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SHORT SYNOPSIS

A Balkan war veteran – who is now a homeless alcoholic – dreams that he is a tree 
growing inside the ruins of his house, which was destroyed in a bombing raid.  



LONG SYNOPSIS

A Balkan war veteran – who is now a homeless alcoholic and lives inside a card-
board box – dreams, among other nightmares, that the girl he raped during the war 
abandons her unwanted son in the forest. 

Nearby, the same girl also sleeps, dreaming of her rapist’s family. She sees them 
at home; the mother and daughter sit on the sofa, while the father  - of Catalan 
origins - plays the piano. But the image is a mirage from the past: the house was 
bombed during the war, killing the father. And a few days later, the army that his 
son fought in, turned the circus, in wich the girl used to work, into a military brothel.

In this fratricidal war that pitched neighbours, acquaintances, and even relatives 
against each other, the two nightmares eventually merge into one and converge 
tragically into the figure of the lost son. When the two characters wake up, they 
find themselves back in a desolate, ruined, post-war landscape, where people 
continue to suffer extreme poverty and segregation even today, and where group 
conflicts have not been extinguished but inevitably remain latent. 

A landscape to wich the soldier’s mother and sister return now after years in exile, 
determined to rebuild their house. 



FILM STATEMENT

It is now over a decade since the war in the Balkans came to an end. The disaster 
has slowly dissolved into the river of collective historical memory, and the many 
documents and interpretations of the events, together with their causes and con-
sequences, have gradually been filed away and settled in the form of fragmented, 
partial, partisan information. The real events will remain for ever blurred by the unreal 
veil of a nightmare that we are still waking up from and already starting to forget. 

The film plunges into the unconscious of the two archetypes that play a part in all 
conflicts – victim and aggressor –, infiltrating their respective nightmares in order to 
transmit, from an oneiric state, the psychological scars that lay dormant in the con-
sciousness of many inhabitants of former Yugoslavia, and to contribute to their slow 
post-traumatic awakening.



CONTEXT

All the landscapes shown in the film have disappeared more than once. They have 
a cyclic tendency to disappear, to become non-places: war wipes them off the map 
every few years. Not many places in the world can match its high frequency of war. 
Although (and precisely because) the film does not aim to identify with one particular 
context, we are talking about Primislje, a small village of no more than 30 houses that 
rises up in a mountainous part of eastern Croatia known as Vojna Krajina (literally 
“Military District”). Although it is now in Croatian territory, from the 15th to the 18th 
centuries this area was chiefly inhabited by Serbians who were there to organise the 
defense of the Austro-Hungarian Monarchy from Ottoman invasions, given that the 
original Serbian territory had already fallen into their hands. The process of dismem-
berment of these two empires is the key to understanding the recent history of the 
Balkan conflicts: 

- In 1815, a great Serbian uprising broke out against the Ottomans. Although the re-
volt was not a total success, it later led to creation of the Principality of Serbia. 

- 33 years later, in 1848, the Serb population of Vojvodina, which was under jurisdic-
tion of the Austro-Hungarian Empire, rebelled against the Hapsburgs and set up the 
Autonomous Province of voivodeship of Serbia. - 12 years later, in 1816, Serbian 
autonomy of Vojvodina was abolished and the area fell back into the hands of the 
Austro-Hungarian Empire.

- 2 years later, in 1862, there were further clashes between the Ottoman army and the 
Serbs in Belgrade. The last Turkish soldiers left Serbia five years later. 

- 35 years later, in 1912, Serbia formed an alliance with Bulgaria, Montenegro and 
Greece and attacked Turkey in what came to be known as the First Balkan War. 

- 1 year later, Serbia joined forces with Turkey ( ! ) Montenegro, Romania and Greece 
against Bulgaria, in the Second Balkan War. The war ended in 1913, and Serbia tri-
pled its territory when it was allocated part of Macedonia and Kosovo.

- 1 year later, Archduke Franz Ferdinand of Austria was assassinated by a Serbian na-
tionalist in Sarajevo. Austria-Hungary declared war on Serbia, and when Russia came 
out in defense of Serbia, the Austro-Hungarians and their allies, the German Empire, 
declared war on Russia too. This triggered a chain reaction that led to the outbreak 
of World War I a month later. The Ottoman Empire, and later Bulgaria, formed an alli-
ance with the Austro-Hungarians ( ! ), while Russia and Serbia received the support of 
France and the United Kingdom. After an initial Austro-Hungarian invasion of Serbia, 
the war ended in 1918 with the Serbian reconquest and the creation of the state of 
Yugoslavia.



- 23 years later, on April 6, 1941, Adolf Hitler launched Operation Punishment, order-
ing the invasion of Yugoslavia. The Serbian government unconditionally surrendered 
on 17 April. The Kingdom of Yugoslavia broke up: in Serbia, a collaborationist military 
government took control. Other areas were shared out amongst the countries of the 
Axis, and the Independent State of Croatia was created under the government of 
Ante Pavelic, leader of the Croatian fascist movement Ustashe. The communist-in-
spired Partisan movement led by Josip Tito organised the resistance. As these forc-
es fought the invaders, in Croatia the Ustashe began systematically exterminating 
Serbs, Jews and Gypsies in concentration camps, eventually killing between 500,000 
and 700,000 Serbs. In September 1944, Tito travelled to Moscow and planned the 
reconquest with Stalin. In October of that same year, Partisan troops and the Red 
Army seized Belgrade and established a Communist government.

- 47 years later, in June 1991, with Tito dead and the pro-Serbian Milosevic as presi-
dent of Yugoslavia, Slovenia began a war of independence against a Yugoslavia gov-
erned by Serbs, which it quickly won. Slovenian independence lit the fuse of seces-
sionists in the other republics, and it was only a few months before the start of the 
Croatian war against Serbia, the Bosnia-Herzegovina war against Serbia, and, at the 
same time, the Croatian war against Bosnia-Herzegovina ( ! ), which would continue 
until 1995, leaving tens of thousands dead and hundreds of thousands of refugees. 

The film takes place in the context of this latter war. The predominantly Serbian pop-
ulation of Vojna Krajina suddenly found itself part of Croatia, once again isolated from 
Serbia due to the Bosnian border. And it refused to support independence. In 1992 
the political conflict became armed conflict. The Yugoslavian army, under Serbian 
command, launched a bloody offensive and set up military bases in the region. - 3 
years later, in 1995, in an operation code named “Oluja” or “Storm”, the incipient 
Croatian army, assisted by the Bosnian army, with which it had just signed a peace 
treaty, managed to prevail over the Serbian army. The Serbian population fled en 
masse, abandoning all the villages. 

- 3 years later, in 1998, there was an escalation of ethnic violence between Albanians 
and Serbians in the Serbian province of Kosovo. The conflict ended with the bomb-
ing of Serbia by NATO, between March and June 1999, and the subsequent inde-
pendence of Kosovo.

- 2 years later, in 2001, there were still a few minor frontier conflicts – the so-called 
War in the Presevo Valley, between Serbians and Albanians, and the conflict between 
Albanian-Kosovars and Macedonians. Both were of brief but claimed tens of lives.

(- 11 years later – that is, today – people are starting to return to those abandoned 
houses in Vojna Krajna. They have been in ruins for many years. In order to speed up 
its entry into the European Union, the Croatian government must rebuild them and 
accept the return of their Serbian owners, who have been living as refugees. This re-
building is usually reduced to erecting a few interior walls and a ceiling in the former 
structure of the burnt houses. That’s all. This is probably because they know that, in 
this area, houses tend to have a shorter lifespan than usual…)

Map, left:
The dark grey area is the Serbian pocket of Vojna Krajna 
within Croatian territory, in white. 

Bottom left:
Scenes from the reconquest of Vojna Krajna by the 
Croatian army in 1995, in “Operation Storm”, in which 
around 900 civilians and 400 soldiers were killed, and 
some 150,000 Serbians were forced to leave their 
homes.

Bottom right, top:
Serbian President Slobodan Milošević and his Croatian 
counterpart, President Franjo Tućman, before the hos-
tilities. 

Bottom right, middle:
Croatian General Ante Gotovina, responsible for Opera-
tion Storm, in a poster supporting the case against him 
for genocide at the International Criminal Tribunal for 
the former Yugoslavia (ICTY).

Bottom right, below:
Radovan Karazdic, president of the Srpska Republic of 
Bosnia, before and after his capture by the Serbian se-
cret services ordered by the ICTY.







DIRECTOR’S STATEMENT

“War is a mental illness of the collective consciousness” 

This film springs from my perplexity on realising that war is always unleashed through 
its justification. 

For eight years, I had close links to Serbia. The first time I travelled there Milosevic 
was still in power, a few months after the American bombings. I found it disconcert-
ing that everybody I met that first time seemed to be in incredibly good humour. The 
wounds of the Belgrade bombing were festering all around us, but I had no earlier 
impression to compare it too, and it seemed to me anything but dejected. The only 
thing that set it apart from any other city was a certain neglect, regular traffic jams 
due to some bridges that had been destroyed, and the almost sculptural remains of 
bombed buildings. 

During those first few days I understood the theatrical sense of war, its epic yearning. I 
saw the persistence of its echo, produced by its own reverberations. I understood the 
canine sense of war, in which strutting always accompanies and shapes aggression. 
And its expansive sense, like a hurricane that can flatten several ministries in a single 
scream. I understood its essential nature, and I saw that all the analyses surrounding 
war, which are inevitably biased and incomplete, feed into this resounding echo. 

And then, I came to the perhaps illusory conclusion that the concept of impartiality 
is what binds and fuels social experience, and that what we call “conflict” is simply a 
localised descent into partiality. War operates graphically, as in the two branches of 
the letter “Y”. All conflict involves traumatic loss of the primordial unified identity, an 
escape towards inhumanity, an acceptance of partiality.

Many theories support the idea that humanity is a single organic whole, and that 
its individual members form an indivisible part of it, like cells in a higher life form. If 
this is true, the phenomenon of war would be an illness of humanity. But Antoine de 
Saint-Exupery’s famous claim that “War is a disease. It is like typhus” would not be 
entirely accurate. Typhus is an external pathogenic agent that infects the body and 
reproduces itself within it. War is fuelled by conflicts among cells of the same kind, 
from the same body. As such, war would be an endogenous disease, like genetic, 
degenerative and autoimmune illnesses, and also like mental illness. If we extend the 
analogy to equate brain and government, the latter description seems particularly apt. 
Which would mean that we need to develop an overall therapeutic theory that allows 
us to psychoanalyse the collective unconscious.



“Rape as strategy”

The never-ending list of conflict is not exclusive to the Balkans. The disease of war 
has been around always and everywhere, like all diseases. This means that eradica-
tion is a global issue that requires the efforts of the body as a whole and all its mem-
bers individually. 

The many psychological consequences of war – which affect victims and aggres-
sors, and also aggressors who were previously victims and vice versa – are part of 
its expansive echo and contain the seed for its resurgence. 

The rapists of the 20,000 women who suffered this humiliation in the most recent 
Balkan wars were very aware of this. Either that, or they did it instinctively.

“War rape occurred as a matter of official orders that were part of a military strategy. 
During the Bosnian war, so-called “Rape camps”, aimed at the birth of a new gen-
eration of Serb children, were reportedly used. The purpose of these camps was to 
impregnate the Bosnian and Croatian women held captive. Because of the patrilineal 
make-up of their society, in which children inherit their father’s ethnicity, this was 
used as a method of ethnic cleansing. In the camps, women were kept in confine-
ment until the late stages of their pregnancies.” 
http://en.wikipedia.org/wiki/Yugoslav_Wars

In any case, paradoxically, simply mentioning this already contributes to the rever-
beration mechanism by which war expands itself.

“The forgetting of dreams”

“If the movie’s too short, I’ll just put in a dream.”
Luis Buñuel. My Last Sigh.

I have tried, though I may not have succeeded, to make a film about a real war that 
somehow avoids being part of the expansive echo mentioned above. Or, in order 
words, that does not justify it. I’ve tried to do this through the cinematic strategy 
of creating a dreamlike virtuality that can operate somewhat like the subconscious, 
hiding instances of guilt and hate through symbolic subterfuge.

The list of wars in the history of the Balkans is as difficult to remember as any other 
long series of random facts. It is easier to remember those that took place near the 
beginning or the end, but we tend to forget the ones in the middle unless they are 
meaningfully interlinked. The apparent meaninglessness of dreams leads us to for-
get them, which is the best thing that can happen to a war. Freud writes: “All that is 
orderly and coherent is really put into the dream during the attempt to recall it (…) 
but the modifications that the dream undergoes in its revision by the waking mind 
are not at all arbitrary. They preserve an associative connection with the content, 
whose place they take, and serve to show us the way to this content, which may 
itself be a substitute for yet another content.”

Ultimately, what can be psychoanalysed is not the dream, but our own self-analysis 
of the dream. So whether we tell this story in one particular way or another will de-
pend on us. 

This film aims to show – almost with a psychoanalytic intent – the difficult moment 
of recreating meaning as we collectively awaken from a nightmare of war. 



“Even if it is fiction”

Soldier’s dream, 23 July 2006, inside a cardboard box, in a mountainous area of 
the interior of Croatia. --- In an area not far from where I am sleeping, I see a wom-
an wearing a hooded top. She is barefoot. She sits on the rocky ground, and places 
a pair of scissors on a railway track. When the scissors start moving along the tracks, 
I realise that I am not really there. On the other end of the tracks, somebody picks up 
the scissors. I recognise him as one of my fellow-soldiers in the battalion. They have 
the following conversation from afar: She asks - Are you there? Can you hear me? 
I’ve had a son. He answers – So… What the hell have you done with the boy? Why 
must you lie to me? Then she gets up and loses herself among some railway ruins, 
and suddenly, in the air, a military aircraft explodes in two. 

Self-analysis. --- I see a woman wearing a hooded top. She is barefoot. This is 
clearly my sister’s friend who worked as a clown in the village circus. She hadn’t 
lost her shoes, it’s just that she always went barefoot. I felt vertigo when I saw them 
send objects down the train tracks, because I sleep on those same tracks. I don’t 
understand why she is opening up her heart to my fellow-soldier. Did they know each 
other before I raped her? Why didn’t he ever talk to me about it? Am I so frightening? 
I immediately have to think that he is a coward. Sometimes he wears sunglasses to 
hide his face. And he’s afraid to get closer, that’s why they have to talk like that, from 
a distance. He is a living corpse. And the crime he committed against her is much 
worse than mine. He betrayed her. He kept quiet when we had her in the caravan. 
Nobody knows if the child is his or mine. And he seems to be desperate, much more 
than her, who has lost her illusions. Why must you lie to me? he asks her. When in 
fact he has lied to her. The explosion of the airplane is the explosion in his head.

Girl’s dream, also on 23 July 2006, inside a van parked on the shore of a lake in 
the same mountainous area of the interior of Croatia. --- I am naked on the shore 
of the same lake that I am sleeping beside. I draw the outline of a baby in a notebook. 
My dog is with me. In the distance I can see the house where my friend’s family live. I 
see her sitting beside her mother on the sofa. Her mother says: -The truth can never 
be told twice. There is only one truth. Her father plays the piano in another room. 
Outside the house, my dog is playing, in the river, trying to destroy the pen with which 
I drew the baby. Through his eyes, I watch myself abandoning my son in the forest. 
Some soldiers appear further up the river. My dog confronts the one who will rape 
me. The soldier shoots him and I wake up. 

Self-analysis. --- I am naked. I’ve always felt naked, although mentally rather than 
physically. I’ve always been see-through, in the same sense as my lover – the soldier 
I saved when it seemed as if he had already drowned – who told me that he had felt 
full of holes, as though the fish had swum right through him. I like being near water. 
I also like to draw. Everything here is comforting. So are the people who live by the 
river. They are my family now, they have passed right through me. They were inside 
me for nine months, and now they’ve come back to the river, back home. My friend 
smiles. Her mother tells her things that are true. Where is my mother? Where are the 
people who could have accepted me again, by accepting my son? I’ve abandoned 
them in the river. In a river of death, infested with soldiers. Through his eyes, I watch 
myself. Who’s there? Is that me leaving a baby on the ground? Who’s watching me? I 
am somebody’s dream. I have never been here. I won’t stay. I have never had a child.









TREATMENT

 

“Whenever I’m asked where a film comes from, I never know how to explain its ac-
tual birth, the delivery, the big bang, the first minute.”

Michelangelo Antonioni. Chronicle of a Love that Never Was.

Aside from having no budget (in other words: in the name of total creative freedom 
and with attention to the details of the craft, but also with no money to pay anybody, 
no professional actors, no hotels, no catering, and no technology other than a semi-
professional video camera and a laptop, and having to knock on doors with the final 
cut to find a producer willing to invest in professional mastering), this film had no 
initial script. This means that the script and the filming took place in parallel, and the 
writing process interfered with the material we had already filmed. This often opened 
up new paths, but it closed existing ones even more often, although the dominion of 
text never triumphed over that of images.

The slow awakening – which would eventually also become the subject of the film 
– emerged from a collision between footage that existed long before the idea of mak-
ing the film came up. On one hand, I had faithfully filmed a grandmother’s return, 
after many years in exile, to her village and to the house that had been destroyed in 
the war. On the other, I had started a series of short films that revolved around the 
theme of horror, and these had given rise to some micro-plots about a dead soldier 
floating in a river and an abandoned baby. I also drew in other previous works, and I 
discovered that they could all be mixed around on the editing timeline like colours on 
a painter’s palette. 

The very different registers, which initially seemed as difficult to mix as oil and water, 
ended up as ingredients of the split between dreams and reality. The dreams of the 
soldier and his victim appear as a distant, bizarre fiction, while the post-war period 
that they wake up in is painted with the full harshness of documentary. Although it 
was not really a deliberate decision, what emerged was a mix of the Spanish surreal-
ist tradition and the sober essentialism of Eastern European films.

The letter “Y” is the title because of its shape, not phonetics or semantics. It is an ide-
ogram, a graphic synthesis of a bifurcation or a split. This split embodies references 
to the many de-unifying processes that take place in the film. Not just the break up 
of the Yugoslavian union, but also the altered identity of the protagonist, for example, 
who talks to himself throughout the film, telling himself dreams he had during the war 
as though this other self had no connection to the crimes he perpetrated.

This traumatic split in the identity of a whole people is also expressed in the main 
symbolic figure of his dream: a tree growing inside the bombed ruins of his house. 
A tree with roots that go deep into family memory. But its “Y” shaped branches also 
signify the traumatic loss of a unitary identity, the acceptance of irreversible partiality.



SOURCES

The structure of this film is based on material that the filmmaker has authorised 
himself to extract from some of his own earlier works, which were theoretically 
finished, exhibited and filed away. This might seem like sacrilege, but there’s no 
reason why a film should be more definitive and lasting than anything else. The 
best poems are constantly, desperately corrected and revised by their authors 
throughout their lives.

In its conception, “Y” is like an organic puzzle put together out of many visual ele-
ments that had been filmed by Dionis Escorsa when he had no inkling that they 
would one day be part of a fiction film. The work of knitting these elements to-
gether required filming new transitional scenes that would stitch the plot together. 
This deconstruction created a narrative that has a totally different meaning to that 
of any of the many original pieces.

We could say that the film began through the merging of two short horror films 
filmed as part of a performing arts festival in Girona in 2008. The two films disap-
peared as such when they merged into a single plot.

From that point, the film is basically structured by a mix of these two short films 
with ingredients from a further four, which are described in more detail below. The 
first, the surrealist fiction film “Barely a House” was the base for the whole dream 
section of the film, and introduced “the father”, played by Francesc Garriga. The 
other three were already initially based on the post-war period in the Balkans, 
through the eyes of the grandmother Bojana Jelenic, who plays “the mother” in 
“Y”. Bojana is also the protagonist of “Room Service for Bombed Buildings”, 
“Self-Help”, directed by Vahida Ramujkic, and “Storm, Return Home and Other 
Terrible Stories for Children”, co-directed by Vahida Ramujkic and Dionis Es-
corsa. 

The film also includes material from video-installations such as “Butterfly Dust: 
Collection 2”, an insect collector’s display cabinet of human couples making love, 
and “How to Mistreat Falseness”, in which a clown breaks a plant after a slow 
process of growth, which features Vahida Ramujkic, “the daughter” in “Y”. It also 
contains a scene from the interactive digital work “Roots Garden”, which also 
features Fran Blanes, who plays “the son” in “Y”.



Barely a House

The primordial flow of water takes us through a series of forks in time or cracks 
between the different possibilities of life. Like an essay on the evolution of spe-
cies, they take us from the original chaotic movement to the final fossilisation of 
living beings.

Barcelona and Tortosa.  2007  DVCAM  6’48’’  Color.

Director, DOP and editor: Dionis Escorsa
Cast: Raquel Millan, Fran Blanes, Francesc Garriga
Script: Daniel Barbé, Dionis Escorsa.
Sound: Alfredo Costa Monteiro
Production: Nu2, TVC, Generalitat de Catalunya.

Room Service for Bombed Buildings

Six years after the city was bombed by NATO forces, some buildings in Belgrade 
still remain just as they were after the bombings. Inside one of them, the women 
who used to clean and maintain it (including Bojana Jelenic, who acts in “Y”), 
meet there to work as though time had stood still. Their work embodies the meta-
phor of cleaning as a way of un-forgetting and renewal, and also raises the need 
to reclaim these spaces for the city and consider the uses they can be put to once 
they are rebuilt. The anecdotes and stories of daily life that these women tell us – 
or rather, each other – as they work are first-hand testimonies of the meaning of a 
tragedy such as the war, and its consequences in people’s lives in the intervening 
time.   
 
Belgrade. 2004 DVCAM 27’52’’ Black and White.

Director, script, DOP, sound and editing: Dionis Escorsa
Cast: Bojana Jelenic, Gordana Jelenic, Mirjana Hranisa Vujevic, Zorica Perovic, Jordanka Bulovic, 
Natasa Andjelovic, Mikrob, Stevan Vucovic, Milos Milovanovic, Pukovnik Zoran Zabic.



Storm, Return Home and Other Terrible Stories for Children

After a forty year absence, a grandmother returns to the village where she was 
born, accompanied by her daughter and granddaughter. 

Bojana Jelenic left Primislje in long-ago 1941. She had just turned fourteen and 
World War II had just begun. As the eldest daughter in a family of eight brothers 
and sisters struggling to survive off impoverished lands, her father sent her to the 
capital (Belgrade) to make a living as best she could. Once the war was over and 
she had found her feet, she had to take in the rest of the family, one by one, and 
help them to settle in the city.

Now, in 2008, a few years after the last Yugoslavian civil war (in which one of 
the most dramatic episodes, “Operation Storm”, took place precisely in Prim-
islje), the grandmother, her daughter and her granddaughter decide to return to 
Primslje in search of traces of her memory. A journey through history, war and 
untamed nature. 

Primislje. (Croatia.) 2009 XDCAM 49’13’’ Colour.

Directors: Vahida Ramujkic and Dionis Escorsa
Script: Bojana Jelenic
DOP, sound and editing: Dionis Escorsa
Cast: Bojana Jelenic

Self-Aid

Former senior lieutenant of the military medical academy, Bojana Jelenic, now 
retired, opens up her house and shows us how she recycles the dubious USAID 
bags containing flour, rice and other non-perishable food that the American air 
force regularly drops from airplanes in the areas that they had recently bombed, 
and turns them into somewhat more useful items. Taking advantage of the tough 
crash-proof material they are made from, Bojana works her magic with scissors, 
needle and thread and transforms them into suitcases, backpacks, baby beds 
and medical appendages, all of which are possibly more expensive and difficult 
to obtain than flour and rice during a war.

Lipovica. (Belgrade.) 2001 Mini DV 14’49” Colour.

Directed and edited by Vahida Ramujkic
Script: Bojana Jelenic
Cast: Bojana Jelenic
DOP and sound: Rade Radisic
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DIONIS ESCORSA

Artist. 
Director of “Y”

Born in Tortosa (Tarragona, Spain).
lives between Barcelona and Berlin.

www.dionisescorsa.net

Dionis Escorsa started out as a visual artist painting in the early nineties, and grad-
ually broadened the scope of his work to include photography, installations and 
video. 

In 1998 he began creating video-scenographies for dance and theatre companies. 
Highlights include “Solo por placer” and “Flexelf” with Mudances, the company 
led by contemporary dancer Àngels Margarit; “Vacanze”, “Homes” and “One” 
for the company directed by the actor and theatre director Ernesto Collado; and 
“Salvatge cor” with the poet Albert Roig.

In that same period, he also collaborated with the social-artistic-territorial collective 
Rotor, founded by Vahida Ramujkic and Laia Sadurni at around the same time. He 
worked on projects such as the zoological video-mapping of an urban neighbour-
hood in the midst of change (“Poblenow”), the organisation of the “AirAutonomy 
Journeys” to reconsider possible uses of the rooftops of Barcelona’s Ciutat Vella, 
and the invention of a machine for encrypting videopsychomaps, “b4 alphabet”, in 
Brooklyn. 

At the same time, he engaged in autonomous artistic research projects such as 
creating a “Room Service for Bombed Buildings” with teams of cleaning ladies 
in Belgrade, exploring non-linear rhizomatic storytelling through interactive audio-
visual narratives (“Roots Garden”), analysing the paradox of reinserting images 
into the same reality they were taken from in video-installations (“How to Mistreat 
Falseness”, “Slow Light”, “Head on the Floor” and “The Absent One”, among 
others), distributing archives of audiovisual works with Creative Commons licenses 
in public libraries (“U-topian Library”), designing board games based on the urban 
strategies of uncivil behaviour, (“In(civic)”), trying to set up a drug vending machine 
in the middle of a techno music festival (“Pharmacy for a Rave”), putting together 
an insect-like collection of couples making love (“Butterfly Dust”), and kidnapping 
gallery owners in order to avoid holding an exhibition, videoblogging the whole ex-
perience (“Kidnapping the Gallery Owner”).

In addition, he made the short fiction films “Barely a House” and “The Lost Moth-
er”, and co-directed the documentary “Storm, Return Home and Other Terrible 
Stories for Children” with Vahida Ramujkic. “Y” is his fiction feature debut.

GENERIC DIRECTOR’S STATEMENT 

To me, art – and film, which is one of its instruments – is a way of visually express-
ing a series of puzzling concerns that remain with me in spite of the passing of the 
years. Over time I have come to understand that these are the same concerns that 
assail everybody: 

The fork in time entailed in making a decision, or not. 
Indecision itself, as a potential decision. 
The non-linearity of becoming. 
The psychological sense of the duration of actions. 
The consciousness-unconsciousness duality and how it dissolves on a daily basis.
Symbolism in dreams, dream references to any experience or dream references to 
interpretation itself. 
Shared rhythms, the hidden meaning of phases converging when several people 
come together. 
Unconventional forms of communication, the complexity of language and its po-
tential physical shape. 
The routes of desire and their dancing climatic movements. 
The music and arborescence produced by succession and its ever-divisible car-
tographies. 
And the tragedy that brings these powers together in an ending. 
Everything that is irremediable. 
And as such, the individual ethical architectures forged in negation and compari-
sons. 
The dialogues with one’s own absence. 
The character-forming responses and decisions. 
The conflicts and the flashes. 
The idea of ownership. 
Betrayal, or the backwards glance. 
The unforeseen reactions of fear. 
And the science of truth and lies, and their idea of the tailor-made, dynamic world. 
The passages and shadows. 
The abysses, gaps, drawings of the body, lost facial expressions. 
Prior maternity, rivers choked with the paint of the dead, impossibilities. 



RECENT PRESENTATIONS

Exhibitions (e) / Solo Ehibitions (se) / Videoscenographies (vs) / Videoinstallations (vi) / Workshops 
(w) /Actions (a) / Screenings (s):

2009 - 2012, Working process of the feature film “Y”

2009 (se) “Slow light Cinema” Retrospective exhibition. Dispari&Dispari projects. Reggio Emilia. Italia. 
(s) Roots Garden. Introduced by the actor Fran Blanes. Hangar. Barcelona. (s) Recital dia mundial de 
la Poesia. De Albert Roig. Centre del comerç. Tortosa. Tarragona. (s) Barely a house. Carte blanche to 
NU2’s. Festival Movement on Screen. Manchester. Reino Unido. (vs) Flexelf. Companyia de dansa con-
temporánea Mudances, of Àngels Margarit. Teatre Bartrina. Reus / (vs) Teatre Municipal de l’Escorxador. 
Lleida. / (vs) Teatre Principal. Girona. / (vs) Mercat de les flors. Barcelona. / (vs) Festival Mudanzas. Nuevo 
Teatro Circo. Cartagena. / (vs) Teatre Principal. Palma de Mallorca. // (vs) Solo por placer. Companyia de 
dansa contemporánea Mudances, of Àngels Margarit. Centre de Cultura Contemporània L’Escorxador. 
Elx. Valencia. / (vs) Baryshnikov Arts Center. New York. EUA. //

2008 (s) Festival Mapa’09. FOSC. Pontós, Girona. (s) Centre cultural la Mercé. Girona. (vs) Flexelf. Com-
panyia de dansa contemporánea Mudances, of Àngels Margarit. Mercat de les Flors. Barcelona. (vs) 
Solo por placer. Companyia de dansa contemporánea Mudances, of Àngels Margarit. Agora de la danse. 
Montreal. Canadá. / (vs) Teatro de la Danza. San José. Costa rica. / (vs) Auditorio FEPADE. San Salvador. 
El Salvador. / (vs) Central Lechera. // (e) Room service for bombed buildings. Anachronismes et autres 
manipulations spatio-temporelles #2 40Cube Gallery. Rennes. Francia. (s) Barely a house. Sala Parpalló. 
Valencia. / (s) Territoris Dansa. Canal 33. Televisió de Catalunya.  (s) Portrait of a silent poet. Canal de 
videoart ARTV Odisea visual. Chile.

2007 (e) In)civic. Ciutats ocasionals. CCCB. Barcelona (s) Barely a house. Winner of the videodance 
price organised by NU2. Prog. TV3 Territoris Dansa. (s) Berlin-Barcelona. Una Transferéncia Poética. Sala 
Apolo. projectes poétics sense títol-propost.org (s) Cortos Sonoros. SONAR festival. (p) Zev Robinson’s 
selection of works. Optica Festival. Gijón. (vs) 10 Tides. Festival Danza Valencia. Cia Cel Ras. Teatre 
L’altre Espai. Valencia. (e) Flux. Festival de video d’Autor. Caixa-Forum. Barcelona. (vs) Solo por placer. 
Companyia de dansa contemporánea Mudances, of Àngels Margarit. Künstlerhouse Mousonturm. Frank-
furt. Alemanya. / (vs) TanzWrkStatt. Munich. Alemanya. / (vs) Teatre Alegria. Terrassa. // (s) Room service 
for Bombed Buidings. Festival de cine de Malaga. (s) HoritzóTV. La Capella. Barcelona.

2006 (e)  Room service for bombed buildings. Biennal Leandre Cristófol. LLeida. / (s) Agents of change. 
Galerie Paolo boselli. Brussels / (s) Global Living film festival. The Cube. Bristol. / (s) Pantalla Alternativa. 
Zemos98 Festival. Sevilla / (s) Festival del cine pobre. Santiago de Cuba. Cuba. / (e) Trilhas Na Mata 
Digital. Museo de Arte Contemporânea de Niterói. Brasil / (s) Kurz film festival Hamburg. Germany. / (s) 
Cosi fan tutte Film Festival Vienna. Austria. / (s) OVNI observatori de video no identificat. Hall of CCCB. 
Barcelona. / (e) 40mcube gallery. Rennes. France. / (s) Work in Progress. Kurz film festival Berlin. Arsenal 
cinemas. Berlin. Germany. // (e) Vincles alt-terrats. Invisible layers, electric cities. Island 6 Arts center. 
Shanghai. China. / (e) Jornades Terme Raval. La Capella. Barcelona. // (se) Kidnapping the gallery 
owner. Galeria Dispari&Dispari Reggio Emilia Italy. (a) Lost Highway expedition, Itinerary project from 
Ljubiana to Tirana. (a) B4 alphabet. Conflux festival. Brooklyn. New York. (vi) Barulho de fundo. Col-
laboration for Renata Lucas. Bienal de Sao Paulo. Brazil. (se) Use no hooks. Sala de l’Antic Ajuntament. 
Tarragona. (e) What happens? Dispari&dispari project. Reggio Emilia. Italy. (vs) Video for Verges i gossos. 
of Albert Roig. Festival de tardor. Teatre municipal de Tortosa. Tarragona. (vs) Solo por placer. of Angels 
Margarit. Mudances Companyia de dansa contemporània. Teatre de Salt. Salt, Girona. / (vs) Teatre de 
l’Escorxador. Lleida. / (vs) Sala Beckett. Barcelona  / (vs) Festival Sitiada. Montevideo. Uruguay. // (e) Un-
limited videoart. Fundació Miquel Carbonell. Netherlands Media Art Institute. Untouch Art. Ca n’Ametller. 
Molins de Rei. Barcelona. (e) In)civic. At Banco Común de Conocimientos. Workshop organisated by 
Platoniq. CCCB. Barcelona. 

2005  (vs) One. of Ernesto Collado and Tomàs Aragay. Teatre municipal de Banyoles. (w,vi) Tangents. 
Cel.lula St Mori. Girona. / (vi) VAD Festival. Girona. // (w,vi) Roots Garden Festival de artes escénicas y 
multimedia MAPA. Girona. (vs) Solo por placer. of Angels Margarit. Compañia de danza contemporánea 
Mudances. Teatre Lliure. Barcelona. / (vs) Gira por Madrid, Nápoles, Bilbao, Viladecans, Sabadell. // 
(w,a) AirAutonomy Journeys. Organization of the festival in collaboration with the ROTOR collective. 
Barcelona.  (w,e) Parallums CC (toaster). Permanent installation of Creative Commons’ licensed mate-
rial diffusion. Biblioteca Jaume Fuster. Barcelona. (vi) Barulho de fundo. Collaboation for Renata Lu-
cas. Fundación Tomie Othake. Sao Paulo.Brasil. (s) Room service for bombed buildings. Arco. Galeria 
Travesia 4. Madrid. / (s) Feria de Arte de Mexico. Galeria Travesia 4. Mexico D.F. / (s) Beograd nekad i 
sad. Galeria Beograd. Belgrado.Serbia i Montenegro. // (s) U-topian Library. Sala d’exposicions de la 
biblioteca Jaume Fuster. Barcelona (s) Yuxtaposiciones 05, Poetry and polipoetry microfestival. La casa 
Encendida. Madrid. (s) Recortados. Slow Light finalist at Short film festival of Fundación Caja Madrid. 
Madrid.  (s) EXITfest. Novi Sad. Serbia y Montenegro.

FILMOGRAPHY

1999 Media Silence · 1’32’’ 
1999 Head to the ground · 8’ 13’’
2000 The absentee · 3’ 19’’
2000 To say the truth isn’t the truth · 0’ 37’’
2000 Vacance · (for Ernesto Collado, Felix Pons and Xiscu Segura) · Videoscenography
2001 Slow light · 2’ 23’’
2001 How to mistreat falseness · 2’ 57’’
2002 Butterflies collection · 2’ 17’’
2002 Butterflies collection  (making of) · 3’ 35’’
2002 Internal vision I i II  ·  0’ 57’’ / 1’ 30’’
2002 Frozen conversations · 2’ 06’’
2002 Poblenow · 17’ 33’’ · (for Rotor’s colective)
2003 Rabbits for sale · 1’58’’
2003 Sharks aquarium · 3’50’’
2004 Vincles Alt Terrats · (with Rotor) ·  10’ 38’’
2004 Homes · (for Ernesto Collado) · Videoscenography
2004 Salvatge cor  ·  (for Albert Roig) · Videoscenography
2004 The chairman · 0’ 12
2004 Room service for bombed buildings · 18’ 30’’
2005 Roots garden ·  2 hours aprox ·  ryzomatic interactive video
2005 AirAutonomy Journeys · (with Rotor) · 1 hour aprox ·  videoblogg
2005 One · (for Ernesto Collado) · Videoscenography
2005 Solo por placer · (for Angels Margarit) · Videoscenography
2006 Barulho de fundo  · (for Renata Lucas) · 11’03’’, 07’13’’, 08’46’’, 07’16’’ i 10’57’’ in simul 
         taneous loops
2006 Kidnapping the gallery owner  · 30min  aprox ·  videoblogg
2006 B4 (alphabet) ·  (with Rotor) · 1hour 30min aprox ·  interactive video
2007 10 Tides · (For Cia. Cel Ras) · Videoscenography
2007 Barely a house · 6’48’’
2008 Flexelf · (for Àngels Margarit) · Videoscenography
2009 Storm, Return Home and Other Terrible Stories for Children · 45’· Documentary
2011 The lost mother · 7’ 00’’
2012 Y · 1h 33’’ · Feature film



ESTEBAN BERNATAS CHASSAIGNE

Film Producer
Producer of “Y”.

Born in Barcelona in 1973, 
where actually lives.

www.andoliado.com 

Studied Art in Fine Art school in Nantes, France between 1997 and 2001. 

Between 2002 and 2007 he founded and powered, alongside with Clément Darrasse 
and Michael Quistrebert the Foundation 30km/s, dedicated to support and develop 
projects of contemporary artists. Some of the art-paper publishing projects are listed 
here: www.edicions30kms.net 

In 2004 he created Andoliado Producciones www.andoliado.com. 

He produced his first film : “Apaga y vámonos” (“Switch off”) a social-political docu-
mentary film directed by Manel Mayol (filmed in super 16 mm, 87 minutes). The film, fin-
ished in 2005, participated in more than 60 international film festivals and got six prizes. 
Theatrically released in Spain, Chile, France (Cinema Utopia) and Germany. 

2008 Andoliado Producciones co-produced the documentary film “L’encerlement. La 
démocratie dans les rets du néolibéralisme” directed by Richard Brouillette, a Mon-
treal based filmmaker. A Masterclass on neoliberalism, the origins and its mechanisms 
of  sprawl. Best Film at Nyon 2009 and Yamagata Documentary FF. Premiered at Berli-
nale 2009. 

In 2009 he co-produces the documentary “La Casa” by Tayo Cortés. 
The film follows the life of a family of recyclers who survives on the outskirts of Bogotá. 
The film got Jury Mentions (in Leipzig and at the DokFest Munich). 

In 2010, he co-directs with Christian Fuma and produces the short film “Ultimo verano”  
(www.vimeo.com/30348827) an essay about the spanish coast. Filmed in super 16mm, 
Super 8 and Video. With the special collaboration of French music group ACCIDENT DU 
TRAVAIL (Julie Normal & Olivier Demeaux). Finished in 2010. Blow up to 35mm. 

Since 2009 : Producing a documentary directed by Paco Toledo and José Domingo in 
Eastern Island. A portrait without clichés of that far island. More info : www.andoliado.
com/en/projects/view/yorgos 

Actually, and since 2009, is working alongside with an architect for transforming a space 
from a popular neighborhood of Barcelona into an alternative cinema with a bar. 

Waiting the opening of the Zumzeig*zinema during 2013, he published the first comic 
of French artist Pierre la Police in Spanish tongue: “Los practicantes del espanto”. 

VAHIDA RAMUJKIC

Artist.  
Plays “the daughter” in the film
Scenes from two of her films are included in “Y”
 
Born in Yugoslavia in 1973, lived in Spain (1998/2007), 
returned to Serbia (2008). 

www.rotorrr.org      www.irational.org/cgi-bin/vahida/projects/index.pl 

Vahida Ramujkic co-directed with Dionis Escorsa “Storm, Return Home and Other 
Terrible Stories for Children” and directed “Self-Aid”. “Y” uses scenes from both films. 
She also appears as an actress, in the role of “the daughter”. Bojana Jelenic, actress 
playing “the mother”, is, in real life, her grandmother.

In 2001 with Laia Sadurní in Barcelona she founds Rotor Collective that will be active 
until 2006. Initiating series of explorations in public space, in playful and improvised 
manner Rotor is developing its own methods and strategies for learning trough experi-
ence and creative practice balancing on the border between art, activism, and social 
studies. 

Long personal experience and research in the field of administrative procedures for the 
regulation of foreigners in the European Union in 2006 takes form of a book “Schengen 
with ease”. 

Returning to the domestic terrain, during the traveling trough the ex-Yugoslav republics 
in 2006, she initiates “Disputed Histories Library”, collecting history text-books issued 
in different time periods in those regions. This library will open path for the organization 
of series of workshops comparing and analyzing opposed historic narratives as a long- 
term research. 

In 2008 in Cairo she redacts a book “Cairo Integration Diary”. 

After accompanying her grandmother to her birth-place, village in Croatia that she  
haven’t visited for the last 45 years, and which after 90ies wars became part of the 
neighboring state, she prepares a book and a film, “Storm, return home and other 
terrible stories for children” (in 2009), where she stages and illustrates grandmothers 
stories from her childhood and Second World War. 

She initiates series of workshops recycling waste materials of mass production where 
manual transformation is just a pretext for the one that happens on the individual and 
social plan. In 2008 she initiates collaboration with Aviv Kruglanski with the project of 
“Documentary Embroidery”, claiming that embroidery is a technique much more ef-
ficient in documenting reality than photography or video, because it produces less im-
ages in more time. This technique will be practiced in the suburbs of Barcelona, Cairo, 
Bristol, Belgrade, etc. 

Their collaboration extends to other projects such as “Neighborhood Superheroes” 
and “Microcultures”, in collaboration with micro-organisms, where fermentation pro-
cess is experimented in culinary, social and economic sense.



FRANCESC GARRIGA BARATA

Poet. 
In the film plays “the father”, reciting some of his own poems

Born in Sabadell in 1932
Lives in Bellaterra, (Sabadell, Spain).

Francesc Garriga has a degree in Germanic Studies from the University of Barcelona. 
He lived in the Amazon as a young man in the Capuchin Franciscan Order, which he 
later left. Professionally, he taught Humanities, particularly at San Gregorio College in 
Barcelona.

He also worked as an art critic and directed the Spanish edition of the meticulous art 
magazine “FMR”. He was a regular guest on cultural television shows on Catalan televi-
sion network Canal 33, including “Avisa’ns quan arribi el 2000”, where he could bring 
his vast field of interests into play.

From a very early age, his poetry was included in canonical anthologies such as the one 
edited by Joan Triadú.
He was later published by Columna and Proa, and began to win acclaim and awards 
(Jocs Florals de Barcelona).

Publications:

Entre el neguit i el silenci, Sabadell : [s.n.], 1959 (Joan Sallent)
Foc nostre, somni..., Sabadell : Edicicions Riutort, 1960
Paraules, Sabadell : [s.n.], 1962 (Xavier Sallent)
Paraules cap al tard, Sabadell : Sallent germans, 1973
Els Colors de la nit, Barcelona : Columna, 1990
Setembre, Barcelona : Columna, 1992
Del mar als sorrals / pintures de Pere Camps. Els sorrals del silenci / poemes 
d’ell, 1995 (Barberà del Vallès) ; Gràfiques Barberà))
Ombres, Barcelona : Proa, 2000
Temps en blanc, Barcelona : Proa, 2003
La Nit dels peixos, Barcelona : Proa, 2005
Camins de serp, Barcelona : Edicions 62, 2009
Ragtime, LaBreu Edicions, 2011

Awards:

1991 - Vila de Vallirana-Josep M. López Picó de poesia, Setembre
2004 - Englantina d’Or als Jocs Florals de Barcelona, La nit dels peixos
2012 - Premi Cavall Verd 2012 (Mallorca) pel poemari “Ragtime”.

ALFREDO COSTA MONTEIRO

Creador sonoro y poeta visual. 
Ha creado el espacio sonoro de “Y” en varias secuencias.

Born in 1964 in Porto (Portugal)
Lives and works in Barcelona, Spain.

www.costamonteiro.net

Alfredo Costa Monteiro studied sculpture/installation at the fine art school in Paris with 
Christian Boltanski. In 1992, he moved to Barcelona. Since then, his work stands 
somewhere between visual arts, visual poetry and sound. His installations and sound 
pieces, all of a low-fi character, have in common an interest for unstable processes, raw 
materials and gestures, where the manipulation of objects as instruments or instruments 
as objects has a strong phenomenological aspect. 

From 1998 to 2006, he was member of espai 22a, an independent collective for con- 
temporary art. From 2001 to 2006, he was also member of IBA col.lectiu d’improvisació 
In sound poetry, he performs in solo polyglot and noise pieces ( portuguese, french and 
spanish), where sound establishes a different semantics. 

Ongoing projects: Cremaster (with Ferran Fages), i treni inerti (with Ruth Barberán), 
Atolón (with Ferran Fages and Ruth Barberán) and Astero (with Juan Matos Capote) 

He has given workshops at Hangar (Barcelona, Spain), ESDI (Barcelona, Spain), Janácek 
Academy of Music and Performing Arts (Brno, Czech Republic), Arteleku (San Sebastián, 
Spain), Facultad de Bellas Artes, (Pontevedra, Spain), ESAD (Caldas da Rainha, Portu-
gal), Crossroads during John Cage’s Year, (Lublin, Poland) among others. 

He has toured in Canada, Japan and Europe. 

Sound for videos: 

The eye of night by Elena Ferrer, 2010
Tu by Leos Ator, 2010
Aurea naturalis in collaboration with Stéphane Tesson , 2009
Dependencias by Eulàlia Valldosera, 2009
La poca casa by Dionís Escorsa and Dani Barbé, 2008

Poetry publications:

Axiomáticas. F30km/s. Barcelona. 2005
Le Cahier du Refuge. Nº 144. cipM. Marseille. 2005
Lo que no somos, lo que no queremos. Collaboration with Juan Carlos Meana. Gal-
lery Bacelos. Vigo. 2004
Action Poétique nº162. Editions Farrago. Paris. 2002
Full nº16. International research & poetics. RSalvo Edicions. Barcelona. 1996



FRANCISCO BLANES

Filmmaker and performer.
Plays “the son” in the film.

Born in Argentina in 1972,
currently lives in Spain.

Francisco Blanes has a degree in Advertising from the University of Salvador, Buenos 
Aires, and studied film at the National Institute of Audiovisual Arts and the CIEVYC in 
Buenos Aires.

He completed post-graduate studies in the History of Contemporary Art with Dr. Petru-
chansky at the National University of the South, in Buenos Aires. In 2000 he obtained 
a grant from the Spanish government to study the Master in Creative Documentary 
at the Universitat Autònoma de Barcelona, where he co-created the documentary 
“REAL”, which was broadcast by the History Channel and BTV.

He has made numerous short films and performances, such as the famous “Opera 
Punk” and “Me siento mal”, the medium-length 50 minute film “Soc catalá en Ar-
gentina”, which he produced with Cactus Films and sold to TV3 in 2007, and the 
documentary “Contrabando de memorias”, which won an award and funding from 
Festival Maçart, Spain, in 2008. 

As an actor, he has worked in numerous ads and TV series in Spain, and in the interac-
tive video “Roots Garden” by Dionis Escorsa.

In 2012 he began research on the project “Senbla”, on his great-great-grandfather the 
Uruguayan painter Juan Manuel Blanes, and directed and edited a teaser.

JAN HOFMANN

Plays “the dead soldier” in the film.

Born in Berlin, Germany, in 1980.
Graduate in Computing and Music Sciences 
from Humboldt Universität, Berlin.
He works as an independent programmer.

PATRICIA MÄSER

Plays “the victim” in the film.

Composer and performer. In “Y” she performs on 
the violin Bach’s “Herzliebster Jesus” from the 
Matthaeus-Passion.

Born in Berlin, Germany, in 1980.
Graduate in Medicine from the Humboldt Uni-
versität, Berlin.

BOJANA JELENIC

Plays herself in the film. In some sections, her voice 
– which she herself dubbed in a recording studio – 
also plays the role of “the mother”. 

Born 27 February 1925 in Primislje.
She returned to Primislje after living in Belgrade 
for forty years to find her family home in ruins.
Senior lieutenant in the military medical acad-
emy, now retired.

ROGER CARRERAS

Plays “the boy in the river” in the film.

Born in Girona 
Student.

MARIA BIESCAS

Plays “the girl in the river” in the film.

Born in Girona 
Student.

DJURO

Plays himself in the film.

Place and date of birth unknown.
Farmer.
Exiled during the Serbian-Croatian war. Since 
his return twelve years ago he has been rebuild-
ing his house in Primislje and surviving on the 
produce of his garden.

LJUVAN 

Plays himself in the film.

Place and date of birth unknown.
Ljuvan died soon after filming ended.
Farmer. 
He lived in Primislje, in the former district of Vo-
jna Krajna, currently part of Croatia.
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