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»Je extrémneé obtiZzné ukazat béZnému ¢lovéku realitu
ahodnotu, a zejména penézni hodnotu nehmotné véci.
Model pohybu ¢ini tuto hodnotu zjevnou a pisobivou.
Ukazuje hmatatelné skute¢nost, Ze ¢as jsou penize a Ze
nadbytecny pohyb jsou penize ztracené navzdy.”

- Frank B. Gilbreth, Studium pohybt

V ramci téchto experimenti byl pracujicim nasazen prsten

s malou zarovkou. Behem dlouhé expozice byly opakované
vykonavany tkony. Vysledny snimek tak ukazoval trajektorii
téchto cyklickych pohybu. Tyto stopy - chronocyklografy -
byly poté pretvoreny do draténych modeld, jednoduchych
bilych krivek na ¢erném pozadi s antropometrickou mrizkou.
Na jedné stran¢ se tyto modely staly zobrazenim komoditni
hodnoty abstrahovaného pohybu. Na stran¢ druhé slouzily
jako regulativni normativni obrazy - idealni modely, které
me¢éla pracujici tfida za tkol studovat a ucit se z nich tak, aby
se jejich pohyb obrazu priblizoval, dokud nebylo dosazeno
nejkratsi a nejhladsi kfivky.

Identita pracujicich i samotna povaha vykonavané prace
zcela zanikly v abstrakei dokonalé efektivity.

Pokud se pracujici obétuji ve jménu védy o praci, tak
antropometricka mfizka a prsten slouZi jako obétni oltar.

Pohyby se stavaji vécmi a pracujici, ktefi je vykonavaji, mizi.
Zustalo jen prizra¢né reziduum - preexponované pracujici
télo v Case, pripominajici spiritistické fotografie duchu.
Tyto prizraky se nachézi v liminalnim d&jinném prostoru,
¢ekajici na vykoupeni - anebo nas budou pronasledovat
naveky.

“It is extremely difficult to demonstrate to the average

Galerie AVU, Veletrzni 61-63, Praha 7
9.4.-17.5.2025

Oteviraci doba: Ut-so: 13:00-18:00,
ne-po: zavieno

OLD DREAMS WAITING TO BE REALIZED

Fascinace ,,primyslovou magii“ pohyblivého obrazu

a jeho prudkym vyvojem, spojena s rostoucim
podezrenim, zZe nékteré operace v pozadi téchto triki
zustavaji nezménény uz vice nez 100 let, nas prim¢la
vydat se na cestu primo do jamy Ivové - k podminkam
kinematografického zpiisobu vyroby v ramci rané
industrializace a volného trhu.

Prestoze se nas pristup lisi a nakonec se zamérujeme i na
jiné aspekty, impulsem pfi praci byla zminka o planovaném
projektu Haruna Farockiho, ktery mél ,,vychazet ze

spojeni filmu, fyziologie a védy o praci, jez stoji u zrodu
kinematografie, s roli, jakou dnes v reorganizaci Zivota
(vCetng¢ téla a prace) sehravaji pocitacové simulace

a animace.” [1]

Konfrontovani otazky animace - zprostfedkovani a regulace
pohybu - s sebou nese problém reanimace - donutit néco jiz
nehybného (nezivého) znovu k pohybu (Zivotu).

Vysledek reanimace je ¢asto znepokojivy - néco se hybe,
prestoze by nemeélo, zdrahame se to pak oznacit za ,,Zivé”
a dostavame se do sféry ,nemrtvého®.

Od rozsekani pohybu v rdmci abstrakce prace, které
odrazi logiku montazni linky a délby prace - skrze proces
komodifikace, v némz se tyto odd¢lené ¢asti reanimuji

do podoby monstrézni komodity - ve vztahu k napéti, jez
vznika pfi snaze ucinit z pohyblivého obrazu zboZi - az po
fantasmagoricky efekt autonomniho pohybu, podminény
skryvanim vlastnich prostredki vyroby.

Z téchto operaci zacala vystupovat komplexni struktura.
Vystava tak neni odpovédi - ale spiSe prizvanim k tomu se
problémem zabyvat - je pokusem o mapovani, které by mohlo
slouzit k navigaci v tomto terénu.

[1] Anselm Franke, A Critique of Animation, e-flux, 2014.

Fascination with the ,industrial magic“ of moving image and its rapid

person the reality and value, and especially the money value,
of an intangible thing. The motion model makes this value
apparent and impressive. It makes tangible the fact that
time is money and that an unnecessary motion is money lost
forever.”

- Frank B. Gilbreth, Applied Motion Study

A ring with a small lightbulb was attached to the worker’s hand.
During a long exposure, the worker repeatedly performed their
task. The resulting image showed the trajectory of the cyclical
movements. These traces — chronocyclegraphs — were then
recreated as wire models. A simple white curve against a black
background with an anthropometric grid.

These models became a display of the commodity value of
abstracted movement. On the other hand, they served as
regulatory, normative images - ideal models that were meant
to be studied and learned from by the workers, so that their
motions could then be altered until the shortest, smoothest
line was developed. The worker‘s identity or the type of labor
involved have completely disappeared in the abstraction of
perfection and efficiency.

If the worker was sacrificed in the name of the science of work,
the anthropometric grid and the lightbulb ring served as the
sacrificial altar. Motions became things, and the workers that
made them have vanished, leaving only spectral residues - the
overexposed worker’s body in time, reminiscent of spiritist
photography of ghosts. These specters are in a liminal space in
history, waiting to be redeemed or to haunt us forever.

development that is paired with a growing suspicion that some of the logic behind
these tricks has remained unchanged for more than 100 years prompted us to
embark on a journey right into the belly of the beast — conditions of cinematic
mode of production within the early industrialisation and free market economy.

Although our approach differs and we ended up zooming in on other aspects, the
impulse for developing this project came from stumbling upon a mention of Harun
Farocki’s plan for a film project that “would have drawn comparisons between

the alliance of film, physiology, and the science of work that are at the origins of
cinema, and the role that computer simulations and computer animation have
assumed in reorganizing life (as well as the body and work) today.” [1]

When dealing with the question of animation - mediation and regulation of
movement - we got faced with its relationship to reanimation - making something
inanimate (dead) to move again (appear alive).

The result of reanimation is often uncanny — something moves, even though

it shouldn’t be moving on its own. We hesitate to call it “alive,” and instead find
ourselves entering the realm of the “undead”.

From the dissection of motion within the abstraction of labor, which mirrors the
logic of assembly line within the division of labor - through the commodification
process that reanimates these severed parts into monstrous commodity form - in
relation to the struggles that arise in attempts to commodify moving image - to the
phantasmagoric effect of autonomous movement conditioned by the concealment
of its means of production.

These operations started to show the emergence of a complex structure, and so this
exhibition is not so much an answer to a problem but an invitation to deal with it,
an attempt at creating a map to start navigating this terrain.

[1] Anselm Franke, A Critique of Animation, e-flux 2014
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Dvoji vyznam Fantasmagorie je urc¢itym zptisobem
syntetizovan v ,industrialni nekromancii“ Edisonovy
spolec¢nosti. Navrh posledniho, nikdy nedokonc¢eného
vynalezu Thomase A. Edisona vratil otazku reanimace zp¢t
do centra déni - jednalo by se o zvukové zatizeni, které by
umoznovalo komunikaci s duchy. Kdyby takové nahravky
nékdy skutecné vznikly, vztahovala by se na n€ autorska
prava? Byl by pristup ke komunikaci se zdhrobim stfeZen za
platebni branou? Byly by nékteré reanimované hlasy mrtvych
drazsi nez jiné? Konaly by se svétové prehlidky vénované
vystavni hodnoté téchto prizraénych komodit?

Pokud je mozné komodifikovat néco tak nestabilniho

a nehmatatelného, jako je pohyblivy obraz, je mozné
cokoli. Edisonuyv filmovy Stab byl vZdy na misté - vyzbrojen
agresivnim marketingem, pripraven rozsekat udalosti

i filmovy pas, aby z nich vykouzlil co nejvice zboZi, a pfitom
vSechny své frankensteinovské metody cestou pecliveé
patentoval.

The Skeleton Dance, Disneyho Silly Symphony z roku 1929 -
prvni animovany film, pro ktery byla nejdrive sloZena hudba
a animovalo se do jejiho rytmu - pfeSel 1. ledna 2025 do
verejného vlastnictvi.

,Disney je zazra¢na ukolébavka pro (...) vSechny spoutané
hodinami prace a regulovanymi chvilemi odpocinku,
matematickou presnosti ¢asu, pro ty, jejichz Zivoty jsou
rozkresleny podle centll a dolart. (...) Disneyho filmy
jsou vzpourou proti fragmentaci a standardizaci (...) Ale
tato vzpoura je lyricka. Je to blouznéni. Bezmocné a bez
nasledki.”

- Sergej Ejzenstejn, O Disneym

Organizovana choreografie pohybu na obou stranach
obrazovky - odpouténi na stran¢ jedné, zaujeti na druhé.

»Pane boze! Ono to Zije!“

Ztotoznéni pojmu Zivota a pohybu nebylo dominantni

pouze v mytu o modernim Prométheovi. Pfedstaveni
Fantasmagorie z konce 18. stoleti 1ze chapat jako prvotni
scénu exhibice pohyblivého obrazu. Duchové bez téla, tandici
kostry nebo cokoli znepokojivého - cokoli, co se pohybuje
samo, prestoze by nemélo. Tento efekt autonomniho pohybu

Marx popsal jako ,fantasmagoricky“ vztah sménné hodnoty
zboZi, ktery zastinuje vztah mezi pracujicimi, ktefi je ve
skutec¢nosti vyrab¢ji. Produkt se prezentuje jako sebe-
produkujici. Tento efekt animovanych, ,tancujicich“ komodit
na jevisti volného trhu byl zajistén skryvanim prostredki
vyroby v zakulisi.

Prizrak obchazi naSe obrazovky - prizrak Fantasmagorie!

The double meaning of Phantasmagoria can be seen as somehow
synthesised in the “industrial Necromancy” of the Edison Company.
Thomas Edison’s proposal for his last, never-completed invention
returned the question of reanimation back to the central stage - an
audio device for communication with ghosts.

If these recordings were ever made, would they be copyrighted?
Would access to communication with the afterlife be secured behind
a paywall? Would some reanimated dead voices be worth more than
others? Would there be any world expositions exhibiting the display
value of such spectral commodities? If something so unstable and
intangible as the moving image can be commodified, anything is
possible. The Edison film crew was there — ready with their aggressive
marketing, ready to dissect the event and the film strip to conjure up
as many commodities as possible, patenting their Frankensteinian

methods along the way.

The Skeleton Dance, a 1929 Disney Silly Symphony - the first
animated cartoon where the music came first and the animation
was choreographed to its rhythm - entered the public domain on

January 1, 2025.

“Disney is a marvelous lullaby for (...) those who are shackled by
hours of work and regulated moments of rest, by a mathematical
precision of time, whose lives are graphed by the cent and the dollar.
(...) Disney’s films are a revolt against partitioning and legislating
(...) But the revolt is lyrical. This revolt is a daydream. Fruitless and

lacking consequences.”

- Sergei Eisenstein, On Disney

Organised, choreographed movement on both sides of the screen -
releasing motion on one side to capture it on the other.

byl umocnén skvrs’lvénim prostredki projekce ve tmé, mimo
dohled divaku. Rika se, Ze ,nejlepsi vizualni efekty (VFX) ne-
vypadaji jako vizualni efekty®.

Jedinym omezenim pro vznasejici se pohyb preludu jsou
presné, disciplinované pohyby operatora projekcniho
mechanismu - choreografie musi byt zachovana. Jak by se
dala mérit efektivita téchto pohybid? Mohly by byt podrobeny
Gilbrethovym studiim? Svoboda pieludu kon¢i tam, kde
zalina nedisciplinovany pohyb operatora.

“Oh my God! It‘s alive!”

The identification of the notion of life with
movement was dominant not only in the myth of The
Modern Prometheus. The Phantasmagoria shows

in the late 18th century were the primal scene of

the exhibition of moving images. Ghosts, dancing
skeletons, or anything uncanny - anything that
appears to move on its own when it should not. This
effect of autonomous movement was amplified by
hiding the means of projection in darkness, from the
sight of the spectators. There is a saying that “the
best VFX looks like no VFX.”

The only constraints for the hovering motion of the
phantasm are the precise, disciplined movements

of the projection operator. Choreography must

be maintained. How would the efficiency of these
motions be measured? Could they be subject to
Gilbreth’s motion studies? The freedom of the looming
phantasm ends where the undisciplined movement of
the projection operator starts.

Marx described as “phantasmagoric” the relation
between the exchange value of commodities that
overshadows the relationship between workers who,
in fact, produce them. The product presents itself

as self-producing. This effect of animated “dancing”
commodities within the stage of the free market was
secured by hiding the means of production behind the
scene. A Specter is haunting our screens - the Specter
of Phantasmagoria!




