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The catalogue is a result of the need to map and revise the events in

the field of creation, presentation and distribution of the Czech moving
image. The catalogue is conceived as an open and gradually supplemented
publication platform. The volume series includes events that have presented
the Czech moving image in various spatial-perceptual modes in the period
of 2000-2010. The selection of the encyclopaedic contributions is based on
the very term event. The aim of the descriptions of the individual events is to
record the events in the field of the moving image and to define the common
denominators of their interpretation and the transformation of their
presentation, including the context-oriented editorials. The first volume
focuses on the fleeting and critical potential of an event as a characteristic
feature of the contemporary presentations of the moving image.

The choice of the key word event shifts the reflection of the moving
image beyond the presentation practices in the form of exhibitions or
cinema screenings. The event can be characterized by means of time-spatial
relations which are both temporary and local, leading to a faster “half-life”
in the historical context among other things. In the course of the reflected
decade 2000-2010, the moving image has appeared in traditional film and
art productions as well as in environments that correspond neither to the
black box nor to the white cube. Due to the development and wide-spread
use of digital technologies, it has expanded to other spaces such as music
clubs and public urban spaces. The term event as a critical-analytical term
has first appeared in the art historical vocabulary of Harold Rosenberg’s
essays dealing with late modernist art practices (primarily action painting)
which evince an overt thematization of temporality, of both the art object
and the spectatorial reception; so that one should rather speak about
an event than an art artefact (Rosenberg 1952). In a similar way, the
catalogue includes profiles of such presentations of the moving image that
are characteristic of temporality as well as transcendence of traditional
presentation venues. Such a situation may activate processes that are

unexpected in the context of the place. Therefore it is not appropriate to
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Katalog uddlosti vznikl z potfeby mapovat a revidovat déni v oblasti
tvorby, prezentace a distribuce ¢eskych pohyblivych obrazi. Katalog
je pojednan jako oteviena a postupné doplnovana sesitova publikaéni
platforma. Série sesitt zahrnuje uddlosti, které prezentovaly cesky
pohyblivy obraz v raznych prostorové-percepénich modech v obdobi let
2000-2010. Vybér encyklopedicky pojatych prispévku se odviji od sa-
motného pojmu uddlost. Cilem popist jednotlivych uddlosti je zazna-
menat déni na poli pohyblivého obrazu a nalézt spoleéné jmenovatele
vykladu a promény prezentace, k ¢emuz slouzi i kontextové pojednané
editorialy, z nichZ tento prvni se zaméril na prchavy a kriticky potencial
uddlosti jako charakteristického rysu soudobych prezentaci pohyblivého
obrazu.

Volba klicového slova uddlost posouva uvazovani o pohyblivém
obrazu nad zabéhnuté prezentac¢ni praxe formou vystav ¢i projekci
v kiné. Uddlost 1ze charakterizovat pomoci ¢asoprostorovych vztaht, kte-
ré jsou docasné a lokalni, coZ mimo jiné vede i k rychlejSimu ,polocasu
rozpadu® v historickém kontextu. Pohyblivy obraz se béhem reflektované
dekady objevoval v tradi¢né filmovych a uméleckych provozech, ale také
v prostredich, ktera neni snadné jednoznac¢né prifknout ani prostorovym
variacim black box (kino) nebo white cube (galerijni prostor). Pohyblivy
obraz filmu i videa expandoval diky rozvoji a rozsifeni digitalnich
technologii do dalSich prostor, jako jsou hudebni kluby nebo vefejné
urbanni prostredi. Pojem uddlost se jako kriticko-analyticky termin
poprvé objevil v kunsthistorickém slovniku v esejich Harolda Rosenber-
ga vénovanych pozdné modernistickym umeéleckym praxim (pfedevSim
akéni malbé€), které zietelné tematizuji temporalitu umeéleckého objektu
i divacké recepce, a tudiz je spiSe na misté hovorit o uddlosti nezli
o uméleckém artefaktu (Rosenberg 1952). Podobné v piipadé tohoto ka-
talogu jsou profilovany takové prezentace pohyblivého obrazu, pro které
je charakteristicka temporalnost a presahovani tradi¢niho uréeni mista,

v ramci néhoz se odehravaji. Takova situace muiize spoustét jiné, vzhle-

5 Editorial



speak about exhibitions, cinema screenings etc. only.

In retrospect, the term event has been employed in connection with
earlier artistic expressions, such as the Dadaist cabaret (Watts 1988). In
the avant-garde in general, the event was one of the means of transcending
and escaping the limitations imposed by the conventions of the arts and
culture. For instance, the avant-garde “rhythmic” films by Hans Richter,
Viking Eggeling and Walter Ruttmann from the 1920s disrupted the notion
of film with a narrative line or a referential relation to the “photographed”
reality. According to avant-garde artists, film as a type of an artistic
aesthetic activity also provided a social transformational potential, which
was employed e.g. in the legendary Berlin matinée Der absolute Film
(Wilmesmeier 1994). As a combination of aesthetic and performative
practices and processes, the event was meant to provoke, shock and
discourage from “doctrinal somnambulism” (Kutcher 2003) in avant-garde
movements; and not only there. In a similar way, the format of the event
was later employed by members of the Fluxus movement who conceived
the event as a medium purging other media. The time-spatial event defies
pre-reflection and pre-ideological subordination; by means of mutual
communication between the artist and the audience, it can also update the
aspects of another medium (Maciunas 1963). Across the history of its use,
the term event played a critical-analytical role towards all components of
the artistic practice (i.e. towards the creative process as well as the mode
of presentation, which can also be simultaneous, towards the artwork, the
artists as well as the recipients).

In the catalogue volumes, the event is perceived as related to the
place of presentation in the given time and the given set of institutional
rules that may be altered, rearranged, disrupted, or also solidified either
by means of the presence of the moving image or by a concrete curatorial
gesture rather than the intention of the individual artists. Rather than
presenting profiles of monographic and authorial exhibitions, the catalogue

includes curatorially and dramaturgically conceived events with a wide
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<«

dem k mistu nepredpokladané recepéni procesy. A proto ,neni na misté

hovorit jednozna¢né pouze o vystavach, projekcich v kiné apod.
Retrospektivné byva oznaceni uddlost uplatiiovano v souvislosti

se starsimi umeéleckymi projevy, jako byl napriklad dadaisticky kabaret

(Watts 1988). V avantgardé obecné byla uddlost jednim z prostfedku

k prekonani a unikani omezeni, ktera byla nastavena konvenénim umeé-

X

nim a kulturou. Napfiklad avantgardni ,rytmické” filmy Hanse Richtera,
Vikinga Eggelinga ¢i Waltera Ruttmanna z dvacatych let minulého stoleti
narusovaly predstavu o filmu s narativni linii nebo referenénim vztahem
k ,fotografované” realité. Jako druh umeélecko-estetické aktivity skytala
podle avantgardnich tviircti navic socialné-transformacni potencial,

s ¢imz se pracovalo napiiklad v ramci legendarniho berlinského matiné
Der absolute Film (Wilmesmeier 1994). Uddlost jako kombinace estetic-
kych a performativnich praxi a procesti méla provokovat, Sokovat a od-
vadeét od ,doktrinalniho somnambulismu® (Kutcher 2003) nejen v avant-
gardnich hnutich. V podobnych intencich s formatem uddlosti nakladali
pozdéji ¢lenové hnuti Fluxus, pro které byla uddlost z uré¢itého pohledu
médiem ocistujicim jina média. Casoprostorové vymezena uddlost se
totiz vymyka pre-reflektovani, pre-ideologické podfizenosti a mtize skrze
vzajemnou komunikaci mezi autorem a publikem aktualizovat aspekty
jiného média (Maciunas 1963). Napfic historii svého vyuziti plnil pojem
uddlost roli kriticko-analytickou, a to vii¢i vSem slozkam umélecké praxe
(tedy vi¢i procesu tvorby i zptisobu prezentace, které se mohou dit také
soubézné, vici dilu, tviircm i recipienttim).

V katalogovych seSitech je uddlost chapana v souvislosti s mis-
tem prezentace v daném ¢ase a piislusSnym souborem institucionalnich
pravidel, ktera mtizou byt pozménovana, preskupovana, narusovana,
nebo naopak utuZovana bud' pritomnosti samotného pohyblivého obra-
zu, nebo konkrétnim kuratorskym gestem spiSe neZ intenci jednotlivych
umélet a umélkyn. Souéasti katalogu tak nejsou profily monografickych

vystav, nybrz kuratorsky ¢i dramaturgicky koncipované uddlosti s Sir-
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scope of represented artists employing the moving image. The event calls
attention to the formation and values of the modern space which is not
perceived as a passive homogenous space objectified by science but rather
as “compartmentalized space of capitalist production” (Kutcher 2003). Such
a space generates specific expectations defined by certain conventionalized
forms of consumer spectatorship. Thus the events transforming the
traditional presentation and reception definition of galleries, cinema halls,
music-and-dance clubs and public city spaces raise the question of place
with respect to the discussed temporality.

The reason for establishing an “open” Catalogue of the Events of
the Czech Moving Image consists in a long-term absence of a systematic
reflection of the diverse presentation practices of the Czech audiovisual art.
Rather than providing interpretation, the catalogue highlights frequently
neglected events which, however, can take up the role of a considerable if
not crucial context to influence both the cinematic practice and the visual
arts and their friction areas. Most of the works presented within the selected
events are not included in any permanent distribution network (such as
cinema, TV broadcasting, DVD); analogously, no collecting or archival effort
has been registered on the part of either film archives or museums and
gallery collections and related institutions. The history of the Czech moving
image and its manifestations can be compared to that of the neighbouring
countries where the overlapping lines of the history of cinematography,
visual arts and contemporary manifestations of the moving image have been
interpreted on a long-term basis in the form of international distribution
networks, archives, museum collections and edition lines (e.g. Sixpackfilm
and Filmmuseum in Austria; Béla Balazs Studio as part of the Mticsarnok
Museum in Budapest, Hungary; CCA Ujazdowski Castle in Poland; ZKM
Karlsruhe in Germany; etc.). In the Czech environment, only isolated
projects have been realized in the reflected period of 2000-2010, mostly
those of a monographic type (such as monographic DVDs focusing on

the neglected personalities of the history of the Czech moving image
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$im zastoupenim tviircti pracujicich v intencich pohyblivého obrazu.
Uddalost obraci pozornost na formovani a vypovédni hodnoty moderniho
prostoru, ktery neni pasivnim homogennim prostorem objektivizovanym
védou, ale spiSe ,rozskatulkovanym prostorem kapitalistické produkce*
(Kutcher 2003). Takovy prostor generuje specificka ocekavani, ktera
nastavuji urcité konvencionalizované formy konzumniho divactvi.
Udadlosti transformujici tradi¢ni prezentacni a recepéni nastaveni galerii,
kinosali, hudebné-tanecénich klubt ¢i verejnych méstskych prostora
vyvolavaji otazku mista ve vztahu k diskutované temporalité.

Dtivodem vzniku ,otevieného® Katalogu uddlosti ceského
pohyblivého obrazu byla dlouhodoba absence systematické reflexe
riznorodé prezentacéni praxe ¢eského audiovizualniho umeéni. Katalog
nenabizi interpretacni linii, ale ,pouze” upozornuje na ¢asto opomijené
uddlosti, které vsak zpé€tné mohou hrat roli klicového nebo pfinejmen-
S$im nezanedbatelného kontextu ovliviiujiciho jak kinematografickou
praxi, tak vizualni umeéni a jejich ,treci® plochy. VétSina z dél, ktera
figuruji ve vybranych uddlostech, neni zahrnuta v Zadné ustalené
distribuéni siti (napf. kino, TV vysilani, DVD) a obdobné¢€ nejsou citelné
ani sbératelské ¢i archiva¢ni postoje jak ze strany filmovych archivti, tak
muzejnich a galerijnich sbirek a dalSich pfibuznych instituci. Srovnani
déjin ¢eského pohyblivého obrazu a jeho projevt 1ze napriklad ucinit
s okolnimi zemémi, kde se dlouhodobé interpretuje prolinani linie déjin
kinematografie, vizualniho uméni a soucasnych projevii pohyblivého
obrazu formou mezinarodnich distribuénich siti, archivli, muzejnich
sbirek nebo edi¢nich fad (mj. v Rakousku Sixpackfilm a Filmmuseum,
v Madarsku Béla Balazs Studio, které je soucasti Muzea Mticsarnok
v Budapesti, v Polsku napriklad CCA Ujazdowski Castle, v Némecku
ZKM Karlsruhe ad.). V ¢eském prostiedi byly v reflektovaném obdobi
2000-2010 realizovany pouze solitérni projekty vétSinou monografic-
kého typu (napf. monografickd DVD zaméfena na opomijené osobnosti

déjin ¢eského pohyblivého obrazu vydana Narodnim filmovym archivem
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published by the National Film Archive in Prague, e.g. Petr Skala: Utajeny
experimentator (Secret Experimenter), concept by Bohdana Kerbachova, NFA
2005; Woody Vasulka, Virtualni houbareni (Virtual Mushrooming), concept by
Lenka Dolanova, NFA 2006).

The Catalogue of the Events of the Czech Moving Image was initiated
by the festival of Film Animation and Modern Art (PAF Olomouc) dealing
with the wide scope of the phenomenon of film animation in the context
of cinematography, media studies and visual arts. In 2011, the curatorial
exhibition Other Visions celebrated its fifth anniversary; rather than
publishing a standard catalogue, it started mapping related activities in the
field of the presentation of the moving image in retrospect. In co-operation
with the mediabaze.cz project (FAMU Prague), a seminar was opened at
the Department of Theatre, Film and Media Studies of Palacky University
in Olomouc for the purposes of the catalogue where the individual profiles
of the events were created. The sources of information included primary
sources (e.g. press releases, programmes, invitations, interviews,
audio/video recordings), secondary sources (e.g. media reviews and
reports) as well as personal consultations with the event participants
(curators, dramaturges and presented artists). Besides basic information
concerning the time and place of the events, the catalogue profiles
also include a description of the curatorial perspectives and possibly a
reflection in the media. The objective of the catalogue volumes is to provide
documentation including profile information on the events as long as the
source data is accessible with respect to the fleeting character of the events.
As a whole, the catalogue establishes a network which has determined the
Czech moving image and its presentation practices of the reflected period.

The selection of the events is ordered chronologically in each of the volumes.

mediabaze.cz

Sylva Polakova and Martin Mazanec
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v Praze, viz Petr Skala: Utajeny experimentdator, koncept Bohdana
Kerbachova, NFA 2005; Woody Vasulka: Virtudlni houbareni, koncept
Lenka Dolanova, NFA 2006).

Impuls k tvorbé Katalogu uddalosti ¢eského pohyblivého obrazu
dala prehlidka filmové animace a souc¢asného umeéni (PAF Olomouc),
ktera se vénuje Sirokému pojeti fenoménu filmové animace v kontextu
kinematografie, medialnich studii a vizualniho uméni. V roce 2011
oslavila kuratorska soutéz Jiné vize paté vyro¢i a namisto standardniho
katalogu bylo zapocato zpétné mapovani pribuznych aktivit na poli
prezentace pohyblivych obrazti. Ve spolupraci s projektem media-
baze.cz (FAMU Praha) byl za ucelem pfipravy katalogu na olomoucké
Katedre divadelnich, filmovych a medialnich studii (FF UPOL) realizovan
seminar, v ramci néhoz vznikly jednotlivé profily uddlosti. Byly zpra-
covavany pfimé prameny (napf. tiskové zpravy, programy, pozvanky,
rozhovory, audio/video zaznamy), sekundarni literatura (napf. recenze
a reportaze v médiich) a aplikovany byly i osobni konzultace s aktéry
uddlosti (kuratory, dramaturgy, prezentovanymi umeélci a umélkynémi
apod.). Vedle zakladnich udaji o ¢ase a misté konani obsahuji katalo-
gové profily rovnéz popis kuratorskych perspektiv a pripadnou reflexi
v médiich. Cilem katalogovych sesitli je poskytnout dokument obsahuji-
ci profilové informace o probéhlych uddlostech, dokud jsou vychozi data
vzhledem k prchavému charakteru uddlosti jako takovych jeSté dosa-
zitelna. Jako celek pak katalog predklada sit vztahu, ktera byla v dané
dobé¢ urcujici pro ¢esky pohyblivy obraz a jeho prezenta¢ni praxe. Vybér

uddlosti je v kazdém ze sesiti fazen chronologicky.

mediabaze.cz

Sylva Polakova a Martin Mazanec
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Frisbee
Soucasny cesky videoart a nova média / Contemporary Czech video art

and new media

zastoupeni tvirci / represented artists

Jesper Alvaer, Zbynék Baladran, Filip Cenek & Jifi Havliéek, Milena Do-
pitova, Anetta Mona Chisa, Richard Fajnor, Guma Guar, Lukas Hajek,
Petr Lysacek & Denisa Fialova, David Mozny, Pavel Mrkus, Jan Nalevka,
Michal Péchoucek, Rekord, Pavel RySka, Patrick Sedlaczek & Jiri Kotrla,
Jan Stolin, Jifi Surtivka, Jan Serych, Martin Zet, Petr Zubek
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Frisbee was an international travelling exhibition of contemporary Czech
video art held in the period of 2004-2006. The project was originated

by curator of The Brno House of Arts FrantiSek Kowolowski and visual
artist David Mozny. The initial idea of organizing an exhibition to map the
events on the contemporary video art scene was born at the beginning

of Kowolowski’s teaching career at the Faculty of Fine Arts of the Brno
University of Technology (FaVU) in 2004. As an external lecturer in the
video studio of Peter Ronai, he became familiar with the works of the young
generation focusing on the moving image and the use of new technologies.
Besides their long-time friendship, Kowolowski’s cooperation with David
Mozny was also based on Mozny’s long-time interest and work in the field of
video art. The growing attention focusing on the new technologies and their
original aesthetic lead them to a decision of introducing a more complex
picture of this form of artistic expression. A similar intention was already
manifest in the exhibition Cesky obraz elektronicky (Czech Electronic Image)
held in the Manes Gallery in Prague in 1994, however, it was employed

in a period context. In an interview for Literarni noviny, Kowolowski said
that their aim was to present video as an essential medium as well as its
concrete generation categorization. At the Frisbee exhibition, Kowolowski
and Mozny presented an art generation which has entered the scene in the
1990s as well as the generation of the turn of the century. In the curator’s
text accompanying the exhibition, Kowolowski described the varying
conceptual approaches of the individual artists: What is crucial for them

is the moment of recording or creating an image as the primary grasp of the
present or long passed reality. They are balancing on the border between
reality and fiction, the personal and the public, the present and the past.
Through their “borderline” interpretation, they try to stabilize their existence in
the uncertainties of the system. According to Kowolowski, the title Frisbee is
related to the presence of the image in the time-spatial continuum, appearing
and disappearing again. Lasting a single second or even one-hundredth of

a second, the image only appears in our memory later, like a frisbee that
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Frisbee byla mezinarodni putovni vystava sou¢asného ¢eského videoar-
tu, ktera probihala v letech 2004 az 2006. Za projektem stal kurator
brnénského Domu umeéni, umeélec a teoretik FrantiSek Kowolowski,

a vizualni umélec David Mozny. Prvotni mysSlenka usporadat vystavu,
ktera by mapovala déni na poli sou¢asného videoartu, se zrodila v dobé,
kdy Kowolowski zac¢al ucit na brnénské FavVU (2004). Jako externi
pedagog v ateliéru videa vedeného profesorem Peterem Ronaiem se
setkaval s tvorbou mladé generace zamérené na praci s pohyblivym
obrazem a vyuzivani novych technologii. Spoluprace s Davidem Moznym
se opirala nejen o dlouholeté pratelstvi, ale také o Mozného trvaly zajem
a praci v oblasti videoartu. Vzrtstajici pozornost zamérena na nové
technologie a jejich svébytnou estetiku je pfivedla az k rozhodnuti pred-
stavit komplexné&jsi obraz této formy uméleckého projevu. S podobnym
zamérem pracovala jiz v roce 1994 vystava Cesky obraz elektronicky

v prazském Manesu, ktera se od Frisbee liSila dobovym kontextem.
Kowolowski v rozhovoru pro Literarni noviny poznamenal, Ze jejich cilem
bylo prezentovat video jako zakladni médium a jeho konkrétni generacni
zatazeni. Kowolowski s MoZnym v ramci Frisbee prezentovali umeéleckou
generaci, ktera nastupovala na scénu v devadesatych letech spolu s ge-
neraci z prelomu tisicileti. V kuratorském textu k vystavé popsal Kowo-
lowski rtiznost koncepénich pristupt vybranych tvircti: Rozhodujici je
pro né moment zaznamendavani nebo utvareni obrazu, které jsou jalkoby
prvotni v uchopeni souc¢asné nebo jiz davno minulé reality. Balancuji na
hrané reality a filcce, osobniho a verejného, soucasného a minulého. Skrze
~mezni“ vgklad se snazi o upevnéni vazeb své existence v nejistotach
systému. Nazev Frisbee Kowolowski spojuje se zjevovanim se obrazu

v ¢asoprostorovém kontinuu, kdy se objevi a zase zmizi. Jsou to vterinové
az setinové obrazové kédy, které se nam udrzi v paméti az ex post, takze
Jjsou jako talir, ktery prilétne a zase odlétne, ale zdakladni myslenka skrze
obraz ztistava. Podtitul ,Soucasny ¢esky videoart a nova média“, v némz

~nova“ podle né&j poukazuji na fakt, Ze vSechna vybrana videa byla
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comes and goes, however, the principal idea is retained through the image.
Referring to the fact that all selected media have been processed digitally,
the subtitle “Current Czech video art and new media” can be perceived as a
certain strategy of indicating the contemporary character of the exhibition
to the visitor. For the first exhibition, seventeen artists have been selected
by Kowolowski and Mozny. Due to the curatorial effort of introducing
Czech video art in international context as well as to Kowolowski’s long-
term co-operation with Romanian artists and organizations, Frisbee was
premiered in the newly opened National Museum of Contemporary Art
(MNAC) in Bucharest at the turn of 2004/2005. Occupying the former
People’s House built during the Ceaucescu regime, the institution showed
a great interest in the project. After the opening exhibitions by renowned
international curators such as Nicolas Bourriaud, Hans Ulrich Obrist, Juan
Manuel Bonet and Andrés Trapiello, Frisbee became the very first individual
exhibition project of the new museum. In June 2005, the exhibition travelled
to the De Veemvloer Gallery in Amsterdam; only in 2006, the exhibition of
Czech video art was presented to the Czech visitors for the first time in the
House of the Lords of Kunstat. The Brno selection was complemented by the
works by Jesper Alvaer, Anetta Mona Chisa, Milena Dopitova and others.
In this way, the exhibition achieved a relevant information value as to the
current state of Czech audiovisual art. The exhibition was accompanied by
the section of Contemporary Romanian Video Art — Cutia Neagra/Black Box
curated by Florin Tudor from Bucharest. In the same year, Frisbee was also
presented in the Sokolska 26 Gallery in Ostrava and the Die Aktualitat des
Schonen Gallery in Liberec. The exhibition also provided a catalogue and
a DVD compilation. Besides the curators’ explication, the DVD includes a
video archive of all videos presented at the Brno exhibition. The videos are
also available on the internet website of The Brno House of Arts.

Since the Frisbee project represented the very first attempt to map
the current video art since the Cesky obraz elektronicky exhibition, it has

earned both recognition and criticism. In his article Revoluce s ostrahou
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zpracovana digitalni cestou, vnima jako uré¢itou strategii, ktera méla
navstévnikovi naznacit aktualni charakter vystavy. Pro prvni uvedeni
Kowolowski s Moznym vybrali sedmnact umélcti. Vzhledem ke kurator-
ské snaze zaradit ¢esky videoart do svétového kontextu a dlouhodobé
spolupraci Kowolowského s rumunskymi umélci a organizacemi bylo
Frisbee premiérové predstaveno na prelomu roku 2004 /2005 v noveé
otevireném Narodnim muzeu soucasného uméni (MNAC) v Bukuresti.
Instituce sidlici v byvalém Ceaucescové Palaci lidu projevila o projekt
velky zajem. Frisbee se tak po tvodnich oteviracich vystavach mezina-
rodnich kuratorskych hvézd, jako je Nicolas Bourriaud, Hans Ulrich
Obrist, Juan Manuel Bonet ¢i Andrés Trapiello, stalo viibec prvnim
samostatnym vystavnim projektem nového muzea. V ¢ervnu 2005
vystava putovala jesté do amsterdamské galerie De Veemvloer a teprve
az v roce 2006 se tato prehlidka ¢eského videoartu predstavila v Domé
pant z Kunstatu, kde se poprvé prezentovala ¢eskému publiku.
Brnénsky vybér byl doplnén o jména Jesper Alvaer, Anetta Mona Chisa,
Milena Dopitova a néktera nova dila. Prehlidka tak ziskala aktualni vy-
povédni hodnotu o souc¢asném stavu ¢eské audiovizualni tvorby v ramci
uméleckého provozu. Vystavu doprovazela sekce Soucasny rumunsky
videoart — Cutia Neagra/Black Box, jejimZ kuratorem byl Florin Tudor

z Bukuresti. Téhoz roku bylo Frisbee jesté uvedeno v ostravské galerii
Sokolska 26 a v liberecké Die Aktualitat des Schonen. V ramci vystavy
vysla kromé katalogu také stejnojmenna DVD kompilace. Spolu s kura-
torskou explikaci obsahuje také videoarchiv, v némz se nachazi vSechna
videa zastoupena na brnénské vystavé. Tyto snimky jsou rovnéz k dispo-
zici ke zhlédnuti na internetovych strankach Domu uméni.

Jelikoz byl projekt Frisbee v roce 2004 viibec prvnim z pokust
zmapovat soucasny videoart od vystavy Cesky obraz elektronicky,
vzbudil v médiich dilem uznani i kritické reakce. Teoretik Jifi Ptacek
v ¢lanku Revoluce s ostrahou ocenil Kowolowského praci s naroénym

galerijnim prostorem, vzapéti ovSem dodal: O Kowolowského vybéru
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(Revolution with Caution), theorist Jifi Ptacek appreciated Kowolowski’s
work with the demanding gallery space, however, he also added: In general,
Kowolowski's selection showed the wide range of the representations of
the media of video and animation as well as their mutual penetration and
influence in the times of digital user software. However, those visitors who
expected a more concrete interpretation model may have been disappointed
(...) Mentioning the importance of “borderline connections” and system
anomalies such as “vagueness, non-systemic approach, nonsense and, in
the best of cases, imagination,” he tread on thin ice of how to present these
qualities in limited conditions. In her reaction to the issue, curator of the
Moravian Gallery in Brno Yvona Ferencova said that rather than giving an
exhausting overview of the current events on the scene of video art and new

media, the Frisbee exhibition presents a neutral reflection of its state.
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lze obecné rici, Ze ukazoval, jak pestra je Skdla projevtt v médiich vide
a animace a jak se v dobé digitalniho uzivatelského softwaru tyto dvé
kategorie prostupuji a ovlivnuji. Ocekaval-li navstévnik konkrétnéjsi
interpretacni model, mohl odchdzet zklaman (...) Tim, Ze v textu k vyst
pripomnél diilezitost ,meznich souvislosti“ a systémovych anomalii, j
Jjsou ,neurcitost, nesystémovost, nesmysl nebo jeste lépe imaginace*,
vstoupil na tenky led, jakym zptisobem v omezenych podminkdch tyto
kvality prezentovat. Na tento problém reagovala kuratorka Moravske
galerie v Brné Yvona Ferencova, ktera tvrdila, Ze vystava Frisbee neni
vycerpavajicim prehledem souc¢asného déni na poli videoartu a novych

médii, je pouze neutralni zpravou o jeho stavu.
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. 2005—17.12. 2008

sal kina Svétozor, Praha / Small Hall, Svétozor Cinema, Prague

kuratorky / curators

a Polakova, Eliska Décka, JindriSka Blahova

kuratorky a kuratofi jednotlivych programt / curators of the individual programs

aslarova, Marcus Bergner, Kamila Bohackova, Karel Cisar, David

€k, Jakub Felcman, Kamil Fila, Sarka Gmiterkova, Vit Havranek,

€k Holy, Denisa Kera, Pavel Klusak, Jan KoSatka, David Kulhanek,

as Matgjicek, Dagmar Mazancova, Martin Mazanec & Michal Péchoucek,
ina Micova, Pavlina Morganova, Kamil Nabélek, Michal Nanoru, Martina
manova, Tomas Pospiszyl, Ales Rumpel, Vaclav Rybar, Ale§ Stuchly,

1 Turek, Markéta Uhlifova, MiloS Vojtéchovsky, FrantiSek Zachoval (...)

text

Bastan
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Audiovisual

zastoupeni tvirci / represented artists

Pavel Abraham, Jesper Alvaer, Adéla Babanova, Zbynék Baladran,
Daniela Barackova, Ondrej Brody, Veronika Bromova, Jan Busta, Jan
Cechl, Filip Cenek, Jifi David, Bara Dlouha, Lenka Dolanova, Klara
Dolezalkova, Jakub Dvorsky, Guma Guar, Jifi Havlicek, Ivo Hos, Anetta
Mona Chisa, Jifi Janda, Tereza Janeckova, Lukas Kellner, Michal
Kindernay, Milan KniZzak, Radim Labuda, Vaclav Magid, Jan Mancuska,
Petr Marek, Adéla Matasova, David Mozny, Michal Péchoucek, Ludmila
Polakova, Pavel RySka, Pavla Scerankova, Tereza Severova, Jifi Skala,
Vladimir Skrepl, Marcela Steinbachova, Petr Strouhal, Viktor Takac,
Mark Ther, Hana Valentova, Tereza P.Velikova, DuSan Zahoransky,

Hana Zelezna (...)
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Organized for almost four years, Audiovisual was a program cycle of
projections, introduction lectures and debates held in the Small Hall of
Svétozor Cinema in Prague. In 2004, the Svétozor Cinema proposed a
program focusing on experimental film (similarly to the Documentary
Mondays cycle of documentary film). The cinema management addressed
Sylva Polakova, then student of the Department of Film Studies of the
Faculty of Arts of Charles University (FF UK), who created the conception
in co-operation with her colleagues EliSka Décka and Jindriska Blahova.
The original idea was extended by further ways of employing the moving
image (e.g. video art, netart, computer games) as well as the reflection of
media and television genres. Held once a week (except for July and August),
the evenings presented screenings with introduction lectures, lectures with
previews, artist presentations, specific performances and happenings.

The individual evenings were initiated by the main curators who
would either select concrete themes or address individual personalities
for their erudition, expert knowledge of the field or their artworks. Some
of them would appear regularly (film historian David Cenék, film theorist
Pavlina Mi¢ova, music critic Pavel Klusak, the duo of film and music critic
Ales Stuchly and visual artist Mark Ther, film critic and theorist Kamil
Fila and duo of performers and curators Martin Mazanec and Michal
Péchoucek). Due to the dramaturgy of the Svétozor cinema, the Audiovisual
project also cooperated with festivals, presenting those films that
transcended the focus of the festival by their formal aspects. For instance,
videos by Slovak artist Anna Dauc¢ikova were presented within the Mezipatra
gay and lesbian film festival. A long-term cooperation has been established
with the tranzit initiative which regularly prepared one program a month,
focusing on international film and video art. The tranzit initiative invited
a number of personalities related to the Czech art scene who presented or
realized their original projects within the Audiovisual project. The tranzit
curators who contributed to the Audiovisual project included Vit Havranek,

Vjera Borozan and David Kulhanek. Due to their close co-operation, the
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Audiovisual byl témér ¢tytlety programovy cyklus poradany prevazné
formou projekei s lektorskymi tivody a debatami v malém sale prazského
kina Svétozor. V roce 2004 byl vedenim kina Svétozor vznesen navrh

na vytvoreni programu zameéfeného na experimentalni film (podobné
probihal jiz cyklus o dokumentarni tvorbé, tzv. Dokumentarni pondéli).
Oslovena byla Sylva Polakova, v té dobé studentka Katedry filmovych
studii FF UK, ktera ke koncepci prizvala kolegyné EliSku Déckou

a Jindrisku Blahovou. Ptavodni ideu rozsitily o dalsi zpusoby prace

s pohyblivym obrazem (napft. videoart, netart, pocitacové hry) ¢i o reflexi
meédii a televiznich Zanrti. Formalné se béhem vecert, které probihaly
vzdy jeden den v tydnu (vyjma cervence a srpna), variovala projekce

s uvodem, lektorské prednasky s ukazkami, autorské prezentace,
specifické performance nebo happeningy.

Jednotlivé vecery byly iniciovany hlavnimi kuratorkami, které
vybiraly nékdy konkrétni téma, jindy oslovovaly jednotlivé osoby pro
jejich vlastni erudici a specializaci v oboru ¢i autorskou tvorbu. Néktera
jména se tak objevovala opakované (filmovy historik David Cenék,
filmova teoreticka Pavlina Mic¢ova, hudebni kritik Pavel Klusak, filmovy
a hudebni kritik Ale§ Stuchly a vizualni umélec Mark Ther, filmovy Kkri-
tik a teoretik Kamil Fila ¢i performerské kuratorské duo Martin Mazanec
a Michal Péchoucek). Vzhledem k ostatni dramaturgii kina Svétozor
navazoval Audiovisual obc¢as také spolupraci s festivaly, které v tomto
~svazku“ nachazely prostor pro uvedeni snimki, jez z formalniho
hlediska piekracovaly jejich zacileni. V ramci festivalu gay a lesbického
filmu Mezipatra byla napriklad uvedena videa slovenské umeélkyné Anny
Daucikové. Dlouhodobé pfinosna pro projekt Audiovisual byla spolu-
prace s iniciativou tranzit, ktera pripravovala pravidelné kazdy mésic
jeden program, zaméfeny vétSinou na zahranic¢ni film a videoart. Tranzit
do Audiovisualu prfizval fadu osobnosti spjatych s ¢eskym umeéleckym
provozem, které zde prezentovaly nebo realizovaly ptivodni projekty.

Za iniciativu tranzit se na programu podileli predevSim kuratori Vit
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Audiovisual program was hosted by the new tranzitdisplay gallery space
during the reconstruction of the Svétozor Cinema in the period of December
2007 to January 2008. In cooperation with the tranzit initiative, several
projects were realized by Czech artists in the very space of the cinema.

The film Yes-No (17.12. 2008) by Jifi Skala captured a partner argument

by means of a language variation of the digital code, later displayed at the
exhibition of the finalists of the Jindfich Chalupecky Award (2009). Other
“premiere” presentations included the seventy-minute film Windows in
Windows (29. 11. 2007) by Jifi David retelling the plot of Alfred Hitchcock’s
Rear Window from 1954 by means of a montage and post-production of the
original film sequences while retaining its atmosphere. The cinema space
(the Great Hall of the Svétozor Cinema this time) played a significant role in
the site-specific project by Jan Mancuska If there is anything good about me,
I'm the only one who knows (9. 11. 2007). Lasting twenty minutes, the action
combined projection and actor’s monologues in the auditorium labeled

as a “theatre play” by the artist. Another performative action presented at
Audiovisual was the one of Tomas Svoboda who projected the title of the
Hollywood film Independence Day (17.12. 2008) on the screen and then
briefly recounted the plot in front of the audience.

According to Sylva Polakova, the motivation and aim of the
Audiovisual project was to present those forms of audiovisual media in the
cinema space that were not available in cinema distribution, creating a
platform for the encounters of people across the professional and theoretic
film and art environment; however, without becoming an exclusive elitist
“expert club”. For instance, the long-term co-operation with Pavel Klusak
dealing with the music video or Kamil Fila and Vaclav Rybar dealing with
action genres generated new audiences. Sylva Polakova also mentions
their subversive curatorial strategies, with the title and description of the
evening making a “provocative” impression and promising an “attraction”,
while in fact, the advertised lecture would give a critical perspective on the

announced theme. In this respect, they started a co-operation with gender
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Havranek, Vjera Borozan ¢i David Kulhanek. Diky této tizké spolupraci
se v dobé rekonstrukce kina Svétozor od prosince roku 2007 do ledna
2008 Audiovisual odehraval v novém galerijnim prostoru tranzitdisplay
v Praze. Ve spolupraci s iniciativou tranzit vzniklo nékolik projektu,
které byly ceskymi umeélci realizovany primo pro prostor kina. Snimek
Ano-Ne (17.12. 2008) Jiriho Skaly predstavoval partnerskou rozepfi
odehravajici se za pouziti jazykové variace digitalniho kodu, jenz pozdéji
Skala vystavil v ramci vystavy finalistti Ceny Jindficha Chalupeckého
(2009). Mezi dalSimi ,,premiérovymi* uvedenimi byl sedmdesatiminu-
tovy film Okna v oknech (29.11. 2007) Jifiho Davida, ktery se pokusil
z puivodnich zabért filmu Alfreda Hitchcocka, ale s novou montazi
a pocitacovou postprodukci, prevypravét déj filmu Okno do dvora z roku
1954 a zachovat pritom stejnou atmosféru. Vyraznéjsi roli sehral prostor
kina (tentokrat velky sal Svétozoru) v site-specific projektu Jana Man-
¢usky nazvaném Jestli je na mné néco dobrého, jsem to jen ja, kdo to vi
(9.11. 2007). Jednalo se o dvacetiminutovou akeci kombinujici projekci
a herecké promluvy v hledisti, kterou samotny autor oznacil za ,diva-
delni hru“. Performativni akci predvedl v Audiovisualu rovnéz Tomas
Svoboda, kdyz nechal na platno promitnout titul hollywoodského filmu
Den nezavislosti (17.12. 2008) a poté film pred publikem prevypravel.
Motivaci i cilem Audiovisualu bylo podle Sylvy Polakové prezen-
tovat v ramci prostoru kina ty formy audiovizualnich médii, které nebyly
dostupné v kinodistribuci, a vytvorit platformu pro setkavani lidi naptic¢
profesnim i teoretickym filmovym ¢i umeéleckym prostiedim — pritom se
vSak neuzavrit do elitarského ,klubu expertt”. Napriklad dlouhodoba
spoluprace s Pavlem Klusakem na vecerech vénovanych videoklipu nebo
s Kamilem Filou a Vaclavem Rybafem o akénich Zanrech generovala
dalsi okruhy publika. Sylva Polakova hovorila rovnéz o subverzivnich
kuratorskych strategiich, kdy se nazev a popis vecera mél tvarit ,vyzyva-
vé" a slibovat ,atrakci®, ale ve vysledku nalakal na prednasku nabizejici

kriticky pohled na avizované téma. V tomto sméru fungovala napriklad
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studies theorists and primarily Iva Baslarova who focused on the reflection
of television series.

The intimate space of the small cinema hall seating fifty five people,
the special dramaturgic focus as well as the form of the evenings which
invited mutual sharing gave the project a community character. In Sylva
Polakova’s personal experience, it was primarily due to the presentation of
Czech artists, be they established artists or students, that the audiences
of Audiovisual grew constantly. These occasions included Friendly
Cinematography I and Friendly Film II by curatorial duo Mazanec-
-Péchoucek as well as the curatorial selections by Pavlina Micova dealing
with contemporary Czech video art, gradually introducing the studios of
Czech art academies focusing on the work with the moving image.

Information about the program was spread on leaflets with a
specific visual graphic design created by Martin Odehnal, announced
at cultural servers (regularly at jlbjlt.net) and occasionally broadcast in
the Mozaika program of the Czech Radio. Audiovisual also established a
media co-operation with the A2 weekly which announced the program and
organized special evenings and parties within the Audiovisual program,
organized e.g. by the above mentioned duo Stuchly-Ther. With respect to
the strong personal interconnection, the promotion strategy included a
mailing list which presented the program information directly to the

visitors.
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spoluprace s teoretickami genderovych studii a predevSim s Ivou
Baslarovou, ktera se zameérila na reflexi televiznich serialu.

Neanonymni prostor padesati péti mist malého salu kina,
specialni zacileni dramaturgie a format vecert vybizejici ke sdileni, d
projektu téméf komunitni charakter. Z reflexe osobni zkuSenosti Syl
Polakové vyplynulo, Ze predevsim prezentace ¢eskych umeélcti a umel-
kyn, at uz etablovanych, nebo studujicich, znamenala pro Audiovisu
rozsifovani stalého publika. Takovymi prilezitostmi byly napriklad
vecery Pratelské kinematografie I a Pratelského filmu II kuratorského
dua Mazanec-Péchoucek nebo kuratorské vybéry Pavliny Micové na
téma soucasny cesky videoart, kde byly postupné predstaveny ateliéry
ceskych vysokych uméleckych skol se zaméfenim na praci s pohybli-
vym obrazem.

Informace o programu byly Sifeny na letacich se specifickou
vizualni grafickou podobou (trvale vytvarenou Martinem Odehnalem),
anoncovanim na kulturnich serverech (pravidelné na jlbjlt.net), v nék
ka pfipadech v ramci vysilani CRo v pofadu Mozaika. Audiovisual ro
uzaviel medialni spolupraci s tydenikem A2, ktery program anoncoval
a v ramci projektu pak poradal specialni vecery/veéirky, pfipravovane
napiiklad zminovanou dvojici Stuchly-Ther. Vzhledem ke zdtraznov:
osobni provazanosti byl klicovy také mailing list, v ramci néhoz se

informace o programu dostavaly pfimo k navstévnikam.
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fakulta — Ustav hudebni védy. Srovnavaci uménovédna studia, 2010, s. 38-41.
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Rozhovor se Sylvou Polakovou vedl Radim Bastan (3. 11. 2011).
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ka 28, Praha / Prague

kuratori galerie / gallery curators
Recmanova (2002-2009, 2012)
Vojtéchovsky (2009-2012)

dramaturgové a kuratofi projektt galerie

/ dramaturgs and curators of the gallery projects

pokoj (Grey Room): Milo$ Vojtéchovsky
n Lab: Martin Blazicek
Situations: MiloS Vojtéchovsky, Dana Recmanova

text

Meixnerova
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Skolska 28 - Open Situations, Screen Lab, Sedy pokoj (Grey Room)

zastoupeni tvurci / represented artists

Georgij Bagdasarov, Zbynék Baladran, Martin Blazi¢ek, Michal Cab,
Filip Cenek, Klara Dolezalova, Jan Dufek, Antonin Koutny, David Landa,
Jan Mancuska, Alex Moralesova, David Mozny, Krystof Pesek, Michal
Péchoucek, Jan Prosek, Petr Stibral, Jan Sramek, Barbora Svarcova,
Viktor Taka¢, Dusan Urbanec, Hana Valentova, Ondfej Vavrecka,

VJ Kolouch, Veronika Vlkova, Katefina Zochova (...)
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In the course of the past decade, the Skolska 28 exhibition and
communication space has established itself as a gallery focusing on the
presentation of the moving image on a long-term basis.

Its program profile has offered contemporary Czech and
international visual, audiovisual and audio art, with a remarkable share of
the moving image. Among other things, Skolska 28 has focused on young
Czech audiovisual art and its live presentation. From 2009, these efforts
have been realized primarily in the Screen Lab section under the curatorial
guidance of Martin Blazicek. However, the presentation of the moving image
in the Skolska 28 communication space has been a long-term process,
with the new section being part of the program continuum which had been
formed approximately since 2005. At that time, the previous conception,
focusing on the field of education as well as artistic, therapeutic, creative,
spiritual, psychophysical and relaxation techniques in the spirit of the New
Age philosophy, which had predominated in Skolska since its founding
by the Linhart Foundation in 1999, has been gradually abandoned. Until
then, the presentation of the moving image by the Linhart society (part of
the Linhart Foundation until 2005) was concentrated rather in the Roxy
and NoD experimental spaces. However, in 2005, the activities of the
Linhart Society have been taken over by the DEAI/setkani civic association,
which has been the exclusive realizer of the program since January 2006,
now running both the Nod and Roxy experimental spaces and Skolska
28 communication space. Moreover, it also manages the dramaturgy and
production of the Open Studio residency project of the Linhart Foundation
in Prague Dolni Pocernice, which has been interconnected with the
operation of the Skolska 28 communication space by curator and manager
Dana Recmanova. This has intensified Skolska 28’s emphasis on the free
confrontation of young artists from the Czech Republic and abroad.

Established by Dana Recmanova, the new dramaturgic conception
has provided more space for a greater genre diversification of the projects.

Besides traditional exhibitions, it has offered presentations of films and
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Vystavni a komunikaéni prostor Skolska 28 si béhem posledni dekady
vybudoval povést galerie, v jejimz dramaturgickém planu je dlouhodobé
kladen diraz na prezentaci pohyblivého obrazu.

Jeji programovy profil nabizel soucasné ¢eské i mezinarodni
vizualni, audiovizualni a zvukové umeéni; pohyblivy obraz v ném tedy
zaujimal vyrazny podil. Skolska 28 se mimo jiné orientovala na mladé
¢eské audiovizualni umeéni a jeho Zivou prezentaci. Od roku 2009 byly
tyto snahy realizovany piredevsim v sekci ScreenLab pod kuratorskym
vedenim Martina Blazicka. Obecné vzato je vSak prezentace pohyblivého
obrazu v Komunikaénim prostoru Skolska 28 dlouhodobym procesem
a nova sekce soucasti programového kontinua, jez se v galerii zacalo
formovat priblizné od roku 2005. Tehdy doslo k postupnému odklonu
od predchozi koncepce orientované na oblast poznavani, na umeéleckeé,
terapeutické, tviiréi, duchovni, psychofyzické a relaxacéni techniky
v duchu filosofie New Age, ktera ve Skolské prevladala od jejiho zalozeni
Linhartovou nadaci v roce 1999. Prezentaci pohyblivého obrazu v této
dobé Linhartova spolec¢nost (do roku 2005 ptisobici jako vykonna slozka
Linhartovy nadace) soustredila spiSe do prostor Roxy a NoD. V roce
2005 prevzalo aktivity Linhartovy spole¢nosti o. p. s. ob¢anské sdruzeni
DEAI/setkani, které je od ledna 2006 vyhradnim realizatorem programu
a které momentalné provozuje jak NoD a Roxy, tak Skolskou 28. Drama-
turgicky a produkéné také naplnuje projekt tviiréich pobytt Linhartovy
nadace Oteviené ateliéry v Praze Dolnich Pocernicich, jez kuratorka
a manaZerka Dana Recmanova propojila s chodem Komunikaé¢niho pro-
storu Skolska 28. Tim byl jesté prohlouben diraz dramaturgie Skolské
na svobodnou konfrontaci mladych umeélct z Cech i ze zahraniéi.

Nova dramaturgicka koncepce Dany Recmanové dala prostor
k vétsimu zanrovému rozriznéni projektti. Kromé klasickych vystav
se zacaly objevovat prezentace filmi a multimedialnich praci, jako
naptiklad v roce 2004 video tvorba Jana Dufka ¢i promitani filmt
studentti FAMU.
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multimedia artworks, e.g. the video works by Jan Dufek in 2004 or
screenings of films by FAMU students.

The dramaturgy developed in two main directions. Continuing the
previous conception, Academy presented educational programs as well as
programs for the balancing of mental and physical energies; while Studio
presented art projects as well as various accompanying projects, exhibitions
etc., including projections, videos and multimedia performances, artistic
intervention and interaction with various elements of the architectonic
situation of Skolska 28. In the course of 2008, Skolska 28 presented a
whole range of events of audiovisual character, including film and site-
specific performances as well as video and film projections as part of
exhibitions.

In 2006, there was a significant increase in the presentations of
the moving image which also found their place in the Open Situations
program section consisting in irregular informal evenings dedicated to the
presentation of art projects and creative purposes (videos, installations,
performances etc.), friendly encounters and discussions. However, the
section did not focus solely on the moving image which continued to
penetrate all spheres of the gallery operation ranging from exhibitions to
individual projections.

There has been a long-lasting tendency of increasing the number
of live audiovisual performances and art collaborations of Czech and
international artists; moreover, a cycle of authorial evenings of experimental
film made in curatorial co-operation with New York-based filmmaker Henry
Hills was launched. These conception shifts were related to the personality
of curator and experimental filmmaker Martin Blazicek who has been
dealing with (inter)media performance and live film in his works on a long-
term basis. In 2009, most of the events related to the moving image were
covered by the Screen Lab program section. This dramaturgic series focused
on various approaches to film and video projection. Though employing

traditional frontal orientation of the viewers and a firmly set projection time,
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V dramaturgii se v této dobé vydélily dvé hlavni linie sméfovani:
na pfedchozi koncepci navazujici a edukativné zamérena Akademie
(vzdélavaci programy a programy smeéiujici k vyrovnani psychické
a fyzické energie) a Studio, jehoZ predmétem byly umélecké a k nim
doprovodné projekty, vystavy atd. a které ve své koncepci poc¢italo mimo
jiné s projekcemi, videem a multimedialnimi performancemi, uméleckou
intervenci a interakei s rtiznymi elementy architektonické situace Skol-
ské 28. V priibéhu roku 2005 tak jiz ve Skolské 28 probéhla cela fada
akci audiovizualniho charakteru: filmové a site-specific performance,
video a filmové projekce v ramci vystav.

V roce 2006 doslo k vyraznému nartistu podilu pohyblivého
obrazu, ktery nalezl své misto i v programové sekci Open Situations
— nepravidelnych neformalnich vecerech vénovanych prezentaci umeé-
leckych projektd a tviréich zaméru (video, instalace, performance aj.),
pratelskému posezeni a diskusi. Neslo tedy o sekci orientovanou vyhrad-
né ¢i témér vyhradné na pohyblivy obraz. Ten jako doposud prostupoval
vSechny sféry galerijniho provozu od vystav po samostatné projekce.

Vysledovat vSak 1ze nastup dlouhodobych trendu, kterymi
byla zvysujici se ¢etnost zZivych audiovizualnich performanci, umeélecké
kolaborace ¢eskych a zahrani¢nich umeélcu a také cyklus Autorskych
veceru experimentalniho filmu, jenz vznikl v kuratorské spolupraci
s newyorskym filmafem Henry Hillsem. Tyto koncepéni posuny spojila
osobnost kuratora a experimentalniho filmafre Martina Blazicka, jenz se
ve vlastni tvorbé intenzivné vénuje (inter)medialni performanci a Zivému
filmu. V roce 2009 byla pak vétSina akci souvisejicich s pohyblivym
obrazem zastfeSena v tivodu zminovanou programovou sekci Screen
Lab. Tato dramaturgicka fada se zamérila na rizné umeélecké pristupy
k filmové a video projekci. V jejim ramci byly autorsky predstavovany
projekty, které sice pracovaly s klasickou frontalni divackou orientaci
na promitany obraz a s projekci v omezeném ¢ase, nenaplnovaly vSak

tradi¢ni oc¢ekavani spojena se sledovanim kina — prostor zde tedy
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the presented projects did not meet the traditional expectations connected
to cinema viewing, introducing experimental film and video, live cinema and
art concepts moving on the border of performing arts, documentary, staged
projections and VJing.

The section presented projects by Czech artists (e.g. Viktor Takac,
Jan Sramek, Jan Mancuska, Krystof Pesek, David Mozny, Zbynék Baladran)
as well as projects by international artists and collaborative projects (e.g.
Jamie Drouin/Dusan Urbanec). The gallery has also presented the moving
image outside this dramaturgic series, e.g. within the Grey Room project
launched in 2010. With its area of 30 square meters, individual entrance
and window blackout possibilities, the alternative exhibition and working
space has been used for video and film projections, audio installations as

well as projects requiring special light and space conditions.
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dostaval experimentalni film a video, live cinema ¢i umélecké koncep
pohybujici se na pomezi performing arts, dokumentu, inscenovanych
projekci a VJingu.

V této sekci se objevily jak projekty ¢eskych umeélct (napt. Vi
tor Takac¢, Jan Sramek, Jan Manc¢uska, Krystof Pesek, David Mozny,
Zbynék Baladran), tak i tvtircti zahrani¢nich a kolaborativni projekty
(mj. Jamie Drouin/DusSan Urbanec). Prezentace pohyblivého obrazu
se v galerii odehravala také mimo tuto dramaturgickou fadu, od roku
2010 navic i v ramci projektu ,Sedy pokoj“. Tento alternativni vysta
(¢i pracovni) prostor v objektu Skolska 28 o velikosti cca 30 m? se
samostatnym vchodem a moznosti zatemnéni byl pro své parametry
doposud vyuzivan napiiklad pro video ¢i filmové projekce, zvukové
instalace nebo projekty, které vyzadovaly zvlastni svételné ¢i prostoro
podminky.
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7. 2005, 14.00-22.00, park Klamovka u Galerie Altan Klamovka
amovka Park, Altan Klamovka Gallery, Prague

5. 2006, 12.00-21.00, park Klamovka u Galerie Altan Klamovka
amovka Park, Altan Klamovka Gallery, Prague

8. 2007, 12.00-24.00, areal zamku Tiebesice u Caslavi

febesice u Caslavi Castle area, Tiebesice u Caslavi

. 2008, 12.00-24.00, park Letna, vedle nové restaurace Na Basté
tna Park, besides the Na Basté Restaurant, Prague

8. 2009, 12.00-22.00, park Letna, vedle nové restaurace Na Basté
tna Park, besides the Na Basté Restaurant, Prague

—17.7. 2010, areal GASKu v Kutné Hote

ASK Gallery area, Kutna Hora

7.2011, 12:00-22:00, park za Domem uméni mésta Brna

ark behind the Brno House of Arts, Brno

kuratori / curators

tor Cech, Milan Salak, Lenka Sykorova (2005-2007);

tor Cech, Klara Zaludova (2008);

tor Cech, Eva Riebova (2009);

tor Cech (2010), kuratorské stany / curated tents: Petr Kratky, Lenka
orova, Martin Hruby, Noam Darom;

tor Cech, Lenka Sykorova, Silvie Seborova (2011), kuratorské stany

rated tents: Amande In, Zoe Yeh, Denisa Fialova, Romana Vesela-
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Videokemp

zUc¢astnéni tvarci / represented artists

2005

Vasil Artamonov, Zbynék Baladran, Daniela Barackova, Ondrej Brody,
Jifi David, Jan Kadlec, Dominik Lang, Jitka Mikulicova, Michal Panoch,
Edita Pattova, Eugenio Percossi, Michal Péchoucek, Ludék Rathousky,
Jolana Rucharova, Milan Salak, Tereza Severova, Slava Sobotovi¢ova,

Vit Soukup, Tereza Velikova (...)

2006

Vasil Artamonov, Zbynék Baladran, Daniela Barackova, Ondrej Brody,
Marek Bures, Denis Dallen, Jifi David, Sabina Haskova, Petra Herotova,
Aneta Mona Chisa, Jan Kadlec, Alexej Klyukov, Eva Kotatkova, Radim
Labuda, Dominik Lang, Jitka Mikulicova, Michal Panoch, Edita Pattova,
Martin Pokorny, Ludék Rathousky, Jolana Rucharova, Milan Salak,
Slava Sobotovicova, Tereza Severova, Evzen Simera, Mark Ther, Tereza

Velikova, Diana Vinklerova, DuSan Zahoransky (...)

2007

Silvina Arismendi, Adéla Babanova, Daniela Barackova, Markéta
Bendova-Filin Krug, Marek Bures-Michal Panoch, Linda Cihatova,
Denis Dallen, Pavla Gajdosikova-Petra Pétileta, Guma Guar, Eva
Jiricka, Gabriela Jurkovicova, Tamara Moyzes, Klara Nejezchlebova,
Veronika Neumannova, Eugenio Percossi, Pavla Scerankova, Tereza

Severova, Ivan Svoboda, Tereza Velikova, Dusan Zahoransky (...)

2008
Darina Alster, Silvina Arismendil, Daniela Barackova, Markéta Bendova,
Marek Bures, Linda Cihaiova, Noam Darom, Patricie Fexova, Katefina

Fojtikova, Ester Geislerova-Kadlecova, David Helan, Martin Hruby,

39 Videokemp

Videokemp



Gabriela Jurkovicova, Koko, Petr Kratky, Radim Labuda, Tamara Moyzes,
Veronika Neumannova-Helena Sequensova, Vilem Novak, Michal Panoch,
Eugenio Percossi, Milan Salak, Slava Sobotovicova, Tereza Severova, Barbo-
ra Svehlakova, Tereza Velikova, Richard Wiesner, Shlomo Yaffe (...)

2009

Conrad Amstrong, Vasil Artamonov-Petr Kratky-Tomas Uhnak, Daniela
Barackova, Jan Broz, Marek BuresS, Kerry Downey, Pavla Gajdosikova, Ester
Geislerova-Kadlecova, Isabela Grosseova, Diana Heise, David Hfiviacky,
Mario Chromy, Gabriela Jurkovi¢ova, Martin Kohout, Markéta Kubac¢akova,
Radim Labuda, Raphael Lyon, Tamara Moyzes, Michal Panoch, Mira Podor-
sky, Emilie Segnarbieux, Slava Sobotovicova, Pavel Sterec, Ivan Svoboda,

Viktor Takaé, Hynek Vacek, Gabriela Vainsencher, Ben Worley

2010

Mat¢j Al-Ali, Vasil Artamonov, Authentic Boys, Zbynék Baladran, Daniela
Barackova, Markéta Bendova, Jan Broz, Marek Bures, Ales Cermak, Marek
Cihal, Veronika Danhelova, Noam Darom, Pavla Gajdosikova, Anastasia
Golikova, Guma Guar, Miroslav Hasek, Roderick Hietbrink, Martin Hruby,
David Hrivinacky, Matyas Chochola, Mario Chromy, Ester Kadlecova-Ge-
islerova, Barbora Kleinhamplova, Petr Kratky, Markéta Kubacakova, Radim
Langer, Calvin Laing, Lubomir Luk¢o, Silvie Milkova, Tomas Moravec,
Veronika Neumannova, Michal Panoch, Edita Pattova, Omer Shadar, Slava
Sobotovicova, Johana Strizkova-Michal Ures, Ivan Svoboda, Hynek Vacek,
Viktorie Valocka, Tereza Velikova, Lenka Vitkova
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2011

Karima Al-Mukhtarova, Anymade Std, Markéta Bendova, Marek Bures-
-Jifi David, Ales Cermak, Noam Darom, Baptiste Debombourg, Anna
Drdova, Duoperformance, Jakub Evjak, Denisa Fialova, Miroslav Hasek
& Libor Ptacnik, Juliana Héschlova, DJ Chepuchov, Chen Ching-yuan,
Antonin Jirat, Jakub Jurasek, Shan Kai-ti, Stanislava KarbusSicka, Petr
Kratky, Jan Kratochvila, Filin Krug, Pavla Malinova, Adéla Markova,
Michal Maruska, Martina Novakova, Libor Novotny, Katefina Olivova,
The Rodina, Martina Ruzickova, Helena Sequensova-Adam Stanko,
Tereza Severova, Simon Scheuerle, Matéj Smetana, Slava Sobotovicova,
Anita Somrova, Katerina Sudolska, Libor Svoboda, Tereza Velikova,

Juan Yong-han, Liu Yu, Milan Zak, Kamila Zenata
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From the very beginning, Videokemp (Video Camp) has been conceived as
a one-day festival of contemporary video art. It is characteristic of a public
space setting. So far, it has been set up in city parks and other grass areas
with tents; in the individual tents, works by twenty to forty invited artists
were presented each year. That is what gave Videokemp its name. The
festival was founded in 2005 as a collective idea of curator Viktor Cech,
curator and contemporary art critic Lenka Sykorova and visual artist,
curator and lecturer Milan Salak. While the co-curator posts were further
taken up by Klara Zaludova and Eva Riebova, Viktor Cech remained the
main coordinator and curator of the event.

The first edition was held in the surroundings of the Altan
Klamovka Gallery in the Klamovka Park in Prague. The aim was
to transcend the possibilities of the little gallery and expand to the
surrounding public space. However, the presentation of video art was not
the sole objective of the initiators. The moving image rather represented a
suitable format for this type of event, allowing easy manipulation with the
artworks and placing little presentation demands. Moreover, it also allowed
to invite a large number of artists without demanding a common thematic
context. When selecting the artists working in the intentions of video art,
the curators preferred neither established artists nor new talents, thus
emphasizing the showcase character of the festival. The artists were selected
primarily from the ranks of students and graduates of the Academy of Fine
Arts (AVU) in Prague.

Originally, the primary function of the tents consisted in the
protection from bad weather. As for the time period, the summer holiday
was chosen as the art activities would decline, especially those held in
galleries. The festival also intended to create a pleasant alternative to
the year-round exhibitions held in indoor exhibition halls. According to
the visitors, the happening atmosphere of the festival has become one
of its important features. Due to the large number of artists and other

members of the art community, the festival created an environment open to
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Videokemp byl od prvniho roéniku koncipovan jako jednodenni prehlid-
ka soudobé videoartové tvorby. Jejim zakladnim znakem bylo umisténi
vystavy do vefejného prostoru. Doposud se vétSinou jednalo o méstské
parky ¢i jiné zatravnéné plochy, na kterych vyrostlo stanové méstecko.
V jednotlivych stanech byla kazdoroéné promitana dila dvaceti az
Ctyriceti prizvanych tvarca — odtud také nazev Videokemp. Prehlidka
vznikla roku 2005 z kolektivhiho napadu kuratora Viktora Cecha,
kuratorky a kriticky souc¢asného umeéni Lenky Sykorové a vytvarného
umeélce Milana Salaka, ktery se rovnéz zabyva kuratorskou a pedagogic-
kou ¢innosti. Na spolu-kuratorskych postech se pak vystfidala jména
jako Klara Zaludova ¢i Eva Riebova, pricemz Viktor Cech zustal hlavnim
koordinatorem a kuratorem celé akce.

Prvni roénik se konal v pfilehlém prostoru okolo galerie Altan
Klamovka s cilem prekrocit ramec této malé galerie a expandovat s ume-
nim do vefejného prostoru. Zameérem iniciatorti nebyla, podle jejich
vlastnich slov, pouze prezentace videoartu. Pohyblivy obraz se jim jevil
spiSe jako vhodny format pro takovyto typ udalosti, ktera vyZzadovala
snadnou manipulaci s dily a malé naroky na prezentaci. Umoznoval jim
také zastresit velky vybér tvircti bez vétsiho naroku na dalsi, napiriklad
tematicky kontext. Pfi samotném vybéra umélcti a umélkyn, pracujicich
v dané dobé v intencich takzvaného videoartu, neupfednostiiovali
kuratofi ani etablovana, ani za¢inajici jména, ¢imz byl podtrZen prehlid-
kovy charakter Videokempu. Vybér vychazel zejména z fad studentt
a absolventu prazské AVU.

Stany v ptivodnim zameéru plnily funkeci ochrany pred Spatnym
pocasim. Z ¢asového hlediska padla volba na obdobi letnich prazdnin
kvili vyraznému poklesu aktivity v uméleckém provozu, hlavné pak
v galerijni ¢innosti. Zameérem bylo rovnéz vytvorit prijemnou letni alter-
nativu k celoroénim vystavnim ,kamennym® prostoram. Tato témér hap-
peningova atmosféra se stala jednim z dulezitych rysu i podle mnohych

zucastnénych. Diky pritomnosti velkého mnozstvi tvtirct a dalsich lidi
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discussions, immediate reflections of the artworks, contact making etc. The
community communicated with the public, too. Passers-by were attracted
by the tent area placed in the middle of a city park which disturbed the
conventional notion of public space. This resulted in a confrontation of the
public and intimate spheres; the visitors were able to enter parts that are
otherwise inaccessible in regular camps. The curators rather took up the
role of organizers, delimiting the basic frame of the event. The curatorial role
was taken up by the very artists who were given maximum freedom in their
presentation in the tents. However, the artists also had a clearly delimited
space and equal conditions so that they would neither disturb nor directly
confront each other. In 2010, the festival introduced the concept of “curated
tents”. This form of selection and presentation consisted in the team of
curators who represented international artists who could not be personally
present in the tents. In this way, Videokemp has achieved an international
dimension.

After the first two editions held in the Klamovka Park, Videokemp
was transformed into a travelling festival. From the third edition on, the
location of the festival would change each year (with the exception of Letna
Park which hosted two editions). In the course of the festival’s existence,
tents were built in the Tiebesice u Caslavi Castle area, the Letna Park
in Prague and the GASK Gallery area in Kutna Hora. In this way, the
organizers tried to revive the social aspect of the event while maintaining
interest on the part of the artists. With the new locations, the atmosphere of
the festival changed as well. Obviously, a city park in the center of Prague
would generate different confrontations and connections than an isolated
castle park outside of Prague. The “host stations” had to provide a source of
electricity and had to be willing to engage in an exhibition project. They were
mostly fellow art institutions which also provided material support. The
rest of the financial costs was covered by all the participating parties as the
event was a non-profit one and no admission fee was collected. The festival

would regularly last several hours. As a one-day event, it would usually

44 Videokemp



z umélecké komunity vzniklo prostredi oteviené diskuzim, bezprostred-
nim reflexim dél, vytvareni novych kontaktt apod. Tato komunita se zde
také fyzicky setkavala a komunikovala s odbornou i laickou vefejnosti.
Nahodni kolemjdouci byli oslovovani samotnym stanovym meésteckem,
které svym umisténim uprostied méstského parku narusovalo pred-
stavu o konve¢nim pojeti verejného prostoru. Dochazelo ke konfrontaci
vefejného a intimniho, pricemz divaci mohli nahlédnout do mist, ktera
jim v béZném kempu ztstavaji skryta. Samotni kuratori se identifikovali
spiSe s roli organizatord, jez vytycuji zakladni ramec udalosti. Kurator-
sky dohled pfebirali umélci, kterym byla poskytnuta maximalni volnost
pri vytvareni své prezentace uvnitf stanu. Kazdy z vystavujicich mél
tedy za stejnych podminek k dispozici jasné vymezeny prostor, takze
se dila a jejich autofi vzajemné nemohli potla¢ovat ani na sebe pfimo
reagovat. V roce 2010 se na prehlidce poprvé objevil koncept takzvanych
Lkuratorskych stant“. Jednalo se o dalsi formu vybéru a prezentace, jez
spoc¢ivala ve jmenovani nékolika kuratora a kuratorek, ktefi ve svych
stanech zastupovali zahraniéni umélce, jiZ nemohli byt na prehlidce
fyzicky piitomni. Videokemp si tak poprvé ziskal mezinarodni rozmeér.
Kromeé prvnich dvou ro¢niku, které se konaly v blizkém prostoru
okolo Altanu Klamovka, se pozdé&ji Videokemp proménil v putovni pre-
hlidku. Od tretiho ro¢niku 2007 se misto konani mélo ménit (v pripadé
parku Letna byly realizovany dva ro¢niky za sebou). Za dobu své exis-
tence se stany Videokempu stavély v arealu Zamku Tiebesice u Caslavi,
v prazském Letenském parku ¢i v arealu GASK v Kutné Hore. Impulzem
k putovani byla snaha organizatoru ozivit celou udalost jako spole¢en-
skou akci a udrzet zajem o vystavovani ze strany umélet. S kazdym
jinym mistem se také ¢astecné ménila atmosféra. Méstsky park v centru
Prahy ¢i izolovanéjsi zamecky park za Prahou generovaly pokazdé jiné
konfrontace a nové vazby. Nezbytnosti ,hostitelské stanice®, jak nové
misto kuratofi nazyvali, byl pfistup ke zdroji elektrické energie a sa-

moziejmé ochota spojit se s vystavnim projektem. Vétsinou se jednalo
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start in the afternoon hours.

The change of location with the intention to revive the concept of
Videokemp and to strengthen its community potential earned both positive
and negative reactions. Artist and co-curator of 2010 Petr Kratky said the
following about the travelling strategy: Due to the change of location, the
artists started to send their works without participating personally. Because
of that, the creative potential is disappearing, the authentic encounters are
replaced by a ghost town where uninitiated visitors meet each other, shaking
their heads in puzzlement. However, I guess the founding fathers know
that too well; this might be why there are speculations about the end of the
event each year. However, the concept of meeting and strengthening the
community bonds on the basis of travelling, an essential principle of any

camp event, has been maintained by the organizers of Videokemp so far.
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o né&jaky umeélecky provoz, ktery zaroven poskytoval hmotnou podporu.
Ostatni finanéni naklady byly reSeny vypomoci v§ech zucastnénych
stran, nebot akce se profilovala jako neziskova a nevybiralo se zadné
vstupné. Prehlidka samotna se zpravidla pohybovala v fadu nékolika
hodin. Jako jednodenni udalost vétSinou zacinala az v odpolednich
hodinach.

Zmeéna lokalit coby oziveni konceptu Videokempu a posileni
jeho komunitiniho potencialu byla hodnocena pozitivné i s vyhradami.
Napriklad Petr Kratky z pozice prizvaného umeélce a spolukuratora
v roce 2010 se k putovni strategii vyjadril nasledovné: Zménou lokalit
rocnikti, umélci castéji posilaji pouze sva dila a sami ztistavaji nezicast-
néni. Tim se vytract onen kreativni potencidal a z autentického setkani se
stava stanové meéstecko duchti, kde se nezasvécenti potlicavaji navzdjem
a nechdpavé na sebe hledi kroutice hlavami. To samozrejmé neni nic, co
by nevedeéli i jeho duchovni otcové, a to je asi i ditvodem, proc se kazdy
rok spekuluje o tom, cely projekt véas ukoncit. Koncepce seznamovani
a utuzovani komunitnich vazeb na vyletni bazi, které jsou jednim
z principu jakéhokoli kempovani, se organizatori Videokempu pridrzuji

i nadale.
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Pratelsky film / Friendly Film
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Svoboda, Roman Stétina, Pavel Svec, Viktor Takag¢, Klara Tasovska,
Mark Ther, Trakod (Matyas Vacek & Milan Zak), Viktor Vokjan

Pratelsky film
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Friendly Film was a curatorial series of videos by Czech artists presented

in 2006-2008 primarily in traditional cinema halls as well as in galleries
and even lecture halls. The events were personally attended by the project
curators; artist and lecturer Michal Péchoucek and theorist Martin
Mazanec, who has been dealing with the principles of the presentation of the
moving image on a long-term basis. Focusing primarily on the contemporary
artworks made by Czech or Czech-based artists, the series was commented
live by the two curators.

The Friendly Film project was dedicated to the possibilities
of the transformation of the presentation mode, i.e. the transfer of a
specific kind of the moving image to the environment of the cinema hall
ensuring a greater degree of concentration on the part of the viewers. The
project annotation said that it presented a projection of moving images,
Jfilms and videos in traditional cinema halls producing the effect of the
viewers* “captivation by film”. This effect is closely related to the ritualized
“occupation” of the film hall (including the seating, the darkened room, a
single viewing direction, sharing the time and place while watching etc.).
The personal presence of the curators during the projection represented
an important feature of the project. Dressed in uniform, Michal Péchouéek
and Martin Mazanec assumed the role of ushers and guides, commenting
on the videos in various ways, including verbal ones as well as others. Their
performance had a culminating tendency; during the first series, they only
commented on the events to follow; during the second series, they prepared
various meals (frying schnitzels and potato pancakes, making cross buns
and layer cakes); during the third series, they tried to achieve a dramatic
effect in the form of a stylized dialogue between the screened films.

In the period of 2006-2008, three selections were formed out of
the Friendly Film video collection, subtitled as Treasure Hunt, Camera
Films and True Stories. Representing three independent series, the films
were linked either by their theme or their technological issues. Friendly

Film I played upon the narrative treatment of the motive of treasure hunt
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Pod nazvem Pratelsky film se skryva kuratorska série videi ¢eskych
umélcti a umélkyn, prezentovana v letech 2006-2008 primarné v tradic-
nich kinosalech, v nékolika pripadech v galeriich, nebo dokonce v pred-
naskovych salech. Akce probihaly za osobni ucasti kuratora projektu,
umeélce a pedagoga Michala Péchoucka a Martina Mazance, teoretika
dlouhodobé se zabyvajiciho principy prezentace pohyblivého obrazu.
Ti také pasma, zamérena prevazné na soudobou tvorbu ¢eskych nebo
v Cechach ptsobicich umélcti a umélkyn, zivé komentovali.

Projekt Pratelsky film byl vénovan mozZnostem promeény prezen-
taéniho modu, tedy presunu specifického druhu pohyblivého obrazu
do prostredi kinosalti zarucujicich vétsi miru soustredénosti divak.
V anotaci k projektu jeho tvtirci uvadéli, Ze jde o projekci pohyblivych
obrazt, filmii a videa v klasickych kinosdlech, kkde dochazi ke kyzenému
efektu divacké ,zaujatosti filmem*. Tento ucinek je Gizce svazan s ritu-
alizovanym ,obyvanim® prostoru kinosalu (zptisob sezeni, potemnéla
mistnost, pohled jednim smeérem, spolec¢né sledovani v jednom ¢ase
na jednom misté atd.). Podstatnym jevem tohoto projektu byla osobni
pritomnost kuratort pii promitani. Michal Péchoucek s Martinem
Mazancem, obleceni ve stejnokroji, po vzoru uvadéct a privodceti, videa
riznym zpusobem komentovali, at uz slovné, nebo jinou akci. Intenzita
jejich performance postupné gradovala — u Pratelského filmu I pouze
komentovali nasledujici udalosti, v druhé sérii pripravovali jiZ razné
pokrmy (od smazeni fizk( ¢i bramborakti po pfipravu velikono¢niho
mazance ¢i lepeni dortu) a v pfipadé tfetiho vydani se pokousSeli o dra-
matizaci formou stylizovaného dialogu mezi promitanymi snimky.

V kolekci videi Pratelského filmu byly mezi lety 2006-2008
vytvoreny tfi vybéry s podtituly Hledani pokladu, Filmy kamery
a Pravdivé pribéhy. Jednalo se tedy o tfi samostatné fungujici pasma,
v ramci nichZ byly snimky sjednoceny tematicky nebo uréitou techno-
logickou problematikou. Pratelsky film I si pohraval jak s narativnim

zpracovanim motivu pfibéhu hledani pokladu, ktery mize mit mnozstvi
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stories, which can take up various forms, as well as the variability of formal
approaches. Premiered under the original title Friendly Cinematography

as part of the Audiovisual project held in the Svétozor Cinema in Prague

on October 12, 2006, it moved on to Klatovy, Prague, Strakonice and
Moscow. The title Friendly Cinematography was later abandoned by
Mazanec and Péchoucek since the term cinematography was perceived as
too binding, and was substituted by the more general title Friendly Film,
which represented a more fitting expression of the ideological division

of the moving image into films and videos according to the place of their
projection.

Friendly Film II presented moving images based on the concept of
the camera as the seeing and the seen. The individual films of the series
were linked by their emphasis on the presence of the camera and the
recorded object. Premiered within the Audiovisual project, too, the series
moved on to further locations in Klatovy, Milevsko, Usti nad Labem, Kadan,
Vienna, Karlovy Vary and Litoméfice. Bearing the subtitle True Stories,
Friendly Film III consisted in a series of random as well as elaborate
video recordings oscillating on the verge of documentary intention. It was
presented at the Aye Aye festival in Nancy, France in 2008.

Besides the three main series, Michal Péchouc¢ek and Martin
Mazanec prepared further selections within the Friendly Film project. In
2007, they prepared a selection of contemporary tendencies in the field of
Czech audiovisual art for the New York-based independent initiative Eastern
Coast Aliens. Within the special Czech Alternative /Videoindividualities
section of the International Film Festival Prague — Febiofest 2007, they
presented the portfolios of visual artists Mark Ther, Du$an Skala and Vit
Soukup. In their curatorial selection for the first annual Other Visions
competition held at the Festival of Film Animation in 2007, they focused on
the innovative methods in animation as well as its imitations and optical
illusion possibilities.

Friendly Film tried to map the borderline between the “film” and
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podob, tak s proménlivosti formalnich postupti. Jeho premiéra probéhla
12.10. 2006 pod ptuvodnim oznacenim Pratelska kinematografie v ramci
projektu Audiovisual v kiné Svétozor s naslednymi reprizami v Klato-
vech, Praze, Strakonicich a Moskveé. Od oznaceni Pratelska kinematogra-
fie postupné Mazanec s Péchouckem upustili pro prili§ svazujici termin
kinematografie a zacali vyuzivat obecné&jsi oznaceni Pratelsky film, které
podle nich lépe vyjadfovalo ideové déleni pohyblivych obrazti na filmy
a videa podle mista jejich projekce.

Pratelsky film II upozornoval na pohyblivé obrazy vychazejici
z konceptu kamery jako vidouciho a vidéného. Pojitkem mezi jednotli-
vymi snimky tohoto pasma bylo zdtraznéni pritomnosti kamery a sni-
maného objektu. Premiéra 4.4. 2007 se opét odehrala v ramci cyklu
Audiovisual a poté pasmo pokracovalo za dalSimi lokacemi do Klatov,
Milevska, Usti nad Labem, Kadané, Vidné, Karlovych Varti a Litoméfic.
Pratelsky film III s podtitulem Pravdivé pribéhy byl tvofen sérii nahodile
i promyslené pofizenych videozaznamti oscilujicich na hranici dokumen-
taristické intence. Uveden byl v roce 2008 na festivalu Aye Aye ve fran-
couzském Nancy.

Vedle téchto hlavnich pasem pripravili Michal Péchoucek a Mar-
tin Mazanec pod hlavickou Pratelsky film jesté dalsi vybéry. V roce 2007
pro newyorskou nezavislou iniciativu Eastern Coast Aliens — §lo o vybér
soucasnych tendenci v oblasti ¢eské audiovizalni tvorby. Pro mezina-
rodni filmovy festival Febiofest (2007) ve specialni sekci nazvané Ceska
alternativa/Videoindividuality uvedli portfélia trojice vizualnich umélcti
Marka Thera, DuSana Skaly a Vita Soukupa. V kuratorském vybéru pro
prvni roénik soutéZe Jiné vize pofadané v ramci Prehlidky animovaného
filmu (2007) se zase zamérili na inovativni postupy v animaci stejné jako
na jeji napodoby a moznosti vytvareni optickych klamu.

Pratelsky film se pokusil mapovat rozhrani mezi takzvanou
Jflmafskou” a ,uméleckou” praxi prace s pohyblivymi obrazy. Kura-

torské gesto Pratelského filmu spocivalo v ,lokalizaénim" pfemisténi
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“art” practices of working with the moving image. The curatorial gesture of
Friendly Film consisted in the “localization” transfer of the moving image
from the white-cube to the black-box; i.e. from the gallery to the cinema
hall; besides its curatorial contribution, the project also pointed out the

question of the transformation of perception.
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pohyblivého obrazu z prostoru white-cube do prostoru black-box ne
z galerie do kinosalti, ¢imZ kromé kuratorského prinosu upozornilo

otazku recepcni promeény.
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aléna Petrakova
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Bulva Fabula

zastoupeni tvirci (chronologicky) / represented artists (chronologically)

Vdové / VJs

d3383, Natur Produkt, Ozzy, Aurakamera, Atari is Pebe, Advance-
design.org, Pash*, Léna, DFX, Bit Cheekly, AVnoise live Michala Klod-
nera, Machine Funck, Panama Joe, D.rama, .the, Big G, IgraQ, SimaQ,
A.Schwarz, noM, J.T.R., DNA, Clad, IT, Paprika, Uzako, DFX, E412,
oRx-Qx, SymaQ, Kel, Karlos, Kasarar, Smyslov, Antena, Aurakamera,
Lichtpiraten, Ludovic Demarche, Milan Mikulastik, Philippe Cavaleri,
Samuel NicolaiBe, Oko3 monitors, HGO, Husha, tvprodukt, Uzako,
W_noise, Kolouch, Lukas Vojir, texa, Puk Puk, VJ Véra Lukasova,
Anymade, Fiju, Initi, 000333, Eskadr, Kutny, Perplex, Shq, Y4ro,
Tripple-Kripple, L-vision, Macula, ROTS

DVJové / DVJs
Flight, 1a2v1 (VJ Kolouch & Jaro Haro live), Dva live audiovisual,
Psychospores live (cirkus alien), Guma Guar live av, Skarlem Gotem

live av, Anhedonia, Tabor Radosti, Materidouska
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Held in the course of more than three years, the Bulva Fabula dramaturgic
series focused primarily on the presentation of Czech VJing. The program
was initiated with the support of the Roxy music club in Prague and was
organized under the dramaturgic guidance of David Beranek who has
been inseparably connected to the project, dealing with its ideological,
management and organization issues. From March 2006 to June 2009,
over 30 editions (individual evenings) of the Bulva Fabula series have been
realized regularly each month. Between the regular start at 8 p.m. and
the planned end at 2 a.m., three to six projects would be introduced. The
projects included occasional VJ and DJ formations (e.g. VJ Uzako & DJ
Raveboy) as well as combined DVJ projects (including audiovisual projects
of a single group member or a whole group, e.g. Passage, Mythematica). The
projects also frequently combined shows of VJs and music formations (e.g.
Skarlem Gotem live AV, Guma Guar live AV feat. mc Mikatchou).

Bulva Fabula represents a connection of two terms that are essential
for the project, denoting the visual contact of the presented material through
the eyeball (bulva) and the ability to let the mind flow and create narratives
stimulated by the VJs (fabula), David Beranek said about the title and
dramaturgy of the series. Representing a unique functional party model,
the events emphasized installations and the visual aspects of space rather
than music, unlike the concerts and parties which emphasize music as the
main dramaturgic element. The target group included those interested in
“new media”, experimental music and visual disciplines overlapping with
the underground dance scene. The model of the DJ as the “star” of the party
has been revised. The program composition of Bulva Fabula was based
on VdJs, in contrast to the practice of music and dance parties where VJs
usually take up the role of “illustrators” of DJ music sets. Bulva Fabula was
based on the idea that VJing as an individual discipline does not have to
provide a service to DJing any more so that VJs and DVJs do not have to
suffer from frustration characteristic of the usual club paradigm.

As for the individual aspects of VJing, David Beranek emphasizes
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Dramaturgicka série trvajici vice jak tfi roky a nazvana Bulva Fabula byla
prednostné zamérena na prezentaci ceského VJingu. Program vznikal pod
zastitou prazského hudebniho klubu Roxy a dramaturgickym vedenim
Davida Beranka, ktery byl neodlucitelné (ideové, provozné i organizac-

né€) spjat s celym projektem. Od prvni Bulvy Fabuly v bfeznu roku 2006
do ¢ervna roku 2009 se podarilo realizovat pravidelné kazdy mésic (s vy-
jimkou prazdnin) vice nez tricet ,editions® (oznaceni jednotlivych vecertu

z této série). Mezi pravidelnym zac¢atkem ve 20:00 a planovanym koncem
kolem 2:00 se podarilo predstavit priblizné tfi az Sest rtiznych projektu.
Ty tvorily prilezitostné formace VJu a DJu (napt. VJ Uzako & DJ Rave-
boy), predstavovany byly i projekty kombinované DJV (jednalo se o audio-
vizualni projekty jednoho ¢lena ¢i skupiny, napf. Passage, Mythematica).
Vyjimkou nebyly ani vystoupeni VJu s hudebnimi formacemi (napf. Skar-
lem Gotem live AV, Guma Guar live AV feat. mc Mikatchou).

Bulva Fabula vznikla spojenim dvou zastupnych terminti tvoricich
podstatu celého projektu: vizualni kontalkt s prezentovanym matericlem skrze
ocni bulvy a schopnost nechat nasi mysl volné fabulovat dle podnétii pred-
kladanych VJu, dodal k nazvu a dramaturgii projektu David Beranek. Akce
byla ojedinélym funkénim modelem party, ktery kladl diiraz na instalace
a vizualni pojeti prostoru vice nezZ na hudbu samotnou ve srovnani s kon-
certy a parties, kde hudba predstavuje stéZejni dramaturgickou slozku.
Mezi cilovou skupinu se ¢itali hlavné zajemci o tzv. nova média, experimen-
talni hudebni i vizualni discipliny s prolinanim do undergroundové tane¢ni
scény. Model DJe jako ,hvézdy“ party byl dramaturgem Davidem Berankem
prehodnocen. V ramci Bulvy Fabuly byla programova skladba zaloZena
na VdJich, coZ je hlavni odliSnost od praxe hudebné-tanec¢nich parties,
kde jsou povétsinou stavéni do role ,ilustratort* hudebnich DJskych
settl. Ideovym vychodiskem Bulvy Fabuly bylo, Ze VJing jako samostatna
disciplina neni dal sluzebny akt vii¢i DJingu, a tudiz VJové i DVJové jiz
nemuseji trpét frustraci ze zazitého klubového paradigmatu.

Na VJingu David Beranek zdtraznuje vyznam techniky mixovani,
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the importance of mixing techniques, style, practice, creativity, visual talent,
adequate reactions to sound and other components as well as adaptation
to the atmosphere and people present at the event. To many VJs used to
all-night-long projection marathons, the events provided an opportunity to
have a try at the limited time format, presenting themselves in a 60-minute
set. Bulva Fabula presented various VJing techniques, ranging from the
use of VJ software through the combination of the computer interface, midi
controllers and other effect hardware combined with various image sources
(DVD, VHS, cameras etc.) to analogue sources and original inventions of
the artists (such as the Pure A analogue machine of the Ztohoven group).
In at least two cases, the artists (VJs) have tried to make the audiences
(amounting to some hundred visitors on average) become part of the show,
enabling an interactive participation in the process of creating the moving
image. In the former case, the visitors were invited to play with various
objects placed on a table lit from below and recorded on a camera. The
recordings were employed by the VJ in the projection he was just creating.
In the latter case, a small green screen studio was set up; anyone could
enter the projection and become part of the resulting image.

The selection criteria for the individual participants were different
with each edition, however, they would always share a certain unifying
element. These would include e.g. a local criterion; in the edition of February
2009, the selection was predefined by the intersection of imaginary sets with
the common denominator of the city of Brno. All of the participants were
linked to Brno in various ways or were active members of the Brno scene.
Other criteria consisted in a visual and musical affinity (the Lichtpiraten
Edition of 2007 introduced the stylized blocks of ambient, glitchhop, IDM,
electrofunk, electro, electrobreaks etc.), technological particularity (the Low-
fi Edition of March 2007) or a purely associative method (the Bulva Fabula
of May 2008 worked with terms such as life, systems, structure, interaction,
behavior, development, turning point and holistic). In other cases, the

concepts of the individual editions were based on the co-operation with
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a takeé styl, praxi, kreativitu, vytvarné citéni, schopnost adekvatni reak-
ce na zvukovou ¢i jinou slozku, vciténi se do atmosféry akce a lidi na ni
pritomnych. Pro mnohé VJe, zvyklé na celovecerni promitaci maratony,
bylo rovnéz novinkou vyzkousSet si projekci v omezeném ¢asovém forma-
tu — predstavovali se v takovém prezentac¢nim, zpravidla hodinovém setu.
Bulva Fabula zprostredkovavala rozlicné techniky VJingu - od vychoziho
pouziti VJskych softwarti pres kombinaci poc¢itacového rozhrani s midi
ovladaci a dalsim efektovacim hardwarem v kombinaci s riznymi obra-
zovymi zdroji (DVD, VHS, kamery apod.) aZ po analogové zdroje a osobité
vynalezy samotnych tvarcta (jako napt. analogovy odbavovaci stroj Pure
A skupiny Ztohoven). Minimalné ve dvou piipadech se umeélci (VJové)
pokusili aktivovat publikum (¢itajici primérné kolem sta divakt) a umoz-
nit jim interaktivné zasahovat do procesu tvorby pohyblivého obrazu.
V prvnim piipadé méli divaci moZnost hrat si s mensimi rekvizitami lezi-
cimi na zespodu prosvétleném stole, ktery snimala kamera. Zabéry pak
piislusny VJ mohl vyuZit pro projekci, kterou vytvarel. V. druhém piipadé
bylo vytvoreno malé studio s kliCovacim greenscreenem, pricemz kdokoli
mohl vstoupit do projekce a stat se soucinitelem vysledného obrazu.
Parametry vybéru ucinkujicich se lisily podle dané ,.edition®, ktera
meéla vzdy urcitou zastresSujici ideu. Jednalo se napfiklad o lokalni kritéri-
um, kdy byl vybér interpretd, jiz vystoupili v ramci tnorové ,.edition® roku
2009, preddefinovan pranikem pomyslnych mnozin, jejichZ spoleénym
jmenovatelem bylo Brno. VSichni z vystupujicich byli néjakym zptisobem
spojeni s Brnem ¢i aktivné prispivali k déni na brnénské scéné. DalSim
klicem byla vizualni a hudebni pfribuznost (Lichtpiraten Edition roku 2007
predstavila ve stylovych blocich ambient, glitchhop, IDM, electrofunk,
electro, electrobreaks ad.) nebo technologické specifikum (Low-fi Edition
v breznu 2007) ¢i ryze asociativni pfistup (kvétnova Bulva Fabula roku
2008 vysla z termint jako life, systems, structure, interaction, behavior,
development, turning point ¢i holistic). Dalsi koncepty jednotlivych ,edi-
tions*“ vychazely ze spoluprace s jinymi udalostmi (festivaly, prehlidkami
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other events (festivals, showcases etc.); e.g. the Sperm Cinema Edition was
connected to the multimedia Sperm Festival (February 2008) and the Project
Edition was connected to the Projekt 100 film festival (January 2008). In the
latter case, the VJs had the task of reediting eight films selected out of ten
films to be presented in Czech cinemas in the following year. The editions
also frequently alluded to those already held, returning to a previously
employed format. The program was treated as a whole and the combination
of VJS and DJs was based on the links between the visual and musical
components. To name a few, the Cyberia Divinorum project introduced

the “equal” connection of DJane Nika 77, Elektrabel and Dilna VJ. Other
original audiovisual DVJ projects included Natur Produkt, Guma Guar,
Macula, Opuka, Dva, Mythematica, Passage, 1a2vl, Matka a ID:Mora, Moire
and others.

The Roxy club provided perfect technical facilities and conveniences
for the VJs to have a try at demanding production realizations (multiple
screen projections etc.). Placed on the stage, walls and ceiling of the
main club hall, the screens created multiple light spaces. The production
support and sufficient promotion enabled the realization of free entry
events which worked as part of the motivation strategy targeted at potential
visitors. Due to the completely non-commercial character of fundraising,
it was impossible to invite international artists; this would have raised
the costs rapidly. In the end, the possibility was rejected by dramaturgist
David Beranek for it would contradict the intention of mapping and
interconnecting the Czech VJ scene.

The project also had the significant function of creating a public
space; a meeting point for people who are active on the contemporary VJ
and music scene. The passionate debates held on the NYX internet forum
in the VJ “club” in 2007 to 2009 prove that even in its most active period,
the Czech VJ scene was characteristic of an unwillingness to unite, get
organized, and co-operate. In a way, Bulva Fabula substituted the non-

existent cohesion of the VJ scene in the Czech Republic. Despite the effort
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apod.), jako napfiklad Sperm Cinema Edition, jez vychazela z propojeni

s multimedialnim Sperm Festivalem (tiinor 2008), nebo The Project Edition,
ktera vznikla v lednu 2008 na zakladé spoluprace s filmovou piehlidkou
Projekt 100. VJové méli za tikol zreeditovat vybranych osm z deseti filmt
prezentovanych v nasledujicim roce v éeskych kinech. Casto se edition
také odkazovaly na nékteré diive uvedené a vracely se k jiz vyuzZitému
formatu. Na tvorbu programu se nahliZelo jako na celek a o slouceni VJi
a DJ1 se rozhodovalo na zakladé podobnych hudebnich a vizualnich
vychodisek. Pro Bulvu Fabulu byly idealni audiovizualni projekty, které jiz
meély provazanou vizualni i hudebni slozku. Mezi nimi se predstavili napft.
pod hlavickou projektu Cyberia Divinorum v ,rovnopravném-® spojeni DJa-
ne Nika 77, Elektrabel s Dilna VJdem. DalSim takovym byl svébytny DVJ
(audiovizualni) projekt Natur Produkt, Guma Guar, Macula, Opuka, Dva,
Mythematica, Passage, 1a2vl, Matka a ID:Mora, Moire a dalsi.

Klub Roxy disponoval dobrym technickym zazemim a prostredky,
produkéni realizaci (projekce na vice platen apod.). V hlavnim sale klubu
vytvarela platna na podiu, na sténach i na stropé svételné plochy. Pro-
dukeéni podpora a dostateéna propagace umoznila realizovat akce s vol-
nym vstupem, ktery fungoval jako souc¢ast motivacni strategie zamérené
na potencialni navstévniky. Diky zcela nekomerénimu charakteru finan-
covani nebylo mozné ziskat zahrani¢ni vystupujici, ¢imzZ by se naklady
rapidné zvySovaly. Tuto alternativu nakonec odmitl z dramaturgického
hlediska i David Beranek, protoZe by mohlo dojit k rozmélnéni zaméru
mapovat a propojit pravé ¢eskou VJingovou scénu.

Nezanedbatelnym rysem projektu bylo vytvoreni vefejného pro-
storu ve smyslu meeting pointu pro lidi pohybujici se okolo soucasné
VJské a hudebni scény. Z vasnivych debat na internetovém foru NYX
v ,klubu® o VJingu, zejména mezi lety 2007 az 2009, je patrné, Ze se ces-

slucovat, organizovat a navzajem spolupracovat. Bulva Fabula jistym
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of several VJS, no VJing festival or viable web portal has been created since
the scene was rather divided than united. Bulva Fabula represented an
important dramaturgic project which contributed to the mapping of VJing
in the Czech Republic. David Beranek managed to gradually present most
of Czech VJs. He loosely continued the Bulva Fabula series by the Is this
cinema? project focusing on the Czech audiovisual scene held in the Oko
Cinema in Prague where he has worked as director since 2009.

Other projects approaching VJing from a similar perspective
as Bulva Fabula include the Project Aeroport held at the Karlovy Vary
International Film Festival; founded in 2008, it has been realized by
a group of people connected to Aero, Svétozor and Bio Oko cinemas.
Another event focusing on the presentation of VJing is Sperm Cinema
held as part of Prague’s Sperm Festival; started in 2006, it focuses on the
interconnection of the audio and visual levels of perception in the form of
live audiovisual performances. Since 2007, the Freeze Fest held in Milovice
has presented the Freezefest VJ battle, video projections, light installations
and videomapping. Based in Zlin, the Hucot association has been involved
in the development of primarily local audiovisual art since 2005, organizing
festivals, exhibitions and one-time site specific events (Audio Video Freaks,
Uchoko, Zafi Zlin, Dobra Sajna etc.) Another festival to employ a VJing
dramaturgy is the NEW NEW! festival held in Brno; founded in 2005, it

focuses on the presentation of new music and contemporary art.
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zplisobem suplovala neexistujici soudrznost VJské scény v Ceské repub
ce. I pfes snahy nékterych VJs nevznikl Zadny festival VJingu ani zZivota
schopny webovy portal, jelikoZ scéna nebyla jednotna, ale spiSe rozhad
na. Bulva Fabula byla dalezitym dramaturgickym projektem, ktery pris
ke zmapovani VJu v Cechach. Davidu Berankovi se podafilo postupné
prezentovat vétsinu z ¢eskych VJu. Na Bulvu Fabulu David Beranek vol
né navazal projektem zaméfenym na ¢eskou audiovizualni scénu Is this
cinema? v prazském kiné Oko, kde je od roku 2009 reditelem.

Dalsi projekty, které se vénovaly VJingu z podobné perspektivy
jako Bulva Fabula, je Projekt Aeroport odehravajici se v ramci Mezinarod-
niho filmového festivalu Karlovy Vary, ktery byl zalozeny v roce 2008 a od
té doby je produkeéné realizovany skupinou lidi okolo kin Aero, Svétozor
a Bio Oko. Dalsi z akci zaméfenych na prezentaci VJingu je Sperm Cine:
v ramci prazského Festivalu Sperm, jez funguje od roku 2006 a zaméruje
na propojovani zvukové a vizualni roviny vnimani ve formeé zivych audiovi
zualnich vystoupeni. Milovicky Freeze Fest od roku 2007 zatrazuje Freezeft
VJ battle, videoprojekce, svételné instalace a videomapping. Zlinské ob¢
ské sdruzeni Hucot se podili od roku 2005 na vyvoji zejména lokalni audis
vizualni tvorby a porada festivaly, vystavy a jednorazové site specific akce
(Audio Video Freaks, Uchoko, Zafi Zlin, Dobra Sajna ad.). DalSim festivale
s VJskou dramaturgii je brnénska prehlidka NEW NEW!, ktera vznikla

v roce 2005 a je zamérena na prezentaci nové hudby a soucasného umeéni
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—6.5. 2007
m pro soucasné umeéni Futura, Praha / Futura Centre for

mporary Art, Prague
Kkurator / curator

v Magid
text

Istvankova
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Punctum

zastoupeni tvirci / represented artists

Jesper Alvaer, Zbynék Baladran, Daniela Barackova, Ondfej Brody

& Kristofer Paetau, Milena Dopitova, Konstantinos-Antonios Goutos,
Alena Kotzmannova, Radim Labuda, Jan Mancuska & Jonas Dahlberg,
Michal Péchoucek, Pavla Scerankova, Slava Sobotovic¢ova, Ivan Svoboda,
Jan Serych, Mark Ther, Martin Zet
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The Punctum exhibition was realized in the Futura Centre for Contemporary
Art. Situated in Prague’s Smichov district and founded in 2003, the centre
has simple white halls, an adjoining garden as well as cellar spaces which
can be adapted to the individual installations. In 2007, Alberto di Stefano
of the management came up with the idea of creating a series of exhibitions
dealing with the individual media of video, sculpture, painting and
photography.

The first exhibition of the series was curated by Vaclav Magid;
an active artist, contemporary art critic and theorist as well as chief
editor of the Notebook for Art, Theory and Related Zones, a professional
journal published by the Academic Research Centre of the Academy of
Fine Arts (VVP AVU). According to Magid, the exhibition was intended
as a representative showcase of contemporary Czech art of the moving
image, however, without making a claim to objectivity. The self-confessed
subjectivity of the curatorial selection was clearly declared in the very
title of the exhibition alluding to Roland Barthes® term “punctum” which
denotes the subjective perception of photography by the recipient. Vaclav
Magid transferred this theoretical concept of interpreting photography as
a technically reproduced artwork to that of the moving image taking place
in time. According to the curator, the title was partially conceived as a
provocation, challenging the expectation that the exhibition would give a
general overview of the existing ways of working with the moving image
or represent a confrontation with the medium of photography. With its
subjective or even nostalgic tone, the term “punctum” enabled Magid to
give more and more weight to my own conviction as to the qualities of the
individual artworks and their potential to create an interesting whole. In
the end, the selection presented the artists active primarily on the then
current Prague scene. While some of them had been employing the moving
image on a regular basis (e.g. Mark Ther, Michal Péchoucek, Ondfej Brody),
others have done so only sporadically or even exceptionally. The aim was

not to create a showcase of “video artists” but rather to present those
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Vystava Punctum se uskuteénila v centru pro souc¢asné umeéni Futura.
Jedna se o vystavni prostor sidlici na prazském Smichové od roku
20083, jenz disponuje jednoduchymi bilymi saly, pfilehlou zahradou, ale
i sklepnimi prostory, jejichZ rozdéleni je mozné prizptisobit konkrétnim
instalacim. V roce 2007 pfiSlo tehdejsi vedeni, konkrétné Alberto di
Stefano, s vizi vytvorit sérii vystav vénujicich se vzdy jednomu médiu -
videu, soSe, malbé a fotografii.

Kuratorem prvni vystavy ze série se stal Vaclav Magid, ktery
je sam aktivnim umélcem a jako teoretik a kritik soucasného umeéni
pusobi rovnéz coby Séfredaktor odborného ¢asopisu Sesit pro teorti,
umeéni a pribuzné zony, vydavaného VVP AVU. Podle Magidovych slov
byla vystava zamysSlena jako reprezentativni prehlidka soucasného
¢eského umeni pohyblivych obrazti, ktera si ovSem necini narok na
objektivitu. Priznana subjektivita v kuratorském vybéru byla Magidem
jasné deklarovana v samotném nazvu vystavy, v némz se odkazal na
slavny koncept Rolanda Barthese ,punctum®, ktery postihuje subjek-
tivni zaujeti recipienta fotografie. Vaclav Magid se pokusil pfenést tento
teoreticky koncept interpretovani fotografie jako pripadu technicky
reprodukovaného uméleckého dila na pohyblivy obraz. Nepokousel se
resit teoretické dilema, zda je moZné uplatiiovat tento koncept zaloZzeny
na zaujeti detailem ve fotografii na pohyblivy obraz odvijejici se v ¢ase.
Volba nazvu byla podle kuratora ¢astec¢nou provokaci namifenou proti
ocekavani, Ze ptijde o prehledné predstaveni stavajicich podob prace
s pohyblivym obrazem nebo o konfrontaci s médiem fotografie. Subjek-
tivné aZ nostalgicky zabarveny pojem ,punctum® umoznoval Magidovi,
podle jeho vlastnich slov, prikladat stale vétsi vahu vlastnimu presvedce-
ni o kvalitach jednotlivych dél a o jejich potencialu utvorit zajimavy celelkk.
Vybér nakonec predstavil umélce pohybujici se predevSim na tehdy
aktualni prazské scéné. Neéktefi z nich v té dobé s pohyblivym obrazem
pracovali pravidelné (napf. Mark Ther, Michal Péchoucek, Ondrej Bro-

dy), jini ojedinéle a objevili se i takovi, ktefi vyuzili video zcela vyjimecneé.
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artists who employ video as one of the media. The objective was to select
brand new works so that the effect of “punctum” would not be weakened.
The only exception was represented by the Passenger Train installation by
Michal Péchoucek, which had already been exhibited at the monographic
exhibition Passenger Train (Jiri Svestka Gallery, Prague, 2006). However,
none of the videos has been made directly for the exhibition. The selection
consisted in encounters and consultings of the existing works or works in
progress with the individual artists. What was important was the debate

on the individual artistic approaches and Magid’s curatorial concept. As to
this method of selection, Magid said that I did not manage to meet all of the
artists immediately before the exhibition; some of them would only send or
give me their DVDs, e.g. Pavla Scerankovd and Martin Zet. In case of Jesper
Alvaer, who was in Los Angeles at the time, I even selected a video on the
basis of a verbal description; this would represent a compromise between the
accessibility of the works and the requirement of exhibiting brand new works;
originally, I had been captured by Jesper’s “video moments” he used to make
around 2000 (whirling pigeons, spilled oranges), however, those have already
been exhibited and have been known in other ways.

The videos presented at the exhibition can be divided into three
groups; “documentary videos” capturing referential reality and the authentic
atmosphere of the event (e.g. Pavla Scerankova, Slava Sobotovicova, Radim
Labuda); “narrative videos” based on a narrative line (e.g. Michal Péchoucek,
Mark Ther, Ondfej Brody and Kristofer Paetau); and “installation neologies”
employing the presentation of the moving image in the gallery space in an
innovative way (e.g. Jan Manc¢uska and Jonas Dahlberg, Zbynék Baladran).
As to the arrangement of the individual groups of videos, Magid said in the
press release that the exposition is divided according to a loose thematic clue.
Its aspects represent a minimal construction framework of the exhibition.
However, what is more interesting than the very framework is the cracks left
in its walls.

The individual videos and artists were linked neither by the theme,
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Zamérem nebylo udélat prehlidku ,videoartisti*, nybrz umélct uzivaji-
cich video jako jedno z médii. Cilem bylo vybrat dila, ktera nebyla jesté
~okoukana“, aby nebyl mozny efekt ,puncta“ oslaben. Jedinou vyjimkou
byla v tomto pripadé instalace Osobni viak Michala Péchoucka, ktera
byla soucasti jeho monografické vystavy Passenger Train (Galerie Jifi
Svestka, Praha, 2006). Piesto zadné z videi nevzniklo pfimo pro tuto vy-
stavu. Vybér probihal formou setkani a konzultaci s jednotlivymi umélci
nad existujicimi ¢i rozpracovanymi dily. Dtilezita byla vzajemna debata
o jednotlivych uméleckych pristupech a Magidové kuratorské koncepci.
Magid k této ,metodé” doplnil, Ze ne se vSemi umélci se mi ale podarilo
bezprostredné pred vystavou setlkat osobné, nékteri mi poslali nebo pre-
dali sva DVD - napr. Pavla Scerankova ¢i Martin Zet. V pripadé Jespera
Alvaera, ktery byl tou dobou v Los Angeles, jsem dokonce vybral video na
zdaklade slovniho popisu - to byl opét kompromis mezi dostupnosti pract
a pozadavkem vystavovat pouze neokoukanda dila: ptivodné mé zaujaly
Jesperovy ,,videomomentky*, co délal kolem roku 2000 (slétavajici se
holubi, rozsypané pomerance apod.), ty uz ale byly kdysi vystaveny na
jeho vystavé v Malé Spdlovce a byly i jinak znamé.

Na vystavé byla predstavena videa, ktera lze schematicky
rozdélit do tfi skupin: videa ,dokumentarni®, ktera zachycovala referenc-
ni realitu a vyznacovala se atmosférou autentické udalosti (napf. Pavla
Scerankova, Slava Sobotovicova, Radim Labuda); ,pfibéhova schéma-
ta" zaloZena na narativni linii (napf. Michal Péchoucek, Mark Ther,
Ondrej Brody a Kristofer Paetau); a nakonec ,instalaéni novotvary",
které svébytnym zptisobem pracovaly s prezentaci pohyblivého obrazu
v galerijnim prostredi (napf. Jan Manc¢uska a Jonas Dahlberg, Zbynék
Baladran). K rozmisténi jednotlivych skupin videi Magid v tiskové zprave
uvedl, Ze expozice je ¢lenéna podle volného tematického klice. Tyto ohledy
tvori jakousi minimalni stavebni kostru prehlidiky. Domnivam se vsal, Ze
zajimavéjsi nez stavba sama jsou trhliny v jejich sténach.

Jednotliva videa ¢i autory nespojovalo tematické zaméreni,
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recording technology nor their conscious affiliation to any art movement.
The selection rather resulted from the curator’s intuitive approach and the
conceptual approaches of the very artists. The Punctum exhibition provoked
a relatively strong media response, which is partly due to the fact that there
had been but a few collective exhibitions focusing purely on audiovisual art.
The first makers of Czech video art were introduced in 1994 at the Cesky
obraz elektronicky (Czech Electronic Image) exhibition in the Manes Gallery.
After a long pause, there was the travelling exhibition Frisbee (2004 -2006)
curated by FrantiSek Kowolowski followed by Vécné stavy (Objective States,
2006) and Punctum (2007), both curated by Vaclav Magid.

In his review written for the Novy prostor magazine, dramaturg of
the NoD gallery and art critic Jifi Ptacek analyzed the deliberate creation of
chance, which, in his opinion, is contradictory to the very term “punctum”.
According to Ptacek, Punctum rather became its antipole; the “studium”;
another term mentioned by Roland Barthes in Camera Lucida. This
approach provokes but a polite interest; one can like the picture but is not
absorbed or pierced by it. It seems as if Magid was not satisfied with the
“injury” caused by the artworlks but had to link the exhibition to culture; a
contract made between the artists and consumers, which is surprising yet
comprehensible, so that it cannot stir us. In my explanation, the original
assignment; to make a display of contemporary Czech art of the moving
image; seemed so obliging that he did not dare to bring the story of his
personal satori (an intuitive experience, enlightenment) to an end.

In his article for the Film a doba magazine, artist in the field of
computer art and graphics, critic, theorist and lecturer of the Centre of
Audiovisual Arts of the Film and Television Academy of the Academy of
Performing Arts (FAMU) in Prague Milo$ Vojtéchovsky criticized the close
interconnection of the exhibited works and the artists, calling it a poetics
of a personal obsession. It is hard to say how many visitors outside the local
community of young permanent Prague exhibitors may have been pierced by

these “punctual” images.
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technika snimani obrazu ani védoma prislusnost k néjakému proudu.
Pojitkem byl kuratortiv intuitivni vybér a konceptualni pfistup umeélcu.
Vystava Punctum vzbudila pomérné vyraznou medialni odezvu, coz

I1ze pricist i do té doby minimu kolektivnich vystav zaméfenych ryze

na audiovizualni tvorbu. Prvni z tvlircti ¢eského videoartu byli predsta-
veni v roce 1994 na vystavé Cesky obraz elektronicky v galerii Manes.
Po dlouhé odmlce se objevily putovni vystava Frisbee (2004 -2006)
kuratora Frantiska Kowolowského, Vécné stavy (2006) a Punctum
(2007), obé v kuratorské rezii Vaclava Magida.

Dramaturg galerie NoD a vytvarny kritik Jifi Ptacek analyzoval
ve své recenzi pro Novy prostor ono zameérné vyvolavani nahody, které
si dle jeho slov s terminem puncta protife¢i. Punctum se dle Ptacka
v tomto pripadé stalo spiSe svym protipolem, studiem, které zminuje
Roland Barthes ve Svetlé komore také. Jedna se o piistup vyvolavajici
pouze zdvorily zajem, snimek se nam muzZe libit, ale ni¢im nas neuchva-
ti, neprobodne. Magid jakoby nebyl spokojen pouze s ,poranenim®, jez
mu dila zpusobila, a vystavu potreboval néjalk spojit s kulturou — smlou-
vou uzavrenou mezi totrei a konzumenty, ktera nés prekvapuje, jenze
takeé ji rozumime, a tak nami nemiize otrast. Vysveétluji si to jediné talk,
Ze ho ptwodni zadani: prehlidica soucasného ceského umeni pohyblivych
obraztt zavazovala tolik, az se neodvazil pribéh svého osobniho satori
(tzn. intuitivniho prozitku, osviceni) dotdhnout do konce.

Milo$ Vojtéchovsky, umélec v oblasti poc¢itacového umeéni a gra-
fiky, kritik, teoretik a pedagog FAMU (Centrum audiovizualnich studii),
ve svém ¢lanku pro periodikum Film a doba kriticky nahlizel na uzké
sepéti vystavovanych dél a jejich autorti — nazval je poetikou osobni
obsese. Tézko soudit, kolik divdkit mimo domovskou komunitu mladych
prazskych permanetnich vystavovatelil bylo témito , punctudalnimi“ obrazy
zasazeno.

Mezi dalsimi recenzenty a kritiky se objevili Jan Vitvar
(Respelkt), Edith Jefabkova (A2) &i Zuzana Stefkova (Cinepur).
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Other authors of reviews and criticism included Jan Vitvar (Respelkt
magazine), Edith Jefabkova (A2 weekly) and Zuzana Stefkova (Cinepur
magazine).

The Punctum exhibition received the Umeélec ma cenu (Artists Are
Appreciated) award by Jifi Kovanda for the best collective exhibition of
2007. The award is presented to artists over 35 years and is based on a
nomination survey; while the best exhibition of the year award is based on

a secondary survey.
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Punctum ziskalo ocenéni od Jifiho Kovandy Umélec ma cenu pro nej
lepsi skupinovou vystavu roku 2007. Jedna se o cenu pro umeélce ¢i
umeélkyni nad tricet pét let, udélovanou na zakladé nominaéni anke
Vedlejsi dobrovolnou nominaéni anketou byly voleny nejlepsi vystavy

roku.
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oku 2007 / held since 2007

9.12. 2007, PAF Olomouc (Divadlo hudby Olomouc)
Olomouc (Music Theatre Olomouc)
14.12. 2008, PAF Olomouc (Divadelni sal)
Olomouc (Theatre Hall)
13.12. 2009, PAF Olomouc (Divadelni sal, Galerie Podkrovi)
Olomouc (Theatre Hall, Attic Gallery)

12.12. 2010, PAF Olomouc (Divadelni sal, Galerie Podkrovi)
Olomouc (Theatre Hall, Attic Gallery)

11.12. 2011, PAF Olomouc (Galerie Podkrovi, Divadelni sal)
Olomouc (Attic Gallery, Theatre Hall)

kuratofi a kuratorky / curators

a Dolanova, Martin Fisr, Martin Mazanec & Michal Péchoucek,

a Polakova, Pavel Ryska

text

a Lehkozivova, Alexandr Janc¢ik
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Jiné vize / Other Visions

zastoupeni tvirci / represented artists

2007

Miroslav Bambusek, Martin Buril, Katerina Drzkova, Jifi Havlicek
& Filip Cenek, Ivo Hos, Lukas Kellner, Pavel RySka, Matéj Smetana,
Viktor Takac, Trakod (Matyas Vacek & Milan Zak)

2008
Daniela Barackova, Josef Bolf, Lukas Hajek, Martin Kohout, Pavla
Scerankova, Patrick Sedlaczek, Ivan Svoboda, Roman Stétina, Pavel

Svec, Viktor Takaé

2009
Petra Hermanova, Michal Kindernay, Vilém Novak, Jan Pfeiffer, Daniel
Pitin, Maté&j Smetana, Tomas Svoboda, Barbora Svarcova, Roman Tyc,

Lenka Zampachova

2010
Martin Kohout, Jaakko Pallasvuo, Pavla Gajdosikova, Petra Hermanova,
Tereza Janeckova & Pavlina Mi¢ova, David Mozny, Tereza Sochorova

& Jan Horak, Christoph Srb, Veronika Vlkova, Lenka Zampachova

2011

Martin Bufil, Pavla GajdoSikova, Sona Jelinkova, Michal Kindernay,
Katefina Kynclova & Vojtéch Vanék, Alexandra Moralesova, Krystof
Pesek, Matéj Smetana, Adéla Sobotkova, Jan Sramek & Veronika
Vilkova
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The Other Visions competition has been part of the Festival of Film
Animation (PAF) Olomouc since 2007. In the course of its existence, it has
become an important platform for the presentation of the moving image in
the Czech environment. The ten final audiovisual works are selected by a
curator addressed by the PAF dramaturgs in the given year. The curators
come from the ranks of film theorists, curators and artists dealing with the
field of film and animation on a long-term basis. All of the ten selected films
are presented in the form of an exhibition, projection in the cinema hall and
inclusion in the festival catalogue. The winner is selected by three members
of an international jury recruited mostly from the festival guests.

The curators of Other Visions try to seek visually and narratively
original projects on the border of film, visual arts, video art and animation
employing the aspects and methods of animation in an inventive and open
way (the very animation being neither their primary aim nor causative
factor). They accept various approaches to the moving image, ranging from
classical animation, film and video through working with the manipulated
image, text, feature film sequences and computer technology to performance
recordings. The only limitation of the film selection consists in the place
and time of production related to the festival competition frame. All of
the films have to be made or produced in the Czech Republic and have
to be completed within the last 18 months before the selection deadline.
Besides being projected in the film hall, the ten selected works are also
installed in the Art Centre of Palacky University in Olomouc. It is due to
the fact that these are mostly no “animated” films intended for a cinema
hall projection that the competition has become a meaningful gesture of an
open understanding of the term “animation” and its wide-ranging scope.
The double presentation in the cinema hall and the gallery environment is a
result of the effort to expose the works to various types of projection context
and see how they can cope with various presentation modes.

In the context of the PAF festival, the phrase “other visions” was

first used in a lecture by filmmaker and historian of the film avant-garde
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Soutéz Jiné vize probiha od roku 2007 jako soucast Prehlidky animova-
ného filmu PAF Olomouc. Za nékolik let své existence se stala daleZitou
platformou prezentace pohyblivého obrazu v ¢eském prostredi. Vybér
deseti finalnich audiovizualnich dél byl kazdoro¢né vysledkem volby
kuratora, ktery byl osloven pro dany rok dramaturgy PAFu. Slo vzdy
o teoretiky filmu, kuratory nebo umélce dlouhodobéji studujici prostredi
filmové tvorby nebo animace. VSech deset vybranych snimkti je prezen-
tovano formou vystavy, projekce v sale a zarazenim do doprovodného
katalogu festivalu. O vitézi rozhoduje vzdy tficlenna mezinarodni porota,
rekrutujici se prevazné z hostt festivalu.

Kuratori a kuratorky Jinych vizi se snazili vyhledavat vizualné
i narativné originalni projekty na pomezi filmu, vytvarného umeéni,
peni pracovalo s animaénimi prvky a postupy (samotna animace nebyla
¢asto jejich prvotnim zameérem a hybnym c¢initelem). Akceptovan pak byl
jakykoli pristup k praci s pohyblivym obrazem - od klasické animace,
filmu a videa pres praci s manipulovanym obrazem, textem, sekvencemi
hraného filmu, s poéitacovou technologii nebo zaznamem performance.
Jedinym omezenim pro zatrazeni filmu do vybéru byly misto a doba
vzniku, jeZ souvisely s festivalovym soutéZnim ramcem. VSechny snimky
musely vzniknout nebo byt produkovany v ramci Ceské republiky
a nesmeély byt starsi vice nez osmnact meésict zpétné od data uzavieni
vybéru. Vybranych deset dél bylo promitano nejen ve filmovém sale, ale
od roku 2009 rovnéz byla instalovana béhem trvani PAFu v prostorech
Umeéleckého centra Univerzity Palackého v Olomouci. Pravé proto, Ze se
vétSinou nejednalo o ,animované”“ snimky zamyslené pro kino-projekeci,
byla tato soutéz vymluvnym gestem naznacujicim oteviené chapani
toho, co vSe muize byt zahrnuto pod pojem ,animace”. Divodem dvoji
prezentace v kinosale a také v galerijnim prostfedi byla snaha vystavit
dila riznym typtim projekéniho kontextu a zjistit, jak obstoji v riiznych

prezentacnich modech.
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and experimental film Martin Cihak in 2003. Dealing with animation in
American experimental film, his lecture stirred interest in the theme among
the festival dramaturgs. Originally focusing on classic animation only, the
festival was later enriched by further genres employing animation not only
in the context of film but also in the context of art while considering its
wider links and interconnections. The theme of the moving image gradually
became one of the dominant features of the festival, determining its further
direction. This was also related to the question of the presentation of the
theme, especially with respect to those cases of the contemporary moving
image that are on the fringe, outside any categories and therefore “other”. In
2004, Martin Cihak held a lecture of the same title dedicated to Australian
filmmaker Marcus Bergner. In response to these lectures, a block of two
independent presentations was realized in 2006. The former introduced the
works by Brno-based visual artist and later winner of the 2010 competition
David Mozny who works primarily with the digitally manipulated image.
The latter presented the activities of the Siggraph association focusing on
computer and interactive graphics and techniques.

The independent existence of Other Visions as a competition
section of PAF started in 2007. It was motivated by the effort to start
mapping and further presenting works employing the moving image in the
Czech context. The first ideological concept and competition criteria were
elaborated by festival dramaturg Martin Mazanec who selected a series
of ten competition films in co-operation with artist and curator Michal
Péchoucek. The winner of the first edition was Viktor Takaé¢ and his video
Mr. Méebius lives on the 2nd floor (2007). The second edition was curated
by curator and artist Martin FiSr. The winner was Martin Kohout (Pash*)
and his online video Moonwalk (2008). In 2009, several remarkable changes
were introduced. The post of a competition dramaturg (Irena Lehkozivova)
was established; the task of the dramaturg consisted in the year-round
collection of audiovisual works to be presented to the curator along with

the submitted works. Another significant change consisted in the new way
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Poprvé bylo spojeni Jiné vize pouzito v ramci PAFu na prednasce filmate
a historika filmovych avantgard a experimentalniho filmu Martina
Cihaka v roce 2003. Cihak se ve svém pfispévku vénoval animaci v ame-
rickém experimentalnim filmu, a nepfimo tak podnitil zajem o toto téma
mezi tehdejsimi dramaturgy festivalu. Ti zacali festival, zaméfeny tehdy
jesté na klasickou animaci, obohacovat o dalsi Zanry pracujici s animaci
nejen ve filmovém, ale i v uméleckém kontextu, v SirSich souvislostech
a vztazich. Téma pohyblivého obrazu, jez se zde objevilo a postupné na
sebe strhavalo pozornost, se stalo jednou z vyraznych dominant festivalu
a urcilo jeho dalsi sméfovani. S tim souvisela rovnéz otazka prezentace
tématu, a to obzvlasté s prihlédnutim k okrajovym, téZce zaraditelnym,
tedy .jinym* pripadiim sou¢asného pohyblivého obrazu. V roce 2004 pro-
nesl pod stejnym nazvem Martin Cihak prednasku vénovanou austral-
skému tviirci Marcusu Bergnerovi. Na ohlas téchto vystoupeni navazal
v roce 2006 blok dvou na sobé nezavislych prezentaci. V prvni z nich
predstavil svou tvorbu brnénsky vizualni umélec a pozdéji vitéz soutéze
v roce 2010 David Mozny, ktery pracuje predevsim s digitalné manipu-
lovanym obrazem. Druhy blok seznamil divaky s ¢innosti spole¢nosti
Siggraph, zaméfenou na pocitacovou a interaktivni grafiku a techniku.
Samotna kapitola Jinych vizi jako svébytné soutéZni ¢asti PAFu
zacala v roce 2007. Motivaci byla i snaha zacit systematicky mapovat
a dale prezentovat dila pracujici s pohyblivym obrazem v ¢eském
kontextu. Prvni ideovy koncept a kritéria soutéze vypracoval dramaturg
festivalu Martin Mazanec, ktery ve spolupraci s umeélcem a kuratorem
Michalem Péchouckem sestavil pasmo deseti soutéznich snimku.
Vitézem prvniho ro¢niku se stalo video Viktora Takace Mr. Méebius
lives on the 2nd floor (2007). Kuratorem druhého ro¢niku byl kurator
a umélec Martin FiSr. Za nejlepsi dilo bylo vyhlaseno internetové video
Martina Kohouta (Pash*) Moonwalk (2008). Béhem roku 2009 doslo
v soutézZi k nékolika vyraznym zménam. Byl ustanoven post drama-

turgyneé soutézZe (Irena Lehkozivova). Jeji uikol spocival v celoroénim
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of presentation of the final ten films and videos. The nominated films were
presented as a series; the visitors would watch all of the ten films within
an installation in the space of the Attic Gallery at three separate projection
surfaces. The third edition was curated by art theorist and historian Lenka
Dolanova. The main award went to the film Ztraceny architekt (The Lost
Architect, 2008) by Daniel Pitin. The newly introduced Audience Award went
to Matéj Smetana for his video Navod 2: Trilobit (Instructions 2: Trilobite).
The 2010 edition retained the modifications introduced in the previous
year. The curatorial selection was prepared by film theorist Sylva Polakova.
The winner was David Mozny (Rahova, 2010 version) who also received the
Audience Award.

The Other Visions video and film selection was also presented
outside the PAF festival. The first significant presentation of the selected
competition films was held in the DOX Gallery in Prague on February 25,
2010 under the title Other Visions; on the border of animation and video
art. The exhibition introduced the winning films of 2007-2009 in the
presence of the artists (Viktor Takaé¢, Martin Kohout, Daniel Pitin and Matgj
Smetana). In 2010, the selection was introduced abroad; on March 14 and
15, 2010, it was introduced in the Saint-Merry Church and the Czech
Centre in Paris; later that year, it moved on to the Stanica cultural center
in Zilina, Slovakia and the Anilogue festival in Budapest. In 2011, Other
Visions videos were presented at the Clocktower Gallery and the Union
Docs Center in New York, at the Fest Anca in Slovakia, at the Summer Film
School in Uherské Hradisté etc.

The media responses to the competition consisted mostly in
summary texts and critical articles concerning the PAF festival as such.
Besides the positive reactions by Czech artists who were interested in
participating in the competition, the professional art media also presented
the critical commentary by Karina Kottova. In her review, she expressed her
indignation about the presentation of video art in a cinema hall: Next time,

you may get some popcorn to go along with your beloved video.
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shromazd ovani audiovizualnich dél, ktera byla spole¢né s prihlaSenymi
dily nabidnuta oslovenému kuratorovi ¢i kuratorce ke zhlédnuti. Druha
podstatna zména se pak tykala zptisobu prezentace finalni desitky filma
a videi. Nominovana dila byla promitnuta jako pasmo — navstévnici
mohli soucasné vidét vSech deset snimkt v ramci instalace v prostoru
Galerie Podkrovi na tfech samostatnych projekénich plochach. Kurator-
kou tretiho ro¢niku byla teoreticka a historicka uméni a novych médii
Lenka Dolanova. Hlavni cenu ziskal snimek Ztraceny architekt (2008)
Daniela Pitina. Nové pak byla zavedena divacka cena, kterou obdrzel
Matéj Smetana za video Navod 2: Trilobit (2009). Roénik 2010 pokracoval
v intencich tprav predchoziho roku. Kuratorsky vybér pripravila filmova
teoreticka Sylva Polakova. Vitézem se stal David MozZny (Rahova, verze
2010), jenz si zaroven odnesl i Cenu divaku.

Vybér videi a filmt z Jinych vizi se postupné dostal i mimo PAF.
Prvni vyznamna prezentace vybranych soutéznich snimkt probéhla
25.2. 2010 v prazské galerii DOX pod nazvem Jiné vize: Na pomezi
animace a videoartu. Predstaveny zde byly vSechny vitézné filmy z let
2007-2009 za osobni ucasti tvarcu (Viktor Takac, Martin Kohout,
Daniel Pitin a Matéj Smetana). Roku 2010 se uskutecnila prvni prezen-
tace v zahranici (14. a 15.3. 2010, Pafiz, Saint Merry a Ceské centrum),
dale béhem téhoz roku v multikulturnim centru Stanica-Zarecie
a na budapestském festivalu Anilogue. V roce 2011 byla videa Jinych
vizi prezentovana v Clocktower Gallery a v Union Docs v New Yorku,
na slovenském Festu Anca, Letni filmové Skole v Uherském Hradisti ad.

Ohlast1 v médiich se soutéz dockala ve vétsiné pripadt v ramci
souhrnnych zprav a Kkritickych ¢lankt k prehlidce PAF jako takové. Vedle
pozitivnich reakci ¢eskych vytvarnych umeélct a umélkyn, ktefi projevili
zajem o ucast v soutéZi, bylo mozné ve specializovaném uméleckém tisku
zaznamenat napiiklad kriticky komentar publicistky Kariny Kottové. Ta
se ve své recenzi pohorSovala nad prezentaci videoartu v kinosale: Mozna

Ze ke svému oblibenému videoartu dostanete pristé i popcorn.
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