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Ve vystavnim projektu Kameru véem! se zamérime
na tvorbu uméleckych kolektivi, jez kriticky
pristupuji k reprezentaé¢nim strategiim pohyblivého
obrazu. Promitaci pasmo predstavi skupiny, které
nehledaji emancipacni potencial jen ve formé

a obsahu uméleckého dila, ale také v podminkach
a zpusobu jeho vyroby. Problém reprezentace
pomoci pohyblivého obrazu byl zdliraznén na
konci 60. let skupinou Medvedkin. Kolektiv vznikl
jako reakce na diskuzi nasledujici po spole¢né
projekci Markerova a Marretova filmu A bientét,
Jj'espeére, jenz byl natoéen na podporu stavkujicich
délnika ve francouzském mésté Besancon. Délnici,
ktefi byli nespokojeni se zobrazenim ve filmu,
spolec¢né zalozili filmovy kolektiv s pozadavkem
sebe-reprezentace. Vedle skupiny Medvedkin

z Besancon se podivame na kratké filmy Rozavské
filmové komuny, ktera pouziva filmové médium

k utvareni nové spole¢nosti zalozené na principech
nestatni demokracie, a éeského kolektivu Pradelna,
jenz problematizuje stereotypni zobrazovani lidi

v socialni nouzi.
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The Cameras for All! exhibition project will focus on
the works of art collectives who critically approach
the representational strategies of the moving image.
During the course of the screening, we will introduce
groups that not only search for emancipatory
potential in the form and content of the artworks

of art but also in the conditions and manner of

their production. The problem of representation
through moving image was emphasised in the late
1960s by the Medvedkine group. The collective was
created as a response to a discussion that followed
a screening of Marker’s and Marret’s film A bientét,
Jj'espére, filmed to support the striking workers

in the French city of Besangon. The labourers,
unsatisfied with their representation in the film,
established a film collective with a demand for
self-representation. In addition to the Medvedkine
Group from Besangon, we will also watch short films
made by the Rojava Film Commune, which uses

the medium of film to create a new society based

on the principles of stateless democracy, and the
Czech collective Pradelna (Laundromat Collective),
which calls into question stereotypical depictions of
people experiencing social destitution.



Kameru vSsem!

Nerovny vztah mezi zobrazovanym a zobrazujicim
pronasleduje pohyblivy obraz od chvile, kdy byl
vynalezen. Jakkoli se povaha (re)produkénich
prostfedkd méni, stejné jako vyznam pristupu k nim,
Ize vlibec dosahnout reprezentacni spravedinosti

v podminkach spolecenské nerovnosti? ,Nase reseni,

“I'namita

a my feseni mame, nebyla viibec diskutovana,
rozGarovany délnik textilni tovarny La Rhodiacéta ve
vychodofrancouzském mésté Besangon po spolec¢né
projekei filmu A bientét, j'espére (Uvidime se).
Dokumentarni film Chrise Markera a Mario Marreta
zaznamenava burcovani ke stavce v prosinci roku
1967, k akci solidarni s lyonskymi délniky. Marker
prijel do Besangonu jiz v bfeznu 1967, kdy v tovarné
La Rhodiacéta probihala stavka, ktera po dlouhé
dobé dala vzpomenout na proslulé povstani v tovarné
Renault roku 1947. Stavka ziskala zna¢nou medialni
pozornost i diky tomu, jaky vyznam délnici prikladali
umeéni. Sblizovani délnické tfidy s kulturou meélo

ve mésté Besangon dlouhou historii a délnici Fadili
pristup k uméni mezi sva zakladni prava. Po rozladéni,
které délnici pocitovali ze zachyceni jarni stavky
novinari, je ¢ekalo dalsi zklamani, tentokrat od filmar
z Pafize. Pracovniklim tovarny se nelibila reprezentace
délnické zkusenosti, ktera kladla dliraz na neuspéch
a byla podana zbyte&né rezignované a skli¢ené.
Marker kritiku po spoleéném promitani filmu pfijal
konstruktivné a vybidl délniky k zaloZzeni umélecké
skupiny Medvedkin. Nazev si vypUijcili od sovétského
filmare Alexandra Medvédkina, jehoz snahou bylo
udinit protagonisty filmu zaroven i jeho spolutv(rci.

Kolektiv Medvedkin nevznikl jen jako reakce

na burcujici setkani aktivistickych filmart

a nespokojenych militantnich délnikd, ale predevsim
diky mistni umélecké komunité, jejiz byli délnici
soucasti. Na predmeésti Besangonu vznika v roce
1959 kulturni centrum CCPPO pfriblizujici uméni
mistnim obyvatellim, jehoz ¢lenové pozdéji tvorili
velkou ¢ast noveé se formujici skupiny Medvedkin.
Vedle anarchistického myslitele Pierre-Josepha
Proudhona a utopického socialisty Charlese Fouriera
je Besancon také rodnym méstem bratfi Lumiéra.
Teoreti¢ka a filmarka Isidora li¢ na p¥ikladu filmu La
sortie de l'usine Lumiere a Lyon (Odchod z tovdrny)
ukazuje problematicky vztah vyrobniho procesu

a filmu. Délnici, ktefi opoustéji tovarnu, jsou délniky
tovarny bratfi Lumier(; diky jejich praci si mohou
dva pramyslnici dovolit natodit jeden z prvnich filmu.
Délnici nejsou témi, kdo vytvari svoji reprezentaci.

1 Vyrok ze zaznamu Le Chartier (1968), ktery vznikl jako audionahréavka spoleéné
diskuze tvaret filmu A bientét, j'espére s délniky po skonéeni projekce.

2 ILIC . Film As a Means: From Representation To Participation, Zidne novine, Apr. 2015,
http:/www.zidne.udruzenjekurs.org/en/brojevi/film-kao-sredstvo/. Vyhledano 10. 5. 2020.

Cameras for All!

The unequal relationship between those depicted and
those depicting has plagued the moving image since
it was first invented. However much the nature of the
means of (re)production changes - and our approach
to it - can we ever achieve justice of representation

in conditions of social inequality? “Our solutions,

and we do have solutions, weren’t discussed at all,”
protests a disillusioned labourer at the Rhodiacéta
textile factory in the eastern French city of Besangon
following a public screening of A bientét, jespére

(Be Seeing You). This documentary by Chris Marker
and Mario Marret follows the rabble-rousing before

a December 1967 strike in solidarity with labourers in
Lyon. Marker came to Besangon in March 1967, during
a strike at the Rhodiacéta factory that was the first
reminder in years of the famous uprising at the Renault
factory in 1947. The strike garnered considerable
media attention thanks to the importance that the
labourers placed on art. Links between the working
class and culture had a long tradition in Besangon, and
the workers included access to art among their basic
rights. After the irritation the workers experienced
following the media coverage of the spring strike, they
were in for another disappointment, this time from

the Parisian film-makers. The factory workers were
unhappy with the film-makers’ representation of the
working-class experience, which emphasised failure
and took on an unnecessarily resigned, depressed air.
After a joint screening, Marker accepted their critique
constructively and invited the workers to establish

an art group, Medvedkine. The name was a tribute to
Aleksandr Medvedkin, a Soviet film-maker who aimed
to make his protagonists the co-creators of his films.

The Medvedkine collective wasn’t only created as
aresponse to rousing meetings between activist
film-makers and disgruntled militant labourers;

most importantly, it was the work of the local artistic
community, which also included the workers.

A cultural centre, the CCPPO, had been established
on the outskirts of Besangon in 1959, bringing art
closer to the local inhabitants. Members of the
CCPPO later formed a majority of the Medvedkine
group. Apart from being the birthplace of the
anarchist thinker Pierre-Joseph Proudhon and the
utopian socialist Charles Fourier, Besangon was also
the birthplace of the Lumiéere Brothers. Using the
example of the film La Sortie de I'usine Lumiere a Lyon
(Employees Leaving the Lumiére Factory in Lyon),
theorist and film-maker Isidora lli¢? demonstrates the

1 Statement from Lq Chartier (1968), created as an audio recording of a discussion
between the makers of A bientét, j'espére and the workers after the screening.

2 1. lli¢, “Film as a Means: From Representation to Participation”, Zidne novine, April 2015,
http:/www.zidne.udruzenjekurs.org/en/brojevi/film-kao-sredstvo/, accessed 1June 2021.



Film, ktery je z pravidla kolektivnim dilem, zastira
procesy, které k jeho vyrobé vedou. Délnici opoustéji
svoje pracovisté, zatimco reprezentace jejich prace
zlistava skryta. Zstava skryty i jejich revolu¢ni
potencial, protoze strach z délnického povstani stale
vyvolavala pripominka Parizské komuny z roku 1871.
Vyrobni prostiedky pramyslnik(i splyvaiji s filmovymi
nastroji a zajistuji vysadni pravo na reprezentaci.

Dilo skupiny Medvedkin spogiva v odkryvani
vykofistujicich vztah(l doprovazejicich historii
kinematografie jiz od filmovych prikopnikd. Formalni
postupy, které jejich vrstevnici v angazovaném filmu
60. let pouzivali, uplatfiuje skupina i v roviné socialni.
Jak poznamenava filmovy védec Paul Douglas Grant,
~Skupiny Medvedkin praktikovaly détournement

k zpétnému privlastnéni zapovézené dominantni
kulturni praxe (v tomto pripadé filmové tvorby) ze
(zne)uzivani burzoazni kulturou.”®

Prvnim kolektivnim filmem skupiny Medvedkin

z Besancon byl stftedometrazni snimek Classe

de lutte (Trida boje) dokoncéeny roku 1969. Film

zadind zabérem na zadumdivou Suzanne Zedet,
délnici a aktivistku, ktery si skupina vypujcila ze
snimku A bientét, j'espére. V Givodni &asti skupina
Medvedkin ukazuje stfihacsky proces, pfi kterém
spole¢né reviduji Marker(v a Marret(yv film. Nasleduji
nepouzité zabeéry, jimiz Suzanne ze zminéného snimku
promlouva. Stejné jako pritakavajici Suzannin hlas,
ktery ve filmu A bientét, j'espére slouzil ke stvrzeni
slov jejiho manZzela, pouziva Marker a Marret hlas
deélnika k legitimizaci vlastni vypovédi, kterou formalné
ramuji cely film pomoci nediegetického komentare.

Z tiché postavy se stava hlavni protagonistka snimku,
organizujici stavku v tovarné na hodinky Yema.

Tam, kde se nedafrilo parizskym tvirctm uniknout
etnografickému soucitnému pohledu, pfichazi skupina
Medvedkin s pozadavkem sebe-reprezentace
zalozenym na kolektivnim subjektu. Z historického
hlediska je skupina dulezita také proto, ze pfipomina
vyznamnou ulohu délnik( ve stavkach z kvétna 1968,
ktefi byli ze zjednodusujiciho obrazu studentskych
stavek vylouceni.

V Uvodni scéné Classe de lutte vidime délnika

s kamerou v ruce za zvuku odrazené kulky. Své
aktivity chapala skupina Medvedkin jako soudast
kulturni revoluce, kdy se médium filmu stava zbrani
v rukou délnik(. Podobné mizeme nazirat na aktivity
Rozavske filmové komuny, ktera vznikla v roce

2015 ve mésté Qamishlo. Prace filmové komuny,
kterou tvori filmari a pedagogové, predstavuje
nedilnou soucast osvobozeneckého boje v regionu.

3 GRANT P. D. Cinéma Militant: Political Filmmaking & May 1968, Columbia
University Press, 2016. s.122.

problematic relationship between the production process
and the film. The labourers work in a Lumiéere Brothers
factory; it is thanks to their labour that the industrialists
can afford to make some of the earliest films in history. The
workers are not the ones creating their self-representation.
Films, which are by their nature collective works, hide

the processes that lead to their creation. The labourers
leave their workplace while the representation of their
labour remains hidden. Also hidden is their revolutionary
potential, as fear of a workers’ revolution was still alive with
the memory of the 1871 Paris Commune. The industrialists’
means of production merge with cinematic equipment,
ensuring a privileged right to representation. The work

of the Medvedkine group consisted in uncovering the
exploitative relationships that have plagued the history

of cinematography since its earliest days. The formal
methods used by their contemporaries in the 1960s

were also applied by the group on a social level. As

film theorist Paul Douglas Grant notes, “Les groupes
Medvedkine practised détournement as the reclamation
of the forbidden dominant cultural practice (in this case,
filmmaking) from the (mis)use of bourgeois culture.”

The first collective film by the Medvedkine Group was

the medium-length Classe de lutte (Class of Struggle),
completed in 1969. The film begins with a shot of a pensive
Suzanne Zedet, labourer and activist, which the group
borrowed from A bientét, jespére. In the opening section,
the Medvedkine group demonstrates an editing process
through which they revise Marker and Marret’s film. The
next section features unused shots of Suzanne speaking
in the same film. Just as in A bientét, j'espére, her words
are used to confirm the words of her husband. Marker and
Marret use the voices of the labourers to legitimise their
own position, which formally frames the entire film through
non-diegetic commentary. The silent figure becomes the
main protagonist of the film, organising a strike in the Yema
watch factory. Where the Parisian artists failed to escape
the compassionate ethnographic position, the Medvedkine
Group demanded self-representation on the basis of

a collective subject. From the historical perspective, the
group is also important in pointing to the important role of
factory workers in the strikes of May 1968; labourers were
essentially excluded from the simplified perspective of
these events as student protests.

In the opening scenes of Classe de lutte, we see a worker
with a camera in hand, and hear the sound of a ricocheting
bullet. The Medvedkine Group understood its activities
within the context of cultural revolution, with the medium
of film becoming a weapon in the hands of the labourers.
We can approach in a similar manner the activities of the
Rojava Film Commune, established in 2015 in the city

3 P. D. Grant, Cinéma Militant: Political Filmmaking & May 1968, Columbia University Press,
2016, p. 122.



Demokraticka federace severni Syrie v Rozavé,

v zdpadnim Kurdistanu, byla ustanovena autonomni
koalici Kurdu, Arabt a Asyrant béhem probihajici
obdanské valky v roce 2012. Rozavska revoluce
zahrnula myslenky predstavitele Strany kurdskych
pracuijicich (PKK) Abdullaha Ocalana véznéného
Tureckem. Abdullah Ocalan pod vlivem kritiky, se
kterou pfislo zenské hnuti uvnitf PKK, interpretoval
narodni stat jako utladujici politicko-spole¢enské
usporadani, které reprodukuje patriarchalni utisk

a vytvari nerovnost. Namisto pokradovani v usili

o zalozeni kurdského narodniho statu Ocalan navrhl
autonomni a decentralizované usporadani zalozené
na myslenkach demokratického konfederalismu.
Revoluce, pri které byla zalozena Rozava, spocivala
v reorganizaci spoledenskych infrastruktur skrze
nestatni demokracii na principech ekologické
udrzitelnosti, rovnosti a spole¢ného vlastnictvi.
Rozavska autonomie zavedla kvéty na participaci
zen v politickém zivoté, dudlni zensko-muzské
spolupredsednictvi vsech politickych organizaci

a uznani mnozstvi jazykl a nabozenstvi v sekularnim
systému samoorganizovanych komun.

Podobné jako se CCPPO ve Francii snazilo priblizit
umeéni délnické tfidé, v Rozavé vznikla sit kulturnich
center Tev-Cand, ktera zprostredkovava hudbu,
divadlo a vizualni uméni. Uméni je dllezitou

soucasti rozavske revoluce, protoze dokaze
vytvaret spolecnou historii, ktera byla dlouhou

dobu potladovana a vyhlazovana. Pfedevsim pisné,
predavané v utajeni, jsou nositelem kurdské historie,
boje a jazyka. Dokumentarni snimek Darén Bi Tené
(Osamélé stromy, 2018) predstavuije tento silny vztah
obyvatel narodné rozmanitého regionu k hudbé. Film
Derwés o potulnych muzikantech zase zdurazriuje
vyznam dostupnosti uméni, v kterém obyvatelé
regionu spatruji obecné sdilené statky nalezejici
celé spolec¢nosti. Snimek je dilem studentt filmové
akademie, kterou komuna zalozila, aby vychovala
novou generaci filmard. Vedle vzdélavacich aktivit se

komuna vénuje i samotné popularizaci kinematografie.

S filmem se poji tragicka udalost pozaru kina ve mésté
Amdé roku 1960. Po celodennim promitani filmu

o alzirském osvobozeneckém boji doslo k pozaru,
pfi kterém zemrelo vice nez 200 détskych obéti.
Syrska vlada posléze zakazala jakékoliv vefejné
pripomenuti pamétky obéti pozaru. Cinnost komuny
si klade za cil rehabilitovat médium pohyblivého
obrazu, které provazi bfimé masakru. Na vyroci této
tragické udalosti komuna zalozila filmovy festival.
Soucasné rozavska revoluce, z velké miry zalozena
na emancipaci zen, zapoijila zeny do filmového
remesla, coz bylo do té doby chapano jako ostudné.
Snimky Kéra Koh (Neostry ntiz, 2016) a Mako Sare
(Mako je chladno, 2016) se zaméruji na dllezZitost

of Qamishlo. The work of this film commune, which

is formed by film-makers and teachers, represents

an indelible component of the liberation struggle in

the region. Rojava - the Democratic Federation of
Northern and Eastern Syria, in Western Kurdistan — was
established in 2012 through an autonomous coalition

of Kurds, Arabs, and Assyrians during the Syrian civil
war. The Rojava revolution put into practice the ideas
of the leader of the Kurdistan Workers’ Party (PKK),
Abdullah Ocalan, a political prisoner in Turkey. Under
the influence of critique from the women’s movement
inside the PKK, Ocalan interpreted the nation-state

as an oppressive politico-social arrangement that
reproduces patriarchal oppression and creates
inequality. Instead of continuing in his efforts to
establish a Kurdish nation-state, Ocalan proposed an
autonomous and decentralised arrangement based on
the ideas of democratic confederalism. The revolution
during which Rojava was established consisted in
reorganising societal infrastructure through stateless
democracy on the principles of ecological sustainability,
equality, and common ownership. The Rojava
autonomous government established gender quotas
for the participation of women in political life, dual male-
female co-leadership of all political representation,

and the recognition of many languages and religions in
a secular system of self-organised communes.

Just as the CCPPO in Besangon attempted to bring
art closer to the working class, Rojava has established
a number of cultural centres known as Tev-Cand,
which provide access to music, theatre, and visual art.
Artis an important part of the Rojava revolution, as it
can help create a common history that has long been
suppressed and erased. It is particularly in songs -
transmitted in secret - that Kurdish history, struggle,
and language are contained. The documentary Darén
Bi Tené (Lonely Trees, 2018) introduces the strong
relationships the inhabitants of this ethnically diverse
region have with music. Derwésg, a film about wandering
musicians, emphasises accessibility in art, which the
region’s inhabitants consider the common property

of the whole society. The film is the work of students

at the film academy established by the community to
foster a new generation of film-makers. An important
moment for the film is the tragic 1960 cinema fire in the
neighbouring city of Am(dé. After a day-long screening
of a film about the Algerian liberation struggle, a fire
broke out in the cinema, killing more than two hundred
children. The Syrian government later banned any
public reminders of the memory of the victims of the
fire. The activities of the Rojava Film Commune aim to
rehabilitate the medium of the moving image, which
still carries the burden of the massacre, and it was on
the anniversary of this tragic event that the commune
established a film festival. The Rojava revolution, based



zenského hnuti v rozavské revoluci. Zatimco Kéra
Koh observaéni metodou sleduje kazdodenni Zivot
dvou starSich zen, b&éhem kterého sbiraji a prodavaji
zeleninu a travi spoleéné chvile, Mako Sare nam
pfipomina vnéjsi podminky pIné nasili. Malebny zivot
v komuné je obklopen brutalitou a mucednictvim
Zenskych obrannych jednotek (YPJ), které stoji

v predni linii branici rozavskou kulturu.

Zcizovaci efekt, ktery se obvykle pouziva k vytvoreni
odstupu se zamérem kritického prehodnoceni
socialni a politické nevyhnutelné danosti, pouziva
naopak komuna ve filmu Mako Sare jako prostfedek
k pfizvani divaka do rozavské skuteénosti. Ctvrta
sténa, ktera zde v ivodni scéné pada, uz neodkryva
socialni a politickou konstrukei, ale spiSe uskutec¢nuje
avantgardni prolnuti zivota a uméni. Je to mozné

jen diky odlisnému ideologickému systému,
zaloZzenému na principech nestatni demokracie,

v kterém je uméleckeé dilo realizovano a distribuovano.

Propojovani uméni a zivota mizeme sledovat

i v celovecerni produkci filmové komuny, kdy se
rozavskeé bojovnice a bojovnici stavaji herci hrajicimi
sami sebe, kteri dost mozna padnou v budoucim boji
jako mucednici.

Silu pohyblivého obrazu spatfuje filmova komuna ve
schopnosti transformovat predstavy o spole¢nosti
ve skute¢nost. Podobné jako se skupina Medvedkin
chopila popularni kulturni praktiky, aby ji vysvobodila
ze zneuzivani burzoazni spoleénosti, filmova komuna
se vymezuje proti prevladajici filmoveé produkci,
ktera reprodukuje, podobné jako stat, nerovnosti
systému, v jehoz ramci funguje. Je logické, ze filmova
komuna odmita tradi¢ni produkéni rezim a nahrazuje
ho kolektivnim zplsobem vyroby filmu. Spoluprace
je vedena na meta-urovni i mimo filmovou komunu,
kdy se na nataceni filmu podili celé mésto &i vesnice.
Podobné je feSena i distribuce filmovych dél, ktera
zahrnuje putovni promitani v rozavskych méstech

a vesnicich. Podle zakladniho prohlaseni komuny se
~nase namésti stanou nasimi kulturnimi a umeéleckymi
centry. Nase tovarny a restaurace se stanou
kinosaly.

RoZzavska revoluce byla namétem mnoha reportazi

a uméleckych film(, jejichZ autofi si tuto revoluci
prisvojuji. Obraz, ktery zahraniéni subjekty vytvareji,
vS8ak byva ¢asto necitlivy k hodnotam a idejim,

za které mistni bojuji. Povrchni narativ liberalni
spolecénosti spociva v zobrazeni kurdskych bojovnik(
a bojovnic jako nevzdélanych, nicméné krasnych
tvari, které bojuji proti ohavnym teroristim z tzv.
Islamského statu, pficéemz ignoruje radikalni povahu

4 STAAL J. Propaganda Art in the 21st Century, The MIT Press, 2019.s.175.

as it is on the emancipation of women, has included women
in the craft of film, which had previously been considered
shameful. Kéra Koh (Unsharp Knife, 2016) and Mako

Sare (Mako is Cold, 2016) focus on the importance of the
women’s movement in the Rojava revolution. While Kéra
Koh is an observational film about the everyday life of two
older women, who collect and sell vegetables and spend
time together, Mako Sare reminds us of external conditions
full of violence. The picturesque life of the commune
contrasts with the brutality of war and the martyrdom of
the Women’s Protection Units (YPJ), who stand on the front
lines to defend the culture of Rojava.

The estrangement effect, usually used to create

a distance with the aim of a critical reconsideration of
what might seem socially and politically definite and
inevitable, is used by the commune in Mako Sare as

a means of inviting the viewer into the reality of Rojava.
The fourth wall, which is broken in the opening scene, no
longer reveals a social and political construct but rather
realises the avant-garde merging of life and art. This is
only possible thanks to the different ideological system,
based on principles of stateless democracy, in which the
artwork is realised and distributed. Connections between
life and art can also be observed in the feature-length
production of the film commune, in which the fighters of
the Rojava commune become actors playing themselves -
they may well die as martyrs in future conflicts.

The commune believes that the power of the moving
image rests in its capacity to transform ideas about
society into reality. Just as the Medvedkine Group
grasped a popular cultural practice to liberate it from
abuse by bourgeois society, the film commune takes

a stand against the dominant mode of film production,
which reproduces - as does the state - the inequality

of the system in which it operates. It is therefore logical
for the commune to reject the traditional production
regime, and to replace it with a collective production
process. Collaboration is conducted on the meta level
beyond the confines of the film commune: entire villages
or cities participate in the making of a film. Distribution is
approached in a similar manner, including screening tours
through the cities and villages of Rojava. According to

a statement by the commune, “the squares of our villages
will become our culture and art centres. Our factories and
our restaurants will become cinema halls.*

The Rojava revolution has been the subject of a number
of reports and art films by artists who have appropriated
this revolution for themselves. The image created by the
international subjects, however, is often insensitive to the
values and ideals for which the locals are fighting. The
superficial narrative of liberal society depicts Kurdish

4 J.Staal, Propaganda Art in the 21st Century, The MIT Press, 2019, p.175.



rozavskeé revoluce a zplostuje identitu obyvatel Rozavy
na bojovniky. Pravo na reprezentaci je Uzce provazano
s dostupnosti kulturnich vyrobnich prostredku.
Filmova komuna nejenze se vénuje Sifeni nastrojl

k sebereprezentaci, ale navic pfisla i s navrhem, jak
apropriaci predejit. Zahrani¢ni umélci a filmari jsou
komunou vyzvani ke spolupraci pfi vyrobé filmu,

pri které jim je nabidnuta zpétna vazba ke scénari,

a komuna pozaduje poskytnuti hotového dila

k regionalni projekci.

Nedostupnost prava na reprezentaci se stava
vychozim bodem &eského kolektivu Pradelna. Ten
vznikl po spoledné umélecké rezidenci umélkyné
Magdaleny Natalie Kwiatkowské se Zenami v socialni
nouzi v roce 2020. Skupina od pocatku resila zplsob
podvratného nakladani s uméleckymi privilegii

a problémy nehierarchickych skupin fungujicich

v ideologickém systému, ktery &ini vznik kolektivniho
subjektu obtiznym. Umélkyné, které skupinu tvofi,
chapou potrebu prifazovaniidentit na zakladé jejich
spoledenského statutu jako problematickou. Zeny,
které jsou v souc¢asném umeéni pfitomny Castéji

jako objekty uméleckych projektt, se samy chopily
kamery, aby svoiji identitu hybridizovaly. Stavaji se
kritiCkami uméni diskutujicimi o participativnim
uméni, které jejich jménem mluvi o socialni nerovnosti.
Stavaji se hereckami, které hraji umélkyné a spoleéné
vymysleji filmovy projekt. Stavaji se zenami bez
domova a uci se, jak prezit na ulici. Jejich video
projekt Jak vydélat na umélcich prevadi tézkosti
spole&ného rozhodovani do formalni roviny prace.

V kolektivu, ktery se snazi zlistat bezpecnym
prostorem pro vSechny, neustale probiha sdileni
pocitl a pojmenovavani vztaht mezi jednotlivymi
¢lenkami. Na Urovni pohyblivého obrazu kolektiv fesi
tento problém vrstvenim filmového dila dodate&nymi
scénami, které napriklad zobrazuji spole¢nou diskuzi
nad dosud hotovymi useky. Snazi se tak vyhnout
linearnimu vnimani dila a sméruji divacky zazitek
vertikalnimi sméry, jako by umélkyné rozporovaly
zjednodusuijici stereotypy o sobé samotnych.
Pradelna od svého vzniku zpochybnuje predstavu
uméni jako néeho distancovaného od podminek
vyroby. Uz samotna praxe Pradelny problematizuje
dostupnost moznosti k umélecké ¢innosti, potazmo
prava na reprezentaci. Vedle socialniho a kulturniho
vyloudéeni se musi potykat i se zesilenou materialni
narodénosti, kterou umélecka prace vyzaduje.

Zminéné kolektivy nam ukazuiji, Ze ke zplsobu
umélecké praxe Ize vytvaret alternativy, které se snazi
narusit reprodukci nerovnosti zménou podminek
svého vzniku a sdileni. Zatimco Alexandr Medvédkin
doslova rozhybal obraz ve svém kinovlaku a privezl
kameru délnikiim, byla to az skupina Medvedkin, ktera

fighters as uneducated but beautiful faces fighting
against the awful terrorists of the so-called Islamic
State, utterly ignoring the radical nature of the Rojava
revolution and reducing the identity of the inhabitants
of Rojava to simple fighters. The right to representation
is closely related to the availability of cultural means of
production. The film commune not only applies itself to
disseminating tools for self-presentation but has also
come up with a proposal for avoiding appropriation:
the commune invites artists and film-makers from
abroad to collaborate with them on creating a film, with
feedback on the script. The commune then gets the
finished product for regional screenings.

The inaccessibility of the right to representation

has been the starting point for the Czech collective
Pradelna (Laundromat Collective), created in 2020
following a joint art residency by artist Magdalena
Natalia Kwiatkowska and a number of women in
social distress. From its inception, the group has
addressed means of subversively approaching artistic
privileges and the problems of non-hierarchical
groups operating in an ideological system that makes
the creation of a collective subject difficult. The artists
who make up the group consider the need to ascribe
identities based on their social status as problematic.
Women, who are more often present in contemporary
art as the objects of the artistic process, take hold

of the camera themselves in order to hybridise

their identity. They become art critics discussing
participative art that speaks of social inequality in
their name. They become actresses who play artists
and come up with an idea for a film together. They
become women experiencing homelessness and
learn to survive on the street. Their video project, Jak
vydélat na umélcich (How to Make Money on Artists)
transfers the difficulties of joint decision-making

onto the formal layer of the work. In a collective that
seeks to be a safe space for all, there is a constant
process of sharing feelings and determining the
relationships between the individual members. Within
the moving image, the collective has addressed this
problem by layering their films with additional scenes
that depict, for example, group discussions about
already completed sections. They thus attempt to
avoid a linear perception of the work, directing the
viewer’s experience vertically, as if the artists were
refusing to accept simplifying stereotypes about
themselves. Since its establishment, Pradelna has
challenged the notion of art as something existing

at a distance from the conditions of its production.
Their very activity calls into question the availability
of opportunities for artistic activity and, by extension,
the right to representation. In addition to social and
cultural exclusion, they must also face the increased
material demands of artistic labour.



si kameru vzala do rukou, a chopila se tak filmového
utvareni vlastni reprezentace. Provazanost umeéni

s ideologickym ramcem, ve kterém uméleckeé dilo
vznika a které nutné vedlo ke konfliktu s kolektivnim
subjektem, kratké trvani skupiny Medvedkin

ukoncila. Rozavska filmova komuna pokracuje

v tradici kolektivni tvorby, kterou v§ak uskutednuje

v transformovaném spole¢enském usporadani. Uméni
neni v rozporu se spoledenskou ideologii, naopak
spolu synergicky spolupracuji. Afirmativni funkce
umeéni by uz neméla udrzovat stavajici stav nerovnosti,
ale stvrzovat spole¢nost tvorenou principy nestatni
demokracie. Kolektiv Pradelna oproti tomu podvratné
vyuziva systému, ve kterém funguje. Zlistava zatim
otazkou, nakolik bude ve své subverzi Uspésny.

Tomas Kajanek

Skupina Medvedkin z Besangon byla tvorena
aktivistickymi délniky, ktefi se vénovali filmu. Jeji
aktivity spadaji do let 1968-1971, béhem kterych
natodila nékolik sttedometraznich a kratkych filma.
Na jejich Sinnost navazovala skupina Medvedkin ze
Sochaux.

Rozavska filmova komuna je kolektivem filmaru

a filmarek plsobicim v autonomni oblasti RoZava.
Byla zalozena v roce 2015 a natocila fadu kratkych,
stfedometraznich a celovecernich film.

Kolektiv Pradelna je ¢eskou uméleckou skupinou
zalozenou roku 2020, jez se vénuje participativnim
projektiim a pohyblivému obrazu. Ve své praci
problematizuji stereotypni zobrazovani lidi v socialni
nouzi.

These collectives show us that it is possible to find
alternatives for means of artistic practice - alternatives
that aim to disrupt the reproduction of inequalities

by changing the conditions of their production and
distribution. While Aleksandr Medvedkin literally made
the image move in his cinema train, bringing cameras

to factory workers, it was only the Medvedkine Group
that took the camera into their own hands, assuming
responsibility for creating their own representation. The
links between art and the ideological frame within which
it is created, and which necessarily led to a conflict with
the collective subject, ended the short lifespan of the
Medvedkine Group. The Rojava Film Commune continues
this tradition of collective work, only this time realised in
a transformed social arrangement. Art is not in conflict
with the social ideology - quite the opposite, it creates
a synergetic combination. The affirmative function of art
should no longer sustain the current state of inequality;
it should confirm a society based on the principles of
non-state democracy. The Pradelna collective instead
chooses to subversively use the system in which it
operates. It remains to be seen how successful their
subversive activities will be.

Tomas Kajanek

The Medvedkine Group from Besancon (Groupe
Medvedkine de Besangon) was composed of activist
labourers who were also active as film-makers. It was
active between 1969 and 1971, during which time the
group created several medium-length and short films.
The Medvedkine Group from Sochaux later followed in
their footsteps.

The Rojava Film Commune is a collective of
film-makers active in the Rojava Autonomous Region.

It was established in 2015 and has produced many short,
medium-length, and feature-length films.

The Laundromat Collective is a Czech art group
established in 2020 that focuses on participative projects
and moving image. Their works challenge stereotypical
depictions of people experiencing social distress.
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