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Screen Industries in East-Central
Europe: The Long 1990s

This issue of Iluminace has its origins in the sixth annual Screen Industries in East-Central
Europe Conference (SIECE), which was held at the Czech National Film Archive in Prague
from 4 to 5 November 2016." The conference was inspired by recent discussions about the
“Long 1990s” (usually defined by historians as the period between November 1989 and
September 11, 2001). Alternatively, these discussions have referred to the period as “the
end of history” decade, “life between two deaths”, “time of frivolous pursuit’, etc. While is-
sues such as the boom of cable TV or the dot-com bubble dominated Anglo-American
discourses on the media industries of the 1990s, the SIECE conference concentrated on
region-specific aspects, which remain strikingly under-researched. Some of the historiciz-
ing debates presuppose that the turbulent decade’s improvisational, informal, anachronis-
tic, do-it-yourself, and ad-hoc practices, which emerged from the ruins of state-owned
media institutions, gradually solidified into a system of values and norms that continue to
shape current media industries, although often in an unacknowledged or hidden way. The
conference participants were invited to critically test the assumption that, in many ways,
the heritage of the 1990s limits how “things are done” in film and television today, and that
this heritage has cemented the contemporary image of Central and Eastern European au-
diovisual culture in the West. At the same time, they were asked to re-evaluate the decade’s
experimental ethos and its continuities with official and unofficial cultural production of
the 1980s.?

As an ECREA pre-conference,” the SIECE call aimed to cover the whole spectrum of
cultural industries, and so it is not surprising that it hosted a more interdisciplinary com-
position of papers than ever before. Apart from structural analyses of 1990s film and TV

1) See 2016 SIECE 6 Conference program at <http://www.cefs.cz/konference.html>. The 2018 SIECE 7
Conference focuses on online distribution and internet TV, and it will take place in Prague, 22-23 May, as
an ICA pre-conference.

2) See the SIECE 6 Call for Papers at <http://www.cefs.cz/konference.html>.

3) The SIECE 6 Conference immediately preceded the 6th European Communication Conference, held in
Prague, 9-12 November 2016.



6 Screen Industries in East-Central Europe: The Long 1990s

industries in particular CEE countries (Marcin Adamczak on Poland, Cladius Turcus and
Alexandru Matei on Romania, Petr Bilik on Czech Republic, Jana Dudkova on Slovakia,
Lina Kaminskaité-Jancorien on Lithuania), others talked about the video game industry
(Jaroslav Svelch, Tamas Beregi, Dominika Staszenko), video piracy (Michal Pabis-
-Orzeszyna), the national book market (Petr A. Bilek), fanzines (Milo§ Hroch), or the
post-underground music scene (Tomas$ Jirsa). Still others focused on specific production
(Antonin Tesaf on 1990s “exploitation” cinema, Anna Batori on the Hungarian “Black Se-
ries”), exhibition (Jan Hanzlik on marketing multiplexes), representational (Constantin
Parvulescu’s keynote address on “the specters of Europe in 1990s East-Central European
film”, Petr Bilik on 1990s filmmakers’ self-conceptions), or film-narrative trends (Radomir
D. Kokes$ on the director Jan Svérdk).

Of the 25 presentations delivered in 2016, we selected four to be developed for publi-
cation, each concentrating on a very different aspect of the media industries in the 1990s:
the transformations of a local production infrastructure, a national production system,
event-oriented exhibition practices, and nostalgic discourse in the post-1989 recording
industry.

In the first two papers, Claudiu Turcus and Konrad Klejsa (together with his col-
leagues) uncover reasons why 1990s institutional reforms in Romanian and Polish cinema
respectively failed to create integrated production systems that would have been able to
satisfy national demand and to compete on European markets and at festivals. Turcus
focuses on a longer history of organizational reforms, starting with Ceausescu’s 1970s
authoritarian centralization, whose conception of the State as the sole producer and the
Party as the ultimate gatekeeper had a continuing influence upon industry practice in the
1990s, resulting in the enduring structural absence of the producer as a key initiator and
co-ordinator of film projects, and consequently in the overall decline of Romanian film
production. While Klejsa and his co-authors approach similar issues of legal, economic,
and legitimacy crises of the post-1989 film industry, their perspective is different: they
look at political-economic relationships between Warsaw and L6dz, the capital and the
traditional cultural center on one side, and the hub of the post-World War II film produc-
tion facilities on the other. Their explanation is innovative in terms of choosing a city’s in-
dustrial culture rather than national cinema — the day-to-day operations of the local pro-
duction infrastructure rather than big-names filmmakers — as their main explanatory
framework.

Jan Hanzlik draws on his long-term research of Czech post-1989 film exhibition, dis-
tribution, and marketing practices and analyzes the growing economic and cultural signif-
icance of “eventization” in both the multiplex and arthouse cinema sectors. He links the
growing marketing potential of “events” to the globalization of media distribution, but
points to the fact that it is not an entirely new trend, likening it to the historical phenom-
enon of cinema “attractions” In the last article included in the issue, literary theorist
Tomas Jirsa, drawing on sociological theories of music production, uncovers the cultural
logic of anachronistic and nostalgic stances in the production and consumption of pre-
1989 unofhicial music in his examination of the fascinating case of the Czech band Psi vo-
jaci (Dog Soldiers).

Taken as a whole, these four studies problematize the idea of the 1989/1990 political
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change as a rupture in the media industry history of the CEE region. They reveal specific,
long-term continuities between older practices and the 1990s. Naturally, a volume such as
this cannot include work addressing all of the important issues relating to the media land-
scape of the “long 1990s” and thus leaves many areas untouched (e.g. the end of grand po-
lar narratives; Europeanization and provincialization of the post-socialist screen indus-
tries; negotiations between proponents of culture as pure business and of so-called
“anticommercialism”; practices of negotiating and adapting to the new heteronomous
power; tactics for defending or re-gaining symbolic capital threatened by the change of
political regime; etc.). Nevertheless, we hope that the present issue will stimulate further
scholarly debates and exchanges in the near future, when it is expected that the 1990s will
become an increasingly important subject of historical research.

The present issue would not be possible without the extensive editorial assistance of
Kevin B. Johnson. A selection of the presentations delivered at the upcoming 2018 confer-
ence in Prague will be included in the fall 2019 issue of Iluminace.

P.S.
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Claudiu Turcus

Restructuring a Cinema
That Didn’t Exist

The Romanian Film Industry of the 1990s

In the 1990s, Romanian cinema was structurally, legislatively and financially adrift: it was
experiencing a sort of clinical death. To start with, there were no Romanian film premieres
in 1990 and 2000. Various social transformations, the lack of management expertise, as
well as the political and legislative (dis)order after 1989 rapidly created a new and stagger-
ing context. The society was confused about power relations and access to resources, com-
pared with the status quo of the socialist years (which applied at every stage of the dicta-
torship: from the Stalinism of the 1950s, to the liberalization of the 1960s, to the
national-socialism of the 1970s and 1980s). While there have been no consistent research
and documentation endeavours dedicated to explaining the state of affairs from the first
decade after 1989, many debates were staged in the Romanian press at that time (for in-
stance in Noul Cinema magazine), albeit to little avail. Significantly, an article published in
1993 by Alex Leo Serban, probably the most influential Romanian film critic of the 1990s,
was titled ‘On a Cinema That Doesn’t Exist’” What Serban drew attention to was the poor
functioning of the film industry, which had just abandoned the state-socialist mode of
production. Most worrisome, however, was the questionable aesthetic quality of Romani-
an films.

Over the past twenty-five years, the situation has changed from an ‘inexistent’ Roma-
nian cinema to a new, intensively praised generation of film directors (such as Cristi Puiu,
Cristian Mungiu, Radu Muntean, Corneliu Porumboiu, or Radu Jude) who have reinvent-
ed the Neorealist? aesthetic style and re-written the cinematic language. New Romanian
Cinema has been described as ‘an unexpected miracle’ by Dominique Nasta® or as a late

1) Alex. Leo Serban, Despre un cinematograf care nu existd, in 4 decenii, 3 ani si 2 luni cu filmul romdnesc (Iasi:
Polirom, 2009), pp. 16-21.

2) Andrei Gorzo, Lucruri care nu pot fi spuse altfel. Un mod de a gandi cinemaul de la André Bazin la Cristi Puiu
(Bucharest: Humanitas, 2012).

3) Dominique Nasta, Contemporary Romanian Cinema: The History of an Unexpected Miracle (London:
Wallflower, 2013).
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manifestation of the most recent European cinema waves? (similar to the French, Polish,
Hungarian, Czech, or Yugoslavian waves) which could not have arisen in Romania before
1989 since the country had the most repressive political apparatus in the entire socialist
bloc. Despite its development in the post-communist era, it appears that New Romanian
Cinema emerged somehow against the grain of the restructurings that affected the Roma-
nian film industry after 1989: great films were made and relevant authors acquired recog-
nition, yet one could not speak of a ‘thriving’ Romanian film industry in that period.

In the first part of this article I will focus on the socialist restructuring of the Romani-
an film industry in the 1970s because it represents the essential frame of reference for the
transitions that occurred in the 1990s. Without understanding the earlier restructuring, it
would be difficult to fully ascertain what occurred in the first post-socialist decade.

Whimsical Bureaucrats

Serban’s radical title referenced earlier represents a sort of sad echo of another verdict
trenchantly expressed by Lucian Pintilie fifty years ago. In an interview Pintilie gave to
Max Bénus in the late 1960s (as yet unprinted),” for the Radio Free Europe station, short-
ly after the premiere of his second movie, Reconstruction (1968), the Romanian director
spoke critically of Romanian cinema. This interview was an important document of that
time, as it captured the way in which an outstanding creator and intellectual perceived the
process of socialist cultural liberalization right in its midst. Asked about the situation of
contemporary Romanian films, Pintilie curtly replied:

My position is fiercely adamant. [...] Romanian cinema does not exist [emphasis
mine] in either ideational or aesthetic terms. Its representative works were produced
under the sign of either utter fortuity or singular outbursts of talent. [...] It is well
known that East European cinema — Hungarian, Czechoslovak, Polish, Yugoslav
and even Bulgarian — has been successful. I consider that it has lagged most unfor-
tunately behind because many countries around us and even farther afield, in Latin
America, are energetically dashing from the starting line. But we are stuck, para-
lysed, dumbfounded by our inability. This is all the more serious as the prestige of
a country’s culture is determined in the fastest, most dynamic, most modern way in
a consumerist society, based on cinema — this fantastic means of propaganda [em-
phasis mine].

Pintilie’s radical criticism concerns the epoch when only a few films achieved interna-
tional success from the circa twenty Romanian films that were produced annually. How-
ever, in the context of the short history of the Romanian film industry, the situation was
somehow explicable. In 1948, when the process of socialist nationalization (Decree 303)

4)  Doru Pop, Romanian New Wave Cinema: An Introduction (Jefferson, NC: McFarland, 2014).
5) The transcript of the document is preserved in the (non-digitalized) archive of Radio Free Europe, at the
Open Society Archives in Budapest.
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started, the nation’s cinema production infrastructure consisted solely of a 200 sq. m stu-
dio and a film processing laboratory at Mogosoaia. In 1949, the Ministry of the Arts pro-
jected and started to build a new Cinema Production Center, located 20 km from Bucha-
rest, on the shore of Lake Buftea, which opened eight years later (1957). The technical
conditions offered by Buftea Studios attracted several co-productions.”

Pintilie claimed that, in 1968, when the idea of a cultural revolution had not yet
dawned on Ceausescu, the major obstacle in the development of Romanian cinema (com-
pared to the other arts, for which he had nothing but words of praise) was not the ideolo-
gy of the Communist Party, but the professional and political incompetence of the state
apparatus. Pintilie believed that despite cultural liberalization, cinema had not evolved be-
cause the bureaucracy and its agents promoted a frivolous, outmoded stance by reducing
film solely to the level of entertainment, by blocking or restricting important projects, or
by endorsing mediocre productions. In his opinion, the bureaucrats’ bourgeois taste was
to blame as it had the most harmful effect for the art of filmmaking. Pintilie explained thus
why political films were absent from Romanian cinema, even though one might have ex-
pected that they would be encouraged given the socialist ideological climate:

[In Romania], the party has repeatedly criticized the apolitical nature of films, their
escapist vision, and their crippling inability to problematize issues. There are many
bureaucrats who, under various pretexts, or even by invoking the party’s deceitful,
distorted insights, defend a certain mythological image of socialism [emphasis mine],
committing an anti-social act, in my opinion.

Indeed, from a cultural point of view, the second half of the 60s constituted the most
apolitical period of Romanian socialism. Pleas for ‘the autonomy of art’ were frequent in
that decade, occasioning some important debates, especially in the field of literature. The
principle of separating aesthetics from politics was the most solid argument, which aided
the development of a cultural thaw in the 1960s. This liberalization meant, specifically, the
abandonment of the fierce censorship” of the 1950s. However, even if the Romanian Com-
munist Party tolerated to a certain extent the apolitical principles laid down by the artistic
environment, this gesture was just another important sequence in the scenario of simulat-
ing the normality of cultural production. In this context, the system did not seem to cen-
sor films or books, but worked as an adviser of the artist. What the passage cited above re-
veals is the very mechanism by which films were produced in that period. Towards the end
of the interview, Pintilie returned to the case of Reconstruction. He tells the story of film

6) For instance: The Thistles of the Bardgan (Louis Daquin and Gheorghe Vitanidis, 1957); Codin (1963) and
The Star without a Name (1966), both directed by Henri Colpi, The Lace Wars (René Clair, 1965), The
Dacians (Sergiu Nicolaescu, 1967), and Columna (Mircea Dragan, 1968).

7) Later, in the second half of the 70s, the disappearance of official censorship bodies and the establishment of
an obscure and unofficial system of censorship resulted in the exasperation of the cultural environment, be-
cause no clear rules were set anymore. The motivation for this transition from institutionalized censorship
to implicit censorship rested, on the one hand, with Nicolae Ceausescws cynically naive conviction that the
nation’s cultural production is mature enough and had learned socialist consciousness, therefore, it no long-
er needs to be censored. On the other hand, the bizarre measure could be interpreted as a strategy on the
part of the state to confuse or disorient its opponent, namely the artist.
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screenings at various levels of the party’s political hierarchy, making reference to
Ceausescu’s own viewings. The anomaly made possible by the system of socialist bureau-
cratic filters was that the decision to sponsor worthless films could occur when they were
still in the screenplay phase. At the same time, a self-censorship framework was provided
for the directors, who, wishing to get into production as quickly as possible, altered their
scripts in keeping with the suggestions of the bureaucratic authorities.

From the perspective of a director of Pintilie’s standing and discernment, this film pro-
duction crisis had been caused not only by the incompetence of the bureaucrats, who had
been blocking certain valuable projects, but also by the directors’ inability to propose po-
litical films that would offer a fresh take on the obsolete image of socialism. What the Ro-
manian director omitted in his critical analysis, however, was a key aspect: the centralized
control of film production. The responsibility for the state of Romanian cinema in the ear-
ly 1970s could not be attributed solely to incompetent bureaucrats or untalented writers
and directors, but to an entire legislative and administrative apparatus and to a rigid polit-
ical agenda. An overview of various legislative reforms undertaken in the early 1970s can
be found in an article published by Florian Potra in 1971 (who was at that time senior in-
spector at the National Centre of Cinematography). This profuse text has an ostensibly
Proustian title — ‘Cinematografia romand in cautarea propriului sau chip’ (‘Romanian
Cinema in Pursuit of Its Own Identity’) — but its message is essentially in tune with
Ceausescu’s ideology. In fact, this article’s ideological purpose was to popularize the gen-
eral line of socialist thinking and its political agenda with regard to cultural policies and
to financial sources in the field of cinema. In its preamble, Potra argues that much like the
domains of heavy industry, literature, or philosophy, the field of cinema is founded on eco-
nomic development. He also claims that the Party’s ‘efforts of guidance and supervision’
from the period of socialist realism were essential for the development of the domestic
film industry. The author draws attention to the fact that before the early 1970s Romania
did not have a genuinely developed cinematography because it lacked proper ‘models’ (lit-
erature would be a counter-example), but admits that with the new administrative, cultur-
al, and economic paradigm, the expansion of cinema will prove unstoppable. In his logis-
tics plan, Potra considers that this process should be administered and supervised by the
institution of the producer, who ‘is bound to exert an overwhelming influence on the cur-
rent and future evolution of Romanian cinema.® The producer will have, as Potra suggests,
the fundamental task of steering creative output in this field, much like the role of the lit-
erary critic in the realm of literature during the 1950s. At the beginning of 1980s, the sui
generis death of the author was proclaimed for Romanian cinema. Unlike the way in which
this phenomenon was regarded in the studies of Roland Barthes,” this was not at all
a speculative or metaphorical ruse:

The regulations in force entitle the National Centre of Cinematography [CNC] to
play the role and assume the responsibilities of a producer, who may be held direct-
ly accountable for the smooth progress of film production. In this capacity as a pro-

8) Florian Potra, ‘Cinematografia roméana in cautarea propriului sau chip, Lupta de clasa, no. 9 (1970), p. 33.
9) Roland Barthes, “The Death of the Author,, Aspen, no. 5-6 (1967).
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ducer, the CNC (whose subordinate production unit is Bucharest Studio) is required
to exert a key role — with all its prerogatives — in the heart of production, that is, in
the studio.!”

Potra concludes his article euphemistically and triumphantly at the same time, point-
ing out that the ‘artistic order’ is subordinated in socialism to the ‘moral and intellectual
order; which guarantees an organic historical evolution. What his elusive text does not to
say, however — echoing the remark of a Romanian sociologist that ‘silence is the real price
of words™" — is that the socialist political-ideological order supersedes any cultural, cin-
ematic, or economic order. Basically, Potra’s ideological report is political, regardless of its
scholarly claims: in its capacity as a film producer, the Communist Party is very much in-
tent on taking control over film production. The new law on cinema from the early 1970s
stipulated the possibility of firmer, more efficient, and better supervised restrictions or
constraints.

The Socialist State as the ‘Sole Producer’ of Films

The new legislative framework of the early 1970s was developed and disseminated in
Ceausescu’s meetings with filmmakers. Elected as the General Secretary of the Romanian
Communist Party in 1965 after the death of his predecessor, Gheorghe Gheorghiu Dej, the
new leader'? liked to consider himself a cinephile. His first direct encounter with the rep-
resentatives of the Romanian film industry took place on 23 May 1968 (at a session of the
Ideological Commission of the Central Committee of the Romanian Communist Party),
a mere few months before Ceausescu gave his famous speech in Bucharest criticizing the
Russian invasion of Czechoslovakia. In a report that provided an overview of the state of
Romanian Cinema at that time, which also served as a basis for the discussions of the
Ideological Commission of the Romanian Communist Party, it was emphasized that ‘the
socialist state is the sole producer of Romanian films’'® From the institutional, hierarchi-
cal, and logistical points of view, the Romanian National Centre of Cinematography
(CNC) had been established in 1962 as a ‘body that will provide ideological and artistic
orientation, as well as guidance and coordination for film production and dissemination’
It was subordinated to the State Committee for Culture and the Arts (CNCA).

At the meeting in May, 1968,' the emphasis was on the need for the Party to control
the film industry because films had to be converted into ‘instruments of social criticism’
(Petre Séilcudeanu, President of CNC). The party was to become a ‘guiding beacon of light’

10) Florian Potra, ‘Cinematografia romand, p. 34.

11) Mihai Dinu Gheorghiu, ‘Romanul realititii — Autenticitate si valoare, Amfiteatru, no. 2 (1980), p. 5.

12) Ceaugescu did not become the President of the Republic until March 1974, when this state function was first
created.

13) ‘Probleme actuale ale filmului si ale difuzarii filmului de lung metraj. Romanian National Archives, Fond
CC al PCR, Cancelarie, File 88 (1968), pp. 129-218.

14) ‘Stenograma sedintei comisiei ideologice a CC al PCR din ziua de 23 mai 1968’ Romanian National Archives,
Fond CC al PCR, Cancelarie, File 80 (1968), pp. 2-212.
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(Dumitru Popescu, member of the Central Committee of the Romanian Communist Par-
ty)'® in charting the strategic themes of cinema. This restrictive attitude of the Romanian
Communist Party after the relative liberalization of the 1960s came, in a way, as a response
to a proposal made by Sergiu Nicolaescu (probably the most important propagandistic
film director of the communist period), who was attempting to find a solution that would
make Romanian cinema profitable. Nicolaescu advocated a recipe for commercial success
that had proven to be very lucrative not only in the ‘rotten] imperialist West, but even in
Romanias Eastern European comrade countries, such as Poland or Czechoslovakia. Ac-
cording to him, these countries produced ‘films in which sexuality is presented in a very
open way; through this method they were able to sell films and capture the attention of the
world press.’®

This ‘reform), which displayed a burgeoning capitalist spirit, even though the profits
would ultimately belong to the state, was not accepted by the leadership of the Commu-
nist Party in 1968. The fact that President Nicolae Ceausescu did not even see cinema as
an economic domain,'” not to mention as an aesthetic one, but merely as an ideological-
political realm is attested by the reply he gave Sergiu Nicolaescu: ‘ultimately we cannot
treat this as a tradable commodity, comrades, for when it comes to the creation of man’s
socialist consciousness, we most certainly cannot trade it off.!'* This reaction clearly shows
that the Romanian Communist Party itself was understood as the only producer of films,
both in theory and in practice. The institutional filters that selected, budgeted, financed,
produced and distributed films were meant to enforce and safeguard this principle.

Ceausescu’s next two meetings with Romanian film makers (in 1971 and 1974) brought
about a so-called ‘cultural revolution, as well as a centralized, inflexible socialist restruc-
turing of the Romanian film industry. Ceausescu’s meeting with film industry representa-
tives in 1971 came amidst a conflict between the latter and the CNC leadership. The dis-
cussion about the economic potential of Romanian films was resumed. The CNC Director
emphasized that only sixteen of the fifty-two films produced from 1965 to 1969 had
brought financial profit. To minimize this economic deficit, he proposed three remedial
measures:'”
o The establishment of creative groups (which could facilitate better collective screen-

plays);

15) In 1971, Dumitru Popescu became chairman of the Council of Socialist Culture and Education, an organi-
zation that replaced the former State Committee for Culture and Art, in other words the Ministry of Culture.
He was Nicolae Ceausescu’s henchman, which explains his nickname: ‘God’

16) ‘Stenograma sedintei comisiei ideologice a CC al PCR din ziua de 23 mai 1968, p. 68.

17) However, the economic stakes of Romanian socialist films should not be ignored. The attraction to co-pro-
ductions and the financial allocation policies for large productions and distribution strategies, prove that,
for Ceausescu, the economic aspect was a priority. For example, Mihai Viteazul (1970), directed by Sergiu
Nicolaescu, was distributed internationally by Columbia Pictures under the title The Last Crusade.
Considered by IMDB as the third highest-rated historical film ever, Mihai Viteazul was produced with a re-
cord budget of 500,000 dollars.

18) ‘Stenograma sedintei comisiei ideologice a CC al PCR din ziua de 23 mai 1968, p. 69.

19) In this article, I am using data taken from the PhD Thesis (unpublished thus far) of the historian Bogdan-
Alexandru Jitea, Ceausescu Regime (Faculty of History, Bucharest University, 2012), pp. 40-53. The research-
er has documented the manner in which Romanian cinema was organized during forty years of socialism.
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o The organization of competitions for the selection of screenplays (mention was made
that only eleven of seven hundred screenplays had been retained);

o The development of thematic plans regarding feature films in keeping with the concep-
tual framework, which comprised two major genres: national epics (Ceausescu’s na-
tionalist mythology was still in its infancy) and topical films (aimed at building a my-
thology of socialist everyday life).

This reorganization, which began to function effectively in 1972, contains, in fact,
‘a paradox of the new mode of production: on the one hand, there has been a relative de-
centralization (reference is made to the establishment of film studios, with creative auton-
omy and economic self-management rights) and competition has been encouraged [...],
on the other hand, there has been a diffusion of responsibility for the quality of the result-
ing films?” The practical effects derived from this mode of production led to a growth of
the hierarchical bureaucracy involved in production and did not safeguarded the autono-
my of the film units. Five film studios were set up (see below), each with a relatively clear
mission, different budgets, and their own leadership.

Although Petr Szczepanik admits that there was a certain diversity in the organization
of the state-socialist mode of production in East-Central Europe, the characteristics he
has identified are also relevant, in principle, for the Romanian context: clear hierarchical
structures (centralized decision-making); efficient management and logistics (multi-an-
nual plans, implicit censorship, a correlation between the topics of the films and the so-
cialist political agenda; multiple control filters); collaborative cultural, ideological and
professional environments (the relations between directors, writers and technicians).
The Czech researcher argues there was one key person in this organizational framework
of the film-units, who served as a kind of interface that linked the various levels and tiers
of responsibility, creation, or decision making. That person was the dramaturg: his role
was that of a facilitator in the East-European film industries — the relative equivalent of
a producer in the western world. However, the specific difference of the Romanian context
must be pointed out in this case. In Bucharest, the decision maker within a network that
made possible the production of a film was the director of the film studio. In terms of pro-
fession, this person was either an important writer or someone with a background in
broadcasting or in the print media. The ultimate link in the chain was the film director
himself, although decision regarding the financing of a production did not belong to him
at all. As Radu Toderici writes,

20) Radu Toderici ‘Deceniul autorilor: ce s-a intdmplat cu filmul roméanesc in anii ’90?, in Andrei Gorzo &
Gabriela Filippi (eds.), Filmul tranzitiei. Contributii la interpretarea cinemaului noudzecist (Cluj-Napoca:
Tact, 2017), p. 193. In his well-documented research, published in Romanian and dedicated to the complex
relationship between the restructurings of the Romanian film industry in the 1980s and 1990s, Radu
Toderici sums up Constantin Pivniceru’s report on the reorganization from 1972 (Cinema, no. 4 /1972/,
pp- 48-49). Toderici believes that this seemingly decentralized ‘capitalist’ strategy had not so much an eco-
nomic purpose as an interest in increasing production efficiency (as many films as possible) and aesthetic
quality (better films).

Toderici synthesizes these characteristics based on the article of Petr Szczepanik, ‘The State-Socialist Mode
of Production and the Political History of Production Culture] in P. Szczepanik and P. Vonderau (eds.),
Behind the Screen: Inside European Production Cultures (New York: Palgrave Macmillan, 2013), pp. 122-124.
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Film studios regularly contracted the scripts first, looking then for the directors who
could mount them; in many cases, even when a director proposed his own screen-
play to the film studio, the recommendation was that he should make a film based
on an already existing script. The origins of this situation lay in a phenomenon that
was specific to Romanian cinema under communism: the writers’ astounding pow-
er of influence and the close ties they maintained with people who had decision-

making power in the world of films, including with executives of the film studios.??

The fact is that, after the reorganization of 1972, the network was missing an essential
element: the producer. Although this point received an unsystematic, but trenchant re-
sponse in 1968 — ‘the socialist state is the sole producer of Romanian films, and in spite
of the fact that each film had a delegated producer, under the new legislative regulations,
his function was simply a technical one, of monitoring or reporting on the production
process. A delegated producer was not someone who truly managed the whole process and
was commiitted to the implementation of a project. Moreover, the producer’s function of
political counsellor, invoked in Florian Potra’s article, was taken over by the managers of
the film studios (who had the final say in approving a screenplay), on the one hand, and by
the politically influential cultural facilitators (writers, theatre directors, journalists), on
the other hand.

The Collective Producer: State Production Companies

Although they had a fairly rudimentary understanding of the concept of film producer, the
representatives of the CNC and the filmmakers knew that this was a key political and eco-
nomic position. Thus, while in 1968 the polemic had been economic vs. ideological and the
Party’s status as a producer had not come under dispute, in 1971 the clash was between
those who were mandated to provide logistical and political control (CNC) and the film-
makers. The latter complained about the excessive regulation of the CNC and proposed
the creation of a Filmmakers’ Union that was to take over the film producer’s role. This
proposal for innovation came from the same director Sergiu Nicolaescu mentioned earli-
er, but it was not a truly reformative suggestion. In his view, the Union was to ensure the
link between the Party and the creators. Basically, Nicolaescu suggested that the Party
should communicate directly with the filmmakers, without additional institutional filters,
but also that these substantial privileges (in terms of priorities, budgets, selection, control)
should, of course, be granted to those who led the Union.

Obviously displeased with the state of Romanian cinema, Nicolae Ceausescu called for
the establishment of ‘a body of ideological and political guidance for all those working in
the film industry’?® This body was to take over the function of collective producer and its
leader was to be delegated by the Party. 1971 was the year of the ‘July theses’ that brought

22) Radu Toderici, ‘Deceniul autorilor} p. 195.
23) Nicolae Ceausescu, ‘Cuvantarea tovarasului Nicolae Ceausescu la intalnirea cu creatorii din domeniul cine-
matografiei, in Scdnteia, no. 8718 (March 1971), p. 3.
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about, in Romanian politics, a total abandonment of the reformist tendencies that had
characterized the first part of Ceausescu’s mandate. In 1974, during the third encounter
between the representatives of the film industry and Ceausescu, debates were held on
a project for the reorganization of the field. A hierarchical mechanism of filters was set up
for controlling the production of films more efficiently (in an economic sense) in a sort of
laboratory of socialist propaganda, which was to influence the entire process of film crea-
tion, from thematic conception to finished product.

The institutional hierarchy derived from this model posited, at the top of the pyramid,
the Central Committee of the Romanian Communist Party and, directly subordinated to
it, The Council of Socialist Culture and Education. The Directorate for Arts and Entertain-
ment Institutions was an institution directly responsible for implementing the party’s cul-
tural policies and ideology, while the Romanian Film Central Office, created through
a merger between the Directorate for the Filmmaking and Film Distribution Network and
the CNC, was in charge of documenting, budgeting, and producing films. The Central Of-
fice had the role of providing centralized management of the five production companies
and of ensuring the film distribution process. Out of the five production companies, only
four were in actual operation, with the following production lines:*

o Production Company 1, led by the writer Alexandru Ivasiuc, was open to cinematic
experiments and was specialized in the production of small-budget, topical films.

o Production Company 3, led by Eugen Mandric, produced historical films, featuring
primarily the underground fight of the communists.

« Production Company 4, led by Cornel Leu, produced film adaptations of Romanian
literary works and topical films with content that highlighted the socialist agenda.

o Production Company 5, led by Dumitru Fernoaga, produced historical films from the
nationalist-communist agenda dedicated to the ‘national epic; but also co-productions

(in particular with Italy and Germany).

After production, a film was viewed by a commission of the Central Committee of the
Communist Party. At this stage, reccommendations were made for changes in the screen-
play or montage, in line with the Party’s policy. During the last, unofficial stage, Nicolae
Ceausescu, the Secretary General of the Party, watched the films. This organizational
frame was maintained from the early 1970s until 1989. During these two decades, Roma-
nian Cinema underwent a period of decline, marked by increasing political control, the
suppression of thematic agendas by socialist ideology, the censoring projection sessions of
the Party, the centralized production model, and the strategy of providing ideologically
uncomfortable films with poor distribution channels.” At the same time, from an eco-
nomic point of view, as a member of C.A.E.R.,”® Romania was given the task of develop-

24) Bogdan-Alexandru Jitea, Rezistentd si conformism, pp. 58-59.

25) There is an important nuance that greatly differentiates the way in which the Romanian film industry func-
tioned under socialism from the Polish case. In the latter situation, ‘[e]ven though it controlled film financ-
ing and production, the State still underwrote the critical filmmaking that made popular heroes out of op-
positional filmmakers. (Marcin Adamczak, ‘Polish Cinema after 1989. A Quest for Visibility and a Voice in
the Market, Iluminace, vol. 24, no. 4 /2012/, p. 47).

26) The Council of Mutual Economic Assistance, an organization of the Eastern European socialist states, in-
cluding the USSR.
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ing the material and technical basis for film processing between 1979 and 1989. The Film
Processing Factory in Buftea was set up in this period to ensure the processing needs of all
C.A.E.R. member states in Eastern Europe:

The first plant of photosensitive material in Romania, after a Japanese patent
(Sakura), is being carried out at Targu Mures to cover the film needs for both do-
mestic and CAER member countries, alongside the two similar plants in the USSR
(from Kazan and Shotska) and ORWO in East Germany.?”

Despite this regional cultural-economic opportunity, despite the rising level of pro-
duction and the major investments made in the film industry, and despite the notable so-
cialist co-productions or the relatively open, albeit hypocritical relations with Western Eu-
rope,® the cinema (and television) were perhaps the main domains in which Ceausescu’s
cultural revolution was ‘successful’ in the last two decades of socialism.

The Romanian film industry of the 1990s cannot be addressed outside this political,
structural, and economic background. As stated above, the clinical death of post-commu-
nist Romanian Cinema can be proved in quantitative terms: less than sixty films® were
made from 1990 to 1998. Basically, the film industry reflects the economic patterns of the
transition period: the financial collapse of state-owned institutions, bankruptcy, and inef-
ficient privatization. Although there are very few scholarly contributions® that address
the phenomenon of Romanian film production in post-communism, there is consensus

27) Valentin Cojanu, ‘Avantajele competitive in productia globald de film. Cazul Romaniei, CCREI Working
Papers Series, no. 5 (October 2014), p. 21.

28) Still, in its attempts to preserve the appearances of a popular democracy, the socialist government in
Bucharest did not regard the field of cinema as a priority. One argument could be the lack of prestige of the
Romanian directors at film festivals (incomparable with the notoriety of the Czechs or the Poles). Another
argument is that Ceausescu was trying to consolidate his image in the West by means of foreign policy strat-
egies rather than through the creative industries or through culture. The hypocritical management of rela-
tions with the West through films was, as stated earlier, different in Poland, a country that consistently fi-
nanced its subversive directors: “There is no easy answer to the question of why the Polish State backed the
production of films that were critical of its social, economic, and political systems. To some extent, this prac-
tice was likely driven by the prestige attached to supporting films whose artistic merits were signalled by the
awards they won at international film festivals. This situation allowed a socialist state to position itself as
apatron of the arts and to present itself to Westerners as a progressive and open institution’. (Marcin
Adamczak, ‘Polish Cinema After 1989, p. 47).

Using the references of Krzysztof Kucharski (Kino Plus. Film i dystrybucja kinowa w Polsce 1990-2000
/Torun: Oficyna Wydawnicza Kucharski, 2002/) and data from the Polish Film Institute, Marcin Adamczak
shows that in the 1990s, 186 feature films were produced in Poland. 38 of these were made before 1989 and
were launched in 1990 (Adamczak, ‘Polish Cinema After 1989) p. 53).

Toana Uricaru’s article — ‘Follow the Money. Financing Contemporary Cinema in Romania, in Aniké Imre
(ed.), A Companion to Eastern European Cinemas (Malden: Wiley-Blackwell, 2012), pp. 427-452 — sums up
the main legislative changes concerning film financing in the 1990s and their consequences on the produc-
tion companies that the New Romanian Cinema directors developed after 2000. Resorting to the methodo-
logical framework imposed by Mette Hjort and her concept of small cinema, Andrea Virginas (‘Hungarian
and Romanian film production in transnational frameworks: small domestic taste} in Jana Dudkova and

29

~

30

=



ILUMINACE Volume 29, 2017, No. 3 (107) THEMED ARTICLES 19

regarding the fact that from a structural point of view, the Romanian film industry was
faced with two major crises in the first decade after 1989: an institutional crisis and a crisis
of legitimacy.

The Institutional Crisis of the 1990s

Prior to 1989, a coherent managerial vision was not necessary. Everything revolved around
the obsession to save money,*" as is clearly evident in the production reports of the 1970s-
80s. After 1989, the perpetuation of this economic and logistical behaviour, predicated on
the inefficient circulation of money between the state institutions — one paying the oth-
er’s costs — could no longer be sustained. This led to bankruptcy and disadvantageous pri-
vatizations. The film domain could not relaunch, regardless of how much funding the state
would provide. The legislative changes governing the financing of the Romanian film in-
dustry reflected this situation. Even if Ioana Uricaru focuses on explaining the function-
ing of private film studios in Romania after 2000, her article in A Companion to Eastern
European Cinema® contains a useful synthesis of the laws regarding the financing of film
production in the 1990s. Decree-Law no. 80 of 8 February 1990 stipulated that films were
to be made by ‘creation units’ (which would belong to professional associations like the
Filmmakers’ Union (UCIN) and state funding should be supplied only for projects of na-
tional interest (‘the encouragement and protection of the national film production, stim-
ulating the making of films of high artistic value’); for the remaining films, bank loans
should be secured or funding should be secured from distribution pre-sales. This fi-
nancing mechanism, marred by an astonishing naivety in the context of a volatile cultur-
al, financial, and economic market, was to quickly reveal how ineffective it was. It is im-
portant to note that still in 1990 only the state could act as a producer and provide
economic and financial support through the National Centre of Cinematography (CNC).

Katarina Misikové /eds./, Transformation Processes in Post-Socialist Screen Media /Bratislava: Academy of
Performing Arts, Institute of Theatre and Film Research-The Slovak Academy of Sciences, 2016/, pp. 77-96)
compares post-communist Hungarian and Romanian film production, providing a sociological explanation
for the absence of popular cinema in Romania. Radu Toderici’s research (‘Deceniul autorilor, 2017) explains
that the Romanian film industry functions in post-communism based on the same political and financial
mechanisms as before 1989. Bogdan Jitea (‘Avatarurile cinematografiei de tranzitie. Studiu de caz R.A.
CINEROM,; in Andrei Gorzo & Gabriela Filippi /eds./, Filmul tranzitiei. Contributii la interpretarea cine-
maului noudzecist /Cluj-Napoca: Tact, 2017/, pp. 241-264) has conducted a case study on the administra-
tive, legislative and economic transition of national film production from Centrala RomaniaFilm to Regia
Autonoma Cinerom (set up in 1991 and dismantled in 1996).

31) The obsession for ‘staying within the limits of the expenditure estimate’ appears in most of the production
reports from the 1980s. For instance, the report on the funding contract of the Romanian-Polish co-produc-
tion The Golden Train (Bohdan Porgba, 1986) contained a budget resizing proposal: ‘As regards the expend-
iture estimate, the level of expenses proposed shall not be endorsed and it is recommended that the cost es-
timate should be reconsidered after the completion of the filming stage in Romania’ (‘Proces verbal privind
incheierea lucrarilor de pregitire. Productia filmului Trenul de aur’. Romanian Historical National Archives,
RoFilm Fund, Inventory no. 3197 /1985/, p. 19.).

32) Ioana Uricaru, ‘Follow the Money), pp. 427-452.

33) See footnote 29.
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Government Decision no. 530 of 2 September 1991 ‘regulated the partial privatization
of the film industry by creating two autonomous self-administrating units, which func-
tioned as economic enterprises with capital that was fully owned by the state — one for
film production (Regia autonoma CINEROM/ CINEROM Public Company, which be-
came [after 1996] ROFILM) and one for distribution and exhibition (Regia autonoma
Romania Film / Romania Film Public Company — RADEF)’* Under the new regula-
tions, the CNC became the ministry to regulate filmmaking activity. Five creation studios
were (re)established and placed under the control of CINEROM Bucharest. Moreover, it
was decided that CINEROM should make film production proposals to the CNC for the
approval of any state subsidies needed for supplementing the financial resources.

Actually, the confusion was not merely legislative, but also administrative. The four
functional production companies set up in 1972 were dismantled in 1990, but were simul-
taneously re-established, being placed under the control of UCIN, based, of course, on the
same socialist infrastructure. Technically, this was a strictly legal transition. No actual re-
structuring occurred at this time. In 1991, the film studios, called The CINEROM Crea-
tion Studios,* were ceded by UCIN to the CNC. This resulted in a very bizarre situation,
since the executives of the production companies — who were, without exception, well-
known directors of the 1970s generation — also held leading positions in the CNC. There-
fore, in the context of legislative confusion and economic instability, with a rudimentary
understanding of the concept of producer — a deficiency inherited from the socialist peri-
od — those who decided the public funding of film productions were, in principle, the
very same who decided what films were to be made.

As historian Bogdan Jitea states, in 1994

what entered into force was the regulation governing film financing from the cen-
tralized fund of the CNC [consisting] of funds granted from the State Budget, from
broadcasting funds, derived from screening films in the cinemas on the national ter-

34) Ioana Uricaru, ‘Follow the Money, p. 432.

35) The five production houses subordinated to the CNC are the following: ALPHA FILM, which produced, in
general, the films of its own director, Mircea Daneliuc, such as The Eleventh Commandment (1991); The
Toothless War (1992) or The Conjugal Bed (1993); GAMA FILM, led by Constantin Vaeni, which focused on
debut and commercial films, but distributed them only on the national market; PRO-FILM, led by Dinu
Tanase, which produced a few debut feature films like Leisure (Valeriu Dragusanu, 1993) and anti-commu-
nist films like Divorce...Out of Love (Andrei Blaier, 1992) and Nicolae Mérgineanu (Look Ahead with Anger,
1993); SOLARIS, led by Dan Pita, produced films dedicated to the recent past or to everyday life during the
period of post-communist transition: e.g., Somewhere in the East (Nicolae Mérgineanu, 1991), Luxury Hotel,
Pepe ¢ Fifi (Dan Pita, 1992; coprod. Cinerom), The Sleep of the Island (Mircea Veroiu, 1994; coprod. Star
Film 22); STAR FILM, led by Sergiu Nicolaescu, produced mainly his own historical and commercial films:
e.g., The Mirror (1994) and Point Zero (1995; coprod. Kiper Lascu, USA). The director Lucian Pintilie repre-
sented a special case in that period. Having returned to Bucharest from France, he took over leadership of
The Studio of Cinematographic Creation of The Romanian Ministry of Culture, which was financed direct-
ly from governmental funds. He produced his own films in this studio (most of them co-productions): Too
Late (1996; coprod. MK2, Canal + & Filmex), An Unforgettable Summer (1995; coprod. MK2 & Filmex), and
Terminus paradis (1998; coprod. MK2 & Filmex). The film Fox — Hunter (Stere Gulea, 1993; coprod. Filmex
& Ecco Films /Germany/) was produced in the same studio. In addition to these publicly funded creation
studios, there was also a Studio of Romanian Television, led by Dan Necsulea.
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ritory (RADEF or the private sector) and from other funds. CINEROM continued
to hold a monopoly on the distribution of funds for film production.’®

This funding could benefit the creation studios of CINEROM and the Commercial
Film Company ANIMAFILM (founded in 1991 and specializing in animation produc-
tions). In addition to this, the independent studios®” were eligible to receive 50% of the
production estimate on the condition that the film was co-produced by the CINEROM
studios.®®

The effects of the legislative framework imposed in 1991 became evident in the mid-
1990s. Only 18 movies were produced until 1995. The causes for this were structural: un-
correlated legislation, insufficient public and private funds, and administrative incapacity.
On top of everything, there was an atmosphere of bitter conflict between the directors
who were running the production companies and the CNC. It was a fierce battle over re-
sources, without the protagonists having the relevant know-how. While before 1989 state
subsidies moved from one state institution to another and filmmakers and actors were
paid substantial amounts of money, this mechanism collapsed in the 1990s, because it
could not be adapted to the new social, cultural, and economic realities. It came as no sur-
prise that filmmakers accused each other of misappropriating funds. Film companies
went bankrupt and the Romanian film industry was heading towards a collapse. CIN-
EROM disappeared as a legal entity in 1996, when a different organizational structure
took its place: ROFILM S.A. The five studios that had perpetuated the socialist model,
somehow in opposition to those who held political power in that period, proved to be
a failed experiment of the directors belonging to the 1970s generation: ‘this institutional
hybrid [...] could not make the transition from the commission-based economy of com-
munism to the economy of the transition period, as the increasingly frantic incentives of
the market economy destabilized any long-term strategy’® Beyond the unrealistic legisla-
tion, the disastrous management, the public rudimentary policies, the volatile financial
situation, and economic instability, probably that biggest insurmountable problem was the
absence of the producer as a profession.*” The problem addressed at the meetings between
Ceausescu and film industry employees in the 1970s had received an authoritarian or col-
lectivist response at that time, but the film industry could not find a favourable answer in
the 1990s .

36) Bogdan-Alexandru Jitea, ‘Avatarurile cinematografiei de tranzitie, p. 251.

37) Several independent production companies received subsidies from the Romanian State. For instance,
FILMEX produced the debut film of Bogdan Dumitrescu-Dreyer, Where It Is Cold in the Sun (1991); The
Oak (Lucian Pintilie, 1992); Nae Caranfil’s first film, Sundays on Leave (1993) and Asphalt Tango (Nae
Caranfil, 1997; coprod. Les Films du Rivage & France 3 Cinéma); and Betrayal (Radu Mihéileanu, 1994; co-
prod. Parnasse Productions & Scarabée Films). CASTEL FILM, led by Vlad Paunescu, produced Train of
Life (Radu Mihiileanu, 1998; coprod. France, Belgium, Netherlands, Israel, Romania) and became an im-
portant and influential company in the context of the East-European film industry after 2000.

38) Regulament privind finantarea filmelor din fondul centralizat al Centrului National al Cinematografiei,
Romanian Historical National Archives, Fond S.C. Rofilm S.A, file 40, vol. I, no. 17 (1994), pp. 1-2.

39) Bogdan-Alexandru Jitea, ‘Avatarurile cinematografiei de tranzitie, p. 263.

40) In a recent interview, recalling the 1970s, the director Mircea Daneliuc denounced this very aspect: the pro-
ducers’ lack of professionalism: ‘T cannot call them producers, and not even today’s producers deserve that
name’ (p. 34).
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A Legitimacy Crisis

If we consider who was in charge of the Romanian film production companies in the
1990s, it becomes clear that the national cinema industry mirrored the cultural and polit-
ical power relations. Some of the studios financed by the CNC were headed by subversive
film directors of the 1970s and 1980s (such as Mircea Daneliuc or Dan Pita), while other
funding opportunities were available to a group of filmmakers led by Sergiu Nicolaescu
(whose name was, prior to 1989, associated with historical films that promoted Ceausescu’s
nationalism). The Ministry of Culture directly financed the production company led by
Lucian Pintilie, a legendary film director who had returned from his exile in France at the
beginning of the 1990s.

In effect, the challenge facing the film industry and film directors in this attempt to ac-
quire new legitimacy was how to maintain their artistic relevance after communism.*"
However, the cultural and managerial policies of these authors — perhaps with the nota-
ble exception of Pintilie, who had collaborated with some of the younger film directors of
that decade — were more focused on financing their own projects than on forging a uni-
tary national development strategy. There was no institutional reform and no plan had
been created for restructuring public policies or issuing adequate legislation for streamlin-
ing film production and distribution. A possible explanation of the partially justified insti-
tutional and administrative crisis would be that there was no expertise regarding the nec-
essary adjustment to the new socio-economic conditions. In a documentary by Alexandru
Solomon, Kapitalism. Our Improved Formula (2010), the controversial businessman Dinu
Patriciu stated that in the 1990s ‘it would have been impossible for the state to have more
competent human resources’ For the filmmakers belonging to the 1970s and the 1980s
generations, the primary stakes were authorial and moral. They did not deliberately at-
tempt to restructure the film industry in spite of the fact that they held administrative po-
sitions. To a considerable extent, their films made in the 1990s reflect a conspicuous anti-
communist discourse, delivered as traumatic testimonial, as anti-totalitarian parable, as
heroic rebellion or as bitter indictment. From this point of view, they could be described
as films that rehashed a dissident strain that was left unexpressed during the socialist pe-
riod.

In the 1990s, the legitimacy crisis of cinema both as a specific medium and as a crea-
tive industry was addressed in debates that were of little intellectual consequence, but very
relevant as a social symptom. The pressing topic was that of auteurism. From 1947 to 1989,
authorship was defined in multiple registers in the Romanian film industry. In each case,
these definitions reflected the transformations undergone by the socio-cultural policies of
socialism: through the paradoxical filter of socialist realistic elitism, with obvious Soviet
reminiscences; through a redefinition of the concept of auteurism, by integrating the di-
rector into the collective creative process; through the director’s potential for subversive-
ness against state censorship;* through the cooperation of the director and the screen-

41) See Andrew Baruch Wachtel, Remaining Relevant after Communism: The Role of the Writer in Eastern Europe
(Chicago: University of Chicago Press, 2006).

42) The periods identified by Constantin Parvulescu (‘Opening Titles and Authorship in Romanian Socialist
Film, Iluminace, vol. 26, no. 3 /2014/) are important in this regard. In early socialism (1947-1957) the
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writer, who had the noble mission to create a ‘national school of filny’; through the
distinction between two conceptions of the director — as artist vs. a technician; through
the designation of the director as ‘total author’; or through the argument that the author
creates a ‘national style’*® Even if auteurism was not theorized or re-conceptualized in Ro-
mania during the 1990s, the general idea was that a national cinema can only be developed
through auteur films. Auteurism has become synonymous with a form of civic, generally
anti-communist mission, which aimed to annihilate not only the older politicized order of
the socialist period, but also the flimsy aesthetic conventions of the films produced in that
time. Having achieved national visibility and assumed an institutional role in the restruc-
turing of the national film industry, these auteurs also enjoyed the prestige of former ‘dis-
sidents’ under socialism and of the prizes they won in international festivals: for instance,
Dan Pita got the Silver Lion in Venice for Luxury Hotel (1992), while The Conjugal Bed
(Mircea Daneliuc, 1993) was included in the Berlin competition. All in all, after 1989, the
filmmakers of the 1970s and 80s generation were expected by film critics to be the saviours
of cinema as art. This explains, on the one hand, the lack of public and financial support
for those films. It is well known that there has been no popular cinema in post-communist
Romania, not even one promoted exclusively at the national level. On the other hand, it
justifies the fantasy of a New Romanian Wave, launched in 1993.% The fact that Lucian
Pintilie worked with Cristi Puiu at the end of the 1990s, thereby supporting the new gen-
eration of filmmakers, reveals a unified — it would be tempting to call it modernist — con-
ception of auteurism. Unfortunately, the legislative, political, social, and institutional at-
tempts to legitimize the Romanian film industry in the 1990s resulted in a general failure
that was camouflaged by modest production, by anti-communist rhetoric, and by huge
auteur egos. This failure was nonetheless exposed by the economic bankruptcy that this
ineflicient restructuring brought about.

‘Romanian cultural elites replicated this paradoxical mixture of elitism and proletarianism, laying the
groundwork for the notion of the film director as the sole source of artistic input [but] the emphasis placed
on the writer is not only a symptom of socialist cinema’s relationships to theatre and high culture, but also
a demonstration that the order of billing during early socialism mirrored the temporality of the film produc-
tion process’ (28). During mid-socialism (1957-1977) ‘the director was but one member of a team whose
multidirectional cooperation suggested greater levels of collective authorship’ (30). Still, even though the
concept of director-centred authorship already existed in the 1970s, in late socialism (1977-1989) it ac-
quired national-regional relevance, largely based on the participation of some films in Western festivals:
‘Eastern European film industries were content to be seen as staunch supporters of a cultural pan-Europe-
anism undergirded by the European-born concept of the Auteur’ (32). The director Mircea Daneliuc ex-
plained this openness from the latter half of the 1970s by stating that, as a rule, the Communist Party was
not very interested in film festivals: ‘[nevertheless] film exchanges were made between the COMECON
countries anyway, so these films reached a series of countries and other films came from there. However,
when it came to such films getting to Western countries, things became more complicated, but not impossi-
ble’ (p. 32).

Summing up several positions expressed in the Romanian magazine Cinema (1965-1971), Radu Toderici
(‘Deceniul autorilor, 2017, p. 196) finds that the defence of the ‘total author’ appeared in the press even be-
fore the directors of the 1970s” generation made their debuts. The key terms (imposed through political di-
rectives) through which auteurism was conceptualized prior to 1989 were: ‘topical film), ‘national specificity,
‘political film;, and ‘national film epic.

This phrase was coined by the film critic Adina Darian in a debate organized by the magazine Noul Cinema,
no. 3 (1993), pp. 4-5.
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Conclusion

The two attempts at restructuring the Romanian film industry — that from the beginning
of the 1970s and that from the 1990s — must be understood in a process of continuity. The
revolution of December 1989 separates the two socio-political eras only symbolically. The
winds of cultural liberalization, which swept across Eastern Europe in the 1970s, were not
felt in Romania. Centralized control entailed not just a whimsical bureaucratization, as
Lucian Pintilie believed, but also a rather aggressive attempt to recreate the context and re-
enforce the conditions of the 1950s within the cultural sphere.

The endeavours to create the ‘institution’ of the professional producer failed. Because
of an obsession with control, the socialist state itself was projected as the ultimate film pro-
ducer, but this had three harmful effects: the absence of an economically proficient vision,
the impossibility of even a partial decentralization of the film units corresponding to the
four production companies, and the increasingly ambivalent responsibility for film pro-
ductions. The centralization of decision-making, the multi-annual plans, the correlation
between the topics of the films and the socialist political agenda, the collectivization of
production, and even the substantial investments made in film productions failed to facil-
itate the quantitative and qualitative development of the Romanian film industry. The only
thing they succeeded in creating was an ambiguous mechanism of negotiation between
directors, writers, screenwriters, film industry workers, and the Communist Party. The
Romanian film industry of the last two socialist decades was a world of intermediaries and
facilitators, which dominated the networks of cultural and political influence.

In the 1990s, the two crises identified above — the institutional crisis and the crisis of
legitimacy — demonstrated that any organizational system, any social, cultural, political,
or ideological infrastructure or platform would be continually recycled until they perma-
nently collapsed. The legislative and administrative mayhem, the numerous political con-
flicts, and the lack of expertise and economic resources produced a world of belated dissi-
dents, of moral auteurs whose films could not be produced in a professional fashion, for
there was no one to do so.

As Petr Szczepanik has noted, using Fernard Braudel’s concept of longue durée, ‘the
collective mentalities of film workers develop at a significantly slower rate than the rapid-
ly changing “history of events” that affect cinema as it intersects over time with the politi-
cal’* From this point of view, the 1990s are somehow part of the long 1980s. This situa-
tion vividly illustrates what the Romanian literary critic and theorist Mircea Martin has
called the complex of an ‘eternal beginning’*®

Claudiu Turcus is Assistant Professor of Literary and Film studies at Babes-Bolyai University, Cluj,
Romania. He obtained his PhD in Humanities (2011, BBU) after a fellowship research at Bard Col-
lege, New York. His research interests are focused on East-Central European Literature, Cinema,
and Criticism. He has published widely on topics such as the cultural memory of Socialism, the rep-

45) Petr Szczepanik, “The State-Socialist Mode of Production, p. 125.
46) Mircea Martin, G. Calinescu si complexele literaturii romdne (Pitesti: Paralela 45, 2002).
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resentation of Post-communist transition, intellectual history, and the ideology of New Romanian
Cinema. His book, Norman Manea. Aesthetics as East Ethics (Frakfurt-New York: Peter Lang, 2016)
is the very first monograph about the life and oeuvre of this important Romanian-American writer,
who was proposed twice for the Nobel Prize.
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SUMMARY

Restructuring a Cinema That Didn’t Exist.
The Romanian Film Industry of the 1990s

Claudiu Turcus

This article documents and describes the ways in which the Romanian film industry was restruc-
tured in the 1990s. It also explores the structural, legislative, financial and ideological continuities of
this period with the manner in which this field of cultural production was organized in the 1970s
and the 1980s. Using a contextual analysis of several documents from the National Archives of Ro-
mania (RoFilm Fund, 1986-1989), interviews with the most influential film directors of that period
as primary research data, and scholarly sources (both in Romanian and English), I argue that the
collapse of the state-socialist mode of film production, financing, and distribution produced adverse
structural effects in the 1990s, undermining the desired relaunch of the Romanian film industry as
a national cinema and postponing the integration of Romanian cinema within a transnational net-
work.
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Konrad Klejsa, Michal Dondzik, Jarostaw Grzechowiak

Phoenix Burning: The Collapse
of the Fiction Film Studio

and the Educational Film Studio
in £6dz in the Early 90s

The year 1989 brought about political changes in all countries belonging to the former So-
viet bloc. The collapse of the political system also triggered economic changes: the central-
ly governed economy, wherein most institutions and businesses in the country were sub-
ordinated to state authorities, was supposed to be replaced by a market economy based on
multiple business entities and private ownership. The early 1990s were, on the one hand,
a time when new private businesses started, and on the other hand, a time when many in-
effective, deeply indebted state-owned institutions, unable to adapt to the new times, col-
lapsed.

Such a situation was also characteristic of the film production industry in Poland. In
the early 1990s, the system of financing film productions based on subsidies from the
Ministry of Culture budget collapsed and cooperation with Polish Television basically
ended as it now had its own dedicated units providing film services. Most of all, the crisis
influenced those institutions whose existence depended on providing technical and pro-
duction services. Huge financial problems were encountered by most film studios: WFF
(Wytwornia Filméw Fabularnych — Feature Film Studio) in £6dz, WFF-2 (Wytwodrnia
Filméw Fabularnych — Feature Film Studio) in Wroctaw, and WFD (Wytwdrnia Filméw
Dokumentalnych — Documentary Film Studio) in Warsaw (however, since some feature
films had also been shot at WFD after 1961, the studio changed its name to Wytwornia
Filméw Dokumentalnych i Fabularnych — Documentary and Feature Film Studio — at
the late date of 1989), as well as smaller state animation studios (Se-ma-for in £.6dz, as well
as studios in Bielsko-Biata, Krakow and Warsaw) and non-fiction film studios (WFO
/Wytwornia Filméw Oswiatowych — Educational Film Studio/ in £.6dZ and the Czotéwka
Studio in Warsaw). Similar problems also confronted institutions offering post-produc-
tion services such as film print development, e.g., EWZWKF (Lodzkie Zaklady Wytworc-
ze Kopii Filmowych — Film Copies Production Company) in £6dz and SOD (Studio
Opracowan Dzwiekowych — Sound Post-Production and Dubbing Studio) in both L6dz
and Warsaw. Therefore, the beginning of the 1990s was an arena of conflict for various, of-
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ten contradictory ideas concerning how to manage the assets and heritage of film institu-
tions situated in Lodz.

The transformation of the film industry in the beginning of the 1990s is a period
scarcely researched by Polish film scholars. The only book dedicated specifically to this
subject focuses on legal and fiscal regulations;"” while some information about the ‘wild
90s’ in Polish film culture can also be found in the last chapter of a seminal volume by Ed-
ward Zaji¢ek.? Both authors are concerned primarily with institutional transformations
on a national scale. In our opinion, this approach should be supplemented by a consider-
ation of the ‘local’ aspect — since most of the institutions involved in film production were
situated in £L6dz. In order to pursue this local aspect, the research project ‘Contemporary
Hollyt6dz was developed, whose authors attempt, among other things, to re-construct the
course of the film industry’s decline in the city. The first phase of the project consisted of
‘desk research’: the professional and local press was examined and approximately two
thousand pages of various documents were analysed, such as meeting protocols, corre-
spondences, and transformation programs of experts referring to the whole city. Reading
these documents was a quite depressing endeavour since it revealed a picture of the film
industry as being extremely bureaucratic in nature, which resulted in a state of indecisive-
ness (one could get the impression that the more expert opinions and various ‘strategies of
development’ were produced, the more difficult the situation became). This research was
supplemented in the second phase by an ‘oral history’ procedure. Over 50 in-depth inter-
views were conducted with audio-visual sector employees, 15 of which were witnesses to
or participants in the transformations that took place in the first half of the 1990s (each in-
terview lasted from 45 to 90 minutes; the Polish transcripts were deposited in the project
archive file). The value of this undertaking was varied: some interviewees were either re-
luctant to share details of their former work or simply repeated formulations from Zaji¢eK’s
book; by contrast, others offered significant insight, sometimes asking for discretion with
respect to their current employer. Both the interviews and documents were analysed with
the aim to not only reconstruct the path that transformation took, but also to bring to light
all the alternative ideas and solutions that were not ultimately implemented.

In the present study, only two institutions — WFF and WFO — will be discussed.
There are several reasons for this. Firstly, organizational transformations at that time were
focused on these institutions. Secondly, both companies (or their legal successors) still ex-
ist, now owned by the local government. Thirdly, a paper about the history of another sig-
nificant institution for Polish film culture based in £6dz, Se-ma-for, has already been pub-
lished.? Fourthly, and finally, a detailed description of the history of all the remaining
aforementioned institutions would require a separate study, for which this publication can
only provide important background. However, before presenting the material of the study,

1) Ewa Gebicka, Miedzy paristwowym mecenatem a rynkiem. Polska kinematografia po 1989 roku w kontekscie
transformacji ustrojowej (Katowice: Wydawnictwo Uniwersytetu Slaskiego, 2006), p. 55.

2) Edward Zajicek, Poza ekranem. Kinematografia polska 1896-2005 (Warszawa: Stowarzyszenie Filmowcow
Polskich, 2009), pp. 304-327.

3) Ewa Ciszewska, “The Se-Ma-For Film Studio from 1990 to 1999, Images. The International Journal of
European Film, Performing Arts and Audiovisual Communication, vol. 17, no. 26 (2015), pp. 276-282.
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let us first introduce the ‘cast and crew’ of the drama itself in order to understand how sig-
nificant the changes of the early 90s really were.

Glory Days

It was not by accident that L6dz became the place where the post-WWII film industry
found its seat. As a result of WWII, most of Warsaw was razed to the ground and lay in ru-
ins until the mid-50s. By contrast, £6dz had not suffered similar destruction and thus be-
came the informal capital of the country for a few years after the war. Pre-war film-mak-
ers who had managed to survive the war also headed to L£6dz, where the headquarters of
the state-owned enterprise Film Polski were located. Among its first employees were mem-
bers of the former Polish People’s Army Film Crew, who had marched the entire military
route to Berlin (the majority of the film equipment in the possession of £.6dz film institu-
tions, including the National Film School founded in 1948, had previously belonged to the
German film studio UFA).

The history of WEF in L4dZ began in December, 1945, when the first studio set was
opened in Lakowa Street, covering an area of 795 m?. The first feature film to be produced
there was Forbidden Songs (Zakazane piosenki, 1946). In 1948 a second studio set of
273 m? was opened, which later became a subsidiary area for the construction of set dec-
orations for subsequent films. A third sound stage appeared in 1950 and occupied an area
of 770 m?. In the previous year (1949) two other state-owned film studios were estab-
lished: WFO in L6dZ and WFD in Warsaw (both originally dedicated to non-fiction pro-
ductions). In 1954, WFF in Wroctaw, which had hitherto been a branch of the £4dz Stu-
dio, gained its independence.

The period of 1956-1975 was a time when some of the best films in the history of Pol-
ish cinema were made in the WFF studios: MunKk’s Bad Luck, Kawalerowicz’s Mother Joan
of the Angels, Skolimowski’s Walkover and Wajda’s The Promised Land — to name just
a few. Lakowa Street was also the main production site for most of the historical ‘giants’
such as Knights of the Teutonic Order (1960) or The Deluge (1974), as well as some cult tele-
vision series.

The turning point in the history of WFF was 1970, when the Studio was enriched by
the so-called ‘Palace of Sound” — at the time, it was the most modern unit in Poland en-
tirely devoted to work on film sound. The Palace of Sound was equipped with editing-
rooms, sound-mixing studios, projection rooms, console rooms, and social rooms, which
served as a meeting point for the Studio’s employees. In the mid-70s, as many as ten films
were being made simultaneously in the studios of WFE In a 1978 report on WFF pub-
lished in the magazine Film, a tone of admiration and respect for the £6dz complex pre-
vails. The report contains the following description: “Today, the Studio seen from the out-
side — it is modern architecture! At first glance, it resembles a scientific centre rather than
a dream factory. A factory, because it could not be described differently with its staff of
over a thousand employees representing 65 professions.? In the early 80s, the first signs of

4) Andrzej Wojnach, ‘Na Lakowej, Film, no. 30 (1978), p. 8.
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economic crisis were already showing. Nevertheless, quite a number of good films were
made on the Lakowa Street premises: KieSlowski’s Blind Chance (1981), Machulski’s Va-
bank (1981) and Zanussi’s A Year of the Quiet Sun (1984).

Several blocks south of WFE, in the WFO studios at Kilinskiego Street, short and me-
dium-length documentary and educational films on almost every subject (e.g. about art,
history, folklore, and nature) were made. The production volume was huge; in the period
1960-1979, WFO produced on average over a hundred titles per year® (from time to time
some short fiction films were also shot on the WFO premises). The main difference be-
tween WFF and WFO was that the former was dependent on projects conceived and com-
missioned for production by Film Units (Zespoly Filmowe) in Warsaw, whereas the latter
combined both functions: the creative ‘core’ and a production site. In other words: since
WEFO was the only studio in Poland dedicated to educational film, all screenplays — in-
cluding those which had nothing to do with educational purposes — were discussed ex-
clusively by the employees of the creative departments of WFO.

Despite the opportunity to gain new professional experience, £6dz Film School stu-
dents did not typically aspire to work at WFO. “The vast majority of Film School graduates
were getting ready for feature films, the rest wanted to make documentaries. The least
number of volunteers were for WFO’® — recalled director, Sylwester Checinski. Paradox-
ically, it may have been the film school graduates’ lack of interest in working at WFO
which contributed to the creation of a group of independent artists working there. Among
them were long forgotten artists such as the outstanding nature film directors Puchalski
and Marczak, as well as directors of so-called ‘creative documentaries’ (Wiszniewski, Kro-
likiewicz, Szulkin). Jacek Blawut recalls: ‘Feature Film Studio was the queen attracting fame,
a place for celebrities. Whereas we, a group of documentary film-makers from WFO, con-
sidered ourselves the chosen ones, those who made authors’ cinema, profound, real art.”

Indeed, there was hardly any cooperation between the WFF and WFO Studios, with
one notable exception: because WFO produced nature films, it had a fantastic Trick Pho-
tography Department. Thus, when WFF made films requiring trick photography, it would
approach WFO for cooperation (e.g., Stanistaw Sliskowski, one of the main directors
working for WFO, collaborated as co-cinematographer on one of the biggest hits of Polish
cinema, Academy of Mr. Kleks /1984/, shot at WFF)®. Nevertheless, each of the institutions
would function autarkically — for example, there were three film labs in the city: at WFF,
at WFO, and at the £6dz Film Copies’ Production Company (this fact would soon turn
out to be significant for the restructuring plans of the £L6dz Studios).

The second half of the 1980s is unanimously described by film historians as a regres-
sive period in the Polish film industry. The legal act about the film industry passed in 1987,
which guaranteed, among other things, lower income tax on profits, was intended to sup-

5) Teresa Oziemska, Elzbieta Drecka-Wojtyczka (eds.), Oswiatowka. 55 lat przygod z filmem krotkim (Lodz:
Wytwornia Filméw Oéwiatowych, 2000), pp. 13-22.

6) Interview with Sylwester Checinski (26. 9. 2014). ‘46-Sylwester.Checinski-2014; audio file and transcription
(in Polish) stored at: ‘Contemporary HollyL.6dZ’ Project Archive Files at University of £6dz (Archiwum
Projektu ‘Wspétczesna HollylédZ' na Uniwersytecie Lodzkim — herafter CLUL).

7) Stanistaw Zawislinski, Tadeusz Wijata, Fabryka snéw (Lodz: TOYA, 2013), p. 344.

8) Interview with Stanistaw Sliskowski (11. 12. 2014), ‘47-Stanislaw.Sliskowski-2014, CLUL.
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port Polish cinema. As it turned out, the new regulations did not go far enough to benefit
film industry institutions in any meaningful way. Other changes in the field of film pro-
duction were rather small and may be described as simple ‘rebranding’ operations. Until
1987, the ‘Film Units’ Production Company (Przedsiebiorstwo Realizatoréw Filmowych
“Zespoly Filmowe’) in Warsaw, an umbrella organization of individual film units, had
a monopoly on feature film production contracting for the Studios in £6dz, Warsaw, and
Wroctaw. The new legal act simply replaced this company with the Board of Polish Film
Producers (Zespdt Polskich Producentéw Filmowych). Likewise, the most superior insti-
tution (which supervised almost all the institutions of film culture, including the distribu-
tion circuit and cinemas, with the exception of film education), which had been called the
Film Industry Executive Board (Naczelny Zarzad Kinematografii) prior to 1987, was sim-
ply renamed the Film Industry Committee (Komitet Kinematografii). Like its predecessor,
this ‘new’ committee was also subordinate to the Ministry of Culture and Art, which su-
pervised the Film Industry Fund (Fundusz Kinematografii).

The worsened condition of the Polish cinema had a negative impact on the function-
ing of the Studios in £6dz. Already by the mid-1980s, the number of films made in WFF
had dropped, both those made for cinemas as well as those for television. Piotr Dzieciot,
a former production manager of films and film series in Lakowa Street, recalls: ‘T returned
to £L6dz from the USA in 1988. [...] it was apparent that there was simply no work here. If
you wanted to work you had to move to Warsaw. If any offers turned up they would only
be in Warsaw as so few films were being made that they would all be made in Warsaw and
there was no need to move production to £6dz>®

The end of 1980s was not a promising time for WFO either, since the Studio faced sev-
eral problems: an old and outmoded technological base, a lack of good film stock, and dis-
tribution difficulties in cinemas and television. At that time, thirty percent of annual WFO
production constituted authors™ artistic films subsidized by the Film Industry Fund,
whereas seventy percent were commissioned assignments for television, various minis-
tries, and sporadically for other institutions, too. Despite all this, in 1988, the Studio em-
ployed 441 people, including 67 directors and cinematographers working as full-time em-
ployees (in WFF such professionals were not employed on a regular basis). In the same
year, although the Studio provided services worth 836 million PLN, it only generated an
income of 61 million. A camera bought in 1987 cost 72,5 million PLN, and the average
wage in WFO was 36,5 thousand PLN (half of the average salary in the country), which is
why many film-makers would get extra jobs making videos of weddings.'” At the same
time, Zbigniew Godlewski — the new head of WFO since October 1989 — pointed out in
an interview that there was no single video camera in the Studio, and none of WFO’s mov-
ies has ever been available on VHS.!"V The strategic goal of the new WFO seemed to be the
shift toward video. ‘Educational films and documentaries recorded on video cassettes
should be passed to on libraries. And it’s obvious, especially now when video players are

9) Interview with Piotr Dzieciot (18. 7. 2012), ‘1-Piotr.Dzieciol-2012} CLUL.

10) Ryszard Nakonieczny, ‘Cwaniacy i maniacy, Odgtosy, no. 12 (1988), p. 7.

11) Malgorzata Karbowiak, ‘Stan firmy jest krytyczny. Rozmowa ze Zbigniewem Godlewskim’, Glos Robotniczy,
no. 250 (1989), p. 5.
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so common. — he would remark.'? Godlewski ran negotiations with Sony to provide
VHS technology to schools. However, at that time, schools had financial problems in pro-
viding just basic supplies such as chalk — buying video players was out of the question for
a few good years.

This Boat is Sinking

The first attempt to specify the basic parameters of how WFF will function in the free mar-
ket were undertaken at the end of November 1989. It was then that Piotr Holwek, admin-
istrative manager of the Studio, presented his ideas on the matter to the chairman of the
Film Industry Committee.' Most of all, he emphasized the need to determine the rules of
cooperation between film producers (in Warsaw) and film studios. Both parties, accord-
ing to Holwek, should sign long-term agreements specifying the number of films to be
produced per year. Such a demand was utter nonsense given the realities of 1989 — the
year of rapid political changes, incredible inflation, and mass protests on the streets. Oth-
er ideas proposed by Holwek related to organizational changes at WFE. Some departments
were to become more independent, others would be terminated, and a marketing depart-
ment would be created. However, Holwek’s proposal was questioned by the Solidarity
Trade Union, which was in favour of combining the Studio’s production units rather than
granting them independence, and suggested introducing an ‘employees-shared owner-
ship’ policy in the future.'

1990 brought further ideas about how WFF should function in new economic climate.
Its management commissioned an expert report entitled ‘Economic Aspects of Ownership
Changes in WFF!'® These experts agreed that the best option would be to lease the Studio’s
property, or a part of it — by creating a new entity that would function in a fully compet-
itive environment (without state subsidies, but also free of debts of the state institution)
which would be able to use the studios, equipment, and know-how of the state Studio.

At the same time, the WFO director, in a manner typical for the socialist economy,
boasted about his achievements in reorganizing WFO in a letter to the Film Industry
Committee in June 1990: ‘the number of organizational units was diminished by 4, and
the number of posts of managers by 10! Soon afterwards, the Textile Industry Econom-
ics Institute (sic!) of L6dz University prepared a thorough report called “The Directions of
Ownership Transformations in WFO;'” in which it was recommended, similarly to the
case of WFF, to create a separate company which would lease from the state the assets of
the ‘state’ WFO.

12) Renata Sas, ‘Jak sie kreci. Rozmowa ze Zbigniewem Godlewskim, Dziennik £6dzki, no. 296 (1989), p. 3.

13) ‘Piotr Holwek’s letter to Juliusz Burski, 28. 11. 1989, Film Industry Committee Files (Zespé? Komitet
Kinematografii) in New Acts Archive in Warsaw (Archiwum Akt Nowych) — hereafter ZKK-AAN.

14) ‘Andrzej PabianeK’s letter to Juliusz Burski, 10. 1. 1990, ZKK-AAN.

15) ‘Ekonomiczne aspekty przeksztalcen wlasnosciowych w Wytwérni Filméw Fabularnych, November 1990,
ZKK-AAN, pp. 18-19.

16) “Zbigniew Godlewski’s letter to Film Industry Committee 22. 6. 1990, ZKK-AAN.

17) ‘Kierunki przeksztalcen wlasnosciowych w WFO) November 1990, ZKK-AAN.
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Thus, an identical solution — in fact, one typical for early ‘privatization’ in Poland in
1990s — was suggested for both companies. Numerous ventures would rapidly spring up
alongside the many institutions remaining under state supervision and ‘suck out’ from
these institutions the best of what they had to offer. The mechanism was the same in al-
most every industry: employees of a state institution (often its management) would start
a private business, often based and functioning in the same building as the state institu-
tion, and would then take over the assignments which would have previously been passed
to the state institution. What's more, those assignments were often carried out by using the
equipment and staff of the state institution.

Quite often, the local £L6dz press would inform readers about the difficult situation of
the local Film Studios — typically with a wordplay that alluded to the meaning of the word
‘L6dz” (pol. boat). Almost as a rule, readers could come across phrases like ‘Film £46dz is
drowning’ (alternately: ‘is drifting’) and there was the prevailing opinion that Warsaw
lacked interest in £6dz affairs. In the middle of 1990, a passionate article appeared in the
newspaper Dziennik £6dzki, which read: ‘L6dz, which has been the centre of the Polish
film industry for the past 45 years, has now a duty and a moral right, or maybe even the
privilege to reanimate it. [...] It is £L6dZ’s historical mission. A mission which also gives the
city a chance to return to Europe’'® These words directed at city authorities were written
by Jacek Cybusz, an employee of the £6dz Film Museum (at the time a young institution,
founded in the mid-1980s, which turned out to be one of the few film institutions that
have survived until the present). This initiative did not reach beyond press declarations
and was not transformed into any real action — possibly because £6dz film circles were
concentrated on production issues and were reluctant to develop closer cooperation with
a museum oriented towards historical work, or maybe because of actions undertaken in
the following months by the authorities in Warsaw, which reorganized all film studios in
the country.

Warsaw Does Not Believe in Tears

Whereas at that time WFF and WFO management analysed the situation exclusively from
the point of view of the institutions they represented, members of the Film Industry Com-
mittee recognized the necessity for complex and systematic solutions. It is worth mention-
ing that the majority of the 30 members of the Film Industry Committee were fairly young
directors and ambitious producers who, one might get the impression, were yearning for
the arrival of capitalism; there was not a single representative of £6dz film circles in this
group.

Generally speaking, the Film Industry Committee did not consider the problems en-
countered by the Film Studios as crucial ones. Transcripts of Committee meetings from
1990 show clearly that the Committee was mostly occupied with the issues of construct-
ing a new subsidy system and new film institutions: the Film Production Agency (Agenc-

18) Jacek Cybusz, ‘W sprawie Lodzi filmowej, Dziennik £6dzki, no. 200 (1990), p. 4.
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ja Produkcji Filmowej) and the Screenwriting Agency (Agencja Scenariuszowa), both
founded in June 1991. This change considerably modified the way the film industry func-
tioned in Poland. From that moment on, film institutions would no longer receive produc-
tion funds as part of their current operating costs (from the previously existing Film In-
dustry Fund); in order to get funding for a particular film they were required to present
a so called ‘producer’s package’ (screenplay and production plan). Then, the committee
would evaluate the project, recommending it to the Film Industry Committee’s chairman
or denying the funding.'"” With regard to £6dz, the change mostly affected WFO, in fact,
in a double way. Firstly, the Film Production Agency was not interested in supporting ed-
ucational and nature films. Secondly, until that time it had been the Studio itself that
would assign funds received from the Film Fund between production and administration,
but from this point on, it had to apply for production funds separately.

In January 1990, the chairman of the Film Industry Committee created a special sub-
commission to be in charge of formulating policies regarding the reorganization of film
production companies and specifying the conditions of their division, mergers or possible
liquidations. The team consisted of 20 people, 5 of whom were from the Warsaw studio
WEDIE, 4 from WFF-L6dz, and nobody from other £6dz Studios (interestingly, the body
included several representatives of Worker Councils or trade unions). The final ‘report’
consisted of as few as 6 pages.?” Only one paragraph was devoted to WFF, in which it was
suggested that particular units should be extracted from the Studio in the form of inde-
pendent ventures with separate bank accounts which would be able to voluntarily join
a holding company named ‘Holly-L6dz Film Society’(!). The proposal was supposed to
undergo further consultations, but no sign of them can be found in the files or in oral ac-
counts.

Another project, dated January 1990, was prepared by Zygmunt Krol (a long-term
production manager and head production manager of the ‘Studio’ and ‘Kadr’ Film Units)
together with Wiestaw Stempel (head of WFF from 1959 to 1962). They had the idea to use
state subsidies to create and sustain two ‘bases of film equipment and sound stages™: one
was intended to be founded in Warsaw, supported by the assets of WEDiF and Czotéwka,
the other one in £.6d7, as a merger of £6dz and Wroctaw Studios.? On top of that, the au-
thors of the study pointed out the necessity of combining the three £6dz film print devel-
opment labs into one institution.

The reports were presented (without conclusions) during a meeting between Juliusz
Burski, the head of the Film Industry Committee, and film industry representatives in
May 1990. In the course of the discussion, yet another idea was presented by Mariusz Wal-
ter (at the time one of the managers of state-controlled television TVP — Telewizja Pols-
ka — and later the chief of the private television station TVN), who suggested combining
the technical base of the film industry with that of television (the seat of the new studio

19) Gebicka, Migdzy paristwowym mecenatem..., p. 93.

20) “Zespdl przygotowawczy dla wypracowania stanowiska w przedmiocie celowosci reorganizacji wytwoérni
filmowych oraz sprecyzowania warunkéw podziatu, pofaczenia czy ewentualnej likwidacji, 28. 3. 1990,
ZKK-AAN.

21) Zygmunt Kroél, Wiestaw Stempel, Uwagi i propozycje dotyczgce kierunkéw zmian strukturalnych i organiza-
cyjnych w sferze produkcji filmowej, 9. 1. 1990, ZKK-AAN.
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was supposed to be Warsaw or £6dz, with a branch in Wroctaw).?? This idea was also not
acted upon, but it is worth mentioning for at least one reason: prior to this, the television
business was never taken into consideration when discussing the restructuring of the film
studios. (The reason for this may be simple: in 1990 TVP enjoyed a monopoly on broad-
casting and it was not until December 1992, that the first private television station started
broadcasting nationwide.)

The issues of the Studios were discussed by the Film Industry Committee once again
in June 1990. Among other things, the information prepared for the meeting stated: “The
current year is the last one in which it will be possible to have purchases subsidized by the
Film Fund, because it will be liquidated. The Studios are aware that from the next year on-
wards they will be subjected to strict free market rules. The last lists of equipment needs
made by the Studios should be aimed at contributing to the purchase of current sound
equipment, cameras, and dollies’??

Take the Money and Run

The aforementioned ‘last minute purchases’ from the Film Industry Fund turned out to be
extremely unlucky for the £6dz Studios. Director Godlewski rejected the idea of buying
an Arriflex BL-IIT camera, to which WFO was entitled, in favour of purchasing equipment
for the sound studio. As a matter of fact, WFO was approached by representatives of the
Swiss firm Sondor with an interesting offer. According to Godlewski:

I was told, that Sondor makes use of the Hermes fund. The Swiss government estab-
lished a guarantee fund, which covered losses if Sondor made transactions and the
contracting party did not pay. The Foreign-Currency Department director in the
Ministry of Finances, a friend of mine, advised us: “You’ll pay the first instalment,
and then say you have no money and have them take it back’ Sondor equipment was
supposed to be some kind of present. Knowing this, I wanted to take advantage of
the situation. I assumed that if we had such a well-equipped sound studio, it would
have no competition in that part of Europe and the resulting income could support
the whole Film Studio.?”

Unfortunately, the directors of WFF and Se-ma-for had exactly the same idea having
been visited by cunning sales representatives from Switzerland. Ultimately, equipment
worth over a million dollars ended up in £6dz — an amount of money, which, according
to some past and present opinions, could have been used to provide sound services for all
the films made across whole Europe at the time. It is not known whether, beyond the ‘the
friend’s advice] any sensible analysis accompanied the purchase decisions at either of the

22) ‘Spotkanie Juliusza Burskiego, szefa Komitetu Kinematografii, z przedstawicielami branzy filmowej 9. 5. 1990,
ZKK-AAN, pp. 17-21.

23) ‘Informacja na posiedzenie Komitetu Kinematografii w przedmiocie reorganizacji wytworni filmowych,
21.6.1990, ZKK-AAN.

24) Interview with Zbigniew Godlewski (17. 4. 2015), ‘51-Zbigniew.Godlewski-2015, CLUL.
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studios. Nevertheless, the Swiss firm did not fail to notice that the contracting parties were
in fact state institutions and did not intend to retrieve the due payment from the Hermes
Fund but from the Polish state. The state, however, was not eager to help any of the care-
less Studios; in the yearly balance-sheets prepared by WFF and WFO for the years 1991,
1992 and 1993, next to the figures indicating a small income or a small loss it was noted:
“The balance does not cover liabilities owed to the Sondor firm’

It is no secret that the beginning of the political transformation in Poland provided op-
portunity for many unclear deals often initiated by cynical frauds with foreign passports —
however, there is no proof to claims that the incredible success of the businessmen from
Switzerland was rooted in anything more than the gullibility of the Studio directors. The
‘foreign investor’ was the buzzword of the decade — a state institution could feel special if
it had this cherished protagonist of newspaper and television reports knocking on the
door. There were several other attempts at £6dz film studios to create some form of joint
venture with foreign investors. In 1990, the WFF director reported to Warsaw his inten-
tion to enter into a joint venture with the British company Euro-Rank (allegedly a subor-
dinate to the Rank consortium), and in 1991 WFO’s director announced his intention to
gain funding from an American company called Cartoon Communication. Not much is
known about either firm, apart from the fact, that CC started some sort of cooperation
with Cartoon Studio in Krakow and most probably contributed to its closure.

Another obstacle for establishing actual cooperation with foreign contractors was the
attitude of the film studios themselves. Soltysik, a highly-experienced production manag-
er at WFF-Lodz, recalls:

At the beginning of the 1990s, TOR Film Production, which I cooperated with, was
supposed to provide production services to the Spanish. They were considering
Poland mostly because Zanussi — a renowned film director, recognized all over
Europe — was the studio head at that time. We managed to convince the Spaniards
to build two sets in the film studio in Lakowa Street. We added the studio’s lighting
equipment and other service to this order as we managed to convince our foreign
contractors that it wouldn't make sense to transport such equipment from Spain.
The studio calculated the costs of such services for me and they came up with an
amount which was the equivalent of the cost of a full-length feature film production,
i.e. 7 billion Polish zlotys. They included everything they could into this calculation
plus additional surcharges and margins. Everything was set, the Spanish studio
somehow accepted the inflated cost, so we were waiting for the arrival of the Spanish:
the director, the producer and the production designer. A few days before their ar-
rival a representative of the Polish studio came to me and told me that they had mis-
calculated the costs and that the services provided would be even more expensive,
by 3 billion zlotys. [...] It was easy to predict the effect of such an attitude; the
Spanish made that film in Munich [...]. I described only one incident, which I know
first-hand, but there were others. Why was Schindler’s List produced in Warsaw and
not in £6dz?>

25) Zawislinski and Wijata, Fabryka snow..., pp. 319-320.



ILUMINACE Volume 29, 2017, No. 3 (107) THEMED ARTICLES 37

The Film Industry Committee was well aware that the £6dz film studios were far from
being competitive on the international market. In 1991 Tadeusz Scibor-Rylski made the
following observation: ‘Let’s remember that foreign producers may now use Babelsberg
Film Studio in Potsdam and Barrandov Studios in Prague and that the conditions that
these facilities offer are much better than we have. Our film studios are not highly es-
teemed in Europe and they do not attract film producers’*

Hear Me Cry

During the proceedings of the Film Industry Committee, several speakers urgently called
for a complete inventory of WFF property. As Waldemar Dziki commented: ‘It needs to be
clearly said that the studio’s property is now being stolen. I am afraid that soon it will be
impossible to make a property inventory as there will be no property left’?” Recollections
of property ‘being stolen’ recur in many accounts, though only as a general reflection; we
have not found any documentation confirming such dealings (no inventory of missing
equipment or props, police reports, or court files, etc.) nor have we come across a single
specific account (of who illegally took what from which studio). It may be assumed that
the idea of ‘stealing’ refers to the already described peculiar relationship which prevailed
in the 1990s between the declining state companies and private enterprises running simi-
lar business activities.

An example of these obscure connections — not necessarily evidence of criminal be-
haviour, but rather an illustration of the conflict between the Film Studios and the newly-
established entities — is the most famous film produced at WFO at the beginning of the
1990s — Hear Me Cry by Maciej Drygas, a documentary about Ryszard Siwiec, who, in
1968, committed suicide by self-immolation in protest against the invasion of Czechoslo-
vakia. In the opening credits of Hear Me Cry there is no WFO logo. Instead, there is the
following information: ‘Logos Film Unit at the Educational Film Studio and Zodiak Film
Production. Why is Drygas’s film then mentioned as one of the flagship works of WFO?

Logos Film Unit was founded in June 1990. As stated earlier, until that time Film Units
resided mostly in Warsaw and there was no special Film Unit responsible for educational
matters. Logos — located on the premises of WFO in Kilinskiego Street — was thus per-
ceived as an experiment: it was neither an independent company, nor was it subordinate
to WFO management (such a ‘legal vacuum’ was typical of early 90s in Poland). Wladystaw
Wasilewski (a long-time director employed by WFO) became head of the unit and Kon-
stanty Lewkowicz (a highly-experienced production manager at WFF) was responsible for
the financial matters. Hear Me Cry was the first production by Logos — apparently, WFO
did not want to make it and Drygas was treated as an ‘outsider’?® The studio’s approach,
however, changed considerably when Hear Me Cry started to win awards, including a pres-
tigious Felix. Then, the executives of WFO decided that it has the rights to ‘all the achieve-

26) ‘Posiedzenia Komitetu Kinematografii. Protokoty 1991’ pp. 112-113, ZKK-AAN.
27) Thid,, p. 23.
28) Bogdan Sobieszek, ‘Szanse dla mocnych filméw, Dziennik £6dzki, no. 188 (1992), p. 3.
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ments of the Studio employees™ and, hence, the name Logos Film Unit should not appear
in the opening credits.

Animosity between WFO and Logos was fuelled particularly by financial matters. Un-
til May 1991, the WFO film studio received funding without any guidelines as to which
productions should receive what amount. Therefore, the Studio used the grant to cover
any existing arrears and, as a result, no money was transferred to the awaiting filmmakers.
The Studio did not make proper financial settlements regarding either planned films or
generated debts. When WFO’s bank account was blocked, the Studio ‘borrowed” money
from Logos’ subsidiary bank account. Moreover, in order to avoid losses, cash was with-
drawn from the account and kept in a safe. ‘Even if the bank did not raid the subsidiary
bank account of Logos Film Unit, the Educational Film Studio did it continuously in or-
der to take any funds deposited thereon>” — Wasilewski explained.

The conflict between WFO and Logos concluded with the privatization of the latter
and its separation from WFO. In 1992, the newly established institution, under the new
business name Logos Film Studio, moved its seat to Lakowa Street, where WFF was locat-
ed (and until 1998 Logos made nearly 20 more documentaries). Several smaller compa-
nies also started to operate at the same address, i.e. in Lakowa Street, and they would par-
ticipate in the coproduction of projects developed by WFE

At the same time, the financial situation of WFF itself was deteriorating; in 1992 its li-
abilities amounted to seven billion one hundred and twelve million zlotys whereas calls for
payment value was estimated at nine billion eight hundred and five million zlotys. To-
wards the end of 1993, approximately 350 people were employed at the film studio, how-
ever, only a certain percentage of them received full pay while other members of the crew
were on so-called ‘duty, which means that each month they received approximately one-
fifth of their regular salary, while the full salary was supposed to be paid when orders ap-
peared. A report published by local daily Dziennik £6dzki reveals a lot about the condition
of the film studio at that time:

from among 100 people working in the set building unit, 44 workers are employed
full time. The remaining workers are on so-called duty and remain idle. They receive
500-600 thousand zlotys per month but earn more if there is some concrete work in
film production. The situation is the same in the Cinematographic Technique Unit;
from among 46 workers, only 14 are employed full time and receive permanent pay
amounting to 2-3 million zlotys per month. The workers who are ‘on duty), work on
average 3 months per year [...] There was a time when the dressmaking workshops
of the film studio employed fifteen workers. Now there is only one tailor, who, when
necessary, makes some minor alterations [...]. Between December and March, the
costumes storage room is quite busy, as it is the carnival and prom season. Having
such demand in mind, the studio ordered the making of fifteen Santa Claus cos-

29) Krzysztof Kakolewski, ‘Pierwsze samospalenie, Kwartalnik Filmowy, no. 1 (1993), p. 64.
30) ‘Pismo Wtadystawa Wasilewskiego do Rady Pracowniczej Wytworni Filméw Oswiatowych w Lodzi, 16. 3.
1992, ZKK-AAN.
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tumes — red cloaks and beards made of genuine hair. In the Christmas season, these

are very popular.®"

The situation was not much different at WFO. In 1992, it employed 243 employees
(71 administrative workers, 71 technical workers, 27 directors, 18 production managers,
14 cinematographers and 4 sound mixers).”> Andrzej Czulda, a long-time employee of the
company, remembers: “There was a time when we would come to work, sit in a colleague’s
room and actually do nothing. We only drank coffee and complained. We did not know
what to do with ourselves. We were waiting for better times to come’*® Television and the
Ministry of National Education eventually withdrew from cooperation with WFO due to
high cooperation costs. At this point, revenues came from postproduction work ordered
by outside companies and from selling the company’s property. ‘The library was liquidat-
ed, with books being sold for just 1 PLN each. We decided that we had a lot of redundant
equipment. We sold off cameras, editing tables and reflectors for next to nothing. One of
the cinematographers bought the camera which he had always used at work and an edit-
ing table. He encouraged me to follow his example but I didn't’ — recalls Czulda.*”

Another idea to improve the financial condition of the company was something which
appalled and shocked a lot of people connected with the studio, both professionally and
emotionally, namely renting out the premises to companies operating outside the cine-
matographic business: ‘Every month, it was getting more and more crowded at WFO; it
was necessary to vacate certain rooms for other companies to move in there (the most
ironic example was a signboard placed between other signboards on the film studio’s gate-
way — egg wholesaler).* In Lakowa Street, on the other hand, the WFF car depot became
a Fiat repair shop, Agrobank’s offices moved into one of the sound stages, and stage 2 was
hired out as a cosmetics wholesale warehouse.

In contrast to the ineffective, huge film studio, smaller private companies did much
better on the production market. Dzieciol remembers:

When I returned from the US, I started to work at WFO. I was making a major film
in collaboration with Grzegorz Krolikiewicz about Lech Walgsa. Thanks to my
working there, I met Stawek Wojcik, who was a vice-director. At this time, a group
of young Americans was looking for a company to help them make a feature film in
L6dz. They came to WFO and Stawek and I made a deal with them and so we found-
ed a company, Opus Film, which was supposed to provide them with production
services. I had my office in Lakowa Street as all the shooting was done there. [...]
Beautiful sets were built. We constructed, for example, the inside of a large tenement
house. Production went well, the contractors were very happy and we are still in

31) Bogdan Sobieszek, ‘Cigzkie czasy fabryki snow’, Dziennik £6dzki, no. 124 (1993).

32) ‘Raport o sytuacji Wytworni Filmow Oswiatowych;, 24. 2. 1992, Zbigniew Godlewski’s Archive (Archiwum
Zbigniewa Godlewskiego — hereafter AZG).

33) Interview with Andrzej Czulda (19. 12. 2014), ‘49-Andrzej.Czulda-2014, CLUL.

34) Ibid.

35) Leszek Skrzydto, Z tamtej strony kamery (L6dz: Muzeum Kinematografii, 2008), p. 131.




40  Konrad Klejsa, Michal Dondzik, Jarostaw Grzechowiak: Phoenix Burning: The Collapse
of the Fiction Film Studio and the Educational Film Studio in £6dz in the Early 90s

touch. It was a black-and-white, sort of arthouse film, it was never shown at cinemas
either in Poland or in the US.3

This account shows the mechanisms typical of early Polish capitalism: an American
contractor approaches a state-owned company, but its vice-director transfers the order to
a private company which he co-owns. There was nothing unusual about such actions in
the harsh realities of Poland in the early 90s — at that time, hardly anyone would have any
legal doubts regarding similar undertakings or judge them as ‘unethical

Let’s Stick Together

In the middle of 1992, the head of the Film Industry Committee appointed a restructur-
ing sub-commission for the £6dz film industry. In an appendix to the review, the authors
list examples of rare, positive changes from the point of view of the restructuring which
occurred in £6dz film studios between 1990 and 1992. Apart from the rental of space, the
separation of particular units, the exchange of equipment and ‘significant limitation of so-
cial activities, they also mention ‘undertaking coproduction and subcontracting of partic-
ular film services for television (e.g. in the field of commercials) and other private compa-
nies or foreign film producers’® The listed activities were seen as opportunities and
guidelines for the future. It is worth mentioning that this recommended strategy was fol-
lowed by, among others, the previously-mentioned Opus-Film, which (as one of the first
such companies in Poland) started to produce TV commercials and later feature-length
films.

The expert advice prepared by the sub-commission argued that it was necessary to
unify all the cinematographic film processing studios into one central film lab and to
somehow combine the sound studios (two options were considered: WFF plus WFO, or
WEFF plus WFO and Se-ma-for). All these ideas were analysed and presented in relevant
reports (70 pages each) by a team from the L6dz Personnel Consulting Centre.*® The au-
thors of the analysis agreed with the concept of establishing one film processing unit (lo-
cated in Lakowa Street). They concluded that having parallel but separate units would not
make sense in the case of WFO and EWZWKE Although the authors of the reports saw
many arguments in favour of establishing one sound mixing studio (that would put high-
ly-qualified professionals and cutting-edge equipment in one place and develop a unified
marketing system), one factor led to this proposal not being adopted. It was, of course, an
economic factor, mostly to do with obligations to the Sondor company.

The next meeting of the Film Industry Committee, during which the matter of the
L6dz film studios and other film institutions was discussed, was held in September 1992.

36) Zawislinski, Wijata, p. 357. See also: Marcin Adamczak, Strategie i przypadki. Dziatalnos¢ firmy Opus Film w
latach 1991-2012, in Ewa Ciszewska, Konrad Klejsa (eds.), Kultura filmowa wspélczesnej Lodzi (Lodz:
Wydawnictwo PWSFTviT, 2015).

37) ‘Program restrukturyzacji jednostek organizacyjnych kinematografii w Lodzi, 16. 10. 1992, ZKK-AAN, p. 6.

38) ‘Analiza celowosci utworzona i funkcjonowania polaczonego studia dzwieku, April 1992 and ‘Analiza funkc-
jonowania zaktadow obrébki tasmy; April 1992, ZKK-AAN.
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The most important action taken at this meeting was the adoption of “The Privatization
Programme in Cinematography, conceived by Aleksander Walczak, head of the Depart-
ment of Economics in the Ministry of Culture. The programme assumed, among other
things, that WFE, WFO, Se-ma-for, and EZWKEF shall be treated as one complex ‘which
should be restructured, so that an effectively-operating film production company appears
in £6dz.* The programme also included the suggestion that the complex was expected to
be self-supporting and should not be financed from the Film Industry Committee budget.
The institution’s activities were supposed to focus on providing services for American and
European producers to offer an attractive substitute for Yugoslavia, which due to the po-
litical situation in the Balkans was no longer a place where Americans could make their
films. The major obstacle which could hinder the entire project was the lack of hotels with
standards that would satisfy the expectations of American contractors. One of the com-
mittee members complained:

I brought twenty contractors to £.6dz, mostly American, and they were all disap-
pointed [...] Perhaps we would have been able to attract Spielberg or Warner Bros.,
but again the main obstacle was the fact that there are no appropriate hotels in £6dz.
I had a meeting with Spielberg’s representative, but it finished quickly, most proba-
bly because we had it in the obscure lobby of Hotel Centrum.*”

Waldemar Dabrowski, then head of the Film Industry Committee, confirmed that for-
eign investors were disappointed with the conditions in £.6dz, both when it came to hotels
and to the technical standards of the WFF itself:

The equipment is worn-out and we are talking about 90%. I was told that the reflec-
tors were good for nothing. We must remember that in the last few years filmmak-
ing techniques have developed immensely [...]. When I went to visit a filmmaking
technique exhibition in Munich I understood how backward we are.*)

The cost of restructuring the £6dz film institutions was estimated at 10 billion zlotys.
Dziki objected to such estimates, and made the following comment on the situation: “We
may not allow a situation where there is no money for film production; and I am not sure
if there will be money both for the restructuring project and for film production.*? It was
precisely this unknown that was perceived as the main threat connected with the restruc-
turing of film institutions in L6dz. If restructuring funds came exclusively from the re-
sources of the Film Industry Committee, this could pose a threat to film production. Film-
makers were afraid that the government would not be willing to earmark any additional
funds for the execution of the restructuring project in such a form.

Members of the Film Industry Committee discussed the issue of the film studios again
in October 1993. This time, the meeting was devoted to a document entitled ‘Restructur-
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ing Activities Schedule and Draft of Property Division of Film Industry Organizational
Units in £6dz2™*). A solution recommended by Dabrowski was the establishment of a com-
plex called £6dz Film Centre (Lédzkie Centrum Filmowe — LCF), which would be a ser-
vices institution, taking over the entire property of WEF and of the SOD, as well as part of
WEQ’s property. Holwek, the head of WFE, was enthusiastic about this proposal. He in-
sisted that the objections of workers’ councils and the concerns that £.6dz film institutions
would become subordinate to the film studio in Lakowa Street were groundless.* The
protracted debates prolonged the state of stagnation. This was most harmful to WFO,
which was on the verge of bankruptcy. The studio was in serious trouble, which is reflect-
ed in the way the number of produced films plummeted: in 1990 WFO produced ninety
films, whereas in 1993 — only seventeen.*”

Some members of the Film Industry Committee raised other doubts. Most of all, film
directors were wondering if adopting the draft would not be equivalent to liquidating the
film studios in L6dz. Krupska-Wysocka presented the following opinion on the restruc-
turing programme: ‘It is obvious that we are coping with reduced production and that, ac-
tually, production on the current level could be done by the film studio in Warsaw. [...]
Why are we talking about liquidating certain institutions in £6dz, but we do not mention
the fact that these functions are taken over by Warsaw?4

In spite of the doubts mentioned above, the committee adopted the £6dz Film Insti-
tutions Restructuring Programme. The Antimonopoly Office was consulted in order to
verify whether the institution which was being developed would not be a monopolist on
the film services market (which might sound hilarious from today’s perspective). With its
decision in November 1993, the Antimonopoly Office did not raise any objections to the
project.

The New Hope

The new institution — LCF — was a combination of WFE, SOD and a part of WFO. By the
end of 1993, more than a month later, an agreement was signed between the Mayor of
16dz and the head of the Film Industry Committee, whereby the municipality committed
to making a contribution to the company in the form of the municipality’s receivables
(7 billion zlotys), to apply tax credit to LCF and to cooperate on the development of films
made in £6dz. The committee promised to contribute funds for the restructuring of the
company.

L6dz Film Centre was established on January 1%, 1994 with Holwek as director. LCF
took over most of WFO’s property as well as real estate with an area of 23,847 square me-
ters. (The newly-established Educational Films and TV Programmes Studio retained

43) ‘Restrukturyzacja oraz podzial majatku jednostek organizacyjnych kinematografii w Lodzi, 27. 10. 1993,
ZKK-AAN.
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space with an area of 12,000 m?).*” The building of the sound studio was located in the
area taken over from ‘the former’ WFO; some of the equipment was supposed to go to the
film school and some to LCF in Lakowa Street. Thus, the earlier project of one common
sound studio came into being. The ‘new’ WFO consisted of: an office building, a sound
stage, a natural history films division, and archives. In 1994, the restructured Educational
Film Studio had twenty-nine employees (seventy-five fewer than at its former stage of op-
erations).*®

A few days after LCF had been established, a certain Bert de Neve from Belgium sent
a fax to the L.6dz City Hall. It is worthwhile to quote a fragment here:

L6dz may be a world leader in the area of film production. It only requires prepara-
tion, development, financing and construction. A hotel base, airport, film projects —
it must all be seen together as an all-inclusive package. There must be mutual bene-
fits for the city and for the country and a EUROPEAN HOLLYWOOD may be
established in £.6dz.*")

The mysterious Belgian assured the city hall that thanks to his contacts he could make
American and European film producers interested in £6dz and bring them to the city. In
return, he demanded the position of consultant with a monthly salary of $7500, a fur-
nished apartment for himself and his family where he would live while working on the
project, and a translator/interpreter at his disposal. The offer was treated quite seriously,
since the city authorities forwarded it to the Film Industry Committee in Warsaw. The
newly-appointed head of the committee, Tadeusz Scibor-Rylski, was sceptical and wrote:
‘I believe that the attitude of the proposer is overly optimistic and, somehow, unrealistic.
This includes the requested remuneration as well, however, he later stated, ‘In my opinion
it would make sense to continue talks, with the participation of LCF representatives.*”
There are no further records regarding Mr. De Neve dealings with the £.6dz film industry.
(He did turn up once more, though, in 2000, as the Director for East Europe working for
a Belgian developer who was supposed to build an aquapark in Silesia — an undertaking
that concluded with a criminal investigation). The correspondence perfectly reflects the
quite desperate situation of decision-makers, who could not afford to reject any idea to
support the collapsing film industry in £.6dz, however bizarre it may have sounded. At the
same time, it also somehow proves the good orientation of the potential crook, who was
aware of the fact that the phrase ‘European Hollywood’ may be understood as sweet-talk
by the city hall representatives (hence the previously mentioned ‘Holly-£6dz Film Socie-
ty’ concept).

Time has shown that the liquidation of the sound studio did not contribute to an im-
provement in the condition of the institution. Ten months after LCF was founded, the au-

47) ‘Zarzadzenie nr 4 przewodniczacego Komitetu Kinematografii w sprawie podziatu i taczenia niektérych in-
stytucji filmowych w Lodzi, 13. 12. 1993, ZKK-AAN.

48) Oziemska and Drecka-Wojtyczka, p. 23.

49) ‘Restrukturyzacja oraz podzial majatku jednostek organizacyjnych kinematografii w Lodzi. Harmonogram,
opinie, uwagi, korespondencja. 1993-1994;, ZKK-AAN.

50) Ibid.




44  Konrad Klejsa, Michal Dondzik, Jarostaw Grzechowiak: Phoenix Burning: The Collapse
of the Fiction Film Studio and the Educational Film Studio in £6dz in the Early 90s

dit of the Supreme Chamber of Control showed a one-hundred-billion-zloty debt. In De-
cember 1994, the Film Industry Committee withdrew subsidies for LCF and, in February
1995, the subsidy for restructuring the film institutions in £6dZ was suspended.*”

This happened at roughly the same time as the academics from £6dz (the Film School
and the Department of Film Studies at the University of L6dz) became more active in lob-
bying for a satisfying solution for sustaining the traditions of ‘Holly-L6dZ. Earlier, they
had shown little interest in the matter: the most famous directors who worked at the Film
School lived in Warsaw and came to £6dz only once a month or so. For those who lived in
L6dz, on the other hand, it was the Film School — not WFF or WFO — that paid them
small but regular salaries. As for the film scholars from the University of £L6dz, today they
admit that at that time they had a lot of catching up to do (‘we could at last watch all these
films, which we had previously only written about’ — joked one of the academics, who
wishes to remain anonymous). In 1993 they established the Cinematic £6dZ Rescue
Committee (Komitet dla Ratowania Lodzi Filmowej) first headed by Professor Ewelina
Nurczynska-Fidelska (formerly connected to WFO) from the University of £6dz, and
later by Professor Edward Zajicek from the Film School. The effects of their work were
rather disappointing, as they later admitted in a self-critical manner.*? In fact, the ‘rescue
committee’ limited its efforts to the organization of celebrations connected with the one-
hundredth anniversary of cinema.

The Story is Not Over

All the discussions regarding the plans for restructuring state film companies demonstrate
that both the members of the Film Industry Committee and the directors of film studios
had a hard time finding their place in the ‘deregulated’ reality of the early 1990s.

In the face of so many problems — the debts of the studios, the lack of commissions,
conflicts between executives and trade unions — it was difficult to submit a restructuring
plan which would satisfy all the parties. It is significant that there were no representatives
from the £6dz film sphere on the Film Industry Committee, which was the body respon-
sible for either compiling or ordering the elaboration of subsequent proposals for the L6dz
centre. Such a situation inflamed mistrust from the people connected to the film business
in L6dz towards institutions in Warsaw. Unfortunately, the £6dz film sphere did not have
a strong leader (Holwek, the head of WFF, made attempts to be such a leader, but smaller
institutions were afraid that they would be dominated by the studio in Lakowa Street). Si-
multaneously, different companies were feuding and conflicts within organizational units
did not contribute to improving the general image of the city. The opportunities for inter-
national cooperation were completely neglected. Resentment towards Warsaw predomi-
nated. It was expected that debts would be written off and certain commissions trans-
ferred to L6dz. The lack of such actions was perceived as a willingness to destroy Lodz
Film Centre.

51) Bogdan Sobieszek, ‘Postowie o 6dzkiej kinematografii. Ale kino!, Dziennik £6dzki, no. 71 (1995), p. 15.
52) Zajicek, p. 341.
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At the same time, the film studios in £6dz were a sort of ‘test site’ for Polish cinema.
The other two film studios (in Warsaw and in Wroclaw) are still state companies, just like
the smaller studios which operate mostly in Warsaw and each year receive subsidies from
the budget of the Ministry of Culture. The film studio in Wroclaw (WFEF-2) has been
transformed into the Audiovisual Technology Center (Centrum Technologii Audiowiz-
ualnych), now rendering postproduction and educational services. The film studio in
Warsaw (WFDIiF), on the other hand, is now unquestionably the centre of Polish film pro-
duction.

The later life of L6dz film institutions in the years 1995-2015 may be the subject of
separate studies. Currently, both companies — ECF and WFO — still operate. They are lo-
cal government companies and one hundred percent of their shares is held by the city of
L6dz and by L6dz Voivodeship, respectively. Both companies are only weak shadows of
their ancestors, since they have no more than 10 employees each.

WFEFO is, apart from the Film School, the only £6dz film institution which has operat-
ed continuously since the 1940s. Production is limited to, on average, one film a year —
and these are mostly films commissioned by the local Fund for Environmental Protection.
Beyond this, WFO co-organizes the biannual Wodzimierz Puchalski International Na-
ture Documentary Film Festival and is also endeavouring to digitalize their huge collec-
tion of approximately five thousand films, collected in the archive on Kilinskiego Street.

LCE in contrast to WFO, does not possess rights to any movies made in the time of the
People’s Republic of Poland. The activities of the company, which in 2016 moved from
Lakowa Street and today operates under a different address, consist of renting out film
costumes and props that used to be the property of WFE 29 Lakowa Street, where the for-
mer film studio once was, hosts several institutions, such as: Opus Film (established by
aforementioned Piotr Dzieciol, now one of the leading film production companies in Po-
land), a branch of the National Film Archive in Warsaw (film negatives are stored in the
building of the former film processing unit of WFF), local TV broadcaster TOYA, as well
as TOYA Sound Studios (the former Patac Dzwieku, where most Polish feature films cur-
rently produced are post-scored). In addition, on the premises of the former WFF com-
plex there is a music club, Wytwodrnia, and a Double Tree Hilton Hotel, both owned by
TOYA holding (and it was TOYA, the private entrepreneur, and not LCF, the institution
owned by the city, that tried to sustain the memory of the WFF by publishing an album
about the history of Lakowa 21).*» The front windows of the Hilton Hotel are installed in
such a way that when seen from a distance, they compose a frame from the film Forbidden
Songs, the first movie shot on the premises of that unique film site in 1946.
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SUMMARY

Phoenix Burning: The Collapse of the Fiction Film Studio
and the Educational Film Studio in £6dzZ in the Early 90s

Konrad Klejsa, Michal Dondzik, Jarostaw Grzechowiak

In the early 1990s, the system of financing Polish film productions based on subsidies from the Min-
istry of Culture budget collapsed. This resulted in huge financial problems for the film studios locat-
ed in £6dz: WFF (Wytwdrnia Filméw Fabularnych — Feature Film Studio) and WFO (Wytwoérnia
Filmoéw Oséwiatowych — Educational Film Studio). This paper analyses multiple layers of that crisis,
including its origins as well as various contradictory ideas from the period as to how the assets and
heritage of film institutions situated in the city once called the ‘Polish Hollywood’ should be man-
aged. These attempts — undertaken simultaneously by the Film Industry Committee in Warsaw and
on the local level by the management at both studios — were often contradictory and included ef-
forts to merge both entities into one state-funded institution as well as striving toward their full pri-
vatisation. The findings are based on examinations of the local press, archival research, as well as in-

depth interviews with employees in the audio-visual sector.
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Jan Hanzlik

Eventization and Targeting in Czech
Theatrical Distribution after 1989

During the 1990s, Czech theatrical distribution and cinemas found themselves in a new
situation characterized by a declining interest in cinema-going, the privatization of both
distribution companies and a number of cinemas, and changes in offerings, as coveted
screenings of films from the capitalist West were no longer restricted by censorship and
a 30 per cent limit on films in distribution.” The latter part of the 1990s was defined first
by the introduction of multiplexes to the Czech Republic starting in 1996, which gradual-
ly stabilized film attendance, and, then from 1998 onwards also by the arrival of art-house
cinemas, which marketed themselves in opposition to the culture of multiplexes.? In this
study, I examine two further trends in theatrical distribution and the operation of cinemas
that have been increasingly apparent since the mid-1990s. In the first part, I argue that
Czech theatrical distribution has been undergoing a process of eventization, which was
suggested by film distributor and scholar Pfemysl Martinek in an interview published in
2013.Y In the second part, I argue that cinemas have been increasingly employing the mar-
keting method of targeting in order to reach their audiences.

Both of these trends display some aspects that are global in character and some that are
locally conceived and implemented. The programming of cinemas may obviously involve
both foreign and domestic film productions. The marketing of films and screenings may
involve both global marketing campaigns and relatively small campaigns aimed at local
communities. In this process, the global and local aspects of film marketing and the cine-
ma-going experience intermingle within the efforts of distribution companies, cinemas,
and the media to make cinema-going more attractive to audiences. Since both eventiza-
tion and targeting are at least to a certain degree a result of the Americanization of film ex-

1) Ale§ Danielis, ‘Ceska filmové distribuce po roce 1989;, lluminace, vol. 19, no. 1 (2007), p. 57.

2) For example, Cinema Svétozor employed the motto ‘popcorn free culture’ in its marketing. Kino Svétozor,
‘Popcorn Free Culture V, online: <http://www.kinosvetozor.cz/cz/program/filmy/2674/Popcorn-Free-
Culture--aneb-5-narozeniny-kina-Svetozor/> [accessed 10 October 2017].

3) Jif{ Anger, ‘Role filmovych festivalti v CR, Dok.revue, 25 October 2013. Online: <http://www.dokrevue.cz/
clanky/role-filmovych-festivalu-v-cr>, [accessed 5 December 2017].
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hibition, these trends will be examined mainly in the context of the history of American
film distribution and exhibition, while I also recognize that other influences have played
a significant role in the development as well.

It needs to be emphasized that neither of the two trends discussed in this study is en-
tirely new. What is new, though, is the scale and frequency of their employment by distri-
bution companies and cinemas. It should also be noted that while the Czech Republic
serves here as a case study, the two trends are global in nature and are observable else-
where in the world.

Cultural Events and the Eventization of Culture

The concept of cultural event has been approached from various perspectives by a growing
body of scholarly literature. Glen Bouwdin et al. presented a useful, albeit broad definition
of an event that was originally proposed by the Convention Industry Council and further
elaborated by Donald Getz: in their words, it is an ‘organized occasion such as a meeting,
convention, exhibition, special event, gala dinner, etc. [...] composed of several different
yet related functions. [...] Every such event is unique stemming from the blend of man-
agement, program, setting and people® In this text, cultural events will be understood
along these lines with emphasis placed on their uniqueness and in many cases one-oft
character.

Although the concept of cultural event is certainly not a novelty, various authors have
emphasized that for some years the offerings of and demand for cultural events of various
kinds have been increasing. Ian Yeoman et al. for example noted that

[a]n entire global industry of festivals and events has evolved and developed since
the early 1990s. [...] On a global basis there is unprecedented interest in festivals
and events — at international and national level, in cities and towns, villages and
hamlets, and in rural and coastal areas. Everyone wants to celebrate their particular
form of culture, tradition, difference or similarity with others. Festivals and events
can help promote their destination and attract tourists — they can be viewed as
a new form of tourism in which to anchor economic prosperity and development.®

This view of events, including festivals, is clearly a positive one as it stresses their con-
tribution to economic prosperity and development. Yet Karl Spracklen et al. approached
the rising number of events differently in their case study of the city of Leeds. They claim
that gentrification and urban regeneration programs increasingly engineer ‘profitable
forms of leisure, venues and behaviours’ while displacing alternative culture.” The rising

4) Glenn A.J. Bowdin, Johnny Allen, William O’Toole, Robert Harris and Ian McDonnell, Events management,
2nd edition (Oxford: Elsevier, 2006), p. 14.

5) Ian Yeoman, Martin Robertson, Jane Ali-Knight, Siobhan Drummond and Una McMahon-Beattie (eds.),
Festival and Events Management. An international arts and culture perspective (Oxford: Elsevier, 2004), p. xix.

6) Karl Spracklen, Anna Richter and Beverley Spracklen, “The Eventization of Leisure and the Strange Death of
Alternative Leeds’ City, vol. 17, no. 2 (2013), p. 165.
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number of events is imposed upon communities by private corporations rather than or-
ganized by communities for themselves and their well-being: ‘Eventization [...] is the
transformation of (free or cheap) communicative leisure activities and spaces into (expen-
sive) corporatized spectacles and privatized spaces.” A prominent example of this nega-
tive development these authors provide is the Olympics organized in London in 2012:

If the Olympics represent a particularly egregious example of the privatization and
commodification of culture, and the eventization of urban spaces, it is nonetheless
typical of the kind of instrumentalized leisure that transforms cities from spaces of
belonging into spaces of exclusion.?

In the following discussion, some of these changes will be discussed in relation to con-
temporary theatrical distribution in the Czech Republic.

Technological Wonders, Blockbusters, and Film Festivals as Events

Tom Gunning memorably claimed that in the earliest years of film exhibition, it was cine-
ma itself that was advertised as an attraction, not specific films:

Early audiences went to exhibitions to see machines demonstrated, [...] rather than
to view films. It was the Cinématographe, the Biograph or the Vitascope that were
advertised on the variety bills in which they premiered, not The Baby’s Breakfast or
The Black Diamond Express.”

Between 1906 and 1907 such self-aware ‘exhibitionist’ cinema, which emphasized the
magic and wonders of new technology and uniqueness of experience, gave way to narra-
tive cinema that offered realistic illusion and concealed the presence of film technology.
Film experience, it could be argued, ceased to be a unique event presented only occasion-
ally to the public by travelling projectionists and became more of a standardized experi-
ence available to many people on a regular basis in purpose-built cinemas. However, as the
‘film industry has always been a technologically driven industry;'” throughout the histo-
ry of cinema various new technological ‘machines, associated with the arrival of sound
through wide-screen projection to the latest achievements of digital post-production and
film exhibition, have on many occasions been invoked in order to attract spectators to cin-
emas. Although the exact days and places in which these new inventions were first intro-
duced to the public are not given in film history books as often as the notorious first
screening in Grand Café in 1895, they still get mentioned as major events in the history of
cinema.

7) Ibid., p. 167.

8) Ibid. p. 167.

9) Tom Gunning, ‘The Cinema of Attraction: Early Film, Its Spectator and the Avant-Garde, Wide Angle, vol. 8,
no. 3/4 (1986), p. 66.

10) Finola Kerrigan, Film Marketing (London: Elsevier, 2010), p. 193.
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According to Michael Allen, Hollywood blockbusters often featured technological vir-
tuosity that was utilized in their marketing campaigns. He noted in connection with the
introduction of the CinemaScope format by 20" Century-Fox:

Having established the existence and imminent unveiling of a major new cinema
technology, 20" Century-Fox then began a parallel programme of advertising and
press releases. Between April and July [of 1953], articles and trade papers reported
upcoming demonstrations of CinemaScope, then the success of those demonstra-
tions, details of Fox’s forthcoming CinemaScope production schedule, and Fox’s in-
creasing success in persuading the industry to adopt the system. [...] Once again,
having successfully hyped the new technical system to the point where there was
considerable public expectation and curiosity about it, it had to be given an impres-

sive debut.!V

Thus, spectators were lured to cinemas by technical achievements not only during the
era of cinema of attractions, but also during the era of narrative cinema. The ‘aim of spe-
cial effects; wrote Janet Wasko, ‘has been to create things that do not actually exist.'? Spec-
tators have been aware that films show things that do not actually exist and film critics
have commented on the achievements or failures of doing so. Blockbusters were frequent-
ly promoted and presented in media as revolutionary events in cinemas, and in many
cases through the technological advancements they showcased. For example, a review of
Jurassic Park published in Variety in 1993 claimed that even though the film was ‘one-di-
mensional’ and ‘clunky, ‘it definitely delivers where it counts, in excitement, suspense and
the stupendous realization of giant prehistoric reptiles!¥

In mid-1970s, Hollywood blockbusters began to open in hundreds of cinemas simul-
taneously and their premiere weekends became global events, which is even more the case
now in the era of digital projection, in which an unlimited number of digital film prints’
is available to cinemas worldwide. The rigid system of distribution windows is becoming
more flexible and theatrical holdback is shortening, with European debates and practice
led by the US market,'¥ especially the US Majors, who want to monetize films as quickly
as possible through highly intensive marketing campaigns. The reduction of the time that
films are available in cinemas contributes to the special and unique character of global
openings for blockbusters designed to be screened on a large screen with quality sound.
Together with the return of the cinema of attractions in ‘New New Hollywood’ since the

11) Michael Allen, ‘Talking about a Revolution. The Blockbuster as Industrial Advertisement; in Julian Stringer
(ed.), Movie Blockbusters (London: Routledge, 2003), p. 105.

12) Janet Wasko, Hollywood in the Information Age. Beyond the Silver Screen (Cambridge: Polity Press, 1994),
p- 30.

13) Todd McCarthy, Jurassic Park, Variety, 7 June 1993. Online: <http://variety.com/1993/film/reviews/juras-
sic-park-2-1200432562/> [accessed 4 October 2017].

14) Geoffrey Macnab, Gabriele Niola, Martin Blaney, Elisabet Cabeza, Melanie Goodfellow, ‘Are Much Shorter
Theatrical Windows around the Corner?; Screen Daily, 2 January 2017. Online: <https://www.screendaily.
com/features/are-much-shorter-theatrical-windows-around-the-corner/5112398.article> [accessed 4 Octo-
ber 2017].
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turn of the millennium,' further technological innovations have been employed to create
events worth experiencing at public screenings with the intent to combat film piracy. As
Finola Kerrigan explained,

the mainstream cinema experience is seen as moving more towards special effect
such as 3D and IMAX as well as enhancements such as vibrating seats and devices
offering interactivity to film consumers. This helps in tackling the piracy issue as
watching at home, on a computer or other device cannot come close to the cinema
experience.'®

Several authors pointed out that, in contrast to Hollywood, in Europe the idea of mar-
keting in relation to cinema had been traditionally opposed. Kerrigan noted that the in-
troduction of market research into Europe encountered resistance from filmmakers.!”
Laurent Creton mentioned that the term ‘marketing’ in relation to cinema was met with
‘frontal opposition’ in France.’® Yet for many decades, film festivals have constituted
events that provide films with prestige and recognition that make them more attractive for
audiences in the (not only) European context. As noted by Marijke de Valk, while there is
no clear definition of the concept of film festival, distinct images come to mind when the
term is used: ‘red carpets, open-air screenings, paparazzi, a bustling crowd that fills the
theaters and dominates the public spaces that are temporarily taken over by the festival
event.'” Taking into consideration that a film festival can take place without any of these
elements, no further attempt will be made here at its definition, in line with de Valk’s as-
sertion that the term is simply not possible to define. What is more important to this dis-
cussion is that film festivals are often described as a special type of event:

Film festivals are intense temporal happenings that are on the one hand unique
events, and on the other, cyclical rituals repeated annually or on occasion biannual-
ly. [...] As annual events, film festivals are productive of a sense of cyclical calendar
time sustained through rites that transform events into structures.?”

Whereas blockbuster premieres are global events that take place all around the world,
film festivals have specific sites that need to be attended by spectators:

15) Wanda Strauven, Introduction to an Attractive Concept, in Wanda Strauven (ed.), The Cinema of Attractions
Reloaded (Amsterdam: Amsterdam University Press, 2006), p. 24.

16) E Kerrigan, p. 198.

17) E Kerrigan, p. 44.

18) Laurent Creton, ‘Le marketing et la relation avec les spectateurs en question;, in Laurent Creton and Kira
Kitsopanidou (eds.), Les salles de cinéma: Enjeux, défis et perspectives (Paris: Armand Colin, 2013), e-book.

19) Marijke de Valck, Introduction. ‘What Is a Film Festival? How to Study Film Festivals and Why You Should?,
in Marijke de Valck, Brendan Kredell, Skadi Loist (eds.), Film Festivals. History, Theory, Method, Practice
(London and New York: Routledge, 2016), p. 1.

20) Janet Harbord, ‘Contingency, Time, and Event,, in Marijke de Valck, Brendan Kredell and Skadi Loist, Film
Festivals. History, Theory, Method, Practice (London and New York: Routledge, 2016), p. 70.
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It is possible to read about it later, or the following day, or watch it on the news or
catch-up channel, but to experience the actuality of the event with all of the histori-
cal resonance of that term, the festival demands that you are there within the fold of
its moment.?"

The process over the last two or three decades whereby the number of cultural festivals
in general and film festivals in particular® has consistently risen has been described by
some authors as the festivalization of culture.”® However, as a festival is considered here as
a specific type of event, the more general term ‘eventization’ seems to be better suited for
the purposes of this study.

The Eventization of Czech Theatrical Distribution

Articles on and reviews of Hollywood blockbusters in Czech media during the 1990s quite
expectedly emphasized their most characteristic feature: largeness, in various senses of the
word.?® For example, the following excerpt from an article on Titanic introduced not only
the ‘monumental’ tragedy of Titanic, but also the ‘monumental’ production costs and suc-
cess of the film,? effectively making its premiere an event on several levels:

The monumental theme of the luxury hotel on water, which was launched in the
Atlantic Ocean in April 1912 and caused death of 1500 people who utterly believed
in its ‘unsinkability, has excited humankind for more than eighty years. [...] The
production cost more than 200 million dollars and the film already ranks among the
ten biggest films in the history of cinema.?”

The largeness of the film and the success it achieved before actually hitting Czech
screens was construed as a quality in itself, something spectators needed to pay attention
to.

Industrial discourse disseminates this type of information in promotion materials. For
example, the press release for Mission Impossible III by the Czech distribution company
Bontonfilm stated: ‘As the first two instalments earned more than 1 billion dollars, it is ex-

21) Ibid., p. 80.

22) Dina Iordanova, ‘Introduction, in Dina Iordanova (ed.), The Film Festival Reader (St Andrews: St Andrews
Film Studies, 2013), p. 1.

23) Andy Bennett, Jodie Taylor and Ian Woodward (eds.), The Festivalization of Culture (New York: Routledge,
2014).

24) Steve Neale, ‘Hollywood Blockbusters: Historical Dimensions, in Julian Stringer (ed.), Movie Blockbusters
(New York: Routledge, 2003), p. 48.

25) This confirms the assertion by Charles Acland that ‘[F]or movie fans, awareness of box office winners has
now joined star biographies and genre identification as a fundamental component of film knowledge. [...]
The publication in Monday’s newspapers of the weekend’s top grossing films is likewise a corollary of the re-
views clustered in the Thursday, Friday, and Saturday papers’ Charles Acland, Screen Traffic. Movies,
Multiplexes, and Global Culture (Durham, N. C.: Duke University Press, 2003), p. 4.

26) ‘Titanic vyplouva nejen jako famdzni film, Hradecké noviny, 4 February 1998, p. 15.
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pected that the third film mission of Ethan Hunt will become a box-office hit of 2006.%” In
media presentations of blockbusters, such information is commonly utilized and accom-
panied by emotionally loaded language:

Another instalment has been afoot — if for no other reason than the fact that the
first two films earned more than 1 billion dollars. And for such a sum, it is worth it

to get Cruise out of his Scientological fairytale kingdom.?

However, with most prominent blockbusters, this kind of information is amplified to
the extreme and coupled with appraisals of the film’s (technological or artistic) superio-
rity:

Already on January 10, a spectacle will arrive in Czech cinemas the likes of which is
rarely seen. The film Lord of the Rings: The Fellowship of the Ring is full of magic and
unparalleled visual effects. It earned well-deserved enthusiastic ovations from film
critics and made more than 10 billion CZK in the first ten days in global cinemas.
[...] In London, people came out of cinema in tears. Hany Knowles, a famous film
journalist, declared that he will not be able to go to cinema ever again because he has
just seen the best film in the world.?”

The practice of constructing blockbusters in Czech media as unique and one-off won-
ders seems to have gradually intensified over years, with claims by the end of the first de-
cade of the 21* century that some blockbusters may not only revolutionize cinema but
will, in fact, render films obsolete. One film scholar was quoted in a television report on
Avatar as saying ‘[w]e may really be on the brink of a revolution leading to entirely new
types of audiovisual products that we might no longer even call films*” While technical
revolutions do happen in the realm of cinema, Avatar seems in retrospect to be rather an
exceptional film with exceptional marketing that persuaded not only audiences to go see
it but also film scholars to muse on new audiovisual experiences well beyond reality.*")

A blockbuster ‘revolution’ need not be just technological. It can also involve film nar-
ration and style. For instance, Inception was described in a review by a prominent Czech
film critic in the following way:

Unbelievably precisely written, directed, acted and endowed with magnificent mu-
sic that takes one up to the celestial spheres. We have been long awaiting something

27) Bontonfilm, ‘Mission: Impossible III. Distribu¢ni list, provided to Czech journalists via e-mail correspon-
dence on 26 April 2006.

28) Irena Hejdov4, ‘Sorry, agente Cruisi, ja nemluvim ¢esky), Aktudlné.cz, 2 May 2006. Online: <https://magazin.
aktualne.cz/kultura/film/sorry-agente-cruisi-ja-nemluvim-cesky/r~i:article:141976/> [accessed 8 October
2017].

29) Tomas Baldynsky, ‘Pan prstent ovladl svét, Mladd fronta Dnes, 5 January 2002, supplement Vikend, p. 1.

30) Petra Handkova quoted in Ceska televize, Uddlosti, komentdre (Czech Television), 16 December 2009.

31) See, for example, the relatively slow development of virtual reality as discussed in Matt Donnelly and Matt
Pressberg, ‘Why Hollywood Studios Are Slow to Embrace Virtual Reality, The Wrap, 23 July 2017. Online:
<https://www.thewrap.com/hollywood-studios-virtual-reality-slow-embrace/> [accessed 8 October 2017].
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like this, probably since the first Matrix film. And it is hugely intoxicating to witness
this historic event happening and be aware of it because you are not blindfolded.*?

While such claims seem to be exaggerated in retrospect (which is not to say that The
Lord of the Rings, Avatar, and Inception did not offer some degree of novelty), media dis-
course on blockbusters certainly does create or foster the construction of blockbusters and
their premieres as ‘revolutions’ and ‘historic events’ that spectators on a global scale should
be part of. As with film festivals in words of Janet Harbord quoted above, a blockbuster
‘demands that you are there within the fold of its moment, where ‘there’ means in a cine-
ma, either on or as soon as possible after its opening night in order to witness the ‘histor-
ic moment happening’

Art house films obviously cannot rely on expensive marketing campaigns that create
events of global significance. Nevertheless, producers, distributors, and cinema operators
can create local events that serve a similar purpose, albeit on a different scale. For exam-
ple, with the lack of theatrical infrastructure to show his films in Romania, director Cris-
tian Mungiu travelled the country screening 4 months, 3 weeks, and 2 days to spectators.
In so doing, he created a phenomenon of film caravans that targeted various audiences
(educational caravans, festival caravans, and auteur caravans),’® in fact reviving the tradi-
tion of travelling cinema exhibitors and creating attractive events for local communities.
In the Czech context, an interesting similar experiment was undertaken by the production
company Nutprodukce, which completely rejected regular theatrical distribution and
screened its film Gottland only a limited number of times in a former railway station in
Prague, with the tagline ‘Not coming soon to theatres’*”

Czech film exhibition has been characterized by an unparalleled mushrooming of film
festivals since 1989.% In 2016 the National Information and Consulting Centre for Cul-
ture registered 57 film festivals in Czechia, counting only those that take place regularly
every year and disregarding all others (and quite possibly also some small annually organ-
ized ones).*® Many events (festivals or one-off activities) are organized by distribution
companies, art house cinemas, and multiplexes. The first Czech art house cinema, Aero,
opened in 1998 and it was soon followed by several other art house cinemas operating in
Prague and other large university cities of Czechia. Ivo Andrle, one of the founders of Aero
was quoted in media in 2001 saying:

32) Kamil Fila, ‘Recenze: Pocatek je Matrix pro prvni dekadu 21. stoleti, Aktudlné, 26 July 2006. Online:
<https://magazin.aktualne.cz/kultura/film/recenze-pocatek-je-matrix-pro-prvni-dekadu-21-stoleti/r~i:article:
673555/?redirected=1507460352> [accessed 8 October 2017].

33) Constantin Parvulescu, ‘Film Caravans in Contemporary Romania, Screen Industries in East-Central Europe
Conference. Transformation Processes and New Screen Media Technologies. 20-21 November 2015, Faculty of
Film and Television, Academy of Performing Arts, Bratislava, Slovakia.

34) Facebook page of Gottland, online: <https://www.facebook.com/gottlandfilmCZ/> [accessed 10 October
2017].

35) J. Anger, ‘Role filmovych festivalti v CR.

36) NIPOS, Zdkladni statistické iidaje o kulture v Ceské republice 2016. II. dil. Uméni. Divadla, hudebni soubo-
ry, vystavni Cinnost a festivaly (Praha: Narodni informacni a poradenské stredisko pro kulturu, 2017),
p. 95. Online: <http://www.nipos-mk.cz/wp-content/uploads/2013/05/Statistika_2016_ILUMENI_web.pdf>
[accessed 5 December 2017].
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Our experience is that when films are offered in a certain package or accompanied
by some form of entertainment, more people will come to see them than if we
showed them at regular screenings.””

This strategy is indeed characteristic of current exhibition practices in Czech art house
cinemas. Several of them have been organizing a large number of events that accompany
screenings. These include traditional events such as film retrospectives (e.g., recently in
Aero: David Lynch, Paolo Sorrentino, Aki Kaurisméki, Jim Jarmusch, Stanley Kubrick,
etc.)*® and festivals either organized or hosted by these cinemas (from festivals focused on
national cinemas, such as La Pelicula® or Bollywood Film Festival,*” to less traditionally
themed festivals, such as Snow Film Fest,*” The Shockproof Film Festival,*” Sherpafest,*®)
etc.). The distribution company Film Europe organizes Be2Can (a festival offering compe-
tition films from Cannes, Berlin, and Venice), Créme de la Créme (a festival of French cin-
ema) and Scandi (a festival of Scandinavian cinema),*¥ and its strategy for theatrical dis-
tribution is based on eventization. The Association of Czech Film Clubs also organizes
various events, most prominently the large festival called Summer Film School.* The dis-
tribution company CinemArt operates two cinemas in Prague, which feature, for example,
small festivals of Polish, Indian,*” and Scandinavian®” films. Apart from retrospectives
and festivals, some art house cinemas have been organizing less typical events, some of
which are presented in Table 1.

Interestingly, the increasing number of film festivals was criticized in an article written
by Martinek in 2014, in which he claimed that the rising number of festivals marginalizes
the standard theatrical distribution of films.*® Although this may well be the case, festival-
ization (eventization) seems to be a part of larger social and cultural changes and is, as
such, impossible to avert. As Harbord put it,

[wlithin an era of globalization, the film festival operates as a bulwark against its de-
territoriallizing effects; the model of enclosure that defines the film festival may be

37) Tomas Polacek, ‘Hrajeme filmy, které se jinde nepromitaji, ¥{kd Ivo Andrle z kina Aero, iDnes.cz, 10 January
2001. Online: <http://zpravy.idnes.cz/hrajeme-filmy-ktere-se-jinde-nepromitaji-rika-ivo-andrle-z-kina-aero-
1pi-/domaci.aspx?c=A010109_165907_praha_lin> [accessed 9 October 2017].

38) Facebook page of the distribution company Aerofilms, ‘Events, online: <https://www.facebook.com/pg/aer-
ofilms.cz/events/?ref=page_internal> [accessed 9 October 2017].

39) La Pelicula, <http://www.lapelicula.cz> [accessed 9 October 2017].

40) Bollywood Film Festival, <http://www.bollywood.cz/en/news/> [accessed 9 October 2017].

41) Snow Film Fest, online: <http://www.pohora.cz/snow-film-fest/eng/> [accessed 9 October 2017].

42) Festival otrlého divika, online: <http://www.otrlydivak.cz/english/> [accessed 9 October 2017].

43) Sherpafest, online: <http://www.sherpafest.cz/?p=184> [accessed 9 October 2017].

44) Film Europe, online: <http://www.filmeurope.cz/about_us?locale=en> [accessed 5 December 2017].

45) Letni filmova $kola Uherské Hradisté, online: <http://www.lfs.cz> [accessed 5 December 2017].

46) Kino Atlas, ‘Filmové akce, online: <http://www.kinoatlas.cz/klient-181/kino-52/stranka-8427> [accessed
5 December 2017].

47) Komorni kino Evald, ‘Nordfilmfest, online: <http://www.evald.cz/klient-181/kino-53/stranka-3729/jazyk-
en_GB> [accessed 5 December 2017].

48) Premysl Martinek, Tsou filmové festivaly skute¢né platnou distribu¢ni platformou? Instituce filmového fes-
tivalu pohledem distributora ‘festivalovych’ film, Iluminace, vol. 26, no. 1 (2014), pp. 49-64.
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Table 1. Selected events organized by Czech art house cinemas

Event Description

Spectators do not know till the last moment what film will be screened.

Blind date with Aero Those who have seen the film already get a free beer.*

Screening of films accompanied by a multicourse meal tasting (e.g. the

Cinema Cuisine Indian film Lunchbox accompanied by Indian meals).*®

Screenings organized in secret and unusual locations accompanied by
Cinema Royal themed performances with actors dressed in appropriate costumes (e.g.
Metropolis screened in a high voltage laboratory).*"

Monthly screenings with projections enabled by electricity generators

Cycle Cinema powered by bike pedals.?

Aero took part in an annual day long festival in the streets of Prague at

Diffe ity E i
ifferent City Experience which they presented a theatre, music, and film program.*

Members of the audience were invited to try their own stand-up shows

Open-mic before a screening of The Big Sick.>"

Metropolitan Opera: Live

in LD A series of transmissions from New York’s Metropolitan Opera

An international project within which 100 selected film enthusiasts in
Scopel00 each country watch several European films online and vote for a film that
will enter theatrical distribution in that country.*”

said to create an enclave to protect against the deracinating effects of global capital-
ism, retaining and marking the distinctive identity of each festival location and its
cultural offerings.”®

Or, in words of Bennett, Taylor, and Woodward about the festivalization of culture in
general:

In a world where notions of culture are becoming increasingly fragmented, the con-
temporary festival has developed in response to processes of cultural pluralization,

49) Kino Aero, ‘Blind Date with Aero;, online: <http://www.kinoaero.cz/en/film/1809/aero-naslepo/> [accessed
9 October 2017].

50) Bio Oko, ‘Cinema Cuisine Volume I, online: <http://www.biooko.net/en/film/6375/Cinema-Cuisine-
Volume-I/> [accessed 9 October 2017].

51) Cinema Royal, online: <http://www.cinemaroyal.cz/> [accessed 9 October 2017].

52) Kino Aero, ‘Cycle Cinema; online: <http://www.kinoaero.cz/en/film/8946/Cyklokino-%7C-Big-Lebowski/>
[accessed 9 October 2017].

53) Kino Aero, ‘Different City Experience] online: <http://www.kinoaero.cz/en/film/9136/Zazit-mesto-jinak-
2017/> [accessed 9 October 2017].

54) Facebook page of the distribution company Aerofilms, ‘Event: Open-mic prfed projekei filmu Pékné blb¢,
online: <https://www.facebook.com/events/470370053299440/> [accessed 9 October 2017].

55) Scope 100, online: <http://www.scope100.cz> [accessed 5 December 2017].

56) J. Harbord, p. 70.
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mobility and globalization, while also communicating something meaningful about

identity, community, locality and belonging.””

In this sense, the focus of theatrical distribution on unique, one-off, authentic cine-
matic events may be understood in the context of an increasing demand for unique, au-
thentic, locally-produced products in general. Examples of this trend include the boom of
microbreweries producing local beers (not only)*® in Czechia® or the recently developed
interest of Czechs in the authentic cuisine of the Vietnamese minority that was previous-
ly ignored by them for many years of co-existence.®” The need for authenticity in modern
societies was described most prominently by sociologist of leisure Dean MacCannell in
relation to the rise of tourism in search of authentic experiences.®” In a similar sense, the
eventization of film screenings (and culture in general, including music, theatre, etc.)
allows the audience to be part of something ‘authentic’: Art house cinemas attempt to
re-create the neighbourhood and community in their events, while blockbusters con-
strued as ‘revolutions’ allow their spectators to be part of events that are (construed as)
historically and globally significant.*?

Targeting in Theatrical Distribution

In marketing theory, the term segmentation designates the division of large heterogeneous
markets into smaller segments that consist of potential buyers with similar wants, resources,
locations, and buying attitudes and practices.”” The term targeting then designates the
decision of how many and which segments the firm under question will serve, focusing
primarily on the size and growth characteristics of individual segments.*® I employ here
the term targeting in order to describe a tendency of contemporary Czech cinemas to tar-
get selected screenings at specific segments of the public.

57) Andy Bennett, Jodie Taylor and Ian Woodward, ‘Introduction;, in A. Bennett, J. Taylor and I. Woodward
(eds.), The Festivalization of Culture, p. 1.

58) Mike Danson, Laura Galloway, Laura, Ignazio Cabras and Tina Beatty, ‘Microbrewing and Entrepreneurship:
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Entrepreneurship and Innovation, vol. 16, no. 1 (2015) pp. 135-144.

59) Stanislav Tripes and Jifi Dvordk, ‘Strategic Forces in the Czech Brewing Industry From 1990-2015, Acta
Oeconomica Pragensia, vol. 25, no. 3 (2014), pp. 3-38. Online: <http://www.vse.cz/polek/download.php?
jnl=aop&pdf=580.pdf> [accessed 8 October 2017].

60) Karel Cada, Jakub Grygar, Tereza Freidingerovd, Vietnamese Diaspora in Prague: food, consumption, and
socio-material proximity in the making of a cosmopolitan city (Prague: ERSTE Foundation, 2016). Available
online: <https://www.academia.edu/28761322/Vietnamese_Diaspora_in_Prague_food_consumption_and_
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University of California Press, 1999), p. 41.

62) Although, it could be argued at the same time that screenings of blockbusters in shopping mall multiplexes
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al. (see above).
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In the context of the USA, specialized cinemas for various segments can be traced back
to the segregated movie shows for African-Americans, starting from the early days of the
nickelodeon era.® African-Americans were ‘the only group forced to have their own the-
atres;*® yet various ethnic groups of first-generation immigrants were interested in seeing
films in their own language and there were cinemas showing these films for specialized au-
diences in the USA already in the 1920s.” Although multiplexes are generally associated
with blockbusters and their operations are dependent on them, they do recognize exploit-
able niches and can be quite flexible in their programming, introducing foreign films and
older successful films on their screens in many countries. For example, Douglas Gomery
mentioned in the Canadian context that the multiplex chain Cineplex Odeon wooed siza-
ble audiences in the 1980s by promoting reggae movies to Torontos Caribbean audience
and Yiddish movies to its Jewish population.®® Furthermore, during the late 1940s, the
USA saw a rise in the number of art-house cinemas and the art house movement contin-
ued well into late 1970s.%? Although, the movement declined to a large degree in the late
1970s, mainly due to the rise of home video,”” it does not mean that art house cinemas and
repertory cinemas in the USA have completely disappeared.

Of course, the targeting of ethnic groups or ‘high-income, well-educated’ spectators
has been employed by cinemas in other countries of the world as well. For example, cine-
mas classified as ‘art et essai’”" cater to intellectual audiences in France while the ‘arthouse
or specialized”? cinemas provide similar offerings of films in the UK.

Targeting in Czech Theatrical Distribution

Before World War II, the situation was rather complicated in Czechoslovakia regarding
screenings for specific ethnic groups. Many cinemas presented films in the language of the
German minority, while the majority wanted cinemas to show films in Czech. Demonstra-
tions were even held in Prague against films shown in German.” In this era, the business
logic of movie theatres paradoxically went against the wishes of the majority, a very large
target group indeed. Furthermore, no art house cinemas existed in the country before
1998 although by the end of the 1950s, those inhabitants of Czechoslovakia interested in

65) Douglas Gomery, Shared Pleasures. A History of the Movie Presentation in the United States (Madison: The
University of Wisconsin Press, 1992), pp. 155-170.

66) Ibid., p. 171.

67) Ibid., p. 172.
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Hollywood in the Age of Television (Boston: Unwin Hyman, 1990), p. 380.

69) Gomery, Shared Pleasures, p. 180.

70) Tbid., p. 195.
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Kira Kitsopanidou (eds.), Les salles de cinéma: Enjeux, défis et perspectives (Paris: Armand Colin, 2013),
e-book.

72) Stuart Hanson, From silent screen to multi-screen. A history of cinema exhibition in Britain since 1896 (Man-
chester: Manchester University Press, 2007), pp. 182-5.
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high art became organized in ‘clubs of friends of art. These soon became more specialized,
with the formation of clubs of ‘friends of plastic art, clubs of ‘poetry friends’ and, more im-
portantly for this discussion, clubs of ‘friends of film art” imitating the model established
previously in other European countries. Interestingly, the film club movement was estab-
lished in a bottom-up manner: from the initiative of the target group for art house films it-
self.”® Film clubs offering ‘important works of world cinema’ at screenings for club mem-
bers organized in regular cinemas on selected days and times have survived to the present
day, but the name of the federation was changed to ‘Association of Czech Film Clubs’ in
1993 when the former Czechoslovakia split into two states.

Multiplexes were introduced to the Czech Republic in 1996 and it is clear that at least
some of them were very much aware of both their primary target audiences and the ex-
ploitable niches available to them as was the case with North-American multiplexes men-
tioned above. For example, in my study focused on the programming of two multiplexes
situated in Prague’s Andél neighbourhood in 2008, I have shown that one of the two mul-
tiplexes (Palace Cinemas Novy Smichov) targeted predominantly families with small chil-
dren — showcasing, among other things, films from the Zlin Film Festival — Internation-
al Film Festival for Children and Youth and a selection of television bed time stories — while
the other multiplex (Village Cinemas Andél) targeted mainly young people and couples —
for example, through ‘seats for those who are in love’ with foldable armrests or a box of
chocolates offered to the first 1500 couples on Valentine’s day — as well as ‘discriminating
spectators’ through several film festivals organized on the multiplex’s premises (e.g. Febio-
fest and the Festival of French Films). Apart from that, both the multiplexes offered a se-
lection of art house films throughout the year. Village Cinemas Andél even participated
with two of its screens in the network ‘Europa Cinemas’ funded by MEDIA (Creative Eu-
rope) and aimed at the theatrical distribution of European films, and even featured two
luxurious ‘Gold Class’ cinemas.”® Although both multiplexes changed owners after 2008,
many of the features described above are still in place today, recognizing and catering to
varied target groups.

Although the audience of art house films may be considered a target group in itself,
Czech art house cinemas employ much more elaborate targeting. The following examples
are mostly from Aero, being that it is the oldest art house cinema, yet other cinemas have
adopted many of these activities as well. Mothers with babies are invited to screenings
within the program ‘Baby Bio, showing films with reduced sound level and increased
lighting.” Slightly older children may attend screenings of fairy tales within the program

74) Jiti Knapik, ‘Czechoslovak Culture and Cinema, 1945-1960;, in Lars Karl and Pavel Skopal (eds.), Cinema in
Service of the State. Perspectives on Film Culture in the GDR and Czechoslovakia, 1945-1960 (New York and
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‘Aero for Children’’® Still older children, between 10 and 16 years of age, are invited to film
workshops called ‘Aerték;, at which they learn the basics of filmmaking.”” Elementary and
secondary schools and universities are offered a special program for their students called
‘For Schools’® Music fans are invited to live transmissions and recorded broadcasts of
music concerts within the program ‘Concerts in Cinemas’*” Theatre fans are invited to
live transmissions of performances in world theatres within the program “Theatre in Cin-
emas.®? Elderly viewers are offered special screenings within the program ‘Bio Senior’®
And the list could go on, especially since new target groups for distributors and art house
cinemas emerge virtually every year. Such elaborate marketing strategies are surprising
given that the idea of marketing as such used to be frowned upon, especially in the field of
arts, which held the negative ‘perception of marketing as finding ways in which to sell
things to people that they do not want or need.®

Conclusion

The transformation of Czech theatrical distribution and exhibition since the 1990s has
been characterized not only by the most apparent change, multiplexing, but also progres-
sively by the adoption of two prominent marketing strategies that have changed the way
Czechs watch films today: the rising number of events through which screenings of films
are framed and promoted, and the recognition of and catering to specific segments of pop-
ulation that can be attracted to cinemas by targeted programming. These strategies were
adapted equally by Czech multiplexes and arthouse cinemas, albeit through slightly differ-
ent means. However, the two trends are neither entirely new (although their extent may
well be) nor restricted to the Czech Republic and their origins may be traced to the devel-
opment of theatrical distribution in both the USA and Western Europe.

The eventization of theatrical distribution may be viewed as a return to the business
logic of the cinema of attractions, which together with the increasing emphasis on target-
ing is bolstering theatrical distribution, which has become fragile due to the competition
of online piracy and the abundance of screens and audiovisual products in everyday life,
as well as newly emerging leisure activities. In this respect, cinema is perhaps attempting
to overcome similar problems as other cultural domains, such as the theatre and the mu-
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sic industry. At the same time, the eventization of film exhibition may be viewed as a reac-
tion to what sociologists and other authors describe as increasing globalization and de-
creasing senses of authenticity, community, and belonging in contemporary society.

Jan Hanzlik is assistant professor at the Department of Arts Management, Faculty of Business Ad-
ministration of the University of Economics in Prague. He has published articles and book chapters
mostly on Czech film distribution and exhibition after 1989.
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SUMMARY

Eventization and Targeting in Czech Theatrical Distribution
after 1989

Jan Hanzlik

The article focuses on two marketing strategies that have been adopted by Czech film distributors
and cinema operators after 1989: the increasing trend of screening films at various events rather
than in regular distribution and the related rise in the number of film festivals, and the targeting of
specific audience groups by distributors and cinemas. These trends are apparent in the distribution
of both blockbusters and arthouse films, although different means are employed and different activ-
ities are endorsed by arthouse distributors and cinemas than those distributing or screening films by
the Hollywood majors.
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Tomas Jirsa

Charting Post-Underground
Nostalgia

Anachronistic Practices of the Post- Velvet Revolution Rock Scene

1993 is a year of two significant break-ups. While the federal Czechoslovakia was falling
apart,) the legendary alternative rock band Psi vojici (Dog Soldiers), founded during the
harsh period of normalization in 1979, was also bidding its public farewell. The reason for
this parting was a decision by one of three founding members to withdraw from the band,
which, in turn, resulted in the decision of other musicians to disband as well. On the night
of October 23, the Great Hall of Lucerna Palace in Prague witnessed a melancholic scene:
on the stage, a silver revolver, pointed toward the audience, was placed on a black Wein-
bach grand piano right next to the ashtray and pile of wrinkled lyric sheets that bandlead-
er, pianist, lyricist, singer, and composer, Filip Topol, used to stick onto his instrument. At
the end of the concert, amid the gloomy faces of the players and the frontman’s hardly con-
cealed weeping, his sheets of lyrics were, as a farewell gesture, thrown into the audience.

Although many fans and critics saw the ‘last goodbye’ as a mere promotional trick,?
since only a few months later, a new bass guitarist was found and the band started playing
gigs again, a symbolic break with the past had, indeed, taken place. On the one hand, it ini-
tiated the most creative period in the band’s career, full of remarkable studio experiments,
sophisticated compositions, and rather abstract, fragmentary lyrics. On the other hand,
the clubs and concert halls were being crowded with younger and younger fans along with
the underground contemporaries who demanded only the ‘big beat’ smash hits from the
1980s along with the wild, self-destructive spectacle of the bandleader, including blood
from his fingers and wrists on the keyboard. In other words, whereas the music and poet-

1) For a more detailed account of the event as well as the rhetoric underlying the split see Ladislav Holy, The
Little Czech and The Great Czech Nation: National Identity and the Post-communist Social Transformation
(Cambridge: Cambridge University Press, 1996), esp. pp. 198-199.

2) A contrary point of view was advocated only by Pavel Klusak, ‘Psi labuti pisen, Respekt, vol. 4, no. 48 (1993),
p. 15. As for the bandleader himself: in an interview from 1995, he denied that the split was a promotional
gimmick, admitting to ‘crying virtually during the whole last show’. Ondtej Bezr et al., ‘Filip Topol (rozho-
vor s Filipem Topolem); Rock & Pop, vol. 6, no. 26 (1995), p. XI.
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ics of the band had radically transformed during the 1990s, the conservative post-under-
ground audience wanted to hear and see something entirely different, they longed much
less for novelty than for the continuity and survival of the cultural and aesthetic patterns
of the normalization period.

This essay examines the socio-cultural mechanisms underlying the anachronistic
stance that substantially shaped the musical landscape in the post-communist era. Using
the case study of the band Psi vojaci, it explains the roles of the audience, the music indus-
try, and journalists, all of whose activity resulted in a stereotypical canonization of the
multifaced alternative rock band under the label of ‘underground legend.. In analyzing the
band and its music not so much from an aesthetic point of view but rather in terms of
a cultural practice whose production is conditioned to the same degree by audience
demand as by the imperatives of the music industry and media discourse, I take my cue
primarily from the sociological research of pop and rock music that focuses on various
practices within the web of politics, policies, and institutions and on the network of com-
munication between the stage and the audience, as well as from ethnographic studies of
the music industry. The present case study should enrich an understanding of the post-so-
cialist cultural transition and its meaning-making practices as a complex dialogic process
between many interlocutors, including the newborn music industry in search of commer-
cial potentialities, both old and new fans, the free press, and the band itself.

As part of this approach, several interviews were conducted with participants from the
band and persons involved in its production background, in particular with the executives
from the band’s labels, which stand here for ‘cultural intermediaries’ that play a pivotal role
in articulating production with consumption.”’ Drawing on the groundbreaking research
of Georgina Born on how music materializes identities, rather than analyzing the band’s
highly original sound and lyrics, I attempt to explore its music as a cultural object, ‘an ag-
gregation of sonic, social, corporeal, discursive, visual, technological and temporal medi-
ations — a musical assemblage, where this is understood as a characteristic constellation
of such heterogeneous mediations.” For my attempt to shed new light on the cultural
scene of the 1990s, especially its music practices, I employ the convenient concept of the
‘circuit of culture’ provided by Paul Du Gay. Drawing on the mutual dependence of the
production of culture and the culture of production, i.e. ‘the ways in which practices of
production are inscribed with particular cultural meanings, Du Gay argues that these
‘meanings are produced at several different sites and circulated through several different
processes and practices.” Among them, he distinguishes five major cultural processes —
representation, identity, production, consumption, and regulation — that continually
overlap and intertwine, upon which the circuit of culture is based and whereby it is driv-

3) See Sean Nixon, ‘Circulating Culture; in Paul Du Gay (ed.), Production of Culture / Cultures of Production
(London: Sage / The Open University, 1997), p. 181.

4) Georgina Born, ‘Music and the Materialization of Identities, Journal of Material Culture, vol. 16, no. 4
(2011), p. 377.

5) Paul Du Gay, Stuart Hall, Linda Janes, Hugh Mackay, Keith Negus (eds.), Doing Cultural Studies: The Story
of the Sony Walkman (London: Sage/Open University, 1997), p. 4; Paul Du Gay (ed.), Production of Culture
/ Cultures of Production, p. 10. For an elaborated critique of Du Gay’s approach see Ben Fine, The World of
Consumption: The Material and Cultural Revisited (London and New York: Routledge, 2016), pp. 104-106.
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en. However, along with observing ‘how it is represented, what social identities are associ-
ated with it, how it is produced and consumed, and what mechanisms regulate its distri-
bution and use® — in other words, how the properly functioning circuit of culture
proceeds — an even more important goal of this essay is to point out that such a circuit is
regularly disturbed by various paradoxes, tensions, and contradictions and, as a result, it
tends to be short-circuited.”

The reason for these cultural short-circuits lies in the conflicting dialogue and con-
comitant tensions between, on the one hand, the actual musical production of the con-
temporary band, and, on the other, the reconfigured cultural sectors coming to terms with
both symbolically representing the past in new ways and exploiting it commercially. Struc-
turing my argument around the four main nodes — the band, the music industry, the
press, and the fans — I will explain how each of these tensions were negotiated. An exam-
ination of such tensions and splits, widely shared by the cultural circuits of other post-
communist countries, should offer productive insight into the East-Central European cul-
tural landscape and provide a few concepts for its more subtle analysis.

Exploring the Czech music industry after 1989, Micheal C. Elavsky aptly observes that
rather than a dynamic transformation, its contemporary field offers an anachronistic mir-
ror image of the era before the fall of the Iron Curtain.

While post-communism’s promise to provide greater opportunities for musical ex-
pression and the wider dissemination of Czech musical articulations have been
ostensibly delivered, the ideological underpinnings and infrastructure within the
processes of globalisation in fact constrain Czech music culture in ways that para-
doxically mirror those of their communist forebears. Sometimes the more things

change, the more they stay the same.?

Given these conditions, a number of questions arise with respect to the particular pro-
duction, reception, and media image of the band Psi vojaci. Did the post-underground au-
dience — which can be defined as a diverse and multigenerational group of post-Velvet
Revolution fans, listeners, and concert-goers whose reception practices were underpinned
by nostalgia for the underground past and by the aim to preserve the myth of authentici-
ty and anti-commercialism in spite of actual production practices — have its share in the
above-outlined fossilization of the band’s image? And if so, in what ways did it push the
contemporary band toward the continuous repetition of its old production? How do the
post-communist ideological and infrastructural forces relate to the so-called ‘alternative
scene, which defined itself as immune to any form of commercialism and as entirely inde-

6) Du Gay et al. (eds.), Doing Cultural Studies, p. 3.

7) For an excellent summation of breakdown, failure, and error in social theory see Stephen Graham, Nigel
Thrift, ‘Out of Order: Understanding Repair and Maintenance, Theory, Culture & Society, vol. 24, no. 3
(2007), pp. 1-25. Failure and disorder are also viewed as inherent features of the music industry prevailing
over its own criteria of success by Keith Negus, Music Genres and Corporate Cultures (London and New
York, Routledge, 1999).

8) Michael C. Elavsky: ‘Czech Republic, in Lee Marshall (ed.), The International Recording Industries
(Oxfordshire: Routledge 2012), p. 95.
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pendent of market forces?” What role did the media of the 1990s play in creating the spe-
cific anachronistic and conservative taste? And — if, according to Antoine Hennion, taste
is an accomplishment, an event produced by mutually transformative relations between
music lovers and music sounds — ' what kind of performance resulted in the fact that the
more the band changed, the more it stayed the same?

I. The Self-Emptying Brand of the Underground and Its Afterlife

Hardly any critic between 1990 and today has failed to mention the compelling term ‘un-
derground;, when writing about Psi vojaci, yet a convincing justification of this label has
been conspicuously absent. As early as one year after the Velvet Revolution, the frontman
himself protested against the label: ‘It makes me angry to hear all the time that we play un-
derground, because such a thing cannot be played. Underground is a spiritual attitude; it
is a highly tolerant approach towards life and, at the same time, opposition to every-
thing.'" However, from the point of view of the political dispositif of the underground, his
own case remains exemplary. In April 1978, a year before founding his band together with
elementary school schoolmates under the great influence of The Doors, the 12-year-old
Filip Topol was invited by none other than famous playwright and dissident Vaclav Havel
(a close friend of Filip’s father, the dramatist Josef Topol) to perform at his country house
Hradecek as opening band for the legendary and illegal music group The Plastic People of
the Universe (PPU), who had just recently been released from prison. Thus, from the very
beginning, Psi vojaci were classified among the enemies of the communist regime. They
had already aroused suspicions for being named after ‘Dog Soldiers, the Cheyenne mili-
tary society from Thomas Berger’s novel Little Big Man. The group member’s desire to pur-
sue a professional rock career was promptly denied as the bandleader went through his
first police interrogation shortly after their first official concert in November 1979, where-
upon the band was officially banned, and able to perform and record only rarely and se-
cretly in friends’ cellars, barns, and gardens.'” The complete media silence was interrupt-
ed only once by two articles that were both published in 1986 in the samizdat journal
Vokno, whose authors were Topol himself (under the pseudonym ‘Josef Novak’) and the

9) For a comprehensive definition of alternative culture as a ‘more or less intentional deviation from the dom-
inant cultural streams that [...] were enforced through power and supported by the totalitarian regime of
state socialism while seeping into the mass and consumerist culture, see Josef Alan (ed.), ‘Alternativni kultu-
ra jako sociologické téma; in Alternativni kultura. PFibéh ceské spolecnosti 1945-1989 (Praha: Nakladatelstvi
Lidové noviny, 2001), p. 7. A narrower notion is provided by Miroslav Vanék, who contends that the alter-
native music scene embraced the rock groups which were gathered around the Jazz Section (Jazzova sekce)
and offered an alternative not only to the pop and official ‘bigbeat music’ but also to its opposite: the under-
ground. See Miroslav Vanék, Byl to jenom rocknroll?: hudebni alternativa v komunistickém Ceskoslovensku
1956-1989 (Praha: Academia, 2010), pp. 58-62, 256-272.

10) Antoine Hennion, ‘Music and Mediation: Toward a New Sociology of Music, in M. Clayton et al. (eds.), The
Cultural Study of Music (London: Routledge, 2003), p. 90.

11) Ivan Hartman, Jak Topol potkal vé¢nost (rozhovor s Filipem Topolem), Rock & Pop, vol. 1, no. 5 (1990),
p. 6.

12) The band’s development until 1999 is comprehensively described by Jaroslav Riedel (ed.), Ndrod Psich vojdkii
(Praha: Mata, 1999), pp. 14-19.



ILUMINACE Volume 29, 2017, No. 3 (107) THEMED ARTICLES 69

poet, artistic director of PPU, and spiritus movens of the Czech underground, Ivan Martin
Jirous. Interestingly enough, Topol’s article mentions the ‘underground’ only once —
when confirming that the band never declared any affiliation with it.'?

Yet, what did it mean to be a part of the ‘underground; and is the even term relevant
for a particular mode of music production? It is a well-known fact that rather than a de-
clared, systemic oppositional movement against the regime, the Czechoslovak under-
ground represented an intellectual and deliberately non-political stance that sought the
creation of a parallel world based on independent thinking, personal freedom, and free ar-
tistic expression.'” As stated by Jirous in his highly influential manifesto ‘Report on the
Third Czech Music Revival’ (Zprava o tfetim ¢eském hudebnim obrozeni, 1975), ‘the goal
of our underground is to create a second culture, a culture completely independent from
all official communication and the conventional hierarchy of value judgements put out by
the establishment.'® Importantly, a bit earlier in his essay, he clarifies that such a spiritual
position does not entail a particular artistic movement or music style ‘in spite of the fact
that, in music, it manifests itself primarily in the form of rock'® Leaving aside the ques-
tion of whether the label ‘underground’ is relevant for any artistic production after the fall
of the Communist regime, it follows that rather than any set of stylistic, genre, or distinc-
tive poetic features the term designates a specific musically imagined community, based
on affective and social alliances."”

Despite a strong intellectual alliance with the underground milieu — particularly Filip
Topol’s friendship with Jirous and Vratislav Brabenec, the saxophonist of the PPU — and
despite the prohibition by the regime, the band quickly became a sort of outsider forma-
tion, mainly due to its unique mode of expression that had virtually nothing in common
with the contemporary Czech underground music, as represented by such bands as the
PPU, DG 307, Uméld hmota, and Aktual.'"¥ While the latter largely relied on a playful mu-
sical ‘dilettantism, untrained improvisation and avant-garde experimentation mixing the
primitive melodies and the sounds of various instruments from the realm of rock and oth-
er genres (mainly violin, saxophone, and synthesizer) combined with the noise made by

13) ‘Regardless the view of the band, I. M. Jirous and the StB [state secret police] had the same opinion: It is
underground. Josef Novék, ‘Psi vojaci, Vokno, vol. 5, no. 10 (1986), p. 39.

14) For the intersections between the Czech musical underground and the political opposition between 1968
and 1989 see Jonathan Bolton, Worlds of Dissent: Charter 77, The Plastic People of the Universe, and Czech
Culture under Communism (Cambridge: Harvard University Press, 2012), pp. 115-47; Lars Berggren,
‘Mothers, Plastic people and Vaclav Havel, in Bjorn Horgby, Fredrik Nilsson (eds.), Rockin’ the Borders: Rock
Music and Social, Cultural and Political Change (Newcastle: Cambridge Scholars, 2010), pp. 49-66; Martin
Machovec, ‘Czech Underground Musicians in Search of Art Innovation, East Central Europe, vol. 38, no. 2-3
(2011), pp. 221-37.

15) Ivan Martin Jirous, ‘Report on the Third Czech Music Revival, in Laura J. Hoptman, Tomas$ Pospiszyl (eds.),
Primary Documents: Sourcebook for Eastern and Central European Art since the 1950s, trans. Erik Dluhosch
(New York: MOMA, 2002), p. 64.

16) Jirous, ‘Report on the Third Czech Music Revival, p. 64.

17) See Born, ‘Music and the Materialization of Identities, p. 381, according to whom the musically imagined
communities ‘may reproduce or memorialize extant identity formations, generate purely fantasized identi-
fications, or prefigure emergent identity formations by forging novel social alliances’

18) A similar view was held by Jirous already in 1986. See Ivan Martin Jirous, ‘Psi vojaci, in Magoriiv zdpisnik
(Praha: Torst, 1997), p. 234.
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all kinds of objects (e.g. a saw, a hammer, sheet metal), and often referencing The Velvet
Underground as their primary music influence; the expression of Psi vojaci was dominat-
ed by the piano as lead instrument which, along with the punk-like rhythms of the drums
and bass, created a peculiar combination of rock techniques, free jazz, blues harmony,
modern chanson, and classical music, employing sudden switches between minor melo-
dic chords and cadential dissonances, and Topol’s fierce declamation and screaming of
elaborate poems (at that time written by his elder brother, poet, and since 1992 important
novelist, Jachym Topol). As primary sources of influence, Topol typically indicated The
Doors, John Cale, and the classical musicians of the second half of the 18" century.

The characteristic sound and lyrics were, however, by no means the only ways in which
Psi vojaci differed from other underground bands. In 1986, tired of repeated police inter-
rogations and the strenuous conditions of the illegal concerts, the musicians decided to
acquire official status, leaving the illegal ‘underground’ to enter the semi-official ‘ground
floor’™ In order for the banned group to be allowed to perform publicly again, it had to
make an important compromise and rename, which was, at least in theory, seen as a be-
trayal of trust by the underground community.® Without fully adopting the sharp criti-
cism of Jolanta Pekacz, who pointed out the usually overlooked pragmatism and oppor-
tunism of the East-Central European rock scene towards the Communist ideology and
regime, one might suggest that in this context, her distinction of two levels of ideology —
formal (official) and operative — is at stake.?”’ For that matter, the compromise allowing
the band to take part in the semi-official music scene was slightly subverted as the band
had picked out quite a transparent acronym P.V.O. ( ‘Psi vojaci osobné€ /Dog Soldiers Per-
sonally/) under which it performed until the Velvet Revolution.

Consequently, after 1986, in the eyes of some of the underground community the band
members were seen as suspicious pop stars. As Filip Topol recalls in an interview from
1992, ‘plenty of people from the underground scene at Klamovka reproached me: ‘You're
a Michal David of the underground, students come to your shows’ But I'm glad they
come.?? Not only did they no longer fit the label of ‘underground;, Psi vojaci were likewise
not fully accepted by members of the alternative scene, situated on the borders of legality
and illegality.” One of the main protagonists of the alternative scene, saxophone player

19) Jan Cholinsky, ‘Stojime u zdi. K ¢eskému hudebnimu undergroundu 80. let, Pamét a déjiny, vol. 9, no. 1
(2015), p. 81.

20) Cf. Jirous, ‘Report on the Third Czech Music Revival, 63. ‘As soon as the devil [...] (speaking as the spokes-
person for the establishment) asks you to change your name and promises in turn that you will be allowed
to play again, as you played before, it is time to say no again — no, we will not play’

21) Jolanta Pekacz, ‘Did Rock Smash the Wall? The Role of Rock in Political Transition, Popular Music, vol. 13,
no. 1 (1994), p. 44.

22) Milan Lezak, ‘Ptipaddm si jako ementdl (rozhovor s Filipem Topolem)} Melodie, vol. 10, no. 30 (1992), p. 12.

The Klamovka pub in Prague, situated in the eponymous park in Kosite, was a legendary meeting point of

the Czech underground community during the 1970s and 1980s. Michal David is a pop singer, songwriter,

and producer — an emblematic person of the pro-regime ‘normalization music’ of the 1980s.

For a more detailed account of the so called ‘grey zone, the unofficial rock scene that distinguished itself not

only from the regime but also from the underground, see Josef VIcek, ‘Hudebni alternativni scény sedm-

desatych az osmdesatych let; in Josef Alan (ed.), Alternativni kultura, pp. 201-263. Basically, the crucial dif-
ference between the underground and the alternative scene rested in the degree of their criticism towards
normalization; whereas the former strived to be apolitical ‘while being pushed into politics and dissent only

23

=
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and singer of the band Extempore, Mikolas Chadima, who famously criticized the under-
ground community for indulging in a sort of ‘messianism’ and clinging to a ‘ghetto men-
tality, occasionally referred to Psi vojaci as intolerant, arrogant, and too-oft drunken un-
derground ‘superstars, obsessed with their growing fame.*

Entering the club scene in 1986 had a crucial impact on the band, not only in terms of
the growing numbers of mainly Prague concerts performed back to back with other alter-
native, folk, and punk rock musicians, but also in terms of their music itself and its engag-
ing form, thanks to which the band enjoys extraordinary popularity across various gener-
ations and social groups. The formal influence of the numerous concerts, given in a relaxed
atmosphere for diverse audiences in the rock clubs, is easily recognizable on many archive
recordings from that period and Topol himself has confirmed the impact of these con-
certs, which he considered inspiring in terms of pushing the band towards formal simpli-
fication.® It is, indeed, the second half of the 1980s that gave rise to the band’s famous ‘big
beat’ repertoire which, as discussed below, has not only remained part of their canon, but
also comprises the songs that most appealed to the 1990s audiences, journalists and their
recording label despite the band’s significant stylistic, lyrical, and musical transformations
after its symbolical break-up in 1993. It was during this period that the iconic hits and cult
songs such as ‘Marilyn Monroe’ (1987), ‘Ziletky’ (Razor Blades, 1988), and ‘Russian Mys-
tic pop. op. IV’ (1988) were born, while others, which had been written earlier, e.g.
‘Sbohem a tetéz’ (Goodbye and Chain, 1985), ‘Cerny sedlo’ (The Black Saddle, 1980)
a ‘Hospoda® (Pub, 1980), became equally popular. These songs all have in common the
combination of a catchy melody, simple refrain, and varied punk rhythms, whose main
goal is to underpin the remarkable spoken or chanted rhyming lyrics, evoking an existen-
tial and often grotesque micro-narrative.

At the beginning of the 1990s, the repertoire became even more famous as the band
became fully professional, playing regular gigs several times per month in the former
Czechoslovakia and occasionally abroad, and also because it released three studio albums
between 1989 and 1991, which included all of those famous songs.? Yet it is also the first
third of this decade which saw a growing weariness of the concert repertoire along with
a certain creative crisis among the band members. They were tired of playing the same

by the circumstances, the latter responded directly to the official products of normalization culture. V1¢ek,
‘Hudebni alternativni scény sedmdesatych az osmdesatych let, p. 232; Vanék, Byl to jenom rock’n’roll?, p. 59.

24) Mikolas Chadima, Alternativa. Svédectvi o ceském rock & rollu sedmdesdtych let. Od rekvalifikaci k “nové viné
se starym obsahem” (Praha: Host, 1992), p. 344. For his critique of the ‘ghetto mentality’ of the underground
see Chadima, ‘Alternativa. My nejsme underground!; in Alternativni kultura, pp. 370-401.

25) See Jiti Fiedor, ‘Povazuji se za hudebniho skladatele (rozhovor s Filipem Topolem)) Lidovd demokracie, vol.
49, no. 295 (1993), p. 10; Petr Koral: ‘Filip Topol (rozhovor s Filipem Topolem), Rock & Pop, vol. 10, no. 11
(1999), p. 55.

26) The very first official studio record was released already at the end of 1989 by the label Panton as part of its
‘Rock Debut’ edition, whereby the band — at that time still under the code name of P. V. O. — released an
LP that included four of its hitherto most popular songs (‘Psycho Killer, ‘Marilyn Monroe, “Ziletky’, ‘Sbohem
afetéz’). Before signing a contract with its henceforth major label, Indies Records, in 1994, the band released
the following albums: Nalej cistého vina, pokrytée (Come Clean, You Hypocrite; Globus International, LP,
MC, CD, 1991); Leitmotiv (Globus International, LP, MC, CD, 1991); Live I, Live II (Gang Records, 1993, LP,
MC, CD).
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songs over and over again (which was eventually one of the main reasons for the bass gui-
tarist Jan Hazuka’s withdrawal), and sought a way out of this crisis by engaging in a new,
less song-like musical expression as is apparent on the concert double records Live I / Live II
(1993).

The first anachronistic paradox thus demands attention. After recording the new al-
bum Sestra (Sister) in 1994, a major turning point occurred, which is easily heard on eve-
ry single album released during the short yet intense period until 1997.2” With this album,
the band starts to experiment with larger, richer and more sophisticated compositions,
studio sounds, and even electric keyboards, which Topol — a classically trained pianist
with a degree from the public conservatory where he had studied organ performance and
baroque music before 1989 — had quite rejected until that point. The lyrics, too, under-
went a fundamental transformation, abandoning rhyme and simple refrains to become
more fragmentary, abstract, and non-narrative in form, unfolding intangible atmospheres,
lyrical incantations, and recurring affective figures. At the same time, though, what the
band was regularly performing at its more than seventy concerts per year until its final
break-up in 2013, was above all the iconic hits that had been created and widely acclaimed
even before 1989. Those were the desired songs, loudly and insistently demanded at all
concerts by the audience, which shouted out their titles over the novel, innovative, and as
yet unknown pieces of the ‘renewed’ 1990s Psi vojaci. As a result, whatever new directions
and experimental paths the band strove to explore, it will be forever branded as an ‘under-
ground legend’ and its pre-1989 repertoire will be the dominant template through which
it will be heard. Whereas the band’s mid-1990s compositions and recordings bade farewell
to its underground past and ‘sound, its concert practices adhered to this past, due to the
lack of acceptance for their new work by audiences and in media discourse.

I1. Negotiations with Music Industry: Indies Records’ ‘Anti-Commercial’ Policy

The incongruity, which caused the above described anachronistic paradox, is most evident
in, of all places, the production policies of the two independent labels that took the band
on during the 1990s, namely the major player in the field of alternative and world music,
Indies Records, which became the band’s home label after 1994, and the much smaller
Black Point, which released both archival and contemporary alternative music. In the
mere seven years after its professionalization in 1990, the band impressively recorded nine
albums, the most progressive of which were released by Indies Records: Sestra (Sister,
1994), Brutdlni lyrika (Brutal Lyricism, 1995), Sakramildcku (Damnhoney, 1995), and
Hotici holubi (Flaming Pigeons, 1997). Yet the new musical output at Indies Records,
which displayed a radical transformation of the musical techniques and methods, the
sound, and the lyrics of the band, has a substantial antithesis in the parallel releasing of

27) As the Indies Records founders recall, releasing the album Sestra in 1994 initiated the label’s professional
path as it was the first time that they ‘had to act as real producers, to take care of promotion and distribu-
tion. Unfamiliar with such procedures, we must have learned that on the fly’ Online: <http://www.mesto-
hudby.cz/publicistika/rozhovory/meznikem-byla-sestra-psich-vojaku-25-let-vydavatelstvi-indies> [acces-
sed 14 September 2016].
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pre-1989 archival recordings, remastered and distributed by Black Point, which not only
documented the band’s musical evolution but also captured the unique atmosphere of
those illegal and semi-legal concerts.? One of the reasons for this incongruity was, be-
yond any doubt, the Black Point director’s uncompromising attitude towards the band’s
past output: “They reached their peak in 1986. Everything that came afterward was sheer
pop with hysterical and screaming fangirls everywhere!”” Given the negligible sales prof-
it, it is evident in this context that the conflict of interests was rooted primarily in a con-
flict of tastes; both Black Point and Indies Records helped to increase the band’s populari-
ty, even though the two widely different renderings of the band’s cultural meanings and
‘sound’ have very little in common.

However, this is not the only antithesis to the band’s contemporary output in the 1990s.
The second one was provided by Indies Records itself, which pushed the band to re-record
their most famous and hence, it goes without saying, most overplayed songs. The album of
these remade songs was released under the title Ndrod Psich vojdkii (Dog Soldiers Nation)
in 1996 — at the same time as the very same label was releasing the band’s new records,
which displayed a completely different artistic direction. To fully understand this anach-
ronistic step, which points to a peculiar paradox both within the label’s production strate-
gy and, no less importantly, in the band’s ‘underground’ status, it is necessary to present
a brief survey of the record label’s position and policy.

During the 1990s, Indies Records (founded in Brno in 1990) established itself as the
most progressive domestic independent label for Czech alternative and world music, rep-
resenting a unique counterbalance to the transnational major labels of the so-called Big
Five (EMI, Sony Music, BMG, PolyGram, and Warner Music) whose subsidiaries operat-
ed extensively on the local market but showed almost no interest in producing Czech al-
ternative music.’” Along with producing rather unknown rock and hardcore musicians as
well as highlights from the alternative folk scene — such as the singer and violinist Iva Bit-
tova or the band Jablkon — the Indies Records roster was comprised of bands that used to
perform in the same club scene as Psi vojaci, most notably Uz jsme doma (There you go)
and Zuby nehty (Tooth and Nail). The label began with a rather DIY music rental shop,
operated by two friends, who owned circa 150 CDs comprised partly of their own concert
recordings, and partly of informal acquisitions from an independent store in Vienna.*”
The music shop quickly gained recognition for its unprecedented selection of all different
genres of recordings which were, at that time, in short supply. Eventually, they managed to

28) The chronological order in which they were released by Black Point is as follows: Ps vojdci — Vol. 1 and Psi
vojdci — Vol. 2 (MC, 1990); Psi vojdci 1979/80 Live (MC, 1991); Baroko v Cechdch (Baroque in Bohemia;
MC, 1993); Nechod'sama do tmy (Don’t Go Out Alone after Dark: Works from 1983-1986; CD, MC); Mucivé
vzpominky (Torturing Memories: Works from 1987-1989; CD, MC, 1997). The band’s complete early works
were released later on a remastered triple CD in 2000, entitled Psi a vojdci. Baroko v Cechdch. Studio 1983~
-1985 (Dogs and Soldiers, Baroque in Bohemia, Studio 1983-1985).

29) Interview with Oldtich Sima, 6. 11. 2015, in Prague.

30) Michael C. Elavsky, ‘Musically Mapped: Czech Popular Music as a Second “World Sound”, European Journal
of Cultural Studies, vol. 14, no. 1 (2011), pp. 3-24. For a more detailed account of the major labels operating
on Czech market and their subsequent joint ventures see Elavsky, ‘Czech Republic; esp. pp. 100-103.

31) See online: <http://www.mestohudby.cz/publicistika/rozhovory/meznikem-byla-sestra-psich-vojaku-25-let-
vydavatelstvi-indies> [accessed 14 September 2016].
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establish a prominent record company which not only promoted and supported the work
of a high number of alternative musicians, but also substantially cultivated the domestic
media scene, which was otherwise encumbered by low-grade television music programs
and radio broadcasts. Far from being mere pay-and-go-stores, the small Indies records
shops — located in Brno, Olomouc, and Ostrava — functioned primarily as enriching cul-
tural and social platforms, whose sales clerks were mostly dedicated connoisseurs, ready
to instruct, recommend, and share their insights on all kinds of popular and rock music,
and places where one could find valuable and otherwise rare music journals (such as Uni,
a cultural magazine published by Unijazz).

But, as Elavsky points out in his brilliant exploration of the Czech music industry after
1989, Indies Records represented a certain paradox. On the one hand, musicians belong-
ing to the liberal label were provided creative freedom, important media exposure, and
a broad distribution on Czech market. On the other hand, however, its production policy,
which was oriented exclusively towards ‘non-commercial’ and ‘independent’ creation out-
side the mainstream, embodied a constraining ideology, which — summarized by their
motto ‘We only release music that we like’ — curtailed broader promotion into the domes-
tic commercial media sphere and thus precluded their being seen and heard globally on
the world music marketplace. ‘By working only with musicians which they deem to be
outside the Czech mainstream, concludes Elavsky, ‘Indies Records effectually positions it-
self and its domestic repertoire in the realm of ‘higher culture] seeking primarily to appeal
to an audience that considers itself to be intellectually or artistically discerning’ Such an
anti-mainstream policy then, begs the question ‘as to how effectively it actually ‘represents’
Czech culture®?

The anticommercial stance of Indies Records certainly echoes the sceptical attitude of
Psi vojaci, and not only on account of the fact that a share from the sale of CDs and MCs
(musicassettes), split equally among the musicians, hardly exceeded 15.000 Czech crowns
(circa 600 euros) per person per year, but mainly insofar as the admitting of any financial
profit was deemed low and antithetical to the post-underground alternative culture, which
proclaimed an anti-commercial ethos.® The bandleader himself would all but confirm
such an attitude on many occasions: ‘Nobody buys Psi vojaci or Topol anyway, it’s just
amarginal issue. Were neither Lucie nor Alice. But whoever fancies us, they buy us. I don't
care about sales. After all, music is a matter of the soul*¥ Nonetheless, this very soul was
easily persuaded by the Indies Records executives in 1996 to record and release studio re-
makes of his band’s 14 ‘greatest hits) their most overplayed songs from the second half of

32) Elavsky, ‘Musically Mapped, p. 17.

33) A striking analogy might be observed in another conflict from the same decade, between the anti-commer-
cial ethos of grunge and the success it achieved. Considering the success of grunge in relation to theories of
authenticity and commercialization, Catherine Strong observes its paradoxical position: ‘As grunge’s au-
thenticity was constructed in the press as being associated with rejection of success as defined within the
wider field of power, as soon as grunge started to obtain such success it began to undermine the basis on
which that success was (partly) built’ Catherine Strong, Grunge: Music and Memory (Farnham: Ashgate,
2011), p. 56.

Ondrej Bezr et al., ‘Filip Topol, p. XI. Besides being common Czech girls names, Alice (mainly 1990-1997)
and Lucie (founded in 1985) are two allied Czech rock bands, highly popular especially after their common
tour in 1991.
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the 1980s. Interestingly enough, this occurs right at the moment when the same label re-
leases in the course of three years four new, rather experimental albums (Sestra, Brutdlni
lyrika, Sakramildacku, Hofici holubi) whose sound, lyrics, diverse expression, and compo-
sitions mark a critical break from the former cult songs and smash hits.>*

A nostalgic gesture, a pure marketing gimmick, or both? First and foremost, the ‘great-
est hits’ album represents a return to the old, well-known repertoire that the band was
compelled to perform on demand and almost without exception at all concerts. The only
exception was the last piece on the album, which had been hitherto known only to a small
circle of the most devoted fans, namely an archival concert recording of the song ‘Psi vo-
jact’ from 1979 featuring the youthful voice of then 14-year-old Filip Topol, which com-
bined an imaginary battle hymn of the eponymous Indian tribe with a clear political allu-
sion. The choice to make this the closing piece of the whole album otherwise comprised
exclusively of popular and played-out songs, may be perceived as a symbolic wink to the
fans — suggesting a spiritual continuity with the old days of the underground and resis-
tance. By the same token, this peculiar nostalgic, or rather anachronistic gesture can be
understood as framing the multifarious present, full of creative quests, with the unequiv-
ocally mediated past. Despite its somehow monotonous sound; somewhat sloppy, even in-
different performances; and stiff expression, the album was hastily welcomed with a gen-
erally eulogizing tone by music journalists. These critics focused less on a close listening
of the music than on celebrating the fact that the smash hits were at last collected on a sin-
gle record;* but they were all the more criticized by the frontman himself. As he noted at
the very end of the 1990s in an interview, T am not a huge fan of returns. I think you can
tell it from the album [...] what Indies wanted from us all the time. While recording,
I wasn’t able to pay the songs as much attention as they would deserve which, now, I feel
sorry about’® Later on, bass guitarist Ludék Horky unambiguously confirmed this atti-
tude, claiming very low motivation during recording and pointing out the interesting fact
that since the musicians were not able to remake all the songs in sufficient quality, the song
‘Nebe je zatazeny’ (The Sky has Clouded Over, 1991) was simply reproduced from the al-
bum Leitmotiv released five years previously.® In spite of these shortcomings, the fact re-
mains that the sale of the album was twice as high as any of their other releases:** between
1996 and 2000, circa 5000 CDs and 4000 MCs were sold; in the period after 2000, circa
2300 CDs were sold.*” As such, it quickly became the leading Indies Records bestseller of

35) For a detailed analysis of these records see Tomas Jirsa, “Pocity jak Ziletky”: Psi vojaci na pozadi anachron-
ni touhy 90. let, in Petr A. Bilek, Josef Sebek (eds.), Ceskd populdrni kultura: Transfery, transponovdni a dal-
si tranzitni procesy (Praha: FF UK, 2017), pp. 180-229.

36) This is obvious from the very titles of the reviews, see esp. Ivan Hartman, ‘Pisné jako Ziletky [Songs like ra-
zor blades]’ Lidové noviny, vol. 9, no. 234 (1996): Ndrodni, no. 40, p. I1I; Vladimir Vlasak, ‘Vzpominky Psich
vojaki nekoroduji [The memories of Psi vojaci do not get rusty|, Mladd fronta Dnes, vol. 7, no. 230 (1996),
p-19.

37) Petr Koral, ‘Filip Topol (rozhovor s Filipem Topolem);, p. 55.

38) Interview with Ludék Horky, bass guitarist, 2. 11. 2016, in Prague.

39) With the lone exception of the double album Bilé inferno (White Inferno, 1997) by Iva Bittova and Vladimir
Vaclavek the sale of which, however, reached the same numbers as Ndrod Psich vojdkii only at the very be-
ginning of the 21st century. (Interview with Milo§ Gruber, director of Indies MG, 25. 11. 2015, in Brno).

40) Interview with Milo$ Gruber, director of Indies MG, 25. 11. 2015, in Brno. However negligible these numbers
might appear from a global music industry perspective, one must not forget the impact of the proliferating
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the entire 1990s, a decade that one of their executives recently called ‘the golden era of the
music industry’*)

As a result, the release says much less about the characteristic expression of the band,
let alone its evolution, than about the remarkably anachronistic atmosphere and nostalgic
demands of the post-socialist era. It is perhaps no surprise that even though marketing the
underground past in the form of new-old ‘greatest hits’ is a well-considered strategy, driv-
en by commercial interests from the very beginning,*” this release remained a unique
exception within the Indies Records catalogue throughout the 1990s — only Psi vojaci had
the special ‘touch; the potential to satisty the audience’s desire for the bright memories of
the darker times. This peculiar label paradox thus lies ultimately in the split between
a somewhat failed self-revival, symbolizing a slightly mummified underground period,
and the contemporary radical transformation of both the music and lyrics of the band. In
terms of the market, within which any artistic innovation is subject to the demand of the
audience, this is quite a logical step. It shows how readily the anti-mainstream ‘alternative’
culture, rooted in the ideal of independence from any market or political ideologies, be-
comes a world of ‘commercial’ pop. Such symbolic exploitation on the part of the music
industry, therefore, does not consist in profiteering whatsoever, but purely demonstrates
that the label — as a powerful cultural intermediary — had effectively codified a certain
conservative post-underground taste.

II1. Under the Weight of a Life Story: The Journalist Echo

A closer look into the discourse of music journalism clearly reveals the large extent to
which it contributed to the persistent anachronistic patterns. In what follows, I will con-
sider another circuit involving both representation and consumption: the reconfigured
journalistic apparatus. My examination suggests that the impetus to make an anachronis-
tic musical ‘memorial’ of Psi vojaci lies equally with the critical acclaim of journalists,
which merely strengthened the 1990s conservative post-underground attitude. It is no ex-
aggeration to claim that the vast majority of music critics and cultural commentators were
in unanimous agreement regarding the band’s uniqueness, originality, and distinctiveness
in both its recorded output and its performances. The poetic value and high quality of
Topol’s lyrics, which towered above the usual level of other Czech rock and alternative
bands, were praised together with the band’s genuine musical expression, their so-called
‘sound’ which, in fact, formed their main commodity and guarantee in terms of the music
market. The band’s sound, described by Topol as ‘dog music;, the singularity of which is

phenomenon of music piracy (tape copying and CD burning), which was a dominant source of public and
home consumption during the 1990s. For further information see Pavla Kozakova, Mark Andress, ‘Czech
Music Industry Unites Against CD-Burning Outlets, Billboard, 19 October 2002, p. 57; and Elavsky, ‘Czech
Republic; p. 104, according to whom ‘CD burning became such a burgeoning trend such that, by 2002, it was
estimated that every second CD in the Czech Republic was a copy’.

41) See online: <http://www.mestohudby.cz/publicistika/rozhovory/meznikem-byla-sestra-psich-vojaku-25-let-
vydavatelstvi-indies> [accessed 14 September 2016].

42) Email interview with Milo§ Gruber, director of Indies MG, 20. 11. 2016.
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explained by most critics as a peculiar combination of rock (or rather ‘big beat’), chanson,
and classical music; there are also tendencies to compare the band with the most in-
fluential rock musicians and ensembles of the second half of the 20th century. Last but
not least, the critics emphasized the thrilling performances of the bandleader ‘taming his
piano.

The technique of ‘taming the piano; as Topol liked to call his way of playing, is far from
being a quaint metaphor. Not only did he regularly hammer the piano with fists, elbows,
feet, and knees, while enjoying furious glissandos during which his blood flowed down
the keyboard as his voice switched from singing to howling and from a silent declamation
to a frenzied scream, but in some instances he also literally mounted the instrument as if
he were riding a raging bull, reaching his arms inside to bang on the strings. Consequent-
ly, the image of such performances of ‘taming’ became a favourite motif that was omni-
present in the admiring journalistic discourse until the group finally disbanded in 2013.
Paradoxically enough, this journalistic motif emerges mostly after 1999, when the atmos-
phere of the concerts was much calmer and Topols performance considerably more
focused, even in explicit opposition to his former excessiveness. At the turn of the new
millennium, these reminiscences functioned as a nostalgic embellishment or rather a me-
morializing cliché.®

The utterly positive tone has not changed even after more than 30 years of the band’s
existence as confirmed by the renowned music journalist, Pavel Turek, for whom the band
represents a ‘unique musical ensemble, whose style has neither predecessors nor succes-
sors. The fact that Psi vojaci had expressed a ‘musical aesthetic idiom, incomparable with
anyone on the Czech or the world scene;, is to a large degree predicated by the mediated
taste of the bandleader who ‘has always had an equal admiration for rebellious rock sing-
ers and 18™-century classical composers. ‘Out of these incompatible sources; concludes
Turek, ‘an original musical form was born, blending a cheeky punk dilettantism with the
grandeur of classical music, and existing miles away from pop. *’ Along with the accurate
description of the band’s sound, one might be surprised by another surviving pattern,
ajudgmental one. Instead of admitting that Psi vojaci were unique also due to the fact that
a certain pop sensitivity had always been a present element in its career, for most critics
‘pop’ instead remains as a kind of both aesthetic and ethical object of abjection.

In any case, two different views of the band’s multigenre and multi-style musical out-
put can be observed in the journalist discourse. On the one hand, music critics insist on
their profound uniqueness and originality, while, on the other, stressing affinities with and
similarities to certain transglobal cult stars, primarily John Cale, Tom Waits, Nick Cave,
The Doors, Patti Smith, or Lou Reed (and one could easily include musicians such as
Jacques Brel, Serge Gainsbourg, Nina Simone, and Screamin’ Jay Hawkins). In the context
of these oft-repeated analogies, the band appears to embody a highly glocal phenomenon,

43) It is by no accident that this surviving motif of ‘taming the piano’ appeared as a main sequence in the teaser
trailer to the recent feature-length documentary film about Filip Topol, Takovej barevnej vocas letici komety
(A Colourful Tail of a Flying Comet; dir. Vaclav Kucera, 2015).

44) Pavel Turek, ‘Rozetnuté kruhy: pro¢ se rozpadli Psi vojaci, k jejichz hudebnimu projevu nenajdeme srov-
nanf, Respekt, vol. 22, no. 34 (2011), p. 58.
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which, according to Svetlana Boym, ‘uses global language to express local color* In the
discourse of Czech journalism, the glocalness of Psi vojaci thus becomes apparent as a ge-
neric synthesis of the global — especially the U.S. independent rock scene, with a touch of
French chanson as well as free jazz — and local culture — embedded in the urban poetics
of the Czech lyrics, which are suffused with Prague motives and scenes from the hostile
periphery.

Even if the band’s musical genre is difficult and perhaps pointless to define, the tone of
music journalism in the 1990s — as well as that after 2000 which did scarcely more than
just recycle previous critical acclaim — itself evokes a certain sense of a genre, an amply
eulogistic one. Praise was repeated to such an extent that it, in turn, solidified into a sort
of ‘ode’ or ‘paean’ that has precluded deeper critical reflection on the band to this day. One
of the reasons for the critical consensus is that, instead of providing thorough reviews of
the band’s recordings with close readings and analyses of both the music and lyrics, the
critics seem to have preferred to either interview the charismatic bandleader or to simply
reproduce his own words to explain and frame the band’s overall output. This peculiar dis-
cursive echo can be summed up by three interrelated narrative conceptions: raw authentic-
ity; sincere confession; and the romantic restless soul.

Since the very beginning of the 1990s, Topol gave many interviews claiming that his
songs were nothing but very personal stories and testimonies, a sort of private and slightly
encrypted diary. Thus, in 1991 for instance, he claims: T like the new songs a lot because
they’re terribly personal. And do not want to talk about them that much as I would spoil
them... There is a code inside, so whoever wants to can decode it’*® Since then, hardly any
article about the band has failed to reproduce these words. This statement of alleged au-
thenticity would eventually become a mechanically repeated cliché and an empty incanta-
tion, without which it seemed impossible to say anything about the band, and especially
about the main ‘hero, whose lyrics and musical expression were meant to be nothing more
than a genuine and slightly decorated personal testimony. Thus, in the short forward to his
interview with Topol in 1992, a journalist from the music journal Melodie provides a cue
to assure that there is no doubt about the interviewee’s true character: ‘He sings about peo-
ple. His lyrics are stories that he lived through or just heard about in gloomy bars, stories
about beauty that somehow just disappeared, that is missed but that will certainly emerge’*”
To be sure, such reiterations do not appear solely in the interviews. Striving to describe the
poetics of the album Brutdlni lyrika in 1995, another journalist suggests: ‘He begins by
making notes on bar receipts [...] Topol’'s songs are said to be encoded diary records’*®

45) Svetlana Boym, The Future of Nostalgia (New York: Basic Books, 2001), p. 67. For an insightful account of
the process of ‘glocalization’ of East-Central European music after the fall of Soviet Union see Donna A.
Buchanan, ‘Sonic Nostalgia: Music, Memory, and Mythography in Bulgaria, 1990-2005’, in Maria Todorova,
Zsuzsa Gille (eds.), Post-communist Nostalgia (Berghahn Books, New York 2013), pp. 129-154.

46) Véra Krincvajova, ‘Cejtim se jako pes: rozhovor s Filipem Topolem, Studentské listy, vol. 2, no. 7 (1991), p. 3.

47) Milan Lezék ml., ‘Pfipaddm si jako ementdl (rozhovor s Filipem Topolem), Melodie, vol. 10, no. 30 (1992),
p- 12. However, this interview remains one of the most valuable documents addressing both the band’s ca-
reer and its daily life: Tam used to saying about myself that I feel like a bag of shit. I don’t like myself. What
the hell should I be proud about? I am terribly lonely. I play all year round, stay in hotels and booze. Everyone
wants something from me. I feel like Emmentaler. Ibid., p. 13.

48) Vladimir Vlasak, ‘Psi vojaci jezdi po Cechéch s Brutalni lyrikow, Mladd fronta Dnes, vol. 6, no. 248 (1995), p. 11.
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Only rarely have music critics tried to ask different questions than the habitual ones
about the bandleader’s life story, his wild performances, his heavy drinking, or about par-
ticular motifs occurring in his lyrics. Only occasionally did they pose questions that were
aimed rather at the procedures beyond the stage and matters beyond the soul. And when
this did happen — as was the case with a collective interview for Rock & Pop in 1995 in
which some of the most respected music journalists of that period attempted to elicit de-
tails about the band’s promotional strategy and the development of their recent studio re-
cordings — the frontman, authentic under any circumstances, made very clear how he
thought the music critics should be concerned with him: ‘T have the impression that you
keep asking me about that official aspect, a relation between musician and audience. I was
never into that, though. The only thing that interests me are the songs, a sort of diary into
which I ‘come out’ ™ It is no surprise then, that he cannot admit to one of the main con-
ditions of any artistic expression — stylization: ‘I definitely refuse any labeling or image.
Any kind of stylization is completely foreign to Psi vojaci. Just look at how we're dressed
while playing!™® And, again, it is up to journalists to transmit this echo and even amplify
it: “There is not the slightest bit of stylization in their music. Filip Topol plays the way he
does because he cannot do otherwise*”

As far as the third leitmotif of journalist discourse is concerned: it stems from a myth
deeply rooted in the Romantic conception of authorial genius driven by harsh destiny,
whose soul stands as a guarantor of both a truthful and powerful message. If, according to
Lawrence Kramer, one of the constant habits of the 19th century was ‘assigning emotions
expressed in music to the person of the composer, especially if the emotions are painful}*
it can be argued that the substitution of ‘sincere’ personal emotions for the affects stream-
ing from music — a practice common for both the Romantic rhetoric and the discourse of
authenticity cherished by the fans, the press, and the music industry during the 1990s —
indicates the fundamental principle of anachronism.”® Thus, when the wild performer
Topol continually repeats that he writes and plays only what he experienced in his own
skin, the media apparatus functions not only as a reliable echo but also as a hermetically
sealed assertion, as is apparent in the following line that appeared in the leading weekly for
politics and culture Respekt in 1997: “There is perhaps no other example of a personal and
undivided expression of the self and the world in Czech (rock) music, of a compelling in-
terconnection of the expression and intellect, of a close symbiosis between the cult of the
poet and the role of the malcontent*¥

When reviewing such a unanimous correspondence between Topol’s self-presentation
and the discursive apparatus of music journalism, it becomes clear that this almost perfect

49
50
51
52

Bezr et al., ‘Filip Topol, p. XI.

Lezék, ‘Pfipaddm si jako ementdl, p. 13.

Pavel Klusak, ‘Na koho z horec¢ky vola Filip Topol?, Lidové noviny, vol. 8, no. 273 (1995), p. 12.

Lawrence Kramer, ‘Wittgenstein, Music, and the Aroma of Coffee: Expression is Description;, in Expression

and Truth: On the Music of Knowledge (Berkeley and Los Angeles: University of California Press, 2012),

p-17.

53) The rhetoric of authenticity could also function as a crucial discursive constituent of the transition, an
‘apparent link between requirements of dissent and the majority population” Michal Pullmann, Konec expe-
rimentu: prestavba a pdd komunismu v Ceskoslovensku (Praha: Scriptorium, 2011), p. 186.

54) Jiti Penas, ‘Umélec ve vyvoji, Respekt, vol. 8, no. 19 (1997), p. 19.

—_— T =




80  Tomas Jirsa: Charting Post-Underground Nostalgia

echo does not stem from Topol’s brilliantly stylized lyrics or the band’s original sound and
compositions, but instead from the bandleader’s constantly repeated ‘ontological narra-
tive’ Since the sociological term denotes a scenario that serves to define its own identity
and to explain the story of one’s life,* it seems to match the bandleader’s chief endeavor
to preserve and disseminate the image and discourse of authenticity.”® A successful effort,
indeed, since Topol’s ‘ontological narrative’ — which highlighted his underground begin-
nings and the unbending rhetoric of authenticity, as well as his affection for composers of
the 18" century and fondness for alcohol — continuously pervaded the 1990s and persist-
ed further, in only slight variations, until his death in 2013. As a result, this narrative, re-
peatedly reproduced and enhanced by Post-Velvet Revolution journalism, constitutes the
dominant framework for explaining the whole phenomenon of Psi vojaci. Neither the
unique poetry of Topols lyrics, nor the exceptional music of the band, but rather the mes-
merizing story, indivisible from the self-destructive performances, is what lies at the heart
of its local reception, and what substantially shaped not only the demands of the audience,
yearning for authenticity, but also the order for a retrospective ‘greatest hits’ album from
the music industry.

IV. Becoming Cult: From Self-Revival Practices to the Transparent Symbol

In addition to constituting a promotional step by delivering recordings of ‘the greatest
hits) the Indies Records album reveals an implicit strategy towards an affirmation of the
band’s own fame, reputation, and popularity; a strategy that was perhaps not entirely de-
coded, but definitely very well accepted by both their old and new fans, who were seeking
to reconcile the old ‘underground’ content with the current Post-Velvet Revolution tur-
moil. However, this album still did not achieve anything close to the success of the con-
temporary pop and rock mainstream. As Lawrence Grossberg observed, being popular in
the context of rock music does not necessarily leads to commercial success;”” and the suc-
cess which alternative bands like Psi vojaci achieved, had, in fact, a different form. For the
vast majority of Czech musicians in the 1990s who did not operate with one of the large
transnational labels and did not fill giant sport halls and stadiums, their musical produc-
tion amounted to either a negligible extra income or a minimal income close to a subsis-
tence wage. For the band that embodied the club scene of the late 1980s and early 1990s,

55) See Margaret R. Somers, ‘The Narrative Constitution of Identity: A Relational and Network Approach;
Theory and Society, vol. 23, no. 5 (1994), p. 618, where she defines ontological narratives as ‘the stories that
social actors use to make sense of — indeed, to act in — their lives. Ontological narratives are used to define
who we are; this in turn can be a precondition for knowing what to do’.

Authenticity as a fundamental criterion of both the rock aesthetics and ethics is far too complex a topic to
be just briefly summarized here. I can therefore only refer to Wade Hollingshaus, drawing on Lawrence
Grossberg, Simon Frith, and Philippe Auslander, who suggests that instead of creating ‘an ontological situa-
tion in which its practitioners enter their authentic selves [...], rock practice is actually only the perfor-
mance of authenticityy Wade Hollingshaus, Philosophizing Rock Performance: Dylan, Hendrix, Bowie
(Plymouth: The Scarecrow Press, 2013), p. 125.

57) Lawrence Grossberg, ‘Is There Rock after Punk?; Critical Studies in Mass Communication, vol. 3, no. 1

(1986), p. 53.

56

=



ILUMINACE Volume 29, 2017, No. 3 (107) THEMED ARTICLES 81

during which time it even filled the Great Hall of Lucerna Palace (with a capacity of circa
2500 persons) and played gigs in foreign clubs in Budapest, Vienna, Berlin but also in var-
ious towns in Holland, France, and Belgium, the two main sources of livelihood were sales
profits from albums — which were financially close to zero — and concert revenues.

Each year, Psi vojaci toured exhaustingly, playing several times a week more or less the
same songs in the same or slightly modified order. Furthermore, they performed at all
sorts of clubs and halls in so-called ‘kulturdky’ (cultural houses) in larger or smaller towns,
where a well-tuned piano together with a high-quality sound system and a willing profes-
sional soundman were a rarity; typically, what awaited the musicians in these venues was
the exact opposite. In summer they played performances that were no less demanding at
numerous music festivals, whose organizers were scarcely able to provide the band appro-
priate technical conditions. It is thus worth noting that during the time of their gradually
increasing popularity, Psi vojaci managed to play circa 75 concerts a year, comprised of
tour dates, individual gigs, and festivals in the Czech Republic and abroad.*®

It is, therefore, clear that the main source of the band’s appeal was not the recordings
but their live performances. These live shows did not provide for the band any kind of
mass popularity or any sort of celebrity ‘high life; but thanks to them the band did attain
a cult status and hence achieved enormous, albeit not commercial, success. The 1996 al-
bum full of smash hits, which were regularly performed during concerts, ultimately did
nothing less than enhance their cult status, which consisted of, to use Hennion’s words,
‘a fusion between musical objects and the needs of the public:® To put it differently, the
cult status of the band had a double origin; firstly, it was rooted in the band’s mythical un-
derground past; secondly, this status was made possible by the post-underground fans
across different generations who tended to identify with the lyrics and tunes that they per-
ceived as possessing a clear symbolic message.

Even though the bandleader sharply denied any flirtation or affiliation with the world
of ‘glamorous’ and ‘commercial’ pop,*” a certain recognition of celebrity status — which,
after all, the band did attain in the post-Velvet Revolution era — explicitly emerged in the
group’s audiovisual production, albeit cunningly and in a playfully hyperbolic manner.
Towards the end of the highly self-parodying and bricolage-like music video entitled ‘Ir-
skd balada’ (The Irish Ballad, 1992)%) a wall covered with stars alluding to the Hollywood
Walk of Fame appears, which includes stars containing the names U2, Iggy Pop, R.E.M.,

58) Interview with L. Horky, 2. 11. 2016, in Prague.

59) Antoine Hennion, “The Production of Success: An Anti-Musicology of the Pop Song, Popular Music, vol. 3,
no. 3 (Producers and Markets) (1983), p. 163.

60) With only one exception: when asked directly in an interview in 2006, ‘How about trying something com-

mercial, just for extra money?’ he replied openly: ‘One day, someone offered me to make music for a bank

ad. There was quite a lot of money in that. So I recorded the stuff on the piano in Akropolis club. After

a week, he showed up again saying that they gave it back to him, because they found it awfully sad. This was

my only attempt’ (See Krystyna Wanatowiczové, ‘Cekani na kopanec (rozhovor s Filipem Topolem); Tyden,

vol. 13, no. 33 (2006), p. 44.

In a similar vein, the short, playfully bricolage-like documentary series entitled Sbohem a bedna (Goodbye

and Telly), directed by David Sis and Ivo Trajkov and produced by Ceska televize (Czech TV) in 1992, is set

ina TV studio where the band members, dressed in bizarre costumes, comment on both their musical pro-

duction and the simultaneous shooting and, in a highly improvisation manner, re-enact their own songs.

61

~
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Suzanne Vega and many others, while a star with the name Psi vojaci, realized with a mod-
est visual trick, emerges among them. In hindsight, the self-irony of such a motif might be
easily read as both a telling commentary and prediction of the band’s position during the
1990s. Sharing many features with global rock music stars, the band could have basked in
the glory of international fame, but instead it remained a glocal star whose recognition
scarcely crossed the frontiers of its Czech homeland.

However, the sarcastic self-reflection on its own glocal cult status led to a quite differ-
ent image of the band that can be traced back to the period when the famous ‘greatest hits’
were made, i.e. the second half of the 1980s, an image that quickly faded with profession-
alization, concert routines, and touring. It needs to be emphasized that besides their trag-
ic tone and characteristic combination of pathos and urban romanticism, Psi vojaci also
engaged in a much more playful, ironic, and grotesque form of expression, grounded in
black humor, that was far less serious and exalted — even though it was largely overlooked
by music critics. In addition to being heard in the punk-like songs ‘V koupelné je vana’
(There is a Bathtub in the Bathroom) and ‘Septdme si na rohu’ (At the Corner We Do
Whisper), both from the album Mucivé vzpominky (Torturing Memories: Works from
1987-1989; released 1997), these comic qualities arose especially during the live perfor-
mances. This is for example the case with the never released song ‘Ptisel jsem z prace’
(I Came Home from Work, circa 1987; available on YouTube), which exists in various con-
cert recordings, a frolicsome combination of a tune that evokes the mob film genre and
Topol’s strongly improvised lyrics telling of three completely crazed telephone calls, in
which the bandleader is threatened and seduced; the text explicitly alludes to the poetics
of Raymond Chandler.

An even higher degree of irony is displayed in a piece entitled ‘Priifez tvorbou’ (The
Overview), which was recorded at the very end of 1989 in the Prosek club in Prague:
a 3:30 minute long montage of choruses from the band’s most famous songs — the very
same songs (with the exception of the ‘Psycho Killer’) that are found on the ‘greatest hits’
album — but, with a crucial modification: all of them are accompanied by machine-like
drums playing the same four-four rhythm over and over again. This technique of a ludic
and playfully subversive self-reproduction, a sort of ‘self-radio Psi vojaci, provides a mo-
ment of light-heartedness, a self-parodying principle, and a postmodern impulse to which
the band would not return and which was largely overshadowed by the later nostalgic bias
of both the audiences and journalists. Curiously though, this song demonstrates that the
self-revival had already taken place long before the Indies Records ‘best of’, but whereas
the former places the smash hits into a highly postmodern form of sampling which, ac-
cording to Ross Harley (drawing on Roland Barthes and Simon Frith), embodies a ‘post-
modern musical equivalent to the death of the author*® the latter focuses exclusively on
the auctorial tragic and romantic undertone — most emblematically embedded in the fa-
mous song “Ziletky’ — which was, along with the commercial goals, the main purpose of
the 1996 release.”

62) Ross Harley, ‘Beat in the System, in Tony Bennett, Simon Frith, Lawrence Grossberg, John Shepherd,
Graeme Turner (eds.), Rock and Popular Music: Politics, Policies, Institutions (London and New York:
Routledge, 2005), p. 209.

63) Interview with L. Horky, 2. 11. 2016, in Prague.
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Reconsidering the symbolic exploitation of the music industry, the journalistic echo,
the fan’s desire for the underground past, and the contradictory practices of the band, one
might suggest that the outlined cultural short-circuits are produced by several disruptions
between the ‘input circuit’ and the ‘output circuit], that is, in the communication between
the stage and the audience, driven by the much longed-for authenticity and frustrated ex-
pectations. These conflicting dialogues reveal an insurmountable difference between, on
the one hand, the impersonal affects of pathos and self-destruction — which Topol pro-
duces and transmits towards the audience across, through, and by means of his spellbind-
ing performance, music, and lyrics — and, on the other hand, the comprehensible emo-
tions with which the spectators and listeners could easily identify.* Instead of perceiving
the frontman as a signifier or rather a medium of his unique style, those who listened to
and watched him, ‘read’ him as a final signified, a clear message, mediated by his perfor-
mance. As a result, the music and lyrics became for the audience a merely transparent
symbol, unequivocally referring to Filip Topol himself.

Conclusion: A New Party with an Old Playlist

In her excellent chapter on the afterlife of different underground bands after the fall of the
Iron Curtain in Hungary, Anna Szemere offers a similar view as that seen in the
Czech(oslovak) context when she describes how the Hungarian situation led to a ‘post-
Socialist melancholia — detectable less in the songs than in the musician’s reflections and
daily struggles — hinged on remembering a way of life that enabled them to become the
spokespersons, if not heroes, of the generation.® At the first glance, the difference be-
tween the two contexts might appear clear-cut. In the Czech context, the nostalgic tenden-
cies are to be attributed mainly to the music industry, audiences, and journalists who re-
duced a progressive and experimental musical ensemble to an underground monument of
the pre-Velvet Revolution era, whereas, according to Szemere’s description, the major ac-
tors of such an anachronism in Hungary are the very artists whose nostalgia, after the car-
nivalesque years of transition passed, ‘became bound up with a new kind of anxiety about
how to handle the underground legacy in the context of market competition, commoditi-
zation, and fragmentation’*® But the contrast is not, in fact, that sharp, because Psi vojaci
themselves also contributed a great deal toward the solidification of the sense of post-un-
derground nostalgia, and did so through a — however perhaps unintentional — gesture
aimed at widely shared and highly symbolic values.

On the occasion of their twentieth anniversary in November 1999, a huge celebration
concert was held in the sold-out Great Hall of Lucerna Palace. The concert lasted almost

64) For a discussion of the term ‘affect’ in terms of the relational ‘energetic intensity’ which is ‘always the result
of an interaction between a work and its beholder’ and differs from purely subjective emotions and personal
feelings see Ernst van Alphen, ‘Affective Operations of Art and Literature, RES: Anthropology and Aesthetics,
no. 53-54 (2008), pp. 21-30.

65) Anna Szemere, “The Velvet Prison in Hindsight: Artistic Discourse in Hungary in the 1990s, in Maria
Todorova and Zsuzsa Gille (eds.), Post-communist Nostalgia (New York: Berghahn Books, 2013), p. 246.

66) Szemere, “The Velvet Prison in Hindsight, p. 259.
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four hours, during which the band played the majority of their repertoire from the 1980s
and early 1990s. More importantly, it was opened by a short greeting from the loudspeak-
ers and the voice belonged to none other than the icon of the Velvet Revolution and con-
temporary president, Vaclav Havel. Havel was not only partly responsible for stimulating
the foundation of the band, but he also embodied a significant link between Czech under-
ground community and political dissent, which, among many other things, led to the
drafting of Charter 77.” So, while the band’s musical production was defined by the in-
tense and experimental years of the 1990s transition, its discourse, promotion, and nostal-
gic gestures positioned it, at the very peak of its creative boom, in a retro mode.

The anachronistic pattern, however, discloses another facet or, rather, historical condi-
tion. Despite the temporal correspondence of both cultural phenomena, it becomes clear
that ‘post-underground’ has quite little in common with the post-socialist comeback of
postmodernism in terms of a ‘radical eclecticism’ and distrust towards the grand narra-
tives of legitimation.®® Quite the contrary; if Wolfgang Welsch famously claimed in 1987,
that postmodernism is neither ‘anti-modern’ nor ‘post-modern’ but ‘radically modern;*
the post-underground stance toward the band, detectable in the critical acclaim, the label
policies, and the audience’s nostalgic requests, constitutes a peculiar set of attitudes that
approve new constellations and circumstances only on the condition that the old content
remains preserved and untouched. Svetlana Boym defines nostalgia as ‘rebellion against
the modern idea of time, the time of history and progress”” and the the post-underground
attitude operated precisely in this manner. However, Boym differentiates between the ‘re-
storative’ form of nostalgia that relies on historical truth, national traditions, and collec-
tively shared symbols, and ‘reflective’ nostalgia, which creates a specific narrative ‘that sa-
vors details and memorial signs’ and tends to be ironic and fragmentary.”) ‘Restorative
nostalgia manifests itself in total reconstructions of monuments of the past, while reflec-
tive nostalgia lingers on ruins, the patina of time and history, in the dreams of another
place and another time”?

It would perhaps be too hasty to classify the post-underground nostalgia as either re-
storative or reflective since it shares some features of both. Rather than striving for a re-
construction of a vanished past, it cherishes ‘the patina’ of those days when underground
was a far cry from just a retro brand, relying purely on the symbolic meanings of the icon-
ic band, while neglecting its desire for transformation, full of irony and contradictions. As
a result, the old songs, memories and narratives, the visual and sonic atmosphere of the
past unbendingly surrounding and ultimately binding the band, prevail over its contem-

67) For more details see Bolton, ‘Legends of the Underground;, in Worlds of Dissent, pp. 115-151.

68) For Peter Zusi it is more appropriate, in the context of the Central Europe, to talk about ‘Second World post-
modernism’ since although during the 1990s ‘the former Eastern Bloc witnessed an efflorescence of self-
consciously or recognizably postmodern production, this occurred ‘right at the time when the term was los-
ing its aura in Western Europe and the United States’ Peter Zusi, ‘History’s Loose Ends: Imagining the Velvet
Revolution; in Dariusz Afijczuk and Derek Sayer (eds.), The Inhabited Ruins of Central Europe: Re-imagining
Space, History, and Memory (Basingstoke: Palgrave Macmillan, 2013), pp. 235, 241.

69) Wolfgang Welsch, Unsere postmoderne Moderne [1987] (Berlin: Walter de Gruyter), 2008, p. 6.

70) Boym, The Future of Nostalgia, xv.

71) Tbid., pp. 41-55.

72) Ibid,, p. 41.
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porary production in the 1990s. The main trigger of the anachronistic splits and tensions
between production and reception was thus the post-underground nostalgia that was
‘constructed’ by the conservative audience, the music industry, and journalists, who
pressed the current production of the band into the underground frame, but also cultivat-
ed by the band’s media emphasis on so-called authenticity.” Rather than a naive or selec-
tive listening, the post-underground receptive mode turns up as an anti-postmodern mis-
listening, driven by conservative bias and a nostalgic desire to find a past and safe (no
matter how illegal) experience under the current and eclectic (no matter how free) pre-
sent. Such a view from behind the scenes of the proverbial wild party of the post-Velvet
Revolution era thus begs some questions as to who was actually willing to change the play-
list and whether the newcomers were even welcome.
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SUMMARY

Charting Post-Underground Nostalgia

Anachronistic Practices of the Post-Velvet Revolution Rock Scene

Tomas Jirsa

The 1990s music scene in East-Central Europe has often been described as a melting pot of various
genres wherein different official and unofficial musicians from the socialist era merged with all kinds
of contemporary Western impulses. This begs the question: did all those new influences necessarily
lead to a change of taste and expectations among audiences or even to a change in the music indus-
try’s policies? In contrast to the popular narrative of the dynamic post-Velvet Revolution transfor-
mation of culture and society, this essay offers a contrasting view of a particularly anachronistic ten-
dency that unfolded during the transition, the mover of which was a conservative post-underground
audience that longed much less for novelty than for continuity and survival of the cultural and aes-
thetic patterns of the normalization period. Following a case study of the Czech alternative rock
band Psi vojaci (Dog Soldiers) and pointing out several paradoxes that framed and determined its
musical production and reception, the goal of the essay is to examine the socio-cultural mechanisms
underlying the anachronistic and nostalgic stance that substantially shaped the post-socialist musi-
cal landscape. In doing so, it also explains the role of the audience, the music industry, and journal-
ists whose attitude led to a stereotypical branding of the band as an ‘underground legend, a reduc-
tion that was only intensified by the business strategy of the band’s leading label, Indies Records.
Drawing on the sociological approach to rock music and music industry studies, this study exposes
the contradictory nature of the anti-commercialism myth of alternative music culture.
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Zivot filmu v é¥e velkych americkych VOD hract

U prilezitosti 21. Mezindrodniho festivalu doku-
mentarnich filma Jihlava se odehrdla panelova
diskuze reflektujici spor mezi festivalem v Cannes
a Netflixem, jenz podtrhl rozdily mezi Evropou
a Amerikou. Jak fekl reditel jihlavského festivalu
Marek Hovorka: ,,Na jedné strané stoji ambicidz-
ni online sluzba opirajici se o investice ve vysi
20 miliard dolarti, na strané druhé je cinefilni
Francie, ktera roky ucila lidi chodit na filmy do
kina a ktera md nesporné nejsofistikovanéjsi fil-
movou vychovu na vefejnych skolach. To vsak
nejsou jediné rozdily: zatimco Netflix vzesel z ce-
lostatni ptj¢ovny DVD, Evropa je domovem sto-
vek filmovych festivalt, které umoznuji sdilet
riznorodé typy filmi mezi riznymi zemémi
kontinentu.“ Rozhovor filmovych profesionalii
o tom, jaka sila prevladne v boji o moc nad evrop-
skym filmem, kinematografii a filmovymi festi-
valy, vedla Diana Tabakov, vedouci akvizic me-
zinarodni VOD platformy Doc Alliance Films
(Dafilms.com).

Katie, tfindct let piisobite jako ,,festivalovy stratég’,
zalozila jste Festival Formula, poradenskou spolec-
nost, kterd pomdhd filmovym tviirciim vybrat nej-
vhodnéjsi festivaly z celosvétového okruhu, pomd-
ha jim také hlidat rozpocet a naklddat s pravy na

jejich filmy.

Katie McCullough: Je to velmi specificka sluzba
na miru, ale role, kterou hrajeme, je velmi dulezi-
ta a posilame mnoho filmata v raznych stadiich
jejich kariéry na spoustu festivalii po celém svéte.
Sidlime ve Velké Britanii, ale mdme mezindrodni
klientelu z celého svéta.

Sorene, dvé dekddy pracujete pro dokumentdrni
oddéleni Ddnského filmového institutu. Institut je
statnim orgdnem pod ddnskym ministerstvem kul-
tury a podporuje jak dokumenty, tak celovecerni
i krdtkometrdazni fikéni filmy a pravidelné promitd
ve vlastnim kodatiském kiné.

Seren Taro: Ano, moje role ve filmovém institu-
tu je primét commissioning editory, aby analyzo-
vali rozpocty a finan¢ni plany, které dostavame
v prihlaskach na podporu vyvoje i vyroby filmu.
A myslim, ze doslo k velkému posunu v tom, jak
dokumentarni byznys celych téch 20 let spolupra-
cuje.

Karime, v této debaté reprezentujete filmové pro-
ducenty. Jihlavské publikum miiZe zndt film I AM
THE PEOPLE, ktery tu mél premiéru pred dvéma
lety.

Karim Aitouna: Ano, jsem producentem z Ma-
roka, ale pracuji ve Francii. Vedu spole¢nost Haut
Les Mains Production sidlici v Lyonu, kterd pro-
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dukuje dokumenty i fik¢ni filmy, celovecerni
i kratké. Vétsinu svych filma také sami distribuu-
jeme.

Antone, vy jste projektovy manaZer z programu
Eurimages. Zastupujete zde evropskou perspektivu
financovani filmu i toho, jak jsou evropské filmy
koprodukoviny a distribuovdny.

Anton Calleja: Eurimages byval evropskym ko-
produkénim fondem. Od lonska, kdy se zménil
nds$ statut, jsme se rozhodli oteviit také neevrop-
skym zemim. Nejsme soucasti Evropské unie,
takze jsme zcela oddéleni od Kreativni Evropy,
mame 38 ¢lenskych zemi. A podporujeme celove-
¢erni dokumenty pro kinodistribuci. Posledni
dobou podporime okolo ¢tyt az sedmi dokumen-
ta v rdmci jedné vyzvy.

Role filmovych festivali v Zivoté filmu
Pravdépodobné jste vSichni zaznamenali Zivou dis-
kuzi na festivalu v Cannes, kde feditel festivalu,
Thierry Frémaux, prohldsil, Ze v budoucnu piijde
do soutéze o Zlatou palmu nominovat pouze filmy,
které budou mit klasickou distribucni premiéru ve
francouzskych kinech." Také Pedro Almodévar,
tehdejsi predseda poroty, si nedokdze predstavit, Ze
by zvitézil snimek, ktery by bylo mozné vidét jen
na malé obrazovce. Je pfitom vice nez ptiznacné,
Ze se tato diskuze rozbéhla pravé ve Francii, tedy
misté, odkud film vzesel. Jak se v této kontroverzi
odrdzi prostiedi filmového prismyslu, které je nyni
vice nez kdy drive v pohybu?

Karim Aitouna: Osobné si myslim, Ze to je ryze
francouzsky problém. Protoze se stalo jednoduse
to, ze Netflix dnes neni jen distribu¢ni platfor-
mou, ale také producentem. Pro radu filmarti se
tak Netflix stal investorem. V pri§tim roce se
chysta investovat do 80 filmd, jen ve Francii pla-
nuje vyrobit tfi filmy francouzskych filmara. Ve
Francii je v8ak problém s pravidlem chronologie
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médii. V principu to znamend, Ze nesmite uvést
film na SVOD dtive jak za 36 mésict po premié-
fe v kiné. Narodni sdruzeni majitelt kin a Asoci-
ace francouzskych scendristt proto volaji po revi-
zi této chronologie uvadéni, aby mohli s Netflixem
spolupracovat. Je jim jasné, ze Netflix je nyni kli-
¢ovym producentem a distributorem. Sto milio-
nu predplatiteld je veliké publikum. Takze ano,
Netflix muize pfedstavovat nebezpedi pro ty filmy,
které vyzaduji promitnuti na velkém platné kina,
a pro reziséry, ktefi se chtéji setkat s publikem.
O filmech je nepochybné treba diskutovat, nic-
méné mnozi filmari, dokonce tak velci jako na-
priklad Scorsese, jehoz dalsi projekt, THE IRISH
MaN, bude financovan Netflixem, chtéji prede-
v8im natocit svij film a nefesi, jak a kde jej lidé
uvidi. S Netflixem jde o penize. A tento velky hra¢
muze zménit i francouzskou legislativu.

Jak reziséfi, tak filmy zacinaly svou kariéru v ev-
ropském kontextu po dlouhou dobu na filmo-
vych festivalech. Karime, jeden z vasich filmii, THE
NIGHT AND THE KiD, mél premiéru v sekci Forum
na Berlindle, film CONTRO FIGURA na bendtském
filmovém festivalu, I AM THE PEOPLE na festivalu
v Jihlavé a pak byl vybrin canneskym filmovym
festivalem (do sekce ACID). Mohl byste ndm fict,
co presné pro vds premiéry na téchto festivalech
znamenaly? Jak konkrétné ovlivnily Zivot filmii?
Karim Aitouna: Samoziejmé zalezi na konkrét-
nim filmu. V pripadé I am THE PEOPLE bylo lep-
§1, ze mél premiéru na malém festivalu a dostal se
do dobré soutéze. Pro malou spole¢nost, bez sa-
les, bez distributora, bez rozpoc¢tu na marketing,
jde o moznost, jak ziskat dost pozornosti. Napri-
klad THE NIGHT ANE THE KID mél premiéru na
Foru Berlinale, opét $lo o maly projekt, ale v tom-
to pripadé prezentovany mezi 300 ¢i 400 dal$imi
silnymi filmy, Casto reprezentovanymi velkymi
sales agenty. Dostalo se ndm tam pozornosti né-

1) Elsa Keslassy, Cannes Keeps Netflix Movies in Competition but Says Future Films Must Have Theatrical Re-
lease. Online: <http://variety.com/2017/film/global/cannes-film-festival-maintains-netflixs-movies-in-com-
petition-sets-new-rule-amid-turmoil-1202420874/>, [cit. 15. 11. 2017].
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meckych i zahrani¢nich médii, ale nakonec se
stejné ocitnete ztraceni na trhu a ve skutecnosti
vas$ film nikdo neuvidi. Takze podle mé pro spo-
le¢nosti, jako je ta naSe, je lep$i za¢it na malém
festivalu, ale ve velkém stylu, nez na velkém festi-
valu v malém stylu.

Podivime-li se na to vSak z dlouhodobé perspekti-
vy, neziskal jste diky premiére na Berlinale vy sdm
¢ivds film pomyslnou znacku kvality?

Karim Aitouna: Uptimné fe¢eno mi to pomoh-
lo v tom, Ze si mohu fikat o vy$$i screening fee.

Ale z hlediska filmu je podle mne dilezitéjsi vy-
hrat soutéz na mensim festivalu.

Viera jsme tady na MFDF Jihlava méli plod-
nou diskuzi s 25 zdstupci filmovych festivalii na
workshopu Festival Identity. Cilem tohoto setkdni
bylo formulovat, jak filmové festivaly vnimaji svou
roli v Zivoté filmu. Katie, mohla byste prosim pred-
stavit nase prohldsent

Katie McCullough: Festivaly jsou ze své podsta-
ty platformou, jez slouzi filmaftim k tomu, aby se
priblizili svému publiku stejné jako dal$im tviir-
cim. Propaguji a zviditelnuji stavajici filmare
a tém novym umoznuji se rozvijet. Film je uda-
lost zalozend na publiku a festivaly jsou drama-
turgy a fediteli festivali promysleny tak, aby vy-
tvafely vlastni narativ. Kuratorstvi je samym
srdcem toho, jak oslovit divaky. Uméni filmu je
prozivano v kiné, kde se lépe poznd, co filmar
presné zamyslel, at uz jde o film 35mm nebo
16mm. Je to spolecna kulturni akce, ktera vzdéla-
va, informuje a podporuje diskuzi. Digitalni kra-
jina, v niZ se kinematografie ocitla, proménuje
i publikum a festivaly na to musi reagovat krea-
tivné a v souladu s novym vékem zahrnout také
VOD. Mezi obéma stranami musi existovat dia-
log, jenz napomize vzijemnému porozuméni
a umozni spole¢nou existenci.
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Uzpusobeni financovani filmu v naruseném
filmovém pramyslu

Antone, rdda bych navizala na to, co fekl vas kole-
ga, Roberto Olla, vykonny feditel koprodukcniho
fondu Eurimages pti Radé Evropy. Podle clanku
v Casopise Variety se obdvd, Ze ziskd-li Netflix ev-
ropské artové filmy podporené Eurimages, miiZe
zpiisob globdlniho obchodovdni typicky pro tohoto
streamovaciho giganta znamenat, Ze tyto filmy
obejdou kinové a festivalové okruhy a spolu s tim
obejdou i integrdlni poZadavky Eurimages na pod-
poru filmovych projektii.? Jak je to s filmy financo-
vanymi Eurimages? Existuje podminka, Ze musi
byt distribuoviny v kinech? A jak je to s takovou
podminkou, pokud film mifi exkluzivné na VOD
platformu?

Anton Calleja: Jednou ze zakladnich podminek
nasi podpory je uvést film v kinech vsech kopro-
dukénich zemi. Jak vidno, zalezi ndm na tom, aby
nase filmy byly uvedeny v kinech. Proto viibec
n43 fond existuje. Rikdim to nicméné pti védomi,
ze se prostfedi méni. Proto jsme zacali u minorit-
nich koprodukci akceptovat alternativni distri-
buci. V urditych pripadech mtzeme namisto ki-
nodistribuce akceptovat VOD. Anebo napriklad
namisto zajiténi kinodistribuce v jedné ze zemi
miizeme také akceptovat uvedeni na vyznamném
filmovém festivalu. Takze jsem se setkal s mnoha
ptipady dokumentdrnich film, které byly kopro-
dukei tf{ zemi a nemohly dosdhnout na kinodis-
tribuci v jedné z minoritné koprodukujicich
zemli, a proto jsme pripustili coby nahradu, kdyz
se ucastnily vyznamného festivalu dokumentar-
nich filmi. V téchto ptipadech se snazime byt co
nejvice flexibilni. V dtisledku pfece jen chceme to
nejlepsi pro samotny film.

A co je pro film nejlepsi?
Anton Calleja: To zalezi na konkrétnim filmu.
My nemédme nic proti Netflixu ani 7addné jiné

2) Nick Vivarelli, Eurimages Chief Roberto Olla on How a Netflix Acquisition Can Be ,,Kiss of Death” for a Euro-
pean Art Film. Online: <http://variety.com/2017/digital/festivals/eurimages-chief-roberto-olla-on-how-a-ne-
tflix-acquisition-can-be-kiss-of-death-for-a-european-art-film-1202513447/>, [cit. 15. 11. 2017].
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VOD platformé. To je na rozhodnuti producenta.
Soucasné, bavime-li se 0 SVOD platformach jako
Netflix, jejich smlouvy nejsou vzdycky stejné. Neé-
kdy ptipusti kinodistribuci, nékdy pfipusti kino-
distribuci v jedné zemi, nékdy ji ptipusti v kopro-
dukénich zemich, nékdy ji neptipusti. Nékdy
usiluji o kinodistribuci proto, Ze se chtéji uchazet
0 Oscary. Myslim, Ze toto se neustale proménuje.
Mezi vSemi hradi, festivaly, producenty i S/VOD
platformami je proto tfeba rozvinout diskuzi, aby
se vSechny tyto kanaly, jimiz lze uvadét film, pro-
pojily. Nékteré filmy jsou uspésné v kinech i na
VOD, aniz by zasahly stejné publikum — obé¢
platformy se naopak mohou navzajem podpofit.
Festivaly mohou podporit uvedeni v kinech i na
VOD, kina mohou zase podpotit VOD. Kazda
z platforem soucasné znamend jinou divackou
zkusenost.

Sorene, vds jsem se chtéla zeptat na proménu pod-
minek financovani filmu. Skandindvie byla jednim
z prvnich teritorii, skrze néz tito velci VOD hrd(i
vstoupili na nds$ kontinent — madte tedy nejdelsi
zkusenost. Vnimdte konkrétni dopad téchto subjek-
tii na lokalni filmovy priimysl?

Seren Tarp: Do Danska vstoupil Netflix v ffjnu
2012, takze to nyni bude pét let. Predplatné Net-
flixu vlastni 33% danskych domécnosti a 74 %
déanskych domécnosti obecné si predplaci strea-
movaci platformy. Vyzkum danské verejné televi-
ze DR uvédi, ze pro publikum mezi 15 a 29 lety
jsou Netflix a YouTube klicovymi kandly — vy-
znamnéj$imi nez volné dostupné televizni stani-
ce. Maji zdsadni vliv na medialni trh, i presto, ze
nezahrnuji ptili§ danského obsahu. Nevime, co se
stane. Ze své pozice v Danském filmovém institu-
tu mam zkusenost se dvéma filmy. Jednim s dan-
skym majoritnim producentem a jednim s dan-
skym minoritnim producentem. Prvni byl
dokument AMaNDA KNoX, jejz Netflix koupil
poté, co byl vyvinut s pomoci Danského filmové-
ho institutu. Vnimali jsme to tak, Ze tento ptijem
pro producenta miize pomoci obchodu obecné.
Druhy film STRONG ISLAND, ktery ma pravé na

HLASY Z PRAXE

Netflixu premiéru, byla danskd minoritni pro-
dukce se stejnym pribéhem — kdyz Netflix tento
film koupi, Dénsky filmovy institut ustupuje a pe-
nize, kterymi jsme film podpotili, dostaneme na-
zpatek. NemuZeme na totozném filmu spolupra-
covat, protoze Dansky filmovy institut ma také
distribu¢ni platformu pro filmy podporené z dan-
skych statnich prostfedki. Tyto filmy by mély byt
publiku volné k dispozici, a ne skryty za sténou
z poplatkd. Déanska konzervativné-liberdlni mi-
nistryné kultury vSak nedavno fekla, ze v bu-
doucnosti si dovede predstavit, Ze se Netflix stane
poskytovatelem i vefejnopravniho obsahu. Net-
flix by tak mohl produkovat napriklad i pro hlav-
ni vefejnopravni televize.

Budouci prostredi

Pro mnoho dokumentii jsou klicovym zdrojem pri-
jmit vzdéldvaci prdava. Film md mnoho rovin své
existence — vedle toho, Ze je uménim, miiZe vzdé-
lavat, otvirat diskuze, sdruzovat lidi k hlubokym
zdZitkiim. Proto je vzdéldvaci okruh distribuce pro
mnoho filmii zdasadni. MiiZe byt tento druh uvadé-
ni ohroZen exkluzivnimi pravy?

Seren Tarp: Netflix a dal$i VOD platformy jsou
nyni integralni soucasti danského medidlniho
prostredi. Pokud se chtéji stat prominentnéjsimi
lokalnimi hré¢i, budou se muset pfizptisobit situ-
aci v zemich, v nichZ pasobi. Mozn4, ze uznaji, Ze
nékteré filmy, jimiz disponuji, maji také potencial
distribuce skrze vefejné knihovny a pro vzdélava-
ci ucely. Budou se ale muset seznamit se specifiky
situace v konkrétnich zemich, a to nezvladnete
z kancelafe v Amsterdamu — na to musite znat
mistni kontext.

Kdyz to shrnu, je na jedné strané Netflix pro filma-
fe vyznamnym investorem, jak jsme ale zminili,
moc casto neumoznuje festivalové projekce. Festi-
valy zase pomdhaji budovat reZisériiv profil, zvidi-
teliiuji jej a jeho film v rdmci filmového priimyslu
— je proto otdzkou, jak miiZe tyto funkce naplnit
Netflix?
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Karim Aitouna: Myslim, Ze v Netflixu jsou vel-
mi pragmati¢ti. Rekl bych, Ze jsou si role festivaltl
dobre védomi, ale jde jim o predplatitele.

Seren Tarp: Velikou vyhodou Netflixu je to, ze
maé dlouhy vztah se svym publikem. Zacal jako
platforma DVD a VHS. Pravé proto tolik investu-
ji do produkce a snazi se ke své platformé privést
dobré filmare. V budoucnu se bude myslim sou-
peftit spise v oblasti pivodniho obsahu nez tech-
nologii. A balickovani predplatitelskych sluzeb
bude moznad vhodny business model pro malé
hrace.

Ano, Netflix roéné investuje do produkce privodni-
ho obsahu sedm miliard americkych dolarii. A je to
predevsim tento piivodni obsah, k némuz vlastni
exkluzivni prava, co k nim pfivddi nové predplati-
tele — nikoli tisicovky filmii, které nakoupi. Otdz-
kou ziistavd, jak se do budoucna zméni kurdtorstvi
a spolu s tim i narativ vybéru. Festivaly byly vZdy
pravé kurdtory. Dnes tito kurdtofi koexistuji s algo-
ritmy zaloZenymi na tagovini filmii a klikéni.

Diana Tabakov
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Guba-Film

Spole¢nost Guba-Film vznikla vlednu roku 19339
a jak jiz jeji nazev napovidd, po celou dobu své
existence byla provazana s ustfedni postavou za-
kladatele a majitele spole¢nosti Ludvikem Gu-
bou. Ludvik Petr? Guba se narodil dne 17. tno-
ra 1895Y v Praze-Buben¢i? rodi¢im Ludvikovi
a Marii roz. Slavickové.” Ludvik Guba nejprve
navstévoval II. némeckou redlnou $kolu v Pra-
ze 111, kde v roce 1913 slozil Gspésné maturitni
zkougku, a ndsledné se ptihldsil na Némeckou
technickou vysokou $kolu (Deutsche Technische
Hochschule®) v Praze na obor architektura. Stu-
dium musel prerusit z divodu aktivniho boje
v prvni svétové vélce, ze které si mél kromé zra-
néni privézt i bronzovou medaili za statecnost. Po
vélce dokon¢il Ludvik Guba své vysokoskolska
studia s akademickym titulem architekt a nastou-
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pil roku 1920 do sklarské firmy Josefa Inwalda ve
Zlatych Horéach u Teplic, kde pracoval jako navr-
hat sklenénych forem a brousenych vzorti a poz-
déji i jako vedouci oddéleni malby a leptu. Svij
pracovni pomér v této firmé ukondil v roce 1923,
ozenil se s Ilsou Stranskou a prijal misto u knih-
vazace p. Schuberta v Praze. Firma ovSem nedo-
stala ke své ¢innosti dal$i povoleni, a tak byl Lud-
vik Guba nucen misto opustit a nasledujici rok
byl nezaméstnany.

Po této zkusenosti se Ludvik Guba rozhodl vy-
dat se vlastni cestou, proto roku 1927 zalozil fir-
mu zvanou Praga” na vyrobu uméleckych vzoru
na plakaty a vénujici se obecné reklamé vseho
druhu. Firma méla spolu s Ludvikem Gubou dal-
81 tfi zaméstnance.

1) Irena Prokopovd, Guba-Film 1940-1945 (1950) (archivni pomucka). Narodni filmovy archiv, Hradistko pod

Mednikem 2004, s. 3.

2) Narodni filmovy archiv (NFA), f. Ceskomoravské filmové usttedi (CMFU), inv. ¢. 357, Clenové CMFU:

Némci.

3) NFA, f. Guba-Film, inv. ¢. 1, Odpovéd na Zadost o Zivnostenské opravnéni.

4) NFA, f. CMFU, inv. &. 357, Clenové CMFU: Némci.

5) Narodni archiv (NA), f. Policejni feditelstvi I 1850-1914, konskripce, karton 148, obraz 100.

6) Roku 1869 vznikl z dosavadniho Polytechnického tistavu Cesky a némecky polytechnicky ustav. V roce 1879
byly tyto dva dstavy pfejmenovany na C. k. Ceskou vysokou $kolu technickou v Praze a K. k. Deutsche Tech-
nische Hochschule in Prag. Nakonec byly v roce 1920 spojeny do dnesniho Ceského vysokého ueni technic-
kého. Online: <https://www.cvut.cz/historie>, [cit. 25. 9. 2017].

7) NA, f. Policejni feditelstvi II — vSeobecna spisovna — 1941-1950, sign. G 1175/8 Guba, kar. 2659.
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Samotnym filmem se Ludvik Guba zacal aktiv-
né zabyvat az v roce 1928, a to pedevsim v odvét-
vi filmové reklamy. V roce 1931 musel kvuli své
dlouhodobé nemoci, zdnétu kostni dfené, ode-
vzdat svou firmu i se zaméstnanci Willymu Wei-
geltovi.? Po svém zotaveni se Guba jiz vénoval
vylu¢né filmovému primyslu a v roce 1935 vydal
svtj prvni kulturni film.”

Vznikem Protektoratu Cechy a Morava zacal
byt Guba vice aktivni nejen ve filmovém pramys-
lu, ale také v rdmci nacistické ideologie, coz
umocnil i fakt, Ze se jiz béhem s¢itani lidu v roce
1930 ptihldsil k némecké nérodnosti.'” Byl ¢le-
nem NSDAP a roku 1938 se stal i ¢lenem Vlaj-
ky."V Jeho filmova produkce vyvrcholila v roce
1939, kdy jej jmenovali plnomocnikem filmové-
ho oboru v ramci vyroby kratkych filmt a v pro-
sinci téhoZ roku byl zvolen do organizace a vede-
ni Utadu pro kulturni a filmova predstaveni pro
mladeZ (Kulturstunden fiir die Jugend).'? Ludvik
Guba stal taktéz ve vedeni Svazu vyrobci kultur-
nich a propaga¢nich filmt a Filmového ustredi,
déle byl ¢lenem poradnich sbort pii Ceskomo-
ravském filmovém ustfedi, Filmovém studijnim

ustavu a Filmovém poradnim sboru.’®
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Jak jiz bylo uvedeno vyse, Guba-Film vznikl
v lednu 1933. Spole¢nost se specializovala na vy-
robu kratkych kulturnich filmi. OvSem v roce
1933 produkovala i jeden celovecerni film, ktery
byl zfejmé vyjimkou v existenci spole¢nosti.'?
V roce 1944 méla firma osm zaméstnanci' a jeji
obrat ¢inil 639 069 K.'® Sidlo firmy se nachézelo
v Praze ve Vodickové ulici ¢p. 699.7 Spole¢nost
za celou dobu své existence natocila na padesat
kratkych kulturnich filma. Za zminku stoji snim-
ky jako SKLENENY CHLEB (1939), ktery obdrzel
Svatovaclavskou cenu v podobé Malé zlaté me-
daile za kratky film v roce 1939, film KOoURIME
DOMOVINU (1944), kde si zahrél Frantisek Cern)’r
a FrantiSek Filipovsky,'” nebo film STRUNY MLU-
vi (1940)>), ktery byl ocenén diplomem v cer-
venci 1940 béhem manifestace celovecerni a krat-
kometrazni produkce z uplynulého roku tzv.
Filmovych Zni ve Zliné.*)

Dal$imi vyznamnymi herci, ktefi si zahrali ve
filmech Guba-Filmu, byli Alois Dvorsky (NEvI-
DITELNY NEPRITEL C. 1), Darja Hajskd (KOURIME
DOMOVINU) nebo Emanuel Kovaiik (TRI SESTRY).??

Obdobi protektoratu a druhé svétové valky se
taktéz odrazelo v kratkych filmech, a to napriklad

8) Taktéz v Gubové osobnim Zivoté doslo k rozvratu, jeho manzelstvi skoncilo téhoz roku. Z tohoto manzelstvi
vzedla dcera Ingeborg, kterd po 15. bieznu roku 1939 musela se svou matkou Zidovkou emigrovat do zahrani-
&. Viz NFA, f. CMFU, inv. &. 983, Zpréava o ¢innosti uradu, a také NFA, f. CMFU, inv. & 977, Korespondence
v zaméstnaneckych zaleZitostech, predev$im vyse odmén, véetné zivotopisu vedouciho uradu Ludwiga Guby.

9) NFA, f. CMFU, inv. & 977, Korespondence v zaméstnaneckych zélezitostech, pfedeviim vyse odmén, véetné 7i-

votopisu vedouciho ufadu Ludwiga Guby.

10) Tamtéz, inv. ¢. 977, Korespondence v zaméstnaneckych zaleZitostech, predev$im vyse odmén, véetné Zivotopi-

su vedouciho uradu Ludwiga Guby.

11) Policejni feditelstvi Praha II — v8eobecna spisovna 1941-1950, sign. G 1175/8 guba, kar. 2659.
12) NFA, f. CMFU, inv. ¢ 977, Korespondence v zaméstnaneckych zalezitostech, predeviim vyse odmén, véetné zi-

votopisu vedouciho uradu Ludwiga Guby.

13) Tereza Czesany Dvorakova, Idea filmové komory, disertacni prdce. FF UK, 2011, s. 16-302.
14) Jiti Havelka, Cs. filmové hospoddfstvi. Praha 1935, s. 19.

15
16

NFA, f. Guba-Film, inv. ¢. 3, Pensijni a nemocenské pojisténi zaméstnancu.
Tamtéz, inv. ¢. 9, Darové ptiznani k dani z obratu za rok 1944.

17) Tamtéz, inv. ¢. 35, Likvidace finan¢nich zélezitosti firmy.
18) Zdenék Stabla, Data a fakta z déjin ¢s. kinematografie 1896-1945, sv. 4. Ceskoslovensky filmovy tstav 1990,

)
)
)
)
)
)

s. 185.

19) NFA, f. CMFU, inv. & 358, Clenové CMFU — evidence smluv s filmovymi spole¢nostmi (véetné koresponden-

ce).

20) Vice také Lucie Cesalkova, Obét ve statnim filmu. Huminace 21, 2009, & 2, s. 135-155.

21) Z.Stabla, c. d., s. 236.

22) NFA, f. CMFU, inv. & 358, Clenové CMFU — evidence smluv s filmovymi spole¢nostmi.
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ve filmu ABECEDA UHL{ (1942),% ktery pojedna-
val o nedostatku uhli a ktery byl spolu s filmy DE-
SATERO HOSPODYNKY (1942) a UHLIM SETRIT —
ALE JAK? v listopadu 1943 promitan zéstupcim
spotfebitelt i lidem z oboru, ktef{ se uhlim a to-
penim denné zabyvali. VSechny vy$e jmenované
filmy mély za cil vést obyvatelstvo k uspote nedo-
statkovych surovin.?” Dal$im filmem ovlivnénym
vale¢nou dobou byl snimek CHLAPCI Vv MODREM
(1943), ktery se zabyval pracovnim nasazenim
studentd. V tématech valky se objevovala i nacis-
ticka ideologie, jako tomu bylo naptiklad v krat-
kém dokumentarnim filmu Waltera Santa NovA
MLADEZ, NOVE CILE (1942), ktery zndzornoval
zapojeni ¢eské mladeze do cila Treti fise.?> Mezi
oblibena témata Guba-Filmu patfilo také rybni-
katstvi spojené s méstem Tiebon. Svéd¢i o tom
Cetnost filml s touto tematikou, jmenujme ales-
pon nékteré snimky TREBON A JEJi RYBNIKY
(1937)%% 27, OBYVATELSTVO RYBNICN{CH HLUBIN
TREBONSKYCH (1942), ODBORNA PECE O TRE-
BONSKEHO KAPRA (1942)* a dali.

Vétsinu téchto kratkych kulturnich a reklam-
nich filmt si Ludvik Guba reziroval sam.?” Kro-
mé bézného zafizovani pfi natdceni filmu bylo
obcas zapottebi specidlnich Zadosti. Jednu z nich
podal v roce 1935 Ludvik Guba, kdyz zadal mini-
sterstvo vefejnych praci o moznost vzit filmovou
techniku do civilniho letadla, aby mohl natocit
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Bratislavu, Piestany, udoli lazni Lubochna a vy-
brané zdmky v Povazi.*” Tato Zadost mu ovSem
na zakladé vyjadieni ministerstva narodni obra-
ny byla zamitnuta.’” Dalsi takova Zadost prisla
v ramci nataceni snimku MEsTo TREBON SE
SVYMI RYBNIKY, kdy byl opét nucen vymoci si
souhlas od ministerstva verejnych praci, které se
nasledné obratilo na ministerstvo vnitra a minis-
terstvo narodni obrany. Nakonec jemu, kamera-
manovi a pilotovi bylo v roce 1937 povoleno
vzlétnout nad mésto civilnim letadlem budéjo-
vického aeroklubu.*?

Guba-Film se také musel potykat s protektorat-
ni cenzurou. Vyfazeni filmu cenzurou zilezelo
na mnoha hlediscich: politickych, rasovych, na-
cionalnich, germaniza¢nich a mnoha dalsich.
V podstaté okruh hledisek, na kterych zaviselo,
zda bude film pustén mezi divéky, nebyl nijak
pevné ohranicen a daval tak moZnost cenzure za-
kazovat téméf cokoliv.’®® Ze spoleénosti Guba-
-Film nebyly cenzurou schvéleny naptiklad filmy
KuTNA HoRrA (1942) a TREBON A JEJI RYBNIKY
(1942) 39

Spole¢nost Guba-Film fungovala az do konce
valky.*® K 5. kvétnu 1945 méla pét zaméstnan-
ct1.*® Po konci druhé svétové valky byla kinema-
tografie dekretem prezidenta republiky zndrod-
néna a firmy zabyvajici se vyrobou filma presly
do likvidace. Likvidaci Guba-Filmu zajistovala

23) Vice také L. Cesalkové, Atomy vécnosti. Cesky krdtky film 30. az 50. let. NFA 2014.

24) Anon.,, Filmovy kuryr, ¢. 47,1943, s. 4.
25) Z.Stabla, c. d., s. 366-390.

26) J. Havelka, Filmové hospoddrstvi 1937. Praha 1938, s. 95.

27) Vice také L. Cesélkov4, c. d., NFA 2014. A také L. Cesalkova, c. d., 2009, &. 2, s. 135-155.

28) J. Havelka, Filmové hospoddrstvi 1942. Praha 1943, s. 51.

29) Z.Stébla, Data a fakta z déjin &s. kinematografie 1896-1945, sv. 3/2. Ceskoslovensky filmovy tstav 1990, s. 329.
30) Vice také L. Cesélkovd, c. d. NFA 2014. A také L. Cesalkova, c. d., 2009, &. 2, 5. 135-155.

31) NA, f. Ministerstvo vnitra I - stard registratura, Praha, sign. 12/67/62, kar. 3846.

32) Tamtéz, sign. 10/497/2, kar. 5592.

33) Jiti Dolezal, Ceskd kultura za protektordtu. NFA Praha 1996, s. 191.

34) J. Havelka, c. d. 1942. Praha 1943, s. 44-45.

35) Informace ke konci Guba-Filmu se li§f. Dle Zderika Stably ukon¢ila spole¢nost svou ¢innost po roce 1943.
Ovsem ve fondu samotného Guba-Filmu muzeme nalézt filmy vznikajici jesté v roce 1945.
36) NFA, f. Guba-Film, inv. ¢. 35, Likvidace financ¢nich zélezitosti firmy.
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zpocatku Ceskoslovenska filmova spole¢nost
a poté Ceskoslovensky statni film.*” Likviddtory
firmy byli v Cervenci 1945 ustanoveni FrantiSek
Simék a Jindtich Fiala. Ti méli za dkol sepsat se-
znam surového kinematografického materidlu,
inventaf, kopie filmt a dalsi. Z této likvidace spo-
le¢nosti bylo preddno na osm krabic riznych fil-
mu a deset krabic hudebnich negativi a pozitiva
do archivu SCFV*® Inventai prevzala Ceskoslo-
venskd filmovd kronika, Kratky film.* Celko-
vy prevzaty majetek Ceskoslovenskou filmovou
kronikou ¢inil 331 441,40 K&s véetné materidlu,
inventare, zaji$téného vkladu a pohledavek.*”
Bankovni tcet firmy byl veden na jména Guba-
-Wagner s obnosem 150 700 K. Mirko Wégner se
stal tichym spole¢nikem firmy 1. ledna 1944 a po
prejiti firmy do likvidace se doZzadoval navraceni
svého vstupniho kapitalu ve vysi 100 000 K. Z do-
chovanych materiald neni jasné, zda se mu poda-
filo tento kapitdl ziskat zpét.

Prvotni likvidace skoncila ke dni 31. cervence
1945.") Béhem likvidace se dalsi materidl preva-
7el také z Gubovy chaty v Hlasné Ttebani, kde
mél Guba uschovino nékolik filmi a lamp.*?
Dne 11. tnora 1949 ustanovil ministr informaci
a osvéty likvidatorem Dr. Karla Mysku, ktery mél
kromé Guba-Filmu na starosti také likvidaci Ces-
komoravského filmového ustiedi, Tobis-filmu,
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Dafa-filmu a dal$ich.*” Hlavni naplni likviddtora
v ramci spolecnosti Guba-Film bylo zajisténi
dluzné pohledavky u Usttedni ndrodni pojis-
tovny v hodnoté 317K¢, pojistné byvalych za-
méstnanct, déle zjistit, kdo prevzal inventaf,
a dohledat souc¢asné ulozeni knih a spisového
materidlu.*¥ Dne 28. &ervence 1950, po néhlé
smrti Dr. Karla Mysky, byl ustanoven narodnim
spravcem a likvidatorem filmovych podniki
JUDr. Véclav Sefrna.*® Spisovy material byl ulo-
Zen v 26 balicich ve sklepé kina Beranek v Pra-
ze XII. Tt¥idéni materidlu probéhlo v roce 1949,
kdy byla vyrazena korespondence se $kolami,
a zbytek materialu byl k dal$imu tfidéni prevezen
do sidla Ceskoslovenského stétniho filmu v Pra-
ze 1.4

Po valce pracoval Ludvik Guba jako expedient
u firmy Antonina Kovace. Byl podezfely z tajné
spoluprace s gestapem a taktéz z clenstvi v SA.
Nakonec se Ludvik Guba rozhodl v roce 1948 od-
stéhovat do Brazilie, ¢imz kon¢i i jeho stopy.*”

Archivni fond Guba-Film je obsazen v jednom
kartonu a je ulozen v oddéleni pisemnych archi-
valif Narodniho filmového archivu. Materidl je
pomérné torzovity, obsahuje z vétsi ¢asti vyrobni
dokumentaci zhruba ke dvaceti filmim, doku-
menty z likvidace firmy, z finan¢nich zaleZitosti
pak danové priznani, pokladni doklady a vypisy

37) I Prokopova, Guba-Film 1940-1945 (1950) [inventaf fondu Narodniho filmového archivu]. Hradistko pod

Mednikem 2004, s. 3.

38) Zkratka SCFV nebyla identifikovina. Mohlo by se jednat o Sdruzeni ¢eskych filmovych vyrobct, ale tuto infor-
maci nebylo mozné potvrdit. Viz NFA, f. Guba-Film, inv. ¢. 34, Likvidace materialu, vyrobnich prostredki a fil-

mi vyrobenych spole¢nosti Guba-Film.

39) NFA, f. Guba-Film, inv. ¢. 34, Likvidace materidlu, vyrobnich prostiedku a filmi vyrobenych spole¢nosti Gu-

ba-Film.

40) NFA, f. CSE, Krétky film — rzné, k. R8/AIl/5P/2K.

41) NFA, f. Guba-Film, inv. ¢. 35, Likvidace finan¢nich zélezitosti firmy.

43) NFA, f. CMFU, inv. ¢. 724, Jmenovani likvidtora-spravce filmovych spole¢nosti v likvidaci Dr. Karla Mysky.

)
) ~
42) Tamtéz, inv. ¢. 39, Ozndmeni o ukonceni likvidace E Simakem a J. Fialou (31. 7. 1945).
)
)

44) Tamtéz, inv. ¢. 725, Prehled ukolu likvidatora na duben a ¢ervenec 1949, véetné poznamek o likvidacich dal-

$ich spolecnosti.

45) NFA, f. CMFU, inv. &. 727, Korespondence likvidatortt CMFU a dalsich filmovych spole¢nosti s bankami a tifa-

dy.

46) NFA, f. Guba-Film, inv. & 45, Kopie dopisu likvidtora Dr. Mysky tstfednimu fediteli CSF ve véci soustfedéni

materialu spole¢nosti Aktualita a Guba-Film.

47) NA, f. Policejni feditelstvi Praha II — vSeobecnd spisovna 1941-1950, sign. G 1175/8 guba, kar. 2659.
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z postovni spofitelny. Fond mize byt zajimavy
v ramci informace o probihajicich likvidacich fi-
rem po 2. svétové valce, nalezitosti okolo harmo-
nogramu samotné likvida¢ni prace a mimo jiné
i celkového fungovani drobné filmové spole¢nos-
ti za protektoratu. Vétsina materialu byla zfejmé
ztracena ¢i vyrazena pii ulozeni béhem kratké
doby v rtznych prostorech.

Tim nejzajimavéj$im z celého fondu je vsak
nakonec predev§im osoba samotného Ludvika
Guby, ktery by svym osudem a také rozsdhlymi
dochovanymi informacemi, predevs§im v archiv-
nim fondu policejniho feditelstvi, byl kandida-
tem na roman, ¢i by si jisté zaslouzil alespon $irsi

zpracovani.

Kristyna Dolezalova

AD FONTES
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Brnénska filmova kultura z pohledu ,,new cinema history“

Lucie Cesalkova — Pavel Skopal (eds.), Filmové Brno. Déjiny lokdlni filmové kultury.

Praha: Narodni filmovy archiv 2016.

Publikace je souborem studii, které mapuji
brnénskou filmovou kulturu v chronologickém
ramci vymezeném pocatky kinematografie a kon-
cem druhé svétové valky, byt v nékterych pripa-
dech dochazi k ¢asovym presahtim. Kniha vznik-
la v rdmci projektu Filmové Brno, realizovaném
na Ustavu filmu a audiovizualni kultury na FF MU,
ktery se snazi porozumét $ir§im vazbam filmo-
vé kultury v socio-kulturnim prostfedi druhého
nejvétiiho mésta mezivale¢ného Ceskoslovenska
i protektoratu Cechy a Morava, ale také mésta
s historicky podminénymi tzkymi vazbami na
Viden a specifickym misenim ¢eského, némecké-
ho a zidovského obyvatelstva. Vysledny sbornik
se zabyva historickou rovinou filmové kultury —
zdtiraziuje Sirsi spolecenské a ekonomické sou-
vislosti jejtho plisobeni, provozovani a dopadu na
divaky ve vymezeném casovém a prostorovém
horizontu. Koncepéni vychodisko pritom naléza
v pristupu ,,new cinema history“ (nova historie
kinematografie), jak je zminéno v editorském
uvodu. Tim se publikace jednozna¢né hlasi k mo-
dernim principtim historického badani o kine-
matografii, otdzka zni, zda tento progresivni pti-
stup zuzitkovava ke skute¢né celistvému pohledu
na danou problematiku.

Prvni blok je vénovan déjinam brnénskych kin.
Otevira jej studie ,,Brnénska kina v souvislostech

distribu¢nich praktik a podminek uvadéni (do
roku 1989)“ Jaromira Blazejovského, Pavla Sko-
pala a Petra Szczepanika. Obsahové predstavuje
obecny piehled se zaméfenim na spolecensky
a ekonomicky ramec uvadéni filma a distribuc-
nich moznosti, tak jak je umoznovaly konkrétni
podminky soudobého pravniho a ekonomického
prostredi, i na hustotu sité kin, kterou srovnava
v ramci stfedoevropského prostoru. Vymezuje
tak zdkladni ptidorys, jenz determinoval prova-
déni filmovych produkci. Svym pojetim se ale lisi
od ostatnich textti, protoZe je na rozdil od nich
koncipovana prehledové, navic je svym zdbérem
také Siroce rozprostfena od pocatka distribu¢-
nich spole¢nosti v prvnich letech 20. stoleti az do
roku 1989. Tim zasadné prekracuje tézisté vy-
kladu, kdyz se kromé mapovani mezivale¢nych
a protektoratnich poméra snazi skrze vyliceni
distribu¢nich pomért postihnout také celé socia-
listické obdobi. K nému nemd doprovod v dal$ich
specializovanych studiich, s vyjimkou posledni
z nich, kterd se ale orientuje pouze na pocatek po-
vale¢né doby (viz dile).

Filmové produkce z prelomu 19. a 20. stoleti
zkoumaji studie Jakuba Klimy a Radomira D. Ko-
kese ,,Hospodskou optikou. Rana filmova kultura
(nejen) v Brné“ a ,,Promitdni v brnénskych di-
vadlech na prelomu 19. a 20. stoleti a etablova-
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ni kinematografie Martina Bernatka. Prispévek
Klimy a Kokese se zabyva prvnimi snimky ko-
¢ovnych kinematografistu, ktefi si pro své projek-
ce vybirali saly hospodskych zafizeni nebo na
volném prostranstvi stojici stany a boudy. Autori
hovoii o dvou fazich — prvni s dominanci pred-
staveni v uzavfenych mistnostech (1896-1904
s kratkym navratem v letech 1910-1912), druhé
s prevahou produkci v prilezitostnych stavbach
na volném prostranstvi (1904-1912) —, i kdyz
pripominaji, Ze se oba typy prolinaly a fungovaly
paralelné vedle sebe s ruznou intenzitou. Hos-
podska predstaveni byla dopliiovana hudebnimi
nebo jinymi varietnimi ¢isly, ¢imz zapadala do
soudobé lidové kultury. Pro jejich navitévnika
byla také vyhodou moznost konzumace jidla
a piti, coz celou produkci délalo atraktivni zejmé-
na pro majitele restauraéniho zarizeni. Projekce
v boudéch a stanech mohly vyuzivat rtizna volna
prostranstvi, kterd vznikla v bezprostfednim oko-
li centra mésta po zbourani hradeb v druhé polo-
viné 19. stoleti. Ta byla postupné zastavovana
nebo se ménila v parky.

Druha studie osvétluje okolnosti, za nichz se
zhruba ve stejné dobé zac¢inaji vyuzivat divadelni
prostory také ke komponovanym prednaskam,
zpravidla doprovazenych promitanim sklenénych
kolorovanych diapozitivil skioptikonem, prezen-
tovanym casto ¢leny divadelniho souboru. Pod
hlavickou vzdélavaci spole¢nosti Uranie ziskavala
tato predstaveni charakteristicky tvar, v némz se
prolinal védecky i zabavny obsah. Autor zaroven
upozoriuje na dalsi tehdejsi spolec¢enskou ten-
denci, kterou je proména divadelniho publika.
Zména jeho zdjmu se projevila poklesem nd-
vétévnosti, a tedy finan¢nimi problémy. Z hledis-
ka vedeni divadel byl tento ubytek zdiivodiiovan
odchodem obecenstva ke kinematografickym
produkeim, ale jev mél nepochybné daleko slozi-
t&j$i priciny. K jejich objasnéni je nutné propojit
obecné tendence, reprezentované zménou social-
né-demografické struktury obyvatelstva a vyos-
tfenim narodnostnich vztahti mezi Cechy a Ném-
ci, s repertoarovou a prostorovou (nezajem o 16ze)
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krizi divadel samotnych, ov§em i s vlivem novych
zabavnich format a cenovymi poméry (obecné
jsou kina levnéjsi nez divadla).

Autofi se véak ve snaze zaclenit pocatky kine-
matografickych predstaveni do dobového kul-
turniho kontextu nechdvaji timto kontextem az
prilis pohltit, takze ¢teme spie o hospodském fe-
noménu nebo problematice divadelniho podni-
kani nez o filmu. Nevyuzivaji pfitom moznosti,
které se tu naskytaji, totiz nepokouseji se hloubé-
ji reflektovat obsahovou napli téchto produkci,
tedy filmy, jez byly nebo alesponi mohly byt ko-
¢ovnymi kinematografisty nabizeny publiku. Jest-
li se jednalo o nékolik kratkych filmii zpravodaj-
ského nebo v podstaté dokumenta¢niho charak-
teru, jak autofi naznacuji, neni divu, Ze program
dopliiovaly hudebni nebo kejklifské vystupy, pro-
toze samotné pohyblivé obrazky po case zevsed-
nély a zfejmé nestacily pro népli predstaveni.
Této skutecnosti nakonec odpovidaji i prednas-
kové produkce v divadlech, které bychom dnes
oznadili za ,multimedidlni, protoze spojovaly
mluvené slovo, hudbu i vizualni efekty véetné fil-
mu. Nebylo by vhodné dat zjisténd pozorovani do
souvislosti se zménou nabidky filmové produkce?

Dal$imu badani nad pocatky kinematografic-
kych produkci by nepochybné prospélo, kdyby se
autofi téchto dvou studii pokusili o jejich prinik,
nebot oba popisované fenomény zacaly pusobit
ke konci prvniho desetileti 20. stoleti paralelné.
Bylo by tak mozné presnéji dokumentovat zménu
v chépani filmu vefejnosti, souvisejici pravé
s kvalitativni zménou nabidky, ktera se nakonec
projevila v potfebé vzniku stalych kin. Také je zde
nutné peclivé sledovat chronologickou linku,
protoze na celkem malé ¢asové plose se odehraly
zasadni zmény. Z tohoto hlediska je naptiklad za-
jimavé, Ze obé divadla o kinolicenci (beztspé$né)
pozadala az tésné pred prvni svétovou valkou,
v dobé jiz pestré filmové produkee.

Blok ,,Lokélni filmovy préimysl a provoz kin®
uvozuje studie Michala Vecefi ,Vztah kinemato-
grafického centra a periferie. Zavislost brnénské-
ho filmového podnikani na Praze a Vidni“. Autor
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charakterizuje Brno jako lokéalni centrum filmo-
vého obchodu, které bylo pochopitelné zavislé na
bohatsich regionech — nejprve do vzniku repub-
liky na konci roku 1918 na Vidni, teprve potom se
preorientovavalo na Prahu. Jmenuje kinoptjcov-
ny, které ve mésté fungovaly, a uvadi jejich vzta-
hy k obéma centriim. Brnénské pijcovny, které
nebyly kapitélové silné, zalozily svou obchodni
strategii na uzemné omezenych monopolech
a redistribuci. Lloydfilm, ktery byl z brnénskych
distribu¢nich spole¢nosti v mezivale¢né éfe nej-
silnéjsi, dokazal ve 30. letech ro¢né dovazet deset
filmd, nemohl se vSak srovnavat se silnymi praz-
skymi hraci. Stejné silnou provézanost s Prahou
jako pri distribuci lze zaznamenat i v pfipadech
produkce. Opét je hlavnim divodem nedostatek
kapitdlu, ktery se soustfedoval ve Vidni nebo
v Praze, a také absence technicky dobte vybave-
nych ateliérii (pokus podnikatele Fanty na pocat-
ku 30. let skon¢il nezdarem). Je tedy pozoruhod-
né, ze i pres nakladnost filmové vyroby natocily
brnénské spole¢nosti v mezivile¢ném obdobi
alespon nékolik desitek filma, byt vétsinou vyro-
benych v prazskych ateliérech.

Jan Trnka se ve studii ,V Zaru lamp a rachotu
strojii. Diskurz a profesni identita kinooperatéra,
1930-1946“ vénuje zdsadni profesi pro filmova
predstaveni preddigitdlniho véku, totiz kinoope-

v

ratérovi. Jeho mladsi oznaceni ,,promitac bylo
zavedeno az v dobé protektoratu v souvislosti
s uplatiovanim némeckych norem. Ukolem ki-
nooperatéra bylo zajisténi plynulosti filmového
predstaveni skrze souhru dvou promitacich pfi-
stroji a ddle manipulace s filmovymi kopiemi
a starost o bezpe¢nost divaka. Studie sleduje po-
hyb v této profesi, jejiz vyvoj lze dobie pozorovat
v pravidelné rubrice tydeniku Kino s nazvem
»Iribuna kinooperatéra®, i legislativni a profesni
podminky pro ¢innost, jez umoznily vychovat re-
meslné dovedného odborného pracovnika. Autor
také upozoriiuje na socidlni nestabilitu tohoto
povolani, ktera souvisela s obménou vlastnické
struktury kin ve 20. letech 20. stoleti pfechodem
na sokolské jednoty a rtizné spolky. Tzv. pachto-
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vanim kinolicenci mnozi z kinooperatéra ztratili
praci, protoze nové smlouvy byly uzavirany bez
ohledu na odbornost s cilem u$etfit mzdové pro-
stredky.

V posledni studii tohoto bloku ,Sousedska
kina. Socio-kulturni rozmér provozu brnénskych
sokoloven ve 20. a 30. letech 20. stoleti“ se Lucie
Cesalkova zamysli nad kiny, ktera hrala pouze
nékolik dni v tydnu, a poklada si otazku, jak fun-
goval tento prostor ve dnech, kdy se tu neprovo-
zovaly kinematografické produkce. Tato kina se
v Brné nalézala v okrajovych ¢tvrtich mésta a ne
ndhodné je provozovaly dobrocinné jednoty
a spolky jako Sokol, Orel ¢i Ceskoslovenska obec
legionarska. Preference organizaci tohoto typu
pti pridélovani licenci pfed soukromymi provo-
zovateli po roce 1921 vychdzela z obav vlady
nad negativnim vlivem vefejného minéni, jez po-
vazovalo podnikatele za zlatokopy, ktefi se podle
obecného minéni obohacuji na provozu kin. Pa-
radoxné vsak vy$e zminéné spolky pronajimaly
sva kina soukromym osobdm, které jedno, ale
Castéji vice z nich spravovaly. Autorka ¢innost kin
spolkového typu predstavuje na trojici biograft
v brnénské ¢tvrti Zidenice, pri¢emz s pomoci ar-
chivnitho materidlu dokumentuje jejich spravu,
provoz, hospodareni i spolecenské souvislosti je-
jich existence ve zminéné ctvrti. Po obecném
srovnani s dal$imi sokolskymi kiny v Brné na
predmeéstich ukazuje, ze sokolovny obecné napl-
novaly funkci otevrenéjsiho prostoru setkavani,
ze se stavaly jistymi multifunk¢nimi halami, kde
se mimo promitani filma poradaly dalsi akce —
sport v nich ptirozené st¥idal kulturni, ndbozen-
ské nebo zdbavni aktivity.

Dalsi blok se vénuje programovani kin. Je uve-
den studif Jana Havrana ,,Brnénska kina a jejich
hraci fady. Rizen{ filmové distribuce ve 30. a 40. le-
tech. V centru pozornosti autora lezi predvadéni
filmt a jejich distribuce v mésté Brné ve vymeze-
nych letech, pfi¢emz jako vychodisko pro pravi-
dla regulovani pohybu filmu uziva systém ,run-
-clearance-zone®, vznikly ve Spojenych statech
v pribéhu 20. let 20. stoleti. Konstatuje ovSem, Ze
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jej lze na brnénské poméry aplikovat v dobé tfica-
tych let jen priblizné, protoze rozdéleni kin do
z6n a z toho vyplyvajici obéh filmi a jejich nasa-
zeni (premiéra — repriza) nebyl hracimi fady jes-
té kodifikovan. Presto ke stratifikaci biografii
prakticka distribuce spéla, jak vyplyva ze sledova-
ni poméru premiér a repriz v jednotlivych salech,
coz poskytuje orienta¢ni predstavu o zénovém
rozdéleni brnénskych kin. V dalsich ¢astech stu-
die se autor vénuje premiéram film v Brné na
konci tticatych let i za okupace, a to skrze srovna-
vani prazskych a brnénskych uvedent, ale naskyta
se otazka, zda by tato problematika neméla byt
feSena oddélené, a to bud v samostatné studii,
nebo spise spole¢nym zamyslenim s autorkou na-
sledujiciho textu.

Vyklad Lucie Cesélkové ,,Nesmrtelné filmy.
Protektoratni premiéry, reprizy a temporalita
uvadéni filma v brnénskych kinech na prelomu
30. a 40. let 20. stoleti“ totiz narazi na podobnou
problematiku a pti analyze vychdzi pravé z rozdé-
leni kin na zény a prostupnosti filmi mezi nimi.
Rozéiteni pohledu predstavuje narodnostni hle-
disko, vyrazné se projevujici diky tehdej$im poli-
tickym a vale¢nym udalostem v nuceném promi-
tani némeckych filma. Studie se zabyva distribuc¢-
nimi cykly filmf a zvlasté nucenym pomeérem
mezi ¢eskou filmovou produkei a produkei né-
meckou, ptipadné produkcemi jinych (satelitnich
nebo neutralnich) kinematografii, v¢etné jeho
zmén po roce 1941, kdy byla zavedena kli¢ova
naiizeni regulujici pohyb ceskych film v protek-
toratnich kinech. I kdyz se jejich pocet trvale sni-
zoval, nezmizely, naopak vykazovaly pfi premié-
rovych uvedenich del$i Zivotnost nez filmy né-
mecké. Ceskym publikem byly v reminiscenci na
nasilné obsazeni zemé pozitivné pfijimany, stejné
jako jejich reprizovani, coz plati i pro obnovené
premiéry predvalecnych filmovych dél.

Nasledujici blok ,,Filmova recepce” je uveden
studii Pavla Skopala ,,Zpivat a tan¢it s okupanty.
Recepce némeckych filmé v Protektordtu Cechy
a Morava“. Text se zaméfuje na zménu postoje
publika k dostupné filmové produkci, pricemz
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neopomiji otazku, pro¢ nékteré némecké filmy
navstévovali divaci v prabéhu protektoratu ve
stale rostoucim poctu. K vyfeseni této problema-
tiky vyuziva hojnych citaci pamétniki, které se
podatilo ziskat v rdmci projektu Filmové Brno.
Na jejich zakladé 1ze vysvétlit stoupajici navstév-
nost od zac¢atku valky nékolika soucasné pusobi-
cimi jevy — v kiné bylo mozné utratit kapesné,
protoze v obchodech vale¢ného pridélového hos-
podafstvi nebylo téméf nic ke koupi, déle hralo
roli omezeni volnocasovych aktivit jiného druhu,
zdkaz tanec¢nich zabav a pozdéji uzavteni divadel.
U ceskych filmu je stoupajici nav§tévnost pocho-
pitelnd, zvySovala se vSak také navstévnost u fil-
mi némeckych (napfiklad u hudebné-tane¢nich
produkei). Navstéva némeckych snimki byla ¢es-
kym publikem ospravedliiovana také nenémec-
kou narodnosti filmovych hvézd — naptiklad ob-
libend tane¢nice Marika Rokk byla Madarka —,
i kdyz v nékterych pripadech si piivod herce ve-
fejnost zaménila — popularni Heinz Rithmann
byl povazovan za Rakusana, ackoliv byl némecké-
ho pavodu.

Détskému publiku se vénuje studie Lukase Sku-
py »Legrace a dobrodruzstvi — co nejbliz a laci-
no. Pozice kina ve véednim Zzivoté brnénskych
déti ve 30. letech® Jako v celém tomto bloku,
i tady hraji vyznamnou roli vypovédi pamétniki.
Kino skute¢né tvorilo dilezitou soucdst Zivota
a volného Casu déti, pravidelna navstéva kyze-
nych filmovych zazitk vSak byla ¢asto omezova-
na prekonavanim rtiznych prekazek. V dosahu
bydlisté polozend kina predstavovala pro détské
publikum misto Castych névstév, zatimco kina
vzdélenéj$i nebo ve ,mésté“ byla moznd jen s ro-
di¢i nebo jinym doprovodem. Détské publikum
také navstévovalo biografy bez znalosti programu
a potom si ve $kole se soucasniky vymeénovalo za-
zitky, co v kinech zhlédlo. Pfiklad détskych filmo-
vych hvézd (Shirley Temple) mél na malé divéky
i vliv vychovny, protoze ve filmu vidéné vzorce
chovani byly schopné malého divaka formovat.

Recepci navstév kina v ramci vyznamné sociél-
né profesni skupiny se zabyva studie Terézie Po-
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rubc¢anské ,,Platna medzi kominmi. Vyznam na-
vitevy kina v brnenskom robotnickom prostredi
v druhej polovici 30. rokov®. Brno jako pramy-
slové centrum s tradici manufakturni a tovarni
vyroby od druhé poloviny 18. stoleti ptirozené
vytvarelo okruh délnictva, jez bylo usidleno vét-
$inou na predméstich, zejména na vychodé a jihu
meésta. Tato tradi¢né pocetnd socidlni vrstva oby-
vatelstva tvorfila specifickou skupinu név§tévnika
biograft, ekonomicky nepiili§ silnou. Navstéva
kina predstavovala mezi volnoc¢asovymi aktivita-
mi levnéjsi alternativu pred divadlem nebo kon-
certem, také jej bylo mozné nav$tévovat v méné
formalnim obleceni, jak je patrné ze vzpominek
pamétnikil. Z nich také jednoznacné plyne diiraz
na spolecensky rozmeér prostfedi tradi¢né navsté-
vovaného kina, vét§inou ve ¢tvrti a dosahu bydli-
§té, které umoziovalo sdileni zazitkt s rodinny-
mi prislusniky nebo s prateli a znamymi. Autorka
si také poklada otazku, jaké typy filma tato so-
cidlni skupina preferovala. K odpovédi vyuziva
programové struktury ze dvou predméstskych
biografti v délnickych ¢tvrtich (Zébrdovice a Zi-
denice), z jejichZ rozboru a srovnani s dal$imi
kiny naptiklad vyplyvd, ze filmy, které uspély ve
stfedu mésta, Casto nebyvaly Gspé$né v délnic-
kém prostredyi, i to, jak mnohdy zalezelo na rych-
lych reakcich provozovatelti kin, aby vyhovéli
ménicimu se vkusu délnického publika.

Knihu uzavird text Pavla Skopala ,,Spoluzaci
jdou do kina. Détska filmova kultura po 2. svéto-
vé valce ktery je tematicky ptibuzny studii Luka-
$e Skupy, i kdyz je ¢asové posunuty do pocatecni-
ho povile¢ného obdobi. Plyne z néj, Ze se po
valce ¢aste¢né obnovily vzorce chovani détského
publika — vyznamny faktor predstavovala zabav-
ni rovina filmového predstaveni, vétSinové repre-
zentovand neproblematickou hollywoodskou pro-
dukci, zatimco emociondlné vypjaté sovétské
vale¢né filmy, mnohdy evokujici osobni prozitky
z protektoratni doby, vyvolavaly rozporuplné re-
akce, a prispély tak k prudkému padu navstév-
nosti na pocatku padesatych let. V povale¢nych
letech se jako novy fenomén v navstévé kina ob-
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jevuje povinné promitani pro Skoly, dusledné
uplatniované zejména po prevratu v tnoru 1948.
Na navstévy kin a programovou néapln tak ziskala
kromé rodiny vliv $kola, ktera tim rozsifila své
pusobeni, ale zdrovenn soupefila s rodinou prii
utvareni socidlniho prostoru détského divaka.

Mnohé z uvedenych studii, zejména ty, které se
zabyvaji specializovanymi aspekty kinematogra-
fie ve mésté, jsou podnétné a dobfe zpracované
na zakladé archivnich prament i vypovédi pa-
métnikd, které se podatilo shromdzdit v ramci
projektu Filmové Brno. Pro takto koncipovany
metodologicky pristup prinaseji nové informace,
vyrazné doplnujici a upfesnujici historii kinema-
tografie v Brné, v neposledni fad¢ také verifikuji-
ci rukopisnou praci amatérského historika Vacla-
va Novédka o brnénskych kinech, sepsanou sice
s nadSenim a entuziasmem, ale bez poznamkové-
ho aparatu.

Rezervy je ale mozné vidét v editorské praci.
Publikované texty nemaji stejnou strukturu, né-
které studie jsou ¢lenény na podkapitoly, u jinych
véak néco takového chybi. Vétsi pozornost také
mobhla byt vénovana tematickému rozdéleni. Pti
Cetbé se nezbavime dojmu, Ze se nékteré texty
prekryvaji, jiné by bylo dobré spojit, jak jiz bylo
naznaceno vyse. Prvni rdmcové studie navic vy-
razné Casové presahuje jadro vykladu, diky ce-
muz jsou informace o ptidorysu zmén povale¢né
socialistické distribuce v podstaté nadbyteéné
a lze je v této publikaci tézko vyuzit, protoze ne-
maji protéjsek ve specializovanych prispévcich.

Navzdory nazvu, ktery skyta prislib komplexni-
ho feseni problematiky, se nejde ubranit dojmu,
ze néktera témata jsou fe$ena jen ndznakové, pri-
padné chybi. Lze zminit nedostatek hlubsich po-
drobnosti ohledné organiza¢niho a pravniho pro-
vozovani méstskych kin (nejen sokolskych) ve
dvacatych a tricatych letech nebo recepce filmu
i jinymi socidlnimi skupinami nez détskym pub-
likem nebo délnictvem. Ta je feSena predevs§im
pres vypovédi ¢esky mluvicich pamétnika, ale
Brno mélo silnou némeckou mensinu. I kdyz
neni jednoduché vzhledem k vale¢nym a pova-
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le¢nym udalostem ziskat rovnocennd svédectvi
némecky mluviciho publika, bez jeho recepce kine-
matografie nebude préce o filmovém Brné tpln4.

Na ¢tenafe muze plisobit kniha s ndzvem Fil-
mové Brno také jako kompendium, v némz se do-
zvi zékladni data o kinech ve mésté. Proto lze jen
litovat, Ze do koncepce publikace nebyla zarazena
celkova topografie brnénskych kin, z niz by bylo
mozné zjistit, jak byla kina ve mésté rozloZena,
kterd z nich se nachdzela v centru a kterd byla
rozmisténa na pfedméstich. Bylo by tak rovnéz
mozné stanovit, jestli se jejich sit zahustovala, zda
od ur¢ité doby byla dosazena plna saturace mést-
ského prostoru a dale kterd kina zanikla. Hlubsi
souvislost by tudiz ziskaly i v priibéhu ¢asu a po-
litickych rezimt ménici se nazvy biografi, jichz
se dotykaji zminky v rtiznych studiich knihy. Vét-
$ina kin dnes jiz neexistuje, o poloze &asti z nich
ma povédomi pouze star$i generace ¢tenard, a to
jen o téch, s nimiz se setkali za svého zivota — lo-
kace biografti z doby prvni republiky nebo z val-
ky, pokud nemaji pokrac¢ovani v kinoséle za so-
cialismu, je i pro né véci nezndmou. Ve svém
duasledku muze absence informaci prehledového
druhu zpusobit ¢tendti (a to nejen nebrnénské-
mu) orientaéni chaos.

Je tedy skoda, Ze publikace neni doprovazena
néjakym tabulkovym ptehledem, jenz by zahrno-
val ndzev kina s jeho proménami, polozenim
a délkou existence, ptipadné dal$imi charakteris-
tikami. Odtud by také bylo mozné dohledat, kte-
ré byly prvni stalé (kamenné) kinosaly ve méstg,
coz z textl studii nijak neplyne — v dobé honby
za nejriznéj$imi primaty je tento nedostatek
obzvlast zarazejici. Tato data by také mohla byt
prezentovana prostfednictvim nékolika rekon-
struk¢nich map, z nichZ by vyplyvalo rozlozeni
biografi ve mésté ke vhodné zvolenym ¢asovym
meznikim. Odkazy na mapy na internetu (napt.
ve studii Jana Havrana) rozhodné nemohou ab-
senci grafického zobrazeni nahradit.

Vysledny dojem z knihy srdzeji také nékteré
obecnéj$i formalni nalezitosti. Pozornost dychti-
vého ¢tendfe mizZe rozptylovat zejména zbyte¢né
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»avantgardné“ pojatd graficka uprava celé knihy
(na jejiz vyslednou podobu nemuseli mit editori
vliv). Nezvykle malé okraje spolecné s nezarov-
nanou pravou stranou tiskového zrcadla evokuji
dojem draftu, néjakého ptipravného textu, ¢imz
snizuji vyznam védecké studie, kdy?z jej posouva-
ji smérem k nehotovosti. Nepohodli pro ¢tenare
predstavuje také totozna vyska nazva studif i ¢as-
ti, na néz jsou ¢lenény. Stejna velikost pravidelné
zpusobuje obtiZe pii orientaci v textu, zejména
pti hleddni zac¢atku studii. Z délky a slozeni nazva
jednotlivych studii je rovnéz patrné, ze obsahuji
nejen titul, ale i podtitul, sazba vsak jejich ¢lenéni
nerozliSuje. K nazvu je potom malym pismem
doslova prilepeno jméno autora. Velikost téchto
nadpisti je az marnotratné velkd, v poméru k nim
je obsah na pocatku knihy naopak vysazen peti-
tem. Ale i tady je obtiZzné rozpoznat, co je pojme-
novani tematického bloku a co nazev studie.

V duchu podobné nepohodlnosti je pojat i ob-
razovy doprovod. Reprodukce fotografii svym
umisténim na strance, CasteCnym vzdjemnym
prekryvanim a absenci popisti pfipominaji spise
nesmélou koldz nez obrazovou ptilohu. Co je na
konkrétnich materidlech vyobrazeno, se muze
¢tenar v pripadé zajmu dovédét nékdy z reprodu-
kovanych starych pohlednic, které na sobé maji
napsano, co je na nich zachyceno, ale ¢astéji musi
nalistovat seznam vyobrazeni az na konci knihy.
Rozdéleni textu na tematické bloky je vzdy uvo-
zeno koldzi, v niz je ukryt nazev, av§ak obrazy se
v nich misi s pismeny (navic ofezanim netdplny-
mi) az k necitelnosti. Snad si toho autofi sazby
byli védomi, kdyz jesté, snad pro jistotu, umistili
pojmenovani blokéi malym pismem do levého
horniho rohu.

Jelikoz se jedna o praci historického zaméteni,
meéla by na ni platit obecna formalni historicka
méfitka. Podle nich jsou v zavéru kazdé studie,
tak jak je obvyklé, uvedena zdrojova data, na je-
jichz zékladé byla zpracovéana. V jejich rozdéleni
se ale projevuje jisté nepochopeni. Vedle tradi¢-
niho seznamu sekundarni literatury zahrnuje
zvlast dva oddily — ,,Archivni zdroje® prindseji
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soupis archivnich fondt, zatimco ,,Prameny“ ob-
sahuji odkazy na informace z riznych tisténych
statistickych zdroju, filmovych rocenek, novin
nebo Casopisi. V historické praci by viechny
udaje z obou ¢4sti byly shrnuty v jednom oddile
pod ndzvem ,Prameny®, které by potom byly
vnitiné rozdéleny na archivni a ti§téné, a to proto,
7e dohromady skute¢né predstavuji rovnocenné
zdroje, z nichz autor vychdzi pii zpracovani svého
tématu.

Zpracovani filmové kultury v druhém nejvét-
$im mésté mezivalecného Ceskoslovenska i pro-
tektoratu Cechy a Morava se specifickym narod-
nostnim slozenim neni jednoduché, maji-li se
sledovat riizné aspekty jejiho plisobeni a recepce.
Protoze jde o prvni pokus o zachyceni této pro-
blematiky na tak velkém prostoru, rozhodné ne-
sta¢i vtésnat v§echna témata do jedné publikace.
Proto netrpélivé ocekavejme ,,Filmové Brno II“
s rozsifenim a prohloubenim tematickych okru-
ht. Projekt Filmové Brno je pro to dobré vycho-
disko.

Zbynék Svitdk
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Autorskopravni regulace filmu z evropské perspektivy

Pascal Kamina, Film Copyright in the European Union (2" Edition).

Cambridge: Cambridge University Press 2016.

V kvétnu 2016 vyslo v nakladatelstvi Cambridge
University Press druhé vydani zdsadni knihy
z oblasti filmového préva autorského — Film Co-
pyright in the European Union od Pascala Kami-
ny, francouzského pravniho teoretika a advokata,
ktery aktudlné pusobi jako profesor na univerzité
Borgogne Franche-Comté. A¢ neni obvyklé psat
recenzi na knihu, jejiz prvni vydani se objevilo
v knihkupectvich jiz v roce 2002, myslim, Ze ten-
to pripad si fikd o vyjimku. Predné, za 14 let,
které ubehly od prvniho uvedeni knihy na trh, se
pocet clenskych stati Evropské unie takika
zdvojnasobil, navic se mezi jeji ¢leny od 1. kvétna
2004 pocita také Ceskd republika — tato skute¢-
nost se odrazi na pomérné zasadnim prepracova-
ni a doplnéni celé knihy. A za druhé mi nenf znda-
mo, ze by existence dané publikace byla kdy
v Ceském odborném tisku komplexnéji reflekto-
vana — prestoZe se o informace v ni obsazené
opira pfinejmensim nejedna zavére¢na prace ob-
héjend v posledni dekddé na ¢eskych pravnickych
fakultach (absolventskou praci autora této recen-
ze nevyjimaje).

Film Copyright in the European Union je kniha
z oblasti pravni komparatistiky, tedy zaloZena na

porovnavani pravnich tprav ve vicero statech —
ji samou Ize v8ak paradoxné (k nemalému ztiZeni
recenzentovy prace) jen obtizné s né¢im srovnat.
Ne Ze by neexistovala fada odbornych ¢asopisec-
kych ¢lanku, prispévki v konferen¢nich sborni-
cich, a dokonce i knih na dané téma," avsak zdd-
ny z téchto textd $ifi svého tematického zabéru,
detailnosti, peclivosti a duaslednosti zpracovani
nedosahuje trovné vyty¢ené Kaminovou knihou.
Pfinejmensim zabér prace z hlediska rozsahu po-
jednani (tj. autorskopravni regulace filmu v prav-
nich radech 28 statd s obcasnymi presahy zejmé-
na do pravni tpravy USA) ma v néjaké dosavadni
odborné publikaci stéZ{ obdobu.

Kniha poskytuje svému ¢tendfi takika vycerpa-
vajici prehled problematiky filmového prava au-
torského v Evropé. Po nezbytném uvodu (kapito-
la 1) je na 54 stranach vylicen historicky vyvoj
tohoto svébytného (i dosti svérazného) pravniho
odvétvi v jednotlivych ¢astech Evropy od konce
19. stoleti do soucasnosti (kapitola 2). Na zbylych
priblizné 500 stranach knihy nasleduji kapitoly
o podstaté dané pravni ochrany (co je pfedmétem
této ochrany, jakych typti prav je k tomu v jednot-
livych evropskych statech uzivano apod. — kapi-

1) Zavsechny v kontextu Ceské republiky zmitime alespon tuto diilezitou publikaci: Pavel Tama, Smluvni licence

v autorském prdvu. Praha: C. H. Beck 2007.
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tola 3), o koncepci autorstvi a vlastnictvi jednotli-
vych relevantnich prav dusevniho vlastnictvi
(kapitola 4), o problematice licen¢nich (autor-
skych) smluv (kapitola 5), o druzich vylu¢nych
prav, jimiz jednotlivi hraci ve filmovém pramyslu
disponuji (kapitola 6), o vyjimkach a omezenich
z autorskopravni ochrany (kapitola 7), o proble-
matice osobnostnich prav autorskych (kapitola 8)
a pravech vykonnych umélca pusobicich ve fil-
movém pramyslu (kapitola 9), o zdkonnych nd-
strojich vyméhani autorskych prav (kapitola 10)
a kone¢né té7 o tom, jaké moznosti ochrany sky-
ta zahrani¢nim (mimoevropskym — nejen hol-
lywoodskym) filmim evropské autorské pravo
(zavére¢na kapitola 11). Nikoli nepodstatnou
soudasti knihy je jejich 5 ptiloh, které poméhaji
proniknout do predstavované problematiky i z4-
jemci, ktery se s ni setkava poprvé. V prehledné
zkratce je zde vyli¢eno, jak viibec funguje legisla-
tivni proces v EU (ptiloha 1), jaké jsou hlavni au-
torskopravni predpisy v zemich EU (ptiloha 2),
jaké doposud piijaté evropské smérnice se tykaji
autorského prava (piiloha 3), jakych mezina-
rodnich autorskopravnich smluv jsou jednotlivé
zemé EU cleny (priloha 4) a kone¢né jaké mezi-
narodni smlouvy byly uzavieny mezi USA a jed-
notlivymi evropskymi zemémi (pfiloha 5).

V druhém vydani knihy mnohé z vyse vypocte-
nych ¢asti textu doznaly podstatného rozsiteni,
pricem?z Ctyficetistrankovd kapitola 10 (tj. vyklad
o podminkich a zptsobech vymahani autor-
skych prav) je do knihy zarazena viibec poprvé.
Za nejpodstatnéjsi vsak povazuji aktualizaci textu
s ohledem na nova soudni rozhodnuti, nové pfi-
jaté autorské zakony v jednotlivych zemich i nej-
novéjsi evropské autorskopravni smérnice. Mezi
kli¢ové judikaty poslednich let, které jsou v knize
zminény, patfi naptiklad rozsudky ve vécech Ce-
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lador Productions Ltd v. Melville (Velkd Britanie,
2004) ¢i Degel Prod. v. Wai (Francie, 2012), které
se zaobiraly pro praxi velmi podstatnou otazkou
mozné autorskopravni ochrany televiznich for-
matl (s. 90-91). V prvnim ptipadé se jednalo
o znamou televizni soutézni hru Chcete byt milio-
ndrem?, ve druhém pak o francouzskou televizni
soutéz, jejimz principem bylo, zZe celebrity odpo-
vidaly na otdzky kladené zdjemcim o fidi¢sky
prikaz. Jak britsky, tak francouzsky soud shodné
odmitly forméatim téchto poradi autorskopravni
ochranu priznat, kdyz konstatovaly, Ze vSechny
prvky v nich uzivané (druh a zptisob kladeni otd-
zek, zapojeni publika, zptsob moderovani atd.)
ani ve svém souhrnu nenaplnily minimalni stu-
pen kreativity vyZzadovany pro poskytnuti autor-
skoprévni ochrany.?)

Komparativni ptistup, ktery autor knihy zvolil,
se obecné jevi jako velice piinosny. Ctendf se tak-
to nazorné dozvi, odkud se (zdanlivé najednou)
»vynorily“ nejriznéjsi koncepty autorského pra-
va, vzniklé ¢asto v dusledku dlouhodobého vza-
jemného ovliviiovani jednotlivych evropskych
zemi. Na nadndrodni Grovni pak autor objasiiuje
slozitou cestu kompromist, skrze které bylo na
mezindrodnich konferencich a jinych diskuznich
platformach dosazeno stévajici ¢dste¢né harmo-
nizace autorského prava celosvétové (zde jde pre-
devsim o ptipad Bernské umluvy o ochrané lite-
rarnich a uméleckych dél z roku 1886 a jejich
postupnych revizi) a zejména v Evropé (pfijimani
autorskopravnich smérnic na puadé EU od roku
1992).

Jak jiz bylo naznaceno, pfestoze je kniha pojata
jako védecka publikace cilena pfedev$im na od-
borné (akademické) kruhy, jeji prakticky vyznam
je zjevny. Prehledné jsou zde totiz vysvétleny
véechny zasadni koncepty filmového autorského

2) Tim samozfejmé neni dot¢ena moznost domahat se autorskopravni ochrany jednotlivych prvka téchto souté-
71, které podminky autorskych zakont spliuji — napf. ptivodni grafika ¢i hudebni doprovod. TéZ neni vylou-
¢eno domdhat se ochrany televiznich formata proti konkurenci cestou prava proti nekalé soutézi — viz téz
s. 91-92 recenzované knihy. Vyloucit kone¢né nelze ani natolik jedine¢ny televizni format, ktery by byl chra-
nén autorskym pravem jako celek — takovy pfipad vsak bude spise vyjimecny, jak ukazuji shora citované roz-

sudky.
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prava, s nimiZ se nutné setkava kazdy, kdo pri-
chazi do kontaktu s filmovou tvorbou, at jiz z po-
zice producenta, autora ¢i uzivatele. Jako priklad
je mozné uvést otdzku rozliSeni mezi takzvanymi
zvukové obrazovymi zdznamy (v pripadé Ceské
republiky viz § 79 a nasl. zak. ¢. 121/2000 Sb., au-
torsky zakon) a audiovizualnimi dily (§ 62 autor-
ského zdkona). Z vlastni zku$enosti vim, Ze obsah
obou pojmu je mnohdy nejasny i osobam, které
se v oblasti filmového priimyslu pohybuji fadu let
a které obou pojmu neziidka uzivaji jako syno-
nym. Pascal Kamina nazorné vysvétluje podstatu
zvukové obrazovych zdznami jejich srovnanim
s (jiz podstatné dtive chranénymi) zvukovymi za-
znamy a dokladd pomérné zdsadni rozdil mezi
vychodisky i praktickymi dopady obou institutil
(s. 93). Téz upozoriuje na casto opomijeny nega-
tivni efekt zavedeni ochrany zvukové obrazovych
zdznami pro uZzivatele (pfipomenme, ze do CR
byl zminény institut zaveden v roce 2000). Sku-
te¢nost, Ze jsou filmy nyni chrdnény dvéma sa-
mostatnymi pravy, vedla v nékterych ptipadech
k tomu, ze kazdé pravo (tj. pravo k zvukové obra-
zovému zaznamu x pravo k audiovizudlnimu
dilu) vlastni jiny subjekt, a uzivatel tak musi platit
za uziti takového filmu hned dvakrat (z jeho po-
hledu vlastné za totéz). Praveé tomu se snazil pre-
dejit francouzsky zakonodarce, ktery zakazuje sa-
mostatny pfevod nékterého z obou prav k témuz
filmu (viz vyklad na s. 94-95, resp. s. 110).

Jako jiny priklad praktickych problémd, jejichz
fe$eni kniha svym komparativnim pfistupem na-
pomaha, uvedme pomérné casto diskutovanou
otdzku samostatné autorskopravni ochrany jed-
notlivych filmovych poli¢ek (s. 100 a nasledujici).
Tato moznost se v praxi objevuje nejéastéji v sou-
vislosti s vyrobou merchandisingovych predméta
(napt. tricek nebo hrnickd, jez vyuzivaji zabéry
z filmu) a v souvislosti s tvorbou populdrnich
i védeckych publikaci o filmu, kde je tfeba pouzit
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néjaky zébér z filmu. Kniha dokazuje, Ze zprvu
prevladala tendence chapat filmy jako série sa-
mostatnych fotografii — a tedy kazdé z nich
mohla byt i samostatné pfiznana ochrana. S roz-
vojem autorskopravni teorie vSak obecné prevazil
aktudlni pristup, kdy je tato série obrazt (pokud
ve vzajemné souvislosti vytvareji dojem pohybu)
chépana jako jediné — a to svébytné — autorské
(audiovizudlni) dilo. Z hlediska této teorie jsou
jednotliva filmova policka pouze malymi ¢éstec-
kami vétsiho celku a nepredstavuji samostatna
autorska dila, coZ v praxi znamend mimo jiné vét-
$i moznost uzivatele jednotliva policka z filmu ci-
tovat, bez nutnosti nabyt ptislusného licen¢niho
opravnéni od majitele prav.¥) Déle alespon tele-
graficky zmifime, Ze kniha se nevyhyba ani fedeni
(¢ alespot komentovani) takovych oZzehavych
problémd, jako je moznost samostatné ochrany
zvukové stopy filmu (s. 106 a nésledujici) nebo
otazka pravni ochrany od filmu odvozenych dé¢l
(s. 106 a nasledujici), tedy napiiklad restaurova-
nych nebo remasterovanych verzi filmu. Pro upl-
nost nicméné uvedme, Ze praxe — nejen ve Velké
Britanii (nebo Ceské republice) — pfistupuje
k feeni téchto otazek ¢asto zna¢né svébytné, tedy
¢asto bez opory ve znéni zakona, jeho vykladu ze
strany soudd, jakoz i bez ptihlédnuti k nazorim
vyjadfenym v odborné literatufte.

V knize se vedle téchto véci ryze praktickych
anutné reSenych v kazdé evropské zemi lze do¢ist
také o radé dil¢ich bizarnosti v jednotlivych né-
rodnich upravach, napriklad o zvlastnim institu-
tu prodlouzené ochrany autorskych prav u osob,
které ,,padly pro vlast, ve francouzském autor-
ském zdkoné (s. 135 a nasledujici). V textu si tedy
ptijdou na své i lovci kuriozit.

A7 na drobnosti spiSe kosmetického razu jsou
faktické udaje v knize obsazené velmi piesné. Po-
chvalit je nutné téz praci jazykového korektora,
nebot kniha je takika prostd preklept a chybéji-

3) Pascal Kamina zminénou teorii demonstruje mimo jiné na ptipadu Spelling Goldberg Productions Inc. v. BPC
Publishing Ltd., ktery byl fesen britskymi soudy v roce 1981 a jehoZ podstatou byla otazka, zda bylo mozno bez
ziskdni licence opravnéné uzit v knizni publikaci zébéry z tehdy populérniho televizniho serialu Starsky

A Hurcn (1975).
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cich (¢i naopak prebyvajicich) ¢arek a dalich in-
terpunkénich znamének — coz oceni zejména
¢tenar zvykly na ¢eskou odbornou pravnickou li-
teraturu, kterd se az na estné vyjimky vyznacuje
takika uplnou absenci korektorskych zasaht.

Ze shora uvedenych poznamek je pravdépo-
dobné patrné, Ze autor této recenze chova k posu-
zované knize obdiv. Presto samoziejmé i v pfipa-
dé této knihy plati uslovi o ,psovi“a ,holi“ — tedy
i zde pfi detailnim zkoumdni nalezneme nékteré
vEtsi ¢i mensi chyby. Za pravdépodobné nejvétsi
nedostatek lze povazovat, ze kniha nevénuje vy-
kladu o autorském pravu v jednotlivych clen-
skych zemich Evropské unie stejny prostor. Jasné
té2i$té knihy totiz lezi v popisu fungovani britské-
ho a francouzského prava. V druhém gardu nd-
sleduji jiné vétsi evropské zemé (zejména Némec-
ko, ale také tfeba Itdlie ¢i Nizozemsko). Ostatni
mensi zemé jsou zminovany spise jako zemé spa-
dajici do ur¢ité vlivové zony, bez blizsi specifikace
jejich vlastni pravni regulace (naptiklad se tu tak
muzeme docist o ,,zemich pod vlivem francouz-
ského prava’, ,zemich pod vlivem némeckého
prava®, ,,skandindvskych zemich“ apod.).

O fungovani autorského prava filmového
v Ceské republice ¢i v sousednim Slovensku se
¢tendl dozvi Gplné minimum. Jsou-li tyto zemé
ve vykladu viibec zminovany, jsou vétsinou zahr-
nuty jen do vyctu statd, kde je néco ,,podobné*
V ptipadé uvedené Slovenské republiky pak autor
recenzovaného textu nestihl dostate¢né zareago-
vat na skute¢nost, Ze v této zemi od 1. ledna 2016
vstoupil v G¢innost novy autorsky zakon, ktery
ptitom komplexné a v mnohém inspirativné
a inovativné pojiméd pravé otazky filmové pro-
dukce. Kniha existenci tohoto zakona nezaml¢u-
je, je véak zminén pouze v zavére¢ném vyctu du-
lezitych pravnich predpist.

K dal$im ,nedokonalostem® knihy mtizeme
ptifadit, Ze vzhledem ke své koncepci nékteré in-
formace neustéle opakuje — byt v riznych sou-
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vislostech. Tak naptiklad se nejméné trikrat
v rliznych ¢astech knihy doc¢teme, Ze ve Spanél-
sku trvala tradi¢né ochrana autorskych prav ne-
zvykle dlouho, jmenovité 80 let od smrti autora.

Konecné mizeme zminit, Ze a¢ se autor nej-
riznéj$im problematickym strankam autorského
prava v Evropé rozhodné nevyhybd, neni recen-
zovand kniha z téch, v nichz by bylo mozno najit
urcitou komplexnéji nastinénou vizi budouci re-
formy — jako je tomu napfiklad v letos vyda-
né dtlezité publikaci (Re)structuring Copyright:
A Comprehensive Path to International Copyright
Reform Daniela J. Gervaise.”

Pfes naznacené dil¢i vyhrady predstavuje kniha
Film Copyright in the European Union nepostra-
datelny zdroj informaci pro kazdého, kdo chce
hloubéji porozumét otdzkdm utvéreni a aplikace
autorského prava v oblasti filmu, a to nejen v ev-
ropském kontextu.

Ivan David

4) Daniel J. Gervais, (Re)structuring Copyright: A Comprehensive Path to International Copyright Reform. Chel-

tenham: Edward Elgar Publishing 2017.
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Filmova distribuce a jeji piesahy

Konference Fascinace

OBZOR

3. ro¢nik, 25. - 26. f{jna 2017, Mezinarodni festival dokumentarniho filmu Ji.hlava

Potfeti se béhem festivalu dokumentérniho filmu
Ji.hlava uskute¢nila Konference Fascinace, setkd-
ni distributort, kurétori a festivalovych drama-
turgtl, ktefi se zabyvaji prezentaci experimental-
nich filmi. Tentokrat mélo byt hlavnim tématem
odhalovani akvizi¢nich strategii a hledani novych
talentu.

Jak znamo, soucasti jihlavské dramaturgie jsou
dlouhodobé soutézni sekce Fascinace a Fascina-
ce: Exprmntl.cz, jeZ jsou zaméfeny na moznosti
experimentélnich postuptt v non-fikéni kine-
matografii. Zminéné sekce, a spolu s nimi dalsi
individudlni ptipady zasahujici celé programové
spektrum, se podileji na navazovani interdiscipli-
narntho dialogu s tviirci, jejichZz tvorba nemusi
byt zacilena jednozna¢né na kino-distribuci. Tato
cast festivalové dramaturgie priblizuje praxi uva-
déni filmi uméleckému provozu, v némz se pra-
cuje v uz$im kontaktu s autory. Déje se tak mimo
jiné proto, Ze festivalovy ramec se s vystavnim
potkava v roviné specifické ,udalosti, ktera
umoznuje fesit jednotlivé projekce individualné.
Na rozdil od zavedenych distribu¢nich mecha-

nismu doprovazi na festival v takovych ptipadech
dany titul jeho autoti, ktefi se pak mohou posta-
rat o specifickou prezentaci. Filmové festivaly,
véetné MFDF Ji.hlava, tak ziskavaji ,exkluzivni®
program, ktery se vymyka obvyklym distribu¢-
nim modeltim, a stavaji se prinikem nejriiznéj-
$ich audiovizudlnich disciplin. Distribu¢ni strate-
gie odpovidaji na nabidku, jakou vytvari aktualni
audiovizudlni tvorba, stejné jako na poptavku,
kterou se profiluji festivaly, galerie, muzea nebo
i rozhlas, televize a internet. Porovnavani téchto
strategii v odbornych férech tak slouzi ke sdileni
praktickych zkuSenosti a zdroven udrzuje Zivou
otazku ontologii médii pohyblivého obrazu.
Kuratorkou vsech tfech ro¢nikti konference
Fascinace byla Andrea Slovikovd.” Zku$enost
Andrey Slovakové s dokumentirnim a experi-
mentalnim filmem z pozice autorky, festivalové
dramaturgyné a teoreti¢ky stoji za vznikem této
konference, za jeji tematickou kontinuitou i entu-
ziasmem, s nimz kuratorka organizovala i mode-
rovala vSechny ro¢niky. Intenci i ambici Konfe-
rence Fascinace je vytvofeni podminek pro

1) Vletech 2005 az 2011 piisobila ve vedenti jihlavského festivalu. Poté byla Andrea Slovakova feditelkou Nakla-
datelstvi Akademie muzickych uméni v Praze a zalozila nakladatelstvi Nova beseda. V ramci MFDF Ji.hlava si

véak nadale ponechala v kompetenci zmifiované experimentalni sekce a touto oblasti kinematografie se zaby-

va rovnéz ve své pedagogické a publika¢ni ¢innosti.
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diskuzi o souc¢asném filmovém provozu s otevie-
nou snahou pomoci tvircim z vychodoevrop-
skych provenienci.

V roce 2015 se prvniho ro¢niku zaéastnilo de-
set zastupca distributord experimentalniho fil-
mu. Tématy, kterymi se zabyvali, byly akvizi¢ni
strategie a prolinani oblasti filmu a vytvarného
uméni. Reditelé rakouského Sixpacku, kanadské
V-tape, britského LUX ¢&i finského Av-Arkki
osvétlovali, jak probihd proces prihlasovani a po-
suzovani novych dél ¢i jednotlivych autort a sdi-
leli své zku$enosti s proménami distribu¢niho
prostoru experimentélnich filma ve vztahu k ji-
nym prezenta¢nim kanaléim, nezli jsou kina. Za-
znély tak zkugenosti s uvadénim filma v galeriich
¢i v muzeich, at uz v podobé site specific projekta
¢i na internetu. Zminovany byly zptisoby komu-
nikace distributort s kuratory a zastupci dal$ich
audiovizudlnich platforem.? Prvni ro¢nik inicio-
val debatu o rozli¢nych formdach prezentace expe-
rimentdlniho filmu, kterd vSak byla reflektovana
pouze z perspektivy distributort.

Rok poté byli jiz pozvani zastupci filmovych
festivalti a dal$ich kulturnich instituci, které ko-
munikuji s distributory experimentélnich filma
nebo se samotnymi tviirci. Desitka panelistii dru-
hého ro¢niku konference z Francie, Islandu, Ja-
ponska, Kanady, Norska, Rakouska, USA a Velké
Briténie postihla $irsi $kdlu moZnosti prezentace
experimentdlniho filmu. Debatu odvijela Andrea
Slovakova od role kuratorského hlediska ve vzta-
hu ke specializovanym festivalim ¢i prezentacim
pohyblivého obrazu v galeriich. Z diskuze vyply-
nulo, Ze zptisob poskytovani, ocenovani a prezen-
tace dél v galeriich nemd zatim zadna vZita pravi-
dla, i kdyz tyto prezentace tvoii u mnohych
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distributort az polovinu zisku.” Divodem, pro¢
je pro tento typ komunikace obtizné vytvorit
néjaké standardy, jsou vyrazné odlisné institu-
ciondlné-ekonomické limity, s nimiz jednotlivé
subjekty pracuji. Ackoli tedy soucasnou audiovi-
zudlni kulturu charakterizuje stirani hranic diky
elektronické komunikaci a obsahim na digitalni
bazi, zvykova a legislativni zatiZenost odli$nych
instituci udrzuje jejich distribu¢ni strategie oddé-
lené.?

Dalsi smér diskuze vedl k praktikam rozsifova-
ni portfolia nejen filmovych distributoru, které
shrnul titulek konferenéniho resumé ,,Od lovu
pokladu pres zakdzky a reziden¢ni programy*”
V praxi funguje, Ze umélci sami nabizeji sva dila
konkrétnim institucim. Z hlediska rentability
véak distributofi v akvizici zvazuji také polozku
spravného technického zajisténi prezentace, ktera
miize navysit celkové naklady, ale i hodnotu dila.
V tomto sméru mivaji vyhodu jednokanalova vi-
dea. Jinym fe$enim jsou modely ,,zakazkové tvor-
by, v nichZ jsou nastaveny limity prezentace,
s nimiz se pak Iépe pracuje v ramci globalniho fil-
mového a uméleckého trhu. Jsou to ¢asové a do
jisté miry i tematicky ¢i zdrojové ohranicené ve-
fejné vyzvy ¢i rezidenéni programy. Jde o zpiisob,
jak jiz v inicia¢ni fzi procesu oSetfit prezenta¢ni
modely a zdroven navazat uzsi vztahy s tvirci.
Téma rozsifovani portfolia naznadilo potencidl
pro dalsi diskuzi o mozném vlivu galeristd, distri-
butort a organizatori festivali na dotvareni dél
do podoby, s niz nakonec publikum ptichdzi do
kontaktu.

Treti setkdni nad moZnostmi prezentace expe-
rimentalniho filmu se k danému tématu vratilo,

a to v souvislosti s vyhleddvanim nové nastupuji-

2) Program prvniho ro¢niku Konference Fascinace je dostupny online: <http://www.dokument-festival.cz/indu-
stry/conference-fascinations/2015>, [cit. 14. 11. 2017].

3) Citovano z anotace pro audiovizudlni zdznam uvefejnény na artycok.tv. Dostupné online: <http://artycok.
tv/38280/koference-fascinace-2016>, [cit. 14. 11. 2017].

4) Zaznam z druhého ro¢niku Konference Fascinace 2016. Dostupny online: <http://artycok.tv/38280/koference-
-fascinace-2016>, [cit. 14. 11. 2017]. Arty¢ok TV natécela reportaz i na tfetim ro¢niku, kterd bude rovnéz on-

line publikovéna na artycok.tv.

5) Tereza Swadoschovd, Konference Fascinace 2016: expertni analyza. Dostupné online: <http://www.dokument-
-festival.cz/industry/conference-fascinations/2016/analyza>, [cit. 14. 11. 2017].
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cich ¢i dosud opomenutych umélct. Andrea Slo-
vakova leto$ni ro¢nik zaméfila na ,,hledani a pro-
sazovani novych talenta“® Tato otdzka souvisi
s ambici jihlavského festivalu nabizet systematic-
kou podporu experimentdlnim tendencim v do-
kumentarni tvorbé a podilet se tak na Zivota-
schopnosti tohoto druhu audiovizudlni tvorby.
Proto také konferenci doplnovala druhd progra-
mova ¢ast, v niz byla prezentovana experimentdlni
dila ze stfedni a vychodni Evropy. Ze strany festi-
valu byla rovnéz oficidlné organizovana osobni
setkani mezi tvirci a zéstupci potencidlnich nd-
kupcich. V tomto roce se jednalo o autory zastou-
pené v soutézni sekci Exprmntl.cz a o prezentace
experimentalnich filmaf a umélct z teritoria by-
valé Jugoslévie a jejich tvorbu z doby komunismu.

Téma vyhleddvani talentt doplnovaly obecnéj-
§i okruhy moznosti distribuce, prezentace a pre-
zervace experimentalnich filmt a razné zpuso-
by jejich zptistupniovani kuratorim a publiku.
K témto okruhtim se vyjadrila vétsina panelista
jiz ve svych prezentacich, kde se zamé¥ili na zpt-
soby, jakymi obohacuji své portfolio a jak se po-
dileji na budovani odborné i vefejné komunity se
zdjmem o experimentalni pohyblivy obraz. Pojit-
kem mezi velkymi institucemi s dlouhou histo-
rif typu The Museum of Modern Art (MoMA)
a mlad$imi a mensimi institucemi, jako je napfi-
klad srbsky archiv Domkulture ,,studentski grad*
(DKSG), je skute¢nost, Ze komunita zajimajici se
o experimentalni film neni pfili§ pocetna. Z toho
plyne obava ze ztraty zajmu, ovSem zaroven také
vyhoda udrzeni osobnich kontakti, které byly
zminény jak ve vztahu k umélctim samotnym, tak
s novinafskou a akademickou obci. Soudrznost
komunity jako dutlezity faktor sbirkotvorné i dis-
tribu¢ni ¢innosti a také pro uchovani zivého dis-
kursu vyzdvihla Isabella Reicher z rakouského
Sixpack Films. Vétsina zastoupenych instituci se
ze stejného diivodu nezaméfuje pouze na distri-
buci, ale poradda rovnéz rezidence, debaty a work-
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shopy pro umélce i pro kritiky a teoretiky a pod-
poruje také vlastni publikac¢ni ¢innost.

Veétsi rozdily uz panuji ve sbirkovych politi-
kach. Zatimco mladsi ¢i mensi subjekty jsou vici
ptijimani novych titult velmi oteviené, instituce
s dlouhou tradici pracuji s hust$imi sity. Zastup-
kyné feditele britského LUX Maria Palacios Cruz
vysvétlovala, pro¢ pred nékolika lety zrusili verej-
né vyzvy a soutéze: ,Dlouhou dobu jsme zastéva-
li otevienou politiku. Nemohli jsme se ale véno-
vat kazdému filmu a mame fadu véci, které nikdo
ani nevidél. Abychom omezili zamitani Zadosti,
zrusili jsme pred péti lety open call, takze kontak-
tovat nds je velmi tézké. Vychazime z uzkého
vztahu s umeélci, o jejichz praci se starame. Kaz-
doro¢né pribirame maximalné Sest umélct. Pre-
ferujeme akvizi¢ni panely, kde ndm praci umélct
zprosttedkovavaji nasi i externi kuratofi, drama-
turgové, kritici ¢i galeristé.”

Naopak v Canadian Filmmakers Distribution
Centre (CFDMC) zastavaji politiku otevieného
archivu, do néhoz muze kazdy a kdykoli pfihlasit
sviyj film. Zastupkyné feditelky centra Genne
Speers zdiraznila, Ze maji povinnost zaregistro-
vat kazdy prihldSeny snimek a teprve poté, pri
ptipravé pasem urcenych k distribuci, nastupu-
je vétsinou tematicka kurdtorska prdce. Speers
uvedla, Ze zapovézend témata jsou jen ta, kterd
jsou homofobni ¢i rasisticka.

Volba mezi otevienou archivni politikou nebo
naopak kurdtorskymi sbirkami naznacila v deba-
té mozny principialni konflikt, ktery ale utisilo
védomi odliSnych provoznich moznosti jednotli-
vych instituci a jejich lokdlnich specifik. Hlubsi
pochopeni divodt pro volbu takto odlisnych
strategif a zaroven pokusti o jejich praktické smi-
feni by vsak mohlo byt pfinosem také pro pamé-
tové instituce a interpretaci d¢jin kinematografie.

Na problematiku zahlceni audiovizualnimi dily
reagoval Josh Siegel, kurator filmového oddéleni
MoMA, které se vénuje sbéru pohyblivého obra-

6) Konferen¢ni setkani o distribuci experimentalnich filmt. Dostupné online: <http://www.dokument-festival.
cz/industry/conference-fascinations>, [cit. 14. 11. 2017].
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zu od konce dvacatych let minulého stoleti a je-
hoz prioritou je mapovani domaci produkee, nic-
méné maji i bohaté zahrani¢ni sbirky. Portfolio
filmového oddéleni se podle néj rozsifuje také
podle toho, co aktudlni tym kuratort objevuje
jako kinematografii, at uz jde o péatrani v minu-
losti nebo akceptovani novych forem pohyblivé-
ho obrazu. Zahlceni, s nimz se v sou¢asnosti po-
tykaji, se z velké casti tykd filmi vzniklych na
digitalni bazi, proto se chtéji zaméfit na $koleni
samotnych tviircl v samostatné prezervaci jejich
vlastni tvorby.

V zavéru dne vratila Andrea Slovakové v sou-
vislosti se zminovanou ,zaplavou® dél do pléna
otazku, jak a kde mohou za¢inajici umélci redlné
upoutat pozornost distributort a kurdtort. Sho-
da panovala v akcentovani role osobnich kontak-
ti, k jejichz navazani jsou idedlni pravé festivalo-
vé platformy nebo rezidence. V debaté zaznéla
kriticka Gvaha tykajici se vlivu uméleckého a fil-
mového provozu na tvorbu aktudlni generace.
Zda pravé uméleckymi vyzvami a rezidencemi,
preferovanim formata a zpusobll prezentaci ¢i
dokonce témat nelimituji filmovi a umélecti ku-
ratofi prehnané ¢innost umélct. Tyto komentare
mohou byt chapany jako kritickd sebereflexe
i podnét k revidovani kuratorského podilu na sa-
motném tvir¢im procesu.

Treti ro¢nik Konference Fascinace naznacil
smér, kterym by se mohlo toto setkdni ubirat
dale: v debaté, ktera by do zna¢né miry souvisela
s instituciondlni kritikou a zéroven s valorizaci
kuratorskych intervenci, by neméli chybét tcast-
nici z fad samotnych tvirci ¢i filmovych a umé-
leckych teoretikil. Prozatim Konference Fascinace
napliuje ambice platformy ke sdileni provoznich
zkusenosti, ale dava tusit i oblasti, v nichz by se
vice uplatnila kriticka reflexe.”

Sylva Poldkova

OBZOR

111

7) Cely prubéh konference natdcel reportdzni tym internetové platformy pro soucasné uméni Arty¢ok TV.
V dobé ptipravy tohoto ¢lanku nebyla reportdz jesté publikovana, proto neni pod jednotlivymi citacemi uve-

den presny odkaz.
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Z pririastki Knihovny NFA

PRILOHA

ANTOLOGIA

Antologia critica del cine espafiol 1906-1995 : flor en la
sombra / Julio Pérez Perucha (ed.). -- Madrid : Filmote-
ca Espanola, 1997. -- 985 s. : il,, portréty. -- (Serie ma-
yor). -- Autor pfedmluvy José Maria Otero - Uvod, po-
znamky v textu - Bibliografie na s. 967-972, rejstiik
rezisért a filma - Antologie, kterou ptipravilo 45 pred-
nich $panélskych filmologti, analyzuje vice nez 350 $pa-
nélskych celovecernich hranych filmu z let 1906-1995,
at uz se jedna o klasicka dila ¢i méné znamé a pozapo-
menuté snimky, které jsou v knize chronologicky raze-
ny. Kazdé heslo obsahuje zékladni filmografické udaje
titulu a podrobny kriticky esej. -- ISBN 84-376-1597-6
(broz.)

ARCHIVI

Archivi audiovisivi europei : un secolo di storia operaia
: convegno internazionale e rassegna di film inediti
a cura dell‘Archivio audiovisivo del movimento operaio
e democratico, Roma, 20-21 novembre 1998 / [a cura
dell® Archivio audiovisivo del movimento operaio e de-
mocratico ; il volume ¢ stato curato da Antonio Medici
; con la collaborazione di Claudia Pistoni]. -- [Roma] :
Ministero per i Beni e la Attivita Culturali, Ufficio Cen-
trale per i Beni Archivistici, 2000. -- 292 s. -- (Pubblica-
zioni degli archivi di Stato. Saggi ; 56). -- Autor pied-
mluvy Salvatore Italia - Poznamky v textu, filmografie,
adresare, anglickd, italskd a francouzskd resumé - Sbor-
nik pfispévkil z mezindrodni konference evropskych
audiovizudlnich archivi, kterd se konala 20. a 21 listo-
padu 1998 v Rimé. Archivari, kuratofi a teoretici z rtiz-
nych narodnich a regionalnich vefejnych instituci a na-
daci zde prezentovali své dlouholeté zkusenosti
s vyzkumem, preservaci, katalogizaci a popularizaci
multimedidlnich dokumentu. -- ISBN 88-7125-175-X
(broz.)

BERNARDINI, Aldo

Cinema italiano delle origini : gli ambulanti / Aldo Ber-
nardini. -- Gemona (Udine) : La Cineteca del Friuli,
2001. -- 195 s. : il., portréty, faksim. -- Uvod, pozndmky
v textu, chronologicky ptehled, o autorovi - Bibliografie
na s. 175-184, rejsttik - Monografie zkouma $iteni ki-
nematografie v Italii od roku 1896. Na zakladé vlastniho
vyzkumu a prace provadéné v riznych regionech se
italsky filmovy historik snazi zdokumentovat vSechny
spole¢nosti a osoby ptsobici v tomto odvétvi. Autor po-
pisuje, jak se po prikopnickych projekeich rodila filmo-
va predstaveni na nejriznéjsich mistech a v rozmani-
tych prostorach (divadla, koncertni kavarny, cirkusy),
dale sleduje vznik, vyvoj a provoz jarmare¢nich projek-
ci, které postupné nahradily stabilni saly, jejichz chro-
nologicky prehled podrobné zachycuje priloha, nabize-
jici seznamem kin v Itdlii az do roku 1909. -- ISBN
88-86155-12-3 (vdz.)

BERRIATUA, Luciano

Los proverbios chinos de E. W. Murnau / Luciano Berri-
atua. -- Madrid : Filmoteca Espafiola : Instituto de la Ci-
nematografia y de las Artes Audiovisuales, 1990-1992.
-- 2 sv. : il. (nékteré barev.), portréty, faksim. -- Oba sv.
uloZeny ve spole¢né kartonové krabici - Rejstiik ve 2. sv.
- Obsahuje: Etapa alemana. 357 s. - Etapa americana.
[441] s. - Dvousvazkova vypravna monografie kom-
plexné mapuje a kriticky analyzuje dilo filmarfe némec-
kého ptivodu E. W. Murnaua. Prvni kniha se zabyva
jeho némeckou etapou a druhy svazek je vénovan jeho
americké éfe. Oba svazky jsou vybaveny bohatou a kva-
litné vytisténou obrazovou dokumentaci (fotografie,
pretisky plakatt a tiskovych a pisemnych archivalii). --
ISBN 84-86877-05-9 (Etapa alemana ; broz.). -- ISBN
84-86877-07-5 (Etapa americana ; broz.). -- ISBN 84-
86877-06-7 (Obra completa ; broz.)
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BIRRI, Fernando

Fernando Birri : el alquimista poético-politico : por un
nuevo cine latinoamericano, 1956-1991 / Fernando Bi-
rri. -- Madrid : Cétedra : Filmoteca Espafiola, 1996. --
354 s. : il,, portréty, faksim. -- (Signo e imagen. Cineas-
tes ; 29). -- Vynatky, citaty, poznamky v textu,
filmografie a ocenéni F. Birriho, o autorovi - Na obalce
nézev edice: Signo e imagen. Cineastes Latinoamerica-
nos - Knizni soubor rtiznorodych textd, manifestt, vy-
natkit dokumenti a obrazovaného materidlu argentin-
ského filmare, basnika a malife Fernanda Birriho nabizi
formou mozaiky panorama témér Ctyficetileté historie
latinskoamerické kinematografie. -- ISBN 84-376-
1434-1 (broz.)

BONG

Bong Joon-ho : mapping reality within the maze of ge-
nre / [edited by Lim Youn-hui ; translated by Park Soo-
-mee]. -- Ist publ. -- Seoul : Korean Film Council :
Cine21, 2005. -- 60 s. : il. (pfevazné barev.), portréty. --
(Korean film directors series). -- Soubézny anglicky text
- Autorka predmluvy An Cheong-sook - Filmografie -
Profilovd monografie o jihokorejském filmovém rezisé-
rovi Bongu Joon-ho obsahuje analytickou reflexi jeho
tvorby, obsahly rozhovor s nim, jeho filmografii, bio-
graficky medailon a informace o tfech jeho filmech
s kritickym zhodnocenim. -- ISBN 89-8021-0399-6
(broz.)

CELADIN, Jindfich

Cesky filmovy plakat 1931-1948 = Czech film posters
1931-1948 : vybér tizkych formati = selection of narrow
formats / Jindfich Celadin. -- Praha : Muzeum hlavniho
mésta Prahy, 2017. -- 171 s. : bar. il,, faksim-. -- Soubéz-
ny anglicky text - Seznam vyobrazeni - Bibliografie na
s. 13 a 15 - Katalog stejnojmenné vystavy (13. 12. 2017
- 11. 3. 2018 Muzeum hlavniho mésta Prahy) pfinasi
uceleny vybér z vice nez 300 filmovych plakatt z boha-
tych sbirek Muzea hlavniho mésta Prahy. Kolekce se-
znamuje s klasickou formou filmového plakatu, tzv.
nudle, ktera se masové rozsifila po vzniku zvukového
filmu na pocatku tficatych let 20. stoleti. Jejich popula-
rité také pomohla rychle se rozsifujici technologie lev-
ného ofsetového tisku. Charakteristickym rysem plaka-
ti byla sklddanka z nékolika obrazii ¢i postav, doplio-
vana velkymi plochami vyraznych barev. Tyto dobové
filmové plakaty, které tehdejsi odborna vetejnost nepfi-
jala po umélecké strance, byly predevsim skvélymi re-
klamnimi produkty. -- ISBN 978-80-87828-31-1 (broz.)

DE KOSNIK, Abigail

Rogue archives : digital cultural memory and media
fandom / Abigail De Kosnik. -- Cambridge ; London :
The MIT Press, 2016. -- x, 430 s. : il,, faksim. -- Grafy,
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diagramy, o autorce - Bibliografie na s. 367-407, rejstrik
- Ukol archivace byl kdysi svéfen pouze muzeim,
knihovndm a jinym institucim, kterd pusobila jako tlo-
2i§té kultury v hmotné formé. Ale diky vzestupu digital-
nich sitovych médii se mnozi samozvani archivati (fa-
nousci, pirati, hackeri) stali provozovali kulturniho
uchovéni na internetu. Tito neprofesiondlni archivari
demokratizuji kulturni pamét, vytvéreji volné piistupné
on-line archivy jakéhokoli obsahu, ktery povazuji za
vhodny pro digitédlni uchovani. Americka teoreticka
meédii zkouma postupy archivace v prechodu z tisku na
digitdlni média, a to zejména v archivech fanouskd na
internetu. -- ISBN 978-0-262-03466-1 (vaz.)

DIMITRIU, Christian

Alain Tanner / Christian Dimitriu. -- Paris : Henri Vey-
rier, 1985. -- 134 s. : il,, portréty. -- (Figures du cinéma
contemporain). -- Pfedmluva, poznamky v textu, fil-
mografie A. Tannera - Profilova monografie vénovana
tvorbé $vycarského autorského filmate Alaina Tannera
zahrnuje analytické studie, rozhovor s umélcem a jeho
podrobnou filmografii. Texty provézi bohatd obrazova
dokumentace. -- ISBN 2-85-199-355-0 (broz.)

DVORAKOVA, Tereza

Jak vznikl film : vylet do svéta filmové archeologie pro
malé i velké / napsala: Tereza CZ Dvoréakovd ; experi-
menty: FrantiSek Tymal ; ilustrace: Nikkarin. -- Vyd. 1.
-- Praha : Argo, 2017. -- 63 s. : barev. il. -- Poznamky
v textu, o autorech - Kniha pfiblizuje hravou, zabavnou
a détskému ¢tendfi srozumitelnou formou prehistorii
filmu a nabizi nazorné navody na vyrobu $esti optic-
kych pomuicek, které se vztahuji ke vzniku kinemato-
grafie. -- ISBN 978-80-257-2281-7 (vaz.)

ESTER

Ester Krumbachova : snéZny muz - nosit amulet - za-
motavat archiv : yeti - wear the amulet - tangle up the
archive : skryté formy rezie : hidden forms of directing.
-- [Praha : Are/are-events.org], 2017. -- 2 s. : il. -- Cas-
te¢né soubézny anglicky text - Plakat slozeny na format
A5 - Programovy plakat k vystavé a konferenci o dile
a odkazu ceské kostymni vytvarnice, scénografky, sce-
naristky, spisovatelky a filmové rezisérky Ester Krum-
bachové, jejiz pozustalost prochazi etapou zkoumdni
a digitalizace pro tcely odborné archivace i postupné-
mu vefejnému zpiistupnéni. Na uvod vystavy nazvané
Snézny muz - Nosit amulet - Zamotavat archiv, ktera se
uskutecnila v prazské galerii Tranzitdisplay 14. 12. 2017
- 21. 2. 2018, probéhla celodenni konference Ester
Krumbachova - Skryté formy rezie. Program obsahuje
informace o projektu zpracovani poziistalosti Krumba-
chové, prehled dalsich vystavujicich umélct a témata
jednotlivych prispévki konference se stru¢nymi profily
prednésejicich. -- (Volny 1.)
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EVORA, José Antonio

Tomas Gutiérrez Alea / José Antonio Evora. -- Madrid :
Cétedra : Filmoteca Espaiola, 1996. -- 254 s. : il.,, por-
tréty. -- (Signo e imagen. Cineastes ; 28). -- Pfedmluva,
poznamky v textu, filmografie T. Gutiérreze Aley, o au-
torovi - Na obélce nézev edice: Signo e imagen. Cineas-
tes Latinoamericanos - Bibliografie nas. 239-252 - Pro-
filova monografie kubdnského filmafe Tomadse
Gutiérreze Aley (1928-1996) analyzujici jeho tvorbu. --
ISBN 84-376-1433-3 (broz.)

FILMARI

Filmafi vSech zemi, spojte se! = Filmmakers of the
world, unite! : zapomenuty internacionalismus, ces-
koskoslovensky film a tfeti svét : forgotten internationa-
lism Czechoslovak film and the third world / Tereza
Stejskalova (ed.) ; [texty: Kay Dickinson ... et al.]. --
Vyd. 1. -- Praha : Tranzit.cz, 2017. -- 237 s. : il,, portréty,
faksim. -- SoubéZny anglicky text - Pfedmluva, po-
znamky v textu, seznam vyobrazeni, o autorech pii-
spévki - Dvojjazy¢nd publikace se zaméfuje na kultur-
ni vyménu spjatou s pobytem filmait ze tetiho svéta
v Ceskoslovensku. Zahrnuje studie tvorby alzirského
reziséra Mohammeda Lakhdara-Haminy (nar. 1934)
a syrského reziséra Nabila Maleha (1936-2016) a roz-
hovory s nékterymi z rezisért (Tunisan Hafed Bouassi-
da, srilansky rezisér Pyasiri Gunaratna). Publikace rov-
néz obsahuje text o cesté Frantitka Vlacila do Ciny.
Obecnéjsim kontextem se zabyva esej o arabskych stu-
dentech v Ceskoslovensku. -- ISBN 978-80-87259-41-5
(broz.)

FILMOGRAFIA

Filmografia Brasileira : periodo de 1926 a 1930 : quarto
fasciculo / [coordenacao de pesquisa e edi¢ao: Eliana de
0. Queiroz]. -- Sao Paulo : Cinemateca Brasileira, 1991.
- 176 s. : il,, portréty, faksim. -- Uvod, zkratky - Rejst-
tik filmograficky - Filmograficky katalog brazilské na-
rodni kinematografie ptinasi faktografické uidaje o 1146
filmovych titulech rizné metraze a rizného druhu
(hrany a dokumentarni), které byly natoceny v Brazilii
v obdobi pfechodu némého filmu na zvukovy. -- (Broz.)

FOSTER, Thomas C.

Jak ¢ist film : cinefilav priivodce po svété pohyblivych
obrazkii / Thomas C. Foster ; [z anglického origindlu ...
prelozila Lucie Chlumska]. -- 1. vyd. -- Brno : Host,
2017. -- 359 s. : il,, portréty. -- Predmluva, vynatky, po-
znamky v textu, o autorovi - Autor popularizujicich
knih o literarni teorii tentokrat obraci svou pozornost
k filmovému médiu. Investigativnim piistupem zkou-
mad filmovou gramatiku na piikladu raznych klasickych
i soucasnych filmii natocenych ve Spojenych statech, ale
i jinde ve svété. - Nazev origindlu: Reading the silver
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screen / Foster, Thomas C.. -- New York : Harper Pere-
nnial, 2016. -- ISBN 978-80-7577-183-4 (broz.)

GLOSSARY

A glossary of catchwords of the Czech avant-garde :
conceptions of aesthetics and the changing faces of art
1908-1958 / Petr. A. Bilek, Josef Vojvodik, Jan Wiendl
(eds.). -- 1st ed. -- Prague : Faculty of Arts, Charles Uni-
versity : Togga, 2011. -- 511 s. -- (Opera Facultatis phi-
losophicae Universitatis Carolinae Pragensis ; vol. 11).
-- Z Cestiny prelozil David Short - Uvod, citéty, po-
znamky v textu, o editorech a autorech prispévki - Bib-
liografie na s. 441-482, rejstiik jmenny - Kolektivni
monografie se zabyva vychodisky, proménami, umélec-
kymi postupy a zakladnimi estetickymi principy ceské
avantgardy. Publikace se zamétuje na obdobi let 1908—
-1958 a zdtraznuje vzajemné prolinani jednotlivych
uméleckych obort (celd fada umélct tvorila paralelné
ktery objasnuje téméf tii desitky uméleckych koncepta,
fenoménd, tematickych okruhti, metod a postupi ¢eské
avantgardy v literatufe, vytvarném, filmovém a divadel-
nim uméni. V knizce ¢tenar nalezne vyklady, respektive
jednotlivé studie k hesliim, jako je napt. Abeceda, Ab-
strakce, Exotismus, Mésto, Pasmo, Sen ¢i Télo. - Nazev
originalu: Heslar ¢eské avantgardy : estetické koncepty
a promény uméleckych postupii v letech 1908-1958
Vojvodik, Josef, 1964-. -- Praha : Univerzita Karlova
v Praze, Filozoficka fakulta, 2011. -- 477 s. -- ISBN 978-
80-7308-374-8 (Univerzita Karlova ; vdz.). -- ISBN 978-
80-87258-77-4 (Togga ; vaz.)

HENDRYKOWSKI, Marek

Sztuka krétkiego metrazu = the art of the short film /
Marek Hendrykowski ; translated by Mikotaj Jazdon. --
Wyd. 1. -- Poznan : ARS NOVA, 1998. -- 175 s., [16] s.
obr. pril. : il., portréty. -- Soubézny anglicky text - Autor
piedmluvy Wit Dudek - Uvod, pozndmky na s. 79-80,
150-151, filmografie, resumé, o autorovi - Bibliografie
na s. 81.82 - Dvoujazy¢nd polsko-anglickd monografie
polského filmologa se zabyvé formalni, estetickou a ob-
sahovou problematikou tvorby kratkometraznich filmi
— hranych, dokumentarnich, animovanych i amatér-
skych. Knihu uzaviraji analyzy a interpretace vybranych
(ve stejném poméru polskych a zahrani¢nich) priklada
kratkometrazniho uméni, dnes klasickych filmi: Ro-
mana Polanského, Orsona Wellese, Sergeje Paradzano-
va, Jana Lenici, Nicka Parka, Wojciecha Wiszniewské-
ho, Jima Jarmusche, Marcela Lozinského, Zbigniewa
Rybczynského aj. -- ISBN 93-85409-18-1 (véz.)

INDOMANIA

Indomania : le cinéma indien des origines a nos jours /
textes de Raisa Brégeat ... [etal.] ; entretiens D. G. Phal-
ke, Akbar Padamsee, Kumar Shahani ; [trad. par Jean-
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-Frangois Cornul]. -- [Paris] : Cinématheque frangaise,
Musée du cinéma, 1995. -- 234 s. : il,, portréty, 1 mapa.
-- Autor uvodu Philippe Douste.Blazy - Poznamky
v textu, o autorech pfispévka - Bibliografie na s. 223,
rejstifk jmenny a ndzvovy - Kolektivni monografie ke
stejnojmenné prehlidce o déjinach indické kinemato-
grafie, kterou usporadala 8. listopadu 1995 - 4. tinora
1996 Cinématheque francaise. Mezinarodni tym filmo-
vych historikd, kurdtort a filmaftt mapuje a analyzuje
riizné etapy, tendence, aspekty a Zanry této vyznamné
asijské kinematografie a jejich tvirct. -- ISBN
2-900596-14-9 (broz.)

JIRSA, Tomas

Tvafi v tvaf beztvarosti : afektivni a vizualni figury
v moderni literatufe / Tomd$ Jirsa. -- 1. vyd. -- Brno :
Host, 2016. -- 364 s. : il. (pfevazné barev.), faksim. --
(Teoreticka knihovna ; 34). -- Vynatky, poznamky v tex-
tu, edi¢ni poznamka, seznam vyobrazeni, anglické re-
sumé, o autorovi - Bibliografie na s. 328-350, rejstiik
jmenny - Teoretickd kniha pojednava o setkani subjek-
tu s beztvarosti a jeho diisledcich, jak je uchopuje mo-
derni svétova literatura (V. Nabokov, E. Ionesco, R.
Weiner, N. V. Gogol, E. A. Poe, G. Leroux, Ch. Perkins
Gilman a dalsi), a s vyuzitim filozofickych, estetickych
iantropologickych pristupti se snazi odpovédét na otdz-
ku, jakymi prostiedky afekty a vizualita tvaruji jazyk,
pribéh a ¢tendfe. Hlavni roli tu proto nesehravaji zkou-
mani autofi, ale intermedialni figury utvatejici jejich
psani a prostupujici déjiny: smazany oblicej, tapeta
a prazdna zidle. -- ISBN 978-80-7491-793-6 (broz.)

JIRI

Jiti Brdecka - 100 let, od Limonddového Joa k zdzrakiim
animace : 16. 12. 2017 - 1. 4. 2018 Chvalsky zdmek :
priivodce vystavou : exhibition guide / [text Tereza Br-
deckova]. -- [Praha : Limonadovy Joe], 2017. -- [16] s. :
il. (nékteré barev.), portréty, faksim. -- Soubézny anglic-
ky text - Katalog stejnomenné retrospektivni a interak-
tivni vystavy, kterd byla ke stému vyro¢i narozeni ¢eské-
ho filmate, spisovatele a vytvarnika Jitiho Brdecky
prezentovana od poloviny prosince 2017 do pocatku
dubna 2017 v prostorach Chvalském zamku v praz-
skych Hornich Pocernicich. Utly katalog ptiblizuje ve
stru¢nych synopsich a faktografickych ptehledech Br-
deckiv zivot, jeho inspira¢ni zdroje, spolupréci s jeho
slavnymi prateli a vlastni tvorbu v oblasti animovaného
a hraného filmu. -- (Broz.)

KERBACHOVA, Bohdana

Alchymie svétla : experimentalni tvorba Petra Skaly :
vydédno u ptilezitosti vystavy 8. 10. - 5. 11. 2017
v Prachenském muzeu / Bohdana Kerbachova ; [koor-
dinatorka projektu: Irena Masikova-Konstantova ; ob-
razova dokumentace: Petr Skala a archiv NFA Praha]. --

PRILOHA 115

Pisek : Prachenské muzeum v Pisku : Nakladatelstvi
Vltavin, 2017. -- 165 s. : il. (pfevazné barev.), faksim. --
Uvod, vynatky, citaty, tabulky, filmografie P. Skaly, po-
zndmky v textu, anglické a némecké resumé - Bibliogra-
fie na s. 163 - Reprezentativni monografie ¢eského
experimentdlniho filmafe a videoartisty Petra Skaly
predstavuje vSechny relevantni aspekty jeho tvorby
z dvacetiletého obdobi 1968-1988 v jejich vnitfnich
souvislostech a specifikdch. Autorka se pokousi ve
svych analytickych studiich o uchopeni jeho dila po
strance vytvarné, dramaturgické, hudebné¢ skladebné
a v neposledni radé pak filozofickych a duchovnich vy-
chodisek, s dirazem na tvaroslovi a tematiku jednotli-
vych praci ¢i spiSe cykla. -- ISBN 978-80-86193-62-5
(Prichenské muzeum v Pisku ; véz.). -- ISBN 978-80-
86587-61-5 (Nakladatelstvi Vltavin Praha ; viz.)

KOPANEVOVA, Galina

Spatfit a napsat : filmové kritiky, staté¢ a rozhovory / Ga-
lina Kopanéva ; [editor Tomas$ Hala ; bibliografie: Milo$
Fikejz, Toma$ Hala, Sona Weigertova ; rejstriky, reserse,
foto a Zivotopis na obalce: Milo$ Fikejz ; odpovédnd re-
daktorka: Julie Wittlichovd]. -- Vyd. 1. -- Praha : Nérod-
ni filmovy archiv, 2017. -- 531 s. : il., portréty. -- Po-
znamky v textu, seznam vyobrazeni, edi¢ni poznamka,
anglické resumé, o autorce - Bibliografie na s. 444-445
a 470-528, rejsttik jmenny a filmograficky - Reprezen-
tativni vybor z text vyznamné ¢eské filmové publicist-
ky, historicky a pedagozdy. Svazek prezentuje publikac-
ni ¢innost autorky v celé jeji $ifi, zdroven zdtraznuje
jednotliva témata a okruhy, na néz se dlouhodobé za-
meéfovala. Zatimto ucelem jsou ¢lanky ((predevsim kri-
tiky, staté a referdty) sdruzeny do oddil Ceska a slo-
venska kinematografie, Ruska a sovétska kinematografie,
Bulharskd a polska kinematografie a Zapadni kinema-
tografie. Tyto texty doplnuji dalsi dva oddily rozhovord,
jez Kopanéva vedla s ceskymi a slovenskymi a se zahra-
ni¢nimi tvirci. Posledni oddil tvofi rozhovory se sa-
motnou Kopanévou. -- ISBN 978-80-7004-185-7
(broz.)

KOSANOVIC, Dejan

Kinematografija i film u Kraljevini SHS/Kraljevini Ju-
goslaviji : 1918-1941 / Dejan Kosanovi¢. -- Beograd :
Filmski centar Srbije, 2011. -- 240 s. : il,, portréty, fak-
sim., 1 mapa. -- (Istorija filma). -- Uvod, poznamky
v textu, anglické resumé, o autoriv - Bibliografie na
s. 203-204, rejsttik jmenny a nazvovy - Kniha mapuje
déjiny jugoslavské kinematografie obdobi let 1918-1941,
které piedtim nebylo pIné reflektovano v domaci histo-
riografické literatute o filmu. Béhem této epochy prvni-
ho spole¢ného statu Srbu, Chorvati a Slovincti (Kralov-
stvi SHS) se film stal nejoblibenéjsi zabavou nejsirsich
vrstev populace a mnoho domacich prikopniku filmu,
kteti ve velmi nepfiznivych podminkach nataceli do-
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maci zurndly a dokumentdrni filmy, se nékolikrat po-
kouseli realizovat také hrané filmy. Pfiloha obsahuje za-
kon o filmové vyrobé podepsany kralem Alexandrem L.,
prehled distribu¢nich a produkénich filmovych spolec-
nosti a seznam hranych filmi se stru¢nymi charakteris-
tikami. -- ISBN 978-86-7227-068-6 (broz.)

LLORENS, Antonio

Francesc Betriu, profundas raices : un catalan en Mad-
rid, introduccién de Rafael Azcona / Antonio Llorens,
Alessandra Amitrano. -- 1a ed. -- Valencia : Filmoteca
Generalitat Valenciana, 1999. -- 293 s. : il,, portréty, fak-
sim. -- (Textos-Minor ; 5). -- Vynatky, filmografie F. Be-
triua, o autorech - Bibliografie na s. 255-284, rejstiik
jmenny a nazvovy - Profilovd monografie o ¢innosti vy-
znamného $panélského filmare kataldnského pavodu
Francesca Betriua, ktery zac¢inal jako filmovy novinaf.
Tematicky ¢lenéné studie a rozhovory se pokouseji po-
stihnout rizné aspekty jeho tvorby. Na zavér je pripoje-
na velmi podrobné zpracovana filmografie. -- ISBN 84-
482-2162-1 (broz.)

PRILOHA

MUSEUM

Museum and archive on the move : changing cultural
institutions in the digital era / Oliver Grau (ed.) ; with
Wendy Coones and Viola Riihse. -- Berlin ; Boston : De
Gruyter, 2017. -- 316 s. : il. (nékteré barev.), portréty,
faksim. -- Poznamky v textu, o editorech a autorech pii-
spévku - Bibliografie v textu - Digitalni revoluce zdsad-
né zménila, jak je kulturni dédictvi vytvareno, doku-
mentovano, analyzovdno a archivovano. Kolektivni
monografie se zaméfuje na dopad této transformace.
Jak musi muzea a archivy celit vyzvam digitalné genero-
vanych kultur a jak ovliviiuje digitalni revoluce tradi¢ni
sbér, vyzkum a vzdélavani? Jak ovliviuji digitalni tech-
nologie a digitalni uméni a kultura nasi interakci s ob-
réazky? Prikopnické vysledky interdisciplinarniho vy-
zkumu prednich mezinarodnich odborniki z rtiznych
oborti shromazdéné v této knize jsou relevantni pro
vzdélavani, kuratory a archivare v oblasti uméni a kul-
tury a v oblasti digitdlnich humanitnich véd. -- ISBN
9978-3-11-052051-4 (Vaz.)

LUBITSCH, Ernst

Ko sem bil mrtev = Als ich tot war = Quando ero mor-
to = When i was dead / Ernst Lubitsch ; [urednika Lili-
jana Nedig, Silvan Furlan ; prevod Agencija Amidas]. --
Ljubljana : Slovenska kinoteka - SGFM, 1995. -- 73 s.
[19] s. obr. pril. : il,, portréty, faksim. -- Soubézny né-
mecky, italsky a anglicky text - Uvod, pozndmky v textu
- Ctyfjazy¢nd kolektivni monografie ptiblizuje v nékoli-
ka studiich okolnosti a kontexty senza¢niho objevu je-
diné kopie nejstarsiho celovecerniho filmu Ernsta Lu-
bitsche, brilantni komedie Kdyz jsem byl mrtvy, kterym
Slovinska filmotéka doslova zptisobila explozi na svéto-
vé mapé filmovych archivil. Zajem mezindrodni odbor-
né vetejnosti byl pozoruhodny. K projektu prezentovat
tento objev se pripojil i legendarni némecky filmovy
historik Enno Patalas, moznd nejvétsi znalec Lubitscho-
va raného némeckého obdobi, ktery do knihy pfispél
mimoradnou studii. -- (Broz.)

MATERIALI
Materiali sul cinema italiano degli anni ,50. Vol. 2 / [an-
tologia di testi a cura di Adriano Apra]. -- Pesaro :

Mostra internazionale del nuovo cinema, 1978. -- 463 s.
-- (Quaderni di documentazione della Mostra Interna-
zionale del Nuovo Cinema ; n. 74 bis). -- Druha ¢ast an-
tologie vénované kritické reflexi italské kinematografie
50. let 20. stoleti obsahuje zdsadni dobové kritické ¢lan-
ky a staté z italskych periodik, které se zabyvaji obecnéj-
$imi i polemickymi tématy tehdejsiho italského filmu
a analytickym zhodnocenim konkrétnich déla vyznam-
nych rezisérti. Antologie vychdzi v rdimci 14. mezinaro-
ni prehlidky nového filmu v Pesaru 1978. -- (Broz.)

MUNOZ, Abelardo

El baile de los malditos : cine independiente valenciano
1967-1975 / Abelardo Muioz. -- 1a ed. -- Valencia : Fil-
moteca Generalitat Valenciana, 1999. -- 189 s. : il., por-
tréty, faksim. -- (Textos ; 15). -- Pfedmluva, vynatky,
poznamky v textu, filmografie, o autorovi - Rejstiik
jmenny a nazvovy - Monografie mapuje tvorbu neza-
vislych filmaii ze $panélské oblasti Valencia v letech
1967-1975. V deseti kapitolach se autor zabyva formal-
nimi, tematickymi a estetickymi aspekty tohoto proudu
$panélské kinematografie. Na zavér je pripojena po-
drobnad filmografie a stru¢né portréty jednotlivych rezi-
séril. -- ISBN 84-482-2164-8 (broz.)

NALDINI, Nico

Pier Paolo Pasolini : eine Biographie / Nico Naldini ; aus
dem Italienischen von Maja Pflug. -- Berlin : Verlag
Klaus Wagenbach, 2012. -- 379 s. : il, portréty. --
(Wagenbachs Taschenbuch ; 679). -- Citaty, pozndmky
nas. 359-370, editorova poznambka, filmografie P. P. Pa-
soliniho, o autorovi - Bibliografie na s. 372-377 - N¢-
mecky preklad knizni biografie italského filmare a lite-
rata Piera Paola Pasoliniho z pera italského novinafe,
spisovatele, basnika a filmového reZziséra. - Nazev origi-
nélu: Pier Paolo Pasolini : una vita / Naldini, Nico,
1929-. -- Torino : Giulio Einaudi editore, 1989. -- ISBN
978-3-8031-2679-5 (broz.)

PARK

Park Chan-wook : savior of violence / [edited by Lim
Youn-hui ; translated by Park Soo-mee]. -- 1st publ. --
Seoul : Korean Film Council : Cine21, 2005. -- 68 s. : il.
(prevazné barev.), portréty. -- (Korean film directors se-
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ries). -- Soubézny anglicky text - Autorka predmluvy
An Cheong-sook - Filmografie - Profilova monografie
o jihokorejském filmovém rezisérovi Parku Chan-wo-
oku obsahuje analytickou reflexi jeho tvorby, obsahly
rozhovor s nim, jeho filmografii, biograficky medailon
a informace o $esti jeho filmech s kritickym zhodnoce-
nim. -- ISBN 89-8021-038-8 (broz.)

POSTAVA

Postava k podpirani : kritické a analytické studie / An-
drea Schnapkova, Zdenék Hudec a kolektiv. -- Vyd. 1. --
Praha : Casablanca, 2017. -- 134 s. : il,, portréty, faksim.
-- (Filmové mozaika ; sv. 4). -- Uvod, citaty, vyiiatky, po-
znamky v textu, seznam vyobrazeni, anglické resumé,
o autorech - Bibliografie na s. 124-127, rejsttik - Knizni
soubor ¢tyt studif vénovany jednomu z ranych dél ces-
koslovenské nové vlny — stfedometraznimu snimku
Pavla Jurdcka a Jana Schmidta Postava k podpirani.
Kniha je vlastné polemikou se zazitym pohledem na
film jako na dilo inspirované poetikou tvorby Franze
Katky, a to at uz rozborem jeho osobnich nazort vyjad-
fovanych v soukromi (deniky, zapisky) ¢i vefejné (eseje,
¢lanky), nebo sledovanim vyvoje predlohy snimku od
literarnich nacrtii po scéna, ¢i analyzou dobového ide-
ového diskurzu, tak i samotnymi stylistickymi prvky,
jako je napf. pojeti hlavni postavy v hereckém podani
Karla Vasicka. Autofi tak poskytuji nové pohledy ze-
jména na postavu Pavla Juracka, na jeho tviréi zaméry
a ideové pozadi jeho svétonazorového obzoru. -- ISBN
978-80-87292-38-9 (broz.)

POZICE

Pozice kurdtor : poznamky spravci uméni a designu /
Romana Veseld (ed.). -- 1. vyd. -- Usti nad Labem : Fa-
kulta uméni a designu Univerzity Jana Evangelisty Pur-
kyné v Usti nad Labem, 2016. -- 118 s. : il. -- (Projekty).
-- Publikace vznikla v ramci projektu Pozice kurator -
Uvod, pozndmky v textu, anglické resumé, o editorce
a autorech prispévku - Bibliografie na s. 113-116 - Ko-
lektivni recenzovana monografie se zamétuje na doku-
mentaci soucasného stavu kurdtorstvi jako oboru. Jejim
prostfednictvim se autofi snazi oteviit diskusi nad situ-
aci kuratord u nds v porovnani se zahrani¢im. Poznam-
ky z praxe, jez se v knize skladaji prostfednictvim tii za-
kladnich oblasti institucionalizace, kontextualizace
ainterpretace do celku, ktery by mél prispét k pochope-
ni pozice a role kurdtora na ceské umélecké scéné. --
ISBN 978-80-7561-035-5 (broz.)

PRIMA

Prima di Caligari = Before Caligari : cinema tedesco,
1895-1920 = German cinema, 1895-1920 / a cura di
Paolo Cherchi Usai, Lorenzo Codelli ; con la collabora-
zione di Jan-Christopher Horak ... [etal.]. -- [Pordeno-
ne] : Edizioni Biblioteca dell Tmmagine, 1990. -- 533 s. :

PRILOHA 117

il,, portréty, faksim. -- Soubézny italsky text - Uvod, po-
znamky v textu, filmografie - Bibliografie v textu, rejst-
tik - Dvoujazy¢né déjiny némecké kinematografie rané
némé éry do pocatku 20. let, které autorsky pripravil
kolektiv némeckych, italskych a britskych filmovych
historikil. Na zavér je pfipojen seznam némeckych fil-
mi z tohoto raného obdobi, jejichz filmové materialy
jsou dochované v archivech FIAE Kniha byla prezento-
vand jako doprovodny katalog ke stejnojmenné retro-
spektivni prehlidce na 9. festivalu némych filma v Por-
denone (13. - 20. 10. 1990). -- (Vaz.)

RYOO

Ryoo Seung-wan : the action kid / [edited by Lim Youn-
-hui ; translated by Ser Yu-na]. -- Ist publ. -- Seoul : Ko-
rean Film Council : Cine21, 2005. -- 64 s. : il. (pfevazné
barev.), portréty. -- (Korean film directors series). --
Soubézny anglicky text - Autorka predmluvy An
Cheong-sook - Filmografie - Profilova monografie o ji-
hokorejském filmovém reZisérovi Ryoo Seung-wanu
obsahuje analytickou reflexi jeho tvorby, obsahly rozho-
vor s nim, jeho filmografii, biograficky medailon a in-
formace o péti jeho filmech s kritickym zhodnocenim.
-- ISBN 89-8021-040-X (broz.)

SANCHEZ VIDAL, Agustin

El cine de Segundo de Chomon / Augustin Sanchez Vi-
dal. -- Zaragoza : Caja de Ahorros de la Inmaculada
Aragon, 1992. -- 262 s. : il. (nékteré barev.), portréty,
faksim. -- Pozndmky v textu, filmografie Segundo de
Chomona, o autorovi - Bibliografie na s. 253-255, rejst-
ik filma - Profilovda monografie s bohatou obrazovou
dokumentaci podrobné mapuje jednotlivé faze umeélec-
ké tvorby $panélského (katalanského) priukopnika tri-
kového a fantastického filmu Segunda de Choména
(1871-1929), ktery ptisobil jako rezisér, kameraman
a animator v letech 1901-1926 v Barceloné, Pafizi a Tu-
riné. -- ISBN 84-88305-00-1 (broz.)

SCHMARG, Vit

Zem¢ lyr a ocele : subjekty, ideologie, modely, myty a ri-
tudly v kultufe ceského stalinismu / Vit Schmarc. --
Vyd. 1. -- Praha : Academia, 2017. -- 423 s. : il. (nékteré
barev.), portréty, faksim. -- (Stastné zitiky ; sv. 26). --
Uvod, poznamky v textu, vynatky, citaty, o autorovi -
Bibliografie na s. 414-419, rejsttik jmenny - Prostfed-
nictvim nékolika analytickych sond do poezie, prozy
a filmu ¢eského socialistického realismu v letech 1948—
1955 zkouma tato monografie podstatu znakového sys-
tému, v némz na jedné strané stoji pevnd mocenska sit
instituci, na strané druhé rtizné formy subjekta (pratel-
skych i nepratelskych, modelovych i odstrasujicich, po-
sludnych i odporujicich). Zakladem je tdzani po povaze
symbolického pole, které je v této ideologické komuni-
kaci utvareno. Autor usiluje nazfit ¢esky stalinismus ni-
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koli jako vyznamové petrifikované pole, ale jako dyna-
micky prostor, v némz se srazeji rtizné perspektivy,
tradice, snahy podmanit si skute¢nost v jeji celistvosti
i ideologické strategie ,,apelace” subjektt. -- ISBN 978-
80-200-2703-0 (vaz.)

SILVERIO, Robert

Nefotografie, neslova / Robert Silverio. -- 1. vyd. -- Pra-
ha : Akademie muzickych uméni v Praze (Nakladatel-
stvi AMU), 2016. -- 149 s. : il. (pfevazné barev.), portré-
ty, faksim. -- Uvod, citdty, pozndmky v textu, anglické
resumé, o autorovi - Bibliografie na s. 140-144, rejstiik
jmenny - Kniha se zabyva propastmi v komunikaci, me-
zemi fotografie a jazyka i jejich propojovanim, protoze
jazyk a technicky obraz jsou ¢asto komplementdrni. Je
pohledem na nékteré kulturni mantinely téchto médii
a pivod téchto mantinelii. Jsou to mantinely, jejichz
existenci si obvykle neuvédomujeme. Jsou-li jazyk a fo-
tografie nejcastéj$imi nositeli nasi kulturni zkusenosti,
pak kniha o jejich mezich a tskalich je knihou o mezich
nas samotnych, o kulturnim konstruovani nas samot-
nych. -- ISBN 978-80-7331-420-0 (broz.)

SLOVAKOVA, Andrea

Co je nového ve filmové védé / Andrea Slovakova ; [re-
dakce Helena Bendova]. -- 1. vyd. -- Praha : Nova bese-
da, 2017. -- 78 s. -- (Co je nového? ; 5). -- Uvod, po-
zndmky v textu, filmografie, ¢eské a anglické resumé,
o autorce - Bibliografie na s. 69-73, rejstiik - Kniha
zachycuje myslenky, které v neddvné dob¢ ovlivnily pri-
stup k filmu jako dilu a kinematografii jakozto in-
frastruktufe kolem néj. Predstavuje tendence, jez ve
svétovém kontextu vyrazné vstoupily do akademickych
i $irsich diskusi o podobé, roli, vzniku, $ifeni ¢i vnima-
ni filmu. Z rozmanitych pohledii na film a kinemato-
grafii, z nichz mnohé jsou pritomné jiz nékolik dekad,
autorka vybird pristupy, které ziskaly vliv v nedavné
dobé. -- ISBN 978-80-906751-1-7 (broz.)

SPERDUTO

Sperduto nel buio : il cinema muto italiano e il suo tem-
po (1905-1930) / a cura di Renzo Renzi ; con la collabo-
razione di Michele Canosa, Gian Luca Farinelli, Nicola
Mazzanti. -- Bologna : Cappelli editore, 1991. -- 180 s. :
il. (nékteré barev.), portréty, faksim. -- (Cappelli spetta-
colo; 5). -- Predmluva, citaty, vynatky, poznamky v tex-
tu - Bibliografie v textu - Prvni, organicka analyza némé
italské kinematografie, kterd sleduje lingvistické, ikono-
grafické, historické, estetické a produkéni aspekty, navr-
huje také prvni rozvahu a mozné pohledy na otazky ob-
novy a restaurovani filmu. -- (Broz.)

UMENTI
Uméni a tradice / Pavla Machalikovd, Toma$§ Winter
(edd.). -- Vyd. 1. -- V Praze : Artefactum, 2017. -- 155 s.

PRILOHA

+il. (ptevazné barev.), portréty, faksim., plany. -- Uvod,
poznamky v textu, vynatky, anglické resumé - Rejstiik
jmenny - Kolektivni monografie ilustruje pomoci kon-
krétnich prikladt z oblasti vytvarného uméni, architek-
tury, filmu, literatury a dramatu, jakym zptisobem se
vztah k tradici, zahrnujici jeji pfijimani i odmitani, pro-
meénoval v moderni dobé. -- ISBN 978-80-86890-97-5
(broz.)

VIAGGIO

Viaggio nel cinema delle terre di mezzo : schermi della
Mitteleuropa / Leonardo Quaresima ... [etal.]. -- Anco-
na : Transeuropa, 1996. -- 279 s. : il. -- (Cinegrafie ; 9).
-- Soubézny anglicky text - Vyd. pfi prilezitosti 25.
Mostra internazionale del cinema libero - Poznamky
v textu, vynatky, citaty - Bibliografie v textu - Obsahuje
téz: Schermi della Mitteleuropa : Cecoslovacchia = Mi-
tteleuropean screens : Czechoslovakia / Francesco Pi-
tassio - Devaté ¢islo patého ro¢niku italské pololetni fil-
mologické revue z roku 1996 je vénovano pocatkim
néarodnich kinematografii a jeho tviircim ve stfedoev-
ropskych zemich (Ceskoslovensko, Madarsko, Rakous-
ko a Rumunsko). Dalsi staté sborniku se zabyvaji rtz-
nymi aspekty konkrétnich némych filmta italské
a francouzské provenience. -- ISBN 88-7828-064-X
(broz.)

WAUGH, Thomas

The conscience of cinema : the works of Joris Ivens
1912-1989 / Thomas Waugh. -- Amsterdam : Amster-
dam University Press, 2016. -- 779 s. : il.,, portréty, fak-
sim. -- (Framing film). -- Autoti pfedmluv André Stuf-
kens a Bill Nichols - Citaty, pozndmky v textu a na
s. 657-694, filmografie J. Ivense, seznam vyobrazeni,
o autorovi - Bibliografie na s. 411-737, rejstiik - Jedna
se o prvni analytickou knihu, kterd komplexné pro-
zkoumala celou kariéru a dilo Jorise Ivense, plodného
nizozemského dokumentaristy, ktery pracoval na vSech
kontinentech béhem sedmi desetileti. Vice nez zivoto-
pis levicové anagzovaného filmare, ktery se zavazal mé-
nit svét filmem, nabizi kniha také mikrokosmické déji-
ny dokumentarniho filmu v jeho kli¢ovych aspektech
— politickych, socialnich, ekonomickych, technologic-
kych a estetickych. Ivens pracoval v téméf kazdém Zan-
ru, véetné eseje, kompilace, hybridni dramatizace, soci-
alistického realismu a dalsich. At uz ve svém rodném
Nizozemi, Sovétském svazu, Spojenych statech, Vietna-
mu nebo mimo néj, zanechal po sobé nesmazatelnou
uméleckou a politickou stopu, ktera v 21. stoleti stale re-
zonuje. -- ISBN 978-90-8964-753-5 (vaz.)






VYZVA K AUTORSKE SPOLUPRACI

NA MONOTEMATICKYCH BLOCICH
DALSICH CiSEL

Prostrednictvim monotematickych bloki se Iluminace snazi podpotit koncentrova-
néj$i diskusi uvnitf oboru, vytvorit operativni prostiedek dialogu s jinymi obory
a usnadnit zapojeni zahrani¢nich prispévateltl. Témata jsou vybirana tak, aby kore-
spondovala s aktualnim vyvojem filmové historie a teorie ve svété a aby soucasné
umozilovala otevirat specifické domdci otazky (revidovat problémy déjin ceského
filmu, zabyvat se dosud nevyuzitymi prameny). Zajemctim mize redakce poskyt-
nout vybérové bibliografie k jednotlivym témattiim. Kazdé z uvedenych cisel bude
mit rezervovan dostatek prostoru i pro texty s t¢ématem nijak nesouvisejici.

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

V nabidce stru¢né popiste koncepci textu; u pivodnich studii se predpoklada délka
15-35 normostran. Podrobné pokyny pro bibliografické citace lze nalézt na webo-
vych strankach ¢asopisu: www.iluminace.cz, v polozce Redakce/kontakty.
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Herectvi mezi filmem, divadlem a televizi
(uzdvérka: 31. prosince 2017)

Hostujici editorka: Sdrka Gmiterkova

Abstrakty prispévka v maximalnim rozsahu 200 slov zasilejte do 30. ¢ervna na adresu sagm@
seznam.cz.

Ackoliv herecké ztvarnéni postav piedstavuje integrélni sou¢dst filmovych dél, zptisoby pre-
destreni, sehrani ¢i ztélesnéni konkrétnich figur ztstavaji stale malo probadané. Za pocitova-
nou nepatti¢nosti herecké problematiky v oblasti filmové teorie stoji hned nékolik faktort.
Filmové herectvi md tendenci vzpirat se analyze, unikat pfesnéj$imu popisu a byt nenapadné.
Vétsina divaku citi, ze rozeznd dobry, respektive piesvédcivy herecky vykon od $patného, tedy
nerealistického ¢i neautentického. Vyselektovat vsak jednotlivé performativni prostfedky —
vzhled, postoje, gesta, hlas a mimiku — jejich prostfednictvim porozumét konkrétnimu vy-
konu i procesu jeho vzniku predstavuje mnohem slozitéjsi ukol. Kinematografie v tomto ohle-
du neni prili§ ndpomocnd, nebot uz od klasického obdobi tihne k herecké neviditelnosti.
Vznikajici hvézdny systém rovnéZ upevnil koncepci herectvi ve smyslu absence tviirci préce,
jako prostého byti pred kamerami. V éfe plastickych hvézdnych obrazi, které prezentovaly
filmové role jen jako dalsi z diivérné znamych podob konkrétni star ostatné zbyvalo velmi
malo prostoru pro reprezentaéni herecké techniky. Ty naopak v kinematografii prevazily
zhruba od poloviny stoleti, s nastupem tzv. ,Metody*, kterou na zakladé u¢eni Konstantina S.
Stanislavského vystavél herec, pedagog a rezisér Lee Strasberg. Metodické herectvi Iépe vyho-
vovalo potfebam amerického kulturniho prosttedi, nebot vyzdvihovalo individualitu namis-
to kolektivni souhry. Ozvény tohoto ptistupu dodnes rezonuji v univerzalnim ocenovani téch
hereckych kreaci, pri nichz dochdzi k extrémnim fyzickym proménam hercova téla ve jménu
naprostého odevzdani se roli.

Prevazujici nezdjem o herecké otazky ve filmovém diskurzu zptisobuje rovnéz sepéti herecké
profese s divadlem. Radu let se filmové teorie soustiedila primarné na nélezitosti ryze kine-
matografické, kam postava a jeji ztvarnéni nespadaly. Ve svém kreativnim rozméru znamena-
lo vytvareni figury nechténé dédictvi divadelni praxe; naopak ve filmové-technologickém
ramci je sehrana uloha zredukovand na vysledek ramovani, pohybti kamery, mizanscény
a stfihovych operaci. Ceské (resp. ¢eskoslovenské) prostiedi vyse naznacené pozice de fakto
kopirovalo a herecké zalezitosti tak prindlezely spie teatrologii — naptiklad relevyntni
portréty hereckych ikon pochazely az na vyjimky od divadelnich historika (Vladimir Just
o Vlastovi Burianovi, Zuzana Silova o Otomaru Krejc¢ovi a dal$i); naopak filmovd véda vyda-
la k herecké problematice doposud jen kusé prispévky (zejména Iluminace ¢. 1, ro¢. 2005
a2012). Takovému rozvrzeni sil napomahaji také sami herci; pokud pisi své zivotni vzpomin-
ky nebo poskytuji rozhovory, inklinuji spi$ k upfednostiiovani umélecky zasadnéjsi prace di-
vadelni nez filmové a pozdéji televizni.

Jednim ze zakladnich ryst lokalni kinematografie je simultdnni zaméstnani hercti v nékolika
kulturnich ¢i medidlnich pramyslech, mezi nimiz se Gspé$ni performefi presouvaji i v prabé-
hu jediného dne. Pravé tato charakteristicka existence uvniti nékolika uméleckych a medial-
nich systém predstavuje hlavni téma chystané Iluminace zacilenou na oblast herectvi. Pro
ptipravované ¢islo vnimédme pojem herectvi nejen jako samotny performativni proces, ale



jako véc institucionalni, ndrodni ¢i jednotlivé vykony jako objekty divacké ¢i kritické recepce.

Protoze téma otevirdme hlavné z divodu nedostate¢ného domdciho pokryti problematiky,

jsou prioritou prispévky zkoumajici ¢eské (pripadné slovenské) herecké prostredi. Ambici

pripravovaného ¢isla tak zstava nejen otevieni okruht, kterym badatelé dosud vénovali nu-

lovou nebo pouze minimalni pozornost, ale hlavné postihnout ¢eské dramatické umélce, ko-

miky a komicky ¢i filmové stars v celé §iti jejich performativnich schopnosti a transmedial-

nich kariér.

Predestfena témata tedy nepredstavuji jediné mozné, ale s ohledem na interdisciplinarni vy-

mezeni Cisla pouze doporuéené oblasti, do nichz mohou autofi své prispévky zasadit.

« Analyza jednotlivych hereckych vykont ¢i srovnani nékolika individudlnich piipada v ram-

ci zénrovych konvenci, konkrétniho ¢asového obdobi, média a/nebo typu produkce

Neviditelni herci a/nebo viditelné hvézdy (vcetné uchopeni hvézdnych osobnosti jako

v prvé fadé hercit)

o Specifika a paralely filmového, divadelniho a televizni herectvi, v¢etné proménlivych pred-
stav o jejich idedlnich podobdch, metodach a rizicich

o Reflexe hereckych vykonil v diskurzu odborné kritiky a/nebo recepce divacka, ptipadné fa-

nouskovska

Institucionalni déjiny (mezioborového) herectvi — herecké vzdélani a prirucky, odbory

a/nebo konkrétni smérnice, podniky ¢i spole¢nosti

o Mezi bytim a hranim - fenomén neherectvi, typaze a/nebo komparsu

o Obsazeni — casting, agenturni zastoupeni, proces vybéru a selekce

Transmedialni performativita v¢etné problematiky adaptace — fikéni postavy a jejich riiz-
né ztélesnéné a sehrané podoby migrujici napfi¢ riznymi medialnimi platformami a/nebo
uméleckymi druhy

o Mezinarodni kariéra — ¢esti herci a herecky v zahrani¢nich (ko)produkcich a obracené

o Meta-herectvi a kulturni pamét — herecké pojeti a ztélesnéni vyznamnych historickych

postav
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Diskuze o nacistické kinematografii byla dlouhou dobu formovana ideologickou analyzou
propagandistickych filmu. Tato situace se zacala ménit od 80. let 20. stoleti, kdy byla vétsi po-
zornost vénovana zabavni kinematografii, ale také institucionalnim strukturdm, mezindrod-
nim vztahtim, Zanram, hvézdam ¢i publiku (srov. napt. Kreimeier 1992, Witte 1995, Hake
2001, Stahr 2001, O’Brien 2004, Ascheid 2003, Carter 2004, Lowry 2010). Tento impuls se jes-
té zdaleka nevycerpal a v poslednich letech pfinasi nové typy otazek a slibuje nové perspekti-
vy. Ty se tykaji naptiklad vyzkumu popularity filma (predev$im metodologicky inovativni vy-
zkum Josepha Garncarze Begeisterte Zuschauer: Uber die Filmpriferenzen der Deutschen im
Dritten Reich), analyzy vlivu nacistické okupace na domaci tradice a institucionalni struktury
a dopaduti na vyvoj po skonceni 2. sv. valky (Winkel - Welsch 2007), ¢i vyzkumu distribu¢ni
nabidky a distribu¢niho systému v okupovanych zemich (Winkel - Jénsson - Serensen -
Serenssen 2012). Pripadové studie zaméfené na vzdjemné vlivy, konkrétné napt. na obé¢h
hvézd, reziséri, kameramanii ¢i scenaristl v novém mocenském usporadani okupované Ev-
ropy, jsou ovSem stale vzacnosti (srov. napr. Johnson 2012). Pozornost byla vénovana spise ji-
nym trajektoriim, naptiklad vlivu hollywoodské kinematografie na némeckou kinematografii
(Fithrer 2006) ¢i némeckych emigrantii v exilu (Horak - Bishop 1996). Jsme presvédceni, ze
mezera neni zpusobena tim, Ze by se nejednalo o nosnou perspektivu slibujici dalezité po-
znatky, naopak — takovy vyzkum muize otevtit novy pohled na déjiny narodni kinematogra-
fické tradice, na jeji adaptabilitu, setrvaénost, ¢i prenositelnost do jiného, byt mocensky, insti-
tuciondlné a ¢asto kulturné zcela odli$ného prostfedi. Sou¢asné mutize prozkoumadvat proces
budovéni a rozpadu Némeckem kontrolovaného kulturniho a hospodarského prostoru a roli
naptiklad Mezindrodni filmové komory ¢i distribu¢ni spole¢nosti Transit-Film pfi realizaci
»hegemonického internacionalismu® Evropy pod diktatem Némecka (srov. zejména Martin
2016). Zjevna skute¢nost, Ze se jednalo o vztahy zaloZené na hospodarském, politickém
i osobnim natlaku a donucovani a odehravaly se v totalitnim systému, nezavdavaji divod, aby
badatelsky program zistaval zacykleny v kategoriich totalitarismu, kulturniho imperialismu
¢i germanizace z jedné perspektivy, a kategoriich kulturni obrany, rezistence ¢i kolaborace
z perspektivy druhé — zvlasté pokud se tato hlediska ukazuji jako dostate¢né vytézena. Vyzy-
vame tedy predev$im ke studiim, preferujicim hlediska komparace, kulturniho transferu ¢i
tzv. histoire croisée (Werner — Zimmermann 2002 a 2006) — a to pfi plném védomi limitt,
které této perspektivé stavi zdsadni nerovnost mezi adresaty a ptijemci kulturnich vliva. Jed-
nak je samoziejmé mozné zkoumat to, jak se v tomto novém mocenském usporadani ménily
vzéjemné vztahy k jinym aktéram, napriklad fasistické Italii; co je ale jesté dtlezitéjsi, skrze
detailni studie konkrétnich ,vymén“ je mozné prozkoumaévat obecnéjsi rysy toho, jak funguji
organizacni struktury filmového primyslu vystavené nucené transformaci, jak se udrzuji pro-
fesni normy a standardy ¢i kulturni preference a navyky nucené konfrontované s jinou tradi-
ci, jaké ,smiSené“ formy jsou vysledkem jejich stiett ¢i prenosti. Dulezité je také to, Ze téma



umoznuje sledovat pomér mezi dlouhodobymi tendencemi lokélni filmové kultury a filmo-
vych praktik na jedné strané, a dopadem narazovych politickych a instituciondlnich zmén na
strané druhé.

Jestlize zamérné omezujeme rozsah tématu na okupované zemé, snazime se udrzet zfetelné
vymezené pole, definované oteviené nasilnym prevzetim kontroly nad filmovym préimyslem
a obecnéji nad filmovou kulturou. Protektoratni kinematografie je k takové perspektivé lépe
»vybavena®, nez vétsina ostatnich okupovanych zemi, diky relativné vysoké produkci, moder-
nim ateliértim a tradi¢nim vazbam na némecky filmovy pramysl. Nicméné i fada dalsich zemi
se nabiz{ k vyzkumu filmového pramyslu (zejména francouzska spole¢nost Continental), vli-
vl na distribuci a recepci, ¢i razantnich dopadt na filmovou infrastrukturu. Povazujeme za
dulezité zaméfit pozornost na to, za jakych podminek byly naptiklad prendseny produkéni
standardy; jaké duvody a dopady méla cirkulace filmovych profesiondld, jak ovliviiovala pro-
dukéni a estetické normy a jaky méla vliv na povale¢ny vyvoj; jaka politickd, administrativni,
ideologicka a hospodarska kritéria ovlivitovala obéh filmt v Némecku a v okupované Evropé,
jak se proménovaly lokalni idiomy zanrové produkce; ¢i jak se lisila recepce popularnich fil-
mi riiznych Zanrd a rizné filmové tradice. Takové vyzkumy mohou ukézat funkci, vlastnosti
a stabilitu kulturnich hodnot a produkénich norem uplatiiovanych v oblasti filmové produk-
ce, distribuce a recepce, a to jak obecné, tak specificky ve vyhrocené situaci valky a okupace.
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ILUMINACE

je recenzovany Casopis pro védeckou reflexi kinematografie a pfibuznych problému. Byla za-
lozena v roce 1989 jako pulletnik. Od svého patého ro¢niku presla na ¢tvrtletni periodicitu
a pri té prilezitosti se rozsifil jeji rozsah i format. Od roku 2004 je v kazdém ¢isle vyhrazen
prostor pro monotematicky blok textd. Od roku 2005 jsou nékteré monotematické bloky pti-
pravovany ve spoluprdci s hostujicimi editory. Iluminace ptind$i pfedev$im puvodni teoretic-
ké a historické studie o filmu a dalsich audiovizudlnich médiich. Kazdé ¢islo obsahuje rovnéz
preklady zahrani¢nich textd, jez pfiblizuji sou¢asné badatelské trendy nebo splaceji preklada-
telské dluhy z minulosti. Velky prostor je v Iluminaci vénovén kritickym edicim priméarnich
pisemnym prament k dé¢jindm kinematografie, stejné jako rozhovortim s vyznamnymi tviir-
ci a badateli. Zvlastni rubriky poskytuji prostor k prezentaci probihajicich vyzkumnych pro-
jektt a nové zpracovanych archivnich fondi. Jako kazdy akademicky ¢asopis i lluminace ob-
sahuje rubriku vyhrazenou recenzim domaci a zahrani¢ni odborné literatury, zpravam
z konferenci a dal$im aktualitdim z déni v oboru filmovych a medialnich studii.

POKYNY PRO AUTORY:
Nabizeni a format rukopisit

Redakce piijimé 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 predpokladd délka 15-35 normostran, u roz-
hovort 10-30 normostran, u ostatnich 4-15; v odivodnénych pripadech a po domluvé s re-
dakci je mozné tyto limity prekrodit. VSechny nabizené ptispévky 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 ¢e$tiné o rozsahu 0,5-1 nor-
mostrana, anglickym pfekladem nazvu, biografickou notickou v délce 3-5 fadkd, volitelné
i kontaktni adresou. Obrazky se prijimaji ve formatu JPG (s popisky a udaji o zdroji), grafy
v programu Excel. Autor je povinen dodrzovat cita¢ni normu ¢asopisu (viz ,Pokyny pro bib-
liografické citace®).

Pravidla a prabéh recenzniho fizeni

Recenzni fizeni typu ,,peer-review* se vztahuje na odborné studie, uréené pro rubriku ,,Clan-
ky*, a probihd pod dozorem redakéni rady (resp. ,redakéniho okruhu®), jejiz aktudlni slozeni
je uvedeno v kazdém ¢&isle ¢asopisu. Séfredaktor ma prévo vyzadat si od autora jesté pred za-
pocetim recenzniho fizeni jazykové i vécné tGpravy nabizenych textl nebo je do recenzniho
Fizeni viibec nepostoupit, pokud nesplnuji zakladni kritéria ptivodni védecké préce. Toto roz-
hodnuti musi autorovi nélezité zdtvodnit. Kazdou predbézné ptijatou studii redakce predlo-
71 k posouzeni dvéma recenzentiim. Recenzenti budou vybirani podle kritéria odborné kvali-
fikace v otazkdch, jimiz se hodnoceny text zabyvd, a po vylouceni osob, které jsou v blizkém
pracovnim nebo osobnim vztahu s autorem. Autofi a posuzovatelé zustavaji pro sebe navza-
jem anonymni. Posuzovatelé vyplni formuldf, v némz uvedou, zda text navrhuji pfijmout,
prepracovat, nebo zamitnout. Své stanovisko zdtivodni v pfilozeném posudku. Pokud dopo-
rucuji zamitnuti nebo prepracovani, uvedou do posudku hlavni divody, respektive podnéty



k tGpravam. V piipadé pozadavku na prepracovani nebo pii protichiidnych hodnocenich
mitize redakce zadat tfeti posudek. Na zédkladé 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 $éfredaktora nesouhlasi, mtize své stanovisko vyjadrit
v dopise, ktery redakce predd k posouzeni a dalsimu rozhodnuti ¢lentim redakéniho okruhu.
Vysledky recenzniho fizeni budou archivovany zptsobem, ktery umozni zpétné ovéfent, zda
se v ném postupovalo podle vy$e uvedenych pravidel a zda hlavnim kritériem posuzovani
byla védecka tGroven textu.

Dalsi ustanoveni

U nabizenych rukopisti se predpoklada, ze autor dany text dosud nikde jinde nepublikoval
a ze jej v prubéhu recenzniho fizeni ani nebude nabizet jinym ¢asopistim. Pokud byla publi-
kovana jakakoli ¢ast nabizeného textu, autor je povinen tuto skute¢nost sdélit redakci a uvést
v rukopise. Nevyzadané ptispévky se nevraceji. Pokud si autor nepfeje, aby jeho text byl zve-
fejnén na internetovych strankdch casopisu (www.iluminace.cz), je tteba sdélit nesouhlas pi-
semné redakci.

Pokyny k formdlni tpravé ¢lanka jsou ke stazeni na téze internetové adrese, pod sekei ,, Auto-
fi ¢lanka®



Sbirka oralni historie
v Narodnim filmovém archivu

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

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

NFA spliuje vSechny podminky, které zarucuji nejvy$si moznou kvalitu archivace.

Jakékoliv obohaceni nasi sbirky z vasich zdrojt je cennym prispévkem k rozsiteni povédomi
o minulosti ¢eského filmu a souc¢asné i nasi kulturni historie.

Kontakt: kurdtorka sbirky Marie BareSova
Marie.Baresova@nfa.cz
226 211 860 / linka 20
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