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Abstrakt

Mary Lampson je ocefiovana nezavisla filmarka a stfihacka. Své prvni
zkuSenosti ziskala pfi spolupraci s pionyry hnuti Direct Cinema, reziséry D. A.
Pennebakerem a Richardem Leacockem a pozdéji navazala dlouholetou spolupraci s
reziserem Emilem De Antoniem, jehoz pfistup k dokumentarni formé& mél zasadni
dopad na politicky angazovanou tvorbu. Jako stfihaCka pracovala na mnoha
nezavislych dokumentarnich filmech, vcCetné prelomového Harlan County USA
Barbry Kopple. Snimky, na nichz se podilela nejen jako stfihacka, hledaji odpovéd
na nasledujici otazky: Pomaha expozice procesu nataceni komunikaci s publikem,
nebo ji naopak ztéZzuje? Dopomaha snimku k vétSi autenticité? Na tyto otazky
Lampson odpovida v rozhovoru uskuteCnéném pro ucely této prace, jez se soustfedi

v ramci jeji filmografie na feSeni této problematiky ve stfizné.



Abstract

Mary Lampson is an award-winning independent flmmaker and editor. Starting
off working for Richard Leacock and D.A. Pennebaker in the days of Direct Cinema,
she later became the closest collaborator of director Emile De Antonio, who’s works
had significant impact on the form of documentary cinema and political practice of
filmmaking. She edited many independent documentaries, including Barbra Kopple's
ground-breaking Harlan County USA. The films she has worked on, often not only as
an editor, raise a question whether the exposition of shooting process helps or
hinders communication with the audience and has a bigger potential to create the
feeling authenticity. These questions are discussed in an interview with Lampson,
which is the framework of this text, and the following chapters will focus on her
filmography and how do we deal with this problematic in the editing room.
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1 Uvod

Tato prace se chronologicky vénuje tvorbé stfihacky Mary Lampson a analyze
jejich filma s ohledem na téma angaZovanosti autora. Méla jsem to Stésti s Lampson
spolupracovat v roce 2015 na filmu The Islands and the Whales, a tak jsem vyuzila
moznosti s ni za uCelem této prace vést rozhovor, ve kterém jsme probiraly téma
angazovanosti autora v dokumentarnim filmu. Tento tfihodinovy rozhovor probihal
dne 27.8.2018 a 4.9.2018 pres Skype z Prahy do Maine, kde Lampson nyni sidli.
Rozhovor je primarnim zdrojem, a je doplnén sekundarni literaturou, ktera se snazi
zafadit jeji mySlenky a zpusob prace do nalezZitého historického a teoretického

kontextu.

Na pocatku Sedesatych let hnuti Cinema Verité a Direct Cinema pfedstavovala
dva odlisné pfistupy, jak se stavét k problematice vlivu autora na snimanou situaci.
Oba tyto sméry mély zasadni vliv na formu dokumentarnich filmu a nastartovaly stale
probihajici dialog, sméfujici k nalezeni co nejadekvatnéjSiho zpusobu, jakym

fvevivs

reality.

Prvni kapitoly se vénuji hnuti Cinema Verité a Direct Cinema, protoze pravé
tehdy se dokumentaristé intenzivné zabyvali zpusoby, jakymi autor vstupuje do
filmového dila. Tato Cast obsahuje vyraznéjSi historicky exkurz, ktery je ovSem
dalezity pro definovani zakladi dané problematiky. Pfistup stfihate k materialu je
ilustrovan na pfikladech film{, na kterych Mary Lampson spolupracovala, a rozhovor
s ni dokresluje nejen problematické aspekty uchopeni latky, ale zaroven je ponékud

intimné&jSim vhledem do jeji kariéry.

Tato prace se soustfedi na vybrané dokumentarnimi filmy, na kterych se
Lampson podilela, a které pFedstavuji rizné zpusoby uchopeni a respektovani
natoCeného materialu v souvislosti s angazovanosti autora. DalSim podstatnym
zdrojem pro tuto praci je kniha Douglase Kellnera, ktera je kompilaci rozhovoru a

textt Emile De Antonia, se kterym Lampson sestfihala &tyfi podstatné filmy.



Rozhovor s Lampson a vesSkeré citace v nasledujicim textu jsou vlastnim prekladem

z anglického jazyka.



2 Mary Lampson

Mary Lampson se v roce 1967 odstéhovala do New Yorku, kde hledala praci u
filmu. Chodila dva mésice od dvefi ke dvefim, az ji zaméstnali jako “print break down
girl” v reklamni spolecCnosti Libra Productions — jejim ukolem bylo tfidit filmove
kotouCe a rozesilat je do televiznich stanic. Lampson vzpomina, Ze s rozdélovanim
kotoucu byla vzdy pomérné rychle hotova, a tak méla po praci moznost zustat ve
stfizné po boku zkuSenych stfihacl, coz, jak podotyka, byl tehdy jediny zplsob, jak
se femeslo pofadné naucit. Po dvou mésicich byla propusténa, coz podle jejich slov
bylo ohromné Stésti, protoZe by jinak pravdépodobné nikdy nebyla sebrala odvahu
odejit sama.

Po velerech pofadala filmové kurzy pro déti, a otec jednoho z jejich Zakd pro ni
sjednal pracovni pohovor u Richarda Leacocka a D.A. Pennebakera, v jejichz firmé —
Leacock-Pennebaker — se pak ocitla na pozici asistentky stfihu. V tomto obdobi se
podilela na vzniku dokumentarnich filmd, jakymi jsou kultovni Monterey Pop (1968),
One P.M. (1972) nebo Town Bloody Hall (1979). Béhem této spoluprace, kdy filmy
tvarcl Direct Cinema dosahovaly nejvétSich ohlasu, byla Lampson vystavena celému
procesu vzniku filmu, coz ve své stfihaCské kariéfe zpétné velmi ocenuje.

V sedmdesatych letech Lampson navazala dlouholetou spolupraci s rezisérem Emile
De Antoniem, se kterym sestfihala Ctyfi zasadni filmy. V té dobé se stfihanim
celovec€ernich filmu jeSté Zadnou zkuSenost neméla, coz byl v8ak zfejmé jeden
z divodd, pro¢ ji De Antonio okamzité zaméstnal. De Antonio se stal jejim mentorem.
Vymezoval se proti idealim pravdy autord Direct Cinema a jeho progresivni a
revolucni pfistup k filmu odrazel charakter tehdejSi bouflivé doby. Lampson v tomto
obdobi nasla smér a smysl v politicky angazovanych filmech, na kterych se s De
Antoniem podilela jako stfihacka, zvukarka a spoluautorka.

Jeji nasledujici tvorba zahrnuje oscarovy film Harlan County USA (1976), ktery sice
navazuje na tradici observacniho zplUsobu nataceni Maysell, Leacocka a
Pennebakera, zaroven vSak unikatné zachycuje vztah filmare s jeho subjektem.

V roce 1979 Lampson rezirovala svij prvni film ,Until She Talks® z televizniho cyklu
,<American Playhouse®. Tento film dostfihala v Maine, kam se prestéhovala z New
Yorku a zalozila zde rodinu. Od osmdesatych let je v jejim Zivotopise docela dlouha
pauza. V rozhovoru z roku 2011 oznacili Lampson jako ,Legendary Maine film editor”



(¢emuz se Lampson rada Casto sméje)'. Tam Mary vysvétluje svou pracovni
prestavku tak, Ze byla vzdy pfesvédCena, Ze Zivot probiha v desetiletych cyklech, ale
Ze si tehdy neuvédomila, Ze déti se osamostatni az po dvaceti letech.

Béhem téchto dvaceti let vSak Lampson dale pracovala na kratkych filmech a stfihala
napfiklad popularni nauCny program pro déti Sesame Street. Jeji dokumentarni
tvorba z tohoto obdobi se vénuje filmim, které se soustfedily na kontrast velkomésta

a vesnice, coz podle ni bylo dost pfiznacné pro jeji tehdejSi situaci.

Lampson dodnes stfiha nezavislé dokumentarni filmy, mezi které patfi
napfiklad Rain in a Dry Land (2006), Camp Victory, Afghanistan (2010), We Still Live
Here: As Nutayuneén (2010), Islands and the Whales, Bad Kids (2015) a spoustu
dalSich. Pusobi jako mentorka v Institutu Sundance (Documentary Editing and Story
Lab) a je také Clenkou The Academy of Motion Picture Arts and Sciences.
Momentalné piSe autobiografickou knihu, ve které se zabyva vlivem technologii na
praci stfihace.

Tato prace se soustfedi na vybrané dokumentarni filmy, na kterych se
Lampson podilela a které predstavuji rdzné zplisoby, jakymi Ize natoCeny material

uchopit ve stfizné.

' https://www.centralmaine.com/2011/07/19/legendary-maine-film-editor-shows-latest-work-at-
miff_2011-07-18/
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3 Problematika zachyceni skuteénosti

NICOLE HALOVA: Jak se stavite k problematice objektivity, pravdy?

MARY LAMPSON: Nevim, co je pravda, ale citim povinnost a zodpovédnost vuci
subjektu nikdy se neuchylit k laciné manipulaci, a za tim si velmi pevné stojim. De
Antonio to tak citil taky. Rekla bych, Ze nezéleZi tolik na tom, jestli se néco skutecéné
stalo, zalezi na tom, jestli je to vérné. — JenZe tato pravda je subjektivni — je to moje
pravda. TakZe pak jde o to, byt upfimna k vyssi pravdé.?

Tato vy$$i pravda predstavuje moralni integritu filmafe a pokorou vic&i tomu, koho a
co zobrazujeme, a to se projevuje jak v procesu snimani, tak ve vnimani natoeného
materialu. Dokumentaristé se dodnes zabyvaji otazkou, jak se k této vysSi pravdé
dopracovat, coz kdysi vystizné komentuje Dziga Vertov: “Tvurci cesty jsou rGzné,
av$ak cil musi byt stejny — pravda.“?

Hledanim této pravdy se filmafi intenzivné zabyvali v obdobi, kdy se diky
technologickému pokroku na prfelomu padesatych a Sedesatych let mezi
dokumentaristy zvedla vina euforie, zplsobena osvobozenim od omezeni
zpusobenych tézkopadnou a objemnou technikou. Moznost synchronniho zvuku a
lehCich kamer umoznila nové pristupy k dokumentarnimu filmu a vznikla nova hnuti —

Cinema Verité ve Francii, Candid Eye v Kanadé a americké Direct Cinema.

NejvyraznéjSim znakem téchto hnuti bylo vyhybani se voice-overu, v reakci na
typicky televizni zpusob komentovani dokumentarnich aktualit. Filmafe hnalo vpred
nadSeni z novych moznosti stejné jako konec frustrace z komplikaci, se kterymi se
dokumentaristé museli potykat v pfedeslych letech.

Kameraman Richard Leacock, kterému Lampson pozdéji asistovala, na obdobi
padesatych let vzpomina takto:

sFilmafi se nemohli dale vyhybat problémum tak, Ze pod némé zabéry nasadi hudbou
a hlas vypravéce, ktery vysvétli zamér filmu. My jsme se hnali za zachycenim
Skutecnosti, a zaroveri systematicky nicCili svou pritomnosti vSechno autentické, za

¢im jsme se hnali. A neslo pouze o omezeni technologiemi, ale také o pristup celého

2 Antonin Navratil. Dziga Vertov, revolucionai dokumentarniho filmu, Praha, Ceskoslovensky filmovy
ustav, 1964



profesionalniho filmového pruamyslu, imitujiciho svét hraného filmu — s ¢imzZz se
nakonec potykame dodnes.“3

Leacock zde poukazuje na paradox, spocivajici ve snaze nato it situace tak, jako by
kamera nebyla pfitomna, a s touto problematikou se vySe zminéna hnuti zabyvala

rlznymi zpusoby.

Principy francouzského Cinema Verité a Amerického Direct Cinema jsou
dnes Casto zaménovany, jejich filosofie a rezijni strategie se ale zasadné lisi, a to
hlavné s ohledem na miru pfiznani angazovanosti autora. Dokumentaristé Direct
Cinema zastavali nazor, Ze snimana realita by méla byt nezmanipulovana, a filmaf
by si mél zachovat observac¢ni postoj, na rozdil od Cinema Verité a Candid Eye,
kde vliv na snimanou situaci byl akceptovatelny, pokud tvarci divakovi odhalili
vztah filmafe a jeho subjektu. K nepfehlednosti situace ovSem pfispiva také fakt,
Ze i samotni autofi tyto dva pojmy €asto zaménuji ¢i pro né pouZzivaji souhrnné
oznaceni ,Verité“. Dochazi tak k oslabeni ,ideologického“ rozméru daného pojmu,
které od sebe oba dva sméry odliSuje, a naopak je tak jako spojnice upfednostnén

technologicky rozmér, ktery vznik obou hnuti nejprve umoznil.

K problematice rozdilného pojimani reality se vyjadfil francouzsky sociolog
Edgar Morin, ktery pracoval v 60. letech na jediném, zato zcela zasadnim filmu
Kronika jednoho Iéta (1960). Slo o prvni film oznageny jako Cinema Verité:
LEXistuji dva zpusoby, jak pfistupovat k ,cinema du reél“. Prvni cestou je predstirat,
Ze ukazujete jedinou spravnou realitu, druhou je predstavit problém reality jako
takové. Stejné tak byly dva zplsoby, jakymi vnimat filmy Verité: Budto pfedstirat, Ze
prinasite pravdu, nebo predstavit problematiku pravdy jako takové.*

3 Richard Leacock. A Search for the Feeling of Being There, [online] Dostupné z
http://mf.media.mit.edu/courses/2006/mas845/readings/files/RLFeeling%200f%20Being%20There .pdf

Original: This was professional film making, the leading edge. Documentary couldn’t go on avoiding
the issue by laying music and narration on silent pictures. We were going into the “real world” and
systematically destroying the very thing that we were looking for. Why not make our films in studios
like the big boys do? Don'’t be silly! It wasn’t just the technology, it was the attitude of a
professionalized industry aping the world of the fiction film -- it still is.

4 (Cesky doslovné Opravdové / Realné kino) je mezinarodni filmovy festival dokumentarnich filmd,
ktery organizuje Bibliotheque publique d'information (Bpi) v Pafizi. Festival zalozZili Jean-Michel Arnold
a Jean Rouch z Bpi v roce 1978, aby nahradil podobny festival L'Homme regarde I'nomme (Clovék
pozoruje ¢lovéka), ktery v roce 1975 zalozil Jacques Willemont.

5 Cinema et Verite, [online] Dostupné z: http://piermarton.info/cinema-et-verite-par-edgar-morin-1980/
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MARY LAMPSON: Mate urcitou zodpovédnost. U dokumentarnich filma je
stfizna misto, kde se v8echno ukaZe, rozhodne, spole¢né s reziséerem pravé tam
vlastné film piSete. A myslim si, Ze je stéZejni, abyste pro své divaky byli srozumitelni
tim, jaka pravidla nastavite na zacatku filmu. Nad tim pfemyslite viastné beéhem
celého procesu stfihani. A pokud divaci pochopi, jaka pravidla jste nastavili — z
Jakych barev se sklada vaSe paleta, kterou vypravite pfibéh — pak si muzete dovolit v

podstaté cokoliv.

Kdyz jsem predtim fekla, Ze nezalezi, jestli se néco skutecné stalo, méla jsem
tim na mysli fakt, Ze v dokumentarnim filmu je manipulace a konstrukce v prvni fadé
moment, kdy zapnete kameru, a v druhé radé moment, kdy vyberete, ktery kus
materialu chcete pouZit.

Cela debata o tom, jak byt fér, Ze ,musite ukazat obé strany pribéhu, a nesmite se k
zadné pfriklonit”, na to rozhodné nevéfim. A také mé to nezajima, od toho je tu
televizni zpravodajstvi. Dfive lidé uveérili vécem, jako je ,objektivni zpravodajstvi”
docela snadno. V sou¢asném svété je to do oci bijici nesmysl.®

Mary Lampson tak predstavuje filmarku, ktera ma daleko blize k subjektivnimu
Cinema Verité nez k objektivnimu Direct Cinema. Americky rezisér William Greaves
upozornoval na dulezitost kreativniho vstupu. Jak obohatime divaka tim, ze nékam
postavime kameru a zachytime néco, co se skute¢né stalo — jakou to ma hodnotu a
co se vlastné snazime sdélit?® John Grierson, ktery jako prvni pouzil termin
,<dokumentarni“ v recenzi filmu Roberta Flahertyho, definoval dokumentarni film jako
kreativni uchopeni skutec¢nosti, " a zdlraznoval, Ze samotné zachyceni reality nema

pfi naprostém popfeni osobniho pohledu autora vlastné zadnou hodnotu.

“‘Nelze fici, ze filmovou kamerou piSete pravdu, ale kamera néco odhaluje
divakam, ktefi si svou pravdu najdou sami.”® Tvrdil hlavni predstavitel Kanadského
hnuti Candid Eye, Michel Brault. Ve svém filmu Les Raquetteurs (1958) nasel svuj
pravdivy moment. Ve scéné slavnostniho pfivitani nového starosty mame Siroky
zabér, ve kterém Marcel Carriér, ktery tehdy natacel zvuk, postavi svij rekordér na

zem a pfidfepne si. O chvilku pozdéji nasleduje blizky zabér na potfeseni rukou dvou

6 Cinema Vérité: Defining the moment [film]. ReZie Peter Wintonick, USA, 2000
" K poetice dokumentu, [online] Dostupné z: http://www.dokrevue.cz/clanky/k-poetice-dokumentu
8 Cinema Vérité: Defining the moment [film]. ReZie Peter Wintonick, USA, 2000
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starostl, do kterého pomalu vstoupi ruka drzici mikrofon, a po nékolika vtefinach
zabér zase pomalu opusti. “Mozna, Ze ne pro celou Kanadu, Quebec, nebo NFB?,
ale pro mé je toto prvni zabér Cinema Direct (pozn. autora: Brault ma ve skutecnosti
na mysli hnuti Candid eye. Pouziti Direct Cinema v jeho vété ale mimo jiné ilustruje
volnost, s jakou umélci zachazeji s pojmy.).” Brault nasledné dodava, ze samotny film
jesté z daleka neumél zachazet s novymi vyrazovymi prostfedky, aby se napfiklad
dostal blize k postavam, a Ze nesaha po kolena tomu co s Cinema Verité filmafi
dokazali pozdéji.™®

Zjeveni mikrofonu je rozhodné autentickym momentem, ktery ovSem nenarusil sled
udalosti snimané situace, prestoze je pfimo v zabéru. Komunikuje s divakem, aniz by
se napriklad touto drobnou nehodou ukazal, jaky je vztah mezi filmafem a subjektem,

pouze napovida divakim néco o tom, jak byla situace snimana.

Obr.: 1 - Mikrofon v zabéru z filmu Les Raquetteurs

9 NFB je zkratka pro National Film Boards of CanadA
0 Cinema Vérité: Defining the moment [film]. ReZie Peter Wintonick, USA, 2000
9



4 Postoj k pravdé v historii dokumentarniho filmu

NH: Termin “Verité” dnes uz nepfedstavuje totéz co ve svych zacatcich, co
vlastné nataceni ve stylu Verité znamena dnes?
MARY LAMPSON: Je pravda, Ze za Cast Pennebakera a Leacocka, kdyZ jsem u
nich zacinala, trvali vyhradné na observacnim zplsobu nataéeni a Zadnych
intervencich. Myslim si, Ze ten termin vilastné dnes uz neznamena nic. Lidé vétSinou
feknou “Verité”, kdyz chtéji zduraznit, Ze netocCi “interview” nebo mluvici hlavy, misto
toho, aby vysvétlili, co je hnacim motorem jejich prace. Je to naduzivany vyraz.
Ja jsem dospéla k tomu, Ze “interview” je vlastné Verité. | v rozhovorech musite
hledat momenty, které jsou vice nez jen zdrojem informaci. Jonathan Oppenheim,
jeden ze stfihacskych mistrd, vnima rozhovory jako projev chovani (interview as

behavior) - ¢imz presné vystihuje, jak nad tim uvaZuji sama. '’

4.1 Cinema Verité

Nazev Cinema Verité je poctou sovétskému prukopnikovi dokumentarni

£

kinematografie, Dzigovi Vertovovi, ktery “...zcela vymyslel film, ktery dnes
to¢ime”, jak konstatoval Jean Rouche, jeden ze zakladatell tohoto sméru.

Nez se zaCneme zabyvat chapanim pravdy filmara Verité, je podstatné vysvétlit,
jak se k této problematice stavél jejich pfedchudce, pro kterého pravda byla

hlavnim pfedmétem jeho stati, ¢lankd a manifestu.

Vertovovu Kino-Pravdu a Cinema Verité spojoval spoleCny cil, spolecna
touha po autenticité a realismu, touha vystihnout neuhlazenou podobu Zivota,
snaha ‘nahradit na platné iluze Spatnych dramat bezprostiedni revolucni

skuteénosti.” "

" Antonin Navratil. Dziga Vertov, revolucionaf dokumentarniho filmu, Praha, Ceskoslovensky filmovy
ustav, 1964, str 15
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‘MY docasné vylucujeme Cclovéka jako objekt filmového snimku pro jeho
neschopnost oviadat své pohyby. NaSe cesta vede od potacejiciho se obcCana
pres poezii strojii k dokonalému elektrickému ¢lovéku.” 12

Vertov ve svém okouzleni technologii prosazoval nazor, ze “filmové oko,
rozkladajici a prodluzujici Cas, je dokonalejSi oko — vyjevuje pravou tvar
skutecnosti, protoZze muze proniknout i do téch jejich jevd, které prostym okem
nevidime.“ ' Tuto teorii demonstroval nato¢enim svého slavného seskoku ze
stfisky v Malé Gnézdnikovské ulici ¢islo 7.1

Filozofické zhodnoceni tohoto seskoku v jeho €lancich naznacCovalo, Ze je
naklonén objektivistickému hodnoceni této "filmoveé pravdy”, v pozdéjSich statich
ale zddraznuje, ze jeho “filmova pravda” neni pravdou absolutni, ale spiSe

pravdou sdélenou ve jménu vitézné délnické tfidy, ve jménu sovétské revoluce.

Dokumentaristim Cinema Verité Slo hlavné o revoluci formalni a
technologickou, ktera jim umoznila zachytit autenticky moment, i kdyby méli
pfiznat za kamerou potacejiciho se obcCana. Jejich filmy nebyly politicky
angazované — kamera byla hlavné svédkem udalosti, hnacim motorem tohoto

hnuti nebyla ideologie politického razu.

Antonin Navratil ve své knize o Vertovovi zminuje, ze nékteré jeho vyroky,
které byly po Ctyficeti letech znovu objeveny, se staly spiSe bonmoty a, v
konfrontaci jeho praci s konvenéni velkoprodukci, svadély k absolutizaci pojmu
‘pravda’”.
Cinema Verité se skuteCné stalo jakymsi symbolem opravdové objektivity, Jean
Rouche v8ak sam zddrazhoval, Zze ,Kino-Pravda“ pro né&j nepredstavuje “Cistou
pravdu”, ale ,specifickou pravdu nato¢eného obrazu a zvuku — filmovou pravdu.”
Casto dokonce pouzival termin ,Cinema Direct’, aby se osvobodil od zdanlivé
nevyhnutelné pravdivosti, ke které svadél pojem Verité, coz je pravdépodobné
dalSim z ddvodu, pro€ jsou nazvy téchto sméri Casto zamérnovany. Edgar Morin a

Jean Rouch proto vrozhovoru ve filmu Petra Witkonicka Zertovali o tom, Ze si

2 Antonin Navratil. Dziga Vertov, revolucionaf dokumentarniho filmu, Praha, Ceskoslovensky filmovy
ustav, 1964

3 Antonin Navratil. Dziga Vertov, revolucionaf dokumentarniho filmu, Praha, Ceskoslovensky filmovy
ustav, 1964

4 Antonin Navratil. Dziga Vertov, revolucionaf dokumentarniho filmu, Praha, Ceskoslovensky filmovy
ustav, 1964, str 15
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Francouzi osvojili termin Cinema Direct (s francouzskym slovosledem), zatimco

Ameri¢ané se drzi terminu Cinema Verité, ktery vyslovuji s americkym pfizvukem.'

Pro Jeana Rouche bylo zjevné, Ze jakykoliv pokus o nafilmovani subjektu tak,

jako by kamera nebyla pfitomna, je pfedem odsouzeny k neuspéchu. Kamera vzdy
vytvafi svou vlastni realitu, svou vlastni pravdu, ktera muze byt vice odhalujici nebo
zajimaveéj$i nez realita nezaznamenana.
V Kronice jednoho léta (1960) filmafi diskutuji se svymi postavami a jejich pfitomnost
nas provazi celym filmem. Autofi provokuji situace a své postavy, ale pfiznavaji svou
pfitomnost nejen za kamerou, ale i pfed kamerou. Filmafi patfici ke sméru Verité
tedy nataCenou situaci spoluvytvareli a odkazovali k autorovi ve filmu novymi
zpusoby, misto aby se pokouseli jeho pfitomnost potladit a byt “fly on the wall“!?, jako
to délali dokumentaristé Direct Cinema. Rouche chtél byt v pfimém kontaktu s lidmi,
které natacel.'®

4.2 Direct cinema

Jak jiz bylo feCeno, pojem Verité v Americe je vniman ve spojitosti
s americkym hnutim Direct Cinema — v pozdéjSich letech Casto filmafi fikali
.,americké verité“.
Robert Drew, jeden ze zakladatelt hnuti, v roce 1951 pracoval jako fotograf a editor
magazinu Life a jeho cilem bylo dosahnout stejného zpusobu zachyceni skute¢nosti
ve filmu, jako toho bylo mozné docilit u zZivé fotografie. V roce 1960 zalozil flmovou
spole¢nost Drew Associates, jejiz plvodni sestavu tvofili Richard Leacock, D.A.
Pennebaker a Albert Maysles.

15 [online] Dostupné z: https://www.puremovies.co.uk/interviews/frederick-wiseman/

'6 [online] Dostupné z:
http://www.lib.berkeley.edu/MRC/masscomm84/masscomm84%20lectures/Cinema%20Verite.doc

7 “Fly on the wall” v pfekladu moucha na zdi, pfedstavuje observacni zpisob nataceni

'8 Leacock Essays online Odkaz na : http://www.afana.org/leacockessays.htm
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Kameraman Richard Leacock hovofil o dulezitosti dosazeni pocitu pfitomnosti
— ,the sense of being there”. Timto heslem se Fidil natolik, Ze tak pojmenoval i svou
autobiografii. Vnimal moment nataceni jako zplsob objevovani, kterému by
rozhodné neméla dominovat pfitomnost a osobnost filmafe. Podstatné bylo
minimalizovat vliv pfitomnosti kamery a zvukového zafizeni.
“‘Bez svetel, bez stativu, bez boomu, mikrofonu nebo tyci, nikdy nenoste sluchatka
(vypadate v nich legracné, nebo nepfistupne), nikdy neberte vice nez dva lidi, nikdy
po nikom nic nechtéjte, a hlavné nikdy nezZadejte, aby vam nékdo néco zopakoval
nebo znovu predved!. Dejte si na Cas, netoCte neustale, kdyZz néco proSvihnete,
zapomerite na to a doufejte, Ze se to stane znovu. Priblizte se svému subjektu,

vytvorte vzajemny respekt, ne-li pratelstvi. 19

Bylo by ovSem chybné se domnivat, Ze tvarci Direct Cinema usilovali o jakousi
absolutni objektivitu svych dél. Stejné jako v Cinema Verité se filmafi naopak snazili
setfast nalepku snahy o vytvoreni objektivniho dila. Ve svych textech Leacock dale
zduraziuje subjektivni vnimani divaka: “Je toto pokusem o vytvoreni filmové
objektivity? To tedy rozhodné ne! Dobré filmy se musi tocit subjektivné — divak je
musi vidét subjektivné. Pokud se na film diva objektivné, neni pak rec o filmu. Pokud
divak chce subjektivni zazitek, filmar mu ho musi subjektivné zprostfedkovat — jde o
pohled filmare... Prace filmare je pfevypravét pribéh, ale k tomu nemusi stat opodal
S kamerou na piedestalu, ktery se ani nehne. Kamera musi nasledovat akci svych
postav, a do takové miry zustat subjektivni.”?°

4.3 Grey Gardens

Albert a David Mayslesovi se fadi k nejvyznamnéjSim rezisérim Direct
Cinema, film Grey Gardens (1975) je vSak dobrym pfikladem dokumentu, kdy se od

nastavenych pravidel zacali autofi vzdalovat. Zajimavé vysvétleni, proC autofi

9 L eacock Essays online Odkaz na : http://www.afana.org/leacockessays.htm
20 Christof Decker. Richard Leacock and the Origins of Direct Cinema
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postupné ustupovali od zakazu jakeékoli intervence se subjektem, poskytuje americky
rezisér a kameraman Ed Pincus:

‘Jednim z ddvodd, pro¢ jsme se zménili, nebo pro¢ jsem se zménil ja, byl ten, Ze
Cinema Verité?! byl zpusob nataceni, ktery vyZadoval osobni nezaujatost Ci
voyerismus, protoze jsme se upinali k nataCeni situaci tak, jako bychom u toho
nebyli. To znamenalo, Ze se Zzadnym zplisobem nesmély projevit nase osobnosti, a
museli jsme neustéale potlacovat to, Ze vibec existujeme — to vam trochu zamota
hlavu a zméni vaSi perspektivu.”

Ed Pincus se pozdéji vénoval autobiografickym a osobnim dokumentarnim filmam.2?

Obr.: 2 — Albert a David Maysles a Mala Edie ve filmu Grey Gardens

Film Grey Gardens bratri Mayslesu je pfikladem dokumentarniho filmu, ve
kterém dochazi k interakci mezi autory a postavami velmi organickym a pfirozenym
zpusobem, a tento zpusob komunikace subjektl a autorll se pozdéji objevuje
v nékolika filmech Mary Lampson. Grey Gardens byl jeden z prvnich filma, ktery
vynikal autenticitou a pfiznanim natacecich podminek.

Stfihatka Susan Froemke, v rozhovoru “Documentary filmmakers speak” fekla:
“‘Nikdy bychom Grey Gardens nenazvali interview filmem, ale pokud se na to
dikladné zaméfite, Little Edie se vzdy otac¢i smérem ke kamefe a pusti se do

monologu”

21 Autor opét zamériuje termin Verité a Cinema Direct

22 Ed Pincus byl pionyrem v zanru osobnich dokumentu (“personal documentaries”) a jeho filmy
ovlivnili tvorbu rezisérl jako byl Ross McElvee nebo Alan Berliner
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Tento monolog je ve skutecnosti konverzaci mezi postavou Edie a Albertem a
Davidem Mayslesovymi, jejichz vstupy ve stfizné byly vétSinou zamérné vynechané —
jako kdyby se snaZili vybalancovat natlak Little Edie (jedné z jejich dvou hlavnich
postav), ktera je neustale vtahovala do ramu obrazu. Docilili tak dojmu, Ze Edie

nemluvi pouze k filmafim, ale komunikuje i s nami.

Spisovatel Matthiew Tinkcom upozorfiuje na problém, se kterym se filmafi
setkali pfi nataceni tohoto filmu, zachycujiciho zivot dvou pfibuznych Jacqueline
Kennedyoveé-Onassisové v rozpadajicim se sidle v East Hamptonu.

Mala Edie filmafe vtahuje do filmu tim, Ze s nimi flituje a neustale reaguje na
pfitomnost kamery. Mayselsové museli postupné ustoupit od pravidel Direct Cinema,
protoze hlavnim hnacim motorem filmu se stala pravé jejich vzajemna interakce.
Vystizny nazev kapitoly, ve které Tinkcom tento problém rozebira je “Direct Cinema
and the problem of seduction”.?®

Mala Edie doslova zménila smér, kterym se film mél plvodné ubirat, a jeji upfené
pohledy se staly kliCovymi momenty ve struktufe filmu. Tento film si klade otazku,
pro¢ se Mala Edie nikdy neprovdala, pfestoze je tak zabavna a plna Zivota.
Dynamika mezi filmafi a Edie podporuje a jasné demonstruje rozpor hlavni postavy,
kterou si béhem téchto interakci oblibime. Jde o vzajemnou dynamiku, ,pushing and
pulling“.?* Vede se boj o to, kdo koho pretahne, na kterou stranu kamery. Mayslesové
pochopili, Ze hra o to, kdo ma vétsi moc se stala hlavnim tématem filmu, a nechali
Edie stat se tvircem narativu a soucasné se nechali vtahnout do pfibéhu, protoze
zacalo byt jasné, Ze praveé v tom se skryva opravdovost.

Tinkom dale poukazuje na dalSi zajimavost, na kterou ho upozornil kritik Ramzi
Fawaz. Grey Gardens jsou vyznamné tim, jak Edie vyvoj filmu védomé vzala do
svych rukou. Ve stejnou dobu vzniku tohoto filmu se zacCaly objevovat feministické
“Vizudlni slast a narativni film”,?® ktera poukazuje na nevédomi patriarchalni

spoleCnosti, které utvarelo filmovou formu od nepaméti — postava Zeny je ikonicka,

2 Matthiew Tinkcom. Grey Gardens (BFI Film Classics), 2011

24 Termin, kterym malif Hans Hoffman vyjadfoval vztahu dvou elementu, ktery Mary Lampson ¢asto
pouziva pro vyjadfeni dynamiky mezi autory a jejich subjektem.

25 Laura Mulvey “Visual Pleasure and Narrative Cinema”, Dostupny z:
http://www.composingdigitalmedia.org/f15_mca/mca_reads/mulvey.pdf
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plocha, zatimco muz je aktivni a posouva piibéh déje (to se tyka zejména filmu
klasického Hollywoodu).

Grey Gardens se takto staly filmem, ktery “bofenim &tvrté stény”?® naboural tento
stereotyp. Edie je jako magnet. David Maysles své zkuSenosti shrnul tak, ze “to
nejzajimavéjSi, co muzete v zZivoté pozorovat, je setkani dvou lidi, co se neznaji, a
sledovat jejich komunikaci”. A zpuUsobU, jak tuto interakci zachytit, je nekonecné

mnoho.

26 Ctvrta sténa je symbolické pojmenovani situace, kdy je stanovena linka mezi publikem a
predstavenim, ve hraném filmu se s timto terminem setkavame, kdyZ postavy komunikuji pfimo
s divaky. [online] Dostupny z: https://cs.wikipedia.org/wiki/Ctvrta_sténa
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5 Prace Mary Lampson jako asistentky u Leacocka a Pennebakera

Obr.: 3— ONE P.M., Koncert Jefferson Airplane na stfese Pooneil Corners, New York 1968

KdyZ Robert Drew zacal pracovat pro ABC TV, Richard Leacock a D.A.
Pennebaker opustili Drew Associates a zalozili filmovou spoleCnost Leacock-
Pennebaker. Za jejich spoluprace vznikly filmy jako Happy Mothers day (1963),
Stravinski Portrait (1967) nebo koncertni dokumentarni filmy jako Don’t look back
(1967) a Monterey Pop (1968).

MARY LAMPSON: Bylo mi dvaadvacet, kdyz jsem k nim nastoupila. Zrovna
dodélavali Monterey Pop. Tohle je docela hezka historka — Pennebaker a Leacock
méli celé podlazi v obrovské budové, kde byla i jejich kancelal a dlouha chodba se
spoustou stfizen. Ja jsem tehdy pracovala nékde na konci té chodby, a najednou
Jjsem slySela neskuteCny zpév, ktery mé celym tim dlouhym koridorem doslova
pfitahnul do projekéni mistnosti, kde zrovna poustéli Monterey Pop. Ten zpév byl
“Ball and Chain“ od Janis Joplin, ktera se pfisla podivat na verzi stfihu. Byt u toho
bylo uzasne, ale ja tehdy byla opravdu mlada a dost stydliva. A vSéem jsem tvrdila, Ze
toho umim vic, neZ jsem ve skuteCnosti uméla a tak dale, prosté vSe, co asi patri
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k tomu, kdyz je vam dvaadvacet. %

Mary Lampson spolupracovala na filmu One P.M. (1972), a je mozné ji
v nékolika zabérech zahlédnout se zvukovym rekordérem. Film One P.M., na kterém
Pennebaker a Leacock spolupracovali s Jean Luc Godardem, je kombinaci
inscenovanych a autentickych scén. Godard se snazil propojit dokumentarné
zachycené situace s dramatizovanymi, hranymi re-inscenacemi ¢asti téchto sceén,

coz divakum ve vysledném filmu umoznilo vhled do jejich tvar€iho procesu.

NH: Jaka byla vase role pfi nataceni ONE PM?

MARY LAMPSON: Nahréavala jsem zvuk, kdyz Jefferson Airplane hréli na stieSe a
virhla tam policie, coZ byl docela zazitek. Jinak jsem obcas zastavovala dopravu.
Skvéle bylo to, Ze Leacock a Pennebaker tehdy stale fungovali jako mala spole¢nost.
To byl opravdu dar, byt na misté, kde si vSichni stridaji role a délaji vSechno sami. Ja
se tehdy naucila zvucit a michat. A ten pocit, Ze cely proces filmové produkce je néco
malého, a Ze si muzete cokoliv vyzkouSet byl k nezaplaceni — byt zapojena do
néceho takového bylo opravdu nadherné. %

NH: Jak se podle vas zménila role asistenta stfihu?
MARY LAMPSON: Drive vam byl asistent stiihu stale po boku. Kdyz jsem délala s
De Antoniem, tak jsme stale méli nékoho, kdo byl svédkem naSich diskuzi — a to je
jediny zpusob, jak se to femeslo poradné naucit. Tento systém dnes nefunguje, a
navic, dfiv jste jako asistent nebyl pouze zavieny ve stfizné, ¢lovék byl zapojen do
celého procesu vzniku filmu, dnes se z toho stala spiSe technicka profese.?®

NH: Jak se zkuSenosti z tohoto obdobi projevily ve vasi stfihaCské profesi
pozdéji?
MARY LAMPSON: Dnes stfihate se sedmnacti zvukovymi kanaly, a je v tom
neporadek. Panuje tendence je vsechno udélat okamZzité a dotahnout to hned
abychom védéli, jestli to bude nebo nebude fungovat. Diky tomu, Ze kdyz jsem se
zaucovala tak jsem délala zvuk a zvukovy mix, tak jsem si dovedla predstavit —
slySet, co prijde, pfestoze jsem pracovala jen se dvéma zvukovymi kanaly. Tim Ze
Jjsem pochopila cely proces filmové produkce, a dovedla jsem si predstavit co je
potieba v nasledujici fazi.?¢

18



NH: Co pro vas predstavoval pfechod od Leacocka a Pennebakera k De
Antoniovi?
MARY LAMPSON: Diky uspéchim, které Leacock a Pennebaker méli z Don’t look
back a tak dale, se jejich spolecnost prili§ rozrostla a nezvladli to udrzet, vlastné se
to postupné trochu rozpadlo kvdli financim. Pak se Godard u One P.M. néjak unavil a
prosté odeSel, zatimco oni zistali s hromadou materialu. Byli ohromné $tédfi k lidem,
ktefi pro né pracovali. Mam dojem, Ze mi Penny dokonce nabidl, abych to dostrihala,
ale ja byla hodné mlada a nezkusena — bylo by to na moje schopnosti tehdy prilis a
taky mi na tomhle konkrétnim filmu nezalezelo natolik, abych se do toho poustéla.
Takze to roky poté sestrihal Penny kvuali smlouvé, co mél s PBL (soucasna PBS), a
tak se z nazvu “One American Movie” stala “One Parallel Movie”, az tomu nakonec
Godard zacal rikat “One Pennebaker Movie”, protoze to Penny dokoncil sam. Ja
Jjsem misto toho $Sla k De Antoniovi, kde jsem se na$la, protoZze De Antonio se

zaméroval na politiku.?”

Nezavisli filmari tehdy hodné riskovali pro to, v co Vérili — samozrfejmé Slo takée
o to, byt v opozici tomu co predstavoval Hollywood a celé zapadni pobfezi. Ne, Ze by
se vuci tomu Leacock a Pennebaker také nevymezovali, ale oni vytvareli svij viastni
SVét, ktery byl politicky nezaujaty — byli aktivné nepoliticti.
De Antonio a Leacock-Pennebaker méli velmi odlisny, skoro protichidny filmovy
Jazyk. V té dobé existovaly spise jednotlivé proudy, sméry, a na konci Sedesatych let
dokumentarni kinematografie postupné ustupovala od prisnych pravidel Direct
Cinema. Kazdy mél svuj zpasob, jakym pracoval, a vSichni to délali s obrovskym

nasazenim.

Nesmime zapominat na dobovy kontext. Byl rok 1969, vybuch Sedesatych let
se v sedmdesatych vlastné projevil jesté vic, co se tykalo politiky, Viethamu... A ja
byla samozifejmé soucasti tohoto spolecného védomi. Az tehdy jsem diky tomu na$la
Jakysi smysl, cil, ktery jsem u Leacocka a Pennebakera viastné postradala. Myslim
si, Ze dnes bych se k tomu stavéla jinak, ale tehdy jsem byla mlada a nejista a nebyla
Jjsem jeSté schopna vytvorit si vliastni postoj, uvédomit si co jsem zac, a tim padem za
¢im si stojim, tak abych mohla dat hlas vécem, ve které vérim. Jako stfiha¢ musite
mit vztah k materialu a musi vam na tom zalezet, intelektualné a emocionalné. A to
Jjsem nalezla s De Antoniem, protoZe ten zmatek té doby si jeho pfistup k filmu
vyZadoval. Pri stiihu neustale délate néjaka rozhodnuti. Zjistila jsem, Ze pokud
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nemam néjaky vztah k materialu, ktery stfiham, tak prosté stfihat nemuzu. Délat s De
Antoniem bylo zazracné, protozZe fungoval jako mentor a zaroverni mi dal svobodu. Ja

Jjsem ziskala sebevédomi vtom co jsem délala a méla jsem prostor se opravdu

najit.?8

Obr.: 4 - Zabér z filmu 1 P.M., Godard diriguje svuj Stab z okna protéjsi budovy pfi nataceni scény koncertu

Jefferson Airplane vystupujicich v New Yorku na strese.
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6 Verité a De Antonio

Mary Lampson sestfihala s rezisérem Emilem De Antoniem Ctyfi filmy. Prvnim
byl film America Is Hard To See (1970), rok poté pfiSel satiricky portrét Richarda
Nixona Millhouse: A White Comedy (1971). V tomto filmu autor je autor pfitomny
svym zjevnym politickym nazorem a smyslem pro humor. Ve stejném obdobi
spolecné natoCili dokument Painters Painting, ktery dokoncCili v roce 1973. Painters
Painting zahrnuje pfitomnost De Antonia a celého Stabu do ramu filmového obrazu,
ktery svym obsahem i formou vypovida o tvar€im procesu. Poslednim filmem, ktery
Lampson a De Antonio délali spolu je Underground (1976), kde se pfitomnost Stabu

stala neoddélitelnou soudasti flmového kontextu.

Na pocatku spoluprace s Mary Lampson mél Emile De Antonio za sebou uz tfi
zasadni filmy, ve kterych zmapoval obdobi studené valky v USA tak jako zadny jiny
rezisér. Mary Lampson si vyslouzila oznaleni legendarni stiihacky, jméno De
Antonio zas €asto najdeme ve spojeni se slovem radikalni. Tento radikalni filmaf sam
sebe nakonec nazyval ,radikalnim mrchozroutem®, ¢imz odkazoval ke své schopnosti
vyhledat archivni materialy, které zasadil do nalezitého kontextu a zménil tak jejich
vypovédni hodnotu. Jeho filmy byly €asto kompilaci archivnich materidla, a
nato¢enych rozhovoru. V zaplavé zpravodajskych zaznam( dovedl najit a uchopit
ddlezité historické momenty, ze kterych vytvofil obraz reflektujici jeho politické
nazory. Emile De Antonio slovo ,radikal” radé&ji uvadi na pravou miru: ,V USA slovo
.radikal“ pfedstavuje nestabilni osobu, ktera je ochotna zradit svou zemi a obétovat
cokoli pro velice abstraktni a neobvykly nazor. Radikalni, v latinském pojeti tohoto
slova ma zcela jiny vyznam. Je to zaklad. Radikalnim feSenim neni blaznivé feseni,
je to zakladni feSeni, které se dobira podstaty a dotyka se srdce dané zaleZitosti.
Spojené Staty radikalni feSeni dosti potrebuji.“?’

De Antonio systematicky bofil myty, které vytvarela média a televize ve snaze

rozptylit pozornost od toho, co se ve spoleCnosti skuteCné délo. Tvrdil, Ze nase

27 Emile de Antonio, Douglas Kellner, Dan Streible. Emile de Antonio: A Reader, 2000

Original: In the US, we’ve painted the word radical to mean somebody who is unbalanced and willing
to betray the country or willing to sacrifice everything for some rather abstract and unusual notion.
Radical has a very different Latin word. It's the basis. A radical solution is not a crazy solution, it's a
root solution that goes to the heart of the matter. The United States is in need of a radical solution.
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historie je rozbita na drobné televizni fragmenty, coz zpusobuje to, Ze nam obecné
chybi jakakoliv kontinuita. De Antonio se intenzivné snazil poskytnout témto

fragmentlm kontext, aby alespori na nékolik minut vytvofil dojem jakési kontinuity.?8

Film Millhouse, a White Comedy?® uz svym nazvem napovida, Zze se nejedna
o televizni dokumentarni snimek, s voiceoverem Waltera Cronkite“®?. Protoze
objektivita byla pro De Antonia ,nerealny a nedosazitelny koncept®, jméno Nixona
(Millhous) je schvalné napsané jako Millhouse, a podtitul ,White Comedy“ jasné
naznaduje, Ze se film nesnazi predstirat jakoukoliv objektivitu.“3" 31
De Antonio uznaval nevyhnutelnou subjektivitu kamery, na zakladé ¢ehoz se vidi
Cinema Verité ostfe vymezoval: ,Filmy Cinema Verité zobrazuji prchajici a
beznad&jnou lez. Zadna kamera nedokaZe prezentovat pravdu. Tu prezentuje
¢lovék.”? To je podstatné rozdilna filosofie od autortd Cinema Verité, ktefi se preci
jen vice soustfedili na to, co se odehrava pred kamerou. Autofi Verité i Cinema Direct
zaroven nikdy nepopirali subjektivni hodnotu filmového dila, ale jejich filmy, a
predevS§im témata, nebyly ideologicky zaloZzené, a nabizely divakim ponékud
volngjsi interpretace. V této souvislosti De Antonio mluvil o pfedpokladu bezduchého
kameramana, ktery na svét kolem sebe mifi pouze se svou bezuhonnosti. 23 U film(
De Antonia je charakteristicke, Ze pfi jejich sledovani Ize vydedukovat, co si autor o
daném tématu mysli, a to takovym zplsobem, Ze nam své nazory nevnucuje, ale
jejich neskryvana subijektivita je podstatnou soucasti komunikace s divakem. Naproti
tomu filmy Verité (zvlasté ,americké verité®, jak De Antonio ve svych textech piSe
misto ,Direct cinema®“) vétSinou nepodnécuji zajem divaka o to kdo nam

zprostifedkovava filmovou realitu.

De Antoniav prvni film, Point of Order! (1963), vySel ve stejném roce jako
Leacockuv film Happy Mothers Day, jes$té davno pred utichnutim hnuti Cinema
Verité.

28 Emile de Antonio, Douglas Kellner, Dan Streible. Emile de Antonio: A Reader, 2000

2% Red Bass interview, Emile De Antonio, 1983. Emile de Antonio, Douglas Kellner, Dan Streible.
Emile de Antonio: A Reader, 2000

30 Walter Cronkite byl novinaf a moderator pro CBS Evening News

31 Emile de Antonio, Douglas Kellner, Dan Streible. Emile de Antonio: A Reader, 2000

32 Emile de Antonio, Douglas Kellner, Dan Streible. Emile de Antonio: A Reader, 2000

33 Emile de Antonio, Douglas Kellner, Dan Streible. Emile de Antonio: A Reader, 2000
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Kanadsky filmovy kritk Thomas Waugh vystizné definuje kontrast mezi smérem,
kterym se tehdy vydal De Antonio a tim, co pfedstavovalo hnuti Verité. PiSe, Ze film
Leacocka je oslavou souéasnosti a ,elegii mytologické minulosti“**, zatimco prace De
Antonia je vizualné strohou Cistou analyzou, dokumentujici minulost s cilem
ponaucCeni souCasnosti. Formalné strohy Point of Order! De Antonio sestfihal
s Robertem Duncanem z kineskopu®, na kterém byl zaznam slySeni senatora
Josepha McCarthyho, ktery v roce 1954 obvinil z komunistické infiltrace samotnou
armadu. Film tehdy nebyl zahrnut do programu New Yorského Filmoveého Festivalu
s tim, Ze to neni film.

Jisty britsky kritik paradoxné oznacil Point of Order!, za jediny dobry pfiklad Cinema
Verité, na coz De Antonio reagoval proti palbou nékolika vlastnich definici tohoto
hnuti. Kromé toho, Ze Verité oznacil stejné jako Henry Ford nazval historii, tedy jako
tradici a blbost*3®, na pristup Verité filmafl se dival podeziivavé: ,Nejfale$néjsi
filmovy koncept je koncept Cinema Verité. To se tyka hlavné americkych
dokumentaristU, ktefi se nazyvaiji verité filmafi, protoze vim, kolik toho zinscenovali a
Ze si pro své filmy napfiklad nikdy nevybrali nudné postavy...“*” ... a cela ta fraze
Verité je absurdni, stacCi se podivat na zem ve stfizné. Pokud celé Verité je vSech
188 hodin, tak kazdy stfih je o Verité mi, ne-li vibec zadné Verité.“®

MARY LAMPSON: Argument, Ze je potieba byt objektivni — Ze jako filmar
musite zustat objektivni, je soucasti dialogu, ktery pohltil dokumentarni film dpiné od
zacatku. Jak rikal De®: Ve chvili, kdy zapnete kameru, jste ucinili rozhodnuti. Nikdy

nemuzete byt objektivni, vybirate si a vSechno je pohanéno nazorem a pocitem

34 Beyond Verite: Emile de Antonio and the New Documentary of the Seventies." Jump Cut: A Review
of Contemporary Media, no. 10-11, 1976. pp. 33-39. [online] Dostupny z:
https://www.ejumpcut.org/archive/onlinessays/JC10-11folder/EmileDeAntonio.html

35 Telerekording je metoda zaznamu televiznich programti na filmovy pas za Uéelem zachovani a
nasledného pouziti nebo dalSiho prodeje. Se svymi nedokonalostmi to byla az do zavedeni

videorekordérl v roce 1956 jedina metoda nahravani televiznich programu, a De Antonio z téchto
nekvalitnich zaznam(i délal své filmy. [online] Dostupny z: https://en.wikipedia.org/wiki/Kinescope

36 Emile de Antonio, Douglas Kellner, Dan Streible. Emile de Antonio: A Reader. Minneapolis:
University of Minnesota Press, 2000

37 Emile de Antonio, Douglas Kellner, Dan Streible. Emile de Antonio: A Reader. Minneapolis:
University of Minnesota Press, 2000.

38 Emile de Antonio, Douglas Kellner, Dan Streible. Emile de Antonio: A Reader. Minneapolis:
University of Minnesota Press, 2000.

3% Emile De Antonio byl prateli nazyvan ,De*
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autora. Otazkou zdstava, jakym zpusobem to vSechno — co jste zaC, v jaké dobé
Zijete a jak to proZivate, dostanete na platno.
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7 Vztah k filmovému materialu

MARY LAMPSON: S De Antoniem jsme vsemi fazemi produkce filmu
prochazeli spolecné. Nahravala jsem zvuk a také jsem s nim chodila do archivi —
nikdy jsme nenajali archivare, soucasti tvaréiho procesu bylo najit materialy
spolecné. Videt ty nekonecné kotouce filmu, ve kterych je zaznamenana skoro
kompletni vizualni historie Spojenych Statld, mé ¢asto docela dojimalo, o ten proces
bych nikdy nechtéla prijit, i kdyby archivaf nahodou nasel ty stejné momenty, kterych
Jsme si vSimli. Nasledné jsme si to spole¢né promitali, vybirali a znackovali.

Proces, kdy se na material divate spole¢né s reziséerem je dost podstatny — dneska
uz to nikdo nedéla, protoZze se tfemi sty hodinami materialu to nejde, ale pravé
beéhem tohoto procesu absorbujete estetiku filmu a ideu. To jsou prvni momenty, kdy
zacne probihat dialog, a proto je dilezité, Zze to délate spolu. Jde o to hledat a
reagovat na to, co vidite. Ja reknu: “To je ale zajimaveé, to bereme,” on fekne “Ano,
ano, ano,” pak navrhne néco, co mi pripada jako uplna blbost, nebo zas najde néco,
co jsem v tom ja vibec nevidéla. Vznikéa tak rovnovaha. Zaroveri to pro mé vzdy byla
moznost dostat se mu trochu do hlavy. Pak jsme si tu vybérku ve stfizné promitli a

tam to vSechno zacalo.

NH: Néktefi stfihaCi preferuji promitnout si material sami, aby se nenechali
rezisérem ovlivnit...
MARY LAMPSON: To je blbost. KaZzdy to dnes fika, ja s tim naprosto nesouhlasim.
Jsem dost silna na to, abych zvladla dvé véci najednou — poslouchat a sou€asné mit
vlastni nazor. Jsem snad blba? On mi fekne svuj nazor a ja zapomenu na vSechno,
co si sama myslim? To neni vhodnou vlastnosti stiihace. Dnes také reziséri radi fikaji
“Nerad bych té néjak ovlivnil, tak ti nefeknu, co si viastné myslim”. Ja si myslim, Ze je
to prosta lenost. Mozna se tak chovayji, protoZze nechtéji pfed pocitacem sedét tii sta
hodin.

NH: Jak probihala vase spoluprace s De Antoniem?
MARY LAMPSON: KdyZ jsem odeSla od Pennebakera, bylo mi tfiadvacet a nikdy
Jjsem nic poradné nestrihala, takze tohle byl pro mé zazrak. Byla jsem tehdy tak
stydliva, ze jsem vlastné skoro nikdy nemluvila. De Antonio byl skvély v tom, Ze mé
nechal si samotnou v8echno vyzkouSet. VEfil ve zpusob prace kdy prosté mrsknete
25



barvu na platno s naslednou snahou dobrat se toho, co z toho viastné vzniklo. Tomu
néco si intuitivné zkusit a pak to vécné analyzovat predchazely jeho zkuSenosti z
malifské a umélecké scény padesatych a Sedesatych let. Co se tyCe vztahu stfihace

a reZiséra, tak spoluprace s nim byla ma nejlepsi zkusenost.

Strihali jsme spolu nejprve dokument, America‘s hard to see, ktery myslim
skoro nikdo nevideél, a pak Millhouse: A White Comedy.
De Antonio tvrdil, Ze uhlavnim nepritelem je chronologie. Millhouse je svym
zpusobem Nixonova biografie a uz v prvnich momentech konceptualizace tohoto
filmu bylo hlavni ideou strukturovat ho podle kapitol Nixonovy knihy The Six Crises#,
a zamérné chronologickou linii nabouravat, ¢imz vyvstala otazka, co bude patefi
tohoto filmu. De Antoniovy filmy nikdy nebyly tradicné zaméreny na vyvoj postavy.
»,Prvni, druhy, treti akt, a je to!” Nejen, Ze se o néco takového nezajimal, vZzdy se to
snazil naprosto rozvratit, coZz asi hodné vyplyvalo z obdobi padesatych let, kdy se

hodné pohyboval mezi umélci.*3

Vzpominam si, Zze Barnett Newman*' v Painters Painting docela drsné strhal
slavny obraz realistického malife Andrew N. Wyetha, kde se postizena Zena
namalovana zezadu na poli snaZi doplazit k domu... De Antonio se podobné
vysmival filmam, které se zamériuji na postavu, ale nemaji Zadny ideovy pfesah,
zadné sdéleni. A také nesnasSel perfekcionalismus, koncept “messy editing” mam od

v

néj. #

,Messy editing®, tedy neuhlazeny stfih, je zpUsob prace ve stfizngé, ktery umoznuje
zabyvat se hlubSi strukturalni problematikou. Lampson tento pojem vysvétluje jako
opak .finessing”, tedy Cistého stfihu, ktery v urlité fazi stfihani muze odvadét
pozornost od strukturalniho problému filmu. ,Finesse“ v prfekladu znamena
,obratnost®, ale tento americky naduzivany termin, se pouziva v souvislosti se

snahou stfih uhladit a soustfedit se na navaznost jednotlivych zabéra.

MARY LAMPSON: ,Pokud stfihate, a uz v prvni fazi stiihu na sebe vsechno vizualné

v v v

perfektné navazuje, a je to hezky kontinualni a uhlazené, je pak mnohem tézsi

40 Richard Nixon, The Six Crisies, 1962
41 Barnett Newman je jedna z nejprominentnéjSich postav amerického abstraktniho expresionismu
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rozpoznat hlub8$i strukturalni problém. VSechno vypada moc pékné, ale viastné to
nefunguje, zatimco pokud to mate vic nahrubo, a cela zéleZitost pusobi trochu
chaoticky, musite vydat vic energie a vyuZit své pfedstavivosti, a pak se postupné
dopracujete k tomu, jak by to teoreticky mohlo opravdu fungovat. Pokud to mate
uhlazené, mizete se kochat, ale to je tak véechno.#

Obr.: 5 - Andrew Newell Wyeth, Christina’s World, 1948
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8 Angazovanost autora v Painters Painting

Obr.: 6 — Mary Lampson, Kenneth Noland a Emile De Antonio ve filmu Painters Painting

Film Painters Painting (1972) dokumentuje obdobi od d&tyficatych do
sedmdesatych let dvacatého stoleti, kdy se New York stal centrem umélecké scény.
Ve filmu je Casto kladen ddraz na ,americkou identitu“ malift, a jejich produkci
amerického uméni ve Spojenych statech v tomto ¢asovém rozmezi.

Barnett Newmann, jeden z hlavnich pFedstavitell abstraktniho expresionismu, na
toto téma stroze odpovida: ,| hope that my work transcends the issue of being an
American. | recognize, that | am an American because I'm not a Czechoslovak, and

my work was not painted in Czechoslovakia... “4?

NadSeni zhledani novych forem tehdy podnitilo produkci vysoce
individualizovanych dél, vyjadfujicich svébytny styl a vizi téchto umélcu.
Modernistické impulzy pfimély malife neustale inovovat a transformovat tyto
umeélecké formy, neustéle revolucionizovat uméni samotné. Stejné modernistické

impulsy fidily Emile de Antonia, kdyZ tento film natodil.

42 Pieklad: Doufam, Ze ma prace prekona problematiku americké identity. PovaZuji se za amerického
umélce prosté protoze nejsem Cechoslovak, a své obrazy jsem nemaloval v Ceskoslovensku.

28



Jak jiz bylo feCeno, v Painters Painting autofi do filmu vstupuji rdznymi
zpusoby. Nejprve pouze v obraze, pozdégji Casto jen ve zvuku — zajimavé je, Ze az na
vyjimky skoro nikdy nejsou vidét a slySet souasné, ¢imz jejich pfitomnost zUstava
pouze naznakova, a je spiSe rozptylenim, kterym naznaCuje, Ze se autofi ani
portrétovani umélci neberou pfilis vazné.

Pfikladem je moment kdy Leo Castelli pfi telefonatu Zertuje o tom, Ze je u néj De
Antonio a déla ,film o McCarthym, akorat Ze tentokrat bez McCarthyho, o malifich“4

V Painters Painting se mluvi v podstaté celych 116 minut filmu, snad kromé
patnacti vtefin ticha pfed zavéreCnou titulkovou sekvenci, ve které malif Barnet
Newmann znovu shrne svuj zavér o tom, co je podstatou malby: ,In the end, the size
doesn’t count. It's scale that counts. It's human scale that counts, and the only way
you're going to achieve human scale, is by content.”*

Mary Lampson ve svém seznamu Casto obecné pouzivanych stfihacskych
terminu, které osobné nesnasi, zahrnula Casty pozadavek ,Zze to musite nechat
dychat.”

MARY LAMPSON: To mam chut jim vzdycky frict at jdou... ne, Ze bych neuznavala
pauzy, nebo vzduch... ale pro mé toto predstavuje velice omezeny zplsob

premysleni ve vztahu k materialu. 4

Painters Painting nam rozhodné neprezentuje sekvence, ve kterych by divak
mél Cas dychat nebo meditovat nad tim, co kdo fekl. Pauzy vznikaji pfirozené a
organicky, a to v momentech ticha, jako kdyz se Robert Rauschenberg, sedici na
Zebriku se skleniCkou v ruce, snazi najit slova, (ktera nakonec po opravdu dlouhé
pauze, najde). DalSim pfikladem je moment, kdyZ Roberta C. Sculla uprostfed véty
vyrusi telefon, a on se tazavé podiva na De Antonia, ktery mu po chvilce odvéti ,It's
ok, a Scull poslusné necha telefon zvonit dal a pokracuje ve vypravéni.

Zvuk je Casto tak hlasity a rusny — od troubeni a sirén newyorské hromadné
dopravy, po hrajici desku Beatles v rozhovoru s Kennethem Nolandem, ktera pfi

43 Timecode: 00:48:17

44 Preklad: ,Nezalezi na velikosti platna. Zalezi na rozméru. Zalezi na lidském rozméru, a jediny
zpUsob, jak takového rozméru dosahnout, je obsahem.”
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kazdém stfihu preskakuje. Tyto jednotlivé vrstvy dohromady kompenzuji celkovy

ddraz na mluvené slovo.

&

Obr.: 7 - Tazavy pohled R.C. Sculla smérem k De Antoniovi, kdyZ zazvonil telefon. (01:37:13)

Painters Painting pfedstavuje dalSi zdokonaleni formy esejistické kolaze,
kterou de Antonio vyvijel poslednich deset let. Tentokrat do struktury filmu zaéleruje i
prvky Verité (ve smyslu francouzského pojimani Cinema Verité), a poprvé tak
exponuje momenty, které divakiim napovidaji, jakym zpusobem film vznikl. Do ramu
svého filmového obrazu poprvé vstupuje doslova, a odhaluje tak nejen divérny
vztah, ktery mél s malifi, které si pro film vybral, ale ukazuje tvurci proces, ktery byl

hlavnim tématem filmu.

V roce 1976 vySel Clanek Beyond Verite: Emile de Antonio and the New
Documentary of the Seventies, ve kterém Thomas Waugh upozorfiuje na zménu De
Antoniova formalniho stylu.

Podotyka, Zze ve svych predchozich filmech De Anotnio svij subjektivni pohled
konstruoval, aniz by musel na proces své tvorby upozoriovat tim, Ze by pobihal v
zabéru se zvukovou aparaturou — divak mél proces jeho tvorby pochopit, ne nutné
byt jeho svédkem. Tentokrat jeho film neni skladbou shromazdénych archivnich

zabérdl, ale skladbou zabérd, které nam mimo jiné odhaluji proces nataceni pfimo
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v obraze. “Zatimco filmem Millhouse se De Antonio vyhranuje vuci idealu objektivni
pravdy cinema-verité, film Painetrs Painting se navzdory autorové pfedchozi tvorbé

tomuto idealu pfiblizuje“4®

MARY LAMPSON: Myslim, Ze vySlo vice recenzi, které tvrdily totéz:
“PanebozZe, co to déla! To je néco uplné jiného, nez co délal dfiv!” CozZ je pouze
dalSim prikladem toho, jak omezeni nékteri kritici jsou — jako kdyby umélec mohl
délat jen jednu véc porad dokola, vzdyt by to preci nemélo zadny vyznam...

NH: ProC si myslite, Ze se De Antonio najednou rozhodl sam sebe do filmu
takto zapojit?
MARY LAMPSON: On by to tak nikdy sam nerekl, ale Painters Painting je do urcité
miry jeho portrétem, je obrazem jeho Zivota a jeho pratel. Svét, ktery v Painters
Painting prezentuje ho vlastné zformoval, a to prostfedi privedlo k filmu. Poté, co
vidé! film Pull my Daisy*® (1959), zacal film brat vazné, a Pull my Daisy je tak krasny
obraz umélecké scény padesatych a Sedesatych let. Do Painters Painting se De
obsadil, protoZe to do urcité miry byl jeho pribéh.*>
Henry Geldzahler byl kuratorem v Metropolitnim Museu v New Yorku, a tento film
vznikl diky tomu, Ze dal dohromady vystavu ‘New York Painting and Sculpture:
1940-1970°, coz byla neuvéritelna sbirka - od Willema de Kooninga, Helen
Frankenthaler, po Clementa Greenberga, Andyho Warhola... De Antonio se s
Henrym znal, a tato vystava byla zrodem celé De Antoniovy ideje to zaznamenat.
A nebyt Henryho, ktery dokazal zaridit abychom tam v noci nataceli, ten film by
nikdy nevznikl.

DalSim impulzem k natoCeni tohoto filmu byla pro De Antonia mimo jiné
pravdépodobné i frustrace z existujicich dokumentd o uméni. Ve své knizni adaptaci
Painters Painting, kterou dokoncil v roce 1984 pise:

‘Dosavadni fiimy o malbé mé neohromovaly. Existovaly budto ty
pseudoumélecké, s vypravéCem plnym uzasu a ucty, jako kdyby malba patfila

mezi andélsky fad, nebo byly ty plné nasilnych neopodstatnénych zoomu na

4% Beyond Verite: Emile de Antonio and the New Documentary of the Seventies." Jump Cut: A Review
of Contemporary Media, no. 10-11, 1976. pp. 33-39. [online] Dostupny z:
https://www.ejumpcut.org/archive/onlinessays/JC10-11folder/EmileDeAntonio.html

46 pull my Daisy [film]. ReZie Robert Frank, Alfred Leslie. USA, 1959
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pupek Apolléna, co povySovaly kameru nad boha. Neodhalily ale nic o tom, jak a
pro¢ nékdo néco namaloval.“ 4’

De Antonio opét konstatuje, Zze se jedna o subjektivni reprezentaci New Yorské
umeélecké scény, a ze si pro tento film vybral malife, ktefi byli jeho pFateli nebo
jejichz praci se obdivoval. Proto se ve filmu neobjevi dulezité osobnosti jako byl
Mark Rothko, Adolph Gottileb nebo Franz Kline, coZz De Antonio vysvétloval tak,
Ze ackoli jejich praci miloval, mél Pollocka, Kooniga a Newmana mél radsi. Stejné
tak Henry Genzhaler potvrdil, Ze i pro svou vystavu vybral malife, ktefi se trochu
odchylovali od kurzu tehdejSi sou€asné malby. Painters Painting se soustfedi i na
ekonomiku a politiku tehdejSi umélecké scény, a rozdilné nazory dotazovanych jsou
opét Casto stavény do opozice — v tomto ohledu De Antonio zUstava vérny svému

predchozimu formalnimu stylu.*®

NH: Millhouse, a White Comedy a Painters Painting jste stfihali sou¢asné, mél
proces jednoho filmu vliv na stfih druhého?
MARY LAMPSON: Urcite to néjaky vliv mélo, ale rozhodné ne takovy Ze bychom si
rekli ,tohle fungovalo v Millhouse, pojdme to zkusit i tady”. SpiSe bylo fajn Ze jsem si
u Painters Painting trochu od Millhouse odpocinula.
Zacalo to tak, Ze kdyZ jsme strihali Painters Painting, najednou De Antoniovi hékdo
zatelefonoval s tim, Ze sehnali filmovy material, ktery by ho mohl zajimat — ten
material mimochodem ukradli z NBC. V NBC existoval archiv, kde shromazZdovali
veSkery material slavnych osobnosti, aby v televizi mohli rychle néco
sestrihat v pfipadé, Ze by nékdo umrel.
De Antoniovi zatelefonovali uprostfed noci — ted’ to asi popisuji trochu dramatictéji,
nez jak to ve skutecnosti bylo, kazdopadné se ho zeptali se, jestli o to nema zajem,
coZ samoziejmé De Antonio mél.%8
To, Ze jsem si u Painters Painting nakonec docela odpocinula ve srovnani
s Millhousem, bylo proto, Ze jednotlivé vrstvy, se kterymi jsme v Painters Painting
pracovali byly vlastné docela limitované. De facto jsme méli portréty — rozhovory s
Jednotlivymi umélci a pak s rozmanité zabéry jejich prace, které natocil Ed
Emshwiller.%° U Millhouse to bylo o néco chaoti¢téjsi. Ed byl znamy experimentalni
filmar, ktery doved! kreativné uchopit prostor, ve kterém se vSe odehravalo. Od

47 My brush with painting, 1984, Emile de Antonio, Douglas Kellner, Dan Streible. Emile de Antonio: A
Reader. Minneapolis: Univ. of Minnesota Press, 2000

48 American Art 1945-1970: An Introduction, By Douglas Kellner
32



zacatku méli jasny koncept — chtéli zabéry jejich prace, Slo o slova a dila — rozhovory
a dila. Vsechny obrazy natoCili na 35 mm barevny film, a rozhovory natoCili na
cernobilou sestnactku. Zabéery téch maleb byly dost dynamické, coz umoZznilo
zachazet s tim rozmanité.®® S takovym materialem mizete pak pracovat na zakladé

vnitfni geometrie pohybu, ale jinak je to formalné velice strohy film.

NH: Jak probihala spoluprace s De Antoniem ve fazi stfihu?
MARY LAMPSON: De mé nechal s Painters Painting ve stfizné skoro samotnou - tou
dobou uz jsme se znali velmi dobre. Samozfejmé jsme spolu shlédli material, a
naznacili cestu, kterou se ubirat, ale ja se tim tak néjak prokopala sama.
Prepisy rozhovort jsme povésili na zed, ale bylo to jen ramcové schéma, ta skutecna
prace zacala pak. Rozhodné to nefungovalo tak Ze bychom si fekli tohle bude tak, a
tak a pak tam dame B-Roll pro ilustraci...®?

Termin B-Roll v je dokumentarnich filmech uzivan pro oznaceni ilustrativnich
zabérd, které natocila druha kamera (Kamera B). Lampson timto terminem pohrda,
protoze k materialu pfistupuje tak, ze vSechny zabéry, které pouzijete by mély byt

uchopeny jako kdyby mély stejny potencial vypovidat.

MARY LAMPSON: Painters Painting je podle mého nazoru vyjimecny tim, Ze
Je o malifich a jejich specifickém pfistupu k praci a o tom, jak o té praci mluvi — je to o
lidech, ktefi se vyjadiuji jinak nez slovy, ale jsou pfinuceni mluvit, coz je docela

autenticky a vzacny moment.®3
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V Painters Painting nékolikrat zazni termin ,pushing and pulling“, ktery poprvé
pouzil malif Hans Hoffman ve své praci Search for the Real, and Other Essays.
Hoffman tento vyraz rozvijel od pocCatku abstraktniho expresionismu, a definoval ho
jako hru mezi barvou, tvarem a umisténim na podkladu za ucelem vytvoreni

zapasicich sil, které na plochém povrchu vytvori hloubku. 4°

NH: Jak byste takovou dynamiku popsala ve stfizné, ve vztahu k materialu?
MARY LAMPSON: Rekla bych, Ze jde o to, jestli to chcete udélat komplexni, nebo
Jestli to chcete zbanalizovat. Vzdy jde o vzajemny vztah dvou véci, jde o napéti mezi
nimi. A druhd vztahu je spousta, od napéti mezi jednotlivymi zabéry po ideje. Mate
ideje jako takove, a pak to, jak ty ideje ztvarnite vizualné.
Je to srovnani mezi dvéma prvKky, juxtapozice, zamérny kontrast, to jsou vaSe

nastroje. 4

NH: A jak podle vas vypada ,pushing and pulling“ ve vztahu s rezisérem?
MARY LAMPSON: P¥i spolupraci rezZiséra a stfihaCe existuje velmi zajimavy a sloZity
vztah. Pokud funguje, je kompletné zaloZeny na “pushing and pulling“ a je to vlastné
v tomto ohledu oteviena valka. To mize byt velmi prinosné, ale obé strany se musi

navzéajem poslouchat, protoze jde o vztah, ktery je zaloZeny na moci, a svrchovanou

4% Hans Hoffmann. [online] Dostupné z: http://www.hanshofmann.org/about/
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moc ma nakonec vzdycky rezZisér, ne stfihaC. TakZe se to nékdy mizZe vymknout z
kloubd, protoZe takova dynamika viastné brzdi moznost mit otevfenou bitvu. Ale ja
vérim v bitvu, ale v bitvu v takovem svété, kdy cilem boje neni, aby jeden dominoval

nad druhym, ale kdy je cilem posunuti filmu samotného. ©°
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9 Demokraticky didaktismus

,My paintings are an invitation to look somewhere else... and they have been
for a long time.”®® Prohlasil Robert Rauschenberg v nékdy v padesaté osmé minuté
Painters Painting.5' Jak si vysvétlujete vyrok, Ze obrazy by mély divaka vyzivat

k tomu, aby se dival jinam?

MARY LAMPSON: Tofo Ize aplikovat ve vztahu k obrazu, které visi na sténé.
Pro filmové platno je tfeba to pfeformulovat, spiSe nez divat se jinam, bych rekla
divat se jinak. Film musi divaky vyzyvat, vybizet je k tomu, aby pfemysleli, nastavit
Jim zrcadlo, které jim umoZni divat se na problematiku s hlubsim pochopenim a
ukazat véci, které drive neznali nebo o kterych nepremysleli. Filmar by mél doufat, Ze
po shlédnuti jeho filmu se divak trochu zméni a Ze ten film bude Zit dal tim, Ze se
pokusi tento zazitek s nékym sdilet. Nejde o to se jen divat, jde o to, co to ve vas
zanecha. Mimochodem, kdyz tohle Rauschenberg pronesl, byl uplné na mol — De

vSechny ty umélce znal velice divérné. 67

Rauschenbergovo uméni se skladalo z véci co nalezl. Vytvarel kolaze
Z harampadi, coz je presné zpusob, jakym De Antonio pracoval s archivnim
materialem. Spousta archivnich materiald, které jsme pouZili v Millhousovi, jsou kusy
nepouZitych, zahozenych scén a zabér( — napfiklad zabéry z republikanského
kongresu v roce 1968 natoCili pro ABC, a nikdy je neodvysilali. De mél talent na to
vyhledavat historii v nepouzitém materialu - de facto v odpadu. Nalezl poklady,
pfibéhy, jejichz vypovédni hodnota je obrovska. Proto se sam nazyval radikalnim
mrchozZroutem®, a Rauschenberg jim byl také.5°

50 QOriginal: “Mé obrazy jsou vyzvou divat se jinam, a to uz hodné dlouho*
51 Painters Painting (00:57:28)
52V originale “radical scavenger*
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Obr.: 9 — Robert Rauschenberg, Rebus, 1955

Robert Rauschenberg v Painters Painting popisuje, jak pfistupoval ke svéemu
obrazu ,Rebus”, ktery patfi do série obrazu, u kterych kombinoval a vrstvil
trojrozmérné objekty na dvourozmérnych platnech. Jasper Johns tato platna
pojmenoval “Combines” a nazyval je “obrazy, které pfistupuji na hru skulptury”. Tento
obraz se sklada z navrstvenych materialt ¢asti komiksovych &asopisu, politickych
plakati a vykresu, které Rauschenberg sesbiral v okoli svého ateliéru v jiznim

Manhattanu.%3

(00:54:40) Robert Rauschenberg: “I had an already going surface, so that there
wouldn’t be a beginning to the picture, and it would just all be additive. It doesn’t
really matter what’s inside. It's like when it stops (because you're dealing with an

object), what it can make you think of how it could continue.

%3 https://www.moma.org/collection/works/98673
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You begin with the possibilities of the material, and then you let them do, what they
can do. So, the artist is really almost a bystander, while he’s working.”
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Obr.: 10 — Robert Rauschenberg, ve filmu Painters Painting

Rauschenberglv pfistup k materialu bychom mohli pfirovnat ke zpasobu vypravéni,
ktery De Antonio nazval ,demokratickym didaktismem.” Mary Lampson s De
Antoniem k ve svych filmech k materialu pfistupuji podobné — zacinali s potencialem,
kterym material disponoval, a ten pak nechali za sebe samotny vypovidat.

Demokraticky didaktismus, reprezentuje zpusob prezentace informaci
divakim tak, Zze maji moznost odhalit a dospét ke své vilastni pravdé. Stejné
definoval zplsob zachazeni s problematikou reprezentace skute¢nosti Michel Brault,
jak uz bylo uvedeno vyse: “...kamera odhaluje néco vasim divakim, kteri si svou

pravdu najdou sami.”

54 Preklad: Vytvofil jsem plochu, ktera se rozvijela takovym zptisobem, Ze neméla zacatek ani konec,
princip je aditivni. A pak nezéaleZi na tom, co obsahuje, zaleZi na tom, Ze kdyz skonci, pfinuti vas
pfemyslet nad tim, jak by pokraoval. Zaginate s potencialem, kterym material disponuje, a ten pak
nechate za sebe samotny vypovidat. Autor se pak stdva ndhodnym divakem, béhem své prace.
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De Antonio: ,Jsem ucitel. Ma prace je nau¢ného charakteru... Moc rad bych si
vrstev, nez jakysi slogan nebo Cisté didaktické poselstvi. Nevéfim, zZe takova
poselstvi maji vétSi vyznam nez poulicni vykfik ‘Down with war!’. To samo o sobé
ni¢emu nepomuze. Cilem opravdu nau¢né prace je naznacit pro¢. Své pocity bych
na toto téma popsal jako demokratické s malym ‘d’, coz znamena Ze se nesnazite lidi
ponaucit, ale ze jim nékteré véci odhalite, umoznite jim dopracovat se ke stejnému
zavéru, ke kterému jste se dopracovali sami. To, je demokraticky didaktismus, ktery
se obejde bez zaprvé, zadruhé a zatfeti. Proto velmi trvam na slové ‘odhalit’. Pokud
tento film uvidi mlady Clovék, neslySi De Antonia, ktery na n& mluvi, ale sam pro

sebe dojde k vlastnimu zavéru o tom, co valka predstavovala. “*®°

Tento zpusob prace byl De Antoniovi nékdy vytykan — kritici méli pocit, Ze jeho
zamér nebyl pro divaky dost zfetelny. Na coZz De Antonio reagoval dukladné&jSim
vysvétlenim svych pracovnich postupl: “Obvykle jsem napadan za to, ze jsem
McCarthyho dostateCné nesrazil, nebo Ze jsem nékteré udalosti dostateCné
nedovysvétlil (pozn. autora, De Antonio mluvi o svém prvnim filmu Point of Order). Ja
divakim chci poskytnout materidl, diky kterému dospéji ke svym vlastnim
interpretacim. Mohl jsem ten film uprostfed zastavit a poskytnout jim vysvétlivky, ale
s takovym pfistupem nesouhlasim z estetickych i politickych divodu. A to je hlavnim
problémem didaktickych filmi — stanou se natolik didaktickymi, Ze zapomenou na to,

Ze film je také filmem.”%®

Ve svém poslednim autobiografickém filmu, Mr. Hoover and | (1989), na
kterem uz se Lampson nepodilela, se De Antonio na mile vzdalii od svého

5 Emile de Antonio, Douglas Kellner, Dan Streible. Emile de Antonio: A Reader. Minneapolis:
University of Minnesota Press, 2000.

Mr Hooveer and 1, 1989 Original: | have been a teacher. My work is didactic... | only want to think that
this film on Vietnam is more complicated, has more levels of meaning than there are in a slogan or in
a purely didactic message. | don't believe that such a message has any more sense than to shout in
the street, ‘Down with war!’ If you do so, that doesn't mean anything. The goal of a truly didactic work
is to go beyond that and to suggest the ‘why.’ | like to describe my own feelings as democratic with a
small ‘d,” which means that if you don't want to teach things to people but to reveal things to them, you
will permit them then to arrive at the same conclusion as yourself. That's a democratic didacticism,
without having to say ‘firstly, secondly, thirdly.” And that's why | insist on the word ‘reveal.” A young
American sees the film, and he doesn't hear de Antonio addressing him, but he can himself come to a
conclusion about the war...”

%6 Emile de Antonio, Douglas Kellner, Dan Streible. Emile de Antonio: A Reader. Minneapolis:
University of Minnesota Press, 2000.
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demokratického didaktismu, jako by se schvalné timto formalné naprosto odliSnym
vyborné demonstroval. De Antonio si tentokrat stoupne pfed kameru, a se pta se:
,Pro¢ by nemél byt proces jakéhokoli uméni zahrnut do Cehokoliv, ¢im samotné
pfedmétem filmu stava De Antonio sam misto témat, ktera pfed kamerou rozebira,

ale o to mu mozna preci jen nakonec Slo.

NH: Pro€ myslite, Ze De Antonio proces nataceni postupné vice zahrnoval do
své tvorby?
MARY LAMPSON: V padesatych letech bylo nahlizeni do tviréiho procesu pomérné
casté. Jeden z duvodd, pro¢ De viastné nesnaSel film, byla obecna pfedstava, Ze film
musi byt dokonalé uzavrené dilo. Zptisobem a hlavnim motivem jeho prace bylo vzdy
ukazat tento proces. Bylo mu jedno, jestli to vypadalo kostrbaté.
A ackoliv formalni stranka De Antoniovych film0 na prvni pohled pusobi kostrbaté a
hrubé, filmy jako Painters Painting nebo Millhouse vytvari dojem, Ze byly vytvofené

jednim tahem.

Diskuze o tom, jak ma finalni dilo na divaka pusobit, je v Painters Painting
opét demonstrovana srazkou nazoru a principd, jindy na sebe malifi zase navazuji

natolik, ze si navzajem dokoncuji véty.

Malitka Hellen Frankenthaller v Painters Painting prosazuje teorii, ze krasny
obraz by mél vypadat, jako by ho nékdo namaloval jednim tahem, a tedy stopa po
Stétci, kapka barvy je prekazkou. ,Osobné nepotfebuji vidét tu cestu, kterou umélec
dospél k vysledku. Nepotrebuji voditko, nema to co délat s celkovym dojmem, ktery
na vas obraz udéla.“®
A Barnett Newmann na toto téma prosazuje teorii, Ze “V momenté kdy nékoho
poprvé spatfite, ihned na vas néjak zapUsobi, vase prvni reakce je okamzita, je to
kompletni reakce, pfi které jeho celkova osobnost a vase osobnost vytvofi kontakt, a

57 Mr Hoover And I, [film]. ReZie Emile De Antonio, 1989

%8 QOriginal: ,A picture that is beautiful and works looks as if it all was made in one stroke at once. |
myself don't like to see the trail of a brush stroke, the drip of paint. To me, it's part of a sentiment of
clueing in, that has nothing to do with how a picture hits you.” (00:40:20)
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jde ve své podstaté o metafyzickou udalost. Ve chvili, kdy zaCnete studovat jeho

fasy, uz jste z tohoto zazitku vystoupili.”®

NH: Myslite si, ze pokud se pfili§ zabyvame tim, jak byl film udélany, Ze to
odvadi pozornost od toho, co nam film mél sdélit?
MARY LAMPSON: Pokud je film dobry, tak fasy nestudujete. Nesoustredite se na
formu. Co jsem star$i, naucila jsem se film ocenit a zaroveri studovat, jak a pro¢ na
mé pusobi. Co se tyée procesu tvorby, dfiv jsem byla dost intuitivni, ale zaroveri
analyticka. Kdybych si méla vybrat, rozhodné dam oproti analyze pfednost intuici a
emocim. Mozna, ze Newman taky témi fasami myslel spiSe nasi snahu analyzovat,

zatimco celkovy dojem je tvofen emocionalnim zazitkem.

Dale bych fekla, Ze ,Ctvrtou sténu“ nabouravate jenom tehdy, kdyz je to v
zajmu filmu, kdyZz je na misté to délat. Film samotny vas k tomu vlastné navede. S
Jjednim reZisérem jsme se bavili o tom, Ze stfih je prakticky manipulace — on tvrdil
néco v tom smyslu, Ze mizZete s divakem udélat cokoliv, Ze je ve vaSich rukou, jak
material “zmanipulujete” a Ze o tom viastné strih je. Ja si ale myslim, Ze v materialu
se skryva néco hlubSiho, co film rozpohybuje a co uvede do chodu cely proces jeho
vzniku. Mate urcity nazor, pocit, a vyberete si ten spravny, v souvislosti s tim, co ma

film vlastné sdélit. Ja tvrdim, Ze se zodpovidam vy3$si moci.

NH: Myslite tim, Ze zplGsob snimani vas navede k tomu, jak material ve stfizné
uchopit?
MARY LAMPSON: Material vam sam o sobé napovida. Mate zodpovédnost za lidi,
Jejichz zivoty naruSite, osidlite, za uc¢elem toho frici takzvanou pravdu, at uz je pravda
cokoli. A ty lidi pfeci nemuzete vyuZit, abyste si prosadil svou myslenku. Nebo jinak -
délejte si, co chcete, ale ja se toho nemusim ucastnit.
Vim, Ze to zni hrozné cCisté a vzneSené... ale ja véfim tomu, Ze ¢lovék ma stejnou
zodpovédnost i za zobrazeni postavy jako byl Nixon. Je potfeba Nixona nechat, aby
Si pod sebou podfezal vétev sam a zplsoby, jakymi to délate, musite nastavit uz na

%9 QOriginal: “When you see a person for the first time you have an immediate impact, your first
reaction is immediate, it's a total reaction in which the entire personality and your own personality
make contact, it's almost a metaphysical event. If you start studying eyelashes, you remove yourself
from the experience.”
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zacatku filmu. Je ddlezité nastavit to, v jakém svété se budete pohybovat, v prvnich

tfech az péti minutach.”
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10 Millhouse: a White Comedy

V prvnich tfech az péti minutach ,Millhouse: a White Comedy” jsou slySet
slavnostni trumpety a v obraze se objevi Nixonlv citat o tom, jak je dulezité mit
soutézivého ducha a jak je ve svété politiky podstatné se nevzdavat, a to hlavné
v momentech, kdy uz se zda Ze je bitva prohrana. Nasleduje nékolik zabéru
na jasajici dav se vznasejicimi se balonky, jak za doprovodu groteskni hudby vitaji

hlavni postavu filmu.

THAT'SGTHE WORLD_OF POLITICS.
\ b
\(GUESs Yol COULD SAY

THAT'S LIFE ITSELF.
.

RICHARb LHOUS NIXON

Obr.: 11 — Uvodni zabéry z filmu Millhouse, a White Comedy

Po uvodnim titulku nasleduje kratka pauza a pfichazi prolog se zabéry na
vojenskou kapelu, ktera slavnostné zatroubi a ztichne pfed prohlasenim: ,Ladies and
gentleman, The President of The United States!* Po nékolika vtefinach velkého
oGekavani, které pfipomina Gvodni sekvenci Triumfu Vile®, nasleduje nékolik
detailnich zabérl ze slavnostniho odkryti voskové figuriny Richarda Nixona v muzeu
Madame Tussauds. Tato metafora nastavuje humor, a zpusob jakym se formalné

pracuje v nasledujicich devadesati tyfech minutach. &

80 Triumph des Willens [film]. Rezie Leni Reifenstahl, Némecko, 1935

61V originalnim traileru, ktery bézZel v kinech, byl tento film prezentovan jako: ,Millhouse, a White
Comedy, a film in the tradition of the Marx Brothers.*
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Obr.: 12 — Sekvence z filmu Millhouse, a White Comedy, slavnostni odhaleni figuriny Richarda Nixona

V tfeti Casti tohoto prologu (prvni kapitola filmu zacina pozdéji oznaCenim
,Crisis 1“ koneCné pfichazi opravdovy Nixon, ktery na tiskové konferenci vSem
oznami, ze rozhodné nehodla kandidovat. “My plans are to go home. | want to get
acquainted with my family again. My plans are incidentally from a political stand to
take a holiday.”? Po tomto prohlaseni pfichazi ¢ast o Nixonové prvni kandidature.
Jak Lampson zminovala, jde o srazku ideji a vyznam jednotlivych scén si neustale
protifeCi, stejné jako Nixon. ZpUsob prace odpovida tomu, jak se samotna postava
prezentuje, a respektuje to, zaroven cela struktura filmu nasleduje biografii Nixona,
kterou si napsal sam®. Nixon se ve své knize stavi do role takika biblické postavy,

ktera pfekonava jednotlivé krize a ze vSeho vystupuje jako vitéz. Film upozornuje na

62 Qriginal: “Muj plan je jit domu, chci se znovu sblizit se svou rodinou. Mé plany z politické
perspektivy jsou vzit si dovolenou.”

83 Nixon pro svou biografii najal spisovatele Charlese Lichtensteina, ktery pozdéji dodava, Ze Nixon
vymyslel koncept své knihy, ale sam si uvédomoval Ze psani neni jeho silnou strankou.
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tuto absurditu a exponuje to, jak Nixon sam sebe pojima — nesnazi se tedy opravdu
Nixona portrétovat jako biblickou postavu. V takovych situacich byva Stéstim, ze si
portrétované postavy tohoto pfesahu Casto nevSimnou, protoZze sami sebe nejsou
schopni vnimat celkovy konetxt. V pfipadé Millhouse ke svému zklamani De Antonio
od Nixona neziskal zadnou odezvu. Nakonec ,A White Comedy“ opravdu zamezilo
mozné interpretaci, Zze jde o oslavny snimek této politické osobnosti.

Millhouse divakim pfinasi kontext, ve kterém vS8echny kontradikéni vyroky
vyvstanou. Z toho, jak se s materidlem zachazi, je jasné, co si De Antonio o Nixonovi
mysli. Vede tak s divakem dialog zptsobem, Ze ho nuti vytvofit si vlastni nazor, resp.
s postojem de Antonia souhlasit ¢i nesouhlasit. Divak se tak opravdu stava svédkem

mySlenkového procesu, a ne pouhym konzumentem informaci.

NH: De Antoniuv pfistup k filmu je €asto pfirovnavan k principu Ejznstejnové
intelektualni montaze, kde dva Casové, prostorové a déjové nesouvisejici zabéry
vytvareji treti kvalitu, ktera vznika konfliktem mezi nimi.

MARY LAMPSON: Presné tak. A to takovym zpusobem, Ze divaky vyzyval
k aktivnimu zapojeni, $lo o to, jak jim prezentoval nové informace. Pracoval s idejemi,
které kladl do opozic. Coz je opét nelinearni zplsob prace. A navic divakovi date
prostor pro vlastni interpretaci — stavénim ideji do opozic nedocilite pouze
intelektualniho ale i emocionalniho zazitku. Diky tomu, Ze je divak provokovany
k tomu, zaujmout béhem sledovani filmu aktivné néjaky postoj, zaCne byt i vice

zainteresovany emocionalné.”
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11 Underground

Obr.: 13 - Mary Lampson vlevo, ve filmu Underground

Painters Painting je pfikladem filmu, ve kterém je nataceci proces tématem,
zatimco Underground (1976) predstavuje film, ve kterém jsou podminky nataceni
soucasti filmového kontextu, coz bylo dané tim, Ze postavy filmu musely zlstat
v anonymité. Underground se tak stal jednim z nejzajimavéjSich pfikladl, kde
muzeme pozorovat dynamickou souhru mezi skupinami na obou stranach kamery.
De Antonio o Underground piSe jako o kolektivnim dilu, ve kterém jsou jména
zuCastnénych fazena alfabeticky, a neexistuje ,rezisér nebo producent®, &imz
respektoval filosofii, kterou ¢lenové portrétované levicové organizace zastavali.?* De
Antonio se snazil reprezentovat ¢leny Weather Underground takovym zpuUsobem,
jakym by se portrétovali sami, tento film vSak neni pouze nastrojem pro Sifeni jejich

64 Emile de Antonio, Douglas Kellner, Dan Streible. Emile de Antonio: A Reader. Minneapolis:
University of Minnesota Press, 2000. Str 283
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ideologie. Rozhovory jsou ve filmu vychozim bodem pro historickou analyzu
poslednich patnacti let radikalnich aktivit a zarovenn hodnocenim soucCasnych a

budoucich levicovych strategii.

Weather Underground®®, organizovali od roku 1969 do poloviny sedmdesatych
let protesty a bombové utoky po celych Spojenych statech, namifené hlavné proti
vladnim budovam, bankam nebo sidlum velkych soukromych spole€nosti. Jejich
aktivity souvisely s odporem proti valce ve Vietnamu, s policejni brutalitou nebo
postavenim CernoSské mensSiny. Film je situovany v Kalifornském ,safe house® ve
kterém se schovavalo pét nejznaméjsich ¢lenu této organizace - Bill Ayers, Kathy

Boudin, Bernardine Dohrn, Jeff Jones a Cathy Wilkerson.

MARY LAMPSON: De Antonio si pfeCetl manifest “Prairie fire”, ktery vnimal
Jako jejich pokus vystoupit z kompletniho ustrani, a pochopil, Ze se snaZzili vysvétlit
vefejnosti, pro¢ délali to, co délali. Pochopil, Ze maji zajem oslovit vice lidi a fekl si,
Ze film toho docili Iépe neZ kniha. 7
Napsal dopis, takovy tristrankovy dopis, (myslim, Ze ho napsal, kdyZz mél obrovskou
kocovinu) a Weather Underground opravdu projevili zajem spolupracovat. Casto je
oslovovaly ruzné televizni stanice, které vzdy odmitali — v naSem pfipadé pomohl
fakt, Ze De Antonio mel proslulou reputaci radikalniho filmarfe, coz automaticky
vytvorilo vzajemnou davéru.”
De rekl, Ze k nataceni bude potrebovat dva lidi, a navrhl mé a Haskella Wexlera. Bylo
Jjasné, zZe ve chvili, kdy se o tom dovi vliada, budeme predvolani k soudu, kde by nas
nutili pfedlozit nato¢eny material. Dost mozna kvuli cenzure, ale hlavné protoze je
chtéli najit. Takze prvnim z pravidel dohody mezi nami bylo, Ze pokud by takova
situace nastala, nebudeme spolupracovat — to znamenalo, Ze bychom §li sedét. Dalsi
véc byla, ze jsme Weather Underground museli pak ten material pustit, aby si ovérili,
Ze tam neni nic, podle ¢eho by se dalo zjistit, kde se skryvaji. NeSlo jim o kreativni
kontrolu, co se tyCe obsahu nam Vérili. | kdyz jakesi pratelstvi, které mezi nami
nakonec vzniklo, byl také jejich zptusob kontroly nad vyslednym filmem. Jsem si jista,

Ze byli hodné opatrni a dukladné si stanovili mantinely - hlavné nechtéli mluvit o

85 Nazev skupiny odkazuje na text pisné Boba Dylana - Subterranean Homesick Blues: “You don't
need a weatherman to know which way the wind blows.
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ni¢em pfilis osobnim, z ¢ehoZ vznikla ta tahanice mezi nami, kterou nakonec ve filmu
vidite. 77

Hodné si lamali hlavu nad tim, jakym zpusobem se chtéji ve filmu prezentovat, a
zaroveri se snaZzili brat v uvahu to, o co $lo nam. My se museli tak trochu fridit podle
toho. Takze celému nataceni pfedchazela dukladna priprava, protoze z jejich strany
$lo o obrovsky risk, cely ten proces podstoupit.”®

Obr.: 14 — Zabeéry z filmu Underground, Jeff Jones za zavésem a $tab odraZejici se v zrcadle

Jeff Jones nas na zacatku filmu uvadi do situace — dotyka se rukou zavoje, za
kterym jsou vidét pouze siluety postav: “Toto platno, které nas rozdéluje, je
vysledkem valky ve Vietnamu, je vysledkem rasismu v na$i spole¢nosti. Je dulezité
tuto bariéru prekonat, pokusime se na sebe dosahnout skrze ni, mluvit skrze ni.” ®
Vizualni ztvarnéni je sice dané nutnosti zachovat anonymitu ¢lent organizace, a
zaroven nastavuje zpusob, jakym spolu budou obé skupiny komunikovat. Povésena
prusvitna latka oddéluje Stab a ¢leny Underground, které vidime budto v siluetach,
nebo ktefi k nam sedi zady, a my jsme jako divaci nuceni vSe vnimat
zprostfedkované pres tvare flmového stabu.

Kazdému c¢lenovi skupiny Weather Underground je vénovana kapitola, a
kazda osobni zpovéd se rozvine a soustfedi se na jednotliva témata. V poloviné filmu
pfichazi stézejni scéna, ve které se obé skupiny (filmafi a Clenové organizace)
spole¢né snazi najit nejlepsi zpusob komunikace jak s divaky, tak mezi sebou.

Jeff Jones: “Shledavam tento zpisob prace neskutecné omezujicim. Je pfili§ falesny,
na to abychom byli schopni fict, kdo jsme, a ja si opravdu myslim, Ze by bylo lepsi,

kdybychom si prosté povidali se zapnutym zvukovym rekordérem a s vypnutou
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kamerou. Kdyby ta kamera byla vypnuta, mohli byste se do konverzace zapojit
vSichni...“®

Mary Lampson ve filmu odpovida: “Ale problém je, Ze my délame film. Snazime se
najit vhodnou formu pro to, co délame, a jak tu spolecné sedime a snazime se k
tomu dobrat, snad nam to jde pomalu lépe, protoZe si na sebe zvykame v ramci
tohoto kontextu, protoZe pravé kontext téhle situace bude to, co se dostane ven.”’

MARY LAMPSON: Bylo naprosto zéasadni ten proces nataceni do filmu
zahrnout. V této diskuzi jsme se pokusili je trochu dotlacCit nékam, kde byli trochu
nesvi. Prvni den jsme se s nimi totiz snaZzili natocCit autobiografické scény, a byli jsme
dost frustrovani, protoZze bylo jasné, Zze aby se nam opravdu otevreli, budeme je
k tomu muset trochu dotlacit. Takze po tomto rozhovoru, ktery jsme nakonec umistili
do poloviny filmu, se oni pak $li poradit stranou, a rozhodli se, o ¢em kazdy z nich
chce miuvit. Nakonec souhlasili, Ze co se ty¢e osobnich vypovédi, zajdou tak daleko
Jjak budeme potfebovat. A teprve potom jsme s nimi natoCili jejich osobni zpovédi,
které jsou nyni na zacatku filmu. Tusili jsme, co od nich potfebujeme, ale museli jsme
vzdorovat jejich natlaku, coZ je konec koncl néco, co ve filmu prosté délate

neustale.’

NH: Bylo pro vas slozité vytvofit si odstup od materialu, kde vas kamera
zabira?
MARY LAMPSON: U Painters Painting mé to netrapilo, protoze tam nemluvim. Ale
pfi Underground jsem si po promitnuti hrubého materialu, kde mluvim neustale, dost
lamala hlavu, jak se z toho vystrihat. Trvalo mi asi dva tydny, nez jsem se z toho
dostala. Pozdgéji jsem sama na sebe koukala s pocitem, Ze to nejsem ja. Opét, jde o

to uvédomit si, o em zabér vypovida. Co je za ramem obrazu, neni dilezité.!

Underground je filmem, ktery formalnim uchopenim téchto ztizenych natacecich
podminek dosahuje jedineCné autenticity, upfimnosti a respektu ke vSem

zucCastnénym, C¢imz dosahuje silného emocionalniho zazitku. Siluety postav, které se

% “| find this to be incredibly constricting and false for us, to be able to express who we are, and | feel
it would be better just talking with each other with the tape machine running and not the camera
machine running. If that machine were of, you could come and join us in the flow...”

67 “The problem is we're making a film... were struggling to find a form of what we're doing, and as we
sit and we do that, hopefully we're getting better at it, and we're beginning to get a better idea...
relaxing with each other within the context, because this is the context that is going to go out.”
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nam upfimné zpovidaji a snazi se zamyslet a zaroven kriticky zhodnotit své aktivity,
pfinasi prostor pro empatii, pravé diky vizualnimu ztvarnéni, kterym autofi vyjadfili i
jejich  mentalni rozpolozeni. Stejné jako autofi filmu hledaji formu, Weather
Underground poprvé vefejné pfiznavaji pochybnosti o tom, jakym zpusobem proti
systému bojovat. Zarover je mozné najit analogii mezi De Antoniem a ¢leny WU®8,
ktefi jsou pro své nazory jsou schopni obétovat vSechno, a v samotném filmu
zaznivaji véty jako ,Building a process of struggle is a lifetime of resistance, not just a
single moral statement, but a long consistent commitment.”®®

Emile De Antonio konfrontuje strategie, které WU zastavali:

“‘Mary a ja jsme se divali na starsi zaznam, ve kterych byla z vasi strany vidét urcita
arogance.” WU odpovidaji: “V urcéitém obdob jsme do popredi cpali vizi toho, ¢im
Jjsme chtéli byt, vizi toho, co méla revoluce predstavovat, coZz bylo v nécem az
nelidské. Revolucionari a progresivni lidé by méli verejnost vyzivat, ale neméli by
kazat. My jsme se chovali arogantné, ale je potreba uvést celkovy kontext situace —
dnes totiz Zijeme v dekadentni spole¢nosti, stejné jako Rusko pred jejich revoluci.“°
Celou diskuzi v obraze doplhuje napis povéseny na zdi “The future will be what we
people struggle to make it"”! vysity na kusu latky, kterou ¢lenové organizace darovali
De Antoniovi.

NH: V Underground se objevuji zabéry z filma “Sixth side of the Pentagon”
Chrise Markera, “Attica” Cindy Firestone nebo “Fidel!” Saula Landause a nékolika
dal$ich — jak jste s timto materialem pracovali?8?

MARY LAMPSON: Pdvodné jsme se snaZzili film natocit driv, nez se o tom dovi viada,
ktera to zjistila vlastné okamZzité, coz nam nakonec pomohlo v tom, Ze se o tom, Ze to
natacime obecné védélo, a vSichni ti filmari — Chris, Cinda atd. byli velmi Stedri a

poskytli nam svuj material a nic za to nechtéli.

68 \Weather Underground

89 Preklad: Budovani vzpoury vyZaduje cely Zivot v opozici, nejde o jakési moralni prohlaseni, ale
konzistentni zavazek.

70 De: Mary and | found looking at early footage, an almost arrogant male posture.

WU: There was a period of time where we put forward a vision of ourselves, a vision of a revolution,
that was hard and mean. And somewhat antihuman because revolutionaries and progressive people
should be militant, but shouldn’t be militaristic. They should be challenging to people, but they
shouldn’t be condescending. We became arrogant in our behaviour, but we should put it in context,
and we live in a decadent society like Russia before the revolution. (00:26:00)

! Preklad: Budoucnost bude tim, ¢eho se my, lidé snazime dosahnout.
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S tim materialem jsem nechtéla zachazet jako s “B-Roll*, cozZ je termin reprezentujici
zpusob prace, kterym pohrdam. Nechtéla jsem jejich zabéry pouzit jako ilustraci
pfibéht naSich postav, jako tapetu, kterou prekryjeme jejich rozhovory. PouZila jsem
kratké scény z jejich filma, a do jejich struktury jsem nezasahovala, chtéla jsem
zachovat jejich integritu. TakZe misto ilustrace, vznikl moment. Mam pocit, Ze tak se
mimo jiné docililo toho, Ze Underground vas za docela kratky casovy usek zasvéti do
doby, ve které vznikal.

De Antonio pouzil pisnicky Boba Dylana a Niny Simone. De tvrdil, Ze pokud se
zeptate, jestli to muzete pouzit a oni vam reknou Ze ne, tak to pouZzit nelze. Proto se
neptal.  Pri nejhorSim rfeknou, Ze nechtéji abyste to pouZili a tak to prosté
vystrihnete. V pfipadé Underground jsme stejné védéli, Ze to nepobézi na PBS, na
to to bylo az moc radikalni.

NH: V zavéru filmu je recitace basné pro Assatu Shakur, a v obraze je tma...
MARY LAMPSON: No jo, to bylo strasné kontroverzni! Haskell mi na to rekl: “To
nemuzes, to nesmis! Lidi si budou myslet, Ze v projektoru praskla Zarovka!” Schytalo
to dost kritiky od levicové strany: “Pro¢ u basné o Assaté Shakur, cernoSce, nemate

obraz?” Kritikou bylo, Ze to vyznélo rasisticky.

Bylo to uz v obdobi, kdy se vSechny frakce levicové strany zacaly postupné rozpadat.
Zacali jsme natacet shodou nahod v den, kdy skoncila bitva o Saigon, coz bylo pro to

hnuti vitézstvim. MozZna to zjednodusuji, ale myslim si, Zze se pak vSechny rizné

frakce a mocenské boje uklidnily. 83

Obr.: 15 — Zabeéry z filmu Underground, WU za zavésem,siluety postav
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12 Harlan County, USA

Harlan County, USA (1976) je film o hornickych stavkach v Kentucky v roce
1973. Film pokracuje v tradici Verité dokumentl — vytvafi pocit, Zze udalosti na platné
se vyviji samostatné bez zasahu a manipulace autora, tim Ze pfiznava pritomnost
Stabu. Na rozdil od filmu Underground, kde autofi spoleCné se svymi subjekty hledaly
tu nejlepsi cestu, jak uchopit dané téma, film divakim neodhaluje to, jak se autofi
snazi film snimat. Harlan County, USA zaznamenava pomérné bouflivé udalosti, diky
kterym nebyl ¢as na to dlouho diskutovat o tom, jak je natocCit. Zplsob snimani
v tomto filmu je ve stfizné uchopen takovym zplUsobem, Ze je docileno autenticity,
ktera z platna fve asi jako rezisérka Barbra Kopple vykfikem ,Don’t shoot®, kdyz se
na ni stfilelo.
Jerry Johnson, jeden ze stavkujicich horniku konstatoval, Zze pfitomnost kamer
zabranila nékolika stfelbam, "The cameras probably saved a bunch of shooting. |
don't think we'd have won it without the film crew. If the film crew hadn't been
sympathetic to our cause, we would've lost. Thank God for them; thank God they're
on our side.””? Barbra Kopple sama konstatuje, Ze se $tabu podafilo nasili zmirnit,
protoZe ,nikdo nechce spachat vrazdu v Zivoucich barvach.”

Obr.: 16 - Zabér z Harlan County USA

2 Interview with Jerry Johnson. The Making of Harlan County U.S.A. DVD extra; appears on Harlan
County U.S.A. DVD. New York, New York: Criterion Collection, 2006.
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MARY LAMPSON: Stfih trval devét mésicu. Ja se na tom podilela posledni Ctyri.
Bylo nas stfihacu vZdycky vic — tii stfihaCi u toho byli od uplného zacatku, protoZe
natocili strasné moc hodin materialu (Sedesat hodin bylo na tehdejsi dobu hodné...)
Géniem, ktery vymyslel strukturu filmu, byla Nancy Baker. KdyZ jsem na tom zacala
délat, s Barbrou Kopple mély chronologickou strukturu — Barbra k tomu pfistupovala
jako k historii a boji hornikd, takZe ta hlavni stavka byla az nékdy v té casti, kterou
bychom dnes nazvali tretim aktem. To byla pomérné nuda, jestli si to dovedes
pfedstavit. Barbra védéla, Ze to takhle nefunguje, ale ten, kdo pochopil a doved!
prosadit myslenku, Ze ta stavka bude pateri celého filmu, byla Nancy. Samoziejmé to
nebylo na ukor archivnich historickych material(i. Ale ta struktura se vraci tam a zpét
od stavky k vypovédim, a kolem ctyficaté paté minuty to ma zase raz “Verité”. Kazdy
tvrdi, Ze je to film ve stylu Verité uz od zalatku, ale to neni pravda. Se vSemi
postavami se seznamime v prvnich dvaceti minutach interview, a ty postavy pak az
postupné povstanou a rozvinou se udalostmi, které se kolem nich odehravayji.
KdyZz jsem na tom zacCala délat ja, méli trihodinovy sestfih, ale bylo to ohromné
chytre vymyslené. Zajimaveé je, Ze na zacatku maji vSechny ty postavy stejnou vahu,
ale pak se projevi dal skrze akci. Na zacCatku je to sbor hlasu, které se postupné

rozvinou jako jednotlivci. 84

NH: Jak fikal Robert Drew “action is character’”® Myslite si, Ze to souviselo
s duveérou, kterou si s témi lidmi Kopple postupné vybudovala?
MARY LAMPSON: Ur¢ité. Byla tam s nimi asi deset mésicu, neustale pendlovala tam
a zpét, a ze zacatku to samoziejmé bylo o tom “Which side are you on?’* No, tak
samozfejmé na strané horniku. V poloviné filmu, kdy to v§echno graduje, je zjevné,

Ze pfitomnost kamery ty boje zmirriuje, ona je kamerou viastné branila.

Je to zajimavy obrat od Direct Cinema. Misto toho, abychom se snaZzili
interakcim ve stfizné vyhnout, tak jako filmafi otevieme okno do svéta lidi, se kterymi
bychom se za normalnich okolnosti pravdépodobné nesetkali, a stab pomaha celé

kauze.

3 Drew Associates: Cinema Verité, [online] Dostupny z: http://www.drewassociates.com
" “Whose side are you on” je pisef od Hazel Dickens, pouzita v ,Harlan County USA*
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Film Harlan County USA timto pfedstavuje bod zvratu, protoze se jedna a
jeden z prvnich pfikladd dokumentarniho filmu, ve kterém timto zpisobem dochazi
k proboreni ¢tvrté stény”. Bourani Ctvrté stény v dokumentarnim filmu predstavuje
pravé interakci mezi subjekty a filmovym Stabem. V tomto pfipadé se Barbra Kopple

stala aktivni soucasti déje, aniz by Slo o pfedem vymysleny koncept.

NH: Kdy jste si poprvé uvédomila, Zze Barbra ma ve filmu takto aktivni roli?
MARY LAMPSON: Vzpominam si Ze prvni moment, kde pravé k bourani Ctvrté stény
dochazelo, byla interakce mezi Barbrou a tim chlapem, co se na ni diva skrz okénko
v auté, a nuti ji ukazat prikaz. Myslim, Ze tehdy to bylo docela radikalni, tuhle jejich

interakci pouZzit — lidé na to hodné reagovali.

Casto se o Harlan County miluvi jako o bodu zvratu, co se tyce formy. My si to
tehdy pri stfihani neuvédomovali, Ze délame na nééem prilomovém. | kdybychom se
snaZili z toho Barbru vystrihat, tak to nesSlo. Byli jsme vSak dost inteligentni na to ji
nevystfihat, protoZe to bychom byli vyrvali srdce toho filmu. U jinych dokumentd, na
kterych jsem délala jsme se zabyvali otazkou, jestli exponovat pfitomnost reziséra
nebo ne, ale v Harlan County bylo naprosto jasné, jak to uchopit, protoZe se to tak

prosté stalo.®

75 Ctvrta sténa je symbolické pojmenovani situace, kdy je stanovena linka mezi publikem a
pfedstavenim, ve hraném filmu se s timto terminem setkavame, kdyz postavy komunikuji pfimo
s divaky.
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13 Camp Victory, Afghanistan

V roce 2009 Mary Lampson stfihala film Camp Victory, Afghanistan rezisérky
Carol Dysinger. Tento film vypravi o vzniku nepravdépodobného pratelstvi dvou
generall v Afghanistanu. Zaméfuje se na postavu afghanského generala, ktery se
potyka s neustalym pfivalem vojaku americké narodni gardy, nasazenych k vycviku
jeho armady a jeho samotného.
Carol Dysinger vstupuje do ramu filmu velmi zajimavym zplUsobem. Jeji hlas
napfiklad zazni ve filmu jen jednou, ale jeji pfitomnost je jakymsi spojujicim prvkem
jednotlivych scén, jelikoz ilustruje ilustruje vztah, ktery si rezisérka vytvofila
s postavami filmu, stava se jeji pfitomnost spojujicim prvkem.
ReZisérka se nesnazila o expozici procesu snimani, postavy na ni vdak ve filmu velmi
Casto reaguji. Néktefi vojaci k ni Casto upiraji zrak v momentech, kdy potiebuji
svédka, nebo spojence, jini ji obCas diplomaticky pozadaji, aby pfestala natacCet a
odesla, protoze potiebuji néco fesit v soukromi. Na rozdil od Harlan County, v Camp

Victory se pfitomnost rezZisérky stava neviditelnou vrstvou.

Obr.: 17 — Zabér z filmu Camp Victory, Afghanistan
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NH: Jak probihal vas dialog ve stfizné ohledné zahrnuti interakci mezi Carol a

vojaky které natacela?
MARY LAMPSON: S fouto otazkou jste ve stfizné konfrontovani vzdycky. Bylo by
velmi neobvyklé, kdybychom v samotném hrubém materialu takové interakce nenasli
— tyto mozna nezamérné interakce mezi reziserem a jeho subjekty — i v té nejCistéjsi
formé Verité nebo Cinema Direct se daly najit takové momenty. Otazkou tedy je, jak
S témi momenty zachazet, a jestli jsou uZite¢né pro zpusob, jakym se snaZzite pfibéh
vypravét. Mé takové momenty vzdycky zajimaji, protoze si myslim, Ze toho casto
odhali hodné o procesu nataceni, coz ma na vysledny film velky vliv. TakZze bych
fekla, Ze béhem promitani materialu, délani vybérky si jich vzdycky vSimnu a vytahnu
si je, aniz bych nutné tusila, jak je v ten moment pouzit. &

Camp Victory, je podle mé v mnoha ohledech film o tom, jaké neuvéritelné
vztahy tahle americka rezisérka v daném prostredi navazala. Je to o tom, co tam v
tom straveném cCase hledala, a diky tomu je tento film velmi osobni. Je osobni tim, Ze
to hledame s ni. Ale nesnazime se na tom zaroveri stavet — dnes by spousta lidi
fekla: “Ten film je vlastné ve skutecnosti o tobé, udélej z toho memoar” — takovy
pfistup je mi vZzdycky trochu podeziely. Coz ovSéem neznamena, Zze Camp Victory
zaroveri neni o Carol — vSechny filmy jsou nakonec i o rezZisérovi, a ja si myslim, Zze v
tomto ohledu kazdy film, nebo alespon ty, které jsou dobré, a na které jsem hrda,
Jjsou také o mné vtom smyslu, jak ja na ten pfibéh reaguji. V Camp Victory za
kamerou byla pouze Carol, ktera nikdy predtim netoCila, cozZ zapricinilo Ze je to velice
neusporadany film (messy film). Carol nevédéla, co vlastné hleda a o ¢em ten film je,
takze to ve stiizné bylo hodné o hledani — v téch 300 hodinach materialu, a tyto

~Lmomenty“ se staly klicovymi pfi vytvareni struktury.8”

vvvvvv

Jjsem zjistila, Ze pokud mi na tom filmu nezalezi — a tim myslim, pokud nemam osobni
vztah k tomu, o ¢em pribéh je, nebo ¢im prochazi moje postava, tak viastné nemdizu
stfihat. Celé je to o tom, Ze neustale délate néjaka rozhodnuti. “Zacneme tim, nebo
dame prvni tohle?” A pokud je vam to jedno, tak se prece nemdizete rozhodnout. A
pak prichazi dalsi faze, ktera je “tohle mi sice pfijde zajimavé, ale co z toho? Koho to
zajima? Koho dalSiho by to mohlo zajimat? A presné to je ulohou stfihace, protoze
rezisér ma nékdy potize takto ten material vnimat. Stfiha¢ funguje jako reprezentace
potencialniho divaka, a musi si toho vzdycky byt vedom. “Vidim, reaguji — vidi to tak i
ostatni?“68
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Nékdy se tento potencialni divak ale stane kontrolnim mechanismem, vétsinou
za cilem utlumeni jakékoliv komplexity. ObcCas po zkuSebni projekci dostanete
poznamky jako ,byl jsem zmateny” — a to mize znamenat spoustu véci. Rada bych
se domnivala, Ze pokud vim, co délam, znamena to jenom fakt, Ze jsem to neudélala
dost dobrfe. TakZze to musim brat na védomi, a vratit se k tomu, ale nepodpira to
nutné argument, Ze je to prilis ,matouci nebo komplikované.“& Je to pak o tom, jestli
chcete véci utlumit nebo ne, udélat to zjednodusené, nebo komplexné, a samozirejmé
Je zajimavéjsi, kdyz to udélate komplikovanéjsi — nesmi to ale byt matouci. A nékdy
trva docela dost dlouho udélat to tak, aby to nebylo zmatené. A pak je lepSi ten
chaos nékdy prosté nechat byt a nechat to ,messy“, a radéji pracovat chvilku na
nécem jiném — to ob&as prekvapivé docela poméaha.?® Casto moment, ktery vés
mate, musite vyresit v uplné jiném misté ve filmu. Ten problém je nékdy viastné tfeba
pét minut pfed tim, a vy to pak mdzete prosté zafidit tak, Ze pozdéji divak zmateny
nebude. Presné tohle mé u stfihu bavi. Dale bych jen dodala, Ze podle meého nazoru
film neexistuje, dokud se na néj nékdo nepodiva.

NH: Zminila jste se o tom, Ze ,memoarové filmy*, jsou vam cCasto trochu
podezielé, co jste tim myslela?
MARY LAMPSON: To souvisi s lenosti: ,Ten film je ve skutec¢nosti o tobé, a bude
vypravén ztvého pohledu”. Ne kazdy film ma potencial na to byt osobnim
memoarem — to byva takové to prvni reSeni, které se nabizi, kdyz je film jeSté
neukotveny, nema formu, a pitomci se hned upnou k tomu ,Ze to bude tak a tak”
misto toho, aby se sami sebe ptali na spravné otazky, aby prozkoumali material, nez
aby okamzité pfisli s fesenim pro momentalni chaos. Akceptujte chaos, prozkoumejte
ho, a az poté prineste feseni. Cely problem je, kdyZz se kvyslednému reSeni
dostanete predéasné. '

Diky soucasné technologicky zaméfené atmosfére a diky zpusobu, jakym
ziskavate penize na projekty, musime stale délat promo-videa, nebo teasery’®, a to
Je prosté jed, pro stfih. Zaprvé, ani nevim, jak se takové video déla, neni to pro mé

ni¢im zajimavé. Nastésti je mi sedmdesat dva — mizu si dovolit na promo videa fict
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»ne*. Duvodem, pro¢ to deformuje cely proces je to, Ze prakticky zacnete stfihat prilis
brzy. Podivate se na vas hruby material, s tim Ze udélate vybérku, do které pouze
vySkubnete momenty, o kterych si myslite Ze shrnuji, o ¢em vas film je, misto toho
abyste vytahli cokoliv, co vas zajima. Nemusite mit vZdy ddvod néco vybrat, nékdy
prosté vezmete neco — psi Stekot, hlavu, ktera se lehce pootoCi, nebo pohyb kamery
— vyberete to bez néjakého vazného duvodu. On totiz existuje proces, kdy z
obrovského mnoZzstvi materialu udélate mensi mnoZzstvi, ale zaroveri to neni jen
kondensace, jde o to pochopit a mit cit pro vas material, a rozpoznat jaké mozné
formalni styly obsahuje. ,Ach, miZe to byt takovyto typ filmu!“. V této fazi prosté jesté
nevite, a nechcete se rozhodnout prilis§ brzy. Strih promo-heads predstavuje
pfedcasne strihani, kdy vyberete néco a tim se omezite. Délate rozhodnuti prilis§ brzy
a pak se k tomu musite vracet a predélat to, a to je ¢asto bolestivy proces.%?

Premyslim nad tim, jakym zpGsobem technologicky pokrok véechno viastné
usnadnil. Je jasneé, jaky dopad mél nastup synchronniho zvuku na Cinema Verité a
tak dale, ale ted’ je téch véci straSné moc, a je to chaos. MizZete svym postavam dat
iPhone a fict jim “zaznamenejte to svym telefonem®. Obclas je ten napad zajimavy,
ale musite ke svému konceptu pfistupovat analyticky. V ¢em spociva hodnota tohoto
zpusobu vypravéni, a jaky je vztah mezi témito dvéma prvky, které jsou tak rozdilné?
Musite ovladat svoje nastroje. Mozna Ze se ted’ nachazime v obdobi, kdy se opravdu

véechno méni, ale jesté se to neusadilo. %3

Nevim, jak je to u vas, ale ve Statech ted previada pocit, Ze mame zlaté
obdobi dokumentarnich filmu. Ale ve skutec¢nosti vSechno fidi Netflix a Amazon, a to
ma od svobody opravdu daleko. Jste nuceni dodrzovat urcita pravidla, a néktera
omezeni s tim spojena nejsou rozpoznatelna na prvni pohled. Ta “pravidla” vsechno
omezuji. Dnes vzZdycky nékdo prijde s né¢im novym, ma néjaky “objev’, ale pak se to

dal nerozvine. %4

Myslim si, Ze opravdu musite zdstat nezavisli. De Antonio mél malinkou
kancelaf, ve které byl jenom psaci stroj. Nataceci techniku si pronajal prosté kdyz
tocil. Jde o to prfemyslet jednoduse a nenechat se zavalit moznostmi.

14
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14 Zaver

Dusledkem neustalého pfivalu novych technologii v soutasné dokumentarni
kinematografii se hledani té nejvhodnéjSi formy pro zpracovavané téma stava
kazdém rohu obchod, kde se da koupit kvalitnéjSi kamery nez ty, se kterymi natocili
Primarky, coz mélo umoznit objeveni novych talentovanych umélc a dosahnout tak
vysledkli, o kterych se tvircim Verité tehdy ani nesnilo.”” Jak by fekla Mary
Lampson, dnes je moznosti spousta, a vznika tak chaos. O to podstatnéjsi je proces
ve stfizné, kde je potfeba nové formalni prostfedky rozpoznat a uchopit tak, aby
vyslednému filmu pomohly. Dnes mame nespocCetné mnozstvi styld a vSeobecna
esteticka shoda na tom, co predstavuje kvalitni uméni, ktera panovala v dobé, kdyz
De Antonio natoCil Painters Painting, se vytraci. TvurCi cesty tedy ztraceji svou
jednoznacnost, av8ak cil zUstava stale stejny. Pravé proto termin Verité dodnes
reprezentuje idealni predstavu autentického zachyceni udalosti, at uz proces
nataceni zahrnuje, nebo na autorovu pfitomnost neupozorfiuje viibec.

Filmy, na jejichz tvorbé se Mary Lampson podilela, pfedstavuji nékolik zpUsobu,
jakymi lze formalné uchopit podminky nataceni, které se v materialu vzdy nakonec
né&jakym zpusobem projevi. A tato vrstva, ktera se skryva v hrubém materialu, ¢asto
muze pomoci najit tu spravnou cestu, jak material uchopit.

Film Painters Painting by mél dozajista zcela jiny efekt, kdyby malifi sedéli ve studiu
a hovofili by k divakim, i kdyby sdélovali stejné informace. Hlavni kvalitou tohoto
filmu se nicméné stal pravé proces, ktery filmafi a malifi podstoupili spole¢né.

V situaci, kdy jsou nataceci podminky ztizené jako napfiklad z politickych davodd,
jako tomu bylo ve filmu Underground, nabizi se moznost tuto skuteCnost zahrnout do
kontextu filmu, a vytvofit tak z nevyhody hlavni kvalitu.

Pokud se zase ve stfizné ocitneme se tfemi sty hodinami materialu, ve kterych
musime najit, o Cem film je, je tfeba divat se i mimo ram obrazu a vyuzit prostfedky,

které néco vypovidaji o dané situaci. Vzdyt konecné pravdu zprostifedkovava Clovek,

7 Drew Associates: Cinema Verité, [online] Dostupny z: http://www.drewassociates.com
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jde o lidsky rozmér a presah, ostatné , The future will be what we people struggle to
make it”.’8

Jak fika Lampson, je potfeba se rozhodnout, o ¢em film vypovida, a kdy je
v zajmu filmu proces nataceni odhalit, a u toho mame moznost respektovat chaos, a
nepredbihat proces, ktery potifebuje svij Cas.

8 Underground [film], reZie Emile De Antonio, 1976
Pfeklad: Budoucnost bude tim, ¢eho se my, lidé snaZzime dosahnout.
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Prepis rozhovoru s Mary Lampson v anglickém jazyce

2 ML: | don't know what truth really is, but | feel like | have an obligation and responsibility to the
subject to not do cheap manipulation. And | feel this very, very deeply, and | think De Antonio felt that
as well in the films he made. | also feel that it doesn’t matter if it really happened, it just matters if it's
true. And the truth is actually very subjective, obviously, because it's my truth, but that's the circle of
being true to a higher truth.

5 ML: | think your obligation and in documentary films... the place where it plays out is in the cutting
room, where you’re basically writing the film and making decisions. And | think that it's important that
you're clear with the audience about what your rules are going to be in the first three or five minutes.
And you do think hard about that over the course of the editing process, and if the audience has a
sense of what your rules are in how you’re going to tell the story, then you can pretty much do
anything.

What | mean when | say that | don'’t care if it really happened... First, the minute that you turn the
camera on, second, the minute you choose what piece of footage to choose — it didn't happen that
way, the whole thing is a manipulation and a construction. So that's what | mean, the sort of pretend
that what you're representing really happened is really not true, it’s bullshit.

That's how | feel about the debate about fairness. All about that you need both sides of the story and
that you can’t take sides, that’'s TV journalism. And in the era of Trump, it's so clear what a lie it is. |
mean it used to be that people kind of bought into that idea of objectivity, now it's clear in today’s world
it's clearly bullshit.

" NH: What “Cinema Vérité” represented in the early beginnings has changed over the years — the
term Vérité is often used a reference to a certain style of shooting. What does the word mean to you?

ML: | think it's true that in the very early days, it was very much somewhat narrow in its insistence of
just observation and no intervention at all, looking back at when | started out with Leacock and
Pennebaker, and | know the movement predates that.

| think somehow, it's different now, in a way | actually don't think it means anything anymore, people
just throw the term around as just to somehow classify that to a category, as opposed to a true driving
force. It's an overused term. It's a category that sums up everything which is not an interview or a
talking head, therefore it really has no meaning.

There is an interesting way | thought about interview. | think of interview as Vérité — you know, finding
those moments that are not interview just as information, it's a more interesting way of looking at it or a
way of distinguishing the two things. Jonathan Oppenheim, one of the great editors, phrases it
“interview is behaviour”. It captures the way of how | think about it.

22 NH: What was your part in making Monterey Pop?

ML: | came in the post-production — they were at the very end of editing it. You know, Janis Joplin
came in, to screen - | should shut up, but this is a great story. They had a whole floor of this building,
and there was a screening room, Pennebaker’s office, Leacock's office, and there was a long corridor
with lots of editing rooms, and | was at the very end of the corridor doing something, and | heard this
singing... and literally, | was pulled up the corridor, and | looked into the screening room, and it was
Monterey pop and Janis Joplin singing Ball and Chain... and then the lights came up and she was
sitting there and they were screening it for her - she wasn't a very tall person. But this extraordinary
moment, right? That's the kind of place that it was. So, it was very exciting, but again, | was really shy
and insecure, and | said that | knew how to do more than I really know how to do, and all that stuff that
you do when you're twenty-two.

24 In the end the film very well captures part of Godard’s artistic evolution at the time...

| think it was real transitional phase for Godard - he’s a complicated guy. He abandoned it and left it,
and | was just kind of there, but the excitement of being there if you can imagine Jefferson Airplane on
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top of this roof and the cops coming... | think sometimes my job was to stop traffic. They were great
because they had the aesthetic of doing everything yourself. That was a gift, to be in a place where
you do everything yourself. | learned how to mix - | mixed little short films there, and the sense of the
process being something small, the sense of “You can try anything!”, they were very much that way,
and that was a wonderful thing to be exposed to.

25 ML: Back then, the assistant editor was always in the room. When | worked for De Antonio, there
was always somebody there who witnessed the conversations, and that way you'd learn how a movie
gets made. And that system is broken now, it is so technical. The stage before this was that the
assistant would come in at six at night, there was just one machine, and the assistant would just be
doing a list of things to be done and would be divorced from making a movie. But back then it wasn't
just restricted to the cutting room, | was exposed to the whole process of filmmaking.

26 NH: How did that affect you as an editor?

ML: Again, by doing sound | understood the process, and | could imagine it. This is a problem | had
with many films, you know all of the 17 soundtracks when you're cutting, I'm not facile enough with
technology to be able to handle all of that. Back when | was learning, | understood, | have mixed
myself, so | knew it was gonna be more than just these two tracks, | could hear it in my head, | could
imagine it, so | didn't actually have to execute it to know it was good. Now the tendency is that you
have to build it all out, in order to know.

27 ML: Because of all of the success of Don't Look Back and tadada, they had grown, and they got too
big. They had hired all of these executive suits to try to represent them, and they, with Ricky and
Penne came together to form this company, and that's when | was there, and they couldn't sustain it.
And then Godard got tired of it in the middle and basically left. So, there was all this footage. They
were very generous with the young people that worked there, and | think Penne told me | could edit it
if | wanted to, but | was so young and unformed, and it was too much for me and | didn't really care
enough, so | didn't do it, and | ended up going to De Antonio. And that's where | did care, also
because of the politics. And | think Penne himself, years afterwards had to make something out of it.

28 NH: Can you tell me more about your transition from Leacock and Pennebaker to De Antonio

ML: Clearly, it's two very different styles of filmmaking, no question about it. And almost adversarial, in
a way. At the time there was the idea of the silos. Everybody had a way they did it, and they had a
fierce commitment to the way they did it. Maybe it has to do with the fact that everything was new in
some ways — what Pennebaker did, was new. And in some ways, De Antonio’s approach was new, at
least in the United States. For me, the De Antonio silo was a much, much better fit.

It was the context of the time, it was 1969, the beginning of what people referred to as “the sixties,”
became to fully flower in the 70’s - the politics, Vietnam... and | was clearly a part of that change,
whatever fancy word you want to use, part of that consciousness. So, | felt purpose in a way that | had
never understood when | was working with Leacock and Pennebaker. And | think | would be different
now, because I’'m older and more formed, but | was just young and insecure, so | didn't have a strong
sense that | could articulate or draw sort of who | was and what | believed in, to help me give voice to
the things | believed in. And ultimately, when you make a movie, as the editor you have to have a
connection to the material and you have to care about it in an intellectual and emotional way, and I'm
not sure | had that at twenty-two, working for Leacock & Pennebaker. But it was easier to find that
working for De Antonio because of the times - the turmoil and the passion of the times. His style was
very different, he was very open and gave me a lot of freedom and guidance. For me it was a miracle
to fall into that, because then | was able to explode in terms of my own belief and ability to work. And |
think that happened probably to a lot of young people.

And if you were working in the realm of independent filmmaking, which | was always drawn to, there
was a lot of that going on. People willing to take risks and do things because they believed in it. New
York was sort of a centre for all of that, and in opposition of what Hollywood stood for, and what the
West Coast stood for, and proudly an opposition to that. Leacock & Pennebaker, were also clearly
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making their own world in opposition to the existing world, but without the politics. They were actively
apolitical; they didn’t want that to be the thing that animated their filmmaking.

31 Original: De Antonio: Objectivity to me is a totally nonreal concept, an unattainable concept, and
this is why Nixon’s name is misspelled in the title and why the picture is called a White comedy. White
comedy has a lot of meanings to me. It makes it very clear at the outset that there was no pretence of
objectivity. The greatest single phony concept in film is the concept of cinema verité. Particularly
American filmmakers that call themselves verité filmmakers, because | know how much they've
staged. | know they never pick really boring people to film. It's a bankrupt concept as well as being
dishonest.

43 ML: | would say that until De’s last autobiographical film, which | wasn't involved in, his films were
never about the sort of traditional character driven arc - now this happened, act one, act two and
three, this is the structure of the film...”

He was never ever interested in that, and in fact he was deliberately and actively trying to subvert that,
and now that we're talking about it, | think in a way a lot of it from his point of view came from his
connection with the art world in the fifties.

44 ML: | was 23, | never edited myself, so it was this enormous... | don't even want to use the word
opportunity... | was very shy, | didn't speak — really, | didn’t. | never said anything, but | was very
drawn to it... but | didn't know how to do it, and he was the perfect person to me, because he believed
in experimentation and throwing the paint on the wall and seeing what happened. And | would just try
stuff by my instinct, and then he would come in and would say: “Oh that’s really interesting, but this
isn't quite right, so let's try this.” That in my mind is the best relationship between the director and the
editor. It's that kind of a relationship, and that was very much predicated with his experiences in the art
world.

| did this film, America’s Hard to See, that nobody has ever seen, and then Millhouse. De liked to
break all the rules, and an example in Millhouse was that chronology is the enemy. From the very
beginning when he started conceptualizing that film, the idea was to use the chapters of the Six crises,
and deliberately disrupt and move back and forth in time. He hated it all to be too perfect, I'm sure
that’'s where | got my concept of messy editing.

45 ML: If you make it too pretty and too beautiful at first, finesse everything, it's all so perfect that you
can’'t see the flaws, the deeper flaws, it's all pretty, but actually maybe something isn't quite working.
Whereas if you leave it messy, you have to imagine it in your head, you're not just looking at it and
admiring it, it's playing in your head if it's not all perfect. You can see it better that way. And then you
try to figure out why. Finesse, to me, is kind of the umbrella word for the act of making everything
perfect.

| like things messy until the very, very end. And with the computer, this is again going back to pre-
computer days... Clearly, it's better now, because the [drudgery] is not there, but there are certain
things that are in danger of being lost.

49 Also, “Let it breathe...” it needs to breeeeathe more, | just feel like saying fuck youuuu. It's such a
narrow way... it's not that | don't believe in pauses or air... but... that's one that you hear all the time.
And the whole “establishing shots”, it's some sort of stupid formula.

%5 The film in a sense was a portrait of him and his life and his connections. He would never say it that
way, but actually he was very much a part of that world and that world formed him, and in some ways
led him to his filmmaking part of his life. It was the film Pull my Daisy that he saw, that made him take
filmmaking seriously, and in a way Pull my Daisy comes out of exactly the fifties and the sixties art
world - Alfred Leslie and Robert Frank, and that whole sensibility about art...He almost had to put
himself in it, because in some sense it was his story. He was exploring ideas...

%8 |t was crazy, but actually great. He was doing Painters Painting, and then some kids called him up
on the phone and said, “We have all this footage” that they actually stole from the NBC. They had this
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archive of material for famous people called the obituary archives, and they have collected all sorts of
stuff, so when the famous person dies, someone can cut together the obituary for the evening news.
So, these kids have stolen it, and they called De in the dead of night.... | mean, I'm trying to make it
even more dramatic than it was! {laughs} ...But anyway, they called him up and said: “Are you
interested?” and he met with them and they delivered all this stuff to him.

%% NH: Did the two films influence each other in a way?

ML: It must have, but not in a way of let's try this because it worked so well in the other film, not on
that level. Might have been a relief, actually... You know Painters Painting is very particularly what it
is, it is kind of a small canvas in a way, and Millhouse is just kind of all over. When it came to sort of
portraits you might say, of each of the individual artists, the elements were pretty limited in a way. It
was the interviews and the different shots of the actual work itself that Ed Emshwiller did.

80 1t was brilliant hiring Ed as a camera person, because he would understand the space. There is a lot
of camera movement in it. And when there was time for me to cut, it wasn't just static, there was this
tremendous amount of movement in the way he shot it. That gives you another way of being able to
cut, a lot of geography. In documentary, the geography of the shot and the way the images sit and the
way the camera moves is an incredible tool in the hands of an editor.

62 NH: Did you have a paper edit?

ML: By that time, we knew each other really well and | have grown a tremendous time of my own self
confidence. And how we would work together — we would watch, we would talk, he would sketch
things out. He had the wall and put the transcripts up and built the story, the idea story using the
words, but that was just the place to begin. It wasn't what they call a paper edit, like “here’s the way
that it's going to be, and now we will put B-roll and illustrate it...” It was a framework from which to
begin. Then | would do my thing and do my mess, and that's how we always worked, and it was just
great.

83 NH: What kind of painting is Painters Painting?

ML: When it came to sort of portraits you might say, of each of the individual artists, the elements were
pretty limited in a way. It was the interviews and the different shots of the actual work itself that Ed
Emshwiller did.

De hired Ed Emshwiller, who was a very known experimental filmmaker, he wanted someone who had
a real visual eye and he didn't want the traditional interview documentary camera person to shoot it.
Ed was interested, and I'm sure he admired everybody that was going to be in the film. He didn't want
it to be many scenes of painters actually painting, this was an aesthetic thing he was very clear on
from the beginning, he just wanted it to be the work itself, the words and the work — the interviews
and the work. So that was a challenge in cutting, and De left me alone to do that. | mean not entirely
obviously, because we would watch everything together and he would sketch out the path, but in that
film, he left me alone a lot, and then | just kind of felt my way through it. And then there is the other
stuff, like people in the galleries, but the heart of the film is the people talking and actually looking at
the work itself, it's very sparse.

84 NH: How would you describe that mechanism in film?

ML: | think it has to do with making it complex, that it's not flat, that there's always a tension there, and
there are different kinds of tension. | absorbed a lot of this from De Antonio, he wasn't making films till
he was 45, but the push and pull, the juxtaposition of things, the contrast, the deliberate contrast in
montage — two images that don't belong together on the surface, next to each other creating a
tension between them, creating something new. You can do it with ideas, shots, sound. It's playing
with it on so many levels. There is the level of the actual ideas, and then the level of how those ideas
are translated into the way the images are used. You have these tools in your toolbox, in a way as |
get older and think about it more, | do think about it as making a painting. It's very much that same of
process, which | believe is not a nonlinear process. That'’s really fun and also powerful.
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8 NH: How would you describe pushing and pulling mechanism with a director?

ML: | feel that that collaboration can be very interesting and difficult relationship, but when it works, it's
completely based on pushing and pulling and open warfare, with respect. And | think that's a really
good thing, but | think that on both parts, both sides, director and editor have to also be able to listen.
Because essentially, it's a power relationship, where the director has ultimate power and the editor
doesn't. So, it can also often kind of go off the rails, because the power dynamic screws up the ability
to have the battle — where | believe in the battle. But battle in the world where the point of fighting is
not to have one person dominate another person, but where the point of fighting is to have the thing,
you're fighting over get better. Often that does not happen. It's kind of scary, but if I'd looked at my list
of films | worked on, which I've never quite been brave enough to do, I'd say there is just as many that
| didn't get along with, where | had left the project, because | was either fired, or | quit. And | usually try
to quit before I'm fired. It's a really complicated relationship. The cliché is, that it's like a marriage,
whatever that means... Is it a bad marriage or good marriage?

57 In film, I'm not sure I'd say look somewhere else, the experience of looking at a painting is different.
That sentence really works with a canvas that is hanging on a wall, but for film, it has to be rephrased
with the experience of watching a film. So rather than to look somewhere else — look deeper, it
should challenge the audience, telling them things that they may not know or in a way that they
haven't thought about. It's an active thing. One hopes that the person who watches it comes out,
different changed in some way, with a bunch of friends they talk about it, it lives on. Maybe it's more
than just the act of looking, you carry it with you to some other place.

By the way, Rauchenberg was drunk as a skunk sitting on the top of that ladder. And you know, De
knew all of those people, that was his community in the 50s, which is one reason the film is as good
as it is, because these are his people. So, the Rauchenberg stuff was finding stuff, junk and creating
the collage kind of things, which is what De Antonio did with the way he used archival footage.

8 A lot of his archive footage he used came from outtakes, like in Millhouse, all of that footage in the
Republican convention in 1968, where the police are going with the guns in the house of the African—
American carrying the little boy out, all of the footage came from archives, so somebody covered it -
ABC news covered it, and probably shot twenty minutes of 16 mm reversal footage, and none of that
footage ever made it in the air. De had the strong sense of looking at history in the images of the
outtakes, and you can find these incredible images, random material, these little mini stories. He
called himself a radical scavenger, which is what Rauchenberg did as well. Just taking things that
don't necessarily belong together and putting them together, which creates something new. | love
stock footage.

2 ML: | had this conversation with a director once. Because it's all manipulation. The way | understood
what he was saying was: “You can make the audience feel this, or you can make the audience feel
that. You can basically do anything in the cutting room by how you manipulate the footage. And that’s
all editing is, and it doesn't matter which one you choose.”

So, | actually think there is something deeper that animates the act of making a movie. You do have
something that you're interested in, you have an opinion, a feeling, and you choose the right one. Yes,
| can do X, y, z, but which is the one that really serves the purpose of this film? Yes, it's manipulative,
but there’s actually the best choice. I'm accountable to a higher power. It's weird, | don't even know
how to quite say it.

NH: You mean let the footage guide you?

ML: Yeah, what the footage tells you, and you have an obligation on a very deep level to the people
whos lives you inhabited and invaded, to tell the so-called truth, whatever that is. | actually do believe
that. You're not just using — if you're using the people to get famous or to make your own particular
point, then I'm not interested in that.

You have an obligation to the character, even with a film like Nixon. But you let him do it in his own
words, you don't manufacture things, you let him hang himself, and you're very, very clear with the
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audience from the beginning, what the point of view is. So, they know. This is the world that we're
gonna be living in. That’s my philosophy.

3 NH: De Antonio’s techniques are often compared to Eisenstein’s intellectual montage, in the sense
of putting two elements next to each—other, creating a new idea. It was often the contrast driving the
story telling.

ML: Very much. And it would be in the way where you involve and challenge or present new
information to an audience. It is to take ideas and put them in opposition to one another. It's that
principal, again not linear, it's disruptive, conjunctive, — if that's a word, | don't think it is. On that level,
I'd say that by having ideas in opposition, you make it more than intellectual, you make it emotional as
well. So, when you say an idea, it doesn't have to be just intellectual, because | think that at his best,
De’s films were emotional as well.

75 NH: Shooting Underground, were you aware of your shooting conditions from the beginning? How
did you get access to the Weather people?

ML: The way it started was through De Antonio, who had read the book Prairie Fire, which was their
manifesto. He saw that as an attempt on their part, to emerge from complete invisibility and reach out
to a larger audience to try to articulate and explain why they did what they did.

76 ML: So, he felt that if they wanted to do that, then a film would potentially reach more people than a
book. He knew somebody who we thought might know them, who wasn't underground, and so he
wrote a letter — this three-page crazy letter (I think he was really hung over), making this proposal.
And through this person, the letter got to them, and then the word came back, that they were
interested. And obviously they talk about, or it is talked about in film, that over the years people have
been trying to interview them — like 60 minutes, and TV shows and stuff, and they have said no. But
De Antonio had this... he was a radical flmmaker, so there was a level of trust there between the two.

7 ML: He met two people in New York, and they talked about it, and then he said: “I can’t do this
alone. | need two more people to help me” and purposed me and Haskell Wexler. Haskell and | each
met individually with two people — Haskell on the West coast and me on the East coast, we had this
meet and greet, and then each of us in our own way, decided that we did want to do it.

There were two rules. It was clear that when the government found out that we were doing this, we
would face a subpoenaed or the grand jury, and they would try to seize all the material — mainly as a
way to find them, and maybe as some form of a censorship, but also as a way to get clues, because
they have been successfully evading... They wanted to find them — it wasn't good for them that these
people were running around and getting away with it.

It wasn't just the Weather Underground, there were other groups, and there were other people that
would refuse to cooperate — who would to be subpoenaed and if you'd do that you'd go to jail, you'd
get held in con tempted of court. So, we all had to agree that we when that happened we would not
cooperate, and we would go to jail. And the other rule had to do with security. They basically trusted
us with the content and the edit, but they had to be able to look at it. They did come twice, one of them
came twice to look at the footage, once in the very beginning, when it was just rushes, right after they
have been developed, and once at the end a bunch of people came when it was a rough cut. But it
was not to ever do with content, it was clear from the very beginning that they had actually no editorial
control over the film... although | guess you could say the sort of friendship that was nearly there, was
a form of editorial control. I'm sure that they were very thoughtful and careful about discussing the
boundaries among themselves, and you can see even in the film that there is that tension that they did
not want to talk about anything personal, they wanted to keep it all on this higher plane, and we didn’t
want that, and you see this tension playing out in the film around that question.

8 They have put a lot of thought of how they wanted to portray themselves, with some understanding
of what they thought we were interested in. And then | think that we had to rely on that. | mean it
wasn'’t like we just bumped into them on the corner, and said: “Hey you wanna be interviewed”, there
was a lot of preparation, on how to make it happen, also on their part, because it was an enormous
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risk on their part to be doing it, as well as an enormous opportunity to reach out in a way that De
Antonio had originally purposed. And they are very intelligent and thoughtful group of people.

® You can see that the screen that is between us is the result of the war in Vietnam, as a result of
racism in the society, it's an important act to overcome this barrier, and we're going to try to reach
through it, talk through it.”

80 ML: It was always crucial to frame in the process of doing it. After the first day of shooting, after all of
those autobiographical things, and it was great frustration on our part about the push, push, push, and
then they went away as a group, and agreed that they should go where we wanted them to go, and
then we shot the scene that is now in the middle of the film, where there is the conversation about
those issues. They have decided what each one of them will talk about.

87 NH: Was it in difficult to get distance from footage when you were in the film too?

ML: In Painters Painting | didn’t really worry about it, because there | didn’t say anything, there it was
more like “Oh god”. In Underground it was a terrible issue for me, when | first screened the rushes,
because | speak in there and I'm so self- conscious. And the “How will | cut this”, because on certain
shots I'm in every frame, and it usually takes me about two weeks to just get over it, where | just
become... not me. Again, it's just looking at the image, and it doesn't matter what else is going on.

8 NH: How did you get access to the footage you used - parts of Chirs Marker's Pentagon or
Firestone’s Attica.

ML: Originally we would shoot the film and edit the film, and the government wouldn't know that we
were doing it. And so, we would have a finished film and then we would “Ta da”, but they found out
about it right away. The good thing about it was that was that people knew we were doing it, and all
those people — Chris Marker, Cinda Firestone, all the list of the people that gave us footage. | think
De reached out to them and asked if they could help us. Those people were incredibly generous,
“Yeah you do not have to pay for it.”

Again this is a thing about B-roll, | didn't want to just use the footage as B-roll underneath their stories,
so the way the things are inserted in the film are as little scenes, that are not edited, it's as it was cut in
the original movie. There might be a voice over at the end, so don't think | was totally pure about it, but
I very much didn't want to just use their footage to illustrate what people said in our interview. | would
insert a one-minute piece and | think that was a good decision. One of the best things about that film is
that in a short period of time, it actually does give you a sense of what it was like, in a strong way.

| think some of it is because of keeping the integrity of the clips we used — not use it as a wallpaper,
but as a moment. So, then De Antonio wanted to use Bob Dylan and Nina Simone, and he had this
theory, he used to say: “If you ask for permission and they say no, you can’t use it. So, don't ask. Just
use it, and then the worst thing that can happen is that they notice you used it, and they say you can’t
use it and then they take it out.” We didn't ask Nina Simone and we didn't ask Bob Dylan, we just used
it. And we knew it wasn't going to be on PBS or television in the US, because it was much too radical,
so we didn't have to go with the clearances and everything. | subscribe to that theory. But most
producers do not.

8 NH: Near the end of the film, there is a poem recital about loneliness and the sacrifice given in being
Underground, and it’s read over black screen.

ML: Oh yes, that was very controversial! Haskell Wexler couldn't stand it, he said: “You can't do that,
you can't do that! People are gonna think the light bulb burned out in the projector!” It got a lot of
criticism from the left, “Why are you giving the poem about Assata Shakur, a black woman and no
images — there was this critique from the left about that you know... it was racist.

That was a time where everything was... right after that, the organization fell apart, and warfare among
all the different elements of the left and the whole thing just kind of crumbled. The movie starts by total
chance the day that Saigon fell. That was the day we were shooting. This is simplistic, but in a way, |
felt that that was the victory of the movement, so all the different fractions and power struggles
unravelled.
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84 NH: Can you tell me about the editing process of Harlan County USA?

ML: | think the whole editing process was nine months, | came in for the last four. There was always
more than one editor — there were three editors from the get-go, because she shot so much footage
— 60 hours... was then considered a lot.

The genius who invented the structure, which was there when | started, was Nancy Baker, who cut
Streetwise, and when she started on the film, Barbra Kopple had been working on it already, and the
cut that Nancy saw was chronological, because Barbra wanted to give the history and the struggle of
the mine workers. The actual strike itself was in what we would now call act three, and it was really
boring as you can imagine — Barbra knew what wasn't working, and Nancy was the one that
understood and executed the idea that the spine of the film was the strike. Not at the expense of the
archival and historical footage. But the structure that it now has, is intercutting between the early parts
of the strike. So, the first act, more or less, is this back and forth thing. And half-way through, at 45
minutes, it's complete Vérité. Everyone thinks of it as a Vérité film from the get-go, but it isn't.

You actually meet almost all of the main characters in the very first twenty minutes in interview, but
then slowly they begin to emerge out of what's going on. So, when you talk about structure, it's Nancy
who conceptualized that. When | started the cut was about three hours long, but the basic structure
was already there, and it was so good and smart.

What'’s interesting that in the beginning of Harlan County, is that all of the main characters have this
equal weight, and then they emerge through the action, and then Louis, the one who pulls the gun of
her boobs... they all just differentiate. In the beginning it's a chorus of voices, but then little by little as
the film starts to unfold, they emerge as full grown characters, which is interesting.

8 NH: I think what is special about it is how Barbra Kopple plays an active role in the film just by being
there and by the way you framed it.

ML: You feel that in the film, and it's part of what the film is about, that’s interesting. I'm not sure that
we had that perspective on it in the cutting, it wasn’'t a thread that we were following, that's just the
way it happened, and we cut it that way. | mean, you couldn't cut Barbra out, if you tried to cut her out
- we were smart enough to know that then we would cut the heart of the film out... But | don't know
that we were aware of it.

Now | think, let’'s take The Islands and the Whales, we could think about “Do we want to expose the
directors presence or not,” but in Harlan County it was a clear choice, because it's how it happened.

8 NH: Camp Victory is another example where you worked with interactions between director and
subject...

ML: It's something one always thinks about and confronts in the cutting room, because clearly in the
footage itself it would be very rare to have rushes that have none of those interactions, accidental
interactions between director and subject. Even in the purest form of Vérité, there would be those
moments. So, then it's always a question of how to use them, or are they useful in the form which
we’ve chosen to tell the story.

In Harlan County, there is this moment between Barbra Kopple, and the guy when he's looking out at
her through the window of the car (the bad guy), and they have this back and forth of “Show me the
identification lalala”, and that is an extraordinary moment in the film. And | also think it was a little bit
radical, to use that kind of interaction — people commented on that moment at the time, because it did
kind of break the fourth wall.

I'm always very interested in those moments, because | think they can and they do reveal a lot, and
can in the final film reveal a lot. So, I'd say as I'm watching the rushes and pulling selects, | always
notice those and pull those out, with no particular idea of how to use it, but just that it's interesting.

8 ML: And in the case of Camp Victory, which | think in a lot of ways is just about, the incredible
relationship that Carol, as an American, as a woman, who clearly (although the movie is not about
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this), is kind of looking for something in the time she is spending there — there’s a personal quality to
the looking of that film. It's not actually overtly stated. Now a lot of people will say: “The movie is really
about you”, and get a memory kind of thing, which I'm also very suspicious of. But that doesn't mean
that it's not about her. Any movie is about the director, and actually | feel, in a sense, that every movie,
or at least the ones that | think are good or am proud of, is about me as well. In the way | react to the
story or whatever...

Camp Victory isn't very well shot, because it's just Carol and she had never shot before, so it's a really
messy film, and | think for a long time she didn't know what she was looking for, and she didn't know
what the film was about, so it was a lot of discovery in the cutting room, maybe even more than usual.

8 ML: The simplest way, or the most complicated way of phrasing it, is that I've discovered, that
unless | care about the film, which means, unless I'm personally connected with what the story is or
whatever the character is going through, or a combination of all of those things — unless | have that
sort of initial attachment to respond to the material and care about it, | actually can’t cut. It's all about
making choices — does this shot go first, or this shot goes first? Is it like this, or is it like this? (I'm
holding it up as if it were a piece of film, you know.) And if you don’t care, it doesn't matter, and if it
doesn't matter how can you choose? It's like “Oh ok | put this-one first, and blob” and keep going, you
know what | mean? So that to me has to do with your own connection with, on many levels —
personal and political, your own connection to the material. And then | think it comes to this moment
like, | find it interesting, but who cares? Who else will find it interesting?

That's the role of the editor, because the director sometimes has a hard time seeing that. But the
editor as the eyes or as the representation of the audience always has to be thinking about that. I'm
seeing this, I'm reacting to this, is the same thing gonna happen to all the other people looking at it?
Who cares, so what, yes, it's this interesting moment, but so what?

8 NH: Sometimes I there is an invisible audience member in the editing room.

ML: People tend to use that as a control mechanism, | always feel as though that can be a damper for
complexity as well. It could be, in the process of editing, you will have a screening and get notes, and
they say: “I was confused” — that can mean a lot of things, I'd like to think, that if | know what I'm
trying to do, it just means | haven't done it well enough. So, you have to listen to those comments and
then you have to go back. It doesn't bolster the argument “it's too confusing or too complex”.

% ML: It's that thing about whether you wanna dump things down or not, if you want to make things
simple or make them complex, | think it's obviously more interesting to make things complicated, but it
can’t be confusing. Sometimes it takes a while to get it to not be confusing. So sometimes leave it
messy for a while, and go do other things, that actually may help. Sometimes the confusion isn't in that
moment, a confusion could come five minutes earlier, or you can do something five minutes earlier
that will help the audience be in a place where they wouldn't be confused. And that’s one of the things
why | like editing.

| also think a film doesn't actually exists until someone else has seen it, it exists in the space of
somebody watching it. We make it, right, and we have that relationship with it, but then when it goes
out into the world, someone else is looking at it, and it's that act of looking that actually is the film itself.
Which sounds like “wohohoo”, but | actually believe that.

91 NH: You mentioned that you're suspicious of “memory kind of films”, there is a rising amount of films
where the himself director becomes the centre of the story, why is that?

ML: That's laziness, everybody does that, “Ohhh it's really about you”, we're interested in your
perspective... Not every movie should be a memoir movie, in my opinion. It's the default solution to a
film, where maybe in a rough cut stage it is all over the place, it has no form or shape, and stupid
people say it should be this and that, rather than to push and say why are you doing this —
interrogating the footage, instead of immediately presenting the solution to the chaos. Accept the
chaos, and explore it, figure out what it is and then come up with the solution. It's just coming to the
solution too soon.
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92 ML: Because of the computer and atmosphere and raising money, and having to make promos, |
call it promo head — peoples first interaction with the material is promo—head. To make something to
sell it. It's a poison in it. First of all, | don't really think | know how to make a promo, | don't care to learn
because | don't find interesting, | am seventy-two, | can say | don't do promos. It's not hard for me at
all to say that now, and | actually really think it is a bad thing. So, you basically start editing too soon.
You look at your footage, your rushes, with the idea of just plucking out these moments instead of
looking at the footage and pulling out anything that interests you. There doesn't have to be a reason
that you pull that thing out, something happened — it can be a dog bark, it could be a head turn, or a
camera jiggle, you take it with no purpose, because there is this process of going from huge amount of
material to a smaller amount, but it's not just condensing, it's also feeling things about the footage and
maybe seeing styles. “Oh, it could be this kind of movie!” Cause you don't really quite know yet and
you don’t want to decide too soon. So, editing this promo—head is like you edit too soon, you pick a
path and then you have already limited yourself. You make decisions way early, and then you have to
undo them which is so painful.

9 ML: What I'm thinking about is how the technological advances or changes have facilitated the stuff,
it's very clear with Cinema Vérité and that sync sound and all of that, and now what's going on there is
so much chaos. Partly because you can use your iPhone, you can give your camera to your subject,
and that is the big thing people are doing now, say tell your own story with your iPhone. | worked on a
film like that, and that was one | ended up not finishing.

% NH: Pulling and plucking is a good way to put it.

ML: As an editor you have freedom, but also, it's a tricky thing, because you're not free. Ultimately, it's
not your film. | guess, | don't know what it's like in Europe, but in the US there is “hurrah” it's the
golden age of documentary, but actually in reality the money is coming from Netflix and Amazon and
it's not fee at all. There are all of these rules and it has to be in this way and that way, sometimes they
are overt, but sometimes they are hidden, and that affects what you can do as an editor. The rules
stagnate. | guess originally maybe some of them were revelations, but then they become stuck. And |
think it's a huge problem. And | actually believe in rules, but | also believe the rules are there to be
broken.

% ML: It all has to do with staying truly independent. And De Antonio really believed in low overhead,
he owned nothing except a typewriter and a little hole in the wall office. And the only time when he got
a bit of the gear was when he got a project. So, this whole notion of staying small and not letting
yourself weighed down. Point of order was really successful; he was a hustler. And he was really good
at raising money and he knew a lot of rich people. And it was a political time where people were willing
to give the money, no strings attached, because they believed in the cause, and he was very good at
doing that, and he was also very clear, which is, you're giving me this money, you're not gonna make
any money of this money, and you're not gonna tell me what to do. And he said it upfront, those were
the rules he laid down and it was basically take it, or leave it.
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