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Logline

In a remote, abandoned industrial site near a centuries-old ore mine in the Austrian Alps,

a self-taught mechanic runs a business exporting used cars to his native Nigeria. As he pur-
sues his lonely day-to-day activities with wondrous serenity, past, present and future begin
to overlap, and memories of a lost friendship resurface against the backdrop of a mysterious
promise of everlasting resources.

Synopsis

Beyond the race for technological innovation, cartel-like collusion in the auto parts industry,
and the ominous interplay of marketing and emission levels, at the base of the Erzberg mine
in Styria (central-western Austria), can be found a part of the automobile market that is not
yet so alienated. A Nigerian immigrant in Austria, Clift buys old cars in order to disassemble
and separate their parts in a dilapidated warehouse on the side of a federal highway in the
woods before reconditioning them for his former homeland. Carefully distanced and focused,
Movements of a Nearby Mountain describes what Cliff's work entails and what it produces in
connection to bodies and objects. More than merely documenting his skills, the film weaves
together the visible with the invisible and the myths and histories surrounding and pervading
the material world: the waterman, who brought people iron for eternity, the promises and
mechanisms of the market on two continents of the earth as well as life between these worlds

and the end of the chain of exploitation — which is simultaneously its beginning.




Director's note

Movements of a Nearby Mountain is the result of my long-lasting relationship with the film's main
protagonist, Cliff (35), a Nigerian self-taught mechanic, as well as with the site of his garage. I dis-
covered the location and got to know Cliff and his colleague Magnus in 2011 during the shooting
of my film And There We Are, in the Middle, when that film's teenage protagonists played paintball
there. The paintball field has since disappeared, while Magnus quit the business out of exhaustion

five years ago.

I was drawn to make this filmic portrait of Cliff by his optimism, his strong sense of freedom and
his self-respect despite his rather uncertain situation. Cliff leads an existence at the fringes of the
capitalist system and global trade, where its contradictions and limits become obvious, but where
the mighty gravity exerted by its center is still the ruling force. The entire setting, full of traces and

memories, is steeped in a feeling of transience.

The ancient factory hall which Cliff appropriated contains the dilemma of the Anthropocene in a
nutshell: the “movements of a nearby mountain’, the deterritorialization and ultimately the finitude
of the planet's resources. Not far from Clift's garage operates one of Europe's oldest and largest ore
mines, Erzberg (“mountain of ore”). The legend of its discovery involves the capturing of a water-
man, which, in order to regain its freedom, promises “gold for a breath, silver for a lifetime or iron
forever”. To me, this promise of eternity is a reminder of an imminent end, or shall we call it: a new
beginning?

I was intrigued by the materiality of Clift's garage; the richness of its object world that falls onto
you from every corner of the workshop, the diverse languages and accents of the visiting clients
(and Cliff meeting them halfway), and above all the tangible quality of time. The even, unhurried
tempo of Cliff performing his work and moving through space introduces an unearthly rhythm, as
if time has a different quality here, as if Clift's body movements are being met with a slight resistan-
ce, as one would underwater. All of this is amplified by his solitariness.

By recycling patches of Super 16mm footage and sounds which I recorded five years ago for my
short film Of Stains, Scrap & Tires, ] wanted to make this materiality an integral part of the film,
while at the same time introducing an immaterial dimension — Clift's memory of the past, of a
time when he still shared the space with Magnus, the “blue-collar worker”. A time when Clift
shared, if not abundance, at least dreams of a better future.
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Alejandro Bachmann
The Objects and Myths of the Market
Sebastian Brameshuber's Movements of a Nearby Mountain

L.

Beyond the race for technological innovation, cartel-like collusion in the auto parts industry,
and the ominous interplay of marketing and emission levels, at the base of the Erzberg mine
in Styria (central-western Austria), Sebastian Brameshuber discovers a part of the automo-
bile market that is seemingly not so alienated. A Nigerian immigrant in Austria, Cliff buys
old cars in order to salvage them in a dilapidated warehouse on the side of a federal highway
in the woods. Yet “salvage” hardly seems to describe what Movements of a Nearby Mountain
shows us of this work. One would come closer to what Cliff carries out in summer and winter
in nearly complete isolation if one were to name each of the procedures one by one — the
selection, evaluation, disassembly, ordering, labeling, packing, and reconditioning for the
market in his former homeland — that Clift himself performs. Without false romanticism,
the film also depicts (relatively) honest work. How it feels, what happens with breathing

and movement, and the relationships between worker and product that emerge from them
are soaked up in images that always remain at a slight distance (no silly close-ups of sweaty
bodies or fractured cars), expressed in the calm, relaxed, but nevertheless dynamic editing,
and conveyed in the concentrated density of the sound. Everything being considered here
through images and sounds is to a special degree bound to or drawn from the protagonist's

material world. In this sense, the film is a documentary.



II.

Movements of a Nearby Mountain is however also a film about myths and histories and
systems and ideas created by realities (and markets): the block of text at the beginning of the
film briefly summarizes how the iron in the Erzberg (literally: ore mountain) has been mined
since the Roman era and the legend according to which it will never dry up. Cliff twice tells
the myth of the waterman who brings people iron for all eternity — once in German, once in
Igbo. Not only is iron, not only are brake disks and spark plugs exported. An idea and a pro-
mise are also exported. With each of Clift's resold cars, Erzberg also comes closer to Nigeria.
Behind the visible, physical work, the film reveals a narrative dreaming of the global market:
when Cliff disassembles the motor of a chosen vehicle that is elevated in the air by a forklift
and encased in plastic wrap, it somewhat resembles a gemstone and a cocoon and the soon to
be exported motor becomes a symbol of a wish for the constantly renewed creation of value.

One wants to think that the trip to Nigeria does not feel like a homecoming for Cliff. He

even looks isolated in the market and later goes on a walk alone in the woods. Not a return

to nature, but rather the feeling of isolation; the presence of animals and insects, the wind
and the ground. Pausing, he looks at his phone for a while, just as he did at the beginning of
the film. We see an image of his friend Magnus on it who is (probably) sitting on a rock near
the warehouse in Styria, a little like a waterman, in blue overalls and with a phone to his ear.
Magnus appears again and again during the film. A ghostly presence, we do not hear his foot-
steps, but he nevertheless speaks — very concretely — about auto parts and taxi businesses in
Nigeria. Stories and thoughts constantly jump out of the documentary observations, inciden-

tal and yet insistent, and create connections between the objects and people.

III.

On a diffused, foggy threshold Movements of a Nearby Mountain moves between the material
world and the ghosts surrounding it — the market, money, and myths deposited in it. On one
hand, the world's concrete, haptic physicality, the presence in the present and its imperma-
nence, the rust (which is also repeatedly a subject of the minimalistic “poetics of negotiation”
between Clift and occasional buyers who pop up), traces of the neighboring, abandoned
paintball field, and the feeling that Magnus was once there, entirely real, as Clift's friend, bro-
ther, or business partner. On the other, the myth of eternity, the legends of never-ending raw
materials, and the chain of exploitation derived from them, the suspension of time and space.
At the end, the sound of Nigeria's heat in December is laid over a long, hypnotic phantom
ride through a wintry Erzberg landscape, a foggy mountain in the distance. Cliff, the iron, the
market — they are always and everywhere together, strangely present, even if they can also
hardly be conclusively placed.

(Translated from German to English by Ted Fendt)



Essay on Movements of a Nearby Mountain
by James Lattimer

The tools are rudimentary, but they get the job done, the bread knife, the hammer, the drill
and its various attachments. Screws are removed, wires sliced through, and entire sections
disassembled and put aside, sometimes with patience, sometimes with brute force. He works
alone and it takes time for the individual parts to emerge from the whole, the ones stacked
up in the far corner of the warehouse, the bumpers, the exhaust pipes, the tires, like bones
scrubbed clean of flesh. When the old engines are hung up to let the oil drain out of them,

it's as if they're suspended on meat hooks, afterwards they're wrapped in cling film, although
they hardly need keeping fresh. He usually works in silence, except for the few times he hums
a song to himself, the tools also bang, metal scrapes across the floor and motors run; every
clank echoes. The space is large and the camera is as patient as he is in exploring it, first pick-
ing out the different sections of the hall, before stepping out to the forecourt outside, weeds
pushing up through the concrete, to the small hut where he cooks, to the bridge where he
collects the water from the stream; the steep wooded slope behind the fence is already part of

the mountain.



Later on, the view widens, to take in the paintball field, the terraces carved into the rock,
some bare, some already green, and the quarry from which iron still flows, just as the water
sprite promised it would, albeit without saying in which direction and which form; the road
now leads south. Sometimes the trees have leaves and sometimes they don't, sometimes it's
brighter and sometimes it's more overcast, but up here the quality of the light hardly seems
to change across the seasons, the window panels on the upper half of the warehouse are
milky enough to diffuse the sun's rays anyway, only adding to the sense that this is a place
apart, a separate realm; when he starts talking to himself, about the details of the work, about
the paintballers across the way, about Nigeria, it can feel like someone else is there. He does
sometimes have visitors, they stop in to buy or sell or both, they talk wear and tear, ages and
brands, they haggle, they speak German together, but it's seldom their mother tongue, just
the lingua franca of this realm, of this economy, of the time. Perhaps some of them have come
thanks to the cards he leaves tucked into the doors of the parked cars, of which there are

far more than people, these are the only moments he leaves the warehouse. When he drives
trough the surrounding landscape to distribute them, the light is different, greyer, colder that
it is at home, like something dimmed, diminished, nearly used up.

The torch passes over many things in the darkness: names and numbers written in dust on
the windscreen, another engine wrapped in clingfilm, the door that leads to the other room,
fronds yellow in the light, more vegetation behind, far too green for Austria. The voice, his
voice, speaks once in German, once in Igbo: a golden foot, a silver heart, or an iron hat, a
mischievous finger pointing to the nearby mountain, an end to enslavement, an echo over the

valley, the sound of laughter.




“Cinema as an open space involving things not visible at first glance.”

Talking to Sebastian Brameshuber about Movements of a Nearby Mountain
By Alejandro Bachmann

Alejandro Bachmann: Movements of a Nearby Mountain is not your first film dealing with
Clift's work. In 2014, you shot a short film about him, Magnus, and another colleague — Of
Stains, Scrap & Tires. If we put the films side by side, there are strong similarities — the sub-
ject, in some places the film's form as well, for example the extended tracking shots from a
car when Cliff and his colleagues are looking for vehicles to buy—but also differences — one
of the men seems not to be there anymore and in the new film, it is uncertain if Magnus is
still there. What changed between the two films — very concretely on location, in reality, if
you will, but perhaps also in your view of the topic and then in your search for the form of
the film?

Sebastian Brameshuber: Magnus left the export business even before the editing of the short
film was finished. It was too stressful for him because there was constantly more competi-
tion and the conditions were constantly becoming tougher. In the raw footage for Of Stains,
Scrap & Tires, there's a scene where he sprays over his phone number at the entrance to the
warehouse. I found this image very strong: a short, unsentimental gesture with which he
closes this chapter in his life. For me, the beginning of a new film was already present in this.
I mainly stayed in touch with Cliff, probably also out of a feeling of mutual respect. Clift and I
agreed very quickly that we wanted to make another film together. Since it then took a while
to finance this project, our acquaintanceship could turn into friendship. I was impressed by
how in spite of all adversity, Cliff continued on with the transcontinental used car business.
There are very concrete efforts from the Austrian scrap metal lobby so that the metal —
which leaves Austria in the direction of Eastern Europe and the African continent in the form
of used cars and spare parts — remains in the country in order to supply their expensively
purchased and not very active shredding facilities. Metal recycling is a big business.
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But not only did the framework for Cliff ‘s business model change, his immediate surroun-
ding did too. When I visited him again one day in the warehouse, the paintball field had sud-
denly disappeared and part of the location's acoustic backdrop along with it. But the traces
of the tires stacked on the field for many years were still there, photographic imprints created
by the weather, framed by a bit of moss and grass that had grown around them. Imperma-
nence is clearly one of the strongest themes that interested me with Movements of a Nearby
Mountain; the different times and temporalities superimposed in this location. Photographic
traces of Magnus' presence in this location also existed in the footage shot for the short film.
Looking at it again, I noticed that there were moments with him again and again in which he
strangely appears or disappears, like a phantom; a peculiarity that I've also often experienced
in real encounters with him. Out of this eventually came the idea of giving Magnus an imma-
terial presence in the film, but with a casualness that also allows for a more material interpre-

tation.

It was actually a lack of gear that led to the short film consisting exclusively of static shots. It
was cold and we didn't have a heated eyecup for the camera, so that the viewfinder would fog
up as soon as Klemens Hufnagl tried to shoot handheld. Therefore some of the footage was
unusable, for example a scene with Ibolya and Gusti, the junk dealer couple from Hungary.
But now they appear twice in Movements of a Nearby Mountain. At that time, we had also al-
ready shot with one of the two Bulgarian dealers, but the scene couldn't be used for the same
reason. I found it interesting how the need for used goods being dealt with here is not only in
Africa, but also just beyond the Austrian border in Hungary, in further parts of Eastern Eu-
rope. So there was also a chance in this location to describe relations in our world with a
higher degree of complexity as had been possible in my previous short film.
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In Movements of a Nearby Mountain, I also wanted to achieve a higher degree of cinematic
complexity, using a more varied formal structure, with a procedural way of working rather
than rigor as its most important principle; the “directorial claims”, so to speak, were to be
outbalanced by forms of possibilities. The latter should maybe even take preference over the
former. I think the meandering quality — already present in the structure of the short film
and something that I am in fact striving for — finds a new quality in Movements of a Near-
by Mountain, above all in terms of the camera, in relation of the moving to the static shots.
In fact, I also found that film was not the right choice for the short in filming this location.
The texture of film stock always evokes a nostalgic desire for materiality and tactility and in
this case both were already present in abundance: different concrete, wood, glass, and metal
surfaces, wood shavings, rust, dust, scratches, dents, splashes of paint. The materiality of film
stock actually worked against the materiality of the location. So this time we shot digitally in
4K (although with old Super 16mm Zeiss lenses), allowing Cliff's warehouse to be discovered
in slightly surrealistic detail on the movie screen. It sometimes reminds me of those polished
and unbelievably detail-rich oil paintings. I think the ghostliness, the immateriality of digital
images gets at the material richness of the location very well; there is already a visual tension
in the choice of the working tools alone.

A.B.: Let's stay with the camera briefly. It is interesting that you eschew getting really close,
which might have been obvious for some people: Cliff's muscles, the car materials, the rough
physicality of the work, these kinds of things offer space for “visual spectacle.” But I like that
in Movements of a Nearby Mountain, the camera is in a way unobtrusive, it takes a step back,
generates a relaxed balance between Cliff and the space around him. This generates a dis-
tance that lends a calm concentration to what is shown. And then there are moments where
it formally draws attention to itself, like when Cliff and Magnus are outside looking at the
paintball field and it pans back and forth, or also in the three long tracking shots that appear
at the beginning of the film, at the beginning of the sequence in Nigeria, and at the end...

S.B.: For Klemens Hufnagl, who was behind the camera, and I, it was never a question of get-
ting closer that way. At the end of each day of shooting, as we looked at the footage, it simply
telt right. Movements of a Nearby Mountain is the fourth film we've made together, so we've
developed an understanding and shorthand. Spectacle as a “harvesting” of the most spectacu-
lar images, sounds, or also situations has never interested me, rather the truth and poetry that
are in the everyday and that are revealed in a particular way in cinema. Here it's first of all
about looking closely and being patient, so two components that are diametrically opposed to
spectacle.
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At the same time, there is an insane amount to look at and listen to in this film. The pleasure
of looking and sensuality definitely have much more meaning here than in my previous films.
But of course the camera deals intensely with the overall relations that are revealed in Cliff's
solitude in this massive warehouse. The size of the warehouse also contributes strongly to the
feeling that Cliff is entirely alone here. That's also an example of the kind of “truth” cinema
can reveal since in this case we are dealing with a kind of mythological framework in the
everyday: the one person (man) in a foreign country who dismantles cars with his bare hands
in a secluded warehouse in order to then continue on to another continent. I'm overemphasi-
zing to articulate this more clearly. The film is also constantly offsetting this impression. But
this in the film and it communicates with our cultural memory.

In the scene where Cliff and Magnus comment on the paintball game, the camera becomes
independent for the first and only time in the film; there is no driving or movements of the
characters to motivate the camera movement, at this moment it is autonomous, first panning
around and finally turning a full 360°. This might be compared to using italics or quotation
marks in a text. For me, this is the film's central scene, in which the past, present, and future
appear at once, where the borders between reality and fiction as well as the relationship be-
tween time and space are lifted.

The tracking shots have another quality in regards to the camera as the scene I've just descri-
bed because the car is moving and thus the camera along with it. I liked them in the short
film already because it is an easy way to establish the off-screen space, which has always been
an important component of my films. Besides, there's a close relationship between cinema
and car rides — the view through the windshield, landscape films that one experiences while
sitting. I like the interpretation of these as phantom rides, as you expressed it in your essay. If
this feeling sets in, then I think that the most important elements I've worked and played with
in this film, have come together. Not only have my ideas come together, but all of the people
who have worked on the film too — over long periods of time or at decisive moments. All of
these decisions are ultimately the result of a dialogue, with my co-editor Dane Komljen and
the artist Barbara Palomino Ruiz, Johannes Schmelzer Ziringer, who was responsible for the
sound through to the mix with Simon Apostolou, just to mention a few of the most import-
ant ones next to the more obvious roles of Klemens Hufnagl and Jenny Lou Ziegel behind the

camera.
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A.B.: For me, the tracking shots, especially at the beginning of the film just as at the begin-
ning of Of Stains, Scrap & Tires, have another interesting effect that is related to one of the
film's central, if never explicitly formulated subjects: we wonder who is looking? Who is
driving through Styria here and in search of what? And then this is resolved when Cliff gets
out and sticks his flyer behind a car's windshield wiper. So one of the film's main subjects is
established in the first shot: whose world are we encountering and how does this world relate
to the one that we may usually connect to the scenery of Styria, mountains, long, drawn out
streets, and small places?

S.B.: Yeah, although in the short film there are oft-screen conversations in almost every car
ride because at that time Cliff was not yet going around on his own. Now it is silent, Cliff only
once hums and whistles a religious hymn about eternity: “Ebighi-ebi” The oft-screen space is
first and foremost visual and when Clift gets out it becomes clear that this is a searching
movement, a searching gaze. I've often accompanied Cliff on his drives, during which he has
told me that this is the most stressful part of his work because he feels very exposed because
of his skin color and reactions to it. The shield between Cliftf and the world through which he
looks out from inside his protected car conveys something of this feeling, describes a distan-
ce, and is perhaps also a kind of a protective membrane. It's a possibility to subtly describe
Clift's inner life without making him talk explicitly about it. The tracking shots therefore
stand in stark contrast to Clift's everyday life in the warehouse, since he feels extremely com-
fortable there. I can remember that with the short film, right at the beginning, some peop-

le got the sense that Clift (and his colleagues) were criminals. If both of them had spoken
German oft-screen and not Igbo and if a white guy had gotten out to look at the car, another
impression would likely have arisen. It is already hard enough with texts to control the mea-
ning so that the “right” message comes across. With film, we often talk about visual vocabu-
lary, but the interaction is obviously endlessly more complex. Consequently, my aspiration as
a filmmaker is not to convey a certain message, but to make my films open and multifaceted,
to complicate things, and to hone in on issues.

A B.: The relationship to Clift is not only relevant in regard to his surroundings in Styria, but
also in light of you as a filmmaker. At the latest in the scene you described above in which
Cliff and Magnus look at the paintball field, we encounter staged images in which both par-
ticipated and acted. Can you describe a little the relationship during the shooting? I'm also
wondering what roll you, your film, and the collaboration have played for Clift, what does
the film mean to him?
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S.B.: I'd have a hard time speaking for Cliff or about what the film means to him. I can only
speculate about it. In any case, with Nollywood, Nigeria has a very big low-budget motion
picture industry and there is probably also a culture of non-professional actors through it.
Cliff and Magnus were ready, aside from the documentation, to take part in this “acting” and
interestingly were never irritated when I started to talk about the waterman and different
levels of time. I found that interesting and thought about it even more later. The concept of
time as something linear and forward moving is a European concept that is reproduced in
most films. But the medium of film is suited for using this concept more freely, or even to
contradict it. There has also been meanwhile a very strict division of the profane everyday
and the world of myths that enlightened adults sneer at. At the same time, the need for myths
is obviously huge since they even return falsely objectified in the form of conspiracy theories.
Cinema can be a free space where, in spite of its connection to a material universe, everything
that is not visible at first glance — the “bigger picture,” so to speak — plays a roll.

A.B.: This is also a very nice description of the sense of time that we get in Movements of a
Nearby Mountain: on one hand, there is already something like linear time that gives mea-
ning to many of the activities in relation to Cliff's trip at the end to Nigeria. There is a goal,
things are moving toward something. And at the same time, there are the confusing changes
of season, the absence and presence of the paintball field, and Magnus' appearing and disap-
pearing. For me, there is a strange mixture of propulsion and calm here that I would ascribe
to a place situated between the necessities of the market on one side and the indifference
toward it on the other...
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S.B.: Cliff leads an existence on the edge of the capitalist system and global trade, where the
contradictions and limits of these become blatant, but where the tremendous attraction exer-
ted by their center is nevertheless still the constant, dominating force. A contradictory play
between centrifugal and attractive forces: on the one hand, the centrifugal forces of capitalism
push a not inconsequential part of the population to the edge of society, on the other hand,
there is the attractive force of its center in the form of the prospect of an economic and social
ascent. I can imagine that the tension you're talking about results from this; on the one hand
the urge to make money because economic survival depends on it, but on the other hand a
certain form of calm because materially speaking there is not (yet) too much to lose. This

is constantly shifting, also depending on if it has been a good or a bad day, a good or a bad
week. In your essay on the film, you also mention the “poetics of negotiation” For me, there

is a related tension in the negotiation scenes as well that come out of the dialectic between
necessity and play. In relation to the film's structure, there is a kind of goal with the business
trip to Nigeria. At one point during the editing, I also considered placing this block more
centrally in the film. But my co-editor Dane Komljen and I felt that this would throw the
relationship between film's material and immaterial dimensions off balance. Though I could
certainly have taken the abstraction of conventional conceptions of time even further. In any
case, in Cliff's workshop, there is an almost tangible quality to time because he pursues all of
his activities at the same, even tempo. This has sometimes given me the feeling as if the move-
ments of his body were bumping into a slight resistance, as if there were a very subtle slippage
in the space-time continuum. His solitude and the vastness of the warehouse obviously con-
tribute a lot to this. Besides, the entire place is pervaded by a foreboding impermanence, by
traces and memories, while at the same time not much vanishes, but people do return from
memory, things are supplied with a new or an additional use... In Notes on Kafka, Adorno
writes: “The resurrection of the dead would have to take place in the auto graveyards.”
Godard and Fassbinder read this too. That's why the showdowns in Sympathy for the Devil:
One Plus One (1968) and The Niklashausen Journey (1970) take place in auto scrapyards.

(Translated from German to English by Ted Fendt)
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Director's biography

Sebastian Brameshuber (*1981) studied scenography at the Vienna University of Applied Arts
and cinema at the french audiovisual research institute Le Fresnoy - Studio national des arts
contemporains. Since 2004 his work has been regularly present and occasionally awarded at
film and media art festivals such as the Berlinale, Art of the Real, Viennale, Cinéma du Réel,
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wir in 2014, Bewegungen eines nahen Bergs is Brameshuber's third feature-length film.
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Of Stains, Scrap & Tires (AT, FR | 2014 | 19 min)
Festivals (selection): Viennale 2014, Berlinale Shorts 2015, Prizren Dokufest 2015, Kasseler
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Festivals (selection): Berlinale Forum 2014, Entrevues Belfort 2014, Kasseler Dokfest 2015,
nominated as “Best Documentary” for Austrian Film Award 2015
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Festivals (selection): Karlovy Vary IFF 2009, Istanbul IFF 2010, BAFICI 2010, FID Marseille
2010, Dokufest Prizren 2010, “Best Documentary” at Medfilmfestival Rome 2010
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T +43 660 3922440, E david@panama-film.com

www.panama-film.com

Contact director

Sebastian Brameshuber, c/o Panama Film
Geusaugasse 31/4, 1030 Vienna, Austria

T +43 699 17204045, E sbrameshuber@gmail.com
www.sebastianbrameshuber.com
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