
https://art.ceskatelevize.cz/360/kam-vlastne-smerujeme-ne-smysl-pokroku-v-novem-filmu-ondreje-vavrecky-8a
ho1 

WHERE ARE WE ACTUALLY HEADING? THE 
(NON)SENSE OF PROGRESS IN ONDŘEJ VAVREČKA’S 
NEW FILM 

Review 
Martin Šrajer 
23 April 2026 
 
 

The work of filmmaker, musician, visual artist, and explorer of both inner 
and outer landscapes Ondřej Vavrečka resists categorization. Following 
experimental collages such as De Potentia Dei and The Personal Life of a 
Hole, and the scientific-poetic Lichens Are the Way, he has now made 
1+1+1. It is a work that is constantly searching for and changing its shape. 
Together with its three protagonists, it asks what the meaning of progress 
might be. 
 

We live in a society that has elevated progress to the status of a dogma. One may move only forward. The old 
is replaced by the new with neurotic zeal, yet the new immediately becomes obsolete itself. Instead of an 
afterlife, we have learned to believe in endless growth. And yet we are not happy. Rather, we are anxious, 
disoriented, burdened by environmental grief and many other forms of sorrow. Perhaps because reality fails to 
match the image according to which we are supposed to keep moving forward at all times. 

Time as a Crumpled Handkerchief 

This assumption was also challenged by one of the figures appearing in Vavrečka’s film, the French 
philosopher Michel Serres. In his reflections, Serres rejected the notion of history as a straight line moving 
upward. Time, he suggested, resembles a crumpled handkerchief. Points that would lie far apart on a neatly 
ironed cloth, archaic rituals and modern technologies, for example, may touch one another once the fabric is 
crumpled. Serres’s metaphor invites a different way of thinking about how we perceive and organize the stories 
of our lives. Linear development can be replaced by the coexistence of overlapping layers. 

Last year’s 1+1+1 likewise places images and sounds side by side without causal connections between them. 
The film consists of more or less staged situations that the director shot over several years on 16mm film. 
Among them are documentary images of urban landscapes, conversations with scientists and philosophers, 
and relaxed fictional sketches whose poetics sometimes recall the work of Prague’s Sklep Theatre. 

The film’s dramaturgy, suggested by the plus signs in the title, is based on accumulation that never leads to a 
final sum or conclusion. The images form loose thematic clusters rather than a continuous narrative. Together 
they address a wide spectrum of contemporary issues, from the exploitation of nature, consumerism, and 
mindless uses of technology to humanity’s disrupted relationship with its own past. 
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At the same time, the mathematical title establishes the film’s central trio. Like an ancient chorus, two women 
and one man (Karin Bílíková, Mariana Čížková, and Matyáš Řezníček) move through the film. One 
enthusiastically embraces progress, another is frightened by it, while the third oscillates between these 
extremes. Their positions are sometimes expressed through catchy songs, including one about a tea bag. 

The Structure of Power and the Structure of a Potato Chip 

Songs composed by the author during the isolation of the Covid period flow effortlessly into raw documentary 
footage. A typical example is a playful song about greed, intercut with bloody scenes from a pig slaughter. The 
intellectual framework of Vavrečka’s polyphonic reflection is constantly disrupted by elements of irony, 
absurdity, and play. In the opening scene, a figure wrapped in a red sheet crawls among discarded no-parking 
signs. The branches of a dead tree are decorated with colorful clothes hangers. Actors perform an existential 
dance with a giant potato chip. High and low, past and present, raw and cooked. 

Ondřej Vavrečka (born 1980) places opposites side by side and appeals not only to the intellect but to all the 
senses of his audience. Philosophizing about the taste of chips is balanced by serious reflections from the 
German social theorist Peter Wagner. Yet Wagner, like the other experts appearing in the film, never functions 
as an authoritative talking head. He is an organic part of the filmmaker’s collage, an equal participant in the 
game. 

Vavrečka intuitively understands that our experience of the world is not hierarchical. We do not live in neat 
categories where the morning belongs to a profound spiritual crisis and the afternoon to shopping at a 
supermarket. Everything happens at once. We read about collapsing ecosystems, genocide, and fascism while 
simultaneously dealing with a hole in our trousers or a kitchen renovation. Just like the film’s protagonists. 

For some viewers, this method will likely be a source of frustration. Others will appreciate that the film’s 
openness relieves them of one burden: the need to understand everything. The author is not testing us on the 
history of philosophy or sociology. Instead, he invites us to participate in a sense of wonder at the ordinary 
things around us. In a way, it is a return to the perspective of a child who does not yet know that, according to 
adults, talking about the structure of a potato chip is less important than talking about structures of power. 

In Praise of Laziness 

In 1+1+1, delight in banality serves as protection against cynicism. Much of today’s public debate oscillates 
between nihilism and techno-optimism. Vavrečka searches for another path: restoring our relationship to the 
world we are reshaping. The crisis of progress may not simply be a crisis of technology or economics. It may 
primarily be a crisis of attention. Wherever attention weakens or becomes superficial, we become more willing 
to sacrifice anything that seems to have lost efficiency or practical value. 

This idea materializes in a scene showing the demolition of Prague’s old Vysočany railway station, 
accompanied by the angry curses of a local witness. The insensitivity of progress collides with the living 
memory of a place being erased from the map to make room for yet another interchangeable development. 
The logic that commands us to demolish an unprofitable old building resembles the logic that compels us 
toward endless self-improvement and performance. 

But what can be done? How do we face the future in a world where nothing, including our attention, lasts very 
long, and where the only constant is the replacement of the old by the new? What can we rely on? 

An unexpected answer is offered by the Swiss writer Corinne Maier. Her thesis that we should learn to 
parasitize the system, doing only enough work not to exhaust ourselves, sounds like an ideal antidote to 
endless growth. Within a regime that demands more productivity than is necessary, even laziness can become 
an act of resistance. 
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Reversing into the Future 

This resistance is inscribed into the material substance of the film itself. The choice of a fragile analogue 
medium mirrors the ephemerality of the world that 1+1+1 portrays and makes visible the irreversibility of time, 
something digital culture tends to suppress. Michel Serres, already quoted above, warned that modern 
technologies, by allowing us to archive everything, paradoxically deprive us of the ability to distinguish what is 
important from what is not. Meaning dissolves within an endless stream of data. Vavrečka, by contrast, 
voluntarily embraced limitation. Every meter of film is precious and carries its own weight. 

The same ethic is reflected in the performers’ actions. Instead of blindly rushing forward with their eyes fixed 
on a horizon that continually recedes, the protagonists in one scene try walking sideways. They emphasize 
that what matters is not where they are going, but what they are passing. Here Vavrečka draws inspiration 
from the wisdom of certain Indigenous North American cultures, which understand the passage of time as 
“reversing into the future.” 

Moving in this way, we constantly keep before our eyes what we have created, what we are leaving behind, 
and what we have passed through. By seeing where we come from, we better understand who we are. 
Memory, whether of people, places, or landscapes, therefore functions in 1+1+1 not as a nostalgic brake but 
as a compass for navigating the unfamiliar terrain opening before us. Our attention is no longer fixed on a 
distant goal to be reached through relentless growth, but on the quality of the trace we leave behind. 

In the end, Vavrečka’s musical, mobile, polyphonic meditation does not call for a Luddite destruction of 
machines, much less a return to caves. If the film carries a message at all, it is an appeal to preserve naivety, 
playfulness, and curiosity, qualities that today’s world tends to regard as weaknesses. Only through them can 
we assemble new meaning from the remnants of disappearing things and structures. 
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