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Screen Industries in East-Central
Europe: Industrial Authorship

This issue of Iluminace has its origins in the third annual Screen Industries in East-Cen-
tral Europe Conference (SIECE), held at Palacky University in Olomouc from 29 Novem-
ber to 1 December 2013." Now in its fourth year,” the conference investigated authorship
in relation to the region’s modes of production, distribution, exhibition, and delivery, and
to the communities of industry personnel that have worked therein. More specifically, it
hosted papers considering the topic “in broader, revisionist terms that offload the Roman-
tic notion of the autonomous Auteur in favor of approaches that confront its collectivity
and institutional dimensions, and that respect authorship as a phenomenon that can be
subject to acts of branding, contestation, appropriation, repurposing, remixing, and so
on”. The SIECE III conference was co-organized by the EU funded FIND Project,” and
brought together scholars of film and television alongside media practitioners.”

From the thirty presentations delivered there, we selected for publication four empiri-
cally based historical studies focusing on the transnational dimensions of authorship in
the national film or television industries of East-Central Europe. In the first of these,
Francesco Pitassio considers how Czech film critics and practitioners discussed Italian ne-
orealism in the postwar years. Pitassio argues that their evaluative models initially helped
these figures advance their own ideological agenda, before giving way to considerations of
film style and narrative in the post-Stalinist years. From there, Constantin Parvulescu de-

1) See 2012 conference program <http://www.cefs.cz/dokumenty/SIECE_III_leaflet_20131104.pdf> and re-
ports by Eliska Maleckova (Iluminace, vol. 25, no. 4 /2013/, pp. 136-140) and Marcin Adamczak (Respubli-
ca, 18 December, 2013, <http://publica.pl/teksty/ekrany-europy-srodkowej-40893.html> [accessed 7 No-
vember 2014].

2) See 2014 SIECE IV conference program <http://www.cefs.cz> [accessed 7 November 2014].

3) Project FIND (“The Partnership Network of Universities and Film Industry”) was funded by the European
Social Fund (ESF) via the Czech Ministry of Education, Youth, and Sports — The Education for Competi-
tiveness Operational Programme (ECOP), see http://www.projectfind.cz [accessed 7 November 2014].

4) The remaining presentations and discussions are accessible as audio and video recordings on project FIND's
website: www.projectfind.cz [accessed 7 November 2014].
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tails how changes in conceptions of authorship were reflected in the opening credits of Ro-
manian films during the state-socialist era. The gradual elevation of the director to the po-
sition of principal author, he suggests, was a symptom of Romanian ambitions to
participate at international festivals and in the international art cinema circuit. Much like
Pitassio, Parvulescu shows that this development was not simply a product of official dis-
course on the social functions of art, but also marked the production sector’s relative au-
tonomy from the State. In the third essay, Lucie Cesalkova examines the ways in which in-
stitutional authorship, particularly the limited creative decision-making powers of
directors, shaped the production and content of short films in the newly nationalized
Czechoslovak film industry. Focusing on the late-Stalinist period, Cesdlkova proposes
that the centralization of this industry saw decision-making power shift toward upper
management. The final essay is written by Dana Mustata, who tackles professional ex-
changes between early Romanian television and BBC. Mustata’s discussion of these trans-
fers of know-how demonstrates the extent to which State-socialist television — and its au-
thorship — was a part of a broader pan-European development that was particularly
pronounced during the early years of the medium.

This modest collection must inevitably leave aside many important issues relating to
industrial authorship in East-Central Europe’s screen industries, including some dis-
cussed at the conference. Among these were the quantitative analysis of authorial styles,
the branding of auteur cinema, the institutional conditions precipitating the emergence of
collective styles in state-run industries, and authorship in documentary production. Nev-
ertheless, this issue does underscore the continued importance of the annual SIECE con-
ference as a platform for developing intellectual exchanges in the field and for promoting
original research originating from or focusing on Eastern and Central Europe. The pre-
sent issue would not be possible without the extensive assistance of our partner editor
Richard Nowell. A selection of the presentations delivered at the 2014 conference in Olo-
mouc will be included in the fall 2015 issue of Iluminace.
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Francesco Pitassio

Italian Neorealism Goes East

Authorship, Realism, Socialism

Festivals, awards ceremonies, retrospectives, and distribution enabled Italian neorealism
to exert a lasting influence on film cultures around the world. To date, the impact of this
production trend has been primarily considered in relation to how western nations such
as the United States, France, Britain, and Germany helped to shape the reputation of Ita-
lian postwar cinema." In particular, scholars have examined how institutions and policies
in these countries heralded several neorealist films as modernist cinematic masterpieces
(as André Bazin did), honored them with awards, produced nationally specific variants
such as the German Triimmerfilme, and increased their cultural visibility by releasing them.

However, neorealism also made inroads into Eastern Europe. For example, these pic-
tures were later rejected by some Soviet filmmakers, including Andrei Tarkovsky, who dis-
missed A HusBaND FOR ANNA (Italian Title: UN MARITO PER ANNA ZACCHEO, 1953) as
melodramatic kitsch, opining:

In the final scene of Give ANNA Giacciia A HusBaND [sic] de Santis [sic] puts his
hero and heroine on either side of a metal gate [...]. The gate positively shouts: now
the couple are [sic] split up, they’ll never be happy, it’s all over. And so a specific, in-
dividual, unique event is turned into something utterly banal because it has been
forced to take on a trivial form.”

1) Claudio Bisoni, ‘Il cinema italiano oltre confine, in Callisto Cosulich (ed.), Storia del cinema italiano.
1945/1948, vol. VII (Venezia: Marsilio/Bianco & Nero, 2003); Hermann Kappelhoff, Bernhard Gross and
Daniel Illger (eds), Demokratisierung der Wahrnehmung? Das Westeuropdische Nachkriegskino (Berlin: Vor-
werk 8, 2010); Christopher Wagstaff, ‘Il cinema italiano visto dalla Gran Bretagna) in Paolo Bertetto (ed.),
Storia del cinema italiano. Uno sguardo d’insieme (Venezia: Marsilio/Bianco & Nero, 2011); Nathaniel Bren-
nan, ‘Marketing, Meaning, Branding Neorealism: Advertising and Promoting Italian Cinema in Postwar
America, in Saverio Giovacchini and Robert Sklar (eds), Global Neorealism: The Transnational History of
a Film Style (Jackson: University Press of Mississippi, 2012), pp. 87-102; Caroline Eades, ‘Another ‘Cinéma
de Papd’ for the French New Wave?) in Giovacchini and Sklar (eds), Global Neorealism, pp. 103-124.

2) Andrei Tarkovsky, ‘Zapechatlennoe vremya’ (1967); ‘Imprinted Time, in Sculpting in Time: Reflections on the

{ Cinema, trans. Kitty Hunter-Blair (Austin: University of Texas, 1989), p. 73.

| o
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Moreover, the Czechoslovak filmmaker Jaromil Jires recalled that students of Prague’s
FAMU film school starting their classes in the 1950s with renditions of the beggars’ song
from MIRACLE IN MILAN (Italian Title: MiRACOLO A MILANO, 1950).” While it is known
that neorealism influenced the style of Eastern European films, little has been said about
its contributions to film cultures in the region.” In response, this essay examines the cir-
culation in Czechoslovak cultural discourse of notions of authorship relating to neorealist
cinema, by way of an analysis of the reception of the films from 1945 to 1955 in two film
magazines, Kino and Film a doba.” This period is bookended by the emergence of neore-
alism and the nationalization of the Czechoslovak film industry, and Czechoslovak jour-
nalists’ somewhat belated response to the 1953 decline of the trend. It needs stressing that
the Czechoslovak film distribution sector underwent significant changes following the
deaths of the two political figures that exerted the greatest control over culture in this na-
tion: Soviet Leader Josip Stalin and Czechoslovak President Klement Gottwald. Within
a year of their passing in 1953, the number of western films imported into Czechoslovakia
increased. Even though the number of Italian imports remained fairly low, strong atten-
dance in the mid 1950s indicates that they were relatively appealing.®’

The case of Italian neorealism’s presence in East-Central European film culture sug-
gests we might benefit from adding a fourth conceptualization of transnational cinema to
the three identified by Will Higbee and Song Hwee Lim.” The first of their approaches
identifies scholarship focusing “on a national/transnational binary, which sees the nation-
al model as ‘limiting, while the transnational becomes a subtler means of understanding
cinemas relationship to the cultural and economic formations that are rarely contained
within national boundaries”® Higbee and Hwee Lim argue that this approach concen-

3) Francesco Pitassio, “Trentanni dopo. Conversazione con Jaromil Jire§, Cinema ¢ Cinema, vol. 19, no. 65
(1992), p. 114.

4) On the connections between Italian neorealism and East-European cinema see for example Antonin and
Mira Liehm, The Most Important Art: Eastern European Cinema after 1945 (Berkeley: University of Califor-
nia Press, 1977); Marek Haltof, Polish National Cinema (New York: Berghahn, 2002); Peter Hames, The
Czechoslovak New Wave (Berkeley: University of California Press, 1985). In addition to aesthetic influences,
recent historiography has shed light on neorealism’s roles in professional training and film cultures. See for
example Oksana Bulgakowa, ‘Cinema sovietico: dal realismo al disgelo: 1941-1960;, in Gian Piero Brunetta
(ed.), Storia del cinema mondiale, vol. 111/*, UEuropa. Le cinematografie nazionali (Torino: Einaudi, 2000),
pp. 681-735; Masha Salazkina, ‘Soviet-Italian cinematic exchanges, 1920s-1950s: from early Soviet film the-
ory to neorealism; in Giovacchini and Sklar (eds), Global Neorealism, pp. 37-51; Eva Niripea, ‘National
space, (trans)national cinema: Estonian film in the 1960s) in Aniké Imre (ed.), A Companion to Eastern Eu-
ropean Cinemas (Chichester: Wiley-Blackwell, 2012), pp. 244-264; Evgenija Garbolevsky, ‘Mirrors of death:
subversive subtexts in Bulgarian cinema, 1964-1979; in Sanja Bahun and John Haynes (eds), Cinema, State
Socialism and Society in the Soviet Union and Eastern Europe, 1917-1989: Re-Visions (Abingdon, NY: Rout-
ledge, 2014), pp. 77-93.

5) This essay focuses on magazines rather than newspapers. A survey of such publications is welcomed but be-
yond the limited scope of this essay.

6) From 1945 to 1955, Italian imports did not surpass six percent of the films released in Czechoslovakia, sig-
nificantly less than their share of the British, French or Soviet markets. For a survey of film distribution in
Czechoslovakia see Ladislav Pistora, ‘Filmovi navitévnici a kina na tizemi Ceské republicky. Od roku 1945
do soucasnosti, I[luminace, vol. 9, no. 2 (1997), pp. 63-106.

7) Will Higbee and Song Hwee Lim, ‘Concepts of transnational cinema: towards a critical transnationalism in
film studies, Transnational Cinemas, vol. 1, no. 1 (2010), pp. 7-21.

8) Ibid., p.9.
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trates on production, distribution, and exhibition, but downplays the cultural and politi-
cal processes which facilitate the movement of people and products.” The second ap-
proach examines supranational exchange, wherein genres, practices, and heritage circulate
within a specific region.'” The third approach challenges the purported Eurocentricism of
many film cultures by shining a light on diasporic and exilic cinemas.'” Yet each of these
approaches struggles to accommodate the transnational dimensions of postwar neoreal-
ism, as these films and the personnel behind them circulated in international events like
festivals. I would like to propose that a forth category would recognize the simultaneous-
ly national and transnational dimensions of films produced within a given nation-state.
On the one hand, we would accept that conceptions of the national derive from the specif-
ic social and cultural conditions under which films are made. On the other, however, we
would note that the transnational derives from the internationally circulating cultural, po-
litical, aesthetic formations that inform the production, content, and circulation of such
films. This approach suggests that we might benefit from paying greater attention to the
roles political entities play in building the transnational circuits in which are supported
and exhibited products marked in specifically ideological and aesthetic terms.

Karlovy Vary, Authorship, and Humanism

The Czechoslovak critical reception of neorealism can be divided into three phases. These
phases reflected the dominant critical stance toward the relationships between representa-
tion and reality, wherein critics assigned specific roles to neorealism and championed
filmmakers whose work they felt best exemplified these roles. During the first phase —
which I will call “novelty” — neorealism was framed as a new cinematic development.
During the second phase, “a symbol’, neorealism was transformed into an emblem of the
challenges progressive filmmakers were seen to face under capitalism. The third phase,
“specificity”, emphasized the distinct stylistic elements of neorealist films. Thus, where ex-
isting historiography frames neorealism as a starting point of modern cinema — with au-
thorship occupying a prominent position therein — I would like to complicate this posi-
tion, by arguing that neorealism came in myriad forms and that several models of
authorship were championed by different agents at different times.

The three phases of the Czechoslovak critical reception of Italian neorealism reflected
the principal foci of the film festival known initially as Maridnské Lazné and later as Kar-
lovy Vary (hereafter simply Karlovy Vary), in relation to which the films were mainly dis-
cussed.'? At first, the organizers of this festival sought to promote national cultures with-
in an international arena and through an international ideology. The festival was designed

9) Ibid., p.9.

10) Ibid., p. 9.

11) Ibid., pp. 9-10.

12) Jindfiska Blahova, ‘Narodni, mezindrodni, globalni. Promény roli filmovéheo festivalu v Maridnskych Lazni/
Karlovy Vary, 1946 az 1959 in Pavel Skopal (ed.), Napldnovand kinematografie. Cesky filmovy pritmysl 1945
az 1960 (Praha: Academia, 2012), p. 296.
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to attract Leftist filmmakers from both sides of the Iron Curtain.'” In order to achieve this
goal, its organizers showcased a selection of films produced in State-socialist countries,
alongside others from western nations.' As Jindtiska Bldhova has argued, the early years
of the festival can be divided into three chapters. The first (1945-1947) championed
Czech-made films over those of other liberated nations, and sought to construct a nation-
al cinematic canon, thus effectively using an international framework to promote a na-
tional cinema. “In cinema, examining a concrete reality has a critical importance. [...].
First of all, the filmmaker needs to capture this reality and out of it create a new one”, wrote
Brousil, in a book originally published in 1941, but significantly republished immediately
after the war. “[T]he reality of things and stories is a needed means to fashion his own con-
ception and image of life.'” By contrast, during the second chapter, echoing Soviet dogma
(1948-1952), journalists primarily discussed neorealism from a thematic and ideological
perspective — as a mean of depicting social realities in a capitalist country — and meas-
ured it against Moscow’s demands for western films to showcase social inequality. The
third chapter, (1953-1959), which followed the deaths of Gottwald and Stalin, is distin-
guished by commentators concentrating on the style of, and the pleasures of consuming,
neorealist films.

Karlovy Vary facilitated Italian-Czechoslovak exchanges in a number of ways. In par-
ticular, it provided a meeting point for a pan-European network of progressive intellectu-
als that had formed around neorealism, and channel through which Czechoslovak films
could be distributed in Italy.'® Articles, screenplays, and books were translated into
Czech,'” while filmmakers such as Giuseppe De Santis and Cesare Zavattini were invited
to teach at FAMU. What is more, festival president Antonin Matéj Brousil was asked to
speak at an international conference on “Cinema and the Modern Man” — a landmark
event in the history of neorealism."® Personal relationships also played a major role in

13) See Blahova’s survey of 1950s sources in Ibid.

14) A number of the films screened there were later circulated through the Film Festival of the Workers, while
others were released on the Czechoslovak market where they drew the attention of the country’s film critics.
For a survey of Italian comments on Czechoslovak cinema and the Czechoslovak film market from 1945 to
1968 see Francesco Pitassio, ‘For the peace, for a new Man, for a better world!”: Italian leftist culture and
Czechoslovak cinema, 1945-1968;, in Imre (ed.), A Companion to Eastern European Cinema, pp. 265-288.
For a discussion of the Film Festival of the Workers see Ludék Havel, “O nového ¢lovéka, o dokonalejsi
zivot, o novy festival”. Filmovy festival pracujicich, in Skopal (ed.), Napldnovana kinematografie, pp. 312-
358.

15) Original: “Toto pozorovini hmotné skutecnosti je ve filmu nesmirné dalezité. [...]. Filmaft [...] nejdfive
musi zachytit tuto skutecnost a z ni teprve vytvifi skutenost novou. Realita véci a pribéhti je mu nutnym
prostiednictvim, s jehoz pomoci sklddd teprve své pojeti a obraz zivota, Antonin Matéj Brousil, Film
a ndrodnost (Praha: Ceskoslovenské filmové nakladatelstvi, 1946).

16) Pitassio, ‘For the Peace’

17) This was the case, for instance, of two screenplays, Giuseppe De Santis’ Lidé a vici (Praha: CSF, 1958), and
Cesare Zavattini's Stfecha (Praha: CSF, 1958); see also Guido Aristarco, Déjiny filmovych teorii (Praha: Or-
bis, 1968).

18) See Umberto Barbaro (ed.), Il Cinema e l'uomo moderno (Milano: Le edizioni sociali, 1950). Brousil also
helped to secure a Soviet presence at the Venice International Film Festival and placed Leftist Italian critics
in the jury at the 1949 festival, a point at which the escalation of the cold war put a strain on East-West rela-
tions. See Stefano Pisu, Stalin a Venezia. L'Urss alla Mostra del cinema fra diplomazia culturale e scontro ide-
ologico (1932-1953) (Soveria Mannelli: Rubbettino, 2013), pp. 209-214.
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consolidating such exchanges, as did bilingualism; the Czech film critic Oldfich Kautsky
spoke Italian, for example, and Brousil was fluent in French., the political culture of the
Soviet Union remained a key influence on Italian-Czechoslovak relations after 1948 how-
ever.

On both sides of the Iron Curtain, claims-makers lauded neorealism, celebrating its
main practitioners, and spotlighting its impact on local film cultures. This trend played
a key role in transforming conceptions of film authorship. In particular, it precipitated
a shift away from models derived from other sectors of the arts, which in Italy usually
meant theater. During the postwar years, the film director was elevated to a master of
film assembly for whom non-professional performers were little more than malleable re-
sources.'”

At this time, neorealist directors also became unofficial ambassadors for cinematic
“humanism” — an ethics of international solidarity based on films that promoted human
rights issues. From 1948, Moscow’s foreign and cultural policies appropriated the rhetoric
of humanism, employing buzzwords such as “peace”, “humankind”, and “people”. Intellec-
tuals for Peace and the World Peace Council, both products of Cominform, represented
arguably the most overt attempts to establish an international network beyond the Iron
Curtain.?” These organizations sought to bring together intellectuals from East and West
to legitimize State-socialism. At the core of this policy, and of central importance to its im-
pact on cinema, was an international approach that promoted popular forms based on
their international ideological thrust (their status as national cinemas notwithstanding).
Humanism implied realism due to its focus on vulnerable people suftering through harsh
wartime conditions.’" In this respect, neorealist directors exemplified what Michel Fou-
cault described as the “author-function”, insomuch as they invoked “a certain discursive
set and [indicated] the status of this discourse within a society and a culture”*’ Notions of
realism and authorship often generated contradictions relating to the value critics placed
on plausibly rendering everyday life and on realizing individual style. These positions
were reweighted in the Czechoslovak reception of neorealism, firstly through the imposi-
tion of a normative interpretation of authorship, and secondly through what Eric Hirsch
and Paul Sellors dubbed the “author-norm”.*”

19) Francesco Pitassio, ‘Due soldi di speranza. Considerazioni intorno al dibattito sull'attore non professionista
nel Neorealismo, Lasino di B. Quaderni di ricerca sul teatro e altro, no. 12 (2007), pp. 147-163.

20) Philippe Buton, ‘Partigiani della pace, in Silvio Pons and Robert Service (eds), Dizionario del comunismo nel
XX secolo, vol. I M=Z (Torino: Einaudi, 2007), pp. 110-111.

21) Pierre Sorlin, ‘Traditions and social change in the French and Italian cinema of the reconstruction;, in Nich-
olas Hewitt (ed.), The Culture of Reconstruction: European Literature, Thought and Film, 1945-1950 (New
York: St. Martin’s Press, 1989), pp. 88-102; Pierre Sorlin, European Cinemas, European Societies (London:
Routledge, 1991); David Forgacs, ‘Photography and the denarrativization of cinematic practice in Italy,
1935-55, in Laurent Guido and Olivier Lugon (eds), Between Still and Moving Images (Herts: John Libbey,
2012), pp. 245-260.

22) Michel Foucault, ‘What is an author?) in Paul Rabinow (ed.), The Foucault Reader, trans. Josué¢ V. Harari
(London: Penguin, 1984), p. 107. See also Jeff Bell, ‘The director-function: auteur theory and poststructur-
alism, Fotogenia, no. 3 (1996), pp. 187-193.

23) Eric Donald Hirsch, ‘On justifying interpretive norms, Journal of Aesthetics and Art Criticism, vol. 43, no. 1
(1984), pp. 89-91. My approach in this essay is indebted to Sellors” approach to authorship. See C. Paul Sel-
lors, Film Authorship: Auteurs and Other Myths (London: Wallflower, 2010), pp. 106-107. Hirsch argues that
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The Czechoslovak Critical Reception of Italian Neorealism:
Phase One — Novelty

During the first phase, Czechoslovak film magazines provided a space for Italian Leftist
intellectuals who were not affiliated with the Communist Party to promote neorealism
alongside the work of French documentarians and art film makers such as Jean Cocteau
and Georges Rouquier.*” In Kino, prominent Italian intellectuals such as Guido Aristarco
and Angelo Maria Ripellino argued that neorealism captured contemporary Italian social
reality and political issues without comprising artistic integrity, singling out directors
Luchino Visconti and Aldo Vergano for praise. Concurrently, their Czechoslovak counter-
parts related Italian neorealism to other European pictures about the war and its after-
math. Such films articulated the postwar humanist ethics, which organizations like
UNESCO identified as capable of overcoming national differences and maintaining peace.
Czechoslovak critics saw neorealism, like the nation from which it emerged, as something
of an oddity; as a sudden explosion of anarchy expressed through film style, social engage-
ment, and the dynamics of everyday life.”® Thus, Kautsky struggled to comprehend the
habitus of Milanese movie-goers, noting:

I just did not get it. First of all, why do Italian audiences drag their small children to
late afternoon or night screenings, sleepy and dirty, hanging with their small hands
from their mothers’ shoulders? Why, when they scream in protest at any projection
problems or mistakes in the film, don't these people care about the noise their chil-
dren make? Watching an American western in an Italian movie theatre is worth the
cost of trip to Italy alone.*®

During this phase, critics considered neorealism to be a spontaneous response to the
war, based largely on the films’ unpolished look and their depiction of the harsh realities
of the day. Broz, for example, heralded Rossellini as an impressionist on account of his war
trilogy’s fragmented rendition of the brutalities heaped upon the Italian Resistance and
Europeans generally, suggesting the films exemplified neorealism as an outburst of reality

linguistic codes do not incontrovertibly determine the meaning of a text. In order to achieve this outcome,
subcodes are required, attributing a normative role to one value (or a set of values); in the case of socialist
realism, socialist ideology and its perspective on social reality. An author-norm does not prioritize a specif-
ic value, in terms of style or content, but promotes the role of an individual subject behind the text, deter-
mining its shape and meaning.

24) Guido Aristarco, ‘Kontrastni tendence v soucasném ceském filmu, Kino, 17 May 1946, p. 104; Id., ‘Georges
Rougquier. Farrebique, Kino, 9 May 1947, pp. 372-373; Id., ‘Cocteau a film; Kino, 1 August 1947, p. 614; An-
gelo Maria Ripellino, ‘O soudobém italském filmu; Kino, 4 July 1947, pp. 530-531, 535.

25) Anon,, ‘Ttalsky film o Némecku;, Kino, 6 February 1948, pp. 110-111.

26) Original: “Neékolik jevi jsem nemohl pochopit. Predné pro¢ italsky divik s sebou taha malé déti na vecerni
predstaveni a pro¢ je vibec tahd po nocich, spici a umounéné, s rucickama visicima mamam pres ramena.
Pro¢ jejich povyk viibec nevadi divakiim, ktefi kazdou chybu projekce a tfeba zdanlivou chybu v déji ko-
mentuji hluénymi protesty. Zhlédnout americkou cowbojku v italském kinu je pozitek, stojici za zvlastni
vylet do Itdlie”. Oldfich Kautsky, ‘Italské obecenstvo, Kino, 21 November 1947, p. 875. The article was the re-
sult of a survey of postwar Italian cinema that UNESCO commissioned in the late 1940s.
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in cinema.”” Here, the director was reduced to little more than a conduit through which
the portrayal of contemporary social conditions flows. Ideologically, neorealism was thus
seen to constitute an Italian way of moving toward a progressive portrayal of the heroism
of the Resistance movement and the suffering of European populations under Fascism
and Nazism: the less obtrusive the style the better. In this respect, the director was effec-
tively positioned as an anonymous narrator.

The Czechoslovak Critical Reception of Italian Neorealism:
Phase Two — A Symbol

Lasting until 1953, the second phase of the Czechoslovak reception of neorealism fol-
lowed the Communist coup of February 1948. This development reformed the national
cultural sphere, including cinema. Italian film critics who had previously contributed to
Czechoslovak magazines were superseded by new voices affiliated with the Italian Com-
munist Party, as Kino and Film a doba published the work of Ugo Casiraghi, Glauco Viaz-
zi, and Virgilio Tosi.” These critics’ views did not differ significantly from those of Brousil,
Kautsky, and Jaroslav Broz.”” They felt that, at its best, neorealism expressed the obstacles
progressive filmmakers faced in western countries under the Marshall Plan. According to
this view, the Marshall Plan not only affected film markets, but also forced recently libe-
rated populations to submit to economic, social, political, and cultural policies that had
been drafted elsewhere, and to respond to the logics of capitalism. Thus, filmmakers were
urged not to question social or political developments, which made life difficult for pro-
gressives who were routinely deprived of financial backing. This view, cemented by con-
cerns over a postwar influx of American mass culture into Europe, served to strengthen
the bonds between anti-American western cultural elites and their dogmatic peers behind
the Iron Curtain. These critics saw the Italian government as a reactionary force sabotag-
ing a new generation of talent using a politically motivated style of filmmaking to spotlight
the shortcoming of Italian society under capitalism. The worst these critics found in neo-

27) See Broz, Rossellini filmuje v ruindch Berlina. Alongside Rossellini, the all but forgotten Aldo Vergano was
considered a key figure in this phase. Vergano was hired alongside Tadeusz Kanski to co-direct THE DEVILs
REVINE (Polish Title: CzaRrct zLEB, 1950). He likely received this opportunity because of his relationship to
the Italian Communist film theoretician Umberto Barbaro, who, at the time was teaching at the £od% Film
Academy, and was also the head of the Film Section of Italia-URSS, an organization promoting Italian-So-
viet relations through various cultural exchanges.

28) Ugo Casiraghi, ‘'K problémiim pokrokového filmu v Itali’i, Kino, 21 May 1953, pp. 170-171, 176; 1d., ‘Ttalsky
film ve stavu trvalého ohrozenf, Film a doba, vol. 2, no. 1 (1953), pp. 82-86; Id., ‘Hold italskym protifasistim
z let dvacétych, Film a doba, vol. 3, no. 2 (1954), pp. 351-353; Glauco Viazzi, ‘Tti vitézstvi italské kinemato-
grafie, Kino, 2 August 1951, p.386; Id., ‘Achtung! Banditen!, Kino, 31 January 1952, pp. 64-65; Id,
‘Nejkrasnéjsi, Kino, 8 May 1952, p. 215; Id., ‘Plast, Kino, 29 January 1953, p. 43; Id., ‘Pfipad reziséra Renata
Castellaniho. Na okraj filmu , Za dva gro$e nadéje”, Film a doba, vol. 1, no. 6 (1952), pp. 360-364; Virgilio
Tosi, ‘Vyhlidky italského filmu; Kino, 8 June 1950, pp. 264-265.

29) Oldrich Kautsky, ‘Soumrak herectvi, Kino, 25 September 1952, pp. 396-397; Id., ‘De Sica pise otaznik, Kino,
1 January 1953), p. 13; Id., ‘Neorealismus neni kone¢nd stanice, Kino, vol. 8, no. 16 (30. 7. 1953), pp. 253, 256;
Jaroslav Broz , ‘Soumrak italského filmu, Kino, 23 November 1950, pp. 558-559; bz., “Zlodéj kol, Kino, 3
March 1952, p. 17; bz., ‘Mlyn na Padu, Kino, 17 January 1952, unpaginated; bz., ‘Rim v hodiné jedendcté,
Kino, 17 July 1952, p. 295.

L
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realism was an ill-defined ideological stance exemplified by characters that made “un-so-
cialist” decisions. A case in point being THE PATH oF HopE (Italian Title: IL caAMMINO
DELLA SPERANZA, 1950), which follows a group of unemployed miners fleeing Sicily and
encountering struggling workers in Northern Italy, before finally securing employment in
France. This film was condemned in Italy for thematizing issues that the government did
not want highlighting, such as social inequality, class struggle, and emigration. However,
it was also criticized behind the Iron Curtain for failing sufficiently to associate workers
with class struggle or Marxist ideology.

During this phase, Soviet socialist realism became the benchmark against which such
critics measured the realist cinemas of every other nation. However, given their capitalist
systems, it was felt that western nations could not reasonably be expected to aspire to such
standards. For example, Czech Communist director Jifi Sequens asked rhetorically:

Isn’t the new Italian cinematic realism just a romantic exaggeration, embellishing
the merits of the Italian people vis-a-vis winning peace and democracy? [...] Al-
though the new Italian cinematic realism is innovative insofar as it casts an unro-
mantic eye on reality — and although it is almost photographically realistic, exact,
pitiless in its form — It still it fails to capture the moral quality fully determining war

and postwar Soviet cinema.””

This phase was also characterized by critical approaches which evaluated Italian neo-
realism primarily in terms of its political themes and positions. At the time, the state paid
significant attention to the themes of films entering the Czechoslovak market; following
Soviet practice, scripts were scrutinized prior to filming, as were those pictures imported
into the country.*” Although the start of the Cold War had polarized the international cul-
tural scene, Italian neorealism was accepted to have demonstrated that socially and polit-
ically engaged cinema could be produced in western nations. At this time, the production
trend was mainly valued either for critically addressing social issues or for exemplifying
filmmakers’ encounters with censorship or hostility to their progressive intentions. In
terms of the former, THE BicycLE THIEF (Italian Title: LADRI DI BICICLETTE, 1948) was
celebrated for revealing social inequalities in capitalist nations, thereby implicitly support-
ing the goals of State-socialism. The latter dovetailed with a slogan used to promote the
Karlovy Vary Film Festival: “fighting for peace, a new man, and a better world”. Progres-
sive Italian filmmakers were seen to part of the same community struggling for a brighter
social future, thus highlighting a need for revolutionary action in the West. Consequently,
the Czechoslovak press paid a great deal of attention to claims that a number of Italian

30) Original: “Neni novy italsky filmovy realismus jen romantickym zvelicovanim a piekreslenim zasluh ital-
ského lidu na véci miru vitézstvi demokracie v minulé vilce? [...]. Presto tedy, Ze je novoitalsky filmovy re-
alismus objevny v prostém, nepatetickém pohledu na skute¢nost, pfesto, ze je témér fotograficky realisticky,
piesny a nemilosrdny ve své formé, pfece nema vsobé ono mravni opravnéni, které je stoprocentnim
priavodcem vale¢ného a tésné povalecného filmu sovétského” Jiri Sequens, ‘O posldnia odpovédnosti evrop-
ského filmového realismu’, Kino, 23 April 1948, pp. 324-325,

31) See Ivan Klimes, ‘Za vizi centralniho fizeni filmové tvorby’, luminace, vol. 12, no. 4 (2000), pp. 135-139; Jiti
Knapik, ‘Filmova aféra L.P. 1949 [luminace, vol. 12, no. 4 (2000), pp. 97-119.
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productions — including those helmed by De Santis, Germi, Lattuada, and Visconti —
had been interrupted by the authorities.*”

Attention was also paid to narration. It was suggested that the plots of neorealist films
should conform to a preexisting ideological scheme positing that the duty of national cul-
ture was authentically to portray everyday life; a notion suggesting social conditions in
capitalist societies could only ever be unequal. Critics therefore tended to categorize neo-
realist films by their principal social concerns. For example, where THE BicYCLE THIEF
and RoME: 11 (Italian Title: RomaA ORE 11, 1952) were considered to be films about unem-
ployment, UNDER THE OLIVE TREE (Italian Title: NON C’E PACE TRA GLI ULIVL, 1951) and
THE EARTH TREMBLES (Italian Title: LA TERRA TREMA, 1948) were seen as foregrounding
rural issues. Czechoslovak film critics all but ignored the stylistic qualities of De Sica’s
films but praised SHOEsHINE (Italian Title: SciusciA, 1946), THE BicyCLE THIEF,
MIRACLE IN MILAN, and UMBERTO D. (1952) for centralizing social inequality. Similarly,
Vittorio De Sica was celebrated for embodying a new notion of authorship, in which he
rendered compassionately the people’s suffering under oppressive circumstances, rather
than simply indulging his stylistic predilections.” This model was seen to have been per-
fected in the much-praised ATTENTION! BANDITS! (ACHTUNG! BANDITI!, 1951), in which
it was used to showcase the economic under-classes finding political guidance during re-
sistance. This film’s director, Carlo Lizzani, who had already received an award at the 1950
Karlovy Vary film festival for his documentary SOMETHING CHANGED IN SOUTHERN
ITary (Italian Title: AL SUD QUALCOSA E CAMBIATO, 1949), received a similar accolade
a year later for his new film.*¥ By contrast, Czechoslovak critics dismissed STROMBOLI
(STROMBOLI, TERRA DI DIO, 1948). In suggesting that director Roberto Rosselini’s had be-
trayed realism, they revealed a personal sense of neorealism as wholly predicated on the
depiction of social inequality. For this reason, Rossellini was accused of succumbing to the
financial temptations of primarily commercial filmmaking.

32) vk, ‘Ttalsky film se branf, Kino, 17 March 1949, p. 83; Tosi, Vyhlidky italského filmu; Jaroslav Broz, ‘Soumrak
italského filmu; Kino, 23 November 1950, pp. 558-559; Antonin Navratil, ‘Dila pokrokovych vlivii v zapad-
nich filmovych produkcich! Kino, 16 August 1951, pp. 409-411; Anon., ‘Nenatocené filmy italskych reziséra;,
Kino, 15 November 1951, p. 555; Osvald Stein, ‘Filmova kultura zdpadu v boji proti Hollywoodu, Kino, 18
August 1952, pp. 361-363. Italian Leftist culture pursued a similar strategy. A series of reports published in
the mid 1950s in the journal Cinema Nuovo as “I film che avrebbero voluto fare” (English-language transla-
tion ‘Films they would have liked to make’) denounced the lack of financial support provided to supposeldy
valuable film projects.

33) -jab-, ‘Zlodéj kol, Kino, 27 September 1951, pp. 478-479; bz., “Zlodéj kol, Kino, 3 August 1952, p. 17.

34) Lizzani’s commitment to political causes was such that he even gave a copy of ATTENTION! BANDITS! to
a North Korean delegation as a sign of solidarity and of his support for this country in its war with the South.
See Carlo Lizzani, ‘Italskd buZoasie a filmy o narodnim osvobozeneckém hnuti, Film a doba, vol. 1, no. 3
(1952), pp. 163-164.
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The Czechoslovak Critical Reception of Italian Neorealism:
Phase Three — Specificity

By 1953, the Czechoslovak critical scene had changed significantly, with unprecedented
attention paid to cinema, especially film style and narrative. Nevertheless, supporters of
socialist realism, such as the critics mentioned above, singled out some neorealist films for
close analysis.” At this time, Cesare Zavattini became a key figure after he suggested that
neorealism should be seen less as representing reality as a predictable set of social process-
es prescribed by the laws of dialectic materialism than as a vehicle with which the camera
could record and reproduce phenomenological reality.*® This filmmaker’s significance to
the period is encapsulated by his receipt in 1955 of an International Peace Prize, an award
previously given to prominent artists and thinkers including Pablo Picasso, Bertolt Brecht,
Vitézslav Nezval, and Paul Robeson.”” Established with an overtly anti-imperialist agenda
in 1949 by the World Peace Council, this ideologically inflected honor was given to artists,
filmmakers, and organizations that were seen to have contributed to world peace. Himself
neither an orthodox Communist by Soviet standards nor a socialist realist director, Zavat-
tini’s receipt of this accolade situated this filmmaker, and, by extension, the neorealism
with which he was associated, within a pantheon of revered Leftist films and filmmakers.
It also provided an endorsement of a different type of realism to socialist realism: one that
did not offer exclusively social criticism. This step would have been unconceivable five
years earlier.

During phase three, the focus of the Czechoslovak critical reception of Italian neoreal-
ism changed as this trend was perceived as a poly-stylistic phenomenon,* as ideological
control loosened and as attention to film style increased. Critics typically focused on nar-
ration and style, and were less concerned with evaluating films ideologically. This shift in
attitude was partly a product of Moscow’s validation of neorealism, following a retrospec-
tive of key works at the city’s Dom Kino theater in late 1953. As early as the first half of
1954, Kino and Film a doba published translations of articles that had been written about
the films by Ilya Ehrenburg and Alexander Dovzhenko respectively.*” These studies intro-
duced new criteria with which to evaluate neorealist films. They stressed neorealism’s pro-
pensity for ambiguous characters that did not represent extremes of either virtue or im-
morality, its heritage in Italian art and global cinema, and their view that its style was of
greater value than its political themes. These new evaluative frameworks in turn redirect-
ed critical attention to other neorealist filmmakers. For the first time since the end of the

35) See for example Oldfich Kautsky, ‘Rim v 11 hodin. Skute¢nost vypravéna umeélcem; Kino, 22 October 1953,
pp. 346-348; 1d., ‘Romeo a Julie na vesnici, Kino, 25 March 1954, pp. 106-107; Id., ‘Pravda romanticka; Kino,
8 April 1954, pp. 122-123; Oldrich Kautsky, ‘Ulicka a prece cely svét, Kino, 29 July 1954, p. 253; Id., ‘Italsky
usmev), Kino, 21 October 1954, pp. 346-347.

36) Cesare Zavattini, ‘Neékolik myslenek o filmu), Film a doba, vol. 1, no. 6 (1953), pp. 931-941.

37) Jan Chotek, ‘Svétové ceny miru filmovym pracovnikam; Film a doba, vol. 3, no. 5-6 (1955), pp. 269-271. Za-
vattini shared this award with the Dutch documentarian Joris Ivens.

38) Francesco Casetti, ‘Style as a site of negotiation: the case of realism and neorealism, <http://francescocaset-
ti.files.wordpress.com/2011/03/style-as-site-of-negotiation.pdf> [accessed 18April 2014].

39) Ilja Ehrenburg, ‘O italskych filmech, Kino, 28 January 1954, p. 44; Alexander Dovzenko, ‘Pokrokoveé sily ital-
ské filmové tvorbé, Film a doba, vol. 3, no. 1 (1954), pp. 155-159.
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war, the plausible depiction of reality was seen as an aesthetic choice executed calculated-
ly by creative talent, as evinced in the reception of ROME: 11 or THE MILL oN THE Po (Ital-
ian Title: IL MULINO DEL Po, 1949). Moreover, a successful realist film was no longer con-
sidered to require dramatic plotting, a shift exemplified by the praise lavished upon the
neorealist comedy Two CENTs WoORTH OF HoPE (Italian Title: DUE SOLDI DI SPERANZA,
1952). The titles of these articles, which can be translated into English as “Romantic
Truth” and “Reality as told by an artist”, emphasized that the truth could indeed be roman-
tic and that reality could be captured by an artist. These shifts in critical discussion ena-
bled Rossellini to be recuperated as a master of improvisation.*” Filmmakers were credit-
ed with constructing a narrative based on choices that operated outside of ideological
demands. After a lengthy period of time, Marxist frameworks had provided a means by
which directors could be credited with fashioning films that expressed their own perspec-
tives. Filmmakers could finally claim authority of their films.

Conclusion

In the postwar era, Italian neorealism enabled Czechoslovak film critics to promote vari-
ous ideological and stylistic frameworks that remind us of the shifting notions of art, po-
litical commitment, realism, and authorship. Our understandings of neorealism whether
as a production trend or as a collection of film styles or as both should not be limited to its
aesthetic impact or its status as an inaugurator of modernist cinema. Neorealism was in-
fluential on both sides of the Iron Curtain, because it dovetailed with ideological posi-
tions, social and ethics issues, transnational film production and critical trends, and film
festivals’ changing policies to the East and the West. This trend offered multiple access
points to audiences and critics, and its myriad models of authorship posited a range of
perspectives on social issues. The opaqueness, for which Bazin famously praised PAisan
(Italian Title: PA1sA, 1946) was therefore by no means limited to its mise-en-scéne.
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40) Kautsky, ‘Rim v 11 hodin’; Id., Romeo a Julie na vesnici.; Id., ‘Pravda romantick4’; Kautsky, ‘Uli¢ka a prece
cely svét’; Id., ‘Ttalsky usmév.
41) -ro-, ‘Roberto Rossellini zastancem improvisace, Film a doba, vol. 4, 7-8 (1955), p. 377.
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' SUMMARY

L Italian Neorealism Goes East: Authorship, Realism, Socialism

Francesco Pitassio

Festivals, awards ceremonies, retrospectives, and distribution enabled Italian neorealism to exert
a lasting influence on film cultures around the world. Yet, while it is known that this trend influ-
enced the style of Eastern European cinema, little has been said about its contributions to film cul-
tures in the region. In response, this essay examines the circulation in Czechoslovak cultural dis-
course of notions of authorship relating to neorealist cinema. The essay examines the reception of
the films in two film magazines, Kino and Film a doba, from 1945 to 1955 — a period bookended by
the emergence of neorealism and the nationalization of the Czechoslovak film industry, and by
Czechoslovak journalists’ somewhat belated response to the 1953 decline of the trend.
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Constantin Parvulescu

Opening Titles and Authorship
in Romanian Socialist Film

| The opening credits of Romanian films illustrate the changing values film industries and
audiovisual culture under State-socialism assigned to cinema, authorship, and marketing.
J This essay examines the opening credits of Romanian serious dramas which were inten-
| ded to question or raise awareness of historical, moral, political, and social issues. I trace
| the transformation of these sequences across the socialist era, dividing it into three peri-
\ ods: Early Socialism (1947-1957), Mid Socialism (1957-1977), and Late Socialism (1977-
| -1989). These periods are distinguished by significant transformations in Romanian so-
| cialist discourse and the nation’s cinematic output. I argue that title sequences bare the
t traces of organizational, aesthetical, economic, and political discourses, in particular the
elevation of the director to the status of author.
; Following the Soviet example, the opening titles of the early socialist film MiTrREA Co-
i COR (1952) read: the film company, screenwriter, director, cinematographer, composer,
| editor, and some staff — the names of the actors appear only later. To account for this for-
'[ mat, we need only recognize that MiTREA CocOR was made at a time when the Soviet Un-
| ion exerted its strongest control over Romania. In 1950, the Romanian film industry was
| nationalized, and reorganized according to the Soviet model. MiTREA COoCOR thematized
‘ the collectivization of agriculture — a process which started in 1949 and which itself was
[ modeled on a Soviet precedent. The film combined elements of pre-socialist cinema with
i aspects of socialist realism (again imported from the Soviet Union). This hybrid style was
| also a product of the film having been helmed by two directors — one schooled on, and
| active in, the theater of the interwar period, the other an innovative filmmaker who had
1 learned his craft in Moscow.
| The Soviet approach to opening credits differed from those used at the time in western
| film industries, including Hollywood. The Soviet model derived from a distinct cinematic
| tradition, a distinct understanding of art’s social functions, a distinct organization of in-
dustries under State-socialism, and a pan-European postwar effort to offer alternatives to
| American imports. Hollywood’s influence on the cinema of the continent was substantial.
\ It had generated seventy-five percent of its income in the 1930s from its European ex-

.
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ports.” After the war, however, European film industries and governments retaliated by
implementing protectionist measures.” The traces of such conduct were noticeable in the
opening titles of their films, partly as a means of showcasing difference from the Holly-
wood products being framed as culturally imperialistic and economically piratical.

Hollywood and the Soviet film industry were not just major influences on Romanian
cinema, they were also its most prominent Others. As Thomas Elsaesser has suggested,
they were significant Others not only because they were widely seen as colonizing forces,
but also because they were reminders of the aesthetic interdependency of film industries,
including those across the Iron Curtain.”’ When considering the early-socialist period,
I place an emphasis on the influence of these two superpowers. The differences between
Romanian opening credits and their Hollywood counterparts are of particular impor-
tance at this time, because they emblematize distinct modes of production: one capitalist,
the other socialist. However, during the mid- and especially the late-socialist period —
eras of détente and continental integration — a consideration of European film culture be-
comes pertinent on account of its growing influence on Romanian cinema.

As the early socialist period was unfolding in Eastern Europe, Hollywood’s opening
credits were ordered thus: lead actors and actresses came first (the above-the-title cast),
followed by the rest of the cast and the crew. Hollywood also foregrounded producers,
overlooked writers, and, some exceptions notwithstanding, named the director at the end
of the sequence.” Only a handful of directors, including Frank Capra, Orson Welles and
Alfred Hitchcock, were granted the honor of having their names featured before the title
of the film (or of having their names featured on posters above that of the picture).” Ho-
llywood’s order of billing therefore followed a specific marketing logic.

The development of title sequences used in the Romanian film industry was shaped by
a negotiation of ideological and commercial imperatives, of Soviet and western influences,
of popular and high cultural values, and of nationalism and transnationalism. They were
also influenced by institutional developments such as the creation of Romanian Buftea
Film Studios (Studioul Cinematografic Bucuresti), historical shifts such as de-Sovietiza-
tion and the cultural liberalization of the 1950s, and the post-1968 internationalization of
Romanian society. Economics also played a part, especially the pursuit of autonomy from
Moscow, and the austerity of the 1980s.

During a period of de-Stalinization that began in 1956 the order of billing that had
been used on M1TREA COCOR gave way to a new approach. Consequently, THE ERUPTION

1) Thomas Schatz, ‘Hollywood and the Triumph of the Studio System in Steve Neale (ed.), The Classical Holly-
wood Reader (New York: Routledge, 2012), pp. 167-178, 175.

2) Steve Neale, ‘Arties and Imports, Exports and Runaways, Adult Film and Exploitation, in The Classical Hol-
lywood Reader pp. 399-411, 401.

3) Thomas Elsaesser, European Cinema: Face to Face with Hollywood (Amsterdam: Amsterdam University
Press, 2005), pp. 40-41.

4) Western opening credits are ordered in the following way: production and distribution companies, above-
the-line actors, titles, other actors, composer, editor, art director, director of photography, producers, writ-
ers, director. See Dominic Case, Film Technology in Post Production (New York: Focal Press, 2001), p. 233.

5) The opening credits of REAR WiNDOwW (1954) are ordered thus: company, featured actors “starring in”, and
title. However, the title screen reads “Alfred Hitchcock’s Rear Window”, with Hitchcock’s name appearing
above the title in a smaller font.
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(Romanian Title: ERuPTIA, 1957) featured credits ordered thus: the production company,
full cast, title, screenwriter, music, director of photography, and finally the director. This
approach approximated Hollywood’s credits in terms of its order, its placing of on-screen
talent up front, and the pre-title billing of an ensemble cast. Widely considered a land-
mark film due to its topicality and social relevance,”” THE ERUPTION is representative of
a period of experimentation in Romanian cinema.

The early billing of actors does not ape Hollywood’s prioritization of marketability but
instead conveys an artistic logic. It reads: the production company (Studioul Cinemato-
grafic Bucuresti) presents (prezinta pe) a cast of thirty men and (some) women in a film
called THE ERUPTION, which has been written, produced, recorded, filmed, and directed
by the credited people. The duration of the credits also sets them apart from their Holly-
wood counterparts. By the 1950s, Hollywood credits had been reduced to about ninety
seconds, with those of REAR WinDow (1954) for example lasting less than a minute. By
contrast, THE ERUPTION’s credits ran in the absence of any background action for about
two and a half minutes, giving late-running moviegoers the opportunity to seat them-
selves. They also evinced a more democratic approach to billing, using an identically sized
font and providing equal amounts of screen-time to all contributors.

The order of THE ERUPTIONs opening credits influenced those of other Romanian dra-
mas of the mid-socialist period. However, subsequent releases used shorter sequences and
echoed Hollywood’s lead by dropping the names of below-the-line talent. During this pe-
riod, one important shift did take place however. The title of the film was generally fea-
tured before the cast. This change led to the inclusion of the term “with” (“cu”, in Romani-
an) between the two; Hollywood had used this technique to distinguish a film’s leads from
its supporting cast. THE ERUPTION’s title sequence thus suggested that a company had
made this film with the assistance of various performers, in much the same way as Holly-
wood credits indicated that a production company was presenting a group of actors. It is
likely that these similarities to Hollywood minimized the influence of such features; after
all, socialism emphasized the film itself over the talent behind it.”

There were variations, of course. For instance, where THE RECONSTITUTION (Romani-
an Title: RECONSTITUIREA, 1968) used a cold open (opening in media res; to plot events
rather than credits), and 100 Le1 (1973) billed actors before the title of the film. Arguably
more significant, was the addition in the early 1970s of the production unit and the man-
ager of the unit (head producer). Previously, the first image seen in Romanian films was
a title card reading “Studioul Cinematografic Bucuresti” (see Fig. 1). The inclusion of the
producing unit reflected the reorganization of the Romanian production sector. Patterned
after the Polish model, the production company was broken into five smaller creative
teams or units, characterized by relatively high degrees of autonomy and internal cooper-

6) Cilin Caliman, Istoria filmului romanesc (Bucharest: Contemporanul, 2011), p. 225.

7) The billing sequence emphasizes the director, Liviu Ciulei, by presenting his name in a large font, on screen
alone, and for a longer period of time than his collaborators. THE ERUPTION is also unusual because of the
gendered billing of its cast. The first shot bills the actresses, and then a separate shot bills the male perform-
ers. War films such as THE BLue GaTes oF THE CITY (Romanian Title: PORTILE ALBASTRE ALE ORASULUL,
1975), which featured mainly male casts, also tended bill female performers separately.

J+—




24 Constantin Parvulescu: Opening Titles and Authorship in Romanian Socialist Film

Fig. 1 The logo of the Buftea Film Studios from opening the title sequence of MiTrREA COCOR

ation.” A head producer was placed in charge of each unit, suggesting a vertical organiza-
tion of labor, thus concentrating authorial power in the hands of one individual per unit.
As the general manager of Buftea Studios, Constantin Pivnicieriu, recalls:

As time passes, the output of a film unit comes to reflect the personality of the head
producer, in the same way as the editor-in-chief influences the content of the publi-
cation he is in charge of. [...] It's mostly about the thematic concerns of the films;
their audiences, genres, directors, the boldness of the projects, the cinematic mode
and, in general, the atmosphere [in the unit].”

At first glance, the billing of the unit might seem to be an endorsement of collective au-
thorship reminiscent of socialism’s promotion of collective labor. Yet, the very notion of
collective authorship and cooperation is undermined by the hierarchical nature of a title

8) This model was in operation in Poland from the start of the socialist era. As Dorota Ostrowska suggests
“[w]ithin them filmmakers were able to exercise some degree of not just creative but also political freedom.
The production units were thus semi-autonomous teams of film practitioners, funded by the state, and op-
erating within the state-owned and state-run film industry”. See Dorota Ostrowska, ‘An Alternative Model
of Film Production: Film Units in Poland after World War Two), in Aniko Imre (Ed.), A Companion to East-
ern European Cinemas (Malden: Blackwell-Wiley, 2013), pp. 453-465, 453.

9) Constantin Pivniceriu, Cinema at Buftea: The Cinematic Studio “Bucharest” 1950-1989 (Cinema la Buftea:
Studioul Cinematografic “Bucuresti”1950-1989) (Bucharest: Biblioteca Bucurestilor, 2011), pp. 52-53.
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sequence that boasts different sized fonts and allocates more screen time to some contri-
butors than others.

The title sequences of late-socialist dramas increasingly emphasized the hierarchical
organization of the producing unit, and the talent behind the film. For example, A GIrL’s
TeEAR (Romanian Title: O LACRIMA DE FATA, 1980) lists the studio, the unit, the title of the
film, the screenwriter, principal cast, music, make-up artists, set designers, costumers,
sound engineers, editor, producer, director of photography, and director; other below-the-
line talent are excluded. SEQUENCES (Romanian Title: SECVENTE, 1982), an homage to the
French New Wave, is bolder still. It opens to the names of the production company and
the unit, before switching to a two-minute long cold opening, before finally displaying the
film’s title in a small font. The most significant change here concerns the introduction of
the phrase “a film by” between the title and the principal cast. This reference to the direc-
tor makes a clear statement of authorship and of the hierarchization of talent.

The phrase “a film by” — a hallmark of auteur cinema — became increasingly com-
mon in the opening credits of Romanian films of the 1980s. For example, Two Step (Ro-
manian Title: PAs iN poI, 1985) takes the totems of auteur cinema to a new level. Its open-
ing credits foreground individual artistic consciousness over collective work, by naming
the director of the film immediately after the production company and before the unit. To
this, the opening credits of Iacos (1988) added the name of the director and the male lead
after a four-minute cold open.

The title sequences of Romanian genre films developed in a similar manner. Thus,
much like art cinema of the day, the gangster movie CLEAN HaNDs (Romanian Title: Cu
MAINILE CURATE, 1972) challenged the conventional Romanian approach to billing talent.
Its title sequence begins five minutes into the film when a card reading “a film realized by”
reveals the director as Sergiu Nicolaescu.'” Comedies also featured various formats. For
instance, the opening credits of I, You aND Ovip (Romanian Title: Eu, Tu s1 OvipIu,
1977), a musical, starts nine minutes into the film, and herald its generic credentials by
listing its cast of well-known comedians.

Early Socialism, 1947-1957

The changes detailed above were products of negotiations related to the aesthetic, indu-
strial, and political functions of cinema. They remind us that under socialism the notion
of cinema was not constructed in exclusively ideological terms. They also testify to the
transnational and trans-ideological dimensions of Romanian film production, thereby
bringing into question the extent to which a national cinema approach can help us under-
stand the challenges faced by this industry.

The opening credits of MiTREA CocoR reflected the Romanian film industry’s adop-
tion of Soviet production practices and socialist-realist content, and that the radical cine-

10) “Realized” is a telling word choice. First of all, its Romanian translation, “realizat de,” was used in television
for crediting producers. Second, it maintained the preeminence of the director while avoiding the auteurist
underpinnings of the phrase “a film by”.
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ma of the Stalinist period challenged the very idea of film as art. Hollywood also showed
indifference to bourgeois preoccupations with sophistication and style, as both socialist
realism and Hollywood targeted a mass audience at a time when television had yet to
damage film’s cross-class appeal. Recognizing that it was the medium of choice for the pro-
letariat, Communist Party elites hoped to use cinema to promote the socialist way of life.
By contrast, Hollywood typically aspired to the production of politically neutral entertain-
ment. Yet, in spite of these differences, in the 1940s and 1950s, both downplayed the artis-
tic input of the director, by rejecting a model of authorship derived from a “bourgeois in-
stitution of art” comprising literature, the visual arts, and theater.'” The opening credits of
Hollywood and of socialist films therefore expressed an industrial conception of cinemat-
ic production, even if the industries that produced them organized labor and ownership
differently. Nevertheless, in both cases, style was considered secondary to more pertinent
goals; entertainment in the case of the former, shaping citizens’ worldviews, in the case of
the latter.

Where Hollywood credits highlighted contributors who earned the most money, so-
cialist realist films foregrounded personnel according to the political sway they were
assumed to carry. It needs stressing that aesthetic theories of the 1950s drew a line be-
tween art produced under capitalism and that produced under socialism, positing distinct
conceptions of its social functions in eastern and western nations. As a workers’ art and
the heir to the interwar avant-garde, socialist realism was envisaged as a cinema without
authors. Authorship was dismissed as product of bourgeois concerns with form and com-
mercial branding; it was derided as an explanatory framework of creative practice. Social-
ist-realist art was framed not as a product of individuals imposing a personal vision onto
a work, but of people who served as conduits for the interests of the proletariat.

As much as the credits for MiTREA Cocor embody a rejection of bourgeois concep-
tions of art, they also express antagonism toward the entertainment of Hollywood. No-
where is this more apparent than in their refusal to maintain the Hollywood marketing
practice of listing the cast before the title of the picture. The stars of 1950s socialism were
not film actors as such, but Stakhanovite workers and communist party leaders. For this
reason, in a film about collectivization like MiTREA COCOR, performers’ names appear at
the end of the opening credits.’” One should also not misread the positioning of the direc-
tor three shots after the production company and the writer. This film’s credits were de-
signed to contrast Hollywood practices, which billed the director at the end of the se-
quence. Although the Romanian film industry saw the director as a producer, it needs to
be made clear that the term “producer” was rarely used before the 1970s and did not mean
the same thing as it did in the West. Thus, what MITREA CoCOR credits as the work of the
director also refers to the contribution of the producer, i.e. supervising project develop-
ment. A key semantic nuance also characterizes the Romanian phrase for “directing’,
which is used instead of the western standard “directed by”, thus undermining the sense of
directorial ownership; emphasizing the role of the director rather than his or her influence
over the final product.

11) See Peter Biirger, Theory of the Avant-Garde (Minneapolis: Minnesota University Press, 2003).
12) The tradition of Soviet Montage also devalued the contribution of the actor and the scriptwriter. See Leo
Braudy and Marshall Cohen, Filim Theory and Criticism (New York: Oxford University Press, 2009), p. 448.
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The early billing of the directors also reminds us of the relationships between socialist
art and the theatre. Most creative personnel working in the Romanian film industry — in-
cluding the co-director of MiTREA COCOR, Marietta Sadova — either came from the
theater or continued to work there."” As a relatively new institution, the Romanian film
industry was unable to develop a pool of politically “on-message” personnel, and was thus
heavily reliant on individuals schooled by, what were seen at the time as, the reactionary
institutions of the past. A onetime acting luminary of bourgeois theater, Sadova had either
truly embraced socialist values or repeatedly affected them. In addition to adapting classic
Romanian novels, she staged plays rooted in socialist doctrine such as The Miners (1949).'"
Ultimately, the Romanian film industry would cultivate socialist personnel, allowing it to
unburden itself of individuals like Sadova, who was imprisoned in 1959.

‘The manner in which the cast of MiTREA COCOR is listed is also reminiscent of theater
insomuch as it reads like the cast page of a program for a stage-play. It is organized in top-
down fashion, based on each character’s importance to the story. A dotted line connects
the name of the character on the left of the screen with that of the actor on the right. The
character — the product of the actor’s labor — is thus listed first, with the talent who made
this possible coming only second. Another trace of the Romanian film industry’s relation-
ships to theater, and by extension its failure fully to develop the cinema as a distinct insti-
tution, can be seen in the inclusion of writer Mihail Sadoveanu as the first credit after the
production company. Like Sadova, Sadoveanu also changed his political colors, at least
publically. By becoming a member of the socialist parliament and receiving several pres-
tigious political accolades, he occupied a lofty position in socialist cultural hierarchies. His
prominent crediting on MITREA COCOR is also indicative of the moving image being
widely seen in Romania as secondary in cultural terms to the written word. Moreover, the
emphasis placed on the script serves as a reminder that this aspect of the production pro-
cess was seen to offer the greatest opportunity to police a film’s political stance.

The Soviet-inspired elements of MiTREA COoCOR’s opening credits also exemplify a sig-
nificant way Soviet Bloc film industries were differentiated from American culture. As Da-
vid Caute has argued, “Soviet ideologists, critics, and film-makers tended to depict Amer-
ica as uncultured, as a land of capitalist entrepreneurs selling low-level entertainment,
ephemeral, narcotic trash, and Disneyland fantasies to a bemused populace”™'® Although
the Soviet Union was a largely proletarian country, its elites aimed to market the nation as
educated and well-versed in high art: not only as the land of Lenin and Stalin, but of Tchai-
kovsky, Shostakovich, Russian Ballet, Dostoyevsky, Stanislavsky, Chekhov, and the Bolshoi
Theater.

13) With few exceptions, well-liked Romanian film actors (socialism’s stars) made their living from theater.

14) Vera Molea, ‘Marietta Sadova from Legionarism to Prolectultism’ (Marietta Sadova de la legionarism la pro-
letcultism;, Historia.ro. <http://www.historia.ro/exclusiv_web/general/articol/marietta-sadova-legionarism-
proletcultism> [accessed 23 September 2014].

15) David Caute, The Dancer Defects: The Struggle for Cultural Supremacy during the Cold War (New York:
Oxford University Press, 2009), p. 8.
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For the Soviet population the vital term “cultured” — kul'turnyi — carried, parado-
xically, values normally associated with the bourgeoisie, not least “correct” and “re-
spectable” comportment in public.'®

Romanian cultural elites replicated this paradoxical mixture of elitism and proletari-
anism, laying the groundwork for the notion of the film director as the sole source of ar-
tistic input. Nevertheless, it needs stressing that the emphasis placed on the writer is not
only a symptom of socialist cinema’s relationships to theater and high culture, but also
a demonstration that the order of billing during early socialism mirrored the temporality
of the film production process. In a country undergoing radical industrialization in line
with the Soviet model such practice reflected a productionist understanding of filmma-
king, which stood in contrast to Hollywood’s ordering of talent based on marketability.

As a writer, Sadoveanu was named early in the credits because his novel and script in-
itiated the development of MiTREA COCOR. As such, his contributions are the most spa-
tially and temporally distant from the audience. From an industrial-productionist per-
spective, MITREA COCOR’s opening credits convey the notion of a Romanian studio having
started production of a film based on a novel and a script by Mihail Sadoveanu, a film that
was then adapted for the screen by two producers/directors, who in turn employed a com-
poser to write the music. The music and script were then realized by three directors of
photography, three art directors, a costume artist, an editor, makeup artists, an orchestra,
and a troupe of actors.

Mid Socialism, 1957-1977

Romania’s period of socialist-realist filmmaking ended around 1956. That year, in coun-
tries such as Poland, Hungary, and Romania, the denunciation of Stalinism precipitated
periods of political liberalization, which incentivized alternatives to socialist realism and
the promotion of “European values”. The film industries of Eastern Europe consequently
sought to open up a dialogue with their counterparts in the West. The opening credits of
1957’s THE ERuPTION exemplify this shift, and project the message that Romanian cinema
was responding to change. Austere sequences reflective of working-class unpretentious-
ness gave way to credits that boasted names located in sophisticated-looking frames.
These listings were paired with an eerie musical score and images of bubbling oil and slid-
ing mud reminiscent of American and European films noir.

The cold open of THE RECONSTITUTION also exemplified the general recalibration of
opening credit sequences. A common practice in the 1970s, this feature gestured toward
film’s emerging status as a distinct art from, and to the notion that individual authorship
generated unique motion pictures. In this sense, the cold open conveyed the idea that the
conventions of cinematic storytelling could be comprehended and accepted in the absence
of the framing provided by the title sequence. An updating of this sort was bound up with
notions of de-politicization; and with its direct and wholly diegetic character suggested

16) Ibid., p. 9.
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a matter-of-factness, which countered the prescriptive nature of socialist realism. A case
in point is also provided by genre films. For example, I, You AND OVID begins with a ten-
minute cold open that suggests the growing influence of television on Romanian audien-
ces. Instead of featuring the film’s title, its highly self-reflexive opening shows a protago-
nist turning on a television set as a well-known anchor announces that the film about to
be broadcast is “the Romanian production I, You aNp OviID”.

The opening of I, You AND OvID is indicative of the Romanian Communist Party’s
changing views of filmmaking. Party leaders were increasingly preoccupied with the com-
mercial potential of cinema. By the 1960s, the ratio of entertainment to propaganda films
in this country already stood at 60-40.'” It was also clear that television was overtaking
film as a popular medium, if only for short periods of time given that programming was
broadcast for few hours a day in the 1980s." The Romanian Communist Party’s interest
in the commerciality of cinema is encapsulated by a meeting among top brass that took
place in 1968 prior to the drafting of new legislation on the country’s film industry. The
powerbrokers present felt that increased entertainment value would help bring ticket sales
for Romanian films close to those of well-liked American and Indian imports. The ques-
tion of how entertainment, which was seen as a capitalist appropriation of art, was to be
negotiated alongside the political function of film under socialism was never answered
fully. The Party’s position remained contradictory. For example, it condemned sex and vi-
olence, at the same time as it condoned soft versions of this material. In addition to ma-
ximizing ticket sales, entertainment was seen to have an important public relations func-
tion. It promised to improve the image of the Party, giving the impression that it was not
just interested in ideology but shared citizens’ desires for recreation. Although The Party
ultimately struggled to balance entertainment and socialism, its 1968 meeting made some
recommendations to this effect. One recommendation concerned the production of his-
torical epics. The potential of such an approach is illustrated by the fact that eighteen of the
twenty most viewed films of the period fell into this genre. A second recommendation in-
volved turning to films examining contemporary social issues from a socialist perspective.
Topical cinema grew in importance, not least because it allowed Romanian filmmakers to
fulfill Party elites’ calls for socially- and politically engaged pictures while allowing for ar-
tistic expression and even criticism of the regime. This shift would become more pro-
nounced and lay the ideological foundation for the kinds of formal experimentation asso-
ciated with the New Waves of other European nations.'® At the forefront of this movement,
100 LEI concerned the nature and problems of the “contemporary man”, as socialist dis-
course would have it.

The establishment of the role of the producer in the Romanian film industry was en-
visaged as a means of balancing ideological acceptability, artistic quality, and commercial

17) Cristian Tudor Popescu, Filmul surd in Romania mutd. Politicd si propaganda in filmul romanesc de fictiune
(Tasi: Polirom, 2011), p. 116.

18) Since both television and cinema were state-owned, one cannot talk of their competition in the same terms
as we could of western European nations or the United States, especially in relation to how this competition
might have aftected style.

19) Even the makers of a formally innovative historical film such as Stone WEDDING (Romanian Title: NUNTA
DE PIATRA, 1972) felt the need to explain its setting in a prologue which drew parallels between the past and
the present.
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success on the domestic market and overseas. Constantin Pivniceriu has suggested that
producers complicate notions of authorship, arguing they operate as mediators of incom-
patible interests who are “responsible, and made responsible, for the quality of films and
their commercial viability.*” The emergence of the producer in the Romanian film indus-
try was bound up with the reorganization of the national studio (Studioul Cinematografic
Bucuresti), especially its division into units. Within each unit the director was but one
member of a team whose multidirectional cooperation suggested greater levels of collec-
tive authorship than the previously centralized studio. These developments were expected
to challenge the notion of director as film author while blurring distinctions between the
institution and the artist. They were also expected to elevate other staff and the supporting
cast above their previous status as inconsequential parts of a complex machine that at once
enabled and obstructed a director’s vision. As Pivniceriu details, it was anticipated that the
units would provide myriad creative personnel with the opportunity to express them-
selves through film albeit via exchanges of ideas.?”

These institutional transformations notwithstanding, the director continued to hold
a preeminent position during Mid Socialism. Consequently, THe ErupTiON highlights its
director Liviu Ciulei by lingering on his name — presented in a larger font then his colla-
borators — at the end of the opening credits (see Fig. 2). Moreover, THE RECONSTITUTION
underscores directorial authority in a manner reminiscent of the self-reflexive I, You AND
Ovip, by including voiceover of him instructing an actor. The director tells the actor to
throw his face into mud, to lift it slowly, to let blood flow from his mouth, then to look up
and ask another character why he hit him, before repeating these actions. Thus, the se-
quence emphasizes the director’s power over the actors and the crew in general, and his
right to be recognized by the spectator for his authority over the film.

Although THE RECONSTITUTION represented a major step toward a Romanian auteur
cinema, the film remained something of an anomaly, and its influence was minimized
when it was banned. THE RECONSTRUCTION's title sequence is long, austere, and evokes
collectivism, by listing the entire cast and crew. Even the film’s director, Lucian Pintilie, is
not afforded the privileged position his successors would receive. Rather, alongside, the
self-reflexive strategy noted above, Pintilie’s contributions are elevated indirectly by listing
him as a co-writer. This emphasis on the director as contributor to preproduction antici-
pated the framing of the writer-director as an auteur by way of the phrase “a film by”,
which would become commonplace by the 1980s.

THe ReconsTITUTION exemplifies another aspect of authorship under Mid Socialism.
At this time, authorship was seen also to be produced through the artist’s conflicts with
state censors. Indeed, film historians have argued that similar positions contributed to un-
derstandings of other Eastern European cinemas of the period, including the Polish cine-
ma of moral distrust. In this discourse, the auteur is envisaged as taking a critical stance
against the state, a practice that required him or her to mislead the state into playing the
film theatrically. Andrzej Wajda is, for example, credited with executing this tactic suc-

20) Pivniceriu, Cinema at Buftea, p. 52.
21) TIbid., p. 53.
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Fig. 2 Stylized crediting in THE ERUPTION

cessfully when he secured releases for the stridently anti-establishment MAN OF MARBLE
(1977) and MAN oF IrRON (1981).

From this perspective, the strong ticket sales generated by THE RECONSTITUTION dur-
ing its eight week engagement at a single Bucharest theater indicate not only the appeal of
the film but also that of director-centered authorship. Moreover, in the event that a pur-
portedly subversive film was banned, it tended to be the director rather than the produc-
er or star who was seen as the principal casualty of censorship. The director was thus cre-
dited not only for the artistic success of a film, but also for its moral, intellectual, or
political message. Such was the reception of Yugoslav director Dusan Makavejev and
several Czechoslovak New Wave filmmakers such as Milo§ Forman, who left their home-
lands following firestorms over their films W.R.: MYSTERIES OF THE ORGANISM (1971)
and THE FIREMEN’s BALL (1967).

Late Socialism, 1977-1989

The themes of political dissent which had partly driven the success of THE RECONSTRUC-
TION at the domestic box office also made the picture marketable on the international art
house and film festival circuit. This development would facilitate the rise to prominence of
auteurism in the Romanian film industry of the late-socialist period. At their aforemen-
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tioned 1968 meeting, the Romanian Communist Party leadership had identified the inter-
national distribution of indigenous films as commercially and politically attractive. These
decision-makers had spoken at length about how such fare could draw overseas movie-
and festival-goers. Their discussions were underpinned by the notion that this interna-
tional cultural bourgeoisie was enamored with stylized cinema, as evinced by an award
THE FOREST OF THE HANGED (Romanian Title: PADUREA SPANZURATILOR, 1965) had re-
ceived at the Cannes Film Festival. A structuring absence at this meeting was the belief —
left unspoken for political reasons — that elite audiences gravitated to films that delivered
social and political critiques of Soviet Bloc countries. Rather than openly admitting as
much, those in attendance concluded that international success rested on violent and titi-
llating content, the “undressing of the actress,” as Party Prime Secretary Nicolae Ceausescu
described the latter.”” Ceausescu put a positive spin on this issue, stressing it was inevita-
ble that both national and international audiences would be interested in the transforma-
tions taking place in Romania. Crucially, The Party’s desire to export Romanian films
increased the prestige of the director on account of the auteurist turn sweeping interna-
tional festivals in the 1960s and 1970s. Art cinema, auteurism and international distribu-
tion became ever more intertwined with the “(...) international reception of art cinema
becoming proof of its national importance”.*”

In the late 1970s, Romanian cinema was visibly westernized, not least because of the
European détente and growing East-West exchanges taking place after the Helsinki con-
ference of 1975. This too would catalyze the rise to prominence of the Romanian auteur —
and those of other Eastern European countries — in the following decade and a half. We
need to acknowledge that sending Eastern European films to western festivals was nothing
new, as the presence at Cannes of numerous films including the Hungarian drama
STRANGE MARRIAGE (Hungarian Title: KULONOS HAZASSAG, 1951) demonstrates. How-
ever, what set apart the exports of the 1970s from their predecessors are the grounds upon
which they were shipped overseas. The early films were sent to promote both the strength
of the film industry behind them and the socialist way of life, and, in so doing, antagonize
western audiences. In short, they were exported on political grounds; as part of the politi-
cal and cultural battles of the early Cold War. Consequently, they were not used to show-
case the talent of the director helming the picture.

The 1975 Helsinki conference, which gradually precipitated socialist reform, was in-
tended to advocate shared European traditions and values over East-West differences. This
event served to imbue participation in subsequent festivals with an altogether new signi-
ficance: belonging to a common European artistic community. Eastern European film in-
dustries were content to be seen as staunch supporters of a cultural pan-Europeanism un-
dergirded by the European-born concept of the Auteur. The Romanian film industry in
particular was more than happy to present itself as an urbane European filmmaking na-
tion whose exports would now not just testify to the success of State-socialism, but also to
its belonging to the continent. The importance of winning an award at a western festival

22) Popescu, Filmul surd in Romania muta, p. 131.
23) See Gait Rosalind and Karl Schoonover, “Introduction: the Impurity of Art Cinema.” in Global Art Cinema:
New Theories and Histories (New York: Oxford University Press, 2010), pp. 4, 7.
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un film de

DAN PITA

Fig. 3. The celebration of the director as author in the 1980s: Two StEp, “a film by Dan Pita”

also increased as it was seen to pave the way for international distribution and ultimately
much-needed hard currency.

The phrase “A film by” became the standard introduction of directors of Romanian
films in the 1980s (Fig. 3). This trend was prominent among, although not restricted to,
the nation’s art films. Also specific to this time were credit sequences which spotlighted
long-standing director-star relationships, with Tacos even highlighting this type of colla-
boration before the title of the film appears on screen. In much the same way as western
directors had consistently worked with a preferred star — Godard with Karina, Fellini
with Mastroianni, Antonioni with Vitti — the Romanian Dan Pita had collaborated with
Claudiu Bleont on four films: ConTEST (Romanian Title: CoNCURS, 1982) CHAINED Jus-
TICE (Romanian Title: DREPTATE iN LANTURI, 1983), Two STEP (Romanian Title: Pas in
poI1, 1985), and WHITE LACE DRESs (Romanian Title: ROCHIE ALBA DE DANTELA, 1988).
Somewhat paradoxically, such partnerships served to underscore the creative authority of
the director. Where Hollywood marketing emphasized the importance of the star, these
collaborations positioned the actor as a conduit through which the director could articu-
late his or her vision. These actors were the directors’ actor in the literal genitive sense of
the term.

The opening credits of Two STEP, a recipient of a Silver Bear award at the 1985 Berlin
International Film Festival, shows the development of Romanian socialist cinema, inclu-
ding its drift toward notions of director-centered authorship. This film’s title sequence

L |
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conveys the division of the studio into units, bills the manager of the producing unit,
names the producer, and indicates directorial authority with the phrase “a film by”. At the
same time, these credits evince the growing influence of another player: RomaniaFilm
(hereafter RADEF). The inclusion of RADEEF is significant because it reflects the decen-
tralization of the Romanian film industry and the adoption of another western billing
practice. Perhaps most importantly, however, it is evidence of Romania’s active involve-
ment in film exportation. After all, adding this institution to the credits was redundant in
the domestic market due to RADEF’s monopolization of distribution and exhibition in the
country. The phrase “RomaniaFilm presents” was therefore primarily intended to mark
a film as a serious drama for overseas eyes, both in Romania’s traditional export markets
of Eastern Europe but now also those in the West.

Conclusion: Post-Socialism

Since the fall of Communism, Romanian cinema has gradually lost its socialist character.
It has become an increasingly director-centered cinema, albeit stripped of the socialist un-
derpinnings of yesteryear. Economic and political changes facilitated the (western) Euro-
peanization of Romanian films, even if they still differ to some extent from their western
counterparts. The title sequences of the 1980s evince both stasis and change under social-
ism. Partly as a result of international cinematic trends, Romanian credits shifted stylisti-
cally and structurally towards western practices, irrespective of whether the film in ques-
tion was light-hearted escapism or a serious drama addressing socialist issues.

Film criticism and historiography — books, newspaper articles, and Romania’s leading
film magazine, Cinema — contributed to the shift toward auteurism in serious drama.
Thus, a 1982 publication designed to promote the Romanian film industry abroad framed
the nation’s cinema as wholly director-centered. Printed in the English language, this vol-
ume devoted an entire chapter to the auteur cinema of “the 1970s generation”; a genera-
tion that included Dan Pita and Mircea Daneliuc.?* Predictably, auteurism grew in signif-
icance after 1989, when the fall of the Ceausescu regime permitted filmmakers to indulge
in greater degrees of self-expression without fear of political censure or censorship. Re-
gime change also transformed the dynamics of this field of production, by, for example, al-
lowing filmmakers greater control over budgets. Pita would even become the head of the
state body responsible for underwriting the Romanian film industry, and, for a short time,
Pintilie the Minister of Culture. '

In spite of such developments, the title sequences of the early 1990s do not reflect the
radical political changes Romania underwent at this time. In fact, they are remarkably
similar in format, order, and style to those of the 1980s, testifying to relations with the
West that predated 1989. The order of billing and the exceptions to it remained the same.
The only notable change was the inclusion of the new names of production companies and
distributors. Thus, the opening credits to SENATOR OF THE SNAILS (Romanian Title: SEN-

24) See Manuela Cernat, A Concise History of the Romanian Film, trans. Andrei Bantag (Bucharest: Editura
Stiintifica si Enciclopedici, 1982).



ILUMINACE Volume 26, 2014, No. 3 (95) THEME ARTICLES 35

ATORUL MELCILOR, 1995) inform audiences that this state-supported film is distributed by
a company with a non-Romanian name that includes the word “international”; following
the dissolution of the units, The Studio of Cinematic Creation of the Ministry of Culture
(previously known as Cinematic Studio Bucharest — Buftea) became the principal finan-
cier of Romanian films. Another change involved a rise in co-productions with western
nations compared to the sporadic success the Communist regime enjoyed in arranging
such ventures. Accordingly, in addition to listing various overseas production partners,
Tue Oak (Romanian Title: BALANTA, 1992) went as far as to feature a title sequence en-
tirely in the French language. Quite how all these international production companies
made it in to the opening credits of (partially) Romanian films is another story however.

Films Cited:

The Blue Gates of the City (Portile albastre ale orasului; Mircea Muresan, 1975), Chained Justice
(Dreptate in lanturi; Dan Pita, 1983), Clean Hands (Cu madinile curate; Sergiu Nicolaescu, 1972),
Contest (Concurs; Dan Pita, 1982), The Eruption (Eruptia; Liviu Ciulei, 1957), The Firemen’s Ball
(Hofi, ma panenko; Milo$ Forman, 1967), The Forest of the Hanged (Padurea spanzuratilor; Liviu Ci-
ulei, 1965), A Girl’s Tear (O lacrima de fata; losif Demian, 1980), I, You and Ovid (Eu, tu si Ovidiu;
Geo Saizescu, 1977), lacob (Mircea Daneliuc, 1988), Man of Iron (Cztowiek z zelaza; Andrzej Waj-
da, 1981), Man of Marble (Cztowiek z marmuru; Andrzej Wajda, 1977), Mitrea Cocor (Victor Iliu
and Marietta Sadova, 1952), The Oak (Balanta; Lucian Pintilie, 1992), Rear Window (Alfred Hitch-
cock, 1954), The Reconstitution (Reconstituirea; Lucian Pintilie, 1971), Senator of the Snails (Senato-
rul melcilor; Mircea Daneliuc, 1995), Sequences (Secvente; Alexandru Tatos, 1982), Stone Wedding
(Nunta de piatrd; Dan Pita and Mircea Veroiu, 1972), Strange Marriage (Kiilonds hdazassdg, Marton
Keleti, 1951), Two Step (Pas in doi; Dan Pita, 1985), W.R.: Mysteries of the Organism (W.R. - Misteri-
je organizma; Dusan Makavejev, 1971), White Lace Dress (Rochie albd de danteld; Dan Pita, 1988),
100 Lei (Mircea Saucan, 1973).
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SUMMARY

Opening Titles and Authorship in Romanian Socialist Film

Constantin Parvulescu

This article analyzes the opening titles of Romanian socialist films. It reveals how their credits re-
flected changes in how the Romanian film industry and film culture perceived the social functions
of cinema, authorship, and, marketing. The form, structure, and content of these sequences testify to
the director’s elevation to the position of author. Romanian film culture did not simply follow offi-
cial Communist positions on the role of the arts in society however. While the Romanian Commu-
nist Party promoted socialism and nationalism, international capitalist production and distribution
trends increasingly shaped cinema in this country. Whereas the late-socialist regime expressed an
anti-western stance, Romanian title sequences indicated cinema was heading in an altogether differ-
ent direction: it was becoming ever more auteur-driven and aspiring to marketability on an interna-
tional art cinema circuit that traversed western markets and festivals.
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Lucie Cesalkova

A School of Opportunism

Short Filmmakers Caught in a Web of Commissions and Dealings "

Between 1949 and 1950, the Board for Documentary Film or Sbor pro dokumentarni
filmy (hereafter the board) operated within the Short Film Unit or Kratky Film of the new-
ly nationalized Czechoslovak film industry. Kritky Film was responsible for the produc-
tion of all non-feature films in this country, including non-fiction, documentaries, and an-
imation. The Annual Reports of the Czechoslovak Film Industry written by Artu$ Cernik
downplay the importance of this board.” However, archival materials clearly show it
played an active role in bringing the professional standards of short films in line with those
of Czechoslovak feature film production. While there exists a need to examine the overall
vision the Board developed for documentary films, its limited scope imposes more mod-
est ambitions on this essay.

Accordingly, in what follows, I examine the relationships between these institutions
from 1948 to 1953, placing emphasis on their relationships to film directors, and the influ-
ence their professional standards exerted on the medium-to-long term ideological stance
of Kratky Film. In particular, I consider the range of options available to the directors of
documentaries and other short films when making their own creative decisions about
subject matter, and the manner in which they handled these options. So we might better
understand the systems and structures in which documentary and short film production
existed, I begin by detailing how at this time production was organized and how decision-
making was hierarchized in the Czechoslovak film industry. An examination of the cases
documented in state archives, of filmmakers’ private documents, and of the minutes of
meetings between those involved allows us to identify a series of motives and practices
from which we might conceptualize the dynamics of the development process. These in-

1) This work was supported by the project “Employment of Newly Graduated Doctors of Science for Scientific
Excellence” (CZ.1.07/2.3.00/30.0009) co-financed from European Social Fund and the state budget of the
Czech Republic.

2)  Artus Cernik, Vyrocni zprdva ¢s. filmovnictvi 1950 (Praha: CSF, 1954), p. 24.
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cluded the educational and ideological functions of short films, the role of the popular
hero therein, methods of reconstructing the nation, recycling archival footage, and the in-
fluence Soviet documentaries exerted on their organization, themes, and style. Given that
working on short films was widely seen to prepare creative personnel for feature filmmak-
ing, we can also glean insights into how their experiences shaped Czechoslovak socialist
cinema generally. In this sense, it is necessary to distinguish between, on the one hand, the
temporal and spatial specificity of production, negotiation, motivation, and practice, and,
on the other hand, the general conditions of working within the non-profit audiovisual
production sector.

Economizing on manpower: short film production and the non-profit sector

In 1945, Jifi Lehovec reorganized short film production in Czechoslovakia, by uniting var-
ious production companies, technical service providers, and archives into a single nation-
alized body.” The Czechoslovak Film Chronicle, as it came to be known, was divided into
Zpravodajsky film or Newsreels and the aforementioned Kratky Film, which operated out
of the cities of Prague, Brno, and Zlin (known as Gottwaldov between 1949 and 1990). The
latter was run by Elmar Klos, with an editorial board comprising Alan Frantisek Sulc,
Vladimir Cech, Jan Kavan, Jan Kuéera, Jiti Lehovec, and Frantiek Sddek.” By mid 1946,
Kratky Film assumed responsibility for all one-off productions.” Within a year, it boasted
five production groups headed respectively by Karel Kohout, Jan Paul, Milo$ Schmied-
berger, Frantisek Utésil, and Vojtéch Cerveny, all of whom were answerable to Lehovec.
The Animated and Puppet Film unit (Kresleny a loutkovy film) operated autonomously
until the establishment of the Czechoslovak Film Monopoly in April 1948, but, with the
founding of the Czechoslovak State Film, it joined Kratky Film and Kresleny as simply
Kratky Film, with Klos remaining in charge until he was replaced by Vojtéch Trapl in Sep-
tember of 1948.

The nationalization of the Czechoslovak film industry brought production under the
control of the Ministry of Information. Driven in part by this ministry’s agenda and its re-
lationships to other ministries, the production and the content of short films were increas-
ingly determined by state bureaucrats. Consequently, the Minister of Information ap-
proved the executive members of Kratky Film and the thematic concerns of its output, and
insisted that its films reflected governmental campaigns of the day.” Patterned after the

3) Jiti Havelka, Cs. filmové hospodadstvi, 1945-1950 (Prague: CSFU, 1970), p. 94-95.

4) See ‘Manifesta¢ni schiize pracovniku kréitkého filmu), Filmovd prdce, 4 August 1945, p. 2.

5) 1use Krdtky Film as an umbrella term for the institution of short film production after 1945.

6) In 1951, the State expressed a preference for films which showcasing one or more of the following traits:
“What the curricula vitae of the prominent industry representatives teach us’, “showing transformation of
village life”, “the important role The Party plays in everyday life, and exposing class enemy and traitors”, “the
love of the Soviet Union”, “the revolutionary tradition in national histories and the workers’ movement”, “fo-
llowing the example of the Soviet biographical film’, “films for youth and musical comedies®. Minutes from
the conference of creative workers of the Czechoslovak state film (3 May 1951). NFA, f. CSF (unprocessed,

box label R9/BII/5P/2K).
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Soviet model, this form of restructuring hamstrung documentary compared to other as-
pects of Czechoslovak production such as popular science and educational films.”

From 1949, teams answerable to the Central Dramaturgy of Kratky Film were respon-
sible for producing short films.” In the year that followed, more restructuring took place
when the unit adopted the model of production used by the units behind popular science
and educational films, documentary films, and animation and puppet films respectively.
In this model, each unit was controlled by a supervisor; his assistant handled economic is-
sues, and a “Dramaturgy” comprising a chief dramaturgy and two underlings liaised with
their editorial boards in developing projects for production groups. Editorial boards rati-
fied the themes and scripts of new projects and prepared final cuts of submitted works.
Approbation commissions then decided how these films would be distributed.” It needs
stressing that the editorial boards included not only unit employees but also government
representatives and other external experts.

The dramaturgy of Kratky Film therefore operated in a different way to those of other
units. As Petr Szczepanik has shown in relation to Czechoslovak feature film production
of this period,

[t]he dramaturg, or, the artistic head of the unit, was a virtual equivalent of the pre-
-state-socialist hands-on ‘producer’ albeit without the usual financial, green-ligh-
ting, and marketing responsibilities, which were instead held by the state’s or the
Party’s representatives.'”

First, Kratky Film's dramaturg partially controlled budgets, with the Ministry of Infor-
mation rarely refusing his request to increase the cost of a film.'” Second, this dramatrug
did not act as a “broker between studio and the political establishment, between upper
studio management and creative teams, between writers and directors, between directors
and crews, and between wider political and cultural trends and filmmaking practice”.'?
On the contrary, upper management of Kratky Film shared the burden of decision-mak-
ing; Vojtéch Trapl, the head of Kratky film, who was also the head of the Popular Scientif-
ic film unit, attended editorial board meetings, as did representatives of the relevant gov-
ernmental ministries. A broad range of agents therefore applied regulatory mechanisms to
short films. Undermining the notion of individual creative input, their actions led to mul-

7) At a meeting of the Documentary Film Group at the Film Institute of Czechoslovak State Film held on
18 November 1949, Elmar Klos stated his intention to model Czechoslovak film production on the Soviet
system. “A. E Sulc: And what will be left of the current Kratky Film? Elmar Klos: Probably nothing but po-
pular science films”. NFA, f. CSF (unprocessed, box label R5/BI1/1P/5K).

8) Dramturgs F. B. Kunc and A. E Sulc ran Kratky film Praha, Josef Kainar Kratky film Brno, Jaroslav Novotny
Kratky film Zlin, Erik Svabik Kresleny film Praha, Richard Kube§ Kresleny film Brno, Jifi Trnka Loutkovy
film Praha, Hermina Tyrlova and Karel Zeman Loutkovy film Zlin.

9) Materials of the organisation (Dokumentarni film, Popularné-védecky a nauény film, Kresleny a loutkovy
film). NFA, f. CSF (unprocessed, box label R11/BII/3P/6K).

10) Petr Szczepanik, ‘How Many Steps to the Shooting Script? A Political History of Screenwriting, Iluminace,
vol. 25, no. 3 (2013), p. 81.

11) See film budgets approvals in: NA, f. M[, k. 170-190.

12) See Szczepanik, ‘How Many Steps to the Shooting Script?.
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tilateral negotiations which transformed the production process into an arena in which
clashes between creativity and Party loyalty played out. Crucially, during negotiations
with state officials, the editorial board was often critical of the films it received and of the
talent behind them. For instance, a fairly typical exchange in a summary of an editorial
board meeting read “[PRvN{ OBILI STATU / THE FIRST STATE GRAIN] was made following
a commission by the Ministry of Purchase: “Comrades were present at the screening. We
criticized the film openly; they defended it”'? In a dual role that influenced its relation-
ships to filmmakers, the editorial board functioned as both a gatekeeper and possessor of
power in the script selection process. Moreover, as permanent staff, both dramaturgs and
the editorial board members held a quite different occupational status to the directors and
other personal hired on short-term contracts. As elucidated below, their dependence on
editorial boards profoundly influenced filmmakers’ conduct. In order better to under-
stand the reasons for this hierarchical organization we need to recognize its relationships
to short film production generally and under State-socialism in particular.

Crucially, short films belonged to the non-profit sector of the State-controlled Czecho-
slovak film industry. Their circumstances of distribution ensured these were not standard
commodities that stood to generate revenue to cover the cost of production and turn
a profit for their backers. Short films operated outside financial spheres and circuits of
monetary exchange. Rather than being judged on box office returns, their success was
measured in symbolic and educational terms; by their capacity to impart values and infor-
mation. While these films were not produced for commercial reasons, striking a balance
between economic and ideological concerns was nevertheless pertinent to their develop-
ment, not least because they were costly propositions.

Countless archival documents from the period reveal that Kratky Film strove to bal-
ance the operational and economic challenges of fulfilling the State’s long-term approach
to short film production. Ensuring that its shorts adhered to their educational, civic, and
propagandistic responsibilities doomed the unit to the hapless pursuit of securing financ-
ing for these inevitable loss-makers. Kratky Film found itself in the unenviable position of
being pressured into producing costly cultural artifacts for which the agent applying the
pressure was loathed to pay. The State’s hesitancy to bankroll shorts gave rise to a number
of structural/organizational measures designed to ensuring high levels of output at mini-
mum expenditure. In practice, this meant that the lion’s share of the cost of production
was either paid by the ministry commissioning a film or by parties expected to benefit
from the film’s subject matter.

These testing circumstances were compounded by a contemporaneous trend toward
cutting the salaries of Kratky Film’s staff, especially those of permanent employees.'* Dis-
putes between filmmakers and management predictably ensued. For example, the director
Jan Kavan complained that his contract offered little professional security or control over
the final cut of his films.'” Kavan's lament anticipated a long-term issue captured in a let-
ter which disoriented practitioners wrote to unit management in June 1948. They made it

13) Meeting Reports. NFA, f. CSF (not processed, box label R11/BII/3P/6K).
14) Vyklad k situaci v Kratkém filmu. Archiv Barrandov Studios, a.s., f. Barrandov — historie, c. 1949-01-c.
15) Kratky film Jizda kralt — dokonceni jeho. NA, f. MI, k. 176, slozka Filmy kratké — J.



ILUMINACE Volume 26, 2014, No. 3 (95) THEME ARTICLES 41

clear that they considered their situation to be a clear-cut case of social inequality, parti-
cularly as the duties of permanent and temporary employees were identical, but their be-
nefits not:'®

(...) Kratky Film has been employing part of its staff on a permanent basis, and an-
other on short-term contracts. Permanent contracts are given to office workers and
a small number of creative workers including film directors. The rest of the film di-
rectors — the majority of them in fact — along with several members of the produc-
tion section, all equally engaged in the advancement of Kratky Film, are unable to
enjoy the legal benefits granted by the people’s democracy of Czechoslovakia to eve-
ry one of its hard-working citizens. They receive no health insurance or pension,
and are not entitled to child benefits, bonuses, holiday pay, or many of the other
benefits afforded trade union members. They have no right to vote for the works
council yet they are obliged to pay sales tax, and, unlike their colleagues, the revenue
office regards them as private entrepreneurs!'”

Although management at Kratky Film made no concession to creative workers em-
ployed on short-term contracts, it did attempt to resolve this situation. Concerns over the
division of labor had been festering since nationalization. However, management was pri-
marily concerned with maximize output, rather than tending to the emotional or financial
wellbeing of casual workers. Klos emphasized that technical personnel were treated well
at this time, much as they had been during the Nazi occupation of Czechoslovakia.'®
Because this unit was the product of a merger between eighteen companies, the various
professions represented therein were unevenly distributed and in terms of skill and
experience. While camera operators tended to work on shorts and feature films, directors
— at least according to Klos — lacked the expertise to multitask in this way. For Klos,
a lack professional expertise underwrote management’s dealings with staff, especially
when it came to verifying talent’s qualifications, drafting contracts, and handling redun-
dancies.

Economic conditions also played a role however, particularly the pressure placed on
the management of Kratky Film by the Ministry of Information and other governmental
institutions. These bodies, as well as third parties pushing their own agenda, overbur-
dened the unit with commissions, many of which were insufficiently funded; the third
parties could usually only afford to cover the cost of production and not unit’s operation-
al costs. Consequently, management sought to increase output while cutting costs in two
ways. One the one hand, it channeled capital to production, sharing the burden with those
who commissioned projects, and, in so doing, ensuring the continued practice of using

16) The group comprised most of the key short film makers of the late 1940s: Pavel Blumenfeld, Jindfich Ferenc,
Kurt Goldberger, Antonin Goérlich, Rudolf Hlavicek, Jan Kavan, Frantisek Lukas, Frantisek Oukrop, Josef
Pintner, Jiti Stichenwirth, Jan Svoboda, Viclav Svarc, Ivo Toman, Ludvik Toman, Josef Vacha, Jaroslav Vese-
ly (directors); Josef Bulinek, Karel Smutny (cameramen); Vojtéch Cerveny (production manager); Vaclav
Kokstein, Vaclav Waldhaus (assistant production managers); and Karel Koubicek (production coordinator).

17) Ceskoslovensky statni film, odd. Kratky film — Pracovni poméry zaméstnanct. NA, f. M1, c. 209, file Zpl-
nomocnénec pro filmovou kroniku a kréatky film, 1945-1949.
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short-term contracted staff. On the other, the salaries of permanent staff were not linked
to workloads, ensuring their income remained fixed even when commissions increased.'”
Both strategies benefited management over employees, but helped the unit to grow.

A change to industrial relations came into force in 1949 when some creative personnel
received fixed-term contracts.”” These were primarily reserved for dramaturges, scenario
writers, and scriptwriters; the status of directors and camera operators was actually down-
graded.?” The prioritization of a project’s ideological dimensions — elucidated below —
explains much about the character of industrial relations at the unit. The fixed-term em-
ployment system may have been a stopgap solution at best, but it still tempered the
charges of inequality and exploitation leveled at management. What remained, however,
was the sense of insecurity that resulted from an organization which offered its creative
staff quite limited professional opportunities. After all, even the Information of Ministry
rationalized the one-year duration of the contracts by suggesting that filmmakers were
under-qualified and by stressing the insecure nature of working on short films. “ (...) [It]
is necessary to leave options open in regards to the termination of employment, in view of
the fact that film directors in particular are often newcomers to the field whose qualifica-
tions remain unproven’, the ministry argued.”” Ultimately, this sense of professional inse-
curity at Kratky Film ranked among the most decisive factors shaping career development
and professional achievement in short film production of the late 1940s. The working lives
and forms of authorship incubated within this system started gradually to transform in
the early 1950s amid pressures related to planning, the fulfillment of ministerial and oth-
er institutional directives, and increasing numbers of commissions. A new purpose-ori-
ented strategy for short film production introduced in 1949 was formulated in response to
the criticism of the previous system, including that of its exploitation of staff on short-
term contracts. Management finally acquiesced to calls to standardize equal conditions of
employment for all production personnel.”” Alongside organizational flaws and the con-
flicting agenda of the editorial boards and filmmakers, the labor relations problems that
had dogged Kratky Film nevertheless continued to fuel criticism of unit inefficiency, from
politicians and from within.

18) Vyklad k situaci v Kratkém filmu. Archiv Barrandov Studies, a.s., f. Barrandov — historie, file 1949-01-c.

19) Ibid.

20) In January 1949, the Ministry of Information acknowledged that “workers were deprived of their employ-
ment rights”, and recommended their re-classification “in view of a need for workplace conditions to corre-
spond to the social requisites of our time”. Pfefazeni pracovnika Kratkého filmu ze smlouvy o dilo do
sluzebniho poméru. NA, f. MI, file 209, section Zplnomocnénec pro filmovou kroniku a kratky film, 1945
-1949.

21) Material Dokumentarni film. NA, Archiv UV KSC, f. Ustfedni vybor 1945 — 1989, Prague, oddéleni kultur-
né propagaéni a ideologické (19/7), arch. i. 668.

22) Ptefazeni pracovniki Kratkého filmu ze smlouvy o dilo do sluzebniho poméru. NA, f. MI, c. 209, file Zplno-
mocnénec pro filmovou kroniku a kratky film, 1945-1949.

23) Material Dokumentarni film. NA, Archiv UV KSC, f. Ustiedni vybor 1945-1989, Prague, oddéleni kulturné
propagacni a ideologickeé (19/7), arch. i. 668.
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Negotiations, Ideology, Economy, and Time Pressure

It was not uncommon for the editorial board to suggest that a new project should be as-
signed to a director with a track-record of delivering satisfactory films on time.?® This
seemingly trivial request was more significant than we might think, not least because it
points to the demands placed on short film makers. The importance of the timely delivery
of acceptable films was such that it even superseded originality. It is clear that even when
the Ministry of Information assumed ultimate control of production, executives at Kratky
Film were taking steps to ensure their properties stood a reasonable chance of securing
ministerial support. Among the most important consequences of this conduct was the
convergence and subsequent standardization of two practices: echoing the discourses set
by the ministries and other agenda-setting institutions, and producing series of shorts
helmed by a single director. In financial terms, the editorial board’s attitude was contradic-
tory. Its stance toward budgets was rather laissez faire; it even agreed to increase them
from time to time. However, it did stress cost effective solutions to film development, such
as reusing archival footage. Taken as a whole, these priorities underpinned its interaction
with commissions and its attempts to balance the desires administrators and filmmakers
expressed about the content, form, and themes of short films.

An early example of the dealings between Kratky Film and the ministries occurred
around a series of overtly political films commissioned by the Ministry of Information in
the fall of 1945. Unit executives proved themselves to be wholly subordinate to govern-
mental wishes. Minister Vaclav Kopecky commissioned the unit to make seven short films
on a variety of past regimes, national figures, and industrial matters. This request prompt-
ed Lehovec, in his role as a trustee, to contact the Ministry of Information asking for spe-
cifics about the desired subject matter, its organization, the duration of the films, and their
handover dates.* Six days later, the ministry sent synopses of each topic, informing the
unit that the films needed to be episodic shorts assembled from stock footage, which
would be given new voiceovers, cut as necessary, and be connected via brief bridging se-
quences, maps, or diagrams. This communiqué contrasted the hardships of the Nazi occu-
pation of the country to the purported euphoria of postwar State-socialism, reading:

A street market: everything in abundance. Munich, Germans arriving in Prague;
goods become scarce. War, introduction of ration cards: Government, National Al-
liance, Puppet Hacha, Neurath; the Fithrer making a speech, Frank making a speech,
members of our Government making speeches. Destitution in the country rises.
What we were being told; the press coverage, the reality. The industry works for the
Reich. Young people pressed into forced labor. Anti-air-raid measures, Bombs over
Prague. Germans still winning, but the reality is different. The situation escalates:

climax.*

24) Zapisy redakéni rady dokumentéarniho fi Imu. NFA, f. CSF (not processed, box label R12/ AI/3P/5K).
25) NA, f. M1, k. 171, file Filmy kratké politicke.
26) Ibid.
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Where Tereza C. Dvorakova derives her view that Kratky Film enjoyed relative auton-
omy from government institutions from a document entitled “Observance of competenc-
es of the Ministry of Information”,?”’ other materials bring her conclusions into question.
Production information and inter-ministerial correspondence suggest a correlation be-
tween ministerial guidelines and Kratky Film’s output. The notion that strategy was de-
vised between editorial boards and the unit head — in line with the requests of govern-
ment institutions and other interested parties — therefore did not represent a paradigm
shift born of the reorganization of the Czechoslovak film industry in 1950. Government
bodies had dealt with the film production sector from 1945 onwards, and, even though
their requests were not always granted, their political and economic power ensured they
typically got their way. Such interactions represented an important yet largely unseen in-
fluence behind editorial board decisions. Reports on editorial boards meetings show that
the final call was often left to representatives of the ministry or body commissioning the
project under discussion, as their views carried greater weight than those of dramaturgs.
One such document emphasized that “[t]he ministry insists on the implementation of the
idea even though a film on a similar topic already exists.”*

A combination of time pressure and indifference towards originality and professional-
ism also shaped the attitudes of filmmakers at the unit. Those working on commission-
based contracts were forced to accept their situation and develop coping strategies. Know-
ing the time lag between the proposal of a project and the start of production, they sought
to work on several short films simultaneously. They also drew up ideas in advance so that
these could be put into action if and when needed. Although a paucity of available archi-
val materials from the later period makes it impossible categorically to confirm the cases
from the later period discussed by Vladimir Cech and Bohumil, it is possible to shine
a light on cases from the early period.

Their reliance on commissions meant that filmmakers were in a perpetual state of
competition with one another. The consequences for those who were not recipients of the
preferential treatment that enabled them to build their portfolios are spotlighted in the
personal papers of director Vladimir Cech. From 1946 to 1947, Cech saw only two of his
projects come to fruition: NERozUMIM (I DON’T UNDERSTAND, 1947), a docudrama about
the search for Czechoslovak children in postwar Germany, and DANOVA MORALKA (Tax
MORALE, 1947), a Ministry of Finance-commissioned piece explaining Czechoslovakia’s
new State-controlled economy. At least five others remained unfinished. As was fairly typ-
ical of the period, Cech was a victim of the State’s ideological priorities and of competition
with the units. On occasions the topics he was developing did not dovetail with Party pol-
icy; on others, filmmakers developing similar projects were chosen ahead of him. Thus,
his much-praised sketch named “Hofi!”, about a child causing a house fire, failed to con-
form to existing mandates. Moreover, with “Hudba nad Vltavou” (“Music Over the Vitava
River”), Cech had set about promoting Czechoslovakia and its music by way of a tribute
to the Prague Spring Festival, the Czech Philharmonic Orchestra, and the Prague Musical

27) Tereza Cz. Dvordkovd, ‘Elmar Klos a zestatnéni ¢eskoslovenské kinematografie) in Jan Lukes (ed.), Cernobi-
ly snar Elmara Klose (Praha: NFA, 2011), pp. 61-62.
28) Zapisy redakéni rady dokumentarniho filmu. NFA, f. CSF (not processed, box label R12/ AI/3P/5K).
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May festival. Even though interest existed in promoting the Prague Spring, it was felt that
Cech’s synopsis was too vague and poetic at a time when such films needed to focus either
on the reconstruction of the country or on Protectorate-era heritage

While typically associated with creative experimentation, the case of Kratky Film re-
minds us that reusing stock footage and other recycling strategies such as collage and
montage are also practically motivated. Belonging to this unit was the Baalfilm production
company, which had specialized in the production of promotional films since the Nazi oc-
cupation of Czechoslovakia. Baalfilm worked from a limited range of prewritten scripts
that could be repurposed to the specific needs of individual clients. For example, a script
entitled “White Lady” was offered as the basis for commercials for a soap firm in 1944 and
a furniture company three years later.”” Kratky required screenwriters, production execu-
tives, and directors “to be aware of its growing archive of footage and its use in new pro-
ductions”. Directors clearly preferred financially-derived solutions because they were
forced to process instructions quickly, because they could never be certain about what fu-
ture commissions might entail, and because most of their ideas never made it to the
screen.

Economics notwithstanding, short film makers needed above anything else to ensure
that their work fulfilled its ideological and educational mandate. Failing to do so could re-
sult in the termination of the project. For example, stock footage of American runners and
of hockey players deemed personae non grata by the State needed to be removed from
SPORTOVNI MASAZE (SPORTS MASSAGE, 1948).” Complying with the ideological de-
mands of the client, which usually meant the government, was typically bound with four
other practices: promoting the figure of the popular hero, spotlighting the reconstruction
of the nation, replicating Soviet models, and maintaining a sense of authenticity through
location shooting and the use of non-professional performers. Thus, the board criticized
the makers of VALASSKY SOUBOR JASANKA (WALLACHIAN COMPANY JASANKA, 1953), for
paying insufficient attention to individual folk dancers as emblems of the new Czechoslo-
vakia, lamenting this failure as evidence of their inability to live up to Soviet precedents.*”
The pressure to meet such demands paradoxically led to confected portraits of idealized or
demonized citizens and groups; of socialist heroes and enemies of the state. With their
makers knowing that these were the real indices of acceptability for the board, short films
were invariably derivative, schematic, and riddled with stereotypes.

It is important to emphasize that executive ideological control exerted the greatest sin-
gle influence during both those parts of the production process concerned with the selec-
tion and approval of both the general subject matter of projects and their scripts. During
postproduction, the editorial board mainly recommended changes to commentary, while
calling for some content to be reedited or cut. Even though the board’s judgments could
be quite severe at this time, few films were banned. Those films the board deemed to have
failed in terms of delivering suitably topical and ideologically sound content were simply

29) Kaspar Vaclav — Chemicka vyroba (Dvar Kralové). NFA, f. Baalfilm, sgn. I1/d, inv. ¢. 44; Bratii Skutové —
vyroba osvetlovacich téles (Frydek). NFA, f. Baalfilm, sgn. 11/d, inv. & 40.

30) NFA, f. CSF (not processed, box label R11/BII/3P/5K).

31) Ibid.
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distributed non-theatrically. Although it was well aware of the questionable quality of
many of its films, the board went to great lengths to fulfill the terms of its contracts and to
achieve its release its production targets.

Conclusion

The postwar reorganization of the Czechoslovak film industry led to the formation of
a distinct, highly controlled short film production sector. Economic and organizational-
operational factors fostered an opportunistic environment shaped more by external forces
than individual creative talent. The degree of autonomy enjoyed by the makers of short
films was determined by their capacity to deal with those commissioning their projects
and to ensure they conformed to governmental agenda. Such circumstances pushed film-
makers into tailoring content accordingly, whether in terms of subject matter, the posi-
tions their films took thereon, or using stock footage. Given that the management of Krat-
ky Film only provided some creative personnel with the security of permanent employment,
workers moved between commissions or tried their luck in feature film production. By
and large, the only filmmakers to remain loyal to the unit were those granted a measure of
creative autonomy or those who accepted the production-line conditions of crafting short
films to commission. For them, working life centered on repackaging existing material as
a means of breaking into feature films. Eventually a newly established film academy would
take over the responsibility of training inexperienced filmmakers; however, well into the
1950s, short film production served as a something of finishing school — one character-
ized appropriately enough by a mixture of discipline and freedom.

By considering how power structures and imperatives shaped the content, form, and
style of Czechoslovak shorts of the late 1940s, we can conclude that creative personnel
were beholden to the requirements of those commissioning the films. Put simply, during
this period, very few short film makers worked with full autonomy; wholly independent
of external influence. As us usually a non-profit medium, short film production the world
over has been historically reliant on commissions. However, the case of the Czechoslovak
sector of the late 1940s evinces a particularly strong dependency on ideological impera-
tives and an indifference to the demands of the audience that is characteristic of documen-
tary filmmaking under State-socialism.
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SUMMARY

A School of Opportunism: Short Filmmakers Caught
in a Web of Commissions and Dealings

Lucie Cesalkova

This essay examines short film production in Czechoslovakia in the late 1940s and early 1950s, ex-
amining how power structures and the imperatives of the commissioning production system influ-
enced film content, form, and style. Considering the editorial boards to have been the most influen-
tial agents in this process, the essay focuses on their motivations as well as those of others involved
therein. State archives, filmmaker’s personal collections, and editorial board meeting reports reveal
how filmmakers and the editorial boards clashed over ideological issues and time pressure. An ana-
lysis of the boards’ editorial criteria also reveals which professional standards were valued within
this system. These included an emphasis on documentary’s educational and ideological values, on
the popular hero, on recycling as much stock footage as possible, and on emulating Soviet documen-
taries.
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Dana Mustata

Forging an Identity
for Early Romanian Television

Attention started to be paid to the television author around the time as the medium itself
became an object of scholarly consideration. This early interest was, however, shaped by
a conceptualization derived from understandings of other media such as film, theatre, and
literature. It is perhaps unsurprising then that the foundational works of the 1970s and
1980s were mostly produced by journalists or scholars of literature. Indeed, it follows that
these writers concentrated on the text while largely neglecting production processes and
the specificities of the medium."” For instance, journalist critics such as Nancy Banks-
Smith of London’s Guardian newspaper focused solely on the content of television pro-
grams, and singled out their writers and stars. Similarly, one of the first books dedicated to
the medium, George W. Brandt’s British Television Drama (1981),” was organized around
dramatists and screenwriters, with entire chapters dedicated to Dennis Potter, Jim Allen,
Trevor Griffiths, and others.

In light of the development of new academic disciplines such as Television Studies, by
1990, the media scholars Robert Thompson and Gary Burns acknowledged that questions
of television authorship needed to be revisited.” The identity of the television author had
never been clear however. Programs were often positioned as the result of a collective ef-
fort subsequently associated with a specific company or broadcaster or channel. Televi-
sion was therefore declared an “authorless” or a “polyauthorial” medium. Paying attention
to the production process, argued Thompson and Burns, promised to provide more fruit-
ful ways of understanding television authorship.”

1) Charlotte Brunsdon, ‘What Is the Television of Television Studies?’ in Christine Geraghty and David Lusted
(eds), The Television Studies Book (London: Arnold, 1988), pp. 95-113.

2) George W. Brandt, British Television Drama (Cambridge: Cambridge University Press, 1981).

3) See Robert J. Thompson and Gary Burns (eds), Making Television: Authorship and the Production Process
(New York: Praeger, 1990).

4) See John Hartley, ‘From Republic of Letters to Television Republic? Citizen Readers in the Era of Broadcast
Television, in Lynn Spiegel and Jan Olsson (eds), Television After TV: Essays on a Medium in Transition
(Durham: Duke University Press, 2004), p. 401.

5) Thompson and Burns ‘Introduction; pp. ix—x.
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The recent expansion of television texts as components of complex multi-platform se-
rial narratives within the hyper-competitive market of the “era of plenty” or the “post-net-
work era” has inspired new interest in the television author.”’ In this “post-network era’,
authorship is understood as positing a single, unified author of the television text.” In-
creased interaction with Hollywood has thus transformed writers into brand names which
provide a sense of coherency, continuity, and integration to fictional universes spread
across multiple platforms; into “indicator(s] of legitimacy” and into valuable marketing
hooks.?

While not wishing to diminish the importance of authorship and the text to under-
standings of the post-network era, I would like to suggest that, in the early age of televi-
sion, the creation process played a key role in conferring an identity on television in terms
of aesthetics, programming, and the organization of labor. This process of creation was
carried out by personnel who imprinted a defining “look” on the medium. Negotiations
between professionals, on the one hand, and, on the other, social and political actors were
central to fashioning a specific identity for the television.” It was this initial lack of such an
identity which left room for negotiations over what this new medium was, how it might
look, and how it would function.

Thus, where television is typically considered to be authorless or poly-authorial, based
on the collective efforts of scriptwriters, directors, and producers,'” in the case of early Ro-
manian television, individual professionals need to be singled out from the collective na-
ture of the medium. These professionals contributed much to the identity of television in
this country, not least because they played significant roles in decision-making and pro-
gram-making. Having acquired “know-how” through professional exchanges with over-

6) John Ellis, Seeing Things: Television in the Age of Uncertainty (London: 1.B. Tauris, 2000); Henry Jenkins,
Convergence Culture: When Old and New Media Collide (New York: New York University Press, 2006); Jason
Mittell, ‘Narrative Complexity in Contemporary American Television, The Velvet Light Trap, no. 58 (Fall
2006), pp. 29-40; Amanda Lotz, The Television will be Revolutionized (New York: New York University Press,
2007); John Thornton Caldwell, Production Culture: Industrial Reflexivity and Critical Practice in Film and
Television (Durham: Duke University Press, 2008); Elizabeth Evans, Transmedia Television: Audiences, New
Media and Daily Life (New York: Routledge, 2011).
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8) See for example Roberta Pearson, ‘Lost in Transition: from Post-network to Post-television, in Janet McCa-
be and Kim Akass (eds), Quality TV: Contemporary American Television and Beyond (London: L.B. Tauris,
2007), p. 239; John Thornton Caldwell, ‘Para-industry: Researching Hollywood’s Blackwaters, Cinema Jour-
nal, vol. 52, no. 3 (Spring 2013), pp. 157-165; Matt Hills, Fan Cultures (London: Routledge, 2002), p. 132;
Evans, Transmedia Television, p. 32.

9) See Monika Elsner, Thomas Muller, Peter M. Spangenberg, ‘The Early History of German Television: the
Slow Development of a Fast Medium, in H.U. Gumbrecht, K. L. Pfeiffer (eds) Materialities of Communicati-
on (Stanford: Stanford University Press, 1988); Daniela Mustata, ‘The Power of Television: Including the
Historicizing of the Live Romanian Television’ (Dissertation: Utrecht University, 2011).

10) See for example Thomas Streeter, ‘Broadcast Copyright and the Bureaucratization of Property’ in Martha
Woodmansee and Peter Jaszi (eds), The Construction of Authorship: Textual Appropriation in Law and Lite-
rature (Durham: Duke University Press, 1994), p. 303; Thompson and Burns (eds), Making Television. Fur-
thermore, television production has notoriously discouraged authorial creativity in favor of risk-aversion;
and, for this reason, it has prioritized repetitive, format-driven, and serial narrative formulae over one-off
creations. See John Ellis, ‘Television Production, in Robert C. Allen, Annette Hill (eds), The Television Stu-
dies Reader (London: Routledge, 2004), p. 275.
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seas broadcasters, it was they who did most to forge the look and feel of early Romanian
television. Moreover, their actions made the consolidation of Romanian television part of
a broader pan-European phenomenon. By centralizing such personnel we might depart
from the nation-centric lens that has been typically applied to studies of European televi-
sion.'” Singling out those professionals who helped to forge an identity for early television
qualifies as authorship, and it is this definition, which I will use for the remainder of the
article. This concept of authorship extends beyond the studio and the text to include spa-
ces of institutional decision-making and the transnational exchanges, which were central
to defining a look and feel for early television in Romania.

When approaching the European dimensions of early television — beyond discussions
of content — in former socialist countries we must recognize the extent to which official
records will have been shaped by political interests. For example, a high-profile Romani-
an television executive’s visits to the British Broadcasting Corporation (hereafter BBC)
were not recorded by the Romanian authorities but were documented by the BBC."” Ac-
cordingly, the history presented below is derived from analyses of a variety of historical
sources, including audiovisual material, oral testimonies, and written documents relating
to nineteen public broadcasters.'” Oral testimonies are drawn from the Viziune Tele col-
lection, which was compiled by the Romanian broadcaster to mark its fortieth anniversa-
ry. They are, however, supplemented by references to documentation covering the same
topics that are preserved in the BBC’s Written Archives.

Authoring an Identity for Early Romanian Television

Romanian television’s early years can be seen as a phase of “experimental visions”. This
phase started in December 1956 when broadcasting began. It would last until 1971, when
the medium reached a point of maturity, marked by such developments as the consolida-
tion of management close to Communist Party top brass and the establishment of a tele-
vision centre distinct from the country’s film studios.'” This phase also coincided with
what John Ellis has called the “era of scarcity”, a period in European television history
characterized by a paucity of content, a migration of personnel from radio and cinema, ex-
periments with the artistic possibilities of the medium, and the social and functional reor-
ganization of production, management, and institutional structures.'” As Monika Elsner,
Thomas Muller, and Peter M. Spangenberg note in relation to German television, this was

11) For a critical discussion of nation-centric approaches to television history see Catherine Johnson and An-
dreas Fickers, ‘Introduction, in Transnational Television History: A Comparative Approach (New York: Rout-
ledge, 2012).

12) “Visitors from Romania to Our Television Service’ in E 1/2, 309/1 “Romania. Brucan Silviu”, 5.11.1964, BBC
WAC.

13) These are included on EUscreen, a database of thousands of film and television clips from broadcasters
across Europe.

EUscreen, <http://www.euscreen.eu> [accessed 5 May 2014].
14) Mustata, ‘“The Power of Television.
15) John Ellis, Seeing Things: Television in the Age of Uncertainty (London: L.B. Tauris, 2000).
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a time in which across Europe this medium searched for its own identity as an artistic
form, as an institution, and as work practice.'®

Because Romanian television was only under the loose supervision of the State in its
early years, creative personnel enjoyed a measure of freedom to engage in acts of experi-
mentation. Within the national broadcaster was a group of workers familiar with the ba-
sics of programming, technology, organization, and audience targeting. Its efforts get to
grips with the medium and to explore its possibilities ultimately overshadowed the ideo-
logically driven interventions of the Party, which, we should note, was more interested at
the time in the propagandistic potential of radio than that of television.!”

Silviu Brucan, a former ambassador to Washington, was the first person to play a key
role in constructing an institutional identity for Romanian television. In 1962, then Party
leader Gheorghe Gheorghiu-Dej made him its first vice president, a position similar to
that of the director general of the BBC. Brucan described his relationship to Gheorghiu-
Dej as “unusual for someone who was ruling the country and the Party with a strong hand
and who was used to everybody responding to his decisions as to a military command”'¥
Brucan had made it clear that he would only accept the position if given considerable de-
cision-making freedom. Dissatisfied with Romanian programming, Gheorghiu-Dej be-
lieved Brucan’s exposure to American television during his time in Washington would
help him to reform this institution. His influence was expected to increase the entertain-
ment value and educational qualities of Romanian programs. As Brucan explained:

I liked the idea of organizing television, and I thought some policies needed to be
instituted. I warned Gheorghiu-Dej that [ would only accept his offer if I was given
the freedom to do what I thought was best, and if other officials didn't interfere. He
agreed to this, and, at our first meeting, I told him that I had received five phone
calls from Party members. Two of them felt current programming was informative
and entertaining. However, three of them had complained about naked women,
complained that I was allowing [comedy actors disliked by Party leaders] Mircea
Crisan and Amza Pellea to satarize the Party, and complained that The Saint [1962-
-1969] incited juvenile delinquency. I asked Gheorghiu: “Who should I listen to?”
He replied: “To yourself. It's your responsibility.” He instructed everybody to let me
do my job, because I knew what I was doing.'”

While he brought entertainment such as satires and variety shows to the Romanian
screen, Brucan’s most significant contribution involved helping to form an institutional
identity for the broadcaster. This identity was inspired by the BBC. It departed from the vi-
sions of the Romanian Communist Party. In October 1964, Brucan wrote a letter to the
managing director of BBC radio, Frank Gillard, explaining “[e]ver since I was appointed
to run our Radio and Television system, a visit to the BBC became an important objective

16) Elsner, Miiller and Spangenberg, “The Early History of German Television’
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of mine”?” In correspondence with the head of the BBC’s Eastern European service, M.B.
Latey, Brucan emphasized “[k|nowing the way TV programmes are done in England is
a must these days”*" By the end of the year, Brucan had spent three weeks at the corpora-
tion seeking “know-how from the BBC to help establish the new Television Centre in Bu-
charest”.”” “This know-how”, he detailed, “extends over a wide range from architectural
design through to the actual administrative structure of the television service”* A BBC

memo stressed Brucan’s was very much a working visit:

He is a most engaging and amusing person and his English is fluent. I found him ex-
cellent company and very ready to talk freely, even dangerously. [...] He professes
a life-long admiration of the BBC and wants to spend his time with producers and
in studios, seeing how programmes are prepared and directed, not in a round of of-
ficial lunches, dinners and receptions. What a relief to have a visiting potentate with
that kind of purpose in mind!*"

A senior Assistant from BBC Television Liaison, A.S.W. Skempton, wrote:

Mr. Brucan, as you know, is in sole charge of television in Romania, although he
only carried the title of Vice-President, and he made it quite clear during his visit
that he would be only too glad to help the BBC quoting specifically that we could
send our cameramen freely throughout Romania and they could return with unde-
veloped film. There would be no restrictions of any sort and no censorship.®

Brucan also visited BBC West, a regional office of the corporation, in order to learn
about color television trials being run in the city of Bristol. As a result of these visits, an
agreement was signed between the corporation and Romanian television. It made BBC
programming available at a reasonable price and promised Romanian delegations would
be assisted on subsequent visits to the corporation.’®

Brucan left his post in 1965 when Ceausescu came to power. He rationalized this deci-
sion thus: “I realized that I could no longer do things the way I had done them in the
past”.”” Brucan’s fears notwithstanding, Romanian delegations continued to visit the BBC.
One such visit took place in 1966 and involved the new vice president of Romanian tele-
vision Ioan Grigorescu, its editor-in-chief of children’s and youth programs Ileana Pop,
and its editor-in-chief of news programs Tudor Vornicu. This delegation travelled to Brit-
ain to learn more about the BBC’s organizational structure, its editorial offices, and its ap-

20) E 1/2, 309/1, ‘Romania. Brucan Silviu, October 1964, BBC Written Archives Centre, Caversham (hereafter
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proaches to genre programming such as scientific broadcasts and variety shows.”® Two
years later, another new vice president of Romanian television, Bujor Ionita, spent time at
the BBC’s engineering division to learn more about color television.?” Soon after, produc-
er/editor Catinca Ralea Petrut and camera operator Virgil Cojocaru liaised with the cor-
poration, gathering information about audience research, acquiring serials and telefilms,
and acquiring organizational insights in preparation for the launch of a second Romanian
channel.”

The exchanges with the BBC that had been inaugurated by Brucan shaped the institu-
tional and professional culture of Romanian television. Brucan had helped to cultivate an
environment in which production took place free of political interference, where a broad-
er range of content was broadcast, where entertainment was as valued as educational pro-
gramming, where western imports were desired, and where “know-how” was gleaned
from other European broadcasters. The identity Brucan inspired was thus rooted in inter-
national exchanges and in European models. In this respect, it needs stressing that Roma-
nia was not the only continental European country whose television sector was influenced
by cross-border exchanges. The BBC was a key figure in the regional interaction which
made the early development of Romanian television part of truly pan-European phenom-
enon. For example, in the 1960s, personnel working in programming, engineering, and
audience measurement at broadcasters across the continent were inspired by, and ac-
quired professional “know-how” from, the corporation.’”” The BBC’s influence was espe-
cially strong in Scandinavia, where “television pilgrimages”, as Jérdome Bourdon has called
them (2008), also took decision-makers to Britain.??

Professional and Aesthetic Consolidation

The impact of the institutional consolidation of Romanian television was felt in its work-
ing culture. This culture bore a striking resemblance to those of other European broad-
casters insofar as it was supported by staff and resources recruited from radio and cine-
ma.”” Enforced moves from radio to television are highlighted by a number of workers,
including Editor-in-chief Sofia Sincan who has said that:

In the spring of 1967, [director general of Romanian television] Octavian Paler
came into my office at the radio and said in a low, stern voice: “Please take the night

28) “Visit of Romanian TV Officials, 17th May’ in E 1/2, 310/1, ‘Romania. Brucan Silviu} 13.11.1964, BBC WAC.
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train to Timisoara. Tomorrow night, there will be a televised theater play and you
will have to fill in the breaks between acts, Think of some ideas. There will be a TV

director there. He will fill you in on the details.”*¥

During the early years of Romanian television, working groups set about professional-
izing and institutionalizing the new medium. Workers speak of brainstorming about pro-
gram development in a courtyard at the Moliére studio, a former film studio that was
transformed into Romania’s new television center. These professionals became known in
the popular parlance as “the generation under the mulberry tree”, due to the presence of
such a tree in this location. “We were like a big family back then; full of youth and enthu-
siasm’, explained artistic director Vlad Batca; “We were entrusted with this electronic toy
and had to find out its secrets, at the same time we were discovering who we were as hu-
man beings and artists”*¥

Under Brucan a reliable management team was put in place at the Romanian broad-
caster. Octavian Paler was appointed director general following a stint in Rome as a corre-
spondent for the national news agency, Agerpress. Bujor Ionita, an engineer, became the
new vice president of television (Paler’s second-in-command), with Vornicu becoming
editor-in-chief for news and eventually program director. Beneath upper management
emerged a group of professionals characterized by a strong team spirit and solid work eth-
ics. Program maker and reporter Carmen Dumitrescu recalled:

[ spent many happy years in the mulberry tree yard, where our programs were born.
[...] I had superiors who were valuable to Romanian television and to us. With hon-
esty and respect, I must mention Silviu Brucan, who in 1962 — perhaps confident in
his friendship with Gheorghiu-Dej — recommended we choose our interviewees
based on value, rather than political standing. [...] It was an honor for us to have
Octavian Paler go from being our colleague to a superior who let us bloom. Year af-
ter year, we sat together in the same viewing rooms, pushing ourselves to go beyond
journalistic mediocrity. When [vice president of the Radio and Television Commit-
tee] Ioan Grigorescu would come to viewing sessions, [Paler] would apologize and
talk continuously, showing us that he trusted us, that he shared our ideas, and that
he was responsible with us, without being the censor. [...] Vornicu, although he was
our boss, used to call me “boss” Not only did he grant me decision-making power,

he supported my decisions, especially when we made programs together.*®

Among the various professionals contributing to the early identity of Romanian tele-
vision, the director stood out however. Although they drew from other branches of the
arts such as film and theater, the contributions of some directors nevertheless represented
an effort to establish an artistic identity for television. The critical endorsements some of
their ranks received would cement their status as such, and ensure that the figure of the di-
rector became the first internationally accepted reference point for the evaluation of tele-

34) Author interview with Sofia Sincan, 15 January 2008.
35) Vlad Batca in Viziune Tele, p. 20.
36) Carmen Dumitrescu in Viziune Tele, p. 86.
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vision as an art form.”” Several directors engaged in experimental creative practice to
compensate for the technical limitations of the medium. Across Europe, festivals singled
them out as a driving force behind the medium’ aesthetic values. Thus, the Italian Salso-
maggiore festival gave awards to several indigenous directors for their television work,
and, in 1966, the Austrian director Helmut Zilk received a “Golden Camera” award for his
achievements in the medium.®® That year, the Golden Prague International Television
Festival also applauded Europe’s television directors.””

Several directors of early Romanian television rose to international prominence. By
1965, both Valariu Lazarov and Cornel Popa had become widely acknowledged as vision-
ary talents. Lazarov brought home several accolades and awards. In 1964, his musical
OMUL DIN UMBRA LA SOARE (Translation: “The Shadow Man in the Sun”) received a spe-
cial mention from the jury of the Monte Carlo International Television Festival.*’ Anoth-
er Lazarov musical, OMUL s1 CAMERA (Translation: “The Man and the Camera”) won
three awards: first prize at the Cairo International Festival of Television Films (1966), best
directing and most original work at the Prague International Television Festival (1966),
and an international critics’ award and another special mention at the Monte Carlo Inter-
national Television Festival of 1967.*"

GAME PENTRU TELEVIZIUNE (English-language Title: GAME FOR TELEVISION, 1968)
was widely seen to showcase Lazarov’s artistic qualities as a television director however.
For one, this musical film received a special mention from the jury of the Monte Carlo In-
ternational Television Festival. A self-reflexive consideration of television directing, GAME
PENTRU TELEVIZIUNE synchronized camerawork, editing, sound, and lighting in a man-
ner that both emphasized the audiovisual possibilities of the medium and compensated
for its technical deficiencies.*” Lazarov used sequential cuts after every frame as a means
of approximating the effect of the zoom-out transfocalization that television cameras were
unable to achieve. This practice generated changes from frame to frame, giving the im-
pression that the image was moving to the beat of the soundtrack.*” Similarly, Lazarov
used dissolves between the back- and foreground to give the illusion of the camera mov-
ing to the beat of folk music. Elsewhere, rapid editing complements drums in a manner
akin to the aesthetics of much 1980s genre television. What is more, moving shots and ed-
iting were synchronized to create various lighting effects for a singer; the camera was all

37) See Dana Mustata: “The Europeans of Early Television. A History of European Television, <http://www.eu-
screen.eu/exhibitions.html#.U3s511xiC_s> [accessed 6 May 2014].

38) See SALSOMAGGIORE PREMI AI REGISTI TELEVISIVI, Cinecitta Luce, 18 June 1964 <http://euscreen.eu/play.
jsp?id=EUS_EA563DB3334F4205B492B9F786051FB5>; SALSOMAGGIORE: PREMIO REGIA TELEVISIVA, Ci-
necittd Luce, June 1976, <http://euscreen.eu/play.jsp?id=EUS_214063F10C2B418998898B6976FC6AF9>;
TV DIRECTOR HELMUT ZILK IS AWARDED THE ,,GOLDEN CAMERA 19667, ORF Austrian Broadcasting Cor-
poration, 26 January 1967, <http://euscreen.eu/play.jsp?id=EUS_DDE49A45EB5B415689CDF1572A3B-
DAF7> [all accessed 5 May 2014].

39) CESKOSLOVENSKY FILMOVY TYDENIK 26/1971, Czech Television, 1971, <http://euscreen.eu/play.jsp?id=EU-
S_0B06A5147021494F93628693D49A5657> [accessed 5 May 2014].

40) T. Pasca, TVR in competitii nationale si internationale (1962-2001) (Bucuresti: Societatea Romana de Tele-
viziune, 2001), p. 5.

41) Ibid., p. 6.

42) Mustata, “The Power of Television, p. 160.

43) Ibid.
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but transformed into a partner for this character. Another important director, albeit one
not showered in accolades like Lazarov, was Alexandru Bocanet, who used monochromat-
ic contrasts as a substitute for color at a time when Romanian television only broadcast in
black and white. However, unlike Lazarov, Bocanet was only known locally. Ultimately it
was Lazarov who brought home international awards and helped to make Romanian tele-
vision part of a pan-European discourse on the artistic credentials of the medium.

Conclusion

Television undeniably remains a collective effort, acknowledgement of which has tended
to exclude from histories of the medium discussion of the relevance of single authors.
While the current era of media convergence may have brought into focus the notion of the
television author as a single, unified persona, analyses of the formative stages of the medi-
um continue to centralize collective effort. However, in this essay, I argued that certain in-
dividuals need to be singled out from such efforts if we were better to understand the ear-
ly development of this medium’s institutional, organizational, and aesthetic identity.
Doing so helps us to extend the concept of authorship beyond the text and spaces of pro-
duction to situate it within institutional decision-making and transnational professional
exchanges, thereby promising more fully to address the formation of an identity for early
television. The early period of Romanian television was characterized by an exploration of
the medium’s potential, thereby opening up a space for individuals to exert control over its
consolidation as both an institution and an art form. They became negotiators between
television staff and politicians, and between local needs and pan-European developments.
In this case, the defining of the new medium — in terms of its social roles and artistic
forms — took precedence over the televisual text. To conclude, I would like to suggest that
examinations of authorship and early television might benefit from both comparative and
bottom-up approaches. Acknowledging the transnational dimensions of the development
of this medium in nations such as Romania indicates that we might best consider televi-
sion’s institutionalization a pan-European phenomenon.*”

Dana Mustata is Assistant Professor in Television Studies at the Department of Media and Journal-
ism Studies at the University of Groningen. She completed her Ph.D. in 2011 with a dissertation en-
titled “The Power of Television: Including the Historicizing of the Live Romanian Revolution”. She
is currently working on a research project entitled “Everyday Matters: Material Historiographies of
Television in Cold War Contexts”, and is leading the collaborative project “Television Histories in
(Post)Socialist Europe’”, both funded by the Dutch Science Foundation (NWO). She is a co-founder
and coordinator of the European (Post)Socialist Television History Network, and managing editor
of VIEW: Journal of European Television History and Culture.

44) For an in-depth discussion see Dana Mustata, ‘Television in the Age of (Post)communism; in Timothy Ha-
vens, Aniko Imre, and Katlin Lustyik (eds), Popular Television in Eastern Europe During and Since Socialism:
Entertaining a New Europe (New York: Routledge, 2012).
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SUMMARY

Forging an Identity for Early Romanian Television

Dana Mustata

The limited amount of attention paid to authorship has led to claims that television is authorless or
poly-authorial. While such positions respect the collective efforts undergirding the medium, we
should not underplay the extent to which authorship has contributed to its development. Alongside
the current “post-network” era, a consideration of authorship promises to enrich our understand-
ings of television’s early development in Europe, especially its development of a medium specific
identity. This essay therefore examines how authorship contributed to the institutional and artistic
identity of Romanian television of the 1960s, singling out those individuals who took the lead there-
in. This process, I argue, was less a national than a pan-European phenomenon, one shaped by
transnational exchanges, which are better understood when we broaden the national perspective

traditionally applied to researching and writing television histories.
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»Lidé ocekavaji daleko vétsi tragédii‘.
Povile¢né osudy filmové metraze z vyhlazeni Lidic

Cesky dokumentarni film rané povale¢nych let
1945 a 1946 byl, zcela neptekvapive, filmem ve
stinu valky. Velkd ¢ast prvnich ceskych povalec-
nych dokumenta reflektovala udalosti vilky,
okolnosti osvobozeni a bezprostfedni povalec-
nou obnovu zemé. Vice nez kdy jindy byl vyzdvi-
hovan vyznam dokumentarniho filmu jako du-
kazniho média a rozbihala se celd fada projektt,
jejichz cilem bylo zajistit mezinarodni obéh
snimk( referujicich o vdle¢né situaci zejména
v nacisty okupovanych zemich. V ramci trendu
mezinarodniho $ifeni informaci o tom, jak Evro-
pa prozivala valku, vznikl také snimek Dopis
z PrAaHY (1946) reziséra Frantiska Sadka. Pro
né znamou osobnost Jana Masaryka (¢eskoslo-
venského velvyslance v Londyné, ministra zahra-
nic¢i londynské exilové vlddy, jenz se po vilce stal
ministrem zahrani¢i Gottwaldovy vlady, ale téz
prvniho predsedy v Lucemburku nové zalozené
Svétové federace sdruzeni pro Spojené ndrody,
World Federation of United Nations Associati-
ons, WFUNA). V souladu se silné protinémecky-
mi naladami povale¢ného Ceskoslovenska se vy-
bér tydenikovych zabéra sestfihanych do Psani
z PraHY soustfedil na obrazy toho, co bylo cha-
pano jako materialni, fyzické i psychologické deé-
dictvi nacistické okupace: obrazy niceni, smrti,
utrpeni a utlaku. Jednim ze zabér, slouzicich zde

jako vizualni dikaz nasilného chovani nacistd,
byl také zabér z vyhlazeni Lidic. Velky celek vy-
buchu ve vesnici snimané zdali pres pole byl do-
provazen komentafem, podle néjz mélo jit o jedi-
ny dochovany filmovy zabér z dané udalosti.
Jedna se o informaci, ktera filmového historika
zarazi. Je dobfe znamo, Ze si nacisté filmovou do-
kumentaci vyhlazeni Lidic objednali a Zze byla na
pfikaz Ministerstva informaci v druhé puli roku
1945 hleddna a objevena v pracovné kamerama-
na, jenz ji poridil, Frantiska Tremla. Kriminalisté
Tomas Matugka a Ladislav Sima nalezli a identifi-
kovali tfi kotouce 16mm filmu, kazdy obsahujici
okolo 390 metrii nato¢eného materidlu.” Infor-
maci z Dopisu z PraHY je tudiz tfeba chdpat
v 8irdich souvislostech debat, které se vedly okolo
bezprostredné povale¢ného vyuziti filmové do-
kumentace vyhlazeni Lidic, a odtusit v nich ur¢i-
ty typ zdrzenlivosti ohledné jeji verejné prezenta-
ce. Sekundarné se tak diky tomuto historickému
stiipku k prizkumu oteviraji dva okruhy obec-
néjsich otazek — jednak téma povaleénych pred-
stav o tom, jak vefejnosti ukazovat obrazy valec-
ného nasili, jednak citliva problematika toho,
jaké obrazy mohou slouzit jako symboly narodni
tragédie. Ostatné uz protektoratni osud filmové
metraze z vyhlazeni Lidic doklada, ze se navzdo-
ry opakovanym tvrzenim, Ze byla natiacena pro
licely zastraSeni protektoratniho obyvatelstva, do

1) Zprava kriminalisti o vysledcich pétrani po lidickych filmech, 30. 1. 1946. NA, f. M1, k. 177, slozka Filmy krét-

ké L, podslozka Film o Lidicich.
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béznych kin viibec nedostala. Dobové tydeniky
zachycovaly po udalostech v Lidicich pouze pro-
slovy a demonstrativni pochod s rakvi Reinharda
Heydricha,” zatimco apel na posileni ceské loaja-
lity po atentatu byl mediovan odlisné.” Karel Pe-
¢eny, feditel spole¢nosti Aktualita, jejiz kamera-
mani byli k nataceni v Lidicich rovnéz vyzvani,
pak tvrdil, Ze se metraz promitala pouze na sou-
kromé projekci pro némecké uredniky.”

Ackoli ziistavala skryta o¢im vefejnosti, stala se
filmova metraz z vyhlazeni Lidic katalyzatorem
fady zakulisnich debat o tom, jak se adekvatné
vztahovat k traumatickym okamzikim narodni
historie, jak vytvaret narodni symboly a jak tyto
symboly prezentovat na mezindrodnim poli.
V neposledni fadé pak, jak uvidime, méla para-
doxné poslouzit jako jeden z nastroji medialni
legitimizace povile¢ného nasili, jez pachali Ce-
choslovaci na Némcich.

Rozpor mezi zjevnym zdjmem ziskat filmovou
dokumentaci Lidic a naslednym zdrahanim pred-
vést ji $irsi verejnosti lze pozorovat uz od okamzi-
ku, kdy se Ministerstvo informaci obratilo na Po-
licejni teditelstvi v Praze s pozadavkem metraz
vypatrat. Usili filmy vystopovat souviselo s bez-
prostfedné povidle¢nou snahou zmapovat a po-
psat nacistické zlo¢iny v Ceskoslovensku, pomoci
obétem a preziv$im a usvédcit pachatele. V sou-
vislosti s tim byl t#i roky po lidické tragédii
(6. cervna 1945) schvalen projekt znovuobnovy
Lidic a sestaven jeho pfipravny vybor. V zdfi roku
1945 byla oficidlné zalozena Spole¢nost pro ob-
novu Lidic s cilem: ,vybudovati Lidice, dati novy
domov lidickym Zendm, vrativiim se z koncent-
racnich tabort a jejich détem v ramci této obce
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[...], postarati se o ucténi pamatky obéti nacistic-
kych zvérstev [...] a obnoviti Lidice tak, aby se
staly trvalym symbolem spojeni viech demokra-
tickych sil, které spoluvybudovaly mezindrodni
jednotu ke zdolani fasismu.”™ Pravé v lété 1945
bylo také zapocato pétrani po lidickych filmech.
Zatimco podle denikid kameramana Aktuality,
Cerka Zahradnicka, natacel §tab ceskych kame-
ramand v Lidicich az 26. ¢ervna 1942.,° v den li-
dické tragédie, 10. ¢ervna 1942, a v dalsich dnech
byl s kamerou na piikaz Utadu fi§ského protekto-
ra filmovy konzultant NSDAP v Praze, Frantisek
Treml. Sam Treml zemfel béhem osvobozovani
Prahy, v byté jeho asistenta, specialisty na uzky
film Miroslava Wagnera, nalezla policie fotogra-
fie obou muzii natacejicich v Lidicich, stejné jako
duistojniku, ktefi se vyhlazeni Gc¢astnili. Dalsi pat-
rani po filmech zabralo nékolik mésicii a ukonce-
no bylo az predanim nalezenych kotouct minis-
terstvu informaci 19. prosince 1945.”
Ministerstvo pak pomérné rychle rozhodlo, ze
vyuziti nalezenych filma by mélo byt primarné
propagacni. Thned na pocatku ledna 1946 pak za-
pocalo jednani se Spole¢nosti pro obnovu Lidic
za ucelem vseobecného propagacniho vyuziti fil-
mu. Pravé od ledna se pak cesty osudu filmové
metraze vyhlazeni Lidic $tépi. Jedna sméfuje
k filmovym projekcim pfi povalecnych nacistic-
kych soudech, jedna vede piimo do zahranidi,
odkud prichazely pozadavky na dodani zabéru
vale¢ného nasili pro stfihové dokumenty, a jedna
je vylozené lokalni, spjata s projektem natoceni
dokumentdrniho filmu o minulosti, sou¢asnosti
a budoucnosti Lidic. Sledujeme-li tyto tfi linie,

a poélednf zvlast, podrobnéji, je zfejmé, ze pred-

2) Tydeniky. Filmovy kuryr 16, 1942, ¢. 23 (8. 6.), s. 5. Tydeniky. Filmovy kuryr 16, 1942, ¢. 24 (12.6.), 5. 5. Ani
v nasledujicich tydnech Filmovy kuryr nereferuje to tom, ze by v tydenicich byly obsazeny zabéry z Lidic.

3) K tomu vice Radka Sustrova, Ve jménu RiSe a &eského naroda. Verfejné manifestace po atentatu na Rein-
harda Heydricha. Pamét a déjiny 6, 2012, ¢. 2, 5. 48-59.

4) Hlavni liceni — Trestni véc proti Karlu Pecenému, 28. 2. 1947. SOA Praha, f. Mimoradny lidovy soud Praha,

Karel Peceny, Ls 521/48, k. 812, slozka ¢. 1-79.

5) Zakon & 187/1946 Sb. Vice o ¢innosti Spolecnosti pro obnovu Lidic viz Pavla Stépankovaé, Spolecnost
pro obnovu Lidic, 1946-1959. Casopis Matice moravské 127, 2008, ¢. 1,s. 97-129.

6) Kapesni kalendf s rukopisnymi poznamkami 1942. NFA, f. Cenék Zahradnicek, k. 1, i.¢. 4, sg. I/C.

7) NA, f. ML, k. 177, slozka Filmy kratké L, podslozka Film o Lidicich.
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stav o moznostech metraz vyuzit byla fada a ze se
mohly i zasadné lisit. Nejvyznamnéjsimi mluvcéi-
mi v této debaté pritom byly Ministerstvo infor-
maci, Ministerstvo vnitra, Kratky film a Spolec-
nost pro obnovu Lidic.

V ramci této edice dokumentujeme praveé plan
natoceni dokumentu s pracovnim nazvem ,,Lidi-
ce, a to prostfednictvim textt jeho treatmentu,
scéndfe a komentafe. Uvodni text edice nicméné
zasazuje tento nakonec nerealizovany projekt do
kontextu toho, jak metraz skutecné vyuzita byla,
a snazi se tak postihnout i nékteré z doprovod-
nych jevh kauzy. Filmy z Lidic totiz pfedev$im
aktivné ,svédcily” na dvou povilecnych ¢eskoslo-
venskych nacistickych soudech. Sam fakt, ze spo-
lecnost Aktualita filmovala v ¢ervnu roku 1942
v Lidicich, se stal jednim z argumentu, které chtél
hned v tnoru 1946 soud pouzit k dosvédceni Pe-
¢eného souhlasu s nacistickym nasilim v protek-
toratu a dobrovolného plnéni nacistickych rozka-
z.Y Pro rozsudek se nicméné lidické natdceni
nakonec nestalo zasadnim bodem, nebot Cenék
Zahradnicek a Jan Kucera, kameramani Aktuali-
ty a svédci v procesu, podali protikladné vypoveé-
di zejména s ohledem na to, jak se o prikazu fil-
movat dozvédéli a kdo jim dale udilel pokyny.
Zatimco Zahradnicek tvrdil, Ze byl k nataceni na
blize neurc¢eném misté mimo Prahu, které pozdé-
jiidentifikoval jako Lidice, vyzvdn samotnym Pe-
cenym, Kucera Peceného béhem procesu spise
branil a jako autora pfikaz uvadél X. E. Lampla,
Betreuera (davérnika), jenz v Aktualité pusobil
jako némecky dohled.

V nasledujicich mésicich, béhem bfezna a dub-
na roku 1946, byl film vyuzit také u soudu se
statnim tajemnikem Ufadu fi$ského protektora,
Karlem Hermanem Frankem, jemuz byla spolu
s novym zastupujicim fidskym protektorem, Kur-
tem Daluegem, pfipisovdna zodpovédnost za vét-
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sinu rozkazh, které souvisely s vyhlazenim Li-
dic.” Dobovy zaznam filmové projekce béhem
procesu s K. H. Frankem se soustfedil predevsim
na Frankovo chovani a pokousel se zdliraznit do-
jem Frankovy lhostejnosti a bezcitnosti tvafi
v tvaf filmové metrazi lidickych udalosti: ,,|...]
poté je soudni sin zatemnéna, aby na projekénim
platné byl promitnut film o zniceni Lidic, ktery
natocil prevdiné Némec Treml. Z kazdé casti fil-
mu vane hrtiza. Je vidét hotici vesnici a rozbofe-
né domy a brzy se na platné objevuje i Wies-
mann, ktery se velmi dobfe bavi s nékolika
esesmany. Dalsi zabéry ukazuji, jak Némci odva-
zeji z vesnice urodu, nafadi a viechny cennéjsi
predméty. Z auditoria se ozve plac, ale Frank zu-
stavd klidny a se zdjmem hledi na platno. Kdyz
film pfedvédi planyrovéni obce a kdyZ muzi pra-
covni sluzby vzdévaji poctu zdvizenymi lopatami,
je tim Frank dokonce trochu nadsen. Zfejmé mu
stdle imponuje nacistickd dresura.“'” Rétorika
zdznamu plné odpovidala tomu, jak byly v pova-
le¢cném Ceskoslovensku vyjadfovany antipatie
vici Némcim.

Promitani filma z Lidic se v ramci tohoto pro-
cesu odehralo 8. dubna 1946 a o nékolik dni poz-
déji, 13. dubna 1946, bylo doplnéno projekcemi
filmové metraze, jiz Némci dokumentovali své
nasilné ¢iny na dalSich mistech v Ceskosloven-
sku, zejména v Terezing, ale téZ u masovych hro-
bt v Bohosudové a Fojtovicich: ,,Je to svédectvi
velmi zdvazné, které dava pochopit vinu Némct
v Ceskoslovensku i tém pozorovatelim v zahra-
nici, ktefi snad nemobhli jesté v tak kratké dobé
proniknout ke kofenim téchto problému a kteri
si uvédomuyji, ze Ceskoslovensko nemohlo jinak
zuctovat s Némci, nez splnénim jejich nejvrouc-
néjsich tuzeb, vtélenych v heslo ,Heim ins Reich.
A je to ovSem i dukaz viny K. H. Franka, ktery
stoji vzdy uprostied tohoto intrikdnstvi a vrazdé-

8) Hlavni liceni — Trestni véc proti Karlu Pe¢enému, 28. 2. 1947. SOA Praha, f. Mimotadny lidovy soud Praha,

Karel Peceny, Ls 521/48, k. 812, slozka ¢. 1-79.

9) SOA Praha, MLS Praha, Ls 1527-46 (Frank). Digitalni verze, s. 2708-2710.
10) Cesk)'/ narod soudi K. H. Franka. Praha: Ministerstvo informaci 1946, s. 105.

]




62 ILUMINACE Roc¢nik 26, 2014, €. 3 (95)

ni jako zosobnény symbol vsi nacisticke zvrh-
losti.“!"

Jak je patrné, u obou soudi se filmova metréz
z Lidic ukazala byt klicovym mediatorem cesko-
-némeckych vztahti. Proces s Karlem Pecenym
mimo jiné odhalil riznou miru loajality ceskych
filmafG vic¢i nacistim v protektoratu, proces
s K. H. Frankem mel ze zfejmych divodi mno-
hem zdsadnéjsi vyznam a dopad. Po dlouhou
dobu jeden z nejmocnéjsich muzti v zemi v pova-
le¢ném diskursu ztélesioval nacistickou vilec-
nou krutost a v této logice jakykoli ditkaz jeho ob-
vinéni rovnéz legitimizoval v dané dobé velmi
aktualni otdzku odsunu Némcii z Ceskosloven-
ska. Zpusob, jakym byly filmové dikazy pfi sou-
dech interpretovany, je soucasné velmi dilezitym
myslenkovym pozadim, jez usmérnovalo i dalsi
roviny vyuziti filmové metraze z Lidic.

Jedndni o téchto moZnostech zapocalo Minis-
terstvo vnitra v lednu 1946 pozadavkem, jimz
Ministerstvo informaci Zddalo o vytvofeni no-
vych kopii filmu a jejich vcasné rozsireni jak
doma, tak v pohranici: ,Vzhledem k dokumen-
tdrnosti a zdvaznosti filml, zadd Ministerstvo
vnitra, aby nebyly nijak upravovany, nez dopro-
vozeny slovem a ivodem a vyhrazuje si, aby tato
uprava byla provedena v dorozuméni s Minister-
stvem vnitra, odborem pro politické zpravodaj-
stvi a mistnim narodnim vyborem v Lidicich.”'?
Ministerstvo vnitra zde tudiz volalo po autentic-
kém dokumentarnim materialu pro vefejné pred-
vadéni a ukazovalo tim také to, jak chéape roli ar-
chivni filmové metraze v povélené spolecnosti.
Autenticka brutalita obrazi distribuovanych v si-
rokém distribu¢nim okruhu byvalého protekto-
ratu i Sudet méla v jeho o¢ich jednoznaéné pod-
pofit kampan legitimizujici odsun némeckého
obyvatelstva, realizovany divoce, hekticky a nésil-
né v lété roku 1945. V dobé, kdy Ministerstvo za-
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calo lidickeé filmy pro sirokou distribuci poptavat,
tak jiz v tomto kroku sledovalo podptirnou akci
k obhdjeni kontroverzniho zédkona ,0 prévnosti
jednani souvisicich s bojem o znovunabyti svo-
body Cechii a Slovaki“.'¥ Ten mél legalizovat na-
sili, jehoz se Cesi po valce dopoustéli na némec-
kém obyvatelstvu, a podle néj tak ,Jednani,
k némuz doslo v dobé od 30. zari 1938 do 28. rij-
na 1945 a jehoz ucelem bylo prispéti k boji o zno-
vunabyti svobody Cechii a Slovéki nebo které
sméfovalo ke spravedlivé odplaté za ¢iny okupan-
tii nebo jejich pomahaci, neni bezpravné ani teh-
dy, bylo-li by jinak podle platnych predpist trest-
né.“ Diky tomuto pravu tak bylo mozné tolerovat
i ¢iny, které by v béznych podminkach mély byt
vysetfovany.

Plany Ministerstva vnitra se nicméné neproti-
naly s témi, které mélo s filmy Ministerstvo infor-
maci, kontrolujici kinematografii a tedy i obéh fil-
movych kopii. To sice na pocitku roku 1946
podporilo zidosti zahrani¢nich ambasad, mést
prejmenovanych na Lidice a britské vzpominko-
vé akce Lidice Shall Live'" a kopie pro jejich uce-
ly zprostfedkovalo, aviak jejich prezentaci pfimo
v Ceskoslovensku odmitalo. V dobé, kdy se ifeni
informaci napfic staty a kontinenty chapalo jako
predpoklad vzajemného porozuméni a prevence
dalsich nesnésenlivosti, se Ministerstvo informa-
ci rozhodlo zapojit do celosvétové kampané,
avdak o lokdlnim uvedeni mélo jiné predstavy.
O nazor na ideu lidického filmu pro domaci trh
pozadalo téz jeho potencialniho vyrobce, Kratky
film.

Dne 21. brezna 1946 se tak za ucelem podrob-
néjsi debaty nad témito otdzkami sesli zastupce
Ministerstva informaci Josef Pliva, zastupce Spo-
lecnosti pro obnovu Lidic Frantisek Knor se za-
stupci Ministerstva vnitra a zastupci Kratkého fil-
mu (Karel Kohout, Jifi Lehovec, FrantiSek Sadek

11) Tamtéz,s. 113-114.

12) Filmy o zniceni Lidic — pfeddni Ministerstvu informaci. Dopis Ministerstva vnitra Ministerstvu informaci,

25. 1. 1946.

13) Zékon ¢. 115/1946 Sb. 46. NA, f. M1, k. 177, slozka Filmy kratké L, podslozka Film o Lidicich.
14) NA, f. M1, k. 177, slozka Filmy krétké L, podslozka Film o Lidicich.
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a Miroslav Hubacek)." Spole¢né se shodli, ze pti-
vodni materidl, ktery je k dispozici, je ,slaby*, a ze
material zachycuje jen ,vyhorelou obec, planyro-
vani, a j.% ale nejde pracovat s zadnymi zabéry
»vrazdéni ¢i podpalovani®'® Jako feseni byla od-
souhlasena moznost ziskat doplnujici materialy
ze zahranicnich tydeniki a natocit téz zdznam
z procesu s K. H. Frankem. Jako budouci rezisér
filmu byl uréen Frantidek Sadek, jenz mél po
zhlédnuti vSech archivnich podkladi, které se
podafi shromazdit, vypracovat scénar s tim, ze by
se vyuzilo raznorodych zdroju a film byl zakon-
¢en ,optimisticky pfipravou obnovy pod heslem
,Lidice budou zit"“"”

Sadek zasadil udalosti v Lidicich do $irsiho
ramce nacistické nadvlady v protektordtu a krom
nalezené metraze chtél pracovat s vdlecnymi ty-
deniky, zabéry dokumentujicimi zahrani¢ni sym-
patizantska hnuti v méstech, jez se pfejmenova-
vala na Lidice, a nové natoceny material z obnovy
Lidic a zivota navracenych zen a déti. Vybér zabé-
rl, zachyceny ve scénari, ktery je soucasti této
edice, doklad4, Ze Sadkovi §lo predev§im o expre-
sivni zdliraznéni nacistického zla. Popisoval za-
bér kanont namitenych z Prazského hradu, nad
nimz vlaje nacisticka vlajka, doli na mésto, nad
nimz, jeho slovy, ,visi tézka mracna“ a je ,zahale-
no v dymu“'® V poznamkdch o hudebnim do-
provodu zminoval, Ze by se mélo pracovat opako-
vané s jednim motivem, ktery by asocioval naladu
teroru. Snazil se rovnéz maximdlné zuzitkovat
detaily odkazujici na pfitomnost lidského prvku
— obéti, které v metrazi fyzicky chybély. Docilo-
val toho zabéry na seznamy popravenych, na fo-
tografie zavrazdénych lidickych muza, ale také
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vybérem dil¢ich detailt osobnich predmétii z do-
chované metraze destrukce Lidic (détska postyl-
ka, hracky, pes). Pro doplnéni kontrastu pak po-
valecnou skutecnost reprezentoval 3$fastnymi
tvafemi prezivSich matek a déti. I pres veskerou
péci vénovanou studiu materiald a pfipravé scé-
nafe vak snimek nakonec nebyl realizovan.
Ustfedni dramaturgie Kratkého filmu pfi
schvalovani scéndfe navrhla, aby se pretocil po-
meér mezi minulosti a sou¢asnosti a film se v ma-
ximdlni mife zaméfil na soucasnost. Lidicka me-
traz pak méla byt vyuzita jen okrajové. Elmar
Klos, tehdejsi reditel Kratkého filmu, toto roz-
hodnuti podpofil dopisem zaloZzenym na zpraveé
o tom, jak na nesestfihanou metrdz reagovalo
britské publikum a pro ¢eské uvedeni doporuco-
val postupovat jinak."” Podobné jako zdstupci
Ministerstva informaci predpokladal, ze citlivost
zahraniéniho a ¢eského divaka viici obrazu lidic-
kych udalosti bude jina, aviak upozornoval na to,
ze i pro vyrobu nového filmu muze byt prekazkou
to, co vnimali Britové jako problematické: totiz
nedostatek explicitniho ndsili na lidech. Nalezend
metraz totiz zahrnovala vyhradné prace spjaté
s demolici budov, coz britskym divakam prfipada-
lo jako nedostate¢né tragické, nebot ,podle pro-
pagandy rozvinuté za valky ocekavaji lidé daleko
veétsi tragedii nez tuto, na kterou si béhem valky
zvykli v tisicerych obménach®. Klos ptipoustél, ze
by se film o Lidicich natocit dal, ale pouze v pfi-
padé, ,kdyby némecka nelidskost mohla byt uka-
zéna v pravém svétle®, coz nalezeny materiél neu-

*» Ministerstvo vnitra, stale doufajici

moznuje.
v brzké uvedeni filmu maximalné zuZitkovévaji-

ciho pravé dikazy nacistického nasili za valky, se

15) Zapis o schiizce tykajici se kratkého filmu o Lidicich, 21. 3. 1946. NA, f. M1, k. 177, slozka Filmy kratké L, pod-

slozka Film o Lidicich.
16) Tamtéz.
17) Tamtéz.

18) Srov. scénar publikovany v této edici. Ulozeno v: NA, f. M1, k. 177, slozka Filmy kratké L, podslozka Film o Li-

dicich.

19) Dopis Elmara Klose Ministerstvu informaci, 26. 2. 1947. SOA Kladno, f. Spole¢nost pro obnovu Lidic, k. 18,

i. & 74, 8. 1/7.
20) Tamtéz.
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snazilo rozhodnuti zvratit. Trvalo na tom, Ze je
yvelmi dulezité, aby nacisticky zlo¢in v Lidicich
byl stale pfipomindn vefejnosti a byl stalou vy-
strahou,” a Ze je nutno film ,,zvéfejniti co nejdri-
ve, nebot samoziejmé dalekym odstupem casu by
ztratil na zajimavosti“?"

Kratky film nicméné zistal k témto podnétim
rezistentni a na pocatku roku 1947 Ministerstvu
vnitra ozndmil, Ze projekt zcela stahl ze svého vy-
robniho planu s tim, ze nejprve pockd, az bude
mozné natocit vice z povalecné obnovy Lidic.*?
Elmar Klos byl ostatné dlouhodobé presvédcen,
ze film ma potencidl ucinit z Lidic narodni sym-
bol, nestane se tak podle néj nicméné, pokud
bude k dispozici pouze nacistickd dobova metraz,
ale zahrne-li se téz piivodni povale¢na dokumen-
tace: ,, Aby se z nich mohl stati symbol, muselo by
byt ve filmu ukdziano znovu-vzkiiSeni — nové Li-

«)

dice.“*” Bez toho podle néj film postradal logicky
Zaver.

Prestoze Sadkav filmovy zamér nikdy nebyl re-
alizovan, disponuje Narodni filmovy archiv kopii
oznacenou jako ,pfipravny film* LiDICE, CESKA
vEs. Ta reflektuje zpusob, jakym chtél Sadek vyu-
zit pravé pavodni metrdz natocenou v Lidicich.
Zabéry jsou zde nicméné prolozeny informativ-
nimi mezititulky, jez casto odrazeji, ¢i dokonce
stupnuji expresivnost navrhovaného komentare
(némecti vrahové aj.). V ném i ve scénari se Sadek
nebranil podtrhnout emocionalni naboj snimku
interpretaci chovani Némci: vitézné stoji, uspo-
kojené se chechtaji, se zdjmem a spokojenosti se
divaji atp.

Ani v dalSich letech nicméné nebylo tohoto
Sadkova ,pripravného filmu“ vyuzito, a tak se
prvnim povale¢nym filmem s lidickou tematikou
stal az BupujEME LIDICE Jaroslava Veselého
z roku 1949. Ten svym zphsobem potvrzuje za-
meér, ktery Kratky film vyslovil jiz v roce 1947:
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zcela potlacuje vyuziti archivni metraze a stavi na
pribéhovém ramci brigadnice Lidy, ktera prichazi
pomoci se stavbou Lidic. Lida si jen krdtce pfi-
pomene historické okamziky u ndsténky a jiz
pomdha s praci. Film tudiz nefunguje ani jako
memento, ani symbol, ale spiSe propagace pova-
le¢ného budovani. Dalo by se Fici, ze dalsi lidicke
filmy nasledovaly de facto v rytmu vyro¢nich
uddlosti: v roce 1952 vznikly Jiz NIkDY LIiDICE
Antonina Gorlicha, v roce 1957 Lipice Ziji Jin-
dricha Ference, tfi snimky byly uvedeny okolo
roku 1962: BALaDpA o piTETI Ladislava Rychma-
na (1961), Libice varuji Jindficha Ference (1962)
a VzDALENOST oD STREDU Bohumila Sobotky
(1962). Ani tyto filmy nicméné nepracovaly pfilis
mnoho s archivnimi materidly — téma pojimaly
formou inscenace ¢i pribéhového ramce a pokud
snad néktery zabér uzily, jednalo se pravé o velky
celek vybuchd, ktery zahrnoval i Dopis z Prany,
jimz jsme tento text uvadéli, pripadné nékolik za-
béra ruin.

Stereotypni vyuzivani archivni metrdze ucinilo
z pivodniho materidlu pouze ilustrativni citaci
a symbolickym ucinilo pravé a jediné velky celek
vybuchu ve vzdalené vsi. Koncept Lidic jako sym-
bolu provazel debaty o filmovém obrazu tragédie
od samotného pocatku a zasadné usmérnoval je-
jich prabéh. Instituce vstupujici do této debaty
nicméné hajily riiznorodé zajmy a pripisovaly fil-
mové metrazi z Lidic také odlisné vyznamy. Nej-
aktivnéjsi vyjednavac, Ministerstvo vnitra, volalo
po co nejrychlejsim zverejnéni filmu v jeho au-
tentické podobé, aby posililo anti-némeckou me-
didlni kampan. Ministerstvo informaci v této
kauze zastavalo nazor svého podrizeného, Krat-
kého filmu, a k rychlému uvedeni se stavélo na-
opak zdrzenlivé. Nevéfilo, Ze stavajici material je
dostate¢né nosny, a doufalo, Ze by vysledny film
mohl diaraznéji poukdzat na povale¢né usili, ni-

21) Film o Lidicich, shrnujici dopis Ministerstva vnitra Ministerstvu informaci, 4. 2. 1947. NA, f. M1, k. 177, sloz-

ka Filmy krétké L, podslozka Film o Lidicich.
22) Tamtéz.

23) Dopis Elmara Klose Ministerstvu informaci, 26. 2. 1947. SOA Kladno, f. Spole¢nost pro obnovu Lidic, k. 18,

i. ¢. 74, sg. 1/7.
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koli pouze zavrhovat minulost. Spolecnost pro
obnovu Lidic pak v zavéru debaty ptijala etické
stanovisko zohlednujici piivod materidlu, podle
néjz nelze Némci natoceny film ucinit symbolem
ceské narodni tragedie.”

Edi¢ni pozndmka:

Materidly predkladané v této edici pochazeji
z Nérodniho archivu, kde jsou ulozeny ve fondu
Ministerstva informaci, kartonu 177, ve slozce
Filmy kratké — L. Je vSak mozné je nalézt i ve
fondech dalsich instituci zucastnénych na jedna-
ni, napfiklad ve fondu Spolecnosti pro obnovu
Lidic ve Statnim okresnim archivu v Kladné aj.
Texty jsou prepsany doslovné se snahou zachytit
téz dobovou grafickou podobu (podtrzeni, odsa-
zeni, atp.). Jedinym zasahem, ktery jsme provadé-
li, bylo doplnéni interpunkénich znamének (ca-
rek) v mistech, kde to odpovidalo dne$nimu tzu.

Piehled dokumenta:

[. Treatment filmu
[1. Scénar filmu
I1I. Komentar k filmu

Lucie Cesalkova

Tato prdce byla podporena z projektu ,,Zaméstna-
nim Cerstvych absolventii doktorského studia k vé-
decké excelenci® (CZ.1.07/2.3.00/30.0009), ktery je
spolufinancovan Evropskym socidlnim fondem

a statnim rozpoétem Ceské republiky.
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24) Korespondence feditele Spolecnosti pro obnovu Lidic, Frantiska Knora, riznym institucim, 1947. SOA Klad-

no, f. Spolec¢nost pro obnovu Lidic, k. 18, i.¢. 74, sg. [/7.
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Ptiloha k ¢.j. 82699/46-V.

Kratky film
Ceskoslovenska filmové kronika

Lidice

Namét kratkého filmu
o zkaze a znovuobnoveni Lidic

Napsal:
Frantisek Sadek

Praha 1946.

Usttedni kancelére:
Praha IL., Vodic¢kova 30, I11. schody, IV. patro. Telefon 397-94, 248-24.

Vyrobni oddélent:
Praha II., Sokolska tfida 68. V. patro. Telefon 290-75, 306-95.

Praha. Pi3e se rok 1941. Némecka okupace trvi. Po dlazbé duni kroky ciziho vojska, na Petfiné sto-
ji jejich déla a pfed kasarnami stoji jejich straze. Neurath, délajici dojem starého, blahobytného péna,
prehlizi na Viclavském ndmésti némecké kolony. Ale pod timto lesklym povrchem vie. Némcim se za
dva roky okupace nepodatilo ziskat Cechy, ani potlacit jejich tajny odboj. Neurath je pry na to slaby.
Pry je to muz ze staré $koly, zvykly jednat v rukavickach. Devét rozsudkd smrti za dva roky je prilis
malo. Nékdo jiny musi piijit, aby seznamil Cechy s novou Evropou.

Je to Heydrich. Stviira s podlouhlym sadistickym oblicejem a chladnyma rybima o¢ima. Ten tedy
ma zavést némecky poradek v ceskych zemich. Je na to znamenité pripraven. Krvava stopa se tahne
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véemi zemémi, kudy jiz prosel. Také mnozi Némci neporozuméli jeho upfimnym snahdm — fekl
o ném pozdéji Himmler. Cesi jim budou brzy rozumét.

Stanné prévo, stanné soudy, popravy a zase popravy. Takovy byl vladni program muze bez rukavi-
¢ek. Ustavuje novou loutkovou vladu a pfijima starého Hachu, kterému se rozklepala kolena. Méla také
pro¢ — Heydrich nejen vyhrozoval persekuci, on ji také vytrvale provadél. Rady popravenych rostly,
ale Cechy na némeckou viru neobratil. Pozemi trvalo déle. A chystala se pomsta.

Pfisla v kvétnu pristiho roku. Zasazen ranami ceskych vlastencti odedel tam, kam uz dévno patfil.
Jeho smecka mu usporadala skvély pohfeb. Byl odvezen do Berlina, na jeho rakev se priSel svym tupym
pohledem podivat Hitler a Himmler u ni pronesl fe¢. Salvy znély, kdyZ ho spoustéli do hrobu.

Salvy znély v Cechéach, kdyz mstili jeho smrt. Tisice nasich lidi, nasich nejlepsich lidi, postavili
pred hlavné pusek a kulometii. Rozpoutala se nejkrutéjsi hriizovlada. Dlouhé sloupce se jmény popra-
venych plnily denné noviny a tlampace je rvaly do vylidnénych ulic. Pfedméty nalezené na misté ¢inu
byly jedinou stopou, kterou méli. S vynalozenim celého svého policejniho apardtu chtéli najit pachate-
le, ktefi jim unikali. Vyhrozovali celému narodu. A aby jej zastrasili, dopustili se jednoho z nejhraznéj-
Sich ¢ind v déjinach, ¢inu, ktery odhalil jejich pravou tvaf i tam, kde ji jesté neznali. Znicili Lidice.

Na zakladé nékolika bezpredmeétnych indicii zpusobili krvavou lazen v klidné a pokojné vesnici
v zazemi. 10. ¢ervna postfileli bez jakéhokoliv liceni na zahradé Hordkova statku v Lidicich 173 lidic-
kych muzi. 195 Zzen odvlekli do koncentra¢nich tdbori a 100 déti neznamo kam. Aby ucinek byl do-
konaly, prohlasili, Ze Lidice vyhladi s povrchu zemského tak, aby neziistalo ani stopy na misté, kde sta-
valy. Domy polili benzinem, kdyz byli vykradli vie, co se jim hodilo. Pak je zapilili.

Lidice hotely nékolik dni. Domky, statky, $kola, kostel a hospodarské staveni — viechno lehlo po-
pelem. Jednoduché zafizeni hornickych domacnosti, které nestdlo gestapakiim za odvezeni, shofelo
v nich. Kolem hofici vsi rozestavili straze, aby se tam nikdo nedostal. Ty se bavily stfelbou po poplase-
nych holubech, krouzicich nad hoticimi domy.

Ale pozar nesrovnal Lidice se zemi. Kdyz stravil vSechno, co mohlo horet, zbyly jesté holé, zacou-
zené trosky domi ¢nicich k nebi jako némi svédci nacistického barbarstvi. I ty chtéli odstranit. Povo-
lali zakopniky, ktefi podminovali viechny vétsi budovy a vyhodili je do vzduchu. Vsichni vyznac¢ni ge-
stapdci z Prahy i Kladna se zucastnili této ,,prace”. Vidime je na snimku, jak se chechtaji z uspokojeni,
ze jejich muzi provadéji dobre sviij tkol.

K odvezeni rozmetanych trosek byly ur¢eny oddily pracovni sluzby. Jejich velitel si pochvaloval, ja-
kou dostanou zivotni $kolu: ,Mlady muz pracovni sluzby vidi, ze némecky me¢ tvrdé dopadne a beze
zbytku znici zfidla nepokoji nejen na fronté, nybrz i v zdzemi...” Aby se na to mohli lépe divat, posta-
vili si tdbor pfimo na misté. ,Mladi muzi” se tam ve volném case cvicili v nastupech s lopatami.

Kdyz dokoncili svoje dilo, nezistalo skute¢né ani stopy po Lidicich. Na plochu dfive zastavenou
domy navezli ornici a zasili do ni obili. Jen jednu pamatku nedovedli zahladit. Na misté za byvalym
Horakovym statkem, kde byli pohibeni lidi¢ti muéednici, se pomalu propadavala puda.

Némci netusili, kdyz pachali sviij nelidsky cin, jakou odezvu vyvola v celém svété. Vina rozhoice-
ni probéhla viemi svobodnymi staty. Hornici v Anglii zalozili hnuti ,,Lidice budou Zit". Hnuti se stalo
béhem roku masovym. Ve Spojenych stitech se jedno méstecko rozhodlo zménit svoje jméno na Lidi-
ce. Dalsi pribyvaji: v Mexiku, Havané, Venezuele a v Jizni Africe. Tisk vSech narodi prinasel obsahlé
zpravy o Lidicich.

Po osvobozeni konala se narodni pout do Lidic a president republiky polozil vénec u hrobu hrdini.

Bylo rozhodnuto, Ze Lidice budou vybudovany na pivodnim misté. Rada architektii podala plany
na jejich vystavbu.
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V malé kolonii domki nedaleko Lidic ziji lidické Zeny, které prezily véznéni, s dosud nalezenymi
détmi. Teéch dvacet $tastnych déti, které uz zapomnély na prozité utrpeni, je prvnich dvacet novych li-
dickych obc¢anii. Ony jsou zarukou, ze Lidice nezemftely, ze budou zit.
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IL.

Lidice

Scénar kratkého filmu podle pivodniho ndamétu
sLIDICE"

napsal:
Frantisek Sadek.

Praha 1946

Pozndmka:

Obrazovia cast scénafe je rozepsiana plné podrobné. Kdyby vedle ni stal komentaf, rozdéleny na
jednotlivé zdbéry, mohl by vzniknout klamny dojem, Ze obraz nesouhlasi ve své délce s délkou zvuko-
vé Casti. Je proto prozatimni komentaf, t.j. pivodni exposé filmu ,,Lidice®, pfipojen jako pfiloha na ko-
nec scéndre.

Kde by v textu mohly snad vzniknout nejasnosti, je vidy poukazano na pfislusnou stranku pfi-

lohy.

Autor.
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Cast 1.

Roztemnit:
1. Celek:

EDICE A MATERIALY

Stiecha prazského hradu, nad niz vlaje vlajka Komentaf viz ptilohu str. 1.

s hakovym kfizem.
Do obrazu se prokopiruje letopocet: 1941. Hudba.

2. Celek:
Antenni véze rozhlasové stanice na Petfiné.
Kamera panoramuje

dol na némeckd déla namirend smérem
k méstu. U nich némecka straz.

3. Celek:

Jedno z dél, jehoz hlaven je namifena stejnym
smérem, jako v pfedeslém zabéru.

Kamera panoramuje

na meésto, nad kterym visi tézké mraky a je
zahaleno koufem.

4. Celek:

Vidéno z okna nizkého domu:

Uzkou ulickou starého mésta prochazi skupiny
asi deseti némeckych vojaki v sevieném ttvaru.

5. Polocelek:
Ptes mfizovi balkonu je vidét némecky vojék,
ktery se prochazi s granatem v ruce.

Stiracka.

6. Polocelek:
Neurath na tribuné na Viclavském ndamésti Treskna hudba pistca.
prehlizi pochodujici némecké kolony.

7. Celek:
Pistci pochoduji kolem aparatu.

8. Polocelek:
Neurath stoji na tribuné.
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Nijezd v kopirce.

Neurath se usmiva.

Kritce prolnout.

9. Detail:
Vyhlaska o popravé ¢eskych studentt ze
17. listopadu.

Kamera panoramuie
na Neurathtv podpis na vyhlasce.

Kritce prolnout.

10. Detail:
Neurath se dale privétivé usmiva.

Krétce prolnout.

11. Celek:

Neurath pfi prehlidce zdravi zdvizenou pravici.

/Rozmnozené okénko./ Ruka mu spadne.
Neurath jde v§ak pozpatku. Stejnym smérem.

Stiracka.

12. Celek:
Do obrazu ptichazi Heydrich. Rizené zdravi
kolonu, kterou prehlizi.

Kamera najede /v kopirce/
na jeho detail.

Rychle prolnout.

13. Detail:
Neékolik Heydrichi vedle sebe.
Rada jeho tvafi vypliuje obraz.

Kratce prolnout.

Kolona némeckych vojakt pochoduje proti
kamere. Jsou vidét jen jejich obliceje.

Krétce prolnout.
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Komentaf viz pfilohu str. 1.

Zesilend hudba pistcu. Jediny motiv, ktery se
stale opakuje.




72 ILUMINACE Ro¢nik 26, 2014, ¢. 3 (95)

15. Detail:
Heydrich otééi hlavou.

16. Velky detail:

Cast vyhlasky z konce roku 1941. Cteme fadku

oznamujici stanné pravo.

17. Velky detail:
Jina radka zacinajici:
»Pod trestem smrti....“

18. Blizko:

Pochodujici kolona némeckych vojaka jako 14.

19. Detail:
Prvni vyhld$ka oznamujici popravy.

20. Velky detail:
Radka z vyhlasky: ,,Byli zastieleni...

21. Detail:
Jind vyhld3ka se seznamem popravenych.

22. Blizko:
Heydrich se zastavi v pohybu.

Kamera pomalu najizdi na jeho:

23. Detail:
Chladné hledici Heydrich.

Najezd se zastavi:

Rozmnozeny posledni obrazek okamzik stoji,

pak se roztfese a zamlzi. Zasni.

Rychle zatemnit.

Rychle roztemnit.

24. Polodetail:

Mrtvy Heydrich lezi na lazku v nemocnici.

EDICE A MATERIALY

Kratce prolnout.

Do pochodové hudby zazni krétky rachot
automatické zbrané.

Kratka strelba.

Hudba konci.
Konec hvizdu grandtu a exploze.

Po okamziku ticha nasazuje tlumend hudba.
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25. Polocelek:
Rakev s Heydrichem je vyndsena ze dveri
nemocnice na Bulovce.

26. Celek:
Z konce privodu Prahou: Rakev je vnaSena na
Wilsonovo nadrazi.

27. Celek:
Vlak s rakvi se rozjizdi.

Stiracka.

28. Celek:
Rakev je vezena berlinskou ulici.

29. Blizko:
PtihliZejici obecenstvo zdravi pohrebni kondukt.

30. Polocelek:

Hitler pfistupuje ke katafalku, oblozenému vénci
a tklivym pohledem se louci se zesnulym
»kamaradem®.

31. Celek:
Katafalk s rakvi a strazemi.

32. Blizko:
Himmler fe¢ni u rakve.

Obracecka.

33. Polocelek:
Nékolik némeckych dustojnika spousti rakev do
hrobu na berlinském hrbitové.

34. Celek:
Ceta SS stojici nedaleko hrobu stfili do vzduchu ~ Hromadny vystrel.
¢estnou salvu.

QObracecka.

EDICE A MATERIALY
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35. Detail:
Vyhlaska z doby po Heydrichové smrti s fadou
popravenych.

36. Celek:
SS strileji salvu do vzduchu Salva.
/Jako 34./

37. Velky detail:
Rédek na vyhldice s textem:...

»pro schvalovéni atentatu byli popraveni...... y

38. Celek:
Kratka salva jako 34. Jen vystfel.

39. Detail:
Sloupec v novindch se jmény popravenych.

EDICE A MATERIALY

Nasazuje zprvu tichy, pak se stéle zesilujici

Kamera panoramuje rachot kulometu.

dolti po sloupci, ktery obsahuje vice nez sto
jmen.

40. Celek:

Prazdné prazské ulice /za ranniho polosera/. Rachot kulometu ustal.

V popredi $tity obchodti s némecko-ceskymi Ticho.
napisy. Z dalky je slyset hldSeni tlampace.

Zacatek ceského hlaseni oznamujiciho jména

popravenych pro ,,schvalovani atentatu®

Pouzit ptivodniho zdznamu z rozhlasu.

41. Celek:

S vysky pres tlampac, upevnény na stozaru Zaznam hlasitéji.

elektrického vedeni vidime druhy konec
liduprdzdné ulice. Hlasatel za¢ind jmenovat

popravené: Nékolik jmen ze zac¢atku seznamu.

42. Polocelek:

Uvnitf restaurace s velkym oknem do ulice. Pred
oknem stoji Cisté pokryty stiil. Je neobsazen. Na
skle je prilepena papirova vyvéska s textem:
»Juden unzuginglich — Zidim nepfistupno®,
Nad ni visi jidelni listek.
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43. Celek:
Ulicka na Starém meésté. Do vchodu jednoho
z domi vejde chvatné jediny chodec, ktery byl

na ulici.

44. Polocelek:
Z podhledu: Kdosi zavira ve vy$sim patfe
star¢ho domu okno.

45. Celek:
Prazdnd Resslova ulice s kostelem Karla
Boromeéjského.

46. Polocelek:
Predméty, které zustaly po vykonavatelich
atentatu ve vykladu Batova obchodu.

Salva.

47. Blizko:
Nékteré z téchto predmeéta.

48. Celek:
Véze kostela Karla Boromejského proti

zamracenému nebi.

Rychle zatemnit.

EDICE A MATERIALY

Komentaf nasazuje pres tiché hlaSeni.
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Cast 2.

Rychle roztemnit:

Lidicky kraj:
Cesta lidickych muzt do préce
/zelezarny, doly/.

49, Detail:

Fotografie Lidic, jak vypadaly pred zni¢enim.

V pozadi domy na okraji vsi. V pozadi lidé
pracujici na poli.

Prolindni:

50. Detail:

Posttileni muzi na zahradé Hordkova statku.
Ubiti muzi lezi v nékolika radach za sebou.
/Z fotografie/

Prolindni:
51. Detail:

Z jiné fotografie. Blizsi pohled na zastielené
muze.

Prolindni:

52. Detail:
Na fotografii zavrazdénych muza

panoramuje kamera

az na skupinku SSmand, ktefi se divaji na mrtvé.

Pomalu prolnout:

53. Celek:
Kamera panoramuje

ze zahrad na horici staveni.

EDICE A MATERIALY

Komentar viz ptilohu str. 2.

Komentar viz ptilohu str. 3.
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54. Polocelek:
Esesék prechazi kolem hoticiho domu.

55. Blizko:
Z okna dombku, ktery pravé zacind hofet, se
vyvali kouf.

56. Polocelek:
Na dvore hospodaiského staveni zacinaji hofet

kolny.

57. Polocelek:
Kamera panoramuje

po stieée staveni, které pravé zacind hotet.

58. Blizko:
Hofici okno.

59. Blizko:

Kamera panoramuije
po jiném hoficim okne

60. Blizko:
Vchod do lidického domku v plameni.

61. Polocelek:
Hofici vnitfek domku.

62. Polodetail:
Esesdk si klidné prohlizi rozmahajici se pozar.

63. Blizko:
Okna malého domku v plném plameni.

64. Blizko:
Jiné horici okno.

65. Celek:
Dvar hospodatského staveni hofi.

66. Celek:
Veétsi lidické staveni dohoriva.

EDICE A MATERIALY

Tz
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67. Polocelek:
Vnitfek vyhotelého domu s propadlym stropem
a tramy visicimi dold.

68. Blizko:
Tramy, které visi s propadlého stropu do
vyhorelé mistnosti. Jesté doutnaji.

69. Polocelek:
Tramy zavalené trosky kamen v tplné vyhorelé
mistnosti.

Kamera panoramuje
smérem nahoru. Kde byval strop, zistal

uprostred zdiva jen zacouzeny otvor.

70. Celek:
Po pozaru ve vyhotelé vsi.

Kamera panoramuje
po nékolika vyhotelych stavenich.

71. Celek:
Esesaci vchazeji do dvora vypaleného statku.
Prohlizeji si ucinky pozaru.

72. Celek:

Kamera ponoramuje
po vypiélenych stfechach statku.

73. Blizko:
Esesaci, s nimi jeden civilista, se rozhlizi po
dvore.

74. Polocelek:
Vnitfek vyhotelého dvora.

75. Blizko:
Esesaci prochézeji kolem kamery, civilista /
Zankl/ se pro cosi shybne.

Stiracka:

76. Polocelek:
Fronta vypéleného hostince.

EDICE A MATERIALY
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77. Blizko:
Bouda s ohorelym ukazovatelem cesty.

78. Polodetail:
Ohotely ukazovatel cesty s ¢dste¢né Citelnym
napisem.

79. Blizko:
Napis na vyhotelém hostinci.

80. Blizko:
Dvojjazy¢ny ndpis ,,Smiseny obchod"

81. Polocelek:
Fronta vypéleného reznického obchodu.

82. Blizko:

Népis: ,Reznictvi.“ nad vypalenym kramem.

83. Polocelek:
Prithled vyhofelym oknem na mrtvou ves.

84. Polocelek:
Vnitiek vyhorelé kuchyné.

85, Polocelek:
Vyhotely pokoj.

86. Blizko:
Ohorela détska postylka.

87. Polodetail:
U ohofelé boudy lezi mrtvy pes, ktery byl
pfivazdn na fetéze a nemohl utéci.

88. Blizko:
Esesak si prohlizi vyhotelé staveni.

89. Celek:
Kamera panoramuje:

po dvote vyhorelého staveni.

EDICE A MATERIALY




80 ILUMINACE Ro¢nik 26, 2014, ¢ 3 (95) EDICE A MATERIALY

90. Polocelek:
Znicené hospodaiské naradi na dvore.

91. Celek:
Esesaci stoji pred vétsi vyhorelou budovou.

92. Celek:
Piislusnici fisské pracovni sluzby nakladaji
zakrechtovanou fepu, kterou nasli ve vyhorelé

vsi na vaz.

93. Polocelek:
Nakladani na viiz blize.

94. Celek:

Kamera panoramuje
po vyhotelych troskdch Hordkova statku.

95. Celek:
Uvnitf zniceného Horakova statku. Je vidét
vchod do sklepa, v némz byli drzeni lidi¢ti muzi

pred svou smrti.

96. Celek:
Vchod do Hordkova sklepa s druhé strany.

97. Celek:
Dil¢i pohled na Lidice po vypileni.

98. Velky celek:
Na kraji obce. Pfes zniceny seci stroj a trosky

staveni vidime silnici a opusténa pole.

Rychle zatemnit

Rychle roztemnit:

99. Celek:

Nad troskami vypalenych Lidic se vznaseji Komentaf viz prilohu str. 3.
mrac¢na prachu a dymu. Viechny vétsi budovy

jsou vyhazovany do vzduchu.
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100. Celek:

Prisludnici SS a némeckého vojska stoji na strani,
odkud pozoruji i¢inky jednotlivych explosi.

101. Celek:
Jedna z budovy vylétne do vzduchu.

102. Blizko:
Skupina distojnikt SS pozoruje se strané

vybuch.

103. Celek:

Nad Lidicemi se vali husty dym.

104: Blizko:

Esesaci se s uspokojenim divaji smérem
k Lidicim.

105. Polodetail:
Weismann, velitel kladenského gestapa, se se
zdjmem divd smérem k Lidicim.

106. Celek:
Dalsi lidicky dim vylétne do povétii.

107. Detail:
Weismann se spokojenym ismévem pokyvuje
hlavou.

108. Celek:
Nad Lidicemi se vali novy oblak dymu.

109. Celek:
Uvnitf vesnice. Sutiny, které zbyly po vybusich.
Mezi nicmi prochazeji distojnici SS a kontroluji

vykonanou ,,praci”.

110. Polocelek:
Nékolik tplné rozbofenych doma. Jsou to jen

navrsené hromady starych cihel.

Vybuchy.

Silné detonace.

Silna explose.

EDICE A MATERIALY
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111. Blizko:
Esesacti distojnici si s opravdovym uspokojenim
prohliZeji trosky vesnice.

112. Polodetail:
Distojnici se divaji smérem k troskam
a chechtaji se.

113. Celek:
Kamera panoramuje

vzhiiru po troskach sesutého domu, na jejichz
vrcholu stoji vitézné esesdk v uniformé,

Prolinani:

114. Celek:
Kamera panoramuje

dolii s vlajky fi$ské pracovni sluzby na dievéné
baraky, které si RAD postavila pfimo u Lidic.

115. Polocelek:
Strdzni budka, kolem které prechdzi straz RAD
v uniformach, s lopatami a stavi se do fady.

117. Blizko:
Nastoupena eta dava k pocté lopatu.

118. Celek:
Oddil RAD pochoduje smérem z tabora.

119. Celek:
Oddil pochoduje kolem zdvor smérem k vesnici.

Stiracka:

120. Polodetail:
Motyka se zabodava do hromady sutin.

121. Blizko:
Clen RAD kope motykou v hromadé sutin.

EDICE A MATERIALY

Komentar viz ptilohu str. 3.
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122. Polocelek:

Jiny tla¢i pIné naloZené kolecko.

123. Polocelek:

Skupina ¢lent pracovni sluzby kope v hromadé

cihel, ktera zbyla z lidického domku.

124. Celek:
Kamera panoramuje

po rozvezenych hromadach sutin, na nichz se
hemzi RAD.

125. Blizko:
Velitel dohlizi na montdz koleji pomocné dréhy.

126. Blizko:

Voziky vlacku jsou spojovany dohromady.

127. Polodetail:

Ruka manipuluyjici na lokomotivé vlaku.

128. Celek:

Vlak uzkokolejné drahy se rozjizdi.

129, Celek:

Pracujici RAD na jiném misté vesnice.

130. Polocelek:

RAD naklddaji na vagony zdivo.

131. Blizko:

Nakladani na vagony.

132. Polocelek:

Vlacek s nalozenymi vagony se rozjizdi.

133. Celek:

Vlacek jede mistem, kde kdysi stdla vesnice.

EDICE A MATERIALY
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134. Celek:
Pohled z jedouciho vlaku na pusté misto se
srovnanymi hromadami cihel.

135. Celek:

Kamera panoramuje

po kotliné, kde kdysi stavaly Lidice.
Po vsi nenti jiz ani stopy, jen na strani nékolik

stromul.

Kratce zatemnit:

EDICE A MATERIALY

Komentaf viz ptilohu str. 4.
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Cést 3.

Kratce roztemnit:

136. Blizko:
/Z anglického materidlu/: Prodava¢ novin

s tabulkou oznamujici lidickou vrazdu.
Prolinani:

137. Celek:
Manifestace anglickych hornikd, pfi niz jsou
neseny standarty s napisy: Lidice shall live.

138. Celek:
Jiny zabér z téze manifestace.

Stiracka:

140. Montaz:
Vysttizky z asopist: ruskych, anglickych,
americkych, jihoamerickych a jihoafrickych

jednajici o Lidicich.

141. Celek:

/Z amerického materialu/: Nastup ob¢ant mésta
Stern Park Gardens ke slavnosti, pfi které bylo
mésto pfejmenoviano na Lidice.

142. Celek:
Odhaleni pamatniku v témze mésté.

143. Blizko:
Pamétni kdmen s ndpisem zacinajicim:
,Lidice v Ceskoslovensku byly zniceny
barbary...”

Stiracka:
144. Celek:

Lidické Zeny ve smutec¢nich $atech sedi na cestné

tribuné pfi prvni tryzné v osvobozené republice.

EDICE A MATERIALY

Komentar viz prilohu str. 4.
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145. Polocelek:
President republiky klade vénec u lidického
krize.

146. Velky celek:

More ucastniki lidické smuteéni slavnosti na

misté, kde Lidice kdysi stavaly.
Zabeér z procesu s Weismannem /zacdatek zari
v Kladné/.

Prolinani:
147. Montaz:

Nékolik nejlepsich planti znovuvystavby Lidic Komentaf viz prilohu str. 4.

v rychlém sledu.

Prolindni:

148. Celek:

V kolonii domkd, kde ziji lidické Zeny s dosud
nalezenymi détmi. Nékolik déti si hraje venku.
149. Blizko:

Lidickd Zena upravuje svému malému chlapci
padajici kalhoty.

150. Blizko:

Skupina hrajicich si déti. Silngjsi zaveér.
151. Polodetail:

Jedno z hrajicich si déti se obrati.

a sméje se primo ke kamere.

Zatemnit:

KONEC.
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III.

Priloha: Prozatimni navrh komentare.

[strana] 1.

Praha. PiSe se rok 1941. Némecka okupace trva. Po dlazbé duni kroky ciziho vojska, na Petfiné sto-
ji jejich déla a pfed kasdrnami stoji jejich straze. Neurath, délajici dojem starého, blahobytného pana,
prehlizi na Vaclavském namésti némecké kolony. Ale pod timto lesklym povrchem vie. Némcim se za
dva roky okupace nepodafilo ziskat Cechy, ani potlaéit jejich tajny odboj. Neurath je pry na to slaby.
Pry je to muz ze staré $koly, zvykly jednat v rukavickach. Devét rozsudki smrti za dva roky je pfilis
malo. Nékdo jiny musi pfijit, aby sezndmil Cechy s novou Evropou.

Je to Heydrich. Stviira s podlouhlym sadistickym obli¢ejem a chladnymi rybima o¢ima. Ten tedy
mé zavést némecky poradek v ceskych zemich. Je na to znamenité pripraven. Krvava stopa se tdhne
viemi zemémi, kudy jiz prosel. Také mnozi Némci neporozuméli jeho upfimnym snaham — fekl
o ném pozdéji Himmler. Cesi jim budou brzy rozumét.

Stanné pravo, stanné soudy, popravy a zase popravy. Takovy byl vladni program muze bez rukavi-
ek. Ustavuje novou loutkovou vladu a pfijimé starého Hachu, kterému se rozklepala kolena. Méla také
pro¢ — Heydrich nejen vyhrozoval persekuci, on ji také vytrvale provadél. Rady popravenych rostly,
ale Cechy na némeckou viru neobritil. Podzemi trvalo dal. A chystala se pomsta.

[strana] 2.

Prisla v kvétnu pfistiho roku. Zasazen ranami ¢eskych vlastenci odesel tam, kam uz ddvno patfil.
Jeho smecka mu usporadala skvély pohreb. Byl odvezen do Berlina, na jeho rakev se pfisel svym tupym
pohledem podivat Hitler a Himmler u ni pronesl fec. Salvy znély, kdyz ho spoustéli do hrobu.

Salvy znély v Cechach, kdyZ mstili jeho smrt. Tisice nasich lidi, nadich nejlepsich lidi, postavili
pred hlavné pusek a kulometti. Rozpoutala se nejkrutéjsi hrizovlada. Dlouhé sloupce popravenych pl-
nily denné noviny a tlampace je fvaly do vylidnénych ulic. Pfedméty nalezené na misté ¢inu byly jedi-
nou stopou, kterou méli. S vynalozenim celého svého policejniho aparatu chtéli najit pachatele, ktefi
jim unikali. Vyhrozovali celému ndrodu. A aby jej zastrasili. dopustili se jednoho z nejhriiznéjsich Cina
v déjinéch, ¢inu, ktery odhalil jejich pravou tvar i tam, kde ji jesté neznali. Znicili Lidice.

Na zdkladé nékolika bezpredmeétnych indicii zpasobili krvavou lazen v klidné a pokojné vesnici
v zazemi. 10. ¢ervna rdno postiileli bez jakéhokoliv liceni na zahradé Hordkova statku v Lidicich 173
lidické muze. 195 zen odvlekli do koncentra¢nich taborti a 100 déti neznamo kam. Aby ucinek byl do-
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konaly, prohlasili, ze Lidice vyhladi s povrchu zemského tak, aby neztistalo ani stopy na misté, kde sta-
valy. Zapalili je. Dm vedle polili benzinem, kdyz byli vykradli vse, co se jim hodilo. Pak je zazehli.

[strana] 3.

Lidice horely nékolik dni. Domky, statky, $kola, kostel a hospodarska staveni — vSechno lehlo po-
pelem. Jednoduché zafizeni hornickych domacnosti, které nestalo gestapakiim za odvezeni, shofelo
v nich. Kolem hofici vsi rozestavili strdze, aby se tam nikdo nedostal. Ty se bavily stfelbou po poplase-
nych holubech, krouzicich nad hoficimi domy.

Ale pozar nesrovnal Lidice se zemi. Kdyz stravil vechno, co mohlo hofet, zbyly jesté holé, zacou-
zené trosky domi, ¢nici k nebi jako némi svédci nacistického barbarstvi. I ty chtéli odstranit. Povolali
zakopniky, ktefi podminovali vétsi budovy a vyhodili je do vzduchu. Vsichni vyznaéni gestapaci z Pra-
hy i Kladna se za¢astnili této ,,prace”. Vidime je na snimku, jak se chechtaji z uspokojeni, ze jejich muzi
provadéji dobre sviij tikol.

K odvezeni rozmetanych trosek byly uréeny oddily pracovni sluzby. Jejich velitel si pochvaloval, ja-
kou dostanou Zivotni $kolu: ,Mlady muzZ pracovni sluzby vidi, ze némecky mec¢ tvrdé dopadne a beze
zbytku zniéi ziidla nepokojii nejen na fronté, nybrz i v zazemi...“ Aby se na to mohli lépe divat, posta-

vili si tabor pfimo na misté. ,Mladi muzi“ se tam ve volném case cvicili v nastupech s lopatami.
[strana) 4.

Kdyz dokon¢ili svoje dilo, nezistalo skutecné ani stopy po Lidicich. Na plochu dfive zastavenou
domy navezli ornici a zasili do ni obili. Jen jednu pamdtku nedovedli zahladit. Na misté za byvalym
Hordkovym statkem, kde byli pohibeni lidi¢ti muéednici, se pomalu propadévala pada.

Neémci netusili, kdyz pachali sviij nelidsky ¢in, jakou odezvu vyvola v celém svété. Vina rozhotce-
ni probéhla véemi svobodnymi staty. Hornici v Anglii zalozili hnuti , Lidice budou zit“. Hnuti se stalo
béhem roku masovym. Ve Spojenych statech se jedno méstecko rozhodlo zménit svoje jméno na Lidi-
ce. Dalsi pribyvaji: V Mexiku, Havané, Venezuele a v Jizni Africe. Tisk véech naroda prinasel obsahlé
zpravy o Lidicich.

Po osvobozeni konala se narodni pout do Lidic a president republiky polozil vénec u hrobu hrdi-
na.

Bylo rozhodnuto, Ze Lidice budou vybudovany na ptivodnim misté. Rada architekt podala plany
na jejich vystavbu.

V malé kolonii domki, nedaleko Lidic, ziji lidické zeny, které prezily véznéni, s dosud nalezenymi
détmi. Téch dvacet Stastnych déti, které uz zapomnély na prozité utrpeni, je prvnich dvacet novych li-
dickych obc¢ant. Ony jsou zarukou, ze Lidice nezemfely, ze budou zit.
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O velikém pribéhu krize velkych pribéhu

Jan Svoboda, Promény filmového vyprdvéni. Praha, Nakladatelstvi AMU 2013, 144 stran.

Sest roki po své monografii o teoretiku Janu Ku-
cerovi Skladba a fad (NFA 2007) prichazi Jan
Svoboda (1940) s novou, napohled skromnéjsi
publikaci s nenapadnym nazvem Promeény filmo-
vého vypravéni (v zavorce upfesnujici podtitul:
z poetiky Sedesatych let). Knizka se zrodila ze Svo-
bodova mnohaletého pfemitdni a z jeho pfedna-
Sek na VSMU v Bratislavé, na FAMU a na FF UK
v Praze. Autor ji oznacuje za doplikovy studijni
text, jenz si neklade badatelské ambice; pfitom
doufd, ze nejde o prostou kompilaci, kdyz pojeti
a hodnoceni jsou jeho vlastni. Dedikace ,,pamat-
ce Ivana Svitdka (1925-1994), filozofa kultury
a filmu® pak slibuje, Ze nds ceka cetba snad nos-
talgicka, kazdopadné polemicka.

Vymezujici povahu ma jiz tvodni predsevzeti
nevstupovat do postmoderniho diskursu, jehoz
»postteorie” (uvozovky ]S) se nestaly ,vnitfni,
osvojenou soucasti” (s. 8) autorova uvazovani
a nepfipadaji mu pro moderni etapu svetové ki-
nematografie (Sedesata 1éta) priléhavé. Svoboda si
navzdory modam posledniho étvrtstoleti vyhra-
zuje pravo vénovat pozornost interakci spolec-
nosti a uméleckého dila a navazovat tim na ,,so-
ciologickou poetiku® a na marxistické teoretiky,
jakymi byli Gyorgy Lukdcs nebo Guido Aristarco.
Pfednostné ho zajima ,adekvatni (pravdivé)
umélecké vystizeni reality” (s. 126). Tot otazka,
kterou filmové teorie, obdvam se, uz nékolik desi-
tek let neresi; prinejmensim v ¢eském akademic-
kém prostredi nyni, po kratkodechém okouzleni
filozofii Gillese Deleuze, dominuji neoformalis-

mus, fikéni svéty, nova filmova historie, feminis-
mus, neuroestetika a studium filmového priimys-
lu. Mimetické teorie pak, véetné marxistického
»odrazu", byvaji teréem posméchu, jakkoliv je do-
posud nikdo pfesvéd¢ivé nevyvratil.

Pro Svoboduv otevieny pfistup je ovem pri-
znacné, ze ackoli disponuje vyhranénym ndzo-
rem, tihne k ,.dialekticky systémové syntéze®, jak
v knize Skladba a fid (na s. 268) pojmenoval
smétovani svého ucitele Jana Kucery. Teoretickou
scénu nevidi jako kolbisté, kde spolu zdpasi proti-
kladné koncepty, ale jako pratelskou sféru, kde
rozpoznavame shodné jevy, jenom pro né navr-
hujeme riizna jména. Estetické poznani tvofi pro
néj kontinualni, celistvy svét, k némuz se lze pfi-
blizovat z raznych stran. Rozli¢né teoretické vek-
tory proto Svoboda nenaviguje proti sobé, ale
snazi se je zaptahnout do fungujiciho soustroji.
Nevaha napfiklad neklasické mody filmové nara-
ce Davida Bordwella, posilené shrnujicim zjisté-
nim Andrase Balinta Kovacse (Ze vSechny tyto
mody jsou specifickymi variacemi moderni nara-
ce), uzavfit odkazem k Deleuzovym krystalickym
strukturam casu (s. 28). Kriti¢téjsi stanovisko za-
ujima k ndvrhiim Jana Kucery a v souladu se svou
praci Skladba a fdd zafazuje jeho mysleni do kon-
textu, potézkava jeho koncepty, zvazuje jejich re-
levanci.

Smétfovani k harmonii oviem nema zdroj jen
ve Svobodové temperamentu, ale i v dobé, v niz
vyzral a jiz se vénuje. Kypici Sedesata léta, ac roz-
dirdna konflikty, predstavuji z odstupu optimis-




90 ILUMINACE Roénik 26,2014, & 3 (95)

tickou epochu, kdy se svét — véetné vztahu mezi
tvorbou, kritikou a teorii — zdal tvorit smyslupl-
nou jednotu. Jevil se, nejen dle vyhlidek dialektic-
kého a historického materialismu, jako souvisly
a poznatelny, spéjici k pokroku, takze bylo mozné
pozadovat po uméni i jakousi morilku a odpo-
védnost. Skrze film se vedl dialog a boj.

Prvni kapitolu vénuje Svoboda moznostem fil-
mového vypravéni a nabizi zde elementarni teo-
reticky uvod. Zacina pojmoslovim (fabule, sy-
zet...), pokracuje syzetovymi vzorci a pratypy,
kratce se zamysli nad podvojnosti filmu mezi
dramatem a epikou a odtud jiz spécha ke ,krizi
velkych pfibéha“ v literatufe a v kinematografii,
piidava zminéné mody narace a identifikuje
»dramaturgii proudu zZivota“ versus ,,dramaturgii
lidského nitra®.

Druha kapitola poskytuje hutné charakteristi-
ky vybranych autorskych svéti: Federico Fellini,
Michelangelo Antonioni, Pier Paolo Pasolini,
Francesco Rosi, Jean-Luc Godard, Alain Resnais,
Luchino Visconti, Michail Romm, Marlen Chuci-
jev, Jerzy Skolimowski, Istvan Szabé, Tomas Guti-
érrez Alea, Basilio Martin Patino, Milo§ Forman,
Otar loseliani, Du$an Hanadk, Jaromil Jires, Pavel
Juracek, Miklos Jancso, Lucian Pintilie aj.

Mensi soustfedénost vykazuje kapitola treti
a posledni, kde se Svoboda vraci k dobovym
predpokladiim moderni narace, ve stopach Gyor-
gye Lukdcse proklamuje ideu narativniho filmu
jako ,specifického dialekticko-historického od-
razu spolecenské lidské skutec¢nosti®, jehoz kom-
pozi¢ni fad sméfuje k ,,principu intenzivni totality*
(s. 103) a zamy$li se nad ,,uméleckou konstrukci
vztaht uvnitf dila vzhledem k podstatnym vyvo-
jovym tendencim skutecnosti® (s. 104). Skutec-
nost je zde vabec kategorii kli¢ovou. Priklani se
k imperativu typizace (odkazuje pfitom na logic-
ko-sémantickou analyzu Jaroslava Volka) a glo-
suje dalsi reziséry (Lindsay Anderson, Luis Bu-
fiuel, Carlos Saura, Theo Angelopoulos, Andrej
Tarkovskij). Nasleduje dil¢i shrnuti, véetné snahy
odliit novy film v $irokém smyslu od nového fil-
mu v uz$im smyslu, vymezeného generacné (pro¢
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tedy jednoduse nerozlisovat novy film jako §irsi
proud a nové vlny jako genera¢ni pojem?), a po-
jmenovani tfi nadnarodnich okruhi nového
filmu (,velké odmitnuti“ burzoaznich hodnot
v soudobém kapitalismu, ,kriticka solidarita se
spolecnosti“ v socialistickych kinematografiich
a ,,duchovni dekolonizace® ve tfetim svété). Poté
jesté nékolik prikladi (Glauber Rocha, New
American Cinema a novy Hollywood — zde zmi-
nény Kmotr ale prece jen uz nalezi do jiné éry)
a zavérecna bilance.

Vzhledem k tomu, Ze si Svoboda neklade za
tkol podat odkaz moderniho filmu ve vycerpava-
jicim souhrnu, nema smysl pocitat, ktefi tvirci
v jeho ptikladech nejsou zastoupeni; postradat
snad mizeme jen naznak vyusténi, co se s mo-
dernim filmem stalo v priibéhu sedmdesatych let
(novy Hollywood nepfedstavoval zménu jedinou,
vratila se velka epika).

Naznadili jsme, Ze Svobodiv systém patfi né-
kterymi svymi vychodisky i tim, po ¢em se pta
a co hleda, do Sirokého recisté marxisticky inspi-
rovaného mysleni. Autoritou par excellence je
zde Gyorgy Lukdcs (na kterého pry ve svych
prednaskach na FAMU navazoval i Milan Kunde-
ra), cténi jsou jeho nasledovnici Arnold Hauser ¢i
Lucien Goldmann. Svoboda se inspiruje také Mi-
chailem Bachtinem, ruskymi formalisty, ¢eskymi
strukturalisty a pfipomina rozbéhy domacich
badatelt, za normalizace Zel prerusené, vcetné
pfinosu Ivana Svitdka. V nendpadné brozufe
s nazloutlym obalem se tak dovrsuje jedna mys-
lenkové syntéza autentické, umlcéené a co je dule-
zité: demokratické levice, jez nemohla sviij po-
tencial vyuzit ve své dobé. Prirozené bez onoho
dogmatismu, jimz byla poznamenéana oficialni
sovétska i zdejéi publicistika hlavné v dobé nor-
malizace, kdy byl modernismus fakticky pejora-
tivnim pojmem, kdy byly vysledky socialistic-
kych kinematografii pfijimdny selektivne, kdy
byli ve filmarich formatu Antonioniho, Felliniho,
Pasoliniho, Resnaise spatfovani ,talentovani”
burzoazni umélci, ktefi by se jist¢ mohli a chtéli

priklonit na stranu pokroku a miru, kdyby jen
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nebloudili v labyrintech formalismu a idealismu.
Ve Svobodové souhrnu ov§em zlstdva zachovano
pravo nékteré tendence kriticky odmitnout; v za-
véru upozornuje na nebezpeci ztraty a deformace
skutecnosti ve filozofické absolutizaci, v interpre-
tacni metafyzice, v ontologizaci iracionality, ve
fragmentaci clovéka a ve ,fatalité povySené na
svétovy nazor” (s. 127).

Ale jak uz vime, nas teoretik je vzdalen polari-
zaci; jeho prace je bilanci, ne vSak zaétovdnim.
Otevrenost trvd. Proto Svoboda pozorné sleduje
i nejnovéjsi publikace a spravedlivé nezapomina
na to, co se podafilo vydat v nesvobodné dobé.
K citovanym souputnikiim naptiklad patii pro-
slula madarska dramaturgyné Yvette Birdova
nebo Bulhar Nedel¢o Milev, jehoz Cesta k psycho-
frzickému monologu vysla v roce 1978 v Cesko-
slovenském filmovém ustavu pod ,.bezpe¢néjsim*
nazvem Dialektika filmovych stinii, zatimco z jeji-
ho piivodniho ndzvu se stal podtitul. (Musim pfi-
znat, Ze jsem do této knizky nenahlizel dobrych
pétatficet let, sttedni a mladsi generace ji ani ne-
znd; kdyz jsem si ji viak ted znovu oteviel, nasel
jsem v ni mista, kterd jsem si jako student pod-
trhl...)

Svobodiiv text disponuje encyklopedickou hus-
totou, jako uvod do problematiky poslouZi zna-
menité. Misty je viak coby ucebnice usporny az
prilis: nékteré citity jsou vlozeny do textu bez
uvozeni ¢i komentafe, takze vypadaji jako pouhé
poznamky ¢i vypisky z cetby. Také snaha vyrov-
nat se raciondlné s obrazy, jez jsou svou povahou
muzické a metaforické, muize puasobit nadbytec-
né, jako tieba vysvétleni, Zze v Saurové alegorii
ANNA A VLCI trojice bratr ublizi hrdince ,jen
imaginarné, ve svych pfedstavach” (s. 107).

Zemé se toci, Cas bézi a krize velkych ptibéhu se
proménila v davny velky ptibéh. Energie zlatych
Sedesatych, kdy strukturalismus doznival a mar-
xismus dosud neztratil svou svézest, samoziejmé
nevyprchala, ale vtélila se do nasledujiciho vyvo-
je, v¢etné ekologie, feminismu, multikulturalis-
mu, politické korektnosti a demokratickych revo-

luci roku 1989. Pro cinefila, jenz si popisovanou
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éru pamatuje, je cetba Svobodovy knizky rozkosi.
Nezndm nic hezc¢iho nez se vracet k Antonioni-
mu, Pasolinimu, Jancséovi, Aleovi, Pintiliemu,
Jurackovi, Tarkovskému... A studenti by o mo-
dernistickém diskursu méli néco védét, kdyz uz
do oné feky vstoupit nemohou.

Jaromir Blazejovsky
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Elegantni déjiny

Fiinfzig Jahre Osterreichisches Filmmuseum

OBZOR

Eszter Kondor: Aufbrechen: Die Griindung des Osterreichischen Filmmuseums

Alexander Horwath (ed.): Das Sichtbare Kino

Paolo Caneppele — Alexander Horwath (eds.): Kollektion

Wien: Filmmuseum/Synema 2014.

Pestry knizni triptych Fiinfzig Jahre Osterreichis-
ches Filmmuseum, vydany, jak ndzev napovidd,
k padesatému vyroci rakouského Filmmusea, lze
povazovat za trojjediny pokus o zpfitomnéni
vlastnich déjin, z jiné perspektivy je viak zaroven
soucasti $irsiho pripominkového programu. Tri
graficky velice povedené, v rudych odstinech vy-
vedené knihy, jez Filmmuseum vydalo ve spolu-
praci s rakouskou Gesselschaft fiir Film und Me-
dien SYNEMA v tradi¢ni spole¢né edicni radé
(jde o prirastky cislo dvacet az dvacet dva), jsou
zalozeny do rovnéz velmi atraktivni, ostfe rude
krabicky z tvrdého papiru. Stru¢na informace na
prebalu vSak o usporadani publikace jako celku
nedava piili§ védét: mélo by jit o tfi akty z déjin
a soucasnosti Filmmusea. To jisté plati, terminem
akt se ale nesmi ¢tendf nechat uvést v o¢ekavani
néjaké klasické dramaticke linky.

Fiinfzig Jahre sestavaji z historickeé studie o kon-
textu zalozeni a prvnim desetileti Filmmusea
(Eszter Kondorova: Aufbrechen), formélné hire
zafaditelného sborniku, ktery v thrnu snad re-
flektuje samotny princip této instituce (Alexan-
der Horwath /ed./: Das Sichtbare Kino), a konec-
né pak spise kratochvilného nez néjak vyrazne
studijné vyuzitelného katalogu taméjsi, prevazné

nefilmové sbirky (Paolo Caneppele — Alexander
Horwath /eds./: Kollektion). Spise nez ze by zrov-
na tyto tri publikace, potazmo tfi zvolené pristu-
py k sebeprezentaci vytvirely jasny a zfetelny ce-
lek, souzni spolu s dal$imi jubilejnimi aktivitami
a cilem zpracovat vlastni déjiny kreativnim
a poutavym zpuisobem,

Zac¢ina se nicméné na zacatku, respektive
v dobé samotnému zacatku predchdzejici. Eszter
Kondorova ve své zakladatelské historii vychazi
z vlastni magisterské prace," jeji Aufbrechen: Die
Griindung des Osterreichischen Filmmuseums
vsak netrpi obvyklymi neduhy textu, jenz se ma
z akademické sféry prenést do Sirsi verejné deba-
ty. Zaroven je uz samotna Kondorové vysoko-
skolska prace provedena zplisobem, ktery by au-
torku pfinejmensim svym rozsahem dvou set
tiskovych stran v nasem akademickém prostredi
kvalifikoval o jednu turoven vys. Formalné si pak
i samotna publikace zachovava znaky a vyhody
kvalitniho vyzkumného vystupu: je zalozena na
detailni resersi, sebevédomé zachazi s komplex-
nim korpusem zdrojt a prament, formalné a me-
todologicky ji lze v Zanru institucionalnich déjin
na prvni pohled jen mélo vytknout, snad krom
protivného opomenuti jmenného rejstriku. Vétsi

1) Eszter Kondor, Die Griindungsjahre des Osterreichischen Filmmuseums und seine Entwicklung bis 1974. Di-
plomarbeit. Wien: University of Vienna 2012. Dostupné online: <http://othes.univie.ac.at/22532/>, [cit. 02. 9.

2014].
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Ctenarské vstficnosti pak slouzi upravené nazvy
jednotlivych kapitol (kapitola pojednavajici sa-
motné zaloZeni Filmmusea tak kupfikladu nese
nizev ,Ufedné podporené hochstaplerstvi aneb
Takové misto ve Vidni jesté nebylo®) ¢i bohaty
obrazovy doprovod, nabizejici fadu dobovych fo-
tografii a dokumentt.

Kondorova v prvni kapitole stru¢né li¢i mezi-
vale¢ny a povéle¢ny vyvoj rakouskych filmovych
klub( a organizaci, z nichZ je vhodné pfipome-
nout zejména aktivity spojené s osobnosti Her-
manna Biebera. Bieber, ucitel na alsegrundské
Volkshochschule, nejprve roku 1947 zalozil Insti-
tut fiir Filmkunde a o nékolik let pozdéji se
s chvilkovym tspéchem pokousel provozovat
spolek Osterreichische Kinemathek — Film-
museum. Bankrot této instituce okolo roku 1952
viak nejen Ze ovlivnil rakouskou filmovou kraji-
nu, dle autorky ale zroven privedl FIAF k zave-
deni statusu provizornich ¢leni, jimiz se mély
viechny archivy zvazujici plnohodnotné clenstvi
nejprve stavat. Vét§ina nashromazdénych a ze-
jména zaptijcenych kopii, které méla Bieberova
spolecnost toho ¢asu v drzeni, se totiz bud pfimo
stala predméty konkurzniho fizeni, nebo zmizela
neznamo kam (aby se kopie vzipéti objevovaly
u sbératelti a pfekupnikt). Autorka rovnéz zmi-
nuje moznost, ze ¢ast Bieberovych sbirek presla
pozdéji diky stétni intervenci do depozitare Oste-
rreichisches Filmarchivu, vhodné vsak pfiznava,
ze pro tuto skutecnost nema primych dikaza.
Tak ¢i onak ale Bieberova kauza vrhala po urcitou
dobu ponékud chmurny stin na pozici taméjsich
filmovych archivii na mezinarodnim poli. Vedle
toho je samozfejmé napadny i nazev druhého
z Bieberovych podniki — jeho museum svému
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nazvu dostavalo, na rozdil od Filmmusea, o némz
zde bude fe¢ predevsim, plné v obecné chdpa-
nych intencich tohoto slova, jak se s nimi muaze-
me setkat v desitkach podobné nazyvanych insti-
tuci?; vedle realizace projekénich cykla totiz
Osterreichische Kinemathek — Filmmuseum re-
alné vystavovalo cinemabilia.”’

Dal$i a pro budouci osud Osterreichisches
Filmmuseum mnohem dulezitéjsi instituci, jejiz
zrozeni spadad do éry takfikajic predzakladatel-
ské, byl samoziejmé jiz zminovany Filmarchiv.
Ten vznikl roku 1955 a coby spolek sdruzil ra-
kouské filmovédné spolecnosti, Narodni knihov-
nu a dalsi instituce, které rovnéz dle svych moz-
nosti pfispély do jeho sbirek. Kondorova krom
mnohého dalstho uvadi mizivy pocet vefejnych
projekci, které Filmarchiv béhem prvnich pat-
nacti let své existence uvedl: v priméru $lo o jed-
nu projekeci mési¢né. Necini tak viak nutné vy¢i-
tavym zplsobem, jakkoliv by tato skutecnost
mohla slouzit k zobecnéni hlavniho ideového
sporu mezi Filmarchivem a budoucim Film-
museem. Celé li¢eni prvni kapitoly slouzi prede-
v§im jako expozé klimatu, do néhoz méli zéhy ra-
zantné vstoupit dva ambiciozni mladici. Zkratkou
a v dobé nejvétsi krize i s jistym nddechem opovr-
zeni oznacovani jako K. und K. (tedy ,c.k.%),
v korespondencich ¢asto Peter und Peter, jinak
Konlechner a Kubelka.

V druhé kapitole se ¢tenati dostava prave struc-
né intelektualni biografie zakladatel a prvnich
kuratori Filmmusea. Autorka pro tuto i dalsi ka-
pitoly ¢asto vyuziva osobnich rozhovora vede-
nych s protagonisty v nedavné dobé a kombinuje
je s dobovymi prameny. Opatrny ctenaf vsak
muze uréitou skepsi vii¢i retrospektivnimu po-

2) Srov. Stephen Bottomore, Cinema Museums — a Worldwide List. Film History: An International Journal

18, 2006, ¢. 3, . 261-273.

3) Tento pro filmové-muzedlni diskuze velmi vhodny termin, oznacujici veskeré sekundarni materidly, objekty
a dokumenty, pomoci nichz lze ,vystavovat kinematografii®, Ize nalézt v textu Stefana Pethkeho a Stefanie
Schliiterové o reprezentaci filmovych muzei ve filmu. Jejich studie je soucasti pozoruhodného projektu véno-
vaného ,uméni zprostredkovani®. Srov. Stefan Pethke - Stefanie Schliiter, Sammeln und Vermitteln,
Filmmuseen im Film. Dostupné online <http://www.kunst-der-vermittlung.de/dossiers/filmvermittlung-und-

filmmuseum/museen-im-film/>, [cit. 02. 9. 2014].
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hledu i hodnovérnosti toho kterého zdroje ovéto-
vat plynule béhem cetby, nebot citace jsou nastés-
ti indikovany primo v textu, a nikoliv az na konci
kapitol ¢i publikace. Faktory vedouci ke vzniku
Filmmusea jsou tak ztotoZnény zejména s jistou
estetickou radikalitou otcti-zakladatela a jejich
nespokojenosti s urovni rakouské filmové kultu-
ry. Petera Kubelku tak Kondorova napfiklad citu-
je v soucasné vzpomince na jeho studium v Cent-
ro Sperimentale v Rimé v padesatych letech.
»Tamni filmovou sbirku sestavil jisty Montesanti,
ktery tam prednasel filmové déjiny. To byly vyni-
kajici kopie, viechny bez podtitulkii — coz je ve-
lice diilezité. Principy, které jsem posléze vyzado-
val pro Filmmuseum, jsem si tedy jen tak
nevymyslel, ale prisly ke mné i skrze utrpeni z da-
bingu (...) a také skrze ponékud mensi, ale stéle
straslivé utrpeni z titulkovanych kopii“ (s. 40).
Vedle nedostate¢né nabidky a neodpovidajicich
predvadecich kvalit to byla i velmi konkrétni ne-
chut z drtivé prevladajici praxe némeckého znéni,
co Konlechnera a Kubelku na zac¢itku Sedesétych
let motivovalo k ¢inu. Jinou pfipominkou nedii-
very viici domadci filmové kultufe miize byt histo-
rie tykajici se Kubelkova debutu Mosaik 1M
VERTRAUEN (1955) a festivalu v Bendtkach. Ac-
koliv byl porotou vybran do programu, potrebo-
val Kubelka oficidlni nominaci od zdstupct ra-
kouského Ministerstva skolstvi — a pfestoze by se
jednalo o prvni rakousky film v Benatkach uve-
deny, rakousti ufednici Kubelku v jeho Usili ne-
podpofili. Mosaik 1M VERTRAUEN tak byla uve-
dena pod vlajkou Vietnamu.

V tomto textu bohuzel nelze ani velmi kon-
denzované pretlumocit vSechny okolnosti vzniku
Filmmusea, jak je Kondorova ve své , Erfolgs-
geschichte® lici. Zajimavéjsi je spiSe nékolik
dil¢ich problému s ranou fézi této instituce spoje-
nych a zpisob, jakym se k nim autorka stavi. Nut-
no nicméné pripomenout, Ze sama je jiz od roku
2009 spolupracovnici Filmmusea a jeji prace, a¢
minuciozné vyrederSovand, nakonec pfeci jen héji
barvy a kone¢né i pfispiva k oslavam. Do jejiho
stylu tato skutecnost pronika nastésti jen vyji-
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mecn¢, napfiklad pfi snad zbyte¢né pompéz-
nim ,mnohameésicni pfipravy tak dosly odmény*
(s. 49), kterym uvadi jeden z vyznamnych pocina
Petera Konlechnera coby organizatora a drama-
turga, konkrétné tedy vysokou navétévnost a po-
pularitu prehlidky Internationale Kurzfilmwoche
v roce 1962. Tuto prehlidku zorganizoval Kon-
lechner v ramci filmového klubu na Technische
Hochschule, jenz se stal i jakymsi bezprostied-
nim pfedchidcem Filmmusea a krom jasného
potvrzeni zdjmu videnského publika o ,,jinou® ki-
nematografii (vzorem byl Konlechnerovi festival
v Oberhausenu) byl i prvnim mistem jeho setkd-
ni Kubelkou.

Jednotlivé kapitoly Aufbrechen kombinuji chro-
nologické plynuti s jistym tematickym ¢lenénim,
aby pokryly stéZejni aspekty samotného vzniku
pojedndvané instituce: potize s koncesi, usklad-
nénim filmovych materidl, mistem projekce, fi-
nancovanim, pravnim statusem, budovanim fil-
mové sbirky a tak podobné. Kazdy z téchto
dil¢ich problémi poskytuje poutavy vhled nejen
do instituciondlni krajiny Rakouska Sedesatych
let, ale mnohdy i do tehdejsi mezinarodni archiv-
ni situace (nutné minimum sbirky potiebné pro
pfijeti do FIAF napfiklad Filmmuseu poskytl
Staatliches Filmarchiv der DDR a archiv Gosfil-
mofondu). Instituciondlni déjiny je ostatné moz-
né psat pomérné snadno, potazmo je mozné psat
zrovna takovym peclivym zptsobem i diky tra-
di¢ni plodnosti rakouské byrokracie. Spory, dis-
kuze a uddlosti za sebou totiz zanechaly mnoho
(listinnych) stop. [ tyto stopy pak svédéi o tom, ze
v mnohych ze zakladatelskych starosti sehraval
urcitou roli Osterreichisches Filmarchiv, respek-
tive byl pfinejmensim jejich opakované se vyno-
fujicim spolu-aktérem.

Ptivodni ideou Kubelky a Konlechnera bylo na
padorysu studentského filmového klubu zfidit
Rakousky filmovy institut (napfiklad po vzoru
Svenska filminstitutet). Institut se mél soustfedit
nejen na uvadéni filmd, ale i na podporu jejich
vyroby — zejména co se tyce nezavislé nebo Ku-
belkovym slovnikem ,,nepriimyslové” produkce —

I
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na distribuci a dalsi aktivity.¥ Kondorové bohuzel
nevysvétluje odklon od této ideje jako takové, od
ndzvu ,institut® véak vzhledem k zamitavé reakci
videnskych ufadi seslo. Puvodcem oznaceni Film-
museum, které se dle svych slov Peter Kubelka
sam neodvazil navrhnout, ale jez radostné pfijal
pro jeho muzi¢nost (potvrzujici prindlezitost fil-
mu k etablovanym vysokym uméleckym for-
mam), byl v té situaci paradoxné feditel Filmar-
chivu Ludwig Gesek. Tedy reditel stejné instituce,
o které autorka o stranu dfive bohuzel opét snad
prili§ zabarvenym tonem pise ,,Filmarchiv se [po-
vyseni studentského filmového klubu na uroven
filmového archivu a plnohodnotnou, profesiondl-
ni aktivitu] snazil zabranit tim, ze oba inicidtory
prizval k praci uvnitf Filmarchivu a nebo se navr-
hoval coby zaklddajici ¢len vznikajiciho spolku®
(s. 58). Vytka viici takové formulaci je snad o to
ptipadnéjsi, Ze na rozdil od mnohych podobnych
vét u ni nenalezne ¢tendf zadny citaéni odkaz
a musi autorce jednak véfit, ze toto Filmarchiv
v roce 1964 skutecné navrhoval, a jednak Ze se
tim snazil vzniku Filmmusea zabranit, respektive
ze to bylo jeho primarnim cilem.

Jista neslucitelnost a konkurenéni pnuti mezi
obéma institucemi je bezpochyby jednou z nejvy-
raznéjsich linii protinajicich zakladatelské roky,
pfi podrobnéjsi analyze by se tedy pravé repre-
zentace vztahu Filmmusea a Filmarchivu nabize-
la jako prubifsky kamen objektivnosti, respektive
urcité profesionality autor¢ina pfistupu. Ten je
viak nutné determinovan vyse zminénymi fakto-
ry (nakladatel a ucel publikace, autor¢ino angaz-
ma ve Filmmuseu), snad tedy ani neni tieba lito-
vat minima perspektiv z druhé strany pole. To, ze
rany se stale ne tak docela zacelily, maze dokladat
i fakt, ze ani v jinak autorsky velmi pestrém sbor-
niku Das sichtbare Kino, tedy v druhé ¢asti jubi-
lejniho triptychu, nezazni jediny hlas, ktery by
byl s Filmarchivem identifikovatelny.
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Objektivni tspéch Filmmusea je vedle toho vy-
sledovatelny pomérné snadno — lezi v organiza-
torském a produkénim naddni Petera Konlechne-
ra a ve vizionafstvi a svefeposti Petera Kubelky,
alespon tak pravi zakladatelsky narativ a Zetné
zdroje preti$téné v prvni i druhé knize celého
kompletu (vzpominky, dobové dopisy a dékovné
telegramy) mu ddvaji za pravdu. Az napadné cas-
to citované zdroje i samotna Kondorova zminuji
nevidanou pohostinnost obou z Peter(i, o niz se
povést Sirila stejné rychle jako povést samotné je-
jich instituce. RovnéZz Kubelkiv osobni autorsky
aspéch, v prvnich letech jisté vétsi ve Spojenych
statech nez v Evropé, a jeho pfima cesta na pie-
destal filmové avantgardy vyznamné usnadnily
Filmmuseu jeho profilaci a etablovani.

Skutecnost, ze Kubelka byl a je velmi uznava-
nym autorem metrickych, respektive struktural-
nich filmi, maze pusobit pfekvapivé pfi pripo-
menuti druhé vyznamné opozi¢ni platformy,
s niz se Filmmuseum ve svych pocatcich muselo
stfetavat. Slo o domaci autory prevazné spiiznéné
s hnutim Videnského akcionismu, povétsinou
rovnéz zaklddajici ¢leny Austrian Filmmakers
Cooperative a spolu s Kubelkou nejvyznamnéjsi
pfislusniky jedné generace rakouského experi-
mentalniho filmu: Petera Weibela, VALIE EX-
PORT, Kurta Krena a dal$i. Kapitolu vénovanou
tomuto stietu spolu s Kondorovou napsal soucas-
ny feditel Filmmusea, Alexander Horwath, a je-
jim uvodem je pfedstavena specifi¢nost fenomé-
nu roku 1968 v Rakousku, kdy se mluvi — ve
srovnani se spolecenskopolitickymi naladami
a aktivitami v Némecku ¢&i Francii — o , krotké re-
voluci®, pripadné o svété uméni, ktery se stal ,,nd-
hradnim jevistém revolty®. Primérné je tu fec sa-
mozrejmé o hnuti Videnského akcionismu v cele
s performanci/akci ,Kunst und Revolution®
z Cervna 1968, kterd méla za nasledek trestni sti-

hani nékterych z akcionistd i razantni medidlni

4)  Kubelkou a Konlechnerem pivodné uvazované funkce ve Vidni az postupné zacala napliiovat jednotliva usku-

vy

spolecnost Sixpack.
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a spolecenskou reakci. Klicovym je vSak pro nas
fakt, ze béhem prvnich &tyf let své existence
Filmmuseum nebylo z rozli¢nych davoda schop-
no (a podle taméjsiho Filmmakers Coop. spise
ochotno) uvést jiné filmy rakouské provenience
nez nékolik historickych dokumentérnich snim-
ki a prace samotného Kubelky. Ve Vidni pfitom
vznikalo zcela bezprecedentni mnozstvi filmaq,
které by — a jak dosvédcuji jakékoliv akademické
déjiny podobnych snimki a kone¢né i program
dnesniho Filmmusea — ve své dobé zcela bez
uzardéni snesly srovnani s dily americké avant-
gardy, kterym se Kubelka snad diky svym kone-
xim v tomto ohledu vénoval predevsim.

Dne 14. ledna 1969 se tak na projekci svych dél
italsky rezisér Alfredo Leonardi zcela nepiipra-
ven stal svédkem vzedmuti viny dlouho kumulo-
vané nespokojenosti s vedenim Filmmusea: byly
distribuovany letdky, probéhlo ¢teni rezoluce a si-
tuace eskalovala az do pfijezdu policie. Na 17. le-
den byla svoldna diskuze a obéma kuratoriim
bylo pfedlozeno nékolik kritickych bodu tykaji-
cich se financovini, ,feudalni a elitarské mono-
polizace mysleni®, , reakcionafského a nevécného
historicismu®, apod. Dil¢i kritické body vsak pre-
sahoval apel na vétsi demokratizaci vedeni Film-
musea a zapojeni samotnych ¢lent do jeho spra-
vy a kontroly (Filmmuseum z diivodid pravnich,
ekonomickych, a kone¢né i aby odpovidalo regu-
lim FIAF, promitalo a stile promitd téméf vy-
hradné pro své ,cleny, tak jako vétsina evrop-
skych cinematék).

Podstatnéjsi pro pochopeni minulosti a do vel-
ké miry i soucasnosti Filmmusea je v8ak principi-
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alni ideovy rozkol mezi obéma stranami sporu.
Peter Kubelka se svym modelem a idedlem Invisi-
ble Cinema,” které by mélo totdlné a absolutné
odstfihnout veskerou nefilmovou realitu od aktu
sledovéni a zazivani filmové zkusenosti, totiz
vposledku neni ni¢im jinym nez antipodem
vysoce politizovaného, roztiisténého konceptu
Expanded Cinema, k némuz se mnozi z demon-
strujicich hldsili. Re¢ tu je o osvobozeni ve vytfi-
benosti, povy$ujicim filmovou zkusenost na své-
ho druhu hochkultur,”” a naopak osvobozeni
v absolutni demokratizaci, rozvolnéni a prekro-
¢eni totality filmového platna skrze performance,
zivé akee ¢i jiné aplikace predstavy ,rozsifeného
kina® To, Ze si tohoto momentu zavér studie déjin
Filmmusea v§imd, lze povazovat vlastné za jeji
nejveétsi prinos pro budoucnost, i protoze zavé-
recné casti tuto otdzku pojednavajici pomérné
ocividné nesou znaky pera soucasného reditele
Alexandra Horwatha, ktery zakladatelskou dvoji-
ci nahradil ve funkci roku 2002. Horwath celou
véc neformuluje tak razantné, ale ze zminky tako-
veho stfetu si lze odnést i interpretaci lépe osvét-
lujici politiku Filmmusea v jeho prvni, ideové vi-
déno ,kubelkovské® etapé. Kubelkova radikélni
uvadéci praxe (cizojazycné filmy bez titulka
a némé snimky bez hudebniho doprovodu)
i hlavni kuratorsky cil, uspésné dokonany v roce
1996 — vybudovani stalého programu Was ist
Film, ktery shromazdil ,ta nejzasadnéjsi dila fil-
mového uméni® — totiz maji podobny jmenova-
tel. Nepfislusi ndm zde hodnotit dnesni Film-
museum jako takové, ale lze s uspokojenim

konstatovat schopnost jeho sou¢asného vedeni

5) Koncept Invisible Cinema realizoval Kubelka v Anthology Film Archives v New Yorku a posléze ¢astecné i ve
Vidni: jde zejména o zpusob fe$eni interiéru, kdy je divakovi (v maximalistické podobé tohoto minimalistické-
ho konceptu) znemoznéno interagovat s ostatnimi divaky ¢i vnimat cokoliv mimo promitany obraz, respekti-
ve je zabrdnéno veskerym moznym interferencim. Samotny prostor kinosalu je rovnéz zbaven ornamentu
a pompy, vie je podrizeno platnu a kino se tak stava ,,neviditelnym®.

6) Tato aluze na videnskou vysokou kulturu se kone¢né ozyvé i u diskuzi nad budoucnosti uvadéni filmi z filmo-
vého pasu, kdy jsou Kubelkou budouci filmové projekce pfipodobrniovany k autentické interpretaci staré hudby
a Paolem Cherchi Usaiem ke ,,gala soirée“ s ,vysokym vstupnym a urcitou formalni arovni“ (Paclo Cherchi
Usai, The Death of Cinema. London: BFI, 2000, s. 127) ¢i navitévam opery (Paolo Cherchi Usai - Da-
vid Francis - Alexander Horwath - Michael Loebenstein/ eds./, Film Curatorship. Wien: SYNE-

MA 2008, s. 119).
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opustit ty z principu, které mély tendenci stat se
dogmaty.

Alexander Horwath si podobné, jako to kdysi
udélal Kubelka, vytycuje jisty cil, skrze sva vefej-
na vystoupeni i doposud publikované texty, stej-
né jako skrze sviij uvod ke sborniku Das Sichtba-
re Kino i ke katalogu Kollektion, tedy zbyvajicim
dvéma castem jubilejni trojpublikace. V obou
ptipadech tak ¢ini spise implicitné. Uvahy nad fil-
movym dédictvim, respektive filmovym predsta-
venim jako sbirkovym predmétem ho viak nutné
vedou k nutnosti zachovat film coby médium.
Akcent na potiebu alespon minimalni technické
a industridlni infrastruktury umoznujici duplika-
ci filmovych materidld, stejné jako na potiebu
jasné a citelné rozliSovat mezi zpusoby uvadéni,
je u Horwatha velmi viditelny. Sleduje v tomto
Kubelkovy kroky a jeho boj za jedine¢nost filmo-
vé zkusenosti, ¢ini tak ale s mnohem vétsim dira-
zem na redlné implikace, respektive konfiguranty
takového boje. Snaha o sebereflexivitu, patrna
z Horwathovych texti, by ho snad v Sedesatych
letech ve zminéném sporu mezi ,neviditelnym®
a »otevienym" kinem stavéla na stranu opozice,
protoze odmyslet a zneviditelnit kino je nakonec
stejné tak nemozné jako odmyslet a nereflektovat
spolecenské a politické zakotveni jakékoliv insti-
tuce.

Horwathem sestavené Das Sichtbare Kino svou
pestrosti vybizi spise k listovani nezli ke studiu,
a plni tak coby celek podobné jako Kollektion spi-
$e radostnou a evokacni funkci, pomineme-li
pravé editorské uvody majici charakter eseji
a pak v pripadé prvni z knih mnohé z historicky
velmi prinosnych textl a zdroji, respektive teore-
ticky podnétnych uvah od celé fady autord. Jejich
skladba v8ak unika celkovému vykresleni i cha-
rakteristice, jakkoliv v jednotlivinach jde o velice
poutavé ¢teni. Exaktné studovat by bylo mozné
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napriklad pretisténé seznamy uvadénych cykla
a prehlidek, k tomu se v8ak mnohem lépe nabizi
webova stranka Filmmusea, na niz byly prave
v ramci vyro¢i umistény digitalizované verze
véech dosavadnich programi.” Stejné tak lze na
stejném misté kuprikladu popatfit na prvni cast
digitalizovanych videozdznami, pofizovanych
s hosty Filmmusea od poloviny sedmdesatych let.
Z tady dal$ich projekti realizovanych v ramci pa-
desatiletého vyroci tak sice trojpublikace Fiinfzig
Jahre &ni svou produkéni naroénosti, komplexi-
tou a do jisté miry i eleganci svého provedeni, jak
jiz ale bylo feceno ivodem, v thrnu plni tentyz
cil — zpfitomnit véemi dostupnymi prostiedky
minulost a davody vedouci k vpravdé jedinec-
nému fenoménu, jakym Osterreichisches Film-

museum bylo, je a snad i ziistane.

Mat¢j Strnad .

7) Je-li fe¢ o moznostech webu a komplementarity k publikacim, lze jen vyjadrit pfani, aby Filmmuseum nasle-
dovalo vzoru lonského jubilanta, berlinského Arsenalu a jejich rovnéz vzpominkové publikace Living Archive
(Berlin: b-books, 2013) a umistilo on-line anglické preklady textt publikovanych v néméing, vzhledem ke kva-

lité vSech tii knih zcela a plné ve vlastnim zajmu.
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Filmova naratologie — ni u¢ebnice, ni teorie, ni metateorie

Peter Verstraten, Film Narratology. Toronto — Buffalo — London: University of Toronto

Press 2009.

Vychozim tskalim monografie Petera Verstrate-
na Film Narratology je jeji zanrové rozkroceni
mezi uebnici, teoretickou monografii a meta-
teoretickou disputaci. Na ucebnici je malo trans-
parentni, na teoretickou monografii malo no-
vatorska a na metateoretickou disputaci malo
systematickd. Argument autoritou by mohl znit,
ze vlivnd teoreticka vypravéni Mieke Balové kni-
hu na zadni strané obalky viele doporucuje. Ze-
jména zpétné vsak jeji pohfichu neurcité fraze
typu ,vyuziva teorii vypravéni i filmovou analyzu
seriozné a dasledné” pisobi spis jako forma vdé-
ku za to, ze Verstraten si ze vSech existujicich teo-
rii vypravéni vybral coby vzorovou pravé tu od
Mieke Balové. Staci oviem letmy pohled na obsah
nékolik dekad opakované vydavané Naratologie:
uvodu do teorie vyprdavéni," jez patii mezi svého
druhu kanonické texty oboru, aby pfi srovnani
s Verstratenovou Filmovou naratologii vyplynulo,
ze co do celkové struktury i uplatiovanych strate-
gii vykladu pochézeji obé monografie z aplné ji-
nych svétd. Podivim-li se na vydani z roku 1997,
jez mam k dispozici a k némuz odkazuje i Ver-
straten, je vyklad striktné logicky usporadan do
péti bloktt — ,,Uvod", ,Text: slova®, ,,Pfibéh: vlast-
nosti, ,Fabule: prvky®, ,Doslov: teze o vyuziti

naratologie pro kulturdlni analyzu® Druhy az tfe-
ti blok je pak dale rozdélen do Sesti az deviti kapi-
tol, z nichz kazda je jesté dale ¢lenéna do logicky
rozvijenych podkapitol. Jakkoli totiz Mieke Balo-
va v doslovu rozsifuje svou badatelskou perspek-
tivu o aspekty tzv. kulturalné zaloZzenych otazek,
jsou nabiledni (a) strukturalistické zazemi nabi-
zeného pristupu, (b) modelovy ¢tendf textu, jimz
je zaujaty zdjemce o otazky spojené s teorii vypra-
véni, le¢ bez specifi¢téjsiho teoretického predpo-
rozuméni.”

Pro¢ vénuji tolik pozornosti organizaci textu,
ktery s recenzovanou Verstratenovou knihou poji
jen priznana inspirace? Inu, moznych odpovédi
je hned nékolik. Nejdulezitéjsi z nich je zdivod-
néni, pro¢ viubec Verstraten nabyl dojmu, ze fil-
mova naratologie potfebuje podobny tivod, kdyz
uz existuji knihy od Seymoura Chatmana, Davi-
da Bordwella nebo Edwarda Branigana (omezim-
-li se na angli¢tinu). Nepfekvapilo by mé, kdyby
prvni Chatmanovu knihu (Pribéh a diskurs: nara-
tivni struktura v literatufe a ve filmu)* shledaval
malo filmovédnou a druhou (Dohodnuté termi-
ny)* malo systematickou a zaméfenou spi$ na ni-
koli nutné souvztazné problémy filmové narativi-

ty. Bral bych jako platny argument i to, kdyby

1) Mieke Bal, Narratology: Introduction to the Theory of Narrative. Toronto — Buffalo — London: University of

Toronto Press 1997.
2) Tamtez.

3) Seymour Chatman, Pfibéh a diskurs: narativni struktura v literatuse a ve filmu. Brno: Host 2008.
4) Seymour Chatman, Dohodnuté terminy: rétorika narativu ve fikci a filmu. Olomouc: Univerzita Palackého

v Olomouci 2000.
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Verstraten povazoval prvni Braniganovu knihu
(Hledisko ve filmu)® za piili§ Gzce zaméfenou na
problémy hlediska a druhou (Narativai porozu-
méni a film)® zase na aspekty dané kognitivni vy-
zkumnou perspektivou. A nabizela by se i namit-
ka, ze Bordwellova kniha (Narace ve fikénim
filmu)” se pro zménu soustfedovala na vyzkumné
otazky svazané pouze s procesem zprostiedkova-
ni narativnich voditek divakovi a se zakotvova-
nim tohoto procesu v historické poetice. Zadny
z téchto argumentii Verstraten ale nepouzije
a uvedené s vyjimkou prvni studie smete se stolu
ponékud naivnim zptsobem: ,Vady téchto studii
lze shromazdit pod jednoho spole¢ného jmeno-
vatele. VSechny zistavaji prespfilis vérné struktu-
ralistické narativni analyze, zatimco se vyjevuje
potieba poststrukturalistického pristupu k resené
situaci® (s. 6). Strukturalistickd vychodiska viech
studii lze s vyjimkou prvni Chatmanovy knihy
Pribéh a diskurs (jiz nicméné Verstraten nezmi-
nuje) zpochybnit. Stejné tak jako se lze s beze-
Istnosti pfiméfenou bezelstnosti tvrzeni ptat,
pro¢ je vlastné vérnost strukturalni analyze va-
dou a proc Ze se vyjevuje ona potieba poststruk-
turalistického pristupu. Ale ve vztahu k vyse fece-
nému postaci: proc si potom Verstraten vybral za
vzor pravé kovanou strukturalistku Mieke Balo-
vou? Podle ného se tato na rozdil od nich
zaméfuje i na ideologické pristupy (Chatman
ne?), roli ctenare (Bordwell a Branigan ne?) a na
polyvalenci pristupt (coz délaji vSichni tfi pa-
noveé).

Podezfivam proto Verstratena, Ze se pant hned
na zacatku promptné ,,zbavil®, aby mu svymi vy-
zkumnymi hypotézami, testovanymi zavéry a vy-
kladovymi celky ctizadostivych monografii ,,ne-
zavazeli“ v bujeni jeho vlastni argumentace. A Ze
by se tak délo takrka neustale, protoze Verstraten
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s nadsazkou feceno rad vykopava oteviené dvere
teoretického poznani. Ke jmenovanym sluzebné
star§im kolegim se tak obraci jen ve formé dil-
¢ich, z kontextu vytrzenych vychodisek a zavéra,
coz se znalosti ptvodnich kon/textd tak jako tak
bije do o¢i. Za viechny se pozastavim u Verstrate-
novy interpretace (u nds ze zminénych asi nej-
znaméjsiho) Bordwellova pristupu k vypravéni.
Bordwell se pfinejmensim od prvniho vydani
Uméni filmu roku 1979% okézale stavi proti ¢lené-
ni obsahu a formy. To ov§em Verstratenovi ne-
brani tvrdit, Ze pro Bordwella naratologicka ana-
lyza obihd kolem interakce mezi narativnimi
taktikami a stylistickymi rysy. Tato interakce je
analogicka ke znaméjsimu rozdéleni mezi obsa-
hem a formou. Obsah [zvyraznil RDK] odkazuje
k prostredkiim reprezentace osnovy [plot], jez je
redukovana na otdzku, ,o0 ¢em to je?" Narativni
taktiky se tykaji tvarovani obsahu; poradek,
v némz jsou uddlosti proneseny, kuptikladu,
spadaji do narativnich taktik pfibéhu. Forma
[zvyraznil RDK] podchycuje zafizovani [fur-
nishing of ] obsahu a znamend otdzku, ,jak a jaky-
mi prostiedky je obsah sdélovan?* To s sebou
nese volbu z celého arzendlu filmovych postupt
(s. 21-22).

Jesté bych chépal, kdyby Verstraten piipisoval
Bordwellovi analogii k francouzsko-strukturalis-
tickému déleni na pribéh/diskurs ¢i histoire/dis-
course, v némz by identifikoval pfibéh ¢i histoire
s obsahem, zatimco diskurs jako skupinu zahrnu-
jici narativni taktiky i vyuziti stylistickych pro-
stfedki by zahrnul pod formu. Nesouhlasil bych,
ale chapal to... Jak vSak dokazal narativni zptiso-
by (tj. tieba ,.formdlné“ nechronologickou a vy-
soce komplexni reprezentaci ,obsahové® prosté-
ho pfibéhu o tahani fepy) zahrnout podle vieho
cele pod obsah, zatimco formu identifikovat az se

5) Edward Branigan, Point of View in the Cinema: A Theory of Narration and Subjectivity in Classical Film.
New York - Berlin: Mouton 1984.

6) Edward Branigan, Narrative Comprehension and Film. London — New York: Routledge 1992.

7) David Bordwell, Narration in the fiction film. Madison: The University of Wisconsin Press 1985.

8) David Bordwell - Kristin Thompson, Film Art: An Introduction. Reading — Menlo Park — London:
Addison-Wesley Publishing Company 1979, s. 28-29.
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stylistickymi prostfedky média, nad tim mi po-
pravdé zastava rozum stat.

Jinymi slovy, Verstraten se hned na zacatek zba-
vil potencialnich nepratel a dédle uz svoje hypoté-
zy stavi jen (a) na vagné nesystémovém prejimani
systémovych kategorii Mieke Balové (ptibéh, fa-
bule), (b) na vigné nesystémovém prejimani
systémovych kategorii od jinych teoretiku filmo-
vého vypravéni (Raymond Bellour, Nick Browne,
André Gaudreault), (c) na citacich nesystematic-
kych (ne ve strukturalnim smyslu slova) myslite-
1 v éele se Slavojem Zizekem. Ale k ¢emu je
vlastné ne/pouziva? Jak jsem nacrtl na samém za-
¢atku, Verstratenova kniha je rozkroc¢ena mezi
ucebnici, teoretickou monografii a metateoretic-
kou disputaci. Ackoli se k feSenim jinych badate-
1t vyjadfuje casto, chatrnou logicko-argumentac-
ni droven textu vymluvné — jak alespon véfim
— demonstrovaly pfiklady pfedchozich odstav-
ct. Coby metateoreticka disputace proto kniha
poslouZi snad jen jako odstradujici priklad. Zbyva
se proto ptat, nakolik muze byt ku prospéchu
(a) ¢tenafim dosud neobeznamenym s otdzkami
a odpovédmi filmové teorie vypravéni, (b) teore-
tickym badateliim ocekavajicim vyargumentova-
na fedeni jasné nastolenych badatelskych problé-
mu, zodpovézeni otazek spojenych s filmovou
teoril vypravéni — a to prostiednictvim poskyt-
nutych priklada a dikazi. A¢ bych rad napsal
opak, a tak sam sebe presvédcil o smysluplnosti
¢asové investice vlozené do Verstratenovy knihy,
v obou pfipadech spise selhava. Nebo jinak rece-
no, v ¢em tolik neselhdva, to uz dévno pojmeno-
vali, vysvétlili a provéfili jini teoretici filmového
vypravéni, i kdyz tfeba nepouzivali adjektivum
»naratologicky” na kazdém dvacatém patém fad-
ku vykladu.

Na prvni pohled ma kniha ,ucebnicovou®
strukturu: v prvni kapitole se pta ,, nakolik je film
esencialné narativni?®, druha kapitola podchycu-
je ,zakladni principy naratologie® a treti az patd

OBZOR

kapitola postupné probiraji vztah narativu ke sty-
listickym kategoriim mizanscény, prace kamery
a stfihu (ke zvuku se dostava az v osmé kapitole).
Relativné navodné, byt obcas pro laika snad po-
nékud prehlcené kapitoly o mizanscéné a praci
kamery vyznamné nasleduji vykladovou organi-
zaci Umént filmu od Bordwella s Thompsonovou
(a to nepfiznané, odkazuji se explicitné jen k je-
jich Déjindm filmu).” To viak neplati pro kapito-
lu o strihu, kdy do vykladu jako uragan vtrhne te-
orie sutury (v§ivani ¢i $vu), jez nechd nebohého
¢tenafe vzpomenout na konceptualni ping pong
prvni kapitoly o ,esencialnosti filmového narati-
vu®, Verstraten to bere oklikou od lacanovské
psychoanalyzy pres kulesovovské experimenty
a teorii vizualni rozkose Laury Mulveyové az
k subjektové i subjektivné zalozenym zabériim
v analyzach Nicka Browneho. Co je pritom typic-
ké pro tuto i pro viechny kapitoly nasledujici,
Verstraten casto velmi slozité pojmy zavadi nece-
kané bez vétsiho uvedeni, rychle je aplikuje na ne
zcela jasné, ale zato pro aplikaci pojmu zcela uce-
lové ptiklady — a uz se fiti k pojmim dal$im. To
ostatné vyraznéji vyplyne ani ne tak z kapitol
s ambici ucebnicovou (tj. zejména téch dosud
zminénych), jako z kapitol s ambici teoretickou.
V nich Verstraten zaprvé prichdzi s vlastnimi poj-
my, resp. s Upravami jiz existujicich, zadruhé je
konfrontuje s jejich dosavadnimi vyklady ¢i jejich
ekvivalenty. V kapitolach $est a sedm se tak zaby-
va vizudlnim vypravécem a vizudlni fokalizaci
(Sest) a pnutim mezi vizualnimi a auditivnimi vy-
pravédi (sedm; podle véeho je v kazdém filmu
z obou kategorii po jednom, ale kapitola se vskut-
ku jmenuje ,,Tension between the Visual and Au-
ditive Narrators®).

Verstraten tu nabizi kombinatoriku (a) vypra-
vecl, tj. vzdjemné souradné dvojice vypravéci vi-
zudlniho a auditivniho, jez oba fidi filmicky vy-
pravéd, a (b) internich a externich fokalizaci.
Ndstrojem jejich testovdni jsou v Sesté kapitole

9) Kristin Thompsonova - David Bordwell, Déjiny filmu. Praha: AMU — NLN 2008; Kristin
Thompsonova - DavidBordwell, Unéni filmu: tivod do studia formy a stylu. Praha: AMU 2011.
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zabéry/protizabéry, ustavujici zabéry (jez autor
vztahuje k teorii voyeurismu), externi a interni
fokalizace ve vizudlni stopé, a nakonec pfesuny
fokalizaci mezi jednotlivymi postavami. Ve viech
pripadech se pritom Verstraten pokousi o katego-
rizace jevil, kterézto jsou ale striktné ahistoricke,
a jestli $lo autorovi o proklamovanou ne-struktu-
ralnost, pak jsou i vskutku nestrukturalné arbit-
rarni, odvozené od vysoce specifickych ptikla-
du. Zabéry/protizabéry pak Verstraten rozdéluje
na ,odlozeny protizabér” (kdy celou MILDRED
Piercovou — 1945 — cekame na protizabér
vrazedkyné), na ,absentujici protizabér® (napfi-
klad v TEMNE pasAZI — 1947, kdy nedostaneme
protizabér tam, kde ho oc¢ekavame) nebo v ,,bo-
zim pohledu coby protizabéru® (v ProLomiIt
VLNY — 1995 — v protizabéru vidime zazrak).
Pojem fokalizace pfitom Verstraten vymezuje
v opozici k teorii sutury (taktné oviem mlci
o peclivych ¢lenénich u Branigana nebo Chatma-
nové polemice s teorii hlediska, neb tyto by nutné
rozbily jeho predpoklady). Opét pfitom nabizi
sérii prikladu/kategorii: ,z détské perspektivy”
(Z1VOT JE KRASNY, 1997), ,,z perspektivy objektu”
(AMADEUS, 1984), ,fokalizace skrze barevné vy-
znamy" (SCHINDLERUV SEZNAM, 1993), ,evident-
ni halucinace® (Jo ZUSTER, NEE ZUSTER, 2002;
ZLATE OPOJENI, 1925), ,,moznd halucinace” (OB-
LECEN NA ZABI{JENI, 1980), ,,0d navaznosti pohle-
du k zdbéru fantazie® (VERTIGO, 1958), ,,spolu-
vinny vizudlni vypravéd“ (KLus RVACU, 1997),
»nejednoznaéna fokalizace” (CERVENA PUSTINA,
1964). A nakonec pfesuny fokalizaci mezi posta-
vami demonstruje na pfesunu ,od bozi k ptaci
perspektivé® (P1Act, 1962) a ,nepfiznany druhy
pohled® (TED sE NEDIVE], 1973). VSechny katego-
rie se pfitom de facto odvozuji od funkéné vybra-
nych pfikladi, nepokryvaji zidné pole problémi,
nezodpovidaji jasné otazky.

To je uskali této i nasledujici teoretické kapito-
ly. Ackoli totiz Verstraten prejima ¢i zavadi kate-
gorie, neni krom snahy nabidnout ,filmovou na-
ratologii“ zfejmé, jaky problém vlastné svym

aparatem fesi, pro¢ pravé tento a ne jiny... a na
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jaké otazky odpovida. Zejména pak, pokud se
jeho kategorie odvozuji jen od pripadi néjakych
zna¢né aberacnich jevil spojenych s hlediskem/
/fokalizaci/perspektivou, nebo jsou prinejmensim
na takovych prikladech vysvétloviny. Co ndm
Verstratenova trojice uvedenych kategorizaci fika
o kinematografii per se? Jaké umoznuje zobecné-
ni? Takové otazky bych pochopitelné nekladl, po-
kud by Verstraten napsal cokoli na zpiisob, Ze fesi
problém specifickych fokaliza¢nich extrému, kdy
se narusuji néjaké konvenéni postupy — a ze jeho
kategorizace ma pars pro toto povahu, protoze je-
jim prostfednictvim chce dokazat, ze dosud uzi-
vané pojeti fokalizace bylo prili§ uzké, aby se s ta-
kovymi odchylkami popasovalo. Tfeba. Nebo
cokoli jiného, alespon néco... Avsak Verstraten se
formulovanim vyzkumnych problémd, kladenim
vyzkumnych otazek a poskytovanim odpovidaji-
cich tvrzeni (natoz jejich provéfovanim) nijak ne-
trapi. Namisto toho travi nékolik stran bezzubou
»filozofickou polemikou® s pojetim implikované-
ho autora u Chatmana (s. 126-129). Jakkoli sam
s Chatmanovym pojetim implikovaného autora
nesouhlasim, skrze dvoji divacké ramcovani fil-
mu PRiIBEH ALVINA STRAIGHTA (1999), jez ma
navic mnohem vic spole¢ného s otazkami filmo-
vé recepce, propagace a evaluace neZ s otdzkou
implikovaného autora, je vskutku zamitnout ne-
lze. Natozpak je nahradit pojetim filmového vy-
pravéce, které je v dusledku jakymsi pojmovym
mutantem mezi Chatmanovym implikovanym
autorem (v pavodni, Verstratenem nezdeformo-
vané podobé) a vypravécem (s. 129-133).
Zasadni zménou rétoriky od prehledové exten-
zivni k teoreticky intenzivni Verstraten navic pre-
rusil kontakt se ¢tenafem ucebnice o filmové na-
ratologii, ke kterému se necekané vraci v osmé
kapitole o zvuku a v devaté kapitole o Zanrech,
aby jej zase opustil v desdté kapitole vénované
otazkam filmového excesu. Jako ¢tenaf bych na-
vic ¢ekal, ze kdyz uz si Verstraten vyrobi jakkoli
diskutabilni pojmovy instrumentar a nuti ¢tenare
se témto pojmm i kategoriim naucit, bude toho-
to instrumentére v dalsich kapitoldch sebevédo-
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mé pouzivat. Ovéem chyba lavky, v kapitole o fil-
movych zanrech jsem po vétdinu Casu marné
hledal pojmy a kategorie, jimz se autor knihy vé-
noval v pfedchozich kapitolach. (A nakonec jsem
v kapitole o excesu stejné marné hledal pojem ex-
cesu ve vymezeni Kristin Thompsonové, k némuz
Verstraten zprvu odkazuje. Vzapéti se jim totiz
nenechava svazovat do takové miry, ze jeho poje-
ti s puvodnim definovanim pozbude jakoukoli
spfiznénost.) A pokud se v definovani tak obec-
nych diferen¢nich kategorii, jakymi filmové zan-
ry bezesporu jsou, nejevi ustavené pojmy uzitec-
né ani jejich autorovi, neni to dobra zprava ani
pro jejich daldi uchopovani ¢tendfi — a tedy ani
pro jejich budouci aplikova(tel)nost pfi filmové
analyze.

Verstratenova kniha tedy nakonec neni ani
ucebnici, ani teoretickou monografii a ani meta-
teoretickou disputaci. Jako ucebnice svého ¢tena-
fe pfiméje spise k znalostnimu zbloudéni, nez by
mu ukazovala cestu. Jako teoretickd monografie
nefesi zadné specifické vyzkumné problémy a ne-
zodpovida zadné urcité otazky. I ty problémy pri-
padné vyvoditelné zpod povrchu vykladu pritom
nakonec predstavuji natolik arbitrarni, v rozpo-
znatelnych souvislostech nezakotvené jevy bez
obecnéjsiho vyskytu, Ze neposkytuji predstavitel-
nou moznost jejich epistemického zobecnéni.
A konecné, jako metateoreticka disputace Ver-
stratenova kniha zaprvé neodpustitelné posouva
vyznamy pojmi, konceptil i celych teorii, s nimiz
polemizuje. Zadruhé nabizi pohfichu naivni pro-
tiargumenty, nez by se daly brat vazné, coz konec-
koncti plyne i z oné nemohoucnosti platné tlu-
mocit vychodiska a tvrzeni, s nimiz je veden spor.
Je tedy k né¢emu Ctendrsky uzite¢na? Maze byt
bez ironie pfinosna pro milovniky filmu Popiv-
NA POHOSTINNOST (1990), adaptace McEwanova
romanu Cizinci ve mésté, k niz se Verstraten opa-
kované ve vykladu argumentacné vraci a ukazuje

OBZOR

na ni nékteré vysvétlované pojmy. Pro zajemce
o vstup do filmové naratologie bych ale doporucil
spise literarnévédné naratologické prirucky od
Seymoura Chatmana (Pfibéh a diskurs),'"” Shlo-
mith Rimmon Kenanové (Poetika vypravéni)'
nebo Davida Hermana (Zdkladni slozky vyprdve-
ni),'? ptipadné nékterou ze zminénych filmove
naratologickych monografii od Davida Bordwella
¢i Edwarda Branigana. Verstraten sice zustal vé-
ren svému pfislibu nestrukturalniho pfistupu

k problému, zel nenabidl zadny alternativni.

Radomir D. Kokes

10) Seymour Chatman, Pfibéh a diskurs. Brno: Host 2008.
11) Shlomith Rimmon-Kenanova, Poetika vyprdvéni. Brno: Host 2001.
12) David Herman, Basic Elements of Narrative. Oxford: Willey-Blackwell 2009.
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Experimentalni filmy Petra Skaly ve sbirkach NFA

V roce 2004 ziskal Narodni filmovy archiv uni-
katni kolekci experimentalnich film@ Petra Skaly.
Sbirka obsahuje veskeré dochované filmové
snimky, které vznikly v obdobi od konce 60. do
poloviny 80. let, kdy se autor zacal zabyvat uplat-
novanim modernich technologii v audiovizualni
tvorbé. V uvedenych letech byl Petr Skala jedi-
nym piedstavitelem i prikopnikem hand-made
filmu u nas. Vysledky jeho osamocenych aktivit
dlouho nepocitaly s divackou zpétnou vazbou.
Skalova tvorba znamenala viceméné soukromy
vyzkum vlastnosti a moznosti filmového média,
v némz se pokousel redefinovat hranice mezi vy-
tvarnym a filmovym uménim.

Z formalniho hlediska je mozné Skalovy snim-
ky rozdélit na dva okruhy. Prvni zahrnuje filmy
Cisté abstraktni, realizované bez pouziti kamery,
pouze vytvarnymi zdsahy tusi, barvami nebo ry-
dly do ¢istého blanku riizné barevnosti. Uplatné-
ni pritom nalezla cela $kdla vytvarnych technik.
Kromé malby, kresby a rytych i skrabanych struk-
tur byly ¢asto aplikovany rozmanité chemické in-
tervence i destruktivni metody, napfiklad propa-
lovéani, perforace a pikdz. Zminované techniky
byly kombinovany nejen v rdmci celého filmové-
ho snimku, ale i jednoho filmového okénka.

Druhy okruh tvofi filmy, které pracuji se zazna-
mem predkameroveé reality, konkrétné siluetou
zenského aktu a lidské tvére. Pro nataceni byl po-
uzity pomocny 16mm filmovy materidl, blank,
ktery autor obéas ziskal v pivodni nerozbalené
krabici pfimo z laboratore. Jednalo se o surovinu,
ktera neni uréena k pofizovani obrazového za-
znamu, ale pouziva se ve stfiznach k proklddani
zvukovych pasi. Disponovala velice nizkou citli-
vosti — zfejmé pouhymi ¢tyfmi stupni DIN.Y
Pro ucely Skalovych experimentt byla kvalita na-
tocenych cernobilych zébéra dostacujici, jelikoz
slouzily pfedeviim jako obrazovy podklad pro
vyée popsané manualni zakroky. Cernobilé snim-
ky uplatiiyjici figuralni motiv byly vétdinou bar-
veny az elektronicky pri uplatnéni videotechniky
v tehdejsi statni Ceskoslovenské televizi.?

Skalav originalni filmafsky pfinos spocivd ve
zkonstruovani vlastniho, detailné vypracovaného
vizudlniho i dramaturgicky skladebného systé-
mu. Z negativu natoceného filmu vytvérel ,,smy¢-
ky" s metrazi zhruba od padesati do sto dvaceti
okének. Tato délka odpovidala pohybové akci
nebo gestu snimaného modelu. Po vytvarnych in-
tervencich pfimo do negativu nasledovalo ocislo-
vani jednotlivych okének a vytvoreni rytmického

1) Bézné se pri nataceni pouziva material s citlivosti okolo 20 DIN.

2) Prvnim predpokladem bylo prevedeni filmu do formy videosignalu. Z nedostatku lepsich technickych moz-
nosti byla filmova projekce snimana videokamerou. Kli¢ovéni barvy i prolindni obrazi jiZ potom probihalo
elektronicky, pomoci analogové obrazové rezie. V roce 1983 se Skalovi naskytla ptilezitost proniknout k tech-
nologickému zafizeni Stfedni pramyslové skoly spoj, kterd tehdy disponovala nejmodernéj$imi ptistroji. Poz-
déji sva videa vytvarel v prostredi videostfizny podniku Orbis.
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¢iselného schématu, neboli partitury, podle které
byl zkompletovany vysledny tvar snimku. Z kaz-
dé smycky vznikl jeden kratky film. Momentem
ocislovani jednotlivych policek nastala exaktni
faze, protikladna predchozimu spontinnimu
tvirCimu procesu. Apriorni ¢iselnd partitura za-
vazné definovala v prvni fadé pocet rytmickych
celkd, tzv. taktd, dale pocet oken v kazdém taktu
a pro zpresnéni také délku trvani taktu ve vtefi-
nejvyssi dvacet ctyfi taktd. Ke kazdému poctu
taktii byl stabilné pfifazen pocet oken v jednom
taktu; veskeré takty v jednom snimku byly kon-
cipované tak, aby mély ve vysledku identickou
délku, tedy aby viechny obsahovaly stejny pocet
filmovych okének. Kazdy takt byl tedy reprezen-
tovany jinym poctem razné dlouhych zabérg,
pricemz zadné z cisel nebylo voleno ndhodné, ale
korespondovalo s tématem snimku, s vlozenou
symbolikou i s jeho vizudlni podobou.”

Finalni skladba okének, ¢ili vazba zabéra uvnitt
taktu, byla na jedné strané podfizena kontinuité
puvodniho pohybu snimané postavy a navaznos-
ti pohybovych fazi, na strané druhé ovéem konti-
nuitu ustavicné prerudovala. Zabéry pouzité
v konecném tvaru filmu nevznikaly jako obvykle
v kamefe, ale rozkopirovanim jednoho okénka
z ptvodniho nato¢eného zdznamu na pozadova-
nou délku podle partitury (Casové se jednalo
o zlomky vtefin), tedy vytvorenim tzv. ,,mrtvol-
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ky“. Timto zptisobem Skala formoval pasmo né-
kolikaokénkovych, vyhradné statickych zdbéra
a pohyb posléze reinkarnoval filmovymi pro-
stredky. Popsany zpuisob zachdzeni zviditelfuje
a exteriorizuje samotnou podstatu filmu jako ta-
kového. Pohyb postavy na platné je iluzorni par
excellence, povstava z moznosti filmové montaze
a z relativni nedokonalosti lidského zraku. Nékte-
ra policka z pivodniho zabéru byla vynechavina
a jind byla vybirdna podle jednoduchého mate-
matického klice, napriklad kazdé sudé nebo na-
opak kazdé liché okno, kazdé tfeti apod. Touto
fragmentaci ziskal vysledny obraz jeden ze
svych charakteristickych aspekti, a to efekt pul-
sace. Podobné manipulaci byl podrobeny bézny
i zpétny chod filmového obrazu s u¢elem evoko-
vat procesy periodického rastu ¢i sestupu. Uplat-
néni vylucné statickych zabér, jez se ve vysledku
projevuje optickym ustrnutim, vyjadfuje pojeti
¢asu v modu kairos, zdtraznujicim hodnotu a je-
dinecnost kazdého okamziku. Transcendentdlni
rozmeér casu je symbolizovan dlouhym doznénim
posledniho zdbéru v posledni sekvenci filmu,
kulmina¢nim bodem, akmé,

Skalovo dlouhodobé studium uméni starych
mistra, malifské geometrie a tajemstvi svobod-
nych zednari ho dovedlo k umyslu formulovat
filmovou dramaturgickou kompozici podle mate-
matickych zdkon. V organizaci jednotlivych za-
bért se projevuje ovlivnéni fenoménem bozské-

3) Partitura filmu SPIRALA. Pismena A, B urcuji 1. a 2. smy¢ku; adaj pred lomitkem je &islo okénka; ¢islo po lo-

mitku udava pocet pouzitych okének.

1. takt: B - 15/5; 14/10; 13/15; 11/20; 15/5; 14/10; 13/15; 11/20. 2. takt: A - 36/5; 37/10; 38/15; 39/20. 3. takt:
A - 41/5; 43/5; 45/5; 47/5; 49/5; 51/5; 53/5; 55/5; 3715; 41/5; 44/5; 46/5; 49/5; 52/5; 54/5; 57/5; 60/20. 4. takt: A -
5715; 31/5; 57/5; 31/5; 57/5; 31/5; 57/5; 31/5; 57/5; 31/5; 57/5; 31/5; 57/5; 31/5; 57/5; 31/5; 45/20. 5. takt: B -
15/5; 14/10; 13/15; 11/20; 15/5; 14/10; 13/15; 11/20. 6. takt: A - 36/5; 37/10; 38/15; 39/20; 36/5; 37/10; 38/15;
39/20.7. takt: A - 41/5; 43/5; 45/5; 47/5; 49/5; 51/5; 53/5; 55/30; 39/5; 43/5; 47/5; 50/5; 53/5; 57/5; 58/5. 8. takt:
A - 39/5; 53/5; 39/5; 53/5; 39/5; 53/5; 39/5; 53/30; 41/5; 49/5; 41/5; 49/5; 41/5; 49/5; 41/5. 9. takt: B - 10/5; 14/5;
9/10; 15/10; 11/20; 10/20; 14/5; 9/5; 15/10; 11/10. 10. takt: A - 67/5; 69/5; 72/10; 74/10; 75/20; 78/20; 81/5; 70/5;
81/10; 70/10. 11. takt: A - 67/5; 84/5; 67/5; 84/5; 67/5; 84/5; 67/5; 84/5; 67/5; 84/5; 67/5; 84/5; 67/5; 84/5; 67/5;
84/5; 67/5; 84/5; 67/5; 84/5. 12. takt: A - 65/5; 63/5; 61/5; 59/5; 57/5; 55/5; 53/5; 51/5; 49/5; 47/5; 45/5; 43/5;
41/5; 39/5; 37/5; 35/5; 33/5; 31/5; 29/5; 27/5. 13. takt: B - 11/30; 15/5; 10/5; 11/30; 10/5; 12/5; 11/20. 14. takt:
A - 37/5; 40/5; 42/10; 47/5; 51/5; 53/10; 37/5; 40/5; 42/10; 47/5; 51/5; 53/30. 15, takt: A - 35/5; 53/5; 35/5; 53/5;
35/5; 53/5; 35/5; 63/30; 68/5; 71/5; 74/5; 76/5; 79/5; 81/5; 83/5. 16. takt: B - 11/30; 15/5; 10/5; 15/5; 10/5; 15/5;
10/5; 15/5; 10/5; 11/30. 17. takt: A - 57/5; 36/5; 57/5; 36/5; 57/5; 36/5; 57/5; 36/5; 57/5; 36/5; 57/5; 36/5; 57/5;
36/5; 57/5; 36/5; 57/5; 36/5; 57/5; 36/5. 18. takt: A - 46/20; 57/5; 36/5; 57/5; 36/5; 46/60.
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ho ¢isla? a zlatého fezu, poméru 1,618, které
nachdzime nejen v pfirodé¢, ale i v klasickych
uméleckych dilech.” Pojeti filmové skladby se te-
oreticky opira o extatickou kabalu, ktera rozklada
a znovu skldda text z jednotlivych pismen...
»Stvofil-li Bah svét vydavanim jazykovych zvuka
nebo pismen abecedy, jsou to formy, z nichz se
odlévaji prvky tvotici svét. Zacni skladat nejdiive
samotné jméno JHVH a zkoumej véechny jeho
kombinace, obracej ho a rozto¢ ho jako kolo do-
predu i dozadu, roztoc ho jako civku a nenech ho
odpodinout...”¥ Filmovd montdz se stavd meta-
forou kosmogonického aktu a tviirce demiurgem
novych svéta.

Ve vizudlni podobé filmi a uplatinovanych
symbolech se projevuje Skalova fascinace svét-
lem. Cerpé ze starozdkonnich motivi, iluminat-
ské tradice, Platonovy koncepce stvofeni svéta
svételnou emanaci, augustinovsko-novoplaton-
ské myslenkové linie a renesanéniho hermetické-
ho mysleni. Chapédni svétla jako tvotivé sily se
prolina celou tvorbou a stava se jejim leitmoti-
vem. Svétlo je pro Skalu transcendentélni princip,
univerzalni kosmologicky symbol, zivel duchovni
podstaty. Téma svétla duchovniho ve filmech ex-
plicitné ztvarnuje prostfednictvim svételné pro-
jasnéné aury, obklopujici lidskou postavu, na-
znakové svatozafe a vyryvanim paprskovitych
a hvézdicovitych vizualnich prvka nebo znameni
»Boziho oka“. Castym vytvarnym zdsahem do fil-
mové suroviny jsou ryté kruhy s bodem upro-
stfed, alchymisticky i astrologicky znak slunce,
kryjici se s alchymistickym symbolem zlata.

Temporalni dimenze ve Skalovych filmech ko-
responduje s pojetim ¢asu jako vécného, uzavre-
ného kolobéhu. Prvni filmy slepoval do cyklic-
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kych smycek a nechaval je pred nékolika
zasvécenymi divaky rotovat v projektoru, aby
iteraci navazal na stoické téma ,,rotundum et vo-
lubilem Deum®.” V nasledujici tvorbé vyjadfoval
analogické ideje prostfednictvim zdvojovani, mul-
tiplikace a opakovani motivii. Nescetné mnozstvi
variaci, modifikaci a kombinaci nékolika zaklad-
nich vizudlnich motivii korespondovalo s pred-
stavou mobilni podstaty svéta a odvijenim Zivota
ve spiralovitém ,vé¢ném navratu®. Nejednalo se
pritom o mistni pohyb (periforu), ale pohyb
efemérniho sledu obrazi, jejich proménu (allaié-
sis) a usili o sebezachovani desiderium conservan-
di. Cas neplyne, nemizi, je stdle pfitomny, opaku-
je se v kruhu.®’ Také absence déje a odstranéni
bézné narativni linie i kauzality nastoluje dojem
prvotniho bezcasi, srazky ¢asu a vé¢nosti. Probi-
hajici udélost neni ukotvend v case, odehrava se
nepfetrzité kdykoli a kdekoli, v ramci cyklického
casu.

Prvni experimenty ze sklonku 60. let pracovaly
s nefigurativni grafikou, vytvofenou bez kamery
na filmové suroviné 16mm formatu. Za podkla-
dovy material cyklu Informelni struktury slouzil
odpad z filmovych laboratofi, predevsim vyraze-
ny transparentni neosviceny blank. Cernobilé
a hnédobilé nezvukové abstraktni kompozice
vznikly manualni metodou, upravou filmové su-
roviny abstraktnim vytvarnym zasahem — rytim,
$krabanim, kresbou ¢ernou nebo hnédou tusi,
propalovanim a dal$imi postupy. Narozdil od na-
sledujici tvorby je vyuzita pouze jedna barevna
skala, kterd vytvafi strukturovanou hru tmavych
linii a kontrastniho svétlého okoli. Kresba zamér-
né nerespektuje jednotliva okénka, je tedy vzdy
aplikovana po celé délce filmového pasu. Napad-

4) Fibonacciho sekvence obsahuje harmonicky pomér, tedy fadu ¢isel, jejiz kazdy ¢len je souctem dvou predcha-

zejicich ¢lend.

5) Zlaty fez znali jiz stafi Egyptané. Univerzalni konstanta (1,61803...) se nachazi u vzdalenosti a velikosti, ¢lené-
nych podle zlatého rezu. Vzdilenost je rozdélena tak, Ze mensi tsek a vétsi dsek je ve stejném poméru jako vét-
§i usek a celek, tedy 3:5 = 5:8. Podobneé jako fraktaly lze zlaty fez vyjadrit i v hudbé (napi. Béla Bartok).

6) Umberto Eco, Hleddni dokonalého jazyka. Praha: Nakladatelstvi Lidové noviny 2001, s. 34.

7) Stoikové nazyvali nebe ,kulatym a krouzicim Bohem".

8) Nékteré Skalovy filmy se jiz svymi nazvy vztahuji k otdzce ¢asu a casovosti: ROZPADLY NALEZ, PERIODY, ZA-
NIKLE FAZE, CHRONOS, KONECNOST, MEZICASOVE PASMO, PLYNUTI...ad.
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ny je frekventovany graficky motiv klikatice, ktery
tvofi misty zamérné narusovana, rizné silnd vlno-
vita linie, casto se svétlejsim stfedem. Dalsi for-
mou vytvarného zasahu je potom drobna krake-
laz, prirozena c¢i simulovana. Pribéh klikatice ¢asto
sleduje a kopiruje dalsi ostra a tenka ryta linie.
Tato faze Skalovy tvorby konvenovala s vyrazi-
vem povalecného informelu. Pouzival neilustra-
tivni, spontanné expresivni malbu, v niz v tasis-
tické poloze analyzoval mikro i makro dimenze
pfirodnich forem. V obraze se prolinaji orna-
mentdlni, abstraktni a organické tvary, které
v momentu projekce nabyvaji podoby pulzujici-
ho zivého organismu. Misty pfipominaji mikro-
struktury tkani, krevni fecisté, prafezy organd,
struktury letokruht, povrchovou texturu kury
stromu nebo lomy kamene. Vyrazové prostredky
lettrismu a tasismu byly uplatnény se zamérem
prozkoumat texturu a vytvarnou hodnotu na-
hodné skvrny. Daldi ¢ast Informelnich struktur
pracuje s organoidnimi, rostlinnymi prvky. Do-
minantni linii opét predstavuje silnd vinovka cer-
nou tusi vedena po celé délce pasu, krakerovana
do podoby ,pdtete” nebo fapiki listd, kiizici se
a proplétana klikatice sledovana jemnou pero-
kresbou na abstraktnim pozadi. Tenké spiralovité
linie a gestické tahy silnym $tétcem jsou nasledné
stirané a doplnéné kruhovitymi a ovalnymi moti-
vy. V setfenych mistech zlstava slabd stopa po
tusi svétle hnédé barvy. Pro tento druh smy¢ek je
typicky nahnédly odstin vznikly stérem pavodni-
ho, &iste¢né zaschlého nanosu Cerné tuge. Sedé
struktury na pozadi jsou nasledné prekryvané
cernou kresbou do jisté miry kopirujici jejich
tvar, cernymi spiralovitymi liniemi rizné tloust-
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ky a otisky po kontaktu jakési fidké tkaniny (snad
gazy) s jesté nezaschlou barvou. Obraz je misty
narudeny ostrym plochym predmétem. Posledni
vrstvu tvori kruhy vytvorené stiibfenkou.”

Rozsdhlou soucést Skalovy tvorby reprezentuji
abstraktni, barevné, ru¢né vytvarené smycky
16mm formatu z poloviny 70. let. Podkladem byl
neexponovany filmovy pas, pripraveny k pokryti
vrstvou transparentnich barev a k vyryvani vi-
zudlnich motivi. Do soucasnosti se dochovalo
94 fragmenti smycek o délce okolo dvaceti oké-
nek. Také tyto snimky vznikaly v duchu gestické
abstrakce, a to opét nejriiznéj$imi manudlnimi
postupy, v prvni fadé malbou anilinovymi barva-
mi, barevnymi tusemi ¢i fixy. Ani v tomto obdobi
se autor nevzdal rytych prvkad, vrstvy pigmentu
na celuloidu rozrusoval ostrymi nastroji ¢i brus-
nymi papiry, nebo naopak prvotni ryhy vyplno-
val roztiranim a vtiranim barev. Kompozici defi-
noval spontanné po celé délce smycky a misty ji
nechal presahnout i do okrajové oblasti perfora-
ce. Podobné jako v pripadé informelt netvori
fada barevnych experimenti ucelenou sérii, ale
spise fadu formalné i obsahové pfibuznych poku-
si."” Analogicky byl i zamysleny druh prezentace
formou projekce ,,nekone¢né” smycky.

V prvni poloviné 70. let Petr Skala dospél
k nové vytvarné i skladebné formulaci. Po non-
-objektivni, vyrazné akcni malbé se klicovym
prvkem kompozice stal figurativni motiv. Zpo-
¢atku vyuzival raznych pomérné slozitych a prac-
nych fotografickych postupii. Napriklad animo-
val fotografické siluety vystfihané z papiru a na
filmovou surovinu posléze nanasel barvy ¢&i tus
a jeji povrch upravoval rytim a $krabanim. Tento

9) Cyklus Informelni struktury byl pocitacové zrekonstruovan a zkompletovin teprve koncem devadesatych let.
Pfiblizné v roce 2000 tedy vznikly filmy téchto ndzvi: LAokoON (1969/2000), StrukTuRrA L. (1969/2000), M A
GICKE pismo (1970/2000), REv TicHA (1971/2000), PROTEST (1969/2000), HIEROGLYFY 1. (1969/2000), KREV
(1970/2000), NicoTa (VYHASLY VEK) (1972/2000), Rakovina moc1 (1969 /2000).

10) Barevné smycky, zkompletované a uvedené na DVD Petr Skala. Utajeny experimentdtor byly ptivodné bez na-
zvu. V roce 2000 autor z jejich fragmentii zkompletoval fadu filmé: SEpor HVEZD (1971), RozpETI DUSE
(1971), ZED ¢asu (1972), Dies [RAE (1972), Krev Na zD1 (1972), POMATENA Noc (1973), VEJCE (1973), GEO-
METRIE PAMETI (1975), ZABLESK SVETLA [1ZOLACE (1977), PORUSENY KLID (I) (1978), PROSTOROVA DEFORMA-

CE (1979) ad.
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postup pfi projekci vytvarel jedine¢ny trhany po-
hyb. Casem se obrétil k relativné jednodussimu
zpusobu, jimz bylo snimani siluety pohybujici se
zeny. Prace s kamerou a nato¢enym filmovym ob-
razem umoznila v plné sile projevit autoriv re-
spekt k filmu coby vyrazovému médiu, schopné-
mu prostiedkovat ideje i transcendentalni dojmy
v podobném duchu a se stejnym ucinkem jako
klasické umélecké formy, malifstvi, sochafstvi Ci
hudba. Chaoticky charakter informelnich struk-
tur a barevnych hand-made filmi nahradila klid-
na, harmonicka a exaktné definovana kresebna
linie.

Vysledkem tohoto obdobi je prvni z uzavfe-
nych celkl, dvanactidilnd série Neklid,'"" dokon-
¢end roku 1976. Jediny realny prvek kompozice je
bilé torzo zenské siluety na tmavém pozadi ve vy-
znamotvorném, symbolickém pohybu. Oproti
predchozimu prostému promitnuti obrazi ve
smycce zacind autor pracovat s filmovou feci
a tempo i rytmus svym obrazim doddva pro-
stiednictvim stfihové skladby. Na této plose po-
prvé uplatnil sviij koncept apriorniho ¢iselného
schématu pro vybér a skladbu zdbéra. Obrazovy
zdroj celého cyklu predstavoval jeden rozstfihany
zabér pohybové akce filmovaného modelu. Kaz-
dy snimek vychazel z kombinace dvou az tfi vy-
tvarné upravenych smycek.'” Prvotni partitury
jesté hledaly svij tvar a nevykazovaly se natolik
exaktni formulaci ani numerickou symbolikou
jako partitury z prelomu 70. a 80. let. Ve srovnani
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se skladbou, uplatnénou v sériich Nova a Ecce
homo, je tato méné strohd, ale také o poznani
méné harmonicka.

V letech 1977-1980 pracoval Petr Skala na cyk-
lu Nova s podtitulem Kinogramy."” Jako podklad
mu tentokrit poslouzil ¢ernobily zdbér bilé si-
luety aktu dlouhovlasé zeny na tmavém pozadi.
Z jediného dlouhého zibéru s pohybovou akci
modelu vzniklo ¢tyticet osm smycek, jez byly na-
sledné zkompletované do podoby 23 filmovych
snimka s pfibuznou tematikou i vytvarnym poje-
tim. Jako poprvé v sérii Neklid, i na této plose do-
$lo k upravé nato¢eného materidlu manudlnimi
vytvarnymi zasahy, jejichz prostfednictvim ztraci
nafilmovand postava sviij ptvodni ikonicky cha-
rakter. Deformace siluety ¢asto dosahuje amorf-
nich tvart bez strukturnich obrysi, lidskému télu
je odejmuta obvykla fyziognomie a rozplyvd se
do jakési astrdlni podoby. Série tematizuje vztah
figury a jejiho bezprostiedniho okoli, hleda moz-
nosti syntézy ¢i naopak konfrontace lidské posta-
vy s tim, co ji obklopuje. Prudké expresionistické
kresbé a abstraktnim vzortm, prekryvajicim pi-
vodni obraz, dodava filmovy pohyb rdz neustalé
energetické promény, transformace a modifikace
forem.

Série 45 ¢ernobilych smycek nazvana Ilusivni
objekty'® reprezentuje opét vyhradné manudlné
vytvofeny materidl, tentokrat s vyluéné geomet-
rickym tvaroslovim. V deskach s ulozenym mate-
ridlem k cyklu chybi patndct snimkd.”® Dvandct

11) NEKLID, SPIRALA, ZED, UNIKY, VYKRIK, VYHASLA HVEZDA, NEZNAMY PROSTOR, HLASY, ERUPTIVNI TERE, KO-

NEC FORMY, VZRUST — PAD, KONFRONTACE.

12) Kazdd ze smyéek byla samostatné ¢islovana a oznacena verzalkami: A, B, pripadné A, B, C.

13)

14)

15)

PORUZENY KLID, STRUKTURA, ZBYTEK ZEME, KREHKOST SVOBODY, NEZNAMY ROZMER, VESMIR, MORE, SEPOT,
NoCNi 0BLOHA, Torso, STROM, RozpET] DUSE, VITR, NEZNAMA KRAJINA, Nova, UpALoST, TicHO, HLAVA,
OBLOST, PROMENY, STRETNUTI, RozZMLUVA, KRIVKA.

VERTIKALY (chybi), VIBRACE (pouzito v sérii Tvdr ¢asu), PRIMA KRIVKA (pouzito v sérii Tvdf casu), IDEOGRA-
MY, REFLEXY (chybi), KONSTELACE, STRUKTURA, POHLCENI, NEKONECNO (chybi), MEZ, TANECNICE, ATMO-
SFERA, KONSTRUKCE (chybi), ARYTMIE (pouzito v sérii TvdF ¢asu), ZROZENI (pouZito v sérii Tvdr ¢asu), PasT
(pouzito v sérii Tvar casu), PosTavy, PROSTOR (chybi), TAPANI, TERC, CHVENI, FAZE (chybi), CesTa, HVEZDA,
KruHY (pouzito v sérii Tvdr casu), KRiDLO, ATOMOVA ERA, ZANIK, SMERY, AGRESE, PROPORCE (pouzito v sé-
rii Tvaf casu), PAD (pouzito v sérii Tvdr casu), ZAzNaM, HARMONIE, POHYB, VZESTUP, LINIE, VLNA, STINY
(chybi), PusTINA, MATERIALIZACE, SPOR, HORIZONTALY, TON, ZIVEL.

Jde o smycky VERTIKALY, VIBRACE, PRIMA KRIVKA, REFLEXY, NEKONECNO, KONSTRUKCE, ARYTMIE, ZROZENI,
PasT, PROSTOR, FAzE, KRUHY, PROPORCE, PAD A STiNY.

|
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smy¢ek autor zkombinoval se snimky cyklu Tvar
casu,'® tii jsou tedy pravdépodobné nendvratné
ztracené. V rdmci série se na zdkladé pozistatku
puvodniho ¢isla, poznamenaného na blanku, po-
dafilo identifikovat osm smycek, a to PROPORCE,
PAsT, PAD, VIBRACE, ARYTMIE, ZROZEN{, PRIMA
KR1vKa a KruHy, u dal$ich ¢tyf neni mozno do-
hledat nizev. Hotové filmy, pokud viibec existo-
valy, se nedochovaly, partitury pouze zcasti.'”
Geometrickou, konstruktivni koncepci Ilusivnich
objektii se Skala posléze rozhodl aktualizovat
a problematizovat ji stretem s lyrickou abstrakci,
dominantou souboru Tvdr casu.'”

Nejrozsahlejsi cyklus tvorfi soubor figurativnich
kompozic z let 1980 a 1981 s nazvem Variabilni
objekty,'” ¢itajici 81 obrazovych podkladii pro
kratké filmy a stejny pocet partitur. Kromé moti-
vické navaznosti jej s pfedchozim figurativnim
cyklem Nova poji shodné principy vystavby a uzi-
vani identickych partitur. Obé série se staly vy-
chozim materidlem k obsdhlé fadé kratkych
snimk, pozdéji elektronicky barevné upravova-
nych a souborné nazvanych Obrazy noci.*” Spo-
le¢nym jmenovatelem snimki této série je prace
s ¢ernobilym filmovym zaznamem vyraznych po-
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hybovych akci tancici Zeny. Jejim dominantnim
gestem a posléze i ¢astym vizualnim motivem fi-
nalnich snimka je dlan se symbolicky roztazeny-
mi prsty a do pravého thlu ohnuté horni i dolni
koncetiny. Pfevaznou ast série vyplnuji pisobivé
antropomorfni kompozice, zachycujici lidskou
bytost v elementarnich situacich a ve velmi speci-
fickém, svébytném obrazovém prostoru.

V sérii Ecce homo®" z roku 1984 se dominant-
nim vizualnim motivem stala silueta téhotné
zeny a embrya v jejim stredu. Jeji pohyb a symbo-
licka gestikulace jsou rozkladany a skladany po-
dle ¢iselnych schémat apriornich partitur. AZ na
vyjimky jsou filmy zalozeny na konfrontaci dvou
zabért ruznych velikosti, konkrétné polocelku
a velkého detailu. Jednou z takovych vyjimek je
uvodni film cyklu nazvany Planeta, jenz vyuziva
stfetu dvou odli§né vytvarné upravenych detail-
nich zabéra. Nejzavaznéj$im vizudlnim tématem
jsou vyrazené rovnostranné trojuhelniky s bodo-
vou perforaci na viech vrcholech. Trojuhelniky
a pfitomnost tvaru pismene D zde symbolizuji
svételnou deltu. Relevantnim prvkem je rovnéz
trojuhelnik v kruhu. Tti thly trojahelniku, jejichz
vyznam je zdiraznén perforaci, znamenaji minu-

16) Ve formé nesestavenych smycek a partitur zlstala prikopnicka série Tvdr ¢asu, ktera zahrnuje natoceny, ma-
nuilné upraveny material kombinovany s geometricky vytvarné formulovanym pendantem a partitury k péti

uvazovanym filmam.

17) Soucasti kolekee jsou pozitivni filmové pasy s cernou tusi ruéné psanymi titulky ke viem pedchozim smyckam.
Na 34. strané alba jsou ulozeny tzv. ,.zkousky pozitiv®, tfi tondlné prevracené smycky.

18) (13 smycek &islovanych 0-12) — 0. ZKOU3KaA, 1. bez nazvu, 2. PROPORCE, 3. PAST, 4. PAD, 5. VIBRACE, 6. ARYT-
MIE, 7. bez nazvu, 8. ZROZENI, 9. PRIMA KRIVKA, 10. KrRUHY, 11. bez ndzvu, 12. bez ndzvu.

19) AGONIE, MEMENTO, KONSTELACE, MATRIALIZACE, MLHOVINA, ZIVY STRED, POLYFONIE, POSTAVY Vv NAs,
BrizkosT sMRrTI, RONDO, CHVENI, EXISTENCE, ZHAVE STREDY, ROVNOVAHA, SLOZITA BYTOST, PUKLINA,
CHRONOS, LETHE, ODRAZ DUSE, IR1S, NARAZ NEKONECNA, TRHLINA, MILIONY RUKOU, ZAPOMENUTE PISMO,
ISOLACE, VYHASLY VEK, ARYTMIE, SOLITER, HLASY MINULOSTI, OTISKY V HLINE, KOSMICKY MRAZ, IDIOM,
KoNEGNOsT, HOrROSKOP, TUSENI, VIBRACE, PIKTOGRAM, SUM HVEZD, EXPANZE PROSTORU, DIMENZE, PERIO-
DY, TABU, PARABOLA, BEZTIZNY $TAV, HVEZDNA POCHODEN, PLYNUTI, PROTEST, VESMIRNY KARDIOGRAM,
GALAKTICKY KVET, HRANICE, PROSTOR SPORU, GENESIS, HLEDANI 0sy, KRICiCI PTAK, PAPRSKY HVEZDOKUP,
VZDALENE SIGNALY, RITUALNI TANEC, OZVENA KROKU, VZEPETI SIL, ROZPADLY NALEZ, NEPATRNOST HMOTY,
SUPERNOVA, MENHIR, ZAVRAT, ZANIKLE FAZE, MAGIE, MEZIHVEZDNY PRACH, DISONANCE, PERMANENTNI
REVOLUCE, PROBUZENA SFINGA, VRSTVA, OHNISKO, MiJENI, ZVUK OHNE, PLASTICKE ILUSE, VYZVY, PULSACE,
UzkoST Z ROZPTYLENI, TEP, MEZICASOVE PASMO, NEZNAMA REC.

20

—

Pozitivni kopie jsou v péci NFA.

21) Cyklus Ecce homo tvoti 25 snimka: PLANETA, OsTROV, UZAVRENE NEKONECNO, ZHMOTNENI, ZROZENI, JADRO,
VLNA BOLESTI, PROSTOROVA DEFORMACE, HMOTA vV POHYBU, ROZMEZI, POHLCENT, PROPAST, PRELEVANI §TAV,
TVAR CASU, ATOMOVA ERA, DVA VESMIRY, OBNOVA, DISONANCE, ZEMSKA TiZE, DvOJi PULS, EPICENTRUM,

UvoOLNENI, MAGIE TVARU, KOLOBEH, TiHA.
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lost, pfitomnost, budoucnost, tii faze vé¢ného
kolobéhu — zrozeni, zivot a smrt. Snimky uvede-
né v této kapitole zastupuji zavérecné obdobi Ska-
lovy prace s manudlni tpravou filmového pasu,
kterou stdle castéji kombinoval s potencidlem
tehdejsich novych médii. V prvni poloviné 80. let
byl tento materidl pfeveden do videosignilu
a procesy klicovani barvy do nato¢enych ¢ernobi-
lych zabéri i prolinani filmovych obrazi kolekce
Ecce homo probihaly na tehdy dostupnych pti-
strojich.

Nepocitame-li nejriznéjsi nezaraditelné poku-
sy, dochovalo se kolem sedmnacti tisic filmovych
okének, z nichz kazdé predstavuje samostatné
grafické dilo.”” V cernobilé verzi bylo vytvofeno
dvé sté osmdesdt podkladi pro kritké experi-
mentélni filmy 16mm formatu. Partitur existuje
152, coz znamena, ze k urcitému mnoZstvi smy-
Cek nebyla ptfirazena zadna.” Kompletni série
vznikly ¢tyfi, dohromady se 141 hotovymi snim-
ky. V depozitatich NFA jsou v soucasnosti archi-
vovany veskeré materidly, které byly podkladem
pro realizaci finalnich filma. Jsou to jednotlivé
smyc¢ky s manudlnimi vytvarnymi zasahy a odis-
lovanymi okny, nasledné pouzité k rozkopirovani
a dal$i manipulaci, oznac¢ené ndzvem, pfipadné
islem, vétsinou autorsky datované a uloZené
k odpovidajici sérii. Prilohou k jednotlivym vyse
uvedenym sériim jsou piivodni sedity s partitura-
mi, podle kterych vznikla definitivni podoba kaz-
dého z filmi. Mezi dalsi ulozené pisemnosti patfi
autorovy pracovni deniky s podrobné popsanymi
postupy. Soucdsti archivovanych materiala jsou
i cernobilé 16mm negativy a pozitivni kopie s ko-
ne¢nym tvarem jednotlivych snimki pred elek-
tronickym barvenim. Tyto kopie bohuzel neobsa-
huji titulky, jejich identifikace proto vychazi
z komparace se smyckami. K podkladim filma
z cykla Variabilni objekty a Ecce homo existu-
ji pozitivni ,optické partitury® ve formé kontakt-
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nich, pracovnich snimkd, hodnotnych piedevsim
z hlediska historického a badatelského. Jedna se
o fotografie jednotlivych smycek, které jsou ocis-
lované a doplnéné odkazem na partituru, podle
které byly sestaveny. V ramci detailniho vyzkumu
popsanych materidld, ktery probihal dva roky
(2008-2010), byly veskeré smycky i pisemnosti
naskenované a ulozené ve formé pocitacového
souboru.

Bohdana Kerbachova

22) Jedna se o tvorbu za casové obdobi sedmnacti let (1967-1984). Primérnych tisic okének za rok predstavuje re-
alizaci jedné, priblizné dvacetiokénkové smycky tydné.

23) Absence partitur se tykd Informelnich struktur, barevné vytvarenych smycek a nékterych potencialnich snim-
ki ze série Tvdr casu.
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Ringler-Film
(Jack Ringler, Arnostka Ringlerova)
1935-1943 (1946)

V dnedni dobé jiz bohuzel nezjistime pfesné da-
tum zalozeni prazské firmy Jack Ringler, poptipa-
dé Ringler-Film, a dokonce ani dochované ar-
chivni materidly a literatura se na datu vzniku
neshoduji. Literatura datuje zaloZeni firmy na
pielom dvacatych a tricatych let 20. stoleti. Zde-
nék Stabla” klade samotny vznik firmy Ringler-
-Film, pajcovny a vyrobny filmu se sidlem v pala-
ci Fénix na Vaclavském nameésti 60, do zati roku
1930. Podle Jifiho Havelky” provozoval piijcovnu
Ringler-Film Josef [!] Ringler v letech 1927-1937
a od roku 1931 méla firma distribuovat zahranic-
ni filmy do tuzemskych kin. V rozporu s vyse
uvedenymi literarnimi idaji jsou vak nékteré ar-
chivni dokumenty, konkrétné vydani zivnosten-
skeho listu J. Ringlerovi, ktery vystavil Magistrat
hlavniho mésta Prahy (MHMP) teprve 12. listo-
padu 1935.” Obdobné nejasnd situace ohledné
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zaloZzeni je i u firmy Arnostky Ringlerové. Zivno-
stensky list vydal MHMP A. Ringlerové 2. fijna
1937, ale v prihlasce provozniho majetku zidov-
skych podnika uved] treuhandr Wilhelm Ernst
u A. Ringlerové datum 25. listopadu 1926 [!] jako
den vydani zivnostenského listu.”

Dalsi nejasnosti se tykaji ndzvu firmy (nazvi fi-
rem). Z. Stdbla® a ]. Havelka” uvadéji obé firmy
manzel Ringlerovych pouze pod spole¢nym na-
zvem Ringlerfilm, naopak archivni dokumenty
v AHMP?Y obé firmy striktné oddéluji na spolec-
nost Jack/Jakub Ringler a Arnostka Ringlerova
a dokumenty ulozené v Narodnim filmovém ar-
chivu® obsahuji vSechny tfi vyse uvedené nazvy,
popfipadé némecké ekvivalenty Jacob Ringler
a Ernestine Ringler. PrestoZe tedy byly po vydani
zivnostenského listu A. Ringlerové obé firmy

manzelt Ringlerovych alespon ufedné uvadény

1) Zdenék Stabla, Data a fakta z déjin és. kinematografie, 1896-1945, sv. 3/1. Praha: CSFU 1990, s. 157.

2) Jiti Havelka, Cs. filmové hospoddfstvi. 1. Zvukové obdobi 1929-1934. Praha: Cefis 1935,5.139.]. Havel -
ka, Kdo byl kdo v ceskoslovenském filmu pred r. 1945. Praha: CSFU 1979, s. 214.

3)  Archiv hlavniho mésta Prahy (AHMP), f. Magistrat hlavniho mésta Prahy — Zivnostensky referat (MHMP —

ZR), &.j. 11 A 64911/35, Zivnosti svobodné 1935,

4) AHMP, f. MHMP — ZR, ¢&.j. IT A 65235/37, Zivnosti svobodné 1937.
5) Ndrodni filmovy archiv (NFA), f. Ringler-Film (Jack Ringler, Arnoitka Ringlerova), inv. &. 75, Piihlaska pro-

vozniho majetku Zidovskych podnika.

6) Z.Stabla,c.d.,sv. 3/1. Praha: CSFU 1990. Z. Stabla,c. d., sv. 3/2. Praha: CSFU 1990. Z. Stabla,c d,

sv. 4. Praha: CSFU 1990.

7) J. Havelka,c d. 1 Zvukové obdobi 1929-1934. Praha: Cefis 1935,5.139.]. Havelka,c. d. 2 rok 1935, Pra-
ha: Cefis 1936,5.29.]. Havelka,c.d. 3 rok 1936, Praha: Cefis 19375.35.]. Havelka,c.d. 4 rok 1937, Pra-

ha: Cefis 1938 s. 58.
8) AHMP f MHMP — ZR.

9) NFA, f. Ringler-Film (Jack Ringler, Arnostka Ringlerova).
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jako oddélené,'"” fungovaly pravdépodobné pod
spole¢nym vedenim, ¢emuz nasvéd¢uji dochova-
né acetni knihy,'"’ stejnd adresa obou firem
a zprava Josefa Kapra,'? ktery provadél revizi ma-
jetku a exploatacnich vynosi obou firem u Zdar-
-filmu.

At je datum vzniku a nazev firmy Ringler-Film
jakkoliv sporné, faktem zlstdva, ze mezi léty
1931-1937 firma dovezla do CSR celkem dvandact
zahrani¢nich tituld, z toho nejvice v prvnim uve-
deném roce.'”’ Pét filmu bylo dovezeno z Némec-
ka (HLEDA SE PACHATEL, PAT A PATACHON SE UCI
NEMECKY, ANI DEN BEZ TEBE, PREVOZNICE MA-
RIE,'Y PRISTAV LASKY)'?, po dvou ze Spojenych
stati americkych (RIN-TIN-TIN VE SLUZBACH
SPRAVEDLNOSTI, NA NEBEZPECNE STOPE) a Dan-
ska (PAT A PATACHON CAROSTRELCI, PAT A PATA-
CHON NA ZALETECH) a po jednom filmu z Polska
(PALAC NA KOLECKACH), Rakouska (MILIONA-
r1)'Y a Velké Britanie (SKVRNITY PAS). V roce
1935 prevzala spolecnost Ringler-Film k exploa-
taci na pét let ceskoslovensky film Vaclava Kubas-
ka PozpNf LAsKA,'” vyrobeny spole¢nosti Fortu-
na film, ktery distribuovala do roku 1939. Téhoz
roku, dne 27. zafi 1935, byla firma Ringler-Film
jednou z dvaceti $esti dovoznich firem, které po-
depsaly kartelovou smlouvu pro ndkup filma
v zahranidi, jejimz hlavnim smyslem bylo omeze-
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ni pfemrsténych cen uctovanych za predvade-
ci prava pfi nakupu filma. Smlouva platila do
30. cervna 1937.'" S ohledem na to, Ze firma Rin-
gler-Film nebyla uvedena v ro¢enkéch filmového
hospodéfstvi za roky 1938 a 1939 mezi filmovymi
puj¢ovnami, muiZeme usuzovat, Ze spolecnost
pravdépodobné jiz nedovezla ani nezacala distri-
buovat novy tuzemsky film."”

Firma se dale kromé dovozu a distribuce zahra-
ni¢nich titult podilela v prvni poloviné tficatych
let 20. stoleti na dodate¢ném ozvuceni tfi cesko-
slovenskych némych filmi. Jako prvni byl v roce
1932 ozvucen snimek Martina Frice CHUDA HOL-
KA z roku 1929,*” v dal$im roce nasledoval film
Nikolaje Larina HANICKO, CO S TEBOU BUDE?
z roku 1927,2" ktery byl po ozvuceni uvadén pod
titulem DVE oC1, KTERE NEZKLAMOU, a V roce
1934 probéhlo ozvuceni filmu Véclava Kubaska
CAROVNE 0¢r1 z roku 19232

Zacatek postupného konce obou firem nastal
11. ¢ervence 1939. Toho dne informoval Filmovy
kuryr o zméndach ve Svazu filmového primyslu
a obchodu. Nékolik firem, mezi néZ patfil i Rin-
gler-Film, prestalo byt kvili prohlaseni za zidov-
ské podniky ¢leny svazu.” K pozastaveni ¢innos-
ti firem J. Ringlera a A. Ringlerové doslo 15. fijna
1939. Kopie filmi spolecnosti Jack Ringler Pozp-
Nf LASKA, MILIONARI, PREVOZNICE MARIE a PRi-

10) AHMP, f. MHMP — ZR, pof. &. 378, 379, Soupisovy list obchod a Zivnosti v hlavnim mésté Praze.

11) NFA, f. Ringler-Film (Jack Ringler, Arnostka Ringlerova), inv. ¢. 96, Kniha G¢ta s biografy. NFA, f. Ringler-
-Film (Jack Ringler, Arnostka Ringlerovd), inv. ¢. a 97, Pomocna kniha.

12) Tamtéz, inv. & 23, Revize majetku a exploatacnich vynosu filmi firmy Jakob Ringler u Zdar-Filmu.

13) J.

Havelka,c d. I Zvukové obdobi 1929-1934. Praha: Cefis 1935,s.139.]. Havelka,c.d. 2 rok 1935. Pra-

ha: Cefis 1936,5.29.]. Havelka,cd. 3 rok 1936. Praha: Cefis 19375.35.]. Havelka,c.d. 4 rok 1937. Pra-

ha: Cefis 1938 s. 58.

14) NFA, f. Ringler-Film (Jack Ringler, Arnostka Ringlerova), inv. ¢. 10, Monopol a registrace filmu.

15) Tamtéz, inv. ¢. 11, Monopol a registrace filmu.
16) Tamtéz, inv. & 8, Smlouva na monopolni prava.

17) Tamtéz, inv. & 9, Vyrovnani dluhu, vyiétovani. Z. Stédbla, c. d., sv. 3/2. Praha: CSFU 1990, s. 503.

18) Z. Stabla,c.d., sv. 3/2. Praha: CSFU 1990, s. 521.

19) . Havelka, Filmové hospoddfstvi, 5 1938. Praha: Cefis 1939. ]. Havelka, Ceské filmové hospoddrstvi.
6 1939. Praha: Cefis 1940,

20) Z. Stabla,c. d., sv. 3/1. Praha: CSFU 1990, s. 113.

21) Z. Stabla,c. d.. Praha: CSFU 1990, s. 344.

22) J. Havelka, c. d. I Zvukové obdobi 1929-1934. Praha: Cefis 1935, 5. 139. Z. Stabla, c. d,, sv. 3/1. Praha:
CSFU 1990, s. 157.

23) Z. Stabla,c. d., sv. 4. Praha: CSFU 1990, s. 168.
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\

sTAV LASKY?? byly prevzaty k exploataci firmou
Zdar-Film, které mélo pripadnout dvacet pét
procent z vynosu,” zbytek castky mél pokryt na-
klady Ringler-Filmu a véfitelt. K 1. lednu 1940 se
zvysila provize Zdar-Filmu z téchto filma na cty-
ficet procent a jesté tentyZ rok prodal Ringler-
-Film Zdar-Filmu monopolni prdva pro uzemi
Protektoratu Cechy a Morava na film PREVOzNI-
CE MARIE. Stejny osud potkal i spole¢nost Ar-
nodtka Ringlerova. Kopie filmii PoBo¢Nik JEHO
7 RE-
VISOR, RIN-TIN-TIN VE SLUZBACH SPRAVEDLNOS-

VY¥s0STI,? ANTON SPELEC OSTROSTRELEC,?

T1, PAT A PATACHON SE UCI NEMECKY, PAT A Pa-
TACHON CAROSTRELCI, PAT A PATACHON NA
zALETECH a TyL ENSpiGL pievzala k exploataci
téz firma Zdar-Film. Provize pro spolecnost
Zdar-Film ¢inila tficet pét procent®® Firma
Zdar-Film dale od firmy Arnostka Ringlerova za-
koupila tfi kopie filmu NA NEBEZPECNE STOPE.?
Dne 19. tnora 1940 byl jmenovan treuhdnderem
obou firem manzelt Ringlerovych W. Ernst,*”
ktery ve své funkci nevydrzel dlouho a v prabéhu
bfezna a dubna téhoZ roku byl odvoldn a nahra-
zen novym treuhdnderem Dr. Hansem Dora-
silem.’" Zivnostensky referat MHMP obdrzel
10. cervna 1940 oznameni J. Ringlera, jimz se
vzdal svého opravnéni k provozovani zivnosti

~koupé, prodej, pijcovani a vyroba filmua s vylou-

AD FONTES

cenim vsech tkonu, které spadaji do femeslné

6“3 O zrudeni zivnostenské-

zivnosti fotografické®.
ho opravnéni ,,obchod s kinematografickymi fil-
my a pujcovani jich** za A. Ringlerovou pozadal
treuhdnder Dr. H. Dorasil 17. fijna 1940. Kvuli
vyporaddni véech dluhu a financnich pohledavek
obou spolecnosti vak definitivni likvidace firem
probéhla az dne 13. dubna 1944. Ze vSech materi-
ala ulozenych v kanceldfi treuhandra W. Ernsta
a pozdéji u Dr. H. Dorasila se zachovaly pouze
dva svazky spisii, dvé acetni knihy a pokladni de-
nik, které byly uschoviny u Ceskomoravské spo-
le¢nosti pro uzky film, jejiz feditel p. FrantiSek
Moravek™ byl povéfen ucetni likvidaci zidov-
skych firem spravovanych Dr. H. Dorasilem.* Po
druhé svétoveé valce prevzala vySe zminény mate-
ridl nejprve Statni pujcovna filma* a poté byl
fond s nazvem Ringler-Ringlerova ulozen v Pod-
nikovém archivu Ustfedniho feditelstvi Cesko-
slovenského statniho filmu.

Az na nékolik malo pisemnosti z druhé polovi-
ny tficatych let 20. stoleti jsou ve fondu Ringler-
-Film ulozeny zejména dokumenty z let Ctyfica-
tych, tedy z obdobi ptebirani obou firem od
manzell Ringlerovych pod nucenou spravu treu-
handert W. Ernsta a Dr. H. Dorasila. Dochovany
materidl obsahuje prevainé hospodaiské a fi-

nanc¢ni informace tykajici se organizace a ¢innos-

24

25) Tamtéz, inv. ¢. 13, Vyuctovani Zdar-Filmu.

NFA, f. Ringler-Film (Jack Ringler, Arnotka Ringlerova), inv. & 60, Nahrada za dva ztracené dily.
T:

26) Tamtéz, inv. ¢. 59, Korespondence ve véci prav na filmy.

28) Tamtéz, inv. ¢. 61, 62, 64, 65, 68, 69 a 77, Vyuctovani Zdar-Filmu.

)
)
)
27) Tamtéz.
)
29)
)

Z. Stabla,c d., sv. 3/1. Praha: CSFU 1990, s. 157.

30) NFA, f. Ringler-Film (Jack Ringler, Arnostka Ringlerova), inv. ¢. 1 a 55, Jmenovaci dekrety W. Ernsta treuhin-

derem obou spolecnosti a jeho zprosténi funkei.

31) Tamtéz, inv. ¢. 2 a 56, Jmenovaci dekrety Dr. H. Dorasila treuhinderem obou spole¢nosti. Z. Stabla,c.d,,

sv. 3/1. Praha: CSFU 1990, s. 157.

32) AHMP, f. MHMP — ZR, ¢ j- 11 A 64911/35, Zivnosti svobodné 1935. NFA, f. Ringler-Film (Jack Ringler, Ar-
nostka Ringlerovd), inv. ¢. 3, Rezignace J. Ringlera na zivnostenské opravnéni.

33) AHMP, f. MHMP — ZR, ¢. j- I1 A 65235/37, Zivnosti svobodné 1937. NFA, f. Ringler-Film (Jack Ringler, Ar-
nostka Ringlerova), inv. & 58, Zadost MHMP — ZR o zrueni zivnostenského listu.

34) NFA, f. Ringler-Film (Jack Ringler, Arnostka Ringlerova), inv. ¢. 22, Pokyny E Moravkovi ve véci konkursu na

firmu Jack Ringler.

35) Tamtéz, inv. ¢. 92, Protokol o likvidaci firem pod spravou Dr. H. Dorasila.
36) Tamtéz, inv. ¢. 93, Protokol o pfevzeti a prohlidce spist firem Jakub Ringler a Arnostka Ringlerova.
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ti spolecnosti, korespondenci, vyporadavani po-
hledavek a postupné likvidace zidovskych firem
pod némeckou spravou. Prestoze je fond znacné
torzovity, spolecné s literaturou zapada do $irsiho
historického kontextu nejen temného obdobi
ceské kinematografie, ale soudobych ¢eskych deé-
jin véeobecné.

Dalsi osud rodiny Ringlerovych byl tragicky.
V transportu Aul ¢. 718 vypraveném 15. kvétna
1942 z Prahy do Terezina byli mezi tisicovkou de-
portovanych zidt i J. Ringler se svou rodinou. Po
dvou letech stravenych v terezinském ghettu na-
stoupila 18. kvétna 1944 celd rodina spolu s dal-
$imi dvéma a pul tisici lidmi do transportu Eb
¢. 526 sméfujicim na vychod do vyhlazovaciho

tdbora Osvétim, z néhoz se uz nevratili.*”

Jifi Kutil

AD FONTES
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37) Petr Bednatik, Arizace ceské kinematografie. Praha: Karolinum 2003, s. 101, 123. Miroslav Cvanéara,
Odejit, ¢i zemfit? Osudy ceskych a némeckych hercii a filmari za nacismu. Online: <http://www2.holocaust.
cz/cz/resources/ros_chodes/2007/11/cvancara_film>, [cit. 4. 9. 2014]. Jakub Ringler. Dostupné online: <http://
www2.holocaust.cz/en/victims/PERSON.ITL1772902>, [cit. 4. 9. 2014]. Jakub Ringler. Dostupné online:
<http://www.pamatnik-terezin.cz/vyhledavani/ghetto/detail.php?table=ghetto&col=id&value=1772902>,
[cit. 4. 9. 2014]. Ester Ringlerova. Dostupné online: <http://wwwz2.holocaust.cz/en/victims/PERSON.
ITI.1772889>, [cit. 4. 9. 2014]. Ester Ringlerova. Dostupné online: <http://www.pamatnik-terezin.cz/vyhleda-
vani/ghetto/detail.php?table=ghetto&col=id&value=1772889>, [cit. 4. 9. 2014]. Leo Ringler Dostupné online:
<http://www2.holocaust.cz/en/victims/PERSON.ITL.1772915>, [cit. 4. 9. 2014]. Leo Ringler Dostupné online:
<http://www.pamatnik-terezin.cz/vyhledavani/ghetto/detail.php?table=ghetto&col=id&value=1772915>,

[cit. 4. 9. 2014].
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PROJEKTY

Audiovizualny fond (AVF) a slovensky dokumentarny film

vrokoch 2010-2013

Dizerta¢ny vyskum bol povodne zamerany na
slovensky dokumentdrny film, urceny do kino-
distribucie, konkrétne na vztah medzi ekonomic-
kymi a estetickymi faktormi v transformacnom
obdobi slovenskej kinematografie a jeho vyvoj do
suc¢asnosti. Zvoleny vyskumny zamer problema-
tizovala tazka pristupnost pisomnych pramenov
zo Slovenskej televizie a Ministerstva kultury
a jeho grantového programu Pro Slovakia, ktory
bol v devitdesiatych rokoch dominantnym verej-
nym finan¢nym zdrojom na podporu kinemato-
grafie. Grantovy program Ministerstva kultury
AudioVizia od roku 2004 vytvoril institucionalne
a legislativne zazemie pre systematizaciu financ-
nej podpory v domacej audiovizii, ktora bola za-
vi$ena zriadenim AVF na zdklade zdkona o Au-
diovizualnom fonde 516/2008 Z. z.

Povodny vyskumny problém bol zuzeny na
otazku vztahu medzi ekonomickymi a esteticky-
mi faktormi v kratSom casovom useku — ako
vplyvaju subvencie AVF na dokumentarne ki-
nematografické diela v situdcii, ked existuje
niekolkonasobny rozdiel medzi disponibilnymi
a pozadovanymi finan¢nymi prostriedkami —
v kontexte apriérnych podmienok domaceho au-
diovizuadlneho prostredia — maly nerentabilny
trh, nizky podiel domacej produkcie, minimalne
finan¢né vklady zo sikromného sektora do fil-
movej vyroby. Vyskumny ucel bol podriadeny
otazke ako AVF ovplyvnil situdciu v domacom
audiovizudlnom prostredi v stvislosti s realiza-
ciou dokumentarnych kinematografickych diel

v rokoch 2010-2013 s nasledujticimi podotdzka-
mi: ako sa prejavil vztah medzi financ¢nou podpo-
rou z verejnych zdrojov a estetickou koncepciou
diel?, filmy s akymi témami vznikali a akd bola
perspektiva pohladu na stvirnenu skutocnost?,
ako sa premietli priority AVF uvedené v podpore
Strukturnej ¢innosti v jednotlivych rokoch v da-
nych vystupoch?, pre ktoré subjekty v audiovizii
je program najprinosnejsi?

Vdaka patroénému odstupu od zaciatku fungo-
vania AVF existuje dostato¢ny pocet pripadov,
ktoré je mozné $tudovat a na zdklade ¢iastkovych
analyz vyslovit zovieobecnenia o fungovani me-
chanizmu AVF a generovat tedriu.

Konzulticie so sociologickymi odbornikmi
viedli k realizacii zmiesanej kvantitativno-kvali-
tativnej stratégii vyskumu, ked jeho pociatoéna
fiza vychddzala z induktivneho procesu, kvanti-
tativny pristup bol uplatneny pre spresnenie tida-
jov z registracného systému AVF a pre urcenie
ramca vytvorenia kvalitativnych dotaznikov so
subjektami, ktoré do podpornej schémy vstupo-
vali z réznych pozicii.

Dominantu kvalitativnej casti vyskumu pred-
stavovala induktivna metdda ,,zakotvena tedria’,
ktorej postupy boli v nasledujacej faze skombi-
nované s kodovanim kategorii kvantitativnych
indikatorov, ktoré stanovili pociatocné vysledky
a boli zahrnuté do zakladného raimca kvalitativ-
neho vyskumu. Vyhodnocovanie kvantifikova-
nych udajov z registra¢ného systému AVF bolo
podriadené hlavnej vyskumnej otdzke s vyuzitim
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explana¢ného modelu tak, aby prinieslo vysledky

ohladom vysky a miery finan¢nej podpory pre

jednotlivé Ziadosti a Zdnrovu prislusnost projek-
tov. Spracovavané data vychddzaju z registrac-

ného systému Zziadosti AVF za roky 2010-2013,

urcené pre interné ucely zamestnancov fondu

a z archivu AVF s uzavretymi a vyuétovanymi

ziadostami. Na zdklade hlavnej vyskumnej otdz-

ky boli stanovené kategorie, v ktorych boli dita
kodovane:

1. pocet podporenych a nepodporenych projek-
tov v rokoch 2010-2013 v podprograme vyvo-
ja a produkcie dokumentarnych kinematogra-
fickych diel 1.2

2. priemernd vy$ka podpory na jednu Zziadost
a jeden projekt v 1.2

3. klasifikdcia podporenych a nepodporenych
projektov v podprograme 1.2 podla typoldgie
Carla Plantingu a Zanrovej prislusnosti diela
Pri spracovani udajov pre podklady kvalitativ-

neho vyskumu bolo zaznamenavané ako dlho

(v mesiacoch) trval proces od vyvoja diela k jeho

uvedeniu do kinodistribucie v zavislosti od poctu

vyziev, ktoré AVF vyhlasil pre jednotlivé pod-
programy, ¢i ziadatel presiel vSetkymi Stddiami
podpornych oblasti teda od podpory vyvoja, pro-
dukcie a distribiicie alebo bol Ziadaci proces $pe-
cifickejsi a nebol plynuly v zavislosti od zamieta-
vych rozhodnuti komisii, dalej ¢i ilo o Ziadatelov

— fyzické osoby, ktoré sa orientuju na vyrobu

jedného projektu alebo o etablovanej$iu pro-

dukéna spolocnost so §irsim portféliom ¢innosti

v audiovizii, pripadne producentsko-rezisérsky

model produkénych spolo¢nosti Generacie 90

a preskupovaniu ziadatelov v ramci jedného pro-

jektu, ¢i islo v pripade vlastnych a koproducent-

skych vkladov o vecné alebo finan¢né vklady

a aku koproduként poziciu na zaklade zmluvy so

$tatom od roku 2013 mala verejnopravna Rozhlas

a televizia Slovenska (RTVS).
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Kvantitativna ¢ast vyskumu vytvorila ramec na
analyzu niekolkych typickych pripadov realizicie
filmovych diel a indikovala pociatky javov, ktoré
budi preskimané a kontextualizované v ramci
kvalitativnej casti, aby sa poukdzalo na konfigu-
racie a vzorce v mechanizme podpory AVE, ale
tak, aby pri vytvorenych modeloch neboli dita
zbavené poévodného kontextu. Zber a redukcia
dat z registracného systému AVF a formulovanie
ramcov kvalitativneho vyskumu prebiehali su-
Casne.

Z hladiska zakotvenej teérie vyskum vychadzal
z plynulého porovnavania vécSieho mnozstva
pripadov a uréenia vzorcov, ktoré budu v ziverec-
nej vyskumnej fize zovSeobecnené s generova-
nim ramca podoby finan¢nej podpory v prvych
piatich rokoch fungovania AVE. Rovnako je uce-
lom prace pokusit sa o predpoklady, aké filmy
z estetického hladiska v takto nastavenom me-
chanizme budu dalej podporované.

Poslednt fézu ziskavania dat v kvalitativnej
Casti tvoria polostruktirované dotazniky urcené
pre subjekty, ktoré s sucastou mechanizmu pod-
pory. Otazky v dotaznikoch vychadzaju z doma-
cich realii a z univerzalnej$ich poznatkov pribuz-
nych eurépskych vyskumov." Ueelom dotazniko-
vého vyskumu je zvysit porozumenie ulohy
fondu v rozvoji domdécej audiovizudlnej kultury
a priemyslu, analyzovat efektivitu rozhodovacie-
ho procesu na trovni komisii a rady, zvézit, do
akej miery vykonavanie konkrétnych rozhodnuti
napliia potreby audiovizualneho sektora, stimu-
luje vyrobu a cirkulaciu audiovizudlnych diel a je
v stilade s cielmi fondu.

Otazky s formulované tak, Ze respondenti
spomedzi Ziadatelov odpovedaji na $pecifické si-
tudcie, usivztaznené s projektom, na ktory Ziada-
li finan¢né prostriedky a sticasne na vieobecnej-
Sie aspekty ekonomicko-estetickych vztahov
domaceho audiovizualneho prostredia, kedZe do-

1) Study on the Role of Banks in the European Film Industry. Peacefulfish 2009. Survey on Access to Finance for Cul-
tural and Creative Sectors. IDEA Consult 2013. Evaluation of the Eurimages Fund. Olsberg SP1 2013. Building
Sustainable Film Business: the Challenges for Industry and Government. Olsberg SPI 2012.
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minantné nastavenie projektov je také, ze bez ve-
rejnej podpory nevznikni. Dotazovanie predse-
dov a clenov komisii vychddza v prvej casti
dotaznika z ekonomicko-estetickych vztahov do-
maceho audiovizudlneho prostredia tak ako
v predchadzajicom pripade a sucasne z okruhu
tykajiiceho sa dramaturgickych zamerov a taktiky,
ktoré su pre ich kone¢né rozhodovanie kluc¢ové
a de facto ovplyviuji formovanie kinematogra-
fického vyvoja. Predstavitelia AVF su dotazovani
na apriorne podmienky domaceho a europskeho
audiovizudlneho prostredia a formulovanie §tan-
dardov, v ktorych domace filmové diela vznikaju.

Stanovenie premennych, ktoré indikuju estetic-
ki kvalitu diel, vychadza z obsahovej analyzy
hodnoteni z publicistickych a odbornych recen-
zii. Problematickym sa javi esejisticky charakter
domacich odbornych recenzii, ktoré si dosled-
kom snahy o propagaciu doméceho filmu. Hod-
notené dielo je v¢lenované do $irsieho kulturne-
ho, historického, spolocenského kontextu s pre-
vladajicou korela¢nou funkciou textov v zmysle
»neplateného” druhotného zdroja pri propagacii
filmovych diel.

Po aplikacii kvalitativnych a kvantitativnych
metod budu dizertaénym vystupom analyzy jed-
notlivych pripadov, teda filmovych diel, ktoré
presli mechanizmom podpory AVF od vyvoja ¢i
produkcie po verejné uvedenie kinach a/alebo
v televizii. Predbezne si stanovené nasledujuce
projekty: ZvoNky $TasTiA z dovodu, Ze faza pro-
dukcie bola podporend o tri §tvrtiny mensou
sumou, s akou pocital pévodny realizaény zamer,
EXPONATY ALEBO PRIBEHY Z KASTIELA, ktoré st
jednym z prvych dokumentdrnych diel, ktoré
vznikli v sibehu nametov RTVS na zédklade zmlu-
vy so Statom na roky 2013-2017, ZAMATOVI TE-
RORISTI, ktori patria medzi finan¢ne najndaroc-
nejsie projekty v existencii AVF a boli dominantne
financované z verejnych zdrojov vo vietkych fa-
zach, VSETKY MOJE DETI a FELVIDEK, ktoré domi-
nantne vznikali z prostriedkov z verejnych zdro-
jov s minimdlnymi sukromnymi vkladmi a su
zamerané na tému mensin, ktora je uvedend ako

PROJEKTY

priorita v $trukturnej cinnosti AVF pre dané ob-
dobia, pricom vychadzaju z odlisnych rétoric-
kych hladisk a dokumentarnych modov.

Mgr. art. Zofia Bosdkovd,

Katedra audiovizudlnych studii,

Filmovd a televizna fakulta, VSMU

2. rok riesenia, skolitelka: doc. Mgr. art. Mdria
Ridzonova Ferencuhova, PhD.

I
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PRILOHA 117

ALEXANDER

Alexander Hackenschmied : (bez)uéelna prochazka /
editor Michael Omasta ; [edi¢ni upravy eského vyd.
Véclav Zak]. -- Praha : Casablanca, 2014 ; [Olomouc] :
Asociace ¢eskych filmovych kluba. -- 315 s. : il,, portré-
ty, faksim. -- (Inicidly ; sv. 3). -- Autorka Gvodu: Iva Hej-
lickova - Poznamky v textu, vynatky, filmografie A. Ka-
ckenschmieda, o autorech - Bibliografie na s. 306-312
- Monograficky sbornik vénovany svétové proslulému
fotografovi a avantgardnimu filmafi Alexandru Ha-
ckenschmiedovi - Hammidovi, sestavil rakousky filmo-
vy védec Michael Omasta k 95. vyroéi tviircova naroze-
ni. Sbornik se snazi ve studiich odborniki Evropy
i Spojenych Stitli pokryt viechny dulezité etapy jeho
tvarciho zivota od ranych filmovych pokusd v rodném
Ceskoslovensku pres jeho prace v americkém exilu pro
Utad véle¢nych informaci a spolupraci s jeho zivotni
partnerkou Mayou Derenovou aZ k pozdnim dilim na
poli polyekranu a velkoformétovych kinematografic-
kych projekti s Francisem Thompsonem. Kniha je
opatfena rozsahlou komentovanou filmografii, vybéro-
vou bibliografii novou edici Hackenschmiedovych fil-
mové literdrnich praci a bohatym obrazovym doprovo-
dem, v némz nechybéji dosud nezverejnéné fotografie.
- Nézev origindlu: Tribute to Sasha : das filmische Werk
von Alexander Hammid : Regie, Kamera, Schnitt und
Kritiken Omasta, Michael, 1964-. -- Wien : SYNEMA,
2002. -- 239 s. : il,, faksim. -- ISBN 978-80-87292-27-3
(broz.)

BAECQUE, Antoine de

Godard : biographie / Antoine de Baecque. -- Paris :
Bernard Grasset, 2010. -- 935 s., [32] s. obr. pfil. : il. (né-
které barev.), portréty, faksim. -- Pozndmky na s. 822-
-894, filmografie ].-L. Godarda, o autorovi - Rejstiik -
Velmi obsahla kritickd biografie francouzského filmare
Jeana-Luca Godarda podrobné mapuje a analyzuje jeho
zivotni osudy a uméleckou tvorbu. -- ISBN 978-2-246-
64781-2 (broz.)

BAECQUE, Antoine de

Eric Rohmer : biographie / Antoine de Baecque et Noél
Herpe. -- Paris : Stock, 2014. -- 604 s., [16] s. obr. pfil. :
il. (nékteré barev.), portréty, faksim. -- Pozndmky na s.
491-542, filmografie E. Rohmera, o autorech - Biblio-
grafie na s. 567-584, rejstfik - Obsihla kritickd biogra-
fie francouzského reziséra Erica Rohmera (1920-2010)
podrobné a analyticky mapuje Zivotni osudy a dilo to-
hoto filmafského solitéra. -- ISBN 978-2-234-07561-0
(broz.)

CARRIERE, Jean-Claude

Cesty ke scénéfi 5 / Jean-Claude Carriére, Todd Hay-
nes. -- Praha : MEDIA Desk Ceska republika, [2013]. --
31s. -- Autofi pfedmluvy: Daniela Stanikova, Pavel Jech
- Filmografie T. Haynese, o autorech - Paty sesit predna-
Sek o scendristice vznikl na zikladé master class fran-
couzského scenaristy Jeana-Clauda Carriéra na MFF
Art Film Fest v Trenc¢ianskych Teplicich 2011 a master
class amerického reziséra Todda Haynese na FAMU
vroce 2011. -- (Broz.)

CIMELICE

[Cimelice 1960-1964 : bylo, nebylo, ale spi3 bylo, nez
nebylo / sestavili Libor Sev¢ik a Miriam Skudlova]. --
[Praha:s.n, 2014]. -- 102 s. : il. (nékteré barev.), portré-
ty, faksim. -- Udaje pfevzaty z obélky - Vydano nakla-
dem vlastnim - Sbornik absolventu Stredni primyslové
skoly filmové v Cimelicich, kteti zde studovali v letech
1960-64. Kniha je sestavena ze vzpominek, dobovych
textovych a obrazovych dokumenta, ptiblizujicich at-
mosféru tohoto vzdéldvaciho zafizeni a jejich pedagogy.
-- (Véaz.)

FILM

Film a kultirna pamit : [zbornik prispevkov z 15. ces-
ko-slovenskej filmologickej konferencie, ktora sa kona-
la 10. - 13. oktobra 2013 v Krpacove / editor a zodpo-
vedny redaktor Martin Kanuch ; texty Peter Michalovi¢
...etal]. -- 1. vyd. -- Bratislava : Asociicia slovenskych
filmovych klubov : Slovensky filmovy tstav, 2014. -- 246
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s. : il,, portréty. -- Uvod, poznamky v textu, citované
filmy, o autorech - Sbornik prispévki z 15. ¢esko-slo-
venské filmologické konference konané v Krpdcove
(10.-13. tijna 2013). Program tohoto pravidelného vy-
roc¢niho setkani ¢eskych a slovenskych filmovych histo-
rik a teoretiki uréovaly tfi tematické okruhy: film jako
médium kulturni paméti, média a kulturni pamét a fil-
movy archiv jako instituce kulturni paméti. Soucasti
konference byl i zvlastni panel, jehoz hlavnim tématem
se stala vyuzitelnost kulturnich studii s dirazem na teo-
rie multikulturality, transkulturality a interkulturality
v kontextu studii filmu a dal$ich audiovizudlnich médii.
-- ISBN 978-80-970420-3-5 (broz.)

FLEISCHER, Jan

Cesty ke scénéfi 4 : praktickd dramaturgie : o televizni
scenaristice / Jan Fleischer, Alena Millerova. -- Praha :
MEDIA Desk Ceska republika, [2012]. -- 26 5. -- Autor-
ka predmluvy Daniela Stanikova - O autorech - Ctvrty
sedit pfednédsek o scendristice a dramaturgii je sestaven
z prednasky Jana Fleischera, kterou pronesl na worksho-
pu miniMIDPOINT v listopadu 2010 na prazské
FAMU, a textu Aleny Millerové, ktera byla jednou
z lektorek workshopu. -- (Broz.)

HETZENAUER, Bernhard

Das Innen im Aussen : Béla Tarr, Jacques Lacan und der
Blick / Bernhard Hetzenauer ; [Nachwort von Michael
Pilz]. -- Berlin ; Kéln : Alexander Verlag Berlin, 2013. --
128 s. : il. -- Caste¢né anglicky text - Citdty, vynatky, po-
znamky na s. 122-127, o autorovi - Bibliografie na
s. 111-120 - Monografie analyzuje a interpretuje este-
tické a duchovni aspekty a atributy tvorby madarského
filmate Bély Tarra ve spojeni s myslenkami francouz-
ského psychoanalytika Jacquesa Lacana. Text ptivodne
vznikl jako diplomova prace na Vysoke skole vytvarné-
ho uméni v Hamburku. -- ISBN 978-3-89581-321-4
(broz.)

HONSOVA, Petra

Jiti Halek a Jifina Ttebicka : k herectvi Cinoherniho
klubu a 60. let / Petra Honsovi. -- 1. vyd. -- Praha :
KANT, 2014. -- 166 s. : il., portréty. -- Uvod, citéty, vy-
natky, pozndmky v textu, soupis divadelnichj roli J. Hal-
ka a J. Trebické, o autorce - Bibliografie na s. 147-150,
rejstifk jmenny - Kniha pfedklada obraz herectvi dvou
dla v letech 1965-72: Jitiho Halka a Jifiny Tfebické. Na
konkrétnich hereckych postavéch, které vytvotili, zkou-
ma autorka tviréi principy obou hercti jako spojeni ko-
mediantského Zivlu a dramatického citéni. -- ISBN 978-
80-7437-138-7 (broz.)

PRILOHA

JAPANESE

[Japanese Film Posters from Czechoslovak Era / curra-
ted by Pavel Raj¢an]. -- [Prague] : Terry Posters, 2013. --
251. ; barev. faksim. -- 24 pohlednicovych karet v karto-
novém piebalu - Komplet 24 barevnych pohlednic
filmovych plakétt pfednich titult japonské kinemato-
grafie z ceskoslovenské filmové distribuce (Rasomon,
Sedm samurajii, Harakiri, Divka z Tokia, Krvavy trin,
Onibaba, Gappa, Dérsu Uzala atd.). Originalni pfedlo-
hu k pohledam vytvorili v rozmezi let 1956 az 1976
pfedni ¢eskoslovensti vytvarnici (Jifi Balcar, Karel Tei-
ssig, Milan Grygar, Zdenék Ziegler, Vratislav Hlavaty,
Karel Saudek, Karel Vaca a dalsi). Soubor byl vydan
k vystavé, uspofadané v Japonsku v roce 2013. -- (Volné L.)

KRATKA, Jana

Audiovizudlni edukace jako soucast medialni vychovy /
Jana Kratka, Patrik Vacek. -- 1. vyd. -- Brno : Masaryko-
va univerzita, 2008. -- 83 s. -- Uvod - Bibliografie na
s. 78-82 - Ucebni priivodce vybranymi tématy filmové
a audiovizudlni kultury nabizi stru¢ny uvod do proble-
matiky audiovizualni vychovy a vzdélavani a ve druhé
movych okruha. K nim pfindlezi nejen tradi¢ni vztah
filmu a jazyka, historie, vytvarného umeéni nebo psy-
chologie, ale také zvlasté aktualni problematiku pocita-
¢ovych her ve vychove, specificky zanr vyukového filmu
i nezbytna reflexe audiovizualni kultury. -- ISBN 978-
80-210-4684-9 (broz.)

MACEK, Jifi

Ceska hudebni avantgarda : priivodce svétem orchestru
jedné pozoruhodné epochy / Jifi Macek. -- 1. vyd. --
[Prihonice] : Litera Proxima, 2012. -- 328 s., [8] s. obr.
pfil. : il. (nékteré barev.), portréty, faksim. -- Doslov, ci-
taty, poznamky v textu, anglické resumé - Bibliografie
nas. 309-311 - Popularizujici hudebné historicka kniha
pfiblizujici tvorbu celnych predstaviteld modernich
proudi v ¢eské hudbé 20. a 30. let 20. stoleti, obsahuje
medailony skladatelskych osobnosti a rozbory jejich or-
chestrélni tvorby ( Pavel Borkovec, E.F. Burian, Pavel
Haas, Alois Haba, Jaroslav Jezek, Vitézslava Kapralova,
18a Krejci, Bohuslav Marting, Vit Nejedly, Karel Reiner,
Erwin Schulhoff, Josef Stanislav). -- ISBN 978-80-260-
1491-1 (broz.)

MCDONALD, Keiko

Reading a Japanese film : cinema in context / Keiko L
McDonald. -- Honolulu : University of Hawai‘i Press,
2006. -- ix, 292 s. : il. -- Pfedmluva, poznamky na

s. 259-276, 0 autorce - Bibliografie na s. 277-282, rejst-
fik - Monografie predklada na zakladé autorciny dlou-
holeté badatelské a pedagogické cinnosti v oblasti ja-
ponskych filmovych studii kritické analyzy 16 japon-
skych filmi z let 1936-1997, na kterych demonstruje
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symptomatické aspekty, styly, témata a Zinry této asij-
ské kinematografie. -- ISBN 978-0-8248-2993-3 (broZ.)

MEDIA

Média tvofivé : pro 2. stupen ZS a stfedni $koly : medi-
alni tvorba, medidlni vychova, vyuziti médii ve vyuce,
technické dovednosti / [editorka Nina Rutova ; autofi
textl Zdenka Broklovd ... etal.]. -- Kladno : Aisis, 2008.
~-321s.:il. (nékteré barev.) + 1 CD-ROM. -- Obalkovy
podnazev: metodicka prirucka medidlni vychovy -
Predmluva, citaty, poznamky v textu - Bibliografie na
5. 316-321 - Metodicka piirucka obsahuje 50 lekci me-
didlni vychovy a mélo by poslouzit jako podpora pro
zaélenéni priifezového tématu medidlni vychova do
mnoha stdvajicich pfedmétt. Jejimi spoluautory jsou
jak odborni lektofi medialni vychovy, tak i ucitele za-
kladnich, strednich i vysokych $kol, ktefi se snazi o in-
tegraci cilit medialni vychovy do svych obori (pfedmé-
ti) nebo planuji medidln{ vychovu jako soucdst vétsich
tiidnich ¢i skolnich projekti. -- ISBN 978-80-904071-
1-4 (krouzkova vazba)

OSTRE

Ostie sledované vlaky / Lukas Skupa (ed.). -- Vyd. 1. --
Praha : Narodni filmovy archiv, 2014. -- 331 s. : il,, por-
tréty, faksim. -- Pfedmluva, vynatky, citaty, chronolo-
gie, poznamky v textu, filmografie, zkratky - Bibliografie
na s. 306-319 - Obsahuje: Zprava o digitalizaci filmu
Ostre sledované vlaky / Jeanne Pommeau, Jan Zahrad-
nicek - Znameni soumraku mladé filmarské generace :
produkéni historie a kulturné-politicky kontext filmu
Ostfe sledovanych vlaka / Jakub Jifisté - Ceské hubicky
na vyvoz : distribuce a recepce Ostfe sledovanych vlaka
v zapadni Evropé a v USA / Jindtiska Blahové - Odbo-
jovy film bez patosu a nenavisti : vypravéni a zanr v Os-
tie sledovanych vlacich / Janis Prasila - Filmova hudba
jako soucinitel realizace menzelovské poetiky v Ostre
sledovanych vlacich / Milo§ Zapletal - Erotika v Ostie
sledovanych vlacich a ¢eské kinematografii Sedesatych
let / Tereza Frodlova, Lukéas Skupa - Kolektivni mono-
grafii ke stejnojmennému filmu otevird zprdva o projek-
tu a procesu digitalizace filmu Ostfe sledované vlaky.
Snimek je v dalsich prispévcich zafazen do kulturné-
-politického kontextu. Texty se zabyvaji i jeho produkci,
distribuci a recepci v zahranici, ilmovou hudbou nebo
erotikou v ¢eskoslovenské kinematografii 60. let. Sou-
asti publikace jsou ¢tyfi nove rozhovory s tviirci-pa-
métniky (s rezisérem J. Menzlem, kameramanem J. So-
frem, hercem V. Neckafem a hereckou J. Zelenohorskou),
vybér z dobového tisku, edice archivnich prament
véetné bohatého obrazového doprovodu a zakladni vy-
robni chronologie. -- ISBN 978-80-7004-162-8 (broz.)

PRILOHA 119

PLOYHAR, Jifi

Roky a vtefiny / Jifi Ployhar ; [Gvodni text napsal, Zivo-
topisné pasmo sestavil a pfilohami doplnil Milan Fara].
-- Vyd. 1. -- Praha : Univerzita Karlova v Praze - Nakla-
datelstvi Karolinum, 2014. -- 158 s. : il. (nékteré barev.),
portréty. -- Filmografie J. Ployhara na s. 154-156 - Bib-
liografie na s. 157-[159] - Obrazovd monografie pred-
stavuje prufez fotografickou tvorbou Jiftho Ployhara
(1927-2009), vyznamného dceského dokumentaristy,
kameramana, reziséra a fotografa. Publikace je rozdéle-
na do dvanécti tematickych celkd, dopliuje ji Zivotopis-
né pasmo, piehled Ployharovych filmovych dél a jeho
autorské spoluprace na publikacich. -- ISBN 978-80-
246-2516-4 (broz.)

RANCIERE, Jacques

Béla Tarr, le temps daprés / par Jacques Ranciere. --
[Pariz] : Capricci, 2010. -- 88 5. -- (Actualité critique ;
6). -- Kniha byla vydana pfi prilezitosti Tarrovy retro-
spektivy v Centre Pompidou (3. 12. 2011 — 2. 1. 2012)
- 3. dotisk (leden 2012) - Vyd. v koedici s Lage dor - Po-
znamky v textu, o autorovi - Monografie, ve které
znamy francouzsky filozof v péti kapitoldch analyzuje
a interpretuje dilo (zejména filmy Podzimni almanach,
Prokleti a Werckmeisterovy harmonie) madarského fil-
mare Bély Tarra. -- ISBN 978-2-918040-37-8 (broz.)

RANCIERE, Jacques

Les écarts du cinéma / Jacques Ranciére. -- Paris : La
Fabrique éditions, 2011. -- 158 s. : il. -- Pfedmluva, po-
znamky na s, 157-158, edi¢ni pozndmbka, o autorovi -
Knizni soubor esejii a studii francouzského filozofa
a teoretika uméni, ktery rozviji své filozofické a estetic-
ké teze a koncepty v oblasti kinematografie na piikla-
dech dél nékterych filmafa (A. Hitchcock, D. Vertov,
V. Minnelli, R. Rossellini, R. Bresson, ].-M. Straub
a P. Costa). Viechny texty byly jiz dfive publikovény. --
ISBN 978-2-35872-022-9 (broz.)

RICHARD, Jacques

Dictionnaire des acteurs du cinéma muet en France /
Jacques Richard ; avec la collaboration de Mireille
Beaulieu ... [et al.]. -- Paris : Editions de Fallois, 2011. --
909 s. : portréty. -- Pfedmluva - Bibliografie v textu a na
5. 909 - Obsahla encyklopedie francouzskych filmovych
hercti némé éry. Kazdé heslo obsahuje pokud mozno
celd data narozeni a umrti véetné mist, biograficky
a profesni profil a filmografii pouze z némé éry. -- ISBN
978-2-87706-747-8 (broz.)

ROSSI, Portia de

Nesnesitena lehkost / Portia de Rossi ; [z anglického
origindlu ... pfelozila Olga Neumanovd]. -- Praha : Na-
kladatelstvi XYZ, 2014. -- 349 s. -- O autorce - Autobio-
grafickd kniha tspéiné hollywoodské herecky a model-
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ky australského ptvodu, kterd vypovida nejen o své
cesté ke slavé a zdkulisi nataceni jednoho z nejlspésné;-
sich seriald vsech dob Ally McBealova, ale predevsim
o svém osobnim Zivoté, do kterého ji ten profesni zcela
zakonité zasahoval. - Nazev origindlu: Unbearable li-
ghtness / Rossi, Portia de, 1974-. -- New York : Simon
and Schuster, 2010. -- ISBN 978-80-7388-757-5 (vaz.)

SPOLECNOST

Spole¢nost a kultura v Ceskych zemich 1939-1949 /
Ivan Maly a kol. -- 1. vyd. -- Praha : Nérodni muzeum,
2013. -- 429 s. : il., portréty, faksim. -- Cdst. slovensky
text - Uvod, pozndmky v textu, anglické resumé - Obsa-
huje téz: Promény ceskych médii v letech 1945-1948 /
Petr Bednatik - Kolektivni monografie prezentuje fadu
zajimavych aspekti socidlniho a kulturniho déni v kli-
¢ovém obdobi pro promény ceské/ceskoslovenské spo-
le¢nosti 20. stoleti. Autofi zminéné téma uchopuji opti-
kou nikoli primédrné politickych dé&jin nesoucich se ve
znameni vyznamnych politickych zmén véetné nastupu
dvojice totalitnich rezim, ale spife zamérenim na do-
bové promény kultury a spolec¢nosti, které tyto zmény
provazely. PouZivaji tak k popsani tématu predevsim
thlu pohledu kulturnich a socidlnich déjin, véetné sou-
visejicich obori jako jsou déjiny kazdodennosti, histo-
ricka antropologie, etnologie a literarni historie. --
ISBN 978-80-7036-391-1 (broz.)

TIPPNER, Anja

Permanentni avantgarda? : surrealismus v Praze / Anja
Tippnerova ; [z némeckého originalu ... prelozila Marie
Brunovi]. -- Vyd. 1. -- Praha: Academia, 2014. -- 423 5.,
[16] s. obr. pril. : il., portréty, faksim. -- (Literarni fada).
-- Uvod, citaty, vynatky, pozndmky v textu, filmografie,
o autorce - Bibliografie na s. 368-415, rejstiik jmenny -
Monograficka studie zobrazuje déjiny ceského surreali-
smu s ohledem na literaturu, film a teorii a hleda vy-
znam z hlediska dneiniho urceni ,avantgardy”. Také
analyzuje dila a teorie znamych ceskych surrealistt jako
napriklad J. Svankmajera, V. Effenbergera ¢i K. Teigeho.
Navic se vénuje funkci a statusu ,disidence”. - Nazev
originalu: Die permanente Avantgarde? : Surrealismus
in Prag / Tippner, Anja, 1963-. -- Kéln : Bohlau Verlag,
2009. -- 325 5., [16] s. obr. piil. : il faksim. -- ISBN 978-
80-200-2376-6 (broz.)

VINCENDEAU, Ginette

Stars and stardom in French cinema / Ginette Vincen-
deau. -- 1st publ. -- London ; New York : Continuum,
2010. -- xii, 275 s. : il,, portréty. -- Pfedmluva, citaty, po-
znamky v textu, o autorce - Bibliografie na s. 253-262,
rejstiik - Monografie, ve které predni odbornice na
francouzskou kinematografii analyzuje fenomén hvézd
a hvézdného systému ve francouzském filmu, nabizi
brilantni podrobné studie o hlavnich popularnich hvéz-

PRILOHA

dach francouzského filmu (Max Linder, Jean Gabin,
Brigitte Bardot, Jeanne Moreau, Louis de FunFs, Jean-
-Paul Belmondo, Alain Delon, Catherine Deneuve, Gé-
rard Depardieu a Juliette Binoche). Autorka zkouma je-
jich hvézdny obraz a interpretacni styly v kontextu
francouzského filmového primysluy, ale také ve vztahu
k narodni kultufe a spolec¢nosti. -- ISBN 0-8264-4731-7
(broz.)

VODICKA, Libor

Vyjadfit hrou : podobenstvi a (sebe)stylizace v dramatu
Vaclava Havla / Libor Vodicka. -- Vyd. 1. -- Praha : Br-
kola, 2013. -- 218 s. -- Uvod, vynatky, poznamky na
s. 193-203, chronologicky piehled, pfehled inscenaci
her V. Havla, anglické resumé - Bibliografie na s. 204~
-208 - Autor v ramci projektu Osobnosti ceske literatu-
ry Sedesatych let XX. stoleti vytvofil prvni éeskou mo-
nografie, ktera je zaméfena na kompletni dramatickou
tvorbu Véclava Havla a zdroven si véima i jeho tvorby
basnické, esejistické a publicistické a bere v potaz také
zdkladni biografické a kontextudlni souvislosti. Soucas-
ti knihy je rovnéz kalenddrium Havlova Zivota a soupis
inscenaci. -- ISBN 978-80-905714-1-9 (broz.)

WIAZEMSKY, Anne

Studijni rok : roman / Anne Wiazemska ; [z francouz-
ského originalu ...] prelozil Josef Broz. -- V ¢eském ja-
zyce vyd. 1. -- Praha : Eroika, 2013. -- 191 s. -- Vydano
ve spoluprdci s nakl. Prostor - Vysvétlivky na s. 191,
o autorce - Francouzska spisovatelka a here¢ka Anne
Wiazemska (nar. 1947) ve svém osmém romanu vypra-
vi 0 sobé a svém milostném vztahu a zdaroven poutavé
li¢i spolecenskou a kulturni atmosféru Sedesdtych let,
kdy se v Pafizi rodila slavna éra francouzské filmove
nové viny. Nynéjsi spisovatelka byla v té dobé sama kul-
tovni hereckou: nejprve ve filmech Roberta Bressona
a pozdéji Jeana-Luka Godarda. Vedle Godarda figuruji
na strankdch knihy mnohé dalsi znimé osobnosti fran-
couzské kultury, napiiklad Frangois Truffaut, Michel
Cournot, Jean Vilar, Jeane Moreauova ¢i Eugene lo-
nesco. - Nazev originalu: Une année studieuse / Wia-
zemsky, Anne, 1947-. -- Paris : Gallimard, 2012. -- ISBN
978-80-87409-24-4 (broz.)

Pripravil Milos Fikejz.




VYZVA K AUTORSKE SPOLUPRACI

NA MONOTEMATICKYCH BLOCICH
DALSICH CIiSEL

Prostfednictvim monotematickych blokt se lluminace snazi podpofit koncentrova-
néjsi diskusi uvnitt oboru, vytvorit operativni prostfedek dialogu s jinymi obory
a usnadnit zapojeni zahrani¢nich prispévateli. 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). Zajemcum miize redakce poskyt-
nout vybérové bibliografie k jednotlivym tématim. Kazdé z uvedenych cisel bude
mit rezervovan dostatek prostoru i pro texty s tématem nijak nesouvisejici.

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

V nabidce stru¢né popiste koncepci textu; u piivodnich studii se predpoklada délka
15-35 normostran. Podrobné pokyny pro bibliografické citace lze nalézt na webo-
vych strankach casopisu: www.iluminace.cz, v polozce Redakce/kontakty.
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Archiv a digitalizace
(uzdvérka 28. tinora 2015)

Hostujici editorka: Anna Batistova
Abstrakty prispévki o rozsahu do 200 slov zasilejte do 30. 11. 2014 na adresu anna.batistova@
nfa.cz. Uzavérka pro rukopisy je stanovena na 28. inora 2015.

Soucasna kinematografie je digitalni. Filmy jsou nékolik poslednich let prevdzné naticeny bez
uziti filmové suroviny, postprodukce vyuzivd manipulaci obrazu a zvuku digitdlnimi pro-
stiedky jesté del$i dobu, a dochazi také k masivni digitalizaci sité kin (v Ceské republice na-
pfiklad za nemalého pfispéni ministerstva kultury a Statniho fondu kinematografie).
Digitalizace celého vyrobniho a spotfebniho fetézce se pak nutné dotyka i pamétovych insti-
tuci pecujicich o kinematografické dédictvi. Do jejich sbirek jsou nové pfijimany filmy v digi-
talni podobé, a archivy se musi ucit o né postarat. Dlouhodobé uchovéni elektronickych za-
znamii je docista jinou disciplinou nezli péce o dila zaznamenand analogové a uzce spjata
s vlastnim materidlnim nosi¢em. Vyzaduje nejen odli$né vybaveni, znalosti a dovednosti, ale
do jisté miry i jin¢ archivare. A vzhledem ke zpozdéni, se kterym se obecné archivy, knihov-
ny a muzea po celém svété pfizpisobuji nové digitalni dobé, ale také k mnozstvi obsahu, kte-
ry digitalni doba produkuje, ziejmé o nékteré dokumenty soucasnosti prijdeme (a nékteré uz
ztracené jsou). Pfedevsim pak musime znovu promyslet jiz téméf ustalené koncepty kurétor-
stvi, vybéru a uchovéni pro budouci generace.

Zatimco se ziejmé vsichni filmovi archivati shodnou na tom, ze filmovi surovina je stéle nej-
jistéj$im materidlem pro bezpecné dlouhodobé preziti audiovizualniho zdznamu, vétsina
z nich také vnima nesporné vyhody, které digitalizace pfinasi pro zptistupnéni starsich filma.
Pokud mizeme dne$nimu publiku nabidnout simulaci projekce z pivodniho nosice pro-
stfednictvim digitalizovaného zaznamu obrazu a zvuku, neohrozujeme projekci materialni
preziti takového pivodniho nosice. Dilema mezi uchovavinim a ukazovanim, které filmové
archivnictvi provazi od jeho pocatki, nachdzi feSeni v jakési zlaté stredni cesté.

Digitalizace starsich archivnich filmu ale také akcentuje dfive skryté problémy a pfindsi nové
otazky. V dob¢ digitalnich kin a jinych distribu¢nich kanali se jedinou moznosti zptistupné-
ni stava pravé digitalizace (pro zjednoduseni odhlédnéme od toho, ze fada filmovych archivi
stdle pofdda vefejné projekce i z filmového pasu). A vzhledem k tomu, Ze z finanénich, ¢aso-
vych a kapacitnich diivodi nelze digitalizovat véechno, kazdy vybér je zaroven rozhodnutim
o tom, co soucasni a budouci divaci uvidi a uslysi, a jaky obraz minulé kinematografie jim
tedy bude k dispozici.

Do rozhodovéni o tom co, jak a za jakym tcelem se digitalizuje, zaroven zasahuji narodni
a evropské politiky a strategie. Rozvijeji se ,elektronické systémy kulturniho dédictvi®, na riz-
nych trovnich a s riznym dopadem - od panevropské Europeany pres diléi iniciativu evrop-
skych filmovych archivii European Film Gateway aZ napfiklad ke konkrétnéjsim projektim
navazanym na pfipominané vyroci 1. svétové valky (Europeana 1914-1918, EFG 1914).

Pro rekonstrukce ¢i restaurovani nabizi digitdlni doména moznosti pfi tradi¢nim laborator-
nim zpracovani nemyslitelné. Ale, slovy Bena Parkera, ,,s velkou moci pfichazi i velka zodpo-
védnost®, Uziti digitdlnich prostfedkt pfi rekonstrukcich a simulacich vyZzaduje striktnéjsi
etické zdzemi, zodpovédnéjsi a méné kompromisni archivare. A pokud nas digitalizace star-
$ich filmi néco naucila, pak ze musime jeté lépe poznat dobové postupy a pouzitou techni-




ku, pokud chceme kvalifikované rozhodovat o tom, jak by mély digitalizované filmy vypadat
a znit.

Digitalizace se pak netyka jen pamétovych instituci. Vzhledem k tomu, jak proménuje do-
stupnost a podobu kli¢cového pramene pro studium déjin kinematografie, ovliviiuje hluboce
také historiografii filmu. Déjinam kinematografie ale také pfinasi nové nastroje a potencialné
i nové vyzvy tradicnim zplsobim jejich psani. A konecné, jak ukdzaly naptiklad debaty
v ramci tvz. Second Century Forum na poslednim kongresu FIAF v makedonském Skopje
(a pri té prilezitosti prezentované aktivity zajmové skupiny Future of Film Archiving - FoFA),
¢eka nas hodné prace v oblasti ukotveni fady pojmu, vyjasnéni si jejich definic a jejich popu-
larizace mezi Sirokou archivarskou a filmovévédnou obci.

V zahranici se k této problematice vyjadfuji predevsim filmovi archivari. Chystané ¢islo caso-
pisu Iluminace vénované archivu a digitalizaci by mélo diskuzi nad zminénymi, ale i mnoha
dal§imi otazkami prenést také do domaciho, nejen archivniho prostredi. Zaroven se nabizi
moznost vykro¢it za hranice péce a zdjmu o film a audiovizi smérem k obecnéj$im otdzkdm
vztahu kulturniho dédictvi a digitalizace.

Oc¢ekavame nabidky text napriklad (avSak ne vyhradné) k témto tématam:

« dulezitost analogové techniky a technologie a jejiho poznani v dobé digitalizace;

« tloha archivu a proména archivnich profesi v souvislosti s technickym vyvojem;

« z4jmové skupiny, jejich spoluprace, moznost dialogu;

« staré a nové — kreativni moznosti obdobi ,pfechodu®;

« dalsi pfeziti analogovych postupt (alternativa, kreativita, vzdélavani, archiv);

« digitalizace a zpfistupnéni: objekt, performativni akt, simulace;

« elektronické systémy kulturniho dédictvi;

« vyznam pro historiografii (moznosti a projekty; pripadové studie);

« ,The Digital Dilemma®;

« Co je stejné a co zistdvd: archiv — pamét - zapomindni;

« oboroveé, narodni a evropské strategie digitalizace a zpfistupnovani.

Pritom uvitime zapojeni archivari, akademikd, ale i praktiki, nebot jednim z nasich cilu je
podnitit ¢i propojit diskuzi mezi témito zajmovymi skupinami.
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Déjiny FAMU

(uzavérka 31. cervence 2015)

Hostujici editofi: Martin Franc - Andrea Slovdkova

Abstrakty prispévki o rozsahu do 200 slov zasilejte do 30. 4. 2015 na adresu francmartin@
seznam.cz a andrea.slovakova@amu.cz. Uzavérka pro rukopisy je stanovena na 31. Cervence
2015,

Filmova a televizni fakulta Akademie muzickych uméni v Praze oslavi v roce 2016 sedmdesat
let svého fungovani. Ceskoslovensko se v dobé jejiho zaloZeni stalo patou zemi na svété, kde
vzniklo podobné zafizeni pro vysokoskolské vzdélavani filmovych (a v budoucnu i televiz-
nich) pracovnika.

Formujici osobnosti prvnich desetileti existence FAMU se stal bezpochyby kontroverzni fil-
movy kritik a teoretik A. M. Brousil. V prabéhu let se FAMU vyvinula i pfes vSechny peripe-
tie spojené s tragickym obdobim 50. let v celosvétové respektovanou instituci, kde své vzdéla-
ni ziskalo mnoho tuzemskych, ale i zahrani¢nich Spickovych tviirci (napi. Emir Kusturica,
Agnieszka Hollandova). Na FAMU se také formovala slavna ceska filmova vlna Sedesatych let
20). stoleti. I tuto $kolu viak, stejné jako jind vysokoskolskd a akademicka pracovisté, tvrdé po-
znamenaly dopady tzv. normalizace na pocatku sedmdesatych let, kdy FAMU muselo opustit
mnoho klicovych osobnosti z fad pedagogt i studentd. V tomto obdobi dominovali na $kole
vyucujici blizci dogmatickému kridlu komunistické strany a jeji kulturni politiky, coz se sa-
moziejmé nemohlo nepodepsat na celkové atmosfére fakulty. K uré¢itym zménam k lepsimu
doslo az s personalnimi zménami v druhé poloviné sedmdesatych let. V této dobé se z FAMU
stava do urcité miry jeden z ostrivki svobody, i kdyz samoziejmeé dochdzelo stdle k zasahm
ideologickych dohlizitelt. Znovu se ozivily kontakty i se zapadni kinematografii, pod hlavic-
kou Socialistického svazu mladeze doslo k obnoveni studentskych kritickych aktivit v podo-
bé vydavani riznych casopisti apod. Formovala se zde dalsi generace studentt, ktera své pre-
svédceni projevila pfedevsim v listopadu 1989, kdy studenti FAMU i jeji nedavni absolventi
patfili k nejpfednéjsim aktivistim. Studenty pfitom v mnohych krocich podpofilo i tehdejsi
vedeni FAMU v ¢ele s rektorem Iljou Bojanovskym.

Od roku 1990 se $kola oteviela fadé vyznamnych postav ceské kinematografie i televizni tvor-
by, které zde zacaly prednaset. Ani FAMU se v§ak nevyhnul urcity porevolucni chaos spojeny
s rozpadem tradi¢nich hierarchickych struktur, na néz plynule nenavazovalo budovani struk-
tur novych. Navic se musela, podobné jako ostatni vysokeé skoly, vyrovnat s poklesem pfilivu
financnich prostredkii do oblasti $kolstvi a kultury v obdobi bezprostfedni transformace ces-
koslovenské ekonomiky. Situace se vsak postupné pres veskeré potize stabilizovala, mimo jiné
i diky rozsahlému zapojeni do mezinarodni spoluprace. FAMU v podminkéch Ceské repub-
liky prisla o svou prakticky monopolni pozici v oblasti filmové a audiovizualni vychovy, udr-
zuje privilegované postaveni. Na pocdtku 21. stoleti prosla FAMU daisi vinou transformace
spojené s genera¢ni obménou pedagogu i s novou organizaci vyuky. Inovace a snahy o vylep-
$ovani systému vyuky ovéem probihaji az do soucasnosti jako kontinualni proces pomahajici
udrzovat kreativni atmosféru na pracovisti.

Pres nesporny vyznam, ktery AMU v systému ceského vysokého skolstvi patfi, byl jejim déji-
nam vénovan dosud nedostatecny badatelsky zdjem. Nakladatelstvi Akademie muzickych




uméni v Praze jiz druhym rokem pracuje na projektu Déjiny AMU, jehoz hlavnim vystupem
bude historickd monografie jako zasadni syntetické dilo, které ukdze skolu jako jeden celek,
zaroven ovsem reflektuje specifika jednotlivych fakult (divadelni DAMU, filmové a televizni
FAMU a hudebni a tane¢ni HAMU). Vyzkum se zaméfuje na pozici AMU v dobovém kon-
textu kulturni a vysokoskolské politiky, reflektovana je i mezinarodni spoluprace v ramci
smluvnich vztahi se zahrani¢nimi partnerskymi $kolami. Oddily vénované jednotlivym fa-
kultdm v ptipravované publikaci se zaméfuji na vyvoj jejich institucionalni a persondlni
struktury, na problematiku vlivu jednotlivych viid¢ich osobnosti na fakultach v raznych ob-
dobich, ale také na nacrtnuti atmosféry pracovisté. Studie v ¢asopise [luminace by se mély stat
jednim z dilezitych podklada pro praci.

Prispévky cisla se maji zabyvat jednotlivymi otazkami z déjin FAMU od jejich pocatka az po

relativné neddvnou minulost. Jako mozné tématické okruhy se nabizeji:

« Diskuse o vzdélavani filmati v prvni poloviné 20. stoleti v Ceskoslovensku.

« Vznik FAMU v dobovém spolecenském kontextu

« Promeény struktury FAMU a pocatky rtznych vedlejsich zafizeni FAMU (Studio FAMU
apod.)

« Vyvoj prijimaciho fizeni, promény pribéhu studia a zavérecnych praci na FAMU

« Politické a ideologické vlivy na FAMU v letech 1946-1989.

« Kli¢ové osobnosti FAMU

« Formovani filmafskych generaci v ramci FAMU

« Cizinci na FAMU a mezinarodni spoluprace.

« Studentsky Zivot na FAMU, podil FAMU na vystoupenich studenti v letech 1968-1969
a 1989.

« Prabéh normalizaénich cistek na FAMU

» Déjiny Mezinarodni prehlidky studentskych filma v Karlovych Varech

« Studentskd umeélecka a odborna ¢innost na FAMU.

« FAMU v podminkach transformace v letech 1990-1996.

« Promény postoje verejnosti k FAMU a jeji medialni reflexe.
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ILUMINACE

je recenzovany casopis pro veédeckou reflexi kinematografie a pribuznych problému. 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 cisle vyhrazen
prostor pro monotematicky blok textd. Od roku 2005 jsou nékteré monotematické bloky pri-
pravovany ve spolupraci s hostujicimi editory. [luminace pfinasi predevsim pivodni teoretic-
ké a historickeé studie o filmu a dal$ich audiovizudlnich médiich. Kazdé ¢islo obsahuje rovnéz
preklady zahrani¢nich text, jez ptibliZuji soucasné badatelské trendy nebo splaceji preklada-
telské dluhy z minulosti. Velky prostor je v Iluminaci vénovén kritickym edicim primarnich
pisemnym prament k déjinam kinematografie, stejné jako rozhovortim s vyznamnymi tvir-
ci a badateli. Zvlastni rubriky poskytuji prostor k prezentaci probihajicich vyzkumnych pro-
jektl a nové zpracovanych archivnich fondu. Jako kazdy akademicky ¢asopis i lluminace ob-
sahuje rubriku vyhrazenou recenzim domdci a zahrani¢ni odborné literatury, zpravam
z konferenci a dal§im aktualitim z déni v oboru filmovych a medialnich studii.

POKYNY PRO AUTORY:
Nabizeni a format rukopisi

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 struc-
ny popis koncepce textu. U ptivodnich studii se pfedpoklada délka 15-35 normostran, u roz-
hovort 10-30 normostran, u ostatnich 4-15; v odtivodnénych ptipadech a po domluvé s re-
dakci je mozné tyto limity prekrocit. 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 ¢estiné o rozsahu 0,5-1 nor-
mostrana, anglickym prekladem nazvu, biografickou notickou v délce 3-5 radkd, volitelné
i kontaktni adresou. Obrazky se pfijimaji ve formétu 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 prubéh recenzniho Fizeni

Recenzni fizeni typu ,,peer-review" se vztahuje na odborné studie, uréené pro rubriku ,Clan-
ky®, a probtha pod dozorem redakéni rady (resp. ,,redakéniho okruhu®), jejiz aktudlni slozeni
je uvedeno v kazdém cisle casopisu. Séfredaktor mé pravo vyzddat si od autora jesté pred za-
pocetim recenzniho fizeni jazykové i vécné tipravy nabizenych textd nebo je do recenzniho
fizeni viibec nepostoupit, pokud nespliuji zakladni kritéria ptivodni védecké prace. Toto roz-
hodnuti musi autorovi nalezité zdivodnit. Kazdou pfedbézné prijatou studii redakce predlo-
71 k posouzeni dvéma recenzentim. Recenzenti budou vybirani podle kritéria odborné kvali-
fikace v otazkach, jimiz se hodnoceny text zabyvd, a po vylouceni osob, které jsou v blizkém
pracovnim nebo osobnim vztahu s autorem. Autofi a posuzovatelé ziistavaji pro sebe navza-
jem anonymni. Posuzovatelé vyplni formulaf, v némz uvedou, zda text navrhuji pfijmout,
prepracovat, nebo zamitnout. Své stanovisko zdivodni v pfiloZzeném posudku. Pokud dopo-
rucuji zamitnuti nebo pfepracovani, uvedou do posudku hlavni divody, respektive podnéty




k upravam. V pripadé pozadavku na pfepracovani nebo pfi protichidnych hodnocenich
miize redakce zadat tfeti posudek. Na zakladé posudku $éfredaktor prijme kone¢né rozhod-
nuti o pfijeti ¢i zamitnuti pfispévku a toto rozhodnuti sdéli v nejkratsim moZném terminu au-
torovi. Pokud autor s rozhodnutim $éfredaktora nesouhlasi, mize své stanovisko vyjadrit
v dopise, ktery redakce preda k posouzeni a dalsimu rozhodnuti ¢lenim 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 posuzovani
byla védecka troven textu.

Dalsi ustanoveni

U nabizenych rukopisi se pfedpoklada, Ze autor dany text dosud nikde jinde nepublikoval
a ze jej v pribéhu recenzniho fizeni ani nebude nabizet jinym casopisiim. Pokud byla publi-
kovana jakakoli ¢ast nabizeného textu, autor je povinen tuto skutecnost sdélit redakci a uvést
v rukopise. Nevyzadané prispévky se nevraceji. Pokud si autor nepfeje, aby jeho text byl zve-
fejnén na internetovych strankéch ¢asopisu (www.iluminace.cz), je tfeba sdélit nesouhlas pi-
semné redakci.

Pokyny k formélni upravé ¢lanki jsou ke stazeni na téze internetové adrese, pod sekci ,, Auto-
fi ¢lankad”
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Sbirka oralni historie
v Narodnim filmovém archivu

NFA pecuje o nejriiznéjsi typy dokumentt se vztahem k historii ceského filmovnictvi véetné
zvukovych a zvukové-obrazovych nahravek.

Vlastnite-li takové typy materialu (rozhovory, zaznamy udalosti ¢i jiné druhy audiozaznami,
eventudlné audiovizualnich ziznama rozhovor, vztahujici se k tématu ceské kinematografie,
a to z jakéhokoliv obdobi), a mite zajem o jejich bezpeéné uchovini, nabizime vam bezplatné
ulozeni v depozitafich NFA.

NFA spliuje viechny podminky, které zarucuji nejvys$si moznou kvalitu archivace.

Jakékoliv obohaceni nasi sbirky z vasich zdroju je cennym prispévkem k rozsiteni povédomi
o minulosti ceského filmu a soucasné i nasi kulturni historie.

Kontakt: kuratorka sbirky Marie Bare$ova
Marie.Baresova@nfa.cz
226 211 860 / linka 20




Informacni zdroje

Narodniho filmového archivu

www.nhfa.cz

On-line katalog Cesky hrany film 1898-1970
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