmu Bitva o AlZir a magazinu Al
Hilal) umozZriuje nahlédnout na reenakci jako na uméleckou

a tvardi, spiSe nez dokumentarni strategii. Povédomy pocit,
ktery zakouSime, kdyZ se objevi portrét Bouhired z Bitvy

o AlZir, muze pripominat reakci na setkani s ikonickym dilem
Cindy Sherman Untitled Film Stills (1977), jez se sklada ze
série fotografii snadno rozpoznatelnych Zenskych charakter(.
V pripadé snimk{ Sherman jde o zinscenované autoportréty
z povédomych, avSak neexistujicich filmud. Jedna se o vskutku
postmoderni snimky, nebot se cyklicky vyporadavaji

s apropriaci, imitaci, simulaci a repetici bez ur€itého pocatku.
Robert Blackson tvrdi, Ze postmoderni strategie opakovani

a napodobovani, jeZz Sherman ve svém dile vyuziva, mohou
byt do jisté miry soucasti reenakce, ale samy o sobé postradaji
jeji emancipacni potencial.® Tvorba Sherman ziskava svou
kritickou silu ve spojitosti s feministickou teorii, kterd ji
vztahuje k otazkam performativni povahy genderu a Zenské
reprezentace.

Podle Blacksona umélecka reenakce skyta mozZnost
transformace na zékladé ojedinélého napojeni paméti, teorie
a historie.” Arsanios predklada historie nasilného boje na
zakladé afektivni imaginace oné druhé, reprezentované
obrazem Djamily, a tim naplriuje — slovy Svena Luttickena -
potencial reenakce zprostfedkovat ,,mozné, avSak predem
nemyslitelné performance“.? Ve filmu Have you ever killed
a bear je tak mezigeneracni intersubjektivita postavy utvarena
nasim vnimanim dilematu, jeZ zakousi Djamila Bouhired a stejné

5 Lucy Reynolds ed., Women Artists, Feminism and the Moving Image:
Contexts and Practices (London: Bloomsbury, 2019).

6 Robert Blackson, ‘Once More ... with Feeling: Reenactment in
Contemporary Art and Culture’, Art Journal 66, no. 1 (March 2007):
28-40.

7  Blackson.

8 Lutticken S., quoted in Blackson. 39

seated resentment of having to take orders from her male
colleagues erupts in an unexpected rage. “Had | wished to

kill a comrade or a bear?” asks the narrator. A splinter of
memory, a note in a diary or Arsanios fiction, it is the moment
of the birth of a self-articulated feminist awareness, an easily
transferrable and immediatelly understood affect.

Have you ever killed a bear... is also a testimony of
conflicting loyalties and attachments to women, who were
determined to carve a political role for themselves in a deeply
patriarchal system, in this case groups of Algerian freedom
fighters. As a nomadic, Western-educated artist, who
grew up in the US and currently lives in Lebanon, Arsanios’
obvious attachment to Bouhired is complicated by histories
of violence and Bouhired’s present open support for Arab
dictatorships such as Bashar al-Assad’s regime in Syria. For
nomadic Arab women such as Arsanios (as could probably be
claimed for any subjects of colonialism) the act of locating
and establishing relations, finding role models and as such
locating their own subjectivity is necessarily marked by
a double-bind transgression; against colonisers as well as
against their liberatory movement, against Western ‘liberal’
aggression as well as fundamentalist Islamic conservatism.?

RE-ENACTMENT - THIS TIME WITH FEELING

Apart from bringing our attention to a historical figure, what
and where can we say is the emancipatory potential of re-
enacting and restaging historical materials in contemporary
artworks? |s Have you ever killed a bear.. closer to creating
history or copying it? Recalling a memory constructed
through a film archives and media (in this case iconic scenes
from The Battle of Algiers and Al Hilal magazine) offers an
insight into re-enactment as an artistic strategy, moving it
further away from the documentary. The feeling of familiarity
that we encounter after the image of Bouhired from The
Battle of Algiers appears, may resemble a response to
encountering Cindy Sherman’s iconic Untitled Film Stills
(1977), a series of photographs of easily recognisable female
characters. Sherman’s stills are not real life characters,
they are staged self-portraits from familiar yet non-existent
films, truly postmodern in the sense of their cyclical working-
through of appropriation, imitation, simulation and repetition
without origin. As Robert Blackson argues, the postmodern
strategies of repetition and imitation that Sherman uses can
to some extent be part of a re-enactment but, on their own,
they lack re-enactment’s emancipatory potential. In the
Sherman’s case, it is the feminist theory giving the work its
critical force connecting Sherman’s ouevre to questions of
gender performativity and women’s representation.

In Blackson’s view, re-enactment offers the possibility
of transformation through memory, theory and history to
generate unique results.® Arsanios, bringing histories of
violent struggle through the affective imaginary of the other
that an image of Jamila represents, enables — in the words
of Sven Lutticken’s — the re-enactment’s potential for
“possible yet unthinkable performances”.® In Have you ever
killed a bear... character’s intergenerational intersubjectivity
is formed by our perception of the dilemmas experienced
by Jamila Bouhired, and the actress and artist herself,
creating an emphatic response to all the women at once. Yet
the impact of this re-enactment also shows different ways
of constructing history; through a personal narrative, by
performativity of media, mediation of the history in film and,

4 Lucy Reynolds ed., Women Artists, Feminism and the Moving Image:
Contexts and Practices (London: Bloomsbury, 2019).

5 Robert Blackson, ‘Once More ... with Feeling: Reenactment in
Contemporary Art and Culture’, Art Journal 66, no. 1 (March 2007):
28-40.

6  Lutticken S., quoted in Blackson: 40.

tak i samotna herecka a umélkyné, coz vyvolava empatii se
vemi Zenami zaroveii. Uginek této reenakce také ukazuje
razné zpusoby konstruovani historie: prostrednictvim osobniho
vypraveéni, performativni povahy média, zprostfedkovanim
historie ve filmu, a predevsim vyznamem pocitQ
a sounalezitosti. Reenakce zde dekonstruuje a rozviji nescetné
zpUsoby, kterymi je historie utvarena a zprostfedkovana.

Po roce 2000 se umélecka reenakce stala jednou
se k historickym feministickym hnutim, obzvlasté k druhé
viné feminismu, coz dokladaji napfiklad dila Renate Lorenz
a Pauline Boudry, Alex Martinis Roe, Sharon Hayles, Nguyen
Trinh Thi, AlZbéty Bacikové a mnoha dalSich.® Ve své eseji Fans
of Feminism (2010) se britska feministicka kunsthistoric¢ka
Catherine C. Grant zabyva ostrym kontrastem mezi generaci
umélkyn v 90. letech, které se témér nevztahovaly k historii
feministickych hnuti, a ndhlym mnoZstvim autorek se
zajmem o znovuoziveni jinych ,vIn“ prostfednictvim dél, jez
vznikla v ponékud apatickych (nékdy téZ oznaCovanych za
postfeministickd) prvnich deseti letech nového milénia. Grant
se zaméruje na postavu fanouska &i fanynky a teoretizuje
vztah mezi fanynkou a objektem obdivu, coz obnasi
emocionalni vazbu, jako je napfiklad vasen pro dany objekt
zajmu €i touha.”® Ty provazeji fanouskovstvi, ale i Casto pravé
umélecké reenakce. Analyza Grant se zaméruje na zpracovani
historického materialu, ktery podstatné souvisi s aktivistickym
a kolektivnim hnutim, jako je napfriklad dilo ,,Love Songs*
umélkyné Mary Kelly, v jehoZ rdmci se dostava do popredi
problematika ,,generacni“ mezery. To podle Grant doklada, ze
»znovuoziveni zajmU zdlraziuje obtiZznost politické umélecké
praxe“." Reenakce jako metoda vytvareni genealogii a vztahu
je obvykle pokusem o predani vysoce politického obsahu,
ktery v8ak €asto byva nepochopen, zvlasté pokud se jedna
o problematiku identifikace, nebo pravé aktem extrahovani
jedné osobnosti z kolektivniho hnuti.”? Potencial radikalnich
mysSlenek se po opétovném predstaveni a reperformanci
historického materialu v sou¢asném uméleckém dile miiZe stat
pouhou stylistickou, vyprazdnénou formou misto politickou
vypovédi.

Podle Grant se vSak zaroven tento vasnivy vztah
k postavé z minulosti mizZe stat opravnym nastrojem historie.®
Projekt kolektivu Ridykeulous (tvofeného A. L. Steiner
a Nicole Eisenman) s ndzvem The Advantages of Being
a Lesbian Woman Artist pro newyorsky magazin LTTR
kvéruje heteronormativitu klasického plakatu Guerrilla Girls
The Advantages of Being A Woman Artist (1989). Stejné tak
reenakce dila Hadanky Sfingy umélkyni Emmou Hebditch
a samotnou Laurou Mulvey ve Whitechapel Gallery v roce 2007
méla ¢astecné napravit problematiku vyvstavajici na zakladé
oné ,generacni“ mezery. Haddanky |ze ze sou€asné perspektivy
kritizovat za reprezentaci pfevazné bilé, stfedostavovské
zkuSenosti, jeZ se zaklada na heteronormativnim vztahu matky
a dcery (upfednostriovaném tradi€ni psychoanalyzou) a opomiji
moznosti touhy ve vztazich mezi Zenami. V tomto pfipadé
je to pravé zaméreni se na politiku téla, na zakladé ¢ehoz
vyvstava emancipacéni potencial mytu o Sfinze. Jak jiz bylo

9 V Ceském kontextu muZeme jako soucast této tendence najit dilo
Manifesto della Donna Futurista od Anetty Mony Chisy & Lucie Tkacové
nebo prace Martiny Smutné.

10 Catherine Grant, ‘Fans of Feminism: Re-Writing Histories of
Second-Wave Feminism in Contemporary Art’, Oxford Art Journal 34
(3 August 2011): 265-86.

1 Grant.

12 Teoreticka zabyvajici se Queer problematikou Elizabeth Freeman toto
nazyva ,prevlek do€asnosti“ (,,temporal drag”), na zadkladé ¢ehoz Ize
vysvétlit selhani generaéniho modelu pfi zachycovani politickych
odliSnosti mezi dvéma Zenami, ackoliv sdili stejnou rasu, tfidu, narodnost
a sexudlni preference. Elizabeth Freeman, ‘Packing History, Count(Er)Ing
Generations’, New Literary History 31, no. 4 (2000): 727-44.

13 Grant.

most importantly, the role of affect and attachment. As such,
it deconstructs and opens the myriad of ways that history is
constructed and mediated.

Artistic re-enactment has been a prime tool when relating
to and restaging feminist histories, especially those from
the second wave, a practice which has exploded from the
2000s onwards, for example in the works by Renate Lorenz
and Pauline Boudry, Alex Martinis Roe, Sharon Hayles,
Nguyen Trinh Thi, AlZbéta Bacikova and many others.” In
her essay Fans of Feminism (2010), British feminist art
historian Catherine C. Grant considers the stark contrast
between the nineties generation of artists who hardly ever
referred to feminist histories and the sudden outpour of
artists keenly recovering other ‘waves’ through their work in
the slightly apathetic, sometimes called postfeminist, years
of the new millenium. Through the figure of the fan, Grant
theorises the relationship of a fan and fan-object, bringing
affective attachments such as passion for its subject and
desire that often underscore such artistic practices.® Her
analysis focuses on the re-staging of historical material
strongly connected to activist and collective action, such
as to ‘Love Songs’ by artist Mary Kelly where issues of the
‘generational’ gap come to the fore. This, for Grant proves
that ‘re-animation of the interests highlights the difficulty of
political art practice’.® Re-enactment as a method of creating
genealogies and relations is often an attempt at a transfer
of highly politicised content, which is often misunderstood,
especially when it comes to issues of identification,® or
by focusing on a single female character from a collective
movement. The potential for a radical action, through a re-
performance of historical material in the contemporary
artwork might collapse in style over politics.

According to Grant, however, the passionate
attachment to the subject of the past can be at the same
time a history’s corrective tool." The project by the group
Ridykeulous (A.L.Steiner and Nicole Eisenman), The
Advantages of Being a Lesbian Woman Artist (2006) for
New York’s magazine LTTR , queers heteronormativity of
the classic Guerrilla Girls’ poster The Advantages of Being
A Woman Artist (1989). Indeed, the re-enactment of
Riddles of the Sphinx by artist Emma Hebditch with Laura
Mulvey herself in 2007 at Whitechapel Gallery was partly
intended to repair issues arising from the ‘generational’ gap.
From the present viewpoint, Riddles can be criticised for
focusing chiefly on white, middle class experience based
in heteronormative mother-daughter relationships that
traditional psychoanalysis foregrounds, omitting possibilities
of desiring relationships between women. Here, it is the
focus on the politics of the body, which allows emancipatory
potential of the Sphinx’s myth to arise. As mentioned earlier,
the Sphinx as a part human, lion and bird is a non-binary
creature which poses a challenge to heteronormativity. As
such this monstrous creature represents other types of
desire, which as disability theorist Katefina Kolarova argues
is intrinsically linked to imaginaries of different political
horizons."™

7  In Czech context, the work Manifesto della Donna Futurista by Anetta
Mona Chisa & Lucia Tka€ova and projects by emerging artists such as
Martina Smutna can be seen as the part of this trend.

8 Catherine Grant, ‘Fans of Feminism: Re-Writing Histories of Second-
Wave Feminism in Contemporary Art’, Oxford Art Journal 34 (3 August
2011): 265-86.

9 Grant.

10 Elizabeth Freeman, ‘Packing History, Count(Er)Ing Generations’, New
Literary History 31, no. 4 (2000): 727-44.

11 Grant, ‘Fans of Feminism’.

12 Katefina Kolarova, ‘The Inarticulate Post-Socialist Crip: On the Cruel
Optimism of Neoliberal Transformations in the Czech Republic’, Journal
of Literary & Cultural Disability Studies 8, no. 3 (8 November 2014):
257-74.



zminéno, Sfinga je zarovern ¢lovékem, lvem a ptakem, a proto
ji Ize chapat jako nebinarni stvofeni, jeZ znejistuje kategorii
heteronormativity. Tim také reprezentuje jiné formy touhy,
coz je podle teoreticky Katefiny Kolarové neoddélitelné spjato
s vizemi odli$nych politickych obzor(."

Nové zpracovani zivotniho pfibéhu Christine Jorgensen
je ndmétem filmu Susan Stryker Christine in the Cutting
Room (2013), ve kterém se znovu ukazuje, jak koncepce
obludnosti politického, spoleéenského a osobniho téla mohou
byt propleteny, pouZity jako zbrar a kone€né opraveny na
zékladé emocni sounalezitosti. Christine Jorgensen byla prvni
transsexualkou, ktera se stala svétovou hvézdou a jejiz cesta
ke slavé se tak stala metaforickou explozi v jadru striktniho
rozdéleni genderu v povale€né Americe. Stryker ve filmu
pracuje s touto ambivalentni energii — kolaZz zaznamu scén
z hollywoodskych film(, zabéry ve stylu celebrit a zobrazeni
atomového véku jsou prokladany obrazy masovych hrob,
lidi umirajicich v taborech v dlsledku invaze Spojenych stath
a zprostfedkovanymi vyjevy zvérstev, které tvori pozadi
senzacniho predvadéni takzvané prirodé se vymykajiciho
a “obludného” téla Jorgensen." Skryta monstrozita
politického podhoubi povale€né Ameriky a oteviené ukazovani
,,obludného ilustruje napojeni biopoliticky danych vztah(
mezi subjektivitou a spoleCenskym télem. Tyto specifické
kvality stupriuji napéti mezi represivnim aparatem bilé
heteronormativni Ameriky a emo¢nim nabojem pfibéhu
Jorgensen.

KOMUNITA KLEVET

Préace Dialectics of Subjection 1-4 (2004-2006) umélecké
dvojice Anetty Mony Chisy a Lucie Tkacové prevraci vzhlru
nohama strategii hledani Zenskych vzoru, nebot je zaloZena na
prehnané identifikaci se stereotypni genderovou reprezentaci
Zen. Podle znamého testu Alison Bechdel Ize zhodnotit
reprezentaci zen ve filmu na zékladé toho, zda zobrazené
Zenské postavy hovori pouze s muzskymi charaktery, ¢i jsou-li
predmétem jejich rozhovoru vyhradné muzi v pfipadé, ze
mluvi se Zenou. V sérii spole¢nych performativnich vystoupeni
pred kamerou Chisa a TkaCova vytvareji z banalniho divéiho
Zertovani nastroj zkoumani sily Zenské spolecenskosti.
Umeélkyné vyuZivaji tradi¢ni ,,feminni motivy“, jako je sdilena
div&i loZnice, povalovani se na koupalisti, Zvykani, vystavovani
poprsi v bikinach — ztélesriuji reprezentaci mladych frivolnich
holek, které se bavi kleveténim o sexualni pfitazlivosti mocnych
i méné mocnych muzi ve svétové politice a na mistni umélecké
scéné. Spolecenské postaveni a vliv probiranych muzu je
rozbijen nekompromisnim pohledem divek, jez zhodnocuiji pivni
pupky, povislé brady a vrasky bez ndznaku zajmu o osobnostni
kvality probiranych muzd. MozZnosti kariérniho postupu
na umélecké scéné vyménou za sex se stava predmétem
vysméchu.

Je zapotrebi si uvédomit, Ze kleveténi o muzich v dile
Dialectics of Subjection by nemélo byt vnimano jen jako
pouha reakce na muZsky sexismus a Zenskou objektivizaci.
Umélkyné a spisovatelka Hannah Black ve svém textu Witch
Hunt (2016) popisuje etymologii slova ,,gossip“ (,,kleveta®),
které v anglickém jazyce ve stfedovéku znamenalo ,,pratelstvi
mezi Zenami“ a jeho vyznam se proménil v raném novovéku —
v obdobi hon(i na ¢arodéjnice — aZ k negativnim konotacim, jez
ma v soucasnosti. Ziskavani védomosti a jejich sdileni v ramci
vlastnich komunit prostfednictvim feci predstavovalo pro
Zeny zpUsob nezavislé obZivy a prostiedek kontroly vlastniho
téla (plozeni, antikoncepce, zdravi déti a jiné). Podle zasadni
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Revisiting the life story of Christine Jorgensen, Susan
Stryker in her film Christine in the Cutting Room (2013)
proceeds to show how conceptions of the monstrosity of
political, social and personal bodies can be intertwined,
weaponised, and ultimately corrected by affective
attachment. Christine Jorgensen was the first transsexual to
become a global star and whose rise to fame can be seen as
an explosion in the core of the strict gender binaries of
post-war America. Stryker’s film plays with this ambivalent
energy — collaged footage of Hollywood film scenes, celebrity
style shots and pictures of the atomic age are interspersed by
the images of mass graves, people dying in camps as a result
of US invasion, mediatised images of monstrosities which
are the background to a sensational parade of Jorgensen,
as a freak of nature, monstrous body."” The concealed, true
monstrosity of political realities of post war America — and
an open showing of “freaks” is illustrative of biopolitical
connections of subjectivity to the social body. Those
distinct qualities themselves dramatise the tension between
a repressive apparatus of white heteronormative America and
an affective charge of Jorgensen’s story.

COMMUNITIES OF GOSSIP

With Dialectics of Subjection 1-4 (2004-2006) by
collaborative duo Anetta Mona Chisa and Lucia Tkacovéa
the strategy of finding female role models is turned upside
down through the over-identification with a stereotypical
gendered representation of women. As the well known
Bechdel test goes, the representation of women in the film
can be assessed by asking if female characters are portrayed
only talking to male characters or when talking to a female
character they only discuss men. In the series of collaborative
performances for the camera, Chisa and Tkac¢ova weaponise
seemingly banal girly banter to explore the power of female
sociability. Using traditionally ‘feminised tropes’ — a shared
girls’ bedroom, hanging at outdoor swimming pools, chewing,
boobs hanging out of their bikinis, they embody a generic
representation of young trashy girls, gossiping about the
sexual appeal of powerful and less powerful men in global
politics and the local artworld. Men’s social standing and
power is dismantled by an uncompromising assessment of
the young women’s gaze, rating their beer bellies, saggy
chins and wrinkles, without a hint of interest in the virtues
of their personality. Occasionally, they laugh at possible
tradeoff of sex for their prospective career advancement in
the artworld.

What needs to be understood though, is that the
gossiping in Dialectics of Subjection should not be seen as
a mere reverse response to masculine sexism and female
objectification. In her text Witch Hunt (2016), the artist
and writer Hannah Black describes the etymology of the
word gossip, which in English during the Middle Ages
meant ‘a friendship of women’, and the way its meaning
changed in the Early Modern times (the time of witch-hunts)
to the sinister meaning it has today. Having knowledge
and sharing it through speech in their communities was
for women a means of earning an independent income
as well as controlling their bodies (birth, contraception,
children’s health, etc). According to Silvia Federici’s seminal
Caliban and the Witch (2004), the war on women’s power
was closely connected to the establishment of early
capitalism and it was at this time, when communal bonds
among and mediated by women came to be viewed as
suspicious and women who held social power were destroyed,
denounced and persecuted as witches. As Federici argues
that there is, in fact, “an unmistakable continuity between
the practices targeted by the witch-hunt and those banned

13  Shildrick, Embodying the Monster.

prace Silvie Federici Kaliban a ¢arodéjnice (Caliban and the
Witch, 2004) byl boj proti moci Zen Gzce spojen s ustanovenim
raného kapitalismu — komunitni pouta mezi Zenami &i jimi
zprostfedkované vazby zacaly byt v této dobé povaZovany
za podezrelé a Zeny disponuijici spoleGenskou moci byly
odsuzovany, pronasledovany a likvidovany jako ¢arodéjnice.
Federici dokazuje, Ze fakticky existuje ,,nepochybna
souvislost mezi praktikami, jeZ byly uplatfiovany b&éhem hont
na Carodéjnice, a témi zakazanymi v dané dobé zavedenou
legislativou, kterd méla regulovat rodinny Zivot, stejné jako
genderové a majetkové vztahy“.'s

Degradace banélniho Zenského hovoru na kleveténi je tak
ve skutec€nosti skrytou misogynii, strachem pred moci Zenské
spolecenskosti. Ackoliv pfedvadéni zobecnéné Zenskosti miize
byt interpretovano jen jako ironické zpracovani genderového
vystupovani, vzajemné pouto a Zenska soudrznost zjevné
pritomna v performanci umélkyn prekracuje tuto interpretaci.
Dialectics of Subjection 4 vrcholi v momenté, kdy je za
nejpritazlivéjsiho muze ze skupinky svétovych politikl zvolen
Usama bin Ladin. Umélkyné nechavaji libido, aby pred¢ilo
konvenéni moralku, ¢imz poukazuji na absurdni smésnost
muzského pohledu a objektivizace: vyjadreni Zenské touhy
predevsim na zakladé muzského vzezieni mize byt vnimano
jako perverzni, jako akt prekrocCeni hranic. Tento akt
transgrese vSak obnovuje plvodni pred-carodéjnicky vyznam
pojmu ,kleveta“ na ,,Zenska pritelkyn&“, nebot: ,,Pfekroceni
spolecenskych hranic klevetou spoc€iva pravé v tom, Ze je velmi
spolecenska. Je prilis spoleCenska. Vyvolava zdani, Ze tato
spolec¢enskost mlZe mit... svou vlastni realitu?!“"”

Tyto reality vSak muizZe byt obtizné vizualizovat
a reprezentovat prostiednictvim obraz(. V dobé krize
reprezentace predstavuje ,,transgrese” sporny pojem, nebot
do urcité miry kazdy digitalni obraz, ktery prezentujeme na
internetu, funguje jako rozsifeni sebe samé - jako identita
a prace, protozZe se stava soucasti retézce komodifikace.
Postava pornoherecky ve filmu Barbory Kleinhamplové
MPEG Girl (2016) je toho dobrym pfikladem. Ackoliv
opakovany, pronikavy obraz mladého paru pfi sexu ptsobi
navenek pritazlivé, k transgresi nedochazi pfi ukazovani
samotnych zabérl porna, ale zplsobem, jakym byl film
nato€en — Kleinhamplova ziskala povoleni natac€et s druhou
kamerou pfimo na place a dokumentovat tak nataceni porna
na zakladé své vlastni perspektivy. V jeji interpretaci lze za
transgresivni prvky povaZovat drobné zadrhely a zkresleni
zplsoba, jakymi mizeme zakouset formalni rozruseni
standardniho pornografického pohledu. Vzhledem k pfemire
obraz( transgrese ¢asto unika zobrazeni a musi byt realizovana
jinymi prostfedky — Anetta Mona Chisa a Lucia Tkacova ji ve
svém dile dosahly prostrednictvim sdileni Zenského smichu
a Marwa Arsanios skrze hru s performativitou samotné filmové
formy — pohledem, afektem, ambivalenci tvofenou napétim
mezi archivem, fikci a historii. V téchto dilech je politika
reprezentace Zenskych vztah( chapana ve své rozmanitosti,
nebot je utvarena intimitou a sounaleZitosti, prehodnocenim
politického vyznamu transgrese i Ulohou kolektivity pfi
zkoumani zpusobU naseho vztahovani se k historickym
okolnostem prostrednictvim Zenskych vzorud. Jak podotyka
Arsanios, Zenska obludnost nemusi byt navenek obludna, maze
byt stihla a krasna.

16 Silvia Federici, Caliban and the Witch, 2., rev. ed (New York,
NY: Autonomedia, 2014).
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by the new legislation that in the same years was introduced
to regulate family life, gender and property relations”."

The degradation of trivial chat as gossip is in fact
a concealed misogyny, a fear of the power of female
sociability. Even though performing generalised femininity
in Dialectics of Subjection can be read as an ironic take on
the gender performativity, a mutual attachment and female
companionship explicit in artist’s performance override such
an interpretation. At the peak of Dialectics of Subjection
4 Osama Bin Laden is evaluated the most desirable man
from the cohort of the world’s politicians. Allowing the
libidinal to overtake a conventional morality, it refers to the
ridiculousness of male gaze and objectification: expressing
a female desire based chiefly on men’s looks can be seen as
perverted, an act of transgression. Restoring the gossip to its
original pre-witch hunt meaning — a female friend for Black
allows a potential of female sociability as a space resistance:
“The gossip’s social transgression is that she is very social.
She is too social. She makes it seem like the social might
have... its own reality?!”"®

These realities though might be difficult to visualise
and represent through images. In the time of a crises of
representation, transgression is a contested term — to an
extent any digital image we present on the internet can
be seen as an extension of the self, as identity and labour,
entering a chain of commodification. The figure of a porn
actress in Barbora Kleinhamplova’s film MPEG Girl (2016),
serves as a prime example. While the circular, penetrative
image of a young couple fucking is outwardly seductive,
the transgression here is not in showing us images of
porn, but in the way the film was made; Kleinhamplova
was allowed to be the second camera on an actual porn
set, in fact documenting the shooting porn from her own
viewpoint. Transgressive aspects can be read here as small
glitches and distortions in the way we may experience the
artist’s formal distortions of the pornographic gaze. Due
to excess of images, transgression as such often alludes
representation, and must be done by other means — Anetta
Mona Chisy a Lucie Tkacova have achieved this by a shared
female laughter as much as Marwa Arsanios did by playing
on performativity of the filmic form — by the gaze, affect,
a tension between the archival, fictional and history. In these
works, the politics of representation of female relationality
must be understood as manifold — as both intimacy and
attachment, by rethinking the political significance of
transgression and the role of collectivity, when we explore
our ways of relating to the historical circumstances through
female role models. As Arsanios says, the female monster
does not have to be outwardly monstrous, it can be thin and
beautiful.
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ANETTAMONA CHISA A LUCIA TKACOVA:
DIALECTICS OF SUBJECTION #U, 2006, 12 MIN.

Dvojice umélkyn aktivné spolupracuje od roku 2000 a jejich tvorba
je pravidelné prezentovana na ¢eské i mezinarodni umélecké
scéné. Umélkyné ve svych dilech zpravidla reflektuji genderové,
institucionalni a politicko-ekonomické aspekty sou¢asné
spolecnosti, k Eemuz Casto vyuzivaji médium videa a performance.
V sérii videi Dialectics of Subjection #1-#4 (2004-2006) autorky
vedou pred kamerou inscenované rozhovory, v nichZ hodnoti
fyzickou pritaZlivost predstavitell Ceské a slovenské umélecké
scény Ci svétovych politikl. Kleveténim o sexudlni atraktivité
vlivnych muzd umélkyné ironizuji sexismus a objektivizaci Zen,
zaroven vSak vyzdvihuji Ulohu Zenské sounaleZitosti a intimity.

The artistic duo has been actively collaborating since 2000,
with their work being regularly presented within both Czech and
international art scenes. In their work, the two artists usually
deploy the medium of video and performance to reflect on gender,
institutional and political-economic aspects of current society. In
the series of videos Dialectics of Subjection #1-#4 (2004-2006),
the authors perform staged conversation in front of a camera,
gossiping about the sex appeal of the male representatives of the
Czech and Slovak art scenes, as well as world politicians. By doing
so, they ironize sexism and the objectification of women, and at the
same time accentuate the role of female relationality and intimacy.

MARWA ARSANIOS: HAVE YOU EVERKILLED A BEAR -
OR BECOMING JAMILA, 2012-2013, 25 MIN.

Marwa Arsanios je umélkyné, filmarka a badatelka, jejiz tvorba
byla pfedstavena v ramci fady etablovanych filmovych festivall
a umeéleckych prehlidek. V jejich filmech se objevuje snaha
o porozuméni mySlenkam marginalizovanych feministickych hnuti.
Film Who is Afraid of Ideology? Part | (2017) sleduje autonomni
Zenské hnuti v Rojavé v kontextu ekofeministického mysleni.
V dile Have you ever killed a bear — or Becoming Jamila se zabyva
performativnim ztélesnénim Djamily Bouhired, alZirské bojovnice
proti francouzské kolonialni nadvladé. Arsanios reinscenuje pasaze
z filmu Bitva o AlZir (1966), zejména moment, kdy Bouhired umistuje
bombu v kavarné. Vztah mezi touto rozporuplnou figurou a autorkou
je postaveny na obdivu, soucasné je ale podroben kritickému
pohledu.

Marwa Arsanios is an artist, filmmaker and a researcher,
whose work was showcased at many established film festivals
and biennales. In her films, she often attempts to understand the
thoughts of marginalized feminist movements. The
movie Who is Afraid of Ideology? Part | (2017) follows an
autonomous female movement in Rojava in the context of
eco-feminist thinking. In the piece Have you ever killed a bear
— or Becoming Jamila, the artist is concerned with portraying
the Algerian freedom fighter Djamila Bouhired, who fought
against French colonial rule. Arsanios reenacts passages from
the film The Battle of Algiers (1966), particularly the scene with
Bouhired placing a bomb in a café. The relationship between this
contradictory figure and the author is based on admiration, yet
subjected to a critical scrutiny.

SUSAN STRYKER:
CHRISTINE IN THE CUTTING ROOM, 2012, 10 MIN.

Susan Stryker je filmarka, teoreticka a profesorka plsobici ve
Spojenych statech. Ve své praci se zpravidla zabyva tematikou
genderu a lidské sexuality. Obdrzela Cenu Emmy za dokumentarni
film Screaming Queens, The Riot at Compton’s Cafeteria (2005)
o prvnim odporu queer komunity v historii Spojenych statu. Od
roku 2012 Stryker rozviji projekt, jehoZz tstfedni figurou je prvni
celosvétové zndma transgender celebrita Christine Jorgensen.
Kratky film sestaveny z found footage materiall byva prezentovan
ve formatu prednasky, v niz Susan Stryker hovofi o tom, co
Jorgensen ztélesrovala a reprezentovala, a co mize jeji obraz
znamenat pro filmové publikum v dnesSni dobé.

Susan Stryker is a filmmaker, theoretician and a professor
living in the United States. In her work, she focuses mostly on
the issue of gender and human sexuality. She was awarded an
Emmy for her documentary Screaming Queens, The Riot at
Compton’s Cafeteria (2005) about the first queer resistance
movement in the US. Since 2012, Stryker has been working on
a project whose main character is Christine Jorgensen, the first
globally known transgender celebrity. The short film consists of
found footage and is usually presented in the form of a lecture,
in which Susan Stryker speaks about what Jorgensen previously
embodied and represented, as well as what her image means for
the audience nowadays.

BARBORA KLEINHAMPLOVA:
MPEG GIRL, 2016, 8 MIN.

Barbora Kleinhamplova je umélkyné Zijici v Praze, ktera pracuje
nejcastéji s médiem videa, performance Ci instalace. Je jednou

ze zakladatelek Institutu Uzkosti, organizace zkoumajici skrze
tvaréi projekty patologické pfiznaky soucasnosti. Ve své tvorbé

se zabyva problematikou prace, spanku Ci terapie, kterou obvykle
zprostfedkovava formou inscenované situace vychazejici ze
zavedenych forem socialni interakce. Materialy pro video MPEG Girl
natocila Kleinhamplova s pornoherec¢kou pfi produkci videa, v némz
Zena vystupuje. Skrze autorkou napsany voiceover promlouva
protagonistka o vztahu k vlastni profesi, péci o sv(j digitalni obraz
nebo o tom, jak se sama stava digitalnim souborem.

Barbora Kleinhamplova is an artist based in Prague, who mostly
works in video, performance and installation. She is one of the
founders of the Institute of Anxiety, an organisation developing
creative projects to explore the pathological symptoms of present
times. In her work, she deals with issues of work, sleep, and
therapy, which she usually mediates through staged situations
based on established forms of social interaction. Kleinhamplovéa
shot the material used in MPEG Girl while being at its production
site together with a pornstar who appears in the film. Through the
voiceover written by the artist, the protagonist speaks about her
relationship with her profession, the care for her digital image, and
how she herself becomes a digital file.

NGUYEN TRINH THI:
ELEVEN MEN, 2016, 28 MIN.

Nguyen Trinh Thi je filmarka a video umélkyné Zijici v Hanoji. ZaloZila
a vede Hanoi DOCLAB, nezavislé centrum pro dokumentarni

film a pohyblivy obraz. Ve svych filmech se zabyva formovanim
paméti prostiednictvim audiovizualnich dél, predevsim ve vztahu
k postkolonialni historii Vietnamu. Film Eleven Men je sloZzen ze
zabéru z vietnamskych celovecernich filmu natocenych v priibéhu
tfi dekad, jez spojuje postava slavné vietnamské herecky Nhu
Quynh. Pravodni narativ filmu vychazi z prepisu povidky Franze
Kafky Jedendct synt vietnamskou spisovatelkou Pham Thi Hoai.
Tradi¢né muzsky pohled je v dile prevracen a prostor dostava
odhaleni vyvoje vnéjsi reprezentace Zeny v historii viethamského
filmu i jeji vnitfni pocity a Uvahy.

Nguyen Trinh Thi is a filmmaker and a video artist living in
Hanoi. She founded and directs the Hanoi DOCLAB, an independent
centre for documentary film and moving image. In her films, she
explores the formation of memory through audiovisual artworks,
particularly in relation to the postcolonial history of Vietnam.

The film Eleven Men consists of scenes taken from Vietnamese
feature films produced in the last three decades, in which stars

the nation’s famous actress Nhu Quynh. The accompanying
narrative of the film is based on Franz Kafka’s short story Eleven
Men, rewritten by the Vietnamese female author Pham Thi Hoai.
The traditional male gaze is overturned and the development of
female representation in the history of Vietnamese cinematography
revealed, as well as the woman’s inner feelings and thoughts.
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