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V partnerskem sodelovanju z UL AGRFT naznanjamo rubriko FILMSKI IN TELEVIZIJ-
SKI STUDIJI - RECENZIRANO. V letniku revije bodo tako objavljeni trije recenzirani
izvirni znanstveni clanki v slovenskem in angleskem jeziku, s cimer KINO! postaja prva pe-
riodicna platforma za recenzirane izvirne znanstvene objave na podrocju filma in televizije
v Sloveniji.

Recenzirani del revije je posvecen izvirnim raziskavam na podrocju filmskih in televizijskih
Studijev z interdisciplinarnimi povezavami, ki lahko segajo na podrocja medijskih studijev,
kulturologije, literarne vede, prevajalstva, pedagogike, sociologije, filozofije, psihologije, an-
tropologije, zgodovine, umetnostne zgodovine, politologije, ekonomije in drugih relevantnih
akademskih disciplin.

Avtorice in avtorje vabimo, da predlozijo svoja Se neobjavljena izvirna znanstvena besedila
za presojo o objavi v reviji na e-naslov urednistvo@e-kino.si. Vel informacij o recenzentskem

postopku na nasi spletni strani: e-kino.si/filmski-in-televizijski-studiji-recenzirano/.

Spodletela telesa:
o filmih Ulricha Seidla

Oskar Ban Brejc

»Nisem porocni fotograf«,' je stavek, s katerim se je neko¢ opisal Ulrich Seidl. Izjava
je zaradi svojega lakoni¢nega znacaja nenavadno prikladna za opis Seidlovih filmov,
dokumentarnih in igranih, ki v dolgih planih poslusajo in strmijo v ljudi, ko ti med
drugim razlagajo o svojem navdusenju nad Hitlerjem, o svojih spolnih pripomockih,
ko streljajo Zivali na safariju in ko se ljubkujejo s svojimi domacimi ljubljencki. Ker
Seidlovi (tako igrani kot dokumentarni) filmski liki pogosto delujejo groteskno,
ravno obratno, kot se Zelijo prikazati, je reziser delezen $tevilnih kritik, ki so njegove
filme med drugim oznacili za voajeristi¢ne in za »socialno pornografijo«,” namenjeno
vigjemu druzbenemu sloju obiskovalcev filmskih festivalov. Obenem je vsaj enako
glasna nasprotna stran, ki ravno reprezentacijo ¢lovestva kot grotesknega citira za
dokaz, da skusa Seidl nekako po brechtovsko svoje ob¢instvo vreti iz obi¢ajne narav-
nanosti in mu pokazati, da je v grotesknosti udelezeno tudi samo.?

Seidlovih filmov ne Zelimo zvesti na eti¢no vprasanje, zato se v prvem delu be-
sedilo osredoto¢amo na formalne nacine, s katerimi avtor svoje nastopajoce prikaze

1 Prager, Brad. 2019: »Trophy Hunter: Ulrich Seidl's Portraits and Safari«. New German Critique,
let. 46, st. 3, elektronski vir.

2 Erk, Corina. 2020: »Faction, Tableaus, Voyeurismus: Die Filme Ulrich Seidls — eine Werksich-
tung«. V: Erk, Corina in Prager, Brad, ur. FILM-KONZEPTE 59 - Ulrich Seidl. Miinchen: edition
text + kritik, str. 12-13.

3 Ibid.
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kot groteskne in bizarne pojave. Pri tem je klju¢na navezava na portretno fotografijo,
$e posebej na delo Diane Arbus, ki je za Seidla velikega pomena. Ce obstaja razko-
rak med tem, kako se ljudje Zelijo pokazati, in tem, kako dejansko izpadejo, potem je
pomembno razumeti, kaj je tisto, kar preprecuje popoln nadzor nad samopredstavi-
tvijo pred kamero. Kako nastane portret ali posnetek, ki kaze in govori nekaj druge-
ga, morda celo diametralno nasprotnega, od tega, kar Zeli portretiranec povedati in
pokazati?

Drugi del besedila se posveca vlogi telesa v Seidlovih filmih. Seidl trdi, da je deli-
tev na dokumentarni in igrani film umetna.* Tisto, kar iz dejanskosti tako v igranih
kot v dokumentarnih filmih prinagajo nastopajodi, je njihovo telo. Telo kot nosilec
pomena, ki nastaja onkraj diegetske pripovedi in je vanjo prenesen iz dejanskosti.
Drugi del besedila skusa pokazati, da je za Seidla telo eno najbolj zanimivih mest
¢loveske grotesknosti zato, ker mu, ¢etudi zgolj za trenutek, omogoca povezati de-
jansko in igrano.

Spodletela samopredstavitev

Moski srednjih let sedi na kavcu, postavljenem v sredino simetri¢nega kadra. Obrnjen
je naravnost proti kameri; ob bokih kav¢a stojita lutki v velikosti ¢loveka, li¢no oble-
¢eni v nacisti¢ni uniformi. Nad kavéem visi uokvirjena zbirka vojaskih odlikovanj.
Moz — skoraj kot da bi razlagal naravnost kameri — pravi, da je to najudobnejsi in
najbolj domacen prostor v hisi. Tu se vsaj enkrat na teden dobiva s svojimi kolegi iz
godbe, tu se pogovarjajo, pijejo in igrajo.

Podoba iz Seidlovega dokumentarca V kleti (Im Keller, 2014) je bizarna, ker je
obcutje, ki ga vzbudi v gledalcu, tako o¢itno nasprotno obcutju, ki ga ima in ki ga
opisuje nastopajoci. Kako se lahko nekdo pocuti tako domacno, ko je z vseh strani
obdan z nacisti¢nimi spominki? In pa kako to, da je moski pripravljen tako lagodno
vse to povedati pred kamero oziroma kameri sami? Kako je lahko domacen prostor,
posnet s tako simetrijo in tako stati¢no, kot da robovi kadra prostor in ljudi pred
sabo zapirajo?

Ali pa mnozice komajda oblecenih teles, ki skozi Seidlov prvi igrani film Pasji
dnevi (Hundstage, 2001) zavzemajo vsaki¢ znova isto pozicijo: lezece telo v spodnji-
cah je postavljeno v sredisce stati¢nega simetri¢nega posnetka. A namesto obc¢utka
lagodja in mirnosti, ki naj bi ga telesa ob soncenju izzarevala, je svetloba Zgoce bela,
telesa pa v svoji Zelji po potemneli polep3ani polti izpadejo nepokretna. Zeljo po lepi
polti in lepem telesu prekrijejo trebuhi, predimenzionirana in kipeca telesa. Zaradi
obupanega pehanja za lepim telesa ve¢inoma delujejo ravno nasprotno — groteskna.

Tovrsten staticen posnetek s simetri¢no kompozicijo (in morda v kamero strme-
¢im ¢lovekom na sredi) je pogosto opisan kot najosnovnejse izrazno sredstvo filmov

4  Mundhenke, Florian. 2011: »Authenticity vs. Artifice: The Hybrid Cinematic Approach of
Ulrich Seidl«. Austrian Studies, let. 19, str. 117.

Oskar Ban Brejc

Ulricha Seidla.> Namerno umetelno podobo kritiki interpretirajo kot posnetek, ki z
robovi kadra opisuje meje moZnega gibanja in ljudi vase zapira kot v celico,® pa kot
nad ¢loveka privzdignjeno oko — oko boga, ki se mu ljudje pred kamero izpovedu-
jejo’ — ali kot stilizirano kompozicijo v linearni perspektivi, kakréne izhajajo pred-
vsem iz oltarnih poslikav v katoliskih cerkvah.® Najsir3o interpretacijo Seidlovega
tableauxa pa odpira primerjava s fotografijo — predvsem s fotografskim delom Diane
Arbus, ki mu Seidl pripisuje tudi zacetek svojega interesa za vizualno umetnost.’?

Diane Arbus je zaslovela s svojimi portreti nenavadnezev in druzbenih obrobne-
zev: s fotografijami pritlikavcev, velikanov, groteskno suhih otrok, enojaj¢nih dvojc-
kov itd. Ti so postavljeni naravnost pred fotoaparat, obrnjeni proti svojim gledalcem.
Seidlovi stati¢ni in simetri¢ni tableauxi so portretom Arbus sorodni delno po svojih
vizualnih lastnostih, predvsem pa po u¢inku, ki ga ustvarijo za gledalca. Zato niti ni
¢udno, da sta Arbus in Seidl deleZzna podobnih kritik ter da so kritike Arbus zlahka
prenesljive tudi na Seidlovo delo.

Osnovno postavko, ki jo je v svojem delu raziskovala Arbus, je ta neko¢ opisala
kot »razkorak med intenco in ucinkom«:*

Vsakomur se je Ze zgodilo, da se trudi izgledati na dolo¢en nacin; ampak na koncu izpade
povsem drugace, in to je tisto, kar opazijo drugi. /.../ Na$ videz je kot znak svetu, naj o
nas misli na dolo¢en nacin, a obstaja razlika med tem, kar hoces, da svet ve, in tem, za kar

ne mores prepreciti, da bi vedel. To imenujem razkorak med intenco in u¢inkom.™

Ljudje so postavljeni neposredno pred kamero, obrnjeni naravnost proti njej izzare-
vajo zavedanje, da so fotografirani — pozirajo. A prav poziranje, dejstvo, da poskusajo
izgledati bolje, je nacin, kako se toliko bolj razkrijejo — na ogled ni njihova podoba,
kot si jo zamigljajo, ampak sam manko, neprehojena pot do te idealizirane podobe.

5 Ibid., str. 119, Erk 2020, str. 10-14, Naqvi, Fatima. 2020: »Zum Fremdschiamen: Ulrich
Seidls Filmgrammatike. V: Erk, Corina in Prager, Brad, ur. FILM-KONZEPTE 59 — Ulrich Seidl.
Minchen: edition text + kritik, str. 51-52.

6  Prager, Brad. 2020: »Real oder realistisch?: Inszenierung und Bildkomposition in Ulrich Seidls

PARADIES: LIEBE«. V: Erk, Corina in Prager, Brad, ur. FILM-KONZEPTE 59 — Ulrich Seidl.

Minchen: edition text + kritik, str. 68.

Naqvi 2020, str. 52

Ibid., str. 55.

9 Ta primerjava je podrobno razdelana v Prager 2019; za pregled sorodnosti med Seidlom in
predvsem modno fotografijo (v kontekstu filma Models [1998]) glej Glasenapp, Jérg. 2020:
»Die Welt der Mode ist nich schén: Ulrich Seidls Models«. V: Erk, Corina in Prager, Brad, ur.
FILM-KONZEPTE 59 — Ulrich Seidl. Minchen: edition text + kritik, str. 39-42.

10 Fried, Michael. 2008: Why Photography Matters as Art as Never Before. New Haven: Yale
University Press, str. 208.

11 Ibid. Poudarki avtorja.
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Susan Sontag v svoji slavni kritiki Arbus zaradi tega njeno fotografijo opise kot
anti-humanisti¢no: »Velik delez skrivnostnosti fotografij Diane Arbus tici v vprasanju,
kako so se fotografiranci pocutili po tem, ko so privolili v fotografiranje. Ali sami sebe vi-
dijo — se sprasuje gledalec — tako? Ali se zavedajo, kako zelo groteskni so? Zdi se, da ne.«*?
Nekaj sorodnega je med vprasanjem »ali se sami vidijo tako?« in ob¢utkom, ki ga do-
bimo ob Seidlovih filmih. Se ¢lovek ne zaveda, da kot doma¢no opisuje sobo, polno
nacisti¢nih okraskov in spominkov? Se ne zaveda, da je v sredis¢u kadra njegov na-
pihnjeni kipedi trebuh, da je njegovo na soncu lezece telo groteskno?

Sontag zanimivo razmislja o naravnost proti kameri obrnjenih figurah na por-
tretih: »V obicajni portretni fotografiji pomeni proti kameri obrnjena figura resnost [so-
lemnity], odkritost — zajema subjektovo bistvo. Zato deluje frontalna poza primerno za
svecane fotografije (porocencev ali diplomantov).«** Pri poro¢ni fotografiji gre za to, da
se pokaze$ v najboljsi lu¢i, da kameri pokaZe$ svoj najboljsi jaz. In ravno pri tem spo-
dleti nastopajoc¢im pri Seidlu in Arbus: opazno postane njihovo poziranje za kamero,
njihova samostilizacija; opazna pa postane ravno zato, ker spodleti. Pripoved dveh
avstrijskih turistov o ¢rncih (ti bojda zlahka te¢ejo hitreje od belcev — ampak le ¢e to
hocejo!) ne povlece gledalca za sabo, ne da mu novih informacij, ki bi ga presenetile —
ampak ponavlja dobro znane rasisti¢ne stereotipe.™ »Poljubljanje« s psom na postelji
v gledalcu verjetno ne vzbudi ob¢utka ljubece prikupnosti, ampak prej necesa izrazi-
to patoloskega.’

Kaj zanima kamero?

Stati¢na simetri¢na kompozicija s ¢lovesko figuro v sredini pa ni edino sredstvo, s
katerim Seidl usmerja obcutke gledalca v drugo — morda celo obratno — smer od
obc¢utka nastopajoc¢ih. Zanimivo je, da Seidlove teme same po sebi niso ni¢ izrazito
presenetljivega: turisti, ki v Namibiji streljajo zivali, nacisti¢ni spominki in spolni
pripomocki, ki polnijo kleti, patoloski ali pa spolni odnosi med lastniki in njihovimi
zivalmi, odkrit rasizem itd. Gledalec Seidlovega filma najverjetneje Ze pred ogledom
filma ve za obstoj vseh teh druzbenih pojavov. Zato so nekateri avtorjevi dokumen-
tarci bolj presenetljivi zaradi samoumevnosti, s katero so ljudje svoja mnenja in

12 Sontag, Susan. 2005: On Photography. New York: Rosetta Books, str. 28.

13 Ibid., str. 30.

14 Zelo zanimivo ob¢utke sramu za ljudi pred kamero razdela besedilo Naqvi 2020, kjer avtorica
pokaze, kako Seidlov gledalec niha med obsojanjem prikazanega in zavedanjem samega sebe
kot vpletenega.

15 Idejo, vzporedno naéi izpeljavi, ki se nanaga ne glas in priloznost govoriti v Seidlovem filmu,
zanimivo razvije Brad Prager. Pise o tem, zakaj Africani, ki se v filmu Safari prav tako kot
avstrijski turisti pojavljajo v simetri¢nih tableauxih, v nasprotju s turisti nikoli ne sprego-
vorijo. Kot zapise, je priloznost, da v Seidlovem filmu spregovoris, bolj kot ¢emu drugemu
podobna vrvi, ki si jo govoreti napelje okrog vratu in se z njo obesi. Podobno kot v vizu-
alnem smislu gre torej za obraten, nenameren u¢inek tudi v pripovedovanju (Prager 2019,
elektronski vir).

Oskar Ban Brejc

prakse pripravljeni pokazati. Presenetljivi niso nujno dogodki pred kamero, temvec
samo dejstvo, da so pred kamero.*®

Pomenljivo je, da Seidl nastopajocih v svojih dokumentarnih filmih s kamero ni-
koli ne preseneti. Na vpraganje, ali se kot reziser vidi podobnega lovcu na safariju,
odgovarja, da bi moral za to svoje like s kamero presenetiti, ¢esar pa ne stori nikoli.
V skladu s tem je zanimiva teza Anne Granatowske, po kateri Seidl od $estih modu-
sov dokumentarnega filma'’ brez dvoma zavraca ekspozicijski modus, v katerem po
pomembnosti prednjaci avtorjev komentar.”® In res Seidl nikoli ne uporabi glasu v
offu, ki bi pojasnjeval Zivljenjske zgodbe nastopajocih ali jih postavljal v $irsi druz-
beni kontekst. Konvencionalne pripovedne ekspozicije, ki bi gledalcu predstavila
like in jih poimenovala, v ve¢ini avtorjevih filmov ni. Se imena nastopajocih (tudi
v dokumentarnih filmih) se pogosto pojavijo le v zaklju¢nih napisih. Seidl ne skusa
nicesar pojasniti, zgolj pokazati. Zato je — kot opaza o filmu Models (1999) Jérg Gla-
senapp® — struktura avtorjevih filmov pogosto paratakti¢na; kot da bi posamezne
sekvence povezoval veznik »in«, ne pa neka neizbeZna vzro¢na veriga. Ve¢ina Sei-
dlovih dokumentarcev se osredotoca na vecje tevilo protagonistov, kar neizogibno
pomeni, da nobenega od njih ne prikaze celovito. Tudi film Prijatelj prsi (Der Busen-
freund [1997]), ki se osredotoca izklju¢no na ekscentri¢nega Renéja Rupnika, puica
mnoga vprasanja povsem brez pojasnila. Kako je razvil tak odnos s svojo mamo?
Zakaj svoje stanovanje polni z najdenimi revijami, dokler se po njem skoraj ne more
vec premikati? Bolj kot celoviti posamezniki so tako pri Seidlu na ogled postavljene
posamic¢ne ekscentri¢nosti.

Kljub stevilnim besedilom, ki se ukvarjajo s Seidlovimi simetri¢nimi kompozici-
jami in frontalno postavljenimi figurami, je treba poudariti, da njegovih filmov nika-
kor ne sestavljajo izklju¢no ti posnetki. S stalnim sodelavcem, direktorjem fotografije
Wolfgangom Thalerjem, ki je posnel ve¢ino njegovih filmov, pogosto uporabita tudi
kamero iz roke, kot mnogo avtorjev, ki Zelijo ustvariti ob¢utek realizma. Kamero iz
roke lahko razumemo predvsem kot »pragmaticni realizem«,”® torej kot sredstvo, ki ni
tako posebno in pomenljivo kot Seidlovi stati¢ni tableauxi. A Seidlovi stati¢ni posnetki

16 Zato se Seidlu veasih o¢ita cinizem: da le potrjuje kliseje, ki jih gledalci pred ogledom filma Ze
poznajo. Najbolj artikulirano obliko te poante je razvil Glasenapp 2020.
Na tem mestu je smiselno omeniti §e Michaela Frieda, ki o delu Diane Arbus pravi, da je vpra-
Sanje (ne)eti¢nosti pogleda pomembno, a da zaradi njega $e ne smemo zvesti celotnega avto-
ri¢inega opusa na eti¢no zagato (Fried 2008, str. 210). Strinjamo se, da isto velja za Seidla: te
implikacije pu¢amo v besedilu ob strani in se podrobneje osredoto¢amo na tehnike, s kate-
rimi Seidl ustvari podobe s specifi¢nimi u¢inki.

17 Granatowska povzema $est modusov dokumentarnega filma po Nichols, Bill. 2001: Introduc-
tion to Documentary. Bloomington: Indiana University Press.

18 Granatowska, Anna. 2014: »Between Documentary and Fiction: Authenticity and Voyeurism
in the Cinema of Ulrich Seidl«. Images, let. 15, 3t. 24, str. 64.

19 Glasenapp 2020, str. 43.

20 Mundhenke 2011, str. 122-123.
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niso nujno le simetri¢ne kompozicije s sredinsko postavljenimi figurami a la Arbus,
temvec gre prinjih $e za nekaj drugega. Seidl namre¢ u¢inek bizarnosti ustvarja tudi s
subtilnim razumevanjem silnic interesa in koncentracije v prostoru. Pomen, ki ga raz-
bere ob¢instvo, je spet obraten od pomena, ki ga v diegetskem prostoru razbirajo liki.

Paradigmatski primer pozornega postavljanja kamere najdemo v Seidlovih doku-
mentarcih V kleti in Safari (2016). V prizoru iz filma V kleti trije moZje na streli¢u
streljajo v tarée; za njimi jih varno izza stekla opazuje lastnik strelis¢a. Vsi so zato-
pljeni v svoje delovanje: strelci skugajo ¢im bolje meriti v tarce, lastnik pa pozorno
opazuje njihov napredek. Koncentracija vseh $tirih oseb v prostoru se intenzivno
steka k strelskim tar¢am. Glede na tovrstno usmeritev silnic interesa v prostoru bi
bilo prizor najbolj razumljivo posneti v planu in kontraplanu. Prvi bi kazal strelca,
kako strelja, kontraplan pa bi se vzpostavil ob glavni silnici pozornosti: vkljuceval
bi strelca ob robu kadra, obenem pa bi bila v kadru prisotna tudi tar¢a.”* Tovrstno
kadriranje bi interes gledalca prili¢ilo interesu strelca — ¢e bi se pojavili na strelis¢u,
bi nas verjetno zanimalo ravno to: kako in kam streljajo strelci. Zato bi nas zanimal
pogled od strelca do njegove tarce. Seidl pa prizor kadrira tako, da pusti tar¢e v zuna-
njosti polja. Kamera se osredotoci na ljudi, ki streljajo, ne pa na to, na kar so dejansko
osredotoceni oni — na tarce. Tisti del prostora, ki glede na dogajanje samodejno vlece
interes nase, je iz kadra izpuscen. Seidl postavi $iroki plan, ki zajame vse tri strelce
in opazovalca za njimi, a ne izza hrbta, temve¢ od strani. Ker v slikovnem polju ni
predmeta, ki klju¢no organizira delovanje figur v polju, delujejo drze strelcev nekako
nenavadno, skorajda bizarno: njihova ramena so nerodno potegnjena h glavi, ki ¢u-
dno visi nad njimi ... Seidlov posnetek je v tem bistveno ne-empaticen: izpusti glavni
element v prostoru, ki nase vlece pozornost prisotnih, in pokaze zgolj ljudi, z njihovo
popolno pozornostjo, usmerjeno v predmet, ki ga (v kadru) ni.

Posnetek, ki iz polja namerno izpusca predmet absorpcije?, je zanimiv v kontekstu
misljenja Michaela Frieda. Dela, ki prikazujejo to, kar Fried imenuje absorbiranost,
imajo dva pola: subjekt — ¢loveka, tistega, ki je absorbiran v nekaj — ter objekt ali aktiv-
nost — tisto, v kar je subjekt absorbiran. Dober primer je slika Hia iz kart (okoli 1740)
francoskega slikarja Jean-Baptiste Simeona Chardina. Na njej je naslikan fant, povsem
absorbiran v postavljanje hige iz kart pred seboj. Predpogoj, da je slika razumljiva in
da lahko kot njeno temo razumemo absorpcijo, je to, da je poleg fanta prikazana e
dejavnost, v katero je fant absorbiran — da so karte, s katerimi se igra, na sliki prisotne.”

Zdaj lahko na novo razumemo pomen poziranja, kot smo ga opisali prej v konte-
kstudela Diane Arbus: figure prinjejin pri Seidlu so absorbirane vsamopredstavljanje,

21 Tako je posnet prizor na strelis¢u v filmu Smrtonosno orozje (Lethal Weapon, Richard Donner,
1987).

22 Friedov koncept »absorption« prevajamo kot »absorpcija«, ¢eprav ne gre za kemijsko absor-
biranje nekih snovi, ampak za miselno zatopljenost. Tako se ohrani specificen znacaj Friedove
uporabe termina.

23 Fried 2008, str. 39-40.

Oskar Ban Brejc

na neki nacin so absorbirane v dejstvo, da je pred njimi kamera. Njihova grotesknost
izhaja iz tega, da je samopodoba, ki je predmet njihove absorpcije, druga¢na od po-
dobe, ki jo vidi zunanji opazovalec. Pri prizoru s streli$¢a pa ima grotesknost dru-
gacen izvor: tu izhaja iz dejstva, da podoba ne vsebuje obeh nujnih polov absorpcije,
temve( sta predmet (tarca) oziroma aktivnost (streljanje) iz vidnega polja izpuscena.
Avtor tako ustvari bizarno podobo absorpcije same. Podobo absorpcije, ki je brez
predmeta, na katerega bi se nanasala. Kot da bi se ¢lovek mo¢no osredotocal na bra-
nje knjige, ki pa je ni. Zaradi tega delujejo geste, ki omogocajo boljse delovanje absor-
biranega (recimo vzdignjena, zategnjena ramena), nesmiselno, kot geste, ki ne rabijo
nobenemu namenu — kot usta, ki se odpirajo, ne da bi iz njih prisel glas.

Tako Seidl ustvari prostor, ki ima za gledalca drugacen ali obraten pomen, kot
ga ima za nastopajocega pred kamero. Ce gre pri tem za neko obliko ironije ali pre-
nesenega pomena — pomen, ki ga razbere gledalec, ni enak pomenu besed in gest
nastopajocega —, se moramo vprasati: od kod pride ta pomen? Kaj ostane, s ¢imer
lahko Seidl pomen ustvarja? To je telo. Telo kot tisto, kar prestane reZiserjevo stili-
zacijo, kot nekaj, kar tako profesionalni kot neprofesionalni igralci v film prinesejo
iz dejanskosti.

Kaj pomeni telo?
Pogost motiv v Seidlovih filmih je motiv ¢is¢enja. Brisanje stopnic, tal, ometanje slik;
po eni strani gre za precej enoznacen motiv. Neokusno opremljeni prostori malo-
mescanskih domov, kamor Seidl postavi stevilne svoje filme, so predmet velikega
ponosa njihovih malomesgc¢anskih lastnikov. Prva asociacija prizore tako verjetno
poveZe z zatohlo in oblastno malomes¢ansko miselnostjo, ki od ¢istilke zahteva, da
pozorno zdrgne zobe na steni vise¢im nagacenim zivalskim glavam; previdno, ne,
trdno jih mora$ drzati in Sele potem zdrgniti, da ne padejo ...

Ob motivih ¢is¢enja pa se odpira e en, morda bolj zanimiv razmislek. Obstaja
e en 8irsi filmski pomen, ki ga lahko pripisemo motivu ¢i$¢enja oziroma njegovemu
protipolu, ki ¢is¢enje zahteva — umazaniji. David Trotter v svojem ¢lanku o hapti¢ni
vizualnosti v filmih Lynne Ramsay vpelje koncept umazanije [mess]. Opisuje uvo-
dni prizor kratkega filma Gasman (1997), ki ga je Ramsay naredila e pred svojim
celovecernim prvencem Ratcatcherjem (1999). V prizoru mali Steven, medtem ko se
druZina pripravlja na odhod iz hige, v kabino svojega malega avtomobil¢ka natrese
sladkor. Ta prizor — izrazito podoben uvodnim prizorom v filmu Ratcatcher — je po-
snet v samih bliznjih planih: izolirani so deli telesa, kosi pohistva in oblacil. Plitva
globina ostrine izolira v razberljivost le eno od plasti podobe. »Ta svet doZivimo po
kosih. Nikoli ga ne vidimo celega. Ni¢ ni vzpostavljeno [established]. Tekstura previada
nad perspektivo.« ** Za Trotterja je pri tem klju¢nega pomena ideja »umazanije«:

24 Trotter, David. 2008: »Lynne Ramsay's Ratcatcher: Towards a Theory of Haptic Narrative«.
Paragraph, let. 31, $t. 2, str. 138.
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Umazanija [mess] je prekomernost snovi [excess of matter]. Je snov na napacnem me-
stu: snov, ki se pokaze kot snov ob nenadnem pomesanju osnovnih kategorij, ki omo-
gocajo, da razlo¢imo eno stvar od druge in razumemo svoje izkustvo. Sladkor v vrcu je
substanca na voljo: pripravljena predati svojo sladkost po potrebi. Sladkor, razmetan po
kuhinjskem pultu, je pesek [grit]. /.../ Umazanija je vedno Ze v velikem planu. V trenut-
ku, ko smo jo opazili /.../, je Ze prepozno, da bi si ustvarili pogled nanjo.”

Umazanija torej stvari odvzame pomen in poudari njeno snovnost. Po pultu raztre-
seni sladkor ne deluje ve¢ kot sladilo, temvec kot kup razmetanih zrnc. Trotterjeva
razdelava koncepta umazanije omogoca povezavo z delom Laure U. Marks, in sicer z
njenimi idejami o opti¢ni in hapti¢ni vizualnosti:

Hapti¢na vizualnost se razlikuje od opti¢ne vizualnosti, ki pomeni opazovanje stvari
z zadostne razdalje, da jih zaznamo kot prepoznavne oblike v globinskem prostoruy;
povedano drugace, opti¢na vizualnost poimenuje obi¢ajno razumevanje vida. Temelji
na locenosti opazujolega subjekta od opazovanega predmeta. Pri hapti¢nem gledanju
pa obicajno ne gre za potapljanje v iluzionisti¢ne globine, temve¢ za premikanje po
povrdini objekta; ne gre toliko za razpoznavanje oblik kakor za spoznavanje tekstur.
Hapti¢ni vizualnosti je blizje gibanje kot pa osredotocanje; njen pogled raje §viga, kot

pa strmi.”

To, kar Trotter imenuje umazanija, je samo po sebi v bliZznjem planu zato, ker umaza-
nija ravno povzroca izgubljanje pomena na ra¢un pridobivanja snovnosti. »Opticha
zaznava privilegira reprezentacijsko mo¢ podobe, hapticna podoba pa daje prednost njeni
snovni navzocnosti.«*’ Kolikor neka stvar postane snov, mora izgubiti svojo vizualno
prepoznavno objektnost, ki jo nadomesti tekstura. Izgubiti se mora razdalja, ki
utemeljuje opti¢no vizualnost, in nastopiti mora hapti¢na vizualnost, zato da je snov
zares videna kot snov, in ne ve¢ kot pomen.

Ta teoretski kontekst postavlja motiv obsesivnega ¢is¢enja pri Seidlu v novo luc.
Cig¢enje — vrhovno malome¢ansko opravilo — se lahko zdaj pokaZze na novo: kot
strah pred tem, da bi se stvari prikazale kot surovo snovne in ni¢ ve¢ pomenljive. Da
nagacene glave ne bi bile ve¢ statusni simbol ali pa odraz lovskega mojstrstva, tem-
vec bi bile pa¢ odsekane in nagacene zivalske glave. Pred snovnostjo, ki z umazanijo
grozi, da bo preplavila pomen, pa ne varuje le obsesivno ¢is¢enje v Seidlovih pripove-
dih. Seidlovo najbolj osnovno vizualno sredstvo — stati¢ni $iroki plan, ki smo ga ome-
njali prej, je izrazito pomenljiv v okviru razdelitve hapti¢nega in opti¢nega pogleda.

25 Ibid., str. 139.

26 Marks, Laura U. 2014: »Spomin dotika (odlomki)«. V: Baskar, Nil in Petek, Polon, ur. Fenome-
nologija filma. Ljubljana: Slovenska kinoteka, str. 97.
27 Ibid., str. 98.
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Znacilnost opti¢ne (po Marks in Trotterju »obicajne«) vizualnosti je »opazova-
nje stvari z zadostne razdalje, da jih prepoznamo kot prepoznavne oblike v globinskem
prostoru«.”® Distanca v teh posnetkih ni samo vsebinska ali »osebna« — v prej po-
udarjenem smislu, da interesi kamere namerno ne sovpadajo z interesi ljudi pred
kamero. Stati¢na kamera, ki je zadostno oddaljena od svojega predmeta, dobi s to
oddaljenostjo nenavaden znacaj raztelesenosti; pogleda, ki vidi tako nevzdrzno ostro
ravno zato, ker v tisto, kar gleda, ni vpleten. Ker je vkopan v svoje mesto in zato ne
more prekoraditi razdalje, ki ustvarja opazno razlo¢itev: jaz — tu — sem subjekt; tisto —
tam — je objekt. Med nama ni fizi¢nega stika, ampak le usmerjen pogled.?

Pri tem pride do zanimivega paradoksa: kamera ne prekoraci razdalje, ki dela
reprezentacijo vizualno razberljivo in pomenljivo, najpomembnejsi motiv njenega
pogleda pa je po navadi ¢lovesko telo. Ravno zaradi tega pa odnos med hapti¢no in
opti¢no vizualnostjo ni povsem zlahka razregljiv v prid enega pola. V filmu Import/
Export eden od ostarelih prebivalcev v domu starej$ih na hodnik odvrze umazano
plenico. Telo je tisto, ki $e vedno — oddaljeni in netelesni kameri navkljub — dela
»umazanijo, telo jo proizvaja. Olga, protagonistka filma, ki v domu dela kot ¢istilka,
mora plenico vre¢i v smeti — mora jo pospraviti. Njena gesta pospravljanja, nacin,
kako odvrZeno plenico prime, vseeno vsebuje uc¢inek dolo¢ene hapti¢nosti; ko Ogla
prime plenico z rokami v rokavicah, se zdi, kot da lahko vonjamo smrad, ki se iz nje
8iri. Zanimivo je, da to nikakor ni edini trenutek, v katerem pri Seidlu klju¢no vlogo
v prizoru igra voh. Film Paradiz: Ljubezen (Paradies: Liebe, 2012), ki pripoveduje o
avstrijskih spolnih turistkah v Keniji, se osredotoc¢a na Tereso, Zensko srednjih let.
V prizoru, ko s prijateljico sedita za pultom bara v znacilnem seidlovskem stati¢nem
sirokem planu, ji prijateljica s tihim navdugenjem pove o svojih dosedanjih izkusnjah
z domacini: »Povohati moras koZo ¢rncev ... Tega ne pozabis nikoli. Disi po kokosu ...
grizla in lizala bi jo lahko ve¢no, neverjetno je.«

Spet gre za ne povsem preprosto razmerje hapti¢nega in opti¢nega; ko Marks raz-
mislja o mimeti¢nih in simbolnih znakih, pravi, da sta sluh in vid pogosteje simbolna:
»Vizualne in zvocne podobe priklicejo v razli¢nih merah skupno kulturno simboliko.«* Zato
obstajata pisan in govorjen jezik, ne pa recimo jezik vonja. Vonj je teze narediti sim-
bolno pomenljiv, teZe ga je narediti zmoznega komunikacije, je nekaj singularnega,

28 Ibid., str. 97.

29 »Namesto da bi poudarjala nemudnost telesnosti in s telesi likov v bliznjih in organsko premi-
kajocih se posnetkih preplavila ekran, je kamera raje previdna, ravnodusna in distancirana, ge
celo v trenutkih, ko je uporabljena kamera iz roke in ko so plani nekoliko ve¢ji. Namesto da
bi poskusal preplaviti ekran z materialnostjo teles, Seidl raje poudarja prostor med filmom
in gledalcem.« (Hilpert, Stephan. 2012: »Mutual intrustions: Ulrich Seidl's Import/Export
through Jean-Luc Nancy«. Studies in European Cinema, let. 9, §t. 1, str. 61). Tako Stephan
Hilpert opie Seidlov film Import/Export.

30 Marks, Laura U. 2002: Touch: Sensuous Theory and Multisensory Media. Minneapolis: Univer-
sity of Minnesota Press, str. 118.
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utelesenega: »Vonj je bogat v logiki smisla, ker se upira idealizaciji in vzpostavlja dialektiko
med sedanjim trenutkom, v katerem vonjamo, in uteleSenimi spomini, ki jih vonj poraja.«*
Kompleksno razmerje med hapti¢nim in opti¢nim se vzpostavi tako, da je vsebina
raztelesenega pogleda pri Seidlu pogosto tisto, kar je samo nujno uteleseno. Predmet
pogleda, ki simbolizira, je obcutje, ki je materialno, edinstveno.

A konfliktnost se tu ne konca: ko poslusamo Teresino prijateljico opisovati vonj
koze temnopoltih, sta nezgresljivo ocitna rasizem in eksotizacija. Ceprav gre za neki
obcutek in skupek asociacij, ki jih povezuje s specifi¢nim vonjem, so te asociacije
obenem prezete z rasisti¢nimi predsodki. Tako ne le pogled ni povsem locen od te-
lesnosti tega, kar vidi, ampak tudi voh ni povsem osvobojen predsodkov, ki se jih
je priucil. Pogled lahko tako izgubi abstraktno pomenljivost in vidi edinstveno telo
pred sabo, obenem pa lahko vonj izgubi svojo singularnost in postane pomenljiv. Za-
nimivo je, da je ravno vonj pogost motiv pri Seidlu — ¢e pomislimo na dezodorante in
parfume, ki zakrivajo in olep3ujejo vonj telesa, ter na zobne paste, ki zatohel zadah
spremenijo v svez mentol, se zazdi, da vsi ti predmeti delujejo predvsem kot sredstvo
za prekrivanje prvotnega telesnega vonja (in snovi, ki jih izlo¢a). Telesni vonj je ne-
kaj, kar skusamo znova in znova zakriti, a ga telo vseeno neumorno proizvaja, mimo
nase volje ali nasproti njej. Telo je pri Seidlu torej prej objekt pogleda kot dotika, a
ima kljub temu paradoksno vlogo, ker s tem sama telesnost telesa ne izgine, temvec
je 8e poudarjena. Seidl vidi telo kot nekaj, kar neumorno proizvaja umazanijo in vse
mogoce telesne produkte, a od njih ravno zato pogleda ne odvrne.

Pomen in ucinek teles v Seidlovih filmih nam pomaga razumeti delo Catherine
Wheatley, ki pise o Seidlu v kontekstu novega evropskega ekstremnega filma.*> Whe-
atley za¢ne z idejo, da pri ¢loveski smrti — izni¢enju ¢loveskega telesa — filmska repre-
zentacija, ki jo zanimajo ekstremna stanja, tréi ob mejo, ki je nikakor ne sme in ne
more prekoraciti. Kot nadomestek za to se v nekaterih novih evropskih ekstremnih
filmih pogosto sre¢amo s smrtjo Zivali. Zivali vzbudijo pred kamero druga¢ne odzive
kot ljudje: »Zival je ujeta v nekem prostoru med naravnim in ustvarjenim.<*® Zivali lahko
v filmu »nastopajo, lahko sledijo navodilom in izvajajo geste (pomislimo na Lassie ali na
Se boljsi primer Bressonovega Balthazarja) /.../: ne morejo pa hliniti. Bolj natan¢no — ne
morejo hliniti trpljenja.«** Wheatley torej misli, da lahko hlini igralec kot tak, ne more
pa hliniti njegovo telo, njegovo meso. To je za Seidla izrazito pomenljivo.®

31 Ibid., str. 123.

32 Wheatley, Catherine. 2011: »Naked Women, Slaughtered Animals: Ulrich Seidl and the Limits
of the Real«. V: Horeck, Tanya in Kendall, Tina, ur. The New Extremism in Cinema: From France
to Europe. Edinburg: Edinburgh University Press.

33 Wheatley 2011, str. 97.

34 Ibid.

35 Pri tem ne gre za to, da zanikamo kompleksne simbolne in vedenjske sisteme Zivalskih vrst.
Kljuéno je to, da je zival v odnosu do reZiserja v interakciji, ki je drugatna od interakcije, ki
se zgodi med reZiserjem in ¢loveskim igralcem. Prav zato, ker so simbolni sistemi, v katerih
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Brad Prager v tem kontekstu za paradigmatsko oznacuje zacetno sekvenco filma
Paradiz: ljubezen. V njej se v tipi¢nem seidlovskem stati¢nem tableauxu pojavi proti
kameri obrnjena skupina otrok z Downovim sindromom: »Pri Downovem sindromu
gre praviloma za nekaj, Cesar igralec ne bi mogel prepricljivo odigrati.«*® Z izrazom, ki bi ga
uporabila Wheatley - Downovega sindroma se ne da hliniti. In po drugi strani: gre za
lastnost, ki jo ima ¢lovek tako v diegetskem kot v dejanskem svetu. Zdi se, da gre pri
telesu kot pomenu, telesu kot sporo¢ilu za nekaj klju¢nega za $tevilne Seidlove filme.
Lik je enak svojemu telesu — telo pa je tisto, kar prinasa iz dejanskega sveta. Tereso,
protagonistko filma Paradiz: Ljubezen, zanimivo opise Prager: v Kenijo potujejo »Zen-
ske s starajocimi se telesi«.3” Starajoce se telo — to je klju¢na lastnost, ki jo opredeljuje
kot filmski lik. Prav tako telo zaposluje Tereso v njenih pogovorih s prijateljicami:
pogovarjajo se o svojih povesenih prsih in svoji debelosti, ob drugih priloZznostih
pa o temni kozi domacinov, o tem, kako digi, itd. Telo je torej po eni strani tisto, kar
ne hlini, obenem pa je tudi nosilec pripovednih zapletov: Teresa vse svoje ljubimce
»ulic, kako se morajo dotikati njenih prsi. Ne tako kot Zivali, ampak neZno, pravi z
o¢itno nezavednim rasizmom.*

To vprasanje se dokon¢no zaostri v zaklju¢nem prizoru filma, ko prijateljice Te-
resi za rojstni dan pripeljejo temnopoltega slac¢ifanta — ki ima na penisu zavezano
roznato pentljico. Ko je moski gol, prijateljice tekmujejo, katera ga lahko prva vzburi
do erekcije. V tem prizoru je lik sla¢ifanta — in sam ¢lovek, ki ga igra — zveden izkljuc-
no na svoj penis in na njegovo (ne)zmoznost erekcije. Rekli bi lahko, da gre v tem
prizoru za srecanje Zensk s starajo¢imi se telesi z mogkim z mladim temnopoltim
telesom in penisom. Podobno vpraganje se pojavlja ob prizorih v domu starejsih v
filmu Import/Export. Seidl je namre¢ snemal resni¢ne nepokretne in dementne bol-
nike. Njihova vloga je bila tako sestavljena iz nepokretnosti in starosti — lastnosti, ki
sta bili realni lastnosti njihovih teles.*

delujejo zivali, druga¢ni od ¢loveskih, je pogosto ravno njihovo telo tisto, s katerim v filmu
nastopajo.

36 Prager 2020, str. 67. Poudarki avtorja.

37 Ibid., str. 73.

38 Gre za motive, ki se pojavljajo v celotnem Seidlovem opusu: film Paradiz: upanje je tematsko
osredotocen na tabor za pretezke otroke in mladostnike. Osnovna lastnost, ki definira tako
nastopajoce v realnosti kot njihove like, je ravno njihova telesna teza. Podobno so kljutna
tema v filmu Models ponovno telesa — velikost prsi, velikost penisov, barva koze ipd. V obeh
filmih nastopajo neprofesionalni igralci.

39 Zanimiva je zagata, v kateri se znajde opisovanje tovrstnih filmskih prizorov. Pripoved smo
vajeni opisovati v sedanjiku, verjetno zato, ker kot pripoved v filmu zazivi vsaki¢, ko film
znova pogledamo. Ce pa govorimo o realnih gestah in telesih realnih ljudi, se zdi, da so te
zavezane izklju¢no tistemu trenutku, v katerem so se zgodile. Bi morali o filmskem telesu pri
Seidlu torej govoriti v sedanjiku ali pretekliku? Morda je ravno v tem bistvo zanimive zagate,
ki jo pred ob¢instvo postavi Seidl.
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Tako paradoksno pomen v pripovedi ustvari nekaj, kar nujno izhaja iz dejanskosti
onkraj pripovedi. Kot o filmu Pasji dnevi zapi$e Justin Vicari: »Seidlova tema je meja
cloveskega — clovek, postajajoc vse-telo, postajajoc Zival. «*°

Liki v Seidlovih filmih so torej pogosto okarakterizirani predvsem s svojim tele-
som. Telo jih definira, in ravno zato se dokumentarni in igrani film pri Seidlu poka-
Zeta za tako tezko razlocljiva: ker telesa ne hlinijo svoje nepokretnosti in demence;
telesa ne hlinijo Downovega sindroma; telesa ne hlinijo $peha in celulita in visec¢ih
prsi; ne hlinijo ohlapnega penisa in temne koze.

kekk

Debata o »oblikovanju« teles tudi pri hollywoodskih igralcih pogosto prehaja iz
diegetskega v dejansko. Ko je govora o igralcih, ki so se za vlogo izrazito zredili ali
zanjo shujsali, se razmislek pomika onkraj diegetskega sveta. V filmu Izginjanje
(The Machinist, Brad Anderson, 2004) recimo protagonista ne gledamo povsem
nevtralno — gledamo ga kot grozljivo shujdanega Christiana Bala. Zdi se, da imamo
ob tem opraviti predvsem z bizarno obliko slavljenja volje in predanosti vlogi: celo
telo — telo, ki ga igralec neizbezno nosi s sabo in z njim Zivi v obi¢ajnem Zivljenju -,
celo to je pripravljen preoblikovati za svojo vlogo!

Seidlova telesa so precej druga¢na od teles hollywoodskih igralcev, ki na nena-
vaden nacin utelesajo diskurz o ameriskem snu - o tem, kako je mogoce vse, Ce je
le dovolj volje — tudi telo je gnetljivo. Seidlovi liki so v svoja telesa prej ujeti, vrze-
ni, brez dejanske moznosti, da bi jih spremenili. Njihova telesa so neizbezna v tem,
da ustvarjajo pomen onkraj tega, kar lahko igralci ustvarijo s svojo igro in s svojim
vedénjem. Telo v Seidlovih filmih tako ni nekaj gibkega, kar se da prilagoditi glede na
voljo in delo — ampak tudi telo deluje bolj arbusovsko. Tudi telo je tisto, kar se od igre
razlodi, kot se od intence lo¢i u¢inek; igra ima v sebi intenco, a pod njo je vedno telo,
telo kot uc¢inek iz dejanskosti.

Seidlovi filmi torej temeljijo na precej nenavadni dialektiki telesa, pomena in po-
gleda. Lik se lahko izenad¢i s svojim, ki je vedno vneseno iz dejanskosti. Telo je tisto,
kar ne more hliniti, na njem ostaja nekaj nereduktibilno dejanskega. Posneto telo
za gledalca filma deluje obratno kot za tistega, ki to telo je. Seidl teles ne obravnava
s hapti¢no vizualnostjo, ki bi jih pretvorila v teksture, ki jih gledalec »tipa z o¢mi«.
Seidl strmi v telesa od dale¢, a zato telesa niso ni¢ manj dejanska.

40 Vicari, Justin. 2006: »Dog Days (Hundstage)«. Film Quarterly, let. 60, §t. 1, str. 40.
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Zakljuéek

Zdi se, da je dialektika pogleda, ki gleda, in pogleda, ki se dotika, v sredis¢u najno-
vejsega in doslej najbolj kontroverznega®' Seidlovega filma Sparta (Sparta, 2022).
Georg, moski srednjih let, kupi na romunskem podezelju hi$o, v kateri organizira
$olo juda za otroke iz bliznje vasi. Georg se skozi film spopada s spolnim pozelenjem,
ki jo ¢uti do otrok — do otroskih teles, ki so poleg teles v pripovedi obenem seveda
tudi dejanska otrogka telesa. V $tevilnih prizorih Georg pozorno opazuje fotogra-
fije otrok v spodnjem perilu, ki jih je posnel. Pri tem so otroci tisti liki, ki nasto-
pajo izklju¢no s svojimi telesi. In prav ta otrogkost telesa je tisto, kar Georga spolno
privlaci. Ker se zaveda, da je to pozelenje nesprejemljivo, je omejen na fotografiranje
teles, na njihovo vizualno belezenje in opticho opazovanje. Paradoksen je trenutek,
ko Georg poveca ze tako bliznji posnetek hrbta enega izmed otrok. Njegova koza
napolni ekran, Georg s pogledom drsi po koZi, ki se je tako ne sme dejansko dota-
kniti. Seidlov film dobiva izrazito neprijeten znacaj ravno s prisotnostjo dejanskega
telesa, tistega, kar v fikcijo prihaja iz dejanskega nespremenjeno.

Figura pred kamero torej ne more biti povsem svobodna — ne more se pokazati
tako, kot se poskusa. Namesto idealne podobe v misli gre njen u¢inek na opazovalca
svojo pot, morda celo v obratno smer od zamisljene idealne podobe. V filmih Ulricha
Seidla je pogosto telo tisto, ki ustvarja konflikt med samopodobo in podobo, ki pride
do izraza navzven. Zato je lahko v svojem ¢istem materialnem smislu prav telo pre-
hod med dokumentarnim in igranim filmom. Zaradi te vloge telesa lahko razumemo,
zakaj Seidl nerad govori o distinkciji igrano — dokumentarno: kot pravi, gre v obeh
primerih za dolo¢eno oblikovanje.* Pogosto je to filmsko oblikovanje telesa — telesa,
ki pa se ne more oblikovati samo niti v dokumentarnem niti v igranem filmu; in niti
v listi dejanskosti.

41 Clanek v reviji Der Spiegel je zatrdil, da naj bi bili romunski otroci, ki so v filmu igrali, izpo-
stavljeni goloti in nasilju na snemanju. Seidl je v izjavi, kjer te obtozbe zanika, zatrdil, da
je bilo snemanje izvedeno z veliko pozornostjo na psihi¢no in fizi¢no pocutje mladoletnih
nastopajocih.

42 Mundhenke 2011, str. 118.
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Failed Bodies:
On Ulrich Seidl’s Films

Oskar Ban Brejc
Iranslated by Maja Lovrenov

“T am no wedding photographer™ is how Ulrich Seidl once described himself. Because
of its laconic character, this statement is unusually suitable for the description of
Seidl’s films: both documentary and fiction ones, which in wide shots listen to and
stare at people as they, among other things, explain about their enthusiasm for
Hitler or their sex toys, shoot animals on a safari and cuddle their pets. Because
Seidl’s (both fiction and documentary) film characters often come across as grote-
sque, which is the exact opposite of the impression they would like to make, the film-
maker has been subject to numerous critiques that have characterised his films as
voyeuristic and a “social pornography™ intended for the upper classes of film festival
goers. Just as loud, however, is the opposite side that considers the representation
of humanity as grotesque to be the proof of Seidl’s Brechtian attempt at pushing his
audience out of their usual attitude and showing them that they too partake in that
grotesqueness.”

1 Prager, Brad. 2019: “Trophy Hunter: Ulrich Seidl’s Portraits and Safari”. New German Critique,
vol. 46, p. 3, electronic source.

2 Erk, Corina. 2020: “Faction, Tableaus, Voyeurismus: Die Filme Ulrich Seidls — eine Werksi-
chtung”. In: Erk, Corina and Prager, Brad, eds. FILM-KONZEPTE 59 — Ulrich Seidl. Miinchen:
edition text + kritik, pp. 12-13.

3 Ibid.
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We do not want to reduce Seidl’s films to the question of ethics, which is why, in
the first part of the paper, we will focus on the formal ways in which the filmmaker
shows his subjects as grotesque and bizarre creatures. The crucial reference here is
portrait photography, especially the work of Diane Arbus, which is very significant
for Seidl. If there is a divide between how people want to show themselves and how
they actually appear, then it is important to understand what prevents one’s com-
plete control over self-presentation in front of the camera. How is a portrait or a
shot that shows or says something different or perhaps even diametrically opposed
to what the portrayed person would like to say and show even created?

In the second part of the text, we will focus on the role of the body in Seidl’s films.
Seidl claims that the division between documentary and fiction films is artificial.*
What the people featured in fiction and documentary films bring from reality is their
body. The body as a vehicle of meaning that emerges beyond the diegetic narrative
and is brought into it from reality. The second part of the text will try to show that,
for Seidl, body is one of the most interesting sites of human grotesqueness because
it enables him, even if only for a moment, to relate reality and fiction.

A failed self-presentation

A middle-aged man is sitting on a couch in the middle of a symmetric shot. He is
facing the camera; on each side of the couch stand life-sized mannequins dressed in
a Nazi uniform. Above the couch hangs a framed collection of military decorations.
The man - almost as if explaining it straight into the camera — says that that room
is the most comfy and cosy in the house. That is where he and his friends from the
brass band meet at least once a week; that is where they talk, drink and play.

This image from Seidl's documentary In the Basement (Im Keller, 2014) is bizarre
because the feelings it arouses in the viewer are clearly contrary to the feelings felt and
described by the man. How can one feel so cosy surrounded by Nazi memorabilia? And
how come the man is prepared to say all that so freely in front of the camera or rather
to the camera itself? How can a space be cosy when it is filmed with such symmetry
and so statically as if the edges of the shot constrained the space and the people in it?

Or the numerous scarcely dressed bodies that throughout Seid!’s first fiction film
Dog Days (Hundstage, 2001) repeatedly assume the same position: a lying body in
underpants is placed in the middle of a static symmetric shot. But instead of the
feeling of comfort and peacefulness that the sunbathing bodies are supposed to
emanate, the light is scorchingly white, while, in their desire for a bronzed beautified
tan, the bodies appear immobile. The desire for a beautiful tan and a beautiful body
is covered by bellies, by oversized and burgeoning bodies. Due to the desperate chase
after the beautiful, the bodies mostly appear quite the opposite — grotesque.

4  Mundhenke, Florian. 2011: “Authenticity vs. Artifice: The Hybrid Cinematic Approach of
Ulrich Seidl”. Austrian Studies, vol. 19, p. 117.

Oskar Ban Brejc

Such a static shot with a symmetric composition (and perhaps with a person star-
ing into the camera in the middle) is often described as the most basic means of ex-
pression in Ulrich Seidl’s films.” The deliberately artful image is interpreted as a shot
that with its edges traces the limits of possible movement and closes people in as if in
a cell;f as an eye raised above a person — god’s eye, which people in front of the camera
confide in;’ or a stylised composition in linear perspective, which draws especially
on the altar paintings of catholic churches.? The broadest interpretation of Seidl’s
tableau, however, is opened by the comparison with photography, especially Diane
Arbus’s photographic work, which Seidl claims first aroused his interest in visual art.’?

Diane Arbus became famous with her portraits of oddities and people from the
social margins: with photos of midgets, giants, grotesquely thin children, identical
twins etc. They are placed directly in front of the camera, facing their viewers. Seidl’s
static and symmetric tableaux are similar to Arbus’s, partly in their visual charac-
teristics, but above all in the effect they have on the viewer. So it is not strange that
Arbus and Seidl are subject to similar critiques and that the critiques of Arbus can be
easily applied to Seidl’s work.

Arbus once described the basic supposition that she explored in her work as the
“gap between intention and effect”:*°

Everybody has that thing where they need to look one way but they come out looking
another way and that’s what people observe. /.../ Our whole guise is like giving a sign to
the world to think of us in a certain way but there’s a point between what you want people

to know about you and what you can’t help people knowing about you. And that has to do

with what I've always called the gap between intention and effect.™*

People are placed directly in front of the camera and, facing it, give off the awareness
that they are being photographed — they pose. But precisely the posing, the fact that

5 Ibid, p. 119, Erk 2020, pp. 10-14, Nagvi, Fatima. 2020: “Zum Fremdschiamen: Ulrich Seidls
Filmgrammatik”. In: Erk, Corina and Prager, Brad, eds. FILM-KONZEPTE 59 — Ulrich Seidl.
Minchen: edition text + kritik, pp. 51-52.

6 Prager, Brad. 2020: “Real oder realistisch?: Inszenierung und Bildkomposition in Ulrich Seidls

PARADIES: LIEBE”. In: Erk, Corina and Prager, Brad, eds. FILM-KONZEPTE 59 — Ulrich Seidl.

Miinchen: edition text + kritik, p. 68.

Naqvi 2020, p. 52

Ibid., p. 55.

9  This comparison is elaborated in Prager 2019; for an overview of the similarities between Seidl
and especially fashion photography (in the context of Models, 1998), see Glasenapp, Jorg.
2020: “Die Welt der Mode ist nich schén: Ulrich Seidls Models”. In: Erk, Corina and Prager,
Brad, eds. FILM-KONZEPTE 59 — Ulrich Seidl. Mtnchen: edition text + kritik, pp. 39-42.

10 Fried, Michael. 2008: Why Photography Matters as Art as Never Before. New Haven: Yale Univer-
sity Press, p. 208.

11 Ibid., author's emphases.
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they try to look better is how they lay themselves bare even more — what is on view
is not their imagined image, but the very lack, the untrodden path to their idealised
image.

That is why, in her famous critique of Arbus, Susan Sontag describes her pho-
tography as anti-humanistic: “A large part of the mystery of Arbus’s photographs lies
in what they suggest about how her subjects felt after consenting to be photographed. Do
they see themselves, the viewer wonders, like that? Do they know how grotesque they are?
It seems as if they don’t.”*? There is something kindred between the question “Do they
see themselves like that?” and the feeling we get watching Seidl’s films. Is the man in
the film not aware that he is describing as cosy a room full of Nazi decorations and
memorabilia? Is he not aware that his bloated bulging belly is in the centre of the
shot, that his body lying in the sun is grotesque?

Sontag interestingly reflects on the figures that face the camera in portraits: “In
the normal rhetoric of the photographic portrait, facing the camera signifies solemnity,
frankness, the disclosure of the subject’s essence. That is why frontality seems right for
ceremonial pictures (like weddings, graduations).”™ When it comes to wedding photog-
raphy, people want to show themselves in the best light, show the camera their best
self. And that is precisely what the people featured in Seidl and Arbus’s work fail at:
what becomes noticeable is their posing for the camera, their self-stylisation; and it
becomes noticeable precisely because it fails. Two Austrian tourists talking about
black people (who can apparently easily run faster than white people — but only if
they want to!) does not intrigue the viewer or provide new surprising information,
but repeats the well-known racist stereotypes.* “Kissing” a dog on a bed probably
does not give the viewers an impression of loving cuteness, but rather points to
something distinctly pathological.*®

12 Sontag, Susan. 2005: On Photography. New York: Rosetta Books, p. 28.

13 Ibid., p. 30.

14 An interesting discussion on the feeling of embarrassment for the people in front of the camera
can be found in Nagvi 2020, where the author shows how Seidl's viewers sway between
condemning the shown and the awareness of their own involvement.

15 Anidea that is parallel to our thinking and concerns the voice and the opportunity to speak in
Seidl’s film is interestingly developed by Brad Prager. He writes about why the Africans who
appear in Safari in symmetrical tableaux just like the Austrian tourists never speak as opposed
to the latter. As he writes, the opportunity to speak in Seidl’s films more than anything else
resembles a rope that the speakers put around their neck and hang themselves with. So there
is an opposite, unintentional effect similar to the visual one also when it comes to narration
(Prager 2019, electronic source).

Oskar Ban Brejc

What is the camera interested in?
The static symmetrical composition with a human figure in the middle is not the
only device with which Seidl directs the viewer’s feelings in another — perhaps even
the opposite — direction from that of the feelings of the people in his films. It is
interesting that, by themselves, Seidl’s topics are not particularly surprising: tourists
shooting animals in Namibia; Nazi memorabilia and sex toys that fill basements;
pathological or sexual relations between animals and their owners; open racism etc.
The viewers of Seidl’s films are probably already aware of the existence of all these
social phenomena before they see the films. That is why some of the filmmaker’s
documentaries are more surprising due to the nonchalance with which people are
prepared to share their opinions and practices. What is surprising is not necessarily
the events in front of the camera, but rather the very fact that they are in front of the
camerg.*®

It is significant that, in his documentary films, Seidl never surprises his subjects
with the camera. When asked if, as a director, he considers himself to be similar
to a hunter on a safari, he answers that if he were, he would have to surprise his
characters with the camera, which he never does. In line with this, it is interesting
to look at Anna Granatowska’s thesis that, of the six modes of documentary film,"”
Seidl doubtlessly rejects the expository mode, in which great importance is given to
the creator’s commentary.'® And, indeed, Seidl never uses a voiceover to explain the
life stories of his subjects or place them in the broader social context. Most of his
films do not contain conventional narrative expositions presenting the characters to
the viewers and naming them. Even the names of the people in his films (also the
documentary ones) often appear only in the end credits. Seidl does not try to explain
anything, he only wants to show it. That is why — as Jérg Glasenapp® notes about
Models (1999) — the structure of his films is often paratactic; as if individual sequenc-
es were related by the conjunction ‘and’ and not an inevitable causal chain. Most of
Seidl’s documentaries focus on a larger number of protagonists, which inevitably
means that Seidl does not show any of them in a comprehensive manner. Even The

16 That is why Seidl is sometimes reproached with cynicism: with only confirming the clichés

that the viewers already know before watching his films. The most elaborate form of this point
was developed by Glasenapp 2020.
We should also mention here Michael Fried, who says that in Diane Arbus’s work the question
of the (un)ethicalness of the gaze is important, but that it should not lead us to reducing her
entire oeuvre to an ethical conundrum (Fried 2008, p. 210). We agree that the same holds
for Seidl: we do not deal with these implications in the text and focus in more detail on the
techniques with which Seidl creates images with specific effects.

17 This is a reference to the six modes of documentary film according to Nichols, Bill. 2001:
Introduction to Documentary. Bloomington: Indiana University Press.

18 Granatowska, Anna. 2014: “Between Documentary and Fiction: Authenticity and Voyeurism
in the Cinema of Ulrich Seidl”. Images, vol. 15, no. 24, p. 64.

19 Glasenapp 2020, p. 43.
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Bosom Friend (Der Busenfreund, 1997), which focuses exclusively on the eccentric
René Rupnik, leaves many questions wholly unanswered. How did he develop such a
relationship with his mother? Why does he fill his apartment with found magazines
even though he can hardly move around it? More than whole individuals, Seidl’s
films show us individual eccentricities.

Despite the numerous texts that deal with Seidl’s symmetrical compositions and
figures facing the camera, we should stress that his films by no means consist only of
such shots. With his regular co-worker, the director of photography Wolfgang Thaler,
who filmed most of his films, they often also use a hand-held camera like many film-
makers who want to create a sense of realism. We can understand the hand-held
camera primarily as “pragmatic realism”,”® so as a device that is not as special and
significant as Seidl’s static tableaux. Seidl’s static shots, however, are not necessarily
only symmetrical compositions with figures at the centre a la Arbus, but something
else too, for Seidl creates the effect of bizarreness also with his subtle understanding
of the forces of interest and concentration in space. The meaning discerned by the
audience is again opposite to the meaning discerned by the characters in diegetic
space.

The paradigmatic example of an attentive positioning of the camera can be found
in Seidl's documentaries In the Basement and Safari (2016). In a scene of In the Base-
ment, three men shoot at targets at a firing range; they are observed by the owner of
the firing range, who stands behind them, protected by glass. They are all absorbed in
their actions: the shooters try to aim at the targets as best they can, while the owner
attentively observes their progress. The concentration of all four people in the space
intensely converges on the targets. In view of such an orientation of the forces of
interest in space, it would make more sense to shoot the scene with the shot/coun-
tershot technique. The shot would show the shooter shooting, while the countershot
would be established along the main line of attention: it would include the shooter at
the edge of the shot and the target within the shot.”* Such framing would align the
viewer’s interest with the shooter’s interest — if we turned up at the firing range, that
is what we would probably be interested in — how and where the shooters are shoot-
ing. That is why we would be interested in the gaze from the shooter to their target.
Seidl, however, frames the scene so that the targets are left off-screen. The camera
focuses on the people shooting and not on what they are actually focused on - the
targets. The part of space that in view of the happening automatically attracts inter-
est is left out of the shot. Seidl sets up a wide shot that captures all three shooters
and the observer behind them, but not behind their backs, but rather from the side.
Because the object that crucially organises the on-screen actions of the figures is
not in the shot, the postures of the shooters seem sort of strange, almost bizarre:

20 Mundhenke 2011, pp. 122-3.
21 That is how the scene at the firing range is shot in Lethal Weapon (Richard Donner, 1987).
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their shoulders are awkwardly pulled up to their head, which strangely hangs above
them... This makes Seidl’s shot essentially non-empathic: it leaves out the main ele-
ment in space that attracts the attention of those present in it — and shows merely
the people with their full attention directed towards the object that is not in the
shot.

The shot that deliberately leaves the object of absorption off-screen is interesting
in the context of Michael Fried’s thought. Works that show what Fried names ab-
sorption have two poles: the subject — a person, the one absorbed in something —and
the object or activity — that which the subject is absorbed in. A good example is The
House of Cards (around 1740), a painting by the French painter Jean-Baptiste-Simé-
on Chardin. In it, a boy is completely absorbed in building a house of cards in front
of him. The precondition of the painting being understandable and of us considering
absorption as its topic is that, in addition to the boy, the activity in which the boy is
absorbed is also depicted - that the cards with which he is playing are also present
in the painting.”

Now we can add a new angle to the understanding of posing as described earlier
in the context of Arbus’s works: in her and Seidl’s works, the figures are absorbed
in self-presentation, they are in a way absorbed in the fact that there is a camera
in front of them. Their grotesqueness emerges from the fact that their self-image,
which is the object of their absorption, differs from the image seen by an external
observer. In the firing range scene, however, the grotesqueness has a different origin:
there, it emerges from the fact that the image does not contain both necessary poles of
absorption, rather, the object (target) and the activity (shooting) are left off-screen.
The filmmaker thus creates a bizarre image of absorption itself. An image of absorp-
tion without the object it refers to. As if one strongly concentrated on reading a book
that was not there. Thereby, the gestures that enable the absorbed person to act
better (for example, raised, stiff shoulders) seem pointless, like gestures serving no
purpose - like lips moving without any voice coming out.

Seidl thus creates a space whose meaning for the viewer is different or oppo-
site to the one for the person in front of the camera. If this is a form of irony or
metaphorical meaning - the meaning discerned by the viewer is not the same as
the meaning of the words and the gestures of the people in the film — we must ask:
where does that meaning come from? What is it that remains and is employed by
Seidl to create meaning? The answer is the body. The body is what withstands the
filmmaker’s stylisation as something that both professional and non-professional
actors bring to the film from reality.

22 Fried 2008, pp. 39-40.
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What does the body mean?

A frequent motif in Seidl’s films is the motif of cleaning. Wiping the stairs, the floor,
dusting paintings; so, on the one hand, cleaning is a quite unequivocal motif. The
tackily furnished rooms of petit bourgeois homes, where Seidl sets many of his
films, are a great pride of their petit bourgeois owners. The first association thus
probably relates such scenes with the stuffy and bossy petit bourgeois mentality,
which demands that a cleaner carefully scrubs the teeth of the stuffed animal heads
hanging on the wall; you have to hold them cautiously — no, firmly - and only then
scrub them so that they do not fall down...

The motifs of cleaning open another, perhaps even more interesting reflection.
There is a broader filmic meaning that can be ascribed to the motif of cleaning or its
anti-pole, which demands cleaning — a mess. In his article about haptic visuality in
Lynne Ramsay’s films, David Trotter introduces the concept of a mess. He describes
the introductory scene of her short film Gasman (1997), which Ramsay made before
her feature debut Ratcatcher (1999). In this scene, little Steven pours sugar into the
cockpit of his toy car while his family prepares to leave the house. This scene — dis-
tinctly similar to the introductory scenes in Ratcatcher — is shot exclusively in close-
ups, isolating body parts and pieces of furniture and clothes. The shallow depth of
focus isolates into discernibility only one layer of the image. “We take this world in
one piece at a time. We never see it as a whole. Nothing is established. Texture prevails over
perspective.”” For Trotter, the crucial thing here is the idea of a “mess™:

A mess is an excess of matter. It is matter out of place: matter revealed as matter by an
abrupt confounding of the basic categories which enable us to tell one thing apart from
another, and so make sense of experience. Sugar in a jar is a substance on tap: ready to
be made useful, ready to release its sweetness as and when required. Sugar dumped on
the kitchen counter is so much grit. /.../ Mess is always already in close-up. By the time

we've noticed it /.../, it’s too late to gain any perspective on it.**

A mess thus robs things of meaning and emphasises their materiality. Sugar scat-
tered on the counter no longer comes across as a sweetener, but as a heap of scattered
grains. Trotter’s elaboration of the concept of a mess enables the connection with
Laura U. Marks’s works, specifically, her ideas about optical and haptic visuality:

Haptic visuality is distinguished from optical visuality, which sees things from enough
distance to perceive them as distinct forms in deep space: in other words, how we usu-
ally conceive of vision. Optical visuality depends on a separation between the viewing

23 Trotter, David. 2008: “Lynne Ramsay’s Ratcatcher: Towards a Theory of Haptic Narrative”.
Paragraph, vol. 31, no. 2, p. 138.
24 Ibid., p. 139.
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subject and the object. Haptic looking tends to move over the surface of its object rather
than to plunge into illusionistic depth, not to distinguish form so much as to discern

texture. It is more inclined to move than to focus, more inclined to graze than to gaze.”

What Trotter names a mess is by itself in close-up because a mess precisely causes
the loss of meaning on account of gaining materiality. “While optical perception privi-
leges the representational power of the image, haptic perception privileges the material
presence of the image.”” Insofar as a thing becomes matter, it must lose its visually
recognisable objectness, which is replaced by texture. The distance establishing
optical visuality must disappear and haptic visuality must emerge so that matter is
truly seen as matter and no longer as meaning,.

This theoretical context sheds new light on the motif of obsessive cleaning in
Seidl’s work. Cleaning — the supreme petit bourgeois chore — can now present itself
anew: as a fear of things appearing to be crudely material and no longer meaningful;
a fear of the stuffed heads no longer being a status symbol or a reflection of hunting
mastery, but merely severed and stuffed animal heads. But it is not only obsessive
cleaning in Seidl’s narratives that is the safeguard against the materiality threatening
to infest meaning with a mess. Seidl’s most basic visual device — the static wide shot
mentioned above - is exceptionally meaningful in the framework of the division
between the haptic and the optical gaze.

Optical (or, according to Marks and Trotter, “ordinary”) visuality is character-
ised by seeing things from “enough distance to perceive them as distinct forms in deep
space”.?” In these shots, distance is not only substantive or “personal” — in the sense
emphasised above where the interests of the camera intentionally do not coincide
with the interests of the people in front of the camera. A static camera that is suf-
ficiently distanced from its object thereby gains an unusual character of disembodi-
ment; a gaze that sees so insufferably sharply precisely because it is not involved
in what it is looking at; because it is entrenched in its place and therefore cannot
cross the distance that creates the noticeable distinction: I — here — am the subject;
that — there — is the object. There is no physical contact between us, but only a di-
rected gaze.”®

25 Marks, Laura U. 2000: The Skin of Film: Intercultural Cinema, Embodiment, and the Senses.
Durham: Duke University, p. 162.

26 Ibid., p. 163.

27 Ibid., p. 162.

28 “Rather than engendering immediacy and making the characters’ bodies overwhelm the
screen through the use of detailed and organically moving shots, the cinematography tends
to be cautious, impassive and distanced, even in moments in which a hand-held camera is
used and the shots are relatively close. Rather than attempting to overwhelm the screen with
the materiality of the bodies, Seidl tends to emphasize the spacing between film and viewer.”
(Hilpert, Stephan. 2012: “Mutual intrusions: Ulrich Seidl’s Import/Export through Jean-Luc
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This leads to an interesting paradox: the camera does not cross the distance that
makes the representation visually discernible and meaningful, while the most im-
portant motif of its gaze is usually the human body. But that is precisely why the re-
lationship between haptic and optical visuality is not that easily resolvable in favour
of one pole. In Import/Export, one of the elderly residents of the care home throws
away a dirty diaper on the hallway floor. The body is the one that — despite the dis-
tant and bodiless camera - still makes a “mess”, the body produces it. Olga, the film’s
protagonist, who works at the care home as a cleaner, must throw the diaper in the
garbage — she has to clear it away. Her gesture of clearing it away, the way she picks
up the discarded diaper, nevertheless includes an effect of a certain hapticity; when
Olga picks up the diaper with her gloved hands, it seems as if we can smell the stink
that the diaper gives off. It is interesting that that is by no means the only moment
in Seidl’s films in which smell plays a crucial role in the scene. Paradise: Love, a film
about Austrian female sex tourists in Kenya, focuses on a middle-aged woman called
Teresa. In the scene of her sitting at a bar counter with her friend in Seidl’s typical
static wide shot, her friend tells her with quiet enthusiasm about her theretofore
experiences with the locals: “You have to smell the black men’s skin... It's unforget-
table. It smells of coconut... [ could bite and lick it forever, it’s incredible.”

Here, we again have to do with the somewhat complicated relation between the
haptic and the optical; when Marks thinks about mimetic and symbolic signs, she
says that hearing and sight are more often symbolic: “Visual and sound images call
up, to different degrees, a shared cultural symbolic.”* That is why written and spoken
languages exist and the language of smell, for example, does not. Smell is harder to
make symbolically meaningful, it is harder to make it capable of communication,
it is something singular, embodied: “Smell is rich in the logic of sense because it resists
idealization and instead fosters a dialectic between the present moment, in which we smell,
and the embodied memories that the smell evokes.”™ The complex relation between the
haptic and the optical is established by the content of the disembodied gaze in Seidl’s
work often being the one which is itself necessarily embodied. The object of the sym-
bolising gaze is a material, unique feeling.

But the conflictiveness does not end there: when we listen to Teresa’s friend de-
scribing the smell of black people’s skin, racism and exoticisation are unmistakeably
evident. Even though it is a feeling and a cluster of associations that she relates to a
specific smell, the associations are simultaneously pervaded with racist prejudices.
So not only is the gaze not completely separated from the physicality of what it sees,

Nancy”. Studies in European Cinema, vol. 9, no. 1, p. 61). This is how Stephan Hilpert describes
Seidl's Import/Export.

29 Marks, Laura. 2002: Touch: Sensuous Theory and Multisensory Media. Minneapolis: University
of Minnesota Press, p. 118.

30 Ibid.,p.123.
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but the smell is also not completely free of the prejudices it has picked up. Thus, the
gaze can lose abstract meaningfulness and see the unique body in front of it, while
smell can lose its singularity and become meaningful. It is interesting that it is pre-
cisely smell that is a frequent motif in Seidl's work — if we think of deodorants and
perfumes, which conceal and embellish the smell of the body, and toothpastes, which
turn a wet bad breath into fresh menthol, it seems that all these objects function es-
pecially as a means to cover the original smell of the body (and the fluids it excretes).
Bodily smell is something we try to cover up again and again, but the body keeps
producing it relentlessly, regardless of or against our will. In Seidl’s work, the body is
an object of the gaze rather than the touch, but it nevertheless has a paradoxical role
because the very physicality of the body does not disappear, but is only emphasised.
Seidl sees the body as something that tirelessly makes a mess and produces all kinds
of bodily products, but that is precisely why he does not avert his gaze from them.

The meaning and the effect of bodies in Seidl’s films is also discussed in the work of
Catherine Wheatley, who writes about Seidl in the context of European extreme cine-
ma.’! Wheatley begins with the idea that in human death — the annihilation of the hu-
man body — film representation interested in extreme states reaches the limit it must
not and cannot cross by any means. As a replacement, some of the new European
extreme films often use the death of animals. Animals in front of the camera arouse
different reactions than people: “The animal is caught in an uncertain space between the
natural and the contrived.” “Animals, on film, can ‘act’ - in that they can follow instructions
and perform gestures (one need only think here of Lassie, or to choose a more pertinent exam-
ple perhaps, Robert Bresson's Balthazar) /.../; but they cannot ‘feign’. Or, more precisely, they
cannot feign suffering.”*® Wheatley thus thinks that an actor as such can feign, but their
body, their flesh, cannot. This is exceptionally significant for Seidl.**

In this context, Brad Prager characterises the opening sequence of Paradise: Love
(Paradies: Liebe, 2012) as paradigmatic. In Seidl’s typical static tableau, a group of
children with Down syndrome are facing the camera: “Down syndrome is as a rule
something that an actor could not perform convincingly.”® Or to put it in Wheatley’s
terms — Down syndrome cannot be feigned. On the other hand: it is a characteristic

31 Wheatley, Catherine. 2011: “Naked Women, Slaughtered Animals: Ulrich Seidl and the Limits
of the Real”. In: Horeck, Tanya and Kendall, Tina, eds. The New Extremism in Cinema: From
Erance to Europe. Edinburgh: Edinburgh University Press.

32 Wheatley 2011, p. 97.

33 Ibid.

34 We of course do not deny the complex symbolic and behavioural systems of animal species.
What is crucial is that the interaction between an animal and the director is different to the
one between the director and a human actor. Precisely because the symbolic systems in which
animals function are different from the human ones, it is often precisely their body that they
perform with in films.

35 Prager 2020, p. 67. My emphases.
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that a person has in both the diegetic and the real world. It seems that the body as
meaning, the body as a message is crucial in many of Seidl’s films. The character
is the same as their body — and the body is what they bring from the real world.
Prager gives an interesting description of Teresa, the protagonist of Paradise: Love:
it is “women with aging bodies™ that travel to Kenya. An aging body - that is the
key characteristic that defines her as a film character. The body is also what Teresa’s
conversations with her friends revolve around: they talk about their sagging breasts
and their fatness and, on other occasions, about the locals’ dark skin, its scent and
so on. So, on the one hand, the body is that which does not feign, but, on the other,
it is also the bearer of narrative plots: Teresa “teaches” all her lovers how to touch her
breasts. Not like animals, but tenderly, she says, with clearly unconscious racism.*”

This issue is finally heightened in the final scene of the film when, for her birth-
day, Teresa’s friends bring her a black stripper with a pink bow on his penis. When
the man is naked, the friends compete in which will be the first to arouse him to erec-
tion. In this scene, the character of the stripper — and the man playing him — is re-
duced exclusively to his penis and its (in)capability of erection. We could say that this
scene is about women encountering their aging bodies, a man with a young black
body and a penis. A similar question emerges in the case of the care home scenes in
Import/Export. Seidl filmed real bedridden and demented patients. Their role thus
consisted of immobility and old age — the real characteristics of their bodies.*®

Paradoxically, the meaning in the narrative is thus created by something that nec-
essarily originates in reality beyond the narrative. As Justin Vicari writes about Dog
Days: “Seidl's subject is the limits of the human — the human becoming all-body, becoming
animal.”*

The characters in Seidl’s films are thus often characterised especially by their bod-
ies. The body defines them and that is precisely why Seidl’s documentary and fiction
films prove to be so difficult to distinguish: because bodies do not feign their im-
mobility and dementia; bodies do not feign Down’s syndrome; bodies do not feign
fat and cellulite and sagging breasts; they do not feign a flaccid penis and dark skin.

36 Ibid,p. 73

37 These motifs appear throughout Seidl's oeuvre: Paradise: Hope (Paradies: Hoffnung, 2013) is
thematically focused on a camp for overweight children and youth. The basic characteristic
that defines real people and their characters is precisely their weight. Similarly, the key topic
in Models is again bodies — breast size, penis size, skin colour etc. Both films feature non-
professional actors.

38 There is an interesting predicament that the description of such film scenes finds itself in.
We are used to describing stories in the present tense, probably because, as a film story, it
comes alive every time we see the film. But if we talk about the real gestures and bodies of real
people, it seems they are bound exclusively to the moment in which they happen. So should
we talk about the film body in Seidl's works in the present or the past tense? Perhaps this is
precisely the essence of the interesting predicament that Seidl confronts his audience with.

39 Vicari, Justin. 2006: “Dog Days (Hundstage)”. Film Quarterly, vol. 60, no. 1, p. 40.
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The discussion on the “shaping” of bodies when it comes to Hollywood actors often
shifts from the diegetic to the real. When actors who have gained or lost a lot of
weight for their role are considered, the reflection moves beyond the diegetic world.
In The Machinist (Brad Anderson, 2004), for example, we do not watch the prota-
gonist quite neutrally — we watch him as a horrifically emaciated Christian Bale.
It seems this involves primarily a bizarre form of celebrating the actors’ will and
commitment to their role: for their role, actors are prepared to reshape even their
body — the body the actors inevitably carry with them and live with in their normal
life.

Seidl’s bodies are quite different from the bodies of Hollywood actors, who in
an unusual way embody the discourse about the American dream — about how any-
thing is possible if only there is enough will — even the body is malleable. Seidl’s
characters, on the other hand, are captured, thrown into their body without the
actual possibility of changing it. Their body is inevitable in that it creates meaning
beyond what the actors can create with their acting and behaviour. The body in
Seidl’s films is thus not something malleable that can be adapted according to one’s
will and work — rather the body too comes across as more Arbusian. The body is also
what is distinguished from the acting just as effect is distinguished from intention;
the acting contains an intention, but there is always a body underneath it, body as
an effect from reality.

Seidl’s films are thus based on a quite unusual dialectic of the body, meaning and
the gaze. A character can be identified with their body, which is always brought in
from reality. The body is that which cannot feign, it retains something irreducibly
real. The filmed body functions differently for the film’s viewer than for the one who
is that body. Seidl does not treat the bodies with haptic visuality, which would trans-
form them into textures that the viewer can “touch with their eyes”. Seidl gazes at
the bodies from afar, but that does not make the bodies any less real.

Conclusion

[t seems that the dialectic of the looking gaze and the touching gaze is at the centre
of Seidl’s latest and so far the most controversial*® film Sparta (2022). Georg, a
middle-aged man, buys a house in the Romanian countryside, in which he organises
ajudo school for children from the nearby village. Throughout the film, Georg battles
his sexual attraction to children - to children’s bodies, which are not only the bodies

40 An article in Der Spiegel claimed that the Romanian children featured in the film were exposed
to nudity and violence during the film shooting. In a statement denying the accusations, Seidl
claimed that the shooting was carried out with great attention to the psychical and physical
well-being of underage participants.
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in the story, but at the same time of course also the bodies of the actual children. In
numerous scenes, Georg attentively observes the photos that he took of the children
in their underwear, with the children being the characters in the film that appear
exclusively with their bodies. And it is precisely the childishness of the body that
Georg is sexually attracted to. Because he is aware that his lust is unacceptable, he is
limited to photographing the bodies, to their visual recording and optical observing.
There is a paradoxical moment in the film when Georg enlarges the already close shot
of the back of one of the children. His skin fills the screen; Georg glides across the
skin with his gaze, which must not actually touch it. Seidl’s film obtains its distinctly
uncomfortable character precisely with the presence of the actual body, that which
comes into fiction from the real unchanged.

The figure in front of the camera thus cannot be quite free - it cannot present
itself the way it tries to. Instead of the ideal image in its mind, its effect on the
observer goes its own way, perhaps even in a direction opposite to the imagined
ideal image. In Ulrich Seidl’s films, it is often the body that creates the conflict be-
tween one’s self-image and the image that appears on the outside. That is why, in
its pure material sense, it is precisely the body that can be the transition between
documentary and fiction films. Due to this role of the body, we can understand why
Seidl is loath to talk about the distinction between documentary and fiction: as he
says, both involve a certain shaping.*! This is often a filmic shaping of the body — the
body that cannot shape itself either in documentary of fiction films; nor in pure
reality.

41 Mundhenke 2011, p. 118.
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