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Alena Slingerova

Mistii a délnici narodni kultury

Obraz umélce v eskych hranych filmech
pounorovych let

Po ,Vitézném tnoru” se ¢eskoslovenska kinematografie, zestatnéna roku 1945, stretavala
se zménou organizace a statusu uméni nejen jako jeden z uméleckych obord, ale také ve
svém tematickém obsahu. Jakykoli motiv z oblasti uméni ziskdval v novém kontextu
zvlastni vyznamy a casto byl pro tento kontext pfimo acelové konstruovan. Z téchto mo-
tivia se v ndsledujici studii podrobnéji zaméfime na postavy umeélcti (i kdyz jejich vazbé na
situaci umeéni jako takového se nelze vyhnout), vystupujici v ¢eskych celovecernich hra-
nych filmech z let 1948 az 1956. Toto ¢asové rozpéti (vymezené priblizné inorovym pre-
vratem a dvacatym sjezdem Komunistické strany Sovétského svazu) zahrnuje jak obdobi
piisného schematismu, tak i zacatek ustupu od absolutnich doktrin. V prvni ¢asti studie
nacrtneme ideologické vzorce vyabstrahované z kulturné-politickych textil tésné popfre-
vratové doby, na jejichz zédkladé bude 1épe ¢itelna tcelovost vybranych filmovych typu.

Ideal nového" umélce

Vyuziti uméni coby ideologického ¢i politického ndstroje je v déjinach nasi kultury po-
mérné ¢astym jevem.” Avsak s nastupem totalitniho rezimu a jeho centraliza¢nimi a nor-
mativnimi tendencemi tato ,instrumentalizace” uméni ziskala na vyznamu a duslednosti.
To s sebou neslo i zasadni zménu postaveni umélce ve spole¢nosti — ¢lenstvi v politicky
fizenych uméleckych svazech a ucast na organizovanych aktivitach se staly podminkami
oficidlni existence.

Umélci byli shora vedeni dvéma hlavnimi sméry: Néktefi ideologové prosazovali
striktni pfevzeti sovétského modelu, po strance organizacni i estetické. S touto ideou ko-
existovala tendence obracet se k narodni tradici, jejimz vlivnym predstavitelem byl histo-
rik a v letech 1948-1953 ministr skolstvi Zdenék Nejedly.

1) S adjektivem ,,novy" zde budeme nakladat podobné jako komunisticky diskurs. Shrnuje v sobé vée pozitiv-
ni, co pfindsi uchopeni moci délnickou tfidou.
2) Srov. Alexej Kusak, Kultura a politika v Ceskoslovensku 1945-1956. Praha: Torst 1998, s. 20n.
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V mysleni o uméni a také ve vystavnickeé a nakladatelské praxi bylo pohotové zaostre-
no na nase klasiky z rdznych umeéleckych obort, jejichz zivot i dilo mohly v patfi¢né in-
terpretaci podpofit tvrzeni, Ze komunisté jsou dédici a pokracovatelé nasich narodnich
tradic. Podobné byly vyuzivany déjiny obecné, jak se miizeme presvédcit napriklad v kniz-
né vydané predndsce Zdenka Nejedlého Komunisté — dédici velikych tradic ceského ndro-
da. Vznikla uz pred rokem 1948. Je zfejmé, Ze argumentace tradici byla pro stranické ideo-
logy spolehlivym nastrojem, ktery byl ihned po ruce. Pro jeho absolutnost je typicky
projev plny superlativi: Bedfich Smetana byl ,,nejnarodnéjsi umeélec”, Alois Jirasek zase
»nejuplnéjsi zachycovatel narodnich tradic®, Bozena Némcova ,,1. v fadé nasich komunis-
tickych a socialistickych spisovatelek®.”

Slozitéjsim tkolem bylo postavit se k Zijicim umélcim. Bezchybny ideal, pouzitelny
jako vzor, zfejmé chybél. Ladislav Stoll mezi novodobymi basniky vyzdvihuje Stanislava
Kostku Neumanna, ale ten se ,.Vitézného tinora” jiz nedozil (zemrel 28. 6. 1947). Typicky
byl fu¢ikovsky model predc¢asné zesnulého velikana (Jifi Wolker, Vit Nejedly atd.)." Velka
¢ast zdanlivé vyhovujicich, komunisticky orientovanych umeélch méla za sebou nezadouci
avantgardni minulost.

Idealni souc¢asny umeélec je tedy abstraktni figurou. Jejim hlavnim rysem je jednoduse
to, Ze tvoti pokrokové, nové, pravé, tzn. socrealistické umeéni. Jako doktrina takové tvorby
se nabizela kniha O uméni A. A. Zdanova, jez vysla v ¢estiné v roce 1949. Zahy ji parafra-
zovaly a dopliovaly také ptivodni ¢eské normativni texty. Pfedepisovana byla predevsim
realisticnost (ovSem zduaraznujici revolu¢ni vyvoj), srozumitelnost a aktualnost. Pfesné
vymezeni normy viak neexistovalo, v ¢emz mizeme spatfovat zamér: ,Svou nejasnosti
Zdanovovy zésady neustale udrzovaly i staitem vyznamenané umélce v napéti, ze se netre-
fi do nepresné formulované stitni objednévky a budou perzekvovani.“”

Ovsem pravé tehdy byli umélci opakované ujistovani o tom, ze jsou svobodni — na
rozdil od doby, kdy jejich existence zavisela na pohybu kapitélu a (ne)vkusu burzoazie.”
Umélcova odpovédnost nema byt chipdna jako omezeni jeho tviiréi svobody, ale pravé
naopak: ,,Ano, poctiva a nad$ena sluzba lidu a ndrodu — tot jedina a nejvyssi tviiréi svo-
boda inteligence, to je i zplisob jejiho nejvétiiho uplatnéni.“” Tak promluvil 27. 2. 1948
k inteligenci predseda vlady a nastavajici prezident Klement Gottwald.

Umélec je v kulturné-politickych textech pounorového obdobi nékdo, kdo v nové spo-
lecnosti potencialné existuje. Spolecnost jej potfebuje, nicméné spravné plnéni jeho uko-
lu je$té neni samozrejmosti. Reakci na to je fada tehdejsich texti s charakterem vyzvy:

Volame vas vSecky, mistry i délniky narodni kultury, abyste v této historické chvili
nezustali stranou Zivé narodni obce, abyste se vyrazné postavili po bok pracujiciho

3) Zdenék Nejedly, Komunisté — dédici velikych tradic ceského ndroda. Praha: Okresni vybor Komunistic-
ké strany Ceskoslovenska 1947, s. 6, 11, 50.

4) Viznapt. Ladislav Stoll, Tricet let boji za ceskou socialistickou poesii. Praha: Orbis 1950. Z. Nejedly, Za
kulturu lidovou a ndrodni. Praha: Statni nakladatelstvi politickeé literatury 1953.

5) Tereza Petiskova, Ceskoslovensky socialisticky realismus 1948-1958. Praha: Gallery 2002, s. 8.

6) Viznapi.L. Stoll,c.d.,s. 143.

7) Klement Gottwald, Poselstvi k ¢eskoslovenské inteligenci (dopis ti¢astnikim vefejného projevu pokro-
kové inteligence v Lucerné z 27. inora 1948. In: K. Gottwald, O kulture a uikolech inteligence v budovd-
ni socialismu. Praha: Statni nakladatelstvi politické literatury 1954, s. 15.
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naroda. Vstupujte do akénich vyborii Ndrodni fronty, pomdhejte zneskodnovat
sily temna a zpatecnictvi, ucastnéte se ¢inné pri formovani pokrokovych sil naroda,
které zajisti nasi krasné zemi $tastnou a dobrou budoucnost. Kupredu, zpatky ni
krok!®

Komunisticti teoretikové/ideologové uméni se stavéli do pozice mluv¢ich lidu, ktery se
dozaduje nového uméni, ktery lépe nez sami umeélci vi, jak ma takové uméni vypadat,
a bude schopen je patfi¢né ocenit. Vznika tak zvlastni rozpor. Totiz spravny tviirce nové-
ho uméni (nebo obecnéji novd tviiréi inteligence) samoziejmé sam musi byt soucdsti lidu,
ale zaroven je v kulturné-politickych projevech z lidu vyclefiovan a stavén az za délniky
a zemédélce.”

Zminéné vyzvy mnohdy nemaji daleko k mobilizacnim vyhlaskam. Lexikum z oblasti

vojenstvi a valecnictvi je ostatné typické nejen pro kulturni politiku, ale pro cely dobovy
diskurs."”

Nezapominejme ani na chvili, Ze u nas, a pravé v kultute, jsou stale jesté dvé fronty:
socialistickd a reakéni. [...] Mnozi, a mezi nimi i néktefi spisovatelé [...], stale jesté
mysli, Ze se zachrani kdesi v jakémsi stfedu. To je oviem omyl. Kde je boj, tam neni
zadného stfedu, a jako ve vSem, tak i v kulture, a tedy i v literature, jde dnes o boj
a ostry a houzevnaty.'”

Je patrné, ze ne vsichni, kdo byli v pfedchozim obdobi oznacovani jako umélci, jsou
tohoto titulu hodni v nové spolecnosti. Dokonce si ¢asto nezaslouzi v ni viibec existovat.
Byvaji oznacovani jako zpatecnici a reakcionari nebo jsou jednoduse ,,umélci® v uvozov-
kach ¢i tzv. umélci, pry umélci, pseudorealisticti bridilové. Hodnoceni nekalych Zivli na
poli kultury miize byt ale i mnohem radikalnéjsi. Jaroslav Boucek roku 1950 oznacuje
v Tvorbé existencialisty jako ,,piSici esesmany®,'? v dile Ivana Andrenika podle Ladislava
Stolla ,,doziva mnichovanstvi a protektorat'?

Vedle vile¢né metaforiky je typickym zdrojem obrazné ideologické reci také boj s cho-
robami. Transparentniho kontrastu zdravi a nemoci a pisobivosti fyziologickych metafor

8) Provolani kulturnich pracovniki z 25. iinora 1948 Kupfedu, zpatky ni krok! Citovano dle sborniku Sjezd nd-
rodni kultury. Sbirka dokumentii. Praha: Orbis 1948, s. 8. Text je oti§tén na za¢atku sborniku jako prvni
z predsjezdovych dokumentt.

9) Viznapt. Z. Nejedly, Dnesni akoly pracujici inteligence. In: Z. Nejedly, Za kulturu lidovou a narod-
ni. Praha: Statni nakladatelstvi politické literatury 1953, s. 74-76.

10) Ze je kultura mistem boje, fikali autofi nezfidka uz nazvy svych studii a ¢lankd. Typicky v nich uzivali pred-
lozky za a 0 s akuzativem — TFicet let bojti za deskou socialistickou poezii (Ladislav Stoll), Za kulturu lidovou
a ndarodni (Zdenék Nejedly), O hudbu zitika (Antonin Sychra) atd. (podobné Za zhospoddrnéni a zkvalitné-
ni organickych povlaki, Za zdravi a hygienu Zeny atd.). Srov. Vladimir Macura, Posledni bitva. In:
V. Macura, St'aslny vék (a jiné studie o socialistické kultufe). Praha: Academia 2008, s. 36-47.

11) Z. Nejedly, O tkolech nadi literatury. In: Z. Nejedly, Za kulturu lidovou a ndrodni. Praha: Stitni na-
kladatelstvi politické literatury 1953, s. 139.

12) Dle Petr Samal, Cesta oteviena. Hleddni socialistické literatury v kritice padesatych let. In: Michal P #i-
ban, Z déjin ceského mysleni o literatue 2 (1948-1958). Praha: Ustav pro ¢eskou literaturu AV CR 2002,
5. 586.

13) L. Stoll,c.d., s 131.

B s seesemsssssses s 2—s . wm 3 5 eeme s en as s === . .t
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hojné vyuziva naptiklad Ladislav Stoll (prestoze dekadentnim umélctim pravé jejich zali-
bu ve fyziologii ostfe vytyka).

Metaforika boje (at uz vale¢ného, ¢i boje s nemoci) ¢ini mysleni o uméni narativnim.
Spolu s Ladislavem Stollem napiiklad sledujeme boj Vitézslava Nezvala s jeho chorobou
(tj. surrealistickym poblouznénim): ,\Vérili jsme tehdy, ze zdrava socialisticko-vlastenecka
strdnka v robustnim Moravanovi zvitézi, piestoze byla zasaZena nebezpe¢nym mikro-
bem.“!¥ Lécba probihala formou kritiky kolektivu, ale v Nezvalové ptipadé predevsim
»praktické kritiky déjin“'>

Absence redlnych vzori mezi soucasnymi tvirci byla svym zpasobem pro ideologii
uzitecnd. Diky ni vynikala sila masy. Dva dny po pfevratu Klement Gottwald efektné po-
hrozil nejen umélctim, ale celé inteligenci citatem Viktora Dyka: ,,Pravé o poméru inteli-
gence k lidu a k narodu plati: ,Opusti$-li mne, nezahynu. Opustis-li mne, zahynes.“'® Né-
kdy se lid, nez by cekal, aZ umélci jeho pozadavky pochopi, ujima tvorby sam (obdobné
i v oblasti priimyslu — namisto ¢ekani na pokrok védy, délnici sami podavaji tzv. zlep$o-
vaci ndvrhy). ,Vzdytlid je pfece také umélec, to jest tvofi si i sim uméni. A jaké uméni!“'”

Neslo jen o lidové uméni v tradi¢nim smyslu slova. Z fad lidu méla vychézet novd in-
teligence. Amatérdti umélci byli (po vzoru SSSR) podporovini festivaly a soutézemi (napt.
Pracujici do literatury v roce 1949). Kromé zminéného dikazu schopnosti lidu vyrovnat
se se zadanymi ukoly lépe neZ lecktery intelektudl, §lo i o soucdst snahy organizovat shora
volny Cas nebo také o vyzadanou chvilu ze strany lidu na novy rezim (délniéti basnici psa-
li 0 své radostné praci, o Fucikovi apod.).'®!

Diilezitym znakem kulturné-politického jazyka potinorového obdobi je jeho pragma-
ticnost. S naprostou samozrejmosti jsou v psani o uméni uzivana slova jako smérnice nebo
pétiletka. O umeélcich se hovoii jako o pracovnicich ¢i dokonce budovatelich. Jsou jim za-
davany ukoly a nabizena $kdla témat vhodnych ke zpracovini. Jejich tvorba ma podléhat
planovani stejné jako prace v tovarndch. Tato racionalizace a plidnovani umélecké tvorby
pusobily i v redlu. Ukoly byly zadévény konkrétnim umélctim, aniz by o né jevili zdjem
(prosluly je ptipad tviirci monumentélniho pomniku na Letné). O postupu tvorby se dis-
kutovalo v kolektivech. V novinovych a ¢asopiseckych referencich o novych filmech na-
chazime informace o tom, kolik ¢asu a materialu usetfila prace v iderkach. Toto viechno
vedlo k potlaceni specifickych autorskych styld, k unifikaci tvorby.

Uméni jako téma nové filmové tvorby

K pozadavkim kladenym na film po unoru 1948 patfi v prvni fadé aktudlnost ndméti.
Film mél reflektovat soucasné déni a podilet se na ném, jak vyplyva i z usneseni predsed-

14) Tamtéz, s. 97.

15) Tamtéz, s. 100.

16) K. Gottwald,c. d,s. 14.

17) Z. Nejedly, O lidové tvotivosti. In: Z. Nejedly, Za kulturu lidovou a ndrodni. Praha: Stitni naklada-
telstvi politické literatury 1953, s. 97.

18) Srov. Michal Bauer, Pracujici do literatury. In: M. Bauer, Ideologie a pamét. Jinocany: H&H 2003,
§..215-273.
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nictva Ustfedniho vyboru KSC ,,Za vysokou ideovou a uméleckou troven c¢eskosloven-
ského filmu®, vydaného v dubnu 1950. Bylo ¢éste¢né kritickym zhodnocenim dosavad-
nich pokust a ¢astecné smérnici do budoucna, oti$ténou a citovanou na nékolika mistech.
Objevuje se zde opét motiv opozdéni umélcu (v tomto pripadé filmait) za jinymi pracov-
niky. Dosavadni tvorba jesté nenapliiuje ulohu kinematografie na cesté k socialismu. Né-
vodem jak ddle pokracovat je, kromé pretrvivajictho pozadavku socialistického realismu,
dlouhy (a navic zkratkou ,,atd.“ ukonc¢eny) vycet aktudlnich naméta cekajicich na filmové
zpracovani.'”

Tematika umélct neni v rezoluci uchopena jako specificky problém. Nové uméni neni
nijak dirazné vyzdvizeno mezi preferovanymi naméty (jako je tomu tteba v pfipadé nové
vesnice). Tomu odpovida nase situace, kdyZ se snazime o popis a analyzu této tematiky —
sledujeme spiSe druhé plany, dil¢i motivy a epizodni postavy. I vyraznou skupinu Zivoto-
pist klasika (filmy o AlSovi, Jirdskovi a Smetanovi) musime chépat spise jako ptispévek
k mytotvornému Zivotopisnému zanru podle sovétského modelu ¢i jako soucast $irsi ob-
lasti naméta z narodnich déjin nez jako filmy primarné o uméni. Usneseni vyslovuje rov-
néz zadouci pojeti historickych namétua:

[Plozadavek aktudlnosti vymezuje také spravné zaméfeni a posln{ historického fil-
mu, ktery nesmi byt proto ani pokusem o tinik ze souc¢asné problematiky, ani samo-
ucelnym zobrazenim urcitého tseku nebo postavy déjin. Naopak, historicky film
musi mluvit k dne$nimu divékovi blizkou a srozumitelnou feci o téch myslenkach,
jez jsou soucasti Zivota a dusevniho bohatstvi dnesnich lidi, i ideji, za néz bojoval
nas lid v minulosti a které uskutecriuje dnes a které jej i do budoucna posiluji.””

Filmové postavy umélct Ize obecné rozdélit do dvou skupin — na ty, které jsou zapo-
jeny do déje filmu, a takové, které svou tvorbou jen dokresluji jeho prostfedi. V pfipadé
druhé skupiny se sice nejedna o filmové postavy v pravém slova smyslu, ¢asto ani nejsou
zt€lesnovany herci, nybrz napiiklad zpévaky a tanecniky, ale i nékteré z nich jsou urcitym
typem zamérné do filmu umisténym.

Jesté nez prikrocime k typologii postav umélcti na zakladé funkce, kterou plni v jed-
notlivych ideologizujicich syzetech, shrneme kratce, v jakych kategoriich profesnich, soci-
alnich a genderovych se tyto postavy nejcastéji pohybovaly.

Na prvnim misté co do ¢etnosti vyskytu jsou jednozna¢né hudebnici. Uméni skladby,
zpévu, hry na hudebni nastroj, popfipadé tance se da vyhodné zakomponovat do celku
audiovizudlniho dila. Dal$im divodem je, zvlasté v tzv. budovatelskych filmech, oficialni
obliba masové pisné.”"’ Hudba je chdpana jako uméni s obzvla$tnim bojovnym potencia-
lem (dédictvi husitt), ale zaroven ,,[a]Z k nejniz§im spodinam lidské duse dovede hudba
sestoupit a slouzit tém nejnizs§im pudim ¢lovéka®*

19) Viz Za vysokou ideovou a uméleckou uroven ceskoslovenského filmu. Rudé pravo 1950, ¢. 92 (19. 4.), s. L.

20) Tamtéz.

21) Srov. Josef Kotek, Déjiny ceské populdrni hudby a zpévu. 1918-1968. Praha: Academia 1998, zvlasté
s. 250nn.

22) Z. Nejedly, O programovosti v hudbé. In: Z. Nejedly, Za kulturu lidovou a ndrodni. Praha: Statni na-
kladatelstvi politickeé literatury 1953, s. 160.
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Dila vytvarného uméni ¢i fotografie jsou sice ve filmech hojné vyuzivana, ale ve vypra-
véni vétsinou neni prostor pro jejich autory. Filmarska sebereflexe je taktéz jevem vyji-
mecnym, a kdyz uz k ni dochazi, je to spise reflexe filmu jako média, nikoli jako umélecké
tvorby (ZAosTRIT, PROSIM!, 1956). Radu postav miizeme chépat jako postavy umélci, ale
i femeslniki (brusici skla ve filmu VITEZNA KRIDLA, 1950, tradi¢né pojaté postavy z filmo-
vych pohadek ¢i historickych filma).

Také pomér umélct a umélkyn neni pravé vyrovnany. Na prvni pohled je patrné, ze
zeny dostaly v pounorové kinematografii méné prostoru nez muzi. Pfedné chybi obraz ve-
liké ndrodni umélkyné. Lze vyslovit i konkrétni jméno — chybi obraz Bozeny Némcoveé.
Tato spisovatelka se objevuje v daném obdobi pouze jako jedna z mnoha postav umeélct
a vlastencti ve filmu REVOLUCNIT ROK 1848 (1949). Ustiedni filmovou hrdinkou ziistala po
cela padesata léta pouze ve filmovych povidkach a scénarich.”

Ceské umélkyné 19. stoleti, jako byla kromé Bozeny Némcové jesté napiiklad Eliska
Krasnohorska ve filmu o Bedfichu Smetanovi Z MEHO ZIvoTa (1955), jsou prezentovany
jako bezvyhradné ctnostné a uvédomélé zeny, pilné pracujici pro narod, avsak chybi jim
prostor pro hrdinstvi a mucednictvi. Krasnohorska vedle zkuseného, hrdinného Smetany
pusobi jako sice nadané, ale nesmélé a litostivé diteé.

Mezi soucasnymi nameéty je genderova problematika pomérné vyznamné zastoupena,
byt predevsim ve veselohernim Zanru. Mladou generaci je naru$ovan tradi¢ni model do-
mova,’ Zena se stava aktivni a sobéstacnou, casto zastava i povolani tradi¢né vnimana
jako vylu¢né muzskd. Ned4 se ale tvrdit, Ze doslo k zdsadnimu zlomu konkrétné v obrazu
umélkyné. V komedii Kupy kam? (1956) se chce muz rozvést se svou manzelkou — vy-
tvarné nadanou ucitelkou, protoze se nehodla smifit s jeji kariérou, jez postupuje na tkor
chodu domécnosti. Déj a vyznéni filmu by se ale nejspi$ nijak nezménily, kdyby Zena za-
stavala jakoukoli jinou profesi ¢i funkci. Jde o obecné dobové téma zameéstnané zeny.”

Jen mélo inovace najdeme v rozmisténi umélci a umélkyn do jednotlivych obori. Vy-
tvafeni hodnot je doménou muzi (vyjimkou je verSujici délnice z filmu SLovo DELA
ZENU, 1952, a vy$e zminénd malitka v Kupy kamz?), zatimco Zeny se uplatiuji spise jako
interpretky (tato tendence vynika ve filmech o hudebnich skladatelich, kde vedle autorti
vystupuje fada zpévacek). Film NEzLoB, KrisTINO (1956) vedle mistra Xavera stavi jeho
pritelkyni Helenu, kterd se jej snazi jen neuspésné kopirovat.*®

HupBa z MaRsuU (1955) nastoluje stereotyp, podle kterého Zeny jsou spise prakticky
zalozené, zatimco vzletu ducha jsou schopni jen muzi, ale vyvraci ho, kdyz i Zeny nakonec
nejen nachazeji pro hudbu pochopeni, ale samy se také aktivné zapoji.

Zcela na okraji ziistava téma umélecké tvorby jako odrazu autorova nitra a intimniho
zivota. Parodické figury precitlivélych umélca, ktefi se snazi svym dilem ventilovat zal

23) VizJiti Uhlit, BoZena Némcovi ve filmu a televizi. Ceska Skalice: Muzeum Bozeny Némcové v Ceské Ska-
lici 1968, s. 84-124.

24) Srov.V. Macura,Domov.In: V. Macura, St’astn}'f vék (a jiné studie o socialistické kultufe). Praha: Aca-
demia 2008, s. 74-84.

25) Srov. Petra Hanakova, Marxova zena byla spofadana manzelka. Zeny, muzi a domdci prace ve filmech
z 50. let. Déjiny a soucasnost 27, 2005, ¢. 12, s. 33-36.

26) Muzeme zaregistrovat, Ze se jmenuje pfijmenim Rendlova, je tedy jmenovkyni snobského kycare Adolfa
Rendla, kterého zname z filmu MikoLAS ALES.

-




ILUMINACE Ro¢nik 25,2013, & 4 (92) CLANKY 1

a vyznat city, se objevily v PYTLAKOVE SCHOVANCE ANEB SLECHETNEM MILIONARI

(1949).?” Neskryvané a neironické sympatie k citové zaloZenym umélcam naproti tomu

zaujimaji adaptace knih Frani Sramka. V pfipadé Krskovych adaptaci z padesatych let

(MEsic NAD REKOU, 1953, STRIBRNY VITR, 1954) se ovSem jedna spise o typy verSujicich

studentd, nezli pfimo béasnika. Vyjime¢nym piipadem je adaptace Sramkovy hry Léto
! (1949), kterou napsal i reziroval K. M. Wall6. Zde se setkavime s nékolika typy literatu
| (také jednou literatkou), ktefi svym uménim rozhodné neplni zadné bojové tikoly. Jsou to
postavy romanticky zasnéné a zbrklé a jejich jedndni je velice senzudlni a nepredvidatel-
| né. Stejné jako dalsi napadné se vymykajici filmy pounorového obdobi i tento vznikl na
zakladé starsiho projektu.”

Komunisticky rezim de facto demokratizoval status hvézdy. V médiich se objevovaly
fotografie délnikt a zemédélct a rozhovory o jejich praci. Umélec uz nemél byt ten, kdo
mad na tyto projevy popularity vysadni pravo. Hvézdam, jaké produkoval kapitalisticky
model kultury, vénuji nejvice pozornosti tfi filmy, které byly scendristickymi relikty minu-
losti a je k nim pristupovano spise s ironickym odstupem. Typické pro né je, Ze svou vy-
lu¢nost zdraznuji vnéjsimi atributy, véetné exoticky znéjicich pseudonymu. V PyTLAKO-
VE SCHOVANCE se setkdvame s modelovym pifibéhem divky z chudych poméra, ktera
touzi po kariéfe u divadla, a také s typem hvézdy unavené svou slavou (René Skalsky v po-
dani Oldricha Nového). Podobnou hvézdou je i mistr Benno Mertens z filmu HosTINEC
U KAMENNEHO STOLU (1948).%

Zcela atypickym pfipadem je herecka Eva Gazdova z filmu CERVENA JESTERKA (1948),
zvlasté prihlédneme-li k jeji genezi. Pfedlohou nebo spi$e jen inspiraci filmu byla humo-
ristickd detektivka Jifiho Maranka Jestérka v cerveném bludisti (1928). Herecka, vystupuji-
ci pod jménem Erna di Garmo v libivé frasce, ptijizdi s divadelni spole¢nosti hrat na ma-
lomésto. Tam sviidnd krasavice vyvold pozdviZeni, svede nékolik pfislusnikd zdejsi
honorace a ziskd od nich kompromitujici material. Vydirdnim si pak divadelni feditel za-
jisti ndvstévnost vazného kusu, kterym by maloméstaci jindy pohrdli. Potud se kniha
i film shoduji. Av8ak zatimco kniha Ernu popisuje jako Zenu lehkych mravii a obsahuje
i pomérné odvazné erotické pasaze, doprovazené lascivnimi ilustracemi Adolfa Hoffmeis-
tera, ve filmu je nam hlavni Zenska postava predstavena jako vyzrala charakterni herecka
Eva Gazdova (v jednom dialogu je napriklad vzpomindno jeji i¢inkovani v Ibsenovi), kte-
ra se do role koketni Erny jen v mezich slusnosti stylizuje. V podani Vlasty Fabianové
predstavuje ojedinély typ hvézdy, kterd svou popularitu a sexappeal pouzije pro dobrou
véc. Diky ni nakonec zdrava ¢ast maloméstského obyvatelstva maze zhlédnout kvalitni
hru, se kterou se na rozdil od hrstky pokofenych snobii nad$ené ztotoznuje.

27) Pracovni nazev Srdce v rozpacich tuto pseudoniternost dobfe vystihoval.

28) Jesteé ve verzi scénafe LETA z roku 1947 je jako vyrobni spolecnost uveden soukromy Lloydfilm. Viz K. M.
Wallé: Léto. Technicky scénaf (1. verze), ulozen v Knihovné NFA pod signaturou S-1030-TS. Praha:
Lloydfilm 1947.

29) Konstrukce této postavy je prevzata od humoristy Karla Polacka, jehoz kniha Hostinec U Kamenného stolu
vysla poprvé v roce 1941,

L]
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Filmovy typ pokrokového umélce

Pokud ve filmech potinorového obdobi hleddme stoprocentné kladné typy umélca, pred-
stavujicich pokrokové sily proti silim reakénim, dopadneme obdobné, jako kdyz jsme je
hledali v kulturné-politickych komentétich Zdenka Nejedlého, Ladislava Stolla a dalsich
ideologti. Predstavitelem pokrokovych sil je pfedevSim pracujici lid, nikoli inteligence.
Pokud uz narazime na typ idealniho jednotlivce z fad umélci, je to postava nékterého kla-
sika 19. stoleti, jehoZz biografie, respektive hagiografie nabizela vhodné rysy a momenty,
vyznivajici jako aktudlni.*”

Hned s nékolika takovymi osobnostmi se setkivaime v REVOLUCNIM ROCE 1848 rezi-
séra Vaclava Krsky. Samostatnych Zivotopisnych filmu, taktéz v Krskové rezii, se v této
dobé dockali Zdenikem Nejedlym propagovani umélci Mikola$ Ale§ (MIKOLAS ALES,
1951), Alois Jirasek (MLADA LETA, 1952) a Bedfich Smetana (Z MEHO Z1voTa). Tyto snim-
ky vznikly jako soucasti rozsahlejsich projektt,’" a to soucasti vyznamné, jelikoz film byl
vniman jako dilezité médium s vychovnym potencidlem. Jako v fadé dalSich oblasti,
i v pésténi zivotopisného zanru byl vzorem Sovétsky svaz. Sovétské Zivotopisné filmy, jako
byl Musorask1y (1950) nebo jiz predvalecna Donského trilogie o Gorkém, jsou v recen-
zich ¢eskych snimkil zminovany coby nedostizené vzory.*” Ani v domacim prostfedi ne-
byl biograficky zanr novinkou, setkdvame se s nim prubézné uz od dob némého filmu. Po
unoru 1948 byl silné zastoupen v beletrii a také nerealizovanych filmovych projektech
(potitalo se napt. s filmy o Bozené Némcové a o Janu Nerudovi).*”

Histori¢nost ndméta filmafim umoziovala zasadit hlavniho hrdinu do nepratelského,
nechapavého prostredi, z ¢ehoZz prirozené vyplyvaji dramatické konfliktni situace. To je
mnohem konkrétnéjsi ukol nez zobrazit kladného hrdinu existujiciho v novém, respektive
teprve budovaném svété. Aspekt tniku je v8ak ze strany tviircti pochopitelné popiran:

Kdyz jsme prede dvéma lety zacali pracovat se s. dr. M. Mickem na namétu filmu
o Mikolasi Alsovi, nebylo rozhodujicim podnétem k nasi préci ani leto$ni vyznam-

30) Ptitomto navratu k tradi¢nim hodnotam mohlo byt ponékud skryté vyuzivano toho, ze v obecném povédo-
mi figurovaly kontinualné (i v mezivile¢né dobé) a puisobily tedy v podstaté jako divérné znamé, pouze s ji-
nymi akcenty. Srov. P. $4mal, Znarodnény klasik. Jiraskovska akce jako prostredek legitimizace komuni-
stické vlady. In: Robert Novotny - Petr Samal akol., Zrozeni mytu. Dva Zivoty husitské epochy Praha
- Litomysl: Ladislav Hordcek — Paseka 2011, s. 457-472.

31) V roce 1951 bylo slaveno sté vyroci narozeni Aloise Jirdska (Jiraskiav rok), o rok pozdéji mél stejné vyroci
Mikolas Ale§ (Alstuv rok) a roku 1954 uplynulo 130 let od narozeni a 70 let od umrti Bedficha Smetany.
Oslavy jubilea posledniho jmenovaného se zapocaly jiz roku 1949 (Smetanova pétiletka). Viz hesla Jirdskov-
ska akce, Jirdskitv fond, Jirdskitv vybor, Smetanova pétiletka a Smetanovy fondy v encyklopedii: Jifi Knapik
- Martin Franc akol., Privodce kulturnim dénim a Zivotnim stylem v ceskych zemich 1948-1967. Praha:
Academia 2011.

32) Jako piiklad citujme vynatek z kritiky na film Mikola$ Ale$ z Rudého préva: ,Na rozdil od nékterych vrchol-
nych sovétskych filmi tohoto druhu neni v ,Mikulasi [sic!] Aldovi® dostatecné hluboce osvétlena tviiréi
stranka AlSova Zivota, jeho umélecky zdpas nad jednotlivymi malifskymi dily a v jeho uméleckém ristu.” Ja-
roslav O pavsky, Mikolds Ales. Rudé pravo 32, 1952, €. 22 (26. 1.), 5. 3.

33) Neruda se objevil jako maly a jiz angazovany Honzik Nerudi v zdvéru REvOLUCNIHO ROKU 1848, pak jako
ptitel Bedficha Smetany ve filmu Z MEHO ZIvoTa a také ve stfedometrazni adaptaci svého fejetonu Kam
s Nim? (1955). Ta ale namisto obrazu narodniho velikana predklada obraz nepraktického bohéma s presnou
maskou Nerudovy obecné zazité podoby.
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né AlSovo jubileum, ani snaha vytvorit historicky Zivotopisny Zanr. Naopak. Nasim
prednim zdjmem bylo nalézt zékladnu, z niz by bylo moZno promluvit co nejpddné-
ji k tém nejpalcivéjdim otdzkdm soucasné tvorby, souc¢asného uméleckého Zivota
a snazeni. [...] Ale§ nami aktualisovin nebyl, Ale$ Zivy je. Kazda véta jeho dialogu
je podlozena dokumentarnim materialem.*”

Zminéné nepratelské prostredi predstavovaly burzoazie a organy rakouské nadvlady.
Naopak pochopeni pro srozumitelnou tvorbu a revolu¢nost mysleni se umélci dostavalo
u prostého ceského lidu.

Umélcova pokrokova politicka vychodiska jsou vidy uvedena na za¢atku filmu zkrat-
kou ¢i symbolem. Mikolas Ale$ v avodni sekvenci uprostied jihoceské krajiny vede se sta-
rym strycem dialog o husitské tradici a socialnim ttlaku, student Alois Jirdsek ve §kolni la-
vici sni o tom, kterak bojuje po boku Jana Zizky, Bedfich Smetana se zase hned v prvnich
minutach filmu celné stietava se zpate¢nickymi nazory staroceského politika Frantiska
Ladislava Riegera.

Nasledné je hrdinovi kladeno mnozstvi pfekazek, které netinavné piekracuje. Vede boj
v oblasti uméni (za jeho lidovost a narodni charakter) i politiky. VSechny tfi potinorové zi-
votopisy Vaclava Krsky jsou vypravény v podobé fetézeni cykld, v nichz se stfidaji uklady
a vyzvy, jejich hrdinné piekonavani a optimistické tony, pricemz hlavni hrdina nikdy ne-
smi rezignovat ani zpohodInét. Zivot umélce provazi ,stfida svétel a stina, jak pise Jifi
Maranek, autor knizni pfedlohy smetanovského filmu, pfizna¢né nazvané Pisesn hrdinné-
ho Zivota.

Spole¢nym motivem Zivotopist je urcité obdobi stravené v ustrani. Mikolas Ales odjiz-
di k mecenasi Brandejsovi na Suchdol, Alois Jirasek je dosazen na misto gymnazialniho
ucitele v Litomysli, nemocny Bedfich Smetana se uchyluje k dcefi do Jabkenic. V téchto
vice méné vynucenych pobytech mimo Prahu lze spatfovat odkaz na tradi¢ni motiv Hav-
lickova brixenského vyhnanstvi, tedy odstranéni nebezpecného ceského vlastence, ale za-
roven vzdy ziskavaji v ramci filmu kladné konotace. Mimo velkomésto ma umeélec blize
k lidem i k zemi (typickeé jsou malebné exteriérové zabéry), i zde dokazuje svou tviirci silu,
ba vytvafi dila z nejvyznamnéjsich.

Obdobi ,,stinu“ jsou provazena i zdravotnimi komplikacemi. Jirasek, za prispéni svych
nepratel, docasné oslepne (ve filmu je podrobné rozpracovana sekvence, ve které plni ne-
smyslny kol opisovani katalogu), Smetana ztrati sluch. Nepfichdzi vak v ivahu natura-
listické liceni umélcovych chorob, ¢i v AlSové ptipadé alkoholismu, které by ohrozilo na-
rodné a socialné buditelské vyznéni celého vypravéni.

Relativné nejpesimisti¢téjsi je snimek Z MEHO ZIVOTA, ktery sleduje Smetanu az po
druhé otevreni Narodniho divadla, na které se dostavi na pokraji svych fyzickych sil. Voi-
ce-over doprovazejici tuto posledni scénu se opatrné dotyka i jeho psychickych problémd.
Nakonec ale tento ponury vyjev prechazi ve velkolepé finale spontdanniho holdu publika.
Napadnad je ale predevsim elipsa mezi komponovanim Hubicky a zminénym slavnym uve-

34) Jan Po§, Mikolas Ales zivy. Pozndmky k filmu o Mikoldsi AlSovi. In: Mikolds Ales. Cesky film o Zivoté
a dile naseho nejlidovéjsiho umélce. Praha: Ceskoslovensky statni film, tiskové a propaga¢ni oddéleni 1952,
5. 6, 8.




14 Alena Slingerova: Mistri a délnici narodni kultury.
Obraz umélce v ceskych hranych filmech potinorovych let

denim Libuse. Veskeré déni v tomto mezidobi ve filmu nahrazuje zabér na stfidajici se no-
tové archy s dily, ktera tehdy hluchy komponista slozil. Neni tu ani zminka o netspésné
premiéie Certovy stény, jak ji li¢i Maranek v predloze, a uz viibec ne o Smetanovych za-
chvatech zufivosti a pobytu v ustavu pro choromyslné.” Pomérné dlouha literarni pripra-
va (1951-1955), a hlavné zdsadni scendristické zmény, ke kterym doslo, svédci o tom, jaké
dilema uchopeni Smetanova osudu asi predstavovalo.” O rozpacitém vysledku narocné
prace mluvi uz dobova kritika, ktera sice film nehodnoti negativné, ale vytykd mu frag-
mentarni strukturu a popisnost.

Zachytit v zivotopisnych filmech dle hagiografického modelu cely zivot umélce az po
jeho konec tedy nebylo zddouci. Naopak neodmyslitelnd byla tematizace mladi. Filmy
MikoLAS ALES a MLADA LETA $ly do kin na zacatku padesatych let po boku mlddeznic-
kych agitek. Oba filmy se ke kultu mladi hlasi uz vybérem dil¢iho obdobi z umélcova Zi-
vota, ktery film o Jirdskovi proklamuje i ve svém nazvu. Smetana, ktery je ze viech tfi
umélct ztvarnén nejkonzervativnéji, na samém konci filmu fika pfi pohledu do zrcadla
pevnym hlasem: ,Tohle Ze jsem ja? Ten stary $edivy pan [...]? [...] Vidyt ja se citim jako
sedmnactilety! A ne jako tenhle vousaty brejlac tady!™*”

Atribut mladi, podobné jako opakujici se odkazy na husitské hnuti, jdou ruku v ruce
s revolucionafstvim a bojovnosti. Dal$im dilezitym prvkem je narodni charakter umélco-
vych dél. Ceskost AlSovy tvorby vynikd vedle jeho kosmopolitnich kolegii z akademie, Ji-
raskovo vlastenectvi zase vedle litomyslskych pseudovlastencti, Smetana odklada shake-
spearovskou Violu, aby zpracoval ceskou Hubicku.

K idealizaci narodniho klasika jesté pripoc¢téme sporadany rodinny Zivot, porozumeé-
ni s nejmladsi generaci (Ale$ détem kresli, Jiraska poslouchaji zaci v hodinédch déjepisu tak
zaujaté, Ze zapomenou jit domi, Smetanovu hudbu si jde venkovska drobotina poslech-
nout az k nému do pokoje), smysl pro humor a v neposledni fadé upraveny, prosty, ni¢cim
neprovokujici zevnéjsek. Idedlni charakter a zaroven obycejnost — lidovost, moznost se
s nadim velikinem ztotoznit, to je kombinace, ktera urcuje obraz pokrokového umélce
v pounorovém filmu.

Hned nékolik sty¢nych bodt s Krskovymi Zivotopisnymi filmy ma muzikalova adapta-
ce komedie Viclava Klimenta Klicpery DIVOTVORNY KLOBOUK (1952) reziséra Alfréda
Radoka. Dva mladi esti umélci — muzikant a malit — beze strachu odporuji vrchnosti
a cizaktim. Objevuje se i motiv vynuceného opusténi Prahy. Nomenklaturni kritika vsak
tento film odsoudila jako formalisticky. Z dne$niho pohledu vynika spise tim, Ze predsta-

35) Telesnou schranku Bedficha Smetany na zakladé exhumace v roce 1987, skladatelovych denikovych zapis-
ki a jinych prament podrobné zkoumal lékar a antropolog Emanuel Vi¢ek. Vedle vysledki jeho Setfeni ob-
zvlasté vynika, jak eufemistické bylo Mafankovo a Krikovo pojeti. Vicek mluvi mimo jiné o syfilidé jakoZzto
pravdépodobné pfi¢iné Smetanovy hluchoty. Viz Emanuel VI¢ek a kol, Bedfich Smetana: fyzickd osob-
nost a hluchota. Praha: Vesmir 2001.

36) Srov.Jan Dvoiéak, Poeticky svét Viclava Krsky. Praha: Cs. filmovy tistav 1989, s. 28n.

37) Jistou roli tu nejspi’ hraje i uchopeni zivotopisi rezisérem Viclavem Krikou, pro néhoz byly mlédi a Sram-
kiv ,stiibrny vitr* celozivotnimi tématy. Do postavy Aloise Jiraska v MLADYCH LETECH si dnesni divik
miize projektovat Jenika Ratkina, kterého tentyz herec, Eduard Cupdk (1932-1996), ztvarnil o nékolik mé-
sicli pozdéji v adaptaci STRIBRNEHO VETRU (1954, premiéra: 30. 11. 1956). Alse i Smetanu ztélesnil Karel
Hoger (1909-1977), ktery v té dobé jiz musel atributy mladi pro svou postavu hledat jinde nez ve vlastnich
fyziognomickych predpokladech.
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vitele pokrokovych sil li¢i jako bohému, lidi, ktefi maji daleko k fadnému Zivotu a jejichz
hlavnimi zbranémi jsou vychytralost a humor hrubsiho razeni.

Kdyz uz se setkime se vzornymi umeélci mimo nepfatelské historické prostredi, jde
o nenapadné typy talentt z tovédren (solista zavodu Tesla v PISNICCE zA GRoS, 1952) i pil-
nych uméleckych pracovnikt (herecka v Unosu, 1952). Bizarni pfiklad z druhé skupiny
obsahuje veselohra Cirkus BUDE! (1954) o cirkusovych umélcich, ktefi jsou ochotni vy-
stoupit ve svém volnu, aby nezklamali zajezd pracujicich.

sUmélec”

Byvald spolecnost umoznovala existenci umélctim, ktefi pro novy svét jiz zadnymi umélci
nejsou. Jejich dilo vznika jen pro vlastni uspokojeni, z dlouhé chvile nebo zavisi na $pat-
ném burzoaznim vkusu. V historickych pribézich je takovym typem tieba malif Rendl
v MIKOLASI ALSOVI.

Burzoazné zhyckanou umélkyni je manzelka primare Pokorného z PRipaDpU DR. KO-
VARE (1949), dialekticky koncipovaného filmu o tfidnich rozdilech a formovani tfidniho
boje v predvale¢né republice (za¢ina podle ivodniho titulku v roce 1935). Pani Pokornd je
ptikladem elegantni, mondénni damy, nepracujici manzelky dobfe situovaného muze,
tedy z perspektivy komunistické ideologie zbytecného clovéka. Stejné zbytecné je i jeji
uméni. To se dostava do zabéru ve chvili, kdy k Pokornym prichazi pani Vasova, jejiz muz,
délnik, pravé lezi s tézkymi popéaleninami na oddéleni pana primare. Vasovou v predcha-
zejici scéné vidime, jak si pfi prani ciziho pradla méacha ruce v horké vodé (a za popalené
ruce svého muze pravé prichazi orodovat). Proti tomu pak jasné vynikaji malif¢ina kieco-
vité elegantni gesta, kterd provadi s paletou a stétcem. Odéna je tak, aby nebylo pochyb
o tom, Ze pravé umélecky tvori, nicméné jeji ,pracovni” bily plast je cisty a nazehleny. Ma-
luje zatisi s jidlem, vinem a novinami dle skute¢né predlohy, le¢ vznikajici obraz je nerea-
listickou kompozici barevnych ploch bez perspektivy (vzdalené muze pfipominat nékterd
dila Henriho Matisse). Na kusu novin jsou zfetelnd pismena PARIS, ukazujici zfejmé na
parizskou orientaci, typickou pro teigovskou avantgardu. Je natolik zaujata tvorbou, Ze se
po Véasové ani neohlédne, nybrz ji jen povySenym hlasem pozada: ,Prosim vas, pojdte
sem, at na vas vidim.“ Pak ji je$té jednou ,,pfesune®, aby nezaclanéla modelové predméty,
a kone¢né ji necha mluvit. Nakonec ji se strojenymi sympatiemi odbude uklidnujici frazi.
Pfi tom v zamys$leni uchopi ticek se $unkou, jako by snad uvazovala o humanitdrnim
gestu.’?

Aby byla jesté vice zdiraznéna zbytecnost pani Pokorné, je této postavé ironicky vlo-
zeno do ust presvédceni o vlastnim vyznamu. Déje se tak ve scéné vecirku ,,lep§ich® lidi:

38) V technickém scénafi ma tato scéna jesté tragikomicky dovétek, ktery se do filmu nedostal: Pokornd ze své-
ho modelu odebird hrozen a jablka a ddva je Vasové pro déti. Pfi tom je v pozndmce zdiraznéno, Ze na roz-
dil od ostatnich pfedmétii (napt. $unky) ma tyto jiz domalovany. Viz Mojmir Drvota - Jaroslav Huld k
- Emil Radok, Povinnost. Technicky scénaf filmu Pfipad dr. Kovére, ulozen v Knihovné NFA pod signa-
turou S-429-TS. Praha: Ceskoslovensky statni film 1949 [dale jen Povinnost, TS], s. 62. Scénaf i jinde vice ak-
centuje pseudohumanismus, ktery je protipélem pevného socidlniho citu ustiedni postavy mladého dokto-
ra Kovare, pokrokového intelektuala délnického plvodu.
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»Touzim po velkoméstg, ale vim, jaka je ma uloha tady na venkové. I zde je zapotiebi inte-
ligence, pane poslance,” fika hlas Pokorné, zatimco v zabéru vidime neuctivy obraz boha-
tého tovarnika, kterému zrovna spadne do klina obrovsky sloupec popela z doutniku. Ka-
mera se otaCi na Pokornou a pana poslance, ktery se k ni nediskrétné naklani a vyjadfuje
umélkyni sviij obdiv: ,,OvSem, ovSem, milostiva pani. Vase malifské nadani, vas pavab,
vade roztomilost hanebné tady uvadnou. Tady mate malo svétla, malo prostoru.“*®

Vedle kulak a sabotéri, coz byli typicti ,,zaporaci“ pounorovych filmi ze soucasnos-
ti, se nepritel obcas projektoval i do postavy umélce. Tito reakcionafi jsou ¢asto uréeni uz
svou fyziognomii. Jisté neni nahoda, Ze do role jazzového muzikanta v PANU NOVAKOVI
(1949) byl obsazen Karel Effa a v Unosu Milo$ Kopecky. Jednd se o herce vyraznych, snad-
no zapamatovatelnych rysi. (Naproti tomu nenapadnost a univerzalni usmév byly znaky
kladnych typt.) Vzhled Milose Kopeckého také nezapte hercovy Zidovské predky.* I to
nese sviij vyznam, jelikoz pfelom ctyficatych a padesatych let byl obdobim vyrazné anti-
semitskych nalad v KSC, jez se kryly kampani proti tzv. sionismu.*")

Nepritel§ti umélci si buduji uméleckou image — maji nepfetrzité v ruce svij instru-
ment, oblékaji se jinak nez ,obycejni” lidé. Nosi barevné, divoce vzorované obleéeni. ,Va-
$ek Kunc, obleceny s potapkovskou eleganci, drnka si jen lehce na banjo,* chodi mistnos-
ti“.* Tak zni charakteristika nepftitele ve scéndfi filmu PAN Novik. Odkazuje se zde na
subkulturu potapki (popt. potapek), ktera u nas byla ve ¢tyricatych letech* predchudky-
ni tzv. paska.*

Nepritel$ti umélci tedy nefiguruji v kulture, nybrz v subkulturdach. A subkultury, vy-
mezujici se proti kultufe vétSinové ¢i oficidlni, jsou podle nové logiky plné zalezitosti kapi-
talistického Zépadu. Napojeni na Zapad je v obou zminénych filmech vyjadfeno explicit-
né. Vasek fikd Dané, jejiZ otec byl jako nadbyte¢ny afednik umistén do tovarny, ze by se to
v zdpadnich demokraciich nestalo. Trumpetista z uneseného letadla se pohotové asimilu-
je v zapadni kultufe, kterd je prezentovdna a kladnymi postavami jednozna¢né vnimana
jako vulgarni a agresivni.

Reakéni umélci se vymykaji dobové absolutni kolektivizaci vieho (se soukromym
vlastnictvim jako by mélo zmizet soukromi viibec — viz obraz milostnych vztahi v budo-
vatelskych filmech).

39) Pokud jde o reflexi mali#¢ina dila, je technicky scénaf opét o néco bohatsi. Navitéva primo komentuje jeji
obraz slovy: ,To je skvostné, milostiva pani. Ta harmonie...“ ,Se Zlutou barvou dovede zachazet jen van
Gogh kromé vas.“ ,Ta $unka se vam opravdu povedla.” (Povinnost, TS, s. 130).

40) Dékuji doc. Ivanu Klimesovi za upozornéni na tuto souvislost.

41) Viz heslo sionismus v encyklopedii ]. Knapik - M. Franc akol, c. d,, s. 824-826. Tamtéz odkazy na
prameny a literaturu.

42) Ve filmu hraje na kytaru.

43) E A. Dvoidk - Bofivoj Zeman, Pan Novik. Technicky scénaf, ulozen v Knihovné NFA pod signatu-
rou $-1617-TS. Praha: Ceskoslovensky statni film 1949 [dale jen Pan Novdk, TS], s. 38.

44) Viz napi. ]. B5., ,Potapky” a ,,potdpnice” Nade fec XXV, 1941, ¢. 1, 5. 32.

45) Potapkami, tzn. Ceskymi vyznavaci swingu, a jejich vymezenim coby subkultury v obdobi protektoratu se
zabyvé Petr Koura. Viz Petr Koura, Swingovd mlddez a nacisticka okupacni moc v protektordtu Cechy
a Morava. Diserta¢ni prace. Praha: Ustav ceskych déjin FF UK 2010.
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Pokud se ,,dam", ,domov* nepodrobil [...] procesu otevieni vefejnému Zivotu, byl
pfimo odmitdn a zavrzen stejné jako kazda cinnost uzaviena zdmi domu, ¢tyfmi
sténami pokoje.*”’

V souladu s timto poznatkem Vladimira Macury je zivotni styl Vaska Kunce zavrzeni-
hodny. Symbolicky se s touto postavou seznamujeme prostfednictvim cedulky s napisem
VASEK KUNC — JAZZOVY SKLADATEL na zavienych dvetich. Jak existuje oboustran-
ny zdjem v ptipadé pokrokovych umeélcii a lidu, tak funguje mezi zpatecniky a lidem
oboustranny nezdjem. ,,Zbytecnej", pronese mladeZnice Dana pfi pohledu na opilého Vas-
ka. Podle pravidel schématu jsou nepratelsti umélci potrestani a zneskodnéni — v pfipa-
dé Vaska Kunce se o to postaraji kladné postavy filmu, muzikant z UNosU se stane obéti
svého zhoubného zapadnictvi.

Kolisavy typ a jeho prerod

Nékterym umélcim starého svéta, kteri se octnou ve svété novém, jsou v charakteristice
pridéleny vice ¢i méné viditelné zarodky kladnych ryst. Do filmu s sebou tyto kolisavé
typy pfinesly schéma prerodu®” (které bylo uz dobovou kritikou vesmés zavrhovano jako
malo presvédéivé). Vybavi se ndm na tomto misté Stollova ,,1é¢ba“ poblouznénych basni-
ka.

Veselohra PAN NovAK pojednava o tésné potnorové likvidaci byrokracie a pfesunu
ufednikid do délnickych profesi. Rezisér Bofivoj Zeman sem uZ podruhé (poprvé to bylo
v roce 1947 ve filmu NEVITE 0 BYTE?) do jedné z vedlejsich roli obsadil operniho pévce,
¢lena Ndrodniho divadla, Josefa Krikavu. Tento baryton vyrazného zevnéjsku ztélesnil po-
kladnika zalozny Bejcka, znamého téZ pod pseudonymem Beno Apis. Hned pfi prichodu
do tovarny se horlivé predstavuje a snazi se zapiisobit svym zpévem, aniz se vSak setka
s pochopenim.

Zlom nastiva ve druhé poloviné filmu ve scéné ze zavodni jidelny. Ta navazuje na vy-
borovou schiizi, kterd ilustruje tezi zajmu kolektivu o jednotlivce: ,,Ja to vidim v ty jidelné,
jak voni se nds bojej a mlcej, jak voni se separujou. My je musime vzit, hergot, mezi sebe.”
Jidelnovd scéna pak az hysterickym zpasobem demonstruje moc a nenahraditelnou ulohu
kolektivu. Byvali urednici jsou nasilim posazovani ke stolim mezi délniky. Obvykla re-
produkovana hudba tentokrat k obédu nezni, coz se setkava s nelibosti délniki: ,,Chceme
hudbu a zpév!“ Tim se konec¢né otevira prostor pro Bejckiv baryton. V délnickém kolek-
tivu prestava byt nesrozumitelnym Benem Apisem a s velkym tspéchem zazpivé lidovou
pisen Sila kogilicku. Oproti scénéfi bylo vyznéni této scény posunuto. Bejéek mél byt vy-
zvan ke zpévu délnikem, ktery v ném rozpozna talent na zédkladé prednesu véty: ,Vazné
davaj nasup?”, a zazpivat nikoli lidovou pisen, ale operni drii.* Podstatné je, ze se do fil-

46) V. Macura, Domov. In: V. Macura, Stastny vék (a jiné studie o socialistické kulture). Praha: Academia
2008, s. 81.

47) Netyka se to jen umélcl. Vzpomenme tieba na celou sérii pferodiviich se postav, které ztélesnil Jaroslav
Marvan.

48) Pan Novdk, TS, s. 141nn.
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mu dostalo mocné dojeti hudbou a porozuméni pro ni ze strany pracujicich.*” Vrcholem
Bejckova prerodu je pak to, Ze se v tovarné dostane k samostatné praci a zpiva duet se
svym strojem.

Pro dva filmy se prerod umélce stal pfimo tstfednim tématem. Nejprve to byla v roce
1952 PisNICKA zA GROS. Hudebni skladatel Jan Benda tvori kultivované uméni, které nam
sice neni piedklddano vylozené s despektem, avSak jako elitdfské, jen pro vybrané publi-
kum. Navic zaposlouchame-li se do textu pisné v ivodni koncertni scéné, pozname v ném
banalitu a idealismus: ,,Tvoje pohledy mne k nebi vynesou...“ Benduv pritel a ,,osobni kri-
tik“ na to reaguje slovy: ,,Co kdybys misto k nebi se podival po zemi?“ Pfi pohledu na ve-
sely dav tancujici pod Sirym nebem pokracuje: ,,Napis taky néco pro né, a uslysis odpoved.
[...] Copak si lidé nezaslouzi, aby se pro né psala srozumitelna muzika?" Sam Benda na-
znacuje, Ze si vaznuti komunikace mezi svym dilem a lidmi uvédomuje, a se zdjmem po-
zoruje fungovani okolniho nového svéta, avsak platnym pohnutim k nastoupeni spravné
cesty je opét zasah kolektivu. Pfi vabeni Bendy se projevuje uznaly zdjem lidu o hudbu.
Brigadnici ze stavby jej pfemlouvaji, aby jim po praci zahral: , Ale Jar¢a nemyslela k tanci
nebo tak... Néco opravdu hezkého, takového nedélniho.” ,Vy jste si myslel, Ze se vazné
hudby bojime?“ Benda jim vyhovi a setkdva se s podobnym dojetim a obfadnosti, jaké
zname ze zlomovych hudebnich scén ve filmech Bofivoje Zemana. Uvédomi si svou roli
natolik brzy, Ze si ji po ¢ast filmu pro jistotu zkousi anonymné (pod vymyslenym jménem
Jan Gros), aby se presvéddil, Ze na sluzbu lidu staéi. Jeho pisen U nds jaro nikdy nekondi,
konec¢né srozumitelnd, dnesni skladba bleskoveé zlidovi. Nasleduje odhaleni a vystoupeni
z anonymity ve velkolepé zavérecné scéné sborového vystupu na estradé Tesly, ktery ma
o pozndni pocetnéjsi a veselejsi auditorium nez koncert na zacatku filmu.>”

Podobnou postavou, tentokrat z oboru vytvarného umeéni, je hlavni hrdina filmu Vla-
dimira Cecha NezroB, KrisTiNo, malif Jan Xaver. Vime o ném, Ze ovlada realistickou
malbu, dokonce ji pokoutné provozuje, ale musi za nim na jeho samotu pfijet trojice pra-
tel (povolanim kritik, lékar a lékdrnice) a musi se setkat s dychtivym détskym publikem,
aby si uvédomil, Ze srozumitelna malba je jeho povinnosti, na jejiz plnéni okoli ceka.
I tady se objevuje motiv ,vysemenéni“ umélcova dila, tentokrat proti jeho vili. Jeho ,,stu-
dii mladi®, pouzitou jako reklamu na pletovy krém, obdivuji u kdejaké nasténky. Jako
predchozi film koncil slavnym koncertem, tento zase uzavira uspésna Xaverova vystava.

Podobné také je, Ze zasadni tlohu v pomocném kolektivu sehrava osoba opa¢ného po-
hlavi — typ, jehoz zenskost sice ma sviij nezanedbatelny vliv a diky némuz se ve filmu roz-
vine milostna linie, ale ktery manipuluje hrdinou z pozice uvédomélé soudruzky (lékdrni-

49) Podobnou hudebni sekvenci, pfi které taktéz dochdzi ke splynuti jednotlivce s kolektivem, vyuzil Zeman i ve
své nasledujici veselohfe DOVOLENA s ANDELEM (1952). V té bylo za zlomovou skladbu vybrano largo
z Dvorikovy symfonie Z Nového svéta. To pusobi ponékud paradoxné, protoze Antonin Dvorik nepatfil
k favoritam Zdernka Nejedlého, spide naopak. Avsak dalezitym aspektem této scény na druhé strané je, ze in-
terprety skladby jsou truhlaf a zednicka.

50) Nerealizovana zGstala idea literdrniho scénare zakondit film ndro¢nou exteriérovou scénou z Mezindrodni-
ho sjezdu mlideze, ve které by se Jan Benda (resp. v této verzi scénare jesté Jan Severin) mimo jiné setkal se
svymi obdivovateli z Nigérie. Popis scény pfipomind zdvér o nékolik mésici stardiho filmu ZiTRA SE BUDE
TANCIT VSUDE, situovany na Svétovy festival mladeze a studentstva. Viz Olga Horakova - FrantiSek
Kozik, Pisnicka za gros. Literarni scénaf, ulozen v Knihovné NFA pod signaturou S-671-LS. Praha: Ces-
koslovensky statni film 1951.
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ce Kristina si z Xaverova pierodu piimo déla zavazek, jak je zvykla ze Svazu mladeze).
Dal$im podstatnym spole¢nym bodem je spoluprace s détskym kolektivem, ktera naleZi
k pokrokové linii kultury, jak ukézaly i Zivotopisné filmy o ndrodnich klasicich. Ve vsech
trech vyse uvedenych ptipadech sehraje roli také setkani hrdiny s manudlni praci. Bejcek
ji pozna v tovarné, Benda a Xaver na brigadach.

Specifickym ptipadem je prerod skladatele a kapelnika Karase, ktery ma poskytnout
odborné vedeni zdvodnimu orchestru ve filmu HupBa z MaRsu. Literarni pfiprava filmu
byla dlouho zdrzovéna a na jejim pocatku kolem roku 1951 Karas mél byt trochu nevrlym
a nelidovym, nicméné mladym a minulosti nezatizenym kulturnim pracovnikem bez vy-
stfednich rysi.’” Obsazeni Oldficha Nového zménilo toto pojeti od zdkladii. Karas do
déje vstupuje jako ¢lovék duchem se stale nachéazejici kdesi v predvalecném obdobi. Je ob-
tizné si s nim nespojit skute¢nou kariéru jeho hereckého predstavitele a jeho role v mezi-
vale¢nych a protektorétnich filmech. Ohani se starymi fotografiemi a casopisy, jeho pisen
»Pro¢ myslet na zitfek napadné pfipomina $lagr ,.Jen pro ten dnesni den” z filmu Kris-
TIAN (1939). Zaroven jsou od pocitku patrné jeho pozitivni rysy a védomi, Ze ,uz tenkrat
to za nic nestalo, ale zadalo se to". Karas tedy neni obéti nového systému, nybrz burzoazni
masinérie nevkusu. Po sérii komplikaci a nedorozuméni spolupréce skladatele s amatéry
nese své plody. V souladu s parodizujici nadsazkou, kterd cely film prostupuje, Karas sim
o sobé prohlasi, ze se znovu narodil, a pfipiji si na to vinem.

Uméni v rukou lidu

Nékdy se osobnost ¢i profesiondl stévaji pro uméleckou tvorbu nepotiebnymi. Ve filmech
z vesnického prostiedi byl silné exponovan folklor, predev$im lidovad hudba a tanec. Pri-
kladem jsou filmy SLEPICE A KOSTELNIK (1950), JESTE SVATBA NEBYLA (1954) i FRONA
(1954).

Zdenék Nejedly vyzdvihoval lidové uméni jako pfirozené bojovné, jako obranu pros-
tého eského lidu proti utlaku. Tak se jevi napiiklad v historizujicim socidlnim dramatu
Vaclava Kubaska ZvoNy z RAKOSU (1950), které se odehrdva na vsi se snadno desifrova-
telnym nazvem Chudoplesy.

Pro filmy ze sou¢asnosti znamena lidové uméni snadnou demonstraci spojeni s tradi-
ci a prostym lidem. O této cesté ke kofentim, pfizna¢né formou, jiz mZzeme oznacit jako
hudebni road-movie, pojednavé film ZiTRA SE BUDE TANCIT VSUDE (1952), ve kterém dra-
ma mezi narodopisnym a spontdnnim pfistupem k folkléru kon¢i symbidézou a produkci
nového uméni, které patfi viem.

V nové dobé je akcentovana moznost, aby kdokoli participoval na kulturnim déni ve
svém okoli. Jak uz bylo feceno, lid byl shora povzbuzovan k umélecké ¢innosti, ke zpraco-
vani novych témat dnegka, na které stévajici umélci ,,nestacili. Vytvareni a reprodukci no-
vého lidového uméni se vénuji kolektivy z Ceskoslovenského svazu mlédeze, jak to vidime
ve filmech ZiTRA SE BUDE TANCIT VSUDE, PAN NOVAK nebo VELIKA PRILEZITOST (1949).

51) Viz Vratislav Blazek - Jiti Brde¢ka, Hudba z Marsu. Literarni scénaf, uloZen v Knihovné NFA pod
signaturou S-616-LS. Praha: Ceskoslovensky stétni film 1951.
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Obraz umélce v ¢eskych hranych filmech potunorovych let

Amatérsti hudebnici hraji pro své soudruhy (DOVOLENA s ANDELEM, 1952) nebo rovnou
davaji dohromady celé sbory a orchestry (RODINNE TRAMPOTY OFICIALA TRiSKY, 1949),
délnici z tovaren pisi basné. Tematizace uchopeni uméni rukama lidu dosahuje vrcholu
a zaroven uz prechazi do hyperboly a parodického tonu v HUDBE z MARsuU.

Lavér

Obraz umélce v ceskoslovenské kinematografii pounorovych let se rozbiha do nékolika
typu, které vétsinou odpovidaji obecné typologii filmovych (a také literarnich a dramatic-
kych) postav tohoto obdobi. Umélecky tvori budovatelé socialismu i jeho nepratelé. Umeél-
ci mohou predstavovat i typ, ktery se docasné nachdzi mezi obéma tabory.

Polozime-li si na zavér, s pfihlédnutim k recepci filma v dobovém tisku, otdzku, zda
filmové postavy umélct opravdu odpovidaji vzorcim potnorové kulturni politiky, odpo-
véd neni jednoznacna. Nejspi$ by se dalo Fict, Ze se s nimi shoduji az prilis. Filmy o sou-
casnych umélcich prekonavajicich zménu poméra jsou spise jen reprodukcemi psanych
tezi nez skute¢né filmovym uchopenim daného tématu.*”

Postavam velikan® 19. stoleti jsou vkladdny do ust vyroky, které jim mozna opravdu
patfi, rozhodné viak neputsobi jako soucdst bézného mluveného projevu. Jifi Maranek,
autor namétu a scénare k filmu Z MEHO ZIVOTA, v ivodu ke stejnojmenné filmové povid-
ce pfiznal, Ze ,,[...] bylo ¢asto nutno pro filmové zpracovani preménit pouhy denikovy za-
pis nebo dopis v pfimou fe¢“>® Tato pfeména probihala zfejmé ¢asto mechanicky a naru-
$uje snahu prezentovat Zivot a dilo klasiki jako Zivé téma.

V malokterém filmu byla tematika uméni zpracovana opravdu ,filmové® Slo spis
o anomalie (PYTLAKOVA SCHOVANKA, CERVENA JESTERKA, DIVOTVORNY KLOBOUK), kte-
ré u jednohlasné oficidlni kritiky uspély jesté méné nez pokusy doslovné naplnit kulturné-
-politickou normu.

Mozna jasnéji nez filmovy obraz umeélce se ndm nakonec rysuje realita filmovych
umélcy, ktefi tocili po unoru 1948. Opakujici se napliovani schémat a nasledna nespoko-
jenost kritiky (i u dobfe ptijatych zivotopisnych filma se objevuje alespon poznamka, ze
nedosahuji kvality sovétskych vzorii) potvrzuji, Ze umélec (potazmo obecné inteligent) byl
degradovan na kontrolovaného oslavovatele nového rezimu, ktery zatim své tkoly nezvla-
da tak dobfe jako ostatni pracujici lid.

52) Nézornou ukazkou je tfeba literdrni scéndl filmu PisniCka za GRroS, ktery pusobi jako vynatky z knih
Zdenka Nejedlého poskladané do dialogu.

53) Jiti Matfdnek, Z mého zZivota. Filmova povidka (1. verze), ulozena v Knihovné NFA pod signaturou
S§-333-FP. Praha: Studio uméleckych filmt 1951, s. II.
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Citované filmy:

Cirkus bude! (Oldfich Lipsky, 1954), Cervend jestérka (Frantidek Sadek, 1948), Divotvorny klobouk
(Alfréd Radok, 1952), Dovolend s Andélem (Botivoj Zeman, 1952), Frona (Jiti Krej¢ik, 1954), Hosti-
nec U Kamenného stolu (Joset Gruss, 1948), Hudba z Marsu (Jan Kadar — Elmar Klos, 1955), Jesté
svatba nebyla... (Jaroslav Mach, 1954), Kam s nim? (Jaromir Pleskot, 1955), Kristian (Martin Fric,
1939), Kudy kam? (Vladimir Borsky, 1956), Léto (K. M. Wallo, 1948), Mésic nad fekou (Viclav Krs-
ka, 1953), Mikolas Ales (Vaclav Krska, 1951), Mlada léta (Vaclav Krska, 1952), Musorgskij (Grigorij
Lvovi¢ Rosal, 1950), Nevite o byté? (Bofivoj Zeman, 1947), Nezlob, Kristino (Vladimir Cech, 1956),
Pan Novdk (Botivoj Zeman, 1949), Pisnicka za gros (Rudolf Myzet, 1952), Pfipad dr. Kovdre (Milo$
Makovec, 1950), Pytldkova schovanka aneb Slechetny miliond# (Martin Fri¢, 1949), Revolucni rok
1848 (Vaclav Kréka, 1949), Rodinné trampoty oficidla Trisky (Josef Mach, 1949), Slepice a kostelnik
(Oldrich Lipsky - Jan Strejcek, 1950), Slovo déla Zenu (Jaroslav Mach, 1952), Stfibrny vitr (Vaclav
Krika, 1954), Unos (Jan Kadar - Elmar Klos, 1952), Velikd prilezitost (K. M. Walld, 1949), Vitéznd
ktidla (Cenék Duba, 1950), Z mého Zivota (Vaclav Krika, 1955), Zaosttit prosim! (Martin Fri¢, 1956),
Zitra se bude tancit véude (Vladimir Vlcek, 1952), Zvony z rdkosu (Vaclav Kubasek, 1950).
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SUMMARY

Masters and Workers of National Culture
The Image of Artist in Czech Feature Films in the Years After February 1948

Alena Slingerova

The study analyses the image of artist as construed in Czech feature films in the era of the cultural-
political doctrine of Socialist Realism after the February of 1948. The first part focuses on the for-
mulation of the doctrine within a wider contemporary discourse: the organizational, regulative and
aesthetic-normative changes in culture which led to the re-evaluation of the status of the artist in so-
ciety. Artists from the intelligentsia had to adjust to the requirements of the new establishment with
their works being subject to commissions and supervision from above. Popular art and artists from
the working class were favoured over other artists and genres. Soviet art and selected renowned cul-
tural figures from Czech history served as a model. These were the elementary ideas underlining the
typology of artist figures and narrative schemes in the cinema of the period.

The main part of the study is dedicated to the implementation of these ideas in specific films. It
focuses on a collection of feature films made from 1948 to 1956, with particular attention paid to the
theme of art within the context of period dramaturgy and several basic schemes: the progressive art-
ist, the artist of the old/foreign world, the hesitating type, the artist adjusting to transformation and,
finally, the absence of a unique character in favour of a collective or mass. The progressive artist is
primarily realised through the classic figures of national culture in biographical films. The negative
type is represented, without exceptions, in small roles with their characters failing to develop.

They are connected with bourgeoisie or typical Western culture (e.g. jazz musicians in the films
PaN Novik and Unos). The accommodation of a hesitating artist and his work to the needs of the
new society is represented in the films PisNICKA zA GrROS and NEzLOB, KrisTINO. The idea of art be-
ing created by a collective is represented in several films, particularly those dealing with music.

These schemes correspond to the general typology employed in the arts, journalism and public
discourses in general. The characters of artists which do not clearly conform to the categories men-
tioned above were only present in a small number of films (particularly due to the fact that their pro-
duction began prior to February 1948).
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Beyond “Malé, ale nase”:
Czech and Slovak Cinemas
as Transnational Cinemas

For decades, the concept of national cinema has provided a crucial grid for historiograph-
ic mapping of the developments in film industry and art across the world. It has also (at
least subliminally) shaped the prevalent definitions and applications of pivotal terms of
film analysis, such as authorship, genre or style. Yet recent developments in film studies
and also (currently) in both dispersed and globalized film production practices has turned
the attention of film scholars to contexts and perspectives that go beyond the national or
even regional compartmentalization.

Knowledge about cinema partitioned as national is — from this perspective — under-
stood as necessarily selective and partial. As Andrew Higson claims in his essay on the
limitations of national cinema, the concept of the national works with the problematic as-
sumption that

national identity and tradition are already fully formed and fixed in place. It also
tends to take borders for granted and to assume that those borders are effective in
containing political and economic developments, cultural practice and identity. In
fact of course, borders are always leaky and there is a considerable degree of move-
ment across them (even in the most authoritarian states). It is in this migration, this

border crossing, that the transnational emerges.

According to Higson, the concept of national cinemas was created from the simple
tension “between home and away” and the related urge to base the uniqueness of cultural
products (within national self-definition understood as otherness) from other cultural
and political entities.” This is an obviously practical and epistemologically productive per-
spective, but it comes at the price of significant blindness to or omitting of the areas that
do not fall easily within the neatly demarcated zones of national belongings. Places of hy-

1) Elizabeth Ezra - Terry Rowden (eds.), Transnational Cinema: The Film Reader (New York: Routledge, 2006),
pp- 18-19.
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bridity — multiethnic and multicultural mixings, identities, and entities not derived pri-
marily from national affiliation, trajectories of migration, exiles, diasporas and colonial
encounters, but also the gaps and fissures created in the consensual existence of a nation
exposed to sudden geopolitical shifts — all of these necessarily fall outside the imagined
totality of the national space as self-contained, meticulously delineated and naturalized
entity.

As national space is mainly remembered through the deceptive processes of consensu-
al forgetting, selective commemoration (E. Renan), and communal imagining (B. Ander-
son), the importance of transnational links and situations is logically overlooked and
downplayed to keep the idea of clearly delimited national culture intact. Yet from its emer-
gence cinema depended on free circulation of films between countries and cultures, as
well as profited greatly from international migrations of creative and administrative per-
sonnel. When the concept of cinema as ,transnational® appeared (rather recently) as
“a subtler means of describing cultural and economic formations that are rarely contained
by the national boundaries™, it was mainly to account either for the globalizing and ho-
mogenizing influence of Hollywood cinema, or on the other hand, to understand the
counter-hegemonic reactions to this influence originating from former colonialized coun-
tries — or more generally the third world.” Globality, in this perspective, is typically con-
sidered in its recent manifestations, especially in the context of the global media circuits,
dispersed practices of production outsourcing and the struggle of national cinemas on the
international market.

This special issue of lluminace focuses on the transnational contexts of Czech and Slo-
vak cinemas mainly beyond these typical frames of reference. First of all, the presented re-
search goes back in history to the beginnings of Czech cinema within the multiethnic and
multicultural Austro-Hungarian monarchy. Furthermore, it examines the cinematic life
after the creation of independent Czechoslovakia within the important context of Central
Europe as a space of organic cultural heterogeneity and transnational and ethnic mixing,
fluid national identities and both productive and disquieting blurring of national borders.
In his text, Ivan Klime$ examines several significant phenomena in the historical reflec-
tion of pre-WWII Czechoslovak cinema — such as the ways in which the cinema of na-
tional minorities was disregarded by traditional historical narratives (most significant of
this was the cinema of the “Béhmisch” Germans, who created separate film culture that
survived and thrived even when they officially became a national minority after the crea-
tion of Czechoslovakia) or, on the opposite pole of transnational impulses, nurturing the
roots of national cinema before there was any cinema industry or institution (as in the
case of Slovakia).

The coexistence of Czech and Slovak cinemas as two national cinemas in a single state
further complicates the typical scenarios of transnationality. On one hand, the state’s for-
mation offered the two cinema industries the basis for developing the image of national
specificity, yet on the other hand, it sanctioned internal, quasi-colonial practices (in the

2) Ibid, p. 16.
3) Ibid, p. 1. For more on the geopolitical imaginary of cinema studies, see Natasa Durovic¢ovd - Kathleen E.
Newman (eds.), World Cinemas, Transnational Perspectives (New York: Routledge, 2010).
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unsymmetrical relations between the autonomous Czech vs. for long derivative Slovak
cinema and culture). The complex relations between (multinational) state and national
cultures were further complicated by political dictates; the history of shared state includ-
ed periods when the expression of national specificity was officially supported, but also
others when it became proscribed. This situation also significantly influenced the possibil-
ity of co-productions, short-term migration and exchanges, or even regulated the open-
ness to foreign influences (both real, direct influences of films actually seen, but also much
less tangible influence of indirect impressions of what, for example, a politically undesira-
ble “western film” might look like). In this context, Jonathan Owen’s article considering
two productions of French modernist filmmaker Alain Robbe-Grillet shot in socialist
Czechoslovakia (or more precisely in Slovakia, namely at Bratislava’s Koliba studios in
1968 and 1970) shows how although made by a foreigner, these films are also representa-
tive of “cultural syncretism” of Slovak cinema during the time of the Czechoslovak New
Wave, as they “bluntly combine pan-European experimentalism with native folk tradi-
tions, thus throwing the foreign into sharp relief against the local”(p. 75).

In several texts in this issue, the concept of Central Europe appears as the transnation-
al space par excellence, which is characterized by “maximum diversity in minimal space”
(Kundera). At the same time, it also represents a place of (Kafkian) homelessness, trau-
matic search of national identity and mission, which are shared by the compound of small
countries regularly threatened by their possible elimination from the world map. Czech
and Slovak nations up to the present remain troubled by their own existence as small na-
tions (as classically defined by Mette Hjort) with the adjacent feelings of inadequacy, prob-
lematized or unstable identity. The title of this issue, the traditional Czech saying “Malé,
ale nade” (“Small, but Ours”), encapsulates the grounding tensions and anxieties of the
small nation — the acceptance of the necessarily limiting reality of smallness, but also the
protective reaction of disavowal and the resulting mix of self-pity and affection for the im-
perfect and limited cultural products.

The films of both nations repeatedly reflect these tensions in recurrent themes and mo-
tives — as shown in the article by Jana Dudkova, in the case of Slovak cinema, the condi-
tion of the small nation is mirrored in the motif of the missing center, but also in the spe-
cific images of isolation and self-absorption. The efforts to overcome this determination
can be seen as a particular version of self-colonization (A. Kiossev), but also as an organ-
ic part of much older Central European mentality. The tropes of the “Center” or “Middle”
help to locate the nation in its possible disappearance, but also highlight the ambivalent
nature of the center, which is always also the edge, the border, the uncertain place outside
the category of the (small) nation and its specificities. The tropes of the center and the pe-
riphery, in the films analyzed by Dudkova, refer to Slovakness as a category still to be de-
fined and to the traumatic nature of Slovak culture.

In many cases, efforts to construct national identity through film manifested them-
selves in ambivalent modes: the national appeared to be both determining and grounding,
but also limited and restrictive, and the desire to go beyond borders, to migrate, is one of
the most permanent characteristics of film as a product. Crossing the national limits may
reflect cosmopolitanism, as analyzed in Kevin Johnson’s contribution. Johnson focuses on
two “cosmopolitian” directors, Gustav Machaty and Karel Lamag¢, and their efforts to bring
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“the world” to the periphery” As in the case of the films Robbe-Grillet made in Slovakia,
it is almost impossible to fully assign the films which Machaty and Lama¢ made abroad to
one national cinema, as they become “accented” by their trans-nationality.

The transnational perspective in none of the aforementioned articles leads to a full ne-
gation of the national. On the contrary, it often sheds light on the very process of under-
standing the film as national and highlights the functions of its national-ness as an impor-
tant, defining feature. It also brings the transnational focus from the “big scale” relations
between the First (dominant) and Third (subaltern) Worlds to much more local, smaller
perspective of the current Second World, a perspective so often missing from the general
picture. And last but not least, by turning to the history of Europe as necessarily transna-
tional, it refocuses the typical geopolitical divisions in the contemporary discourse on na-
tional cinemas. By this refocusing, we hope to introduce the readers both to previously-
overlooked chapters in the history of Czech and Slovak cinemas, as well as provide
a transnational perspective new, productive terrains for analysis.

PH
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Ivan Klimes$

National Cinema
in a Transnational Context

A Central European Experience

In tackling the questions of transnationality in relation to the film industry, the Central
and Central-East European context offers a model pattern: it virtually swarms with diverse
national film industries, some hatched as a result of natural processes and others less so,
with a dense and intricate web of interactions having evolved there in different parts of the
20th century — as well as involving nations whose political borders have kept continuous-
ly changing (including some which have even ceased to exist at different points of time).
On the whole, what we have here is a dynamic space with a powerful dramatic charge, one
that is ever fickle, and therefore provides an ideal ground for those wishing to use this per-
ennially fluid environment when contemplating the concept of “national cinema”, focus-
ing on its overlap with the phenomenon of transnationality.

While we tend to use the term “national cinema” with total ease, (indeed even on
a day-to-day basis, handling it as though it were free from any trace of semantic ambigui-
ty), it is in fact a concept whose content happens to be far from stabilized, as well as one
which, evidently, entails different internal accents and external outlines in different parts
of the world. When speaking of “national cinemas”, we usually have in mind cinematic ac-
tivities carried out in other countries — France, Italy, Sweden, Brazil, and so on. But then,
if and when we shift our focus onto, say, our home territory in its historical dimension, i.e.,
a context for which we have developed a higher degree of understanding and discrimina-
tion, we instantly come to realize that the criteria based on territorial boundaries are in-
sufficient, that they cease to work, that when projected back into the past they fail to cap-
ture certain relevant features of the local film scene. Naturally enough, the same problem
will arise when we turn to cinemas of many other multiethnic nations (such as Austria-
Hungary, the former Soviet Union, the former Yugoslavia, or Spain), though by no means
all of them (perhaps most transparently, this rule does not apply to the US or Canada).
Consequently, raising the point with the maximum degree of schematicism, one would
ask, “What exactly is it that defines a national cinema?” Is it a state, or a nation in the eth-
nic sense of the word? What “volume” of cinematic activities grouped under one roof
would it be supposed to involve? And moreover, what would determine that volume, in
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terms of setting its boundaries, and contrariwise, what would reach beyond its limits? For
its part, American cinema was, in its seminal stages, propped up by economic immigrants
coming mostly from Eastern Europe, whereas the wave of new Europeans arriving in Hol-
lywood during the 1920s were enrolled by Hollywood talent-scouts who criss-crossed Eu-
rope in search of acquisitions — and in the 1930s followed a new influx of Jewish asylum-
seekers from Germany. Viewing this in an outline, we observe a state of tension between
the stability of a national environment on the one hand, and its fluidity induced by a per-
manent process of migration — either natural, stimulated by search for a brave new world
offering greater job opportunities, or enforced by circumstances, political or economic, of
a given historical moment — on the other.

Let’s first look at the concept of “national cinema”, viewing it from the angle of what de-
termines its borders, and thereby also what defines it. There are many good reasons to
wish for the answer to be the state. After all, the state’s inclusion in the very concept of “na-
tional cinema” is unquestionable, and its involvement in national cinema is indeed form-
ative. It is the state which determines the legal framework of developments in the field in
a given locality, which shapes the industrial environment — either in a positive sense, or
negatively (by way of either stimulation, or restriction, respectively). States have used, and
continue to use censorship with a view to regulating film distribution policies, and in
more than a few cases also regulating the rates of representation of products of individual
foreign countries on their home markets, as well as having a final say in determining the
actual form in which a given film can be shown to their “national” audiences. States have
used the medium of film in the interests of their own promotion on the international
scene, which greatly contributes to overlaps between the principles of political statehood
and ethnic nationality for non-domestic audiences. Under totalitarian regimes, the state
decided about who would be authorized to work in the medium and under what condi-
tions, as well as about what was or was not allowed to be turned to film. In several Euro-
pean countries, their governments even enforced state-monopoly policies, for decades
usurping ownership of the film industry for themselves. Beyond that, it is of course also
self-evident that each state is to some extent a “climatically” self-enclosed environment
whose inhabitants share with greater than standard intensity and heightened perceptive-
ness their local cinematic developments in all their forms, starting from local film produc-
tion and distribution offer, to the local star system, down to the level of the influential re-
flection of all this in the local media. Thus the cohesive factors controlled by the state are
indeed many, and they carry essential import.

All that said, any attempt at linking a national cinema production in an orthodox way
with the state machine which “hosts” it, proves to be difficult, if not in fact downright im-
possible. Let’s just look at the hauntingly unstable map of 20" century Central and Eastern
Europe, where so many states have experienced multiple and radical shifts of their nation-
al borders. In particular, if one accepts the undoubtedly-justified modern-day criterion of
incorporating within the concept of “national cinema” film audiences as well, the imme-
diate result will be an equation where “national cinema = cinema of a given state’, in all its
intractability and lack of general validity. To be sure, in terms of history it would imply
a process where, say, Czech cinema before 1918 would be transformed to Austrian or Aus-
tro-Hungarian before 1918, to Czechoslovak between 1918 and 1938, to Czecho-Slovak
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during the second republic, to Bohemian-Moravian under the Nazi protectorate, and back
to Czechoslovak until 1992; and only starting from the year 1993 — with the de facto in-
ception of the national state named the Czech Republic — would one be able to heave
a sigh of relief and stop wondering about the identity of “Czech cinema” (the question re-
mains as to how long this situation is going to last). Of course, the Poles would hardly fare
better, as the inception of their cinema, too, would be set only at the point of the restora-
tion of Polish statehood by the Treaty of Trianon in 1920—that is, a quarter-century after
the discovery of cinematography and two decades into a bustling film life on the territory
of the former and future Polish state. After all, the Polish example is particularly eloquent,
as the local cinematic scene developed most dynamically in Warsaw, which was then still
annexed to Russia. And accordingly, the Warsaw film production of the time figures in fil-
mographic catalogues dating from the Soviet times. Other potential centres of the film in-
dustry began to crop up in Poznan (after the second partition of Poland in 1793 belonging
to Prussia, and after the unification of Germany in 1871 part of the German Empire),
Krakow (after the third partition of Poland in 1795 taken by Austria, and after the disinte-
gration of Austria-Hungary in 1918 part of the renewed Poland), as well as in £6dz (after
the partitions of Poland annexed to Russia), and also in Lwow (after the first partition of
Poland in 1772 part of Austria, after the disintegration of Austria-Hungary part of Ukraine
and Soviet Russia, and since 1991 part of the new independent Ukrainian state). Once it
was integrated into the Soviet Russia with its centrally governed film industry, Lwow’s own
domestic industry ceased to further develop its status as a centre of cinematic production,
as Ukraine’s film industry came to be concentrated in Kiev."

The above hyperbole makes it obvious that the concept of “national cinema” would
seem to relate to:
1) A territorially stable environment (i.e., one sharing not only the same centres of film

industry but for instance also a continual community of regional audience),
2) A territory which may yet need not necessarily be defined solely by the framework of

state borders existing at a given time.

Consequently then, there must be yet another factor or principle at play here besides
the institution of the state, which makes it necessary to take a closer look at the possible
meaning of the attribute “national” in the compound notion “national cinema”.

Trying to relate cinema, as a comprehensive entity comprising apart from an institu-
tional base and a production/distribution network also, (for instance, a relatively stable re-
ception environment), to a “nation,” one ought to attempt a more specific definition there-
of. In truth, it would be really hard to find another similarly widely used concept which
would have accumulated, historically as well as regionally, so many generic variations of
context. In the light of the current discourse in the field of historical studies, our dream of
a semantic unification of the concept of “national cinema” appears to be quite fatally illu-

1) Malgorzata Hendrykowska, Sladami tamtych cieni. Film w kulturze polskiej przetomu stuleci 1895-1914
(Poznan: Oficyna Wydawnicza Book Service, 1993); Zbygniew Wyszynski, Filmowy Krakow 1876-1991
(Krakow: Wydawnictwo Literackie, 1975). (Incidentally, neither of these authors offers a detailed treatment
of the issue of partitions of Poland between Germany, Austria and Russia).
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sory. For, to be sure, this concept retains its consistency and transparency only when
applied to countries where the principles of nationhood and statehood are interchangea-
ble, i.e., to established state (political) nations such as the US, UK, France, Italy and others
where the respective nations have been historically shaped along the lines of the principle
of citizenship — which by no means implies an automatic disqualification of other aspects —
for instance that of language. On the other hand, in countries inhabited by nations formed
along the lines of the ethnic and language principle (sometimes also referred to as “cultur-
al” nations), “national cinema” often happens to be separated to some extent from the state
institution, in the sense of existing within yet another framework apart from that of the
state. This specific framework is determined by the nature of the local collective identity
and its status in the modern-age historical development of the given locality. The problem
we are dealing here with is that of how to approach the concept of “national cinema” with-
out diminishing our perceptiveness vis-a-vis those parallel frameworks, to prevent
the opening of an unbridgeable gap between a view from the outside and a view from the
inside.

At the time of mounting waves of national movements in the 19th century emerged
the belief that every nation had the right to their own state. “Every nation is called upon,
and therefore entitled, to establish a state... As many are the nations that make up human-
ity, so many states should make up the world. Each nation should be assigned a state. Each
state should assume a national character” This was the idea, formulated by the Heidelberg
professor of state and international law, Johann Caspar Blutschli (1808-1880).” This is
a concept which, understandably enough, failed to assert itself as a generally valid princi-
ple, and nor it ever could. The national states which came into existence in the aftermath
of the First World War were not ethnically uniform entities, and consequently once again
did not make it possible to draw a simple equation between the principles of statehood
and nationhood. In countries inhabited by more than one language-related ethnic nations,
attempts were made to substitute the ethnic and linguistic national identity by a state iden-
tity. Thus for instance, in the multiethnic Danube monarchy, which had ultimately failed
to politically withstand that process of the making of modern-time nations, the 19th cen-
tury witnessed aspirations to face up to these national movements by the enforcement of
a collective identity based on the principle of the Austrian, or Austro-Hungarian state, that
is, by superimposing over the said national movements the concept of an Austrian state
nation — but these endeavors were abortive. Collective identity cannot be dictated from
above, it cannot be the result of an official campaign; rather, it takes shape in the course of
long-term historical processes. Therefore, the Emperor Francis Joseph I, in announcing to
the population of his empire, after the Sarajevo assassination of the successor to the throne,
the country’s entry into war with Serbia, which would spill over into the first worldwide

2) Hagen Schulze, Stdt a ndrod v evropskych déjindch (Praha: Argo, 2003), pp. 211-212. For more on the issue
of national movements, e.g.: Miroslav Hroch, V ndrodnim zdjmu. PoZadavky a cile evropskych ndrodnich
hnuti devatendctého stoleti ve srovndvaci perspektivé (Praha: Nakladatelstvi Lidové noviny, 1999); Arnost
Gellner, Ndrody a nacionalismus (Praha: Hribal, 1993); Ernest Gellner, Nacionalismus (Brno: CDK, 2003);
Eric ]. Hobsbawm, Ndrody a nacionalismus od roku 1780. Program, mytus, realita (Brno: CDK, 2000); Milo$
Reznik, Formovdni moderniho ndroda: ( evropské ,,dlouhé” 19. stoleti) (Praha: Triton, 2003); Miroslav Hroch
(ed.), Pohledy na ndrod a nacionalismus. Citanka textii (Praha: Sociologické nakladatelstvi, 2003).
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conflagration, opened his speech with the address, “To my peoples!” (An meine Volker!),
and in his well-known manifesto wished to “spare my peoples from harrowing sacrifices
and burdens of war.”?

Not even in the Czechoslovak Republic did the established linguistic pattern attest to
any sort of a spontaneous convergence between the Czech and Czechoslovak principles,
notwithstanding a situation where they witness their status having suddenly shifted from
that of an ethnic minority to that of a majority installed in power, beyond which they also
further consolidated their status with the use of a political thesis that could hardly have
been undersigned by a serious historian, namely that stipulating the existence of a Czech-
oslovak nation comprised of two tribes, the Czechs and the Slovaks. The ethnic-linguistic-
cultural grounding for the nation was still enhanced with the obtainment of independence
in 1918, and from then on, various fields of discourse, including that related to cinema,
came to witness a long-lasting oscillation between the use of the two attributes (Czech,
and Czechoslovak), which would be employed more or less arbitrarily. From the very in-
ception of the existence of the Czechoslovak state, all talk was primarily about “Czech cin-
ema, with references to “Czechoslovak cinema” being less common in specialized litera-
ture (where the term was largely relegated to texts dealing with economic aspects of the
film industry), or in more formal/official contexts, as even the words alone — Czechoslo-
vakia, Czechoslovak — were actually purpose-made linguistic neologisms with no sup-
port in previous cultural tradition.” Similarly, cultural circles in Slovakia in the 1930s
engaged in a debate on the need of a “Slovak cinema” (not “Czechoslovak”). These circum-
stances on the plane of language clearly attest to the local authentic and spontaneous eth-
no-linguistic approach to the notion of national cinema, which was understood quite un-
equivocally as part of the national culture of each individual ethnic group. In short, the
culturally derived concept of national cinema proved more relevant than the platform em-
bodied by the institution of the state, desired though the latter may have been.

Given this, in dealing with the concept of “national cinema” we should give up all uni-
fying ambitions, and rather acknowledge that its status happens to be very much like that
of the concept of “nation” itself: that is, it takes on different connotations in different times
and different parts of the world. This, in turn, also implies that there simply must exist sev-
eral types of national cinemas derived from historically different types of relationship be-

3) “To my peoples! It has been my most ardent wish to be able to devote the years of life which, by the grace of
God, are yet given to me, to the workings of peace, and to spare my peoples from the harrowing sacrifices
and burdens of war [...] I count upon my peoples who have even in the most tempestuous of times always
remained united and loyal, gathering together around my throne, ever willing to offer the heaviest sacrifices
for the sake of the honour, greatness, and power of the fatherland” Shornik dokumentit k vnitinimu vyvoji
v Ceskych zemich za 1. svéfové valky 1914-1918. Svazek 1. Rok 1914 (Praha: Statni ustfedni archiv, 1993),
doc. no. 6, pp. 29-30. (Manifesto of the Emperor Francis Joseph to the peoples of Austria-Hungary, concer-
ning the declaration of war to Serbia, 28 July, 1914). The form of address in this case related to both parts of
the Austro-Hungarian commonwealth, as it concerned the armed forces. Austria-Hungary as a whole had
only a common foreign policy, currency, and the military, with all other affairs (including e.g. education, as
well as indeed, the film industry) were administered separately by Austria (Cisleithania), and Hungary
(Transleithania).

4) A magazine published by the film distributors association launched in December 1918 under the masthead
C‘eskosiovenskyﬁlm (Czechoslovak Film), in 1921 switching to the laconic Film.
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tween nation and state, or different variants of collective identity. Thus we can distinguish
between at least two basic types of national cinemas, namely:

a) state-national cinema; and

b) ethno-linguistic national cinema.

Exemplifying the former type, i.e. cinema pertinent to state-nations, are the national
film industries of the United States, France, Britain and the like, that is, states where ow-
ing to a number of various factors (including: early collapse of the estates system, assertion
of principles of civic equality and sovereign execution of power by the civic community,
faster pace of social modernization, etc.),” the collective identity was shaped along the
lines of the civic principle. Characteristic examples falling within the latter bracket can be
found for instance in Central, Southeastern and Eastern Europe, regions comprised of dif-
ferent ethnic minorities settled in different state entities without enjoying access to execu-
tion of state power there, yet, each nurturing its own ambition to statehood as the ultimate
ideal and political goal, a pursuit in which they eventually prevailed.

Let’s illustrate the distinction between these two types of nations — and national cine-
mas — with the examples of the United States, and Slovakia. For its part, the US is, (if
viewed from the perspective of the ruling elites), a country formed by immigration, a case
therefore where the state was indeed the sole conceivable platform for the shaping of some
sort of collective identity (following the social disqualification of the heterogeneous com-
munity of the Native American population). The American “melting pot™ has therefore
fundamentally differed from the “melting pots” of Central, Eastern or Southeastern Eu-
rope, which witnessed throughout the 20" century (and still not many years ago in the
Balkans or in the Baltic countries) processes involving the constitution or re-constitution
of national states structured along linguistic and ethnic lines. To be sure, the resonance in
cinema of the specific historical forces, which shaped American society has been thor-
oughly essential. The American film industry has always been exceptionally open and
forthcoming to the influx of immigrants. Even more than that in fact — it has virtually
sustained by them, and continues to do so. After all, it is they who made Hollywood.

On the other hand, national film industries built along ethnic and linguistic lines are
usually more insular, more explicitly nation-oriented and anti-cosmopolitan, relating to
domestic film production as to a visiting card of the cultural standard attained by a given
ethno-linguistic nation. Those countries’ film industries are in the hands of the individual
dominant ethnic groups, which regard their development or constitution as both a cultur-
al and a political task. This can be very convincingly documented by the case of Slovakia.
At the time of the first republic, the Czechoslovak film industry was concentrated in the
Czech lands, whereas Slovakia, having only a sparse network of cinemas, faced much
more difficult conditions in its pursuit of an autonomous film production. Although
a number of local film distributors did exist — albeit mostly short-lived and often operat-
ing as branches of Czech companies — in Slovakia in the 1920s and 30s,” the actual film

5) M. Reznik, Formovani moderniho ndroda: (evropské ,dlouhé“ 19. stoleti), pp. 83-86.
6) Vaclav Macek and Jelena Pastékova, Dejiny slovenského filmu. (Martin: Osveta, 1997,), p. 38. In 1923, Slovak
authorities recorded the existence in Slovakia of eight local distributors. Ibid, p. 67.




ILUMINACE Volume 25, 2013, No. 4 (92) THEMED ARTICLES 33

production, lacking both even rudimentary technical infrastructure and skilled personnel
(let alone capital) remained limited to one-off projects which added virtually nothing to
the process of establishing a film industry in the region until the late 1930s. Notwithstand-
ing that, by the 1930s, the absence of a “Slovak cinema” was already reflected as an out-
standing issue; in other words, it was taken for granted that an emancipated nation aspir-
ing to statehood ought to have its own film production, and that unless the Slovak “film
circles” were not in a position to achieve that goal by standard business procedures, the
task was to be shouldered by the national state government. There, the Czechoslovak state
was ruled out as the general provisions enforced within it were set equally for all parties,
whereas the Slovak part was clearly in the need of more than a standard infusion. A solu-
tion came into view during the second republic, after Slovakia ‘s declaration of autonomy.
In late 1938 the Slovak government took a crucial step (in the fields of cinema licensing
and film censorship) whereby Slovakia emancipated itself from the Czech lands, and
shortly after its ensuing establishment, the independent Slovak state took care of the rest:
as early as June 1939, the Slovak government charged the Ministry of the Economy with
setting up a joint-stock company with a 51 percent share of state ownership. This compa-
ny, which itself produced the Slovak film newsreel, was then granted by the government
a monopoly position on the film distribution, import and export market.” At that point,
the newly established national state took the further development of what was by then al-
ready a regular domestic film industry — the Slovak cinema — under its aegis, thereby be-
coming the patron of a national (in the ethno-linguistic sense of the term) cinema which
would subsequently continue to develop autonomously — on all levels, including the in-
stitutional one — even after the reconstitution of Czechoslovakia.

What such nationalist, ethnically based enclosure of the domestic film culture opened
up was notably a migration of labor force, as well as the audience’s fresh acquaintance with
international productions, which contributed significantly to cultural interaction, and in-
fluenced the aesthetic ideal and social customs of the time. There, one should perhaps cite
two examples of a similar process drawn from the Czech context: namely, a boom of the
boy-scouts movement and its parallel, alternative offshoot known locally as “tramping’,
which has been going on ever since the 1910s to this day, inspired by the civilization of the
American West and more often than not introduced through the consumption of pulp fic-
tion and American films; plus, an overwhelming triumph of jazz (from the 1930s on-
wards) and rock (since the 1960s, of Anglo-Saxon provenance) music, entailing a fatal im-
pact on the Czech pop-music scene. Elsewhere, one might as well bring up an example
from Britain, concerning a different aspect: In the mid-1920s, the British government not-
ed that the influx of American films to Britain and the former British colonies resulted in
a shift in the local populations’ patterns of consumption, leading to a marked drop in the
sales of British products. This led to the adoption of the film act of 1927, regulating the im-
ports of American films to Britain.

Likewise falling within the category of activities opening up a national context in the
domain of cinema were various forms of co-production which began to develop in Czech-

7) See Law No. 17 of January 18, 1940. Jiti Havelka, Filmové hospoddrstvi v zemich ceskych a na Slovensku 1939
a# 1945 (Praha: Cs. filmové nakladatelstvi, 1946), p. 150.
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oslovakia after the introduction of talking pictures, involving the production of foreign-
language versions of Czech films, and which took in most particularly partners from Ger-
many, and to a lesser extent, Austria. Beyond that, the Czech scene produced a generation
of internationally respected film-makers who also established themselves outside the
country, mostly in Germany and Austria (as did, for example, film director Karel Anton
who came from a Prague Czech-German family, or actress Anna Ondrakova who, as
Anny Ondra, worked her way up to become one of the Weimar Republic’s top film stars).
Another variant of this migratory trend involved the taking up of commissions from dif-
ferent European countries, exemplified most eloquently by the likes of film-maker Karel
Lama¢, major star of the Third Reich German cinema Lida Baarova, or cameramen in-
cluding Véclav Vich or Otto Heller, both protagonists of what was known as the Czech
school of film photography. The Czech film press regularly covered their international ex-
ploits, and more than a few of their films featured in the local distribution networks.

In contrast, only a handful of individuals left this country for Hollywood, most of
whom failed to score a breakthrough there. The one exception, symptomatic, albeit known
only to specialists, was Antonin Vaverka. An operetta singer and stage actor with an exten-
sive career covering the whole Central and Southern Europe to his credit, after the col-
lapse of Austria Hungary, at 52 years of age, he decided to set sail and try his luck in Amer-
ica. And he did make it: he managed to get noticed in Hollywood, and what more, the
Czechoslovak actor was handpicked by the Austrian director Erich von Stroheim for the
part of the Austrian Emperor Francis Joseph I, in the film MERRY-GO-ROUND (premiered
in 1923). He proved such a success that Universal made him an offer of a permanent con-
tract.”’ The cases of such escapes and contacts were more than a few, though what remains
relevant is the actual extent of their influence on the public opinion of the then nationally
aroused society.

Thus, with national film industries constituted along linguistic and ethnic lines, one
can clearly observe the setting of a different central axis — namely, one that does not rely
on a political central pivot but rather on a cultural one, and that is not contingent primar-
ily on the institution of state, but rather on the phenomenon of a national/ethnic commu-
nity. This naturally entails various complications pertinent notably to the cinematic activ-
ities of ethnic minorities, and to the cultural integration thereof into the context of the
national cinema of the dominant ethnic group. The reason for this is simple: owing to their
historical rivalries, neither of the parties involved is seriously interested in achieving such
integration. The purity of ethnic roots proves to be a more relevant factor, as in multieth-
nic states individual nations defined along linguistic and ethnic lines usually tend to set
themselves in opposition to one another with a view to preserving their specific identities.
Thus the Slovaks did not intend to see their future film production being labeled either
Czech or Czechoslovak, just as the Czechs in their turn had previously, in Austria-Hunga-
ry, not conceived of their own nascent production as being Austrian. After all, the Vien-
nese film circles then paid no heed at all to the phenomenon of Czech films whose impact
was more often than not geographically limited to Prague. Accordingly, regular end-of-

8) Antonin Vaverka’s unpublished memoir, Mé vzpominky od zlaté Prahy po americké hvézdy, written in the
1930s, is reposited in manuscript form in the National Film Archive in Prague.
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the-year press summaries covering the Austrian film production would lack any mention
of Czech films, even though for instance the Prague company ASUM did its utmost, in-
cluding regular and costly advertising campaigns, in quest of an inroad onto the Viennese
market (it even kept its appointed business agent there, one Paul Osterreicher), so in fact
Vienna was not entirely ignorant of goings-on in the provinces; it only just let the Czech
film production lie behind the gates of Austrian cinema — the film industry of the domi-
nant ethnic group.

For anyone wishing to exemplify the potential entanglements between and within var-
ious ethnically and linguistically determined national cinemas, the situation in the Czech
lands indeed represent a genuine hot spot to focus on. Their three-million-strong ethnic
German minority was naturally by no means passive as regarded cinematic activity. In the
times of the Habsburg monarchy, it was the German parts of northern Bohemia that wit-
nessed the most vigorous development of film enterprise on an industrial scale, primarily
in the sphere of film distribution with a broader Central European perspective. For in-
stance, Wolframfilm, a firm owned by film distributor Paul Wolfram, from Usti nad Labem
(Ger. Aussig), was — as documented by its ongoing massive advertising campaign in the
Viennese film press — was continually present on the Viennese market, apart from which
it also opened a branch office in Dresden. Elsewhere, in the person of Ernst Hollmann,
a cinema proprietor from Jablonec nad Nisou (Gablonz), the “Section Bohmen” had a ca-
pable organizer enjoying considerable respect even in the Viennese cinematic circles. He
could have even become president of the Imperial Association of Cinema Proprietors in
Austria, had he not turned the offer down for purely practical reasons. For his part, the
founder of the first permanent cinema in Brno, Dominik Morgenstern, began to publish
in 1907 the magazine Anzeiger fiir die gesamte Kinematographen-Industrie. Along with the
Diisseldorf Kinematograph, the Berlin Die Lichtbild-Biihne, and the Vienna Kinematogra-
phische Rundschau, it ranks among the earliest German-language film magazines. The leg-
endary representative of the Viennese film industry, Count Alexander Kolowrat, launched
his production under the trademark Sascha-Filmfabrik, on his estate at Pfimda. When, in
1912, he resettled to Vienna, a group of his employees split away from Sascha-Filmfabrik
to pursue their own film production in Liberec (Ger. Reichenberg).

The collapse of the Habsburg empire and the ensuing foundation of the Czechoslovak
state did little in terms of paralyzing the development of the Bohemian German film in-
dustry (i.e., the film industry managed by ethnic Germans settled in the country), perhaps
apart from the fact that it soon ceased to produce feature films, whereas the production of
other types of films continued unabated. The country’s ethnic Germans then ran several
hundred cinema houses in Czechoslovakia, as well as being active in the field of distribu-
tion. As early as 1921 they established their own film exchange in Usti nad Labem, pub-
lished several film magazines, and conducted a bustling community life. From the outset,
they were incomparably more dynamic in their cinematic activities than Slovaks. And yet,
to this day Czech film historiography has not mustered the grit to take a close look at this
sum of activities — which in its entirety doubtless does meet the requisites posed on the
content of the general concept of “cinematography” — as at a specific category of national
cinema, namely, that of the deutschbohmisches Kino. Nor, for that matter, have Czech film
historians even posed themselves the question of doing so. In the existing portrayal of the
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development of cinema in the Czech lands, the phenomenon of Bohemian German cine-
ma is still left drifting, as though it were lacking identity, viewed as being somehow
strangely diluted in the Czech element, while the same historians have readily acknowl-
edged an autonomous national status for Slovak cinema from its very inception. What an
imbalance of vision!

After the declaration of independent Czechoslovakia in 1918, the local Germans found
themselves living in a new state, and in the position of a minority, which was to them
a thoroughly new experience — and the Czechs certainly did not prove excessively willing
to make that experience easier for them. To be sure, Czech and Slovak politicians decided
to conceive Czechoslovakia along the lines of a national state, however untenable this con-
struction was ultimately proven to be in the long run, a policy whose principal vehicle en-
forced towards the minorities came to be language, or more specifically, the “Czechoslo-
vak” language decreed by the Language Act as the official state means of communication
assigned invariable priority over all other languages. In the practical world of cinema op-
erations, this brought German cinemas within the country’s border regions into difficult
situations, as the authorities used their prerogatives of power and insisted that the law
should be duly applied to film projections as well. As a result of this, Sudeten German cin-
ema operators introduced a practice resembling a bizarre anticipation of the multi-screen
system (locally known as polyekran), where the main screen, showing a film with German
captions, was supplemented by another, smaller one, with a parallel showing of the same
film with captions in the official state language. The whole thing was in fact totally need-
less, since ethnic Czechs living in the Sudeten regions were fluent German speakers, and
were moreover offered by the German cinema proprietors, naturally eager to do good
business, special Czech-language-only projections. In Slovakia, the system even produced
a class of smart alecks among cinema owners who zealously followed the rules down to the
last letter, by first projecting only the whole set of captions in the official state language
(i.e., literally in the first place), and then proceeded by letting the film run uninterrupted,
with foreign-language captions.” Of course, the whole policy had nothing to do with re-
moving the language barrier; rather, it was meant to demonstrate the authority of the na-
tional state in a transnational environment.'”

In the case of cinema / cinemas in the Czech lands, therefore, what we see is a peculiar
mixture of the language-ethnic model with the land-based model, even though definitely
no parallel can be drawn here with the phenomenon of land patriotism. The ambiguous
status of the Bohemian German cinema is likewise evident from the existence of films
with errant identity, i.e. ones which no one seems to be claiming to be their own. These in-
clude among others a series of film comedies featuring the character of Uncle Kokl (On-
kel Kokl-Serie, or alternatively, Onkel Cocl-Serie), which was launched in 1912 by the
company Sascha-Filmfabrik. However, the crew engaged in its shooting soon went their
own way, moving to Liberec (Reichenberg) where they carried on making the series under
the brand name Reichenberger Filmwerkstitte. In the most recent filmographic title is-

9) Jifi Hora, Filmové prdvo (Praha: Pravnické knihkupectvi a nakladatelstvi V. Linhart, 1937), p. 233.
10) Ivan Klimes, ‘Kinematografie a jazykova politika mezivalecného Ceskoslovenska, in Ivan Klimes and Jan
Wiendl (eds.), Kultura a totalita I. Ndrod (Praha: Filozofickd fakulta UK, 2013), (in print).
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sued by the National Film Archives, Cesky hrany film I, 1898-1918 (1995), these films are
omitted. They proved no less of a riddle to our Austrian colleagues from Filmarchiv Aus-
tria who conducted filmographic research covering the period of Austrian cinema until
1918, albeit limited to the territory of postwar Austria, wherefore these particular films
stayed out of their scholarly focus as well.'”

Another special case is represented by Protectorate-era films from the production of
Prag-Film. They, too, are missing from the catalogue, Cesky hrany film II, 1930-1945
(1998), where they would have deserved at least a separate section. Indeed, the Czech
scene has from the beginning largely ignored this production, keeping it out of its focus as
an alien body, for decades on end reflecting it without any hesitation as Greater German
production with which the Czech Protectorate-era film-making (not mentioning partici-
pation by individual film directors, cameramen, actors, composers, sound engineers, edi-
tors, and Barrandov studios " technical crews!) had nothing in common. The untiring and
thorough documenter of the economics of cinema, Jifi Havelka, in his postwar volume de-
voted to the years 1939-1945, did not make a single mention about Prag-Film:

Greater German Production. From 1939, when all our studios gradually came into
the hands of the Germans, a considerable number of films were produced here

which, however, cannot be counted as domestic production.'”

Consequently, he amalgamated without distinction the Prag-Film production with
that of Greater German companies turned out in Prague studios, within the same brack-
ets (arriving at the number of 80). There, the ethno-linguistic criterion ruled supreme.
However, Havelka’s “political” approach, understandable from the perspective of its time,
set the standard for the rest of the century, and the fact that still at its end it was not sup-
planted by a historically substantiated view, is genuinely disturbing. Prag-Film was
a daughter-company of the Greater German concern, Ufa. It was operating under Protec-
torate jurisdiction, and was in the strictest sense of the term a standard economic subject
of the Protectorate of Bohemia and Moravia. Its production therefore was part of the Pro-
tectorate cinema, albeit enjoying a special status, similarly as was the production of the
Prague branch office of Ufa dating from 1933-1940, which, unlike the former, has never
been contested as such by film historians.

11) Filmarchiv Austria eventually solved the problem in a truly generous manner, by publishing a book plus
DVD containing all the surviving films and fragments made by the team in question who produced their
films between 1912 and 1917 at Pfimda and in Liberec, and from 1919-1926 in Vienna. Giinter Kren and
Nicolaus Wostry (eds.), Cocl & Seff. Die osterreichischen Serienkomiker der Stummfilmzeit (Vienna: Filmar-
chiv Austria, 2010). Incidentally, it would, by no means, be without an interest to publish a catalogue of both
feature and nonfiction films covering the entire Cisleithania (Austrian parts of Austria-Hungary), thus pro-
viding a survey of those productions that would not be dissected according to the over-complex and occasi-
onally even confusing nation- and land-centered criteria. This would most probably offer an entirely new
picture of cinematic activities in the Empire, and would bring down to size in a productive manner the os-
sified tradition of separate — and to some degree, ahistorical — reflection of the various national cinemas
in Central Europe.

12) J. Havelka, Filmové hospoddrstvi v zemich ceskych a na Slovensku 1939 az 1945, p. 29.
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The phenomenon of national cinema in Central Europe thus sets a number of themes
in relief. It continues to echo the legacy of the 19" century with its concept of linguistical-
ly and ethnically defined national communities singling themselves out in confrontation
with other such communities, notably in reference to tensions between the Germanic and
Slavonic nations of the region. Running counter to this spontaneously trend which has
been receiving robust support from the press as well as from the art and culture scene, is
a growing awareness of the import of the massive industrial development experienced by
the Czech lands, which was the common doing of both Germans and Czechs alike, and
which continued unabated all through the interwar period. It brought along a multitude
of business and creative contacts with the rest of the world. In fact, the example of the in-
terwar avant-garde movement, whose character was quite unequivocally cosmopolitan,
can serve as a proof of the virtual impossibility of developing a national cinema that would
have defined itself as a clean-cut self-enclosed ethnic environment. The most serious mis-
take would be for us to let ourselves be driven by some sort of definition-bound purism,
imposing on the concept ever more sharply delineated boundaries, and in the process let-
ting fall under the table anything that we might consider to stand in the way of our carv-
ing out the proper definition.
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SUMMARY

National Cinema in Transnational Context
A Central European Experience

Ivan Klimes

This study focuses on the birth of national cinema in the region of Central Europe, which is multi-
national in character and, from a historical perspective, particularly unstable. The Czech lands alone
belonged, over the course of the fifty years of existence of cinema, progressively to four states, each
time with different borders. The author consequently distinguishes the phenomenon of national cin-
ema from the institution of the state and places an emphasis on a stable territory with stable audi-
ences defined by a shared cultural-historical identity. The concept of a cultural nation, however, (as
opposed to a political nation) does not solve the problem altogether. This can be demonstrated with
the still unclear position of film activities of Sudeten Germans and, for example, German produc-
tion of Prag-Film from the era of the Protectorate of Bohemia and Moravia, which continues to be
ignored by Czech film historiography.

It is the multiple alterations in state borders which, particularly after the First World War, dra-
matically influenced the fate of the regional centres of the emerging film industry. A number of these
centres vanished (Lviv), some became important (Prague). This nationalistically ethnic grip on
Czech film culture was opened up by, in particular, the migration of the workforce and viewers’ ex-
perience with foreign productions, which contributed to the intermingling of cultures and influ-
enced both the aesthetic ideal of the era, as well as social habits. Among those activities in the field
of cinema which opened up the national environment, were co-production relations, developed in
Czechoslovakia after the arrival of sound film in the production of language versions of Czech films.
These relations were most intense with Germany and also partially with Austria.

The phenomenon of national cinema in Central Europe consequently exposes a number of
themes. It still reflects the 19th century with its concept of national communities based on language
and ethnicity defining itself confrontationally against other communities, primarily on the basis of
tensions between the German and Slavic nations. However, this spontaneously experienced trend,
intensively bolstered by the journalistic and artistic culture, met with the increasing significance of
the industrial expansion of the Czech lands, in which both Germans and Czechs participated to-
gether and which continued in the interwar period. This entailed vital business and creative contacts
with the world as after all, the example of the interwar avant-garde, which was clearly cosmopolitan
in nature, demonstrates that a national cinema as a purely enclosed ethnic environment will be in-

capable of development.

Translated by Jan Hanzlik.
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Kevin B. Johnson

Central European Accents

The Homelessness of Gustav Machaty and Karel Lamac

Individual nations built their national theaters and had their national literature. But
today, all citizens, from all corners of the earth want the same art and the same enter-
tainment: they want their film.

Gustav MachatyV

For directors, as with other groups of film professionals, the routes that linked Czech and
German/Austrian cinema prior to 1945 were almost exclusively one-way streets. Very few
German or Austrian directors found their way to Czechoslovak film production.”’ Those
that did generally came to work on Czech-German MLV [multiple-language version]
films or to take part in the so-called “independent productions” after they were barred
from working in the Reich.” Thus, despite the production location, they remained invest-
ed in German-language cinema — films in German aimed at German-speaking audienc-
es — and contributed in no way to Czechoslovak cinema per se.* By contrast, nearly all of
the best Czech directors of the 1920s-1940s spent some time working on German-lan-
guage films intended for German audiences. Some of them, such as Karel Anton, were at-
tracted to work in Germany for personal economic gain and career development. Others

1) Gustav Machaty, ‘Des Filmes Grofle und Not, Licht-Bild-Biihne, 21 January 1935, p. 4.

2) 'The primary focus of this essay is the intersection of Czech and German identities. Thus, I do not take into
account Slovakia as a separate cultural entity. The film industry in Czechoslovakia at this time was almost
exclusively focused on the production of Czech-language films while Slovak themes were largely ignored.
Therefore, the examination of “Czechoslovak” cinema in this period entails first and foremost an engage-
ment with Czech cinema. In this essay, I use the term “Czechoslovak™ to refer to the national film industry
(which include Sluvak—language films as well as MLVs) and “Czech” to refer to films made in the Czech lan-
guage.

3) See Armin Loacker and Martin Prucha (eds.), Unerwiinschtes Kino: Der deutschsprachige Emigrantenfilm
1934-1937 (Wien: Filmarchiv Austria, 2001).

4) In economic terms, of course, these films brought much needed income to the Czechoslovak-based produc-
tion companies. Furthermore, some of these films did play to German-speaking audiences in Czechoslova-
kia. Yet, these matters, particularly those related to multi-national spectatorship in Czechoslovakia, are be-
yond the scope of the current essay and must remain topics for another study.
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were more reluctant to work on German projects, doing so only under the circumstances
of the Nazi Protectorate.” These directors included Miroslav Cikdan and Martin Fric, nei-
ther of whom ever left their home country to work on a German-language film.®’ Also, de-
spite the blossoming of Prague-German literary culture (Kafka, Werfel, Kisch, Perutz, et
al.), there were no German Bohemian film directors whose work is closely linked to the
city or to Bohemia in general. The two best-known German Bohemians, Georg Wilhelm
Pabst and Edgar Ulmer, never worked within the Czechoslovak industry and never made
a specifically “Bohemian-themed” film — which I understand to mean a film set in Bohe-
mia that explicitly deals with the culture of the German-speaking or Czech-speaking
inhabitants there.” For this reason, most non-Czech film scholarship tends to quietly
subsume these German-speaking Bohemians under the rubric of “German” (or with in-
creasing frequency “Austrian”) directors.

Among all of the directors that operated at the intersection of German, Austrian,
Czech, and/or Bohemian cinema, Karel Lama¢ (known in Germany as Carl Lamac) and
Gustav Machaty (typically written as Machaty in German and English texts) occupy
a unique and important position. Both were” Czech directors” (in other words, Bohemi-
ans whose primary language was Czech and therefore are not generally considered “Ger-
man” or “Austrian”) who made significant contributions to German-language cinema and
are important not only for understanding German and Austrian cinema in this period, but
can also inform our conceptualization of “Central European” cinema culture more broad-
ly. Both Lamac¢ and Machaty were highly interstitial figures, who navigated the gray area
at the intersection of various national cinemas throughout their careers. In many ways,
their films fell between the cracks of purportedly clearly demarcated film cultures and in
some cases have remained there, in relative obscurity, for decades. These directors and
their films inhabit a conceptual “no man’s land” beyond national cinema, which often con-
founds attempts to approach and conceptualize their body of work in a coherent way, par-
ticularly for those accustomed to thinking along national lines, or even within seemingly
less restrictive ethnic categories.

Gustav Machaty and Karel Lamac¢ were the two most internationally recognized Czech
directors of the interwar period. Even a brief analysis of their careers reveals the close re-

5) 'The present essay does not address those Czech directors who worked under duress for the German Prag-
-Film AG during the Nazi occupation (Vladimir Slavinsky, Miroslav Cikan, Martin Fri¢) as the conditions
for their contributions to German cinema are radically different than those of the directors examined here.

6) Besides his work on German versions of MLV projects, Fri¢’s only German language film of the 1930s was
THE SQUEAKER (Der Zinker, 1931), which he co-directed with Lamac in Prague.

7) Edgar Ulmer was born in Olomouc (Olmiitz) in Moravia. So, in terms of strict geography, he was not “Bo-
hemian,” but Moravian. But, here and elsewhere in this essay, I use “German Bohemians” as a catchall term
to describe all German-speakers who originated from those “Czech lands” that fell within the borders of
Czechoslovakia after 1919 — this excludes Slovakia and Sub-Carpathian Ruthenia, but includes Bohemia,
Moravia, Silesia, and (if we choose to make the distinction) the territories of the so-called Sudetenland. This
use of the term “German Bohemian” is consistent with cultural histories of the region written in English.
See, for example, Gary B. Cohen, The Politics of Ethnic Survival: Germans in Prague, 1861-1914 (West Lafay-
ette: Purdue UP, 2006).; Jeremy King, Budweisers into Czechs and Germans: A Local History of Bohemian Pol-
itics, 1848-1948 (Princeton and Oxford: Princeton UP, 2005).; Scott Spector, Prague Territories: National
Conflict and Cultural Innovation in Franz Kafka’s Fin de Siécle (Berkeley, LA, London: University of Califor-
nia Press, 2000).
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lationship between the Czechoslovak film industry and its counterparts in Austria and
Germany. Both operated within a multiplicity of national contexts, which led them to di-
rect films in Italian (in the case of Machaty) and Dutch (in the case of Lamac) as well as in
French and English (in both cases). However, their international (that is, non-Czech) ca-
reers were and continue to be most closely linked with German-language films. After
a hugely influential period as one of the most outstanding pioneers of the nascent Czech-
oslovak national cinema in the 1920s, Lamac all but relocated to Germany during the
sound era and the tally of his German-language films (36) outnumbers threefold that of
his Czech productions (12).” Although he did not enjoy the same high public profile in
Germany that he had in his home country, he was a well-known figure in the industry.
From the beginning, Machaty’s energies were equally divided between Vienna and Prague,
resulting in a string of Czech-Austrian co-productions throughout the late 1920s. His first
German-language sound film, Ecstasy (Extase, 1934), was his biggest worldwide success
and remains the film for which he is most widely known. In other words, German-Austri-
an cinema plays an important, if not the dominant role, in defining the cinema of Lamac¢
and Machaty.

Both Lamac¢ and Machaty possessed distinctive authorial voices. The task of the cur-
rent essay is to develop a framework for describing these voices that accurately accounts
for the unique nuances in their films, which, on the whole, inhabit an interstitial space
where categories of nation and ideas of home are fluid and unstable. In a number of signif-
icant ways, their work can be conceived in terms of what Hamid Naficy, writing in anoth-
er context, has outlined with his concept of “accented cinema,” which he describes as aris-
ing from an “interstitial” or “exilic” mode of production.” Naficy describes minor voices
at work within a dominant cultural paradigm that is foreign to them, resulting in a recog-
nizable accent — these are “exiled,” “diasporic,” or “postcolonial” voices; they are “home-
less” yet still bear the accents of their homeland. Yet, the patterns of movement that
marked the careers of Lamac¢ and Machaty do not fall neatly into the categories of “exilic,”
“diasporic,” or “postcolonial.” For the majority of their productive years, Lama¢ and Ma-
chaty were willing nomads, each of whom cultivated his own personal cosmopolitan style,
while also maintaining loyalties to certain regional and national patterns. Both directors
consistently operated in an indistinct realm between regional specificity and extraterrito-
rial generalities, which marks their films with a particular sense of “homelessness” similar
to that found in Naficy’s “accented cinema.” As I argue, however, their accent is not the re-
sult of exilic conditions, but a distinctive feature of the Central European environment, as
precipitated by the Habsburg Empire, which incorporated a patchwork of vastly different
regional and ethnic cultural “accents” that nevertheless shared an overarching sense of

unity.

8) These numbers exclude five features that were made in both German and Czech language versions as well as
three German short films Lama¢ made with Karl Valentin in 1934.

9) Naficy understands the “interstitial” mode of production as occurring at the intersection of differing cul-
tures and film practices as well as occupying a space between the local and the global. Thus, interstitial pro-
duction is always heterogeneous and multiple in character. Hamid Naficy, An Accented Cinema: Exilic and
Diasporic Filmmaking (Princeton: Princeton University Press, 2001).
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The Artist versus the Showman

Whereas Machaty can be considered within the ranks of other artistic professionals of
Austro-Hungarian origin such as G. W. Pabst, Fritz Lang, Billy Wilder, Michael Curtiz,
and others, Lamac occupies the other end of the artistic spectrum, as a producer of fast
and straightforward entertainment. Machaty often spent years crafting his projects: work-
ing on film scripts, spending long periods of time shooting on location, and meticulously
editing the final product to achieve the desired effect. In contrast, Lamac¢ produced films
on the cheap, in a rapid, factory-line style, working with minimal resources and shoestring
budgets. Machaty was a technical and stylistic innovator who experimented with different
formal elements and constantly tested the boundaries of filmic expression. His first sound
feature, FROM SATURDAY TO SUNDAY (Ze soboty na nedéli, 1931), stands together with
Fritz Lang’s M (1931) and Robert Siodmak’s FAREWELL (Abschied, 1930) as one of the
most innovative and intriguing explorations of the new sound film medium that emerged
from Central Europe.'” Likewise, the return in EcsTasy to a “silent film aesthetic” that re-
lied on images to communicate the story while reducing dialogue to a bare minimum is
reminiscent of Chaplin’s films of the early 1930s. In comparison, Lamac’s films appear
much more superficial and “conservative,” relying on (indeed imitating) well-worn gener-
ic conventions and filmic techniques. One biographer admits: “Lamac the film director
was much more skilled at arranging action before the camera than at active artistic crea-
tion.”"" To a great extent, Lamac was an “invisible director” whose input was eclipsed by
the spectacle and star appeal of his performers. In general terms, Machaty’s work tends
more towards the psychological complexities of “art cinema,” whereas Lamac’s films are
inauspicious entertainment without grand aesthetic aspirations. No two directors could
be further apart — or so it seems.

As a result of the diverging “artistic” value of their works, nearly all of Lamac’s films
from the 1930s and 1940s have been completely forgotten outside of the present day Czech
Republic, whereas Machaty is remembered as an internationally relevant film artist with
a particular significance for film history (both in the German/Austrian context and inter-
nationally).’? Machaty is best known today for Ecstasy, which is remarkable for its inno-
vative use of sound, symbolism, and montage. Ecstasy relies almost entirely on images to
convey the story and emotions; there is no extended dialogue in the entire film. Ecstasy’s

10) For a synopsis of the film's plot and comparisons with several early German sound productions, see Danie-
la Sannwald, “Ton-Bilder; in Christian Cargnelli (ed.), Gustav Machaty: Ein Filmregisseur zwischen Prag und
Hollywood (Vienna: SYNEMA, 2005), pp. 164-173.

11) Lubos Bartosek, Karel Lamac (Praha: Cesky filmovy ustav, 1972), p. 1.

12) Recent works of note include the Christian Cargnelli (ed.), Gustav Machaty: Ein Filmregisseur zwischen Prag
und Hollywood ; Armin Loacker (ed.), Ekstase (Wien: Filmarchiv Austria, 2001); Michal Bregant, ‘Pfibéh
zivla se ttemi mezihrami (Extase)/ Eine Geschichte der Elemente mit drei Zwischenspielen (Ekstase); in
Gernot Heiss and Ivan Klimes (eds.), Obrazy casi: Cesk)? a rakousky film 30. let/ Bilder der Zeit: Tschechis-
cher und dsterreichischer Film der 30er Jahre (Praha: Narodni filmovy archiv, 2003), pp. 15-64. In addition,
the first major German retrospective of Machaty’s films in 2001 also spurned a number of biographical es-
says such as Olaf Méller, ‘Der Lust ergeben, Film-Dienst, vol. 54, no.16 (2001), pp. 39-41. See also Lucy Fis-
cher’s study of Ecstasy in the context of U.S. censorship: Lucy Fischer, ‘Ecstasy: Female Sexual, Social, and
Cinematic Scandal, in Adrienne L. McLean and David A. Cook (eds.), Headline Hollywood (New Brun-
swick, N.J.: Rutgers University Press, 2001), pp. 129-142,
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indebtedness to the formal innovations of expressionism and Soviet Montage as well as its
experimentation with sound are testament to Machaty’s ambition to mobilize the elements
of cinema in the communication of inner emotions, intellectual ideas, and deep psycho-
logical states. By contrast, Lamac¢’s films are marvelously superficial and aim for little more
than simple entertainment in their presentation of bodies in motion, fantastic illusions,
and catchy melodies. For the most part, these two speak in utterly different film languag-
es. Nevertheless, from the perspective of (or rather to the ears of) German cinema, they
share a highly similar accent — that of the Austria-Hungary. In other words, these two
creative voices both operated within a mode of “accented cinema” that was a direct factor
of their regional origins.

Willing Nomads

Lama¢ and Machaty emerged within a distinctly hybrid and multinational context in
which they could be identified equally as “Czech,” “Bohemian,” as well as “Austrian.” Here,
the former term refers to an ethnic or linguistic allegiance, the middle marks out geo-
graphical boundaries, and the last describes inclusion within a political entity. However,
whereas the directors themselves share qualities of the “split,” “hybridized,” or “multiple”
identity belonging to what Naficy calls “postcolonial ethnic” ilmmakers, they do not di-
rectly translate or engage with their unique outsider status within their German films. In
other words, neither Lamac¢ nor Machaty produced a German-language film that in any
way thematized any aspect of Czech culture — indeed, with the possible exception of Ec-
STASY, their German films are conspicuously devoid of Czech characters and references to
Bohemian geography or culture.

The primary problem we encounter when attempting to apply Naficy’s categories of ac-
cented cinema to Lama¢ and Machaty lies in the relationship between space and motion.
While the movement across space, from one racial/ethnic/national context to another, is
a prerequisite for establishing the conditions for accented or exilic films, the cinematic di-
alect that Naficy describes arises from conditions of relative fixity. In other words, accent-
ed cinema comes into being when the exiled-diasporic-postcolonial subject speaks from
a situated position within the dominant, “foreign” culture. In the cases of both Lama¢ and
Machaty, however, we are dealing with profoundly unfixed subjects, constantly in flux,
wandering back and forth across national boundaries from one film industry to another.
Their films do not fall neatly into chronologically ordered geographic phases, as is the case
with other well known transnational figures such as Fritz Lang or Ernst Lubitsch (whose
careers were marked by a period of great productivity in Germany followed by a pro-
longed stint in Hollywood). With Lamac and Machaty, there is no clear division between
a “Czech period” and a “German” or “Austrian” period — instead, both directors were in
a state of constant motion between these countries (and others), working within various
national contexts more or less simultaneously. More fitting terms for their more capricious
and unfixed mode of cinema might thus be “transient” or “nomadic”

Machaty was a cinematic nomad from his very first years in the industry. Hot on the
heels of his enormous contributions to the fledgling Czechoslovak cinema in 1919, he de-
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parted for the United States in 1920, where he spent several years in Hollywood learning
film craft at the sides of some of the most important filmmakers of the period, including
Erich von Stroheim, Tod Browning, and D. W. Griffith."” Upon returning to Europe in
1924, he spent several years in Vienna film studios acquiring more international filmmak-
ing experience (again, however, without being credited for work on any specific film). His
1927 “debut” film THE KREUTZER SONATA (Kreutzerova sondta, 1927, made after nearly
a decade absence from directing) was shot between studios and locations in Prague and
the famous Schonbrunn studios in Vienna. As Machaty’s career peaked in the late 1920s
and early 1930s, it progressed along an uneven path of international travel. His best-
known films from this period occupy an interstitial position between Austrian and Czech-
oslovak cinema. When the rise of Nazism forced him to leave Central Europe in the mid-
1930s, he spent some time in Italy, where he made the one-oftlocal film BALLERINE (1936),
before moving on to Hollywood a year later.

Even though he maintained a production company in Berlin throughout most of the
1930s, Karel Lamac was no less nomadic than Machaty — indeed, his travels far exceed
Machaty’s in terms of both range and frequency. A great number of films produced by
Lamac’s Berlin company, Ondra-Lamac-Film GmbH, were international co-productions
and/or MLVs, which saw the director shuttling between a multiplicity of filming locations
around Europe, mostly in Austria, France, and throughout Germany, but also in Switzer-
land and Hungary. At the same time, Lama¢ made regular visits to Prague to direct or act
in Czech films. If we also consider that Lamac directed on average over six films each year
(compared to Machaty’s average of one film per year) his restless pace was remarkable.
One evocative account of Lamac’s transient mode of existence in the 1930s stems from his
colleague and friend, Jan S. Kolar:

Like the forever-nomadic Ahasuerus, Lamac rides and flies from city to city across
the whole of Europe. Hotels and sleeping wagons are his home [domov, the equiva-
lent of the German “Heimat” — author’s note] ... In the metropoles of Europe he is
as well known in the studios and artist cafes as he is in the patent offices and lawy-
ers’ offices. He orders a suit at a tailor shop in Berlin, pays off a debt to another tai-
lor in Prague, and then at his hotel in Vienna receives a suit that he had tailored the
previous year, but forgot to pick up — and now it is too tight. He has friends every-
where and everywhere creditors ... He finishes one film and then dozes in a sleep-
ing wagon over a script that he is under contract to shoot at the train’s final stop —
and he hasn’t even had time to read its title yet ... Every once in a while, he has the
inclinationto act in a Czech film and begins to fast at the spa in Dolni Lipova in or-

13) See C. Cargnelli (ed.), Gustav Machaty: Ein Filmregisseur zwischen Prag und Hollywood, pp. 12-14; and
A. Loacker (ed.), Ekstase, pp. 356-357. Just as with his subsequent time in Vienna, there is little concrete in-
formation about the specific projects he was involved with in Hollywood, since his name does not turn up
in any film credits from that period. According to IMDb.com, Machaty worked as Erich von Stroheim’s as-
sistant for FooLisH WIvEs (1922). Also, a 1929 German article claims that Machaty assisted Tod Browning
and Stuart Paton: ‘Einneuer Mann, Reichsfilmblatt, 18 May 1929 (cited in Jeanpaul Goergen, ‘Gustav Macha-
ty’s frithe Regiearbeiten fiir den deutschen und internationalen Markt, in C. Cargnelli (ed.), Gustav Macha-
ty: Ein Filmregisseur zwischen Prag und Hollywood, p. 79).
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der to shed excess pounds so that he can once again charm his admirers. He smokes
cigars and the whole world is his ashtray.'”

In this passage, Kolar likens Lamac to the mythical “Wandering Jew;” Ahasuerus, con-
demned to eternally meander across the globe, homeless. He is at home all over the world,
but has no fixed living space. His lifestyle is characterized by constant motion and marked
by a multiplicity of geographic locations. Any sense of national or regional orientation dis-
integrates from one film to the next as the “homeland” of Lamac’s cinema becomes impos-
sible to pin down. According to this picture, Lamac’s true home is not a geographic space
at all, but a compilation of interstitial “non-places”: hotels, trains, and film studios.

Images of Transience

There are a number of specific thematic motifs that reflect Lamac¢’s and Machaty’s intersti-
tial mode of production. Their accented idiom can be identified in the particular ways that
both directors directly engage with themes of wandering and homelessness and consist-
ently feature nomadic, transient figures. Many of Machaty’s main characters are lost in
a sort of existential search for meaning. Both Ecstasy and Nocturno (1932) feature
“straying” women who leave their husbands to seek happiness elsewhere, while the female
lead in EROTIKON (1929) leaves her father to pursue a lover in the big city. Thus liberated
from their male caretakers, these women all become metaphorical orphans, lost girls in
search of a place to fit in. This motif is later overtly thematized in OrRPHAN CHILD 312
(Suchkind 312, 1955): the title refers to the young girl Martina, who was separated from
her biological mother at the end of the war, and now stands at the center of a complex cus-
tody battle between her foster parents, an orphanage, her biological mother, and multiple
would-be mothers. In the process, Martina is shuttled between Hamburg, Hannover, and
her rural “home” in the country. At one point, she becomes a runaway, spending several
days hiding out on board a cargo ship at harbor. In some cases, Machaty’s wanderer is male;
for example, the main narrator of THE KREUTZER SONATA, who lives in a state of perpet-
ual travel, riding in trains and relating his tragic tale in search of redemption. Perhaps the
most notable homeless figure in Machaty’s oeuvre appears in his quasi-autobiographical
film JeALousy: Peter Urban, an emigrant from Prague who is “lost” in Hollywood.

In contrast to Machaty’s existential “lost ones,” Lamac displays a penchant for carnival
performers, itinerant actors, and carefree vagabonds of all kinds. The motif of travelers
runs throughout his work in the 1930s and is even evident in the film titles, for example
Fair PEopLE (Die vom Rummelplatz, 1930) or THE TRAMPS (Die Landstreicher, 1937).
The former, Lamac’s first German-language sound film, revolves around a familial crisis
within a nomadic entertainment troupe. It stars Anny Ondra as a sort of prodigal daugh-
ter, who initially denies her carnie background, but eventually realizes her place with her
family, joining them on tour as the highlight of their show. In one of the film’s musical

14) Originally in Vaclav Wasserman (ed.), Karel Lamac, filmovy rezisér herec a technik (Praha: Statni pedagogic-
ké nakladatelstvi, 1958), p. 11.
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numbers, one member of the troupe sings “Wir sind tiberall zu Haus...” (We're at Home
all across the World), a reflexive piece about the transnational and transient existence of
the entertainers:

My good father,

My beloved father,

Was born an Eskimo,

And my mother,

My beloved mother,

Was from Italy, right on the Po!

We speak Spanish and French,

English and German and even Chinese!

Refrain:
We are everywhere at home,
Our homeland is everywhere!
We travel out in the world,
We are at home everywhere!
Today in Spain,
Tomorrow in Rome!
Yes! We are everywhere at home,
Our homeland is everywhere!"

The lyrics invoke the restless life of travel practices by those in the carnival profession,
itinerant performers, which in German evocatively labels as “fahrendes Volk™: literally,
“traveling people.” The song also explicitly describes the de-territorialization of the very
notion of “home” (Heimat) inherent in this mode of existence. “Home” is not fixed in any
one space or geographical location. Rather, it is anywhere and everywhere that their trav-
els take them — the whole world itself. This song can also be understood as a playful re-
flection of Lamac’s own career of homeless traveling that took him all over Europe and the
family’s variety show as a mutation of Lamac’s own films.

Perhaps an even more directly suggestive symbol than the fairground for Machaty’s
and (even more so) Lamac’s transient lifestyles are the train cars and railway stations that
dominate Machaty’s films. The thematic invocation of the train is in fact one of the most
easily recognizable stamps of Machaty’s authorial, accented voice. In terms of visual signi-
fication, images of trains, particularly locomotives, are firmly rooted in a modernist tradi-
tion that reveres this mechanical wonder as an archetypal symbol of progress.'® A se-
quence at the beginning of EROTIKON depicts a train racing towards the city as the camera
records the passing landscape through the train window. The pictures and the sense of
motion play as an homage to the opening of Walter Ruttmann’s BERLIN, SYMPHONY OF
A GREAT C1TY (Berlin-Symphonie der Grossstadt, 1927), which portrays the passage of

15) Music by Jira Benes, words by Fritz Rotter. My translation.
16) Olaf Maller, ‘Der Lust ergeben, Film-Dienst, vol. 54, no. 16 (2001), pp. 39-41.
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Figure 1. Machaty’s authorial stamp: the train as symbol of modernity’s energy. From Ecstasy. Photo NFA.

a train from the countryside to the heart of the big city. Like Ruttmann and other modern-
ists, Machaty seems enamored with the train as a symbol of modern civilization and rap-
id transportation. The railway was an prominent emblem of the cosmopolitan lifestyle of
early 20" century: it brought together people of mixed class and national backgrounds,
broke down traditional concepts of space and time, and provided access to remote places
that had been previously unknown or inaccessible.'” On a more thematic level, however,
trains evoke the concept of travel itself and contribute to the feeling of transience and
homelessness that permeates Machaty’s oeuvre (fig. 1).

For Machaty, the train and the railway station are interstitial spaces where people of
different backgrounds and types encounter each other where varying energies intersect.
With allegiance to Tolstoy’s source novel, THE KREUTZER SONATA, Machaty’s adaptation
begins when passengers on train come to realize that they are sharing their compartment
with a murderer, who then relates his tragic story to them. Similarly, in the opening epi-

17) In Ecstasy, the emblematic status of the train lends a significant historic subtext to the film. Carpathian Ru-
thenia was the most remote and least developed territory in Czechoslovakia during the interwar period.
Throughout the 1920s and 1930s, the government in Prague undertook extensive measures to modernize
Carpathian Ruthenia, to raise its economic standards, increase its infrastructure, and generally integrate it
with the rest of the country. The railroad was a powerful symbol of this process of modernization.
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sode of EROTIKON, the train brings the urban traveler George to the small town where he
encounters the young Andrea (daughter of the station master); a meeting that sets off
a fateful chain of events ending in his death. George is not only a man from the city who
disrupts life in the countryside as soon as he enters it (by seducing the station master’s
young daughter), but the English spelling of his name and the multiple exotic stickers on
his suitcase also mark him as a “foreign” interloper in this rural space. In EcsTasy, the
construction of the railroad itself brings an “outsider” into foreign territory, providing the
setup for another fateful encounter: Adam is an engineer at work on a railroad project in
the remote mountainous region where Evas father has his estate. He is a harbinger of mo-
dernity in this rural setting. His presence here inserts an unexpected element into Eva’s
life, fulfilling her sexual desires, but also setting a tragedy in motion that ends with her
husband’s death and a life of solitude for her. Both as a communal space and a bridge
across great distances, the railway serves as a powerful symbol for modernity’s energy and
its disruption of traditional barriers between class, gender, and ethnic groups.

At the Intersection of the Local and the Global

Both Machaty’s trains and Lamac’s itinerant performers are emblematic of an extraterrito-
rial and transnational tendency in modernity that finds its analogue in the cinematic me-
dium itself. In its early decades, the cinema was revolutionary for the extreme ease with
which it traveled across borders that had hitherto severely restricted the dissemination of
culture. Indeed, both in terms of exhibition and mode of expression, cinema was in many
ways “homeless™ it traveled throughout an international network of temporary projection
tents (generally as a circus attraction) and was more or less liberated from the regional
limitations of spoken and written language due to its reliance on visual expression. Like
the itinerant performers of the FAIR PEOPLE song “Wir sind tiberall zu Haus,” early cine-
ma spoke a multiplicity of languages and could skillfully navigate between them.

Each in their own way, Machaty and Lamac had their sights on global audiences from
the very beginning of their work in film. It was this ambition that compelled them to trav-
erse the borders of their own national cinema in the first place — setting them on a path
that would eventually lead to German cinema. In the 1920s and into the early 1930s, the
film industry centered in Berlin stood as a sort of “Hollywood of Europe,” drawing talent
from across the continent and reaching worldwide markets with its products. The German
industry assumed a dominant position in the “Film Europe” movement, a transnational
alliance of film companies that aimed to compete with Hollywood through the unification
and concentration of their forces.'® Being the largest and arguably the most influential Eu-
ropean film center of the interwar period, it is only natural that the German industry
would be a primary target for Lama¢’s and Machaty’s global ambitions.

18) Kristin Thompson, “The Rise and Fall of Film Europe, in Andrew Higson and Richard Maltby (eds.), “Film
Europe” and “Film America”; Cinema, Commerce and Cultural Exchange 1920-1939 (Exeter: University of
Exeter Press, 1999), p. 72.
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In the mid-1920s Lamac¢ promoted himself at home with the slogan “Rosteme do Sire,
Lamac¢ — Koéife,” which roughly translates (albeit losing the rhyme) as “we’re expanding,
Lama¢ — Kosife” — with “Kosife” indicating the Prague district where Lamac’s film oper-
ation was based."’ As suggested by the Czech word “Sife” (breadth) in the slogan, the am-
bition was clearly expand outwards, rather than upwards — in other words, he did not aim
to increase the scale of his domestic production, but to increase the regional scope of his
film work. Already by the late 1920s, Lamac was involved in international co-productions
that saw him traveling between Prague, Vienna, and Berlin. Whereas the arrival of sound
film hampered the international marketability of individual films and solidified the bor-
ders between national film cultures, Lamac’s transnational influence only increased dur-
ing this period. He was intensely involved in the production of multiple-language versions
for the international market, directing not only Czech and German, but also a number of
French versions. His work on MLVs continued until 1937, even though this mode of pro-
duction had become passé in most areas of American and European cinema by 1933.2 On
the one hand, this can be understood as Lamac’s commitment to cinema as an interna-
tional medium. On the other hand, it is evidence of his shrewd economic strategy to work
multiple markets simultaneously while minimizing production costs. His Berlin-based
Ondra-Lamac-Film company served much the same purpose. Far from being a bastion of
distinctly nationally oriented German films, the company specialized in MLVs and other
forms of international co-production. Tim Bergfelder remarks that the German-language
Ondra-Lama¢ Edgar Wallace films of the early 1930s are very much “transnational pro-
ductions within the wider framework of the ‘Film Europe’ project of the time”.*" The Ber-
lin location not only afforded Lamac¢ access to some of the most advanced studios and
best-loved actors in Europe, but also connected him to the most important distribution
hub in the region. Thus, the company did not as much anchor Lamac in Germany as open
the doors to national cinema markets around the world. Regardless of the language he was
filming in, Germany remained the most important node for securing funding and distrib-
uting his products to global audiences.

Lamad’s mode of film production is defined by what could be termed a “multi-local” ap-
proach. Rather than communicating with a distinct authorial voice, his films seem acutely
aware of their target national audience and aim to “speak the local language” as much as
possible. Lamac was masterfully able to switch film languages depending on the context that
he was operating in, much like the variety performer in FAIR PEOPLE, who claims to con-
verse in “Spanish, French, English, German, and even Chinese” (see song above). Although
the general themes and style of his films were highly cosmopolitan in nature — borrowing
freely from all manner of international trends — he relied on the possibilities of MLV pro-
duction to “localize” his products to specific national audiences. This involved translating
universal ideas and superficial attractions into local dialects of spoken language, tailoring
the jokes to local tastes, and casting actors in order to maximize the appeal of the cast to lo-

19) Lubo$ Bartodek, Karel Lamac (Praha: C‘esk)’l filmovy ustav, 1972), p. 1.

20) His last MLV effort was a Czech-German co-production was GRounDps roRr Divorce (Divod k rozvodu /
Der Scheidungsgrund, 1937), which starred Anny Ondra in both versions.

21) Tim Bergfelder, International Adventures: German Popular Cinema and European Co-Productions in the
1960s (New York: Berghahn, 2005), p. 145.
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cal audiences. In other words, Lamac was less interested in creating a single, universalizing
cinematic mode that spoke to as wide an audience as possible than he was in using the ap-
paratus to fashion a multitude of products, each specialized to a distinct target group.

In contrast to Lamac, Machaty openly strived for an international style and approach
that would make each of his films accessible (and marketable) to the broadest audience
possible. Evidence of this approach can be seen in various aspects of his film aesthetic,
such as the use of international casts and the emphasis on images to tell the story, rather
than on intertitles or spoken dialogue. As early as 1927, his first major work, THE
KREUTZER SONATA, prompted contemporary critics to comment on the “cosmopolitan”
nature of Machaty’s film style.?”’ Some have even suggested that the international success
of this film marked a significant “cosmopolitan” shift in Czechoslovak film production, in-
dicating the point at which it began to expand its focus from local audiences to the broad-
er global market.?” The 1929 silent film ERoTIKON was cosmopolitan not only in style, but
also in the multinational composition of its cast. In this story of two love triangles linked
together by the erotic escapades of one man, each of the five primary actors hail from
a different country: George, the male seducer (Austrian Olaf Fjord); a young woman who
succumbs to his will (Slovenian Ita Rina); her husband after the affair (Italian Luigi Ser-
venti); a married woman with whom George is having affair (Lithuanian-born German
Charlotte Susa); and her husband (Czech Theodor Pisték). As Jerzy Toeplitz writes in his
bitter assessment of EROTIKON, “the casting of foreign actors only increases the cosmopol-
itan eclecticism inherent in the film form™*¥ Toeplitz, writing from a Marxist perspective,
is perhaps the most vocal intellectual critic of what he saw as Machaty’s “formalistic
games” and lack of “solidarity with the people” (Volksverbundenheit). Clearly, this demand
for “solidarity” suggests a connection or attachment with a specific community, which in
this context could even be understood in national terms, since Toeplitz sets this “solidari-
ty” in opposition to what he sees as “cosmopolitanism.” Yet, it seems misguided to demand
this from a director who was not, himself, geographically or nationally grounded and who
was primarily concerned with issues of transit and transition. Indeed, as I suggest here,
this lack of grounding in one national or cultural context is a direct consequence of the
Central European context from which Machaty arose and therefore a thoroughly natural
characteristic of both his transnational impulses as well as his accented voice.

A fundamental impulse at the root of Machaty’s creative project was the formulation
of a globally intelligible film art. Shortly after the Berlin premiere of SyMPHONY OF LOVE
(Symphonie der Liebe a German re-edit of EcsTasY) in January 1935, Machaty was invit-
ed to speak at a screening of the film for students of the Berliner Universitit.> In this
speech, he openly declares his desire to make film art that speaks to “simple and humble
people” across the world:

22) See for example ‘Die Kreuzersonate [sic.], Der Film, 1 June 1927 (cited in ]. Goergen, ‘Gustav Machaty’s
frithe Regiearbeiten fiir den deutschen und internationalen Markt, p. 76).

23) Christian Cargnelli (ed.), Gustav Machaty: Ein Filmregisseur zwischen Prag und Hollywood, p. 15.

24) Jerzy Toeplitz, Geschichte des Films 1895-1933 (Munich: Rogner und Bernhard, 1987), p. 488. Also quoted
in C. Cargnelli (ed.), Gustav Machaty: Ein Filmregisseur zwischen Prag und Hollywood, p.16.

25) The title of the German release highlights the importance of music over dialogue and the attempt to emulate
musical emotion through the lyrical assemblage of images. Furthermore it also directly evokes Walter Rutt-
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Individual nations built their national theaters and had their national literature. But
today, all citizens from all corners of the earth want the same art and the same en-
tertainment: they want their film. Film has become the standard form of entertain-
ment in the 20" century. An American film touches a young female typist in a Ford
factory in the same way that it touches a female worker at a macaroni factory in Na-
ples, a young woman at the ticket booth in Schlesinger’s Theater in Cape Town, or
a female student of the Economic Academy in Tokyo. German films have had great
success from the northernmost extremes of Europe to the farthest edges of the Bal-
kan Peninsula, from the wide American west to the depths of the Orient. It brings
a feeling of joy to work on such an art form.*

Clearly, this attempt at an international film language was hindered by the coming of
sound, and with spoken language — the factory worker in Naples will not be as touched
by a film if she does not understand the language spoken in it. In this context, the innova-
tive approach to sound in EcsTasy can be understood not just as “experimentation for ex-
perimentation’s sake,” but also as both a mode of address and a distribution strategy — for
by keeping the spoken parts in ECSTASY to a minimum, Machaty increased the interna-
tional potential of the film. On the one hand, without relying on the crutch of dialogue,
EcsTasy mobilizes more universally intelligible means (visual images, montage, and mu-
sic) to relate the narrative and communicate emotions. On the other hand, the dearth of
dialogue greatly facilitated the process of post-production overdubbing, allowing the orig-
inal sound recording to be easily written over with dialogue in foreign languages.”” The
film was produced simultaneously in German, Czech, and French language versions,
which became the source for a number of overdubbed edits worldwide.*® This was the
only time that Machaty simultaneously created different language versions of one film, al-
though his mode of operation was quite different from normal MLV production: instead
of filming lengthy sequences multiple times with different actors working from various
scripts, the basic raw film material was essentially the same for each film, and the versions
were created in post-production my means of overdubbing and editing.*” (The French

mann’s Avant-garde masterwork BERLIN, SyMPHONY OF A GREAT CiITY, thereby making explicit the genea-
logy of Machaty’s semi-experimental film (which was clearly influenced by Ruttmann).

26) Gustav Machaty, ‘Des Filmes Grofie und Not!

27) Limiting the amount of spoken language also aided the integration of multi-national actors into one filmic
diegesis, by eliminating the potential for different accents to become evident in their speech. As with Ero-
TIKON, the main cast of Ecstasy, also came from diverse backgrounds: Austrian Jew Hedwig Kiesler (later
famous as Hedy Lamarr) as Eva, German Aribert Mog as Adam, Croatian Zvonimir Rogoz as Eva’s husband
Emil, and Prague-born, German-speaking actor Leopold Kramer as Eva’s father. Rogoz, for example, speaks
only a handful of lines throughout the entire film, usually consisting of isolated words (e.g., “Eva!”, “dich,”
“ja,” “nein” etc.) thereby rendering his Croatian accent undetectable.

28) The Czech version features all the same actors in the main roles as in the German version, yet in most cases
Czech speakers overdub their dialogue. The only exception was Rogoz, who could speak Czech, and there-
fore replayed all of his speaking scenes for the Czech version. The French version retained Kiesler and Ro-
goz, but employed French actors in the roles of Eva’s lover (Pierre Nay) and her father (André Nox). It is like-
ly that this alteration was part of a strategy to increase the international marketability of the film by casting
actors familiar to French audiences.

29) For a detailed analysis of the differences between these three language versions and other international
edits, see M. Bregant, ‘Pfibéh zivli se tfemi mezihrami (Extase)/ Eine Geschichte der Elemente mit drei
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version displays the highest amount of variation, since it replaced two of the main roles
with French actors, thereby necessitating that each their scenes be filmed multiply.) How-
ever, regardless of the language used in any particular version, the dialogue plays only
a minimal role. For Machaty, the overall cinematic language and its universal appeal were
far more important than the spoken dialogue.

In the speech quoted above, it is evident that the primary models for Machaty’s vision
of an international film language are Hollywood and Germany — indeed, he shifts effort-
lessly from one to the other in praising the global reach of cinema. Yet despite Machaty’s
years in Hollywood, the German film industry was, from his Central European perspec-
tive, the gateway to the global market. Although THE KREUTZER SONATA and EROTIKON
represented Machaty’s breakthrough in Germany and Austria, it was his 1933 film EcsTa-
sy that garnered him overwhelming international attention. Surrounded by scandal, Ec-
sTAsY was awarded the top prize at the Venice Film Festival in 1934, becoming the first
Czechoslovak film to achieve such high international accolades.*” This was the first sound
film that Machaty directed in a language other than Czech, and the choice of predomi-
nantly German-speaking actors would suggest that his main target audiences were in Aus-
tria and Germany.*"

In spite of this, EcsTasy failed to establish Machaty’s career in Germany, where he was
severely hindered by the moral sensitivities of the Nazi regime and ultimately thwarted by
their racial politics. At the time that NocTurNO was made, EcsTasy was still in the pro-
cess of being reworked into a film acceptable to the Reich censors (being eventually
redubbed SymMPHONY OF LOVE). At this stage, the censors seemed less concerned about the
matters of formal experimentation or the non-Aryan backgrounds of Machaty and Kiesler
than with the questionable morality of the film.** Machaty had his eyes on German distri-
bution for NocTUuRrNO as well, even if it would require severe alterations similar to those
carried out on Ecstasy.*” However, the film was never granted approval by Nazi censors,

Zwischenspielen (Ekstase)’; and Joseph Garncarz, ‘Ekstase ohne Ende. Variationen eines Films, in A. Loa-
cker (ed.), Ekstase, pp. 147-190; as well as the comparison of dialogue lists in A. Loacker (ed.), Ekstase,
pp. 465-478.

30) See Francesco Bono, ‘Exstase am Lido: Chronic eines Skandals, in A. Loacker, Ekstase, pp. 115-146.

31) According to Francesco Bono, however, it was the Czech version that was shown at the Venice festival. See
E. Bono, ‘Exstase am Lido: Chronic eines Skandals, p. 140. Also note: a French version of the film FrRom Sat-
URDAY TO SUNDAY was made, but only by post-synchronization of the original Czech print. Machaty did not
originally intend on making a French version.

32) In this context, it is significant to note that censorship issues with the film’'s morality were not unique to Ger-
many. Ecstasy did not have its London premiere until 1938 (M. Bregant, ‘Pfibéh zivli se tfemi mezihrami
(Extase)/ Eine Geschichte der Elemente mit drei Zwischenspielen (Ekstase), p. 50) and was not legally
screened in the United States until 1940 after being severely re-edited (see Lucy Fischer, ‘Ecstasy: Female
Sexual, Social, and Cinematic Scandal’; and Vinzenz Hediger, “The Ecstasy of Physical Relations and
Not Normal Marriage! Gustav Machaty’s Ecstasy in den USA, in C. Cargnelli (ed.), Gustav Machaty,
pp. 176-197).

33) It was not, in fact, unheard of for foreign films that involved Jewish personnel to play in the Reich. There
were many cases whereby the identities of Jews involved in the film were covered up or even ignored.
See Armin Loacker and Martin Prucha (eds.), Unerwiinschtes Kino: Der deutschsprachige Emigrantenfilm
1934-1937; Uli Jung, ‘Am Ende iiberwiegt der falsche Mythos. Zur Rezeption von Ekstase, in A. Loacker
(ed.), Ekstase, pp. 71-113; and Kevin B. Johnson, ‘Ci je to Heimat? Estetika narodnosti a politika mista v ja-
zykovych verzich filmu Jana (1935/6), Hluminace, vol. 20, no. 1 (2008), pp. 69-83.
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and even SYMPHONY OF LOVE was pulled from distribution in the Reich immediately after
its Berlin premiere, once Machaty’s “racial purity” came under closer scrutiny.*¥ When
Machaty was unable to provide documented evidence of his racial purity, his hopes of
breaking into German cinema were finally dashed. Machaty had been effectively banished
from Germany before even having the opportunity to work there — becoming an “exile”
from a homeland in which he had never lived.*

Interestingly, just like its author, EcsTasY too was fated to a “homeless” existence in the
interstitial spaces between national cinemas. Indeed, it would seem as if EcsTasy could
serve as a prototypical example of an “interstitial cinema,” as a cosmopolitan film that does
not fit neatly into any one national paradigm, equally claimed and rejected by factions in
all national camps. Upon its release in Czechoslovakia, the film encountered a great level
of criticism precisely for its “eclectic” and “international” style.*® In fact, Czech Marxist
critic Lubomir Linhart went so far as to criticize EcsTasy for its overwhelmingly “Ger-
manic” character, declaring that neither the film nor its director “express Czech cinema-
tography,” indeed that there is “nothing at all Czech in this film*”

In fact, EcsTAsY contains a number of visual elements that overtly situate the story in
Prague and in the mountainous landscape of Central Europe (the mountain sequences
were in fact filmed in the Carpathian mountains of eastern Slovakia). Most conspicuous is
the long crane shot over the Barrandov terraces on the Vltava river in Prague — the sight
of this former well-known landmark would have immediately stood out as a signifier of
the city to those familiar with it (fig. 2). Furthermore, the climactic suicide scene set in
a rural inn particularly evokes Carpathian culture with the appearance of a musical group,
whose gypsy-influenced style prominently features a violin and a cimbalom (fig. 2). These
details might strike the modern viewer as simply bits of ornamentation without any deep
cultural meaning; however, the particular sense of place that the film evoked was not en-
tirely lost among contemporary viewers. In his review of SyMPHONY OF LOVE, one Berlin
critic took issue with the failed attempt to “Germanize” a film that is so clearly tied to the
Czech landscape and people.’

Machaty himself felt that the distinctive regional milieu was not merely decoration,
but an essential part of the story. In the early 1960s, when a New York company proposed
that the remake of Ecstasy be filmed in Greece, Machaty responded vehemently, “You
cannot just transplant Othello to Glasgow, or Hamlet to Sicily. Well, admittedly, anything

34) Machaty’s mother was Jewish. She was murdered in Treblinka in 1942. Loacker indicates that SYMPHON OF
Love only ran in German theaters for several days after the premiere before being pulled from distribution.
A. Loacker, ‘Gustav Machaty’s Leben, in A. Loacker (ed.), Ekstase, p. 367.

35) Apparently, though, in early 1935 (prior to the investigation of his racial background and the censor’s ban of
NocTurNo), Machaty had in fact successfully secured a provisional contract with Ufa and was slated to di-
rect a film with Lida Baarovd. See A. Loacker, ‘Gustav Machaty’s Leben, pp. 366-367.

36) Jifi Hornicek, ‘Ekstase — Produktion und Rezeption in der tschechischen Presse; in A. Loacker (ed.), Ek-
stase, p. 61-68.

37) Quoted in A. Loacker (ed.), Ekstase, p. 382, which in turn cites Jaroslav Broz and Myrtil Frida, ‘Gustav Ma-
chaty. Legenda a skute¢nost 2, Film a doba, vol. 15, no. 5 (1969), p. 265.

38) “Symphonie der Liebe,” Berliner Tageblatt, 9 January 1935, p. 6. Full quote: “In der Bearbeitung wird der Ver-
such gemacht, die Handlung nach Deutschland zu verlegen. Nicht zum Vorteil des Filmes, der in tschechis-
cher Landschaft und unter ihren Menschen spielt”
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Figure 2. Left: Prague landmark — the Barrandov terraces. Right: A typically Central European musical en-
semble with violin and cimbalon. Both from EcsTasy. Photo NFA,

is possible — but Ecstasy was and remains conceptually tied to Mitteleuropa, Vienna,
Austria”* Interestingly, the director himself is ambiguous in assigning the film to one
specific national context. His suggestion that the film is conceptually tied to “Vienna” is
curious since there are neither exterior shots of the city, nor explicit indicators of a Vien-
nese context in the film. In juxtaposition to Machaty’s suggestion of a specific urban loca-
tion, though, is the indication of a transnational regional context: Mitteleuropa."” This
suggests a cultural setting that is not defined according to a strong national allegiance, but
by its highly multi-ethnic character. This invites us to speculate whether Machaty’s invo-
cation of "Austria” here refers to the German-speaking nation-state formed after World
War I or rather suggests the spirit of the Habsburg Empire that fostered a trans-regional
identity that united various national and linguistic groups. Thus conceptualizing EcsTASY
as an “Austrian” film — that is as a “middle European” film — can help account for its am-
biguous positioning, and the difficulty that arises when attempting to assign it to one spe-
cific national context. :

EcsTtasy’s outsider status is not, of course, unique. Indeed, it is emblematic of Ma-
chaty’s career and his filmic output more generally. Curiously, the director is not even en-
tirely “at home” in his own native cinema. As Ivan Klimes$ has asserted, “In truth, Gustav
Machaty occupies a somewhat peculiar and exceptional (eigenartige und aussergewdohnli-
che) position in the history of Czech cinema”."" In other words, his “accent” is not restrict-
ed to one national context — his voice seems to carry the same distinct accent whether it
is heard in the context of Czech cinema or in the context of German/Austrian cinema. Yet,
while Austrian and Czech scholars equally admit Machaty’s marginal position within their

39) From a letter by Machaty to Paul Kohner, 22 June 1963, qtd. in C. Cargnelli (ed.), Gustav Machaty, p. 45.
According to the treatment that Machaty wrote for the remake of Ecstasy, the film was to be overtly set in
Austria around in the first decade of the 20th century. The treatment specifically places the action in Prague
(Troja chateau and the main train station), Vienna, and a Southern Bohemian castle among other locations.

40) In my interpretation, Machaty uses the term Mitteleuropa here primarily to reference the geographic region
between East and West Europe but also to evoke the multi-national and poly-cultural ideal of unity associ-
ated with the Habsburg Empire. Thus, his meaning is very different to the Prussian, pan-German hegemon-
ic concept promoted by the German Empire in the late 19" and early 20" centuries.

41) Ivan Klimes, ‘Der junge Machaty kommt zum Film, in C. Cargnelli (ed.), Gustav Machatiy, p. 61.
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respective national cinemas, both camps also retain a solid investment in the man and his
films — and arguably both are equally justified in so doing. Indeed, regardless of his Czech
origins and consistently close ties to the Czechoslovak film industry for most of his career,
Austrian scholarship can boast a direct claim on Machaty since his estate presently resides
within the collection of the Filmarchiv Austria in Vienna. Furthermore, the recent swell of
interest in Machaty’s life and work within Austrian cinema studies has done much to
strengthen the perception that he is an “Austrian director.”*” Even so, there is no denying
that as much as Machaty contributed to Austrian cinema, he also contributed to Czech
cinema. Indeed, in the opening lines of his contribution to the Filmarchiv Austria’s vol-
ume on EcsTasy, Armin Loacker openly states that the film is not explicitly Austrian at all,
but Czech. However, even this reversal of national identification does not do full justice to
the complex position that the film occupies. Indeed, as I have shown, the case of EcsTasy
vividly illustrates the “homeless” nature of Machaty’s cinema — like the director himself,
most of his films exist in a sort of no man’s land in the border regions between various na-
tional cinemas, marked by traces of Austrian, German, and Czech culture, yet belonging
definitively to none. This is an extraterritorial body of films that frustrate any attempts to
conceptualize according to traditional notions of national cinema.

It is perhaps useful at this point to return to Machaty’s seemingly paradoxical claim
that his “homeless” film (EcsTasy) is intrinsic to Central Europe and Austria in particu-
lar. What I am suggesting here is that the Central European context itself generated a cer-
tain sense of extraterritorial “homelessness.” An identity split between local and global,
between ethnic nation and empire was an inherent part of the Austro-Hungarian experi-
ence, and the effects of this worldview lingered on after the fall of the Habsburgs. Indeed,
there is much to suggest that this unique sense of “in-between” is a defining characteristic
of “Austrian cinema,” at least during the first half of the 20" century, and many of my ob-
servations on the motifs of wandering, extraterritoriality, and homelessness in the films of
Machaty and Lamac¢ can be extended to Austrian cinema in general. According to Frieda
Grafe, “Austrian film history is a phantasm, because it is not tied to a fixed place; its cine-
ma is a kind of film without a specific place”* Thinking in these terms, Lama¢ and Ma-
chaty can perhaps be described as typically “Austrian” directors of the period precisely be-
cause of the “extraterritorial” and “cosmopolitan” nature of their work.

Generally speaking, Lamac¢’s and Machaty’s German films are not linked to Prague or
Bohemia in any direct way, operating in a more cosmopolitan framework. (With its brief
depiction of a well-known Prague landmark, EcsTasy stands as an important exception to
this general rule, yet even here the overall feeling is of a generically cosmopolitan city than
Prague in particular.) At the same time, the directors’ the Czech-language films are deep-
ly grounded in Czech national culture and tend towards local settings; many are adapta-

42) The two most important works (A. Loacker /ed./, Ekstase; and C. Cargnelli /ed./, Gustav Machaty: Ein Fil-
mregisseur zwischen Prag und Hollywood) were published in Vienna. There is also a section on Machaty in
Elisabeth Biittner and Christian Dewald, Das tédgliche Brennen: Eine Geschichte des ésterreichischen Films von
den Anfiingen bis 1945 (Wien: Residenz Verlag, 2002), pp. 114-121.

43) Original quote in Frieda Grafe, “‘Wiener Beitrige zu einer wahren Geschichte des Kinos, in Christian
Cargnelli and Michael Omasta (eds.), Aufbruch ins Ungewisse: Osterreichische Filmschaffende in der Emigra-
tion vor 1945 (Vienna: Wespennest, 1993), p. 227.
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tions of well-respected works of national literature.*” In other words, their “nomadic”
accent is much more pronounced in German-language cinema than in that of their home-
land — and indeed, as discussed earlier, Machaty in particular conceived of German cin-
ema as a model for a sort of universal film language that he could use to liberate his art
from the limitations of his Czech national context to reach international audiences. This is
not to say that the German-language films of Machaty and Lamac¢ films are entirely devoid
of regional specificity or grounding in the German or Austrian national context. The Vi-
ennese setting plays a prominent role in Machaty’s NocTurNoO, for example. More re-
markably, Lamac’s German films display a conspicuous penchant for Viennese operetta
and occasionally operate with many of the tropes common to the Heimatfilm genre that is
emblematic of Austrian and Bavarian regional patriotism (eg. THE BAT [Die Fledermaus,
1931], FrasQuita [1934], THE WHITE HORSE INN [Im weiflen R6f3l, 1935], WHERE THE
LARK SINGs [Wo die Lerche singt, 1936]). Rather, both directors are equally capable of
speaking in a “cosmopolitan” voice as in “nationally grounded” voices, and even display-
ing mastery of national idioms that seem diametrically opposed to each other (e.g., “Ger-
man” and “Czech”).

The oscillation between opposed modes of “national address” is not as unusual or un-
expected as one might assume. This tension between national or ethnic loyalties is, in fact,
adistinct reflection of the Austro-Hungarian legacy in the region. The political develop-
ments of the latter decades of Austria-Hungary had fostered an environment of compet-
ing national, regional, and ethnic affiliations. The divisions between these conflicting
modes of identity were generally far from clear-cut and many citizens learned to navigate
multiple public and private roles in their day-to-day life.**’ There was no inherent contra-
diction in describing oneself as both “Czech” and “Austrian.” Paradoxically, the Austro-
Hungarian state was characterized by a profound sense of multinationalism or even trans-
nationalism.

Even Machaty’s and Lamac’s most important contributions to Czech national cinema
can be imagined as intrinsically bound to the Austro-Hungarian context. Both directors
were involved in the creation of a series of films based on the famous Czech literary char-
acter from Jaroslav Hasek’s novel The Good Soldier Svejk (Osudy dobrého vojdka Svejka za
svétové vdlky) in the late 1920s. It was Karel Lama¢ who initiated The Good Soldier Svejk
into Czech cinema, and into world cinema at the same time. He directed the first two in-
stallments in the four-film series that featured Karel Noll as Svejk: THE GOOD SOLDIER
Svejk (Dobry vojak Svejk, 1926) and Svejk AT THE FRONT (Svejk na fronté, 1926). Gustav

44) Machaty’s second sound film NACErADEC, THE KING OF KiBrTzer (Naceradec, krél kibica, 1932) was inspi-
red by a popular novel by Karel Polacek. Lamac’s adaptations of “great” Czech works include: OLp Man
Bezou$ek (Pantita Bezousek, 1927), adapted from the novel by Karel Viclav Rais; CAMEL THROUGH THE
Eve ofF a NEeDLE (Velbloud uchem jehly, 1926), based on the play by Frantisek Langer; and THE LANTERN
(Lucerna, 1925, 1938), based on the play by Alois Jirasek. Likewise, he filmed Jara Benes’s famous Czech
operetta ON THE GREEN MEaDOW (Na ty louce zeleny, 1936) and wrote an original screenplay for his film
KAReL HAavLICEK BorovskyY (1925), about the life of the Czech national Revivalist.

45) See, for example: Gary B. Cohen, The Politics of Ethnic Survival; Jeremy King, Budweisers into Czechs and
Germans; Scott Spector, Prague Territories; and Jifi Kofalka, ‘Nationality Representation in Bohemia, Mora-
via and Austria Silesia 1848~1914, in Geoffrey Alderman (ed.), Governments, Ethnic Groups and Political
Representation (New York: New York University Press, 1993), pp. 85-122.
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Machaty got involved in the project later, directing the final film in the series, Svejk v Ci-
VILIAN LI1FE (Svejk v civilu, 1927).*® Almost two decades later while in British exile, Lama¢
supplied a further, highly intriguing installment in the Svejk mythology in the form of the
English-language film ScHWEIK'Ss NEw ADVENTURES (a.k.a. IT STARTED AT MIDNIGHT,
1943). This topical updating of the Svejk story fed fantasies of Czech patriotism and resist-
ance with its depiction of Svejk taking on the Nazi occupiers of his homeland. David Bor-
dwell and Kristin Thompson have credited this silent series of Svejk films with helping to
create a Czech “national film tradition”*” Yet, as much as these films are distinctly Czech
in perspective, the cultural context that they inhabit is undeniably “Austrian” Svejks
uniquely “Czech” character only arises in contrast to the dominant Austro-Hungarian cul-
ture, as a marker of difference, as an accented voice within a Central European context
governed by a generally Germanic paradigm with its figurative center in Vienna.

I have argued above that we can attribute the “nomadic” or “transient” accent in the
German films of Lamac¢ and Machaty to their transnational and interstitial mode of pro-
duction. What I am suggesting here is that this accent derives not only from the confron-
tation between a “German” host culture and a “Czech” home culture, but rather belongs to
a more complex constellation of competing identities and allegiances that is typical to
(post) Habsburg Central Europe. In other words, these accented voices express the heter-
ogeneity, multiplicity, and contradictions inherent to the region they come from. To
a great extent, the label “Central Europe” itself suggests a region that is defined in terms of
transnationalism and multiculturalism. Indeed, aside from Lamac and Machaty, this re-
gion produced a number of filmmakers that are in some way “interstitial,” divided be-
tween various modes of ethnic and national belonging.

Many of the most well known “Austrian” directors from the 1920s through 1950s (e.g.,
Pabst, Ulmer, Billy [Samuel] Wilder, Michael Curtiz [a.k.a. Mihaly Kertész]), for instance,
hailed from territories outside the post-World War I borders of Austria. Yet these and oth-
er Viennese-born directors such as Fritz Lang, Joseph Sternberg, Otto Preminger, and Er-
ich von Stroheim tend to be lumped together with other “German” filmmakers, without
concern for possible regional and historical distinctions. Furthermore, for many of these
individuals, a sense of Jewish identity prevails over any sense of national or regional
grounding. Strictly in terms of geographic origin, Lamac¢ and Machaty can be categorized
together with well-known directors G. W. Pabst and Edgar Ulmer, who also have roots in
the historic Czech lands of Austria-Hungary. Pabst’s childhood home was in the northern
Bohemian town of Roudnice (Raudnitz in German) about 60 kilometers north of Prague.
Ulmer was born into a Jewish family living in the heart of Moravia in the city of Olomouc
(Olmiitz), which was home to a significant German-speaking Jewish community prior to
World War II. On the surface, it is simple geographic affinity that binds Pabst and Ulmer
with Lama¢ and Machaty, who were both born in Prague — yet I would argue that the af-

46) Between Lamac’s films and Machaty’s film was ScuwEik v Russian Caprivity (Svejk v ruském zéjeti,
1927), directed by Svatopluk Innemann, who would later work on the Czech-German MLV SWEET SIXTEEN
(Sextanka/ Arme kleine Inge, 1936).

47) David Bordwell and Kristin Thompson, Film History: An Introduction (New York et al: McGraw-Hill, 1994),
p.-270:
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finities run deeper. The overarching common factor that unites all of these directors is the
way that their films (as well as their careers) tend to evade simple classification in terms of
geographical or national categories. Both Pabst and Ulmer have been discussed as being
“extraterritorial” and “homeless,” respectively.*’ As I have demonstrated, the Czech direc-
tors Karel Lamac¢ and Gustav Machaty fit into a similar paradigm of accented cinema, in
terms of personal biography as well as of filmic themes. Like Ulmer and Pabst, both Ma-
chaty and Lamac¢ boldly display the hallmarks of transculturation characteristic to the ter-
ritory of the Austro-Hungarian Empire. It is precisely the sense of “homelessness” and
transience, moving fluidly across ethnic, linguistic, and national boundaries, that makes
their work so prototypical to Central European culture as it existed under Habsburg rule
and in the decades immediately following the end of the empire.

Kevin B. Johnson is Associate Lecturer of German at the University of Wisconsin — Green Bay and
Visiting Assistant Professor of Film Studies at Lawrence University. He specializes in twentieth cen-
tury German and Austrian cultural studies, German cinema, Central and Eastern European cinema
and cultural studies (especially Czech), intellectual history, and the avant-garde.

(Address: kevin.b.johnson@lawrence.edu)
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48) See: Eric Rentschler (ed.), The Films of G. W. Pabst: An Extraterritorial Cinema (New York and Brunswick:
Rutgers University Press, 1990); and Noah Isenberg, ‘Permanent Vacation: Home and Homelessness in the
Life and Work of Edward G. Ulmer;, in Sabine Eckmann and Lutz Koepnick (eds.), Caught by Politics (New
York: Palgrave Macmillan, 2007), pp. 175-194.
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SUMMARY

Central European Accents
The Homelessness of Gustav Machaty and Karel Lamac

Kevin B. Johnson

This article considers the careers of Gustav Machaty and Karel Lama¢ with particular attention to
their position as unfixed filmmakers who navigated various registers of ethnic and national identity
in the intersections between Czechoslovakia, Germany, and Austria. The Prague-born Machaty and
Lamac were the two most internationally recognized Czech directors of the interwar period, a sta-
tus that was achieved primarily through their work in German-language cinema. Borrowing from
Hamid Naficy’s descriptions of “accented cinema,” the article conceptualizes Lamac and Machaty as
“nomadic” or “transient” filmmakers who consistently operated in an indistinct realm between re-
gional specificity and extraterritorial generalities. Throughout their careers each of them cultivated
his own cosmopolitan style, while also maintaining loyalties to certain regional and national pat-
terns. Ultimately, the article seeks to understand these distinct cinematic voices as expressions of the
heterogeneity, multiplicity, and contradictions inherent to those areas of Central Europe still bear-
ing the legacy of the Habsburg Empire, which incorporated a patchwork of vastly different regional
and ethnic cultural “accents” that nevertheless shared an overarching sense of unity.
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Jonathan L. Owen

Alain Robbe-Grillet in Slovakia

Transnational Encounters and the Art of the Co-Production

French writer and filmmaker Alain Robbe-Grillet’s first cinematic depiction of East Cen-
tral Europe is the celebrated script he wrote for LAST YEAR AT MARIENBAD (LAnnée dern-
iere a Marienbad, Alain Resnais, 1961). The film is named after a West Bohemian spa
town, yet by Robbe-Grillet's own admission his script refers more to the ‘mythological’
and ‘magical’ Marienbad evoked by Goethe than to the real and contemporary Maridnské
Lazne." Six years later, however, the French experimentalist would be shooting a film in
the real Czechoslovakia. Written and directed by Robbe-Grillet, THE MAN WHoO LiEs
(LHomme qui ment/ Muz, ktory luze, 1968) is one of two French-Czechoslovak co-pro-
ductions Robbe-Grillet would make, along with 1970’s EDEN AND AFTER (UEden et apres/
Eden a potom). These two films were financed by French company Como Films and state
organization Ceskoslovensky film, with some assistance from Tunisian company SATPEC
for EDEN AND AFTER; the films were shot wholly or in part in Slovakia and utilized the fa-
cilities of Bratislava’s Koliba studios. It is as co-productions, as transnational encounters
between a French artist and the cultural world of 1960s Slovakia, that I wish here to exam-
ine both these films, paying particular attention to THE MAN WHo LiEs, the more appo-
site and artistically richer of the two. Where do we situate these films in the oft-maligned
history of the co-production, and how do they inscribe, reflect on or defend their own co-
produced status? Can we legitimately consider these Robbe-Grillet co-productions as
“Slovak” films, as somehow participating in the development of Slovak cinema?* And,
knowingly or not on the director’s part, might they even address certain peculiarities of
Slovak cultural history?

1) Alain Robbe-Grillet and Vaclav Richter, ‘Alain Robbe-Grillet, un artiste entre literature et cinema, Radio
Praha, 19 February 2008. Online: “http://www.radio.cz/fr/rubrique/faits/alain-robbe-grillet-un-artiste-en-
tre-litterature-et-cinema, [accessed 12 August 2013).

2) Iltis, of course, somewhat artificial to separate Slovak from Czech cinema while covering a period when the
Czechoslovak film industry, like Czechoslovakia itself, was basically a unified entity. Among my reasons for
thus ‘isolating’ Slovakia, two are particularly important. Firstly, the fact that these Robbe-Grillet films drew
their talents and locations, apparently exclusively, from the Slovak side has at times been confused in cover-
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THE MAN WHo Liks and EDEN AND AFTER belong to a number of late-1960s co-pro-
ductions between Czechoslovakia and West European countries. These ventures were of-
ten the initiative of the Slovak production group (“tvorivd skupina”) run by Albert
Marencin and Karol Bakos (the Czechoslovak film industry being at this time organized
into relatively independent “creative groups”). Co-production agreements were signed
with France and Italy in March 1968, apparently as a consequence of THE MAN WHo LIEs
itself.” On the Czech side, co-production yielded classics like Milo§ Forman's THE FIRE-
MEN’S BaLL (Hofi ma panenko, 1967), co-financed by legendary Italian producer Carlo
Ponti, as well as obscurities like the Paris-to-Prague hopping student drama A MATTER OF
Days (A quelques jours prés/ Téch nékolik dni, Yves Ciampi, 1969). In Slovak quarters,
Italian and French funding helped realize most of Juraj Jakubisko's early (and best) work,
including THE DESERTER AND THE NOMADS (Zbehovia a putnici, 1968) and Birps, ORr-
PHANS AND FooLs (Vtackovia, siroty a blazni, 1969). Erstwhile Slovak émigré Leopold La-
hola directed the West German co-production THE SWEET TIME OF KALIMAGDORA (Slad-
ky ¢as Kalimagdory/ Die siisse Zeit mit Kalimagdora, 1968), while Francois Leterrier’s
THE RovaL CHASE (La Chasse royale/ Kralovska polovacka, 1969) was, like the Robbe-
Grillet films and Birps, ORPHANS AND FooLs, a collaboration between Marencin’s group
and Como Films, was a less memorable French-helmed effort. The swell of such arrange-
ments around this time is doubtless related to the newfound cultural liberalism and open-
ness of Czechoslovakia’s “Prague Spring” era. One French-Czechoslovak co-production,
TwisTING CURRENTS (V proudech/ La Liberté surveillée, Vladimir VI¢ek), had appeared
in 1957, though prior to the mid-1960s co-production with other Eastern Bloc countries
was the norm, relatively speaking. Nonetheless, as film scholar Pavel Skopal argues, the
Czechoslovak film industry’s co-operation with the West was most crucially motivated
not by any earnest cosmopolitan spirit but by pragmatic considerations, such as access to
superior technical equipment and to distribution in Western markets.*

According to Albert Marencin's own account, THE MAN WHo LIEs arose in an ofthand
manner, with both the transnational production arrangement and the film project itself
initiated by an agreeable meeting between Marencin and Robbe-Grillet. To make sense of
this meeting and the subsequent development of this film, it helps to offer some further
detail about Marencin himself. In addition to his work in cinema, Marencin was (and is)
a writer and artist with Surrealist sympathies. Not only would he become a prominent

age of the films (with Albert Marencin, for instance, referred to as Czech), hence the need for precision and
emphasis. See William E. Van Wert, The Film Career of Alain Robbe-Grillet (Pleasantville: Redgrave Pub-
lishing, 1977), p. 120. Secondly, I follow Peter Hames in arguing that, while the Czechoslovak New Wave was
essentially a single surge, there are distinctive qualities to Slovak 1960s cinema at its boldest: Peter Hames,
Czech and Slovak Cinema: Theme and Tradition (Edinburgh: Edinburgh University Press, 2009), p. 206.
These include, I would suggest, a combinatory approach, a mingling of ‘cosmopolitan’ and folk elements,
and an interest in the outsider — qualities specifically apposite, moreover, to a discussion of co-production
and transnational fusion.

3) Alain Robbe-Grillet and Véclav Richter, ‘Alain Robbe-Grillet, un artiste entre literature et cinema’

4) Pavel Skopal, ‘Co-Productions — the Clumsy Way to Ideological Control, International Competitiveness
and Technological Improvement: The Czech Film Studio Barrandov and Co-Productions in the Socialist
Countries, 1954-1960, in Lars Karl and Pavel Skopal (eds.), Sovietisation and Planning in the Film Industries
of Soviet Bloc Countries: A Comparative Perspective on East Germany and Czechoslovakia, 1945-1960 (forth-
coming).




ILUMINACE Volume 25, 2013, No. 4 (92) THEMED ARTICLES 65

member in the Czechoslovak Surrealist Group,” close to the movement’s Prague affiliates,
but in 1965 he was also inducted into the College of “Pataphysics,” awarded the title “Re-
gent of Ubudoxology for Slovakia and its Environs.” In a fairly traditional narrative of ar-
tistic formation, Marencin spent the immediate postwar years in Paris, where, besides
working as a radio correspondent and journal editor, he found time to soak up the city’s
avant-garde milieu, translate texts by the likes of Buiiuel and Jean Epstein, and attend
classes at the French film school IDHEC.® Marendin initially worked in cinema as a screen-
writer, and after years of unrealized scripts, the beginning of the 1960s saw several films
produced from his writings, notably the child-centered partisan drama SONG OF THE
GREY P1GEON (Piesen o sivom holubovi, Stanislav Barabés, 1961), a native milestone in
Slovak cinematic sophistication.” Around the same time Marencin was also appointed the
head of Creative Group 1 (“I. tvorivd skupina”), the flagship of the Slovak film industry.
Marencin’s avant-garde sensibilities are visible in his film work, though perhaps less so in
his script contributions than in his role as chief dramaturg. A role without a precise equiv-
alent in Western or capitalist film industries, dramaturgy encompassed a range of super-
visory responsibilities: dramaturgs “oversaw script development, the selection of cast and
crews, in some cases the actual shooting as well as post-production, and occasionally even
distribution. They acted as cultural intermediaries, or interfaces of the production cul-
ture”® Though this role had originally been conceived by officialdom as an efficient means
of ideological control, Marencin fostered an artistically adventurous and international ap-
proach within his group, favoring fresh FAMU graduates over well-established directors
and engaging foreign talents.” Marencin would lose his position in 1972 for political rea-
sons, but during the 1960s his unit — co-managed with Bako$ or Pavol Bauma after 1962
— blessed Slovak film with a streak of accomplishments, New Wave entries that rival their
more celebrated Czech counterparts for formal daring.

It was the cosmopolitan Marencin’s fluency in French that gave him the chance
to host Robbe-Grillet during the latter’s 1965 visit to Czechoslovakia. (That Marencin
had previously translated some of Robbe-Grillet’s work, including the screenplay of
LIMMORTELLE [1963], surely also didn’t harm his suitability as a companion.) For Robbe-
Grillet, the Bratislava settings evoked ‘film décor} and he recalled ‘his old dream of filming
some bizarre story amidst such décor’'” Marencin proposed making that film in Slovakia,
though Robbe-Grillet was initially skeptical, fearful of official interference and hardly

5) This was the revived ‘Surrealisticka skupina v Ceskoslovensku’ established by Vratislav Effenberger in 1969,
although Surrealism has been a significant artistic presence in both Czech and Slovak regions since the
1930s.

6) Albert Marentin, Nezabudanie: Moje malé dejiny (Bratislava: E R. & G, 2004), p. 83-86.

7) Marencins other script credits, generally as co-writer, include NoBLEMAN'S HONOUR (Zemianska Cest,
Vladimir Bahna, 1957), the Czechoslovak-Georgian co-production BROKEN MELODY (Prerusend piesen,
Nikolaj Sanisvili, 1960), and the again resistance-themed MipNiGHT Mass (Polnocna omsa, Jifi Krejcik,
1962).

8) Petr Szczepanik, “Veterans” and “Dilettantes”: Film Production Culture vis-a-vis Top-down Political
Changes, 1945-1962, in Lars Karl and Pavel Skopal (eds.), Sovietisation and Planning in the Film Industries
of Soviet Bloc Countries: A Comparative Perspective on East Germany and Czechoslovakia, 1945-1960 (forth-
coming).

9) Albert Marencin, Nezabudanie: Moje malé dejiny, p. 122.

10) Albert Marencin, Ako som sa stretol s niektorymi pozoruhodnymi ludmi (Bratislava: Smena, 1993), s. 86.
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even aware that this small nation possessed a film industry.'""” Maren¢in assured the French
artist of his creative independence, with one condition — that Robbe-Grillet not criticize
the government.

Robbe-Grillet’s initial condescending incredulity aside, the presence of such a figure in
the Slovak cinema of the 1960s is hardly incongruous given the developments mentioned
above. THE MAN WHo LiEs can be considered a logical continuation of the experiments
with non-linear narration or the interpenetration of different realities evident in films like
THE MIrRACULOUS VIRGIN (Panna zazra¢nica, Stefan Uher, 1966) — a film which Robbe-
Grillet professed to admire — and DRAGON’s RETURN (Drak sa vracia, Eduard Grecner,
1967.) Robbe-Grillet’s specific influence is detectable in some of this cinema, even if we
exclude the generalized impact of the Resnais-directed LAST YEAR AT MARIENBAD as an
instigator of art-film time-twisting. Slovak director Stanislav Barabas likened the aims of
1960s Czechoslovak cinema to those of the nouveau roman movement, of which Robbe-
Grillet was the chief exponent and theorist. Turning to particular titles, Jan Kadar and EI-
mar Klos’s ADRIFT (Touha zvana Anada, 1969) evokes MARIENBAD and, even more so,
Robbe-Grillet’s directorial debut CIMMORTELLE in its temporal distortion, oneiric vagary
and preternatural, obsession-kindling female figure.'” Robbe-Grillet had influenced the
direction of Slovak cinema, and he would now be directly absorbed into a native project
of artistic advancement, even if the very decision to engage this doyen of modernism be-
speaks a high degree of cultural and personal confidence on Maren¢in’s part.

Maren¢in insisted that Robbe-Grillet’s film involve substantial participation from the
Slovak side, an approach indeed desirable in providing Slovak film talent with ‘valuable
creative experiences (a strategy which was also, as Marencin recalls, the sole means of
making the project acceptable to the film industry chiefs)."” As instances of true creative
collaboration across national borders, both THE MAN WHoO LiEs and EDEN AND AFTER
stand in stark, wistful contrast to the contemporary, cost-cutting utilization of Czech or
Romanian studios and technicians for Hollywood and West European behemoths, even
when these latter films are actual co-productions with their host countries.'” Robbe-Gril-
let carried over several of his previous collaborators, including editor Bob Wade, compos-
er and sound designer Michel Fano, his actress wife Catherine Robbe-Grillet and his star
Jean-Louis Trintignant, who played the lead in Robbe-Grillet’s previous film Trans-Eu-
rROP-ExPRESS (1967) and does so again in THE MAN WHo LiEs. Slovakia contributed ac-
tors — Ivan Mistrik, Zuzana Kocurikové and Sylvia Turbové have key roles in THE MAN
WHo Lies — as well as important crew members like art director Anton Kraj¢ovi¢ and
cinematographer Igor Luther.

11) Ibid.

12) Barabd$ in Antonin J. Liehm, Closely Watched Films: The Czechoslovak Experience (New York: International
Arts and Sciences Press, 1974), p. 185.

13) Albert Marencin and Katarina Misikovd, ‘Pohlad do spatného zrkadla, Film.Sk , no. 7 (2002), online: ‘http://
filmsk.sk/show_article.php?id=29&movie=&archive=1, [accessed 14 August 2013]; Albert Marencin, Neza-
biidanie: Moje malé dejiny, p. 123.

14) Peter Hames, ‘The Czech and Slovak Republics: The Velvet Revolution and After; in Catherine Portuges and
Peter Hames (eds.), Cinemas in Transition in Central and Eastern Europe after 1989 (Philadelphia: Temple
University Press, 2013), p. 45.
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Luther’s contribution to both films is particularly important given that, by Robbe-Gril-
let’s own account, he was allotted an unusual, even determining, share of artistic freedom:
“I would say to Igor Luther [...]: what are the camera movements you would like to make
in this ensemble of rooms? And I sometimes organized my scene in accordance with the
camera movements he wanted to make® Finally, Marencin himself, in the eminence grise
capacity of the dramaturg, seems to have been a constant presence during the production
of both films, attending the shoots and, in the case of THE MAN WHo LIEs at least, even
helping develop the basic scenario. He particularly helped adapt the story to local realities,
thereby reinforcing the film’s “Slovak” identity. Although “the film was originally con-
ceived for a Parisian setting” and an early treatment suggests a story dealing with the PMU
(France’s state betting organisation), the final film is set in Slovakia, as Maren¢in had in-
sisted, and concerns entangled heroism and treachery in the wartime Slovak National Up-
rising.'® Robbe-Grillet even organized the first draft of his script around three settings he
had discovered in the High Tatras, “the immense forest” around the resort of Stary Smok-
ovec, the old village of Spidskd Sobota, and the then “half-ruined” castle, or chateau,
Kastiel Strazky."”

Beyond the film’s literal engagement with Slovakia’s historical and geographical reali-
ties, certain domestic responses to the film have revealed how it can be read as a commen-
tary on the vicissitudes of communist rule in Czechoslovakia. Writing in 1992, Slovak crit-
ic Jozef Macko relates the ever-shifting moral status of the film's characters both to the
post-1968 “normalization” process that crushed Prague Spring reformism and to the over-
throw of communist dictatorship in the 1989 Velvet Revolution: “THE MAN WHoO LIES is
more topical for us twenty years later than at the time of its creation. Since then, in our his-
tory or in the history of the Warsaw Pact states, we have experienced two great upheavals
— many heroes transformed into traitors at the beginning of the seventies and today we
are experiencing and will experience their transformation back into heroes, when traitors
are being made of many former heroes and greats™® An earlier nugget of the film’s recep-
tion history has Czechoslovak citizens asserting such political relevance in a more direct
way: the film's Bratislava premiere coincided with the 1968 invasion of Czechoslovakia,
and as a gesture of protest citizens augmented posters for the film with the name Brezh-
nev, making the title read “Brezhnev: The Man Who Lies”" Of course, all this may amount
to various acts of critical or spectatorial appropriation, a matter of (mis)reading Robbe-
Grillet’s essentially apolitical and non-localized concerns in topical and historically in-
formed ways. Yet THE MAN WHo Liks did lay down a sly political gauntlet by showing
a member of the occupying Nazi army reading the Soviet newspaper Pravda in Slovak

15) Robbe-Grillet in Roy Armes, The Films of Alain Robbe-Grillet (Amsterdam: John Benjamins, 1981), pp. 91-92.

16) R. Armes, The Films of Alain Robbe-Grillet, p. 91. Alain Robbe-Grillet, UHomme qui ment: Premier projet,
Début de la continuité dialogue, Projet sonore finale (premiére bobine)) in Frangois Jost (ed.), ‘Robbe-Gril-
let; Obliques, No. 16-17 (1978), pp. 175-182. (1978).

17) R. Armes, The Films of Alain Robbe-Grillet, p. 91.

18) Jozef Macko, ‘Slovak na Barrandove, Francuz na Kolibe, in Vaclav Macek, Slovensky hrany film 1946-1969
(Bratislava: Slovensky filmovy tistav — Narodné kinematografické centrum, 1992), p. 129.

19) William F. Van Wert, The Film Career of Alain Robbe-Grillet, pp. 32-33; Alain Robbe-Grillet and Anthony
N. Fragola and Roch C. Smith, The Erotic Dream Machine: Interviews with Alain Robbe-Grillet on His Films
(Carbondale and Edwardsville: Southern Illinois University Press, 1992), p. 48.
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translation — a historically impossible yet eerily prescient detail. Robbe-Grillet himself
reminds us that there were German soldiers in Wehrmacht uniforms among the 1968
occupation forces too, now “officers of the German Democratic Republic who could well
be reading Pravda”*

But if THE MAN WHo LIEs and, to a lesser extent, EDEN AND AFTER can be considered
“Slovak” films in the ways I have discussed, these films also work to establish a protean,
hybrid space within their diegesis that eludes assignations of single or fixed nationality.
What makes it so worthwhile to examine these films as co-productions, I would argue, is
that they seem to inscribe a sense of their own co-produced, intercultural identity, to ren-
der concretely and positively the disparate and disparaged “location” of the co-produc-
tion. Scholarship on European cinema has only recently started to acknowledge the im-
portant presence of co-production: as Tim Bergfelder argues, discourses on European film
“have traditionally focused less on the inclusive or cross-cultural aspects the term ‘Euro-
pean’ might imply, but on notions of national specificities, cultural authenticity and indig-
enous production contexts”?" Yet Mark Betz, examining the specific cases of France and
Italy, notes that “coproduction has been a consistent feature” of both cinemas since World
War II. During the 1960s “co-productions at times equaled and, in the case of France most
definitely, surpassed national productions”® Following the lead of the Franco-Italian
agreement signed in 1949, there is a “proliferation of bi- and trilateral coproduction agree-
ments since the late 1950s among the film-producing nations of Europe, along with sever-
al from North Africa and South America.”*

Betz’s focus here on the 1950s and 1960s gives the lie to the notion that “[t]he globali-
zation of media industries” is a “marker of fairly recent, ‘postmodern’ developments, as
defined against a ‘largely mythical’ past of self-contained national film cultures.”** This pe-
riod is, moreover, the “heyday” of European art cinema, and Betz’s analysis is especially
valuable in revealing that “a high proportion of French and Italian art films from the late
1950s through the early 1960s were transnational — European — coproductions.”* That
proportion includes many of the most canonical titles, including Antonioni’s CAVVENTURA
(1960), Truffaut’s JuLES AND Jim (Jules et Jim, 1961), most of Jean-Luc Godard’s 1960s
films, and MARIENBAD itself. Robbe-Grillet’s own first two films had been French-Italian
and French-Belgian co-productions respectively. Betz’s findings problematise the tradi-
tional, and derogatory, critical association between co-production and European popular
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cinema, with “popular” made to designate “a commercial betrayal of national traditions”.
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Conversely, art cinema traditions like the European 1960s new waves have tended to “es-
cape the taint of coproduction and internationalization”, considered rather as upholding
“specific national artistic cultures” and enthusiastically engaging “in the construction and
reconstruction of particular national identities”*”

A problem typically faced by co-productions is the use of multinational casts, which
means actors speaking different languages or at least in different accents. One approach to
this problem has been “to acknowledge at the level of narrative the co-presence of multi-
ple nationalities [...] by casting actors as characters of their own nationalities™® (The
French-Czechoslovak A MATTER OF Days takes this approach, the French lead playing
a French student sojourning in Prague.) But a much more common approach, at least in
the period when THE MAN WHo LiEs and EDEN AND AFTER were made, was to simply
make everyone on screen speak the same language via the use of dubbing. Co-production
thus secures an illusory unity of languages, accents and nationalities, even as its multina-
tional reality leaves a telltale trace in the disjuncture between mouth movements and post-
synchronized voices.? THE MAN WHo Lies and EDEN AND AFTER abide by the same
practice: while the Slovak performers in THE MAN WHo LiEs seem generally to be mouth-
ing their dialogue in French, and while the two films certainly lack the more flagrant mis-
matches of voice and body that notoriously characterize the work of Fellini, it is clear that
both films have post-synched soundtracks and that the Slovak actors have been dubbed by
French-accented voices. As was also the case with co-productions from this period, both
films were released in different language versions representing the two co-producing part-
ners: conversely, then, the Slovak versions feature Trintignant et al dubbed by Slovak
actors.

If film is by its nature a mendacious art, we can see how co-production adds supple-
mentary layers of imposture and dissembling, with performers feigning different nation-
alities or having their real voices masked by those of others. The co-production’s bi-later-
al or tri-lateral basis infects the resulting film with multiplicity, from the splitting of
performance between on-screen actor and voice actor to the doubling or tripling of the
“original” release into separate language versions. Just as Trintignant’s Boris Varissa, in
THE MAN WHo LiEs, has his double in Jean Robin, the resistance fighter played by Ivan
Mistrik, so did Robbe-Grillet have his Slovak double in director Martin Holly, who direct-
ed the film’s Slovak-language soundtrack. In other words (and ironically given the critical
separation between co-production and a supposedly nationally rooted, culturally homog-
enous art cinema), the awkward by-products of co-production strike a strange chord with
the modernist (or nascent postmodernist) practices of Robbe-Grillet. Part of Robbe-Gril-
let’s revolutionary creed as proponent of the nouveau roman — so often tied to the con-
temporaneous nouvelle vague — was the rejection of unified character and three-dimen-
sional psychology, and the personages who haunt his fictions are increasingly little more
than fractured surfaces, ciphers who recombine in new assemblages or recur in multiple
avatars. Robbe-Grillet seemed interested in compromising not only the unity of character,

27) Ibid., p. 67.
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but also the unique status of the artwork itself, as is attested by the release of his works in
altered versions or in different media (for instance through the ciné-romans he published
to accompany his films). If the two dubs for THE MAN WHO LiEs and EDEN AND AFTER
already made the existence of an original, privileged version of either film impossible,
Robbe-Grillet willfully intensified his battle against the singularity of the work by produc-
ing an alternative version of EDEN AND AFTER for French television, assembled from the
original outtakes and re-named N. A pris LES DES, and by reportedly releasing THE MAN
WHo LiEs in nine different versions, nine “final copies’, each featuring subtle differences
in image, editing and soundtrack. (Unfortunately I have not been able to verify this Rob-
be-Grillet anecdote, tempting as it is to imagine a film that, as Robbe-Grillet puts it, “lies
doubly”, that is “a lie about a lie to the power of nine”!*” Whether really enacted or not,
such tactics typify the way these two films, THE MAN WHo LiEs especially, extend and
foreground the principles of doubleness and duplicity inherent in the co-production.
With Robbe-Grillet’s art a byword for self-reflexivity, it is not so farfetched to read THE
MAN WHo LIES as an exploration of the transnational arrangements that gave rise to the
film itself. Several films by Robbe-Grillet's 1960s companion in self-reflexivity, Jean-Luc
Godard, have been seen similarly to inscribe, allegorize and explore their own co-pro-
duced status — for instance, Susan Hayward reads the vacuous cocktail party of PIERROT
LE FOU (1965), to which the protagonist is invited by his Italian wife, as a commentary on
the co-productions France was “obliged” to make with Italy in order to compete against
Hollywood.”" Godard’s meditations on co-production are essentially negative, exemplify-
ing the critique of co-production as an inorganic, aesthetically detrimental practice driv-
en by commercial imperatives. By contrast, Robbe-Grillet’s own reflection on co-produc-
tion and transnationality in THE MAN WHo LiEs proves guardedly sympathetic. As noted,
the film revolves around the Slovak National Uprising, and the narrative background of
clandestine resistance, with its necessities of pretense, codenames and disguises, already
introduces themes of masquerade, duplicity and uncertain identity. Robbe-Grillet exploits
this context as apt ground for the narrative and existential games of Trintignant’s protago-
nist, the film’s titular liar. “My name is Robin, Jean Robin,” announces this protagonist in
voiceover at the opening of the film, apparently resurrected from death after being shot by
pursuing German soldiers. He commences an account of the surrounding scenery, but his
narration falters and he begins again, now stating that his name is Boris but that “usually
people call me Jean” Boris (and I am referring to the protagonist as such because it is his
most common appellation throughout the film) also remarks that he was sometimes, in-
explicably, known as “the Ukrainian”, a throwaway yet apposite reference that both exem-
plifies the film’s engagement with a specific national history — Slovakia borders the
Ukraine, and the Soviet Union had organized partisan activity in Slovakia from Kiev —
and gestures towards ideas of foreignness and transnational masquerade. The name “Jean”
soon recurs, although Boris no longer refers to the name as his, but as that of “my friend,
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my ally, my comrade at arms”. Boris thus introduces the film’s second most important
character, supposed resistance hero Jean Robin. At the same time, this opening voiceover
adumbrates the confused, ceaselessly mutable relationship that the film will play out be-
tween the two characters.

Whatever the significance of his being nicknamed “the Ukrainian”, Boris is literally
a foreign presence, given that he is played by a French actor in Slovak surroundings. Trin-
tignant’s actual foreignness in this context is reinforced by the narrative that the film pro-
ceeds to develop, in which Boris, a stranger, enters a small rural town and tries to persuade
others, falsely, that he was a close confidant of the town’s native, now missing hero — Jean
Robin. Like the uprooted actor of the co-production playing another nationality, Boris is
an alien presence who tries to pass himself off as something he is not. Further details em-
phasize Boris-Trintignant’s alien-ness, such as the modern, fashionable suit the actor is
wearing, an especially incongruous touch when he is seen fleeing German soldiers through
the Tatra forest. The figure Boris cuts is very much that of the familiar urbane Trintignant,
and an early scene in which Boris visits the town’s tavern — already a spin on the “stran-
ger comes to town” saloon scene of the Western — seems designed to contrast the French-
man against the rural dress and heavy, rugged features of the actors playing the tavern lo-
cals.

The key motif of the liar, the fraud, or the impostor is one in which Trintignant, as ac-
tor, seems to be implicated: Boris’s claim, upon entering Jean Robin’s household, that he is
unrecognizable because he had previously been hidden behind glasses and a false beard is
a nod to the stereotyped image of the “man in disguise” that also evokes actorly masquer-
ade, movie cliché, and even Trintignant’s own career — he had worn just such a disguise
in Robbe-Grillet’s preceding film, TRANs-EUROP-EXPRESS. As a way of foregrounding the
ersatz identities constructed by the co-production, the motif of imposture might be con-
sidered negative, a means of indicting co-production for its artifice and cultural impurity,
especially given how Boris’s mendacity abets aims of intrusion and usurpation: for Boris
uses his professed closeness to Jean as a means to acquaint himself with and seduce Jean’s
maid, sister and wife — though he successfully seduces only the first two — and ultimate-
ly to become master of the large chéteau in which Jean had lived. The narrative might al-
ternatively be considered a celebration of transnational imposture in the most provocative
terms, as Boris remains a seductive and sympathetic figure, a more duplicitous K. compul-
sively seeking entry to the Castle (even if it was the Slovak Ivan Mistrik whom Robbe-
Grillet had cast for his resemblance to a ‘young Kafka').’” Besides, as we shall see, Robbe-
Grillet’s heightening of artifice and falsity in formal, stylistic terms suggests all too clear an
identification with Boris’s deceits, which after all are themselves flights of creative imagi-
nation.

Boris’s “creative” power as a protagonist goes further still, for the film’s radical supple-
ment to its motif of mendacity is the implication that these impostures conceal no ulti-
mate truth. In a tactic characteristic of his work, Robbe-Grillet offers no suggestion of an
authentic identity, for either Boris or Jean, that might subsist beneath Boris’s ever-shifting
testimony, and hints rather that these accounts have a generative quality, summoning to
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life the realities and selves described: as Robbe-Grillet puts it, Boris “speaks in order to
be.”*» Through the lack of a solid existential basis against which Boris’s self-account might
be judged, the film undermines notions of essential identity, a denial that, if extended to
issues of national identity, might be seen as validating co-production in fundamental
terms. In implicitly refusing the idea of fixed, essential national cultures, THE MAN WHO
LiEs is legitimizing, or at least asserting the inevitability of, processes of transformation,
intercultural absorption and hybridization — phenomena that the transnational arrange-
ments of the co-production can ideally foster, promote or emblematize, even if in reality
co-production frequently enacts little real cultural fusion and is determined more by prac-
tical, economic objectives. Boris possesses the protean fluidity of an ideal “transnational
subject’, and is it significant that his oscillation between two identities is also a shift be-
tween a French name (Jean Robin) and a vaguely Slavic-sounding one (Boris Varissa)?**

Further reflections in the same vein are enabled by the casting of Ivan Mistrik as Bo-
ris’s confidant-antagonist-alter ego Jean Robin. If, in narrative terms, Boris attempts to
steal Jean'’s home and wife and to appropriate his legend, so, in real terms, might the inter-
national French star be seen as “stealing” his role, along with the limelight, from the local-
ly renowned Slovak actor — the well-established Mistrik might, after all, have played the
lead in a solely Czechoslovak production. As a comment on co-production or transna-
tional film ventures, Boris’s usurpation of Jean’s home and heritage resonates even more
strongly in an era of large foreign productions housed in venues like Prague’s Barrandov
studios, displacing the native talent for whom such facilities are now too expensive. Yet
Boris and Jean are not only antagonists, and not ultimately separate characters: Boris
claims early on that his comradely bonds with Jean were such that they virtually “shared
the same mind”, and the film finally affirms this as in some sense literally true. The film’s
climax strikingly depicts the merging of the two men: a vengeful Jean returns to his cha-
teau and shoots Boris, only for Boris to rise once more from the dead, address the camera
and transform into Jean — who speaks with the voice of Boris! That is to say, Mistrik ap-
pears on screen in place of Trintignant, but is dubbed with Trintignant’s voice. Literalized
in this bravura conceit, the fusion of these two identities, tellingly embodied in a French
and a Slovak performer, once again emphasizes the possibilities — utopian as they may be
— of transnational convergence, negotiation and interchange within the co-production.
(The very act of dubbing both actors with Trintignant’s voice apparently resulted in a real
instance of linguistic interchange: according to Robbe-Grillet, Mistrik, who did not speak
French, articulated the language “in an awkward way”, which meant that Trintignant
spoke French “with a Slovak accent” when recording his dub, forced to follow Mistriks lip
movements.”

In using such technical-formal devices Robbe-Grillet is of course also flaunting and
extending the artifice entailed in co-production. That separation of voices and bodies,

33) Alain Robbe-Grillet and Anthony N. Fragola and Roch C. Smith, The Erotic Dream Machine: Interviews with
Alain Robbe-Grillet on His Films, p. 42.

34) Admittedly this implied shift in national identity is only present in the film’s French-language version. In the
Slovak dub the name Jean Robin is quasi-domesticated as Jan Robin.

35) Alain Robbe-Grillet and Anthony N. Fragola and Roch C. Smith, The Erotic Dream Machine: Interviews with
Alain Robbe-Grillet on His Films, p. 43.




ILUMINACE Volume 25, 2013, No. 4 (92) THEMED ARTICLES 73

sounds and images, that the post-synchronised soundtrack enforces, often all too obvious-
ly, is developed into a sustained artistic strategy. As Roy Armes notes, the film foregrounds
its own mendacity in the various “false” relationships it establishes between voice and im-
age. For instance, we “see images which contradict Boris’s interpretation: Jean protesting
furiously as Boris leads him away from the inn, while the voice-over talks of the pair’s ‘to-
tal communion of view.” Elsewhere, “we hear Boris’s words but do not see his lips move,”
or alternately, he is seen “clearly talking, but his words are not recorded”*® This conscious
mismatching of images to words and voices is in turn absorbed into the anti-realist ap-
proach to sound design exhibited throughout Robbe-Grillet’s films, an approach that
reaches its experimental apex in THE MAN WHo Ligs. Grafted onto the image are obtru-
sive, recurring and blatantly non-diegetic sounds, such as that of a falling tree or of shat-
tering glass, while even motivated sounds are “denied their ‘natural’ perspective (footsteps
remain equally loud as a character moves into the distance).”* More radically still, at one
point Robbe-Grillet and sound designer Michel Fano excerpt the sound recording of
a Comédie-Frangaise production of a Pirandello play.*®

The film’s approach is thus to increase that sense of artificial, detached sound that is of-
ten considered a flaw of co-productions and of post-synchronized films and dubbed ver-
sions more generally. Indeed Robbe-Grillet and Fano reinforce that detachment through
the use of sounds embedded in specific cultural contexts alien to the one on screen, as
with the Pirandello excerpts (although admittedly these excerpts would be difficult to rec-
ognize as such without Robbe-Grillet’s own identification.) In the very externality of
sound to image that the film so conspicuously demonstrates, we might discern an implic-
it assertion of hard cultural boundaries, as though Robbe-Grillet were inscribing his rela-
tion to the Slovak context as an irreducibly foreign distance. The same is not true, howev-
er, of the film’s visual (as opposed to aural) representation of language, which rather helps
suggest a fractured, hybrid space in which difference has been internalized. Verbal signs
in the film appear in both French and Slovak, an illogical touch in literal, historical terms
but one that can be seen as diegetically reflecting the film’s existence in dual language-ver-
sions. Of course this internal bi-linguality might simply have been an expedient measure,
and the same strategy appears in another French-Czechoslovak co-production, Juraj
Jakubisko's BIRps, ORPHANS AND FooLs, which suggests that this was not Robbe-Grillet’s
invention alone.

Nonetheless, Robbe-Grillet’s second Slovak co-production, EDEN AND AFTER, sees
a further development in the representation of linguistically and culturally hybrid space, at
least in the films preliminary and most interesting scenes, set in the fictional Eden café.
A remarkable, labyrinthine construct composed of sliding mirrored panels and primary-
colored geometric shapes a la Mondrian, the café is the site where the film’s listless student
protagonists play-act macabre fantasies. Alongside the reprised bilingual signs, the café
features a variety of diverse cultural references, including advertisements for Cinzano and
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for holidays in Tunisia (where the film’s derisory mystery-adventure plot will later trans-
port us). This appropriately mirrored space is again a reflection cast back on the film’s pro-
duction: rather than papering over transnational relations with the illusion of cultural uni-
ty, this conflation of signifiers gives fictive flesh to the multi-national space of the
co-production, and, as before, it does so in terms of a dense commingling that implicitly
affirms the exchange and hybridization of national cultures. Ewa Mazierska, in her own
recent essay on co-production in Eastern Europe, observes a similar scrambling of time
and (national) space in the films she discusses, and she connects this tactic to the Fou-
cauldian concept of the “heterotopia’, which denotes a real yet liminal, paradoxical, inco-
herent space.*” The notion is surely relevant here too, where the interactions of culture
translate into the uncertainties and instabilities of space (something in part achieved
through the moving around of the café’s mirrored and colored panels between shots.)

Yet there is also a possible critical — and self-critical — aspect in these scenes. The
commercial nature of a number of the cafés cultural signifiers could be said to evoke and
parody the tendency in 1960s co-production and European ‘international’ filmmaking to
render cultural identities as ‘empty clichés, signature commodities and tourist-board im-
agery: Bergfelder, for instance, points to the James Bond films’ constitution of British-ness
through “fashion accoutrements and self-mocking stereotypes”*” Robbe-Grillet might
even be using such reference points to signal the limits of his own intercultural adventur-
ing, not least in this film: EDEN AND AFTER’s narrative shift to Tunisia never presents the
country as more than an Orientalist simulacrum, a colorfully “exotic” backdrop for the ex-
ploits of the white European protagonists. Robbe-Grillet's deployment of cultural stereo-
type, here as elsewhere, is of course parodic and self-conscious — EDEN’s heroine seems
literally to enact her passage to Tunisia via a film about the country — yet we should hold
back from too enthusiastic an endorsement of Robbe-Grillet as proponent of transnation-
al intercourse. Despite Robbe-Grillet’s acknowledgement of the creative role played by his
Tunisian assistant, the future director Ferid Boughedir, the North African involvement in
the film did not result in the same degree of artistic collaboration or cultural penetration
as we find with regard to Slovakia.

If T have discussed these films in terms of a recognition of fluid cultural identities and
a broad valorization of the transnational, I wish finally to situate their aesthetic strategies
and cultural fusions in a specifically Slovak context, and to suggest how these resonate
with the domestic reassessment of Slovak culture in the 1960s. As Slovak art historian Jan
Bako$ explains, this small nation belongs to the “artistic periphery”: Slovakia has never
counted among the “the active regions of art history” that founded specific styles and ini-
tiated widespread cultural developments. Slovak culture has rather fed off “external stim-
uli,” foreign trends that it adopted “from many sides, set beside one another, alternated
and combined.”" This appropriative tendency is evident if we examine, say, the emer-
gence of Slovak Surrealism (a French-Czech import that Slovak artists “naturalized” un-
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der the name “Nadrealizmus/Nadrealism”), or even the specific biography of a figure like
Marencin, whose sensibility as an artist (and a dramaturg?) was developed in close rela-
tion to French-founded artistic movements. Bakos argues that the 1960s saw a positive re-
examination of Slovakias “peripheral” culture, albeit within Czech scholarly circles, by
means of a revised conception of artistic creativity: “the choice and combination of [artis-
tic] impulses” now came to be grasped as “an equal type of creativity, one that is adequate
for a communication-based model of art. Stylistic originality stopped being the sole di-
mension of artistic creation, communication was shown to have equal status as an aspect
of art™?

Beyond academic art-historical discourses, it could be argued that Slovak cinema of
the 1960s offers its own affirmation of what Bako$ calls Slovakia’s cultural “syncretism’,
overtly incorporating and combining foreign cultural sources, from Godard and Resnais
to silent cinema and Pop Art. In a heightened reprise of earlier Slovak modernisms, the
New Wave films of Jakubisko and Elo Havetta bluntly combine pan-European experimen-
talism with native folk traditions, thus throwing the foreign into sharp relief against the lo-
cal. Robbe-Grillet’s two Slovak co-productions are literally films directed by a foreigner,
films that inscribe their own foreign elements and illustrate various cultural syntheses:
does not Bako§’s affirmative description of Slovakia as a “cultural crossroads” apply also to
the Bratislava-shot Eden café, as a hub of diverse cultural signs, a meeting-point of East
and West? The Man Who Lies’ Boris Varissa, this anachronistically chic stranger who half-
succeeds in captivating a Slovak village, joins a roster of foreign, alien or “outsider” figures
in Slovak New Wave films: the entrancing female enigmas played respectively by Polish
actress Jolanta Umecka and American model Paula Pritchett in THE MIRACULOUS VIRGIN
and ADRIFT, the magical French impresario of Havettas PARTY IN THE BOTANICAL GAR-
DEN (Sldvnost v botanickej zahrade, 1969), the persecuted potter of DRAGON’s RETURN,
and even Trintignant’s fellow icon of edgy Gallic modernity, Jean-Pierre Léaud, playing
a pop singer in DIALOG 20-40-60 (Peter Solan, Zbynék Brynych, Jerzy Skolimowski,
1968.) Such figures might be seen to emblematize the incursion of the ‘foreign’ into a new-
ly liberalized, internationally connected society, the foreign as a seductive if perhaps also
anxiety-inducing quantity. At the same time, Boris himself, the mendacious usurper, can
be seen to stand for appropriation in its creative dimensions, since he borrows the identi-
ties and histories of others while remaining boundlessly inventive and resourceful.
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SUMMARY

Alain Robbe-Grillet in Slovakia

Transnational Encounters and the Art of the Co-Production

Jonathan Owen

This essay concerns two Czechoslovak-French co-productions directed by celebrated
filmmaker and ‘nouveau roman’ author Alain Robbe-Grillet. These two films — THE MAN
Wao Lies (CHomme qui ment / Muz, ktory luze, 1968) and EDEN AND AFTER (LEden et
apreés / Eden a potom, 1970) — were made in collaboration with Slovakia’s Koliba studios.
Paying particular attention to The Man Who Lies, I explore these films both as works root-
ed in contemporaneous Slovak cinema and as self-consciously transnational texts that
thematise their co-produced status. I discuss the important contributions of Robbe-Gril-
let’s Slovak collaborators, notably production-group leader Albert Marencin, and examine
how THE MAN WHo Ligs, set during the Slovak National Uprising, can be and has been
read in contextually specific ways. At the same time these films inscribe and foreground
the hybrid mingling of nationalities that is the reality of co-production. The key theme of
imposture in THE MAN WHo Ligs reflects back on co-production’s masquerade of nation-
al identity, while the film's experimental sound techniques extend, rather than efface, the
dubbing practices that were a longtime ‘necessary evil’ of co-production. Finally I suggest
how the very cultivation of national hybridity is relevant to the Slovak context, serving to il-
lustrate — and valorise — Slovakia’s status as a ‘cultural crossroads;, absorbing and synthe-
sising foreign artistic trends.
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Jana Dudkova

Between the Center and the Margin

The Notion of Central Europe in Slovak Cinema after 1989"

Any debate on Slovak cinema after 1989 has to keep in mind discontinuous nature of Slo-
vak cinema, as such: conceptualizations of cinema in Slovakia as a “national” cinema are
forced to deal with its recurrent disruptions and multiple “new” beginnings, with arduous
re-constructions of its “own” identity, and with periodical dissolvings within various
broader, transnational contexts (e. g. within cinema of Austria-Hungary, Czechoslovakia,
or cinemas of Soviet bloc).” Slovak cinema, therefore, offers a good basis for revaluation
of the term of “national cinema.” Its contemporary development (which starts with the
privatisation that almost led to its extinction) is also a particularly good example of the set
of laborious constructions of “national” cinemas on the ground of current co-production
and festival politics : such as when “Slovak cinema” is regularly presented at prestigeous
film festivals in a “pair” with Czech, Slovenian or other regional cinemas, and when most
of the “Slovak™ films are still made as co-productions with Czech Republic or, occasiona-
ly, with some other countries — such as Belgium, Germany, Poland and so on. Thus, what
is commonly labeled as “Slovak cinema” is more precisely a self-pampering fiction refer-
ring to the summa of films that were produced with respectable participation of Slovak fi-
nancial, institutional and personal capital (Slovaks, in the most important film profes-
sions) and which, more or less obviously, includes topics and motifs related to common
constructions of Slovak identity. The latter is, however, extremely hard to define since Slo-
vak identity — mediated and constructed via images of contemporary Slovak cinema —
appears often enough as hidden, ambivalent, and mirroring itself in feelings of marginal-
ity, in tropes of isolation, self-sufficiency and of the center. These tropes suggest the

1) This work was supported by the Slovak Research and Development Agency under the contract No. APVV-
0797-12.

2) Itisextremely hard to trace beginnings of Slovak cinema since the first Slovak films (linked to Slovak topics,
Slovak financial capital and creative investment) appear only after the establishment of Czechoslovakia in
1918. Austria-Hungary didn't encourage cinema based on autonomous ethnic bases and the institutional
basis of Slovak cinema was not succesfully developped until 1938 when Slovakia gained its autonomy, and
when, soon enough, a fascist Slovak State was established (1939-1945). Since the 1930’s there have been
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traumatic nature of Slovak identity, and the main aim of this article is to reveal the afore-
mentioned tropes exactly in their latently-traumatizing sense while tracing several dis-
tinctive modes of conceptualizing ones own (insufficient) nation-ness.

“This is the Heart of Europe, My Dear”

One of the first remarkable attempts to revaluate and re-construct post-revolution Slovak
identity in cinema links it with an idea of fading, ambivalent and even unapproachable
heart of Europe. The notion of the center (of Europe) does not overlap, however, with the
notion of Central European identity. It marks, instead, an ironic approach to the missed op-
portunity to become once again cosmopolitan. Of course, the notion of Central Europe still
forms a remarkable part of collective imaginary within most of the middle-European coun-
tries, nations, or cultures. In some of the countries (such as the Czech Republic or Poland)
it served as point of reconstruction of new identities even before 1989, but in Slovakia, its
cosmopolitan potential was replaced by the outburst of post-Velvet Revolution nationalism
almost as soon as it reappeared. The longing for positive features of Central-Europeanness
became strongly affected by ambivalent feelings of marginality and cultural delay.

The notion of the center (the center of nation, of Europe or of the world) as it appears
in early films by Martin Sulik, Miroslav Sindelka’s PAssioNATE Kiss, or even in some as-
pects of Stefan Semjan’s ON THE BEauTIFUL BLUE DANUBE, might be associated with per-
ception of Slovak culture as traumatized one, located outside the “main” historical and
cultural happenings within Western Europe. This is not surprising at all since Slovak cin-
ema of this period had become an extremely marginal part of the national culture, lacking
both better production and distribution strategies, and the attention of film scholars, crit-
ics or international festivals.” With almost no state financial support, serious gaps in leg-

many discussions on the need for Slovak cinema, but no clear consensus on what this cinema should look
like — and this absence of a unified idea reappears soon after WWII, when the first afterwar Slovak film hap-
pens to be a film directed by Czech director Martin Fri¢, featuring a huge investment of Czech creative cap-
ital and with a semi-colonial approach to “typically” Slovak topics (WarN Him...!, Vardj, 1948). The need
for establishment of new national cinema dissolves once again in 1948, when Communist Party won the
elections. Soon after the February 1948 coup détat, the dictature of one single ideology was installed and
most of the postwar projects were labeled as borgeoisly nationalistic. In the years following, however, Slovak
cinema starts to function relatively autonomously. It even rediscoveres and revaluates national topics, espe-
cially during the 1960s when it finally becomes more visible (with Stefan Uher legendarily nominated as the
“John the Baptist” of Czechoslovak New Wave). When the normalization processes in early 1970s began, it
already has reached federative autonomy (in 1969) but once again looses its formerly established creative
continuity. I am not going to elaborate on this typical, quite schematically-presented model of discontinu-
ous development of Slovak cinema. I wish just to remark that this model is still quite influential within com-
mon perception of Slovak film history, and appears as irreversibly confirmed when privatization of the main
cinematic institutions after 1991 led to the rapid descrease of film production.

3) The reasons for this are pretty well known. In 1991, the state financial support for film production decreased
rapidly and the film studio Koliba’s (Slovenski filmova tvorba Bratislava — Koliba) monopoly was under-
mined by firing the most of its employees holding positions among its creative workers. Following the 1991
governmental decision , Koliba embarked a long-termed process of privatization which was finished under
still unexplained circumstances during Vladimir Meciar’s era (for more, see Vaclav Macek, ‘1 297 254 000
Sk; Kino-Ikon, vol. 14, no. 1 (2005), pp. 124-154).
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islative support, and with only 1-2 feature-length films made per year during the 1990s,
the cinema of Slovakia had no chance to gain a new continuity or diversify — which
should be indispensable for a healthy transition from the old narrative and ideological
patterns to (the expectedly) new aesthetics, genres, or topics which could satisfy both
spectators and critics at home and abroad.

On the contrary, the cinema of Slovakia became one of the most peculiar parts of the
transition to new market economy and “globalized” hyperculturality — a process which
resembles many of the features identified by Alexander Kiossev within his famous “colo-
nial” metaphor. According to Kiossev’s interpretation of the birth of Bulgarian nation, the
processes of modernization at the margins of Europe rise from profound feelings of ab-
sence and insufficiency, which often lead to ambivalent strategies of both masking and re-
calling of one’s own marginality.” In the case of Slovakia, the recognition of its location
within the middle of Europe has had an important role in covering up its obviously mar-
ginal position within European geopolitical hierarchy. Slovakia, similar to the Czech Re-
public, Belarus, Estonia, Lithuania, Poland, Ukraine, Hungary (and also like Romania or
Germany), and other countries claiming to possess geometrical midpoints of the conti-
nent on their territories, derive its pride through the virtue of its location. My aim in this
article is to analyze the notion of the center / Central Europe precisely in this kind of trau-
matising, or even “self-colonising” sense while pointing out several cinematic strategies of
overlapping the center and the periphery.”

To explore the aspect of middle-Europeanness as the part of a reflexive attitude toward
one’s own marginality, we can, nevertheless, count at only one explicit example of point-
ing out the notion of Central Europe within the case of Slovak cinema. It appears in 1992,
in a chapter from Martin Sulik’s second full-length feature film, EVERYTHING I LIKE. At
the end of the chapter (entitled simply and significantly “Stred Eur6py” or, “The Heart of
Europe,’) the film’s main character Tomas$ finds his English lover Ann in the nearby woods,
and overhears a part of her dialogue with a stranger she just met:

“Here is the heart of Europe, my dear,” says the stranger.

The image then fades into darkness and the episode ends. The words happen to be-
come a quite bizarre punch line of it, relying on the strong feeling of absurdity, which was
obvious from the beginning of the dialogue Ann and the stranger:

“What is your name?” asks Ann, in English.
“Sprechen Sie Deutsch?” the strange man answers.

What does Tomas overhears then, is actually an attempt to strike back the latently co-
lonial attitude of his English lover, who, although friendly and tamed, authomatically uses
English while trying to approach her new central-European acquaintance.

To understand this fragment of Slovak cinema more profoundly, we have to locate this
film of Sulik’s into the specific cultural, social and political space of Slovakia at the begin-

4) See Alexander Kiossev, ‘Notes on Self-Colonizing Cultures, in Bojana Peji¢ and David Elliot (eds.), After the
Wall. Art and Culture in Post-Communist Europe (Stockholm: Moderna Museet, 1999), pp. 114-177.

5) I use the term “self-colonising” in the sense that Alexander Kiossev gave to it. A. Kiossev, ‘Notes on Self-Col-
onizing Cultures.
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ning of 1990s. EVERYTHING I LIKE refers equally to the opening of the borders with the
West, to a need to overcome the Soviet era heritage, and to the current outburst of Slovak
nationalism, widely encouraged by the government of Vladimir Meciar. In the context of
the constant revaluation of Slovak identity throughout the film, the stranger might appear
as a proud Slovak, but more than that, he is also an old-fashioned middle-European.
While don't speaking English, he doesn’'t choose Russian as alternative “Esperanto” either;
instead he overcomes his inability to speak with Ann by evoking his germanophone Cen-
tral-European identity. Both aspects of this location of the old man’s home within the
mythical Europe — the ambivalent (national) pride and the feeling of marginality — are
underlined by simple spacial symbols, a garden and a forest. The fact that the dialogue be-
tween an Englishwoman and a Slovak takes place in the old man’s garden located in the
middle of a forest symbolically locates Slovakia within a specific geopolitical (and poetical)
place: between periphery and the self-sufficient center, between Europe and the not-yet
European.

Obviously, the meaning of the garden as a “heart of Europe” reflects rhetorics of na-
tional pride. Eventually associated with axis mundi, it connects this world with the prom-
ise of the Eden. At the same time, the image of nation as the center of Europe overlaps with
the situation of getting lost in the surrounding forest which might be linked to traditional
western fantasies on non-western Europes.® The forest stands for the unmapped, chaotic,
incomprehensible. In this sense, imagining the East stands hand in hand with the feeling
of impossibility to reach it. The center / heart is at the same time present and denied,
equated with a lost, marginal and unapproachable part of the world. In a sense, EVERY-
THING I LIKE announces the whole new decade of neglecting the national self-centredness
— while at the same time counting on the myth of it.

From Irony to Cynicism: From Gardens to Non-Places

The quoted sentence is, nevertheless, still not so interesting per se. It is interesting precise-
ly in its marginality understood as the other side of the imaginary of the center. It could be
read as a fragment lost between other fragmentary utterances, chapters or features of
Sulik’s profoundly fragmentary film, but also as a fragment lost in the entirety of contem-
porary Slovak cinema. We can, indeed, claim that Slovak cinema usually doesn't botter ex-
plicitly with the question of Middle Europe. Instead of this geopolitical category, it uses
various tropes of “the center” — of national self-centredness, self-sufficiency, or isolation
as important features of national identity.

The symbolic milieu of the garden is most remarkably elaborated in the third Sulik’s
film entitled simply THE GARDEN and linking the symbol of the garden with re-invention
and cultivation of Slovak identity. Instead of counting on a strong, fixed national identity,
Sulik once again deconstructs it as a patchwork, situational one: an identity made out of
heterogenous, fragmentary utterances, symbols and remarks, reinforced by the meetings

6) See for more Larry Wolff, Inventing Eastern Europe. The Map of Civilization on the Mind of the Enlightenment
(Stanford: Stanford University Press, 1994).
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with “the Others” (in EVERYTHING I L1kE, an Englishwoman plays the role of “the Other”,
while the main character of THE GARDEN goes through a series of meetings with men
named after modern Western philosophers). Both films rely on irony as a state of deep
doubt about “the last dictionary” which has been currently used.” Their narratives move
freely from one text, symbolical meaning, or discourse to another, using only fragments of
them and rejecting the belief in a final power or truth — thus reminding us of the differ-
ence between metaphysician and ironist according to Richard Rorty.?

The irony of Sulik’s films is very important to remember as the most radical mode of
interrogating the newly rediscovered and mutualy contradictory political discourses of
the era. We should unsterstand it not only in the sense of Rorty’s determination of irony
against metaphysics, but also in the sense of Slavoj Zizek’s determination of irony against
(postmodern) cynicism: unlike cynicism, irony covers up the affection and replaces it with
an illusion of rejection.”

EVERYTHING I LIKE was released in 1992, in a significant era when the state and cul-
tural identity of Slovaks once again needed to be reconstructed and revived, but on exact-
ly which basis this should happen was unclear. Sulik depicts a schizophrenic situation
where the opening of borders comes too late in the era of globalizing Europe and increas-
ing consciousness of transnationality fuse with a profound inability to determine what ex-
actly it is to be a Slovak. Instead of the continual creation of a stable, yet historically-mod-
ifiable cinematic image of national identity, Slovak cinema (with its multiple discontinuities
and disruptions) found itself in the new globalizing era with a strong feeling of missed op-
portunity, where it skipped the chance to recognize its own identity before it was dissolved
in market conditions. Slovak identity found itself somehow lost between the old Central-
European and a new globalized kind of transculturality, and Slovak cinema once again
almost dissolved before it even managed to dissociate itself from the cinema of late social-
ism and re-establish the new continuity with positive values derived from the “Golden
Era” of Slovak New Wave.'?

In this context, irony helps Sulik and his generation (Semjan, Sindelka) to undermine
the blind belief in the nation, even while Slovakia still remains among the things they
“like”

The accuracy of this approach springs out of a very simple acknowledgment that is well
known to anybody dealing with the notion of identity: for Sulik, Slovak as well as person-
al identity can be re-constructed only through various relations to “the Other” The main
character of EVERYTHING I L1KE, a man with the biblical name Tomas (doubting Thomas)
identifies himself as a Slovak only in moments of misunderstanding with his English lov-

7) See Richard Rorty, Contingency, Irony, and Solidarity (Cambridge: Cambridge University Press, 1989).

8) Ibid.

9) Slavoj Zizek, Metastaze uzivanja (Beograd: Biblioteka XX vek, 1996), pp. 136.

10) One of the dominant questions of cinema of Slovakia in early 1990s is the question of searching for (and
connecting oneselves with) positive values within domestic cinema. Just like the new generation of film his-
torians, Martin Sulik (1962) and his generational counterparts Stefan Semjan (1960) and Miroslay Sindelka
(1963) pick “the golden sixties” as the main referential frame of nationally based part of the cinematic iden-
tity of their films: EVERYTHING I LIKE, THE GARDEN, but also PasstoNATE Kiss and ON THE BEAUTIFUL
BLUE DANUBE contain many references to Slovak cinema of 1960s, especially to work of Juraj Jakubisko, Elo
Havetta, Stefan Uher and Dugan Hanak.
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er, using his fluent Slovak against his broken English (and against Ann’s imperfect ability
to understand it) as a weappon, a symbol of power in fight for domination.

After EVERYTHING I Likg, Martin Sulik goes even further in his doubt about the pos-
sibilities of reconstructing the Slovak identity out of its fragmentary and (certainly during
the turbulences of socialist era) half-forgotten past. As the response to political isolation
of Me¢iar’s Slovakia, Sulik creates the metaphorical image of Slovakia as a garden or
a landscape isolated from the rest of the world. In THE GARDEN, he once again depicts
a hero in his thirties who goes through an identity crisis trying to find his “place in the
world”. Sulik uses the metaphor of the garden as a complex net of associations with an-
tique and biblical traditions, but also with periods of national revival and enlightenment.'"
In LaNDSCAPE (or “Krajinka” in the original Slovak), Sulik plays on the double meaning
of Slovak word “krajinka” — a little country, or a (piscturesque) landscape. And in ORrBIs
PicTus, a young adolescent girl travels around a country that borders with nothingness,
ending precisely at the point where a strange Stalin-like character Drusa tears off her map.
The film proposes an image of the world that is allowed to be known: “Nothing is there,
I have told you,” says a lonely herdsman to his goat, sitting at the edge of a cliff at the point
where the girl's map ends, marking the symbolic end of the world."”

The metaphor of isolated nation is characteristic of not only Sulik’s films, which re-
flected the political isolationism of Meciar’s Slovakia, but reappears even today. In one of
her newest documentary films entitled FRAGILE IDENTITY, Zuzana Piussi deals with ex-
treme manifestations of Slovak patriotism linking them occasionally and discretely with
blindness or derangement. The film begins with a plane shot of ruins of Devin, a castle
near Bratislava which the Slovak national myth associates with the first “Slovak” nation
state (which is supposed to be Great Moravia) as well as with Slovak national revivalism of
19th century." The introductory shots of the castle located on a hill are taken from a hel-
icopter, thus forming a monumental, dynamic image of a lonely isle surrounded by end-
less verdure and bordered by waters of two rivers, the Danube and Morava.

The “isolationist” tendency is, nevertheless, clearest in works that amplify the meta-
phor of the garden from Sulik’s films while at the same time transforming the director’s
Bildungdsromans into model family dramas (e. g. BLUE HEAVEN by Eva Borusovicova,
QUARTETTO by Laura Sivakovd, or FAITHLESS GAMES by Michaela Pavlatova). Here, the
metaphor looses its political, biblical and mythical meanings while, at the same time, re-
taining its ability to encourage nationally specific readings, suggesting a kind of escape
from political and social enviroment of the country.

This paradigm is, however, left in the new millenium, often by the same directors who

11) For exquisite analyses of the metaphor of the garden see Zuzana Gindl-Tatarova, “The Garden, in Peter
Hames (ed.), The Cinema of Central Europe (London - New York: Wallflower Press, 2004), pp. 245-253; and
Vlastimil Zuska, ‘Topos zahrady v Zahradé a jeho ¢asoznakové implikace, in Marian Brazda (ed.), Svet v po-
hyblivych obrazoch Martina Sulika (Bratislava: Slovensky filmovy ustav, 2000), pp. 122-147.

12) In one of the episodes of the film, an elderly couple of actors find itself on its way to emigration. Neverthe-
less, neither the heroine nor the most of the other characters leave the boundaries of their place, sharing
a similar attitude to the question of leaving the country as the male protagonists of previous Sulik 's films.

13) On 24th of April in 1836, the members of the Slovak national movement led by Ludovit Stur organized a trip
to Devin Castle. Within Slovak ethnopolitical myth, this trip is imagined as the beginning of the group’s ex-
tensive efforts on behalf of national awareness.
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at the first adopted it: this is the case of TRuTH Or DARE by Borusovicova or HEAVEN,
HEeLL... EARTH by Sivakova. Both of these fit into what some critics labeled as “city life-
style” films.'"

Based on advertising, lifestyle magazines aesthetics, and a fusion of various imported
genres, these films give a new content to the notions of nation and nation state. Instead of
SuliK’s searching for Slovakness, (followed by irony as an approach still infused with belief
in some kind of authority), “city lifestyle” films count on nation as an already-empty as
well as marginal phenomenon. And instead of searching for the constantly-disappearing
essence of the nation (lost between the two different ways of modernisation and transcul-
turation, middle-European and “global”), these films depict a world of cultural fusion,
transnationality and emptied, occasionally and casually approached, national symbols.

In films by Vladimir Adasek (1972), Eva Borusovi¢ova (1970), Katarina Sulajova
(1975), or directors of slightly older generations such as Vlado Fischer (1962), Miro
Sindelka (1963) [or even the “classical” Miloslav Luther (1945)],'® identity appears as flu-
id, unstable, contextual and performative. Slovak ethnical identity is unpresent or reduced
to empty gestures of autoexoticism in the frame of intercultural fusion, like in Borusovicova’s
film TRUTH OR DARE where a multicultural housing community is offered ,,bryndzové
halusky®, the Slovak national dish, while casually chatting on life experience of a refuge
from an nameless (South-) Eastern European country.

It is good to remember that Sulik's GARDEN offered an enclosed space of a garden as
a kind if idyle where one can reach essential connection with generations of his ancestors
while not doing anything special (besides reading a lost diary of his grandfather, recalling
the discourse of Slovak enlightenment and experiencing encounters with characters
named after well-known modern philosophers — st. Benedict, Rousseau, Wittgenstein,
Spinoza). However, in 1994 (one year before THE GARDEN), two other films appeared
which share a symptomatic fascination with spacial metaphors of the nation with Sulik’s
film. Both films are inhabited with bohemian characters wandering around the historical
places of Slovak cities. In PAsstONATE Kiss, the bohemian life in the streets of medieval
mining town appears confronted with underground striptease clubs, while the neglected
feminine identity of the heroine is encouraged by her acquaintance with a mystical elder-
ly Jew living in his Old Town flat. The stratification of space is quite similar to the stratifi-
cation we will experience one year later in Emir Kusturica’s UNDERGROUND: the under-
ground spaces serve as references to the suppressed collective and individual desires, to
the criminalisation of the country and to the archeological layers of the communal past.

In the most important predecessor of later “city lifestyle” films, ON THE BEAUTIFUL
BLUE DANUBE, three bohemian friends spend their time wandering around border-like

14) The term was proposed by Juraj Malic¢ek, ‘Pop po domicky, Slovo, vol. 7, no. 9 (2005), p. 16. Later on it was
widely accepted by other critics such as Martin Smatlak, ‘Hladanie vlastnej cesty, Kino-Ikon, vol. 12, no. 1
(2008), pp. 135-147.

15) The most typical “city lifestyle” films are (in a chronological order of appearance) HANNAH AND HER
BROTHERS, TRUTH OR DARE, IT WILL STAY BETWEEN Us, Two SyLLABLES BEHIND, HALF-LIFE, HEAVEN,
HELL... EARTH, MY HUsBAND’s WOMEN, MosQUITOE’S TANGO, CANDIDATE, and, within a special sub-
cathegory of films about prefab Petrzalka — in less fancy and more hip-hop influenced manner — also Big
RESPECT, BRaTISLAVA FiLM and LOVE.
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places, lieux de mémoire, as well as around spaces symbolically related to the Slovak na-
tional identity (and to the various phases of its construction). The friends have no stable
love relationships nor stable employment, and they symptomatically enough never cross
the boundaries of the city which is, however, “Westernized” through the music (of John
Lurie), and through the playfully crimminal plot about stealing an Andy Warhol picture.

Although both of the films share the same tendency of replacing the anthropological
“place” with heterotopias with films by Martin Sulik,'® they also include a completely dif-
ferent approach to the notion of cultural memory. In Sulik’s debut film TENDERNESS, for
example, we are confronted with the unspoken shame of the communist past, revealed
only through a mute Super 8 film. In THE GARDEN, the past is embodied in grandfather’s
diary just as well as in the odd visitors named after dead Western philosophers. On the
other hand, ON THE BEAUTIFUL BLUE DANUBE presents rather cynical approach to the
past represented by empty architectonic symbols of the Slovak capital: the post-war me-
morial of Soviet soldiers Slavin, the famous U.EO.-shaped café at the top of a bridge across
the Danube (The Bridge of the Slovak National Uprising), or an old historical flat of elder-
ly “Pressburger”'” German woman. Similarly to PasstoNaTE Kiss (and unlike Sulik’s fas-
cination with memories embodied in things and people), ON THE BEAUTIFUL BLUE DAN-
UBE deals with memory preserved in architecture only — memory that is not alive
anymore, not enlivened by individual nor communal consciousness.

In this sense, the mid-1990s already anticipated later “city lifestyle” films. In many of
them, travelling around Europe became a natural way of life — although the characters
still reflect their trips as evidences of specific border-like existence in which Slovakia have
found itself. Entrapped between the fading Central-European identity of their ancestors
and a new hypercultural transnationalism, characters of these films desperately try to be-
come (post)modern, while film style appears as a creolized version of Western European
cinemas. In Two SyLLABLEs BEHIND, for example, the heroine is desperately stuck be-
tween several identities. Thanks to her Hungarian grandmother, she still “recalls” the Cen-
tral-European identity of multicultural pre-war Pressburg. Thanks to her own childhood,
she recalls the unifying socialist past, and thanks to the heroine’s desire to belong to glo-
balised Europe, she experiences the painful difference between rapidly self-colonised,
Westernized contemporary Bratislava (full of imigrants from China) and the French cap-
ital as the “real” European city."?

16) A part of the social site that is excluded from everyday life of the society, albeit it has “the curious property
of being in relation with all the other sites, but in such a way as to suspect, neutralize, or invert the set of re-
lations that they happen to designate, mirror, or reflect”. Michel Foucault, ‘Des Espace Autres, Architecture,
Mouvement, Continuité, vol. 5 (1984). Available in English online: <http://www.foucault.info/documents/
heterotopia/foucault.heterotopia.en.html>, [date of the access: 20th October 2013]. ‘
17) Pressburg is the name of Bratislava used during Austro-Hungarian era. In contemporary Slovak, the adjec-
tive prespuricky (related or belonging to Pressburg) suggests the moral and cultural values of the pre-war \
Bratislava and its multicultural society (in which Slovaks formed only one of the minorities).
18) I have written more about this film and the self-colonising aspects of its fabula, motifs and style: Jana Dud-
kova, Slovensky film v ére transkulturality (Bratislava: Drewo a srd. - VSMU, 2011); Jana Dudkovd, ‘“The
Problematic Other and the (Im)possibility of Cross-Cultural Dialogue in Slovak Cinema after 1993, in Pet-
ra Handkova and Kevin B. Johnson (eds.), Visegrad Cinema. Points of Contact from the New Waves to the Pre-
sent. (Praha: Casablanca - KFS FF UK, 2010), pp. 109-129.

e
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There is yet another remarkable feature within the “city lifestyle” trend. In many of
these films, the gardens are replaced by exclusive cultural “ghettoes” located in the histor-
ical centre of country’s capital. Both spacial metaphors refer to nation’s isolation, but with-
in the city-center locations, the search for the essence of the nation dissolves. Sulik’s irony
is almost completely replaced by postmodern recyclation and cynicism as the stance of re-
specting jouissance instead of authority of symbolic order.!

Deliberating as this new stance could seem, it still springs out of the same epistemo-
logical basis as nationalism.* The national “self” still persists in the form that could be
linked to Alexander Kiossev’s definition of self-colonisation — as a process of late mod-
ernisation (falling behind the formation of “big” nation states), and as an attitude leading
to various strategies of reconciliation of the communal feeling of the absence (the absence
of ones own history, identity, nation, institutions...). In the mentioned film TrRUTH OR
DARE, for example, the transcultural intellectual “ghetto” takes form of Rédio Eurépa (Ra-
dio Europe) carried on by a group of cosmopolitan college students. But it is important
that cosmopolitism and postmodern flux of identities come hand in hand with the — still
typically traumatized — need for reaching Europe, for making one’s own voice be heard
beyond limited boundaries of one’s own site (the topography of which is suggested in the
opening of the film by a list of well-known cafés, located within Bratislava’s midget city
center and visited mostly by a stable community of intellectuals and college students.)

Negotiation of Borders

While Borusovicova (in TRUTH OR DARE), Addsek (in HANNAH AND HER BROTHERS), or
Sulajova (in Two SyLLaBLES BEHIND) place their stories within historical centre on the
left bank of Danube, a member of the newest generation, Jakub Kroner (1987), re-discovers
Bratislava’s right bank with one of the biggest Slovak prefab boroughs, Petrzalka, which was
established in the context of 1970s unification and rationalization of standards of living.

Architectural traces of different historical layers of country’s modernisation appear
once again as mere visual background of the plot. The semi-underground culture of city
center and its bohemian cafés is now replaced by the hip-hop culture of Petrzalka’s young
people. In this sense, images of both river banks of the capital invest in a similar double
function: hip-hop refers to the topographical and cultural periphery, to the culture of mi-
nority ghettoes and urban suburbs, but in the context of Slovak cinema it also (and simi-
larly to cosmopolitan subcultures of the left bank) mediates the connection with the met-
ropolitan “Big Other” — which in this context means Europe or, in a broader sense, “the
world.” In fact, both approaches to identity of Bratislava reveal a similar need to cover up
the dissapearing illusion of a unique communal memory with newly imported cultural or
genre influences — which might itself resemble some features of Kiossev’s definition of

19) Slavoj Zizek, Metastaze uzivanja (Beograd: Biblioteka XX vek, 1996), pp. 136-139.

20) This claim ows much to Wofgang Welsch’s early comments on multiculturalism, which he links to the same
Herderian tradition of thinking as modern nationalism. See e. g. Wolfgang Welsch, ‘“Transculturality — the
Puzzling Form of Cultures Today; in Mike Featherstone and Scott Lash (eds.), Spaces of Culture: City, Nation,
World (London: Sage, 1999), pp. 194-213.
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self-colonization (the feeling of absence — of absent nation, its institutions, history and
traditions — leads to embracing of foreign models of modernization that, however, comes
too late, so that the emerging consciousness of delay gives rise to various strategies of
masking and reconciliation. )"

ON THE BEAUTIFUL BLUE DANUBE and its later counterparts TRUTH OR DARE, HAN-
NAH AND HER BROTHERS, or Two SyLLABLES BEHIND, depict a world reduced to the old
town streets, cafés, art schools, universities, dubbing studios, small radio broadcast sta-
tions, or even flats of forgotten pre-war middle class. This reduction of actual social and
political reality to a quite elitist segment of it is not only isolationist,” it also reveal a kind
of empty nostalgia for modernization. These places don't really affect the characters, form-
ing just an attractive urban visuality as the reaction to Sulik’s countryside idylls. The film
Two SyLLABLES BEHIND offers a particularly good set of examples for this phenomenon,
using multiple montages that refer to some crucial periods of artistic or architectural
modes of imagining the Slovak identity. In clips interrupting the fabula, references to Slo-
vak artistic modernism of 1930s (with its folk and proletarian motifs) alternate with archi-
tectonic references to socialism (the mentioned U.FO.-shaped café on the top of the
Bridge of the Slovak National Uprising), and confronted with images of Paris, reduced
mostly to architectonic memorials of Art Nouveau. The two different and uncomparable
historical experiences are hidden in these seemingly innocent montages: experience of
Paris as the capital of 19th century — a true modern city and the site of heroine’s desire,
and the traumatic experience of discontinuity and ever-delaying constructions of Slovak
identity. The latter leads to recurrent feelings of insufficiency in relation to the Western
modernity. The film, in fact, refers to existentional dimensions of too wild and too fast
transition to capitalism that lead to the experience of uprootedness.

The beginning of the new millenium is not only the period of revaluation of Bratisla-
va’s past (which becomes just an attractive set of nostalgic surface phenomena).” It is also
the age of completely different filmic spaces reminding us of Marc Augé’s definition of
a non-place — the neutral space that finally neglects connections to any communal or eth-
nical memory, including the absence of memorials of the communal past.? The film It
WIiLL StAy BETWEEN Us is, for example, set exclusively within ultramodern flats with glass

21) Such are inventions of glorious national past, or, on the contrary, admitting of insufficient modernity that le-
ads to biblical interpretations — “the last will be the first” — or, as Kiossev reminds us, also a kind of acce-
lerated modernisation trying to catch up on the missed. See A. Kiossev, ‘Notes on Self-Colonizing Cultures!
Of course, none of these strategies (that had a sense in the second half of 19th century) appears in the urban
stories of Slovak cinema stricto sensu. Most of them are simply using “foreign” genre structures or images of
hybrid globalisation in order to reveal the absence of a coherent idea of the nation.

22) The first “city lifestyle” films emerge within intellectual and artistic circles in Bratislava that felt to be in op-
position to the regime of Vladimir Meciar and its political isolationism and nationalism. Most of them are
released several years after the end of Me¢iar’s government, but their metaphoric isolationism refers to this
opposition.

23) One of the examples are recurrent images of the mentioned U.FO. — shaped café, most often used as fancy
evidences of Bratislava’s odd modernity (ON THE BEAUTIFUL BLUE DANUBE, Two SYLLABLES BEHIND). The
café actually follows a futurist tendency in socialist art and is incorrectly associated with Soviet era cosmo-
nautic successes. The trouble is that the whole bridge on which top it is installed was build after the old Jewish
quarter was destroyed during 1960s and thus it includes the potential meaning of deleted memories.

24) Marc Augé, Non-lieux. Introduction a un anthropologie de la surmodernité (Paris: Seuil, 1992).




ILUMINACE Volume 25, 2013, No. 4 (92) THEMED ARTICLES 89

walls and within shopping centres as the most typical examples of Augéan non-places,
suggesting the final separation of individual identity and the communal memory.* The
seemingly terminal silence of ethnical identity (appearing in the ,,supramodern™® mode
of symbolical filmic , self-colonisation®) springs out of the disturbing unification caused
by specific form of contemporary transnationalism, which happens to be one of the ap-
pearances of culture-monde.”” Since contemporary conceptions of culture or nation deter-
mine them mostly as matters of global market(ing), it is not surprising that the visibility of
the market interesses mirrors itself in a wide range of seemingly marginal transnational
phenomena like, for example, the Czech and Slovak cast of some films referring to su-
pramodernity or hyperculturality (e.g IT WiLL STAY BETWEEN Us or CANDIDATE where
the mixed casting and dual language identity are motivated solely by the inevitability of
coproduction with Czech Republic.)

A kind of response to the silence of national identity might be recognized in Jakub
Kroner’s films. BRaTisLAvAFILM and LOVE are both based on genre creolisation and both
are invested in Slovak identity as a kind of trangressive identity (which is incorporated in
some distinctive types of characters like criminals and youth — especially youth from no-
tiorious Petrzalka or college campuses in Bratislavas Mlynska dolina.) The impacts of
gangster films and romances, of hip-hop music clips and popular domestic TV series are
connected with short pre-production phase and semi-ameteurish expression. The result is
not only surprising commercial success (thanks to its marketing campaign, LOVE became
one of the commertially most successful Slovak films in the last twenty years), but also
a kind of self-reflexive pidgin version of ,western” genre patterns.”® Slovak identity is re-
ferred to as identity of world’s cultural periphery. It is not surprising that, in this kind of
cinema, even the metaphor of center (as incorporated in images of country’s capital) be-
comes revealed as a mere prop of a peripheral, self-colonized culture. BRATISLAVAFILM’s
opening shots offer a good example. The introductory rapidmontage of images of Bratis-
lava is followed by North-African rhytms and musical instruments, thus suggesting a po-
etics of Third World-ization which allow the Slovak capital to be compared with hybrid
metropoles of the Third World.

Obviously, re-discovering of the right bank, replacing of fancy, globalized, or even su-
pramodern images of Bratislava with the city’s neglected prefab led to a different set of cul-
tural references. Instead of images inspired by “White West” and prefered by previous “left
bank” films, Kroner chooses images inspired by hip-hop and North American black sub-

25) Of course, this separation started already in Sulik’s stories about individual escapisms and profoundly aso-
cial searchings for the nation’s past.

26) For definition of supramodernity, see also M. Augé, Non-lieux. Introduction & un anthropologie de la surmo-
dernité.

27) Gilles Lipovetsky and Jean Serroy, La culture-monde. Réponse @ une société désorientée (Paris: Odile Jacob,
2008).

28) Iam using the adjective “pidgin” as an opposite to adjective “creolized”, following the definition proposed by
film theorist Nevena Dakovi¢ in her texts about genre creolisation in Serbian cinema. Dakovi¢ considers
creolisation as a kind of upgraded form in comparison to the “pidgin” mimicry of imported genres, the lat-
ter being determined by grammatical unperfections, stutterings, or limited dictionary. Nevena Dakovic,
‘Kreolizacija srpske kinematografije: Srpski film i EU integracije, in Nevena Dakovic¢ and Mirjana Nikoli¢
(eds.), Obrazovanje, umetnost i mediji u procesu evropskih integracija. (Beograd: Fakultet dramskih umet-
nosti, 2008), pp. 41.
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cultures — which help him to determine the image of Petrzalka as a kind of Third World
located in the heart of the nation.

BRATISLAVAFILM is, however, not the only one, which counts on a double identity of
Slovakia’s capital, possessing both the meaning of the center and the meaning of a border,
crossroad, the threshold of worlds, which differ from the modern notions of Europe. This
kind of conceiveing of Bratislava is, in fact, a reproduction of a sole, relatively stable ideo-
logical layer that appears in most of the contemporary Slovak films dealing with hidden
refereces to undeterminable Slovak identity. We can recognize the layer not only in most
of the urban stories but also in images of Eastern Slovakia,” especially in those that ap-
pear in feature-lenght documentaries by the so called “Generation of the 1990s””

Post-1989 Slovak cinema invents two dominant tropes referring to peripheral posi-
tioning of Slovakia whitin the new world order. Both of them include the meaning of mar-
ginality while at the same time reproducing an illusion of a center. Bratislava is, just like
the region of Eastern Slovakia, located on the margins of the country. Its double identity
of the center and the border is quite logical consequence of its position as a capital, which
is, nevertheless, located at the borders with Austria and Hungary. Floating on the river of
Danube (this itself might be read as the metaphor / metonymy of the border between Cen-
tral and Western Europe), Bratislava represents not only the self-sufficient identity of the
center of country’s government, administrative and culture, but also a border-like place
stuck between the East and the West, the (multicultural) past and the (transnational) fu-
ture.

Thanks to its geographical position, Eastern Slovakia inducts similar meanings of the
border, and “thanks” to the huge lack of economical and institutional support from the
state, it also inducts meanings of periphery, or even of a godforsaken place. In some Slo-
vak documentaries, however, it plays the role of the center as well: the center in the sense
of specific and usually strongly multicultural micro-world that hides the truth about our-
selves, a kind of axis mundi, which could connect us with our forgotten past. In Peter
Kerekes 66 SEASONS, the first feauture-lenght documentary after Dusan Handk’s PAPER
HEeADSs, this is particularly obvious. The film presents subjective histories of visitors
of communal swimming pool in the capital of Eastern Slovakia, KoSice. The swimming
pool is exactly a kind of the center of the aforementioned micro-world, which reflects the

29) One of the most recent feature films that confirm this claim is INDIAN SUMMER, the first Slovak feature that,
instead of “obligatory” Bratislava, depicts Eastern-Slovak metropole Kosice. The film juxtaposes several na-
tionalities (Slovaks, Gypsies, Hungarians) and several disctinctive ambients within a criminal plot of re-
venge, most of them referring to a hybrid yet peripheral nature of the city: the Gypsy prefab borough Lunik,
the 1990s-style undergound cafés, and ,,supramodern” non-places like fancy shopping centre Aupark.

30) This umbrella term has been proposed by film critic Pavel Branko (Pavel Branko, ‘Slovensky dokumentérny
film — Generdcia "90;, Film.sk, vol. 5, no. 2 (2004), pp. 22-24.). It was soon embraced by other critics in or-
der to cover up the style of works by Peter Kerekes, Robert Kirchhoff, Juraj Lehotsky, Marko Skop, Jaro Vo-
jtek. Most of these directors graduated from Academy of Performing Arts in Bratislava during 1990s and al-
ready as students started to revaluate (in a playful but also in a deeply critical manner) both Slovak
contemporary identity and its past. They invented many new strategies for encourageing of documentary
film industry in situation of the lack of state support. Organizing themselves in theirs own production com-
panies and, finally, making feature lenght documentaries intended originally for movie theatres (with attrac-
tive narrative elements of fiction or animation film), they actively explore possibilities of gaining the atten-
tion of audiences, critics and international film festivals.
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diversity of communal life troughout the second half of the 20th century, and becomes
the metaphor of the whole country’s history.

Osadné village in the film of the same title by Marko Skop, as well as the Sari§ region
in OTHER WORLDS by the same director, share very similar roles of self-centred microw-
orlds located at the margins of Europe. All of the particular places serve as mirrors of the
state nation, helping to determine Slovak identity in times of transnationality. OSADNE is
a film about Rusinian community, while in OTHER WORLDS six characters of various eth-
nical identities appear, including a Jewish woman, a Romani and a Rusinian man. Similar-
ly, Jaro Vojtek's BORDER is located in a village divided between Slovakia and Ukraine and
consisting mostly of members of Hungarian ethnicity.

The mentioned documentaries feature various Eastern Slovakian settings and various
ethnical communities (including 66 SEAsoNs in which the director presents his own Hun-
garian grandparents among other respondents of both Slovak and Hungarian nationality).
Among the mentioned examples, only OTHER WORLDS is more explicitly related to the
premise of the hegemony of Slovak identity in the common state. The emphasis on the pe-
ripheral and economically underdeveloped parts of the country, and on the multicultural-
ity / multinationality of the region as well, is one of the consequenses of the new, more sys-
tematic support of film industry, its production and distribution after 2004 (often
provided by European grant comissions and support funds such is Eurimages, or by pres-
tigeous European film festivals). The encouragement of European identity, of populist ver-
sions of multiculturalism, and of nostalgic images of the old modes of diversity — all of
these new phenomena follow the supposed priorities within the rhetorics of European
Union, in which Slovakia entered in 2004. On the other hand, the aforementioned docu-
mentaries use minority communities and their strong connections with their past as me-
diators that help to determine the position of Slovakia in new historical and geopolitical
circumstances. Eastern Slovakia is, very much like pre-war Bratislava, one of the regions
of Slovakia with strong ethnical, religious, and generational diversity. The emergence of
two diferrent historical versions of transculturality in the dominant imaginary of Slovak
cinema is not accidental. Both versions suggest that cinema of Slovakia is facing a deep in-
ability to determine one’s own (national) identity. Eastern Slovakia represents an East of
the East, being metonymy of the Slovakia as the Europe’s margin. At the same time, it ap-
pears as a metaphor, an exemplary micro-world reflecting the complexity of life, history
and culture — a nostalgic image of multicultural community living in mutual understand-
ing and peace.’” In both senses, Slovakness of this region is often neglected and the state
identity is often subordinated to various linguisitic, religious or ethnic identities. Thus, we
are tempted to imagine Slovak identity as both omnipresent, absent, and natural to the ex-
tent that it doesn’t even need to be named — yet it has to be simultaneously (and neuroti-
cally) covered up by identitities of the others.

31) In this sense, the nostalgic reminiscence on the old “Pressburgian” (Austro-Hungarian) kind of multinational
identity that appear in images of idylic relation between the heroine and her Hungarian grandmother in
Two SyLLABLEs BEHIND is not so distant from utopian images of friendly meetings between representants
of various ethnic, generational and religious identities in OTHER WORLDSs.
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Fetishes of the Absent

In this sense, Eastern Slovakia is not only a synecdoche, it is also the metaphor and meton-
ymy of Slovakia as a peripheral country; a country that gives birth only to a traumatized
nation in the sense that A. Kiossev gives to the word, emphasising the feeling of absence
which makes the starting point of the creation of modern nations at the imaginary mar-
gins of Europe.

It means that Slovak identity (as constructed by Slovak cinema) depends on a certain
lack that might be compared to the notion of lack in psychoanalysis. The lack on which
Slovak identity depends, must be metaphorically masked while it still remains metonymi-
cally recalled, pointed out, made present. In this sense, it has the meaning of the lack in Ki-
ossev’s analysis of traumatized cultures (which he also calls self-colonized), as well as the
meaning of the lack in Homi K. Bhabha's definition of (racial) stereotypes, elaborated on
the basis of Freud’s notion of fetish:

The process by which the metaphoric ‘masking’ is inscribed on a lack which must
then be concealed gives the stereotype both its fixity and its phantasmatic quality —
the same old stories of the Negro’s animality, the Coolie’s inscrutability or the stupi-
dity of the Irish must be told (compulsively) again and afresh, and are differently
gratifying and terrifying each time.*”

The examples I have enumerated till now suggest that the “mute” Slovak identity pre-
sent itself a kind of lack (within Slovak cinema) which is constantly and neurotically re-
ferred to. Its self-centredness doesn’'t exclude the fact that it can not be defined or is, very
often, defined only through relations to the others. The number of films about Romani
people®” remind us that this cinema has its common, recurrent (but not less exotified) fet-
ish-characters, and that it, just as well, discovers fetish-characters that are temporary or
even surprising, like the “fetish” of an old Chinese shoemaker in Two SYLLABLES BEHIND.

But what is even more disturbing is that these living “fetishes” that were intended to
cover up the lack of Slovakness, to mask the lack while at the same time reminding one of
it (as reminders of the marginal geopolitical position of the country) — these “fetishes”
sometimes have more memories than “ourselves” In this sense, even rememberence of
one’s own Central-Europeaness is actually the memory of someone else’s, and the country
itself is still depicted as the country with no recollections. The story of Slovak cinema still,
with the most remarkable continuity, fits into the story of the traumatized nation — and
its ever transforming strategies of masking and reconciliation.

32) Homi K. Bhabha, “The Other Question. Stereotype, Discrimination and the Discourse of Colonialism, in
Homi K. Bhabha, The Location of Culture (London - New York: Routledge, 1994), pp. 110-111.

33) I have in mind Martin Sulik’s Gypsy as well as numerous documentaries from THE Gypsy Housk by Marko
Skop to BeLLs oF HappiNEss by Marek Sulik and Jana Bucka.
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SUMMARY

Between the Center and the Margin
The Notion of Central Europe in Slovak Cinema after 1989

Jana Dudkova

The article concentrates on some disctinctive modes of negotiation of Slovak identity within (and
via) Slovak cinema of the past quarter of the century. Inspired by texts of A. Kiossev, H. K. Bhabha
and M. Augé, it proposes a story of contemporary Slovak cinema as the cinema of the lack (of na-
tional identity). This lack is both metaphorically masked and metonymically recalled by various
treatments of communal memory, and by various references to geopolitical location of the country,
while national identity appears as lost between notions of the center and the margin.
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Andrea Priuchova

Proc se dnes divat kolem sebe?

Rozhovor s Maritou Sturken

Marita Sturken je profesorkou a vedouci katedry Media, Culture and Communication
Steinhard School of Culture, Education and Human Developement na New York Univer-
sity v USA. Vystudovala historii a dlouhodobé se zabyva vztahem obrazu, paméti a kolek-
tivni identity. Je autorkou mnoha odbornych ¢lanki a publikaci (posledni Tourists of His-
tory: Memory, Kitsch and Consumerism from Oklahoma to Ground Zero, 2007). Do &estiny
bylo pfelozeno druhé prepracované vydani knihy Practices of Looking: An Introduction to
Visual Culture (¢esky Studia vizudlni kultury, 2010), jejiz je spoluautorkou. Spole¢né s Ni-
cholasem Mirzoeffem organizovala v kvétnu roku 2012 vyrocni konferenci teoretiki
a védcu v oblasti studia obrazu ,,Now! Visual Culture®,

Vizudlni studia jsou v ceském prostiedi fazena mezi nové oblasti zdjmu védy a k jejich roz-
voji dochdzi v riiznych humanitnich oborech, jakymi jsou filmovd, medidlni studia, sociolo-
gie ¢i déjiny uméni. Prozatim tak v Cechdch nelze presnéji vysledovat vyvoj tohoto oboru."
Jak byste popsala dosavadni rozvoj studia vizudlni kultury? Odkud obor vzesel, z jaké potie-
by a kam bude smérovat v budoucich letech?

Kdyz sleduji vyvoj vizualni kultury jako védniho oboru, uvédomuiji si, ze jsem sama
dokoncila doktorské studium v roce 1992 a v té dobé rozhodné nebylo mozné uvazovat

1) Marta Filipové v knize MoZnosti vizudlnich studii, Obrazy — texty — interpretace vénuje kapitolu ,Vizudlni
studia v eském prostiedi* sledovani zdkladnich prament tvah o vizudlni kultufe v domicim prostedi.
Nardzi predeviim na sémiotickou teorii Jana Mukarovského a uménovédné texty teoretika Karla Teigeho.
Oblast vyvoje technickych obrazii v ¢eském teritoriu ve vztahu k proménam uvah o prostoru dikladné
predstavuje Katefina Svatonovd v aktualni publikaci Odpoutané obrazy: Archeologie Ceského virtudlniho pro-
storu. Praha: Academia 2013. Polozena otazka viak sméfuje k podobdm vizudlnich studii jako autonomni-
ho oboru vyu¢ovaného na zahrani¢nich univerzitach, jez se vyznacuje zakladnim souborem odbornych pu-
blikaci, databdzi autorti a specifickym jadrem znalosti ustanovujicich vyzkumné linie oboru. Marta
Filipova - Matthew Rampley (eds.), MoZnosti vizudlnich studii. Obrazy — texty — interpretace. Pra-
ha: Barrister and Principal 2007, s. 213-227.
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o vizudlnich studiich jako samostatné discipliné. Vizualni kultura byla pouze diléi téma
a jako obor se plné objevila az v pozdnich 90. letech. Zaroven existuje vtip o tom, kdy vzni-
kéa akademicka disciplina — ve chvili, kdy se objevi prvni oborovy ¢asopis. Journal of Vi-
sual Culture vydavany ve Velké Britdnii byl poprvé publikovin v roce 2004. Impulz ke
vzniku vizudlnich studii viak pftisel jiz dfive a vy3el od historiki uméni, ktefi nebyli spo-
kojeni se stavem svého oboru. Z té doby také pochazi slavny dotaznik, ktery se objevil
v magazinu October v roce 1997. Byl ale velice konven¢ni a zabyval se vice klasickou ob-
lasti déjin uméni nezli vizualni kulturou. Nasledné zacal W. J. T. Mitchell mluvit o konci
déjin uméni v anglo-americkém svété. NejdileZitéj$i posun a vyvoj viak sleduji az v po-
slednich deseti letech, kdy se diskuze posunula od sporu s déjinami uméni, stala se totiz
tnavnou. Dilezitymi tématy zacaly byt praseciky s médii a medidlni kulturou. A pravé
propojeni se studiem médii se podle mého nazoru stane budoucim institucionalnim mo-
delem zkoumani vizudlni kultury. Tématem uz pro nds nejsou déjiny uméni, ale média, di-
gitdlni ndstroje a technologie.

Proc se stava pravé svét médii a digitdlnich technologii hlavnim zdjmem vizudlni kultury?

Protoze muzeme s jistotou fici, Ze viechny dramatické zmény na poli rozvoje médii
a novych technologii za poslednich dvacet let vyrazné proménily také pole vizuélni kultu-
ry. Ovlivnily nejen zptisoby, jakymi jsou obrazy vytvéfeny, ale také sméry, jakymi dale ve
spolecnosti cirkuluji, a jaké obrazy se viibec do této spole¢nosti dostanou. Tim viak netvr-
dim, Ze nevznikd zajimava prace také na poli historie vizudlni kultury, jiz vyborné repre-
zentuje napiiklad kniha Nicholase Mirzoeffa o obrazech a zpasobech zobrazovani 19. sto-
leti.?

Zdroven vsak dochdzi k vyznamnému propojeni vizudlni kultury s kognitivnimi védami,
s vyzkumem v oblasti mentalnich reprezentaci. Obrazy svéta mediciny jsou nasi stdle casté;-
st kazdodenni zkusenosti...

To ano. V New Yorku a obecné v USA dochazelo k ur¢itym pokusiim o propojeni ne-
urovédy a vizualni kultury, ale ziistalo pouze u pokusii. Mezi neurovédou a vizualni kul-
turou existuji vyznamné epistemologické a metodologické rozdily, které vychazeji z hu-
manitniho zdkladu vizudlni studiich. Studium vizualnich reprezentaci védy a technologii
ale vyznamné dale posouvi interdisciplindrni hranice vizudlni kultury, a to je dulezité.

Jestlize mluvime o humanitnim jadru vizudlnich studit, co tvofi teoreticky zdklad studia vi-
zudlni kultury v americkém prostredi?

Zaklad je stale tvofen zejména pozdni francouzskou filosofii 20. stoleti a némeckou
kritickou teorii. Odkaz k praci autori, jakymi jsou Roland Barthes & zastupci Frankfurt-
ské Skoly, je stéle silny. Ze soucasnych autorii nabyva vyznamu préce Jacquesa Ranciéra
a Bruno Latoura. V USA je také velice vlivna teorie afektu. Zaroven dochazi ke vzniku no-
vych mezioborovych spojeni, jakychsi mixi témat a oblasti, které zapri¢inuji posouvani
a transformaci ustalenych paradigmat. O slovo se hlasi vyzkum digitdlnich médii, zvuku

2) Nicholas Mirzoeff, The Right to Look: A Counterhistory of Visuality. Durham and London: Duke Uni-
versity Press 201 1.
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¢i designu a je stale ocividnéjsi, Ze déjiny uméni prestavaji byt dulezitym referen¢nim bo-
dem pro vizudlni kulturu.

Je mozné americké pojeti vizudlni kultury metodologicky ci tematicky vyrazné odlisit od pri-
stupu ke studiu obrazu v jinych jazykovych oblastech? Naptiklad v némeckém prostreds, kde
dochdzi k rozvoji Medien a Bildwissenschaft, ¢i ve frankofonnich zemich, které navazuji na
silnou fenomenologickou tradici?

Takové rozdéleni nevidim tak striktné. Pokud bych méla charakterizovat americky pfi-
stup k obrazu, pak by pro néj bylo typické to, Ze vychazi z nejraznéjsich perspektiv. Lidé,
ktefi se v USA vénuji vizualni kulture, maji rozdilné akademické zazemi. Nicholas Mirzoeff
je pivodné historikem uméni a studoval v Britanii. Ma spolupracovnice Lisa Cartwright
se vénuje americkym studiim. Ja sama se zaméruji na téma historie kolektivniho védomi.
Americké pojeti vizudlni kultury je mozné vysvétlit na ptikladu mé knihy Studia vizudlni
kultury.” Publikace je primdrné urc¢ena pro vyuku. Snazi se proto pojmout celek soucasné
obrazové kultury se viemi jejimi pruseciky, a knihu tak mohou vyuzivat nejriznéjsi obo-
ry. Kdyz jsme publikaci s Lisou Cartwright ptipravovaly, védély jsme, ze lidé chtéji text,
ktery bude jasny a vysvétlujici, netusily jsme vsak, jak moc se stane popularni. Prvni ver-
ze knihy vysla vroce 2001. Pfi jejim druhém vydani v roce 2008 jsme byly nuceny prepsat
80 procent textu. Za téch nékolik let se totiz ve vizudlni kultufe mnoho véci zménilo. Nej-
vice jsem tuto proménu citila u pfepisovani kapitoly o postmoderné a poststrukturalismu.
Text se najednou jevil byt vice historii. Spole¢nost se mezitim posunula od Baudrillarda
k remixované kultufe vyuzZivajici indie média.” Objevily se trendy, které v dobé, kdy jsme
poprvé knihu psaly, neexistovaly. Nemluvé o ndstupu socidlnich siti, jakymi jsou Face-
book nebo YouTube. Proto si myslim, Ze typickym pro americkou vizuélni kulturu je pra-
vé posun k digitdlnim technologiim a novym médiim, a to v co nej$ir§im moZném inter-
disciplindrnim pojeti.

Projevuje se néjak vyznamnéji toto tematické smérovani k reflexi vizuality novych médii
také ve Vasi aktudlni prdci?

Pravé ted napfiklad pracuji na stati zabyvajici se tim, jakym zptisobem se Kodak a Po-
laroid zapsaly do pojeti fotografie ve 20. stoleti a jakym zpasobem nyni vyuzivaji socidlni
média praktiky sebedokumentace, které jsou s kodakovou a polaroidovou fotografii spja-
ty. Kodak vytvoril ,kodakovou momentku, fotografii, ktera zachycuje rodinné situace, si-
tuace, které maji byt zhmotnény a zdramaturgizovany pro fotografii. Polaroidova fotogra-
fie se takeé vyuziva k dokumentaci spolec¢nych zazitka, ale stava se soucasti dané zabavy, je
okamzité sdilena prateli a dal okomentovana. V prostredi socialnich médii pak vznika
predstava, Ze identita jedince musi byt neustale aktualizovana. Nahle nestaci pouze jedna
fotografie, ale jsou jich tisice. Ma stat sméfuje k myslence tranzitniho pojeti identity jedin-
ce, ktery pomoci fotografie neustale obnovuje své prezentované ja, coz mu umoznuje také

3) Marita Sturken -Lisa Cartwright, Studia vizudlni kultury. Praha: Portal 2010.

4) Indie media oznacuji soubor technologii a obrazovych reprezentaci vyuzivanych v predchozich obdobich
vizudlni kultury (napf. polaroidové, kodakové fotografie, retro vizualita hudebnich videoklipt, vintage
moda), jez nachdzeji v soucasné vizudlni kultufe oblibu zejména u mladsi generace tviirci a konzumentt
obrazu.




98 Andrea Prichova: Proc¢ se dnes divat kolem sebe?

pouzivdni chytrych telefont, jez ma stale u sebe a které mu slouzi jako hlavni néstroj po-
fizovani fotografii. Orchestrace velkych rodinnych kodakovych momenta s nastupem so-
cidlnich médii ustupuje. Zptisob, jakym nyni zachazime s obrazy, ovliviiuje jejich vyznam.
Napiiklad pouzivani instagramu, ktery navozuje atmosféru a vizualitu Sedesatych let, po-
uzivaji dnes také i novinafi. Perspektiva, jakou se divame na obrazy kolem nas, se nyni vy-
razné proménila.

Obecné je viak Vase teoretické zdzemt jinde nezli v oblasti studia vizudlni kultury ovliviio-
vané novomedidlni obrazovou produkci.

Studovala jsem u dvou skolitelt. Jeden se zabyval historii a teorii narativity v historii,
druhy pak teorii védy. Mé studium vsak nejsifeji spocivalo v zdkladech humanitnich véd.
Prvni knihou byla ma dizertace vénovana otazce toho, jakymi zptisoby si v paméti a mys-
li utvarime pojem Spojenych stata americkych. Vétsina mé prace obecné spoéiva na roz-
hrani mezi obory memory studies, studiem vizualni kultury a americkymi studii. Hodné
jsem pracovala na tématu americké konzumni kultury, které se vaze k problematice kul-
turni pameéti v USA. Ma posledni kniha Tourists of History® reflektovala udalosti 11. zari
a tragédii v Oklahoma City. Zabyvala se mechanismy uvnitf americké kultury, z nichz né-
které se projevuji vizualné a v oblasti spotfebni kultury a jez dovoluji americké narodni
politice drZet si odstup od globdlni politiky. Tyto mechanismy vedou k popisovéni sebe
sama a amerického ndroda jako nevinného a neptiteli napadaného projektu amerického
demokratického impéria, Sifitele svobody. Je velice zajimavé, ze prezident Obama tuto
otazku ideje americké narodni identity nikdy neoteviel, jak nékteti z nas doufali, Ze tak
ucini. Snazim se proto pokracovat v tomto odkryvani a vénuji se tématim, jako je Guan-
tdanamo, muceni vézna, ¢i pravé dokoncuji praci o pomniku obétem iracké valky. Zajima-
ji mé tedy kontroverzni kulturni fenomény, jez nesou dulezité vyznamy, které zkoumam
pomoci diskursivni a sémiotické analyzy. Tyto vyznamy zasahuji do oblasti tvorby narod-
ni identity, do toho, jak rozumime pojmu nacionalismu i do téch nejintimnéj$ich sfér 7i-
vota jedince. Sleduji téma paméti, ale vidim jej jako ¢ast §ir$i problematiky ndrodniho ko-
lektivu se zvla$tnim ohledem na to, jak jsou vypravény uréité pribéhy, které utvéreji ideu
naroda, at jiz ve formé muzei, pamatnikd, medialnich obraz ¢i novych architektonickych
projekt, které mé aktudlné hodné pritahuji.

Vizudlni kultura je stdle castéjsim tématem akademickych kurzii na univerzitdach po celém
svété. Jak funguje mezindrodni spoluprdce na poli vizudlnich studii? Konkrétné jisté stoji za
to zminit nejvyznamnéjsi konferenci minulého roku nazvanou ,NOW! Visual Culture®, kte-
rd se konala prdavé zde v New Yorku...

Konferenci organizoval Nicholas Mirzoeff a byl to dalezity pocin. Studium vizudlni
kultury je zaloZzeno na komunikaci s dal$imi obory, které pfirozené studium vizualni ko-
munikace ovliviiuje a zdroven musi na tyto obory reagovat. Myslim proto, Ze zakladni
otdzkou oboru nyni je, jak zprostredkovat co nejefektivnéjsi vzajemnou komunikaci mezi
hrani¢nimi obory. Cilem konference bylo dat dohromady badatele z celého svéta. Jednalo

5) Marita Sturken, Tourists of History: Memory, Kitsch, and Consumerism from Oklahoma City to Ground
Zero. Durham and London: Duke University Press 2007.
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se vlastné o jakési inaugura¢ni setkani mezinarodni asociace odborniki v oblasti vizual-
nich studii a doufam, Ze se podari tuto sit nadale budovat. Skute¢né mnoho zajimavé pra-
ce bylo v posledni dobé vytvoreno ve Skandinavii a Holandsku. Konference se zticastnilo
také nékolik védct z Asie a Afriky. Setkani mélo trochu odli$ny format od zavedené kon-
feren¢ni podoby. Béhem tvodni ¢asti pfed nami stala vyzva béhem péti minut predstavit
daldim dvaceti koleglim z celého svéta svoji préci. Jednotlivé vypovédi na sebe vak skvéle
navazovaly a na zavér bylo k nasemu potéseni zfetelné, kolik dulezité odborné prici jiz
v oblasti studia vizualni kultury bylo udéléno.

Na zaveér si dovolim polozit jednu, snad i prilis odvdznou otdzku. Je mozné, jestlize jsme spo-
lecné v rozhovoru prosly minulosti oboru a zhodnotily jsme také jeho soucasny stav, uvazo-
vat o studiu obrazu vzhledem k jeho vysoce interdisciplinarnimu a reflexivnimu charakteru
jako o oblasti, jez se miize stat viid¢im oborem humanitnich disciplin — jakymsi ,,role mo-
del; ktery pomuze hledat vychodisko z dlouhodobé krize humanitnich véd?

Souhlasim s tim, Ze humanitni védy se ocitly v ur¢ité krizi, ve Spojenych statech ame-
rickych rozhodné ano. Kromé zmén ve spolecnosti vsak tuto krizi zptsobily také promé-
ny financovani humanitniho vyzkumu a téz urcité instrumentalni mechanismy, které se
rozvijeji okolo oblasti vyuky humanitnich véd. Citim, Ze hodné spole¢nych témat nyni
vznikd mezi vizudlnimi studii a vyukou literatury a jazykd. Zde na univerzité¢ (New York
Univerzity, pozn. autorky) vyu¢uje mnoho kolegu, kteti ke studiu obrazové kultury presli
od studia $panélstiny ¢i portugal$tiny pravé pro budouci potencidl riistu tohoto oboru.
Vzhledem k tomu, jak $iroka je vazba vizudlnich studii na studia médii, mnoho vyucuji-
cich vénujicich se angli¢tiné také vyucuje média, a dotyka se tak otazek obrazové komuni-
kace. Pravé spojeni studii médii a vizuality se mi jevi jako ta cesta, po niz obor mutze dale
rhst a stat se vSeobecné dilezitym. Zaroven se jedna o cestu velice dobrodruznou, kterd
miuize prinést mnoho novych zajimavych poznatk, a nejednd se tak pouze o dalsi instru-
mentalni pojeti pfezkoumavani humanitnich véd, které se introspekci maji znovu pocho-
pit a nalézt.

Cldnek vznikl v rdmci projektu GAUK 1122313 a Specifického vysokoskolského vyzkumu
SVV 2013 267 501.
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Petr Bilik

Nova éra dramaturgie ¢eského filmu?
Druhy rok piisobeni
Filmového centra Ceské televize

Rozhovor s dramaturgem Jaroslavem Sedldckem

Jaroslav Sedlacek (1972) je odborné vetfejnosti znam z nékolika profesnich roli tykajicich
se ceského filmu. Byt ptivodné vystudoval Fakultu socidlnich véd UK, uz béhem studii
spolupracoval s AB Barrandov a i svymi dal$imi kroky se orientoval na analyzu a podporu
narodni kinematografie. Jeho publicisticka draha je vyznacena predevsim patndctiletym
pusobenim v ¢asopisu Cinema. Své publicistické zkuSenosti a detailni znalost poméri
zarocil v televiznim cyklu a publikaci Rozmarnad léta ceského filmu, v nichz mapuje dvé de-
setileti soucasné tuzemské kinematografie. Ze scenaristy a odborného poradce se Jaroslav
Sedlacek postupné proménoval v dramaturga: Prvnim Gspésnym projektem, pod nimz je
coby dramaturg podepsan, byla KRIMINALKA ANDEL, ambiciozni televizni seridl nomino-
vany na cenu Elsa. Spolu s Helenou Uldrichovou a Toméa$em Baldynskym se k 1. ¢ervenci
2012 Sedlacek stal jednou z hlavnich postav nové zalozeného Filmového centra Ceské te-
levize, kde z pozice hlavniho dramaturga usiluje o aktivni vybér latek a jejich naslednou
realizaci v koprodukci Ceské televize. Druhy rok existence Filmového centra potvrzuje, Ze
tento pristup pfinasi autorskou pestrost a Zanrovou rozriznénost audiovizudlni tvorby
a do budoucna jsou jeho mechanismy i individualni pfispéni jednotlivych dramaturgi
a producentu prislibem kvalitativniho rozvoje ¢eské kinematografie. Jaroslav Sedlacek je
jednim z experta, ktefi v ramci projektu FIND (Partnerska sit univerzit a filmového pri-
myslu) prednaseli o filmové tvorbé a jeji reflexi studentiim filmové védy v Brné a v Olo-
mouci. Pfi prilezitosti prednaskového cyklu vznikl i nasledujici rozhovor.

Filmova scendristika byla v poslednich letech velmi uzavieny obor, do néjz pronikalo jen
madlo ldtek zvenci. Zménila se situace vznikem Filmového centra CT? Kdo vdm miiZe nyni
posilat scéndre?

Prakticky kdokoliv — producent, scendrista, spisovatel, 1ékaf, truhlaf, zék zakladni
$koly i babicka z domova diichodct. To si nevymyslim, se véemi témito pfipady jsme se uz
skutecné setkali. Je ndm jedno, jestli je to Cech, Slovak, Ukrajinec, Ameri¢an nebo Uzbek,
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jen vyzadujeme, aby latka byla v ¢estiné ¢i slovenstiné. Pokud odhlédnu od toho profesio-
nélniho svéta, ktery je ndm nejsympatictéjsi, protoze latka prichazi nejen se svym auto-
rem, ale i producentem a prfedstavou o realizaci, pak uplné nejcastéji nas oslovuji lidé
z takzvané Sedé zOony — novinafi, regiondlni autofi, tvirci nekonecnych seridld, lidé, kte-
i1 sice nejsou profesionaly v pravém slova smyslu, ale néjakou zkusenost s psanym slovem
a dramatickou stavbou maji. Pravé posuzovani jejich latek byva nejtézsi. Maloktery z je-
jich scénéf je sice dobry, ale téméf v kazdém je zarodek néceho zajimavého, néjaké zrn-
ko, které by se dalo dlouhym a poctivym zpracovanim vybrousit v cosi potencidlné smys-
luplného. Tady musime vzdycky peclivé zvazit, jestli je dobré do takové latky investovat
¢as, tedy néco, ceho mame ve Filmovém centru zoufale mélo. ZkuSenost nam fika, ze
v 99,9 procentech piipadi takova investice nema smysl, protoze k vysledku stejné nevede,
ale ta jedna desetina mé vidycky strasi. Nerad bych néco prehlédl, nerad bych, aby ndam
néco proklouzlo mezi prsty.

Podle ceho Ceska televize posuzuje, jestli je scéndf dobry a pro ni zajimavy?

Ten proces ma nékolik fazi. Jakmile scéndf, nameét, synopse ¢i scénosled prijdou, at uz
e-mailem, postou nebo prostfednictvim messengera, musime projekt zaevidovat do elek-
tronického systému Ceské televize. ProtoZe chceme chranit dusevni vlastnictvi autord,
v systému je uveden jen nazev dila, jméno autora a strucna charakteristika projektu. Ke
scénafim jako takovym maji pfistup jen ¢lenové Filmového centra.

Kazdou latku davam na posudky, zpravidla na dva externi a jeden interni. Do tymu na-
Sich externich posudkéra patfi, troufnu si tvrdit, predni cesti reziséfi, scenaristé, literati,
dramaturgové i filmovi teoretici. Posudky zaddavam tak, aby se mi se$lo co nejpestiejsi
spektrum nazorti na dany projekt.

Jak takové posudky vypadaji? MiiZete je uverejnit?

Posudky maji zpravidla od jedné do Ctyf stran, existuji ale i vyjimky, kdy jsou to elabo-
raty na dvanact az $estnéct stran. V prvé fadé po hodnotitelich chci stru¢ny obsah dila, ne
snad jako kontrolu, Ze text skute¢né Cetli, ale riizné interpretace jednoho a téhoz pribéhu
jsou mimofdadné zajimavé, inspirujici a v mnohém i obnazujici zakladni problémy latky.
Zda se to bandlni, ale tohle je opravdu hodné prakticka rubrika. Dal by mél posudkar vy-
zdvihnout hlavni klady a hlavni zapory latky, nékdy se ty klady hledaji opravdu tézko, ale
minimalné jeden by se mél najit vidycky. A potom chci jasné slovo, zda realizaci latky do-
poruéuji. Nesnasim alibistické posudky, takové to tanceni na vejcich, které se da vylozit
tak i onak. '

Posudky jsou interni zalezitosti Ceské televize a rozhodné nejsou urceny ke zvefejio-
vani. Chci hodnotitele uetfit tlaku ze strany autort i producentd. Pfiznejme si, Ze nékte-
i1 z nich jsou v daném ohledu mistfi a umnou kombinaci vyfec¢nosti a vytrvalosti dokazi
i podvyzivenou jalovou krdvu prezentovat jako vysoce plemenného byka. Tviircim musi
stadit fakt, Ze jejich latky posuzuji takovi lidé jako Vladimir Michalek, Petr Zelenka, Sté-
pan Hulik, Marcela Pittermannova, Lenka Prochazkovd, Pavel Hajny atd. atd., prosté lid¢,
jejichz nazoru si lze vazit a o jejichZ nazoru je dobré minimélné premyslet.
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Vy sam scéndare ctete?

Prvni pulrok jsem poctivé cetl opravdu aplné véechny scénére. Jednak jsem chtél vé-
dét, jak vypada redlné situace na trhu (v daném ohledu jsem zjistil, Ze situace je jesté mno-
hem horsi, nez jsem si myslel), a jednak jsem chtél co nejlépe poznat posudkére a jejich
hodnotové zebricky.

Dnes uz scéndre nectete?

Dnes uz rozhodné nectu vSechny scénare, snazim se uetfit predevsim od téch vyloze-
né Spatnych. Nékdy na konci roku 2012 jsem potkal pani Pittermannovou, velezkusenou
barrandovskou dramaturgyni mnoha legendarnich filmu, kterd, kdyz mé vidéla, spontan-
né spustila: ,,Proboha, vy vypadite tak stra§né unavené a smutné! Doufidm, Zze neltete
vSechny scénare? A nez jsem na to stacil cokoliv fict, zdésené vykiikla: ,,Proboha, to ne-
délejte! Jednak se z toho zblaznite, protoze to neni v lidskych silach vSechno stihnout, jed-
nak za¢nete autory nendavidét a jednak si tim snizite latku kvality, protoZe drtiva vétSina
scénaril nestoji za Cteni a vy pak zacnete v kazdé jen lehce neblbé latce vidét film.“ Mimo-
chodem, to byla i jedna z rad Cestmira Kopeckého, kdyz jsem nastupoval do Filmového
centra, abych necetl vSechno, jinak Ze se z toho zblaznim. Poslechl jsem je a myslim, Ze
jsem dobre udélal.

Kolik roéné posuzujete scéndfii?

Za prvni rok fungovani jsme podle oficialni statistiky posuzovali néjakych 237 projek-
ti. Ve skutecnosti je to cislo ale o necelou stovku vyssi, protoze spolecné s Tomasem Bal-
dynskym jsme jesté cleny nadace RWE, Barrandova a CT, které hled4 nové scénéfe a nové
autory.

Vratme se ke scéndriim. Co se déje s ldatkami, na které se sejdou spatné posudky, a co se déje
s témi, na které mate posudky dobré?

Takhle jednoduse tu délici ¢aru nelze polozit. Posudkari maji jen pomocny hlas, to
rozhodnuti, jestli do projektu pijdeme, nebo ne, je vidycky na nas a my se té zodpovéd-
nosti nemizeme a ani nechceme zfikat. Pokud je to latka opravdu slaba nebo pro nas ne-
vhodna, pak od nés predkladatel projektu dostane takzvany odmitaci dopis. Zatimco dfiv
mél takovy odmitaci dopis zpravidla velmi formalni charakter, my jsme si na sebe upletli
bi¢ v tom, Ze kazdé nase odmitnuti odiivodiiujeme, at uz se jednd o zdka zdkladni Skoly
nebo renomovaného tvirce. Je to ¢innost, ktera stravuje ohromnou spoustu ¢asu a ener-
gie, protoZe musite najit nejvetsi slabiny latky, pregnantné je pojmenovat a celé to pokud
mozno citlivé naservirovat autorovi tak, aby nemél dtivod jit po precteni dopisu s prova-
zem k nejblizsi $vestce. Pevné vérim, ze tim ale pfispivame k transparentnosti a kultivaci
prostiedi a ze se nam to jednou v dobrém vrati. Jednak tviirci védi, co se nam na latce ne-
libi, a maji $anci ty nedostatky odstranit a s projektem pfijit znovu, coz uz se zhusta déje,
a jednak nam treba z toho zaka zdkladni $koly jednou vyroste novy Milo§ Forman nebo
novy Vratislav Blazek.
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Dad se mluvit o néjakém nejcastéjsim diivodu, ktery se v odmitacich dopisech zas a znovu
opakuje?

Nekvalita. Ne, vaZné, Casto se pravé autofi z té takzvané Sedé zony snaZi o napodobe-
niny jinych filmi. Nékdy je to védomé a cilené, vétsinou si to ale sami ani neuvédomi.
Chteéji ukazat, Ze i u nds by se dal natocit tento ¢i onen klenot svétové kinematografie, re-
spektive Ze i oni uméji napsat variaci na ten ¢i onen uspésny film. To je ale cesta, ktera po-
dle mé k uspéchu nevede: Jednak vzdycky budete druzi a jednak s nejvétsi pravdépodob-
nosti nikdy nepfekondte origindl.

Vratme se k dobrym latkdm, s témi se déje ddl co?

Latky zajimavé, perspektivni, kontroverznéjsi, slozitéjsi ¢i z jiného divodu hodné
diskuze bereme na takzvanou dramaturgickou radu. To je takovy nas zhruba Sesti¢lenny
poradni sbor slozeny pravé z elitnich posudkari, ktefi se schazeji jednou za dva az tfi
tydny. Tam se snazime dané litky proklepnout, potézkat a zrentgenovat doslova ze
viech stran a ve vSech moznych a obcas i nemoznych souvislostech. Neni to jen o tom na-
chazet a pojmenovavat chyby, byl bych rad, aby to bylo pfedevsim o feseni existujicich
problémt.

Tahle rada moudrych, jejiz personalni obsazeni se prakticky neustdle méni, ma pro
nas dvoji vyznam. Jednak ndm pomaha 1é¢it problematické partie scénait a jednak nam
nedovoluje, abychom se ve Filmovém centru uzavirali sami do sebe. To by bylo to posled-
ni, co bych chtél — aby se vybér filmovych latek Ceské televize ridil podle vkusu ¢i nevku-
su jednoho dvou lidi.

A kdyz se konecné doberete scéndre, s jehoz podobou jste spokojeni?

Tak s nim jdeme na takzvanou Programovou radu, coz je shromdzdéni néjakych pat-
nacti lidi, generdlniho reditele, feditele vyvoje, feditele programu, feditele vyroby atd.,
kteti s definitivni platnosti rozhodnou, jestli Ceska televize do toho projektu vstoupi a za
jakych podminek.

Zatim jsme se bavili o klasickém mechanismu, kdy si Ceskd televize vybird jen z toho, co ji
kdo donese, vy jste ale pfi svém ndstupu mluvili i o aktivni dramaturgii. Co si pod tim mdme
predstavit?

Aktivni dramaturgie ma v nasem podani hned nékolik podob. Pfedné sami vyhleda-
vame latky, které nékde existuji v zdrodecné ¢i jakékoliv jiné podobé, tviirci si s nimi tak
trochu nevédi rady, a ndm se pritom zdaji nosné. Takhle jsme pomohli na svétlo svéta na-
piiklad SME/DUM ¢ HOTELIEROVI.

Dal$im prosttedkem aktivni dramaturgie je tendr. Ceska televize vlastni prava k celé
fadé scénafi, jejichz realizaci by si ovéem sama z finan¢nich divodi nemohla dovolit,
proto formou tendru nabizime spoluticast na latce i nezdvislym producentim. Prvni vlas-
tovkou v tomto sméru byl scénar Ivy Prochazkové SLIBENA PRINCEZNA, originalni variace
Erbenovy Zlatovldsky, tak uvidime, jak to dopadne.

Dal$im nastrojem aktivni dramaturgie byla takzvana zanrova vyzva, kterou jsme vy-
hlasili v lednu 2013. U nezavislych producent( jsme poptavali komedie, thrillery a detek-
tivky. Bylo ndm jasné, ze v tak $ibeni¢nim terminu, jaky jsme jim dali, nedokazi vykutat
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zadné vétsi perly, ale chtéli jsme jim dat jasné najevo, kterych zanra se ndm v televizi ne-
dostava a na co by se méli zaméfit, pokud samoziejmé budou chtit.

Tou nejpodstatnéjsi a nejbohatsi kapitolou aktivni dramaturgie je ovéem co-develop-
ment. Pokusili jsme se nastavit systém spole¢ného vyvoje latek tak, aby byl maximadlné
jednoduchy a funké¢ni. Pfedné jsme chtéli zbavit tviirce a producenty strachu z toho, Ze
kdyz v urcité fazi vyvoje dojde k nedohodé, Ze jejich latka zastane uvizla na véky véka kde-
si v hlubinach Ceské televize a oni se k ni nedostanou. Spole¢ny vyvoj je postaveny na
principu rovného s rovnym, spole¢nym zdjmem je hlavné vysledek. Pokud se v uréitém
stupni vyvoje — namét, synopse, scénosled, prvni verze scénare, druhd verze scénare a tak
dal — stane, Ze se latka odchyli od pfedstav jedné ¢i druhé strany, strana opa¢na mad vypla-
cenim dosud utracenych penéz moznost ziskat latku plné pod svoji kontrolu a vesele po-
kracovat dal.

Jaké projekty vyvijite v ramci co-developmentu?

Je jich celd fada. Za vSechny bych zminil snimek ,Cekej tise“ inspirovany zivotnimi
osudy ceské Elly Fitzgerald Evy Olmerové, dobrodruzny piibéh ze soucasnosti o hledani
vltavinii ,,Zlodéji zelenych koni* ¢i vladilovsky ladénou roadmovie z obdobi détskych kfi-
zovych vyprav pfizna¢né nazvanou ,Kfizacek". Ale jak fikam, téch projekti je mnohem
vic, tohle je spi$ jen ukazka spektra témat a Zanra, jaké nds zajimaji.

Jaka témata a Zdnry vds tedy prednostné zajimaji?

V principu se da fict, Ze filmy délime do tfi kategorii na Kino, Festival a Talent.

Kino jsou ty velké divacké filmy, které by mély navazovat na tradici filmt Vlasty Buri-
ana, Oldricha Nového, Adiny Mandlové, Jaroslava Marvana, Jitiho Sovéka, Jifiny Bohda-
lové, Vladimira Mensika, Zdenka Svéraka, Ivana Trojana a dal$ich, zkratka a dobfe na ty
nejlepsi filmy nasich nejlepsich zanrovych rezisért. Divacké filmy tvofi uz od 30. let patef
Ceské kinematografie, pravé tyto snimky vytvofily tu skvélou obchodni znacku ,cesky
film", kterou nam ve svété tak zavidéji. Kromé Spojenych statt, Indie a Francie nikde jin-
de divaci neprojevuji tak velky zdjem o ndrodni kinematografii jako u nés. Pokud se na
Skatulku Kino podivame z hlediska Ceské televize jako vysilatele, pak jsou to snimky, kte-
ré mohou jit v nedéli od osmi hodin vecer a divak se na né bude tésit. Sem fadime napfi-
klad hudebni komedii Alice Nellis REvivAL, ktera se stala hitem léta 2013, ¢i vanoéni ro-
manci Karin Babinské KRipLA VANOC, ktera velmi uspé$né nacala zimu 2013. Patii sem
ale i KLAUNI, LIBANKY, VEJ$KA, KRASNO...

Skatulka Festival je uréena naroénéjsimu divikovi jak v kiné, tak na obrazovkach Ces-
ké televize. Snimky jako M0y PES KILLER, RozK0$, CESTA VEN ¢i DETEKTIV DOWN by mél
divdk hledat nejdfive v artovych kinech, posléze na CT 2 v pozdéjsim ¢ase ¢i na CT art.

Skatulka Talent je primarné uréena zadinajicim tviircim. Chceme pomahat talentova-
nym, chceme je ucit spolupréci s Ceskou televizi a chceme jejich prostiednictvim myslet
i na svoji budoucnost. Do této kategorie patii mimo jiné chystané snimky ,,Paradné poke-
cal, ,Pojedeme k mofi®, ,My2“ ¢i ,,Vyzpytatelné cesty® Jejich uziti na obrazovce muze byt
rozmanité, zatimco debut Jiftho Madla ,,Pojedeme kmofi“ podle mé bez problému zvlad-
ne primetime na konci ¢i zacatku skolniho roku, absolventské snimky studentt FAMU di-
vak bude muset hledat spi$ na CT art.
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Vsechny projekty je mozné rozfadit do tii kategorii? To je tak jednoduché?

Samoziejmé, Ze neni, to jsou jen takové headliny pro snazsi orientaci, protoze pri roz-
hodovani, do kterych filmi ptjdeme, ¢i ne, hraji dilezitou roli i dalsi faktory. Chceme to-
¢it filmy pro celé spektrum generaci, od téch nejmladsich az po ty nejstarsi. Chceme tocit
filmy nejen hrané a dokumentarni, ale samozfejmé i animované. Chceme délat nejen fil-
my tradi¢nich zanra, ale pro ¢eskou kinematografii tfeba i netradi¢ni, momentalné mame
spadeno napfiklad na tane¢ni film, coZ je Zanr, ktery tady nikdo nikdy nedélal. Chceme
tocit nejen filmy z Prahy, ale i z Ceskych Budéjovic, Usti nad Labem ¢i Slovicka. A kromé
tady jinych véci chceme také podporovat minority. Zejména Slovaci a Polaci v minulych
letech hojné podporovali nase filmy a trochu nelibé nesli, Ze my nechceme podporovat ty
jejich. My bychom tenhle princip reciprocity, smysluplné reciprocity radi podporovali.

Co vdam ve Filmovém centru vlastné na ceské kinematografii vadi nejvice?

Zlobi nas nedostatek dobrych scenaristi. Zoufame si z takrka totdlniho nedostatku
dramaturg, pficemz u animovaného filmu je situace jesté horsi, coz je $koda o to vétsi, ze
chut a napady na animované filmy tu je obrovskad. Mrzi nas boom nadsenych radobyrezi-
sérti a radobyscenarista typu Tomase Magnuska ¢i Davida Lanky, ktefi stejné jako Oldrich
Kminek a dalsi ve 30. letech devalvuji znacku ,,¢esky film* pfimo ukrutnym zptisobem.
Mrzi nas nadbytek ceskych filml v kinech a jejich kratka zivotnost. Mrzi nds urcita krize
filmové pohadky, ktera je ponékud vyéerpana a potfebovala by novy impuls. Mrzi nds
zoufaly nedostatek dobrych komedii.

Mimochodem, pravé komedii bereme ve Filmovém centru jako velkou vyzvu. Na ko-
medie se dlouhd léta divali ptes prsty jak kritici, tak pedagogové na vysokych skolach a vy-
sledek je ten, Ze dneska malem nikdo nevi, jak dobra komedie vypada. Kde jsou filmy jako
EvA TROPI HLOUPOSTI, SVETACI nebo ,,PANE, VY JSTE vDOVA!“? Komedie je obecné brana
za podfadny 7anr, ptitom je to zanr viibec nejtézsi. U dramatu &i psychologického filmu
muZete neuspéch svadét na okolnosti nebo nepochopeni, u komedie je hned jasné, jestli je
dobra, nebo ne, protoze se divik bud sméje a chodi na ni, nebo ne. Navic nasi ambici neni
délat spotiebni komedie na jedno pouziti, chceme délat komedie, na které se bude divak
divat opakované a s chuti. Zkuste si vzpomenout na divacky nejispésnéjsi komedie 90. let.
Kolik z nich se dneska v televizi hraje a kolik z nich dostava distojné vysilaci casy?

Je mozné, aby Filmové centrum naplnilo predstavy, které si nyni sdélujeme, a nadéje tviirci,
ktefi doposud pfilis opor nenachdzeli? Nejsou tyto ambice nad moznostmi instituce v dané
podobé? '

Ano, pfiznavame, Ze to bfemeno, které jsme na sebe nalozili v ervenci 2012, je mno-
hem vétsi, nez jsme si mysleli, je pfimo olbfimi, a to jsme se vsichni ti, Tomas Baldynsky,
Helena Uldrichova i ja, dvacet let pohybovali v branzi, takze rozhodné nejsme zadni zele-
naci. Tviirci na nds kladou ocekévani, jaka kdysi kladli na Filmové studio Barrandov a jaka
by nyni méli kldst spi$ na cesky stat nez na Ceskou televizi. Casto jim musime velmi sloZi-
té vysvétlovat, ze nemuzeme délat véechny potencialné dobré filmy a vyvijet viechny po-
tencialné dobré latky. My predné musime plnit povinnost vii¢i Ceské televizi jako vysila-
teli! Nicméné své odpovédnosti za ¢eskou kinematografii se samoziejmé nezfikdme. Je to
umornd kazdodenni prace se spoustou kafi, redbullt a coca-col, jsou to nastavované noci,
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vikendy, z toho vyplyvajici osobni i zdravotni problémy. Zpétné vidéno, téch radostnych
chvilek neni moc: obrovské ovace narvaného Thermalu pfi premiérovém uvedeni REvi-
VALU, zprava, ze MUj PES KiLLER dokdzal vyhrét jeden z nejprestiznéjsich festivalii v Ro-
tterdamu, informace, ze kratky film STRACH se dostal do $irs$iho seznamu kandidata na
Oscara. No, ono téch dobrych zprav vlastné maélo neni, jenom jsou vidycky — a zcela
spravné — spojovany hlavné s tvirci. Koho by ve sladkych okamzicich uspéchu zajimala
Ceska televize nebo néjaci dramaturgové? Ti prece jen délali svoji praci...
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Piehled institucionalniho vyvoje a funk¢nich obdobi
vedoucich pracovnikii filmového archivu v letech 1943 az 2013

Tento text by mél poslouzit jako komentar k ta-
bulce, ve které jsou popsany dil¢i etapy orga-
niza¢niho a instituciondlniho vyvoje filmového
archivu a zachycena délka funké¢nich obdobi jed-
notlivych vedoucich této instituce. Jedna se o in-
forma¢né do zna¢né miry zestru¢nény prehled,
jenz vznikl v ramci $ifeji koncipovaného vy-
zkumného projektu o dé¢jinach ceskoslovenského
filmového archivnictvi, ktery je aktualné realizo-
van oddélenim vyzkumu Narodniho filmového
archivu (NFA) ve spolupraci s oddélenim pisem-
nych archivalii, oralni historie a Knihovny NFA.
Vyjma relevantnich filmové historickych studii,
edic dokumentii nebo ¢lanki a rozhovort ze stré-
nek dobového tisku" se podkladem pro tabulku
staly predev$im informace z véstnikid, komplex-
nich rozbort, vyro¢nich zprév a archivnich fondi
Ceskomoravského filmového ustredi, Ceskoslo-
venského statniho filmu (CSF), Ustfedniho fedi-
telstvi CSE, Ceskoslovenského filmového ustavu
a NFA. Vyuzity byly i filmové rocenky a statistic-

ké pomiticky typu Ceskoslovenského filmového
hospodafstvi nebo audio rozhovory s pfimymi
castniky déni.

V souvislosti s pojmenovanim instituce, jejimz
poslainim ma byt mimo jiné shromazdovani
a uchovavani audiovizudlnich archivalii, se v fadé
z vySe zminénych pramen( mizeme soucasné ve-
dle pojmu filmovy archiv setkat i s oznacenimi
jako Statni filmovy archiv, filmotéka a Ceskoslo-
venska filmotéka.? Zde vyvstavajici pojmoslovna
problematika v$ak byla za tc¢elem zachovani sro-
zumitelnosti vykladu potlacena a pro snazsi ori-
entaci v textu bylo v ramci tabulky uZito pouze
terminu filmovy archiv. Ten tedy zastupuje viech-
na oznaceni filmového archivu, kterd diskursem
filmového archivnictvi v jednotlivych historic-
kych obdobich cirkulovala.

V navaznosti na problematiku pojmenovani in-
stituce bylo v souvislosti s funkci jejtho ¢elniho
pfedstavitele uplatnéno terminu vedouci filmové-
ho archivu.? Nicméné pocinaje rokem 1992,

1)

2)

3)

Mimo jiné Jan Svoboda, Poudeni z ¢innosti Cs. filmového tstavu v letech 1945-1950. In: Filmovy sbornik
historicky 2. Praha: Ceskoslovensky filmovy tistav 1991, s. 263-270. Pavel Zeman, Dokumenty k vyvoji &es-
kého filmového archivnictvi. Hluminace 7, 1995, ¢. 1, s. 126-173. Stanislav Ulver, Rozhovor s Vladimirem
Opélou, vedoucim Filmového archiva CSFU. Film a doba, 1990, &. 4, s. 180-184.

Naptiklad roku 1952 vznikl slou¢enim filmotéky a v doposud analyzovanych pramenech blizeji nespecifikova-
ného barrandovského materidlu Stitni filmovy archiv (SFA). Filmotéka tak de facto po ur¢itou dobu nesla
oznaceni SFA. Po roce 1957 oviem v diskursu o filmovém archivnictvi na tkor terminu SFA pfevladlo oznace-
ni Ceskoslovenska filmotéka, nacez v letech 1963-1974 bylo v novém ,zkriceném” znéni, jako filmovy archiv
a filmotéka, uzivano soucasné obou termind. Od roku 1975 lze pozorovat dalsi tendenci, kdy postupné previ-
zilo uzivani terminu filmovy archiv atp.

Ackoliv se prvnim vedoucim filmového archivu roku 1943 oficialné stal Némec Walter Gottfried Lohmayer,
v tabulce bylo k tomuto datu uvedeno i jméno autora koncepce filmového archivu Jindficha Brichty, ktery byl




110

ILUMINACE Ro¢nik 25,2013, ¢ 4 (92) VYROCIi 70 LET NFA

v némz doslo k transformaci Ceského filmového

ustavu v NFA, byla v tabulce namisto funkénich

obdobi vedoucich filmového archivu mapovana

funkéni obdobi fediteltt NFA.#

Jan

Trnka

4)

jednou z kli¢ovych osobnosti ¢eského filmového archivnictvi a v obdobi do konce druhé svétové valky pisobil
na postu zastupce vedouciho filmového archivu. Za ucelem zjednoduseni nebyla v tabulce reflektovdna ani
praxe typicka pro obdobi nasledujici po kddrovych provérkach, probéhnuvsich roku 1973, kdy byli postupné
vedenim filmového archivu pro normaliza¢ni rezim a jeho jazyk priznacné tzv. povérovani Valentin Knor, Vi-
1ém Mlddek a Josef Vesely. Jifimu Levému, ktery plsobil v ¢ele filmového archivu do roku 1984, byl pripsan sta-
tus spravce filmového archivu. '

Termin Narodni filmovy archiv (NFA) je proto v kontextu tabulky vhodné chapat jednak ve vyse uvedeném
smyslu pojmu filmovy archiv a poté ve smyslu ,pokracovatele” a zaroven i ,,ndhrady” dfivéjsi instituce typu
Ceskoslovenského filmového tstavu, potazmo Ceského filmového astavu (CFU), ktery byl filmovému archivu
z organiza¢niho hlediska nadfazen a v ramci kterého byly vyjma sbéru a uchovavini audiovizudlnich archiva-
lii rozvijeny i dalsi riznorodé aktivity.

Jak naznacuje formatovani samotné tabulky, v daném ohledu se pifelomovym stalo funkéni obdob{ Vladimira
Opély, ktery od listopadu 1989 piisobil na pozici vedouciho filmového archivu, roku 1992 byl jmenovan fedi-
telem CFU a kratce na to se stal feditelem NFA. V souvislosti s osobou Frantiska Mikese je poté vhodné ptipo-
menout, Ze mu byla z povéreni tehdejsiho ministra kultury Jifiho Bessera pouze krétce (v obdobi mezi odvola-
nim Vladimira Opély (11. 11. 2011) a ndstupem Michala Breganta (2. 1. 2012) do funkce generdlniho feditele
NFA) svéfena tloha statutarniho zastupce NFA.




VEDOUCI FILMOVEHO ARCHIVU

INSTITUCIONALNI A ORGANIZACNI VYVO] FILMOVEHO ARCHIVU

Walter Gottfried Lohmayer

1943-45 | Jindfich Brichta 1943-45 | Filmovy archiv byl zaloZen v lété roku 1943 v ramci zastfedujiciho organu protektoratni kinematografie Ceskomoravského filmového ustfedi.
1945-51 | Jindfich Brichta 1945-51 Bezprostiedné po skonceni druhé svétové vilky se filmovy archiv stal souéasti nové zalozeného Ceskoslovenského filmového tstavu (CSFU).
V rdmei procesu vyclenovani jednotlivych tseki ¢innosti CSFU do jinych slozek Ceskoslovenského statniho filmu (CSF), ktery probihal kontinualné od roku 1949
1951-52 | av disledku vedl ke zrugeni CSFU. byl filmovy archiv roku 1951 pticlenén k nové vzniklému dseku Ustiedniho teditelstvi Ceskoslovenského statniho filmu (UR CSF)
s ndzvem Skoly a sbirky.
195253 |V prvni poloviné roku 1952 byl v souvislosti s dal$imi organiza¢nimi tipravami jednotlivych slozek CSF filmovy archiv pfefazen z tiseku Skoly a sbirky UR CSF
1951-56 | Milan Tuéek do Tiskového a archivniho odboru UR CSE
Filmovy archiv se stal soudasti prechodné zfizené Hlavni spriavy Ceskoslovenské kinematografie, kiera byla jeité téhoz roku zrusena a nahrazena Hlavni sprivou
1953-54 | Ceskoslovenského statniho filmu (HS CSF), zadlenénou pod ministerstvo kultury. Vlivem téchto organiza¢nich zmén byl filmovy archiv v zafi 1953 nakonec
na kratkou dobu preveden pod ministerstvo vnitra.
1954-57 V dubnu 1954 byla HS CSF rozélenéna na samostatné jednotky, mimo jiné na ustfedni feditelstvi ¢i filmovou distribuci, a filmovy archiv se tak v tomto roce stal
nejdfive opét souddsti useku Skoly a sbirky UR CSF, aby byl zihy preveden pro zménu pod feditelstvi filmové distribuce.
V roce 1957 byla na misto ucetni jednotky filmové distribuce zfizena hospodafska organizace Ustredni pijéovna filmi (UPF), ktera byla nadale podfizena HS CSF.
1956-65 | Miroslav Svoboda 1957-62 Béhem nésledujici vnitropodnikové reorganizace UPF se filmovy archiv v poloviné roku 1957 stal souédsti jejiho hospodafského (pozdéji ekonomického) odboru.
K daldim zdsadnim zméndm v organizaci a fizeni CSF, které mély v kone¢ném disledku dopad i na filmovy archiv, doslo roku 1962, kdyz byla HS CSF zrugena
a nahrazena UR CSE
1965-68 | Bohumil Brejcha
1968-71 Myrtil Frida
1971-73 | Jan Sumavsky V lednu 1963 byl opét ziizen CSFU, ktery se stal jednim z tseki (pozdéji odborii) UR CSE. Zaklad CSFU tvoril kulturné politicky, dokumentaéni, badatelsky
a ekonomicko-spravni usek. Filmovy archiv se spole¢né s dokumentaci a knihovnou stal sou¢dsti dokumentaéniho tseku. Na sklonku roku 1968 viak probéhla
1973-74 | Valentin Knor 1963-90 vnitini reorganizace CSFU, pticem? tehdejsi étyfi velké dseky, do nichz byla éinnost tstavu rozlozena, byly za Géelem usnadnéni fizeni a kontroly rozélenény
na nékolik jednotlivych oddéleni. Filmovy archiv byl po zrudeni dokumentaéniho useku odloucen od dokumentace a knihovny, a stal se tak samostatnym a ziroven
1974-76 | Vilém Mladek nejvétsim oddélenim CSFU. V lednu 1975 doslo po dlouhych odkladech k osamostatnéni CSFU od UR CSE. CSFU se tak stal nezavislou hospodatskou jednotkou
a zaroven nabyl pravni subjektivity. Filmovy archiv v ramci CSFU fungoval az do roku 1990.
1976-78 | Josef Vesely
1978-84 | Jifi Levy
1984-89 Jifi Jankovec
1990-92 V roce 1990 doslo k vnitfni reorganizaci CSFU a k jeho pfejmenovani na Cesky filmovy tstav (CFU). Ten byl vyjma filmového archivu z hlediska organizaéniho
1989-2011 | Vladimir Opéla uspofddani tvofen i odborem vyzkumu, vydavatelskym odborem, knihovnou a fadou dalsich pracovist.
2011 Frantisek Mike& Odroku | V tervenci 1992 byla statni hospodatska organizace CFU z rozhodnuti tehdejitho ministra kultury Ceské republiky Jindficha Kabita transformovina ve statni
1992 prispévkovou organizaci Narodni filmovy archiv, ktery se tak pfifadil k nejvyznamnéj$im narodnim institucim, ochranujicim a rozmnozujicim narodni kulturni
Od roku Michal B deédictvi.
2012 ic! regant
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Bavaria Filmkunst GmbH (prazska kancelar) 19381958

Archivni fond Bavaria Filmkunst GmbH, uloze-
ny v Narodnim filmovém archivu, obsahuje pi-
semné pozistatky po ¢innosti prazské kanceldre
stejnojmenné némecké filmové spolecnosti. Ta
vznikla v tnoru 1938 na troskach zlikvidované
spolec¢nosti Bavaria AG v dusledku trendu po-
stupné monopolizace kinematografie v totalit-
nim Némecku.”

Praiskd kancelar byla plné zavisldi na svém
mnichovském centru a méla na starosti pouze
zprostiedkovani komunikace bavorské centraly
se §taby pfi praci v prazskych ateliérech. Jejim fe-
ditelem byl Heinrich Schier, obchodnim vedou-
cim Ludwig Spittaler a vedoucimi produkce byli
Bernard Staab a Ernst Rechenmacher.” Kancelar
nebyla zapsina u Krajského obchodniho soudu
v Praze ani nevedla vlastni ucetni knihy. V Praze
sidlila v pronajatych mistnostech Elektafilmu
v ulici Na Prikopé ¢. p. 31.

Vstup némecké filmové spolecnosti do ¢eského
prostfedi predznamenala jiz udalost z ledna roku

1939, kdy zastupci firem Tobis a Klangfilm pfijeli
do Prahy jednat s Milosem Havlem o moznosti
vyuziti barrandovskych ateliérti. Havel na nabid-
ku pristoupil kvili obavé, aby ateliéry nezistaly
nevyuzity.” V kvétnu roku 1939 pak zacala Bava-
ria nataéet v barrandovskych ateliérech sviij prv-
ni film VERDACHT AUF UrsurLA.” Do konce roku
zde roztocila jesté snimky FAHRT INs LEBEN, SE1-
TENSPRUNGE, TANZ ZUR WELT, ALLES SCHWIN-
DEL a GOLOWIN GEHT DURCH DIE STADT.”

Prvni filmy, které spolecnost Bavaria Filmkunst
na Barrandové natdcela, vznikaly pod produke-
nim vedenim Karla Schulze. Bavaria méla v té
dobé o prazské ateliéry zdjem, jelikoz jeji vlastni
mnichovské ateliéry byly mnohem mensi.¥ Do
némeckych rukou (ovSem ne pfimo do rukou Ba-
varie) se ateliéry dostaly ovSem az v rdmci Prag-
-Filmu, jehoz teditelem byl kritce pravé i Karl
Schulz.” Umérné tomu, jak v druhé poloviné val-
ky silily letecké utoky na némeckeé uzemi, presou-
vala se némecka filmova vyroba do Prahy. Krome

1) Tereza Dvotakova, Prag-Film (1941-1945). V prinjku protektordtni a fisské kinematografie (Diplomovd

price). Filozoficka fakulta UK v Praze 2002, s. 10.

2) Seznam stdlych zaméstnancl prazské kanceldfe spolec¢nosti Bavaria, 1944. Narodni filmovy archiv (NFA),
f. Bavaria Filmkunst GmbH (prazska kancelat) 1938-1958, k. 1, inv. . 6.
3) Zdenék Stabla, Data a fakta z déjin ¢s. kinematografie, 1896-1945, sv. 4, Praha: Ceskoslovensky filmovy

ustav 1990 s. 60,

4) Anon., Novinifi z Rise na Barrandové. Cesky filmovy zpravodaj 3, 1939, s. 1. Anon., Bavaria na Barrandové.
Filmové listy 11, 1939, €. 18-19 (13. 5.), s. 2. [Bavaria na Barrandové]. Kinorevue 5, 1939, €. 39 (17. 5.), nestr.

[3. s. obalky].
5) Z.Stabla, c.d.,s. 160-161.
6) Z. Stabla, c.d,s. 82-83.

7) Petr Bednatik, Arizace ceské kinematografie. Praha: Nakladatelstvi Karolinum 2003, s. 86. Tereza Dvo -
iakova, Néemeckd dohoda o budoucnosti kinematografie protektordtu. lluminace 14, 2002, ¢. 1, s. 103.
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spole¢nosti Bavaria Filmkunst a Prag-Film zde
vyrabély své filmy i spolecnosti Tobis, Terra Film-
kunst a Wien-film.* Tak zde natacel napriklad
Georg Wilhelm Pabst roku 1942 snimek v pro-
dukci Bavaria Filmkunst PARACELSUS” a roku
1944 nedokonceny snimek v produkci Terra
Filmkunst DEr FALL MOLENDER."”

Spole¢nost Bavaria Filmkunst spolupracovala
také s ceskymi filmari. Vladimir Slavinsky zde
roku 1943 pod pseudonymem Otto Pittermann
natocil snimek DIE SCHWACHE STUNDE, na kte-
rém se podileli také architekti Alois Macera s Ji-
fim Duskem, zvukaf Emil Polednik, stfiha¢ An-
tonin Zelenka a kameraman Josef Strecha.'!
Stfecha spolupracoval s Bavarii jesté na filmech
JENNY UND DER HERR IM FRACK z roku 1941, EIN
ZUG FAHRT AB z roku 1942, SCHUSS UM MITTER-
NACHT z roku 1944, MUNCHNERINNEN a SPUK IM
ScHLOsS z roku 1945.

Po osvobozeni Ceskoslovenska byla prazska
kancelar némecké spole¢nosti Bavaria Filmkunst
zlikvidovana dle dekretu prezidenta republiky
o opatieni v oblasti filmu z 11. srpna 1945. Jiz od
22. kvétna roku 1945 byla firma pod spravou do-
sazeného nirodniho spravce Bohumila Smidy,
ktery mél na starosti i likvidaci dal$ich prazskych
pobocek némeckych firem Wien-film a Terra
Filmkunst.'” Dne 11. unora 1949 byl do funkce
spravce-likviddtora zvolen Dr. Karel Myska a po
jeho smrti v ¢ervnu roku 1950 byl kone¢nym lik-
vidétorem ustanoven Ceskoslovensky stdtni film,
konkrétné usek hospodarstvi a spravy.'”

Archivalie, které jsou ve fondu dochovany, se
tykaji ¢innosti prazské kancelafe némecké spo-
le¢nosti Bavaria Filmkunst GmbH a ¢innosti jeji-
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ho likvidatora. Materidlt z doby fungovani praz-
ské kancelafe neni mnoho a neni zastoupeno ani
plné spektrum jeji celkem omezené agendy. Rada
dilezitych dokument byla navic jesté pred kon-
cem valky Némci z Prahy odvezena. Pisemnosti
z ¢innosti povale¢ného spravce-likvidatora sesta-
vaji nejvice z riznych inventaii majetku, zprav
a korespondence o pribéhu likvidace.

Prvni a jen torzovité dochovanou skupinu ma-
teriali vzniklych z cinnosti praiské kanceldfe
spolecnosti Bavaria Filmkunst tvori predeviim
rizné ucetni bilance, objedndvky a faktury. O po-
znani rozséhlejsi skupinu dochovanych pisem-
nosti tvofi personalie. Jedna se o osobni spisy std-
lych zaméstnanch prazské kancelafe a o jejich
vyplatni listiny. Treti a zfejmé nejzajimavé;jsi sku-
pinou archivalii jsou pisemnosti tykajici se pfimo
vyroby filmi. Zde jsou dochovany smlouvy s her-
ci a se ¢leny $tabu, informace o obsazeni roli, kal-
kulace nédkladd, rizna korespondence ohledné
natd¢eni a v nékterych pfipadech je zde piitomna
i kopie dialogové listiny filmu.

Roku 1939 byl natocen film IRRTUM DES HER-
zENS. V archivnim fondu se pod jeho pracovnim
nazvem DER 24. DEZEMBER nachdzeji smlouvy
s herci, kalkulace nakladu, kopie dialogové listiny
a korespondence ohledné zajidténi nataceni
v berlinskych ateliérech. Z materidlt neni zfejmé,
zda byl film dotacen na Barrandové anebo pro¢
byly materialy tykajici se jeho vzniku soucasti
agendy prazské kancelare. Jako prvni film natice-
ny Némci na Barrandové je tak uvddén snimek
VERDACHT AUF URSULA ze stejného roku. V dal-
sich letech bylo v Praze nato¢eno mnozstvi filma.
Materialy jsou dochovany ke snimkim SEITEN-

8) Z Stabla, c.d.,s. 9L
9) Z. Stabla, c.d,s. 342,
10) Z. Stabla, c.d.,s. 421.
11) Z. Stabla, c.d.,s. 323.

12) Agenda nérodniho sprévce-likviddtora — korespondence odesland spravcem, zpravy o stavu likvidace spolec-
nosti. NFA, f. Bavaria Filmkunst GmbH, k. 3, inv. ¢. 67. Konec¢né zpravy o hospodéiské spravé byvalych firem
Bavaria, Wien-film a Terra Filmkunst z ¢ervna 1945 vyhotovené spréavcem-likviditorem Bohumilem Smidou,

NEFA, f. Bavaria Filmkunst GmbH, k. 3, inv. ¢. 71.

13) Jmenovani spravcd-likvidatord Dr. Karla Mysky a Ceskoslovenského stitniho filmu, piebiraci protokol
K. Mysky, NFA, f. Bavaria Filmkunst GmbH, k. 3, Inv. €. 72.
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SPRUNGE, HAUPTSACHE GLUCKLICH, JOHANN,
IN FLAGRANTI a FRECH UND VERLIEBT.

Z, obdobi likvidace jsou dochoviny riizné pi-
semnosti z agendy spravce-likvidatora. Kromé
jmenovani do funkce to jsou predevsim inventare
prevzatého firemniho majetku, zilezitosti pro-
pusténych zaméstnanct, finan¢ni bilance, pohle-
davky a zpravy o prubéhu likvidace. Pod inven-
tarnimi ¢isly 80 a 81 jsou pak uloZeny pisemnosti
tykajici se likvidace dalsich prazskych pobocek
némeckych filmovych spolecnosti Terra Film-
kunst a Wien-film. Pod inventdrnim ¢islem 82 je
uloZena jedina ucetni kniha, kterou si prazska
kancelar vedla. Zaznamenadvala do ni naklady na
jednotlivé filmy natdcené v produkci Bavarie na
uzemi protektoratu.

Navzdory torzovitému dochovani archivalii je
fond prazské pobocky némecké filmové spolec-
nosti Bavaria Filmkunst cenny pro vyzkum pro-
dukénich déjin filmi vzniklych za protektoratu,
hospodarskych déjin filmovych spolecnosti a prii-
béhu jejich likvidace po roce 1945.

Petr Hasan
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Emil Kubis (30. 10. 1924-16. 6. 2007)

V archivni sbirce neprofesionalni kinematografie
nalezi dilu brnénského filmafe Emila Kubise vy-
sadni postaveni nejen pro ¢etnost filmi uchova-
vanych v NFA, ale pfedev$im pro autorskou vy-
lucnost, jez toto dilo charakterizuje. Piiklady
Kubisovy filmové tvorby, které se v NFA nachdze-
ji, 1ze rozdélit na dvé ¢asti — hrané tituly natace-
né od pocatku 50. let za ticasti ¢lent rodiny a pra-
tel a nezaménitelné animované kolaze, které se na
amatérskych filmovych soutézich zacaly objevo-
vat v 90. letech. V NFA uloZena autorska kolekce
tak odrdzi pomérné radikalni zlom v tviircové fil-
mografii, casové souvisejici s politickou zménou
v listopadu 1989, a soucasné dokumentuje Kubi-
Sovo pocatecni nadSeni z revolu¢nich udalosti
(MopLITBA, CESTA NA ZAPAD) a naslednou kri-
tickou reflexi moderniho kapitalismu, Zivelné in-
stalovaného v podminkach ceskoslovenské resp.
Ceské posttotalitni spolecnosti (AUTOGEDDON,
HRACKA).

Otec Emila Kubise, profesi spravce statku, se ne-
tajil negativnim postojem k povile¢nému komu-
nistickému rezimu, coz mohl byt divod, proé¢
Emil po dosazeni stfedoskolského technického
vzdélani nepokracoval ve studiu na vysoké skole
a zacal pracovat v jednom z brnénskych strojiren-
skych podniki. Ze ¢tyf sourozenci si nejvice ro-
zumél s o Sest let star§im bratrem Ludvikem, kte-
ry se vénoval malovani obrazi, sochafstvi a byl
¢lenem zavodni kapely brnénské Zbrojovky. Ov-
$em filmovani v raném obdobi nejzasadnéji
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ovlivnilo Ludvikovo ptisobeni mezi divadelnimi
ochotniky, s nimiz vystupoval v zdbavnych kome-
didlnich estradach. Tady se vytvofil staly okruh
zndmych, tcinkujicich v hranych filmech z pade-
satych let. Z jinych uméleckych oblasti a zinrt se
u Emila Kubise tésily velké oblibé jazz a prede-
v8im literatura. Od détstvi psal povidky a bésnic-
ky, z nichz nékteré byly publikovany v ¢asopisech
pro déti. Pozdéji se podle svych slov také acastnil
autorskych soutézi potrddanych Ceskosloven-
skym rozhlasem, pficemz vybérova porota jeho
hram opakované vytykala absenci budovatel-
skych motivi.

Zahdjeni jeho filmarské praxe je spojeno se za-
koupenim starsi kamery Admira 8 D vyrobené ve
tricatych letech firmou Jaroslava Suchénka, le-
genddrni osobnosti brnénského kinoamatérské-
ho hnuti. U¢elné zkonstruovand kamera pro ma-
teridl 3itky 8 mm disponovala fadou technickych
funkci, kterych bratfi KubiSové (titulky filma za-
hrnovaly spole¢nou znacku sloZenou z inicial je-
jich jmen) vyuzivali v bohaté mife. V dobé fil-
mafskych zacatki byli oba ¢leny Zavodniho
klubu elektrotechnického zivodu Julia Fuéika
v Brné a v jeho ramci nataceli také instruktazni
a propagacni podnikové snimky, napf. o pravi-
dlech spravného pouZiti vysokozdvizného voziku
nebo reportdze ze zdjezdli zaméstnanca. (V sou-
Casnosti neni zndmo, Ze by se néktery z filma do-
choval.) Cast pridéleného materidlu, kterou se
jim v rdmci téchto zakazek podatilo usetfit, pak
pouzivali pro vlastni dila — groteskni fantaskni
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ptibéhy, v nichz casto vystupovaly jako hlavni
hrdinové déti autorti vcetné KubiSovych syni —
Tomése a Petra.

Pro Emila Kubise méla icast rodiny a komuni-
ty pratel klicovy vyznam, jak to naznacuje tivodni
titulek z LAPACE MOTYLU: ,,Déjova podstata na-
sledujicich ptihod je smyslend. Moji snahou bylo
vytvofit rodinnou pamatku formou hraného fil-
mu. V této ¢innosti uplatnil jsem svoji zdlibu pro
filmovy amatérismus.“ Samotny rezisér si zde za-
hrél titulni roli lovce motyld, ktery odchycené
trofeje (vystfizené z papiru) zavira do ptaci klece.
Kdyz mu hrozi napadeni mistnim domorodcem,
zachyti se klece, silou ,,motylich kfidel” se vznese
a odlétd do bezpeci. Inspirace groteskou je u ra-
nych KubiSovych filmi zfejma (NEPODARENA
HOSTINA), postupné, spolu s nabyvinim fil-
matskych zkudenosti, viak prestavd byt domi-
nantni a stava se soucasti osobitého iluzorniho
svéta. Ten Kubi§ vytvarel podobné jako kdysi
Georges Meélies trikovymi funkcemi kamery,
s tim rozdilem, Ze nezistaval v zajeti namalova-
nych kulis.

Dvojexpozice, kombinace zabéra extrémné od-
lisné velikosti, zpétny chod obrazu, stop trik
a animace jsou prostfedky, z nichz se rodi poetic-
ka snova atmosféra. Chlapeckou vypravu do jes-
kynnich katakomb, ktera se v zavéru ukdze byti
snem (TAJEMSTVI STARE MINCE), tak filmaf in-
scenuje pomoci kniZnich fotografii snimanych
makrozabéry, s nimiz dvojexpozici kombinuje re-
dlnou hereckou akci. Usmévné jsou v téchto fan-
tasknich pribézich zpfitomnény dotyky dobové
reality: maly hoch bojuje s pohadkovymi pfizra-
ky pomoci kapesni atomové bomby (KouzeLny
KOBEREC), zatimco presna datace détske vesmir-
né odysey (13. 6. 1961) ve snimku PLANETORA
dava tudit inspiraci v neddvném kosmickém letu
Jurije Gagarina.

V 70. a 80. letech Emil Kubi$ pokracuje v nata-
¢eni, aniz by véak svoje dila prezentoval na tu-
zemskych amatérskych soutézich. Proto se jeho
jméno vytrici z povédomi ¢eskoslovenského ki-
noamatérského hnuti, s vyjimkou sporadickych
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technicky zaméfenych prispévka do casopisu
Amatérsky film, kde se snazi podélit s kolegy
o ziskané praktické zkusenosti. Po listopadovych
udalostech roku 1989 se Emil Kubi§, ve véku
65 let, s mimofddnou energii pousti do filmovani
a jako formu autorské seberealizace voli animo-
vanou kolaz. Pracuje s kamerou sovétské vyroby
Quarz DS8-M a s materialem formétu S 8mm, na
jehoz okraj je mozné nanést magnetickou zvuko-
vou stopu a vyvolanou kopii nisledné ozvudit.
Prolog Kubisovy nové tvorby, ktera vznika na
animac¢nim zafizeni vlastni konstrukce, pfedsta-
vuje obrazovy doprovod dvou ceskych pisni:
»Modlitba pro Martu® a ,Je na zapad cesta dlou-
ha“, pficemz soucasti prvniho z nich je kratka do-
kumentarni pasaz pofizena autorem béhem se-
tkani Véiclava Havla s obcany v brnénském
Mahenové divadle v poloviné ledna 1990. Pro své
dalsi filmy si Emil Kubi$ vybiral vétsinou zahra-
ni¢ni skladby mezinarodné uznavanych zpévaki
a skupin artrockové hudby (Peter Gabriel, Pink
Floyd, Peter Hammill a jin.), s niZ ho seznamoval
syn Petr. Razance rockovych rytmi, stejné tak re-
belantstvi vii¢i establishmentu obsazené v textech
pisni vyhovovaly obrazovému ztvarnéni a ideové-
mu pfistupu k tématim. Nazorova otevienost,
diky které témér sedmdesitilety filmar ucinil
z hudby vyrazné mladsi generace prirozenou
soucast svych dél, ¢asto prekvapovala jejich diva-
ky. Samotné ozvuceni na pocitku devadesatych
let probihalo velmi jednoduchym zpitisobem, a to
vybérem jedné souvislé ¢asti skladby. Pozdéji zis-
kana dokonalejsi technika jiz umoznovala zvuko-
vou nahravku stfihat a prizptisobovat potfebam
filmového obrazu.

V souvislosti s pfechodem k technice ploskové
animace si Emil Kubi$ zacal vytvaret rozsahly ar-
chiv vystfizki a fotografii z asopisii (Ziva, 100+1
atd.). Kombinace obrazové estetiky komer¢nich,
spolecenskych nebo ptirodovédnych periodik se
zdvaznymi obecnymi tématy (konzumni zpiisob
zivota, hrozba nukledrnich zbrani, globalni eko-
logické problémy atd.) vnasi do Kubisovych
pohybujicich se koldzi zneklidnujici napéti a su-
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rredlnou atmosféru. Kontrast mezi vlastni static-
nosti casopiseckych vystrizki a jim dodanym
jednoduchym pohybem tyto pocity u divdka po-
siluje a soucasné s propracovanou kompozici jed-
notlivych prvkd uvnitf zdbéru umocnuje vytvar-
nou originalitu, kterd se zrodila bez znalosti prace
jinych filmafa (Larry Jordan, Harry Smith),
u nichz bychom mohli najit, byt alespon zcasti,
urcité podobnosti ve formé ¢i poetice. Ze stylové
jednoty autorskych kolazi vybocuje misty pfilisna
doslovnost pouzitych obrazovych symboli moti-
vovand snahou o maximalni srozumitelnost sdé-
lované myslenky.

Za sva dila Emil Kubis$ ziskal v devadesatych le-
tech mnoho ocenéni na amatérskych filmovych
soutézich v tuzemsku i v zahrani¢i. Mimotadnou
satisfakci mu prinesla nabidka anglické rockové
skupiny Singsing, jejiz ¢lenové projevili zdjem
o natoc¢eni animovaného klipu k pisni ,Black®.
Ten spolecné s titulem HoME inspirovanym dalsi
pisni této skupiny uzavira filmografii Emila Ku-
bise.

Jifi Hornicek

Filmy Emila Kubise ve sbirkach NFA

Hrané

Podafend hostina (1953, 8mm)

Lapa¢ motylit (1954, 8mm)

Kouzelny koberec (1954, 8mm)
Planetora (1961, 8mm)

Tajemstvi staré mince (1962, 8mm)
Stopa nekonci na Zemi (1963, 8mm)
Lov salamandrii (1974, S 8mm)

Obf#i stievlik (1976, S 8mm)

Tajemstvi hradu Marvel (1991, S 8mm)

Animované

Cesta na zdpad (1990, S 8mm)
Modlitba (1990, S 8mm)

Vichr (1990, S 8mm)

One More Night (1991, S 8mm)
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Ruce (1991, S 8mm)

Zed (1993, S 8mm)

Brouk (1994, S 8mm)
Kdmen (1995, S 8mm)
Autogeddon (1996, S 8mm)
Hracka (1997, S 8mm)
Pokuseni (1997, S 8mm)

Podékovani Petru KubiSovi za upfesnujici biogra-
fické a filmografické informace.
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Katolické specifikum jako vychodisko reinterpretace

Eva Vzentekova, Diptych Stefana Uhra — Organ a Tri dcéry. Bratislava: FOTOFO 2013.

Studie Evy Vientekové s podtitulem , Analyza
ako vychodisko reinterpretacie” predstupuje pred
publikum jako kniha polemicka. Neklade si za cil
svij predmét takzvané zmapovat, nybrz pfehod-
notit. Podnicena silnym konfesnim zaujetim,
snaZzi se autorka pfiblizit k obézné draze katolicis-
mu dvé velka dila slovenské kinematografie, jez
byla dosud ¢tena jako viici cirkvi kriticka: ORGAN
(1964) a Tr1 DCERY (1967). Analyticka tyto filmy
prohlasuje za diptych, a to z diivodu ,evidentnej
kompozi¢nej, nabozenskej a dejinnej suvislosti®
(s. 183).9

Evu VzZentekovou zname jako nazorové vyhra-
nénou autorku hutnych recenzi a pronikavych
studii, ve kterych mimo jiné zkouma filmy s na-
bozenskym presahem jako LEGENDA O LIETAJU-
com CyPRIANOVI” nebo RozcHOD NADERA
A SiMIN.* Vydala téz knizni rozhovor s jezuitou
MUDr. Petrem Zahordnskym.* Dodnes vyhleda-
vana je jeji prakopnicka (Skoda ze tak strucna)
publikace o slovenské filmové distribuci.” Nova

prace je vysledkem viceletého zdjmu; predchazely
ji dvé deskriptivné-interpretacni skici® a prispé-
vek na konferenci k 80. vyro¢i narozeni reziséra.”

Uvodem se sludi podotknout, Ze jak konfesni,
tak nekonfesni pfistup jsou pri studiu spirituality
legitimni, kazdy ma své vyhody i nevyhody: véri-
ci badatel miize uplatnit vysokou miru porozu-
meéni, zatimco nekonfesni vychodisko ochranuje
vyzkum pfed ndbozenskou subjektivitou, vcetné
pokus$eni hodnotit umélecka dila dle kompatibili-
ty s vlastnim vyzndnim. Badatel tuto dimenzi
nema tak docela ve své moci, nakolik je vira vice
darem nezli vysledkem racionalniho rozhodnuti.

Eva Vzentekova vychazi z teze o zasadnim roz-
dilu mezi antiklerikalné zaujatymi scénafi Alfon-
ze Bednara a jejich realizaci v rezii Stefana Uhra.
Vyslovné si stanovila za cil oddélit Bednarovy
scénare od Uhrovych filma (s. 11). Zakladni me-
todou je komparace tii text: Bednarova literar-
niho scénare, Uhrova rezijniho scénére a vysled-
ného filmu. Jistou roli pfitom hraje i hypoteticky

1) Tamtéz tvrdi, ze zadné jiné dva filmy nejsou v Uhrové tvorbé tak propojené, ¢imz se fakticky distancuje od
snimki KEBY soM MAL PUSKU (1971) a KEBY SOM MAL DIEVCA (1976).

2) Eva Vzentekova, Cyprian doletel do pol cesty. Kino-Tkon 15, 2011, &. 1 (29),s. 172-182.

3) Eva Vientekovd, Rozchod po irdnsky, empiricko-deduktivna analyza. Kino-Ikon 16, 2012, ¢. 2 (32),

s. 162-172.

4) Eva Vientekova, Vyznanie tajr:ého kriaza Petra Zahordnskeho. Bratislava: Lac 2010.
5) Eva Dzurikova, Dejiny filmovej distribucie v organizdcii a sprave slovenskej kinematografie. Bratislava: FO-

TOFO, 1996.

6) Eva Vientekova, Sakrdlny rozmer filmov Stefana Uhra — Organ. Kino-Ikon 14, 2010, ¢. 1 (27), 5. 41-67.

Eva Vzentekova, Historicky pokus o vybielenie Boha — Tri dcéry. Kino-Ikon 14, 2010, &. 2 (28), s. 21-42.
Eva Vzentekova, Sakrilny rozmer filmov Organ a Tri dcéry ako vychodisko ich reinterpreticie. Konfe-
rence ,,Sakrélne vo filmoch Stefana Uhra (Organ, Tri dcéry, Génius)“ se odehrdla na VSMU 25. a 26. listopadu
2010.
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»mezitext®, tvoreny zabéry ¢i scénami, z nichz né-
které se do konecného sestfihu nedostaly; o jejich
existenci maji svédcit dochované fotografie z na-
taceni. Tercem polemiky jsou vZité interpretace
téchto filmi, které dobova kritika vnimala vice
v kontextu scenaristova antiklerikalismu nezli
v symbolickém fidu rezisérova (autorkou pred-
pokladaného) katolicismu.

Klicovym souslovim je zde ,slovenské Specifi-
kum® — spiSe intuitivné a nahodile nez systema-
ticky vymezovany soubor okolnosti, souvislosti,
vztahi, hodnot, postojii a chovani, které chtél dle
badatel¢ina piesvédéeni Stefan Uher svymi filmy
identifikovat. Pruzny pojem slovenského specifi-
ka slouzi Vzentekové jako rétoricka zkratka, jez
nabyva raznych vyznami a zabarveni, od zjihlé
vaznosti po ironii. Konstitutivnim prvkem je dle
autorky katolicismus. Takova vazba ov§em neni
vylucné slovenskd; zname ji také z déjin Chorvat-
ska, Polska, Itilie nebo Spanélska. Viru a katolicis-
mus povazoval Uher podle Vzentekové za ,klad-
ny fenomén® (s. 125) a ,,bytostnou soudst” (s. 186)
slovenského specifika, k jehoz jadru patfi také ka-
riérismus (s. 52), konformni dvojtvifnost, zpév,
alkohol (s. 123) a dokonce ,rotace otcovstvi®
(v linii Milan Rastislav Stefanik — Andrej Hlin-
ka — Jozef Tiso...,s. 77).

Kritiku dosavadnich interpretaci vede autorka
na tfech trovnich. Prvni se tyka fabule: zvlasté
ORGAN je dilem natolik tajemnym a z hlediska
divackého komfortu obtizné vstrebatelnym, ze se
kritici nékdy zmylili uz pfi pouhém ptevypravéni
pribéhu; v tomto bodé nezbyva nez prijmout
zpfesnujici vyklad, jak ho nabizi Vzentekova.
Druha rovina je symbolickd: oba filmy jsou nasy-
ceny podobenstvimi a citaty, k jejichz identifikaci
a desifrovani lze pristupovat s riznou mirou kul-
turniho a teologického zasvéceni. Uréit pivod
a vyznam intertextovych odkazi, jakymi jsou
konkrétni obraz na sténé chramu nebo trn, ktery
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uprchlik na pocatku filmu ORGAN pouZije pfi
upravé mnisského odévu, je pro pochopeni dila
dulezité, Nékteré navrhy jsou inspirativni, ale ne-
jsme povinni je pfijmout (pes Mucko jako andél
strazny). Jiné sakralni asociace, odhalované na
irovni mizanscény ¢i obrazovych kompozic, jsou
objevné, ba ohromujici: manzel nejstarsi dcery si
¢mdrd po zemi jako Jezi$ pfi posuzovani viny ci-
zoloznice, Klemencie s otcem prochazeji srdcem
matky pfedstavené (TRI DCERY, s. 159-161).
Konecné treti rovina je emociondlni: analytic-
ka, jako kazdy divak, udili postavam a situacim
své sympatie a antipatie. Tyto city nemusime sdi-
let, pro vyznéni filmu jsou ale zisadni. Nejhlou-
béji se v nich projevuje konfesné podminéna sub-
jektivita: badatelka ma sklon apriorné vnimat
»Bohu zasvécené osoby®, tedy knéze, mnichy, jep-
tisky, jako kladné postavy, zatimco v nabozensky
distancovanéjsim divakovi mohou tytéz figury
vzbuzovat nedtivéru, ba odpor. Vzentekova spat-
fuje napriklad v postavé kvardidna v ORGANU
wizudl knazskej a reholnej majestatnej so$nosti,
rozvaznej a kultivovanej mimiky, gesta a redi”
(s. 46), zatimco jiny divak mize v téze figure vidét
ponékud télnatého, neprili§ charismatického
smrtelnika, jenz rutinnim chovanim zakryva
vnitfni nejistotu. Jinym ptikladem je zvukovy
mustek ve filmu Tr1 DCERY, kdy je fe¢ matky
predstavené k sestfe Klemencii nastfiZzena na jeji
fe¢ k soudruhiim: nahle se pro nés vyjevuje nejen
$patné svédomi predstavené (ktera predtim sama
svou svéfenkyni vyslala za kddrovakem), absence
krestanské lasky a odpusténi, ale i kontinuita
obou zptisobti mysleni, dokonce i jazyka: ,/Tvoja
blizkost nds pokoruje, navidy poznacuje hrie-
chom, ktorého si sa dopustila. Tak to poviem na
sprave, aby sa rozhodli: bud ty, alebo my...“ /
»...pretoze plevel sa viade oddeluje od zrna®“?
Podle Vzentekové je matka predstavend ,hrda
a nepokorend, zodpovedna za svoje stado, no

8) Tri pcEry, DVD, SFU - Petitt Press 2009, 1:22:42 — 1:23:02. Metafora oddélovani ,,zrna od plev® patrila k ré-
torické vyzbroji komunistické propagandy, najdeme ji viak uz v Novém zdkoné (Mt 3, 12), tamtéZ i podoben-

stvi o plevelu mezi psenici (Mt 13, 24-30).
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,zradend’ slovenskou filmovou kritikou® (s. 196).
Citované ,,specifikum” se takto zmocnuje i autor-
¢ina vykladu, nebot naprtiklad v ¢eské tradici du-
chovni osoby (a to jiz od husitskych dob) objek-
tem samozrejmé ucty nejsou. Citovy vylev sestry
Benedikty, zoufalé z celibatu (,,...nie som Be-
nedikta, ale Anca...”), pak nazyva interpretka
»amokem®, ,hysterii, ackoli z empatictéjsi per-
spektivy by se jednalo o vytrysk pfirozené tou-
hy.?

Ano, pokud se kritik zmylil ve fabuli, zaslouzi
si, aby ho Vzentekova opravila. Pokud nedokézal
desifrovat pouzity symbol nebo obraz, pottebuje,
aby mu ho objasnila. Treti rovina je nejproblema-
ti¢téjsi: pokud nékterd cirkevni postava pisobi na
divdka odpudivé, stézi ho pfedlozeny argument
presvédci, ze k ni ma pocitovat naklonnost. Au-
torka bezdécné ukazala, jak podminéné interpre-
ta¢ni vykony jsou, aniz by dostate¢né reflektovala
ideologickou povahu vlastniho pfistupu.

V sémantické analyze je Vzentekova podobné
sméla a vynalézava jako skvély znalec duchov-
nich souvislosti filmového obrazu Vladimir Su-
chinek.'"” V jednom aspektu se ale od néj zdsad-
né odlisuje. Zatimco v Suchankové pojeti je umeé-
lec vykonavatelem Boziho planu, nemusi si tedy
svou roli v tvorbé posvatného sam uvédomovat,
Vientekova jako by predpokladala (alespon to
explicitné nezpochybnuje), ze viechny duchovni
vyznamy, které umi v Uhrovych filmech pfecist,
tam byly rezisérem védomeé vlozeny. Odhlizi tedy
od skutecnosti, Ze vyznam neni vlastnosti textu
a nemusi byt védomym vkladem autora. Jeji in-
terpretace pak neni vedena v podminovacim
zpusobu (co by to mohlo znamenat, kdybychom
to chépali takto...) ani nezve Ctendfe k diskusi,
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ale ma pomérné apodikticky ton. Sviij vyklad na-
bizi analyticka jako jediny mozny, jiné povazuje
za mylné. Jedna se vlastné o pozitivisticky pri-
stup, prevazné ovSem bez pozitivistickych dat:
existuje malo relevantnich informaci, které by
dokazovaly pravy vztah Stefana Uhra ke katolicis-
mu. Zatimco z interview s Alfonzem Bednarem
Ize spisovateliiv rezervovany postoj k cirkvi odvo-
dit presvédcivé, ze Zivota a vefejnych projevii Ste-
fana Uhra se na jeho nabozenské zalozeni usuzu-
je nesnadno.'” Vientekova proto bere v tvahu
i pravopis, kdyz si v§imd, Ze jisté véroucné pojmy
pise Uher ve svém technickém scénafi velkym
pismem. Podafilo se ji dokazat, ze dfivéjsi kritici
chapali Uhrovy filmy mylné, pokud tépali v liceni
déje a vztazich mezi postavami. Tito kritici (Gali-
na Kopanévovd, Pavel Branko...) se vSak nemoh-
li dopustit omylu, kdy?Z akcentovali jinou dimen-
zi filmu nez Vzentekova, pripadné dilo hodnotili
odlisné z hlediska svétonazorového, nebot plu-
ralita interpretaci je jednim ze zakoni svéta
a uméni.

Kniha se dotykéd jednak déjin prvni Slovenské
republiky, jednak teologie; ani v jednom z téchto
kontextl viak autorka neuvddi sekundarni litera-
turu, o kterou se opird. Vzhledem k tomu, ze
hodnoceni Tisova rezimu neni ve slovenské véde
ustalené a nazory nékterych badateli jsou od
sebe dosti vzdaleny, radi bychom védéli, ke které-
mu ze soupeficich vykladii se analyticka priklani.
Z historiki cituje jen Roberta Letze a jeho po-
stieh o aktivni acasti knézi v politice jako stiedo-
evropském specifiku (s. 23). Je ziejmé, ze se
Vzentekova snazi posuzovat zvlast cirkev a zvlast
rezim. Zjednodusené feCeno, namisto tradi¢ni
nalepky klerofasismu (od niz se v pfedmluveé di-

9) Neékdy se zmvli i fakticky: pro feditele statku (#ika se mu tak jak v Uhrové technickém scénéfi, tak ve filmu) po-
uziva titul predseda, ktery se vztahoval k druzstevnimu, nikoli statnimu vlastnictvi.

10) Vladimir Suchan ek, Topografie transcendentnich souradnic filmového obrazu. Olomouc: Univerzita Palac-
kého 2002; Vladimir Suchanek, A vdechl dusi Zivou... Olomouc - Dolni Loucky: Mgr. Jifi Burget 2004.

11) Autorka se svou knihou dodatecné navstivila pozistalé po Stefanu Uhrovi a ziskala nazor jeho vdovy, Ze byl
v nitru hluboce véfici, prestoze sam v dospélosti do kostela nechodil. Stykal se pry s knézem Edmundem Pe-
trem Bardo$em (1918-1999) ze Zuberce. Eva VZentekovi, Co nevieme o vzniku filmu Stefana Uhra Or-
gan. Film press 27.10. 2013. Online: <http://www.filmpress.sk/myslim-si/2676--0-nevieme-o-vzniku-filmu-te-

fana-uhra-organ>, [cit. 15. 12. 2013].
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stancuje také Viclav Macek) rozliSuje dobry klé-
rus a zly fasismus. Toto oddéleni pak vnima jako
jedno ze ztetelnych poselstvi filmu OrRGAN. Stefa-
na Uhra ocenuje jako autora, jemuz se podatilo
zadifrovat svédectvi o dobrém a pronésledova-
ném kléru a propaovat do dvou filmii natoce-
nych ,v liné ateistické diktatury™ (s. 203) prejic-
néjdi postoje vici katolicismu a klerikalismu
(s. 93). Z prace je ziejmé, ze v aktudlni diskusi
o mife totality v riiznych etapach statntho sociali-
smu zastava autorka ,totalitni® stanovisko'”
(a nepovazuje Sedesata léta za zlaty vék), zatimco
praxe prvniho slovenského statu, zejména z hle-
diska postaveni cirkve, se ji jevi v pfiznivéjsim
svétle; vycte napfiklad ceskému kritikovi Janu
Zalmanovi, Ze oznadil toto obdobi za ,temné
casy” (s. 100).

K teologii autorka odkazuje bez odkazi, zato
s velkym respektem, jako by $lo o bezespornou
disciplinu, jiz je vechno jasné: ,Teologicky nie je
mozna volba medzi Bohom a cirkvou® (s. 158).
Prekvapila mne zminka o ,hrubém poliditéni
Krista“ (s. 20), kdyz jsem se domnival, Ze Jezi§ mé
byt (od Chalkedonského koncilu z roku 451) vy-
kladan jako ,pravy Bih a pravy clovék®,'?

Nejspornéjsi kapitolou je zavérecna, ve které se
autorka pokousi o porovnani obou dél Stefana
Uhra s tematicky blizkymi filmy ¢eskymi. Prede-
v8im se jedna o zuctovani se slavnéjsim OBcHO-
DEM NA KORZE, jenZ se stal mezindrodné nej-
znaméjsi podobiznou Tisova rezimu. Film Jana
Kaddra a Elmara Klose obvinuje Vzentekova
z nezdravé manipulativnosti, melodramati¢nosti,
schematismu, naturalismu, sklouznuti do kyce
a zjednodusujici linedrnosti. Uznava jeho mist-
rovstvi, povazuje je vSak za ,tenden¢ni®. Povsim-
la si také, ze snimek nerespektuje jinou religiozitu
nez judaistickou. O mélké zakotvenosti této kom-
parativni kapitoly svéd¢i chyby ve jménech: vdo-
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vu Lautmanovou pise Vzentekova jako Laudtma-
novou, ucetni s prijmenim Kuchar je pro ni jen
»kuchdr®, rezisér Zdenek Sirovy je psdn jako Zde-
nék, zapordk z filmu JE TREBA ZABIT SEKALA je
pro ni v nominativu ,Sekala“ (spriavné Sekal).
Omylem je tvrzeni o pfichodu okupaéni arméady
paralelné s uvedenim VSECH DOBRYCH RODAKU
(s. 197, kronika Vojtécha Jasného méla premiéru
devét mésich po vpadu vojsk), nevhodné vyzniva
paralela (doslovné) genocidy Zidii a (metaforic-
ké) ,plizivé povélecné genocidy” (s. 195). Je asi
zbytec¢né oznacovat postavy Menzelova ROZMAR-
NEHO LETA za hrabalovské (pozn. 544 na s. 205),
kdyz pochazeji od Vladislava Van¢ury. Pokud vi-
zudl Frantiska Vldcila z UpoLi vEEL pfipomina
Pasoliniho schopnost vycarovat Zivy obraz stfe-
dovéké minulosti, postradame konkretizaci, kte-
ry film italského tviirce ma autorka na mysli —
snad taktéz cernobilou komedii DRAVCI A VRAB-
a1l

Diptych Stefana Uhra — Organ a Tri dcéry je
kniha revizionistickd, vedena legitimnim zamé-
rem zménit ustadlené hodnoceni vybranych filma.
Apeluje na pozornéjsi cteni, prispiva ke zpfesnéni
autorského profilu Stefana Uhra, jehoz dilo bylo
naposledy zevrubné prozkouméno v kvalitni mo-
nografii Vaclava Macka.' Eva Vzentekové sprav-
né zjistuje, ze ,Uher nie je (...) rozpravac pribe-
hov, vyznamovost obrazu, asociativna skladba st
prenho dolezitejsie ako udrziavanie dejovej linie®
(s. 64). Vidi v ném reziséra metafyzického zalo-
zeni, na rozdil od (niz$iho, pohanského?) Zivlu
magického. Religiozita Uhrova diptychu je pro
ni spjata s katolickou tradici a existenci Boha
(s. 196). Vyklad je provézen bohatou obrazovou
dokumentaci, jako pfiloha jsou k dispozici oba
Uhrovy technické scénare.

Jaromir Blazejovsky

12) ,Totalitni“ model vykladu se vyznacuje bindrnim pfistupem: na jedné strané vidi zly rezim, na strané druhé
utlacovanou spolecnost. Viz Michal Pullmann, Konec experimentu. Praha: Scriptorium 2011, s. 15-16.
13) FrancisS. Forenza -JohnP. Galvin (eds), Systematickd teologie 1 — fimskokatolickd perspektiva. Brno -

Praha: CDK - Vysehrad 1998, s. 151.

14) Viclav Macek, Stefan Uher 1930-1993. Bratislava: SFU 2002,
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O pomijivosti audiovizudlnich médii a paratextech

Paul Grainge (ed.), Ephemeral Media: Transitory Screen Culture from Television to YouTube.
Houndsmill, Basingstoke, Hampshire; New York: Palgrave Macmillan 2011.

Termin efemérni média (ephemeral media) se
pohybuje na pomezi televiznich, filmovych a me-
dialnich studii. Efemérnost, pomijivost, v tomto
spojeni oznacuje jak ¢asovy rozmér sledovéni te-
levize, tak tékavy charakter pfidruzenych textd,
oznacovanych v terminologii Gérarda Genettea"
jako paratexty. Kolektivni monografie Ephemeral
Media: Transitory Screen Culture from Television
to YouTube, uspotadana Paulem Graingem, nava-
zuje na dva sméry védeckého badani, které se
v soucasnosti tematicky i personalné prolinaji.
Hledisko televiznich studii vychazi ptedevsim
z konceptu tzv. flow Raymonda Williamse,”
oznacujiciho prabéh televizniho vysilani, a pro-
pojuje jej v kontextu novych médii s praktikami
opakovani, reprizy apod., kterym se vénoval na-
priklad Derek Kompare.” Pohled medialnich stu-
dii Cerpa ze zdjmu o vySe zminéné paratexty, nova
média a fanousky, jimiz se zabyvali naptiklad Jo-
nathan Gray” nebo Henry Jenkins.” Studium pa-

ratextli je ale soucasti i televiznich a filmovych

studii, v tomto kontextu jde predeviim ve smyslu
studia trailer.”” Kromé téchto dvou smért zahr-
nuje monografie i pohledy profesionalnich pro-
ducentt efemérnich médii z britského prostfedi.

Uvod editora Paula Grainge z Univerzity v No-
ttinghamu zdvodnuje zamérfeni monografie na
efemérni média a vysvétluje, v jakém smyslu jsou
analyzovana média efemérni. Pojem efemérni lze
podle Grainge vztdhnout na média pomijiva
(napf. porady, které po odvysildni jiz nejsou do-
stupné), kratkou dobu trvajici (predély v televizi,
ale i videa na YouTube) a kone¢né na paratexty
(trailery, upoutavky, rekapitulace, reportize ze
zakulisi). Celd kniha je pak rozdélena do ctyf te-
matickych celki: ,,Media Transition and Transi-
tory Media® se vénuje prerodu televize a novym
televiznim trendiim; , Between: Interstitials and
Idents“ zkouma prostor televiznich predély; ,,Be-
yond: Online TV and Web Drama” se zabyva pre-
chodem televizniho obsahu na Internet; ,Below:
Worker- and User-Generated Content” se zamé-

1) Gérard Genette, Paratexts: Thresholds of Interpretation, Literature, Culture, Theory 20. Cambridge; New

York, NY, USA: Cambridge University Press, 1997.

2) Raymond Williams, Television: Technology and Cultural Form. London - New York: Routledge 2003.
3) Derek Kompare, Rerun Nation: How Repeats Invented American Television. London - New York: Routledge

2012.

4) Jonathan Gray, Show Sold Separately: Promos, Spoilers, and Other Media Paratexts. New York: New York Uni-

versity Press 2010.

5) Henry Jenkins, Convergence Culture: Where Old and New Media Collide. New York: New York University

Press 2006.

6) Napriklad Lisa Kernan, Coming Attractions: Reading American Movie Trailers. Austin: University of Texas
Press 2004; Keith M. Joh nston, Coming Soon: Film Trailers and the Selling of Hollywood Technology. Jefter-

son, N.C.: McFarland 2009.
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fuje na efemérni obsahy vytvofené pracovniky
v medidlnich korporacich a fanousky.

Prvni kapitola Williama Uricchia ,,The Recu-
rrent, the Recombinatory and the Ephemeral” de
facto slouzi jako rozsifeni ivodu a vénuje se tfem
aspektim televizniho vysilani (potaimo filmu)
zminénym v nazvu kapitoly. Uricchio nachdzi tfi
zdroje efemérnosti (the ephemeral) vztahujici se
k soucasnym medidlnim technologiim: 1. zvuk
i obraz vnimame v ptitomnosti, proces sledovani
nebo poslechu je pomijivy a vytraci se s koncem
poradu; 2. zranitelnost materidlnich nosict sym-
bolizuje doc¢asnost medialnich obsahi na nich
uloZenych; 3. z historie je patrné, Ze jen Cast tele-
vizniho vysilani zlstane zachovana; kontext,
v kterém byl dany obsah odvysilan, se pfi indivi-
dualni archivaci ztraci. Uricchio vzpomind i na
slovo efeméra, které se vyznamové blizi Genette-
ové pojeti paratextd, nebot oznacuje napfiklad
plakaty a jiné pfidruzené materialy. Rekombino-
vatelnost (the recombinatory) oznacuje vlastnost
televize uvadét jeden obsah do vice kontexti. Vy-
znam tohoto jevu pak ilustruje na tzv. Kulesovové
efektu — technice vychazejici ze zjisténi, ze pofa-
di zabért a kontext vyrazné ovliviuji vnimani fil-
mu. Opakovani (the recurrent) oznacuje moz-
nost publika vybirat si z nabidky potadu, opako-
vané se vracet k jednomu pofadu. Moznosti
publika ale nekonci pouze u svobody sledovani,
uzivatelé mohou pofady vkladat do novych kon-
text tim, Ze je uploaduji na socialni sité. Uricchi-
ova kapitola pak zminkou o filmovych paratex-
tech na YouTube usti do ¢isté paratextualné
zaméfené staté ,Television Abridged: Ephemeral
Texts, Monumental Seriality and TV-Digital Me-
dia Convergence® Maxe Dawsona o rekapitula-
cich tzv. monumentdlnich seridl.” Tento text
zevrubné analyzuje seridlové rekapitulace a pre-
devsim se soustfedi na snahy televiznich produ-
cent shrnout obsahy celych sérii do nékolika mi-
nut a pritahnout nové divaky na jiz rozbéhnuty

r
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serial. Paratexty ve stylu shrnuti prvnich dvou sé-
rii BREAKING BAD pfirovnava ke snaham casopi-
su Reader’s Digest o vytahy zasadnich literarnich
dél, které vychazely vstiic touhdm publika po kul-
turnim kapitalu. Dawson zasazuje online video
rekapitulace do konceptu tzv. estetiky efektivity,
»jez klade nejvétsi prioritu na informacni husto-
tu” (s. 49).

Druhy tematicky celek zkoumd prostor mezi
pofady v televiznim vysilani. Uvodni text Johna
Ellise ,,Interstitials: How the ,Bits in Between De-
fine the Programmes® podava zékladni typologii
téchto efemérnich obsahii a paratextii v kontextu
omezeného dasu v televiznim vysilani. Ellis
shrnuje trendy jednotlivych kategorii tzv. ,inter-
stitials“ (vsuvek) a predkladd potencidlni eko-
nomické motivace, které vedou naprtiklad k pro-
nikdni grafiky do potadi nebo ke zkracovani
uvodnich znélek seriala. Ucelem kapitoly je pou-
kazat na unikatni aspekty vsuvek a motivovat dal-
8i vyzkum v této oblasti. Nasledujici stat Marka
Brownrigga a Petera Meeche ,,,Music Is Half the
The Soundworld of UK Television
Idents“ je z velké ¢asti pripadovou studii role zvu-

Picture’;

ku a hudby v identech® stanice BBC Two a pfimo
analyzuje jednotlivé znélky z roku 2007. Uvod ka-
pitoly se v§ak vénuje obecnéjsimu vymezeni poj-
mu identu a historickému vyvoji téchto znélek
v britském prostredi. Identy spadaji pod pojem
efemérnich obsaht, nebot az do vzniku speciali-
zovanych archivnich webt nebyly nijak systema-
ticky zachovéavany, protoZe jsou soucasti mezi-
prostorti televizniho vysilani. Druhy tematicky
celek zavr$uje rozhovor editora Grainge s profesi-
ondlnim tviircem efemérnich obsahti Charliem
Mawerem ,,I'V Promotion and Broadcast Design:
An Interview with Charlie Mawer, Red Bee Me-
dia“. Mawer je kreativnim feditelem spole¢nosti
Red Bee Media, ktera se specializuje piedevsim
na branding televiznich stanic a pracovala napfi-
klad pro BBC One, BBC Three nebo Dave. Roz-

7) Podle Maxe Dawsona jde napfiklad o seridly LosT, 24 nebo BREAKING BAD.

8) Znélka televizni stanice.
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hovor se dotyka dulezitosti efemérnich obsahii
a pozice jejich tvlirci. Mawer vzpomind na kam-
pané, na kterych se podilel, a ze své pozice profe-
sionala se logicky snazi upozornit na vyznam slu-
zeb, které spolecnosti jako Red Bee Media
nabizeji. Ackoliv rozhovor poodkryva zakulisi
tvorby televiznich efemérnich obsaht, nelze se
zbavit pocitu, Ze Mawer predev$im haji svou pro-
fesi.

Treti tematicky celek o televizi na Internetu za-
¢ind rozhovorem ,The Evolving Media Ecosys-
tem: An Interview with Victoria Jaye, BBC“ Eli-
zabeth Jane Evansové s Victorii Jayeovou z BBC,
kterd vede oddéleni specializujici se na interneto-
vy obsah. Tématem interview je zména tvorby
a propagace poradii v kontextu Internetu. Jayeova
vyzdvihuje moznost Internetu zvé¢nit zasadni
momenty pofadii a sméfovat k nim diskusi fa-
nouska. Pfestoze vétsina odpovédi je formulova-
na velmi diplomaticky a odrazi opatrny pristup
BBC k novym médiim, je patrné, Ze pfesun tele-
vize na Internet méni jeji pomijivou povahu
a déla ji v nékterych ohledech vice trvalou. Na
druhou stranu zivost televizniho vysilani alespon
dle Jayeové neztraci na vyznamu. Nasledujici text
J. P. Kellyho ,,Beyond the Broadcast Text: New
Economies and Temporalities of Online TV* se
vénuje pfesunu televizniho obsahu na webove
sluzby, jako je naptiklad Hulu. V kontextu téchto
online prehravact se méni zpusob sledovani seri-
ala, ktery kombinuje aspekty zivého vysilani
a prehravani DVD. Hulu sice umoziuje napfi-
klad sledovéni vice epizod serialu hned po sobé,
v dany moment je vSak obvykle pocet epizod
omezen a proménuje se tim, jak postupuje Zivé
televizni vysildni béhem sezony. Hulu nabizi
i volbu zpisobu sledovani reklamy, a to bud roz-
trousené béhem pofadu, nebo koncentrované na
zacatku. Efemérni povaha TV obsahu se podle
Kellyho ve webovych pfehravacich ¢astecné méni
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smérem k archivaci, pfesto je ve velké mife ovliv-
novana klasickou televizni ,,flow". Zbylé dva texty
z tfetiho tematického celku poji zajem o webové
drama KATEMODERN. ,,Time Slice: Web Drama
and the Attention Economy* Jona Doveyho se vé-
nuje kontextu produkce webovych seridlt a vy-
chdzi z konceptu tzv. attention economy, ktera
povaZuje pozornost za nedostatkovou komodi-
tu.” Dovey zkouma z autoetnografického hledis-
ka (autortiv neuspésny pokus o tvorbu webového
seridlu) moznosti, jakymi Ize financovat tyto ob-
sahy v systému ekonomiky pozornosti. Podle Do-
veyho mohou webova dramata prodavat pozor-
nost, kterou jim divéaci vénuji, pomoci product
placementu a dalsich forem sponzoringu. Eliza-
beth Jane Evansovad ve stati ,,Carnaby Street,
10 a.m.": KateModern and the Ephemeral Dyna-
mics of Online Drama“ analyzuje préci s ¢asem
v produkci a distribuci online seridlu KaTEMo-
DERN. KATEMODERN na jednu stranu potira svou
efemérnost tim, Ze je neustdle dostupnd, na dru-
hou stranu riznymi zptsoby béhem svého béhu
zdtraznovala dilezitost zivého vysilani. Evanso-
va mluvi o tzv. anti-efemérnosti a hyper-efemér-
nosti, které se v pfipadé KATEMODERN stfetavaji.
Anti-efemérnost predstavuje (alespon zdanlivd)
permanence serialu, ktery si i po Sesti letech mu-
zete prehrat na YouTube. Hyper-efemérnost
Evansové déli do tii kategorii: a) distribuce — di-
vacké dvanactihodinové maratony, pfi nichz jsou
zvefejniovany jednotlivé dily; b) interakce publika
s textem — chaty s fiktivnimi postavami, kvizy,
soutéze; c) integrace publika s textem — ticast di-
vaki na nataceni. Evansova se domnivd, Ze Inter-
net jako audiovizudlni médium umoziuje jak
permanenci, tak docasnost, a bofi tak pojeti me-
didlnich technologii Harolda Innise.'”
Zavérecny tematicky celek je nejrozmanitéjsi,
ale postradd jednotici linii. Stat Johna Thompso-
na Caldwella ,.Corporate and Worker Ephemera:

9) Herbert Alexander Sim o n, Designing Organizations for an Information-Rich World. In: Martin Green -
berger (ed), Computers, Communications, and the Public Interest. Baltimore: Johns Hopkins Press 1971,

s. 40-41.

10) Harold Adams Innis, Empire and Communications. Toronto: Dundurn 2007.
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The Industrial Promotional Surround, Paratexts
and Worker Blowback® aplikuje koncept paratex-
ti na obsahy vytvafené pracovniky televiznich
a filmovych spolec¢nosti, napt. portfolia, femeslna
setkani, panely, ritudly, odborové sjezdy. Zaroven
obohacuje stfet fanouskovského a korporatniho
svéta, jenZ je oblibenym tématem kulturalnich
studii'” a kritické politické ekonomie komunika-
ce,”¥ o tretiho aktéra — pracovniky. Caldwell
analyzuje paratexty pracovniki a managementu
a dochazi k zavéru, Ze kultura konvergence nejvi-
ce ohrozuje zameéstnance ve firmach vytvarejici
obsah, ktery zdarma napodobuji fanousci. Za-
méstnanci se snazi ve svych paratextech upozor-
novat na dilezitost své prace a vytvareji prekazky
potencialnim aspirantiim o jejich povolani.

Text Barbary Klingerové ,,Re-enactment: Fans
Performing Movie Scenes from the Stage to You-
Tube“ se vénuje fanouskovskym rekonstrukcim
filmovych texti a analyzuje vybrané priklady
téchto adaptaci v¢etné motivaci jejich autori,
Klingerova hledd zdroje pomijivosti v slozité
pravni situaci, ktera upira fanouskovskym adap-
tacim trvalou existenci na webu. Klingerova pfi-
suzuje filmim jedinecnou kvalitu vybizet k re-
konstrukcim, ale jen okrajové ji vymezuje vici
historickym rekonstrukcim' nebo adaptacim
bollywoodskych tanci.'? Cela stat pasobi jako
velmi povrchni uvod do problematiky filmovych
rekonstrukci.

Posledni kapitola Rosamund Daviesové ,,Digi-
tal Intimacies: Aesthetic and Affective Strategies
in the Production and Use of Online Video*
zkoumd specifika amatérskych videi na webu
jako ptikladu efemérnich médii. Daviesova iden-
tifikuje efemérni aspekty téchto videi — kratkou
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stopdz, pomijivou popularitu. Okrajové se vénuje
i vyuzivani estetiky amatérskych videi v profesio-
ndlnich virdlnich kampanich. Podle Daviesové
online video ztrdci pomijivost v ¢ase, protoze je
uchovano v tzv. nezamysleném archivu,' ale vy-
tvafi subjektivni vzpominku na efemérni zazitek.

Kolektivni monografie Ephemeral Media obsa-
huje kvalitni odborné texty, je vsak az prilis
rozkrocena nad dvéma rGznymi disciplinami
(televiznimi studii a medidlnimi studii). Témata
efemérnosti a paratextt se znacné dotykaji a pro-
linaji a nejsou spojovana nasilné, ackoliv tvodni
vymezeni zdjmu knihy vypada az prili§ Siroce.
Zatimco prispévky ke studiu paratexti jsou spiSe
dil¢i a bez jednotici linie, ¢asti vénujici se efemér-
nosti ptsobi koherentnéji a ucelené reflektuji
problematiku hybridni pomijivé/trvalé povahy
audiovizudlnich obsaht v prostredi novych mé-
dii. Monografie viak kupodivu az na okrajové
zminky opomiji pocitacové hry, které by bylo pfi-
nosné z hlediska pomijivosti a paratextuality také
studovat. Vydavatelé pocitacovych her totiz (po-
dobné jako vysilatelé) zdtraznuji den vydéni hry
(napf. v¢asnou koupi odménuji bonusy), ackoliv
hra pro jednoho hréce je v jadru relativné trvalé
médium. Hry pro vice hract jsou na druhou stra-
nu vice efemérni — v opravdu hratelné podobé
pfetrvavaji jen do té doby, dokud kolem nich
existuje aktivni komunita hraci.

Jan Svelch

11) H. Jenkins, Convergence Culture.

12) José Van Dijck - David Nieb org, Wikinomics and Its Discontents: A Critical Analysis of Web 2.0 Busi-
ness Manifestos. New Media ¢ Society 11, 2009, ¢. 5, s. 855-874.
13) V odborné literatufe napt. lain McCalman - Paul Pickering, Historical Reenactment: From Realism to

the Affective Turn. Palgrave Macmillan 2010.

14) Sangita Shresthova, Between Cinema and Performance: Globalizing Bollywood Dance. ProQuest, UMI Di-

ssertation Publishing 2008.

15) Jean Burgess - Joshua Green, YouTube: Online Video and Participatory Culture. Cambridge — Malden -

MA: Polity 2009.
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John A. Bateman - Matthis Kepser - Markus Kuhn (eds.), Film, Text, Kultur.
Beitrdage zur Textualitdt des Films. Marburg: Schiiren 2013.

Rozsdhla kolektivni publikace predstavuje jeden
z vystuplt ambiciézniho vyzkumného projektu
»lextualita filmu®“ a zahdjila specidlni edi¢ni fadu,
jiz tomuto projektu vyhradilo renomované nakla-
datelstvi Schiiren (béhem kratké doby vyslo
v ramci této fady uz pét tituld, predevsim indivi-
dudlni monografie autori, ktefi se podileli i na
uvodnim svazku). Film, Text, Kultur zahrnuje
ptispévky Sestndcti badateld, jejichz ptasobistém
je vétdinou univerzita v Brémach (kde je vyzkum
organizacné zakotven), zastoupena ale je i uni-
verzita v Hamburku. Projekt ,Textualita filmu“
pfitom ma vyrazné interdisciplinarni charakter
a snazi se integrovat hlediska pfedstavitelt rtz-
nych obori."” Mezi autory pfevazuji lingvisté a li-
terarni védci a dale badatelé zaméreni na medidl-
ni nebo na kulturni studia. Specialisté na film
jsou ve zfetelné mensiné; nejznaméjsi z nich je
zfejmé Knut Hickethier, ktery se ovéem soustfe-
déné vénuje i problematice televize a rozhlasu.
Zdiraznéni pojmu text a textualita, které maji
pusobit jako pojitko celku, predstavuje vyraz pro-
gramové snahy navazat znovu uzsi kontakty mezi
zkoumanim filmu a lingvistikou, literdrni védou
Ci sémiotikou. Uznava se, ze pokusy, jez byly ty-
pické hlavné pro Sedesdta az osmdesatd léta mi-
nulého stoleti a jejichz cilem bylo aplikovat na

film poznatky ziskané analyzou verbdlniho ja-
zyka (resp. spiSe modely a procedury tehdejsi
lingvistiky), se ukdzaly jako neadekvatni, a proto
neuspéiné (s. 89), coz vedlo k radikilnimu od-
mitnuti , lingvistického imperialismu“ (s. 9). Pro-
ti tomu se oviem stavi argument, Ze zaméreni,
metody a pojmoslovny aparat dnesni lingvistiky
ptedstavuji zcela odlisnou kvalitu a poskytuji pro
vyzkum filmu nové podnéty. Jako jejich zdroj se
podle editorti i dalsich autorti jevi zejména sou-
¢asnd lingvistika textu a diskursu, ale i napfiklad
jazykovédna pragmatika, konverzaéni analyza,
psycholingvistika nebo sociolingvistika (s. 9 aj.).
K tomu pristupuje rozvijeni konceptu multimo-
délniho textu (diskursu), ktery vyzdvihuje —
v teoretickém ramci socidlni sémiotiky — inter-
akci mezi verbalnimi a neverbalnimi slozkami
sdéleni, jez vytvari znakové komplexni utvar
(s. 39-40).” Navic, ze strany $iroce pojimané lite-
rarni védy, ziskdva pro promysleni textové pova-
hy filmu dilezitost hlavné kognitivni a interme-
didlni ¢i transmedidlni naratologie, ale i napfiklad
pristup postkolonidlnich a transkulturdlnich stu-
dii (s. 9-10). Ve schématu, které mé priblizit cel-
kovy program zkoumdni (s. 16), je textualita fil-
mu jako centrum zdjmu obklopena fadou
disciplin, k nimz vedle riznych slozek véd o fil-

1) Cilem je ,stavét mosty mezi disciplinami, aby bylo mozno pole audiovizudlnich médii obsahle prozkoumat*

(s. 10).

2) Srov.mj. Gunther Kress - Theovan Leeuven, Multimodal Discourse: The Modes and Media of Contem-
porary Communication. London: Edward Arnold 2001; Gunther Kress, Multimodality: A Social Semiotic
Approach to Contemporary Communication. London - New York: Routledge 2010.
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mu (Filmwissenschaften) patii hlavné lingvistika
a literdrni véda a dale medidlni a kulturdlni studia
spolu s ,védami o obrazu® a ,védami o zvuku*.

Snaha manifestovat ,novy zacitek” ve vyzku-
mu a oddélit se od modeli, ,které se zaklddaji
na starém statickém pojmu sémiotického kodu*
(s. 9), ve spojeni se vSudypfitomnym diirazem na
interdisciplinaritu pfitom vede k tomu, Ze se jen
malo pfipomina kontinuita pokust o aplikaci lin-
gvistickych pojmt (a pfedevsim pojmu text) na
filmovou sféru. Badatelé jako Christian Metz,
Dominique Chateau nebo Michel Colin jsou sice
zminovani (s. 89 aj.), avak dikladnéjsi rozbor je-
jich koncepci (véetné spornych a problematic-
kych bodii) v knize nenajdeme. Pfedevsim oviem
chybi vztazeni k dulezitym pfispévkam, které uz
problematiku toho, co Ize zahrnovat pod filmovy
text, dakladnéji rozpracovavaly. Nejde jen napfi-
klad o knihu Andrzeje Gwozdze, jejiz recepci evi-
dentné brani jazykova bariéra,” ale tfeba i o stati
Michela Marie” a zejména Francesca Casettiho;”
pravé Casettiho vyklady svym dirazem na takové
defini¢ni rysy filmového textu, jako je koherence,
ohranicenost nebo komunikativnost,® néktera
stanoviska autort recenzované publikace predji-
maji.

Cetné vyklady obsazené v knize Film, Text, Kul-
tur jsou bezesporu podnétné, aviak celek nepi-
sobi jako zcela presvédcivy a uspokojivy. Tento
zavér mizeme podlozit upozornénim na dvé vy-
znacné vlastnosti publikace.

Prvni z nich vyplyva z faktu, Ze obecné chapéni
textu a rozdifeni jeho platnosti z verbdlni oblasti
na dal$i kulturni znakové artefakty a praktiky
(pfipadné na vSechny artefakty a praktiky ¢i na
kulturu jako celek) s sebou nese fadu komplikaci.
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Vysoka abstraktnost takového konstruktu vede
k tomu, Ze je velmi obtizné shodnout se na vlast-
nostech, které takto pojimany text charakterizuji
a které vybavuji raznorody soubor kulturnich fe-
nomént sjednocujicimi spolecnymi rysy. K tomu
se pripojuje napéti mezi filmem naziranym jako
text a védomim, Ze je nutné respektovat filmovou
specifiku, kterd se vyhranuje proti verbdlnimu
vyjadfovani. Tyto obtize vystizné reflektuje Oli-
ver Schmidt, jenz hovofi o plodnosti i problema-
ticnosti textového traktovani filmu: ,Na jedné
strané jsou filmy jako kulturni a historické arte-
fakty citelné a interpretovatelné. Jsou jako jed-
notliva dila jasné ohrani¢ené, strukturace jejich
prvki vykazuje zaméfenost na komunikacni akt
a je tfeba je v tomto aspektu chapat jako inten¢ni,
a dokonce jako umélecké utvary (s. 299). Na
druhé strané je textualita filmu zdsadné odlisna
od textuality verbdlni: ,je smyslové vnimatelnd,
syntetickd, mozna dokonce hapticka“ (s. 300).
Celkove se dana situace projevila ve velké vari-
abilité vykladi a v oscilaci mezi nékolika tihly po-
hledu, predev§im mezi pojimanim textu v pfi-
mém a v metaforickém smyslu (pfizna¢né pak
byva tento vyraz psan v uvozovkach — s. 124 aj.).”
Tak lingvistka Janina Wildfeuerovd porovnava
definice verbalniho a multimodilniho textu a na
tomto zdkladé dospiva k zavéru, ze film je textem
vzhledem k takovym rystim, jako je koheze, ko-
herence, sémioti¢nost, ohranicenost, linedrnost
nebo intertextualita (s. 45-48). Dalsi autofi ov-
$em spiSe operuji s paralelami a analogiemi mezi
filmem a textem (mj. s. 111, 300). Casto se uvazu-
je hlavné o zminované textualité filmu, tedy o vy-
skytu urcitych vlastnosti, jez jsou charakteristické
pro texty, aniz by pfitom filmy nutné byly za tex-

3) Andrzej GwozdZ, Kultura — komunikacja — film. O tekscie filmowym. Krakow: Wydawnictwo Literackie

1992.

4) Michel Marie, Analyse textuelle. In: Jean Collet etal, Lectures du film. Paris: Albatros 1976, s. 18-28.
5) Francesco Casetti, Le texte du film. In: Jacques Aumont - Jean-Louis Leutrat (eds.), La théorie du film.

Paris: Albatros 1980, s. 41-65.
6) Tamtéz,s. 53.

7) Na teoretické Gvahy se vedle tvodu editorii (s. 7-29) soustfeduji hlavné prispévky Janiny Wildfeuerové
(5. 32-57), Johna A. Batemana (s. 88-115) a Knuta Hickethiera (s. 116-138).




128 ILUMINACE Roc¢nik 25,2013,¢.4(92)

ty prohlaovany. Sama textualita je oviem opét
vykladéna rozmanité. Uvod k publikaci vyzdvi-
huje soubor vzorcii a uspoiddani (diskursnich,
textovych, koheznich vztahii), které tvofi inter-
pretacni voditka pro recipienty (s. 10-12), pozdé-
ji viak podle okamzité potieby vystupuji do po-
predi riizné rysy a relace zahrnované pod textua-
litu, napfiklad prostorovost (s. 101, 208-211,
299-315 aj.), vztah mezi postavou a pozici kame-
ry (s. 102-111), vyznaceni pocatku a konce filmu
(s. 128), narativita (s. 184), intertextualita (s. 185)
atd. Zahrnuté ptispévky tak dokladaji seridznost
usili o postizeni textové povahy filmu, zaroven
v8ak dochazi k neustilému prendSeni akcentii
a vysledny obraz je znacné roztfistény.

Druhd vyznacna vlastnost knihy souvisi s pred-
chozi. Film, Text, Kultur pusobi jako typicky pfi-
klad soucasné takzvané kolektivni monografie. Je
tu sice patrna urcitd spojnice (pravé otazka textu
a textuality), kterd ma vystupovat jako integra¢ni
faktor, avsak spiSe nez o vnitiné provézany a or-
ganicky rozvijeny celek jde o sled studii, které
prezentuji individualni badatelské zaméteni jed-
notlivych autori. Publikace je v souvislosti s tim
rozdélena do ctyf oddild, zéroven se viak i pies
jejich hranice utvari fada dil¢ich center.

Zvlast vyrazné je centrum naratologické. Mar-
kus Kuhn podéva soustavny vyklad o transmedi-
alni narativité (s. 58-87) a mimo jiné se dikladné
zabyvd podminkami, které dovoluji hovofit
o existenci narace (zjednodusené feceno, alespoil
jedna zména stavu), a vztahem mezi definicemi
narativity obracenymi pouze k ptibéhu a defini-
cemi, jez ptihlizeji i ke zprostfedkujici instanci.”
Dominik Orth (s. 161-180) se pak zaméfuje na
stycné body mezi konceptem fikce a konceptem
vyprdvéni (u néhoz se oviem uz predem predpo-
klada, ze jde o vypravéni fikéni). Vychodiskové
konstatovani — ,,Na roviné narativni reality jsou
znazornovany uddlosti, které jsou fiktivni [...] ve

¥ €

vztahu k Zivotni realité“ (s. 164; zvyraznil Orth) —
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se stava podnétem k tivaham o tom, jak sit vztahu
mezi ,realitou ve fikci“ a ,realitou recipienta”
umoznuje pfevést to, co je pfimo zndzornéno, do
diegeze jako imaginarniho univerza. Pfinos stu-
die spociva jednak v peclivém a kritickém pied-
staveni raznych dosavadnich koncepci, jednak
v tom, Ze uvadi fadu ptikladu, které dokladaji
rozdily i shody mezi literarni a filmovou fikci.

S naratologickymi pristupy souvisi také soubor
prispévkil, jez se soustfeduji na problematiku fil-
mového prostoru a pohybu. Systematicky vyklad
0 ,prostorovych systémech ve filmu“ a jejich , tex-
tové vazbé” podava Oliver Schmidt (s. 294-319).
Z rozliseni filmového svéta, jeho narativniho
zformovani a dale audiovizuédlniho zndzornéni
odvozuje Schmidt existenci diegetického prosto-
ru, narativniho prostoru a audiovizualniho obra-
zového prostoru, pricemz jejich vzajemné propo-
jeni chédpe jako Cinitele, ktery zajistuje koherenci,
a tedy textualitu filmu. Zaroven se autor odvolava
na soucasny ,prostorovy obrat“ (spatial turn)
a zdiraznuje pojimani filmového prostoru nikoli
ve smyslu fyzikalni veli¢iny, nybrz jako dynamic-
kého percepéniho konstruktu. Znamy lingvista
Wolfgang Wildgen (s. 320-344) prichézi s tezi, ze
akéni film je analogicky k dstnimu vypravéni,
a vyuzivd proto terminologicky aparat vypraco-
vany sociolingvistikou a konverza¢ni analyzou;
ilustracni popis vztahti mezi prostorem a pohy-
bem ve scénich pronasledovani, které jsou obsa-
Zeny v bondovském filmu QUANTUM OF SOLACE
(Marc Forster, 2008), je sice diukladny, dsti ovéem
do vcelku ocekavatelného zavéru, podle néhoz
»prostor neni jen statickym pozadim pro udalos-
ti a jednéni, [ale] umoziiuje, formuje, vynucuje
pohyb” (s. 340).

Vztah mezi pohybem a naopak nehybnosti v né-
meckych némych filmech dvacatych let pak pro-
bird literarni védec Thomas Althaus (s. 345-374).
Autor zasazuje problematiku do Sirokého kultur-

niho kontextu a predstavuje napéti mezi pohy-

8) Srov. téZ Markus Kuhn, Filmnarratologie. Ein erzihltheoretisches Analysemodell. Berlin - New York: De

Gruyter 2011.
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bem a nehybnosti, respektive mezi unikavosti
a stalosti, jako zasadni otdzku moderny z prelo-
mu devatenactého a dvacatého stoleti, jez se vy-
rovnavala s dynamizaci vnimani a zkuenosti. Ve
spojitosti s tim zavadi Althaus pojem pohyblivé-
ho textu, za jehoZ prvni realizaci a ur¢itého pred-
chidce filmu poklada vyrazovy tanec, ktery se
prosadil jako alternativa k ,strukturalné pevne-
mu”“ uméni (s. 350). Ve slozité formulovaném vy-
kladu se poté doklada, ze film vystupuje jako zté-
lesnéni fluktuace obrazi, neustalého obrazového
proudu zalozeného na zrakovém klamu, a pro-
stfednictvim zdbérli, v nichZz je prezentovan
»mrtvy stav filmu, se so$né ustrnulymi postava-
mi, které se ale daji oZivit®, oslavuje ,,svou magic-
kou schopnost vitalizace® (s. 368-369). Némecké
némé kinematografii se vénuje také Heinz-Peter
Preufler (s. 262-291), ktery analyzuje prosluly se-
midokument LipE v NEDELI (Menschen am
Sonntag; Robert Siodmak, Edgar E. Ulmer, 1930).
Autor spatfuje textualitu filmu pfedeviim v jeho
vztahu k symbolicky kédovanému jazyku. Z roz-
boru vyplyva, Ze pozdni némy film se mohl — pri
aplikaci urcitého konvencéniho narativniho vzor-
ce (prubéh dne ve mést¢) — do zna¢né miry
vzdat napist a nahradit je syntagmatickou pro-
pracovanosti: montdzi, umisténim postav v pro-
storu ¢i inscenaci jejich pohledi. Soucasné ale
Preufler v jistém aspektu relevanci verbdlniho
jazyka vyzdvihuje (a tak podporuje své pojeti
textuality filmu), nebot (v urcité navaznosti na
koncept vnitfni feci rozvijeny Borisem Ejchen-
baumem a poté mj. Paulem Willemenem”) pred-
pokldda, ze film tohoto typu vyZaduje od recipi-
enta ,,spoluvypravéni s obrazy” (s. 277).

Dalsi skupinu ¢lanka spojuje problematika na-
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rodni identity, transkulturality, reprezentace mi-
nulosti a kulturni paméti. Romanistka Sabine
Schlickersova (s. 182-202) se zaméfuje na literdr-
ni a filmové reprezentace kolonidlni a postkolo-
nialni historie Latinské Ameriky a zkouma, jak je
konstruovina identita dobyvateli a pfistéhovalci
i domorodého obyvatelstva. Elisabeth Arendova
(s. 203-220) poté predstavuje film Tonyho Gatli-
fa Exio (Exils, 2004) jako ptiklad road movie
o hledani individualni a kulturni identity. Konec-
né Gerhard Liideker (s. 221-241) popisuje s vyu-
zitim dnes $iroce uplatinovanych konceptii kolek-
tivni a kulturni paméti, jak se filmy podileji na
konstrukci narodni minulosti a narodnich hod-
not.

Z ptispévka, které v ramci knihy ziistavaji rela-
tivné ,,osamocené”, miizeme uvést alespon stat
Gisely Febelové (s. 139-160), ktera hleda para-
metry, jez vytvareji podminky k tomu, aby se fil-
mové obrazy (pfedevsim experimentdlni dila)
staly vyrazem a prostiedkem mysleni, nebo
uvahy, v nichz Anja-Magali Trautmannova
(s. 244-261) sleduje soucasny vyvoj dokumentar-
niho filmu, sméfujiciho podle jejtho ndzoru k za-
bavnosti a spektakularnosti. Tematicky rozptyl
zahrnutych studii je tedy zna¢ny; fada z nich pfi-
tom nepochybné pfinasi pozoruhodné vysledky
a impulzy. Disledkem zminéné koncepce knihy
ale je, Ze ¢tendf po ni asi sahne spie proto, Ze jej
zajima napfiklad filmova naratologie nebo pro-
blematika kulturni paméti, a nikoli kvili prokla-
movanému teoretickému ramci.

Na zavér jesté nékolik poznamek k vnéjsi upra-
vé publikace: Je jisté¢ hodno ocenéni, Ze se nakla-
datelstvi Schiiren'” ujalo vydavini edi¢ni fady vé-
nované textualité filmu, na druhé strané je ale

9) Boris Ejchenbaum, Literatura a film [1926]. In: Boris Ejchenbaum, Jak je udélin Gogoliiv Plast
a jiné studie. Praha: Triada 2012, s. 77-81. Paul Willemen, Cinematic Discourse — The Problem of Inner

Speech. Screen 22, 1981, ¢. 3, s. 63-93.

10) Schiiren v soucasnosti patfi k nejvétsim vydavateldm odborné filmové literatury v Némecku. Z tituld vyda-
nych v roce 2013 je mozno uvést napf.: Christine N. Brinckmann, Farbe, Licht, Empathie; Guido Kirs -
ten, Filmischer Realismus; Katharina Sykora, Figurenspiele; Till Brockmann, Die Zeitlupe — Anato-
mie eines filmischen Stilmittels; Sofia Glasl, Mind the Map. Jim Jarmusch als Kartograph von Popkultur;
Dominik Kamalzadeh - Michael Pekler, Terrence Malick.
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zfejmé, Ze ma jit o Gisporny podnik, jenz se obra-
ci jen na malou skupinu odborné specializova-
nych zajemcu. Svédci o tom typografické reSeni ¢i
kvalita fotografii. Bohuzel se v8ak Setfilo i na rej-
stiiku. Jeho absence v knize pIné jmen, nazvu fil-
mi a komplikované terminologie pisobi jako

krok vici ¢tenafi znacné nevstficny.'"

Petr Mares

11) Tato recenze vznikla v raimci Programu rozvoje védnich oblasti na Univerzité Karlové ¢. P13 Racionalita ve vé-
dach o ¢lovéku, podprogram Kultury jako metafory svéta.
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Média mezi historickym vyzkumem a praktickymi aplikacemi

Konference Media Art Histories: RENEW, Riga, 8. az 11. listopadu 2013

V Rize se letos konal paty ro¢nik mezindrodni
konference zaméfené na historii médii, védy
a technologie. A¢ je pofadana od roku 2005, jeji
zaklady byly polozeny mnohem dtive: konference
navazuje na jedné strané na debaty o mozném po-
jeti historie, které od konce osmdesatych let dvaca-
tého stoleti vyrazné proménily mimo jiné i podo-
bu vyzkumt audiovizudlnich a medidlnich obord,
na strané druhé rozviji mladsi diskuse o zpiso-
bech reflexe novych médii. Tyto dva vyzkumné
proudy se zacaly spojovat v okamziku, kdy se uka-
zovalo, Ze rana média a média nejnovéjsi vykazuji
nékteré podobné rysy a je tieba se vénovat jejich
komparaci. Tyto debaty je nutné ¢astecné osvétlit,
aby bylo ziejmé, proc je pravé tato konference pod-
statna pro uvazovani o médiich a jejich historii.
Na pocatku nového historického pristupu stéla
mimo jiné znamd Foucaultova Archeologie véde-
ni, ktera zpochybnila monumentalné statickou
podstatu dokumentii, objektii a archivnich ,vy-
kopavek®, naznacila, Ze do zna¢né miry spekula-
tivni, linearni narativy historickych praci je tfeba
nahradit plosnym a preciznim popisem a Ze mé-
dia neznamenaji pouze obraz, materidlni pred-
met, kulturni formu nebo sdéleni, ale vaZzou se na
dobové sociokulturni praktiky." Teoretici a histo-
rici médii tak dostali zcela zasadni impuls k pre-
hodnoceni dosavadniho pfistupu, z néhoz se zro-
dil vyzkumny — nikoli institucionalizovany —

program nazvany ,.archeologie médii".

Archeologie médii se stala nejen pojmem, ale
zacala nabyvat riznych podob a specifikovat se
v raznych smérech. Predné se badatelé priklonili
k hledani historie médii, archeologickému od-
kryvani jednotlivych medidlnich vrstev a opraso-
vani neznamych a jiz neexistujicich médii, pri-
cemz vice ¢i méné prehlizeli filosoficky rozmér
Foucaltovy prace. Tato linie déjin médif, ktera na-
§la tézisté zejména v angloamerickych studiich,
jako by nesly3ela latentné pfitomnou vyzvu v za-
kladajicim textu, Ze je potfeba spise sledovat, co
média nejsou, nez jak se promeénuje jejich podo-
ba a forma.

Druha metoda, vazané spie na evropsky kon-
text, se zacala pokouset o odhalovani zptsobd,
jak jednotlivé diskursivni tradice a formace utva-
feji specifické medialni aparaty a systémy v riz-
nych historickych kontextech a jak definuji jejich
socidlni identitu. Média jsou chapdna jako ta, kte-
ra formuji diskurs a jsou jim zpétné formovana,
jsou vézana na urcité ideje a koncepce (jakymi je
napfiklad ¢as, prostor, subjekt atd.), respektive
jen diky médiim tyto zasadni — a v jistych do-
bach vnimané jako samozfejmé — spolecenské
koordinaty mohou vzniknout a nabyt konkrétni
podoby. Vyzkum jiz nesleduje pouze historii exis-
tujicich médii, ale i archeologii ideji, hledani opa-
kujicich se motivii v déjindch medialnich diskur-
st, imaginarni ¢i subversivni média a mediélni

praxe.”

1) Michel Foucault, Archeologie védéni. Praha: Herrmann & synové 2002.
2) Podstatné prace tohoto sméru napsal zejména Siegfried Zielinski, Oliver Grau ¢i Erkki Huhtamo.
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Treti oblast vyzkumu médii, rozvijend zejména
v némecky mluvicich zemich, se jesté vice primy-
ka k foucaltovskym vychodiskim a prendsi medi-
alni vyzkum za hranice uménovédnych disciplin,
nikoli ve vztahu ke zkoumanym objektiim, ale ve
zpusobu jejich nahlizeni — do filosofie.” Filosofie
médii ma rovnéz archeologicky raz, jsou viak pro
ni mnohem podstatnéjsi medidlni prostiedi a je-
jich vnitfni dynamika. Nejde jiz o staticka média-
-monumenty, ani o pojmy, které se k nim vazou,
ale o kulturni techniky, praktiky a operace, které
davaji vzniknout ur¢ité medialité ¢i medialnu.
Meédia v tomto pojeti tak nabyvaji vlastni subjek-
tivity a nenti jiz tfeba je izolovat a kategorizovat,
natoz hledat jejich pivod.

Tyto rizné variety ,mysleni médii, s médii ci
o médiich mély spole¢né zejména to, ze byly va-
zané na diskursivni praxe a $irsi kontexty, a ne-
mohly tak zGstat uzaviené na pracovistich vizual-
nich a medidlnich studii ¢i filmovych véd. Ke
komplexité jednotlivych vyzkumi badatelé po-
trebovali interdisciplinarni, interkulturni a inter-
naciondlni dialog. Zaroven se pro né stavala pod-
statna diskuse o pozicich, které zastdvaji,
o metodickém a teoretickém ramci. Jednou
z platforem tohoto viestranného dialogu se stala
pravé konference Media Art History, ktera ve
svém podnézvu deklarovala nejen vyzkum histo-
rie médii, ale i propojeni védy, uméni a technolo-
gie, zakladnich os medialnich praktik. Archeolo-
historickému  pfistupu
hledajicimu rysy médii novéjsich v médiich star-

gicko-medidlnimu a

sich (a odtud pochazi i predpona re-, ktera je ne-
zbytnou soucdsti nazvii jednotlivych roc¢nika
konference)” také nevyhovovala izolace v ar-
chivnim prostfedi, ale bylo nutné se napojit na

aktudlni trendy novych, digitilnich médii a na
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prizkum jejich pfemistovani a institucionalnich
promén, které se k nim vdZou. Jednim z hlavnich
zaméra této konference, jeni je dlouhodobé
tispésné naplnovin, tak bylo vytvofit prostor pro
setkavani teoretické a metodologické reflexe,
americkych a evropskych badateld, historického,
primarniho vyzkumu (z vice obort), Zivého umé-
ni a jeho institucionalniho zazemi, pricemz
vstupni tezi se stala ,potfeba zkoumat historii,
abychom mobhli pochopit soucasnost*”

Prvni ro¢nik vznikl diky spojeni hostitelské in-
stituce Banff New Media Institute, Database of
Virtual Art, Leonardo/ISAST a Unesco Digi Arts.
Badatelé, ktefi tuto konferenci zaklddali nebo
prabézné ovliviuji jeji podobu, jsou prave ti, kte-
i1 se aktivné Gastnili zminovanych debat o no-
vych moznostech vyzkumu obrazii a historie mé-
dii — jako napfiklad Oliver Grau, Siegfried
Zielinsky, Jeffrey Shaw, Peter Weibel, Timothy
Drucker, Horst Bredekamp, Barbara Stafford,
W. J. T. Mitchell, Linda D. Henderson, Sean Cu-
bitt, Martin Kemp a dalsi. Prvni ro¢niky se véno-
valy zejména hledani spole¢né feCi mezi védami
zabyvajicimi se obrazem, mediilni historiografii
a vyzkumy digitalni kultury (digital humanities),
zkoumani hrani¢nich objektt (boundary objects),
moznostmi vzdjemného ,prekladu® a artikulaci
zakladnich pojmil a novych sméri.¥ Zasadni teo-
reticko-metodologické debaty byly doplnovany
o analyzy obrazu z riiznych kultur a oblasti — ne
nutné povazovanych za oblasti primdrné pracuji-
ci s obrazem — a prezentace novych a novomedi-
dlnich (uméleckych) projekt.

Letodni ro¢nik, odehrdvajici se ve Stockholm
School of Economics v lotysské Rize, pokracoval
v takto nastolené tradici — propojil mezinarodni
teoretické a historické vyzkumy ranych a novych

3) Jedna se nejen o tradici navazujici na texty Friedricha Kittlera, ale zejména o vyzkum kulturnich technik, kte-
ry probihé na IKKM (International Kolleg fiir Kulturtechnikforschung und Medienphilosopie) pod vedenim

Bernharda Siegerta a Lorenze Engella.

4) 'V roce 2005 to bylo Re:fresh, 2007 Re:place, 2009 Re:live, 2011 Re:wire a 2013 Re:new.

5) Jak prohlasil Oliver Grau na Gvodni pfednasce druhého ro¢niku konference Re:place (Berlin, 15.-18. 11.
2007). Obdobny piistup zvolila naptiklad konference Mutamorphosis spolupofadana prazskym Ciantem.

6) V ramci této konference byl naptiklad pfedstaven novy Zielinského koncept vyzkumu médii — variantologie.
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médii s Zivym uménim (konferenci navic doplnil
i festival novych médii Art+Communication
2013, ktery nabidnul vystoupeni vyraznych sou-
¢asnych medialnich umélci v sérii koncertt, per-
formanci a vystav), uméni, technologii a védu —
ale zaméfil se i na aktudlni oblasti zdjmu (vycho-
doevropskou historii médii) a soucasné otazky
(blok nazvany ,,Paradigm Shift“ se vénoval posu-
nu mezi novymi médi a postmédii, dal$i panel se
vénoval techno-ekologii, objevily se prispévky
o GPS technologiich apod.).

Konference se pfihlasila k pivodnimu archeo-
logicky-medialnimu programu v tvodni keynote
prednasce Erkki Huhtama. Huhtamo, v souladu
s jednou ze zminovanych vétvi historického vy-
zkumu, zdtraznil potfebu studovat topoi. Topos
je dle autora ,vytrvale se vyskytujici kulturni vzo-
rec, ktery se objevuje, mizi a znovuobjevuje, pfi-
¢emZ v ramci tohoto procesu nabyva novych vy-
znamui“. Pro topoi je charakteristické, ze funguji
jako spojujici prvky v kulturnich tradicich, pred-
stavuji diskursivni komentare k medialné-kultur-
nim formdm a mohou byt vyuZiviny kulturnim
pramyslem. Mezi topoi autor fadi napiiklad sérii
vynalezi zprostfedkovavajicich virtualni realitu
od ,kaleidoskopomanie“ v letech 1818-1819
a ,,stereoskopomanie® v 50. letech 19. stoleti aZ po
mdnii pocitatové generované virtualni reality ve
20. stoleti.” Internet pak podle Huhtama pfedsta-
vuje soucasné generator i distributora topoi, na-
priklad v podobé oblibenych memu (,,Policista
s pepfovym sprejem” a ,Padajici Scarlett” atd.).¥
Huhtamo v reflexi své metody na topoi vidy kla-
dl daraz, tentokrat pro néj vsak topoi predstavuji
nejen hlavni ubéznik historického vyzkumu, ale
i metodicky ramec, a to do té miry, Ze hovori
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0 moznosti ,,topos study®, samostatné linii vyzku-
mu. Vstupni ptednasku doplnil blok vénovany
archeologii médii; mimo jiné zaznély pfispévky
o tvorbé Raduze Cincery (Chris Hales), o vidéo-
théatre (Paul London), videotextu (Michal Cen-
tury) ¢i fonografu (Joana Walewska).

Druha hlavni pfednaska, pronesend Lvem Ma-
novichem, se vice zaméfila na soucasna, digitalni
média; informovala navitévniky o kvantitativné
orientovanych vyzkumech velkych dat,” které
Manovich realizuje se svymi spolupracovniky
a studenty v laboratofi Software Studies Lab
v City University of New York. Pfedndska viak
nebyla pouhym shrnutim novych badatelskych
metod a analyzou dosavadnich vysledka, ale
chtéla poukazat na nové problémy, které se od
roku 2004 rodi s prudkym ndrtstem digitalnich
a digitalizovanych obrazi, textd, filma a jinych
dat. Podle Manoviche je tieba se ptat, jaké nové
teoretické koncepty lze pouzit pfi analyze vizual-
nich sbirek citajicich biliony obrazii. Manovichiv
tym se zaméfuje naptiklad na analyzu barev
mnoha fotografii vytvofenych na riiznych mis-
tech svéta uloZenych na internetu prostfednic-
tvim aplikace Instagram. Nezustava vak pouze
u digitalnich médii, ale touto metodou analyzuje
i uziti barev u impresionistickych malifa, pfi-
¢emz zdrojem informaci je pro néj velké mnoz-
stvi naskenovanych impresionistickych platen.
Manovich se pta, jak je mozné ukazat timto zpu-
sobem umélecky ,,styl“ ¢i ,,obdobi“ jednotlivych
umélct. Vyzkumna prace s velkymi daty ma své
limity, coz bylo z Manovichovy prezentace zfej-
mé: vyzkum doposud postrada $irsi teoreticko-
-metodologicky ramec, ktery by mimo jiné
umoznil klast velkym mnozstvim dat smysluplné

7) Préavé o téchto fenoménech vysla Huhtamovi na konci letodniho roku kniha: Illusions in Motion: Media Archae-
ology of the Moving Panorama and Related Spectacles. Cambridge: The MIT Press 2013.

8) Dostupné online viz napf.: <http://www.smosh.com/smosh-pit/memes/best-pepper-spraying-cop-meme>,
[cit. 22. 12. 2013] a<http://www.rsvlts.com/2013/10/07/new-meme-alert-scarlett-johansson-falling-down-45

-photos/>, [cit. 22. 12. 2013].

9) Pojmem ,velka data“ se rozumi obrovské mnozstvi informaci pocitané v fadech petabyti (jednotka o tfi fady
vyssi, nezZ je terabyte), které vytvareji napfiklad samovolné uzivatelé internetu nebo zamérné instituce zabyva-
jici se digitalizaci kulturniho dédictvi. Manovich se zabyva velkymi daty, které maji vztah ke kultufe.
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otazky. Do budoucna vak jde o potencidlné zaji-
mavy smér vyzkumu, jenz by mohl doplnit cine-
metricky orientované metody — a to i v Ceském
prosttedi, nebot naptiklad i Narodni filmovy ar-
chiv musi pfi digitalizaci filmového dédictvi pra-
covat s velkymi daty, ktera je — zatim spise hypo-
teticky — mozno podrobit analyzam.
Konferen¢ni ptispévky vénujici se spojeni star-
$ich a novéjsich médii byly letos doplnény o no-
vou, nezbytnou perspektivu — samostatny blok
byl vénovan soucasné praxi uchovavani, restau-
rovani nebo rekonstruovani, vystavovani a zkou-
mani audiovizudlnich uméleckych dél v kultur-
nich a kulturné-vzdélavacich institucich a tloze
archivu. Rada organizaci pusobicich v oblasti
kultury se nyni musi vyrovnavat s technickym
a technologickym vyvojem, zejména s digitaliza-
ci, ktera ovliviiuje tvorbu, distribuci, uvadéni
a vystavovani uméleckych dél. Konference inicio-
vala diskusi o této aktualni situaci a zkusenostech
badatelii, kuratort a dalSich zastupcd vyzkum-
nych, archivafskych a muzejnich instituci zamé-
fujicich se pfedevéim na audiovizudlni média.
Kli¢ovym byl v tomto smyslu tematicky blok na-
zvany piimo ,,Archiving® V ivodnim panelu vy-
stoupil mimo jiné Oliver Grau, ktery zdtraznil
potfebu archivovat a analyzovat medialni uméni
a stru¢né predstavil projekt Archive of Digital
Art.'” Hana Hollingova v8ak vzapéti presvedcivé
ukézala, jak velké ndroky mize medidlné-ume-
lecké dilo klast na archivujici instituci, a to kon-
krétné na prikladu rané pocitacové interaktivni
instalace Billa Spinhovena van Oostena I/Eye
(1993). Spinhoven zminénou instalaci vystavoval
v ruznych verzich, pficemz vyuzita technika mezi
jednotlivymi prezentacemi dila zastaravala, byla
nahrazovana novéj$i a sém umeélec mél tendenci
toto dilo pretvaret. Problematicka je tedy uz jen
otazka, kterou z mnoha verzi vlastné uchovat,
Na tuto debatu navazal jediny spolecné predem
pripraveny panel, na némz vystoupili a své zku-
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§enosti prezentovali zastupci svétové vyznam-
nych muzejnich a badatelskych instituci: Joanna
Phillipsova (Guggenheim Museum, New York),
Patricia Falcaova (Tate Gallery, London), Mar-
tina Pfenningerovd (Akademie der bildenden
Kiinste, Wien) a Agathe Jarczykova (Hochschule
der Kiinste, Bern). Panel mimo jiné podrobnéji
rozebiral otazky tykajici se autenti¢nosti vystavo-
vani dél zavislych na dobové podminéné technice
a technologii. To se tyka napfiklad videoartovych
dél vytvafenych ptivodné pro prezentaci na dnes
jiz zastaralych katodovych monitorech, které lze
poridit vétsinou jiz jen v bazarech.'” Taktéz byly
nastoleny dalsi zdsadni otdzky: nakolik ma byt
umeélec zapojen do procesu archivace, jaky for-
mat pro uloZzeni ma byt zvolen, jaké IT spole¢-
nosti a platformy mohou byt do procesu zapojeny
a kdo viechno se ma na tomto procesu podilet
(konzervatofi, technici, inzenyfi, IT specialisté,
umélci, kurdtofi, teoretici, ale také sociologové
a mediélni archeologové). Rada ptipadovych stu-
dii nasledné poukazala na konkrétni problémy,
s nimiz se pamétova instituce podobného typu
miuiZe setkavat.

Vztahu novych trendi a jejich institu¢niho
ukotveni se vénoval i pfispévek Jamese Wernera,
ktery sledoval instituce uchovavajici a zprostied-
kovavajici uméni, pficemz se nezaméfoval pri-
madrné na to, jak instituce s témito médii naklada-
ji, ale naopak, jak lze tato média vyuzivat pro
zatraktivnéni instituce pro mladé navstévniky.
High Museum of Art in Atlanta podle Wernera
zaznamenalo v poslednich letech citelny propad
navstévnosti u vékové skupiny 18-34 let, a pfi-
stoupilo proto spole¢né se Southern Polytechnic
State University k unikatnimu projektu. V daném
muzeu vyuzivaji jeho pracovnici napfiklad GPS
technologii, ktera sleduje pohyb navstévnika po
muzeu a nabizi jim interaktivni zdbavu prostfed-
nictvim jejich chytrych telefont a tableti. Zapo-
jeni interaktivity do prostoru muzea v soucas-

10) Dostupny online na adrese: <https://www.digitalartarchive.at/nc/home.html>, [cit. 22. 12. 2013].
11) K této problematice viz téz Matéj Strnad, Uzzaseramuji filmy. [luminace 25,2013, ¢. 3,s. 137-141, zde 138.

o
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nosti pomahd pfilakat pravé tu vékovou skupinu
navstévnik(, ktera o expozice ztracela zajem.
Dalsi pfispévky se vénovaly napriklad webartu
(Rajashree Biswal v bloku nazvaném ,Netorked
Art®), rolim korporaci pti formovani medidlniho
obsahu (Giselle Beiguelmanova v bloku nazva-
ném ,New Imagery“), propojovani védeckych
a uméleckych médii (Ryszard W. Kluszczynski),
pripadné aktudlni situaci vyuky medialniho
uméni na $kolach (Nina Czegedlyova).

Z naznaceného programoveého rozpéti je zrej-
mé, ze konference opét plnila piivodni predse-
vzeti; propojovala techniku, uméni a védu, véno-
vala se fenoméntim starym i novym. Lze sledovat,
ze ptvodni duraz na historii médii, v¢etné mno-
ha pripadovych studii, se zacal vice pfesouvat na
média novd, pricemZ uz neni ani tak podstatné
reflektovat jejich medialitu, ale spiSe se vénovat
jejich moznému vyuzivani — institu¢nimu, edu-
kativnimu ¢i spolecenskému. Postupné zduraz-
novani aplikovatelnosti humanitnich véd tak
postupné prorusta i témito teoretickymi a histo-
rickymi diskusnimi platformami a zacina do
znacné miry vytésnovat otazky spojené s preciz-
nim historickym vyzkumem, nebo myslenim
médii a s médii — ty se pak zacinaji odstépovat
a hledaji zazemi ve zminovaném oboru filosofie
médii ¢i vyzkumu kulturnich technik.'” Zaméte-
ni na ,uzite¢nost” jednotlivych médii tak média
stavi do stredu az fetiSistického zajmu."” U mno-
ha prispévki chybél kriticky nadhled ve vztahu
k technice a médiim a metodologicka reflexe.
Christopher Salter z Concordia University
v Montrealu, ktera bude v roce 2015 hostit dalsi
ro¢nik konference nazvany Re:create, ostatné na
tento problém sim upozornil, a metodologii vy-
zkumu medidlniho umeéni proto ucinil jednim
z tematickych bloku pfipravované akce. Pfitomné
badatele vyzval, aby se inspirovali naptiklad et-
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nografickou praci Georginy Bornové. Podari-li se
tento posun, pak by konference mohla opét plnit
tak podstatnou tlohu, jako v dobé svého vzniku.

Jan Hanzlik - Katefina Svatofova

12) O tomto vice 2. ¢islo Huminace 2011, vénované archeologii médii v postmedidlni dobé.

13) Nereflektovana fascinace technikou vyustila u jednoho prednasejiciho umélce do bizarniho ptispévku, v jehoz
ramci se snazil pfipojit k dataprojektoru soucasné MacBook a iPad, aby mohl vyuzivat prezentaci a virtudlni
tabuli. O propojeni se pokousel tak dlouho, az vycerpal veskery pridéleny cas na piispévek.
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Studentska zprava z konference
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Screen Industries in East-Central Europe I1I: Industrial Authorship, Olomouc,

29. listopadu az 1. prosince 2013

Vyroéni konferenéni setkéni Screen Industries in
East-Central Europe se v letosnim roce presunu-
lo z ptidy Masarykovy univerzity do reprezenta-
tivniho prostfedi byvalého jezuitského konviktu,
kde sidli Umélecké centrum Univerzity Palacké-
ho. Univerzitni prostory zaplnili konferencni
Gcastnici z fad hostujicich prednasejicich, akade-
mickych pracovniki, badateld, filmovych profe-
siondli i mnoha studenti. Pfednesené pfispévky
umoznily tc¢astnikim ziskat rychly vhled do pro-
blematiky spjaté s primyslovym autorstvim a vy-
tvorit si predstavu o aktudlnich vyzkumnych pro-
jektech tykajicich se regionu.

Béhem prvniho ro¢niku Screen Industries in
East-Central Europe Conference (2011) byl pred-
nasejicim pfi volbé témat jejich prispévkl pone-
chén relativné volny prostor, definovany jen
obecnym ramcem filmového a televizniho pri-
myslu. Limitovalo je pouze regiondlni zaméreni
konference, které oviem uz béhem nasledujiciho
roku nebylo povazovano za neprekrocitelnou
hranici a prispévatelé seznamovali posluchace
i s vybranymi otazkami lokalizovanymi mimo
zemé stfedni a vychodni Evropy. Druhy ro¢nik
konference se ale vice vymezil tematicky, a to tak,
ze se zaméfil na kulturni politiku a politickou
kulturu. Dopliikovou sekci lonské konference byl
workshop projektu FIND zaméfeny na scendris-
tiku, coz konanou akci zatraktivnilo a rozsitilo co
do poctu dni. Jako téma leto$niho ro¢niku konfe-
rence bylo zvoleno priimyslové autorstvi ve filmu
a televizi. Konference tak oproti ptedchozim dvé-

ma ro¢nikim pfinesla mnohem uz$i pohled na
jednu zvolenou problematiku. Prispévky prednd-
Sejicich shrnuly zékladni teorie autorstvi, pred-
stavily poznatky nové a nastinily moznosti bada-
telskych vyzkumu souvisejicich s autorstvim.

Samotné konferenci predchazel cesky den za-
méreny na aktualni filmologicky vyzkum (28. lis-
topadu). Debatovalo se o nedostatcich v soucas-
ném vymezeni oboru filmové védy, reflektovaly
se posuny tohoto oboru dané vyvojem ve svété
a naslednd proména studentskych profila. Jed-
notlivé katedry pfispély do diskuze otazkou moz-
nych cest dal§iho sméfovani a zhodnotily své
dosavadni badatelské projekty. Zaméstnanci Na-
rodniho filmového archivu posluchace seznamili
s moznostmi jednotlivych specializovanych pra-
covidt. Pro studenty, ktefi méli konferenci za-
psanou jako univerzitni kurz, byla ddle urcena
ptipravna piedndska Andrase Bélinta Kovacse
z budapestské Univerzity Loranda E6tvise. Tento
renomovany predndsejici s vybornymi prezen-
tatnimi schopnostmi uvedl studenty do proble-
matiky autorstvi a nastinil historicky vyvoj jed-
notlivych teorii.

Andras Bélint Kovécs zaujal publikum i svou
~keynote“ prednaskou, kterou nazval ,,Shot Scale
Distribution and Authorship®. Piedstavil sviij za-
tim nepublikovany statisticky vyzkum, na némz
asistovala skupina univerzitnich studenti. Dva
roky spole¢né analyzovali kazdy zabér vybranych
filmi Antonioniho, Bergmana a dalsich rezisér-
skych osobnosti a sbirali k nim statistickd data
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o specificky vymezenych stylistickych vlastnos-
tech, jak se projevovaly v jednotlivych sekundach
filmi. Kovacs se zaméfil na vztah mezi volbou ve-
likosti zdbéru a autorstvim a doSel k empirické-
mu potvrzeni domnénky, Ze Antonioniho filmy
jsou urceny jeho autorskou osobnosti, nebot na-
pri¢ jeho filmografii se daji pomoci statistickych
dat nalézt etapy, ve kterych pracoval s frekvenci
velikosti zabért koherentnim zptsobem. Kovacs
si v8ak byl zaroven védom, Ze zabérovani je pou-
hou technickou nezbytnosti, a tak v zdvéru saim
polemizoval nad vysledky vyzkumu, k ¢emu po-
vedou a jakd by mohla byt dalsi uplatnéni.
Druhy keynote, nazvany ,, The Past Is a Foreign
Country? (Re)creating Vanished Worlds in Euro-
pean Production Design®, pfednesl Ian Christie
z Birkbeck College. Ve své prednasce se Christie
zabyval otazkou reprezentace minulosti z pohle-
du nové metody historické interpretace v uméni
a médiich. Navrhl eklektickou metodologii zkou-
mani filmového prostoru, vychdzejici mj. z analy-
zy zrakovych a mozkovych procest pti sledovani
filmu. Christie upozornil na vysledky zkoumaéni
lidského oka, které pfi sledovani filmového zdbé-
ru zaujme néco ihned, a néemu nevénuje na-
opak pozornost téméf vibec. V pribéhu pfed-
nasky shrnul poznatky o uspésnych historickych
filmech (CaBIrIA, BEN HUR, ANDRE] RUBLEY,
MARKETA LAZAROVA, PAN PRSTENU a dalsi) a za-
sadil je do Sirsiho kontextu déjin 20. a 21. stoleti,
kdy kinematografie umoznila velkolepé ozivovat
minulost. Christieho otazky se tak vratily k téma-
tu konference, nebot nahlizel na film jako na ko-
lektivni dilo a hledal vztah mezi autorstvim a pro-
duk¢énim designem (filmovou architekturou).
Dvojici keynote predndsek Kovicse a Christie-
ho doplnila Dina Iordanova z University of St.
Andrews. Jeji prispévek ,,Oscars® Little Brothers:
Europe and the Politics of Invisibility“ ostatni
predcil vynalézavosti a snahou vyburcovat poslu-
cha¢ovu pozornost. lordanova zapocala svou
prednasku ukdzkou proslovu Jana Svérdka pfi
prebirani Oscara za film Kovja, ¢imz oslovila do-
maci publikum, a déle prokladala vyklad kvizem
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na téma, kolik posluchac¢ti pozna soucasnou stfe-
do- ¢i vychodoevropskou filmafskou osobnost na
fotografii. Tato situace zaujala nejednoho konfe-
rencniho ucastnika, nebot, jak se ukazalo, fada
posluchac¢t z publika filmare na fotografii znala
podle jména a jeho filmografie, nikoli v$ak jiz po-
dle jeho tvdre. Iordanova tak demonstrovala fe-
nomén viditelnosti, na kterém se do jisté miry
podili séim filmar naptiklad prostfednictvim in-
ternetovych kanali. Mezi faktory (ne)viditelnosti
evropskych filmafu dle Tordanové patii kontext
a podminky narodni a regionalni filmové kultury,
ddle sociokulturni narativy, migra¢ni trajektorie
a medialni pritomnost, kritika, kontroverze
a ocenéni. lordanova na zavér svého prispévku
zduraznila, Ze vyzkum zaramovany do narodnich
kinematografii ji omezuje, a Ze naopak upied-
nostnuje 8irsi pohled na filmové déjiny, ktery ne-
opomiji koprodukéni a distribuéni vztahy mezi
staty.

Konferen¢ni prispévky krat$iho rozsahu byly
dale seskupeny do panel nazvanych: (Post)soci-
alisticka televize, Radikalni autorstvi, Kulturni
hnuti a politika (trans)narodnosti, Skupinové
a institucionalizované autorstvi, Lapeni v historii:
produkce a ¢teni autorského stylu a na zavér Poli-
ticka historie, autorstvi a non-fikce. JiZ ze zminé-
nych panelovych tituli lze vy¢ist tematickou
a pristupovou rozmanitost, kterou konference
zprostfedkovala. Panel zaméfeny na televizni
produkci zahrnoval pfedev§im prispévky histo-
rické, které posluchace obohatily o poznatky
z prostredi ceskoslovenské, jugoslavské, rumun-
ské a ukrajinské televize, ale i prispévek teoretic-
ky, zabyvajici se titulkovou vystavbou televizniho
seridlu z pohledu autorského.

Panel s ndzvem Radikdlni autorstvi obsdhl
prispévky od zenského autorstvi a feministické
estetiky v ceské kinematografii pfes osobnost
Andrzeje Zulawského, prekracujiciho svou autor-
skou tvorbou ndrodni hranice, aZ po uvazovani
o autorstvi ve smyslu znacky. Posledni zminény
prispévek Balazse Vargy o autorstvi jako pramys-
lové znacce pouzivané distribu¢nimi spole¢nost-
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mi nacrtl procesy kanonizace tvorby Bély Tarra.
Prednaseji tak na zavér trefné poznamenal, ze
Tarrovy filmy jsou kulturni elitou oslavovany,
nicméné publikem prili§ neregistrovany. Narazil
tak na typ autorstvi, ktery s sebou nese auru fa-
nouskovského ocenovani, zalozeného na Septan-
dé, a ne na vlastni divacké zkusenosti.
Nasledujici panel zabyvajici se kulturnimi hnu-
timi a politikou (trans)ndrodnosti oteviel Fran-
cesco Pitassio, ktery prednesl ptispévek o migru-
jicim neorealismu a zpiisobu distribuce autorstvi
mezi filmafi. Francesco Di Chiara navdzal na
svou lonskou prednasku o koprodukéni spolu-
praci Italie s byvalou Jugoslavii a zaméfril se na au-
torstvi ve filmech socidlniho realismu. Na tuto
problematiku navdzal Constantin Parvulescu,
ktery se zameéfil na socialisticky realismus jako
styl popirajici individualni autorstvi. Pragmatic-
téji orientovany referat prinesl Olof Hedling
z Lundské university, ktery se zamyslel nad druhy
autorského diskursu a jeho naslednym vlivem na
verejnou podporu ndrodni kinematografie.
Skupinovym a institucionalizovanym autor-
stvim se zabyvaly pfispévky historicky lokalizo-
vané do Sovétského svazu a Ceskoslovenska v po-
méru tfi ku jednomu. Sergej Kapterev prednesl
zapaleny referat o filmové kariéfe Michaila Kala-
tozova, ktery balancoval mezi individudlni a so-
vétskou ,.korporatni“ tvorbou. Maria Belodub-
rovskaya hovofila o tzv. bezsyzetovosti jako pojmu
pouzivaném sovetskymi zastdnci socialistického
realismu, ktefi kritizovali filmy, v nichz pretrva-
valy stopy drivéjsi avantgardni poetiky. Gabrielle
Chomentowski navézala polemikou o skupinové
filmové praxi v SSSR, ktera se v mnohém lisila od
pracovnich teorii nacrtnutych na papire. Ukazala
tak, jakou cestou se vyvijela individualni a kolek-
tivni tvorba v podminkach centralné fizeného
pramyslu. Blok prispévkia uzaviel Petr Szczepa-
nik, ktery navazal na svij predlonsky vystup
o statné socialistickém modu produkce — tento-
krat se nicméné nevénoval dramaturgii, nybrz fil-

movym skupinam v producentském smyslu.
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Panel metaforicky nazvany ,,Lapeni v historii
uvedl smésici biograficky ladénych prispévki.
Radomir Kokes predstavil sviij vyzkum stylu
v Ceské némé kinematografii. Na pfikladu Karla
Lamace demonstroval stylotvorné postupy, které
se blizily a jindy vzdalovaly klasickému stylu po-
dle toho, s kym Lama¢ zrovna spolupracoval.
Marcin Adamczak demonstroval moZnosti au-
torské prace ve statné socialistické kinematografii
na pripadu filmi Andrzeje Wajdy z 50. let. Milan
Hain poskytl poslucha¢iim medailonek Huga
Haase a na ném poukazal na produkéni praktiky
Haasovy nezévislé produkéni spolec¢nosti v USA
50. let. Blok pfispévkii uzaviela Grazyna Swieto-
chowska, ktera se zabyvala distribu¢nim trhem
a roli DVD pfebalt s pfihlédnutim k ceskoslo-
venské nové vine.

Zaveérecny panel navazal na tematiku predcho-
zich konferenc¢nich ro¢niki, kdyz se zabyval poli-
tickou historii, autorstvim a non-fikci. Mirostaw
Przylipiak poskytl teoreticky background pro
studium autorstvi v dokumentarni kinematogra-
fii a demonstroval to ukdzkami filmi Pawtla
a Marcela Lozinskich. Prispévek Lucie Cesilkové
seznamil posluchace s vlivy zaddni a smluvnich
podminek na vysledné kritkometrazni dilo
vzniklé v produkci Kratkého filmu. A jak letosni
ro¢nik konference zacal ceskym dnem, tak i ces-
kou sekci skoncil. Uplny zavér pfinesl vitalni po-
hled tfi ceskych producentii na téma autorstvi,
autorskych prav a ozehavou problematiku pirat-
stvi.

Treti ro¢nik Screen Industries In East-Central
Europe ukotvil konferenci jiz jako pravidelné ko-
nanou udalost, ktera umoznuje vzajemné si pre-
davat aktualni poznatky, Zivé reagovat konstruk-
tivni kritikou ¢i si neformalné pohovofit s kolegy
v oboru. Ze studentského pohledu bych zdtraz-
nila, Ze se jedna o formu efektivni vyuky, béhem
které si upevnite dosavadni znalosti, roziifite je
0 nové souvislosti a seznamite se s fadou vy-
znamnych prednasejicich predstavujicich svd ba-
datelskd zaméfeni. Mezindrodni povaha pfi-
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spevkl a jejich progresivni pfistupy podnécuji
pozornost, vybizi k diskuzi a pfinasi nejen stu-
dentiim inspiracni potencial k vlastnim pracim.

Eliska Maleckova

(studentka 3. ro¢niku magisterského programu
Teorie a déjiny filmu a audiovizualni kultury,
FF MU)

OBZOR
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Z prirtstki Knihovny NFA

CAP

Cap / [editor Vaclav Kofro ; autofi textii Jan Kfipac ...
etal.]. -- Praha : Narodni filmovy archiv, 2013. -- 57 s.:
il., portréty. -- Poznamky v textu, reZijni filmografie
a kalendarium F. Cdpa - Katalog, vydany k prvni mezi-
narodni retrospektivé klasika ceské a slovinské kinema-
tografie Frantiska Capa, je sestaven z nékolika texti za-
sazujicich rezisérova dila z riiznych obdobi jeho tvorby
do Sir$iho kontextu, rezijni filmografie, Zivotopisného
kalenddria a obrazové dokumentace. Rozsahlou pre-
hlidku s vystavou pripravil NFA ve své kiné Ponrepo
(6. 11. - 20. 12. 2013) ke 100. vyroci rezisérova naroze-
ni. -- ISBN 978-80-7004-157-4 (broz.)

CIHAK, Martin

Ponorna feka kinematografie / Martin Cihak. -- 1. vyd.
-- Praha : Akademie muzickych uméni v Praze (Nakla-
datelstvi AMU), 2013. -- 302 s. + il., faksim. -- Uvod,
poznamky v textu, edi¢ni poznmka, seznam vyobraze-
ni, filmografie, anglické, francouzské, $panélské, né-
mecké a ruské resumé - Rejstiik jmenny, ndzvovy a véc-
ny - Monografie se zabyvi skladebnymi postupy filmo-
vych avantgard, pouZivajicich vyhradné filmovy
material, protoze vnima zasadni odlisnost prace s fil-
mem od zachazeni. -- ISBN 978-80-7331-283-1 (broz.)

DUSEK, Jan

Hudba v ¢eském hraném filmu : kompozi¢ni postupy
skladatela ceské filmové hudby / Jan Dusek. -- Vyd. 1. --
Praha : Triga, 2011. -- 116 s. : noty, faksim. -- V prelimi-
nariich uvedeno: Akademie muzickych uméni v Praze,
Hudebni fakulta - Vydalo nakladatelstvi Triga pro Aka-
demii muzickych uméni v Praze - Uvod, poznimky
v textu, seznam notovych piikladi, anglické resumé -
Bibliografie na s. 106-107, rejstiik nazvovy a jmenny -
Knizni studie v sobé zahrnuje fadu kompozi¢nich ana-
lyz, z nichZ nékteré jsou zamérné cileny v riznych kapi-
tolach na tytéz filmy, aby bylo demonstrovdno mozné
ruznorodé uziti hudby v ramci jednoho filmového dila.
Jednotlivé analyzy mohou slouzit skladatelim i filmo-
vym reziséram zamyslet se nad principy, které byly uzi-
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vany vyznamnymi skladateli ¢eské filmové hudby a na-
lézt v nich inspiraci pro vlastni tvorbu. Prostfednictvim
analyz filma raznych zanrd dochazi k jistému zmapo-
vani vyvoje ceské filmové hudby, jejich promén a na-
opak jistych konstant pretrvavajicich od tplného zacat-
ku po soucasnost. -- ISBN 978-80-904506-3-9 (Vaclav
Riedelbauch - Triga : broz.)

FILOVA, Eva

Eros, sexus, gender v slovenskom filme / Eva Filova. --
1. vyd. -- Bratislava : Slovensky filmovy tstav, 2013. --
251 s. : il,, portréty. -- (Studium). -- Citaty, poznamky
v textu, anglické resumé - Bibliografie na s. 243-245 -
Knizni studie, v niZ autorka pdtrd po existenci erotiky
ve slovenském filmu, ve kterém dlouha léta prevladal
vic pud sebezdchovy nez tvofivy princip slasti. Zkouma
prvni filmovy polibek (pfes Satek) s pfihlédnutim na
okolnosti vzniku filmu Janosik a strategie zahalovini,
sleduje motivy provazané s erosem (tanec, snéni, $ilen-
stvi), export a import erotiky na konci 60. let, folkloris-
ticky erotismus, mocenské praktiky, které se v 70. letech
promitly do sexistického jazyka, rodové stereotypy pred
a po roce 1989, zviditelnovani jinakosti a homoerotické
lasky. -- ISBN 978-80-85187-63-2 (broz.)

GIESEN, Rolf

Animation under the swastika : a history of trickfilm in
Nazi Germany, 1933-1945 / Rolf Giesen and J. P. Storm.
-- Jefferson, North Carolina : McFarland & Company,
Inc., Publishers, 2012. -- vii, 229 5., 8 5. barev. obr. pfil. :
il,, portréty, faksim. (nékteré barev.). -- Predmluva, vy-
natky, poznamky na s. 215-218, filmografie, o autorech,
- Bibliografie na s. 219-220, rejstfik - Knizni studie
zkoumd Hitlerovy a Goebbelsovy snahy vybudovat né-
mecky priimysl kresleného filmu jako Disneyovu kon-
kurenci a jejich paradoxné protikladny vztah (ldska-ne-
ndvist) s americkymi producenty, jejichz filmy studova-
li za zam¢enymi dvefmi. Pfes jejich ambicidzni sen viak
z jejich asili zbylo jen nékolik kritkych animovanych
filma, predstavujicich v hlavnich rolich psy, kocky, pté-
ky, jezky, hmyz, germanské trpasliky a dal$i pohadkové
bytosti. -- ISBN 978-0-7864-4640-7 (broz.)
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HUDBA

Hudba a multimédia : sbornik studii / [Jifi Hdjek ... et
al.]. -- Vyd. 1. -- Praha : Triga, 2010. -- 124 s. : il., portré-
ty, noty, faksim. -- V prelimindriich uvedeno: Akademie
muzickych uméni v Praze, Hudebni fakulta - Vydalo
nakladatelstvi Triga pro Akademii muzickych uméni
v Praze - Pozndmky v textu - Bibliografie v textu - Ob-
sahuje: Funkce hudebni slozky v ramei multimedidlni-
ho dila / Jifi Héjek - Pocatky konvencionalizace asocia-
tivni filmové hudby v ceské filmové tvorbé / Jan Dusek
- Vyjadrovaci prostredky elektroakustické hudby v kon-
textu multimedidlni tvorby / Jan Trojan - Ptiklady in-
vené¢niho vyuziti pocitace v soudobé skladbé / Jifi Ka-
detdbek - Sbornik ¢tyf studii, v nichz se autofi pokouse-
ji o teoretickou reflexi promény skladatelského mysleni
vlivem novych technologii, médii a moZnosti laborator-
niho zpracovani zvuku. Stat skladatele a muzikologa
Jana Duska se vénuje prvnim inicializa¢nim ¢eskym fil-
movym dilim, kterd pfichdzeji s pfistupem asociace vi-
zudlni a hudebni (zvukové) slozky. -- ISBN 978-80-
904506-2-2 (broz.)

HURKA, Miloslay

O zvuku v ¢eském filmu : vzpominky filmate / Miloslav
Hirka ; [koncepce a odborna spoluprice: Véra Liznero-
va-Stekla, Ivo Vitek, Jifi Folvarény]. -- Pisek : Filmova
akademie Miroslava Ondricka v Pisku : Praam, 2012. --
189 s. : il, portréty, faksim. -- Uvod, filmografie
M. Hirky, o autorovi - Bibliografie na s. 189 - Vzpo-
minky legendarniho a jednoho z nejlepsich mistra zvu-
ku z filmové branze, ktery byl od roku 1943 ¢inny ve fil-
movych atelierech na Barrandové. -- ISBN 978-80-
86616-31-5 (vaz.)

JERRY

Jerry Lewis : eine Retrospektive der Viennale und des
Osterreichischen Filmmuseums 18. Oktober bis 24.
November 2013 / eine Publikation der Viennale heraus-
gegeben von Astrid Johanna Ofner und Hans Hurch. --
Wien : Viennale ; [Marburg] : Schiiren Verlag, 2013. --
199 s. : il,, portréty, faksim. -- Poznamky v textu, citaty,
vynatky, filmografie ]. Lewise - Reprezentativni katalog
k retrospektivni prehlidce film amerického filmového
herce, scendristy, reziséra a producenta Jerryho Lewise,
ktera probéhla ve Vidni na film. festivalu Viennale 2013
a v rakouském Filmmuzeu 18.-24. 10. 2013. Publikace
obsahuje staté raznych autort (véetné samotného fil-
mare) a podrobné se vénuje jednotlivym filmiim s cita-
cemi jejich dobovych kritik. Publikace je vybavena kva-
litnim obrazovou dokumentaci. -- ISBN 978-3-901770-
36-4 (Viennale : vaz.). -- ISBN 978-3-89472-870-0
(Schiiren Verlag : vaz.)

KORNER, Vladimir

Rozhovory 1964-2009 / Vladimir Kérner ; [ediéni pfi-
prava a poznamka Michal Jares]. -- V Praze : Dauphin,
2009. -- 246 s. -- (Spisy Vladimira Kornera ; sv. 11). --
Edi¢ni pozndmka - Sebrané rozhovory se spisovatelem
a scendristou Vladimirem Kornerem z let 1964-2009
pfinaseji svédectvi o autorové trvalosti v nazorech a po-
stojich. T kdyz se v nich repetitivné opakuji nékterd té-
mata z Kérnerova Zivota, lze je chapat jako podstatnou
kapitolu pro poznani spisovatelova svéta i jeho original-
niho mysleni. Svazek zahrnuje v chronologickém sledu
vétsinu publikovanych rozhovort z denniho tisku, fil-
movych i literdrnich ¢asopisii. -- ISBN 978-80-7272-
237-2 (vaz.)

KROUTVOR, Josef

Fotografie jako mytus : pocta cernobilé fotografii a je-
jim tviircim / Josef Kroutvor ; [z vydani pripravil, edi¢-
ni poznamku a medailon autora napsal Radim Kopéc].
-- 1. vyd. -- Praha : Pulchra, 2013. -- 189 s. -- (Eseje). --
O autorovi - Rejstiik jmenny - Soubor text renomova-
ného esejisty a historika uméni, tentokrét vénovanych
cernobilé fotografii. Kniha je ohlédnutim jednak za
Kroutvorovou dlouholetou praci v prazském Umé-
leckopriumyslovém muzeu, jednak za jeho celozivot-
nim tématem, kterym je uméni a kultura prelomu
19. a 20. stoleti. Tentokrat je reprezentuji jména jako
Drtikol, Sudek, Bufka, Feyfar, Svoboda, Reich, Pinkava.
-- ISBN 978-80-87377-53-6 (broz.)

KURZ, Sibylle

Pitch it! / Sibylle Kurzové ; [z némeckého originalu pre-
lozila Marcela Dohnalova ; redakce prekladu Petra Kul-
tova ; konzultace terminologie Jana Cernik ; rejstik
Ivana Rybanska ; redakéni spoluprace a edi¢ni poznam-
ka Andrea Slovikova]. -- 1. vyd. -- Praha : Akademie
muzickych uméni v Praze (Nakladatelstvi AMU), 2013.
--170s. : il. -- Autor pfedmluvy Dieter Kosslick - Uvod,
poznamky v textu, o autorce - Bibliografie na s. 166, rej-
stiik vécny - Ucebni pfirucka s nazornymi cvicenimi
seznamuje s procesem a technikou tzv. pitchingu, pro-
pracovaného systému, jak prezentovat sviij projekt
a ideje $irsimu publiku, nebo producentskym slozkam
a grantovym organizacim. Autorka je dlouholetou tre-
nérkou spolec¢enské komunikace, kterd kromé akade-
mického zakotveni v komunikac¢nich studiich cerpa
také z mnohaletého pisobeni v oblasti filmové a tele-
vizni produkce. Vede intenzivni kurzy na filmovych
skolach a v riznych institucich. - Nézev originalu: Pitch
it! / Kurz, Sibylle, 1958-. -- [Konstanz] : UVK Verlags-
gesellschaft, 2008. -- ISBN 978-80-7331-284-8 (broz.)
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MOTAL, Jan

Hermeneutika déjinnosti ve filmovém eseji Karla Vach-
ka a Chrise Markera / Jan Motal. -- 1. vyd. -- Brno: Ja-
nackova akademie muzickych uméni v Brné, 2013. --
168 s. -- (Vybérova rada doktorskych praci). -- Uvod,
doslov, vynatky, citity, poznamky v textu, anglické resu-
mé, o autorovi - Bibliografie na s. 162-168 - Interdisci-
plindrni studie analyzuje déjinnost ve filmech Chrise
Markera a Karla Vachka. Teoreticky ramec vymezuje
tento prostor rozuméni na zakladé Gadamerovy filozo-
fické hermeneutiky a Ricoeurova pojeti mimeésis, inter-
pretuje Heideggerovu analyzu ¢asovosti pobytu. Snazi
se tak ve vztahu k eseji, jejz pfedbéiné definuje jako
procesudlni dialog ne-kartezianského mysleni, zhodno-
tit pojem rozuméni a diky nému pojmout déjinnost
jako vztahovani se pobytu k jeho ¢asovosti. Na tomto
zakladé interpretuje Vachkovu a Markerovu tvorbu
a dochazi k poznatku, Ze zatimco Vachkiv monologic-
ky styl filmovy esej ohybd k pamfletické manifestaci tra-
di¢nich myslenkovych schémat nejedlovského narod-
niho romantismu, Marker se v sebereflexivité obraci
k mechanismu déjinnosti jako takovému a je pro néj

a Casovosti 0 sobé. -- ISBN 978-80-7460-038-8 (broz.)

NORSTEJN, Jurij Borisovi¢

Snih na travé : ve dvou dilech / Jurij Norstejn ; [z ruské-
ho origindlu prelozil Jifi Kubicek]. -- 1. vyd. -- Praha :
APZ Production : Akademie muzickych uméni v Praze
(Nakladatelstvi AMU) : Jakub Hora, 2013. -- 2 sv. : (vét-
sinou barev.) il., faksim., portréty. -- Autor predmluvy
k eskému vyd. Jan Svankmajer - Predmluvy J. Norstej-
na k ¢eskému a ruskému vyd., poznamky na s. 367-369
(Kniha 1) a 250 (Kniha 2), seznam vyobrazeni - Obsa-
huje téz: Kniha 1. 375 s. - Kniha 2. 255 s. - Dvousvazko-
va vypravna kniha ruského vytvarnika a filmare Jurije
Borisovice Norstejna pojedndva o spojitosti vytvarného
uméni, vyjadfeni pohybu a ¢asu ve vytvarném uméni
a animace. Kniha obsahuje vice nez 1500 ilustraci, re-
produkci, skic, nacrta, vytvarnych citaci a studii. Obra-
zovd cast predstavuje jak dila Norstejna a jeho zeny
Francesky Jarbusové, a to v detailnich rozkresech jejich
vytvarného vyjadreni, tak studie klasickych a jedinec-
nych dél velikant svétového vytvarného uméni (Goya,
Van Gogh, Picasso, Braque, Dali, Repin aj.) nebo roz-
klady dél spojenych neodlucitelné s lidskou kulturni
historii (jeskyné Altamira, prehistorické malby v jesky-
ni Lascaux), v rdmci jejichZz rozboru autor vysvétluje
a predklada postupy a principy vytvarného vyrazu. -
Nazev originalu: Snég na trave / Norétejn, Jurij Boriso-
vi¢, 1941-. -- Moskva : Krasnaja plo$c¢ad, 2008. -- ISBN
978-80-7331-124-7 (Kniha 1 : viz.). -- ISBN 978-80-
7331-276-3 (Kniha 2 : vaz.)

PTACEK, Lubos3

Akira Kurosawa a jeho filmy : existencialni obraz svéta
/ Lubo$ Ptacek ; [odbornou lektoraci textu a filmografie
provedl a doslov napsal Martin Tirala]. -- Vyd. 1. -- Pra-
ha: Casablanca, 2013. -- 413 5. : (nékteré barev.) il,, por-
tréty, faksim. -- (Filmovi tviirci; sv. 4 (6.)). -- Uvod, vy-
natky, poznamky v textu a na s. 354-383, edi¢ni po-
znamka, filmografie A. Kurosawy, seznam vyobrazeni,
anglické resumé, o autorovi - Bibliografie na s. 384-391,
rejstfik - Ptvodni ¢eska knizni studie, v niz se autor po-
kousi o celistvy portrét vyznamné osobnosti svétového
filmu. Zabyva se jak Zivotnimi osudy tohoto tviirce, kte-
ré velmi vyznamné ovlivnily jeho dali sméfovani, tak
jeho tvorbou od samotnych pocatki. Vedle biografické-
ho nastinu poskytuje monografie predeviim podrobné
rozbory jednotlivych filmi, zasazenych nejen do jed-
notlivych udobi rezisérovy tvorby, ale i do kontextu ja-
ponskych zanrt a jejich vyvoje. Autor nevnima Kurosa-
wovu tvorbu odtrzené, ale sleduje ji ve vztahu k japon-
skym déjinam, k dobové situaci a kulturnim zvyklostem.
-- ISBN 978-80-87292-23-5 (broz.)

SLINTAK, Petr

Venkov v ¢eském filmu 1945-1969 : filmova tvar kolek-
tivizace / Petr Slintak, Hana Rottova. -- Praha : Acade-
mia : Ustav pro studium totalitnich rezimii, 2013. -- 483
5., [16] s. obr. pil. : il. -- (Stastné zittky ; sv. 9). -- Uvod,
pozndmky v textu, filmografie, zkratky, o autorech - Bi-
bliografie na s. 450-456, rejstitk jmenny a nazvovy -
Publikace se zabyvé tématem reflexe problematiky soci-
alnich, kulturnich a hospodafskych promén na ¢eském
venkové v povile¢ném pétadvacetileti, a to prostrednic-
tvim analyzy hrané filmové tvorby. Filmovy obraz ko-
lektivizace venkova prostiedkovany stitni kinemato-
grafii nabizi pestrou mozaiku rtznych pfistupi — od
primé aplikace ideologickych tezi komunistické politi-
ky v ramci jednotlivych filmovych dél, az po kriti¢téjsi
autorské pohledy revidujici esteticky i obsahovy sche-
matismus socrealistickych filma. Soucisti publikace
jsou vedle obecné ladénych historickych kapitol na
téma kolektivizace venkova a vyvoje ve statni kinema-
tografii také kapitoly, které se zabyvaji procesy fizeni fil-
mové dramaturgie a jednotlivymi schematickymi moti-
vy ve venkovskych filmech. Obséhld ¢ast publikace je
vénovana analyze fady konkrétnich filma ve vztahu
k dil¢éim podtématim (rodina, obec, krajina apod.)
v souvislostech socialistické transformace venkovské
spole¢nosti. -- ISBN 978-80-200-2303-2 (Academia :
vaz.). -- ISBN 978-80-87211-92-2 (Ustav pro studium
totalitnich rezimi : vaz.)

SVATONOVA, Katefina
Odpoutané obrazy : archeologie ¢eského virtualniho
prostoru / Katefina Svatoniovd. -- Vyd. 1. -- Praha : Aca-
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demia, 2013, -- 343 s. : il,, faksim. -- (Virtualni média ;
sv. 4). -- Poznamky v textu, seznam vyobrazeni, resumé
- Bibliografie na s. 307-329, rejstrik jmenny - Kniha je
zaméfena na archeologii (¢eského) virtudlniho prosto-
ru a odpoutané obrazy, které ho zaplnuji a utvéreji; tedy
na obrazy, jez opoustéji plochu, okno, ram, centrilni
perspektivu, pfesné vymezené stylové etapy ¢i tradi¢ni
uménovédu. Text zkoumad riizné strategie odpoutdvini
obrazu, nejprve v dobé modernity, dale se zabyvé tim,
jaky vliv na zobrazovani méla proména védeckého uva-
zovani o prostoru, sleduje, jak se v neeukleidovském
prostoru odpoutavaji vnéjsi technické obrazy Josefa
Svobody, Raduze Cincery a planetérii nebo vnitini ob-
razy, jak je popsal fenomenologicko-antropologicky
psychiatr Svetozar Nevole. -- ISBN 978-80-200-2273-8
(broz.)

TABERY, Karel

Les actualités cinématographiques francaises en
Tchécoslovaquie : reconstruction du répertoire des an-
nées 1919-1939 / Karel Tabery. -- 1lere éd. -- Ostrava :
Universitas Ostraviensis, 2012. -- 522 s. : il,, portréty,
faksim. -- Pozndmky v textu, seznam vyobrazeni, o au-
torovi - Bibliografie na s. 389-392, rejstfik jmenny, véc-
ny - Na zakladé ¢eskych a francouzskych pramenti a je-
jich vzajemného porovndni, je v této knize formou
piehledného katalogu rekonstruovan repertodr fran-
couzskych filmovych aktualit uvedenych v Ceskoslo-
venské republice v mezivale¢ném obdobi (1919-1939).
V této dobé byly filmové tydeniky jedinym zdrojem ob-
razovych informaci. Pfinasely autentické svédectvi
o tehdejsich udalostech a jejich aktérech, zibéry mnoha
vyznamnych osobnosti z oblasti politiky, sportu i umé-
ni a riizné zajimavosti ze viech kouti svéta. V této dile-
zité zpravodajskeé roli se na naSem tizemi vyrazné podi-
lely filmové aktuality francouzské provenience Gau-
montiv tyden, Pathé journal, Pathé revue ad. Souddsti
publikace je jmenny a tematicky rejstiik a nékolik obra-
zovych pfiloh. -- ISBN 978-80-7464-110-7 (broz.)

TOURISTS

Tourists & nomads : amateur images of migration /
Sonja Kmec and Viviane Thill, eds. -- Marburg : Jonas
Verlag, 2012. -- 232 s. : (vétinou barev.) il,, portréty. --
Uvod, poznamky v textu, o autorech - Bibliografie
v textu - Kolektivni monografie zkouma v péti tematic-
kych oddilech amatérské filmové a fotografické zazna-
my raznych typ migrace obyvatelstva at uZ jako turis-
tické zazitky z dovolenych tak i jako zachyceni kocov-
ného Zivota raznych etnickych skupin, které se stéhuiji
vlivem procesu dekolonizace a véle¢nych konflikt. --
ISBN 978-3-89445-464-7 (broz.)

Pripravil Milo§ Fikejz.
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VYZVA K AUTORSKE SPOLUPRACI

NA MONOTEMATICKYCH BLOCICH
DALSICH CiSEL

Prostfednictvim monotematickych bloku se Iluminace snazi podpofit koncentrova-
néjsi diskusi uvnité oboru, vytvofit operativni prostiedek dialogu s jinymi obory
a usnadnit zapojeni zahrani¢nich prispévatelt. Témata jsou vybirana tak, aby kore-
spondovala s aktudlnim vyvojem filmové historie a teorie ve svété a aby soucasné
umoznovala otevirat specifické domaci otazky (revidovat problémy déjin ceského
filmu, zabyvat se dosud nevyuzitymi prameny). Zajemciim muze redakce poskyt-
nout vybérové bibliografie k jednotlivym tématiim. Kazdé z uvedenych ¢isel bude
mit rezervovan dostatek prostoru i pro texty s tématem nijak nesouvisejici.

S nabidkami prispévku (studii, recenzi, glos, rozhovor) se obracejte na adresu:
lucie.cesalkova@gmail.com nebo szczepan@phil.muni.cz.

V nabidce stru¢né popiste koncepci textu; u pavodnich studii se pfedpoklada délka
15-35 normostran. Podrobné pokyny pro bibliografické citace lze nalézt na webo-
vych strankdch ¢asopisu: www.iluminace.cz, v poloZzce Redakce/kontakty.
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Volné dislo.
Redakce pfijima rukopisy mimo tematické zacileni.

(uzdavérka 28. tinora 2014)

3/2014

Screen Industries in East-Central Europe I11
Special English-Language Edition

(deadline 30 April 2014)

The collection of articles has its origin in a conference on film and TV industries in the region
held in Olomouc in November 2013.
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Scendristika: teorie, historie, praxe
(uzdavérka 31. Cervence 2014)

Scéndf zistdva jednim z nejzanedbévanéjsich a nejkontroverznéjdich artefaktii filmovych
a televiznich déjin — pritom pravé na néj se soustfedila a soustredi vétsina lamentaci o krizi
filmového umeéni, pocinaje minimalné od dvacatych let 20. stoleti. Je to literarni text a zdro-
ven navod k vyrobé, obvykle neni jisté, jestli mé néjakou singularni identitu a findlni podobu,
respektive ktera z jeho textovych verzi ¢i vyvojovych stadii by to méla byt. Navzdory inflaci
scendristickych ucebnic a programii obvykle neni zfejmé, jaka plati pravidla jeho vystavby,
kdo je urcuje a jak si je autofi osvojuji. Podobné kontroverze pfetrvévaji kolem profese scend-
risty a dalsich aktért takzvaného vyvoje scénare (v cestiné drive literarni pripravy): jaky je je-
jich autorsky podil, pravomoci, délba price a do jaké miry realné pozice odpovidaji symbolic-
kému kapitdlu, ktery jim pfidéluje profesni komunita, média a spolecnost? Oteviena zlstava
otazka cteni a analyzy: dramaturgové, reziséfi, producenti, cenzofi a dalsi profesionalové me-
didlniho pramyslu si osvojili specifické techniky ¢teni scénéati, odpovidajici jejich praktickym
zajmiim, zatimco historici a teoretici své metody cteni, analyzy, klasifikace a rozuméni stdle
hledaji.

Scenaristicka praxe prochdzi od 90. let bouflivym vyvojem, ktery problematizuje tradi¢ni
koncepce textu, psani, autorstvi a profesni hierarchie. V poslednich nékolika letech se — pre-
dev$im v anglicky mluvicich zemich — konec¢né rozbéhla ziva akademicka diskuse, kterd se
s timto vyvojem pokousi drzet krok a zkouma scénar a scenaristiku v plné §ifi jejich umélec-
kych, primyslovych, technickych, sociokulturnich ad. souvislosti. Ceské archivy skryvaji tisi-
ce scénaru, jejich vyvojovych forem i textovych verzi, které se dosud nikdo nepokusil badatel-
sky zpracovat. Pozvolna se za¢ina mluvit o tom, jak dlouho zanedbavana vyuka scenaristiky
a chybéjici instituciondlni zdzemi pro systematickou dramaturgii v produkénich firmach &i ve
vefejnopravni televizi neblaze ovliviiuje kvalitu domaci audiovizualni produkce. Soubézné
s tim se ,,potichu® objevuji pokusy adaptovat pro ceské prostredi nové modely kolaborativni-
ho psani, at uz v pripadé dlouhobézicich seridll, Zanra misicich realitu s fikci nebo online videi.
Déjiny ceského filmu nabizeji vice ¢i méné uspésné vzory skupinové tviirci prace i vychovy
scendristi, z nichz nékteré (Frantisek Daniel, tviir¢i skupiny 60. let) se dokonce staly predme-
tem jakési mytizace, ale stale postraddme empiricky vyzkum, ktery by tyto tradice disledné
zhodnotil v jejich historickém kontextu a z hlediska mozného vyuziti v soucasné praxi.

Na tyto a dal3i vyzvy se pokusi reagovat tematicky blok Iluminace, ktery je vlastné prvnim do-
macim pokusem o akademickou reflexi filmové a televizni scenaristiky. Redakce uvita pri-
spévky z nize uvedenych oblasti, ale bude otevfend i jinym tématim:

« historie scenaristickych formatu, konvenci, autorskych ¢i skupinovych styld, instituci a pra-
covnich postupti

« analyza textu a jeho geneze: naratologie, prakticky dramaturgicky rozbor, textova a genetic-
ka kritika, pfipadové studie

« soucasné trendy: promény scendristiky vlivem uméleckych, technickych, ekonomickych
ad. zmeén; alternativni formy scenaristiky; transmedidlni vypravéni; scenaristicky a previ-
zualiza¢ni software
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American Cinema and Youth: New Global Histories
Special English-Language Issue

Guest editor: Richard Nowell

Please send by 31 August 2013 a 200 word abstract and a 100 word academic bio to richard_
nowell@hotmail.com. Notifications of acceptance will be issued by 30 September 2013. Essays
are to be 6,000-7,500 words (inc. footnotes and a brief abstract). This issue of Iuminace will
be published in hardcopy in spring 2015 and be accessible through EBSCO and ProQuest.

Scholarship on American cinema and youth has been dominated by symptomatic readings of
Hollywood teen films (Lewis 1992; Shary 2002; 2005). The heralding of onscreen depictions
of young Americans as by-products of the (US) social or psychological zeitgeist has led this
important media-audience relationship to be largely cast as celluloid “signs of the times”.
Broadening understandings of the multifaceted historical dimensions of American cinema
and youth is both salient and timely, not least because Hollywood has occupied a preeminent
position on major world markets, and not least because their numbers, loyalty, and supposed
vulnerability have made young movie-watchers a point of interest for producers, marketers,
politicians, watchdogs, and public-sphere claims-makers of one sort or another.

Accordingly, this English-language issue of Iluminace seeks to develop existing knowledge of
American cinema and youth through original scholarship that draws upon archival research
and is rooted in either the film-centered New Film History (Chapmen et al 2007) or the recep-
tion-oriented New Cinema History (Maltby et al 2011). To respect the transnational charac-
ter of the relationship, the issue will approach the social, political, industrial, and aesthetic di-
mensions of American cinema and youth both in the US and internationally. Proposals are
invited on, but are not restricted to, the following topics:

« Production and/or distributors of American youth cinema (in the US and abroad)

« US/Overseas youth-oriented co-productions (in the US and abroad)

» Adapting American youth-oriented filmic models overseas

o Marketing American youth-centered and youth-oriented films (in the US and abroad)
« Young American stars and starlets (in the US and abroad)

« Political elites, American cinema, and youth (in the US and abroad)

o Critical elites, American cinema, and youth (in the US and abroad)

» Youth audiences and American cinema (in the US and abroad)

Richard Nowell teaches American cinema at the American Studies Department of Charles
University in Prague. He is the author of Blood Money: A History of the First Teen Slasher Film
Cycle (Continuum, 2011), has served as a contributing editor to an English-language issue of
Iluminace on the topic of genre and the movie business, and is the editor of the forthcoming
collection Merchants of Menace: The Business of Horror Cinema (Bloomsbury). He has also
published articles in among others Cinema Journal, InMedia, the Journal of Film and Video,
the New Review of Film and Television Studies, and Post-Script.




ILUMINACE

je recenzovany Casopis pro védeckou reflexi kinematografie a pfibuznych problém. Byla za-
lozena v roce 1989 jako pulletnik. Od svého patého roéniku presla na ¢tvrtletni periodicitu
a pfi té prilezitosti se rozsifil jeji rozsah i format. Od roku 2004 je v kazdém ¢isle vyhrazen
prostor pro monotematicky blok textt. Od roku 2005 jsou nékteré monotematické bloky pfi-
pravovany ve spolupraci s hostujicimi editory. Iluminace pfindsi pfedevsim plivodni teoretic-
ké a historické studie o filmu a dalsich audiovizudlnich médiich. Kazdé ¢islo obsahuje rovnéz
preklady zahranicnich textd, jez piiblizuji soucasné badatelské trendy nebo splaceji preklada-
telské dluhy z minulosti. Velky prostor je v [luminaci vénovan kritickym edicim primarnich
pisemnym prament k déjinam kinematografie, stejné jako rozhovorim s vyznamnymi tviir-
ci a badateli. Zvlastni rubriky poskytuji prostor k prezentaci probihajicich vyzkumnych pro-
jektl a nové zpracovanych archivnich fondu. Jako kazdy akademicky ¢asopis i [luminace ob-
sahuje rubriku vyhrazenou recenzim doméci a zahrani¢ni odborné literatury, zpravam

z konferenci a dal$im aktualitim z déni v oboru filmovych a medidlnich studii.

POKYNY PRO AUTORY:
Nabizeni a format rukopisa

Redakce pfijima rukopisy v elektronické podobé v editoru Word, a to e-mailem na adrese
szczepan@phil.muni.cz nebo lucie.cesalkova@gmail.com. Doporucuje se nejprve zaslat stru¢-
ny popis koncepce textu. U pivodnich studii se predpoklada délka 15-35 normostran, u roz-
hovort 10-30 normostran, u ostatnich 4-15; v odivodnénych ptipadech a po domluvé s re-
dakci je mozné tyto limity pfekrocit. VSechny nabizené prispévky musi byt v definitivni verzi.
Rukopisy studii je tfeba doplnit filmografickym soupisem (odkazuje-li text na filmové tituly
— dle zavedené praxe Iluminace), abstraktem v angli¢tiné nebo cestiné o rozsahu 0,5-1 nor-
mostrana, anglickym ptekladem nazvu, biografickou notickou v délce 3-5 radkda, volitelné
i kontaktni adresou. Obrazky se pfijimaji ve formatu JPG (s popisky a udaji o zdroji), grafy
v programu Excel. Autor je povinen dodrzovat cita¢ni normu ¢asopisu (viz ,,Pokyny pro bib-
liografické citace®).

Pravidla a pribéh recenzniho Fizeni

Recenzni fizeni typu ,peer-review" se vztahuje na odborné studie, uréené pro rubriku ,Clan-
ky“, a probiha pod dozorem redak¢ni rady (resp. ,.,redakéniho okruhu®), jejiz aktualni slozeni
je uvedeno v kazdém ¢isle ¢asopisu. Séfredaktor mé pravo vyzadat si od autora jesté pred za-
pocetim recenzniho fizeni jazykové i vécné Gipravy nabizenych textl nebo je do recenzniho
fizeni viibec nepostoupit, pokud nesplnuji zakladni kritéria pavodni védecké prace. Toto roz-
hodnuti musi autorovi nalezité zdivodnit. Kazdou pfedbéiné pfijatou studii redakce piedlo-
i k posouzeni dvéma recenzentiim. Recenzenti budou vybirani podle kritéria odborné kvali-
fikace v otdzkdch, jimiz se hodnoceny text zabyvd, a po vylouceni osob, které jsou v blizkém
pracovnim nebo osobnim vztahu s autorem. Autofi a posuzovatelé zlstavaji pro sebe navza-
jem anonymni. Posuzovatelé vyplni formuldf, v némz uvedou, zda text navrhuji pfijmout,
prepracovat, nebo zamitnout. Své stanovisko zdiivodni v ptilozeném posudku. Pokud dopo-
rucuji zamitnuti nebo pfepracovani, uvedou do posudku hlavni diivody, respektive podnéty




k tpravam. V pripadé pozadavku na prepracovani nebo pfi protichidnych hodnocenich
miuize redakce zadat tfeti posudek. Na zdkladé posudku $éfredaktor prijme kone¢né rozhod-
nuti o pfijeti ¢i zamitnuti piispévku a toto rozhodnuti sdéli v nejkrat$im mozném terminu au-
torovi. Pokud autor s rozhodnutim $éfredaktora nesouhlasi, mtize své stanovisko vyjadrit
v dopise, ktery redakce preda k posouzeni a dal$imu rozhodnuti ¢leniim redakéniho okruhu.
Vysledky recenzniho fizeni budou archivovany zptisobem, ktery umozni zpétné ovéreni, zda
se v ném postupovalo podle vyse uvedenych pravidel a zda hlavnim kritériem posuzovini
byla védecka uroven textu.

Dalsi ustanoveni

U nabizenych rukopist se predpoklada, ze autor dany text dosud nikde jinde nepublikoval
a 7e jej v pribéhu recenzniho fizeni ani nebude nabizet jinym ¢asopisiim. Pokud byla publi-
kovana jakakoli ¢ast nabizeného textu, autor je povinen tuto skutec¢nost sdélit redakci a uvést
v rukopise. Nevyzadané prispévky se nevraceji. Pokud si autor nepfeje, aby jeho text byl zve-
fejnén na internetovych strankach casopisu (www.iluminace.cz), je tfeba sdélit nesouhlas pi-
semné redakci.

Pokyny k formalni tpravé clanki jsou ke stazeni na téze internetové adrese, pod sekci ,, Auto-
fi ¢lanka®




Sbirka oralni historie
v Narodnim filmovém archivu

NFA pecuje o nejriznéjsi typy dokumentt se vztahem k historii ¢eského filmovnictvi véetné
zvukovych a zvukové-obrazovych nahravek.

Vlastnite-li takové typy materidlii (rozhovory, zaznamy udalosti ¢i jiné druhy audiozaznami,
eventualné audiovizudlnich zaznami rozhovori, vztahujici se k tématu Ceské kinematografie,
a to z jakéhokoliv obdobi), a mate zajem o jejich bezpecné uchovani, nabizime vam bezplatné
ulozeni v depozitafich NFA.

NFA splnuje vSechny podminky, které zarucuji nejvyssi moznou kvalitu archivace.

Jakékoliv obohaceni nasi sbirky z vadich zdrojt je cennym pfispévkem k rozsifeni povédomi
o minulosti ¢eského filmu a soucasné i nasi kulturni historie.

Kontakt: kuratorka sbirky Marie Bare$ova

Marie.Baresova@nfa.cz
226 211 860 / linka 20
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