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Filmovy obraz jako analogii vjemu, repetitorium ide-
alnich anebo signifikantnich, vymluvnych pohledd
vystfidalo jeho pojeti jako pole moznych konstrukei
a rekonstrukci vyznamdl, které teprve jsou schopné
dat smér sémidze.
Pfedpoklad a konecny zabér.
Postprodukce jako produkce vyznamu.
Koncept jako pohyblivy svatek.
Detail jako politika, fragment jako etika.
Celek jako poetika. Status kamery?
Prostor, ktery vytvarime svou pritomnosti neni ucho-
pitelny jinak nez pravé touto pfitomnosti, nicméné
miZe byt reprezentovan prostrednictvim rozliénych
konstrukei kvazicelkd, hloubkou obrazového pole,
pomoci fragmentace obrazu €i evokovan interven-
cemi a akcentovanim jednotlivych prvki, které
v sobé kumuluji divikem aktivované potencialni
vyznamy.
,MUj prvni uvédomély viem - detail,“ piSe Ejzen-
Stejn. Vysvétleni? Navod? Omluva? Ryzi re-kon-
strukce?
Na filmech Filipa Cenka mé asi nejvic ze vSeho
fascinuje kombinace lyrického ténu a analytického
pristupu k moznostem, které ma uZivatel dnesnich
technologii. Dekonstrukce zcizujicich postup(li vy-
tvari zdani ryzi intimity, jejiZ vlastni charakteristikou
je ovSem v diisledku zvlastni ne-osobnost. Jeho pra-
ce se tykaji toho, co obvykle oznacujeme za nas po-
hled (vyhodnocujici vidéni, jeZ je ¢asteéné védomé
Ci fizené urcitou potfebou a ¢astecné mimodécné,
»podléhajici“ biologickym, socidlnim a kulturnim
vzorctm ¢i ndvykiim), jsou jeho lehce ironickym
komentarem.
Charakteristickym a konstitutivnim prvkem je tu
ovSem vzdycky dialog predobrazu (vstupni obrazové
informace) zabéru s manipulujici/manipulativni
technologii, se zvukem, hudbou a ocekavanim
divaka. Jakasi pfirucni intimita coby predpoklad
Cenkova pfistupu k filmovému obrazu narazi v jeho
etudach na sebe samu, zcela zaméré zpochybnuje
svou autenticitu, aby se divak na konci necitil povi-
nen vyslovit soud o ndmétu a jeho smyslu a zaroven
aby mél dostatec¢né intenzivni pocit, Ze néco vidél a
byla saturovana jeho potfeba zaZitku. Rozlozeni sil
mezi viemem, jazykem ,vypravéni“ a deSifrovanim
vztah( jednotlivych sloZek filmu je tedy pokud moz-
no vyvazené.
Cenkova intimita s velmi jemnym humorem nabizi
néco, co neni aZ tak podstatné. To dileZité se nako-
nec nutné odehrava ¢i odehralo nékde dplné jinde.
Jako bychom byli uchvaceni pozorovanim Svu, jeho
pribéhem, umélosti ¢i neumélosti, aniz bychom byli
sto zjistit, zda jde o zaplatu, perfektni spoj mezi dvé-
ma dily odévu, Ci pouze o sesité hadriky.
Zajima nas to viibec?
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The film picture as an analogy of perception, a cramming
course of ideal or significant, eloquent sights has replaced
its concept as a field of possible constructions and
reconstruction of meanings, which are only capable of taking
the direction of semiotics.

Supposition and final shot.

Postproduction as the producer of meaing.

The concept as moveable feast.

Detail as politics, the fragment as ethics.

The whole as poetics. A statute of the camera?

Thespace in which we create our presence cannot be
understood other than as that presence; nevertheless it can
be represented as the means through which multifarious
constructions of quasi-wholes, deep pictured fields, with
the aid of the fragmentation of the picture or the evoked
interventions and accented individual elements accumulate
within themselves for the viewer the activation of potential
meanings

“My first conscious perception-detail“, writes Eisenstein.
Explanation? Instructions? excuse? Unadulterated re-
construction?

Probably what fascinates me above all in the films of Filip
Cenek is the combination of Iyrical tones and the analytic
approach to the possibilities available to the user of today’s
technologies. The deconstruction of alienating advance
createstheillusion of pure intimacy, whose own characteristic
is of course in the consequence of unaccustomed non-
personality. His work, concerned with the things that we
usually consider as beyond our vision (an evaluating vision,
which is partly conscious or driven by a certain need, and
partly involuntarily “amenable” biological, social and cultural
patterns or habits), is his lightly ironic commentary.

With his characteristic and constitutive element there is of
course always a dialogue of prototype/ entrance of pictorial
information / shots with manipulating / manipulative
technology, with sound, music and the expectations of the
viewer. Cenek’s approach to the filmed image gets at his
studies of himself and is a kind of manual of intimacy; he
quite deliberately calls their authenticity into question, so
that the viewer finally does not feel obliged to pronounce a
judgement on the matter and his senses and at the same
time so that he has a sufficiently intense feeling that he
has seen something and his need for experience has been
saturated. The disintegration of powers among perception,
the language of “story telling“ and the deciphered
relationships of the individual components of the film is then
balanced, if at all possible.

Cenek’s intimacy, along with a very gently humour, offers
something thatis not so substantive. The important must finally
play itself out or have been played outin a completely different
place. Itis as if we were forced to observe a seam being made,
its progress, its artificiality or non-artificiality, without being to
find out about it whether it is a matter of a patch, a perfect
connection between two pieces of clothing or only sewn rags.
Are we at all interested?
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