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ABSTRACT

Proliferation and convergence of new technologies as well as the diverse media
they have given rise to has had a dramatic impact on the theory and practice of
contemporary filmmaking. This trend also holds considerable implication for the range
of cinematic forms likely to be embraced in the future as well as the methodologies
necessarily exploited in their making. The formal and expressive possibilities inherent
in the climate of experimentation existing at this unique juncture in history encourage
out-of-the-ordinary solutions to long-standing problems while begging important
questions regarding the process and goal of filmmaking. Taking the films of the Czech
New Wave and their trademark formal experimentation as a point of departure, the
present study attempts to incorporate the disparate influences of these novel
circumstances and apply them to filmmaking. As such, LEHKOST A TIZE represents
one filmmaker’s efforts towards the goal of an intuitive and personal system of
tilmmaking, based on a flexible, yet expressive visual language that seeks to promote

discovery without forfeiting narrative coherence.

iv



INTRODUCTION

Art flies around truth, but with the definite
intention of not getting burnt. Its capacity lies in
finding in the dark void a place where the beam of
light can be intensely caught, without this having
been perceptible before. —Franz Kafka

Because cinema endeavors to represent the nature of the inner world human
beings share as well as the material world within which we live, filmmakers find
themselves in the awkward position of contriving via corporeal means to capture the
quality and nuance of reality as experienced. It may be convincingly argued that the
film medium is capable of recording only the surfaces of events, tangible traces of
observable phenomena, but is entirely unable to access their essence. On the other hand,
however, the ultimate objective of the process of filmmaking, coherent cinematic works,
can seldom be considered objective regardless of the methodology employed in their
making. Certainly though, the emotional authority films routinely demonstrate is an
indication of their faculty for transmitting more subtle aspects of existence as well as
concrete realities through the ordered presentation of the collected scenes that comprise

them.

To achieve its project, cinema has developed an expressive, but highly
fragmented language through which the variables of time, point of view, perspective

and mise en scéne, et al. may be manipulated to effect. Indeed, it is incumbent upon the



sense and syntax of the cinematic language filmmakers” employ to accomplish re-
presentation of both qualitative and substantive realms adequately in cinematic works.
Not surprisingly, there are many permutations of the basic filmic language as a result of
the divergent narrative traditions associated with different cultures as well as due to the
essential contribution of individual experimentation. Whatever their differences, until
recently all of cinema’s practitioners shared effectively similar limitations resulting from
the medium itself being fundamentally uniform, highlighting the resultant formal
differences as compelling indices of the language and methodology utilized. This, of
course, is changing dramatically now as the language of cinema itself is in flux due to
previously unrelated technologies” aggressive encroachment upon what has been
traditionally the domain of cinema alone. Needless to say, any implemented approach,
related as it ultimately is to some representational language which, in turn, is
predicated on the technology used, has profound implications for the results
accomplished, regardless of whether the goal be truthfully portraying collections of
relatively banal events as in anthropological works or seamless narratives depicting

larger-than-life versions of literary works and the like.

Obviously filmmakers, like all artists, rely, consciously or otherwise, on points of
reference (collectively comprising conceptual frameworks) while navigating the myriad
decisions encountered during the process of motion picture production. All too often,
however, contemporary filmmakers adopt the predictable approach insisted on by the
Hollywood System and reinforced by the dominance of conventional narrative form, if
not the pressures of the marketplace, rather than pursue the admittedly elusive goal of
devising one’s own methodology. There are also, of course, any number of good
reasons for adopting the highly codified and widely accepted system advocated by
Hollywood, not the least of which is its proven ability to effectively convey meaning
through the cinematic language it has refined over the course of its history. But what
other possibilities exist and what, if any, advantages might they offer? What

implications do such alternatives hold for the process of filmmaking and, for that



matter, narrative form? Is it possible to devise and implement an individual system
based fundamentally in the inherent capacities of the film medium? And what are the
consequences for the future of cinematic form if paradigms currently considered

unorthodox are brought to bear?

As if these questions weren’t compelling enough on their own, the impact of
recent technological advances cannot be overstated in their influential role on the novel
representational forms emerging as a result. Widespread miniaturization and
proliferation of consumer electronics, personal computers and digital imaging devices
in particular, and convergence of disparate presentation technologies such as television,
the World Wide Web and mobile telephony as well as the imminent displacement of
video tape by an increasingly interactive DVD (Digital Versatile Discs) format as the
primary means of motion picture distribution have blurred the lines between both the
previously discreet technologies themselves and their characteristic forms. This
perpetual dynamic between technology and art is, in one respect, nothing new, but the
latest chapter in this ongoing exchange has given rise to unprecedented formal and
expressive opportunities for which much work remains if adequate conceptual
apparatus are to be developed to cope with its implications for the cinema. It, however,
should be understood that, in the view of the author, the deconstruction of method
simply for the sake of augmenting current understanding of the film medium itself,
technology’s catalytic effect notwithstanding, is also considered a valid and worthwhile

goal to pursue.

The present study is not, however, a critical investigation of these problems, but
an attempt at exploring these questions through application, documenting one
tilmmaker’s approach toward the development of an organic and personal system of
filmmaking influenced and encouraged by the climate of exploration fostered by recent
technological advances as well as their advantageous effect upon the perceptual

sophistication of audiences that are subject to them. It details an attempt aimed at the



shaping of an immediate and adaptive, yet expressive approach toward capturing and
re-presenting “reality” whereby collaborative and improvisational techniques promote
discovery and permit the distillation of narrative as a natural outgrowth of process

rather than a pre-ordained and lifeless goal.



CHAPTER 1: DEVELOPMENT

Because the purpose of the present study is the development and testing of a
conceptual framework and filmmaking methodology, it takes the inherent capacities of
the film medium itself as its point of departure. It’s ultimate aim is the development of
an immediate system of filmmaking based on a flexible and expressive visual language
in turn rooted in the intrinsic logic of cinematic structure and form. Through cinema’s
dismantling, reconstruction and subsequent extension - via integration of the emerging
forms brought about by recent technological advances - it is anticipated the goal of
broadening the director’s understanding of the medium will, in some small measure, be
accomplished. The question becomes then; how might the would-be filmmaker orient
himself within the continuum existing between process and form, fragment and whole,
surface and depth, in a meaningful way such that the position taken might inform to

advantage the various phases of cinematic endeavor?

As a means of entry to this convoluted topic, I devised a threefold investigation
into the subject of cinema’s expressive capacity as related to production methodology.
In the first phase of this plan I was to visit Prague in order to research pertinent Czech
films, placing an emphasis on the range of possible cinematic messages in relation to
shooting and editing strategies. After this I would remain in the Czech Republic to
conduct formal experiments based on the ideas and techniques discovered, adapting
those deemed compelling within the constraints of my own work. Finally, I would
undertake production of the script that would ultimately evolve from and mirror my

experience of the Czech capital.
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Prior to leaving New Orleans for Prague, I was fortunate enough to be introduced to Dr.
Michal Bregant, a historian at the Narodni Filmovy Archiv and professor of cinema at
both F.A.M.U. and Karlove Universite through Dr John Hazlett, then Associate Dean of
International Studies at the University of New Orleans. As I began corresponding with
him in an attempt to better prepare myself for my studies in Prague, Dr. Bregant
suggested many informative books and articles to help acquaint me with the work of
the Czech filmmakers I would soon have more direct access to, but unfortunately many
of these titles, like the films they discuss, were unavailable to me in America. As a
result, my formal introduction to Czech cinema came later that year upon arrival to
Prague and Charles University, when I enrolled in Dr. Bregant's class which provided
the necessary context for the research I had been able to accomplish prior to leaving the
States. Eventually, Dr. Bregant arranged for my access to both the N.F.A. and F.A.M.U.
archives and we established a weekly appointment during which he entertained my
many questions regarding the unique films I was being exposed to as well as advised

me on how I might better focus the ideas comprising my thesis work.

Once it became known to Dr. Bregant that my script centered around several
vignettes of Franz Kafka’s work, he challenged me to develop my project from direct
experience of Prague rather than through the filter of the esteemed writer’s work. He
explained to me that Kafka is seen as merely a transmitter of a commonly experienced
reality that all Czechs share and that as such, I should exchange explicit referencing of
his imagery for interpretation of Prague’s underlying mood and atmosphere myself.
Quite surprisingly, I discovered that among Czechs, Kafka is seldom considered a
native son as a result of his writing in German rather than the venerated and
understandably guarded Czech language. Nevertheless, this, of course, required
development of an entirely new concept and script, which meant that I was effectively
starting anew on a project I imagined was near completion. As such, I began work in

what would be a very slow process of grasping enough of the formidable Czech



language to permit sufficient access to the unfamiliar culture and mesmerizingly

beautiful environment I then found myself in.

Having accepted the challenge of undertaking a completely new project, I began
studying Czech history in order to construct a backdrop against which the films I was
by now routinely viewing could be understood as well as better inform the interviews I
was conducting with the English-speaking Czech people I met while exploring the city.
Through these conversations I was able to gain a much better understanding of the
period that had given rise to the Czech New Wave films I was especially interested in as
well as some sense of the tumultuous history the Czech people have endured. Through
research and discussion of both the country’s political and cultural life, to which the
personal memories of the people interviewed added the richness of detail, a new

concept started to appear and incrementally come into focus.

Throughout this process, my frequent meanderings in and around Prague shed
additional light on the many féted aspects of the city I had become familiar with as well
as divulging less-obvious patterns that I was compelled to incorporate, many of which
later developed into guiding principles. The city’s extraordinary landscape, punctuated
with the hundred spires that is its namesake, captured my imagination, eventually
coming to represent for me the forces of gravity and levity, each vying for the embattled
Czech psyche. The perpetual movement of people - literally and figuratively, physically
and otherwise - forward and back in time also became a primary theme to which the
complicating influence of technology, the transportation and communication varieties,
in particular, was seen as supporting haphazard physical activity while distracting
humanity from potentially more rewarding quests. Slowly, but surely, these influences
and ideas transformed into a purposefully disjointed script designed to encourage a
collaborative and improvisational approach, based on the fictional character T's

struggles with gravity in his pursuit of the heavens.



CHAPTER 2: PRE-PRODUCTION

As I continued work on the script I began actively scouting locations, as opposed
to the relatively haphazard approach I had adopted while initially acclimating to the
city. This proved time consuming due to the shear number of breathtaking places to be
explored and the elusive nature of the script. Recognizing the need for significantly
greater rigor and realizing that many of my initial observations needed bearing out, I
began actively researching the city’s built history in the university and public libraries
as well as included the topic in my discussions with Dr. Bregant. At his suggestion, I
also enrolled in noted historian Vaclav Cilek's “Architecture and Myth” class whereby 1
learned of and visited many of Prague’s better-kept secrets that would inform and
inspire the project. Over the course of our contact, Professor Cilek proved to be
enormously helpful, meeting with me on several occasions to discuss the former
Communist State’s recent and distant past as well as various locations” historical
significance and symbolic importance. He read my script and helped me select
pertinent locations for the various scenes I was struggling to find appropriate settings
for as well as offered his unique historical perspective which permitted me to more
intelligently exploit them. Beyond this, he made numerous useful suggestions
regarding fertile sources to reference and offered his insightful observations about the

narrative [ was developing itself.

Once the euphoria of finding myself in Prague began to dissipate - due in no
small measure to the frustrations endured while attempting to learn the notoriously
difficult Czech language - it became clear that the film would require more

collaborators than I had imagined and I was at an enormous disadvantage with respect



to finding them. Realizing that I had met only a handful of people since my arrival to
Prague - none of which were filmmakers or actors - I started plotting how I might
introduce myself to the local filmmaking community. While it was in some ways an act
of desperation and definitely a distraction from the work at hand, I offered my time to a
few local independent filmmakers, agreeing to work on their projects free-of-charge in
return for gaining access to the cast and crew working with them. This decision turned
out to be wise - given that my repeated attempts to find the talent I required through
agencies proved to be a waste of time as well as cost prohibitive - and suddenly, after
months of fruitless searching, I was carrying on a worthwhile dialogue with several

talented Czech filmmakers excited about contributing to my project.

After beginning discussions about what was now starting to resemble a complete
script with the Director of Photography that had agreed to shoot the film for me, I
turned my attention to the equally difficult job of finding appropriate actors. I began
participating in casting calls for the various films for which I was donating my time
which proved enlightening as I hadn’t had any experience with the casting process
before. This also turned out to be particularly useful as it also introduced me to several
suitable actors without my assuming the burden of pitching my project, which was still
in the formative stage, to them. In the end, however, I wound up “type casting” more
eccentric people I had become acquainted with in the primary roles as I felt having a
repoire with the actors was more important than their level accomplishment -
especially in light of the collaborative approach I was pursuing. Once having decided
on poet Vincent Farnsworth for the lead character, I began meeting with him to solicit
his ideas and to bring his personal perspective and experience to the script. Upon
learning that I intended to shoot the film entirely in Czech, Vincent suggested I also
meet and discuss the project with local poet Katefina Pinosova. As it was my intention all
along to involve various collaborators as part and parcel of the process, the idea of this
partnership was well received by Ms Pinosova and soon after she and I met to adapt my

ideas into Czech. As a result, a rich, though accessible scenario rooted in Czech lore and
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colloquial language was developed based on the themes of gravity and levity -
originally culled from Kafka’s musings, but overlaid with my experience of modern day

Prague.

In the meantime, I met with the various other collaborators that had committed
to the project for the various crew positions. In these meetings storyboards and the
extensive location photographs I had taken were presented in an attempt to illustrate
the various shots with which I planned to render the subject. As some of the shots I
proposed were somewhat unconventional, we conducted rehearsals to test the ideas
and reviewed the Czech films in which similar techniques had been used so as to insure
all key concepts had been adequately articulated. We discussed at length the production
methodology I intended to employ so as to avoid surprises on set - speaking at length
about the significance of camera angles and movement on the resulting narrative which,
in spite the use of an effectively linear script, was required to be highly modular such
that a maximum of alternate stories could be later constructed. In particular, the style of
shooting I was advocating based on multiple alternates of emblematic actions - a
welcome luxury of the digital format we were originating on - was discussed both in
terms of its convenience as well as in connection with my ideas of modularity. These
meetings proved informative and productive, allowing the incorporation of my
colleagues’ suggestions while encouraging me as the their demonstrated understanding

of the outlined visual language and production methodology developed.

Not long after the preliminary version of the script had been distributed among
the crew, the DP who I had been meeting with regularly about the project and who I
was confident understood what my expectations were regarding how the film should
be shot, announced that he would be unavailable on the scheduled shoot days. Still
making the final adjustments to the script, I began trying to arrange alternate shoot
dates that accommodated his schedule while secretly searching for a suitable DP with

which to replace him. This proved frustrating as the dates comfortable for the DP
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conflicted with the actors schedules and the five alternate DPs I met with to discuss the
project were all simply too busy - neither did they have the benefit of the numerous

production meetings that had already taken place at that point.

Suddenly finding myself without a DP, but still interviewing candidates, I was
forced to turn my attention to the question of other key issues that it was now
impossible to defer any longer. Nevertheless, I decided that regardless of whether or
not I would have to shoot the piece myself, it was absolutely necessary to set the
schedule in stone once and for all rather than allow the entire project to be held hostage
by any single individual’s indecisiveness. As it had taken me nine weeks prior to locate,
I quickly booked the Steadicam and immediately began making the necessary
arrangements to find and reserve the large list of lighting equipment the now absent DP

had insisted was absolutely necessary.

After having successfully scheduled the lights and other items, the part-time
producer also acting as my translator and I turned our attention to booking the
locations requiring formal permission. We had been negotiating arrangements with the
necessary officials for weeks, but had met with the unexpected complication of self
important former Communist bureaucrats requiring concessions for their cooperation.
Similarly, the famed Barandov Studios where we sought the few costumes required for
the story proved to be an appropriately Kafkaesque experience requiring numerous
trips to non-existent offices in search of numerous mandatory authorization stamps -
and this only after the lengthy process of establishing that the wardrobe department
did, in fact, offer costumes for hire. After accumulating a pile of redundant paperwork
issued by the several officials I'd visited, the majority of which, understandably,
communicated exclusively in Czech (giving rise to several comical, but inexplicably
frustrating episodes) I was escorted to the storage area housing tens of thousands of
uniforms from every country and era - not to mention the scores of other outfits -

where I was allowed to reserve my selections. Only after acquiring a letter from Dr
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Bregant on official F.A.M.U. letterhead verifying my association with the school and

requesting their cooperation, arranging to route all the invoices through a state-
registered production company and surrendering the requisite moneys, was the
bureaucracy satisfied it had sufficiently clarified for me the privilege of being subjected
to its rigor. Finally, at long last, were permissions granted for our access to the preferred

locations and the needed outfits made available.

With new insight for the producer’s role, but exhausted as a result, it slowly
became apparent that my experience preparing for the shoot had done more to acquaint
me with the culture that informed so much of Kafka’s work than the sum total of all my
research. Just as Dr Bregant had suggested, the unique atmosphere of Prague was not
limited to the absurd and melancholic musings of the esteemed author, but are indeed
part and parcel of the place which exists for all to experience. Nonetheless, having
finally completed all the myriad necessary arrangements I now had to quickly shift
focus to facilitate actually shooting the film which was still, even at this late date,
susceptible to the whims of cast and crew members’ schedules, not to mention the

limitations of an already expended budget.
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CHAPTER 3: PRODUCTION

Having made my decision early to self-produce what I had planned would be a
collaborative and therefore enjoyable project, I was disappointed to find the weeks prior
to production becoming so unmanageable. Due to the DP’s unpredictable schedule, the
shoot had already been delayed several times over the course of the preceding months,
effectively eliminating at the outset the sense of organization that had developed and
otherwise would possibly have benefited the production later. In addition, coordinating
the cast and other crew members’ various schedules such that the DP’s diffiiculty with
commitment could be accomodated served only to fan the flames of confusion in the
days immediately prior to shooting. Fortunately, the decision to keep cast and crew to a
minimum in the interest of communication and such that access to locations could be
relatively easily accomplished, minimized this growing headache. Nonetheless, logistics
had by now become my sole preoccupation as the numerous contingencies created by
seemingly minor changes proved to be far more complicated than I could have ever

imagined, displacing the focus a dedicated producer might have afforded me.

Day one of shooting got off to an ominous start with three of four scheduled
actors missing their call by over an hour, thus exacerbating the tension already present
between the DP and myself. The surreal relationship of Hlavni Nadrazi’s 1970’s glass-
clad stairwells, where we were capture our first images, to Prague’s majestic art
nouveau main train station itself now seemed peculiarly appropriate somehow.

Nonetheless, shooting commenced after finally successfully contacting the tardy talent a
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nd inserting several generic shots originally planned for much later in the day. In one
respect this turned out to be a happy accident because it permitted the DP to acclimate
himself to the awkward Steadicam and monopod rigs which it was clear by now he was
unaccustomed to. In addition, it also demanded he return focus to his own
responsibilities, as opposed to calling into question every task asked of him - it also
allowed me, as director, to resume my primary role of interacting with the talent that

had actually made it to the set on time.

Once everyone arrived, cast and crew moved to the first scheduled location
where we promptly began blocking for what should have been the first shot of the day,
given its level of difficulty. After wasting far too much time and effort attempting to
clarify talent and camera movements within the spiral staircase, complicated as it was
due to an increasingly apparent language barrier, I was forced to bow to the pressure of
time and press on, settling with the footage we had already managed to get. Already
significantly behind schedule, cast and crew moved, albeit slowly, to the actual train
tracks where the pressures of time constraints began to affect the director/DP
relationship adversely. In spite of joint location scouts and numerous production
meetings focusing on the desired angles and framing prior to ever shooting, an
inordinate degree of effort was required to accomplish what had been agreed upon
goals. The drastically different conceptions emerging, in spite of the lengthy discussions
conducted on the subject during pre-production, created unnecessary tension and took

its toll on the entire set, complicating the talent/director relationship as well.

Inside the station itself numerous difficulties were again encountered. In
particular, communicating desired talent movement and coordinating the unorthodox
and awkward camera blocking were problematic, testing everyone’s patience and
compromising my expectations. Additionally, the reality of enthusiastic, but non-
professional actors was by now becoming increasingly apparent as a major limitation,

while the more typical nuisances of unwanted passersby, cellular interference and the
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like continually added insult to injury. Just as cast and crew managed to accomplish a
level of teamwork and had finally begun working as a unit, time again intervened and a

location change was required.

Upon arrival to Vaclavske Namésti - several hours behind schedule at this point -
and noticing an unannounced anti-abortion rally that filled the entire square which
constituted a key location for the production, we began quickly setting up an
impromptu shot which ironically became one of the strongest images in the final film.
While the large and excitable crowd gathered below the large sculpture - which I had
previously envisioned assuming a commanding position in frame - completely
disrupted the bulk of our planned shots, adjustments were promptly made and
surprisingly, once again, the resulting scenes made into the final cut. As I had been
outspoken in my appreciation of “informed” improvisation I considered the successful
reliance on intuitive sensibilities to be, in some degree, acknowledgement that my

approach was not altogether bankrupt.

The next location, the Namésti Miru subway station, proved to be a lesson in the
disadvantages of shooting in a less-than-controlled environment. Due to complications
associated with shooting on the extended escalator that was the location’s key attribute,
talent movement was near impossible to adequately direct. The building’s unexpected
effect on communication further complicated issues as the mobile telephones we were
relying on for radio contact didn’t function in the underground passageways, adversely
affecting timing of important beats in the script. In spite of additional assistance for this
location which allowed me to shift my efforts to clarify objectives with the DP, the
camera motion was largely inadequate and framing generally poor. Even worse, the
cast grew impatient and less cooperative as I was not focusing the level of attention on
them they had come to expect. Nonetheless, in the end there were some interesting
accidents, but most of the footage for what I had conceived of as a dramatic finale went

unused.



16

As I was still struggling to manage the various actors” scheduling conflicts
caused by the repeated adjustment of shoot dates around the DP, day two began with
my making the necessary calls to insure the actress required for the first location had
transportation and understood clearly when and where we were to meet. After
repeated assurances that she would meet us at the said place, she never arrived, the
shift in the timeline suddenly becoming too imposing on her busy professional agenda.
Numerous panicked calls for a replacement later, the role’s original actress agreed to
join us last minute in costume on the Uvoz Steps as the crew and principal actor broke
for an early lunch. As it happened, the character’s replacement proved to be a far more
compelling actress than the more experienced girl, in spite of lacking her formal

training.

While waiting for the arrival of the new actress, we rearranged the schedule and
set up the shots required at the nearby Letenske Arcade, for which she was not needed,
to make use of the time which was by now of primary concern. Only after we actually
began shooting did it become apparent that the actor playing T’s character had worn
the wrong shoes thereby creating a major continuity issue and severly limiting the
achievable shots. In order to work around this unforeseen and unwelcome problem
which highlighted the importance of a dedicated continuity person, the DP
concentrated on covering the script via a combination of long shots and close-ups, of

which several impromptu extreme close-ups demonstrated his considerable talent.

Not long afterwards, however, the satisfaction resulting from the Uvoz successes,
despite the formidable obstacles encountered, was overshadowed by arguments with
the DP over whether the shots for our next location, Nerudova Ulici, were necessary or
not. Eventually the increasingly demanding DP relented and set up the shot I had called
for only to learn that the camera’s lens was incapable of capturing the extreme

foreground and background elements I had envisioned simultaneously. Sensing the



17

reluctance of both cast and crew after having witnessed this debacle, which wouldn’t
have been so disruptive were it not for the accompanying argument, I announced that
we were wrapping the location, and we started our move as we were beginning to loose

our light.

Upon arriving at Prazky Hrad, the trade-offs associated with the renegade
filmmaking style I had chosen to pursue displaced the other many problems we had
met with as primary. Unseasonably warm weather had prompted the first waves of
tourists to swarm to the scenic castle complex, once again making the long shots I had
planned next to impossible to achieve. Our inability to control the movement of the
hundreds of passerby’s complicated actors” movement, ruining one attempt after
another as a result of missed marks and bad timing. In addition, many of the shots in
which we did accomplish passable action suffered from substandard framing as a result
of my concentrating entirely on the actors. Upon previewing the footage later that night,

it was clear that re-shoots were already going to be a reality for the production.

By the time we arrived at Novy Svét, things had started to go a bit smoother
though we did struggle with the overhead shots of T exiting the sewer much longer
than we wanted due to a shaky camera caused by sudden strong winds and the lack of
a crane. Nevertheless, we were enjoying a relatively productive day until passersby -
intermittent in their appearances this time - once again managed to thwart our every
effort to prevent them entering frame. Additionally, key props, on loan from antique
shops and the Prague observatory, were damaged and destroyed when the principal
actor tripped on the cobblestones I had previously found so appealing. Struggling to
remain calm at the prospect of replacing vintage items who’s value I couldn’t even
guess, I once again made the decision to wrap the location as we were done for the most
part and I was now preoccupied with the implications of this potentially embarrassing,

not to mention expensive, mishap.
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Our final location of day number two was the bizarre zizkov Transmitter, which
was to play a major part in the film, representing the confusing influence of technology
on humankind and the main character T in particular. While attempting to frame the
series of shots I had called for, the limitations of the fixed-lens camera we were using
again became abundantly clear as there was virtually no way to capture the images I
had imagined. I had actually come to expect such surprises by this point, but was
annoyed that a location for which I had done such thorough scouting and
storyboarding (in which the DP had also participated) could present such unexpected
challenges. Forced to improvise, we shot several alternates to insure there was script
coverage which turned out reasonably well, but perhaps more importantly, drove home
the message that a much better understanding of lenses commonly used in motion

picture production was necessary to avoid similar problems in the future.

Day number three started on the long and extremely windy Nusle Most,
otherwise known as the suicide bridge, where the elements effectively dictated what
was, and wasn’t, possible. The constant gusts of wind, combined with the same feeble
overhead rig we had used on the Novy Svét location yeilded similar, but much more
pronounced results. As a means of trying to offset the noticeably shaky camera we were
forced to repeat multiple takes of each shot until we were satisfied we had done
everything we could under the circumstances. As day three was slightly lighter than the
previous two days, we could afford this indulgence, after which we broke for lunch,

loaded the long list of equipment the DP had ordered and headed to VySehrad.

Gorlice, a historical site housing a museum in an underground bunker below the
castle walls and another of the many locations I was introduced to via Professor Cilek’s
class, was especially interesting for me because of its more recent function as storage for
the original sculptures that line Karlove Most otherwise known as the Charles Bridge.
This was also the set for which I had spent a good deal of time arranging the necessary

lighting and other equipment. In contrast to almost every other location we used, I had
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formally arranged for its use with the indispensable assitance of Ondrej Formanek who,
with Dr Bregant’s help, insured I was granted access for a fraction of the cost normally
charged. Once there, we quickly completed several of the more straight-forward
steadicam shots since the DP, who was also the camera operator, was by now fairly
comfortable with its idiosyncracies. Afterwards we hurriedly began setting up the
lighting equipment to achieve the look and atmosphere the story required, racing
against the clock at this point due to issues locating breakers and outlets powerful
enough to accommodate the sizeable instruments. Unfortunately, it soon became
apparent that the DP didn’t have the command of lighting his demo reel had
demonstrated and numerous large, unnecessary lights littered the set, serving
promarily as obstacles to be avoided by crew members as they rushed around in the
dark. As a result, key images of the ominous fourteenth century sculptures that had

largely justified the expense of shooting there remained elusive.

As our allotted time neared its end, mutual frustration with our results gave rise
to an unexpected conversation between myself and the DP which once and for all
confirmed my suspicion that he hadn’t embraced the approach I had been at pains to
outline and which all involved had willingly agreed upon at the outset. After calling for
a variation of a shot that I wasn’t pleased with, the DP launched into a critique of what
he called an American style of shooting where multiple alternates of given actions are
captured as opposed to committing one’s self to a single angle. In spite of my retort that
it had more to do with the substandard results he was achieving on his first attempts, it
later occurred to me that the methodology I had defined largely as a result of
scrutinizing independent Czech films that had interested me by was in some ways more
like the Hollywood system I had set out to find an alternate for. The unconventional
production techniques observed in the specific films I studied notwithstanding,
learning of this extremely rigid production methodology which prefers exacting
predetermination of all variables to the flexibility I was pursuing was unanticipated.

Despite not satisfactorily accomplishing the entire shotlist due to all the mistakes and
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legitimate difficulties encountered, I felt confident that there were also strong images,
some of which were entirely improvisational, which was in concert with my desire to

attempt a less linear and more immediate filmmaking style.

One week later, we were again inside the Hlavni NadraZi station to re-shoot
sequences not adequately captured prior. Numerous difficulties were, once again,
encountered, not the least of which was the unexpected obstacle bands of thieves within
the station provided - watching our every move and waiting for an opportune moment.
Understandably distracted by the bizarre working circumstances and the even further
reduction in crew, efforts to communicate desired talent movement and coordinate the
unorthodox and uncomfortable camera blocking became strained, thereby

compromising expectations.

After doing what we could there, we broke for lunch and then moved to Prazky
Hrad to re-shoot the sequence that we had failed to adequately capture there the first go
around. Much to our surprise the temperature suddenly plummeted to seven degrees
below zero Celsius and it began snowing even though it was now mid April. As the
weather worsened into a blizzard, the freezing temperatures forced the talent to take
refuge in a nearby cafe, only coming out when absolutely necessary. This put a huge
strain on everything as rehearsals were effectively ruled out as heavy coats were
necessary to bear the elements even for a short time. The relatively warm weather
outfits the actors had worn for the earlier shoots were essential if continuity was to be
maintained, but this limited shooting to fifteen minutes or less which was, of course,
inadequate. In addition, I was now the defacto camera operator as Tomao was already
otherwise engaged on a commercial shoot and the strong winds accompanying the
storm further tested my limited experience with the Steadicam. Nevertheless, some of

the required shots were actually improved upon, but most ot the footage was, as might
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be expected, compromised as a result. Only after realizing I was physically unable to
operate the camera any longer due to what I later learned was the beginnings of
frostbite did I reluctantly concede defeat and release everyone, vowing to closely

monitor weather forecasts prior to shooting in the future.

While many mistakes were made, the bulk of the footage shot was fine, in spite
of the numerous difficulties encountered. Had I attempted to accurately render a
specific story rather than utilize the script as a point of departure for improvisation,
however, the results would certainly have fallen short. From the beginning, my
intention had been to explore the implications for narrative of implementation of a
production methodology based on the fragmentary nature of the cinema, but drawing
on the flexibility of digital technology and incorporating the non-linear characteristics of
new media. It was hoped that by codifying a visual language (defining shot types,
hierarchy, etc.) based on the idea of narrative modularity rather than seamless linearity,
the possibility of multiple stories resulting from the captured material would be
promoted. The soundness of this idea, while seemingly apparent - the higher the
degree of shot modularity, the easier re-ordering of material becomes - lead to the
discovery during post-production that while inter-shot modularity facilitates narrative
modularity, it by no means guarantees it. In addition, failure to adequately capture key
shots due to unforeseen circumstances (weather, location conflicts, operator errors, etc.),
largely a result of the decision to self-produce, coupled with the interpersonal struggles
that seemed to accompany the improvisational approach I had advocated,
compromised what might have otherwise been a more conclusive exploration.
Nevertheless, the exercise was worthwhile, if for no other reason than the more intimate
understanding of cinematic language and clarification of highly personal aesthetic

sensibilities regarding shot relationships that it afforded me.
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CHAPTER 4: POST-PRODUCTION

After the completion of filming, I turned my attention to finalizing the
arrangements for the licensing of the historical materials I had begun researching
during pre-production. As my knowledge of the events surrounding the Soviet invasion
of then Czechoslovakia was still limited, considerable additional work was needed
before I was able to make the necessary inquiries regarding the materials I required.
Though I had already developed a report with representatives of each of the major
archives in Prague by this time, I was initially dissuaded from pursuing this goal by
several of my colleagues who reiterated for me that obtaining the obligatory licensing

was unlikely and, if I did manage to secure permissions, cost prohibitive.

In spite of this discouragement, I started the process of accurately articulating
specific footage suitable for the project, based on what was becoming protracted
research into the key figures involved in the events of the Prague Spring. It was
explained to me by my archive contacts that it was necessary to specify the footage I
was seeking not only in terms of the political figures appearing within it, but also in
terms of image, movement, and sound which proved to be unusually complicated
considering I had not been permitted to browse the archives and still had limited
knowledge of what was available. Nevertheless, I began trying to imagine precisely
what sort of footage would work best with what we had shot ourselves and wrote the
respective archives describing explicitly what I needed, characterizing as clearly as
possible framing, camera angles and movement. After much trial and error I eventually
managed to adequately identify the materials I sought, thanks largely to the efforts of

Bara Souckova of Kratky Films and Jiti Hoppe at the Institute of Contemporary History in
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the Academy of Science. Several useful segments were authorized for my use soon
afterwards and tapes ultimately assembled.

Once I had begun the process of logging the material I had spent so much time
and effort arranging, it became apparent that the tapes would require conversion to
NTSC from PAL before any editing would be possible. As I had already exhausted my
projected budget by this point, the option of sending the tapes to a qualified post-
production facility for transcoding was not possible, and so I began the time consuming
process of performing this responsibility myself. Only after capturing the footage in
PAL format, averaging even and odd fields to single frames, and manually cropping the
images such that the aspect ratio corresponded to the NTSC standard could the

material, finally, be output as image sequences in the standard NTSC 30fps time base.

Next, principle actor Vincent Farnsworth and I began recording the voice over
that was to reflect the character T’s musings about his struggles between heaven and
earth. Auditioning the same basic rhythmic audio loop used during production to
insure synchronization, we labored over poet Katefina Pinosova’s adaptation of the script
so that Vincent’s delivery would reflect T’s persona and situation. This proved
challenging as the colloquial language Katefina had employed was difficult to perform,
as pronunciation of many of the Czech words were especially awkward in combination.
As a result, the recorded tracks required extensive editing to insure each word was
intelligible and such that the pacing would complement the action. After struggling to
edit the various takes into a coherent and fluid whole, it was finally decided to re-

record the entire piece so that a more successful narration track could be accomplished.

Largely due to intervening preconceptions about structure, based on a linear
script that wasn't originally part of the plan, early versions of LEHKOST A TIZE were
disjointed and somewhat disappointing. However, after struggling with the more
pragmatic issues and the delays in acquiring, transferring and converting the historical

footage, enough distance had developed between myself and the piece that I could look
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at the material more objectively, allowing for less encumbered reorganization of the
film. In spite of constant computer crashes and drive space problems encountered
because I had captured the footage at full resolution, the internal logic of the captured
images slowly began to emerge, often times running counter to the sequence of the
script used during shooting. Despite these ongoing technical problems and occasional
losses of focus, the elements of the film increasingly began to fall into place, and

unexpectedly a rough cut started to materialize.

Due to errors committed during production, however, several corrective
measures were required for some of the shots in order for them to be included in the
final version. Because we had skewed the color during production by white balancing
to orange, to create a blue caste in keeping with T’s melancholy, a few shots required
extensive color correction in order for them to cut with adjacent shots. In addition, it
was necessary to manually remove artifacts frame by frame from several key shots due
to the DP’s failure to ensure the lens was clean prior to each take. Because of the
excessive winds experienced during shooting and budgetary limitations ruling out the
hiring of a crane, some of the scenes calling for a stationary camera suffered from
unwanted camera movement and motion stabilization filters became necessary. This
resulted in an unexpected, but interesting jitter effect that was consistent with the
atmosphere of alienation I was striving to accomplish and seemed to enhance the theme

of technological mediation as well.

Several expressive special effects were also necessary to reiterate the thematic
emphasis on communication technology’s role in mankind’s existential predicament
and to facilitate transitions required of the modular visual language I had defined. I
began analyzing pertinent examples and experimenting with several software tools I
had previously had very little or no experience with. Taking television artifacts as a
point of departure, I created several transitions using AfterEffects, even duplicating the

cellular interference that had plagued us during production due to our reliance on
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mobile phones for radio contact. In addition, various plug-ins were used to distort the
images, both to mimic typical broadcast anomalies as well as to better render T’s world
as the living and breathing adversary he experienced it to be. As a final step, two
identical versions of the completed edit were composited with one another to further

saturate the color and make the mood of the piece more tangible.

As I had been interested in the idea of modularity as a means of maximizing
narrative flexibility, it was natural for this preoccupation to be extended to the use of
sound as well. Since the film revolved around the imaginary character T and his
struggles with gravity, as illustrated through his perpetual trudging through Prague,
his footsteps had been envisioned as a principle informer for the soundtrack from the
outset. While shooting we had used audio loops of footsteps extensively such that some
measure of control for pacing would be possible during editing and in hopes that this
approach would supplement flexibility as well. Though this experiment was only
moderately successful, it did help establish the repetitive and cyclical rhythm of T’s
world against which the more frenetic sections of music contrasted nicely. Based largely
on recurring motifs, placed where their connection to the picture propelled the evolving
narrative, the whole exercise became an assemblage of elements I had loosely qualified

during the selection process as representative of the chaotic nature of modern life.

As all of the various elements slowly coalesced and the final cut began to take
shape, the potential for harnessing the fragmentary nature of moving pictures toward
my goal of a modular vocabulary was plain. While I was relieved that my assumptions
regarding the mechanics of cinema appeared to have been, at least to some degree,
validated, it soon afterwards became apparent that my preoccupation with so-called
modularity could effectively be reduced to nothing more than experimentation with
continuity and the various ways of accomplishing it. Nevertheless, a narrative did, to

some extent, emerge as a result of the logic of the visual language itself, admittedly
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benefited as a result of the compromise of adopting T’s story as a vehicle through which

to apply my approach.
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CHAPTER 5: CONCLUSION

While it was understood at the outset that endless adjustment of any system that
might grow out of the present exercise would undoubtedly be required, it is this very
process, a system open to perpetual revision and extension, that was the expressed
interest of the inquiry. It was further assumed that scrutiny would likely qualify many
of the conventions this study takes as its point of departure, but this too is viewed as a
far better consequence than blind acceptance of any system, however prevalent or
functional it may be. LEHKOST A TIZE, as expected, served both to qualify and further
elucidate several standard practices as well as reinforce the validity of the ideas that

gave rise to the project.

Unfortunately, occasion to employ my intended approach frequently fell victim
to unanticipated communication issues and relentless time constraints, so there was
little opportunity to create an environment on the set supportive of the level of attention
to subtlety and emphasis of intuitive sensibilities I desired. One of my principal goals
had been to devise a way of working - keeping the crew minimal, with all the trade offs
it represents, and working with cast and crew that I was confident appreciated my
approach - such that I, as director, could maintain the focus necessary to operate in a
mode promoting discovery of nuance and atmosphere in the moment. In addition, it
had occurred to me that only in this manner might I also begin the protracted process of
developing a personal style that takes advantage of the inherently fragmentary nature

of cinema.



28

While development of a personal style is, arguably, a supertficial and formalistic goal to
pursue for its own sake, and especially premature for the novice filmmaker, it did
reinforce the process of experimentation and verification I was preoccupied with - a
filter through which unconventional results could be appreciated, rather than rejected
due to differences with accepted practice. This was considered an advantage because of
the direct connection with and deeper understanding of the visual language required of
filmmakers employing irregular modes of expression which, when successful, tend to
amplify their voices, making their work more authentic and original. Indeed,
LEHKOST A TIZE bears marked similarities to productions accomplished in a much
more conventional manner, but this was not viewed as problematic as it represents
confirmation of my primary commitment for testing the validity and usefulness of a
production methodology I had defined in connection with the representational

language that it gave rise to.

Having committed myself to this fundamentally collaborative process, I
endeavored to incorporate my contributors suggestions wherever possible,
circumventing any recommendations that vied fundamentally with the concept,
primarily because I felt that it would enrich the project appreciably, but also to foster a
healthy report among the cast and crew during its making. Unfortunately, I found that
this approach of investing in my colleagues largely backfired, compromising the visual
language I had defined, and therefore, any narrative that it might have otherwise given
rise to. Over reliance on the assembled team, for whose participation I am, nonetheless,
genuinely appreciative, resulted in several near catastrophic incidences which I was
often reluctant to dispute, as it only aggravated the tension already existing on the set;
therefore, increasing the likelihood of additional problems, not to mention that there
simply wasn’t time for prolonged debates about what were often abstract ideas. My
only consolation became the experience, first hand, of the trade-offs involved in

investing implicitly in the expertise of one’s production team toward the
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accomplishment of mutual goals, offering an illustrative lesson regarding the fine line

between faith and tyranny that directors must walk successfully.

Most importantly, perhaps, was the realization that many of the scores of crew
members typically found on Hollywood sets, assistant directors in particular, are there
precisely to enable the director to maintain the necessary focus on the script, actors and
camera such that the film might be rendered in a manner consistent with his or her
vision. For that matter, reflecting on the frustrations of pre-production, there is little
doubt in my mind that any advantages of self-producing are far outweighed by the
headache that inevitably accompanies it. Had I been able to enlist the services of an
appropriate producer for LEHKOST A TiZE, perhaps the numerous distractions that
were experienced could have been minimized, and the problems stemming from

differences of vision avoided, or at least eliminated at a much earlier stage.

In the end, it seems the question is essentially one of balance, the key factor being
the director’s developing and maintaining a clear and guiding sense of what the film is
about, or supposed to convey (notably not necessarily a story) throughout the process,
as well as the language that should be employed to convey it, without which one cannot
imagine success. Generally, technology’s effect on contemporary filmmaking may be
obvious, but it is the flux (flexible plural inclusive post-modern potential climate of
experimentation) of new media forms that initially inspired me to search for a way to
tell stories visually and permitted my approach. In spite of LEHKOST A TiZE’s
relatively conventional form, I am convinced that the methodology employed
represents a valid approach to embracing recent technological developments and their

implications for the future of narrative form.
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He is a free and secure citizen of this earth, for he is attached to a
chain that is long enough to make all areas of the earth accessible to
him, and yet only so long that nothing can pull him over the edges
of the earth. At the same time, however, he is also a free and secure
citizen of heaven, for he is also attached to a similarly calculated
heavenly chain. Thus, if he wants to get down to earth, he is choked
by the heavenly collar and chain; if he wants to get into heaven, he
is choked by the earthly one. And in spite of this he has all the
possibilities, and feels that it is so; indeed, he even refuses to
attribute the whole thing to a mistake in the original chaining.

—Franz Kafka (from The Blue Octavo Notebooks)
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SCREEN BLACK
FADE | N
EXT. UNKNOWN PLACE - NI GHT
chiaro scuro atnosphere, utter darkness..
[city anmbi ence, w nd, breathing, heartbeat, rattling chains]

slowy revolving down a length of taught chain secured out of sight
over head, a barely distinguishable person’s determned face is
di scovered, revealing hands grappling with the restraint fastened
around their neck - gradually moving down the shadowy formis length its
jerking torso becones discernible, stretched legs and kicking feet
trying in vain to find bottom unable to reach it..

beyond the kicking feet a 2nd taught chain secured out of sight now
becones visible, disappearing in the darkness below - again a slow
spiraling notion conmences, first coming into contact with the ankle it
is bound to, then gradually continuing up and around the abstract
figure's struggling length - once again a bel eaguered, but resolute
face is revealed, now with straining out-stretched arms and fidgeting
hands, trying in vain to reach sonme unknown objective washed out by the
intense |ight above..

FADE OUT
FADE | N
I NT. HLAVNI NADRAZI PLANETARI UM - DAY

[loud and noisy police radios, static, intermttent tones, shuffling
feet, command center anbience, transnmitter tones]

T, a young, but visibly worn man is awakened suddenly, startled by
impatient police and a cacophony of nocking radios broadcasting

unsynpat hetic conments - the nessage sonmehow seens to be directed at
him ..

POLI CE RADI OS

“...vyhovuji vam nraky?A jak si predstavujete,
Ze budete | état? Se zakrnelym kridly...a
nohama z hliny...nic pro vas neni tak vysoko,
nebo tak dal eko...vy, ktery sedite na z