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Online vystavni projekt s nazvem Spolek pratel
pohyblivého obrazu predstavuje historické

i sou¢asné podoby kolektiv(, jez byly zalozeny za
ucéelem podpory produkce, prezentace a vyzkumu
uméleckého filmu a videoartu. Na zakladé
srovnani téchto uskupeni projekt ukazuje, nakolik
je vedle spoleéného zajmu o médium pohyblivého
obrazu pro jejich fungovani zasadni také dobovy
politicky kontext a prevladajici spoleéenské
podminky. Promitani na webovych strankach
galerie a doprovodna esej priblizuji ¢innost
Anthology Film Archives, éeskoslovenské skupiny
Obor video a platformy D’EST.
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The online exhibition project titled The Moving
Image Friends Association presents both

historical and contemporary models of collectives,
established for the sake of supporting the
production, presentation and research of film

and video art. By comparing those collectives,

the project explores how the shared interest in

the moving image medium, present-day political
context and prevailing social conditions form

the ways in which the art collectives functioned.
Screenings of films on the gallery’s website and an
accompanying essay present the work of Anthology
Film Archives, Czechoslovak group Obor Video, and
D’EST platform.
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Spolky pratel pohyblivého
obrazu

V komentari ke kratkému dokumentarnimu snimku
Petra Skaly z roku 1990 zazniva véta, kterou ¢asto
slychavame i v souéasné dobé pfi vykladu historie
Seského videoartu: ,Cesky videoart se mozna za
svétem o par let opozdil, ale zato Sel svou vlastni
cestou”. V tomto srovnavani deského a zapadniho
videoartu, jez nezfidka vede k vynaSeni hodnoticich
soudd, neni pozadu tvorba mistnich umélcu, ale
spiSe samotné ideje, na kterych je toto srovnani
zalozeno. Pokud je néco z hlediska historie
videoartu pozadu, pak je to chapani dé&jin uméni

ve smyslu jednolitého vyvoje uméleckych forem,
jez se odviji od univerzalniho (tedy zapadniho)
ducha pokroku. Pohyblivy obraz vzdoruje tomuto
pojeti déjin vice nez kterékoliv jiné médium, nebot
historie jeho produkce je Uzce provazana s vyvojem
a dostupnosti technologii pro jeho zaznam a prenos,
coz podminuji konkrétni spolecenské, ekonomické
a politické podminky, nikoliv abstraktni linearni
vyvoj. Dostupnost technického zafizeni byla pro
rozvoj videoartoveé tvorby v zapadnich zemich

v 60. letech stejné podstatna jako obrat tvirc(

k neo-avantgardni umélecké praxi. Pfenosné
videorekordéry a kamery se staly prostfedkem
zachyceni performativnich dél a zprostredkovani
angazované uméleckeé tvorby, a zaroven otevrely
noveé pole pro konceptualni a medialni experimenty
(Meigh-Andrews, 2013). Absence struktur pro
podporu produkce a prezentace pohyblivého
obrazu - a zaroven potreba vzajemné spoluprace
vyplyvajici z komplexni povahy tohoto média - vedla
umeélce k hledani novych forem organizace, a tim

i novych podob institucionalni praxe. Existence
instituci podporujicich audiovizualni uméni, i
naopak jejich absence, je tedy Uzce zavisla na
dobovych moznostech cirkulace pohyblivého
obrazu, jez se odvijeji od dostupnych technologii

a prevladajicich spole¢ensko-politickych podminek.

Na poli experimentalni filmové tvorby zacala tato
problematika vyvstavat jesté pred rozsifenim
videoartu na konci 60. let. Podle umélce

a teoretika Stuarta Marshalla to byly pravé aktivity
americkych experimentalnich filmar, které slouzily
videoartovym umélctiim jako vzor pfi hledani novych
modell pro distribuci dél a organizaci vlastni éinnosti
(Marshall, 1985). Americky obchodnik s uménim
Howard Wise v roce 1970 zavrel svoji newyorskou
galerii, aby zalozil neziskovou organizaci Electronic
Arts Intermix, jez se za padesat let svého fungovani
stala jednou z nejvyznamnéjsich instituci pro
distribuci, konzervaci a vyzkum medialniho uméni.
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The Moving Image Friends
Associations

A sentence in the voice-over commentary
accompanying Petr Skala’s short documentary
from the 1990s is one which can even nowadays be
often heard when discussing the history of Czech
video art: “Compared to the world, Czech video art
might be belated, but it did go its own way”. When
Czech and Western video art are compared it usually
ends in a comparative evaluation that devalues

the former. However, it is not the work of the local
artists that is belated but rather the ideas on which
this comparison is based. If there is something
belated concerning the history of video art, it is the
understanding of art history in terms of a monolithic
development of art forms, derived from the universal
(meaning Western) spirit of progress. Moving image
resists such a notion of history more than any other
art form, because the history of its production is
closely linked to the concrete development and
accessibility of technologies for its recording and
broadcasting — and that, in turn, is determined by
particular social, economic, and political conditions,
not by an abstract linear development. For the
development of video art in Western countries in the
1960s, the availability of technical equipment was
as important as the embracing of neo-avant-garde
art by artists at the time. Portable video recorders
and cameras represented convenient means of
capturing performative artworks and mediating
socially engaged art practice, while also opening

a new field for conceptual and media experiments
(Meigh-Andrews, 2013). The lack of structures

for the support of moving image production and
presentation, as well as the necessity to cooperate
based upon the complex nature of the medium, led
artists to search for new organisational structures,
and in so doing, also for new forms of institutional
practice. The existence of institutions that supported
audiovisual art, or - on the contrary - the scarcity of
such institutions, is closely related to the present-day
possibilities of moving image circulation, which is
dependent on available technologies and prevailing
social-political conditions.

In the field of experimental film, these issues emerged
even before the expansion of video art in the late
1960s. According to the artist and theoretician

Stuart Marshall, it was the activities of American
experimental filmmakers that served as an example to
video artists searching for new models of distribution
and self-organisation (Marshall, 1985). American

art dealer Howard Wise closed his gallery in New

York in 1970 to establish the non-profit organisation



Se stejnym zamérem byla v roce 1976 zalozena také
platforma London Video Arts (dnes LUX) a nasledné
i organizace Montevideo v Amsterdamu &i Vtape

v Torontu (Balsom, 2017). Tyto instituce maji sv(j
predobraz v modelu filmovych spolki fungujicich

na principu zpoplatnéného zapuj¢ovani svéfenych
dél, které se etablovaly po 2. svétové valce ve
Spojenych statech americkych. Za historicky
nejvlivnéjsi uskupeni Ize v tomto ohledu povazovat
skupinu americkych filmar{ New American Cinema
Group, ktera kratce po svém zalozeni iniciovala
vznik distribuéniho druzstva New York Film-Makers’
Cooperative (Mekas, 2016). Rostouci pocet dél, se
kterymi druzstvo nakladalo, vyvolalo béhem nékolika
let potiebu ustanovit vlastni instituci, ktera by
umoznila necenzurovanou prezentaci a pozdéji také
archivaci marginalizovaného experimentalniho filmu.
Kinotéka newyorského filmového druzstva tak v roce
1970 ziskala stalou lokaci a institucionalizovala své
fungovani pod nazvem Anthology Film Archives.

Vedouci osobnosti newyorského uskupeni a prvnim
feditelem Anthology Film Archives se stal Jonas
Mekas, dnes jiz legendarni predstavitel povaleéné
filmové avantgardy. Od pocatku své kariéry byl
Mekas zastancem zpristupnéni filmového uméni

i na fungovani Anthology Film Archives - vedle
promitaciho séalu zde bylo fungovalo i studijni
centrum (slouzici také jako vystavni prostor),
knihovna, konferencni sal a zazemi pro dlouhodobé
uchovani filma a dalsich archivnich dokument.
Adkoliv si nova instituce osvojila Fadu tradiénich
muzejnich funkci, realita jejiho provozu byla
neformalni a zalozena na (Gasto prekarizované)
praci umelecké komunity. Provoz archivu je
doposud financovan ze soukromych i statnich
dotaci, vyraznou éast prijmu vSak tvori ¢lenské
prispévky. Fungovani archivu Mekas zachycuje

v dokumentu Laboratorium Anthology z roku
1999, k némuz velkou ¢ast zabeéru poridil skladatel
a filmar Auguste Varkalis. Laboratorium pripomina
ikonicka predstaveni, jez se v Archivu uskutecnila,
a zaroven zprostredkovava vhled do jeho zakulisi.
Sam Mekas v dokumentu naznaduje, Zze pocatky
Archivu se neobesly bez kontroverzi a problém{,
jez nejcastéji plynuly z nedostatku financi &i sport
o fizeni instituce. Archiv delil kritice takeé kvl
subjektivité kritérii, kterymi se komise s Mekasem
v Cele fidila pfi vybéru filma do zvlastniho programu
Essential Cinema, jehoz smyslem bylo predstavit
divakiim kanonické experimentalni filmy. Soucasti
zminéné komise nebyla zadna Zena a do vybéru se
dostalo jen nékolik filmarek (Alfaro, 2012). Pfesto
vS§ak nelze zpochybnit pfinos Anthology Film
Archives pro rozvoj filmu jako uméni, jak dokladaji
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named Electronic Arts Intermix, which has become
throughout its 50-year long history one of the

most important institutions for the distribution,
preservation, and research of media art. With the
same mission, the London Video Arts platform
(currently LUX) was established in 1976, followed

by the organisation Montevideo in Amsterdam, and
Vtape in Toronto (Balsom, 2017). The archetype of
these institutions is the model of a film association
providing paid rentals of entrusted works, as
established in the United States after the Second
World War. Historically, the most influential association
is the New American Cinema Group, which (shortly
after its establishment) initiated the foundation of the
New York Film-Makers’ Cooperative (Mekas, 2016).
Due to the growing number of works the cooperative
collected over the years, the artists felt the need to
establish an institution that would enable uncensored
presentation, and later also the preservation of these
marginalised experimental films. The cinematheque
of the New York Film-Makers’ Cooperative found its
permanent location in 1970 and institutionalised its
activities under the name Anthology Film Archives.

A leading figure of the filmmaker’s association in

New York, and the first director of the Anthology

Film Archives was Jonas Mekas, a renowned
representative of the post-war film avant-garde.

From the beginning of his career, Mekas had been an
advocate of making film-as-art accessible to as broad
an audience as possible, which in turn influenced the
activities of Anthology Film Archives - in addition

to a screening hall, a study centre was established
(which also functioned as an exhibition space), as

well as a library, a conference room, and facilities

for the long-term preservation of films and other
archival documents. Even though the new institution
appropriated a number of traditional museum
functions, its day-to-day functioning was informal

and based on the (often precarious) work of the arts
community. The activities of the archive are up to the
present days funded from both public and private
donations, with a significant portion of its income
coming from members’ fees. The way the archive
used to operate is depicted in Mekas’ documentary
Laboratorium Anthology from 1999, for which most of
the scenes were shot by the composer and filmmaker
Auguste Varkalis. Laboratorium recalls the iconic
performances that took place in the archive, as well as
mediates an insight into the backstage running of the
institution. In the documentary, Mekas himself hints
that the establishment of the archive was not without
controversies and problems, which often stemmed
from the lack of finances or disputes over the
management of the institution. The archive was also
subjected to criticism for the subjectivity of the criteria
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v dokumentu zachycené scény z predstaveni Nam
June Paika, Josepha Beuyse nebo Patti Smith &i usili
vynakladané pti konzervaci filmovych past a dalsich
archivnich materiald.

Zalozit podobné uskupeni, jakym byla americka
New American Cinema Group, bylo v povaleéném
Ceskoslovensku nemyslitelné. Nezavislé umélecké
spolky byly po roce 1948 zlikvidovany ¢i podrizeny
Ustiednimu svazu Seskoslovenskych vytvarnych
umélcu, zatimco ideologicky dozor nad filmovou
tvorbou vykonaval Ceskoslovensky statni film.
Kratké obdobi uvolfiovani a decentralizace vystfidala
po roce 1968 nova vina cenzury a stranického
dohledu nad kulturni produkei. Rada vyznamnych
predstavitel( a predstavitelek experimentalni
umeélecké scény emigrovala a ti, kdo zUstali, se

ocitli v izolaci a bez moznosti ziskat pro svou

tvorbu institucionalni podporu. Statni dohled

nad uméleckymi uskupenimi, cenzura informaci,
politicka podpora tradi¢nich uméleckych zanru,
nedostupnost zarizeni pro zaznam a prehravani
videa - vSechny tyto podminky pfispély k tomu, ze
se tvorba videoartu v socialistickém Ceskoslovensku
institucionalné nerozvijela tak, jako tomu bylo na
Zapadé. Vyraznou vyjimku predstavovala tv(rci
skupina Independent video art Prague, ktera vznikla
pod Institutem pramyslového designu, a uskupeni
Obor video, které se utvofilo v ramci Svazu ¢eskych
vytvarnych umélcl az v roce 1987 (DEN VIDEA
1989/2018, 2018).

Jednim z hlavnich dlvod( vzniku skupiny Obor
video, ktery iniciovali umélci Radek PilaF a Petr
Skala, bylo zajistit institucionalni podporu technicky
a finanéné naroc¢né videoartoveé tvorbé. Zakladni
myslenkou oboru bylo rozvijet praci s médiem
videa nejen v umeéni, ale také v dalSich kulturnich
oblastech, a zaroven udrzovat v ramci skupiny
volnou tvaréi atmosféru. Ackoliv vnitini fungovani
Oboru umoznovalo svobodné experimentovani

s pohyblivym obrazem, vné;jsi aktivity byly stale
kontrolovany Svazem ¢eskych vytvarnych umélca.
Prvni prezentace skupiny s nazvem Den videa,

jez probéhla v ramci oficialniho Salonu uzitého
umeéni v roce 1989, se tak neobesla bez cenzurnich
zasah( - video Radka Pilare s ndzvem Zrcadlo
¢asu muselo byt predstaveno bez hudby Michaela
Kocaba a Michala Pavlicka, a¢koliv tato hudebni
slozka tvofrila jeho podstatnou soucast (Kerbachova,
2006). Svazova agenda v oblasti kultury po
desetileti protezovala tradiéni umélecké formy

a naméty, zatimco neo-avantgardni tendence byly
vytlageny na periferii uméleckého provozu.

Rada élenti skupiny Obor video vychazela ve své
tvorbé z avantgardnich tendenci a klasickych

that its committee, chaired by Mekas, followed when
selecting films for the Essential Cinema programme;
the purpose of which was to present viewers with

a selection of canonical experimental movies. None
of the committee members was a woman and only

a few female filmmakers were selected (Alfaro,
2012). Despite this criticism, the contribution of the
Anthology Film Archives to the development of

film as art can not be disputed, as illustrated by the
documentary that captures the performances of Nam
June Paik, Joseph Beuys or Patti Smith, as well as
the effort spent on the preservation of film stock and
other archival materials.

It was impossible to establish an association similar
to the New American Cinema Group in post-war
Czechoslovakia. After 1948, independent artists’
unions were eliminated or subordinated to the
centralised Union of Czechoslovak Fine Artists,
while the ideological control of film production

was exercised by the Czechoslovak State Film.

A short period of ideological loosening and
decentralisation was immediately followed by

a new surge in censorship and the Communist
Party’s policing of cultural production after 1968.
Many important representatives of the avant-garde
art scene emigrated, and those, who stayed, found
themselves isolated without the possibility to gain
institutional support for their art practice. As a result
of the policing of artists’ associations by the state
apparatus, which included censorship, the need to
embrace traditional artistic genres, as well as the
inaccessibility of equipment for the recording and
playing of videos, the institutionalisation of video art
in socialist Czechoslovakia did not develop in the
same way as it did in the West. Despite that, there
were two significant movements founded after 1968;
Independent Video Art Prague, established under
the Institute of Industrial Design, and the association
Obor Video, which only started to form in 1987 within
the Union of Czech Fine Artists (DEN VIDEA 1989/
2018, 2018).

One of the main reasons leading to the foundation of
the group Obor Video, initiated by the artists Radek
PilaF and Petr Skala, was to secure institutional
support for the technically intensive and costly
production of video art. The core philosophy of the
group was to develop video practice not only within
art but also in other cultural fields while maintaining
afree and creative atmosphere inside the group.
Even though the inner running of the group enabled
free experimenting, its external activities were

still controlled by the Union of Fine Artists. Hence,
interventions by censors shaped the first exhibition
of the group titled Day of Video (Den videa), which



uméleckych disciplin, které kombinovala s animaci

a filmovou grafikou. Radek Pilaf vystudoval

v B0. letech malbu na Akademii vytvarnych uméni

a ve svych filmovych experimentech bézné aplikoval
vytvarné postupy. Svébytna provazanost malby,
fotografie, animace a videa je patrna na Pilarové
prezentaci Zrcadla ¢asu v ramci komplexniinstalace
s nazvem Zprava o stavu vod na ¢eskych tocich, jez
byla vytvorena pro vystavu Den videa. Zrcadlo éasu
bézZelo na tfech obrazovkach umisténych ve vySce
o¢i, jez byly ve spodni éasti dopInény fotografiemi
struktur ze zmuchlaného papiru a uprostred
fotografii dévdatka s barevnymi skvrnami. Cela
instalace se odrazela v zrcadle polozeném na zemi
pred divaky. V dokumentu Petra Skaly je Radek

PilaF zachycen pfi praci na Zrcadle casu a tyto
zabéry jsou doprovazeny komentarem, jez vystihuje
dobové pojeti oboru video na pomezi tradi¢nich
zanru a novych technologii; ,Videoart — novy druh
umeéni vyjadrujici se pomoci elektronického obrazu ...
moderni technika tak pronika do vysoce dUstojného
a po staleti nehybného svéta obraz( a soch, aby
artefaktu dodala pohyb a ¢as.”

Vznik nezavislych platforem pro podporu
audiovizualniho umeéni byl v zapadnich zemich od
60. let spojen se zakladanim novych univerzitnich
oborl a muzejnich oddéleni (Alfaro, 2012). Zasadni
reformu uméleckych instituci v Ceskoslovensku
pfinesla az ,sametova revoluce®, coz se v oblasti
novych médii projevilo predevsim v zakladani
novych kateder na vysokych uméleckych skolach.
Po rozpadu centralizovaného Svazu ¢eskych
vytvarnych umélcl se umélecka scéna rozdrobila na
mensi uskupeni, ze kterych se postupné etablovaly
nezavislé vystavni prostory a organizace, jez sice
poskytly zazemi pro prezentaci medialniho uméni,
avSak s omezenymi prostredky a jen pro tuzky okruh
divakd. Sbirkotvorné galerie pocaly zac¢lenovat
medialni uméni do svych vystavnich programu;
kvuli chybéjici erudici a infrastrukture vsak
doposud nepfijaly adekvatni strategie pro akvizice,
vyzkum a konzervaci novych médii. Pfestoze jsou
technologie pro nahravani a pfenos pohyblivého
obrazu stale dostupnéjsi, kategorie ,uméleckého
videa® se ocitla v jakési institucionalni propasti mezi
strukturami vytvarného a filmového svéta, bez
zadzemi ve vlastni produkeéni ¢i distribuéni platformé.
Fungovani na pomezi filmového a vytvarného je
vSak znamé také zapadnim umeélctim a umélkynim,
nebot tradi¢ni model zpoplatnéného zapljcovani se
v soucasnosti stale ¢astéji misi s dalSimi zplsoby
distribuce audiovizualnich dél - jako jsou DVD,
licencované edice, streamovani ¢i neautorizovana
online cirkulace - ¢emuz odpovidaji také rlizné
formaty prezentace (Balsom, 2017).
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took place within the official Salon of Applied Artsin
1989. Radek Pilai’s video titled Mirror of Time (Zrcadlo
¢asu) had to be exhibited without the music of Michael
Kocab and Michal Pavli¢ek, despite the fact that the
music was an inherent part of the work (Kerbachova,
2006). For decades, the agenda of the Union
prioritised traditional art forms and subject matters,
whereas neo-avant-garde tendencies were pushed
to the periphery of the art scene.

In their art practice, several members of the group
were drawing on avant-garde tendencies and
traditional art disciplines, combined with animation
and film graphics. Radek PilaF studied painting

at the Academy of Fine Arts in the 1950s, and in

his experiments with moving image often applied

fine art methods. The particular combination of
painting, photography, and animation is evident in
Pilar’s presentation of Mirror of Time within a complex
installation Report on the State of Water on Czech
Watercourses (Zprdva o stavu vod na ¢eskych tocich),
created for the exhibition Day of Video. Mirror of Time
was showcased on three television screens positioned
at eye-level, under which were photographs of
screwed up paper, and a photograph of a young girl
stained with colourful splodges. The whole installation
was reflected in a mirror located on the floor in the
middle of the installation. In the documentary of

Petr Skala, Radek Pilar is depicted while working

on the video Mirror of Time and these scenes are
accompanied by a commentary that captures the
present-day understanding of the video art field in
between traditional genres and new technologies;
“Video art - a new type of art that uses the electronic
image as a means of expression... Modern technology
penetrates the dignified and the centuries motionless
world of images and sculptures to endow the artefact
with motion and time.”

In Western countries, the emergence of independent
platforms for the support of audiovisual art has
been related to the foundation of new university

and museum departments since the 1960s (Alfaro,
2012). A major transformation of art institutions in
Czechoslovakia was only brought about after the
Velvet Revolution, which - in the field of new media
- resulted in the opening of new departments at art
academies. After the collapse of the centralised
Union of Fine Artists, the Czech art scene separated
into smaller associations, which gradually led to

the establishment of independent galleries and
organisations. Even though these institutions
created the conditions for the display of media

art, they usually operate within limited means and
reach only a small audience. Art museums no
longer avoid the presentation of video art, but lack
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Krize spojena s pandemii covid-19 jesté uspisila
proces digitalizace uméleckého svéta. Vzristajici
pocet online vystav, databazi a portall zverejnuje
stale vétsi mnozstvi audiovizualnich dél, pro
jejichz sledovani jiz neni hlavnim kritériem fyzicka
pritomnost divakd, ale jazykové znalosti a rychlost
pripojeni. Z moznosti online platforem volné
prekracovat narodni hranice, a tim zaplfiovat slepa
mista ve sdilené kulturni historii, vychazi kuratorské
zaméreni online platformy D’EST, jejiz vznik
iniciovala kulturolozka a kuratorka Ulrike Gerhard.

V pribéhu roku 2018 tato platforma publikovala Sest
promitacich kapitol, jez vznikly ve spolupraci s fadou
kuratorek a umeélkyn pochazejicich prevazné ze zemi
~byvalého Vychodu*. Dil&i kapitoly predstavily dila,
jez z feministickych a kolektivnich pozic reflektuji
témata spojena s postsocialistickou transformaci,
jako je napfriklad v ivodu zminéna problematika
chapani déjinnosti, jak vyplyva z ideologického
vztahu Vychodu a Zapadu. Toto specifické zaméreni
projektu D’EST pfrispélo ke vzniku mezinarodni
profesni komunity, jez prostfednictvim pohyblivého
obrazu formuje kritickou reflexi sdilené historické
zkusenosti. Vyzkumny a komunitni presah platformy

D’EST je vSak ve svété novych nadnarodnich
virtualnich galerii vyjimkou, ktera poklada
podstatné otazky ohledné budouciho fungovani
téchto platforem: Jakym zplisobem a kym ma byt
obsah téchto online ,galerii“ kuratorovan? Komu
je jejich program urc¢en? A jaké zpusoby produkce
a distribuce dél umozni zajistit adekvatni finanéni
podporu zastoupenych umélct a umélkyn?

Markéta Jonasova

the necessary expertise and infrastructure, and
appropriate strategies for the acquisition, research,
and preservation of new media art are yet to be
implemented. Despite the increasing accessibility
of technology for the recording and broadcasting
of moving image, the category of “art videos” has
found itself in an odd abyss between the structures
of the art and film world, without its own production
or distribution platform. However, Western artists
are also familiar with operating in between the art
and film scene, as the established model of paid
rentals increasingly competes with other models

of film distribution - such as DVDs, limited editions,
streams, and non-authorised online circulation -
which correspond to different formats of video art
presentation (Balsom, 2017).

The crisis resulting from the COVID-19 pandemic
accelerated the digitalisation of the art world. An
increasing number of virtual exhibitions, databases
and portals have released a growing amount of
audiovisual artworks to be watched online. The main
criteria for watching these works is no longer the
physical location of the viewer but rather our language
skills and the speed of our internet connection.

The possibility to freely cross national borders,

and by doing so also to fill blank spaces in a shared
cultural history, is a focal point of the online cultural
platform D’EST, the foundation of which was initiated
by the cultural studies scholar and curator Ulrike
Gerhard. Throughout 2018, the platform produced
six screening chapters, developed in collaboration
with many curators and artists from the countries

of the so-called “former East”. These chapters
presented audiovisual artworks that reflect feminist
and collective perspectives on topics related to the
post-socialist transformation, such as the notion

of historicity derived from the ideological relation

of East and West. This particular focus of D’EST
contributes to the development of an international
professional community, which - by the means of
moving image - shapes critical reflection of shared
historical experience. In the world of transnational
virtual galleries, such an embracement of research
and collective practice is rather unique, and poses
profound questions about their future mode of
operation: How and by whom should be the content
of these online galleries curated? For whom is their
programme intended? And what forms of production
and distribution can secure sufficient financial support
of the artists?

Markéta Jonasova
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