Paradocs: Be Here Now

 “4’22” is a good starting point for looking at the Paradocs programme as a whole – and it’s also opening our Paradocs Talks event on Friday,” says Joost Daamen, co-programmer with Anna Abrahams of Paradocs, IDFA’s home for experimental and art film. “It’s about the relationship between the filmmaker and viewer, and this is one of the main focal points of our programme.”

“4’22” is a literal example of this”, adds Anna. “It’s about the audience looking at the audience. This process repeats again and again, and each time you get closer to yourself; like unpeeling an onion. Getting closer and closer to reality. Eventually, it leads to the place where you are actually physically sitting – in the cinema. At IDFA, there are all these films that bring you to a different time and a different place – Paradocs this year is about saying: don’t forget, we are not actually in that other time or other place, we are here and now, in a cinema in Amsterdam, looking at a projection of something someone once recorded”, says Anna. “Whereas all the other films try to take you to another world, this one [4’22”] tries to bring you back to the here and now.”

Questions

“It’s all about your own attitude to these images. How you relate to them as the viewer, and to the film and the camera”, Joost adds.

“Paradocs is mainly about raising questions, making you think yourself. The aim is to make the audience active and aware of all these images they are being bombarded with”, says Anna. “We don’t want to make it too easy for people. We always programme some abstract works. Films that purely use the medium of film and light – like Palmes d’or, for example; a film made up of 800 photos taken at the film festival in Cannes. It completely overloads you with images, and challenges you to deal with it. It’s a film that asks ‘what are we all doing here – also at IDFA – together?’”

“On the other hand”, says Joost, “we also have films that much more resemble classic documentaries, such as The Cambodian Room – Situations with Antione D’Agata.”

“For our criteria, this is very classical. But then, it’s not a film you’d be likely to see on television. It is a portrait though, and we hardly ever have those. But you don’t get to learn anything about the character, for example”, Anna adds.

“It’s a kind of observational cinema. Very dark. It’s about art, more than the character”, Joost adds.

Black box

So what are the criteria for a Paradocs film? “It has to be about reality”, Anna says. “But there are many ways of talking about reality. Up and About Again, for example, is more of a performance film. It’s about a little car, searching for a path along an abyss; like all of us. It’s also looking for a thrill, excitement.”

“Or maybe rebelling against ‘normal life’”, says Joost.

“I don’t think they would have submitted it to IDFA as a documentary”, Anna adds. “At the end of the day, it’s a very subjective selection process. We are looking for something that makes you think, and is linked to reality. An intervention in reality. Something that makes you think differently about your life, gives you a new perspective, and throws up interesting questions.”

“We also show things that weren’t necessarily made for the cinema, like single-screen (video) installations, or multi-screen installations. By showing them in the cinema, we put them in a different context”, says Joost.

“We take them from the white box of the gallery into the black box of the cinema”, Anna adds.

Live

On Friday, Paradocs presents three live cinema experiences under the title Paradocs Talks: there will be a live version of William Raban’s 4’22”; Brad Butler, maker of The Exception and the Rule will talk about how to make a political film in an age when everything is political, and performance artist turned filmmaker Jeanette Groenendaal (Dutch Cocaine Factory, 2007) will show excerpts from her work-in-progress Reformation, which investigates scapegoating mechanisms. If you can’t make it to the Escape, IDFA TV is streaming some of the content live. 
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