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“The repetition of & work o? art 1s like a singularity without concept, and
it i3 not by chance that a poem must be learned by heart. The head is the
organ of exchange, but the heart 1s the amorous organ of repetition. (Itis
true that repetition also concerns the head, but precisely because it is its
terror or paradox.).* (yes, 1 just quoted gilles deleuze’s difference and
repetition. my sincere apologies for the predictability, but it's & good

§ one)

the reenacting of ennu! when : in me. sarously.
nightmare city's dalgies s & g am; nent. moere or
less. and 118 in great compan tempt 1o cireumvent temporality.
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Chytilova originally studied architecture, then philosophy.
After a stint as a model, she worked as a script girl in a fil
studio. Having been refused recommendation, iet alone a
scnolarship, Cnytilova obstinately battied her way into
FAMU, the Czech film scnool
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The Three of Disks tells you that Keturah's long days of darkness ahead § can be survived. Carol, your care will be necessary.

You will need to find patience and compassion - _ be selfless in the face of thanklessness and venom.

Keturah, mindfulness is your watchword. You must be mindful that there is light at the end of this tunnel of forture.

Temperance, however, demands a high price.

|

There's something “@-\“:0\«0_,?
terrible about you. z :

a8

o
Full fucking miracles are possible if
you two take the risks you need to take,

can watch your tongues, and will remain harmonized!

That is < iR g i ¢ ; R Temperance is Sagittarius. Why? IDK.
: ; £ It tells NC that you can turn a bad situation
: into gold. Wine into water, as it were,
on which M. ol e T : " 4 /, Temperance counseling moderation.
: e \ ’ This trip wili of fer a purification,

the pivot

sitive .
e a transmutation of your work,

. =0 You both relationship, and fortunes.
negative ¥ B | need to hold
- f your sharp tongues

i : - - A \
outcomes| g8 = #andcontrol yourmoods
‘ 4

urn, ;,lie‘ lzany 778

Magic and transformation are yours if vou can center NC

around your love for each other; and center your lives on
kindness and respect in serving your community. Generosity

-- self-sacrifice (without self-destruction -- will reward you with a better world ' loss
but you Il suffer a hea; N =
i t y s e % Kk
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oes it matter?

22 - Daivies

| o

The sole explanation for their behaviour is summed up in the few words they
exchange at the beginning of each episode: “Does it matter?” “No, it doesn't
matter!”

Following a mad string of irresponsible acts, they end up in a hall where 3 table
has been spread for a banquet, They savagely devour the food, dirtying every-
thing and ransacking the room, finally swinging from the chandelier.

They fall through an open window into a river, and have to call for help. They
respond 1o their rescuers” reproofs by promising to be good!

The director’s taste for provocation is obvious, but the film, bome along by a
devastating and liberating humour, is t0o funny to be nihilistic.

Suggestions for research

L. Odious, anti-social young women?

= Draw up a list of the two Marys’ misdeeds, distinguishing between simple
“mischief” and more perverse, deliberate attempts 10 do harm. Does the
dircctor try to make her two “hernines” likeable? Why is the audience given
50 few details of their past or their family and social backgrounds? It would
be interesting to compare Vera Chytlovi's detached. uninvolved approach
with the formulas commonly used in modern Hollywood productions,
which try to get viewers to sympathise or even identify with the main char-
acters,

w

Their destrisction of social propriery and appearances

= Who are the main victims of the two Marys® provocation? In what way are
they largely responsible for what happens to them? Can the sudience really
take pity on them? What, unfortunately frequent, situations are reversed in

L}

this way? What implicit domination do the two women challenge? x AT y | / D' ’omaiﬁc and u,.b
= The consesvatism of Czech society takes a beating in the filn: what habits v Romantic an » e

and social rituals are shown in the various sequences? How are they wom to . d chan'nin

shreds by the behaviour of the two young women? Special attention should : e Eas ’ Oin and H
be paid o the banquet scene: why is the ransacking of the hall, and espe- \ ‘ R el T e, Sociable
cially the havoe created with the food, particularly scandalous? » gt e a 'Stlc and r

3. Are people right 1o revolt?

~  Some teachers today, who constantly have to fight the rudeness and
provocative behaviour of cenain students, may be surprised by the film,
which, despite the years that have passed, retains much of its anarchic
impertinence. Yet this should provide an opportunity for discussing such .
adolescent behaviour, which only takes on a liberating meaning in specific .
political and economic contexts, but which can also be the amplified symp-
tom of painful existential questioning awkwardly expressed under cover of
a “couldn’t-care-less atitude™. “Does it matter? No, it doesn't matter!™

105
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Over time Art has become about Art, Criticism about Criticism.
Money has become about Money, Power about Power, Sex about Sex.

on its anti-narrative aim | 4p4 in its [assurance that the horrors of the world have rendered

. .wm—-
Post modern in 1 its rehance on flguratlve form,
human action meaningless we fmd here everything that the international
from the development of modern art and through which today’s artistic |

’_—________——-
fabsurdity in the style of the 19205 and other forms of decoratlve
wTTY - &

art market is capable of accepting (of course in a degenerated form)
racket blooms: pop-art, op-art, happenings, scriptural Jecorations

cynicism, from which has fled the force of sarcasm.

As with Dada and other avant-garde movements the terms of Chytllova s " polemic with authority

less the abandonment of politics than the!
T

are to a large degree linguistic or discursive,
“understanding that aesthetlc issues are mev1tab1y also pohtxcal ones.

th a name like Nightmare Ul City, surrealism was inescapable as an
goalor recognized desire.
[ o vy ,

; sl
4 artlstlc pracﬂce if not a

s

If the the work of | art
comprlses a deployment and
arrangement of codes,
‘ thenMes glorres in
*gdlsarrangement and disarray,

>l mismatching and misuse:
adoptmg the words of the film’s closing caption
Bl gnd extending its use of culinary metaphor.




P2z nightmare city
E what mysterioyus mysteries a

> unlocks the secrets of tj

me and Space
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g DAISIES (2011

NIGHTMARE CITY 1

;m«m_ﬁaamw@aﬁwgﬁiamic&wmﬁvwmi wm:mmmﬁ
in this reak-time loop, performing dialogue lifted from the first minute of Vera Chytilova's 1066 film "Daisies,” Nightmare City
continues 1o inhabit and enact the endtimes, always,
protagonists willfully decide 1o "go bad,” the Nightmares enjoy a cathartic placebo
meaningless or idie gesture through endless repetition, {exceptionally shitty resolution)

forever, in perpetuity. Locating themselves in the moment when Chitylova's
in a world where action is rendered a

that were
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ervalued by critics and

'ment voted ¢
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appreciated primarily in the VWest.
funds from both/so that they would

experimental by nature, ov

Chytilova herself was accused of being an elitist, making
cynical, uncommitted pess
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‘ what then am I to do? What am Ito

\k ideals of a socialist society and will do my utmos

say to my friends, both at home and abroad

Why have I not made any films? How am 1 to defend my attitude to socialism

when I cannot demonstrate it in my own field?
And all this at a time when the whole world is celebrating International Women's
Year, to which I wished to contribute with my work;

omrade President, in the hope and trust that you will look
d will see to it that justice is done. As a
1 will continue to fight for the

t to bring about their realisation.

I am turning to you, C
into my case, and other similar ones, an
citizen, a woman, a mother and a film director,
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ons of dmmg and gendered,benavror 1

As the Maries flaunt the conventi
[ so so Chytilova flaunts the rules of cmematlc grammal .
'the seams and fissures of the flCthl’lal world are opened up and the

continuous fabrlc of cinematic ‘space time’ is transformed mto af
‘ : ja ged mosaic of discrete fragments :

&&év‘.ﬁéi(ﬁfd ¢l

eroines push the metaphoncal function of dmmg ,

est pomt and the film’s exploration of, and assault on,
eating’ proves an expressive means to mterrogate- 7

Chyt tilova and her herolr
from the multiform, mtersectmg codes that govern beh
aviorlg
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etrquette and good
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g wider[social phenomena

he codes
odes that regulate gendered and soc socxal identity)
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thé aesthetic codes that inform filmic practlce
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In this way, in






pEPLUY MENT ™ ARRANGE MEN
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It is a reflection on the nature of the Tilr : s
0 r - games with language, allegony
mg sty hzation, Iragmentary narration, expressivity, games with languay U %
R and sundry other devices that take things ‘bevond” a realistic or a so¢ ulH- u:.;w
namrative. At the same time, they ¢an be seen 1o comtgin an extraordmanly produc-
pproaches and »

correction between the two approaches 1o gender and w1 a se

fermmsms: the frankly militant and pohticizing view, and s

1 3 o wial n s ande sctation s
tive perspective that wonizes social norms and expectat

eaning and encourage an activ¢ ppectatorial engagement

: f ing mad
foments are insane for the ske of be
o s Moments x

arrative the
it utilises a formal logic of repetition to successfully destroy narrative and
% a 2

psychological development of character.
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0es on & couple

Byt
. Juxtapositions that are orcn

through a succes

crossing the delicate lige between controlled
(necessary) ambiguity and intellectual confusion

e
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b \ i desire to cﬁ'{?Y. 18
Hghly aesthetucized but strikingly insistent.

o . iy |

Té;:;& ¥ "*Aiv ;
i A , i ki £ i ] v whe”
With an aggressive aesthetic, the duo’ work embraces repetition,
disorientation, and illegibility, pushing viewers into a zone of
discomfort where images lose their commonly understood
meanings and re-emerge with new significance. At the core of their
ractice is an.igferest in i ir signification. Again ¢
pra at}ﬁguere t in images and.thelr signification.’ Again and
again, they 46 how does an aesthetic assume a cultural value, and

how does it lose that value and gain a subsequent one?




, they are interested in food.
‘ o opportunity to gorge

themselves.




07, 7 DA 4 ]
/ Perpetually dressed in vibrant ¢co'responding costumes and dark black /
eyeliner, Mazie and Marie work together to €rete mischief. Seeing the world ruined and
- values worthless, they decide to "gc bad." i 7 :
ma\ept(’ v . 3

Revising femininity
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rﬁlﬂ m‘rffkrly | Their interdiiangeable and also constantly changing names through the

film confirm tld 3 they are meant to sum up various experiences, all different |
and all the sanll and that the two represent multitudes
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(,Q'n ovi's close collaboration with Krumbachovi

N ! i . ;
§ Krum'achova's first involvement with
k's script for

S NN AN P o a7 P v d

Chvtilové was rz-writing Pave! jurace
Sed mikrasky
The screenplay was written by Vera Chytilovd with Pavel Juracek and Ester

Krumbachovd, screenwriter and set designer. Although the ideas of the three
artistes differed in a number of areas, their collaboration in creating this insolent /

parsble was exemplary. Although Estcr Krumbachovd was not as aggressive of
provocative as Vera Chytilovi, her humour was edged with bitter irony.”
Krumbachova devised the scenaric and collaborated witn
Chytilova on the final screanplay She aiso provided the

décor and costume design g '

—also on Daisies and The Fruit of Pmmliuwm\\
NNhas continued even into Chytilovi's r

983). N

ccent

A Dadaist comedy shot through with freeform largesse, [

v a portrait of two irreverent and irresponsible
young women who see life a . i
5 4 great game which has no moral purpose.

g

The film as a whole 1S a relentiess assault - against film conventions and forms and
indeed cinema itself, against social norms and rules and indeed society itself, and finally against the

spectator. This assault is violently nihilistic, but it is also ugeﬂy joyous and gleeful

the conjunction of the
Vs T : of the
highly Spectic, gender-critical viewpoint Th
works: from their first collaboras
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comes from a cential place m cach one, GESS=_ ~ \
S = : § ~

: 1 looked at the work of Véra Chytilova and Ester Krum-
bachovd as a departure from the usual period representation of gender and \\\

showed how they both work consciously with traditional gender stereotypes in \

both storvine and fon \\\\\\
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their close authonal rapport
and the conspiracy of wony out of which thewr jomt projects sprang. just as o
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me anlngless = g e S tu ! " S And at the same time Nightmare City is a
' i | research-driven collaborative art practice founded in

2008 by Cdrol Anne MchryStal and Ketura/o

photo_ elise irving




We Know| this
trope from every i
morality tale bor:

of human mind
ffrom Enki to Eden,.
Ireceiving  what

you' desire bears i

the fruit only of|" Sdrhe story is brodght to an en:d by the invisible power of

Morality, the Law and |
[l (the last tellingly in the written form:

the verdict is delivered inl an ] intertitle,

i : | thereby reconstituting the Word as afl-i:nstrument of power).
In Nightmare City the decision to be ;

bad is made, but the action of being
bad is never permitted, a sort of

o I H0L D YOUR SHARP TONGUES
o o | .. HOTD Aon6 2HYL LOVCNEZ

| destruction.

8 F »:}
* £ b

i _ 5 ' ek the unmasking oflanguage as an instrument not §

of commun b

unication, but of persuasion, manipulation
B "dthe maintenance of symbolic order ‘
moment e feed the line in subversionin both films|
B That itselfican be! interpreted|
§ as latently feminist precisely]
On account of the nonsensical
: | | iy liberating| 55pect of woman’s| B
e SR TR, /M iy i § (ab)use and subversion oﬂ
h slap into 2w . I | ’ : language, which in|
the action instead of freeing it as in the original : b g this readir}g is aff 4
; Y | it . b I masculine instrument )~
; 1

not traditionally( t
=

meant for women.
A By

i ' Above all, Daisies expresses utter L )‘9
it y v
* scorn for any sort of productivity, (" )

)
W

whether economic, social, or semiotic.
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