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Project Jan is a search for a man who disappeared
during the First World War and is still listed as

missing. Despite the fact that the project draws

from old archives, soldiers’ diaries or maps and is

set in a specific historical stage, it is not a historical
document. The author approaches the search for
information in a detective way, even though he knows
that he is unlikely to discover anything significant. He
then poetically reconstructs this real information and
combines it with symbolism and imagination. Although
he uses old clothing, props and language, he does so
only fragmentarily with the intention of leaving ,many*
unsaid. What matters is what cannot be seen, although
we can deduce or suspect it on the basis of certain
clues. For example, a shot of a sweaty horse whose
activity we will not see, or details of hair in the soil, the
origin of which we will not know. So the viewer also
becomes a detective in a way and never sees what the
characters see. In addition, the characters are often
blind or have a reduced ability to see due to weather
and other circumstances. Based on associations and
intuition, we see not only different perspectives of
seeing but also not seeing.

Projekt Jan je patranim po muzi, ktery béhem prvni
svétové valky zmizel a dodnes je veden jako nezvéstny.
Navzdory tomu, Ze projekt ¢erpa z dobovych archivd,

z denik( vojakd nebo map a je zasazen do konkrétni
historické etapy, nejde o historicky dokument. Autor
pristupuje k hledani informaci detektivnim zptisobem,

i kdyz vi, Ze nic zasadniho pravdépodobné neobijevi.
Tyto realné informace pak poeticky rekonstruuje

a kombinuje se symbolikou a imaginaci. Pouziva

sice dobove odévy, rekvizity i jazyk, ale €ini tak pouze
fragmentarné se zamérem ponechat ,mnohé*
nedorcené. DllezZité je to, co nelze videét, i kdyz to
muUzeme na zakladé jistych indicii dedukovat nebo tusit.

Zuzana Janeckova
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Introduction

It is not immediately clear what kind of place Casaria is. Its various elements
that appear at the beginning of the film can hardly be put together to
outline a consistent scenario: a beautiful countryside landscape, an

old ltalian villa inhabited by African and South-East Asian people and

a woman named Eva who does not know her sons. Here, no one speaks,

no one interacts with each other, everyone seems to be quietly waiting for
something; an alienating feeling pervades the whole scene. The voice-
over, which talks on behalf of the people portrayed in the film, instead of
making things more comprehensible, complicates them even further with
remarks whose connections with the images are not immediately evident.
The only apparent thing is that something unusual happens in Casaria.

Its uniqueness is highlighted by the gate that marks the entrance to this
place—on which the dramatic metal lettering “CASARIA” appears. It is
striking that despite the impressive presence of the gate, there are neither
walls nor fences to delimit the area, as if Casaria did not fear intrusions from
the outside. Therefore, one could think that the gate is there to connect,
rather than divide Casaria from what surrounds it.

A Space of Inclusion

As it gradually becomes clear, Casaria is a place of inclusion; a place where
the subalterns of our time—migrants and refugees—find a new home

and are offered the chance of a new beginning. “We started here, both of
us. | don’t even want to know why you, of all people, are here. It's not that
relevant”. An alienating feeling that pervades this place suddenly dissolves.
Yet, what happens in Casaria is actually quite the opposite of alienation.
Casaria is a place where people deprived of everything, displaced and
uprooted, are finally able to settle and develop new social relations. Their
seeming apathy is the result of their being in a state of transition. Their
quiet staring into space reveals tension towards an unknown future which
they are trying to envision with deep concentration. The extemporaneous
observations about the human nature and surrounding environment are
symptoms of an intense process of reflection in which their minds are
absorbed. It is an arduous enterprise which they have undertaken with
absolute dedication. And Eva—the mysterious woman who does not

know her sons—is the person that takes care of them during this difficult
process of transformation. As it becomes clear, Eva does not know her sons
because she welcomes and takes care of everyone in need of her help
indistinctly, as if they were all her sons.

Invisible Constraints

Interestingly, the film does not simply develop its narrative around Casaria,
but it also creates a contrast with what could be considered as an exact
opposite of it. Casaria initially appears as an alienating place, but then

it emerges as a space for individual awareness and social solidarity.
Contrarily, the scenes that follow represent situations where large groups



of people gather together to engage in all sorts of exciting activities, from
which gradually surfaces an unsettling sense of estrangement. Although
everyone seems to be enjoying himself/herself, one progressively realizes
that, in fact, everyone is trapped in a condition that does not leave any
room for autonomy. The image of people tossed about by the ride in an
amusement park, firmly held by a harness than impedes any movement,

is a paradigmatic image which immediately makes visible the condition of
those individuals: passively constrained in an invisible net of conformed
behaviours, which gives the illusion of freedom, while, in reality, it suffocates
any room for it. Even though the scene appears to be frenetically animated
by people who are having fun, “everyone is motionless,” the voice-over
states. “When you turn around,” it continues, “everything will be flat”. As if the
lively vivacity of what we see was just a mere illusion.

The Mask

The masks that many of the people in the party scene wear denote another
constraint that some of the individuals voluntarily undergo. Like the harness
of the ride, the mask also becomes the symbol of the limitation of one’s self-
expression, although mistaken for an instance of freedom. Traditionally,
masks are used to annihilate one’s subjectivity, in order to make possible
the acquisition of a different one. Yet, masks are used in religious and magic
rituals—from which theatre originates—in order to establish connections
with forces that exceed the human dimension through mimetic assimilation
with gods, spirits and demons. The mask therefore implies the temporary
suspension of the subjectivity of the one who wears it, only to enable the
enhancement of his/her power to act. However, in case of the masks

that appear in Casaria, they seem to have only the function of reducing
one’s selfhood to its zero degree, without activating any process of the
production of new forms of subjectivity. These masks are blank surfaces
which simply hide and annihilate. Their nature becomes clear at the end

of the film, when one of the masks reappears—specifically, an eye mask,
whose only function is indeed to cover one’s eyes. No one wears it; the
mask floats in the air, as if the annihilation of the person who wears was
complete; therefore, his/her presence has become totally irrelevant.

A Dialectic Constellation

Casaria is a film deprived of narrative linearity. It unfolds dialectically,
without following a temporal sequentiality and arranging its various parts
according to a constellated structure. Within this non-linear structure, there
are elements that are transversally present throughout the film, which,

at the same time, unify its various parts and highlight their contrasting
aspects, thus assuming different meanings in consonance with what is
represented by the images. The fading black and white colours, the oneiric
sounds and the slow motions that connote the aesthetic character of the
whole film seem to hint an unstable reality that struggles to affirm itself;
although, the causes of this instability vary in the course of the film. In the
case of the footages shot in Casaria, those aesthetic features recall a reality
that is unstable because it is slowly reconfiguring itself. The shattered lives
of the inhabitants of Casaria are now recomposing and new social and
existential configurations are emerging. On the contrary, in the scenes

that take place in the amusement park, at the party and on the beach, the
vanishing colours, the hazy sounds and the slow motions remind of a reality
that is slowly declining. However, tragically, no one notices it and everyone
continues to carry out his/her meaningless activities.



The Black Cloud

Another element that repeatedly appears in the film is a black cloud that
threateningly wanders around, overlooked by the characters of the film.
Its disquieting presence undoubtedly evokes an unpleasant scenario.
However, also in this case, the same element has different implications
according to a certain circumstance to which it is related. When it appears
in Casaria, the black cloud recalls frightening events that have been
eventually overcome. The dismay that the black cloud carries with itself

is still present in the lives of its inhabitants, but it now belongs to the past
that will, hopefully, never come back. Now, they look confidently forward
to a future that will leave behind the misery they had to go through before
arriving in Casaria. Contrarily, when the black cloud manifests itself on the
crowded beach, it assumes a different connotation; the connotation of

a catastrophe that is about to fall upon the unsuspecting people that are
joyfully enjoying a summer day.

Conclusions

As | am writing this text, an epidemic is upsetting the lives of millions of
people and the socio-political systems of entire countries—the whole Italy
has just been declared red zone and all of its inhabitants have been put on
lockdown. An invisible threat looms over, suspending our daily habits. The
regulations of the Italian government that have been emanated to tackle
this health emergency say that people must avoid hugs, kisses, maintain
one-meter distance from each other and can leave their houses only if they
need to buy food and medicines. It seems that the neoliberal dismantling
of social solidarity, desertification of common spaces and abolition of
bodily encountering have finally found an unexpected ally to be fulfilled.
This apocalyptic scenario, which is uncontrollably overwhelming our lives
and keeps expanding globally, powerfully reverberates in Casaria, as if the
looming black cloud that appears in the film had eventually violently broken
into our lives and was now unleashing all of its destructive force. Our only
hope is that, once this nightmare is over, each of us will find his/her own
Casaria to rebuild his/her individual and social life.

Felice Moramarco

Nomination prize Oskar Cepan award 2019
www.oskarcepan.sk






Uvod

Sprvu nie je jasné, ¢o je Casaria za miesto. Z rozlicnych prvkov objavujucich
sa na zaciatku filmu mézeme len sotva vyskladat konzistentny scenar: krasna
vidiecka krajina, stara talianska vila obyvana ludmi z Afriky a juhovychodnej
Azie a zena s menom Eva, ktora nepozna svojich synov. Nik tu nerozprava,
nik neinteraguje s ostatnymi. Zda sa, akoby kazdy v tichosti na nie¢o ¢akal.
Celu scénu napina pocit odcudzenia. Namiesto toho, aby hovoreny komentar,
ktory rozprava v mene ludi zobrazenych vo filme, veci objasnil, este viac ich
komplikuje. Prepojenie komentara s obrazom nie je ihned zrejmé. Zrejmé

je len to, ze v Casarii sa stane nieco nezvycajné. Jedinecnost tohto miesta
zvyraznuje vstupna brana s dramatickym kovovym napisom ,,CASARIA".

| napriek pésobivej pritomnosti brany tuto oblast prekvapivo nevymedzuju
Ziadne mury ani ploty. Casaria akoby sa neobavala vniknutia zvonku. Clovek
by si mohol pomysliet, ze brana ma za ulohu spajat a nie oddelovat Casariu
od toho, ¢o ju obklopuje.

Priestor na zacClenenie sa

Je Coraz jasnejsie, ze Casaria je miesto na zaclenenie sa — miesto, kde
subalterni jedinci nasej doby, migranti a ute¢enci, nachadzaju novy domov

a nuka sa im prilezitost noveho zaciatku. ,Zacali sme tu obaja. Ani neviem,
preco si tu zo vSetkych [udi prave ty. Nie je to také dolezité.“ Pocit odcudzenia,
ktory napina toto miesto, sa odrazu rozplynie. To, ¢o sa v Casarii stane,

je v skutocnosti pravy opak odcudzenia. Casaria je miesto, kde su ludia,

ktori boli zbaveni vsetkého, vysidleni a vyhnani, kone¢ne schopni usadit sa

a rozvinut nové spolocenske vztahy. Ich zdanliva apatia je spésobena tym,

ze su v prechodnom stave. Ich tiché civenie do prazdna odkryva napatie

vocCi neznamej buducnosti. Snazia si ju s hlbokym sustredenim predstavit.
Volné uvahy o l[udskej povahe a okolitom prostredi su priznakmi intenzivheho
procesu premyslania, do ktorého je ich mysel ponorena. Toto namahave usilie
vyvijaju s absolutnou oddanostou. Pocas tohto naro¢ného procesu premeny
sa o nich stara Eva — zahadna Zena, ktora nepozna svojich synov. Je coraz
jasnejsie, ze Eva ich nepozna, lebo prijima a stara sa o kazdého, kto potrebuje
jej pomoc, akoby vsetci boli jej synmi.

Neviditelné obmedzenia

Zaujimave je, ze rozpravanie filmu sa neodvija len od Casarie, ale vytvara
tiez kontrast s niecim, ¢o by sme mohli pokladat za jej presny opak. Casaria
sa spociatku javi ako odcudzujuce miesto, no neskér pdsobi ako priestor
pre rozvijanie osobnej uvedomelosti a spolo¢enskej solidarity. Naopak,
nasledujuce scény zobrazuju situacie, v ktorych sa stretavaju obrovské

skupiny ludi, aby sa zucastnili na roznych druhoch vzrusujucich slavnosti.

Z tychto situacii sa postupne vynara znepokojujuci pocit odcudzenia. Hoci

sa vSetci napohlad zabavaju, postupne si uvedomime, Zze v skutoc¢nosti je
kazdy z nich uvazneny v situacii bez akéhokolvek priestoru pre samostatnost.
Zobrazenie [udi pevne priputanych popruhmi braniacimi akémukolvek
pohybu, ako ich hadze pocas jazdy v zabavnom parku, je vzorovym vyjavom,
vdaka ktorému je okamzite viditelny stav tychto jednotlivcov — pasivne
zviazanych neviditelnou sietou konformnych spravani, ktora vytvara iluziu
slobody, zatial ¢o v skuto€nosti udusi kazdy jej naznak. Hoci scéna sa
zdanlivo freneticky hmyri ludmi, ¢o sa zabavaju, ,vSetci su nehybni,* hovori
hlas komentara a pokracuje: ,Ked sa otocite, vSetko bude ploché.” Akoby Ziva
energia toho, ¢o vidime, bola len ¢irou iluziou.

Maska

Masky mnohych ucastnikov v scéne odohravajucej sa na party predstavuju
dalsie obmedzenie, ktorému sa niektori jednotlivci dobrovolne podrobuju.
Maska - rovnako ako popruhy pri jazde — sa stava symbolom obmedzenia
sebavyjadrenia jednotlivca, i ked sa mylne povaZzuje za prejav slobody. Masky
sa tradi¢ne vyuzivaju na odstranenie subjektivity jednotlivca, aby ten mohol
nasledne nadobudnutinu. V nabozenskych a magickych ritualoch — ktoré su
pociatkom divadla — sa masky skrz mimeticku asimilaciu s bohmi, duchmi

a déemonmi vyuzivaju na vytvaranie spojenia so silami presahujucimi ludsky
rozmer. Maska preto implikuje do¢asné pozastavenie subijektivity jedinca,
ktory ju nosi, aby upevnila jeho moc konat. Zda sa vsak, ze masky, ktoré sa
objavuju v Casarii, maju len funkciu uplne redukovat individualitu jednotlivca
bez toho, aby spustili akykolvek proces vytvarania novych foriem subjektivity.
Tieto masky su iba prazdne povrchy, ¢o jednoducho skryvaju a odstranuju.
Ich povaha je zrejma na konci filmu, ked sa jedna z masiek opat objavi —
konkrétne ide o o¢nu masku, ktorej funkciou je naozaj zakryt oci jednotlivca.
Nik ju nenosi. Maska sa vznasa vo vzduchu, akoby bolo odstranenie osoby,
ktora ju nosi, uplné. Jej pritomnost sa preto stala celkom nepodstatna.

Dialekticka konstelacia

Casaria je film bez linearneho rozpravania. Odvija sa dialekticky, bez
dodrziavania ¢asovej naslednosti a jednotlivé ¢asti su usporiadané na
zaklade struktury konstelacie. V ramci tejto nelinearnej struktury sa naprie¢
filmom vyskytuju prvky, ktoré zaroven zjednocuju viaceré jeho Casti

a zvyraznuju ich protikladné aspekty. Predpokladaju tak rézne vyznamy

v sulade s vyobrazenymi scénami. Miznuca cierna a biela farba, snové zvuky
a spomalené zabery vyjadrujuce esteticku povahu celého filmu zdanlivo
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naznacuju nestalu realitu, ktora sa snazi potvrdit sama seba, i ked priciny
tejto nestalosti sa v priebehu filmu lisia. Co sa tyka zaberov nakrutenych

v Casarii, tieto esteticke Crty pripominaju nestalu realitu, pretoze ta sa pomaly
rekonfiguruje. Roztriestené zivoty obyvatelov Casarie sa teraz opatovne
skladaju a vytvaraju nove spolocenské a existencéné konfiguracie. Naopak,

v scénach odohravajucich sa v zabavnom parku, na party a na plazi nam
miznuce farby, nejasné zvuky a spomalené zabery pripominaju pomaly
upadajucu realitu. Zial, nik si to nevéima a véetci pokraéuju vo svojich
bezvyznamnych €innostiach.

Cierny mrak

Dalsi prvok, ktory sa opakovane objavuje vo filme, je ierny mrak. Hrozivo
bludi po okoli bez toho, aby si ho postavy vo filme v§imli. Jeho znepokojujuca
pritomnost bezpochyby vzbudzuje neprijemny scenar. Avsak i vtomto pripade
so sebou ten isty prvok prinasa r6zne vyznamy na zaklade urcitej okolnosti,

s ktorou sa spaja. Ked sa Cierny mrak zjavi v Casarii, pripomina uz prekonané
desivé udalosti. Cierny mrak so sebou neustale prinasa strach nadalej
pritomny v zivotoch obyvatelov Casarie. Ten uz vSak patri do minulosti, ktora
sa uz snad nikdy nevrati. Obyvatelia sa teraz sebavedome tesia na buducnost.
Vdaka nej za sebou zanechaju utrpenie, ktorym si pred prichodom do Casarie
museli prejst. Naopak, ked sa Cierny mrak zjavi na zaludnenej plazi, ma to
odlisny vyznam. Mrak naznacuje katastrofu, ktora coskoro postihne ni¢
netusiacich ludi, radostne si uzivajucich letny den.

Zavery

Zatial ¢o piSem tento text, epidémia suzuje zivoty miliénov ludi a spolo¢ensko-
politické systémy celych krajin. Celé Taliansko bolo prave vyhlasené za
¢ervenu zonu a celé obyvatelstvo uzavreté. Vznasa sa nad nami neviditelna
hrozba a brani nam v nasich kazdodennych zvykoch. Podla nariadeni
talianskej vlady na vyrieSenie tejto nudzovej zdravotnej situacie sa ludia musia
vyhybat objatiam a bozkom, udrziavat medzi sebou metrovy odstup a domovy
mo&zu opustit len v pripade, Ze si potrebuju kupit potraviny alebo lieky. Zda

sa, Zze neoliberalny rozklad spolocenskej solidarity, dezertifikacia spolo¢nych
priestorov a zakaz telesného stretu si konec¢ne nasli neCakaného spojenca,
aby sa naplnili. Tento apokalypticky scenar, ktory nekontrolovatelne premaha
nase zivoty and celosvetovo sa Siri, sa mocne ozyva v Casarii. Akoby hrozivy
Cierny mrak, ktory sa objavuje vo filme, napokon nasilne vtrhol do nasich
zivotov a rozputal celu svoju nic€ivu silu. Ked tato nocna mora pominie, nasou
jedinou nadejou je, ze kazdy z nas najde svoju vlastnu Casariu, aby mohol
opat vybudovat svoj sukromny a spolocensky Zivot.

Felice Moramarco
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