Magdalena Hruba

Magdaleny Hrubé jsem si poprvé vSiml kvili Deviti
sekundam ticha. To je ¢ernobila pocitacova anima-
ce s paraSutistou, ktery devét vtefin pada k zemi.
NaSel jsem ji na dvd Pasmo, kompilaci Filipa Cenka,
0 némzZ jsem se chtél dozvédét néco vic. A protoze
Cenek nepomahal Magdalené Hrubé pouze s Deviti
sekundami ticha, ale také s jinymi snimky, zacal
jsem si vSimat dalSiho gravitacniho pole, jemuz
se spolupraci s ni vystavil. Filmy vytvorené spolu
s Magdalenou Hrubou se odliSuji od téch, co Cenek
déla s Jifim Havlickem.

Kupfikladu Cirkus by mohl klidné zapadnout mezi
hravé figury medvidk( z Pojarova seridlu Potkali se
u Kolina. | kdyZ se vzajemné nepodobaji stylizaci,
fe€¢ promén jednoho znaku ve druhy je obdobnou
poetickou formulaci moznosti animovaného filmu.
Cirkus se jiny proto, Ze obsahuje reflexi celé situace.
Zvukovou stopou, takovym ledabylym mumlanim
klauna v manéZi, ndm sdéluje nejistotu, jestli to, co
sledujeme, stojiza to. Nepochybuje pouze klaun, ale
také autor, ktery nas chce a nebo ma pobavit. Pojar
(nebo jakykoli jiny zastupce hlavniho, komerénich
proudu animace) nas svymi dvéma medvidky pfi-
mocare bavi, Hruba ndm oznamuje, Ze by nas poba-
vit chtéla, jen si neni Gplné jista, jestli zvolila vhodné
prostfedky. Zadrhne zip v plli, ale podé to s takovou
lehkosti, Ze se nakonec bavime pravé tim. Je to jem-
na souhra rozhybanych postavicek a tichého hlasu,
co mé presvédcuje, Ze Cirkus neni dryacnickd, nybrz
inteligentni a nezvykle pointovana scénka.
Kreslenému filmu nemusime nijak uvéfit, oteviené
se hlasi k autonomii na trojrozmémém jevovém
svété. Proto asi nebudeme tvrdit, Ze ve Zlaté azu-
ru oZiva obraz Joana Mird, spi§ se zamyslime nad
tim, pro¢ nékdo chce nékteré uz jednou vytvorené
véci uvadét v pohyb, rytmizovat v ¢ase a obdafrit
salavéjSimi, pulzujicimi barvami. Odpovéd nemam,
nevsiml jsem si ani, Ze by Zlato azuru mélo néjaky
teoreticky plan, ktery by Slo popsat. Spise jsem jim
proplul, nechaval se unaset jinou vjemovou hladi-
nou. Ale to by nakonec odpovéd byt mohla, pokud
uznate, Ze ji nebudu niéim obhajovat a s ni¢im dal-
§im srovnavat.

Pravé posouvani viemové hladiny mé zaujalo rovnéz
u Art first has to be defined. V 8mm Cernobilém za-
znamu divky ve mésté se zacnou objevovat drobné,
dodatecné provedené kresby. Spolu se slovem
Boudnik, které se pred ndmi okamZik objevi, se tak
filmovy material stava velmi konkrétni prostfedkem,
jimZ Ize nachazet obrazy tam, kde na né nejsme
zvykli nebo kde jsme na hledani rezignovali. A té-
mito nékolika ,vsuvkami“ se i cely film dava poznat
jako esteticky prepis reality.

Pribéhy filmG Magdaleny Hrubé Casto vyplyvaji ze
zvolenych obraz(. Jsou nestejnomérné uzaviené a
dofecené. Jsou svébytné ve vyuZiti zvoleného mé-
dia, nevzpiraji se mu a naopak hledaji miru, kdy za
akci pozndme cestu k ni i vyvolanou naladu. Mych
oblibenych Devét sekund ticha je opravdova ani-
macni mikrostory: je to ,pouze” vSedni let paraSu-
tisty ovzdusim, pojednany tak, abychom o statické
postavicce védéli, Ze svisti prostorem k zemi. Nahle
se vSak barvy obrati a my sledujeme tutéz scénu
inverzné. Na ploSe nékolika sekund se rozprostre
drama samotného pfibéhu i naseho vnimani.

Magdalena Hruba
| first noticed Magdalena Hrubd because of Deviti
sekundam ticha (Nine Seconds of Silence). It is a black-
and-white computer animation with a parachutist who
falls to earth for nine seconds. | found it on the Pdsmo
(Zone) DVD, a compilation by Filip Cenek, about whom
| wished to know more. And because Cenek did not help
Magdalena Hrubd only on Deviti sekundach ticha, but also
on other films, | started to notice a new field of gravity,
which was exhibited in co-operation with him. The films
made together with Magdalena Hruba are different from

those which Cenek made with Jifi Havlicek.

As an example Cirkus (Circus) could easily belong among
the playful teddy-bear figures from Pojar's serial Potkali
se u Kolina (They met in Kolin). Even though they do
not have similar styles, speech changed from one sign
to another is an analogous poetic formulation of the
possibilities of animated film. Cirkus is different therefore,
in that it contains reflexes to the whole situation. With
the soundtrack, a kind of sloppy mumbling clown in a
big top, we are not sure if what we are watching is worth
watching. Not only the clown has his doubts, but the artist
too, who wants to, or should, entertain us. Pojar (or any
other representative of the main, commercial stream of
animation) entertained us with his two teddy bears, but
Hruba advises us, that she would like to entertain us, but
she is not entirely sure if she has chosen the right medium.
The zip is pulled half way down, but it is done so gently
that this is precisely what entertains us. It is the gently
synchronisation of bestirred little figures and quiet voices
that persuades me that Cirkus is not phoney, but rather an
intelligent and unusually pointed little scene.

We cannot do otherwise than believe in the cartoon;
it openly announces its autonomy from the three-
dimensional phenomena of the world. There we probably
will not claim that in Zlaté azuru (Goldenly Azure) the
painting by Joan Miré comes back to life, but rather we
think about why anyone would want to see some already-
created things in motion, rhythmatized in time and
endowed with radiating, pulsing colours. | don not have the
answer; indeed | did not even notice if Zlato azuru has a
theoretic plan that could be described. Rather | navigated
my way, letting drift another perceptual surface. But there
should be some kind of answer, if you know that | am not
going to defend anything or compare it with anything else.

It was just this shift in the perceptual surface that
attracted me similarly to Art first has to be defined. Small,
subsequently accompanied drawings start to enter onto
an 8mm black-and-white recording. Along with the word
Boudnik, which immediately appears before our eyes the
filmed material becomes a very concrete means which
allows pictures to be found there, where we are not used
to finding them, or where we have given up looking. And
by these several “interpolations” the whole film can be
understood as an aesthetic transcription of reality.

The stories in Magdalena Hrubd'’s films often arise out
of the chosen pictures. They are unusually private and
concluded. They are peculiar in their use of the chosen
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media, they do not mock it and, on the contrary, they
seek a level where, behind the action, we recognise
the way to it, and even the resulting mood. My favourite
Devét sekund ticha is a true animated micro-story: it is
“only” the ordinary fall of a parachutist through the air,
but treated in such a way that we would know that the
static little figure is whizzing through space towards the
earth. Suddenly, however, the colours turn over and
we are following the same scene inversely. For several
seconds on the surface the drama of the story itself
unfolds together with our perception of it.
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