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The initial stage of mapping the events of Czech audiovisual art in the form
of the Catalogue of the Events of the Moving Image deliberately excludes
institutions and archives, authorial and monographic exhibitions as well as
exhibitions of international artists held in the Czech Republic in the period
of 2000-2010. The first two catalogue volumes focus on the profiles of
events directly related to Czech audiovisual art. This conceptual approach is
labelled as the curated moving image. The aim of the series of the catalogue
volumes is to research and describe the individual dramaturgic concepts
for the retrospective understanding of the background of the creation and
presentation of the Czech moving image in the past decade. The catalogue
volumes are conceived as a series; rather than a comprehensive list of
exhibitions and dramaturgic cycles, the series represents a sample of
chronologically ordered profiles of the individual events.

The aim of the editorials of each volume is to introduce the editorial
viewpoint concerning the selected field of audiovisual practice. While the
first volume focused on the phenomenon of the event, the second volume
focuses on the concept of the moving image, with respect to the latter part of
the project title (Catalogue of the Events of the Czech Moving Image).

From the technological point of view, the moving image can be
defined by means of distinguishing two basic types; the mechanical and the
electronic one. The development of the two types can be followed parallelly
on the basis of scientific experiments and inventions particularly from
the 19th century; the pre-cinematographic period; i.e. the stage of the
formation of “film” long before it became a complex socio-cultural practice
oriented on the “cinema experience”. According to new media theorist Lev
Manovich, the above mentioned period saw the convergence of two historical
trajectories; computing and media ones; both related to the moving image.
According to Manovich, one of the first “encounters” of the image and the
computing technology can be seen in the invention of a programmable loom
desisgned to create complex images (J. M. Jacquard, turn of the 18" and

the 19% century). However, in the 1830s, the image media trajectory (e.g.

4 Editorial



Ve vychozi etapé mapovani udalosti ¢eského audiovizualniho umeéni
formou Katalogu uddlosti pohyblivého obrazu nejsou zamérné zahrnuty
samostatné instituce a archivy, autorské a monografické vystavy ani me-
zinarodné zastoupené vystavy konajici se v CR v obdobi let 2000-2010.
Prvni dva katalogové sesity se zaméruji na profily téch udalosti, které se
cilené vztahovaly k problematice ¢eského audiovizualniho umeéni. Ten-
to koncepéni pristup je v seSitech nazyvan kuratorstvim pohyblivych
obrazu. Cilem série katalogovych sesitli je dohledat a popsat jednotlivé
dramaturgické koncepce, jez by zpétné prispély k pochopeni zazemi
tvorby a prezentace ¢eského pohyblivého obrazu za uplynulou dekadu.
Katalogové sesity jsou koncipovany jako série, ktera neni vycerpavajicim
seznamem vystav a dramaturgickych cyklt, nybrz vzorkem chronologic-
ky fazenych profilt jednotlivych udalosti.

Editorialy kazdého ze sesita si kladou za cil priblizit redakéni
stanovisko ke zvolené oblasti audiovizualni praxe. Fenomén uddalosti byl
predmeétem uvodu k prvnim sesitu. Pojeti pohyblivého obrazu, které je
druhou ,polozkou® v nazvu projektu (Katalog uddlosti ¢eského pohyblivé-
ho obrazu), je formulovano v editorialu tohoto druhého sesitu.

Z technologického hlediska 1ze pohyblivy obraz definovat pomoci
rozliSeni na dva zakladni typy — mechanicky a elektronicky. Vyvoj obou
téchto druhu lze paralelné sledovat na zakladé védeckych experimentti
a vynalezu zejména od 19. stoleti v obdobi prekinematografie, kterym
je oznacovana etapa formovani ,filmu” jesSté pred tim, nez se stal kom-
plexni socio-kulturni praxi orientovanou na takzvanou kino-zkusenost.
Podle teoretika novych médii Lva Manoviche tehdy doslo k protnuti dvou
historickych linii, vypocetni a medialni, které se obé vazi k pohyblivému
obrazu. Jedno z prvnich ,setkani* obrazu s vypocetni technologii spatruje
Manovich ve vynalezu programovatelného tkalcovského stavu uréeného
k vytvareni slozitych obrazcti (J.M. Jacquard, prelom 18. a 19. stoleti).
Obrazova média (napf. daguerrotypie, Louis J. M. Daguerre) a vypocetni

trajektorie (viz prvni programovatelny pocita¢ Analytical Engine, Char-

5 Editorial



the daguerreotype, Louis J. M. Daguerre) and the computing trajectory (e.g.
the first programmable computer Analytical Engine, Charles Babbage) have
split for some time in an effort to find a suitable way for the coding and
preservation of data. While the photographic record settled on material-
chemical conservation, the computing line underwent further electronic
development until reaching the current form of the binary code. In the
1990s, the two trajectories converge again due to the process of digitization.

Film, as a mechanical moving image functioning on the principle
of sequence recording on a celluloid strip, is associated with the socially
conventionalized experience of the presentation of the moving image; which
is simulated by the electronic media. The electronic media have been
gradually formed by the relation of the technology of film and the historically
defined projection space as a complex apparatus of the cinema practice.

On the contrary, video (the electronic moving image) is a
simultaneous, non-photographic, recording technology; due to its wide-
spread use since the 1960s, it has enabled a whole range of easy-to-use
post-production methods, introduced first by the analogue and later digital
electronization of the moving image. Both analogue video and digital video
are typical for their specific imagery and aesthetic as well as the above
mentioned transformation of the presentation and distribution of the
moving image.

Television, video and later computer along with other information-
communication media represent practices subsuming the previous media
(film as well as radio, newspapers etc.). Besides the transformations of
the presentation of the moving image in the context of art, what is also
interesting to follow on the contemporary art scene is to what degree the
film and cinema experience continue to represent an influential cultural
phenomenon, which is currently becoming a frame of interpretation for the
new technologies as well (Rodowick, 2007).

Each new “conquest” of “new territories” by film (primarily due

to the technological development in the field of visual representation) has
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les Babbage) se vSak ve 30. let 19. stoleti na ¢as rozdélily ve snaze najit
vhodny zptisob kodovani dat a jejich uchovani. Fotograficky zaznam se
ustalil v materialné-chemické konzervaci, zatimco vypocetni linie byla
dale rozvijena elektronickou cestou az do podoby souc¢asného binarni-
ho kodu. V 90. letech 20. stoleti se tyto cesty vSak diky digitalizaci opét
schazeji.

S filmem coby mechanickym pohyblivym obrazem, jenz funguje
na principu sekven¢niho zaznamu na celuloidovém pasu, se poji spole-
c¢ensky konvencionalizovana zkuSenost s prezentaci pohyblivych obrazil,
kterou simuluji i média elektronicka. Ta byla postupné formovana vzta-
hem technologie filmu a historicky definovanym prostorem projekce jako
komplexnim aparatem praxe kina.

Video (elektronicky pohyblivy obraz) je naopak simultanni, nefo-
tografickou, zaznamovou technologii, ktera diky své expanzi v 60. letech
20. stoleti umoznila Sirokou Skalu snaze vyuzitelnych postprodukénich
postupu, které prinesla nejprve analogova a posléze digitalni elektroniza-
ce pohyblivého obrazu. Analogové i digitalni video je typické specifickou
obraznosti a jeji estetikou, ale i zminénou proménou prezentace a distri-
buce pohyblivych obraztl.

Televize, video a posléze pocitac¢ a dalsi informaéné-komunikaéni
média jsou praxemi, které subsumuji predchozi média (film, ale také ra-
dio, noviny apod.). S proménami prezentace pohyblivych obrazti v umé-
leckém kontextu je v sou¢asném uméleckém déni zajimavé sledovat,
nakolik je filmova kino-zkusenost nadale vlivnym kulturnim fenoménem,
ktery se stava interpretacnim ramcem rovnéz pro technologie nastupujici
(Rodowick, 2007).

V reakci na kazdé dalsi , dobyti” filmu ,novych tizemi* (prede-
vSim diky technickému vyvoji v oblasti vizualni reprezentace) se znovu
rozvirily debaty o povaze filmu a jeho osudu a moZném zaniku (napft.
Sontag, 1996; Cherchi Usai, 2001). Starostlivé nostalgické komentare

vSak vypovidaly jen o jedné z filmovych praxi, o praxi filmu-kina. Rozsi-
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stirred debates about the character of film, its fate and its possible death
(e.g. Sontag, 1996; Cherchi Usai, 2001). However, the anxious nostalgic
commentaries have concerned but one of the film practices, namely

the practice of film-cinema. On the other hand, there are also extended
definitions of film, by means of which some of the film theorists and
historians try to cope with the tendencies of film theory to define film as a
specific medium on the basis of a material or aesthetic quality. The term
“Expanded Cinema” was introduced in the 1960s as the use of film in the
art environment of galleries and site specific projects was expanded by the
possibilities of the video (Youngblood, 1970). The term “Expanded Cinema”
is related to the historical moment in the history of experimental film
preceded by structural and material film. Theorists and historians of film
and visual art point out the fact that the development of cinematography
and the moving image in general was rather heterogeneous and widespread
from the very beginning, including the pre-cinematographic period as well
as the experiments with the image format in the Renaissance and Baroque
periods; which can be seen as part of the genesis of the moving image
and subsequently of what we call the film experience (e.g. Iles, 2007;
Walley, 2011).

The general term moving image, as opposed to the ontological
specificity of the photographic image, was introduced in the late 1990s by
American art philosopher Noél Carroll. Carroll even suggested speaking
about the history of the moving image with film representing but one of its
periods. Film theorist Malte Hagener defines film in the era of digital tech-
nologies as fluid, emphasizing the significance of the place where the given
film presentation is held in the spirit of film relocation; i.e. the transfer of
the film experience from the cinema to other environments. Although appre-
ciating Carrol’s term, David N. Rodowick prefers the more “sensitive” term
of the virtual life of film, which includes its previous experience as well as
its transformation, understanding it as an abstract system of representation

also employed by television, video and computer-generated images.
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fenou definici filmu nabizeji koncepty, jimiz se néktefi filmovi teoretikové
a historikové pokouseji vyrovnat s tendenci filmové teorie definovat film
jako specifické médium na zakladé materialni ¢i estetické kvality. Pojem
,rozsireny film“ neboli Expanded Cinema saha do 60. let 20. stoleti, kdy
se pouzivani filmu v umeéleckém prostfedi galerii a site specific projektt
znasobilo i o moznosti videa (Youngblood, 1970). Oznaceni Expanded
Cinema se poji k historickému momentu v déjinach experimentalni-
ho filmu, kterému predchazi film strukturalni a materialni. Teoretiky
a historiky filmu a vizualniho uméni je poukazovano i na skutecnost, ze
vyvoj kinematografie a obecné pohyblivého obrazu byl od pocatku velmi
heterogenni a tedy rozSifeny, ¢imzZ je mysSleno nejen obdobi prekinemato-
grafie, ale napriklad i experimenty s formaty obrazu v obdobi renesance
nebo baroka, které 1ze studovat jako soucast geneze pohyblivého obrazu
a posléze toho, co nazyvame filmovou zkusSenosti (napft. Iles, 2007; Wal-
ley, 2011).

Obecny termin pohyblivy obraz (moving images) zameéreny proti
ontologické specificnosti fotografického obrazu zavedl koncem 90. let
20. stoleti americky filozof uméni Noél Carroll. Navrhoval dokonce, aby
se zacalo mluvit o déjinach pohyblivého obrazu, kde by film hral jen jed-
nu z etap. Fluidnim oznacuje film v éfe digitalnich technologii, které diky
prevodu na binarni koéd dovedou simulovat jakékoli médium, filmovy
teoretik Malte Hagener, jenz v duchu teorie filmové relokace zduraznuje
vyznam mista, kde se odehrava dana filmova prezentace. Podobné jako
v teorii relokace, ktera mluvi o premisténi filmové zkusSenosti z kina
do dalsich prostfedi, tak David N. Rodowick, a¢koli ocenuje Carrolltiv
termin, sam voli ,senzitivnéjsi* oznaceni ,film ve svém virtualnim véku®,
které v sobé zahrnuje dosavadni zkuSenost i jeji transformace a muiiZe jej
chapat jako nekonkrétni abstraktni reprezentac¢ni systém, s nimzZ pracuje
i televize, video nebo pocitacové generované obrazy.

Dulezitym krokem Kk prijeti rozsifenych definic filmu bylo odpou-

tani se od ontologického odvozovani filmu od fotografické reality (Cavell,
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An important step towards the acceptance of extended definitions of film
consisted in abandoning the ontological derivation of film from photographic
reality (Cavell, 1979). The relocation of individual elements and the
combination of media automatisms have proved that the medium is not
more or less than a sum of potential forms (material, instrumental and
formal ones) which have been more or less developed. The unique quality of
each of the combinations contradicts the definition of any medium on the
basis of a compact and coherent substance.

Thus the selection of the events included in the catalogue has
not been based on understanding film and the moving image in general
as an invariable dispositive but has rather focused on the individual
curatorial approaches, which have presented the moving image in various
environments as a way of formulating a certain idea while using the
aesthetic or receptive film experience and, in a wider context, as a tool of
various practices and processes. Thus the profiles of the events of the Czech
moving image of the past decade included in the Catalogue include cases
of the film’s “return” to the spheres of the early stages of cinematography
(e.g. the exhibited model highlighting the very technological apparatus
or the moving image as part of a multimedia entertainment production).
At the same time, the profiles also include simulations of the cinema hall in
the gallery space or the “breaking” of the feature length film format in the
cinema environment into a heterogeneous series consisting of short films,
performances, lectured commentaries, as well as the convergence of the

moving image with other time-spatial media.

mediabaze.cz

Sylva Polakova and Martin Mazanec
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1979). Premistovani elementt a kombinace automatismt médii dokazuji,
Zze médium neni nic vice ani méné nez suma potencialnich forem (ma-
terialnich, instrumentalnich i formalnich) vice ¢i méné kreativné rozvi-
nutych. Jedine¢nost kazdé z kombinaci stoji proti definovani jakéhokoli
média na zakladé celistvé a soudrzné substance.

Rovnéz vybér udalosti zahrnutych v tomto katalogu vychazi
z chapani filmu ¢i obecnéji pohyblivého obrazu jako nikoli neménného
dispositivu, nybrz se soustfedi na jednotlivé kuratorské pfistupy, které
v posledni dekadé v riznych prostredich prezentovaly praci s pohyblivym
obrazem jako zpusob formulace urcité myslenky s vyuzitim estetické ¢i
recepcni filmové zkuSenosti (spojené s kinem, televizi, videem, pocita-
¢i ad.) a v §irSim kontextu také jako nastroj uréitych praxi a procesu.
V profilech udalosti v ramci ¢eského pohyblivého obrazu posledni dekady
zahrnutych v Katalogu tak figuruji pripady ,navratu” filmu do pusobist
z rané kinematografické faze (napf. ,vystavni* model upozornujici na sa-
motny technologicky aparat nebo pohyblivy obraz jako souc¢ast multime-
dialni zabavni produkce). A zaroven jsou mezi nimi zastoupeny simulace
kinosalu v galerijnim prostredi nebo i ,rozbiti“ celovec¢erniho filmového
formatu v prostredi kina heterogennim pasmem slozenym z kratSich
snimkt, performanci, lektorskych komentaia stejné jako konvergence

pohyblivého obrazu s dalsimi ¢asoprostorovymi médii.

mediabaze.cz

Sylva Polakova a Martin Mazanec
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The project was initiated by the Festival of Animated Film (PAF Olomouc)
and realized in cooperation with the research platform mediabaze.cz (FAMU
Prague) mapping and processing sources on Czech audiovisual art. The
project was realized in cooperation with students of the Department of
Theatre, Film and Media Studies (Palacky University Olomouc).
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Fresh Walks were events organized in the public city space since 2008 by
the organization team of Fresh Film Fest (FFF). They consisted in walks
connected with projections on house facades and other surfaces in the city
space. The aim of the film walks was to promote the FFF festival focusing
on beginning filmmakers since 2004. The first Fresh Walk was held in 2008
in Prague. Besides the direct promotion of Fresh Film Fest, the walks also
represented a promotional and program synergy with other festival projects
(the Ostrava Kamera Oko festival held in Ostrava in 2009 and the Offcity
festival of art in public space held in Pardubice in 2009-2010). The concept
of film walks can be traced back to the practices of wandering entertainment
and art productions as well as outdoor screenings, such as summer
theatres, drive-in theatres or walk-in movies as well as the Expanded
Cinema movement of the 1970s.

The film walks were inspired by international film festivals and
introduced by FFF director Martin Posta and head of production Radka
Weiserova. In 2008, Fresh Walk was organized by Weiserova; from 2009,
the responsibility for the project moved on to Radek Rubas, member of
several theatre companies (e.g. Vichr z hor, Theatro de la liberte, LAHOR/
soundsystem). The criteria for the realization of Fresh Walks consisted
primarily in the selection of the projection sites. These had to be publicly
accessible and frequented and have a historical significance or a specific
genius loci. As for the practical aspects, they had to provide sufficient
distance from the projection surface as well as enough space for potential
visitors. The individual projection sites had to be within reach of a fifteen
minute walk. The requirements for the projection surface included sufficient
size, an even surface and a constant light color of the surface which had
to be able to reflect the light of the projector. The film selection also had
to meet the requirements of this type of projection. Radek Rubas said
he had to consider a sufficient luminosity of the film, contrasting colors,
absence of subtitles, image sharpness etc. Because of the noise level of the

surrounding public space, the film had to refrain from a demanding music
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Fresh Walk byly akce poradané ve vefejném meéstském prostoru od roku
2008 dramaturgickym tymem Fresh Film Festu (dale FFF). Jednalo se
vzdy o prochazky spojené s projekci na fasady a jiné plochy v méstském
prostoru. Témito filmovymi prochazkami mél byt propagovan predevsim
festival FFF, ktery se od roku 2004 soustfedil na zacinajici filmové tvir-
ce. Prvni Fresh Walk probéhl v roce 2008 v Praze. Kromé pfimé propaga-
ce Fresh Film Festu dochazelo k propagacni a programové synergii s vice
festivalovymi projekty (festival Ostrava Kamera Oko v roce 2009 nebo
pardubicky festival spojeny s uménim ve vefejném prostoru ,,Offcity” v le-
tech 2009-2010). Odkazy na koncept ,filmové prochazky“ lze historicky
vystopovat v praxi ko¢ovnych zabavnich a uméleckych produkci, ale
také v projekcich pod Sirym nebem, jako byl model napriklad letnich kin
a auto-kin ¢i ,,sousedskych® projekci (tzv. Walk-in Movie), nebo v ramci
neprogramového umeéleckého hnuti 70. let 20. stoleti Expanded Cinema.
Ptivodné se myslenkou filmové prochazky na zahrani¢nich
festivalech inspiroval feditel FFF Martin Posta a vedouci produkce Radka
Weiserova. Ta se starala o Fresh Walk v roce 2008 a od roku 2009 se
veSkera odpovédnost za tento projekt pfenesla na Radka Rubase, ¢lena
nékolika hereckych soubort (napf. Vichr z hor, Theatro de la liberte,
LAHOR/ soundsystem). Kritéria pro realizaci Fresh Walkli spocivala
predevsim ve vybéru projekénich mist. Ta méla byt vefejné pristupna
a frekventovana nebo mohlo jit o mista s historickym vyznamem ¢i
specifickym géniem loci. Z praktického hlediska bylo nutné dodrzovat
dostatecny odstup od promitaci plochy a zaroven ziskat dostatek mista
pro potencialni divaky. Jednotlivé projekéni zastavky od sebe nemély byt
vzdaleny vice nez patnact minut chtize. Pozadavky na projekéni plochu
byly dostate¢na velikost a souvisly a barevné konstantni povrch svétlych
tont, ktery byl schopen odrazet svétlo projektoru. Vybér snimku se
rovnéz musel podridit podminkam takového typu projekce. Radek Rubas
podle vlastnich slov musel zohlediiovat predevsim naleZitou svételnost

snimku, absenci titulkti, ostrost, vyrazny kontrast barev apod. Kvtili
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accompaniment, numerous dialogues and noises. Moreover, the film could
not have a complex narrative structure so that it would be comprehensible
even to passers-by who would join the projection later.

Besides the technical complications related to the projection
in public space and transport between the individual projection sites,
the realization team had to face even more demanding administrative
problems. For a legitimate course of the event, the team had to negotiate
the claim for one square meter where the projector would be placed and
obtain a projection permit from the owner of the building. Within the
realization process, the negotiation of the public space claims took most
of the time. The decision making was done by the individual city districts
to which, according to Radek Rubas’s experience, the film walk idea was
rather difficult to grasp. Frequently, they considered it as a special form
of resistance or public incitement. The negotiations only became more
feasible in the course of the development of the Fresh Walk mark. As for
the individual projection sites, there was no trouble in the negotiations
with private owners. On the contrary, in case the surfaces were owned
by institutions and various associations, these would be mostly against
the participation in such a project without any obvious reason. The
question is whether this was caused by a different taste or by caution and
unwillingness to participate in other types of cultural and civic activities;
ones that would reach beyond the usual scope of these institutions and
organizations (e.g. the Vitkov National Memorial administered by the
National Museum or the churches owned by the Archdiocese of Prague).

The projection time also represented a problem both for the
operation and legislative of the event. Because of the light conditions,
the best time for the Fresh Walk projections in the summer months was
after 10 p.m. However, the noise level of the projected films did not always
correspond to the public health protection laws and municipal regulations.
Nevertheless, due to the short length of the projected films, the projections

would usually be over before the arrival of the police in cases of complaints.
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okolnimu hluku, spojenému s vefejnym prostorem, bylo nutné, aby
snimek nemél priliS naroény hudebni doprovod a neobsahoval prili§
dialogti ¢i vyraznych ruchti. Snimek by se rovnéz podle Radka Rubase
neme¢l vyznacovat prili§ sloZitou narativni strukturou a meél by byt
srozumitelny i nahodnému kolemjdoucimu, ktery se pripoji v pribéhu
promitani.

Problémy, s nimiz se realiza¢ni tym filmovych prochazek musel
potykat vice nez s technickymi komplikacemi spojenymi s projekci ve ve-
fejném prostoru a s premistovanim béhem jednotlivych projekei, byly
administrativniho razu. Pro legitimni prabéh akce bylo vzdy nutné resit
otazku zaboru vefejného prostoru o velikosti jednoho metru ¢étvereéniho,
kde byl postaven projektor, a vyjednani povoleni k projekci s vlastnikem
stavby. Zadosti o zabory veFejného prostoru zabiraly v procesu realizace
udalosti nejzdlouhavéjsi ¢ast priprav. Rozhodovani pfi schvalovani zabo-
ru pripada na jednotlivé méstské casti, které si podle zkuSenosti Radka
Rubase mnohdy myslenku filmové prochazky nedokazaly prilis predsta-
vit. Casto za touto aktivitou spatiovaly zvlastni formu vzdoru ¢i vefejné-
ho poburovani. Vyjednavani se stala schtidné&jsimi teprve diky postupné
vybudované znacéce Fresh Walk. V pripadé samotnych ploch urcéenych
k promitani se Radek Rubas pfi osobnim jednani se soukromymi vlast-
niky objekttl nesetkal s potiZzemi. Naopak, v pfipadech, kdy byly tyto plo-
chy ve vlastnictvi instituci nebo nejriiznéjsich sdruzeni, byvaly vétsinou
jejich organy bez ziejméjsich dtivodu proti participaci na takovém projek-
tu. Otazkou zustava, zda se jednalo o rozdilnost vkusu nebo o opatrnost
a nevoli propojovat se s jinym typem kulturnich a obcanskych aktivit,
nez jaké spadaji do obvyklého ramce takovych instituci a organizaci (pfi-
kladem je Narodni pamatnik na Vitkové, naleZejici pod spravu Narodniho
muzea, nebo kostely ve vlastnictvi Arcidiecéze prazske).

Provoznim a legislativnim problémem byl i ¢as promitani. Kvuali

svételnym podminkam byl pro projekce v letnich mésicich pro zacatky
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However, the police did arrive in the course of the event several times. In
those cases, a claim permit issued by the city district and an apology for
the noise would be sufficient. Obviously, the Fresh Walk projections were
moving on the border of illegality, which supported their potential of an
“unrestrained” collective experience.

The experience of watching the moving image at Fresh Walks is
directly linked to the perception of the public space where the projection
takes place. Here, the set of rules determining the various alternatives of
watching the moving image in various environments and spaces underlies
to no determinants; which makes Fresh Walks into a specific event, one that
is closer to happenings rather than traditional film projections in terms of
perception. The visitor rate of Fresh Walks, which were organized either in
direct connection to the promotion of FFF or as individual festival programs,
depended on the level of promotion of each of the events. In extreme cases,
the projection would be attended only by the projection technician and
photographer of the event; at other times, the number of visitors would
amount to a hundred. The visitor rate was also influenced by external
factors (such as weather). With respect to the “fleeting” character of the
event which has no regular periodicity or a fixed event site, it was necessary
to inform about the individual film walks via specific channels (public media
and social networks). Media responses to Fresh Walks consisted in mere
information about the planned or already held projections based on the
press releases published by the organizers of the individual Fresh Walks

and related events.
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taného dila nemusela vZdy korespondovat se zakony o ochrané verejného
zdravi podle § 34 zakona ¢. 258/2000 Sb., nebo s obecnimi vyhlaskami,
které si obce na zakladé zakona ¢. 128/2000 Sb., o obcich, a § 96, zako-
na o ochrané zdravi, mohou samy vymezit. Diky tomu, Ze se jedna o pro-
jekce velmi kratké, stava se jen zfidka, Ze by doba od podani stiznosti

k prijezdu policie byla kratsi nez praveé promitané snimky. Nékolikrat se
ovSem stalo, Ze policisté prijeli na misto konani jesté v priibéhu akce.

V takovych pfipadech vétSinou postacilo potvrzeni o zaboru vydané meést-
skou c¢asti a omluva za hlucnost. Je zfejmé, ze charakter Fresh Walk
projekci se odehraval na hranicich ilegality, ¢imzZ byl zaroven podporovan
i jejich potencial ,nespoutaného” kolektivniho zazitku.

Zkusenost sledovani pohyblivého obrazu v ramci Fresh Walkt je
pfimo spjata s vnimanim vefejného prostoru, kde se projekce odehrava.
Soubor pravidel, ktery urcuje rtizné varianty sledovani pohyblivého obra-
zu v odliSnych prostfedich a prostorech, zde nepodléha zadnym determi-
nantam, coz ¢ini z Fresh Walku specifickou akeci, ktera je z percepéniho
hlediska blizka spiSe happeningtim nez klasickym filmovym projekcim.
Navstévnost Fresh Walkt, poradanych v pifimé souvislosti s propagaci
FFF nebo jako samostatny program festivalt, byla odvisla od zvladnuti
propagace dané akce. V krajnich pripadech se projekce ztui¢astnil pouze
promitajici technik a fotograf pofizujici zaznam akce, v opacném pripadé
se pocet divakn blizil az ke stovce. Navstévnost samoziejmé ovliviiovaly
takeé vnéjsi okolnosti (napf. pocasi). Vzhledem k ,prchavému® charakteru
udalosti, jeZ nema pravidelnou periodicitu ani pevné misto konani, bylo
nutné o jednotlivych filmovych prochazkach informovat vzdy specifickymi
kanaly (vefejnymi medialnimi i socialnimi sitémi). Medialni odezvy Fresh
Walkti supluji pouze informativni zpravy o chystané nebo jiZ probéhlé
projekci, které vychazely z tiskovych zprav vydanych organizatory jednot-

livych Fresh Walkti a spfiznénych akci, v ramci nichZ se konaly.
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ku 2008 / since 2008
29.10. 2008, 12. Mezinarodni festival dokumentarnich filma (MFDF)
va / 12% Jihlava International Documentary Film Festival (IDFF)
1.11. 2009, 13. MFDF Jihlava / 13" Jihlava IDFF
31.10. 2010, 14. MFDF Jihlava / 14" Jihlava IDFF
30.10. 2011, 15. MFDF Jihlava / 15" Jihlava IDFF

kuratofi / curators

ea Slovakova, Petr Kubica, Lenka Dolanova

text

ina Klemanova
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Fascinace: Exprmntl.CZ / Fascinations: Exprmntl.CZ

zastoupeni tvurci / represented artists

2008
Henry Hills, Martin Jezek, Viola JezZkova, Martin Klapper, Ondrej

Vavrecka, Hana Zelezna

2009
Martin Blazicek, Michal Brunclik, Martin JezZek, Petr Ferenc, Michal
Kindernay, Jan Krsnak, Jan Mancuska, Alexandra Moralesova, Tomas

Prochazka, Barbora Svarcova

2010

Martin Blazicek, Adam Brothanek, Magdalena Bazantova, Klara
Dolezalkova, Martin Jezek & Lukas Jiricka & Robert Piotrowicz, Martin
Jezek & Jan Danhel, Klara Jirkova, Lukas Kokes, Vit Pancir, Tereza

Sochorova & Filip Cenek, Hana Zelezna

2011

Zbynék Baladran, Martin Blazic¢ek, Bétka Diringerova, Lukas Glaser,
Véra Hoffmannova, Martin Jezek, Jan Kalivoda, Matej Matvija, Michal
Kindernay, Martin Klapper, Alexandra Moralesova, Krystof Pesek, Jonas
Rosulek, Matéj Strnad, FrantiSek Tymal, Ondrej Vavrecka
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The 12% Jihlava International Documentary Film Festival 2008 has
launched the Fascinations section with the festival call of being open to
new film forms and daring attempts as well as a diversion from constant
repetition. The Fascinations section is an international competition section
focusing on nonfiction films and videos, while Exprmntl.CZ is its non-
competition, exclusively Czech subcategory. Film theorist, filmmaker and
festival program selector Andrea Slovakova derived the title from a film

of the same title made by Canadian experimental filmmaker and writer
Mike Hoolboom; the latter part of the title was added by festival program
director Petr Kubica. Exprmntl.cz alludes to the experimental documentary
Exprmntl. KBH made by Alice Rtizickova in 2000.

From the very beginning, Exprmntl.CZ has focused on the
presentation of the latest Czech experimental and non-fiction films dealing
with the recorded reality while searching for new means of expression
of the analogue and digital formats. The individal curatorial series have
been prepared by Andrea Slovakova in co-operation with Petr Kubica; in
2011, new media theorist Lenka Dolanova has secured the selection of
films from Czech film schools and art academies. The selected films and
videos have been screened in the formats submitted by the artists. While
selecting the works, the program curators/selectors followed the presence
of documentation solutions and referents to the depicted reality as well as
the experimental aspect in relation to the medium and its technical and
material aspects. In the course of the four years, the selected films and
videos were primarily made by artists related to Czech experimental film and
video in the late 1990s and the early 2000s (Martin Blazi¢ek, Jan Danhel,
Martin Jezek, Vit Pancif and others); another abundant source being the
experimental production of the students of the Film and Television School
of the Academy of Performing Arts (FAMU) in Prague.

As for the technical aspect, the program is prepared for the Dukla
Cinema and the Edison and Reform Halls. The festival programming,

time schedule and placement in halls and cinemas is secured by festival
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Poé¢inaje 12. ro¢nikem Mezinarodniho filmového festivalu Jihlava (2008)
byla zavedena sekce Fascinace, ktera v podtitulu prisla s vlastni festi-
valovou vyzvou byt otevreny vici novgm filmovym tvariim a odvaznym
pokustim a odklonéni od neustalého opalovani. V piipadé Fascinace:
Exprmntl.CZ Slo o nesoutézni, vyluéné ¢eskou podkategorii programu
Fascinace, coZ byla naopak mezinarodni soutézni sekce zamérena na
nonfikéni filmy a videa. Filmova teoreticka, tviirkyné a dramaturgyné fes-
tivalu Andrea Slovakova odvodila nazev od stejnojmenného filmu z roku
2006, jehoz autorem je kanadsky experimentalni filmar a spisovatel Mike
Hoolboom. Dovétek v nazvu zavedl programovy reditel festivalu Petr Ku-
bica. Exprmntl.CZ odkazuje k experimentalnimu dokumentu Exprmntl.
KBH z roku 2000, ktery natocila Alice Ruzickova.

Fascinace: Exprmntl.CZ se od pocatku zameérovala na prezenta-
snimanou skute¢nost i v ramci patrani po novych vyrazovych prostred-
cich analogovych i digitalnich formata. Kuratorska pasma pripravuje
Andrea Slovakova spolecné s Petrem Kubicou (v roce 2011 se na vybéru
podilela i teoreticka novych médii Lenka Dolanova, ktera zabezpecovala
selekci z ¢eskych filmovych a vytvarnych Skol). Vybrané filmy a videa se
promitaly vzdy ve formatech, jez doruc¢ili samotni tvtirci. Ve vybranych
dilech byla kuratory (dramaturgy) programu sledovana piitomnost do-
kumentacénich vychodisek a referentu k zobrazované realité stejné jako
tzv. experimentalni aspekt ve vztahu k médiu a jeho technickym a ma-
terialovym vlastnostem. Lze konstatovat, Ze béhem prvnich ¢étyt roénikta
se vybiralo ze snimku téch tvtret, ktefi jsou spjati s ¢eskym experimen-
talnim filmem a videem konce 90. let a po roce 2000 (Martin Blazicek,
Jan Danhel, Martin Jezek, Vit Pancif ad.). Druhym hojné zastoupenym
okruhem tviirct je experimentalni produkce studenttt FAMU.

Technicky je program pfipravovan pro kino Dukla, saly Edison
a Reforma. Dramaturgii festivalu, ¢asovy harmonogram a umisténi

do salua a kin pripravuje reditel festivalu Marek Hovorka, pricemz jednim
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director Marek Hovorka, the film format being one of the criteria (e.g.

the Dukla Cinema offers a quality 16 mm projection). All of the films of
the Fascinations: Exprmntl.CZ selection of 2010-2011 are available on
the official festival website. This archive will be supplemented by the
previous editions as well. Information in the form of short annotations to
the individual films and videos has been a constant part of the festival

catalogue.
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z kritérii jsou i formaty dél (napf. Dukla ma kvalitni 16mm projekci).
Veskeré filmy z vybéru Fascinace: Exprmntl.CZ z let 2010-2011 jsou
dostupné na oficialnich strankach festivalu. Tento archiv by mél byt
plnén i o predchozi ro¢niky. Informace formou kratkych anotaci k jed

livym filmtim a videim byly vzdy souc¢asti katalogu festivalu.
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29.9. 2009
ie U Dobrého pastytre, Brno / U Dobrého pastyfe Gallery, Brno

kuratorka / curator

a Kupkova

text

a Smékalova
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Bad Filming

zastoupeni tvurci / represented artists

Adéla Babanova, Ondfej Brody, Jan Busta, Petra Hermanova,
David Landa, Michal Péchoucek, Patrick Sedlaczek, Ivan Svoboda,
Adéla Svobodova, Viktor Takac, Mark Ther, Katefina Tméjova,

Marcela Vorlickova, DuSan Zahoransky a Katefina Zochova.
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In the Bad Filming exhibition held in the fall of 2009, curator, historian and
film studies theorist Marika Kupkova tried to summarize the connections
between film and visual arts working with the moving image. In the general
context of art history, the exhibition title alludes to the field of visual

arts employing commentary, transcendence and parody of period art
conventions. In concrete terms, it paraphrases the phrase “Bad” painting
denoting a trend in American figurative painting of the 1970s characteristic
of a free use of classical and popular roots, subjective imagination, kitsch
and cultural archetypes. American theorist and curator Marcia Tucker
deliberately coined the term in opposition to “good painting” and prepared
an exhibition of the same name for the New Museum of Contemporary Art
in New York City in 1978. In 2008, the history of the phenomenon was
recapitulated by the Bad Painting — good art exhibition in the MuMOK
gallery in Vienna, presenting paintings by René Magritte, Francis Picabia,
George Baselitz and Asger Jorn. Inspired by the two exhibitions, Marika
Kupkova shifted the concept to the field of the moving image. In case of
the Bad Filming exhibition, the medium of painting was substituted by
contemporary Czech audiovisual art. Kupkova understands video art — in
the sense of one of the exhibition practices of the moving image — as a
media hybrid which retains an intermedia character. Although there are
tendencies to distinguish “video art” and “film”, she points out that video
art often employs similar creative means and methods as film while also
making allusions to film.

The exhibition focused primarily on video art projects, i.e. videos
and films not originally intended for gallery presentation. Marika Kupkova
deliberately refrained from initiating new projects, preferring to use already
existing artworks. Although she intended to exhibit works from the art
production, the curator also discovered examples of an opposite trend; for
instance, the film by Jan Busta, graduate of the Directing Department of
the Academy of Performing Arts in Prague (FAMU), was inspired by video

art while also alluding to its methods. The selection of BusSta’s animated
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Kuratorka, histori¢ka a teoreticka filmovych studii Marika Kupkova se
vystavou Bad Filming na podzim roku 2009 pokusila o shrnuti vztaht
mezi filmem a vytvarnym uménim pracujicim s pohyblivym obrazem.

V obecném kunsthistorickém kontextu nazev vystavy odkazuje na oblast
vytvarného umeéni, v némz se uplatnuje komentovani, pfekracovani nebo
parodovani dobovych umeéleckych konvenci. Konkrétnéji jde o parafra-

zi souslovi ,Bad” Painting, které ptivodné oznacovalo trend v americké
figurativni malbé v 70. letech 20. stoleti, jeZ se vyznacovala volnym
nakladanim s klasickymi i popularnimi kofeny, subjektivni predstavi-
vosti, ky¢em a kulturnimi archetypy. Americka teoreticka a kuratorka
Marcia Tucker tento trend pojmenovala zamérné v opozici vaéi tzv. ,good
painting” a v roce 1978 pripravila pro New Museum of Contemporary Art
(NYC) stejnojmennou vystavu. V roce 2008 pak byla historickému pre-
hledu tohoto fenoménu vénovana vystava nazvana Bad Painting — good
art ve videnském muzeu MuMOK, kde byly prezentovany obrazy René
Magritta, Francise Picabii, George Baselitze ¢i Asgera Jorna. Marika Kup-
kova, kterou obé vystavy inspirovaly, prenesla tento koncept na oblast
prace s pohyblivym obrazem. V piipadé vystavy Bad Filming bylo médi-
um malby nahrazeno souc¢asnou ¢eskou audiovizualni tvorbou. Kupkova
vnima videoart — ve smyslu jedné z vystavnich praxi pohyblivého obrazu
- jako medialni hybrid, jehoZ vystupy si udrzuji intermedialni charakter.
Snazila se tak poukazat na fakt, Ze jakkoliv je mozné vysledovat tenden-
ci odlisit ,videoart” od ,filmu®, vyuziva videoart ¢asto stejnych tviircich
prostiedkt ¢i postupld a sam na néj odkazuje.

Vystava byla predné zaméfena na videoartové projekty, respekti-
ve videa a filmy, které nebyly vzdy ptivodné uréeny pro galerijni prezen-
taci. Marika Kupkova zamérné neiniciovala vznik zadného z vystavenych
projektd, ale vybirala z jiz existujicich praci. Prestoze se ptivodné mélo
jednat o vystavu dél z umeéleckého provozu, nalezla kuratorka — napft.
ve snimku absolventa rezie FAMU Jana BusSty - priklad, jenz vypovi-

da o opa¢ném trendu, v némz se film inspiruje ¢i odkazuje na postupy
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storyboard for an upcoming feature film was also motivated by the curator’s
intention to dissolve the traditional academic structures which distinguish
art and film academies; while their students employ the very same
medium. In this way, the Bad Filming exhibition emphasized the mutual
interconnection of the two media practices, with one influencing the other
and vice versa. This was further supported by the exhibition architecture
which did not allow usual ways of perception. The L-shaped gallery space
of the total area of 95 m? is usually divided into three parts; however, the
curator divided it into five parts, treating them as installations, screens with
headphones and projections in a simulated cinema hall. The perception of
the exhibition moved in the fields of both videography and film. The various
ways of presentation activated various ways of perception; the visitors
focused on the artworks as well as on themselves, their own perception
skills, and their experience of a film viewer and gallery visitor. Kupkova
commented on the result of the exhibition, saying that the characteristic
feature of the Bad Filming project consisted in its incomprehensibility as

well as its provoking lack of erudition, adding that the main experience

was that of a film viewer. The clue to link the artworks thematically and

to interconnect the individual spaces was provided by the film studies
vocabulary. The “genre” section (presenting works by Mark Ther, Dusan
Zahoransky and Adéla Babanova) was characteristic of a distinctive
tendency towards quotation and paraphrase of film aspects and television
genres, showing the connections and intersections between the media. The
section focused on the use of specific genre elements such as the motive,
characters and props as well as wider structures related to the form and
content of various genres.

The “cinema of attraction” section (presenting works by Petra
Herotova and Viktor Takag¢) alluded to taboo subjects dealing with
corporeality (nakedness, death), interest in intense sensory perception and
speed. In this section, the visitors were confronted with shock and direct

stimuli. The “narrative” section combined categories such as the story, the
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uplatiiované ve videoartu. Zafazeni BuStova animovaného storyboardu
k pripravovanému hranému filmu bylo rovnéz motivovano zamérem
kuratorky narusit klasické oborové struktury zacinajici uz rozliSenim
vysokych §kol na umeélecké a filmové, prestoze jejich posluchaci pracuji
s tymZ médiem. V pripadé vystavy Bad Filming tak bylo ve vysledku vy-
zdviZeno vzajemné prolinani dvou medialnich praxi, které probiha v obou
smérech - jedna ovliviiuje druhou a naopak. V tomto duchu také Kup-
kova nalozila s architekturou vystavy, jeZ neméla dovolit navstévnikim
galerie vyuzit obvyklych zptisobti recepce. Prostory Galerie u Dobrého
pastyte na ptidorysu pismene ,L“ o celkové ploSe 95 m?, které jsou bézné
¢lenény na tfi mistnosti, rozdélila kuratorka na pét ¢asti, které byly
pojednany jako instalace, obrazovky se sluchatky ¢i projekce v simulova-
ném kinosalu. Pfi vnimani vystavy se ¢lovék pohyboval v intencich vide-
ografickych i filmovych. Rtizné prezentované obrazy spoustély u navstév-
nika vystavy odliSné procesy sledovani, jeho pozornost se zamérovala
na umeélecké dilo, ale i na sebe sama — na své vlastni percep¢ni schop-
nosti a zkuSenosti filmového divaka i navstévnika galerie. Kupkova vy-
sledek vystavy okomentovala slovy, Ze charakteristickym rysem projektu
Bad Filming byla jeho nesrozumitelnost a snad i provokujici nedoucenost
a zdliraznila, ze uréuyjici zkusenosti byla zkusenost filmového divdka. Jako
kli¢ k vystavé, ktery mél zajistit tematickou provazanost dél a propojeni
jednotlivych prostortd, pouzila Kupkova slovnik filmovych studii. Sekci
wZanrovost” (prace Marka Thera, DuSana Zahoranského a Adély Baba-
noveé) spojovala vyrazna citac¢ni a parafrazujici tendence filmovych prvka
a televiznich Zanrt, na kterych bylo mozné ukazat vztahy a praniky mezi
médii. Tento okruh byl zaméfen na vyuzivani specifickych zanrovych
prvki, jako jsou motiv, postavy nebo rekvizity, a také sirSich formalnich
a vyznamotvornych struktur spjatych s uréitym Zanrem.

Sekce ,kino atrakci“ (napt. Petra Herotova a Viktor Takac) odka-
zovala k obecné tabuizovanym namétim tykajicich se télesnosti (naho-

ta, smrt), zaujeti intenzivnimi smyslovymi vjemy a rychlosti. Divaci byli
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narrative strategy, inclusion of text passages in an image (e.g. Ivan Svoboda)
and time perspective. The “direct reference” section focused on immediate
citations from film and cinematography. The “construed author” section (e.g.
Adéla Svobodova) was based on the concept of authorial theory.

The reception of the Bad Filming exhibition in the media consisted
primarily in informative texts based on the press release content.
Interestingly, even periodicals dealing with visual arts, such as the Umélec
and Ateliér magazines, published neither a review nor an interview with the
curator and the represented artists. The only exception consisted in the
positive review of film theorist, historian, curator and artist Pavlina Micova

published in the Flash Art magazine.
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v této sekci oslovovani prostfednictvim Sokti a primych stimulti. Oddil
nazvany ,vypravéni‘ v sobé spojoval kategorie jako pribéh, strategii
vypravéni, zapojeni textovych pasazi do obrazu (napf. Ivan Svoboda)
a praci s ¢asovou perspektivou. Sekce ,,pifimy odkaz“ byla vécné zameé-
fena na bezprostiedni citace filmu a kinematografie. Oddil , konstruova
ny autor” (napf. Adéla Svobodova) vychazel z konceptu autorské teorie
V medialnich ohlasech na vystavu Bad Filming prevazovaly
zpravy informac¢niho charakteru prejimajici obsah z tiskové zpravy.
Zajimavé je, Ze ani ve vytvarné orientovanych periodikach, jako jsou
casopis Umélec nebo Ateliér, nevysla recenze ani rozhovor s kuratorko
nebo zucastnénymi umeélci a umélkynémi. Vyjimku tvorila pozitivnhé
ladéna recenze filmové teoreticky, historicky, kuratorky a zaroven ume

kyné Pavliny Micové v ¢asopise Flash Art.
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umeni, Krajska galerie vytvarného umeéni ve Zliné / Regional Gallery
e Arts in Zlin
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Objekt animace. Treti smysl / Object Animation. Third Sense
Principy animace v sou¢asném umeéni / Animation principles

in contemporary art

zastoupeni tvurci / represented artists

Filip Cenek & Jifi Havlicek, Martin Kohout, Roman Pfikryl, Pavla
Scerankova, Petr Strouhal, Jan Sramek, Viktor Takaé, Martin Vanéat,
Vojtéch Vanék, Jan Zalio
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The term of animation in the field of cinematography is related to the pro-
cesses of sequence recording of the image in the principle of frame-by-frame
recording of living and non-living objects on film. The attempt at delimiting
the object of animation in the context of digitalized image was the subject of
the Object Animation. Third Sense exhibition held in the Regional Gallery of
Fine Arts in Zlin. The concept was originated by two artists represented at
the exhibition; Filip Cenek and Jifi Havli¢ek; and the gallery director Vaclav
Milek. Besides Cenek and Havli¢ek, the curatorial concept was also created
by theorist and curator of the moving image Martin Mazanec.

The curators focused on works with such animation aspects that
became apparent through their dialogue with another medium. These would
mostly include sculpture, object and painting. They also concentrated on works
accentuating both deliberate and accidental mistakes, missing information,
plot elimination and other aspects of incompleteness. In this way, they wanted
to initiate reception and interpretation challenges and demands on the visitors.
The exhibited artists shared an academic background, mostly including gradu-
ates of the Faculty of Fine Arts of Brno University of Technology (FaVU) and the
Academy of Fine Arts (AVU) in Prague. The works by eleven artists were placed
in black boxes specially constructed for the exhibition out of pressed wood
boards. The basic model of the black box has been modified, being decomposed
to the form of a separate module wall or its roofless variation. The selected art-
works were presented as a mutual “dialogue” between the object and its anima-
tion (rotation projection on a minimalist projection object by Taka¢; sculpture
neologism made on the basis of animation by Sramek; props and animation by
Cenek & Havlicek, Strouhal; videosculpture by Scerankova; and others).

The exhibition title Object Animation. Third Sense denotes the object
of interest as perceived by the curators and the potential visitors while allud-
ing to the essay The Third Meaning by French philosopher and semiotician
Roland Barthes. The essay deals with the level of meaning of an artwork
described as “the third meaning”. The motivation and results of the reflec-

tion on animation and its referent within the exhibition were explained in the
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Pojem animace byva v kinematografii spojovan s procesy sekvenc¢niho
zaznamu obrazu principem pookénkového snimani Zivych ¢i nezivych
objektt na film. Pokus o vymezeni objektu animace v kontextu digita-
lizovaného obrazu byl predmétem vystavy Objekt animace. Treti smysl.
Ta se konala v Krajské galerii vytvarného umeéni ve Zliné. Autory koncep-
ce byli dva vystavujici tvirci — Filip Cenek, Jifi Havlicek — a feditel galerie
Vaclav Milek. Na kuratorském pojeti se podilel vedle Cenka s Havlickem

i teoretik a kurator pohyblivych obrazi Martin Mazanec.

Kuratorfi se zamérili na dila, jejichZ podoby animace byly patr-
ny skrze dialog s jinym médiem. Nejcasté€ji se jednalo o sochu, objekt
nebo malbu. Soustfredili se rovnéz na prace, které akcentovaly zamérné
i nechténé chyby, vynechavani informaci a eliminaci déje a jiné nekom-
pletnosti. Tim chtéli iniciovat recepéni a interpretacni vyzvy a naroky
na navstévniky. Vystavujici spojovalo akademické zazemi, prevazné se
jednalo o absolventy ¢i studenty brnénské FaVU a prazské AVU. Dila
jedenacti umélett a umeélkyn byla umisténa do black boxud, které byly pro
vystavu specialné zkonstruovany z nekasirovaného materialu lisovaného
dreva. Modifikovan byl zakladni modul black boxu, ktery byl pro néktera
dila rozkladan az do podoby samostatné lezici stény modulu nebo jeho
variace bez strechy. Vybrana dila byla prezentovana jako oboustranny
.dialog“ mezi objektem a jeho animaci (rota¢ni projekce na minimalistic-
ky projekéni objekt — Takag¢; sochatsky novotvar, ktery vznikl na zakladé
animace - Sramek; rekvizity a animace - Cenek & Havlicek, Strouhal;
videosocha — Scerankova ad.).

Nazev vystavy Objekt animace. Treti smysl oznacuje objekt
zajmu, o némz se rozhodli kuratofi spolu s potencionalnimi navstévniky
uvazovat, a zaroven odkazuje i na stat Treti smysl francouzského filosofa
a sémiotika Rolanda Barthese. Ta pojednava o dalsi vyznamové roviné
umeéleckého dila, kterou popisuje jako ,treti smysl“. Obsahleji motivace
a vysledky uvazovani o animaci a jejim referentu v ramci vystavy vysvét-

lovaly texty publikované v katalogu. Jednalo se o tvod a studii o ani-
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texts published in the exhibition catalogue. These included the introduction
and study on animation by Martin Mazanec as well as two theoretical texts
that were essential for the exhibition; The Third Sense by Roland Barthes in
the form of a copy (“object”) adopted from the Iluminace (Illumination) film
quarterly and the text How Electrons Remember by Canadian theorist Laura
U. Marks with whom the exhibition concept has been consulted. In the con-
text of the exhibition, the two adopted theoretical texts entered a dialogue on
the theme of the nature of the referent in animation as well as in representa-
tion as such, as its ontological nature and potential are being transformed
due to the use of the digital code.

Although the exhibition conceived animation, its interpretation and
technology in a rather loose way, while the curators obviously made an ef-
fort to provoke or even puzzle the visitors and thus complicate their percep-
tion, the exhibition formed a coherent whole despite the rich variety of the
exhibited artworks. Besides the texts published in the context of the exhibi-
tion, the critical reflection of the event related to the understanding of the
moving image included several reviews. In her unpublished text originally
written for the A2 weekly, theorist Lenka Strelakova described the exhibition
concept by means of “anthropomorphic” metaphors as an animation anec-
dote animating the movement of the visitor in the exhibition space. It mentions
animation stripped off of its smooth quality and turned off of its even straight-
Jorward course; the animation corporeity torn off by the demand for complete-
ness, which it has broken up with _for some time for it longs to see itself in the

exhibition mirror. It seems that she can be satisfied with what she sees.
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maci od Martina Mazance a dva teoretické texty, z nichz vystava ideov:
cerpala: text Rolanda Barthese Treti smysl prevzaty jako kopie (,objekt’
z filmového ¢tvrtletniku Iluminace a text Elektrony maji pamét kanads
teoreticky Laury U. Marks, s niz byl koncept vystavy v nékterych fazic
i konzultovan. Dvojice prevzatych teoretickych textti vstupovala v kon-
textu vystavy do vzajemného dialogu na téma povahy referentu nejen
v animaci, ale v zobrazovani jako takovém, jehoz ontologicka povaha

a potencial se diky pouzivani digitalniho kodu meéni.

Prestoze vystava pojala animaci se zna¢nou interpretacni i tec
nologickou volnosti a se zjevnou snahou kuratorti drazdit nebo pfimo
mast a znesnadnovat divackou percepci, vysledkem byl i pfes raznoro-
dost vystavujicich tviirca koherentni celek. Vedle vlastnich text vyda-
nych v ramci vystavy doplnilo o kritickou reflexi tuto udalost, vztahuji
se k chapani pohyblivého obrazu, nékolik recenzi. V nepublikovaném
textu (ptivodné urcéeno pro kulturni tydenik A2) popsala teoreticka Le
Strelakova pomoci ,antropomorfnich metafor® koncept vystavy jako
dotu o animaci, jiz ozivuje pohyb divdka po vystavnim prostoru. Vypravi
o animaci svlélkané z hladkosti, vychylené z roonomérného primocarého
béhu, o animacni télesnosti strhané ndarokkem na celistvost, s niz se prav
na c¢as rozchazi, protoze touzi v zrcadle vystavy zahlédnout sebe sama.

Zda se, ze muize byt spolkojena.
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Po sametu / After Velvet
Soucasné ¢eské umeéni s presahy do minulosti / Contemporary Czech Art

with Past Connotations

zastoupeni tvurci / represented artists

Zbynék Baladran, Ondfej Brody & Kristofer Paetaue, Veronika Bromova,
Federico Diaz, Tomas Dvorak aka Floex & Tomas Vanék, Milan Grygar,
Radim Labuda, Jan Mancuska, Jakub Nepras, Michal Péchoucek, Daniel
Pitin, Jifi Pfihoda, Jan Serych, Stepanka Simlova, Mark Ther
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The After Velvet exposition represented an attempt at the recapitulation of
Czech art after November 17, 1989 across formal and thematic approaches
including the moving image. The moving image was presented within an
analyzed exhibition interface; which would have been rather unusual
in Czech permanent museum expositions until 2009. The discussions
about creating an exposition mapping Czech visual arts since the fall of
communism (after 1989) had been held by the permanent or participating
curators of the City Prague Gallery (GHMP) long before the resulting
exhibition which was finally opened on the 20" anniversary of the Velvet
Revolution. The participants of the preparatory discussions included
leading Czech visual arts theorists and GHMP associates Lenka Bydzovska,
Vojtéch Lahoda, Karel Srp, Marie Rakusanova and Jitka Hlavackova. The
resulting form of the exhibition was most influenced by recent graduate in
general theory and history of art and culture of the Philosophical Faculty
of Charles University in Prague Sandra Baborovska, whose task was to
realize the exhibition along with GHMP curator Karel Srp; from September
2007 to December 2008, Baborovska assumed the position of assistant
lecturer; since January 2009, she is permanent curator of GHMP. Besides
the extensive After Velvet exposition, Baborovska focused on the Start-Up
project held at a former switching station at GHMP’s Golden Ring building
since 2008; the project represents a creative platform for young artists.
GHMP has had a continual interest in the new art since the early 1990s; in
this respect, the After Velvet exhibition can be seen as a culmination of a
long-term process.

Rather than highlighting concrete artworks and visual artists,
the After Velvet exposition was conceived as a thematic net capturing the
significant formal tendencies (including the moving image artworks) as well
as the ideological tendencies of the selected period while interconnecting
several generations of artists with an obvious popularization intention.
Sandra Baborovska created fourteen thematic blocks; Mikro a makro (Micro

and Macro), Na hrané (On the Edge), Industrial (Industrial), Tvareni (Face
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Expozice Po sametu predstavovala pokus o rekapitulaci ¢eského ,,po-
listopadového” umeéni napri¢ formalnimi a tematickymi pristupy véetné
pohyblivého obrazu. Ten se v ramci expozice objevil jako analyzované
vystavni rozhrani (interfejs), coz u ¢eskych dlouhodobych muzejnich ex-
pozic nebylo do roku 2009 vtibec obvyklé. Diskuse o vytvoreni expozice,
ktera by mapovala ¢eské vytvarné uméni od padu komunismu (po roce
1989), byla na ptidé Galerie hlavniho mésta Prahy (dale jako GHMP) ve-
dena stalymi ¢i participujicimi kuratory instituce dlouho pfed vyslednou
vystavou, ktera byla oteviena pfizna¢né k dvacatému vyro¢i Sametové re-
voluce. Pripravnych diskusi se zuc¢astnili pfedni ¢esSti teoretici vytvarného
umeéni a spolupracovnici GHMP - Lenka BydZovska, Vojtéch Lahoda,
Karel Srp, Marie RakuSanova a Jitka Hlavackova. Zasadni postavou vy-
sledné podoby se stala tehdy ¢erstva doktorandka v oboru Obecna teorie
a dé&jiny umeéni a kultury pod Filozofickou fakultou Univerzity Karlovy
v Praze Sandra Baborovska, ktera méla s pomoci kuratora GHMP Karla
Srpa vystavu zrealizovat (od zaii 2007 do prosince 2008 zastavala Babo-
rovska v GHMP pozici odborné lektorky a od ledna 2009 stalé kuratorky).
V kuratorské praxi se kromé rozsahlé expozi¢ni vystavy Po sametu sou-
stfedila na projekt Start-Up probihajici od roku 2008 v mistnosti byvalé
elektrické rozvodny, jezZ je soucasti Domu U Zlatého prstenu GHMP. Pro-
jekt byl vytvoren jako tvtréi platforma pro debutujici umélce. GHMP se
zajmem o novou tvorbu kontinualné profilovala od po¢atku devadesatych
let, a tak 1ze v tomto ohledu Po sametu vnimat jako souc¢ast dlouhodobé-
ho procesu, jehoZ vyvrcholenim byla pravé tato expozice.

Kuratori expozice Po sametu si nekladli za cil vyzdvihovat
konkrétni dila a vizualni umélce. Vystava byla pojata jako tematicka
sit zachycujici nejzasadnéjsi formalni (véetné deél pracujicich v inten-
cich pohyblivého obrazu) a ideové tendence vybraného obdobi a zaroven
s patrnym populariza¢nim zamérem propojit aZ dvougeneracné vzdalené
umélce. Sandra Baborovska vytvorila celkem ¢trnact tematickych bloku:

Mikro a makro, Na hrané, Industrial, Tvareni, Pod tlakem, Ve hie, Ztrata
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It), Pod tlakem (Under Pressure), Ve hre (Play), Ztrata paméti (Memory
Loss), K véci (To the Point), Nejista realita (Uncertain Reality), Na télo (In
the Flesh), V prvni osobé (First Person Singular), Laska je laska (Love Is
Love), Skladani (Composition), Svételnost (Luminosity). In the individual
sections, the curators followed the common content and formal aspects
while indicating the transformation which has taken place in connection
with the employed media, possibilities of expression and shifts in their
perception. Each block was introduced by a brief explanatory text
describing the idea shared by the concrete artworks made by the individual
artists. In his text Hvézddarstvi v dobé promén (Astronomy in the Times of
Transformation) written for the exhibition catalogue, art theorist Tomas
Pospiszyl described the curatorial approach in the following way: There

are dozens of constellations of possible connections between the artists
across styles, techniques and generations. Faces by Adriena Simotovd may
be subconsciously continued by Josef Bolf; the drawings and computer
constructions by Fedrico Diaz may remind of the abstract pastels by Karel
Malich. There are thousands of points on the body of Czech art; and there

is an indefinite number of solutions to the game of interconnecting them all.
Within this game, the final selection of the representative works provides an
infinite space for new interconnections.

As for the moving image, the videos were frequently exhibited in a
mutual dialogue across the formal differences of the employed technologies
as well as the passing generations. The principle of the dialogue was
formally developed e.g. in the “Micro and Macro” block, exhibiting canvases
made by Karel Malich in the early 1980s. Capturing abstracted landscapes,
Malich’s canvases are accompanied by organic video collages made by his
hypothetical follower Jakub Nepras who generates collages from civilization
images animated according to biological structures. In the “Play” block, the
moving image had the function of an illustrative means of recording the
live performance by Tomas Dvofak and Tomas Vanék (Ziva partitura, Live

Score, Tomas Dvorak aka Floex, 2009). The intergenerational link has been
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paméti, K véci, Nejista realita, Na t€lo, V prvni osobé, Laska je laska,
Skladani, Svételnost. V jednotlivych sekcich kuratofi sledovali spole¢né
obsahové a formalni prvKky a zaroven se pokouseli naznacit posun, ktery
se udal v souvislosti s pouzitymi médii, moZnostmi vyjadfeni a zménami
v jejich vnimani. Kazdy blok byl uvozen kratkym vysvétlujicim textem,
ktery mél za ukol priblizit navstévniktim ideu, kterou podle kuratort sdi-
lely konkrétni prace jednotlivych vystavujicich. Tomas Pospiszyl v textu
Hvézdarstui v dobé promen pro katalog vystavy popsal tento kuratorsky
piistup nasledovné: Zde se dostavame k desitlkkam souhvézdi moznych
spajitosti mezi umélci napric¢ styly, technikami i generacemi. Na Tvare Adri-
eny Simotové miize podvédomé navazovat Josef Bolf, kresby a pocitacové
Iconstrukce Federica Diaze pripomenou abstraktni pastely Karla Malicha.
Bodtl na téle ¢eslkkého uméni jsou tisice a hra, jak je vzdjemné propojit, ma
témer nekonecné mnozstui reseni. Konec¢ny vybeér reprezentativnich dél
umoznuje diky této hfe s osnovami v podstaté nekonecny prostor pro
vytvafeni novych a novych spojitosti.

Z hlediska pohyblivého obrazu byla videa ¢asto vystavena
ve vzajemném dialogu napfi¢ formalnimi rozdily vyuzitych technologii
a generacnim mijenim. Princip dialogu byl formalné rozvijen napiiklad
v bloku ,Mikro a makro“, kde byla vedle sebe vystavena platna z prvni
poloviny 80. let od Karla Malicha. Ta zobrazuji abstrahované krajiny.
Malicha doplnioval organickymi videokolaZemi jeho hypoteticky
nasledovnik Jakub Nepra$, ktery generuje kolaze z civilizaé¢nich obrazi,

e

jez animuje jako biologické struktury. V sekci ,Ve hie" zase pohyblivy
obraz figuroval jako ilustrativni zaznamovy prostredek Zivé performance
Tomase Dvotfaka a Tomase Vanka (Ziva partitura, Tomas Dvorak

aka Floex, 2009). Mezigenerac¢ni spojeni bylo nalezeno se zaznamem
akce Prstova partitura Milana Grygara (1981). Vyraznym site-specific
piistupem k instalaci se vyznacovaly predevSim audiovizualni prace
Ondreje Brodyho Lustracromos a Jana Manc¢usky Odlesk I. a Odlesk II.

Ten dilo pojal jako nepfenosnou instalaci pro vystavni prostor, s ¢imz
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found in the recording of the Prstova partitura (Finger Score) action by Milan
Grygar (1981). The visual artworks Lustracromos (by Ondrej Brody) and
Odlesk I (Reflection I) and Odlesk II (Reflection II) by Jan Mancuska had a
distinctive site-specific approach. Jan Mancuska conceived his work as an
immobile installation made especially for the exhibition space; the projection
was linked to the installation construction as well as to the dramaturgic

line of the audiovisual work. At the very end of the exposition, there was a
special space presenting loops with interviews with the represented artists
made by the Czech research institution Arty¢ok.TV.

Despite the selected period of 1989-2009 with occasional excursions
to the past, the representation of the moving image practically lacked
works from the early and mid1990s. The After Velvet exhibition presented
videos and films made by artists who were still studying at art academies
in the 1990s. At that time, the academies underwent a transformation
connected with the founding of new studios and arrival of new lecturers
who either had their own experience with the possibilities of the use of the
moving image or at least provided space for it. However, the absence of
the Czech representatives of experimental film and video art who preceded
the represented artists remained unaccounted for. In this respect, the
exposition seemed to suggest that video and film entered the field of visual
arts in the Czech Republic only after 1998; since the earliest represented
video was Tvi etudy, NYC (Three Etudes, NYC) made by Veronika Bromova
in 1998.

Sandra Baborovska, too, was probably aware of this vacuum, as
she organized a discussion on “visual art films” on the occasion of the first
anniversary of the After Velvet exposition. The discussion was held among
visual artists represented in the exposition and filmmakers working in
the field of fiction film, documentary film, animated film, television and
advertising. The debate was broadcast live by the CT24 online channel
and was attended by film and visual arts theorists. However, due to

the large number of guests, no final or unifying comments ensued from
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souviselo prortstani projekce s instalaéni konstrukci a dramaturgickou
linii dé€je samotného snimku. Celou expozici uzaviral specialni prostor,
v némz byly ve smyckach prehravany rozhovory se zastoupenymi umeélci
a umélkynémi, jez pro ucel vystavy poridila internetova televize Arty-
¢ok.TV.

Zastoupeni pohyblivého obrazu navzdory zvolenému obdobi mezi
lety 1989-2009 s ob¢asnymi presahy do minulosti takika postradalo
prace z poc¢atku a pribéhu devadesatych let. V ramci vystavy Po sametu
byli prezentovani jen tvirci videi a filmu, ktefi v devadesatych letech
teprve studovali na vysokych uméleckych Skolach. Ty v té dobé
prochazely transformaci, s niZ souviselo zakladani novych ateliért
a priliv pedagogu, ktefi bud méli vlastni zkuSenost s moznostmi vyuziti
pohyblivého obrazu, nebo k nim alespon davali prostor. Absence ¢eskych
predstaviteld tzv. experimentalniho filmu a videoartu, ktefi predchazeli
zastoupenym tvirctim, ztistala nezodpovézena. V tomto ohledu
expozice puisobila, Ze videa a filmy se zacaly v Ceské republice v oblasti
vytvarného umeéni tocit az po roce 1998; nejstarSim zastoupenym videem
je dilo Veroniky Bromové Tvi etudy, NYC.

Tohoto vakua si pravdépodobné byla védoma i Sandra
Baborovska, kdyZ u prilezitosti vyroc¢i prvniho roku otevieni expozice
Po sametu usporadala diskusi o ,vytvarnych filmech®. Ta byla vedena
mezi vytvarnymi umeélci zastoupenymi v expozici a filmovymi tvarci
pracujicimi v hrané, dokumentarni, animované, televizni a reklamni
filmové tvorbé. Debatu zivé vysilal internetovy kanal CT24 a zaéastnili
se jiizastupci teoretické filmové a vytvarné obce. Z diskuse bohuzel
v dusledku velkého mnozstvi hostt nevyplynuly zadné zavéry ani
jednotici komentare. Obecné se expozici Po sametu doznalo zna¢ného
medialniho ohlasu. Zptsob, jakym zde byl prezentovan pohyblivy obraz,
jakoz i otazka, pro¢ v ném chybély nékteré osobnosti ¢i cela obdobi, vsak

reflektovany nebyly.
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the discussion. In general, the After Velvet exposition stirred a considerable
media response. However, the exposition’s representation of the moving
image or the question why some personalities or even periods were left out

were not reflected.
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ku 2009 / since 2009
vska galerie v Brné / Moravian Gallery in Brno

et video Fakulty vytvarnych uméni VUT v Brné / Video Studio of the
Ity of Fine Arts of Brno University of Technology

kuratofi / curators

Cenek, Pavlina Vogelova, Fiume

text

yna Breckova
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Videotime

zastoupeni tvurci / represented artists

Georgij Bagdasarov, Magdaléna Bazantova, Martin Blazicek & Katefina
Zochova, Vratislav Brabenec, Igor & Ivan Buharovovi, Filip Cenek,

Josef Dabernig, Tereza Damcova, Jifi David, Milena Dopitova, Dva,
Petra Feriancova, Jez Riley French, Antonin Koutny, Patrik Kovacovsky,
Brandon LaBelle, Lukas Malak, Jan Manc¢uska, Rudolf Maté€jcek,
Matefidouska, Alex Moralesova, David MozZny, Filip Nerad, Ivan Palacky,
Tomas Rafa, Pavel RySka, Matéj Smetana, Tereza Sochorova, Jifi
Suchanek, Petr Strouhal, Jan Sramek aka VJ Kolouch, Filip Skubal,
Pavel Svec, Radek Ttima, Théatre de la Liberté (Radek Rubas), Frantisek

Tymal, Vojtéch Vanék, Jan Zalio, Hana Zelezna

55 Videotime

Videotime



The Videotime project was initiated by the Moravian Gallery and the Video
Studio of the Faculty of Fine Arts of the Brno University of Technology
(FavU). By the end of 2011, 25 editions have been held. They combined the
format of presentation, screening and discussion with the artist, ranging
from projection series to live performances. The Cerny zmizik (Black
Whitener) zero edition was held on December 4, 2009, presenting a series of
animations by artists connected with the Fiume collective; an independent
cultural platform of variable constitution and curatorial, production and
artistic activities. The series included animations by Jan Zalio, Vojtéch
Vanék, Jan Sramek and Filip Cenek. The latter became a co-curator of the
Videotime project together with curator and film historian Pavlina Vogelova.
Videotime represents a continuation of the Projekce (film v kin€) (Projection;
Film in the Cinema) seminar of the Video Studio of FaVU (2003) held in

the small hall of the Art Cinema. The basic idea of assistant lecturer of the
Intermedia Studio and visual artist Filip Cenek and program dramaturgist
of the Moravian Gallery (MG) Pavlina Vogelova was to create a platform for
the presentation of students outside the university premises and for their
confrontation with the work of professionals.

At the beginning, the curators made an effort to prepare a coherent
program with the aim (...) of deepening the aesthetic sensitivity towards
various _forms of the moving image as well as the perceptiveness towards
the differences among various kinds of “seeing”, said Filip Cenek about
the program structure. The dramaturgy of the Videotime project was also
realized by the students of the Faculty of Fine Arts in Brno, who at the
same time represented the main target audience. Some of the editions were
also dedicated to short and experimental films, lectures and concerts in
combination with the moving image (Videotime 1: Pavel RySka and Dva,
2010). In the same year, Videotime 5 (Antonin Koutny, Filip Nerad, Jan
Zalio) was accompanied by a solo exhibition by Jan Zalio (Shock Wave,

G99 Gallery, Brno). At the end of 2010, the program introduced other forms

of the moving image besides animation (e.g. audiovisual performances);
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Program iniciovany Moravskou galerii a Kabinetem video FaVU v Brné
byl nazvan Videotime. Do konce roku 2011 probéhlo celkem 25 poradu.
Jednalo se o kombinaci formatu prezentace, projekce a diskuse s tvtr-
cem, pricemz jejich podoby se lisily od projekénich pasem az po ziva vy-
stoupeni. Takzvané nulta edice Cerny zmizik se konala 4. prosince 2009
a Slo o pasmo animaci tvtirca spjatych s kolektivem Fiume. Jde o kultur-
ni nezavislou platformu promeénlivého sloZeni a kuratorskych, produké-
nich a uméleckych aktivit. PAsmo bylo sestaveno z animaci Jana Zalia,
Vojtécha Varika, Jana Sramka a Filipa Cenka. Ten se stal i spolukura-
torem projektu Videotime spoleéné s kuratorkou a filmovou historickou
Pavlinou Vogelovou. Videotime navazuje na seminar Projelkce (film v kiné)
Kabinetu videa FaVU (2003), ktery se konal v malém sale Kina Art. Za-
kladni vizi odborného asistenta Ateliéru intermédia a vizualniho umélce
Filipa Cenka a programové dramaturgyné MG v Brné Pavliny Vogelové
bylo, aby se studenti svou tvorbou mohli prezentovat i mimo univerzitni
ptidu a zaroven byli konfrontovani s praci profesionalti.

Zpocatku §lo kuratortim o ucelenéjsi program, jehoz hlavnim
cilem bylo (...) prohloubenti esteticlké citlivosti k riizngm formam pohyblivé-
ho obrazu a uceni se vnimavosti k rozdiliim mezi rizngmi rezimy ,, vide-
ni“ - poznamenal k programové struktuie Filip Cenek. Do dramaturgie
Videotimu méli moznost zasahovat studenti Fakulty vytvarnych umeéni
v Brné, ktefi byli zaroven hlavnim cilovym publikem. Vecery byly véno-
vany i kratkym a experimentalnim filmtim, prednaskam nebo koncertiim
v kombinaci s pohyblivym obrazem (Videotime 1: Pavel RySka a Dva).
Videotime 5 (Antonin Koutny, Filip Nerad, Jan Zalio) byl téhoz roku volné
doplnén o samostatnou vystavu Jana Zalia (Shock Wave, Galerie G99,
Brno). Ke konci roku 2010 se v programu zacaly vedle animace vysKky-
tovat dalsi formy pohyblivého obrazu (napt. audiovizualni performance)
a kuratofi otevreli program také zahrani¢nim hosttim. Po roénim fun-
govani se rozhodla v bfeznu 2011 Pavlina Vogelova usporadat tzv. Echo

Videotime, kterym chtéla zrekapitulovat ro¢ni pribéh projektu a pozva-
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moreover, the curators opened the project to international guests. After one
year’s activities, Pavlina Vogelova decided to organize an Echo Videotime

in March 2011 to recapitulate the twelve months of the existence of the
project, inviting some of the represented artists (Filip Cenek, Jan Mancuska,
Jifi David, Patrik Kovacovsky, Petra Feriancova, Pavel RySka and David
Mozny). Their videos were installed within the permanent exposition of the
Moravian Gallery as part of the Brno Week of Culture. The event culminated
in the Videoprochazka (Video Walk) in the Moravian Gallery in the presence
of all the artists, presenting lectures and discussions dealing with the
individual projects. In the fall of 2011, Videotime became the accompanying
program of the 16 Brno International Short Fiction Film Festival. This
co-operation included the realization of Videotime 20 presenting the film
Setlcani uchem jehly (Meeting at the Eye of the Needle) by Alex Moralesova
and FrantiSek Tymal of the Film and Television School of the Academy of
Performing Arts (FAMU) in Prague and an exhibition in the Moravian Gallery
introducing rare historical projectors from Brno’s legendary workshop of
film and photographic technology of Jindfich Suchanek.

Videotime has provided a remarkable space for the students to
present their artworks, get in touch with the work of professionals and
discuss it. Most of the Videotime editions have been recorded and are
available on the websites of the Intermedia Studio and the Video Studio of
FaVU. As for the production aspect, Videotime has been financed partly by
the Moravian Gallery and partly from the Video Studio’s budget. Besides
Filip Cenek, further members of the Fiume collective to participate in the
organization of the project included Tereza Sochorova, Vojtéch Vanék

and others.
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la nékteré z umeélct, jejichz prace byly prezentovany (Filip Cenek, Jan
Mancuska, Jifi David, Patrik Kovacovsky, Petra Feriancova, Pavel Rys
a David Mozny). V ramci Tydne vytvarné kultury v Brné byla jejich vid
instalovana ve stalé expozici v Moravské galerii. Tato udalost vrcholila
Videoprochazkou po arealu MG se vSemi zticastnénymi umélci, béhem
niz probihaly prednasky a diskuse tykajici se jednotlivych projektt. N
podzim roku 2011 se stal Videotime doprovodnym programem filmoveé
festivalu kratkych filmt Brno 16. Soucasti této spoluprace byla realiza
Videotimu 20, ktery tvoril snimek Setlkani uchem jehly Alex Moralesove
a Frantiska Tymala z prazské FAMU, a vystava v MG, na niZ byly pred
staveny raritni historické promitacky z brnénské legendarni dilny na
vyrobu filmové a fotografické techniky Jindficha Suchanka.

Videotime vyraznym zptisobem poskytl studentiim mimounive
zitni prostor, v ramci néhoz by mohli prezentovat svoji tvorbu, poznat
praci profesionaltl a nasledné o ni diskutovat. Porizeny byly zaznamy
z vétSiny Videotimt, dostupnost na webovych strankach Ateliéru inter
média nebo v archivu Kabinetu video. Produkéné byl Videotime finane
van ¢astec¢né z MG a poté z rozpoctu Kabinetu videa FaVU. Na organi
se podileli za kolektiv Fiume kromé Filipa Cenka i Tereza Sochorova,
Vojtéch Vanék a dalsi.
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ierové uvedeni / Premiere presentation: 18.10. 2010
dny v pohybu, 15. Mezinarodni festival souc¢asného umeéni, budova
ého Ustfedi lidové umélecké vyroby, Praha / 4+4 Days in Motion,
Performing Arts Festival, building of former Institute of Folk Art
uction, Prague

/ Repeated presentation: 22.3. 2011
ozvani sdruzeni Za krasnou Olomouc a Pastiche Filmz, Umélecké
m Univerzity Palackého, Olomouc / For Beautiful Olomouc
ciation and Pastiche Filmz, Art Centre of Palacky University, Olomouc
2011 / Divus Prager Kabarett, Praha / Prague

kuratorky / curators

zie Nekvindova, Slava Sobotovicova
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Pocatkem muiZze byt nula / The Starting Point Can Be Zero

zastoupeni tvurci / represented artists

Zbynék Baladran, Daniela Barackova, Jifi Cernicky, Jan Fabian, Pavla
Gajdosikova, David Kopecky, Eva Kotatkova, Jan Mancuska, David
Mozny, Krystof PesSek, Jan Pfeiffer, Daniel Pitin, Pavla Scerankova,
Christoph Srb, Ivan Svoboda, Tomas Svoboda, Tomas Vané€k, Vojtéch

Vaneék, Katefrina Zochova
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The Starting Point Can Be Zero video selection was initiated by the
organizers of the 4+4 Days in Motion Performing Arts Festival which also
presented its premiere in the building of the former Institute of Folk Art
Production (ULUV) in Prague on October 18, 2010. The challenge was
met by two members of the team of the Academic Research Centre of

the Academy of Fine Arts (VVP AVU), art theorist and historian Terezie
Nekvindova and visual artist Slava Sobotovi¢ova. Their selection was
based on the VVP AVU study video archive which they have been forming,
systemizing and promoting since 2007. The Starting Point Can Be Zero
series was the first curatorial project to continue their previous efforts to
collect Czech moving images. As suggested in the subtitle “Videos dealing
with space, architecture and urbanism”, the key theme of the selection
was “space”. The selection included videos made after 2000 only. The
curatorial activity was part of the long-term intention to create thematic
and monographic series of videos from the VVP AVU archive for individual
projections and publish them as a DVD edition titled VIDA.

In the period of 2008 to 2010, Tereza Nekvindova realized a series
of interviews with Czech artists dealing with the visual art and space for
the Stavba (Construction) architectonic magazine. The title of The Starting
Point Can Be Zero project is based on Isaac Newton’s mathematic concept
of the perception of space. The relative number of space dimensions is
metaphorically paraphrased by the selection of the individual videos.
Though linked by a common theme, the individual videos had to be
approached individually as the theme was rather abstract.

The Starting Point Can Be Zero series, as well as its DVD version,
included twenty short-length videos and one mid-length film from the VVP
AVU archive. Besides various animation techniques (drawing, pixilation
and 3D modulation), some of the videos also employed photo slides as
well as observational, documentary and reportage approaches, such as
the interview or the use of archive material. While some of the works dealt

with the problem of socialist housing estates or the influence of urbanistic
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Video vybér Pocatkem mtize byt nula byl poprvé promitnut na Zadost
organizatorii mezinarodniho festivalu umeéni 4+4 dny v pohybu, v jehoz
ramci mél 18. fijna 2010 svou premiéru v budové byvalého Ustiedi lidové
umélecké vyroby (ULUV, Praha). Této vyzvy se zhostily dvé élenky tymu
Védecko-vyzkumného pracovisté Akademie vytvarnych uméni (VVP AVU),
teoreticka a historicka umeéni Terezie Nekvindova a vizualni umeélkyné
Slava Sobotovicova. Ve svém vybéru cerpaly z postupné se utvarejici-

ho studijniho videoarchivu VVP AVU, na jehoZ budovani, systematizaci

a propagaci se podilely jiZz od jeho zaloZeni v roce 2007. Pasmo Pocatkem
muze byt nula bylo jejich prvnim spole¢nym kuratorskym projektem, kte-
rym navazaly na predchozi snahy o shromazdovani ¢eskych pohyblivych
obrazli. Jako klicové téma si kuratorky zvolily ,prostor” a vymezily jej jiz
v samotném podtitulu ,Videa tematizujici prostor, architekturu a urba-
nismus”. Ve vybéru figurovala pouze videa, ktera pochazi z obdobi po roce
2000. Tento kuratorsky pocin byl rovnéz souc¢asti dlouhodobého zameéru pri-
pravovat tematicka nebo monograficka pasma videi z archivu VVP AVU pro
jednotlivé projekce a vydavat je jako edi¢ni fadu DVD pojmenovanou VIDA.

V letech 2008-2010 Terezie Nekvindova realizovala na téma vi-
zualniho uméni a pojeti prostoru cyklus rozhovort s ¢eskymi umeélci pro
architektonicky ¢asopis Stavba. Nazev projektu Pocatkem muize byt nula
vzeSel z parafraze matematického konceptu vnimani prostoru Issaca
Newtona. Relativni pocet dimenzi prostoru je metaforicky parafrazovan
vybérem jednotlivych videi. Pasmo sice spojovalo jednotné téma, to vSak
bylo natolik abstraktni, Ze k jednotlivym snimktm bylo stejné nutné
pristupovat samostatné.

Do pasma Poc¢atkem mtize byt nula, tak jak bylo prezentovano
rovnéz na DVD, bylo z utvarejiciho se archivu VVP AVU zahrnuto dvacet
kratkometraznich videi a jeden stredometrazni snimek. Vedle rozli¢-
nych technik animace (kreslené, pixilace ¢i 3D modulace) se v nékte-
rych videich pracovalo se stfidanim fotoslidi, ¢asosbérnym zaznamem

i dokumentarnimi a reportaznimi postupy, jako je rozhovor nebo vyuziti
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theories and their realizations on the living space, others explored the
aesthetic of functionalist architecture and its heritage. The artists took up
socially critical positions as well as cultural-aesthetic or purely personal
perspectives. The space was not always conceived in physical terms; the
“mental space”, with its social and cultural levels, was also of importance.
Besides the works by artists who are active on the art scene,
the curators also included a film by architect David Kopecky of the
KSA studio which was originally conceived as a presentation of his first
construction. According to the curators, it can also be understood as an
intimate introduction of the author’s work. By including this film in their
compilation, the curators wanted to point out the permeability between
the various uses of the moving image. A similar example was the recording
of the realization of socially critical drawings by Romanian artist Dan
Perjovschi on the galleries of the new building of the National Technical
Library made by artist Tomas Vanék. The repeated presentation of The
Starting Point Can Be Zero series was held on March 22, 2011 in Olomouc
at the invitation of Za krasnou Olomouc (For Beautiful Olomouc) association
and Pastiche Filmz; on May 2, 2011, the series was presented in the Divus
Prager Kabarett in Prague. On the occasion of the screening in Olomouc
and in co-operation with Divus publishing house, VVP AVU published The
Starting Point Can Be Zero selection on DVD, including short annotations of
the individual films and a brief curatorial text dealing with the main theme.
The individual events were medially promoted especially on cultural, artistic

and architectonic servers.

Sources

The Starting Point Can Be Zero. Videos dealing with space, architecture and urbanism from the
archive of VVP AVU, Academy of Fine Arts in Prague, Academic Research Centre (VVP AVU) in
co-operation with the Divus Publishing House, Prague, 2011. DVD.

The e-mail interview with Tereza Nekvindova, supplemented by commentaries by Slava
Sobotovic¢ova, was made by Radim Mésic on October 26, 2011.
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archivnich materialti. Nékteré prace se vztahovaly k problematice socia
listickych sidlist, vlivu urbanistickych teorii a jejich realizaci na Zivotni
prostor, jiné zkoumaly estetiku funkcionalistické architektury a jeji od-
kaz. Autori zaujimali jak socialné Kkritické pozice, tak i kulturné-estetick
nebo i ryze osobni perspektivy. Ne vzdy se tak nutné jednalo o fyzicky
prostor — dualezitou roli hrala rovnéz rovina spolecenska a kulturni, tj.
~mentalni prostor*.

Kuratorky projektu se v této kompilaci neomezily pouze na pra
autoru pusobicich v uméleckém provozu a zaradily do ni také snimek
chitekta Davida Kopeckého z ateliéru KSA, jenz mél ptivodneé slouZzit j
prezentace jeho prvni stavby. Podle kuratorek na néj zaroven lze nahl
jako na témér intimni autorovo predstaveni svého dila. Zamérem kurati
rek bylo timto krokem upozornit na propustnost mezi raznymi vyuziti
pohyblivého obrazu. Podobnym piikladem byl rovnéz zaznam realizace
socialné kritickych kreseb rumunského umélce Dana Perjovschiho na
ochozech centralni ¢asti nové budovy Narodni technické knihovny, jenz
poridil umélec Tomas Vané€k. Repriza pasma Pocatkem muize byt nula
probéhla 22.3. 2011 v Olomouci na pozvani sdruZeni Za krasnou Olo-
mouc a Pastiche Filmz, 2.5. 2011 pak bylo pasmo k vidéni v prazském
Divus Prager Kabarett. U prilezitosti olomoucké projekce vydalo VVP A
ve spolupraci s nakladatelstvim Divus stejnojmenny vybér na DVD, je
byl opatien kratkymi anotacemi ke konkrétnim snimktim a struénym
zastfeSujicim kuratorskym textem ke zpracovavanému tématu. Jedno
vé akce provazela medialni propagace predevSim na kulturné, umelecky

a architektonicky orientovanych serverech.

Zdroje

Pocatkem miiZe byt nula. Videa tematizujici prostor, architekturu a urbanismus z archiv
VVP AVU, Akademie vytvarnych uméni v Praze, Védecko-vyzkumné pracovisté (VVP AV
ve spolupraci s nakladatelstvim Divus, Praha 2011. [DVD].

E-mailovy rozhovor s Terezii Nekvindovou, doplnény o komentaie Slavy Sobotovicove, ved
Radim Mésic (26. 10. 2011).
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2010—30.1. 2011
m pro sou¢asné umeéni Futura, Praha / Futura Centre
ntemporary Art, Prague
Kkurator / curator
alesak
text

Blazicek
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Moving Image
zastoupeni tvurci / represented artists

Petr Cabalka, Filip Cenek, Jifi Havli¢ek, Petra Hermanova, Ivo Hos,
Magdalena Hruba, Michal Kindernay, Petr Kocourek, Antonin Koutny,
Filip Nerad, Matéj Smetana, Adéla Sobotkova, Tereza Sochorova, Petr
Strouhal, Jan Sramek, Vojtéch Vanék, Veronika Vlkova, Jan Zalio,

Lenka Zampachova

Moving Image
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Held in the Futura Gallery in Prague, the Moving Image exhibition was
curated by art critic and theorist Jan Zalesak. The concept of the exhibition
was to introduce the circle of artists who are active on the Brno scene. In
most cases, these would be artists related to the Faculty of Fine Arts of
Brno University of Technology (FaVU), including current students as well
as graduates and kindred lecturers. The exhibited artworks were “moving”
along the wide scope of the presentation, use and citation of the moving
image. The works included hand-made animation, computer animation,
trick films and documentaries displayed by means of projection, screens
and monitors. The moving image would also become part of a space
installation or a theme reflected in drawing, painting and graphic prints.

The selection of the works was delimited by the year 1998
[Filip Cenek’s video Po Atentatu (3 fragmenty) (After the Assassination;
3 Fragments)] and by the latest works created for the exhibition. Dealing
with the moving image, which became the leitmotiv of the exhibition, the
curatorial text was obviously based on the perspective of art historical
discourse. In this respect, the exhibition did not present only videos and
films (although it did introduce a whole range of these) but primarily mixed-
media works related to the notion of film or the moving image in various
ways. These works would rather reflect the subjective notion of the moving
image on the part of the individual artists than represent a summary of
contemporary theoretical concepts. What was essential was the experience
of viewing; watching film and television and, within a wider scope, the film
dispositive as such. However, the artists did not approach the theme in the
sense of (post)conceptualism but rather by playful and personal subjective
reflection, and frequently by ingenuous exploration. This “tone” of the
exhibition was also suggested by one of the meanings of the word moving,
i.e. that of an emotional or mental stir.

Another aim of the curator was to present the selection of the
Brno scene in historical context while capturing the frequent collaborative

artistic methods. The exhibition introduced works by the Anymade and
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Vystavu Moving Image v prazské galerii Futura kuratorsky pripravil
kritik a teoretik vytvarného umeéni Jan Zalesak. Koncepce vystavy pred-
stavovala okruh autorti ptisobicich v Brné. Ve vétsiné pripadu se jed-
nalo o umeélce a umeélkyné spojené s FaVU, a to jak o stavajici studenty
brnénské akademie, tak i o jeji (ne)davné absolventy a generacné blizké
pedagogy. Vystavena dila se ,pohybovala“ v Sirokém rozpéti prezentace,
vyuziti ¢i citace pohyblivého obrazu. Zastoupeny byly ru¢ni i pocitaco-
vé animace, trikové filmy ¢i dokumenty, a to jak formou projekce, tak
pomoci obrazovek a monitorti. Pohyblivy obraz mohl byt rovnéz soucasti
urcité prostorové instalace nebo reflektovanym tématem v kresbé, malbé
¢i grafickych tiscich.

Vybér dél byl vymezen rokem 1998 [video Filipa Cenka Po Aten-
tatu (3 fragmenty)] a nejnovéjSimi pracemi vytvorenymi pro vystavu. Ku-
ratorsky text o pohyblivém obrazu, jenz byl leitmotivem vystavy, zfetelné
vychazel z perspektivy kunsthistorického diskurzu. Neslo tak prvoplano-
vé o videa nebo filmy (a¢koli vystava jich predstavila celou fadu), nybrz
vétSinou o mixed-medialni prace, které se k pojeti filmu ¢ili pohyblivého
obrazu vztahovaly nejriiznéjsimi zptisoby. Tyto prace pritom odrazely spi-
Se subjektivni vztah k pohyblivému obrazu konkrétnich autorti a autorek
nez sumarizaci soudobych teoretickych konceptti. Klicova byla zkuSenost
divactvi — sledovani filmu i televize a v SirSim ramci samotny filmovy
dispozitiv. Vystavujici autori vSak k tématu nepfistoupili v duchu (post)
konceptualismu, ale spiSe formou hry a osobni subjektivni reflexe, ¢asto
vybavené optikou bezelstného zkoumani. Tomuto ,tonu*“ vystavy napo-
vidal i dalsi vyznam anglického vyrazu moving, tedy myslenkové nebo
citové pohnuti.

Druhym cilem kuratora bylo prezentovat vybér brnénské scény
v historickych souvislostech a zaroven v ni postihnout ¢asté kolabora-
tivni metody tvorby. Zastoupena byla dila kolektivia Anymade a Fiume
i dalsi ¢etné spoluprace mezi umélci. To se zdalo byt ui¢elné v pripadech

téch, jejichz tvorba témeéf bezvyhradné vznika v nejrtiznéjsich aliancich
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Fiume collectives as well as other frequent collaborations among the artists.
This was most effective in the cases of works made exclusively within
various alliances (e.g. Jifi Havlic¢ek, Filip Cenek), which have to deal with
the problem of a specific authorial style. In his text accompanying the
exhibition, the curator pointed out the insufficient distance which prevented
him from summarizing some of the features of working with the moving
image in the Brno environment in the course of the past few years. This
concern was later confirmed by the critical response in the media.

The Moving Image exhibition project presented primarily works
that had already been exhibited. Only a minimum of works employing the
concrete architectonic disposition were created for the Futura Gallery.
These included e.g. the vast installation of VJ Kolouch and the Anymade
group, interconnecting a wall painting, prints and objects in space
(Kompozice 38 — Composition 38) as well as the Déda sampler (Grandpa the
Sampler) audiovisual project by the trio Kindernay-Kocourek-Zalio, a single
installation inteconnecting the objects of daily use, old-fashioned consumer
electronics, sensors and mobile mechanical components. Filip Cenek
and Tereza Sochorova exhibited the modified asynchronous double slide
projection Trpytka. Mésic vsude (Shiner), randomly interconnecting slides
and accompanying “film” titles. In his installation Obraza, ktera premysli
sama nad sebou (She’s a self-reflecting image), Jiri Havlicek continued his
previous concept called “translated image”; having reworked a certain visual
material, he introduced it within a new context of media as well as the
exhibition space.

The exhibition was reflected in professional and daily press, on
the radio and online. Criticism mostly concerned the incoherence of the
curatorial selection, the lack of distance from the theme on the part of the
curator, the excessive affinity and visual similarity of the exhibited artworks
and, last but not least, the overcrowded and ill-conceived exhibition
disposition. Tomas Pospiszyl pointed out the either fake or real amateurism

of the artists, which can be a source of unexpected beauty, however (...)
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(napt. Jifi Havlicek, Filip Cenek), a casto se tak setkava s problematiza-
cemi specifik autorského rukopisu. Samotny kurator ve svém privodnim
textu k vystavé upozornil na nedostatec¢ny odstup, ktery znemoznuje
sumarizovat nékteré rysy prace s pohyblivym obrazem v brnénském
prostiedi poslednich let. Tuto obavu posléze potvrdila i kriticka odezva
v médiich.

Vystavni projekt Moving Image pfedstavil pfevazné dila jiz dfive
vystavena. Pro galerii Futura vzniklo minimum dél, ktera by vyznam-
néji pracovala s konkrétni architektonickou dispozici. Patfila mezi né
napriklad rozsahla instalace VJ Koloucha a skupiny Anymade, spojujici
nasténnou malbu, tisky a objekty v prostoru (Kompozice 38), nebo audio-
vizualni objekt Déda sampler trojice Kindernay-Kocourek-Zalio, kde byly
v jedné instalaci propojeny pfedmeéty denni potfeby, zastarala spotfebni
elektronika, senzory a mechanické pohyblivé soucastky. Filip Cenek
a Tereza Sochorova vystavili pozménénou asynchronni dvoj-diaprojekci
(Trpytka. Mesic vsude), ve které nahodné spojili diapozitivy a doprovod-
né ,filmové*“ titulky. Jifi Havlicek ve své instalaci Obraza, ktera premysli
sama nad sebou navazal na svij predchozi koncept, jenZ pojmenoval
~prelozeny obraz®. Autor prepracoval urcity vizualni material a uvedl jej
do novych souvislosti mezi médii i v ramci prostoru.

Vystava byla reflektovana ve specializovaném i dennim
tisku, v rozhlase a na internetu. Mezi kritické vytky nejcasté€ji patrila
nesoudrznost kuratorského vybéru, nedostatek odstupu kuratora
od tématu, priliSna pribuznost a vizualni podobnost vystavenych dél
a v neposledni fadé preplnénost a nedomyslenost vystavni dispozice.
Tomas Pospiszyl poukazal na predstirané, ¢i dokonce skutecné
neumeételstvi autorti, které mutize byt zdrojem necekaného ptivabu,
avsak (...) meze tohoto pristupu dobre odhaluje vystava, kde je vice
podobnych dél vedle sebe. Lenka Dolanova upozornila na zbyteéné velké
mnozstvi vystavenych praci a Spatné vyuziti prostoru galerie. ZaleSakem

deklarovany nedostatek odstupu zhodnotila jako kurdtorskou lenost
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the limits of such an approach become obvious at an exhibition presenting
more of such works at once. Lenka Dolanova mentioned the pointlessly large
number of artworks as well as the ill-used gallery space. In her opinion, the
lack of distance declared by ZaleSak means nothing but curatorial laziness
and resignation from a critical approach. The double role of curator-friend is
much too frequent on the contemporary Czech and Moravian art scene. On
the other hand, positive reactions focused on the individual artists and their

works.
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a rezignaci na kriticnost. Dvgjrole kuratora-kamardda je na soucasné
ceské a moravské scéné az prilis casta. Pozitivni reakce pak byly mifeny

k jednotlivym autortim a jejich diltm.

Zdroje
BLAZICEK, Martin. Véc Brno. Moving Image ve Futufe. Art+Antiques, 2011, &. 1.
CECH, Viktor. Moving images. Ateliér, 2011, ¢. 2.

DOLANOVA, Lenka. Spoluprace bez distance. A2 : kulturni ¢trndactidenik [online].
2011 [cit. 2011-11-29]. Dostupny z WWW: <http://www.advojka.cz/archiv/2011/1/
spoluprace-bez-distance>.

Moving Image. Artycok [online]. [cit. 2011-11-21]. Dostupny z WWW:
<http://artycok.tv/lang/en-us/7049/moving-image>.

POSPISZYL, Tomas. Brnénsky obraz v pohybu. Lidové noviny, 3. 12. 2010.

SLADKY, Pavel. Moving Image. Rozhovor, 8. 12. 2010 v 16:30. Radio Wave [online].
[cit. 2011-11-21]. Dostupny z WWW: <http://www.rozhlas.cz/radiowave/
waveculture/_zprava/821463>.

73 Moving Image



74






mediabaze.cz, ed.

Katalog udalosti ¢eského
pohyblivého obrazu Il.
Jiné vize 2000-2010

Texty konzultovali a usporadali editofi
mediabaze.cz / Texts consulted and edited by
editors of mediabaze.cz

Na textech se podileli / Texts written by

Editorskym tvodem publikaci opatfili / Editorial
introduction by

Texty z ¢eského originalu do angli¢tiny prelozila
a korekturami opatfila / English translation and
proofreading by

Jazykové korektury €eského jazyka / Czech
proofreading by

Graficka uprava a sazba / Graphic layout
and design by

Vydal / Published by
Vytiskl / Printed by

Vydani prvni

ISBN 978-80-904515-7-5

Catalogue of the Events of the Czech
Moving Image Il
Other Visions 2000-2010

Martin Blazicek, Alexandr Janc¢ik, Martin
Mazanec, Sylva Polakova

Radim Bastan, Martin Blazi¢ek, Kristyna
Breckova, Tereza Darmovzalova, étépénka
IStvankova, Alexandr Jancik, Kristina
Klemanova, Filip Kolba, Irena Lehkozivova,
Adam Martinec, Marie Meixnerova, Radim
Mésic, Magdaléna Petrakova, Krystof Pohl,
Martina Smékalova, Josefina Sykorova,
Ondrej Sevéik

Sylva Poldkova, Martin Mazanec

Tereza Chocholova

Jakub Vani¢ek, Pavlina Neumannova
Filip Cenek, Fiume Std
Pastiche Filmz o.s., PAF Edition

Profi-Tisk Group s.r.o.

First edition

Olomouc 2011



